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newoam P mwn IPUIYIUBEIE, (JaHTACTUHIECKUE YEPTHI SKCTATHUIECKOit
:o,_.swooﬁw U Onaropaps Bce Oonbmiedi KpaTKOCTH MeJIOAMHEcKuX (pas
Aﬁnﬁ&\z“ Mun kuwwoﬁéuwmom (vertige) cMeHe, IK3aTBTHPOBAHHOMY
HTM mero fBwkeHus. Ho 3ta H
! OBas IIOJIETHOCTH B
COXpaHsieT H TaHIIEBAIBLHOCT, TAHI] 0CTh o
S.wwzhnmﬁ Mwﬁc [eBAJILHOCTD, enogo6H KaK CHMBOI
: s cBery. Cxpsabun roBopun o ¢unanre CeasMoil COHATHL
3T0 BAICHHAA, NOCHEIHAS [UIICKA .
. [epe CaMbIM aKTOM.
MOMEHTOM JIeMaTepHAJIH3AIAID Mo
» UTO B CBOK OYepels BOC
UHUMAJIOCh
O@nm%:ﬂ!z KaKk «pacTBOPEHHUE B CBETEN. e
i & .
. Aﬁuohwwﬂﬂmmﬁoooesaﬁ TeocO(pHEH, IKCIIEPUMEHTHPYS CO CJIOBOM
HOM JEHCTBE», CO CBETOM
B «IIpometee», Cxpab
ocTaBajics, npe €ITUKUM HTO i
cmuswmcﬁw /e BCETO, Bell KOMIIO3UTOPOM M HOBaTOPOM B chepe
H, Xy/I0XECTBEHHO! BRIPa3UTeILHOCTH. CKpAOUH roBopu1, 410
B i :

MY3bIKE TyBCTBOBAJI Ce0si «BJIAJBIKOI»; OH OIMYIIA CBOKO wmmsmo?
mnvcgo : .”NSS B OOpeHUH, BEIMYMU TBOPYECKOrO AyXa. B My3mike 310
mamEom OIECHHE B CTPEMJICHHH «K 3BE3ZIE», JIyde3apHOCTH, CBETO-

OCTH MySHIKH H SBUJIOCH O/HHM U3 TJIABHBIX XY/IOKECTBEHHEIX no-
CTHDKCHUH CKPAOHMHCKOIO TeHMA.

- W%M“MMN W:W MMW.M«% =w,w>~ ) «loaMa OrH» (KOHLEIHS CBETOMY3BIKAIBHO-
2 Mwus. 2010. ) / KasaHckas TOCY[apCTBEHHA KOHCEPBATOPHA.
. Cabanees JI. BocioMuHaHAA
3. Xononos IO. T %0 Crpafiteg, M.; Mymeszon Loeapers, 1925-
2003. gpuornx. IIp eckmii xypc: B 2 9. Y. 2. M.: Kommosurop,
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w JLlymKo A CxpabyH ¥ CHCKTpalbHAL rapmonms // Hayxa o Myssbike: CIoBO
1ch H“Woaona y9EHBIX: C6. craren / KazaHcxas rocyZapCcTBeHHAL KOHCEpPBaTOPHAL.
_i 2004. C. 73-90.
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pHuKa; V36p. cTaThy O PYyCCKO# My3BIKE. M,

 xyAH DJIYAPJIO CHPJIOT O CHHECTETHYECKOM
HCKYCCTBE AH. CKPSIBHHA'

Dpanyucko Monuna-Mopeno, Vicnanus, Mapun
(kobzar3 @yahoo.com)

B craThe paccKasbiBacTCd, Kak JCIAHCKWMA T09T XyaH JJyapao Cupunot
nona, 1916-1973) 1 pyccKmit KOMITO3HTOP Anexcasp CkpaOuH MposBII-
Xy[OKECTBEHHbIH HHTEPEC K CHHTE3y MCKYCCTB, HECMOTPS Ha BpeMEHHOE pac-

JHWE ¥ OTCYTCTBHE KaK AVIUIOMATHIECKHX, TaK (mo xpaiiHe# Mepe, opym-
7 TpaHAMM Ha MPOTIKCHIH BCETO

CIRLOT ON A.SKRYABIN'S SYNESTHETIC ART?
Francisco Molina-Moreno, Madrid, Spain

In this paper we are going to show how the Spanish poet Juan Eduardo Cir-

(Barcelona, 1916-1973) and the Russian composer Aleksandr
artistic interest in .@:mwﬁnmmw. despite chronological distance and the fact that

