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PERCUSSION INSTRUMENTS IN 20TH CENTURY
AMERICAN MUSIC

s the topic for discussion today will be 20th century American music, of course, it would
have been more correct to give our compact disc a different title - for instance, John
Cage and his Time, or Music from the Drum-Beating Youth of Papa Cage... However,
only recently all progressive humanity was celebrating with unusual ardor the centennial an-
niversary of the aforementioned “Papa,” and only the most indolent did not expose themselves
to his music in some way or other, for example, reading his Lecture on Nothing or Lecture on
Something, while his epoch-making composition 4'33”, in my opinion, should be recom-
mended as an efficient psychotherapeutic means in the elementary classes in schools for re-
tarded children. So in this program Cage hardly presents a most singular figure.
Nonetheless, it would not be possible, after all, to do without him entirely, so we shall say
some words about him. Thus, America, after having consumed and digested with readiness
and eagerness a large amount of cultural viands from the Old World, finally generated some-
thing unlike anything that had appeared before. If one is to attempt to label this “something”
one way or other, it would, in all likelihood, be defined by the word “art” or - if one is to dig
deeper - “culture”... However, | am not inclined towards presenting any profound generaliza-
tion in a short annotation, so | shall limit myself only to the music of 20th century America.
And | shall make the bold attempt of identifying this music with the name of the son of man
who descended upon the earth from an elephant and departed from the wolves’ pack - the
main protagonist of Rudyard Kipling’s book - and he is the great ignoramus, the modern
Mowgli, whose mundane name is John Milton Cage. “Cage is an ignoramus from conviction,
an aesthetical ignoramus. What did he have to learn at all, in order to write 4'33"? (...) He is
a cowboy. For me he is a character from a Wild West film”, - this is what was said, or rather
pinned by our great contemporary, Prince Andrei Volkonsky!
Cage began his artistic search in the 1930s and 1940s by experimenting with the musical
possibilities of percussion instruments. This is what one of the “founding fathers” of conte-
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morary American music, his teacher Henry Cowell wrote about him in 1940: “During the course
of the last two years along the Pacific coast there has arisen a heightened interest in music for
percussion instruments. In Seattle, San Francisco, Oakland and Los Angeles there have been
orchestras founded for the sake of performing music for percussion instruments. They are di-
rected by the young composers, John Cage and Lou Harrison, who have done a lot not only
for the creation of instruments, but also for the creation of such orchestras.” (Henry Cowell.
“Drums Along the Pacific”, Modern Music, 1940, USA).

In addition to its healthy curiosity towards the history of the formation of music for percussion
instruments in America, this review is important because it places next to the name of John Cage
the name of Henry Cowell’s other student - namely, Lou Harrison. Of course, mention must be
made of the closeness of the musical aspirations of the two young Americans (in 1940 Cage and
Harrison even wrote jointly the work Double Music for percussion). Their aesthetic orientations in
the 1930s and 1940s were very much alike, and Henry Cowell defined them in the following way:
“Similarly to harmony and melody, potentially no less important are rhythm and timbre. However,
the latter have remained practically undeveloped in our (i.e. American - M.P.) music. The capa-
bilities of percussion instruments are utilized in orchestras for various kings of colorations, but
their role can hardly be perceived as essential in the orchestral musical repertoire. The work of the
young talented groups experimenting with rhythms may lead to the creation of independent struc-
tural material.” (Henry Cowell. “Drums Along the Pacific”, Modern Music, 1940, USA).

Subsequently, the artistic experiments of the young Cage and Harrison turned along dif-
ferent paths. Lou Harrison avoided becoming an epigone of his class-fellow, as well as be-
coming his antipode. He established his own “parallel” world, which | have the urge of
characterizing concisely by the means of two words: elegance and refinement. He was able to
avoid his friend’s interests - experiments with tape recorders, radio sets, the prepared piano,
new interpretations of musical time and space - everything with the aid of which Cage shocked
not only his audiences, but also his professional colleagues. Moreover, Harrison could allow
himself to work in rather traditional musical forms, one of which was, for example, the genre
of the concerto (Concerto for Violin with Percussion Orchestra, written in 1959-60, Concerto
in Slendro for Violin, Keyboards and Percussion, written in 1961).

