OpuruHaNbHBIN TEKCT
Music and theater

At any musical performance, whether in concert hall or opera house, there will generally be a
substantial minority of people who like me have little technical or academic understanding of
music. Some of them will be aware of, possibly even embarrassed by how much they don’t know.
Most will be awestruck by the skill of the performers. A dazzling coloratura or an impeccable
string section are easy to admire. Even a moderately good musician is showing us the results of
years of punishingly hard work. Being in the audience for top-class music is not unlike watching
an athletics match - we know athletes are doing something broadly similar to what we do when
running for a bus, but we also recognise by how much it exceeds our best efforts.

Theatre audiences by contrast, come with a different set of expectations. In the main they do not
understand the nature of an actor's skill and are not particularly awed by an activity which, a lot of
the time, appears to be very close to what they could do themselves. They are not usually impressed
when an actor completes a long and difficult speech (although ‘how do you learn all those lines?’
Is the question every actor gets asked). None of this means that theatre audiences are more
generous or less demanding than their counterparts in the concert hall; indeed quite a lot of them
are the same people. What perhaps it does mean is that audiences and performer meet on more
equal terms in the theatre than elsewhere, no matter how challenging the material or spectacular
the event. The question is, does music need to learn anything from the theatre about this
relationship? I would say yes, partly because | have seen how a different approach can transform

the concert-goer’s experience.
IHepeBon

Ha nro60oM My3bIKabHOM MEpONPUSTHUH,
Byzb TO B KOHIIEPTHOM 3aJi€ U B TOCTSX Y
TPUSTES.

JIroam Maito moJIBEp>KEHbI My3bIKAIIbHOMY
BJIMSIHUIO,

UYro B o011eM cirydae criocoOCTBYET
HCIIOHUMAHUIO.

Hexotopsele U3 HUX yAUBIAIOTCS,

Kak ObICTpO manblibl 10 KJIaBUILIAM
MIEPEABUTAKOTCSI.

Ho 60abIIMHCTBO U3 HUX BOCXUIIAIOTCA,
Kak MacTepckn My3bIKa HCIIOIHSAETCS.

UTto05! cTaTh NpodeccuoHATbHBIM
UCTIOJIHUTEIIEM,

HemocTaTouHo OBITH TPOCTO JIFOOUTEIIEM.
U Bce rpaMoTHBIE MY3bIKaJIbHbIE 3pUTENH,
[ToHUMAIOT CKOJIBKO JIET B YUCIIUTEIIE.

KoneuHo, 00bIYHO BCE MY3BIKOM
HACIaXJaroTcs,

Korga B opkecTpOBBIi KalkaH MOMmaaatoTcsl.
[Tox 3BykH compaHo rojioca yHUMaroTcs,
Korna maeanbsHO OHO MCIIOTHSICTCA.

(A conpano omseemcmeennoco ucnonnumens,
Bce2oa oocmotino komniumenma 3pumensi.)

My3bIKaHT — Y€JIOBEK CTPEMUTEIbHBIMI,
Kak cnoprcMeH — OH aTieT yaAuBUTEIbHBIN.
beckone4yHo urpas ais 3puTeneu,

OH ctapaeTcst ObITh IPOCBETUTEIIEM.

Kaxplil TeaTp nmeet 3purens,

[Iyctb HE 0c000 LIEHUTES.

Tex, KTO IOOUT OypuaTh PO MpaBUTENEH,
OO6cyx1as U3BEUHO MyUHTENEH.

Tsxeno yniuBUTh OCETUTENEH,

N no6aBuTh B )KU3HH UM KpaCUTEICH.
Y100BI IUIMHHBIHA TEKCT UCIIOJHUTEIEH,
Hanonnsn ux cepaua yremimrenem.

Ho npu 3TOM BCe B 3a11€ CMOTPUTENH,
[ToHMMAarOT € MOTyCII0OBA XpAHUTEIIEH.
UYTo HEBEPHO /1715 IEPBBIX 3PUTEIIEH,
KTO He capluT BOKaI-UCTIOJTHUTEIIEH.

W BO3MOKHO BCE 3TO HENMPABUIBHO,

He Bce ciydan nonagaror 1oj 310 IpaBuiIo.
Ho 4T00bI MOBBICUTH TO CaMOE IOHUMAHHE,
HyxHo ynensaTe My3bike 00JbIlie BHUMAHHUA.



