DOI: 10.36340/2071-6818-2025-21-2-140-149

Svetlana A. Pavlova

Candidate of Art History

Associate Professor

Music History Department

The Gnessin Russian Academy of Music
e-mail: hymnography@yandex.ru
Moscow, Russia

ORCID: 0000-0002-1042-0397

STYLE AS MEANING:
M. WEINBERG'S OPERA THE PASSENGER

To the 80th anniversary of Victory
in the Great Patriotic War

Summary: The article considers the dramaturgy of mu-
sical styles in one of the little-known works of the 20th
century — The Passenger, an opera by M. Weinberg. Musi-
cal styles are examined in relation to the opera’s seman-
tic content. The musical sound of the opera embraces the
song folklore of many countries just as the cast of char-
acters — Russians, Poles, French, Jews, English, Germans,
etc. The musical sound of the opera is based on classical
music, Soviet pop music (song), or the European-Ameri-
can dance tradition, etc, just as the life of the characters
— spiritual or soulless.

Drawn from the dramaturgy of the opera, the main
idea of the article is to present each musical style in con-

Mieczystaw Weinberg considered the opera The
Passenger (1967-1968) to be his life's work, which
is especially relevant today. The plot of the opera is
based on a meeting that suddenly took place during
peacetime, a meeting between a former Auschwitz
prisoner, Marta, and the warden, Lieschen. Recol-
lections of the concentration camp form the basis
for a significant portion of the action.

For the composer and for the author of the sto-
ry on which the libretto was based, such coverage
of the terrible events of the War is autobiograph-
ical: Weinberg's family, who lived in Poland at the
beginning of the Great Patriotic War, died in con-
centration camps; the fate of the writer, Zofia Pos-
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A composition written with the heart’s blood.
G. Sviridov
on the opera The Passenger [1]

nection with the meaning of the situation it express-
es and with the moral qualities of the heroes of whom
these expression styles are characteristic. The conclu-
sions made during the course of lectures on the His-
tory of Music at the Performance Departments of the
Gnessin Russian Academy of Music are given in the ar-
ticle. The opera The Passenger has been included by the
author in the curriculum since the 2013/2014 academ-
ic year. It has interested not only students but also fel-
low musicologists.

Keywords: The Passenger, M. Weinberg, Soviet song,
waltz and jazz dance, encyclopedia of musical styles.

mysz, developed in such a way that, having survived
imprisonment in Auschwitz and Ravensbruck, she
lived to see the Victory and, already in peacetime,
on the Champs Elysees in Paris, she met the war-
den of Auschwitz walking towards her. The shock
she experienced was so strong that Zofia was able
to escape the realisation of the “truth” of life only
through creativity. The story, “The Passenger”, be-
came one of the writer's first works [5].

Our article is devoted specifically to the mu-
sic, or more precisely, to the stylistic dramaturgy
of the opera The Passenger. It is the summing up
of the leading styles and genre trends of the 20th
century for a reliable development of the plot and

characters. In other words, the opera The Passen-
ger is a kind of encyclopedia of the main styles of
the 20th century with an accurate “explanation” of
the meaning of each of them.

The definition of style in connection with the
musical culture of the 20th century is a painfully
ambiguous phenomenon: it is connected with the
idea of polystylistics. However, with all the numer-
ous variants, two leading trends are still outlined —
modern and postmodern. Both of these trends are
presented in the music of The Passenger. In this
opera, modernism operates with one of its most
indicative techniques, namely quoting or stylising
classical or modern works and styles. Thus, rather
diverse in general, but, nevertheless, subordinated
to a single artistic goal, musical sound is formed.
Let us designate each of the trends successively;
in total, we will highlight three: academic music -
modern and classical, folklore — Russian and oth-
er peoples, pop — Soviet and European-American.

First, let us consider the sound, which occupies
the largest temporal space of the opera. This style
is usually designated as expressionistic, that is, go-
ing beyond any known boundaries of expressive-
ness. It is one of the modern academic styles, which,
in our lecture usage, we call off-key. This designa-
tion makes one think about the reasons for not
hitting the notes. In special musical language, it is
called extended tonality and implies a wide use of
chromatic unstable tones and harmonies. In gen-
eral, for a musician, not hitting the notes is a sign
of unprofessionalism. However, it is hardly possi-
ble to convict expressionist composers of the 20th
century of this. It seems that the reason for such
musical sound is the failure of the life of society to
comply with the centuries-old laws of the spiritual
life of “man and humanity”, which not only could
not remain unnoticed by art, but cried out through
the subtle world of creativity. “The entire 20th cen-
tury was accompanied by a rapid complication of
the musical language. Clarity and precision of or-
ganisation of classical forms of music have faded
into the background, while the diversity of choice
and organisation of expressive means has come
to the fore in the work of modern composers. This
situation has developed since the first decades of
the last century... However, even at the turn of the
21st century, ‘newest music’ often causes a shock
of perception due to the ‘chaos’ of incomprehen-
sible sounds. Modern opus music is elite, under-

standable to a relatively small part of the listening
audience...” [7].

In the opera The Passenger, the “rapidly compli-
cated musical language”, characteristic of the off-
key style by our definition, is used to express the
lack of spirituality of fascism, since this phenom-
enon is off-human, off-vital. In Weinberg's opera,
the expressionist style of the 20th century is so “in
its place”, that no aesthetic dissonance, which Yu.
Kholopov spoke about, occurs when listening to
this music. Firstly, the fascists speak in this style. It
is the former warden, and in the present — attractive
Lieschen, who, with her husband Walter, is heading
from Germany to the place of his diplomatic ser-
vice in Brazil. These as well as other characters of
the fascist type in Auschwitz emerge in the action
when “switching” time plans from the present to
the past. We will not dwell on these characters in
detail, we will only highlight the head of Auschwitz.
He does not have its own text part; however, he is
personified by music — a certain genre (style), which
we will talk about a little later. Secondly, the off-key
nature, as a soulless structure of life and music, is
reflected in the parts of the sufferers of Auschwitz,
sounds in their dialogues and in the instrumental
music accompanying the action. It is understanda-
ble — the reasons for such penetration are imprint-
ed not only in the words, but also on the faces of
the characters, for example, on the face of a Rus-
sian girl, Katya, the head of the underground or-
ganisation of resistance of prisoners. Her face is
broken, in bruises and open wounds. The off-key
expressionistic style of the opera can also be called
"wounded” by not hitting the notes.