Brygaonuiics 0o3T 4 OCTpBIA MBICIHTENE B obnactu u306pasy-
HOIO UCKyCCTBA M CHMBOJIH3MA, Xyan Dayapao CupnoT umen Ipu-
e K My3hIKE, HO HEJIOJIr0 3aHMUMAICH KOMITO3UTOPCKOM JAeATEIIBHO-
1o [1]. 310, BEPOATHO, 6uuto B 1936 roxmy (cormacHo Supuke I'pa-
). TIpucyTCTBOBaBIIMI Ha JICKIMH HUCTIAHCKOTO MY3BIKOBE/2
nb(o Canasap IOHBIH CTY/ICHT MY3BIKH, BIIEPBBIC YCIBIIAT «IIpome-
ei» («[Toomy orED) A. Cxpsbuna [2]. TIpumedaTertHo, 910 3TO0 OBLIO
0 U3 MIOGUMEIX IPOM3BE/ICHUI HAIIEro II03T4, 0 KOTOpOM OH C BOC-
[OProM  BCTIOMHHAET B noxymente 1967 roma © «Herzgewachse»
> Illen6epra: «Moe U3yMIEHHE IEPEL 3TOM My3BIKOH, CTPAaCTHOE COTyB-

: 1 Hama ocobas GnaroxapaocTs Maiie Jan6uee 3@ MPOCMOTP HAmEH AHTTIARCKOH
- Pyxomvcu.
. 2Tlepeson Ha PycoxHil

v
4
I |

ki maax — A.A. Mecxn, 3.A. Coxornosa, B.M. CxopOXO/IOB.
Oprrunan craTsy (Ha AHITHACKOM s3pIKe) AaH B IIpHIOXKEHHN Ne2.
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8

omuack Mapxa Potxo [7]. (Hike npeziaraeTcs (parMeHT CTaTs

“ ora, TIEPEBEJICHHOTO C MCIIAHCKOr0 Ha mE,uEw_cEmm.v_

* «porxo i Cxpabun. ITapasnienu MexIy IBETOM U 3BYKOM.

: H.._,..‘ﬂ,nunwmnm:m NPOM3BEACHMUI PA3HBIX BUJIOB MCKYCCTBA CTAJI0 Tpau-
qoii MpOLEXYpoil B 06nacTu 3CTETHKH M YHUIOCODHH HCKYCCTBA.
eM, TAKOE CPABHEHHE B MCHBLIIIEH CTENIEHH OCYIIECTBUMO (TaK Kax
Hee OYEBHIHO), KOT/Ia, K IPUMEPY, MMeeHIhb IeJI0 C XyAOKHUKAMH
kauTamu. OCHOBHAA CTEHA MEXIY JBYMsI MHPaMH, IIPENATCTBY0-
15 UX COMDKEHMIO, COTNacHO Hjee, BhickasamHoW . CtpaBunCKuM,
51 B TOM, 9T0 My3bIK2 — BpeMeHHOe MCKYCcCTBO («art chronique,

B OlpenienennbIx Hanpag;e
HUSIX 215
«Iosmy orasm» Cxpsifunay [3]. B 1936 rony, xorza s Brepaxre Yo Mg

i
)

CaMa unes cumresa., B
Te ¢ CBOMX 3ammcsax k cre
PHOHa, omybmikoanroro B 1943 rozxy, 05.: MMW :83 nmmmboam S
¥ 11, 94TQ ¢

Jac
zaM CTPaBUHCKOTO), 3 XHBOIIMCE — IPOCTPAHCTBEHHOE UCKYCCTBO.
EcTb, KOHEYHO, 32KOHEI aHAJIOTHH, O3BOJISIONIME IPOBECTH Mapal-
f€1y [IBETAMH M 3BYKaMHM, KOTOPhIE IEPEAAIOTCS C IOMOMIBIO OT-
MXCsA K HUM IIpWIarateNbHBIX: BEICOKMM, HU3KMH, OCTPLIA, TYIIOH,
geid wid Terisid. Ho, kpoMe TOro, €CTh €mie OJMH IyTh B3aHUMO-
— CTHJIMCTUYECKHIA, KOTOPEIA YCTAHABIMBAET MUPOKUE U PACIUIBIB-
PaMKH  XYJOXECTBEHHBIX HanpaBleHui (6apOKKO, POMaHTH3M,
canc). BOnpmas TOYHOCTE B Iporecce COMMXKEHMsS HCKYCCTB JO-
a He ObUIa.

Mg Moriu 651, BO3MOXKHO, [OJIy9IUTs 9TO-TO GoJiee UHAMBUYaIb-
chepe COBPEMEHHOr0 MCKYCCTBa, €CiH OBl He ero cnenupuIHOCTS,
OfiAman 0 KpaiiHero ganaTu3Ma, 4 €ro HaCTPOEHUs, 00YCIOBIICHHEIE
onpeeneHHBIME HelsaMu. 1o kpaiiHeil Mepe, TaKk KaxeTCs, KOraa
HJIET O KOMIIO3MTOpPE M XYOXXHMKE, TBOPIaX Pa3HLIX BPEMEH, INE/-
0 TOMY K€ ITyTH MBIIUICHHs, IOTPYKEHHBIX B TE€ K€ HPABCTBEHHBIE
onorugeckue Bonpocsl. Myssikant AH. Ckpsabun (1872-1915)
HE3a/I0JIT0 A0 PEBOJIOLMH, IPUBEAIICH K M3MEHEHUSIM €I0 POIUHEI
MIIA3ALMH.

