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My3bikanbHble «BuTpaxun» O. MeccnaHa

AHHOTAIIMA m Kapkux T. B. My3bikaiabHble «BuTpaxn» O. Mec-
cuaHa. m B crarbe paccmarpuBaeTcsi yHHMKaIbHas CHOCOOHOCTH BEIMKOTO
(hpaHILy3CKOT0 KOMITO3UTOpa XX BEKa «BHICTH» 3BYKH M «CIIBIIIATH) I[BET B MY-
3bIKke. CHHECTETUYHOCTD, SIBJISIONIASICA CYIIECTBEHHBIM KaU€CTBOM XY/10/KECTBEH-
Horo MeimieHnss O. Meccuana, no3sommia MacTtepy HCIONb30BaTh HEKOTOPBIE
NPUHIUIB H300pa3UTEIbHOT0 HCKYCCTBA B CBOEH MY3bIKE, B YACTHOCTH, METOJ
CHMYJIBTAHHOTO KOHTPACTa, 3aMMCTBOBAHHBIH MM y (PPAHILy3CKOTO XYAOKHHKA-
opducra P. lenone. O. Meccuan omrymai [[BeTa B My3bIKe «BHYTPEHHHUM 3pEHH-
em». CyObeKkTHBHOE BHECHHUE 3BYKOBBIX KPacOK MCIOIB30BaJIOCh UM B IIpOIecce
CO3/1aHHsA MY3bIKaJIbHBIX ITOJIOTCH, NPHU3BAaHHBLIX, B CBOIO OYEPEIb, BOBHeﬁCTBO-
BaTh Ha «BHYTPEHHEE 3pCHHE) CIyIIaTelIeH.

OO0s13aTeNbHBIM YCIOBHEM B COBPEMEHHOM HCIIOIHUTEIBCKOM TBOPYECTBE,
KaK ¥ B paboTe My3bIKOBEIa-MCCIIENA0BATENS], SIBISIETCSl IPHOOIIEHHE K MUPOBH-
JICHUIO aBTOpPA-KOMIIO3UTOpa. M3ydyeHne MecCHaHOBCKMX CHHECTETHYECKHMX ac-
COLIMAIIM TOMOTaeT HHTEPIPETaTOPY PACIIMPHUTH CBOW TeMOPaIbHBIN 1Hama30H,
CONPSHKEHHBIM C SMOIMOHAIIBHBIM «IIOTPY)KEHHEM» B CyTh IPOU3BEICHUS, a UC-
CIICZIOBATENIO €T0 MY3BIKH — BEPHO HMCTOJIKOBATH (HEPEOKO — «paciindpoBaTh»)
U JIOHECTH JI0 CIIyIIaTesst aBTOPCKUM 3aMbIcer.

O. MeccnaH BOCTIpHHUMAJ 3aKOHBI MUPO3JAHHS CKBO3b MPH3MY «OECKOHEd-
HOM L[BeTOBOﬁ raMMbD», BO3BO/IS [IBETO3BYKOBBIC (l)eHOMeHI:I B paHr 1i1aBCHCTBYIO-
X B MEPApXUM CAKPAIBHBIX IIeHHOCTeH. [103TOMy cOOCTBEHHBIE BBICKA3bIBAHHS
O. Meccuana, Ha KOTOPBIX OCHOBAHBI CICIaHHBIC B JaHHOH cTarbe 000OMICHUS,
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CTAQHOBSTCS IVIABHBIM IPOBOJHUKOM B OECKOHEYHOM MHOTOKPACOYHOM JYyXOBHOM
mupe (paHiry3ckoro komnosutopa. B KiroueBble cioBa: O. Meccuan, KoMIo3u-
TOP, CHHECTE3Hs1, KLIBETHOID» CITyX, LIBET, 3BYK, BUTPAXK, CHMYJIbTaHHBI KOHTPACT.

AHOTALIAA = Kapkix T. B. My3nuni «sitpaxi» O. Mecciana.
m B crarTi po3misigaeTses yHIKaIbHA 3MaTHICTD BEIMKOTO (PPAHITYy3HKOTO KOMITO-
3uTopa XX CTOMITTS «0a4nTH» 3BYKH 1 «4yTH» KOJIp y My3ulll. CHHECTETHYHICTb,
IO € CYTTEBOIO SKICTIO XymOoKHBOTO MucieHHs O. Mecciana, mo3Boimina Maii-
CTPOBI BUKOPUCTOBYBATH €Ki MPHHIMIIN 00Pa30TBOPYOrO0 MHUCTENTBA Y CBOIH
MY3Hlli, 30KpeMa, METOJI CUMYJIBTAHHOTO KOHTPACTY, 110 OyB 3ar03W4eHUil HUM
y (dbpaniysskoro xynokauka-opgicta P. Jlemone. O. Meccian BiTdyBaB KOJbOPH
B MY3HIII «BHYTpIlIHIM 30pom». Cy0’ekTHBHE OaueHHs 3BYKOBUX (apd BHKOpHUC-
TOBYBABCSI HUM Yy IPOLIECI CTBOPEHHS MY3UYHHX ITOJIOTEH, ITOKIMKAHUX, Y CBOIO
Yyepry, BIUIMBATH Ha «BHYTPIIIHIH 31p» CiTyXadiB.