In connection with the Saving Principle, the op-
era The Passenger contains folklore, pop Soviet, and
academic classical styles. Together, they testify to
the fact that even in the inhuman conditions of the
concentration camp, people remained people and
retained the main human qualities - compassion,
hope, and love! The folk and pop Soviet styles are
represented by songs. There are not many songs
in The Passenger. All of them stand out against the
background of the instrumental character of the off-
key style. The songs organise opera scenes, as ari-
as once did in baroque opera (unlike the baroque
form, there are fewer such scenes here; the song
does not always manage to break through the im-
penetrable thickness of the off-key style). The songs
are of two types — folk or with folk elements, and
pop Soviet hymn-like.
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Folk songs are presented by, first of all, Katya's
song "Ah Dolina, Ty Dolinushka”. This song is very
reminiscent of the song from the Smolensk region
from the repertoire of Agrafena Glinkina. From the
Russian opera tradition, in connection with this song,
we can recall Lyudmila’s aria from Act 4 of M. Glin-
ka's opera Ruslan and Lyudmila, “Ah ty, moya do-
linushka, moya dolinushka!”. The circumstances of
the performance are similar: Lyudmila yearns for
her fiancé and father in the conventional gardens
of Chernomor, and Katya remembers her homeland
in real cruel trials. "And what is Russia like?" — Katya
does not immediately find an answer to the ques-
tion of the main character, Marta: “Can one really
explain this?”. "You can sing!” — that is what a song
is, it is about what you cannot always explain... Let
us recall that in Lyudmila’s aria, there is an appeal
to "dolya”, not “dolinushka”. However, the mean-
ing of these cognate words brings together such
important concepts for the Russian worldview as
dolya, “fate”, a person'’s life path, and “dolinushka”
—a symbol of the Motherland in certain conditions,
endless in its earthly space, turning into heaven-
ly. Katya's Russian song, "Dolinushka”, is adjacent
in the final scene of the First Act, “Barrack”, to the
Song of Marta, the main heroine, “If the Lord called
to me". This song is written in the style of Soviet
pop music, which is perceived absolutely natural-
ly and makes a strong impression on the listener.

We have already had to write about the musi-
cal etymology of the Soviet song [4]. It seems that
this genre is collective, it captures the entire diverse
palette of Russian music - folk, academic, church.
All these basic directions of musical life were pre-
served for people by the Soviet song — both a lulla-
by, a prayer song, calling for the harvest, celebrating
a wedding, and sympathising with loss. The song
“If the Lord Called to Me”, which Weinberg gives
to Marta, can be called a spiritual hymn. Its mean-
ing is the return to man of what is main, which the
Lord created similar to Himself — Freedom. The song
ends with a threefold appeal to Freedom.

It is also necessary to mention the song scene of
Marta and her fiancé, Tadeusz, whom Marta meets
by chance in the camp warehouse: she is scrubbing
the floors, he is choosing an instrument — the vio-
lin. The culmination of the opera will be connect-
ed with the sound of the violin. Here, in the scene
“Warehouse”, which opens the second act of the
opera, the musical tuning to the vital song mode
takes place. In the case of Marta and Tadeusz, it is
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connected with the autobiographical sound of Jew-
ish folk intonations for Weinberg. The birth of the
melody is connected with the lovers’ memories of
a meeting in the town hall, where, having stopped
near the organ, Marta said to Tadeusz: “play for me,
let's imagine that it is our wedding...". The same
thing is happening now; however, the conditions of
the meeting and the sound of the music are com-
pletely different, and the duet of Marta and Tadeusz,
which stopped the camp time, is rudely interrupt-
ed by warden Lieschen.

In addition to the fleeting style, which disrupts
the barely visible song structure of the sound each
time Lieschen appears, the fascist content and im-
pact on people is expressed with the help of a differ-
ent, non-song, European-American pop beginning
in the opera The Passenger. This beginning is ex-
pressed by dance music. It seems important that the
composer turns to the entertaining context of the
sound of dance: in the story about contemporary
events — these are jazz rhythms coming from the
dance floor of the ship on which Lieschen and Wal-
ter are travelling to Brazil; in the memories of the
horrors of Auschwitz, it is a primitive waltz, which
is personified — it is associated with the camp com-
mander’s tastes. He, in turn, does not have a sep-
arate textual or musical part, except for this genre
symbol — simplified to the point of tastelessness.
These dance entertaining landmarks become real
dominants of the action. In the present, Lieschen
and Walter are eager to go out dancing; however,
each time they encounter an obstacle in the form
of a stranger who appears out of nowhere, the Pas-
senger, in whom Lieschen recognises Marta. In the
past, everything is moving towards the birthday of
the head of Auschwitz, when Tadeusz, Marta’s fi-
ancé, a musician, had to play the commandant’s
favourite waltz: “What are you doing here?”, Mar-
ta asked him when they met in the warehouse. "I
was told to learn some melody,” Tadeusz answers.

It seems important to note the meaning in the
European and American 20th-century dance culture
that was emphasised by Weinberg: entertainment
as a distraction from the most important, from the
true assessment of events, entertainment as obliv-
ion of the truth! It is exactly what Lieschen and
Walter strive for. It is especially clearly reflected in
the part of Walter, who at first reacts very emo-
tionally to Lieschen’s involvement in the horrors of
Auschwitz; however, he later says: “Is the splinter
that was sucked into the whirlpool to blame?”, and

then about his compatriots: “We are sentimental...
but this makes us purer...". Such self-justifications
are "musicalised” by the composer in the genre of
dance: dance, dance, dance in order to forget, for-
get, forget... Dance pop music is entertaining — it
is its essence, it is dangerous! Instrumental music
without words can have an unpredictable effect on
a person and can dispose to evil imperceptibly. In
the opera’s dramaturgy, the dance rhythms of “false”
freedom are contrasted with the song intonations
of life. The melodic plots of the jazz theme and
the waltz theme are very similar, since the waltz is
built on the repetition of not only the figures, but
also the dotted "auxiliaries” to the tonic (which in
no way let go of the first step — they begin with
it and return the movement of the melody to it).