Ckps6un, 6yayau nocnegosateneM Gonee riybOKOro CHMBOIU3MA,
NEPUOJa BOCXMIIEHMS Y TNpPU3HAHWA BiIHsHUA Ha Hero Illonena
arHepa, BCTyNaeT B 00J1aCTh OPUTMHAIBLHOIO, NOAYEPKHYTO MIEaIU-
4ECKOr0 MCKYCCTBA, HAMBBICIIMMY 00pa3liaMi KOTOPOr0 MOTYT OBITH

Hanucan unT
epec
HYI0 CTaTelo o cxopcre HO3/1He#H My3kIky Cxpsatuna
Prenuannas nosma «K miamenm» win «IIpomerein» («Iloama oras»)

R b ey

1
Caerosas crpoka «7
«ByK-1BETY, Pomeren) cosnana m
- B napriype, mnanmoit » 1997 roxy, Suuhﬂ“ﬂﬂﬁ “TOHANLHOCTE-1BeTy, a HE
PHBOIMIIACH. — Ipumey, peo.

A Ilepeson ¢ paspemenus nouepu Xyan Sayapno Cupnor u Hacnemuukos, Jlyprec
~* PHKropus Cuprot (mucsmo ot 17 nexabpa 2011).
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IJIs OpKecTpa, Xopa ¥ $oprenuano, Hanucansoro B 1910 roay, To ect,
MOCJIETHUH IEPHOA KU3HUA KOMIIO3UTOPA. ,
Xynoxauk Mapk Potko (1903), ceBepo-aMepuKaHen, MyTEIMECTR.
BaBIIMiA 0 Beeit MTanum, BoCXUImaics, npexzae Bcero, ®pa Amxenuxg
€ro IBETOBO! MAIUTPOM, KOTOPYID OH HMHOTJAA INEPEHOCUJ B CBOI mm”
CTPaKIMOHU3M ¢ HeOoMsmuUM ycuwieHueM. Iloce neprosa CroppeatucTy-
9ECKOr0 BJIMAHHA OH BRIABWI K 1945-1947 romam sBHO rubkKyro, wicrg
IUTACTHYECKYI0 KOHIIETIIMIO OTHEHHBIX M KOHTPACTHHIX NATEH HA IUIag-
HBIX, TYMaHHBIX WM Oiexbix .poHax. ITocTeneHHO 3Ta KOHIENIMS Co-
BEPIICHCTBOBAJIACH 0 TEX NOP, nmoka Kk 1950 roxy oH He mpeBpaTHi erg
B HEW3MEHHBIC, BEPTHKAJIBLHEIE KOMIIO3MIWH, B KOTOPHIX [BE WJIH Tpu
I[BETOOOIACTH HAKIAABIBAIOTCA Ha (DOH, IZle MOXHO JIMIIb YBHJETH IIhI-
JIAl0IIMe, TOHKHE, Pe3KUe PBYIIMecH JIMHUA. POTKO MIET B HIOAHCAX He-
coryacyrongiecs 3(dexTsl (pO30BbIA, KPACHBIA, OPAHXKEBBIH; WM ITyp-
IypHEIA, CHHWIA ¥ 3€JICHBIH, U T.A.) ¥ AobuBaeTcsa Haubosbmel s hexTuBHO-
cTH B m300paKeHuHt, npeyiaras 3puTeio 06pa3 oraa. Mel yxe ynmoMuHam
«OTOHB) — IepBast 3epra, cxoxast co CxpadbunsmM. Jansime — 6onbme.
Bo-nepBeix, CKkpsAOMH UMEIT HENBI0 CBOEH TapMOHMYECKOM CHCTEMDI
(aKKOpABI IO KBapTaM, JUCCOHUPYIONIHE COOTHOIMICHHUA, JOMUHAHTEI (¢3
paspenieHus) MoJJaRIeHUe JABUKEHHUS, KOTOPOe, Ka3ajioch OB, M ABIAETCA
OCHOBO# My3BIKM (BCIIOMHHM: HMCKYCCTBO BpeMeHW», «art chroniquey).
Taxxe u POTKO OTCEKAaeT BCE, 9TO MOXKET OBITH CBA3AHO C JBIDKEHUEM
B CBOMX paboTax, BC€ B HUX CTaTW4HO. BO-BTOPBIX, IPH CO3AaHHU CBOMX
npousseacHuit CxpsabuH OCHOBEIBaNcs OoNbme Ha axkkopae (3apox-
JAIOIIMIACS [PUHIAII TaK HA3bIBAEMOTO <(MUCTHYECKOI0» aKKODA2),
9eM Ha TeMe. UeM XKe elle SBIAIOTCSA XKUBOIMUCHBIE KOMIO3UIuH PoTKO,
€ClIM HE TMIaHTCKUMHU BH3YaJILHBIMH aKKOPAAMH, HAKJIaJLIBAHHEM TPEX
HJIA YeThIpEX IBETOB, NOAOOHO 3BykaM B rapMoHuU? B-TpeThux, mocTo-
SIHHOE MCIIOJIb30BaHHE IPOTHBOIIOJIOXKHEIX OTTEHKOB XYHOXKHUKOM PoTKO
ABJISETCA TOYHOH NapajuIebio AUCCOHUPYIONMX COOTHOMIEHUH B My3bI-
Ke (10 — 10-/{Me3 = XENThIH — OPAHKEBEIi), €r0 NEPEMEIECHHA B JKUBOIU-
cH. DT ofmme JyXOBHEIE M TEXHHICCKHE NMPUHIMUILI U, TIPEXIE BCETO,
CXOXHUI CTPaCTHHIA YXOH OT JEWUCTBUTEIHHOCTH, HAIPDKEHHOE COCTOA-
HHeE II0JIeTa 32 Ipe/ieNIsl 3eMHOM xXu3HH, 06beuamoT Ckpabuna u PoTko:
310 GPAaTCTBO CTAHOBUTCA HEMHOIO SCHEE, KOTJIa MBI y3HaeM, uTo Mapk