O00B’SI3KOBOI0 YMOBOIO Y Cy4YacHi BUKOHABCHKI TBOPYOCTI, 5K 1 Y poOOTi
MY3UKO3HABIISI-IOCIIIHUKA, € MPUIIYYSHHS JI0 CBITOOAUEHHS! aBTOPa-KOMIIO3UTO-
pa. BuBueHHs MeCCiaHIBChKUX CHHECTCTHYHHX aCOIliaIlii JoTloMarae iHTeprpera-
TOPOBI PO3MIUPUTH CBili TeMOpaJIbHUH JTiara3oH, IMOB’I3aHUN 3 €MOIIHHUM «3a-
HYPEHHSIM» Y CyTHICTB TBOPY, a JIOCJIIIHUKOBI H1Or0 My3HKH — BIDHO BUTIIyMauuTH
(Hepinko — «po3mmudpyBaTH») i TOHECTH 10 CITyXada aBTOPCHKHH 3ayM.

O. MecciaH cripuiiMaB 3aKOHHU CBITOOYJIOBH Kpi3b IPU3MY «HECKIHYEHHOT KO-
JpHOT TaMUy, 3BOASYH KOJTIPHO-3BYKOBI ()EHOMECHH B PAaHT TOJIOBYFOUHX B iepapxil
CaKkpalbHUX HiHHOCTEH. TOMy BIIaCHI BUCIIOBIIIOBAHHSI KOMITO3UTOPA, Ha SIKUX 3a-
CHOBaHI IPE/ICTABIICHI B Iil CTAaTTi y3arajJbHEHHS, CTAlOTh TOJOBHUM IIPOBITHH-
KOM B HECKIHUEHHO 0araTto0apBHOMY JYXOBHOMY CBIiTi (ppaHITy3bKOTO KOMITO3H-
Topa. m  Kurouosi ciroBa: O. MecciaH, KOMITIO3UTOP, CHHECTE3is1, «KOJTBOPOBHI»
CITyX, KOJIp, 3ByK, BITPaX, CHMYJIbTaHHUI KOHTPACT.

ABSTRACT ®m  Zharkikh T. W. Musical Stained-glasses by
Olivier Messian.

m Background. As it is well-known from the statements by O. Messiaen
himself in conversations with K. Samuel [10; 7], the French composer had the
phenomenon of “colored hearing” associated with the effect of synesthesia.

A prerequisite in modern performing art, as in the work of a musicologist-
researcher, is the introduction to the worldview of an author-composer. The study
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of Messiaen’s synesthetic associations helps the interpreter to expand his timbre
range in connecting with emotional “immersion” in the essence of the work,
and the researcher of his music — to interpret correctly (often — to “decipher”)
and convey to the listener the author’s intention. That why consideration of the
synesthetic aspect of the works of the French Master appears relevant.

The purpose of this study is to reveal some features of the musical-visual
ideas of O. Messiaen, the understanding of which is necessary for adequate
perception and reproduction of his music. The material of the work is, mainly,
the composer’s own statements, on which the generalizations made in the article
based, and which the main conductors in the infinite multicolor spiritual world of
the French composer are.

The studies results. The child impressions, when Olivier together with his
parents visited monuments, museums, churches — the Notre-Dame, the Saint-
Chapel, the Chartres Cathedral, the Cathedral in Bourge — became the sources
of the sound-color visions of the French genius. Magical colors of the Middle-
Ages stained glasses left an amazing feeling, an imprint, which did not disappear
during his whole life. Stained-glasses as “the light, captured by the human” [7]
are the constant awe and the love of O. Messiaen. In childhood, while reading
W. Shakespeare, Olivier made stained glass-like scenery using transparent wrappers
and packaging materials painted in different colors, then put the decorations to the
windows. The sunshine, going through them, was lightening the little boy’s theater
like the footlights. Later, the light, as something Divine, will become the main
semantic emphasis in the works of the composer. Messiaen puts the color music
above the church and religious, the color music, according him, does the same as
medieval stained glass: “it brings us blinding admiration <...>. All sacred art <...>
should be, first of all, something like a rainbow of sounds and colors” [6].

Like a stained glass window consists of pieces of glass, so music consists
of “pieces-cadres”, but, unlike cinematic montage, a stained glass has a mystical
nature. From the inside, a stained glass shows one picture of the world, from the
outside — another; it is a rosy view of the world and, at the same time, a prism,
through which one can see the musical diversity.

