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MY3HUYHA ICTOPISI SIK “ITPOSICHEHHSI TUX
PO3PHUBIB, HA IEPETUHI SIKUX MU ’KUBEMO”
(M. ®YKO)

KuarwuoBi cioBa: mysuyna icmopis, po3pusu.

CydacHi ysIBICHHS MPO ICTOPIIO JajieKi BiJ OJHO3HAYHOCTI.
MHOXHMHHICTh iICTOPUYHUX BEPCili PO3BHUTKY MY3HYHOTO MHUCTE-
[TBa BIIOMBA€E IIUPOKE PO3Taly>KEHHS iICTOPHYHOTO MPOOIEMHO-
ro JUCKypcy. Mixk BiTHOCHO cTabiIbHUMH HOTO ()parMeHTaMHu, 3a
M. ®dyko “emicreMaMu’, BAHUKAIOTh TEBHI “TakyHu” abo “po3pu-
BU”, SIK1 CIIOCTEPIraroThCs HE TUIBKH B JiaXpoHii, aje i y CHHXPO-
Hii. bararoBumipHa KoHQIrYypalis TUCKypCy PO JaBHE i HEAABHE
My3UYHE MUHYJIE B HOTO JAJEKHUX Bifl Y3rOMKEHHS IEPCOHANBHUX,
JIOKQJIbHUX, HAI[IOHAJbHUX, JXAHPOBUX, CTHJIBOBUX ‘CIOXKETax”’
(KO’)KHOMY 3 SIKMX BJIACTHBHI CBii PHTM pPO3TOpPTaHHS), CHOTOAHI
BIJYYTHO HAPOIUIYE SHTPOIII0, 'PAHUYHO YCKIAJTHIOE TPOIEC I0-
JIATBIIOrO Mi3HAHHS W ONMepyBaHHA THMH HaIPAIIOBAHHIMMU, SKi
BXKe Hakonu4eHi. KpiM Toro, cTaBuTh i CyMHIB OCHOBU CaAMOBH3-
HAYeHHSI My3UYHO-ICTOPUYHOT HAYKH.

MexaHiuHe TOEIHAHHS PI3HUX TUCKYPCUBHUX NPAKTUK HE
YTBOPIOE 3MICTOBHY LUJTICHICTH, Q)K€ Ha CTHKaX MK HUMH 3a-
JUIIAIOTHCS TOBOMI MIHOOKI 3a30pu (“po3puBu’) Mixk “cTapum” i
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“HOBUM”, “3arajbHUM” 1 “KOHKPETHUM”, “ICTOPUYHUM” 1 “TIOBCSK-
JEHHUM’, BPELITI-PeIIT “HAYKOBUM”, “NOMYJISIPHUM”, “XYHOKHIM.
KoxHuii 3 aBTOpiB, XTO MPETEHIYE HA ‘““4JICHCTBO B OMUCAHHI CBi-
TY”, ChOTOJHI HE MOXXE 3PYYHO BJIAIITYBATUCS Y BXKE PO3TOPHY-

Till AUCKYPCHBHIH MPaKTHUIl 0e3 yCBigoMIIeHHS abo iIrHOpYyBaHHS
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“makyH”, SIKi BIZOKPEMIIIOIOTH ii Bix iHIKX. ToMy HaraJlbHUMH €
MOLTYKHU TaKUX aCIMEKTiB, [0 JO3BOJISIIOTH SKIIO HE 3aTIOBHUTH, TO
B TMEBHUHU CMOCIO MPOSICHUTH PO3PUBHU B TEMEPILIHIX OMUCaX MY-
3UYHOTO MHUHYJIOTO, TOOTO y3rOAWTH HOHSATIHHUHN Ppeiim, y sIKoMy
MOXJIMBO OOTOBOPIOBATH KOHKPETHI MpOOIEMHU Ha MEpEeTHHI pi3-
HUX JUCKYPCUBHHUX IPAKTHK.

