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«FAREWELL, MY DICHTERLIEBE...»:
SCHUMANN, KURTAG, AND THE INTERTEXT,
IN ACHINGLY-TENDER TONES!

A post-modern concept of intertextuality allows for re-contextualization and re-interpretation
of familiar and unfamiliar music, thus offering intriguing structural and semantic insights, otherwise
unapparent. This article focuses on two fragments: Schumann’s “Im wunderschonen Monat Mai”
from Dichterliebe (1840), and Gyorgy Kurtag’s “Farewell, my beloved” from Requiem for a Friend
(1982—-1987). Schumann’s nostalgically naive first Lied of the cycle is a true Romantic fragment with
its structural clarity and intentional incompleteness, where the thought or emotion expressed in
Heine’s text is musically suggested, but not insisted upon. Kurtag’s “Farewell, my beloved ...” set to
a poem by Rimma Dalos, is a reflective and lyrical piece in aphoristic Post-Webernian / Post-Bar-
tokian style. While being sensitive to the intrinsic structural characteristics of the poem, Kurtag’s
offers his creative reading of Dalos’ text. Employing close structuralist musico-poetic analysis of
both pieces and the concept of intertextuality, I suggest that Schumann’s Lied and Kurtag’s art song
may be viewed as one intertexual whole. The connectedness between the two works reveals itself
through the examination of their gestural content, extending to deeper levels of their respective struc-
tures/semantics to form new intertext — a framework for interpretation of each fragment separately
and also together. Paraphrasing Michael Klein, each of the two fragments, as newly heard, has no
existence prior to one another’. A newly created intertext offers insights into Schumann’s famous
Lied while revealing the depth of lightness and darkness in Kurtag’s art song?>.

Keywords: Kurtag and Schumann, Dichterliebe and Requiem for a Friend, intertextuality,
resonance, musico-poetic analysis, analysis/interpretation, phenomenology in music analysis.

Relevance of the study. This essay is a result of my listening experience, — listening
to two very different pieces of music, separately, at different times. Somehow, these two un-
connected occurrences found one another in my perceptive mechanism, and formed both an
elusive and a very real musical space — the intertext. Fully recognizing that my personal

1 ¢¢

[lemste-uexno, TpyctHO” (achingly-tender, sad) is Kurtag’s score indication of the piece’s character.
See Kurtag, Gyorgy, Requiem for the Beloved. Op. 26. Budapest: Universal Musical Publishing Editio Musica
Budapest, 1998.

2 Klein, M. Intertextuality in Western Art Music. Bloomington. IN: Indiana University Press, 20035, p. 8.

3 An earlier version of this this paper was presented in at the 2013 meeting of The International Asso-
ciation for Word and Music Studies (WMA). See abstract in the conference program at https://silo.tips/down-
load/the-conference-administrator-is-mrs-valerie-james-of-the-institute-of-musical-re, p. 24.
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Musical work: analytical view

hearing/reading/interpretive experience is in no way more objective, “true,” or superior to
any other possible interpretation of these two compositions, the goal of this paper is to
advocate for an intimate relationship with a musical work as a pre-requisite for the music’s
vitality and very existence.

In my analytical explorations, I utilize the term “intertextuality,” first introduced by
French semiotician Julia Kristeva in the 1960s' and conceptualized further by Roland
Barthes? and other subsequent literary scholars. Intertextual links, in relation to music com-
positions, may reveal themselves in various ways, including direct quotations, indirect sty-
listic borrowing, or more subtle allusions to another composer’s technique and/or aesthetics.
As Michael Klein maintains, “Broadly conceived, intertextuality has the potential to disrupt
our notion of history and unidirectional timeline that runs from an earlier text to a latter
one™. In my view, intertextuality as a concept extends beyond the consideration of “influ-
ence” of one composer on another. Intertextuality is a non-directional concept: it is not from
one piece of art to another; it is in-between the two. I am also intrigued by media scholar
D. Travers Scott’s proposition to cultivate the term “resonance” as a refinement of the con-
cept of intertextuality. Scott argues that intertextuality “suggests a state of connection, not
the active process of connecting”, whereas resonating refers to “sympathetically interacting
texts to amplify, clarify and refine mutual elements”™. He points out that even Kristeva “re-
placed the term in 1984 with ‘transposition’ to specify, not merely connections, but trans-
formative effects from connections™.