So, for O. Messiaen, the basis of the foundations is a religion related closely
to philosophy; they serve music, and music serves the color music. A musicologist
K. Zenkin defines the color music of O. Messiaen as the highest form of sacred
music, as “the answer of human to God” [2, p. 171].
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Being 11 and having become a student of Paris Conservatory, Olivier for the
first time heard the opera by his teacher, Paul Dukas, “Ariadne and Bluebeard”.
Messiaen was amazed by the episodes, where the main heroine consistently opens
seven doors and finds herself in seven halls, filled with seven different kinds of
precious stones; each one was characterized by different tone and timbre. Later,
0. Messian continued the searches of his teacher in area of color-sound.

About incredible enjoyment by the color the composer says in connection
with painter-orphist Robert Delaunay, calling his paintings “colored dreams”.
In the pictures of latter, he was most attracted by the principle of simultaneous
contrast. The concept of “simultaneous contrast” refers to the phenomenon, in
which our eyes, perceiving any color, involuntarily require a different color
addition. For example, red requires green, yellow — purple, since these colors are
diametrically opposed to each other on the color wheel, etc. If there is no such
addition, the eye can simultaneously find (generate) it. As O. Messian had such
rare natural quality as synesthesia, while listening to music, in his imagination
different colors, corresponding to different sounds, appeared. Borrowing the
painting principle of the simultaneous contrast, the composer applied it in his
musical works, for example, in chord constructions.

Messian’s “colour hearing” was connected not with tones, like to
N. Rimsky-Korsakov or A. Skryabin, but with chords. Chords, in understanding
of French composer, are the analogues of colors; changing of the chords leads to
the changing of the colors and its patterns. The composer is characterized by the
“vertical” perception of the sound-color range, but the “chord” factor does not
exhaust his color perception, since O. Messiaen operates with the frets, which
he calls “systems”. Each system is associated with a specific coloring of sounds.
Colors and sounds are arranged for him on the principle of gamma. In the color
scheme of O. Messiaen, there is no yellow color, instead of it an orange-golden
one is introduced. Especially the composer likes violet or lilac color, belonging
to the category of complex, which includes extremely cold blue and extremely
warm red. This color has a lot of shades: with the dominance of red-scarlet, with
the dominance of blue-hyacinth. In the Middle Ages, in the symbolism of stained
glass windows, the first one identified Love to Truth, and the latter — Truth of Love.

O. Messian perceived the laws of the universe through the prism of “infinite
colors”. For the composer, painting becomes the basis of his artistic method and
generates musical images. He felt the colors in the music by the “inner vision”.
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The subjective vision of sound colors was using by O. Messiaen in the process
of creating musical canvases, called, in its turn, to affect the “inner vision” of the
listeners. = Key words: O. Messiaen, composer, synesthesia, “color hearing”,
color, sound, stained glass, simultaneous contrast.

IlocranoBka mpodiaemsl. 10 nexabps 2018 roma wCHONHMIOCH
110 et co AHS pOKICHUS TCHHAIBHOTO KOMITO3UTOpa XX CTONETUS, TOP-
JOCTH (PpaHIy3CKOH MY3BIKaJbHON KyIBTYpBI, CO3IATelNsl YHUKaJIbHON
MY3BIKaJIbHO-TEOPETUUECKOM CUCTEMBI, CTaBIIEH OCHOBOM HOBOTO MY3bl-
KaJbHOTO MHPOBO33peHus, ¢punocoda, yIEHOrO-OpHUTONIOTa, OPraHUCTa
n nenarora O. Meccuana.

B nocnennee necstwieTue MOMyNspHOCTh COYMHEHUN KOMITO3UTOPA
B Halllel CTpaHe 3HaYUTEIbHO BO3POCIA, 1 BO MHOTOM 3TO CBSI3aHO C 0CO-
001 KpacoTOl MECCHaHOBCKUX 3BYKOOOPA30B, CTABIINX BBIPAYKEHHEM €r0
«KapTUHHO-’KUBOMUCHOTO cuMdoHn3May [5, c. 193].

Kaxk m3BectHo 13 mpusHanuii camoro O. Meccuana B 6ecenax ¢ K. Ca-
MmroasieMm [10; 7], dhpaniry3ckuii KOMIIO3uTop 001a1an (PeHOMEHOM «I[BET-
HOTO CJIyXa», CBA3aHHBIM ¢ 3¢ ¢exToM cunectesuu. Crenyer 3aMeTHTh,
YTO B MPOIECCE HCTIONHUTEIHCKOTO TBOPUECTBA 0053aTeIHbHBIM yCIOBHEM
SIBIISIETCSI IPHOOIIEHNE K MUPOBUACHHUIO aBTOPA, IO3TOMY MECCHAHOBCKHE
CHHECTETUYECKHE ACCOIMAINH TPU3BAaHbl TIOMOYh HHTEPIPETATOPY pac-
LIMPHUTH CBOM TeMOpaIbHBIN Jrana3oH, CONPsLKEHHBIN ¢ SMOLMOHAIBHBIM
«TIOTPY’KEHHEM» B CyThb IIPOM3BEICHHUS, B CBA3U C YEM PACCMOTPEHHE CHU-
HECTETHUYECKOTO acrieKkTa TBopuecTBa (hpaHiry3ckoro Mactepa mpeacras-
JSIETCS aKTyaJIbHBIM.