5



And now, let us pose the question: “So what kind of phenomenon is presented by American
music?” The answer is available: “If Europe really has created its main direction in the guise ofthe
“noncommunicative person,” American thought encourages experiment, novelty and fresh insight.”
“Of course, he (Cage - M.P.) is not a composer,” as was expressed by Amold Franz Walter Schoen-
berg, “but he is an inventor, and one endowed with genius.” (R.l. Kunitskaya.Frantsuzskiye kom-
pozitory XX veka [20th Century French Composers]. Moscow, 1990. p. 115)

In light of the purely American fondness towards experimentation, let us recall another great
American, the pre-Mowgli, by the name of Charles Ives, whose “greatness” is supported not on
the Cage-like sensationalism, but on genial insights into the music of the future (mention could
be made, at least, of his “pre-polystylistics”).

Somewhat at a distance from this company stands John Luther Adams, creating his unique
sound world in his home in Alaska. His “mathematical” lengths, repetitions and pauses convey
special significance to me, Mark Pekarsky, realized once in the Basilica de San Marco in Venice -
in his “overflowing” of spatial dimensions of one into the other (the durations), in the multiple vari-
ants of these spaces (the repetitions), in their immense capacities (the pauses), - in my con-
sciousness all of this makes Adams akin to my other idols: Schubert, Mahler, Knaifel, Wagner...

Of course, in our present-day musical research we by no means set before ourselves the aim
of demonstrating any kind of complete picture of contemporary American 20th century music -
this goal is hardly attainable, in general. We merely indicated slightly the heights of its develop-
ment.