In this essay, I construct intertext/resonance between the last fragment from
Pexsuem no dpyey [Requiem for a friend] by contemporary Hungarian composer Gyorgy
Kurtag, and the first Lied of Robert Schumann’s Dichterliebe. I call both pieces “fragments”
in the Romantic sense of the term, when, according to Beate Perrey, “the fragmentary was
acknowledged as the basic condition on existence”. Furthermore, as Heather McHugh re-
minds us, in the Romantic era, “Friedrich Schlegel (dean of the Romantic fragmentists) took
pains to distinguish the fragments of intent from that of mere extent: ‘many works of the an-
cients have become fragments; many works of the moderns begin that way’”’.

Indeed, each of the two pieces I discuss is a self-contained structural / semantic phe-
nomenon, as well as a part of a larger whole, as conceived by Schumann and Kurtag, respecti-
vely. However, this article does not address the issue of cyclical tendencies in each of the two
compositions, or revisit a widely discussed view of Schumann’s piece as a quintessential Ro-
mantic fragment, or present an argument for the “Romantic” nature of Kurtagian fragmen-
tary. Rather, I consider the fragmentary nature of both pieces an axiom. My purpose is to
demonstrate that these two fragments may be heard differently from any other possible in-
terpretation, if considered together, as one intertextual whole. I argue that the intertext offers
insights into Schumann’s famous Lied while revealing the depth and beauty of Kurtag’s piece.

! Kristeva explored the concept of intertextuality in a series of essays written between 1966 and 1968,
published in French in 1969. Speciﬁcally, see Kristeva, J. “Word, Dialogue and Novel.” Ch. 4, in Semeiotike:
recherches pour une sémanalyse. Paris: Editions du Seuil, 1969, pp. 343-373.

? See Barthes, R. The Pleasure of the Text. Trans. R. Miller. New York: Hill and Wang, 1975. 80 p.

3 Klein, M. Intertextuality in Western Art Music. P. 12.

*Scott, D. T. “Intertextuality as ‘Resonance,” Masculinity and Anticapitalism in Pet Shop Boys’ Score
for Battleship Potemkin”. Music, Sound, and the Moving Image (MSMI) online journal 7:1, Spring 2013, p. 56.

> Ibid.

6 Perrey, B. Fragmentation of Desire: Schumann’s Dichterliebe & Early Romantic Poetics. Cam-
bridge: Cambridge University Press, 2002, p. 22.

7 McHugh, H. Broken English: Poetry and Partiality. Hanover: University Press of New England, 1993, p. 69.
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1. “IM WUNDERSCHONEN MONAT MAI”

“Im wunderschonen Monat Mai” is the first poem from Heinrich Heine’s Lyrisches
Intermezzo — a cycle of 65 poems, written by the poet in the early 1820s, when, according to
Robert Holub, “Heine was an outspoken advocate of Romanticism”!. Still, Perrey suggests,
“Heine’s awareness of the limits of communication through his work directly affected his
chosen style of writing... He opts for an open, associative way of communication, characterized
by a network of subtle ties between particular ideas or impressions. The concept of allusion and
referentiality create a literary texture of great density on several semantic levels™.

I would like to offer a brief textual analysis of Heine’s seemingly unassuming, folk-
influenced poem, in which I utilize poetic analysis methodology of the eminent Russian
semiotician Yuri Lotman®.

Examining a phonological level of the poem’s structure, the first two lines in both stanzas
are saturated with warm and soft sounds — ‘mo-"and ‘ma-’, ‘wu-"and ‘vo-’, ‘alle’ and ‘sch’
(shown in italics in Figure 1 below). This warm and soft sound-palette reinforces the idyllic
and nostalgic setting of a warm, sunny month of May, which may also signify a metaphor for
an erotic image of a woman, suggested by “bursting buds” and “singing birds” (shown in bold
type in the English translation in Figure 1). The “beloved” is mostly absent from the poem, but
the images of nature take her place. The last two lines of each quatrain express the inner-
self of the “I”-character (demonstrated in bold italics in Figure 1): first, in a figurative form
of “in my heart love broke forth,” and then, in the second verse, as an active “I”’-agent, where
the protagonist confesses his longing and desire. These last two words of the text, “longing
and desire,” critical for the Romantic view of love, are the key to the interpretation of the poem
as a whole: Heine’s text is charged with the underlying constant of erotic desire, implicit
from the very beginning of the poem, but explicit only in its end. Thus, regulated, strophic
form of the text conflicts with the openness of its semantics (figure 1).

Figure 1.
Phonological level of structure in Heine’s poem
Heine’s text: English translation*:
Im wunderschonen Monat Mai, In the lovely month of May,
Als alle Knospen sprangen, When all the buds were bursting,
Da ist in meinen Herzen Then in my heart
Die Liebe aufgegangen. Love broke forth.
Im wunderschonen Monat Mai, In the lovely month of May,
Als alle Vogel saungen, When all the birds were singing,
Da hab’ich ihr gestanden Then I confessed to her
Mein Sehnen und Verlangen. My longing and desire.