At the culmination of the opera, the two des-
ignated dance themes are abolished by quoting
a work that is also based on dance; however, its
meaning is by no means entertaining. In the last
scene of the opera, “The Concert”, the action cov-
ers both the present and the past. In the present
— Lieschen and Walter, finally, having overcome all
“sentimental” experiences, go hand in hand to the
dance floor. Suddenly, music sounds, which deprives
Lieschen of her mind so much that she rushes to
the passenger, Marta, to prove her saving rightness:
Lieschen is sure that it was she who saved Mar-
ta from the death barracks, although she had just
told Walter that she had sent Marta there, “from
where there is no return”, for her offense (and de-
monstratively washed her hands in front of Walter).
Why is there such a reaction? It is because "music
from hell” has started playing on the dance floor
— the Auschwitz waltz. The very one that Tadeusz
was supposed to play at the commandant'’s birth-
day. Immediately the action switches to the past.
Finding ourselves in the conditions of Auschwitz,
seeing Tadeusz with a violin in his hands, and hear-
ing the cry of the fascist: “Play as if before the Lord
God! Soon you will meet Him!”, we become wit-
nesses of the musician's feat: instead of a vulgar
waltz, Tadeusz performs the Chaconne by J. S. Bach
and pays for his choice with his life. The Chaconne
is the main quote in the musical postmodernism
of The Passenger, testifying to the academic clas-
sical tradition, which is priceless at any time and
in any conditions, and always attests to the truth
and high spirituality of life!

Thus, the stylistic dramaturgy of the opera The
Passenger consists of three dominants, each of

which is associated with a certain spiritual/spir-
itless content.

Firstly, it is the academic style, which is divided
into the directions of classical and modern music.
Classical one testifies to the unchanging beauty of
art as the beauty of life, however, not in its mo-
mentary manifestation, but in eternity. Modern, the
fleeting one, testifies, no matter how rude it may
sound, to violence against “man and humanity”, in
the context of the opera — to fascist ideology. In
the academic style of the opera The Passenger, the
opposition of the past and the present of musical
culture, of which the past has a positive meaning,
is interesting...

Secondly, it is the pop style of the 20th century,
which, like the previous one, is divided into two di-
rections. It is a Soviet song and a jazz dance. Here,
in the sphere of danceability, we can also include
the vulgarised primitivism sound of the waltz, which
was once a ballroom dance in the past. In the pop
style of the opera The Passenger, it is interesting
how the domestic song and foreign dance culture
are contrasted; they are not at all politically but
humanly divided in the work of the contemporary
of terrible events [6].

Thirdly, it is the folklore style. Of all those pre-
sented, it is the most unambiguous — positive. The
folklore tradition is presented in its song genre
manifestation, which attests to the preservation of
the main spiritual qualities of man — love for peo-
ple and for the Motherland. Songs in The Passen-
ger are sung only by sufferers, who endured all
the horrors of imprisonment. These songs are like
timeless windows into eternity, valuable joy, peace,
and happiness.

Having outlined in the most general terms the
stylistic encyclopedic nature of the opera The Pas-
senger, we will end, as the author did, with the "Ep-
ilogue”. It is performed by Marta, she is no longer
on the ship, but at home, on land, and addresses
us, the listeners, remembering her dead friends.
The intonations and rhythms of the entire opera
run through this short speech, which stops at the
tonally affirming statement with which the com-
poser began his work: “If your voices die out, we
will perish” [1].
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CTNb KAK CMbICJI
OTMEPA M. C. BAVHBEPTA «[MACCAXWPKA»

K 80-netuto Mobeapl
B Bennkoit OteuectBeHHOW BonHe

AHHOmMayus: B HacTosLen cTaTbe nocTassieHa npobe-
Ma ApamaTyprv My3blkasbHbIX CTUAEN B O4HOM U3 Maiouns-
BECTHbIX Npoun3BeseHnin XX Beka — onepe M. C. BaiiHb6epra
«[Maccaxxmpka». My3blkaibHble CTUAN pacCMaTPUBAaKOTCA B
CBSI3M CO CMbIC/IOBbLIM COZEP>XKaHNeM 3TOWN onepsbl. Tak xe
KaK COCTaB JeNCTBYIOLLMX VL, — PyCCKUe, MONAKM, GpaHLyy-
3bl, €Bpen, aHrIMyaHe, HeMUpbl U Ap., — My3blKaJbHOE 3BY-
YaHwue ornepbl OXBaTbIBAET NeCeHHbIM GObKAOP MHOTVX
cTpaH. Tak>Ke Kak XM3Hb NePCOHaXel — AyxoBHas nav 6es-
JyXOBHasA — My3blKa/lbHOe 3ByYaHWe ornepbl ONUPaeTcs Ha
KaCCMYECKYH My3blKy, COBETCKYHO 3CTpady (MeCHKO) Uan Ha
€BPOMencKo-aMeprKaHCKYHO TaHLIEBaNbHYHO TPAANLIMIO U Ap.

MpeacTaBUTb Kaxabli My3blKabHbI CTU/b BO B3au-
MOCBA3M CO CMbIC/IOM CUTyaLMK, KOTOPYHO OH Bblpa<aerT,

Onepy «Maccaxmpka» (1967-1968 rr.) Meuncnas
CamyunoBuy BanHbepr cuntan genom CBOen Xms-
HW, KOTOPOE B HalUW AHM OKa3biBaeTCs 0COHEHHO
akTyasbHbIM. OCHOBY CHOXETa Omnepbl COCTaBASET
BCTpeuYa, BHE3anHO COCTOABLUAsACA YXe B MUPHOE
BpeMsl, - BCTpeya ObiBLUEN 3akato4eHHO OCBEHLM-
Ma MapTbl ¢ Hag3upaTensHuueln Jinzon. bonbLion
nAacT AerCTBUS NPUXOAUTCSA HAa BOCMOMUHAHWSA O
KOHLLeHTPaLMOHHOM farepe.

[lns camoro Komno3suTopa 1 Ans aBTopa nose-
CTW, NO KOTOPOW BbIIO HaMMcaHO NMBPETTO, Takoe
oCBellleHNe CTpaLlHbIX cobbITMIA BoiHbl aBTOBMO-
rpaduuHo: cemba M. C. BaliHbepra, kKoTopas Ha Ha-

«CoYyuHeHue, HaNUCaHHoe Kposbio cepoya»
I'B. Ceupudos
06 onepe «[laccaxupka» [1]

1 C HPABCTBEHHOW XapakKTePUCTUKOW repoeBs, KOTOPbIM 3TU
CTWM BbICKa3blBaHNA CBOMCTBEHHbI, - TaKOBa OCHOBHas
naen HacToALen cTaTby, NOYEpPHyTas B ApamMaTyprum
camoW onepel. B cTaTbe NnpeacTaBAeHbl BbIBOAbI, CAeNaH-
Hble B MpoLiecce YTeHWA Kypca Nekumi No AnCcUmnanHe
«MCTOPUA MY3bIKW» Ha UCMONHUTENbCKNX Kabeapax PAM
nmeHu MecrHbix. Onepa «lMaccaxuvpka» 6blia BKAOYE-
Ha aBTOpOM B y4ebHyto nporpammy ¢ 2010/2011 yu. r.
N 3aMHTepecoBaa He TO/NbKO CTYAEHTOB, HO W Koaner
MY3bIKOBE/OB.