- S
a Qﬁam:: —nuonep Cc8emomy3bIKANbHOZO0 uckyccmead

Ha CaMoM Jiene GBUI PYCCKHM, KaK CxpsbuH, MOCKONIBKY co“ﬂ.wow
JHCKE, 3 Tepeexal ¢ ceMpbeil B AMepUKY b B 1913 roxny, » W_, 3
GBUIO ACCATH JIET. JlaHHOE COBIAJICHUE MOXKET CIMTATBCA mmwz,nm«_-
10TOMY 9TO 3CTETHIECKO® POZCTBO ABJIAETCH, mpexne BCe .wnwau.
pacsl ¥ KpOBH, HO B JHOO0OM ouﬁmw\%ao — JIOTIOJIHUTENBHOE /I

: LIM MBI HE MOXEM IpeHedpetb. i

S. :Ewommmﬁmm no6naronaputh Cupuna CKOTTa, KOTOPBIX cazﬁsw
cjl COBIIA/AIONIETO IOUCK2 06OMX XYIOXKHHUKOB, KOT/a OH B CBOE
E B My3BIKE TOBOPHI, TTO IMCCOHUPYO-

M napHel KHATe 00 330TEPUIME

buwgcamoaomsﬁv (a, CTENOBATENBHO, JIUCCOHUPYIOTIHE Bﬁogmcnwm.
_ paubonee 3hHEKTUBHBIE cpencTBa B HapyHICHIH uo%noxoso
OBATENLHOCTH, & NPH [OTPYXEHUH B HEKYIO MHUCTHKY, TPOUCXOHAT

K TOH woo.:nmmc—.m OI'HsA, KOTOPYIO ﬁﬂ@cgoéo OTHI-TMPHKHA

eCTRIISIA CO CBOMM “paradesha”.
E.“_.mhoww crares Cupnora O Cxpsbune u Mapke Porko. Ho MEI
SKHEL €l1e YIOMAHYTB, 9T0 B oxTsbpe 1972 roza (mpHEMeEpHO 32 CeMb
JeB O CMEpPTH T03Ta), BeJIMKOJICIHBIA COHET Cupnota B 1eCTh

ia hispanica» (Mcnas-
s6uHa Gl OMyOIMKOB2H B xypuane «Poesia T
OmMouu:»v u «Papeles de Son Armadans» [8]. JlecaTsiM CTHX COHETa

oMUHAeT O «Ipeobpa3oBaHIK IBETOMY3BIKI», TO €CTh, o6 %Mmoz Mu
HOOUMBIX Tpou3Be/ICHUHA Cuprora — «IIpomeTee CxpsibuHa. O ow“_mﬁmm
" gro CupnoT HHTEPECOBAICH CHHECTETHYECKHM HCKYCCTBOM Kp:

. epHl, 9TO HAILIO CBO® OTpaXeHUE KaK B €ro

MPOTSIKEHIAM BCEH Kaphb :
IO3TUHECKOM TBOPHICCTBE («CmepTh Tepuonay, ..nomoﬁ :ccwnEommzm
Cxpsibuny), TaK ¥ B ofJIacTH Xy[AOKECTBCHHOH HCKYyCCTBOBE/TIECKOH

: ¢

ATUKHA.

1 Azancot L. (ed.). (1974): Poesa de J. E. Cirlot

wh M.kww:% (1943): La muerte de Geri6n. Berenguet. Barcelona, now in Gran-

ell, E. (ed.). (2005: 39-57). il T e,
. G ~(1963): "Rothko y Scriabin. Paralelos entre 3
e m.wwgn .\wcuam. M_mw, wvc.uum (August 24th), p. 7, now in Granell & Guigon (eds.).
(1996: 236-238). ; L i St
3 i . "gimbolismo de la musica. Herzgewichse', ! >
R m%wwmvmwv. 2 t1, how in Granell & Guigon (eds.) (1996: 248
i 249). :
5. Cirlot JE. (1972): v Alexander Scriab
. (October 1972), p. 8, and Papeles de S

1966-1972". Editora Nacion-

in", Poesia hispanica, 2* period, N° 238
ﬂ: Armadans, vol. 67, N° 199, p. 84; cf.
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Q
Valencia.