"' Holub, R. 1997. “Personal Roots and German Traditions. The Jewish Element in Heine’s Turn
Against Romanticism.” In Heinrich Heine und die Romantic. Ertrdge eines Symposiums an der Pennsylvania
State University, 21-23. September 1995. Ed. Markus Winkler. Tiibingen: Niemeyer, 1997, p. 41.

2 Perrey, B. Fragmentation of Desire: Schumann’s Dichterliebe & Early Romantic Poetics, pp. 96-97.

3 In his book Ananuz nosmuueckozo mexcma (1972), Yuri Lotman (1922-1994) argues that every
structural detail of the poetic text contributes to its semantics. Thus, all inquiry into semantic meaning is necessarily
an inquiry into structure.

* This translation appears in Schumann, R. Dichterliebe. An Authoritative Score. Historical Background.
Essays in Analysis. Views and Comments. Ed. Arthur Komar. New York: W. W. Norton & Co, 1971.
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The musical counterpart of this poem has been much discussed by the Schumann
scholars due to the “openness” of its form, which has to do with the unresolved C#’ throughout
the Lied!, the ambiguous starting harmony of B minor in first inversion with non-chord
tones, the absence of the implied tonic F# minor, and the ambivalence of the very idea of a
“home key”. I believe, in his setting, Schumann underlines Heine’s idea of open-endness of
longing: what I call the “motive of longing,” built of the largest in the Lied leap of an ascending
major 6™ (B-G#) and introduced by piano in the very beginning, supported by unresolved C#’,
saturates the fabric of the song (Example 1a), also appearing, in transformed (Example 1b)
and inverted (Example 1c) forms in both piano and vocal parts®. It is amplified by synco-
pated suspensions of the piano’s right-hand part, as if the implied protagonist is so over-
whelmed with his feelings that he is unable to express himself eloquently. In each verse, a
transformed form of the “motive of longing” comes at the culminating point in the voice part,
coinciding with “love broke forth” and “desire,” as if equating these two concepts (example 1).

Example 1.
The “motive of longing” in its original (a), transformed (b), and inverted (c) forms?.
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Still, in the vocal part, Schumann mimics Heine’s multi-layered poetic structure within

a simple parallel form (demonstrated in Figure 2 with the corresponding types in English trans-

lation). Thus, in this Lied, the piano part, not the vocal line, functions as the agent of semantic
focus of the poem, intimated by Heine in the hidden openness of its strophic form (figure 2).

Figure 2.

The saturation of the “motive of longing” and the parallel structure of Schumann’s setting

“MOTIVE OF LONGING” PARALLEL STROPHIC VOCAL LINE

Im wunderschonen Monat Mai, In the lovely month of May,

Als alle Knospen sprangen, When all the buds were bursting,
Da ist in meinen Herzen Then in my heart

Die Liebe aufgegangen Love broke forth.

! In this essay, I purposefully refrain from making a call regarding the role of this chord in the harmonic
fabric of the Lied, and refer to this much discussed topic in passing while focusing on the piece’s gestural
semantics. Furthermore, since my reading of the intertext between the two fragments creates a new context, |
exclude any reference to the function of these songs in their respective cycles.

? Possible semantic consequences of permutations of the original “motive of longing” are not in
the scope of this paper.

3 Excerpts from Robert Schumann, Dichterliebe. Leipzig: C. F. Peters, No. 2383, n. d. (ca. 1900). Public
Domain.
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Im wunderschéonen Monat Mai, In the lovely month of May,

Als alle Vogel saungen, When all the birds were singing,
Da hab’ ich ihr gestanden Then I confessed to her

Mein Sehnen und Verlangen. My longing and desire.

In his book Interpreting Music Gestures, Topics, and Tropes, Robert Hatten writes:
“David Lidov (1993) insightfully defined artistic gesture as movement that is marked for sig-
nificance, whether by or for the agent or the interpreter”!. In this Lied, Schumann’s initial
melodic gesture points me to itself as a semantic essence of the piece. In Schumann’s setting,
ending with unresolved C#’, Heine’s naive poetic stylization becomes a quiet statement of
the innate impossibility of love, driven by desire.

I1.“IIpomaii, MOM OPOTOM...”