Knrouesele cnosa: lMaccaxupka, M. C. BaliHbepe, co-
8emcKkas necHs, 8ajbC U MaHey 8 cmujJe 0Xas, SHYUK/10-
nedus My3bikaaeHelx cmunel

yasno Benvkon OtevectBeHHOW BolHbI NpoxmBana
B MosbLue, nornbaa B KOHLEHTPALMOHHBIX farepsx;
cyabba nucatenbHULbl 30dbK MoCcMbILW cnoxuaach
Takum 0bpaszom, 4To, nepexms 3akatoveHne B Oc-
BeHUUMe 1 PaBeHcbptoke, oHa goxwuna fo Mobeabl
N y>xe B MUpHOe BpeMs Ha Enncelickuii Monsix B Ma-
puxKe BCTpeTUNa MAYLLYIO e/ Ha BCTpeYy Haa3unpa-
TenbHuLy OcBeHUMMa. VicnbiTaHHbIW LWOK OKa3ancs
TakoW CWJIbl, YTO CNACTUCb OT OCO3HAHMSA «MpPaBAbl»
XKM3HW 30dbsA cMOrna ToAbKO B TBOpYecTBe. Ee no-
BecTb «[laccaxumpka» cTana OgHUM 13 NepBbIX NPO-
n3BeAeHn nucatenbHubl [5].
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Hawa ctaTba mocBsLeHa My3bike, @ TOYHEe CTu-
neBoOW gpamatyprum onepsbl «Maccaxmpka». Peub
NAET O CYMMUPOBAHUN BEAYLLNX CTUNEN N XKaHPO-
BbIX HamnpasaeHUn XX Beka 4151 LOCTOBEPHOro pac-
KPbITWS CHOXETa 1 XapakTepOB AENCTBYHOLLMX NNL,
WHbIMKn cnoBamu, onepa «[laccaxmnpka» - 310 CBO-
€ro poga 3Humknoneamns sesyimx ctunen XX seka
C TOYHbIM «OBBACHEHNEM» CMbIC/IA KAXA0TO U3 HUX.

OnpegeneHne CTUAA B CBA3M C My3blKaJlbHOM
KynbTypoi XX Beka — fABfeHne 601e3HEeHHO MHO-
rosHayHoe: OHO CBA3aHO C NpeAcTaBAeHVEeM O MNo-
avctuanctuke. Ho npu Bcex MHOTOUMCAEHHbIX
BapuaHTax, Bce-Taku HameyatoT ABa BeAyLnX Ha-
npaBaeHua — MOAepPH 1 nocTMogepH. Oba 3Tn Ha-
npaBieHus NpeacTaBaeHbl B My3blke «[laccaxunpku».
MocTMoAEepPH B 3TOM onepe onepupyeT OAHUM K3
Hanbonee NokasaTeNbHbIX CBOVX MPUEMOB, @ UMEH-
HO LMTMPOBaHMEM UAN CTUAM3ALMEN KNaCCUUECKMNX
WA COBPEMEHHbIX MPOU3BEAEHUI N COBCTBEHHO
cTunenn. Taknm obpa3omM B LLeNOM CkafblBaeTcs
[OBOJIbHO Pa3HOCTOPOHHE, HO TEM He MeHee MNoJ-
UMHEHHOE eANHOM XYAOXECTBEHHON Llean My3bl-
KanbHOe 3ByYyaHune. O603Haunm nocnesoBateNbHO
KaXkZ,0e 13 yCAbllWaHHbIX HanpaB/ieHWR, BCEro Bbl-
AeNnM TpU: My3blka akajeMunyeckas — CoBpeMeHHas
N knaccnyeckas, GoNbkAOpHasa — pycckas n Apyrmx
HapoZAOB, 3CTpajHas — COBETCKasA N eBPOnencKo-
amepuKaHckas.

CHauana — 0 3By4YaHUW, KOTOpOe 3aHVMaeT Hau-
60/bLLIEe BpeMeHHOe NPOCTPaHCTBO OMepbl, €ero Npu-
HATO 0603HauaTb Kak 3KCNPECCUOHUCTUYECKOE, TO
eCTb BbIXOoAsLllee 3a Kakme 6bl TO HU OblNO N3BECT-
Hble paMKu BbIpPa3nTeNIbHOCTU. DTO OAMH U3 COBpe-
MEHHbIX akaZleM1YeCckux CTUel, KOTOPbIA B CBOEM
NeKUMOHHOM 0bKmxoae Mbl Ha3blBaeM MUMOHOTHBIM.
Takoe 0603HaueHWe 3acTaBAsfEeT 334yMaTbCa O Npwu-
YMHax HemonagaHua B HOTbl. Ha cneunansHoO My-
3blKaJIbHOM f3blKe 3TO Ha3bIBAETCA PaCLUMPEHHON
TOHaNbHOCTbIO (M fanee BNAOTb A0 OTKa3a OT TO-
HaNbHOW OpraHun3aLmmn) 1 NogpasymMeBaeT LUMPOKOe
MCMO/b30BaHME XPOMATUYECKMX HEYCTONUMBBIX CTY-
NeHen/TOHOB 1 rapMOHU. B Lienom ana My3sblikaHTa
HermonagaHwe B HOTbl — MPU3HaK HenpodeccnoHa-
nmnsMa. Ho BpAg M MOXHO YAMUNTb B 3TOM Bblgato-
LLNXCA KOMMNO3UTOPOB-3KCNPECCMOHNCTOB XX Beka.
MpeacTaBasfeTcs, YTO MPUYMHA Takoro My3blkKasb-
HOro 3ByYaHUWs — B HemomnazgaHun caMon Xn3Hu 06-
LLeCTBa B CNOXMBLUMECH BEeKaMM 3aKOHbI yXOBHOM
>KM3HW «YyesioBeKa M YesioBeYyecTBa», KOTOpoe He
TOJIbKO He MOF/I0 OCTaTbCA He3aMeYeHHbIM UCKYC-
CTBOM, HO BOMUAIO Yepe3 TOHKMI MUP TBOPYECTBa.
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«Becb XX Bek conpoBoxganca CTpeMuTeNbHbIM yC-
NO>XXHEHWEM My3bIKa/bHOrMO A3blKa. ACHOCTb U YeT-
KOCTb OpraHu3aumm Knaccmyecknx Gopm My3sbiku
YLLAW Ha BTOPOM MAaH, Ha NepBbI XXe B TBOPYECTBE
COBPEMEHHbIX KOMMO3UTOPOB BbIABWNHYANCH MHOTO-
obpasue BbibOpa 1 OpraHM3aLnmn Bbipa3nTebHbIX
cpeacTB. Takas cUTyaumns CI0XMAach C NepBbIX je-
CATUNETUIA NpoLeLlero Beka... Ho n Ha pybexxe XX
1 XXI BEKOB «HOBeWLLIas My3blka» YacTo Bbi3blBaeT
LIOK BOCMPUATUAS OT «XaoCa» HEMOHATHbIX 3BYKOB.
CoBpemeHHas onyc-My3blka 3/MTapHa, MOHATHa OT-
HOCKTENIbHO HEBO/IbLIOW YacTK CAyLLaTeNIbCKOM ay-
antopuu...» [7].