8. Janés C. (ed.). (2008): J ;
, 1973) Sirucla b&:hw van Bduardo Cirlot. Del no mundo. Poesia (195.

- Verdi L. (2010): Aleksandr Nikolaevig Skrjabin. L
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TEYPTHYECKAS 3CTETHKA
A.H. CKPSIGHH
H ITPOBJIEMBI COBPEMEHHOT' O NON%OO;W

Mocxoeckas C.B, Ommﬁ-ﬁoe%@wa
Achwofmﬁs@Bm:.Ev

XXI ; HE
BEKa, HECMOTpA Ha ﬂOEQmEO- HCYEpNany CBOIO 3HA9YMMOCTE B Hagaie

HM# MCKyCCTRa,

THE THEURGIC AESTHE
TICS OF AN.S
AND THE PROBLEMS OF ANEW % o

Silver Age have not exhausted their signific

, in spite of the emergence of numerouys n ance at the beginning of the 21 centy-

€W movements in art,
ITonsTHe «TCYPrUYecKas 3cTeTHKay

ACKPEIBaE
bunocodperux u xygowecTmenmLx HCKaH RGeS

M B PYCCKOM MMIUTMIIMTHOI

8
| gEOll MHUp, MHOE OBITHE, KPacoTy KaK PealbHOCTh OBITHS, HCKYCCTBO,
% wuncnounumaﬁan TpareMI0 TBOPYECTBA, HAIPABIIAIONIEe TBOPUECKYIO

* mepruio B chepy GbiTus.

4 .NN Qﬁﬁhmﬁl —NUOHEP C6EMOMY3bIKANbHO20 UCKYCcCmea
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XIX — pavana XX Beka. Teyprus (rpeu.— @sovpyia) —

eﬁﬁﬁanomns
oT TPEIECKOTO — 0ed¢ «bor, GoxecTBo» u Spylo «obpsz, CBANICHHOCH-

CTBUE» — 6yxBanbHO — «BoroTBOpUecTBOY. JIOMONHAA 3TO KPaTKOE OIpe-

ejleHHE, MOXHO OTMETHTB, 9TO TEYPrusi — 3TO HCKYCCTBO, TBOAIMICS

: Teypruro Kak OCHOBY TBOPYECTBA M XYHOXECTBEHHOH KyIbTYpEHI
paccMaTpUBANIA B CBOMX paboTax MHOTHE PYCCKME PEeTMTHO3HEIE (Quiio-

. codsr: Bi. Conosses, IL ®nopenckuii, H. Bepnses, C. byirakos; Teope-
" puxu cumBomasma: A. Benbiit, Bsa. Msanos, A. Brok. bepusies caurai,
" 470 TEYpTMS — 3TO MCKYCCTBO, TBOPSAIIEE UHON MU, KPAacoTy Kak cyImee.
ITo Muermio Benoro Teyprus — 3TO Ta Iielb, K KOTOPO# JOJDKHEI YCTPEM-
" JATECA KYJNBTYPa M MCKYCCTBO B CBOEM 3BOJIONMOHHOM Pa3BUTHH, & CHM-

BOJIM3M SBIIAETCS BHICIIMM IIPUHIIMIIOM MCKYCCTBA, CBA3YIOIIUM €r0 C pe-

" aumpHoi xu3HBI0. TBOpUECTRO, Kak yTBepxzan A. Benbii, Ha BRICIIEH CBO-
" gif CTymeHM COCTOMT H3 TPEX «aKTOB): IEPBBHIH aKT— CO3/IAHWE MHpa