Mark Pekarsky

YAAPHbIE MHCTPYMEHTDI
B AMEPUKAHCKOW MY3bIKE XX BEKA

0/b CKOPO Peyb CEroAHs NoMAET 06 aMePUKAHCKON My3blKe XX BEKA, TO, KOHEYHO e,
npaBunbHee 6bi10 Obl Ha3BaTb Hall ACK KaK-TO MHaye, — Hanpumep, [KoH Keimk 1 ero
Bpems, uan My3bika 6apabaHHon monogoctv Manaww Keiigxa... Ho, coBcem HeaaBHO
BCE NPOrpeccUBHOE YEN0BEYECTBO C HEOObIKHOBEHHBIM TlaHKem npasaHoBano 100-netue co
[HA POKAEHNS BbIlWENOMMEHOBaHHOTO «[lanawu», U pa3Be YTo IEHWBbIVA He MPUKOCHYNCS K ero
TBOPYECTBY X0Tb KAKUM-HMOYAb 06pa30M, NPOYTS, HanpUMep, Nekuuto Hu o 4ém, nnbo O Yém-
T0, a anoxanbHoe npounsseaeHne 4'33”, aymato, AOMKHO 6bITb TENEPb PEKOMEHAOBAHO B Kaye-
CTBE [IEVICTBEHHOIO NCHUXOTEPANEBTUYECKOIO CPEACTBA B HAYa/IbHBIX Kaccax WKOA NS OTCTalbIX
netei. Tak 4to Kevax B AaHHOV NporpaMme OTAbIXaer.
OAHaKo coBcem 6e3 Hero Ham BCE-TakM HUKaK He 060MTUCH, NOTOMY KaKue-To C/I0Ba 0 HEM
Mbl CKaeM. UTak, AMepUKa C aAHOCTb0 M FOTOBHOCTLIO NOTPEGMB M NEPEBAPUB rOPbI Kyb-
TYpHbIX AICTB CTaporo Mupa, poauaa B KOHLLE KOHLOB, HEYTO HU Ha YTO He noxoxee. Ecau nbl-
TaTbCH KaK-TO HA3BaTb 3T0 «HEYTO», TO OHO, HABEPHOE, OYAET Ha3BaHO CIOBOM «MCKYCCTBO»
WK — KONan rmyoxe — «Kynbtypar... Ho 8 He CKIOHEH B KPATKOW aHHOTaLMK Aenatb CKOMb-HU-
6yab rny60oKkne 0606LLEHNA 1 OrpaH1yyChb nLLb My3blKO AMepUKM XX BeKa. M 3Toii My3blKe
0CMENKCh NPUCBOUTL UMS CbiHA YENOBEYECKOTO, CYCTMBLUErOCs Ha 3eM0 CO CIOHA W NOKK-
HYBLLUEr0 BOMYbIO CTak0 — repost Npon3seaeHuns Kunanura — 1 ato BeNMKUIA Heyy Maymu, Mup-
CKOe MMs KoToporo — [oH MuntoH Keiimx. «<Kerax — Heyd no y6exaeHnio, naeonornieckui
Heyy. Yemy Hafio yuuTbCst, YTo6bl Hanucatb «4'33"»7? (...) OH KOBOOW. [18 MEHS OH — NEPCOHa
13 BECTEPHA», — CKa3aJl, Kak NPUrBO34WI, Hall BEJIMKWUIA COBPEMEHHUK KHA3b BONKOHCKMA!
CBov uckaHus Kelimk Havyan B 30-40-e roabl ¢ UCCNEA0BAHUS 3BYKOBbIX BOSMOXHOCTEN
nepkyccuu. Bot yto nucan 06 atom B 1940 roay 0AMH U3 «OTLLOB» COBPEMEHHON aMePUKaHCKON
My3blIKM, €ro yuuTenb [eHpu Kayann: «Ha npotskeHum nocneaHux AByx NeT Ha no6epexbe Tuxoro
OKeaHa 06HapyKMBaEeTCS NOBbILWEHHbIN MHTEPEC K MY3blKe ANA yAapHbIX. B Cuatne, CaH-PpaH-
uncKo, OKnenpe un Jloc-AHKenece opraHU3yoTCs OPKECTPbI, YTOObI MCNONHATL MY3bIKY AN
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YAapHbIX MHCTPYMEHTOB. MU PYKOBOAAT MOJIOAbIE KOMNO3UTOPbI [IKOH Kenmx v Jly XappucoH,
KOTOPbIE MHOIO CAENaN He TONbKO A4Sl CO3AaHWSA MHCTPYMEHTOB, HO M /11 CO3AAHMUS TaKUX
opkectpos» (Henry Cowell. “Drums Along the Pacific”, Modern Music, 1940, USA).

97a peLeH3us, NOMUMO 340POBOTO IGONBITCTBA K UCTOPUM CTAHOBAEHWS MY3bIKW 4151 yAap-
HbIX B AMEPUKE, BaxHa ELLE 1 TeM, YTO PSAOM C UMeHeM Keilaa NosBASETCS UMS Apyroro y4e-
Huka Kayanna — Jly XappucoHa. KoHeuHo, cnegyet roBoputb 0 67M30CTU My3blKanbHbIX
YCTPEMIEHWI ABYX MOoAbIX amepuKkaHues (B 1940 roay Keimk 1 XappucoH Aaxe Hanucanu
COBMECTHY!0 [IBOViHYt0 My3bIKY ANs yaapHbIX). Mx naeonornyeckue yctaHoBku B 30-¢, 40-€ rogpl
XX BeKa 6biint efuHbl, v TeHpun Kayann onpeensn ux taK: «[loA06H0 rapMOHWM U MENoAWK, No-
TEHLMANbHO HE MEHEe BaxHbl pUTM 1 TeMbp. OHaKO nocieaH1e 0CTaBauCh NPaKTUYECKU He
pa3paboTaHHbIMK B Halleln /amepuKaHckoi — M. 1./ My3bike. BO3SMOXHOCTH yAapHbIX UHCTPY-
MEHTOB MCMONb3YIOTCA B OPKECTPaX 18 PasinyHbIX OKpaLUBaHUIA, HO BPSA /M UX POSIb MOXKET
6bITb CYLIECTBEHHON B CUMBOHWUYECKON NuTepatype. Pabota MOOAbIX TaNaHTAMBbIX FPYM, SKC-
NEePUMEHTUPYIOLLMX C PUTMaMK, MOXKET NPUBECTU K CO3AaHNI0 CaMOCTOSTENIbHOIO CTPYKTYPHOTO
matepuana» (Henry Cowell. “Drums Along the Pacific”, Modern Music, 1940, USA).