K umciny mociegnux ucciaenosanuii tBopyecrsa O. Meccuana
B PaKypce «IBETHOTO CIyXa» MOXHO oTHecTH myOnukaumio H. Kyneiru-
HOM, KOTOpasi B LIeJIOM BCE e C(hOKyCHpOBaHa HA aHAJIM3€ MY3bIKAJIbHOTO
MaTepuaia onepsl komrnosutopa «Cstoil @paHunuck AcCU3CKUI» U €ro
(hmnocodcko-3creTnueckoM HaronHeHUH [3]. Bormpocam cruHecTe3nn B ux
METO/I0JIOTUYECKOM acrekTe nocsieHa auccepranus E. Jlozenko «Cune-
CTE3MsI KaK CIOCO0 MOCTMXKEHHSI CMBICIIA MY3bIKAJIbHOTO MPOU3BEACHUS:
Teopus u npakTrka XX—XXI BexkoB» [4].



28 2018 m Bun. XIV' W Acnexnu icmopuuHozo My3uK03Ha6cmed T

Lesb 1aHHOIO HCCIeIOBAHMA — PACKPBITH HEKOTOPhIE OCOOCHHO-
CTH MY3bIKaIbHO-BU3YaIbHBIX IpecTaBienuii O. Meccnana, moHIMaHne
KOTOPBIX HEOOXOAUMO JJIsl aIeKBaTHOTO BOCTIPHUSITHSL U BOCTIPOU3BEACHUS
ero My3slku. MarepuajoM paboThbl CIIy’)KaT, B OCHOBHOM, COOCTBEHHBbIE
BBICKa3bIBaHUS KOMIIO3UTOPA, MEPEBOABI KOTOPBIX YaCTUYHO OCYIIECT-
BJICHBI aBTOPOM 3TOM cTaThu. BrickaszpiBanus O. MeccuaHna, Ha KOTOPBIX
OCHOBAaHBI C/IEJIaHHBIC B CTaThe 00OOILEHHS, SBISIOTCS IJIABHBIM MPOBO-
JHUKOM B O€CKOHEYHOM MHOTOKPACOYHOM JyXOBHOM MHpPE (HYPAHILy3CKOTO
KOMITO3UTODA.

H3n0:xxeHne OCHOBHOTO MaTepuaja HccjenoBanms. llepsoucro-
KOM 3BYKOLIBETOBOI'O MHPOOLIYIIEHHs (PPaHIly3CKOTrO I'€HHs CTaJlo JET-
cTBO Kommo3uTopa. CoriacHO ero COOCTBEHHBIM BOCIOMHUHAHUSIM [7],
¢ 1oHBIX JeT OIMBbE BMECTE C POAUTEISIMY MOCEHIAN MAMATHUKHU, MY3€H,
uepkBu: Horp-Jlam, Cent-1llanens, Lllaprpckuii cobop, codop B Bypaxe.
BonmeOnble Kpacku CpeIHEBEKOBBIX BUTPAXKEH OCTaBHIIM MOTpSCAIONICEe
BIIEYATIIEHUE, KOTOPOE HE MCUYE3aJI0 Ha MPOTSKEHUH BCEH JKM3HU. Butpa-
KU KaK «ceem, NieHEHHbIU Yel08eKoM» [TaM Ke| — 3TO MOCTOSHHBIN BOC-
topr u moboBb O. Meccuana. B nerctse, untas B. [llekcriupa, komMmo3u-
TOp CO3/1aBaj MOXOXKHE Ha BUTPAXKU JIEKOPAIMU K €T0 MbecaM, UCIOIb3ys
B KauecTBE 3aJHMKA PACKpaIICHHBIN Leo(aH U3 YIIaKOBOK M KOPOOOK,
KOTOPBIM 3aTeM MPUKIAIBIBAT K OKHY, U COJHIIE, TIPOHUKAsA Yepe3 Hero,
OCBELIaJI0 MaJICHbKHI TeaTp MaJburKa HarogoOue orHeit pamisl. B nans-
HEeWIleM CBET, KaK NposiBlieHre boXeCTBEHHOTO B 36MHOM JKU3HU, CTAHET
IJIaBHBIM aKIIEHTOM B TBOPYECTBE KOMIIO3UTOPA-II03TA.