[ousaTTa “My3uuHOi icTOpii” Hapa3i BaXKO BiIHECTH A0 Ta-
KX y3romkeHux ¢peimis. [Llo6 ycBigoMuTH #oro sk “‘epeKTHBHO
3a/iaHe MOHATTA , IKUM BapTO ONEPYBaTH, BaXKIMBO 3’ICyBaTH 0CO-
OMMBOCTI HOTO KOHTEKCTYaJbHOTO BXXMBAaHHS Ta 3HAWTH Ty IUIO-
LIMHY, 1€ 32 KOHKPETHUMH “‘CyTTEBUMHU O3HAKaMHU ™~ BIAKPHUBAETHCS
Horo GyHKIis B CTPYKTYPi OMUCY MY3UYHOT'O MUHYJIOTO.

Ha BuxigHomy piBHI COPUHHSTTS HOHATTA “MYy3WYHOI ic-
TOpii” TpamIsgeThCs B PI3HUX KOHTEKCTAX i Ma€, BiJNOBIHO, pi3Hi
KoHOTamii. 30KkpeMa, mig “My3UYHOI0 iCTOpi€r0” 1HOAI PO3YMIIOThH
“icTopito My3uKH~ SK HayKoBYy a00 HaBYaJbHY NHCIMILIIHY, 1HKO-
71 “MY3HYHOIO iCTOPi€0” HA3UBAIOTH “ICTOPIIO PO MY3HUKY”, e Y
MPO30BOMY, IOETHYHOMY UM CIEHIYHOMY ab0 KiHemaTorpaditHoMy
TEKCT1 3ycTpidatoTbesi pediiekcii Ha My3U4HI TBOPH, PO3KPUBAETh-
csl BHYTPIIIHIA CBIT My3HWKaHTa, Horo Oiorpadis, abo 3 My3HUKOIO
SIK CKJIAJIOBOIO XYJOXKHBOTO IIJIOTO, 1HOMAI “‘MY3HYHA iCTOpis” MO-
xKe cnpuiiMatucs OyKBalbHO SIK “ICTOpPist B My3ULi” — BTUICHHS Y
3ByKax 00pas3iB icTopii — icTOpHYHHX MOiH, ICTOPHYHUX TIOCTATeH,
aje pa3oM 3 TUM i 3aiikcoBaHe Y 3BYKOBOMY (DEHOMEHi KUTTS ca-
MOT'0 TBOPY, HOro TpaHchopmalisi, NepeoCMUCICHHS.

ToOTo MOHATTA “My3HUHOI iCTOPIi” HAKTHYHO MOMIHUPIOETH-
Csl HA TPU aBTOHOMHI AMCKYPCHBHI IPAaKTHKH, AKi BiAPI3HAIOTHCS
COpSMYBaHHAM 1 crioco0aMu BUAOOYyBaHHSI CMHCIIB. YMOBHO MO-
JKEMO BU3HAYHMTH LI JUCKYPCH K “HAyKOBWH”, “TiTeparypHuil” i
“my3nuHuid”. [luTaHHS — AKUH 3 HUX ICHY€E 32 PaxyHOK IHIIMX —
MPUHLMIIOBO HE Ma€ BUPIIIEHHS, aJKe BCl BOHM IPH 30BHILTHIH
KOH(POHTAIIii PO3rOPTAIOTHCS Y B3aEMOIi, “‘B3a€MOBIITBOPCHHI”,
KOHKYPYIOUH 32 11€0JI0TiuHe JOMiHYyBaHHS B CyCHiIbHIH CBigomMoc-
Ti. Po3puBH, siKi BiZOKPEMIIOIOTE OJHY BijA 1HIIOI i AUCKYPCHUBHI
MPaKTUKH, IPOJISITaloTh, TIEPIL 33 BCE, HAa PiBHI OpraHi3alii JaHUX.
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VY “HaykoBOMY” OIHUCI MPIOPUTETHUMHU € JOTiKa, CHCTEMaTHYHICTb,
HACTYIIHICTh, MOBHOTA, AOCTOBIPHICTB, y “JiTepaTypHoMy”’ — Ha
NepInid TUIaH BHUXOAWTH IIKaBICTh, CTHIJIb, IHTEPTEKCTYaJbHI
3B’SI3KH, ¥ “MY3UYHOMY”’ — JOMiHY€ aKTyali3aliiHuN BEKTOP.