HCKYCCTB, BTOPO#i — COBEPIIEHCTBOBAHME CaMOTO Ce0sl, 3/1ECh MOTYT Ipo-
SIBUTHCS BHYTPEHHME KOH(QIMKTHI JIMIHOCTH, BEyIHE B KOHETHOM UTOTe
K CaMOOYMILEHHIO ¥ TAPMOHMH, TPETHii 3Tan (TPAXyIIMid) — BCTYIUICHHE
NMHHOCTEH B cdepy ¢BOGOAHOrO TBOPYECTB2 W COBGOPHOIO HCKYCCTBA.
HckyccTeo, o MHeHHIO Bernoro, J0JDXKHO GHITH ycTpeMIeHO B Oyaymiee,
a Gyaymee TauTcs B Hac camux. OCHOBHEIE OCOGEHHOCTH TEYPrHIECKOH
3CTETUKH — IIPUCYTCTBHE ICXATOJIOTHIECKMX MOTHBOB B XY/I0XKECTBEHHOM
TBOpUYECTBE, OCO3HAHUE PONH XYHAOXKHMKA-TBOPIA KaK Teypra, cTpemie-
HHE BBIATH 3a TpEAENsl MCKYCCTBA, NPeodpasuTh caMmy XXU3HbB, TBOPUTDH
caMo 6GEITHE IO 3aKOHAM BhICHIEH KpacoThl. CyNIHOCTHYIO OCHOBY T€Yp-
TMHecKOil SCTETUKH COCTABIIAIOT OCO3HAHUE KPAacOTH! KaK BhICIIEH, 6oxe-
CTBEHHOM OCHOBHI OBITHS, CHMBOJM3M, IOJUIMHHAA XyJ0XKECTBEHHOCTS,
€obopHOCTh, COGUIHHOCTS HCKYCCTBA, XHUBOTBOPSIIAA JHEPrUs ITOIMH-
HOTO MCKyCCTBA. DTHKO-3CTETMHECKHH IPMHIMII CTAHOBUTCA TJIABEH-
CTBYIOmMUM JU1a Beeil KynbTypsl CepebpsHoro Bexa. Teyprudeckas cTe-
THKa SBUJIACH AYXOBHBIM MasSKOM IPAKTHYECKH JUIA BCEX XY/I0KECTBEH-

HBIX MCKAHHM CHMBOJIM3MA.
IonsTHe «TEyprudecKas CTETHKA» [OKa €Iie Mallo MCCIIEI0BAHO.
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JUAN EDUARDO CIRLOT ON SKRYABIN’S
SYNESTHETIC ART!

Francisco Molina-Moreno, Madrid, Spain
(kobzar3 @vsroo.ncé

A fascinating poet and an incisive thinker on fine artg and
symbolism, Cirlot had first a vocation for music and a very short career
a composer’. And it was in 1936, pethaps (according to Enrique QBEMW
during a lecture by the Spanish musicologist Adolfo Salazar, when the
young music student Juan Eduardo Cirlot listened for the first time tq
Aleksandr Skryabin’s «Prometheus» («the Poem of Fire»)’. It must be
noticeable that this was to be one of Skryabin’s favourite works for oyr
poet, who remembers his enthusiasm in a 1967 paper about Amold
Schoenberg’s «Herzgewichse»: “My amazement before this music, the
passionate sympathy that it has aroused in me, can only be compared with
another big ‘discovery’ made by my peculiar zeal for certain things in
1936, when I heard for the first time Skryabin’s «Poem of Fire»™,

But Cirlot’s enthusiasm for the «Poem of Fire» was not just only
about the music. The very idea of synesthesia appealed to him to a certain
degree. In his own notes to his scenario for a ballet entitled «The Death of
Geriony, published in 1943, Cirlot stated that his work was written “in
MYSTERY tone” (where we may see an allusion to Skryabin’s
unfinished «Mysterium»), and added: «On colour. The synesthetic ideal
must be fully accomplished in this Ballet. Its theme has to be expressed
and represented simultaneously and in accords by: dance, music, colouf,
light, and lyrics (in the chorale). <..> Skryabin’s ideas were basically
right when he wanted to create his ‘light organ’ Implemented in this way
even with standard resources, in a theatre with modern advances, it
provides its great lyrical expressivenessy’.

w Our special thanks to Maya Zalbidea for reviewing our English manuscript.
” Granell & Guigon (1996: 233-234) and Granell (2005 11-12).
7 Granell (2005: 12).

: Cirlot (1967: 11), now also in Granell & Guigon (1996: 248). Translation made
with permission of Juan Eduardo Cirlot’s daughters and heirs, Lourdes and Victoria Cirlot
A?Bwnuom December 17th 2011).

Cf. Cirlot (1943: not numbered pages; what we quote here is taken from
the penultimate one). Now in Granell (ed.) (2005: 55).
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It is obvious that Cirlot is alluding here to the light-organ made by
ksandr Mozer (now at Skryabin’s memorial flat-museum in Moscow).
t is well known, the function of this light-organ was to project light of
fferent colours as the symphonic poem «Prometheusy» («the Poem of
re») was being played; those different colours were indicated by
«ryabin in the form of musical notes, according to a diagram of sound—
lour correspondences laid out at the beginning of the score'. Although
st in such a sophisticated way as Skryabin, Cirlot included a “colour
ript” for the staging of his ballet «The Death of Gerion»”. All this
jows a meaningful affinity in the artistic goals of both the Russian
poser and the Spanish poet we are dealing with in this paper.
We have already mentioned that Juan Eduardo Cirlot was also a fine
er on art; so was he that, in 1963, he devoted an interesting paper to
affinity between Skryabin’s last music and Mark Rothko’s painting’.
worthwhile to offer here a tentative English translation of Cirlot’s article:*
“Rothko and Skryabin. Parallels between Colours and Sounds.
Comparing works of different arts has become a traditional
edure in the fields of aesthetics and philosophy of art. All in all, such
omparison is less feasible (since it is less evident) when dealing with
aters and musicians, for instance. The main wall raised between both
ms, and preventing their getting closer, seems to be the idea,
ported by Stravinsky, that music is strictly an art of time (‘art
hronique’, in Stravinsky’s words), and that painting is an art of space.
There are, obviously, analogy laws, that allow the drawing of
allels, despite all, between colours and sounds, for they may have
nmon meanings that are conveyed by the adjectives referred to them:
ligh, low, acute, dull, cold, or warm. But, besides another way of
tionship (the stylistic one), that just establishes broad and vague
tural frames (baroque, romantic, Renaissance), further precisions have
been reached in the process of art approaching.