Gyorgy Kurtag’s “IIpormaii, moii moporoii...” [Farewell, my beloved] is the last of the four
songs constituting his cycle Pexguem no dpyzy [Requiem for a friend]?, a setting of the texts
by Rimma Dalos, a Russian-born poet residing in Hungary, from the poetic cycle by the same
name. Dalos’s text is a short, concentrated, haiku-like structure, typical of her writing style.
Considering the sound-content of the text, there is a juxtaposition of the two phonological layers.
The first layer is associated with “warm” ‘@’, ‘#’, and ‘B’ sounds in the words ‘moit’, ‘mue’, and
‘Hedero’ (shown in italics in Figure 3 below), and the second one with “dry” ‘n’ and ‘T’ plosives
in words “mpomaii”, “mpoctu”, “orakaTth’, and “3a06weITh” (shown in bold type in Figure 3).
Thus, an emotion of loss is expressed through the use of the “dry” sound-palette, and an idea
of inner emptiness — with “warm” phonemes. This striking tension between phonological
and lexical levels of the text — “warmness of nothingness” and “dryness of emotion” —
suggests the poem’s subtext: perhaps, one, the Requiem is for, one for whom nothingness is

a comforting, all-embracing universe, void of any memory and regret, is oneself? (figure 3).

Figure 3.
“Warm” and “dry” phonological layers of Dalos’s poem
Original text: English translation®.
IIpoura¥i, Mot 1OPOToii, MPOCTH. Farewell, my beloved, forgive [me].
Mue Heuezo oIJIaKaTh, I have nothing to mourn,
Mme Hevezo 3a0bITh. I have nothing to forget.

Similar to Schumann in his “Im wunderschonen Monat Mai”, Kurtag divides his setting
into two parts, articulated by a piano interlude, with prelude and postlude. Throughout the com-
position, the piano part slowly varies voice-leading of uncomplicated harmonic church-bell-
like-sounding formations, resulting in static (but rich in shades) non-motion. The musical
gestures in the voice part may be divided into “open” ones, represented by either ascending
or descending dyads (Example 2a), and “closed” ones — three- or four-note gestures outlining
a major triad with an added second, henceforth referred to as the “triad + second” for-
mula/gesture (Example 2b). To “mourn” represents an exception, since it corresponds to a
triadic motive, but without a dissonance, — and thus, musically emphasized (Example 2c¢).
Kurtag mimics his small-scale construction on a larger scale, using “open” gestures to create
large-scale “closed” ones: an amalgam of the first two dyads (C—Eb and Gb—Cb, respectively),
as well as the triad on “to mourn,” combined with the last dyad (Bb—Db—Gb and E—Bb, res-
pectively) are also manifestations of the “triad+second” formula (example 2).

! Hatten, R. Interpreting Music Gestures, Topics, and Tropes. Bloomington, IN: Indiana University
Press, 2004, p. 112.

2 In some publications, Rekviem po drugu is translated as Requiem for the beloved.

3 Translation is mine.
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Example 2.
“Open” and “closed” gestures in Kurtag’s setting'.
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As Figure 4 below demonstrates, the structure of the voice part is almost perfectly
symmetrical, except for a clear, strong emphasis on the word “to mourn” (shown in bold
italics), or in the context of the piece, the phrase “I have nothing to mourn,” represented by
the two consecutive major triads, which become this work’s semantic focal point (figure 4).

Figure 4.
Symmetrical structure of Kurtag’s setting
Farewell  my beloved forgive nothing to mourn nothing to forget
dyad triad+second dyad triad+second  triad  triad+second dyad

triad+second triad+second

When comparing text and music, it is apparent that Kurtag groups his gestures simi-
larly to Dalos’s phonological division, but with one exception: the poet separates
the words / concepts of “nothing” and “to mourn” into two different semantic fields, while
Kurtag links and emphasizes them musically (figure 5). Whereas in the text, “nothing to
mourn” expressed a painful emotion, in Kurtag’s setting it sounds liberating.

Figure 5.
Comparison of poetic and musical structures in “Farewell, my beloved...”

dry warm dry warm dry warm dry
Text: Farewell my beloved forgive [me] [ have nothing to mourn [ have nothing to forget
Music: Farewell my beloved forgive [me] [ have nothing to mourn I have nothing  to forget

dyad triad+2 dyad triad+2 triad triad+2 dyad

! Gyorgy Kurtag, “Proshchai, moi dorogoi...” [Farewell, my beloved] from Requiem for a Friend,
Op. 26. Copyright by Universal Music Publishing Editio Musica Budapest, 1998. Reproduced by permission.
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II1. Conclusion: Intertext / Resonance

It is a fact that, as one of the most intertextual composers of our time, Kurtag often
“responds” to other composers, both living and dead, by sometimes apparent, and some-
times subtle allusions. One would find dozens of Hommages in his ceuvre; in fact, Kurtag
subtitled this piece Hommage a Hugo Wolf — a topic for another intertextual investigation
that would be critical for entertaining the question of the composer’s intentions. Indeed, I
could draw parallels between Wolf’s and Kurtag’s acute literary sensibilities, their similar
approach to the text setting as a semantic transformation of a poem, their awareness, after
Schumann, and further exploration of the interpretive power of the piano part in a new,
enriched harmonic context. However, in this essay, I have a different objective: I examine
my own listening experience to advocate for the freedom to hear music on one’s own terms.
And I hear this piece as a homage to Robert Schumann.