B 1978 rony Ha xoHpepeHmu B codope Ilapmxkckoir boromarepu,
O. MeccuaH, 9yTKO OT3BIBasICh HAa Marvio IIBETa 1 CBETA B IIIe/IEBPax KUBO-
MUCH U BUTPaAXa, pPaCKPBIBAET CBOE MOHUMAHUE CAKPAIBbHOTO UCKYCCTBA!
«...CBSIIIEHHAs MY3bIKa MOJKET OBITh LIEPKOBHOM U PEJIMTHO3HOM, a TAKKE
LBETOMY3bIKOH <...>. f] CTaBJIIO LIBETOMY3bIKY BBILIE LIEPKOBHON U pEIU-
ruo3Hoi. IlepkoBHast My3bika cinaBuT l'ocrona B HéEM camoM, B Ero Llepk-
BH, B Ero XepreonpuHomenuu. PenurnosHas my3sbika OTKpbIBaeT bora
€XKEYaCHO M IOBCIOAY: Ha Hallel IaHeTe 3emiisd, B HalIMX IOpax, OKe-
aHax, B IITHIAX, I[BETaX, ACPEBbAX, B BUANMBIX B KOCMOCE 3BE3ax, KO-
TOpBIE Hac OKpy»karoT. Ho 1BeToMy3bIKka JeslaeT TO K€, YTO M BUTPAXKH,
1 CPEIHEBEKOBBIE BUTPAYKU-PO3BL: OHA IPUHOCUT HAM OCJICIUISIOIIEE BOC-
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xumenue <...>. Bc€ cakpambHOE MCKYCCTBO — Oy[ab TO OMY3BIKaJeHHAS
JKUBOIIUCh WJIU PaCIBEYCHHAsT MY3bIKa (IIBETOMY3bIKA) — JIOJKHO OBITh,
MIPEKIIE BCETO, YeM-TO BPOJIE paayTH U3 3BYKOB U I[BETOBY [6].

Kax BuTpax coOCTOUT U3 KyCOYKOB CTEKJIA, TAK U MY3bIKa COCTOUT U3
«KYCOUYKOB-KaJ[pOB», HO, B OTJIMYUE OT KHHEMATOrpahuIecKoro MOHTaXa,
BHTPaX UMEET MUCTUUYECKYIO TIpupoay. C BHyTpEHHEH CTOPOHBI BUTPaXK
MOKa3bIBAET OJIHY KapTUHY MUPA, C BHEIIHEH — IPYTyI0; 3TO — PaLy>KHBIN
B3IJISi] HA MUD H, OITHOBPEMEHHO, ITPU3Ma, Yepe3 KOTOPYI0 MOXKHO YBHUJIETh
MY3BIKaJIbHOE Pa3HOLBETHE.

Urak, nns O. Meccrnana 0CHOBa OCHOB — 3TO PEJIUTHS, TECHO CBSI3aH-
Has ¢ putocoueit; OHM CITyKaT My3bIKE, & My3bIKa CIIY)KUT LIBETOMY3bIKE.
K. 3enkun onpenensier uBetomy3sliky O. Meccnana Kak BeICHIyIO (hopMy
CBAIIEHHON MY3BIKH, KaK «OTBET UeloBeka bory» [2, c. 171].

B onuHHanuaruiieTHEM BO3pacTte, cTaB CTyAeHTOM llapukckoil KOH-
cepsaropun, O. MeccuaH BIepBbIE YCIBIIIAT OMEpPy CBOETO Teaarora 1mo
xommosunmu [1. Jlroxa «Apuagna u Cunsist bopoma». Ero rmy6oko mopa-
3WIW CIEHBI, TJe TJIAaBHAs TePOMHS IOCIEIOBATEIBPHO OTKPHIBAET CEMb
JIBEpEil M OKa3BIBACTCS B CEMHU 3aJ1aX, 3aMlOJTHEHHBIX CEMBIO BUIAMH JParo-
LICHHBIX KaMHeH. XapaKTepUCTUKE KaKI0T0 BUAAa COOTBETCTBOBAJIU OMpe-
nenéHHas TOHATBHOCTD U TeMOp. B manmpHeiimem O. MeccraH IpoIoDKUAT
I[BETO-3BYKOBBIC TIOMCKH CBOETO YUUTETIS.

Tak, B Oecene ¢ E. bap6anom KOMIO3HTOP-XYIOKHUK TOBOPUT O TOM,
YTO «OTpeAeNEHHBIC COUCTAHUS 1IBETOB BCEIAa POXKIAIOT OJUH M TOT JKE
KOMILJIEKC 3BYKOB. Eclii TpaHCTIOHUPOBATH 3TOT KOMILIEKC IO BBICOTE, 3BY-
KU CTaHOBSATCS CBETIIEE U ONieiHee. A eClii IePeHeCTH ero B 0oJiee HU3KHA
peructp, ouu TeMHEroT» [1]. O HEBEPOATHOM HACHAXKICHUU LIBETOM KOM-
ITO3UTOP TOBOPHUT U B CBSI3M C TBOPYECTBOM Xy[0KHHKa-opducta P. Jlemo-
He, Ha3bIBas ero KapTuHbI «JIexatnas ooHaxEHHas» U «Kpyroseie (popmbl:
Conuue u Jlyna» «iBetoBsiMu Meutamu» [8, ¢. 98]. O. Meccuan npusHa-
BaJICS B TOM, YTO, KOTIa OH paccMarpuBal kaptunsl P. Jlenone, ero 6onee
BCEro MPUBJICKAT UCIONb3YEMbII XYIOKHUKOM MPUHIUI CUMYIBTAHHOTO
KOHTpAcTa.