B onepe «[Maccaxnpka» «CTpeMUTeNbHO YCNOX-
HEHHbIM MY3blKa/JlbHbIM 13bIKOM>», CBOMCTBEHHbIM
no HawemMy onpeaeneHnto, MUMOHOTHOMY CTUIO,
OKa3blBaeTCA BblpaxkeHa 6e34yxOBHOCTb palun3ma,
MOCKOJIbKY CaMO 3TO fiBJeHWEe — MUMO-YeoBeuY-
HOe, MMMO-XW3HeHHoe. B onepe M.C. BaltHbepra
3KCMPECCMOHUCTCKUIN CTUAb XX BeKa OKa3blBaeTcs
HaCTONbKO «Ha CBOEM MeCTe», UTO HMKAKOro acTe-
TUUYECKOro AMCCOHaHca, o KoTopoMm rosopua HO.H.
Xononos [7], npy caylwaHnm 3TOW My3bIKM He Npo-
ncxoamnT. Bo-nepsbix, B 3TOM CTU/IE BbICKa3bIBatOT-
cs pawmncTbl. 3To ObIBLIAA Haj3MpaTeNbHULA, a B
HacToALleM — npuBaekaTenbHas JIn3xeH, koTopas
CO CBOWM cynpyrom BanbTepom HanpaBaseTcsa us
FepMaHuUn K MecTy ero AnnAoMaTMUeckor cayxoel
B bpa3zuauio. 370 1 BCe Apyrne nepcoHa)xkn daium-
cTckoro Toska B OcBeHLMME, BCMbIBAOLME B JeW-
CTBMM NPU «NepekIroUYeHUn» BPEMEHHbIX MJIaHOB C
HacTosLLero Ha npolealee. He bysem nogpobHo
OCTaHaB/IMBATbCA Ha 3TUX NEPCOHaXax, BblAeNNM
Avwb HavanbHuKa OcBeHumMa. OH He nMmeeT CBO-
el TEKCTOBOW MapTuM, HO OJIMLETBOPEH MY3bIKOW
— onpeseneHHbIM XaHPOM (CTUeM), O KOTOPOM CKa-
KeM UyTb No3Xe. Bo-BTOpPbIX, MUMOHOTHOCTb, Kak
6e34yXOBHbIN CTPOW XN3HM N My3bIKW1, OTPaXKaeTcs
1 B NapTusax ctpaganbLes OCBEHLMMA, 3BYUNT B UX
Ananorax U B MHCTPYMEHTalbHOW My3blKe, COMpO-
BOXAatoLLeln fecTBMe. ITO 06BACHUMO — NPUUK-
Hbl TaKOrO MPOHUKHOBEHWA 3arneyaTieHbl He TOIbKO
B C/IOBax, HO W Ha /iMLLax NepCcoHaXew, Hanpumep,
pycckon aeByLKn Katn — rnaBbl NOAMNOALHOW Op-
raHM3aLmm COnpoTMBAEHMUA 3aKNtoueHHbIX. Ee o
pa3bunTo, B KPOBOMOATEKAX U OTKPbITbIX paHax. «Pa-
HeHbIM» He MonajaHneM B HOTbl MOXHO Ha3BaTb U
MVMOHOTHbI 3KCMPECCUMOHUCTCKNI CTUb OMNepbl.

B cBA3m co CnacuTenbHbIM HayasoM B onepe
«[Maccaxunpka» HaxoAaTCs GONbKAOPHBINA, 3CTPaj-
HbI COBETCKUI U aKaJeMUUeCcKUn Knaccuueckumn

CTUAN. B COBOKYMHOCTN OHW CBUAETENLCTBYIOT O
TOM, UTO Ja)e B HeYeNOBeYeCKNX YCIOBUAX KOH-
LEeHTPaLMOHHOrO Nareps, AWM OCTaBaNnNCh NOAb-
MU 1 COXPaHAIM FNaBHble YesloBeyeckme KavecTsa
— cocTpagaHue, Hagexay v ntobosb! Ctnan ¢onb-
KJAOPHbIA 1 3CTPaZHbIA COBETCKUI NpeACTaBaAeHbI
necHamMmu. MNMeceH B «[Maccaxxmnpke» He MHoOro. Bce
OHW Ype3BblYaHO 3aMETHO BbIAENAOTCA Ha GOHe
WHCTPYMEHTANIbHOTO XapakTepa MUMOHOTHOTO CTUAS.
[MecHW opraHM3ytoT OnepHble CLEeHbI, Kak KOraa-Tto
B 6apoyHOI onepe 310 Aenanun apum (B OTAUYUUN OT
6apouHon GOpMbl 34eCb MEHbLLE TakMX CLIEH, He
BCerja necHe ysaetcs npobmutbcs CKBO3b HEMpo-
rNAAHYH TOALWY MUMOHOTHOCTW). NecHn npeacTas-
NeHbl ABYX BUAOB — HapOAHbIe UAN C HAPOAHbIMU
3/7eMeHTaMu, N 3CTpajHble COBETCKNE TMMHNYe-
CKOro cknaga.