I am mindful of analytical subjectivity as the main premise of this essay; however, a
phenomenological approach to music analysis and interpretation is not a cutting-edge topic —
it has a 30+ year history. Back in 1984, Lawrence Ferrara wrote, “Phenomenologists presume
that what one hears is affected by how one hears <....> One can close or open many potential
meanings of a work given a particular mode of orientation”!. In my exploration of this topic,
I have been inspired by the work of all the intertextual literary and music scholars mentioned
above and especially by the writings of Marion Guck, a music theorist specializing in herme-
neutics in a musical discourse. Guck argues that sounds become music only when they have
entered a person, and thus, music exists “only in the interaction between sound and the body-
and-mind of an individual™. This interaction between a person and music is unavoidable
and inherently subjective. Furthermore, Guck proposes reframing analysis as interpretation,
and identifying the objects of musical interpretation as “hearings™. The scholar advocates what
she calls a “humanistic interpretive approach” to analysis, where “musical experience hap-
pens in the negotiation between an individual’s sensibility and some of music’s af-
fordances™. In her careful consideration of the metaphorical language in analytical prose,
Guck is equally inspired by writings of Kendall Walton and Milton Babbitt, as well as music
sociologist Tia DeNora and feminist musicologist Suzanne Cusick’. In this essay, I am taking
Guck’s ideas to another, intertextual dimension of the imaginary world “to which work and
reader together belong™®.

In my “fictional” analytical context, I hear the intertext/resonance, first of all, in
the dynamics between the two main gestures of the pieces: Schumann’s “motive of longing”
and Kurtag’s “triad + second” formula. It is as if Schumann’s gesture, both emotionally
charged and so gentle, finds its counterpart/resolution in Kurtag’s both tender and assertive
triadic motive (Example 3). I hear resonance in the similar “bright-sorrow” mood of both
fragments, particularly highlighted in the excellent, informed, and sensitive performances

! Ferrara, L. “Phenomenology as a Tool for Musical Analysis”. The Musical Quarterly. Vol. 70, No. 3,
1984. P. 356.

2 Guck, M. “Music Loving or Relationship with the Piece”. The Journal of Musicology, 15.3, 1997,
p- 346.

3 Guck, M. “Analysis as Interpretation: Interaction, Intentionality, Invention”. Music Theory Spec-
trum, 28. 2, 2006. P. 194.

*1bid., p. 206.

3 For the list of specific works by these scholars, see ibid., pp. 207-208.

% Guck, M. “Analytical Fictions”. Music Theory Spectrum, 16.2, 1994, p. 230.
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by Dietrich Fischer-Dieskau'! and Adrienne Czengery, respectively®. Through Kurtag, I hear
the inevitability of the poetic “end of love” throughout Schumann’s fragment: I hear “warm
nothingness” suggested by Dalos’s poem and Kurtag’s setting as a true nature of Schumann’s
“longing for love” (example 3).
Example 3.
The resonance between Schumann’s “motive of longing” (shown in its last occurrence)
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and Kurtag’s “triad+second” gesture.
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Through Schumann, I started to really hear Kurtag’s fragment for the first time. I
always loved it, as one of the, perhaps, most beautiful Kurtag’s vocal works, but its depth,
coming from the combination of a certain bitterness of the text and a bit troubling sweetness
of music, would puzzle me. But when I consider this piece next to Schumann’s, I get it.
“Farewell, my beloved...”, as a member of my imaginary mini-cycle, is painless and peaceful,
like euthanasia, but with the door of nothingness left open on the last “uneasy” tritone
corresponding to the word “forget”, just like the unresolved C#’ at the end of Schumann’s
Lied. Maybe, Kurtag’s poetic-self communicates with Schumann’s through the distance of
time: What if all there is left at the end of any love story is just a memory?

Marion Guck writes: “I am interested not in just going with my impressions, I am
interested in working with them™. Similarly, in my work, I explore and celebrate a possibil-
ity of contextual hearing and subsequent analysis as an honest response to experiencing mu-
sic at that one particular given moment. For, music lives in those and through those, who
are listening®.