[onsiTHe «CUMYJIBTAaHHBIN KOHTPACT» 0003HAYACT SIBIICHUE, TIPU KOTO-
POM Hall 171a3, BOCIIPHHAMAS KaKOH-JIMOO I[BET, HEBOJIILHO TPeOyeT Apyro-
r'o IBETOBOTIO JIoNoOIHEeHUs. Hanpumep, kpacHbIi 1BET TpeOyeT 3e1E€HOTO0,
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KENTBIN — PUOSIETOBOrO, TaK KaK 3TH LBETA PACIIOIOKEHbI IUaMETPATILHO
IPOTUBOIIOJIOKHO APYT APYTY Ha IIBETOBOM Kpyre, U T. 1. Eciiu Takoro 1o-
IIOJIHEHUS! HET, TO IV1a3 CIOCOOCH CUMYJIBTAHHO (OZHOBPEMEHHO) MOPOX-
JIaTh €ro CaM.

[Tockonbky O. Meccuan o06iaga TaKUM PEIKUM MPUPOAHBIM Kaye-
CTBOM, KaK CHHECTE3Usl, TIPU MPOCITYIIMBAHIH MY3bIKAILHOTO POU3BE/Ie-
HUS B €0 BOOOpaKEHUH BO3HUKAIU ONIPEeNIEHHBIE IIBETA, COOTBETCTBYIO-
IKe ONpeesIEHHBIM 3ByKaM. 3aMMCTBOBAB IPUHIIMII CUMYJIBTAHHOI'O KOH-
TpacTa U3 KUBOIHCH, KOMIIO3UTOP MPUMEHII €0 B CBOEM MY3BIKATEHOM
TBOpuecTBe: «OnpenenéHHble 3By4aHus Y MEHS CBSI3aHbI C ONPEICIEHHBI-
MU [IBETOBBIMU KOMILIEKCAMH, H 51 TIOJIB3YIOCh HMHU KaK KpacKaMH, HaKJIa-
JbIBasi APYT HA JIpyra WM CMELIMBasi OHU C IPYTUMH, TTOT00OHO TOMY, KaK
XYIIO’KHUK BBIJIEISIET KaKOW-THO0 IBET ero oTTeHKoMY [ 10, c. 43].

[Tpuém, ¢ momompio KoToporo Meccuan npocturaet dpdexra cu-
MYJIBTAHHOTO KOHTpacTa B My3blke, onucbiBaeT H. Kynsirnna B crarbe
«3BYK-LIBET U “OCHEIUIAIONIee BOCXMIIEHHE : CUMBOJIMKA 1IBETAa U CBETa
B onepe O. Meccuana “Cesroil @paHiyck ACCU3CKHI™»: «... 3TO KOM-
OMHUPOBAHUE MY3BIKAJBHBIX TJIACTOB PA3IMYHOTO THIA. ITOT KOMIIO3H-
LMOHHBIN MPUHLUI HAIIOMUHAET UCTIONb30BaHue LBeTa y JlemoHe: caM 1o
cebe 1BeT “MEPTB” U, TOIBKO OyIydr MPOTHBONIOCTABIICH PYTUM IIBETAM,
oOpeTaeT IBMKEHUE U SKCTIPECCHIO. AHAIOTUYHOE IPOUCXOANT U B MY3bI-
Ke: OJIMH MY3BIKaJIbHBIM TUIACT “‘ONMOHUpPYET APYroMy, OH MpuoOperaer
0C00YyI0 BUOpAITHIO 3a CYET TOTO, YTO €TO 3BYKOBBICOTHBIN MaTepHall, TeM-
OpoBbIe KPaCKH KOHTPACTUPYIOT COOTBETCTBYIOLIMM ITapaMeTpaM Ipyroro
I1acTa, MY3bIKAJIbHOE COZEpKaHWe 000MX IJIACTOB CTAaHOBUTCA ewé 0o-
Jiee HACBIIICHHBIM U BBIPA3UTEIbHBIMY [3, c. 21].