HapogHble — 310, npexae Bcero, necHsa Katn «Ax
[O/IVHA, Thl, AOJMHYLLKa». 3Ta MEeCHA OYeHb HaNnomu-
HaeT NpoTAXHYyro CMONIEHCKOro pernoHa us penep-
Tyapa ArpadeHbl [MHKMHON. 13 pycckoi onepHOM
TpPaAMLMM B CBA3M C 3TOM NeCHel BCNOMUHaeTcs
apvis JiogMunbl U3 4 penicteus onepsl M. U, TanHkm
«PycnaH n JllogMmuna» «Ax Tbl, JONA MOA JONIOLLKA,
fons Mos ropbkas!». O6CToATeNbCTBA UCMONHEH WS
CcXoXu — n JlrogMmuna B yCNOBHbIX cagax YepHomopa
TOCKyeT O XeHuxe u baTiowke, n Kata B peanbHbix
>KECTOKUX UCMbITaHNAX BCMOMUHaeT o PoguHe. «A
Kakas oHa Poccna?» - Ha BONpOC rNaBHOW repou-
Hbl MapTbl He cpa3y HaxoauTca oTeeT y Katu: «Pas-
Be 06 3TOM pacckaxellb?». «A Tbl CMON!» - BOT YTO
Takoe MecHs, B Hell — O TOM, O YeM He BCerja MoXx-
HO 1 pacckasaTb... HanoMHum, uto B apun Jlrogmn-
Nbl 3ByUMNT obpaLleHme K «0/1e», @ HEe «J0JINHE>.
Ho 3HaueHune 3TXx OfHOKOPEHHbIX CNOB COAMKaeT
Takue BaXHble A/f PyCCKOro MUPOBO33peHMA MNo-
HATUSA, KaK «Z0N5» - XXU3HEHHbIV NyTb YENOBEKa, U1
«JONMHa» - CUMBON POAMHBI — 6eCKOHEYHO B CBOEM
3eMHOM MPOCTPaHCTBE, NepexoasaLlemM B HebecHoe.

Pycckas necHs Katu cocefcTByeT B 3aKNHOUNUTESb-
HoW KapTuHe MepBoro aencteus «bapak» ¢ MecHel
MapTbl — rnaBHOM repouHn «Ecim 6bl Bo33Ban KO
MHe Focnoab». OTa NecHA HanucaHa B CTUINCTU-
Ke COBETCKOM 3CTpajbl, UTO BOCMpPUHMMaeTCcs ab-
COJIFOTHO €CTECTBEHHO W MPOU3BOAUT CUNbHENLLIee
BreyaT/ieHne Ha cayliaTens.

Ham npuxoannock yxe nucaTb O My3biKalbHOW
3TUMONOTMM COBETCKOM necHu [4]. MpeacTaBaseT-
CSl, UTO 3TOT XKaHP ABAAETCA COBUpaTesbHbIM, B HEM
3aneuvat/ieHa BCs pa3HoObpasHas naantpa pycckowm
MY3bIKW — HAPOAHOMN, akaseMUYeCKOW, LLepPKOBHOM.

Bce 371 6a30Bble HamnpaBaeHUs My3blKalbHOW XU3-
HW COXpaHWna ANsA NHAEel COBETCKas MeCHs — U KO-
NbibenbHan, 1 MOANTBEHHas, U NPuU3bIBatoLLas K
aTBe, Y NpasjHyoLWwas cBasbby, 1 COYyBCTBYHOLLAs
yTparte. [MecHo «Ecnn 66l BO33Ban Ko MHe [ocnoab»,
KoTOopyto BkaagbiBaeT B ycta MapTbl M.C. BailH-
6epr, MOXHO Ha3BaTb AyXOBHbIM TMMHOM. CMbICA
ee — BO3BpallleHne YenoBeky rnaBHoro, B yem o-
cnoAb co3gan ero nogobHbim Cebe, — CBob6OAbI.
TpoekpaTHbIM BO33BaHWeM K CBoboOAe 3aKaHUu-
BaeTCs 3Ta MecHs.

Tak>ke HeobX0AMMO CKa3aTb O MECEHHOW CLUeHe
MapTbl 1 ee XxeHunxa Tageywa, ¢ koTopbiM MapTa
BCTpeYaeTcs ciyyanHo Ha narepHom Cknage: oHa
ApavT MoJbl, OH BbIOMPAET MHCTPYMEHT — CKPUKY.
Co 3ByuaHueM ckpunkmn byaeTt cBa3aHa KylbMWHa-
ums onepbl. 34ech Xe, B KapTuHe «Ckiag», KOTOpoW
OTKpbIBaeTcs 2 AeNCTBNE Onepbl, MPOUCXOAUT MYy-
3blKasibHas HAaCTPOMKa Ha XW3HEHHO BaXXHbIN ne-
CEeHHbIN nag. B cnyyae MapTbl n Tageylla oH cBsA3aH
c aBTobunorpadpuyeckum ana M.C. BaiHbepra 3By-
YaHWeM eBPEeNCKUX HapPOAHbIX MHTOHaLMA. Meno-
VA POXKAAETCA B BOCMOMUHAHUAX BAHOOEHHbIX O
BCTpeuYe B paTyLue, rAe, OCTaHOBMBLUMCb BO3/€ Opra-
Ha, MapTa nonpocwna TageyLa: «Cbirpain A MeHs,
npeACTaBMM, YTO 3TO Halla cBagbba...». Takxe npo-
NCXOAUT U Tenepb, HO TOJIbKO YC/I0BUSA BCTPEUN U
3By4YaHMWsA My3blKM KaTeropuyecknuM 1Hble, U, ocTa-
HOBMBLUWI larepHoe BpeMs Ay3T MapTbl 1 Tagey-
wa, rpybo npepbiBaeTcA Haj3npaTenbHULLenR JIn3xeH.