! Schumann, R. Dichterliebe; Liederkreis op. 39; Selection from “Myrten”. Dietrich Fischer Dieskau,
baritone, Christoph Eschenbach, piano. Deutsche Grammophon. CD, 1990.

2 Kurtag, G. Works for Soprano. Adrienne Czengery, Budapest Chamber Ensemble & Andras Mihaly.
Hungarton Classic: HCD 31821, 1998.

3 Guck, M. “Rigors of Subjectivity”. Perspectives of New Music, 35.2, 1997, p. 62.

4T am grateful to my nieces Sophia and Bronya Petrov for their thoughtful and thorough proof-reading
of this paper and help with the musical examples, and to the editorial team of Scientific Herald of the Tchai-
kovsky National Music Academy of Ukraine, and especially Iryna Tukova, for their interest in my scholarship.
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Musical work: analytical view
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«ITPOIIAL, MO JIFOBOBB ITO3TA...»:
KYPTAT, IIIYMAH 1 UTHTEPTEKCT B IITEMAIIE-HEKHBIX TOHAX

AKTYaJIbHOCTh 1 HAy4YHasi HOBM3HA: DEHOMEHOJOTNYECKUM MOAXO0 K aHAJIU3y U UHTEp-
MpeTaluy My3bIKM — TE€Ma He HOBas, My3bIKOBEIbl 00Cyx)aatoT e€ yxe 6osee 30-tu net. Iloctmo-
JEPHUCTCKAss KOHLENIMSI MHTEPTEKCTYyaIbHOCTH IIO3BOJIIET COBEPILATh PE-KOHTEKCTYAIM3aLUI0 U
pe-uHTEepIpETAIHIO JTH000i My3BbIKH, OTKpPBIBAsi TITyOMHHBIE CTPYKTYPHBIC U CEMAaHTHUECKUE JICTAIIH.
PaccmoTpens! 1Ba pparmMenTa: nepBuiii — «B npekpacHoM Mecsiie Mae», HOCTaIbIrH4eCKU-HaUBHBIH
MepBbIi (PparMeHT U3 BOKAIBHOTO IHKIIA «J[t000Bb o3Ta» (1840) Pobepra lllymanana, BTopoit —
«IIpomaii, moit moporoii...» p€pas Kyprara u3 BokanpHOTO 1UKIa «Pexsuem no opyey» (1982—
1987). Kaxxnoe u3 3THX MpOu3BEACHHUI MPOaHAIM3UPOBAHO CHaYaJla OTACIBHO, a TOToM BMecTe. OHI
MHTEPIPETHPOBAHbI OyITO CKBO3b OOIIMI JJIsi HUX HHTEPTEKCT, OOHAPYKUBAIOIIUI ce0s1 B MHIUBH-
IyaJbHOM IIpOLIECCE CIyIIaHUs U aHaJIN3a.

Ieab cTaThbum — MOKa3aTh, YTO 3TH JBA COUMHEHHs-(hparMeHTa MOTYT OBITh YCJBIIIAHBl U
HMHTEPIPETUPOBAHBI COBEPILEHHO MO-HOBOMY, €CJIHM UX ITPOAHAIM3UPOBATh BMECTE, KAK JIBE COCTABIISIO-
1€ OTHOTO UHTEPTEKCTYAIbHOT0, BHEBPEMEHHOTO 11e510r0. Vcnonb3ys (heHOMEHOIOrHuecK il MoAX0/,
yOeKeHbl B HEOOXOMMOCTH Pa3HbIX METOAOB aHAIN3a JIF0OOT0 MY3bIKAJIbHOTO MPOU3BEIACHHUS.

Metononorus: Ilpumenén mMeron CTpykTypHOro noistuueckoro aHanuza fO. M. Jlotmana,
peoOpa3oBaHHBIN B 3TOH paboTe B My3bIKAIBHO-TTO3TUYECKUIN aHAIN3 COTJIACHO KOHILICTIIIUHA UHTEP-
TeKCcTa / pe3oHaHca.