B xumre A. Rossler «Contributions to the Spiritual Word of
O. Messiaen: with original texts by the composer» nmpuBeneHa nurara
KOMITO3UTOpa: «5 00HApy>KUJI BO BpeMsl IPOUTPBIBAHUS HEKOTOPBIX CBO-
WX COYMHEHHUH, YTO HCIIOJIb3YI0 XOPOIIO M3BECTHBIH (PEHOMEH JOIOJI-
HUTENIBHBIX IIBETOB, KOTOPBIM Hamboyiee TOCIEeI0BATENbHO MPUMEHSIT
Henone. Ilpumep: Eciu s nuiny akkopJl U3 CEMHU 3BYKOB, TO HEJIOCTa-
IOLIME IATh MOXXHO YCIBIIIATh y APYTHMX WHCTPYMEHTOB WMJIH B JAPYTOM
peructpe» [11, c. 79]. Takum obpazom, O. Meccuan npeacTa€r cBOero
pona «ophucTomM» B My3bIKE.
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W3 BrickaseBarmii O. Meccwmana O B3aUMOICHCTBUU MEXIY TO-
HAJBHOCTBIO M IIBETOM CTAHOBHTCSl OYEBUAHBIM TOT (PaKT, YTO KOMIIO-
3UTOpP MOHMMaJ OTHOCHTEIBHOCTB, YCIOBHOCTh M J1a)K€ HEBO3MOXKHOCTH
UX TOYHOTO COOTBETCTBUS, KAXKYIIETOCA €My «HEeCKONbKO HausHuvimy» [7].
O. Meccuan ycMaTpuBall BO3MOKHOCTb B3aUMOJEHCTBHSI MEXKY MY3bIKON
1 JKUBOIIHCHIO HE CTOJBKO HAa YPOBHE «TOHAJIBHOCTH — IIBET», CKOJIBKO Ha
YPOBHE «IIBET (11BeTa) — aKKOPA (aKKOpIbI)». OH MOBTOPSIL: «Yema CloHC-
Hble U CEA3ANDBL C TOHCE CTIONCHBIMU AKKOPOAMU U 36YYAHUAMUY [TaM XKe].
Takum oOpazoM, «BeTHOM ciryx» O. Meccuana conpsirajics He ¢ TOHAIIb-
HoCTsiMH, Kak y H. Pumckoro-Kopcakoro mimu A. CkpsiOuHa, a ¢ akkopza-
MHU. AKKOPJIBI IPECTAIOT B TOHWUMAaHUH KOMITO3UTOPA aHAJIOTaMH I[BETOB;
M3MEHEHHUE aKKOpJa MPUBOJUT K CMEHE [IBETA U €r0 OTTEHKOB.

KoMIo3uTopy CBONCTBEHHO «BEPTUKAIBHOE» BOCIPUATHE 3ByKO-1IBE-
TOBOTO Psiia, OHAKO «aKKOPAOBBIM» (PAKTOPOM €ro [IBETOBOE BOCTIPHUSITHE
HE McuepIblBaeTcs, NockoabKy O. Meccnan onepupyeT gajiaMu, HMEHY-
eMBIMU UM «cucTeMamm». Kaxas «cucrema» CBA3aHa C ONpeAeTEHHON
OKpacKoM 3ByKOB. LIBeTa M 3ByKHM pacnojOXKeHbl U HEro 10 MPUHIUITY
rammbl. B rammve nieetoB O. MeccuaHa OTCYTCTBYET JKEITHIN IIBET, BMECTO
HETO BBOAUTCS OPaHkKeBO-30510ToH. Oc000 KOMIO3UTOD TATOTEET K (hrose-
TOBOMY WJIM JIMJIOBOMY LIBETY, OTHOCSAIIEMYCS K Pa3psLy CIOKHBIX, B KO-
TOPBIA BXOHSAT HPEJIETbHO XOJOJHBI CUHUNA U MPEIETbHO TEIIBIN Kpac-
HBIA [BeTa. DTOT LBET 00JaJaeT Maccoil OTTEHKOB: C JOMHHMPOBAaHHEM
KpacHOTO — aJlblii, C JOMMHUPOBAHUEM CUHETO — TMAllMHTOBBIN. B cpennue
BEKa B CUMBOJIMKE BUTpakeil mepBbld onmueTBopsi Jlio6oBe k McTHHe,
a Bropoii — Mctuny Jlro0BH.

LBeToBoe BuaeHue «Iloam ayist Mu» KOMIIO3UTOP ONUCHIBAET CIEAY-
oM odpazom (tiep. ¢ ¢p. moit — 7. JK.).: «LIBet 31neck, moxkanyi, caMblii
Ba)KHBIH AJIeMeHT. ['apMOHuUs 11BeTa BOZHMKAET C CaMOro Hadaja. ITo J0-
cTuraercst Moo myTéM CONOCTaBICHHS “1aJJOB OTPaHMYCHHOH TPaHCIO-
3UINAN, KOTOPOE OKPAIIMBAET aKKOP/bI B CHHE-(DHOIETOBbIN, KPacHO-JTH-
JIOBBIN, OpaHKEBBIH, Oenblii U 3010TOM 1BeTa (kak B “Ileizaxe”), mubo
IMyTEM HAJIOKEHHS DTHX JIAJOB JPYr Ha Apyra U CMEIICHHEM LBETOBBIX
KOMIUTEKCOB (Kak B “TBoéM romoce” u “Konbe”)» [12].