B panbHeniwem TBOpYECKME UCKaHUs MonoAbix Keligxa n XappucoHa nownu no pasHbim
nyTsm. Jy XappuCOH He cTan Hi 3NUroHOM CBOEr0 OAHOKALIHWKA, HW ero aHTUNogoM. OH Bbl-
CTPOWA CBOW «NapanesibHbli» MUP, KOTOPbIA, XOTENOCH Obl KPAaTKO OXapaKTepu3oBatb Npu
NOMOLLM JBYX C/OB: M3ALLECTBO U U3bICKAHHOCTb. EMy ynanochb n3bexarb yBaeueHnit CBOEro
Apyra — 3KCNePUMEHTOB C MarHUTOQOHaMK, PaaMoNpUEMHUKaMK, C NPenapupoBaHHbIM Gop-
TenuaHo, HOBOW TPAKTOBKM My3blKa/lbHOro BPEMEHW U NPOCTPaHCTBa — BCEM TeM, Yem Kenmx
3naTMpoBas He TolbKO Ny6auKy, HO U Koiner-npodeccroHanos. Mano Toro, XappucoH mor
No3BONUTL Cebe paboTy BO BNOJIHE TPAAMULMOHHBIX pOpMax My3ULMPOBaHWS, OAHONM U3 KOTO-
pbIX 6611, HANPUMEP, «KOHLEPT» (KOHLEPT AN CKPUMKK 1 OpKecTpa yaapHbix — 1959-60,
KOHUEepT B CIeHAPO ANSi CKPUMKK, KNaBULHBIX M yaapHbix — 1961).

A Tenepb 3aaaanmMcs BOMPOCOM: «HT0 e 310 3a GeHOMEH TaKol aMepUKaHCKas My3blka»?
Otser rotos: «Eciv EBpona AeficTBUTENBHO CO3Aana MaBHOe HanpaBieHue B BUAE “HEKOMMY-
HUKabebHOro YenoBeKa”, To aMepUKaHCKas MbIC/b MPUBETCTBYET AKCNEPUMEHT, HOBU3HY U CBe-
wectb» (P.U. Kynnukas.®paHuysckue komnosutopsl XX Beka. M., 1990. C. 115). «KoHeuHo e,
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OH /Keimk. — M. 1./ He komMno3uTop, — BbicKa3ancst ApHonba PpaHL, Banstep LLEHGEpT, — HO
OH 1306peTaTeib reHUabHbIi».

B cBeTe YUCTO aMepHKaHCKO 10681 K 306peTaTeibHOCT BCMOMHMUM ELLUE OAHOMO BENMKOIO
amepuKaHua, Mpamaymu no uMeHn Yapna AiB3, «BENMKOCTb» KOTOPOTO SUKAETCS OTHIOAb HE Ha
KeMKEBCKON CKaHAAbHOCTH, @ Ha reHUasbHbIX BCAYLIMBAHUAX B My3bIKY GYAYLIErO (B3ATb X0TA
6bl €10 «MPANOANUCTUINUCTUKY»).

HecKonbKO B CTOPOHE OT 3T0M KOMNaH1K pacnonoxuacs JoH Jitotep Aaamc, B CBOEM JloMe
Ha AnficKe TBOPALLMIA YHUKa/bHbIY 3BYKOBOM MUP. Ero «Matematniyeckue» JIMHHOTHI, NOBTOpe-
HWs, Nay3bl UMEIOT ANs MeHs, MapKa lMekapcKoro, 0C060e 3Ha4eHne, 0CO3HaHHOE OAHaMAbI B
BeHelmMaHcKom CaH MapKo — B ero «nepeTekaHusix» NPOCTPaHCTB OAHOIO B APYroe (A/IMHHOTHI),
B BAPUAHTHOCTH 3TUX NPOCTPAHCTB (MOBTOPbI), B MX FPOMaAHbIX 06bEMax (nay3bl), — 1 BCE 310
B MOEM CO3HaHUM POAHUT Aflamca ¢ ApyriMu MoMmMu Kymupamu: LLly6eptom, Manepom, Knai-
denem, Barnepom...