MOMMUMO MUMOHOTHOTO CTWUAS, KOTOPbIV BCAKWIN
pas ¢ noaBieHvem JIn3xeH HapyLlaeT YyTb NPOrAs-
HYBLUWIN NECEeHHbIV CTPOK 3By4YaHus, dalimncrckoe
cosepkaHue 1 BO3AENCTBME Ha NIH0Ael BbipaXkaeTcs
B onepe «[laccaxxmpka» C MOMOLLbHO NHOTO HeXe-
NN MecHsd, 3CTPaHOro Hayana. 9To Hayano Bblpa-
>KEHO TaHL,eBa/lbHON €BPOMeNCcKo-aMeprKaHCKOM
My3blkoM. MpeacTaBAseTca BaXKHbIM, YTO KOMMO-
3nTop obpalyaeTcsa K pasBiekaTteNbHOMY KOHTeK-
CTy 3ByYaHWs TaHLa: B paccka3e O COBPEMEHHbIX
CObbITMAX — 3TO A>KA30Bble PUTMbI, JOHOCALLMNECS C
TaHUMN/oWazaKM Kopabnis, Ha KOTOPOM MNyTeLIecTBy-
toT B bpasuauto JlnsxeH n BanbTep; B BOCMOMUHA-
HMAX 06 yxacax OcBeHLMMa — 3TO NPUMUTUBHbIN
Ba/IbCOK, KOTOPbIN NEPCOHNPULIMPOBAH, - OH CBf3aH
CO BKyCaMU HayaibHWKa fareps, B CBOKO oyepesb
He UMEIOLLEro OTAENbHOM TEKCTOBOW U My3blKab-
HOM NapTuK, KPOMe 3TOrO XXaHPOBOro CMMBO/A —
ynpoLyeHHoro Ao 6e3BKycus. 3To TaHLMEeBaNIbHOE
pa3B/ieKkaTe/IbHOe 3ByYaHWe CTaHOBUTCA HaCTOALLMM
OpVEHTMPOM AelcTBuA. B HacTosAweM BpeMeHn —
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Jln3xeH v BanbTep CcTpeMsTCs BbINTW TaHLEBaTb, HO
KaxkAbll/i pa3 BCTPeYatoT Ha CBOEM MyTU MOMEXY B
BUAE NOSBAAIOLLENCA KaK BYATO M3 HUOTKYAA He-
3HaKoMKK — [Naccaxmpku, B KOTOPOU JIn3xeH y3Ha-
eT MapTy. B npowwnom BpemMeHu — BCé ABUXKETCA K
TOMY, UYTODObl Ha AHe poXxAeHus HayanbHuka Oc-
BeHUMMa TazeyLl — XeHnx MapTbl, My3bIKaHT — Cbl-
rpan NtobuMbI BanbC KOMeHAaHTa: «4To Thbl 34€eCh
Aenaelwb?» - cnpawmsaeT ero MapTa npw BcTpeye
Ha cknaze. «<MHe Benenn BblyunTb Kakyro-TO MeNo-
AVrO» - oTBeYaeT TajeyLu.

MpepacTtaBnseTca BaxkHbIM OTMETUTb TOT CMbIC/,
KoTopbl nog4vepkHyT M.C. BaiiHb6eprom B TaHLe-
BaJIbHOWN eBPOMencKo-aMeprKaHCKoM KyabType XX
BeKa: pa3BJjieyeHne, Kak OTBJAeYEeHME OT r1aBHO-
ro, oT UCTUHHOW OLLEHKWN COBbLITUN, pa3BieyeHne
Kak 3abBeHue npaBabl! VIMEHHO K 3TOMY CTpeMATCS
Jln3xeH n Banbtep. OCOBEHHO APKO 3TO OTPaXKEHO
B NapTuun BanbTepa, KOTOpbI CHayana OYeHb IMO-
LMOHaNbHO pearvpyeTt Ha NPUYacTHOCTb JIn3xeH K
y>acam OcBeHLMMa, HO MO3Xe NPOU3HOCUT: «Bu-
HOBaTa /N LLEernKa, KOTOPYH 3aTSHYJ/1 BOAOBOPOT?»,
N fanee 0 CBOMX cooTeyecTBeHHMKax: «CeHTUMEH-
TaJibHbl Mbl... HO 3TO AenaeT Hac umLLe...». [ogo6Hble
caMoonpaBaHus «My3blKODULIMPOBAHbI» KOMMO-
3MTOPOM B XaHpe TaHLa: TaHLUeBaTb, TaHLLeBaTb,
TaHLLeBaTb, YTOObI 3a0bITb, 3a06bITh, 3a06bITb... TaH-
LeBasibHas 3CTpajHas My3blka — pa3B/iekaTesibHas
— BOT €e CyLHOCTb, OHa onacHa! VMIHcTpymeHTanb-
Has My3blka 6e3 C10B MOXEeT oKa3aTb Ha YenoBeka
HenpeacKkasyemMoe BrieyaTieHne n MOXeT pacnoso-
>XUTb KO 311y HE3aMEeTHO A1a Hero camoro. B gpa-
MaTyprum onepbl TaHLEBa bHblE PUTMbI «JIOXKHOW»
€cBOOO/bI NPOTMBOMNOCTABASIOTCA NECEHHbIM UHTO-
Haumam Xu3Hn. Pabynbl gxKa3-TeMbl Y BaNbC-TEMbI
OYeHb MOXOXMW, MOCKObKY Ba/lbC CTPOUTCA Ha Mo-
BTOPE He TO/NbKO KO/IEH, HO U MYHKTUPHbIX «BCMO-
MOTaHWU» TOHKKE (HMKaK He OTMyCKatoLLMX NepByHo
CTyneHb — C Hee HauyMHarLWNX U K Hell BO3BpalLa-
FOLLIMX ABUXKEHUE MENOAUNN).