Crenuiuai iX TPUKMETH MOXKHA JIETKO BH3HAYUTH, IIO-
PIBHIOIOUH, CKa)XiMO, “JC€OHTOBHYE3HABCTBO SIK HAYKOBY, JOBOJI
po3rajykeHy OTUCKYPCHUBHY NPAKTHKY MPO YKPaiHCBKOTO KOMIIO-
3utopa, poma Ipen Po3noOyapko “Ilpuierina nacriBouka” (2018)
1 HU3KY BUKOHABCHKHMX Ta KOMIIO3MTOPCBKUX IHTEpIpeTalii, Ha-
NpHKIal, BcecBiTHRO Bimomoro “llleapuka” (y Tomy umcai Horo
AHTJIOMOBHOI Bepcii, iHCTpyMeHTanbHO1 Tpanckpunuii Jm. Kneba-
HOBa B UeTBepTOMY CTPYHHOMY KBapTeTi, YUCICHHUX CAyHATPEKiB
1o ¢dinemiB). KoxkHa i3 qux Bepciil “omucy” My3U4HOTO MHHYJIOTO,
y IbOMY BHUNAJKY YKpaiHCBHKOro, 10 HaOyBa€ CTaTyCy CBITOBOTO
CY4YacHOT0, Ma€ CBiif MOYATOK, CBOIO KYJIbMiHALil0, CBOIO MTOCTiI0B-
HICTbh 3HAKOBUX TMOJiH, CBOE NiHIliHE BIOPSAAKYBaHHS B MIEBHUX Ya-
COIIPOCTOPOBUX KOOPAMHATAX.

Kopentoe mi AucKypcHBHI IPAaKTHKH CHTBHHUIA HAPATUB, IKUH
MOXXHa Ha3BaTH “MY3WYHOIO icTOpielo”. BoHa He CTiABKH BigTBO-
pIO€ My3HUYHE MUHYJIE, CKiJIbKH MOJEIIOE HOro ceMio3Hc, CTBOPIO-
I0YH BJIACHY peasibHICTh. “My3nyHa icTopis” iCHY€E SIK CyKYIHICTb
IpaBwJI i HOPM, IO JO3BOJSIOTH IHTETPYBaTH KOHKPETHUN BUIIa-
JIOK y IIEBHUH y3araJbHEHUH, KyJIbTyPHO YCTAHOBJIEHUI KaHOH. Ic-
TOpUYHA iH(pOpMalis Kpi3b MPU3MY TaKOTO TpaHA-HapaTHBY MOXKeE
TPaHCIIOBATUCA B TPHOX PI3HUX JUCKYPCHUBHUX PEXHMax, po3pa-
XOBaHMX Ha Pi3HY L1JIBOBY ayAuTopito. “My3uuHa icTopis” 3axae
pi3Hi MO iHTepIpeTaLii, aKeHTY 09| OAHI MOAi1, 3aMOBUYIOYH
1HIIT, BUIUISIIOYM Ti YW 1HINI MOMEHTH “‘MHHYJIOT0”, BCTAHOBIIIO-
I0YM MK HUMH 3B’30K. Y BHMipax “My3uW4HOi icTopii” mporo-
HYIOTBCS pillIeHHS! cydacHOi mpobiaeMHoi cuTyauii y GiKTUBHOMY
MPOCTOPI “BiATBOPEHOT0 MUHYJIOTO”, BiJaJICHOTO Bij aKTyaJbHO-
ro cBity. Lle pimeHHs mogaeTbes K “METaMOXJIMBICTE 1 MEpeHo-
CUTBCS Ha TEMEPIIIHIO peasbHICTh, OepyUyH y4acTh y MIaHyBaHHI
Maii0y THBOTO.

1l Yepxawuncoki yumanns

Iryna Drach
Dr. in Art Studies, Professor, Head at the Department
of History of Ukrainian and Foreign Music,
1. P. Kotlyarevsky Kharkiv National University of Arts
e-mail: drach.irina2016@gmail.com
ORCID 0000 0002 2993 103

MUSIC HISTORY AS “AN EXPLANATION OF THE GAPS
AT THE INTERSECTION OF WHICH WE LIVE”
(M. FOUCAULT)

Key words: description of the musical past, discursive prac-
tice, narrative.