M. Fischer B crarbe «O. MeccuaH, MOJAIbLHOE M ITOIMMOJAIBLHOE
MBIIIUIEHUE Ha Ciry:k0e 1BeTa» [9] anammsupyer 383 My3bIKaJIbHBIX MIPH-
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Mepa, cogeprkamuxcs B « TeXHIKe MOEro My3bIKalIbHOTO si3blKkay U « Tpak-
TaTe 0 pUTME, LIBETE U OPHUTOIOTHM», B KOTOPBIX MOJAIbHOCTh HEPA3PhIB-
HO CBf3aHA C KOJOPUCTUYECKUMH BO3MOXKHOCTSIMH JIAZ0B. ABTOP JEMOH-
CTPUPYET TEOPHIO «3BYK-1IBET», ciiokuBIIytocs y O. Meccnana moj Bo3-
nerctueM P. Jlenowne, L. bnan-T'artu, a Takske MHTYUTUBHBIX IPO3PEHUN
A. PeM00 0 IIBETOBBIX COOTBETCTBHUSX IJIACHBIX OYKB (COHET «IacHbIC))
u cunecte3nn L. Bonnepa («CooTBeTcTBUS»).

BuiBoabl. O. Meccuan o0naian IBETHBIM CIYXOM, W MY3bIKaJIbHBIH
pSI B €ro CO3HaHUM OBbLT CBSI3aH C PSAOM BHU3YaIbHBIM. DTa 0COOCHHOCTD,
NPOSIBUBLLIKCH B JIETCKUE T'OIbI, IPOJOJKAIa COBEPILICHCTBOBATHCS B KOH-
CepBaTOPCKUi Mepro/i: BIMSIHUE TBOpUECTBa negarora Meccuana, I1. J{roxka,
B YaCTHOCTH, €ro omepsl «Apuanna u Cunss bopona», Gnaronpusrcrsosa-
JI0 TIPOSIBIIEHHSIM 3BYKO-L[BETOBOH CHHECTE3UU Y MOJIOOTO KOMIIO3UTOPA.

O. Meccuan BoCipiHAMAII 3aKOHBI MUPO3aHus CKBO3b PU3MY «Oec-
KOHEUHOH LIBETOBOH I'aMMBbD», BO3BOSI [IBETO3BYKOBBIC (DEHOMEHBI B paHT
IJIaBEeHCTBYIOIINX B HEPAPXUN CAKPAIbHBIX [IECHHOCTEH.

JUisi KOMIIO3UTOPA OKa3bIBAIOTCS «Ba)KHBI TPH ACHEKTa BU3YaJIbHBIX
MCKycCTB: 1) )KMBOMUCH KaK HCTOYHUK HEKOTOPBIX 00pa3oB; 2) JKUBOTHCH,
TOYHEE HEKOTOPHIE CTUIIM KMBOIMUCH KaK HCTOYHUK XyHA0)KECTBEHHOTO Me-
ToMa; 3) CHHECTE3MUECKUI. Bece 3T acIieKThl 3a4acTyro TECHO IeperuieTe-
HbI» [8, c. 98]. Tak, O. MeccuaH NpUBHOCHUT B MY3bIKY TPUEM CUMYJIbTaH-
HOT'O KOHTPAcCTa, 3aMMCTBOBaHHBIN y (PaHIy3CKOrO XyIOXKHHUKa-opducTa
P. lenone. «3ByKOBOW BHUTpak» Kak TapMOHHUS, BOSHUKAIOIIAS B TIPEJIOM-
JIEHUH CBETA, O’KUBJISIFOIIETO MHOTOLBETHOCTDH 3BydYalllell MO3auKH, CTa-
HOBUTCSI «CUCTEMHBIM IOAX0A0M» MeccnaHa K CO3JaHMI0 MYy3bIKaJbHbIX
KoMIo3umui [5, c. 131].

O. Meccuan omyman LBeTa B MY3bIKE «BHYTPEHHUM» 3PEHHUEM.
CyObeKTHBHOE BUJICHUE 3BYKOBBIX KPACOK UCIIONB30BaJIOCh UM B TIpOLIEC-
CE CO3aHUs MY3bIKaJIbHBIX MOJOTEH, IPU3BaHHBIX, B CBOIO OY€pE/b, BO3-
JIeHiCTBOBATh HA «BHYTPEHHEE 3pEHUE) CITyIIaTeNeH.

IlepcnekTHBBI H3y4YeHHs paccMaTpUBAEMOIl TEMBI 3aKIIIOYAIOTCA
B PACIIMPEHUH U CUCTEMATHU3aLUH [IPEACTABICHUHM O CHHECTE3UH B MY3bl-
KanbHOM uckyccTBe O. Meccuana. Marepuainbl paboThl MOTYT MPEACTaB-
JSITh UHTEpEC ATl AalbHEHIINX UCCIIEIOBAaHUI B 00JIaCTH MY3BIKAIbHOTO
MBIIIUIEHUS U UCTIOTHUTEIECKONH MHTEPIPETAIIH.
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