B kysbMMHaLMKM onepbl ABe 0603HAYEHHbIe TaH-
LeBafbHble TEMbl OKa3bIBatOTCA yNpasgHeHbl Lu-
TUPOBaHMEM MPOU3BEAEHNS, B OCHOBE KOTOPOrO
Tak>Xe MOJIOXKEH TaHeL, HO 3HaYeHWne ero OTHHOAb
He pa3ByiekaTenbHOe. B nocneaHen cLeHe onepbl —
«KoHuepT» feNcTBME OXBaTbIBAET W HacTosLLee, U
npownoe Bpems. B HacTtoawem — JlInsxeH n Banb-
Tep HaKoHeL-TO, NPeos0NeB BCE «CEHTUMEHTAb-
Hble» NepexXuBaHus, HanpaBAstOTCA pyka 06 pyKy Ha
TaHUnaoWaAKy. BHe3anHo 3ByumnT My3blka, KOTopas
nnwaet JInzy yma HacTo/IbKO, YTO OHa bpocaeTcs K
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Maccaxupke MapTe goKasblBaTb CBOKO CracuUTeNb-
Hyto NpaBoTy: JIN3XeH yBepeHa, YTo 3TO OHa cnacsa
MapTy oT bapaka cMepTH, XOTA TOJIbKO YTO paccka-
3bIBana BanbTepy, 4TO 3a MPOBMHHOCTbL OTMPaBMAa
MapTy Tysa, «0TKy4a He BO3BpaLLaroTca» (M noka-
3aTesIbHO yMmbIBana nepeg Banbtepom pykn). Otye-
ro Takaa peakuma? OTTOro, YTo Ha TaHUMNJIOWaaKe
3a3By4yana «My3blka 13 aga» - Baabc OcBeHumMa. ToT
CaMblil, KOTOPbIN JOAXKeH Obln cbirpath Tageyw Ha
AHe poXaeHWUs KoMeHzaHTa. TyT Xe AeicTBuMe Me-
peKkntoYaeTCa Ha NPOLLIOe BPeMSA 1, OKa3aBLUUCh B
ycnoBumsax OcBeHLMMa, U yBUAEB TageyLua co cKpun-
KOW B pyKax, M yc/bllWwaB KpuK patumncta: «Mrpait kak
nepes locnogom borom! Ckopo Tbl BCTpeTULLBLCA C
Hum!», Mbl cTaHOBUMCS CBUAETENSAMM NOABUTA MY-
3blKaHTa: BMECTO MOLUIOro Bajabca TajeyL NCro-
HaeT YakoHy /. C. baxa 1 naatut 3a CBOW BbIGOP
XW3HbLO. YakoHa — rnaBHas uuTaTa B My3blKalbHOM
noctMogepHe «lMaccaxunpkmn» cBuaeTeNbCTBYET 06
aKajeMNYecKom K1accMyeckon Tpaguumm, Kotopas
6ecLieHHa B nt0bble BpeMeHa 1 B Nt0HObIX YCI0BM-
X, U BCerga CBUAETENbCTBYET O NPaBAe 1 BbICOKOW
AYXOBHOCTU XM3HWN!

WTtak, ctunesas gpamatyprua onepsbl «[lacca-
XMpPKa» CKAafAblBaeTCa U3 Tpex AOMUHAHT, KaXaas
N3 KOTOPbIX CBAi3aHa C OnpesesieHHbIM AyXOBHbIM/
6e34yXOBHbIM COAep>KaHNEM.

Bo-nepBbix, 3TO akaZeMnUUYecknin CTuab, KOTO-
PbI pa3gBavBaeTCca Ha HanpaBAeHNUs K1aCCUYEeCKOn
N COBPEMEHHOW My3blku. Knaccnueckas — ceuge-
Te/IbCTBYET O HEM3MEHHOM KpacoTe UCKYCCTBa, Kak
KpacoTe >XM3HU He B CMIOMWHYTHOM ee MposBJe-
HWKW, HO B BeyHOoCTM. COBpeMeHHas — MMMOHOT-
Hasf CBUAETENbCTBYET, O HACUANWN Haj «4EeNOBEKOM
N 4eNoBeYeCTBOM», B KOHTEKCTe onepbl — 0 daLm-
CTCKOM mnaeonorum. B akagemmyeckom ctune one-
pbl «[Maccaxxvpka MHTepecHO NPOTUBOMOCTaBAEHNE
MPOLUAOTO N HACTOSALLLEro BPEMEHWN My3blKabHOW
Ky/bTYpPbl, U3 KOTOPOrO MNONAOXMNTENbHBIM 3HAaYEHW-
emM obnagaet npoLunoe...

Bo-BTOpbIX, 3TO 3CTpagHbIN CTUAb XX BeKa, KOTO-
pbIv Takxke Kak NpeablayLLnin pasgenseTcs Ha ABa
Hanpas/JeHuWs. OTO COBETCKas MECHs N AXKa30Bbli
TaHel. Cloga e K chbepe TaHLEBabHOCTU MOX-
HO OTHECTM OMoLJIEHHOE MPYMUTUBM3MOM 3BYyYa-
HWe Ba/ibCa, KOTOPbIM KOrga-To B NPOLUAOM 6bin
6anbHbIM TaHLeM. B acTpagHom cTtune onepsbl «Mac-
CaXupKa» MHTEPECHO MPOTMBOMNOCTaB/eHMEe OTeYe-
CTBEHHOW NeCeHHOW 1 3apybexxHON TaHL,eBaAbHOM
KyJbTYpbl, KOTOPOE OTHHOAb HE NMOANTUYECKM, HO

No-4YenoBeYeCcKN passeneHo B TBOpUYeCTBe coBpe-
MEHHMKa CTPaLIHbIX COBbITUR [6].

B-TpeTbux, 310 GONbKNOPHBIV CTUAb. 3 BCex
npeAcTaB/ieHHbIX OH Hanbosiee 0AHO3HAUYEH — NO-
noxumteneH. PonbkaopHasa TPaAVLIMA NpesCcTaBaeHa
B €e NMeCeHHOM >XXaHPOBOM MpPOABJEHUN, KOTO-
poe CBUAEeTeNbCTBYET O COXPaHEHUN YeNOBEKOM
rNaBHbIX JYXOBHbIX KayecTB — JII06BU K THOAAM U
K PoguHe. NecHun B «lMaccaxmnpke» NOT TONbKO
CTpajanblibl, HA A0 KOTOPbLIX BbIMANA0 UCMbITATb
BCe y>Kacbl 3aKNOYEHMNA. DTN MeCHW, KaK BHeBpe-
MEHHbIE€ OKHa B BEYHOCTb, LIEHHY PajoCTbio, MU-
POM U CHaACTbEM.

O603HauMB B caMOM 0bLLEeM MiaHe CTUEeBYHO
SHUMKAOMNEAMUYHOCTb onepbl «lMaccaxxnpkm», 3a-
KOHUMM KaK 3TO cAenan nm cam aBTop DMNUAOrom.
Ero ncnonnsier Maprta, oHa y>e He Ha kopabe, HO
[OMa, Ha 3eM/e 1 obpalllaeTca K Ham, CayLlaTensm,
BCMOMWHasA CBOMX NOrnbLumx apysen. MHToHaumm
N PUTMbI BCEW OMepbl NPOXOAAT B 3TOM HeHO/b-
LLIOM BbICTYM/IEHNM, KOTOPOE OCTaHaBAMBaETCA Ha
TOHaNbHO YTBEPXKAAOLWEM BbICKa3blBaHWUN, C HETO
KOMMO3MTOP HauyMHan cBOe coumHeHue: «Ecam 3a-
FNOXHYT BallW rofoca, TO Mbl nornbHem» [1].
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