Modern understanding of history is different. Plurality of
historical versions of music art development is a reason for history
problem discourse multitude. In the amount of its rather stable frag-
ments, according to M. Foucault, “epistemes”, certain “lacunas” or

“gaps” occur, which are observed not only in diachrony, but also in
synchrony. Multivariate configuration of the discourse about ancient
and recent music past with its quite uncoordinated personal, local,
national, genre, stylistic “stories” (each one is characterized by its
rhythm of development), tangibly increases entropy today, compli-
cates considerably the process of further cognition and operation
of the accumulated achievements. Moreover, it calls into question
fundamentals of self-determination of musically historical science.

Mechanical combination of different discourse activities does
not make up content-rich integrity, as much space (“gaps”) remain
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at the joints between them, between “old” and “new”, “general” and
“concrete”, “historical” and “everyday”, and “scientific”, “popular”,
“artistic” after all. Each author who aspires for “a membership in
describing the world”, cannot find place in acting discourse practice
without taking into account or disregarding “lacunas”, which sepa-
rate it from other ones. That's why, it is very important to search
for the aspects which help to fill or to explain in some way the gaps

in today's descriptions of musical past, that is to agree conceptual
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frame in which it is possible to discuss special problems at the inter-
section of different discursive practices.

It is difficult to refer the notion of “music history” to such
agreed frames at the moment. To understand it as “an effectively
given notion”, which should be used, it is very important to ascer-
tain peculiarities of its contextual usage and to find the space where
its function in the structure of musical past description is revealed
by concrete “important signs”.

At the initial level perception of the notion “music history”
is found in different contexts and has different connotations cor-
respondently. Thus, “music history” is sometimes taken as “history
of music” — scientific or academic discipline, sometimes as “a story
about music”, where in prosaic, poetic, staged or cinematographic
text reflections on musical compositions are found, inner world of
a musician, his biography are revealed, or from music as a part of
its artistic ensemble; sometimes “music history” can be understood
literally as “history in music” — embodiment of historical events,
historical personalities in sounds of history images, and at the same
time recorded in sound phenomenon of life of the composition it-
self, its transformation, reconsideration. In other words, the notion

“music history” actually covers three independent discursive prac-
tices, which are different in aims and ways of gaining meanings. We
can relatively determine these discourses as “scientific”, “literary”
and “musical”. It is impossible to determine which one depends on
others, since each of them while being in confrontation develops
with interaction, “mutual reproduction”, competing for ideological
domination in social mind. The gaps, which separate one of these
discursive practices from another, are first of all, on the level of
data organization. Logics, systematicity, succession, completeness,
trustworthiness — are on the first place in “scientific” description;
interest, style, intertextual connections — in “literary” description;
actualizational vector dominates in the “musical” one. Their spe-
cific signs can be easily found while comparing, for example, “the
study of Leontovych's life” as scientific, quite multiple discursive
practice about Ukrainian composer, Iren Rozdobudko's novel “The
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swallow came flying” (2018) and a number of performance and
composer's interpretations such as world-famous “Shchedryk” (in-
cluding its English version, Dm. Klebanov's instrumental transcrip-
tion in the Fourth string quartet, numerous soundtracks for films).
Each of these versions of “description” of the musical past, in this
case Ukrainian, which gains the status of the world present, has its
beginning, its climax, its succession of significant events, its linear
order in certain time-space coordinates. These discursive practices
are regulated by common narrative, which can be called “music
history”. It models its semiosis creating its reality rather than re-
produces the musical past. “Music history” exists as a whole set of
rules and norms, which help integrate a concrete case into certain
generalized, culturally established canon. In the light of such grand-
narrative historical information can be conveyed in three different
discursive regimes, intended for different audience. “Music history”
gives different models of interpretation, underlining some events
and omitting others, marking out these or those moments of “the
past” and establishing connection between them. Dimensions of
“music history” introduce solutions for modern problematic situa-
tion in fictitious space of the “reproduced past”, which is far from
the actual world. This solution is given as “meta-possibility” and
is transferred to present reality, taking part in planning the future.
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