BbiBoabl. CBsi3b MeX1y IByMS IPOU3BECHUSIMHU OOHAPYKUBAETCS B pE3yJIbTaTe aHAIN3a UX
MHTOHALIMOHHOTO COJEPKaHUs, CBUJETENLCTBYIOIIETO O ropa3o Oosee Tiy0oKoil CTPyKType U ce-
MaHTHUKE 3TUX paboT, U POPMYITUPYET HHTEPTEKCT — HOBBIM KOHTEKCT UX UHTEPIPETAI[H, KaXKIO0r0
oTAenbHO U BMecTe. OJTHUM U3 ONPEACTISIONINX JIEMEHTOB 3TOT0 HHTEPTEKCTa / pE30HAHCa SBIISIETCS
JMHAMHMKa MEXy BYMs INITaBHBIMM MHTOHALMSIMU: IIYMAHOBCKMM «MOTHBOM JKEJIAHUSA» U KypTa-
TOBCKOM (POPMYIIOH «Tpe3Byune + CEKyH/a», TJe TMOCISTHAS CIBIIINTCS KaK «pa3perieHne» peabiy-
mieid. B myssike /. Kyprara orpaxena Hen30€XHOCTb KOHIIA JIFOOBU 1103Ta, y P. [llymana — B camom
ero Havane. Cinymas «IIpomaii, Mot Toporoi...» BMecTe ¢ «B nmpekpacHOM Mecsiie Maey, 3aMETHO,
yto pomanc JI. Kyprara 3Byunt moutn 6e3 dyBcTBa 0O0JH, ake YMHUPOTBOPEHHO. DTO COCTOSTHHE
HapyIIEHO TOJIBKO MOCISTHUM TPUTOHOM B TAPTHUU COMPAHO Ha CJIOBE «3a0bIThY, BOCIPUHUMAEMOM KaK
BOIIPOCUTENBHBIN 3HAK, KaK U HEpa3pelEHHbI nocneannii C# nommuHant-cenrakkopa y P. lllymana —
aKKOpJ B TOHAJIbHOCTH, KOTOPOU HET.

JIr000i1 MHIMBUTYaIbHBINA OMBIT CITYIIAHUS / YT€HUsI / IHTEpIPETallui My3bIKaIbHOTO IPOU3BE-
JIeHUs CyOBEKTUBEH M HE MOKET OBITh O0JIee 3HAUUTENILHBIM HITH O0Jiee MPaBIUBbIM, YeM MHOTHE JPyTHE
OTIBITHI CITYIIaHUS U IOHUMAaHHMSI 3TOM My3bIKU. [ TyOOKHE OTHOILIEHUS MEX/Ty CITyIIaTeneM / HHTep-
MPETATOPOM M MY3BIKAJBHBIM COUYMHEHHEM HEOOXOIMMBI JJISi TOTO, YTOOBI My3bIKa MPOJOJIKaa
KHUTh, 10O OHA KUBET B TeX U Onaromaps Tem, KTo e€ CIyIIaeT.

KmroueBble caoBa: J[. Kyprar u P. lllyman, «JIro60Bb mosTan u «PexkBueM Mo Apyry»,
UHTEPTEKCT, pe30HaHc, MY3bIKAJIbHO-TI03TUYECKHIA aHasm3, aHaJIM3/UHTepIpeTaIysl,
(heHOMEHONIOTMYECKUI MTOX0 K aHATIU3Y MY3bIKH.
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My3un4yHui TBip: aHaniTU4YHUIA nornag
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«ITPOIIIABAY, MOA JIIOBOB ITOETA...»:
KYPTAT, IIIYMAH TA IHTEPTEKCT Y IIIEMJIMBO-HIZKHUX TOHAX

AKTYyaJIbHICTh i HAYKOBa HOBM3HA. DEHOMEHOJIOTTYHHH MiIX1]] 10 aHaIi3y W 1HTeprIpeTarii
MY3HKH — TeMa He HOBa; MY3HKOJIOI'H 00roBoproroTh ii Bxke Oibie 30 pokis. [TocT-monepHicTcka
KOHIICTIIIISl IHTEPTEKCTYAILHOCTI J1a€ 3MOTY PE-KOHTEKCTYyalli3yBaTH 1 pe-IHTEPIPETyBaTH Oyab-sIKy
MY3UKY, PO3KpUBAIOYH TIIMOWHHI CTPYKTYpHI i ceMaHTH4Hi fertaii. PosrisHyTo nBa gparmeHTu: nep-
i — «Y TIpeKpacHOMY MICsIIIi TpaBH1», HOCTAIbI1HO-HATBHUHN TIepIIniA (pparMeHT i3 BOKAIHLHOTO
ukiy «JIro6oB noeta» (1840) Pobepra lllymana, i npyruit — «Ilpomasaii, miit goporuii...» Jpopas
Kyprara 3 #ioro BokanbHOTO UKy «PekBiem 3a mpyromy» (1982—1987). KokeH 13 1iX TBOPIB CIIOYATKy
IIPOaHali30BaHO OKPEMO, a TIOTiM pa3oM. IX inTepnperaito 3aiiicHeH0 HiGU Kpi3h NPU3MY IX CIiNIb-
HOTO IHTEPTEKCTY, 1110 BUSBIISAE ceOe y MpoIieci 1HANBITyaIbHOTO CIIyXaHHS W aHaITi3y.