L Verdi (2010: 122-8).

2 Cirlot (1943: not numbered pages; what we quote here is taken from the
denultimate one). Now in Granell (ed.) (2005: 56).

 Cirlot (1963).

4 Translated with permission of Juan Eduardo Cirlot’s daughters and heirs,
urdes and Victoria Cirlot (e-mail of December 17th 2011).
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We could possibly get something more specific in the realm of
contemporary art, given its specialization, even its fanaticism, its moods
and intent being strictly defined. At least, it seems so when it comes t,
composer and a painter, not exactly coeval, but certainly going Ewo:mw
the same path of thought, immersed in the same ethical and ideologica]
commitment. The musician, Aleksandr Nikolayevich Skryabin (1877.
1915) died a little time before the Revolution began to transform hig
motherland and his civilization. Follower of more a deep than
programmatic symbolism, after a period of admiration for ang
acknowledged influences by Chopin and Wagner, he entered an
m&owoao:m region, an oddly original, intensely idealistic art, the highest
specimens of which may be the piano poem «Vers la flamme» and
«Prométhéen, for orchestra and chorus, composed between 1909 and
1914, that is, in his last period.

The painter, Mark Rothko (1903), a North-American, went ecstatic
all over Italy, and admired first of all Fra Angelico because of his colour
range, which he sometimes transposed into abstractionism with subtle
intensifications. After a period of surreal contagion, he found, towards
1945-1947, a purely plastic concept of igneous and contrasted patches on
melting, hazy, or dull backgrounds. He gradually refined this concept,
until he turned it, towards 1950, into his almost non-varying, vertical
compositions where two or three colour-areas are superimposed on a
c.mc_nmaoﬁa of which they only permit to see blazing, slender, loud break
lines. Rothko seeks in the nuance dissident effects (pink, red, orange; or
Eﬁu:mF blue, and green, etc.), and his most effective images succeed at
giving the beholder a notion of a fire on tenterhooks. We have mentioned
“fire”: a first trait shared with Skryabin. There will be more.

First, Skryabin set as a goal for his technique (chords by fourths,
false relationships, unresolved dominant) to suppress that movement that
seems to be the basis of music (let us remember: an art of time, “art
mEc.an:oJ. And Rothko undoes whatever might be related to movement
in his works as well: everything is static in them. Second, Skryabin based
Em compositions less on a theme than on a chord for every work, germ
principle of it: the so called ‘mystical chord.” What else are Rothko’s

pictorial compositions but giant visual chords, three or four colours
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m%nﬁomna like notes are in harmony? Third, permanent use of opposite
' hues by Rothko is an exact parallel of false relationship in music (C - C
. sharp = yellow — orangey), its transposition into painting. These common

. spiritual and technical principles, but above all the identical impassioned
~ escape, the stress on flight towards the afterlife, unites Skryabin and
" Rothko, and this brotherhood becomes a bit clearer when we get to know
 that Mark Rothko is, as a matter of fact, as Russian as Skryabin, since he
- was born in Dvinsk and he only relocated with his family to America in
" 1913, when he was ten years old. This coincidence would not really be
3 necessary, because aesthetic kinship is above all mysteries of race and blood,
cﬁ in any event it is an additional piece of evidence we do not disdain.
3 And we have to thank Cyril Scott for the deeper notice about the

B%E:m of concurring searches by both artists, when in his recent book
- " on esotericism in music he says that ‘false relationship’ (and therefore the
* dissonant chord of colours) is the most effective means for breaking the
_omam_ order and getting into the mystical one, gaining access to that
. universe of flames that the Persian lyrical poets identified with their
~ ‘Paradesha’”.
_, So far Cirlot’s paper on Skryabin and Mark Rothko. But we must
.~ still mention that in October 1972 (roughly seven months before the
uooa.m death), a splendid sonnet by Cirlot to wo:cﬁ Aleksandr Skryabin
- was published in the periodicals «Poesia hispanica»' and «Papeles de Son
gmx The 10® verse of the sonnet alludes to the “transfiguration of
. your colour-music,” that is, to one of Cirlot’s favourite works by
~ Skryabin, «Prometheus» («the Poem of Firen). It is obvious that Cirlot
w, was interested in Skryabin synesthetic art along his whole career, and this
- found its reflection in his work both as a poet (as we saw in «The Death of
- Gerion» or in the sonnet to honour Aleksandr Skryabin) and as an art critic.