KOHEeYHO e, B CEeroaHAWHEM HalleM My3blKalbHOM UCCNEA0BaHWN Mbl HU B KOEM Cily4ae
He CTaBUM nepes co60M Lenu NpeAcTaBUTb NOHBIA CPe3 COBPEMEHHOM aMePUKAHCKOM My-
3bIkM XX CTONETUA — 3Ta 3aAada BPSA M BbINONHMMA. Mbl MWL CAerka 0603HaumMAn Bexu eé
pasBuTHs.

M. lMeKapckui
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Yapns AiiB3 (1874 - 1954) TT:68.12
«C KOJOKONEH U rop» 3.47
Ansa Tpy6bl, TPOMGOHA M KONOKONOB, S. 65 (K. 1C12) (1901)
Jly Xappucon (1917 - 2003)
Cumdonusa N° 13 ans kBapteTta yaapHbix (1941) 9.00
AnaH XoBaHecc (1911 - 2000)
CeKcTeT Ansi CKPUMKKM M NATM yaapHbiX, op. 108 (1966)
1. Tempo ad libitum - Andante 4.16
2. Andante misterioso - Andante 4.07
3. Allegretto 3.10
[6] 4. Andante, celestial and bird-like 5.22
Jly Xappucon (1917 - 2003)
KoHLepT Ansi CKPUNKKM M OpKeCTpa yaapHbIX MHCTPYMEHTOB (1959)
1. Allegro. Maestoso. Allegro vivace 8.26
2. Largo. Cantabile 7.14
[e] 3. Allegro. Vigoroso, poco presto 4.41
JxoH Kelig (1912 - 1992) - Jly XappucoH (1917 - 2003)
«[lBoViHas My3blka» ans KBapTeTa yaapHbix (1941) 6.08
IxoH Jlotep Agame (p. 1953)
«... M BCMOMHWKCD KOJIOKONA...» 12.04

ANs CMbIYKOBbIX KPOTa/M, KONOKONLYMKOB, KONIOKON0B, BUGpadoHa
1 cMbl4KOBOro Bu6padoHa (2005)
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AHcam6nb yaapHbIX MHCTpymeHToB Mapka lekapckoro:

Mapk lNekapckun
Amutpui LWENKKH
WUrHatnii MattoxoB
Bnagumup Yp6aHoBuy
Enncen [perannH
ExatepuHa KayHoBa
tOpwui MockinaHoB
fipocnas LeBYyeHKO
Unba ®agnH

Amutpuii Koankos, Tpy6a (1)
OMUTpWI BYNKWH, TOOMOOH ()

CraHuncnaB ManblleB, CKpUNKa ([=1-[31)

3anucu ¢ KoHLepToB B PaxmaHWHOBCKOM 3ane MOCKOBCKOW rocyaapCTBEHHON
KoHcepBaTopuu uM. M.1. Yaikosckoro 12 okta6ps 2012 r. ([1),
13 nioHs 2014 r. (2,20, z2), 16 deBpans 2012 r. (E-[2])

3ByKopexuccepsbl: Pycnana OpelwHuKkoBa ([21,21-[2]), Muxawn Cnacckuii ([2], [0, [z1)
MactepuHr: Muxann Cnacckum
MHxeHepbl: AHTOH BylwmHCKUM ((Z],[3]-[2]), AHTOH HuKoneHKo ([2],[20], (1))
[u3aiH: Makcum KomnaHeel,
WcnonHuTensHbI npogtocep: EBreHwni MNnatoHos
© & ® 2014 MocKoBcKas rocyapcTBeHHast koHcepsatopust um. .. YaikoBckoro

Bce npaBa 3alwuuyeHbl
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