MeTa cTaTTi — nOKa3ary, 110 11l 1Ba TBOPU-(PparMeHTH MOKYTh OyTH MOYYTi i IHTEpIpETO-
BaHI 30BCIM MMO-HOBOMY, SIKIIO iX MPOAHAII3yBaTH Pa3oM, SIK JIB1 CKJIaJIOBl OJJHOTO IHTEPTEKCTYyallb-
HOTO, 1103a4aCOBOT0 1ij0r0. JloTpuMyrounck (peHOMEHOIOTIYHOTO MiAXO0Ty, HaroJOIMIeHO Ha HE0O-
X1THOCT1 PI3HUX MIIXO/IB JI0 aHATI3Y OYIb-IKO1 My3HUKH.

MeTtonoaorisi. 3acrocoBaHo MeToAa CTpykTypHoro aHanizy fO. M. Jlormana, nepeTBopeHuit
y IIbOMY JIOCJIIJDKEHHI Ha MY3WYHO-TIOSTUIHUH aHaITi3 Y MeXaX KOHIICTIIT IHTEPTEKCTY / pe30HaHCY.

BucHOBKH. 3B’430K MiXK JIBOMa TBOpaMH{ BUSBJICHO IIUIIXOM aHANI3Y iX IHTOHALIHHOTO 3MICTY,
3aBASKH YOMY PO3KPUTO 3HAYHO TJIMOIIY CTPYKTYpy W CEMaHTUKY LHMX KOMIIO3UIIH, 1
c(OpMyIIbOBAaHO IHTEPTEKCT — HOBUIM KOHTEKCT JUIs iX iHTepmpeTanii, okpemo i pazom. OgHUM i3
BH3HAYAIBPHUX €JIEMEHTIB I[OTO IHTEPTEKCTY / pE30HAHCY € IWHaMiKa MK JBOMa TOJIOBHHUMH
IHTOHAIIISIMM: ~ OIYMaHIBCBKUM  «MOTMBOM  OakaHHS» 1  KypTariBChbKolo  (opMyJIoOi0
«TPU3BYK + CEKyHJa», KOJM OCTaHHS CHPUUMAETHCS SK «PO3B’A3aHHS» IMOMEPEeNHbOI. Y My3ulll
J1. Kyprara BupakeHa HEMUHYYICTh KiHISI KOoXaHHs moera, y P.Illlymana — Ha iioro mouartky.
Crnyxaroun «IIpommaBaii, Miii TOPOTHH...» pa3oM i3 «Y MPEKpacCHOMY MICSIIl TPaBH1», TOMIYaEII, 110
pomanc /1. Kyprara 3ByunTh Maiixke «0e3 060I110», HaBiTh yMHUPOTBOpEHO. Lleli cTan nmopyiieHo e
OCTaHHIM TPUTOHOM Y TAPTii CONMPaHO Ha CJIOBI «3a0yTW», 10 CIPUHMAETHCS K 3HAK 3alUTAHHSA, K
Hepo3B’si3aHuii octanHiil C# nominanT-centakopn y P. lllymana — akop/ y TOHaJIbHOCTI, SIKOT HEMae.

Bynp-skuiil 1HAMBI Ty IbHAN TOCB1J CIyXaHHs / YATAHHS / IHTEpIIpETaIlii My3U4HOTO TBOPY €
Cy0’€KTUBHUM 1 HE MOKe OyTH OLIbIIl 3HAYHUM 200 OUIBII MPABIAMBUM 32 1HIIUHI JOCBIJ CTyXaHHS U
pO3yMiHHS 111€1 My3uKkH. [ THOMHHE MPOHUKHEHHS cllyXada / iHTepIpeTraropa y My3u4HHI TBip HE00-
X1IHE 7151 TOTO0, 00 My3HUKa IMPOIOBXKYBaJa )KUTH, 00 BOHA KHUBE B THX 1 3aBJIKH THM, XTO ii CITyXae€.

Kumrouosi cioBa: /. Kyprar 1 P. llyman, «JIro60B moera» i «PekBiem 3a npyrom», iHTEp-
TEKCT, PE30HAHC, MY3HUYHO-TIOCTHYHUH aHalli3, aHaJi3/iHTepnpeTalis, eHOMEHOJIOTTYHUH MiaXia 10
aHaII3y MYy3UKH.
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