1. AzancotL. (ed.). (1974): Poesia de J. E. Cirlot “1966-1972”. Editora

A Nacional. Madrid.
3 2. Cirlot JE. (1943): La muerte de Gerién. Berenguer. Barcelona, now in

Granell, E. (ed.). (2005: 39-57).
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, ! The title of this periodical is wrongly rendered as Poesia espariola by Azancot
Ceﬁ 332), corrected by Janés (2008: 870). Granell & Guigon (1996: 241) say that the
g Sonnet was published in Papeles de Son Armadans (October 1972).
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3. Cirlot J.E. (1963): “Rothko y Scriabi
) 2 y Scriabin. Paralelos entre colores y sonidos”
vanguardia, 30.238 (August 24 i s 1o
A mwwa“ 396238 (August 24th), p. 7, now in Granell & Guigon (eds.),
. Cirlot J E. (1967): “Simbolismo de la musica. Hi dchse”
e : erzgewichse”, La vanguardi
ey (January 13th), p. 11, now in Granell & Guigon (eds.) (1996: ﬁmu
5. Cirlot J.E. (1972): “Alexander Scriabin”, Poesia hispéni i
2 A a hispéni 2 o
%MSNMM mmw, %vmﬁ.@w Papeles de Son diohdunbinel 67 Nros, hw vy 4
ed. . -160); i y 96: 241),
»Qum uwm%m.?mw.ﬂoom” Lo 60); Granell & Guigon (eds.). (1996: 241),
ranell E. . (2005): J i
%mwv.mmwdﬁ_w. vw_ uME 17 ): Juan Eduardo Cirlot. En la llama. Poesia (1943.
<MWM&P » Guigon E. (eds.). (1996): Mundo de Juan Eduardo Cirlot. [VAM.
Janés C. (ed.). (2008): i t
quw. & W_ma_wv. wmwnawv Juan Eduardo Cirlot. Del no mundo. Poesia (1961-
Verdi L. (2010): Aleksandr Nikolaevi¢ Skrjabin. L’Epos. Palermo.
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COLORS AND SHAPES TO ARVO PART'S MUSIC.
g SEVEN PAINTINGS OUT OF THE SERIES
VARIATIONS ON A THEME" BY SUSANNE RELL

Susanne Rell, Austria
(susannerell@hotmail.com)

! To begin with, I want to give a brief insight in how my art-seri
<B”5:o~._m On A Theme” developed: In 1999 Hmwgm& on nhvwn&%MMMM
and in doing so, I came across a book which presented various kinds of
embroidery: «Early folk art, embroidery, handicraft instructions» (Graz
Stuttgart, 1 .wwmv. Therein the author Katharina Zwittnig presents a Ban_om
of mn<a_om5m a w.mna:r by using the so-called “Holbeinstich” (a special
type of stitch). Initially it is a simple pattern, but in proceeding gradually
it _uooon.ﬁm more detailed and complex. Therefore I created a basic pat-
tern, e<~.=cr I varied by using different techniques of embroidery. I entitled
Ea.@mm_o pattern “theme” and the modifications “variations”. This is how
am.mzw and w._mé an artistic series came to life, which at the moment con-
S_.um ..R <mnnmmbm~ even though in the meantime most of the artworks are
wwEﬁ.BMm A.moQ__om and oil on canvas) and since 2002 the size of the paint-
ings is BM.:.E% 75x125cm. The visible picture detail of the paintings is part
of a repetitive pattern, which in theory can be imagined as being ooaiswa
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Thema (Theme)

By the time I got to know more and more «characteristics» of the
basic pattern, which I in the beginning scribbled completely by intuition
and without any artistic claim. I noticed, that the meeting point between
the two squares often was difficult to organize, just as the empty space in
which some sort of whirl emerges. After having worked on that series for
several years, Prof. Werner Schulze of the International Centre for Har-
monics in Vienna asked me, whether the pattern was symmetric, which I
at first denied, because of the whirls and the small picture detail. But he
was right with his assumption: the pattern has symmetric axis.

Various impulses inspired me to variations, such as ancient sumeric
legends, dancing movements, fascinating lighting conditions, phenomena
of perception and frequently musical impressions.

Among the first paintings to acoustic phenomena were «Var. Nr. 43:
Netrebkos Stimme (Netrebko’s Voice)» (2005) and «Var. Nr. 49: Nusrat
Fateh Ali Khan» (2006). Both paintings mainly contain shapes that origi-
nate in visual impressions, e.g. the ceiling and the big chandelier of the
Vienna State Opera House or retinal afterimages of the sun. The acoustic
part in «Var. Nr. 43: Nebtrebkos Stimme»: at a certain instance of the

opera performance Anna Netrebko’s voice seemed to draw circles on the
ceiling of the Vienna State Opera and this invisible movement is ex-

pressed in the painting.




