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Iopicoea C. 3BykoBmii ganmmapr Ilapmxa 1840-50-x pokiB: Mmamna
KyJbTYpHuX npaktuk M. I'minku y nmpocropi micta. — KBamdikariilina HaykoBa
npais Ha IpaBax PyKOMHCY.

Hucepraniss Ha 3700yTTS HAyKOBOro CTyIHeHs JokTtopa (imocodii 3a
cunemianpHicTioO 034 — «Kynbsryponoris». — HarionanbHa My3u4Ha —akajemist
Yxpainu imeni II. I. YaiikoBchkoro, MiHiCTepcTBO KyJIbTYpH Ta iH(OpMaiiifHO1
nomiTuku Ykpainu. Kuis, 2021.

Jucepraiiss mpUCBAYEHA B3a€EMOJII MK KOMIIO3UTOPOM Ta YpOAHICTUYHHUM
MIPOCTOPOM, /K€ €KOHOMIYHI, COIliaibHI Ta KYJIbTYpPHI CTPYKTYPH MicTa HeaOUsK
BIUTMBAIOTh HAa pealli3allif0 MUTIIS Ta HOro TBOpUYY aKkTHUBHICTh. Ha MikpopiBHI 115
B3a€MO/IIsI BUSIBISIETECA Y TOMY, SIK Uepe3 XYA0XKHI TeKCTH MOXKHA J13HATUCH TPO
MOBCSK/ICHHI MPAKTUKU, MEPEXKY COIIaIbHUX KOMYHIKaIlli, a TAKOXK OCOOIMBOCTI
IIPOCTOPOBOIO 1 3BYKOBOI'O KOHTEKCTY, IO OTOYYBAB MUTIS Y MICTI; Ha MaKpOpPiBHI
— pemnpe3eHTye ypOaHICTUYHMM MPOCTIp K CaMOJOCTATHIO Ta CKIIAJHY MEpPEexKy
ICTOpUYHUX, CUMBOJIIYHMX 3HAYCHBb, SKI BU3HAYAIOTH ayaiaJlbHUN HOCBIJ, aJKe
CIIyXaHHS € HE TUTbKH (P1310JIOTTYHUM aKTOM, aJie i KyJIbTYPHUM KOHCTPYKTOM.

JocnixeHHss ¥ aHai3 PI3HOMAHITTS 3BYKOBHX IMPAKTUK Y KYJIBTYPHOMY
nauamadTi MicTa € MPIOPUTETHUM 3aBIAHHSAM B MEKaxX HOBUX MDKIUCIUILTIHAPHUX
IIPOEKTIB, TAKUX SIK ypOaHICTUYHE My3UKO3HABCTBO Ta 3BYKOBI JIOCHIIKEHHA. 3317151
Kpamoro po3yMiHHS IIUX JOCHIIHUIIBKAX ONTHK, BIEpIIE B YKPaiHCHKIN
I'YMaHITapUCTHULI OYJI0 OKPECIEHO 1cTOopiorpadiro, OCHOBHE KOJIO MUTaHb, JHKEPET
Ta METOJIB, SKMMH KOPUCTYIOThCS YpOaHICTUYHI MY3MKO3HABIl Ta 3BYKOBI
JIOCJTITHUKH.

Po3yMiHHS 3BYKY 3HQ4YHO MOTJIMOMIOETHCS B KOHTEKCTI PO3MIISIAY YYTTEBOI
KyJIbTYpH, TOX Ha OCHOBI aHaTI3y PI3HOMAHITHHX JKepels, Oyiu BHOKPEMIICHI
CHOUIBHI ISl CEHCyaJIbHMX JOCHDKEHb TEMHU: KPUTHKA BI310LEHTPUIMY
3aX1THOEBPOIEHCHKOI KYJNBTYpPH; KPUTHUKA «i€papxizalfii» dYyTTiB; KpHUTHKA
nyanmictuaHoi Teopii Pene Jlexkapta. OkpecineHo MeKiIbKa MyHKTIB, IO € TOYKAMU

HAOJMMKEHHS MK MY3MKO3HAaBCTBOM Ta CEHCYaJbHUMH CTYAISIMH, a caMme: TUIO



KOMIO3UTOpa (K YyTTE€BI MOJYCH KOMIIO3UTOpPA BTUIIOIOTHCS Y MY3HIll), TLIO
BUKOHABIIS (K Yepe3 TIJI0 BHKOHABIA MY3MKa CTa€ YYTHOI), TUIO ciiyXxada (sK
TIJIECHUI Ta KyJIbTYPHHIA JOCBIJ] BIUIUBA€E HA COPUUHATTS MY3HUKH ), TIIO My3UYHOTO
TEKCTY (SIK My3UYHHUH TEKCT «CBIAYUTHY PO TIJICCHI MPAKTUKH KOMITO3UTOpA Ta/abo
CIOXH B IIIJIOMY).

Po3kpuTO  MOXJIHMBOCTI ~ MYJBTHCEHCOPHOTO MIAXOAy B TyMaHITapHUX
JOCIIKEHHAX. Buxoasun 3 1i€i nepcrneKTBY MUCTEUBKUN TBIP IHTEPIPETYETHCS
SK MaTpHUIl 9yTTEBOTO, TIIECHOTO JTOCBiAYy Horo aBTopa. JlOMiIBHICTh TakKol imei
SACKpaBO UIIOCTPYETbCS Ha Mpukiaal TeopernyHoi poOotu Kopxka KactHepa
(«['omocu Tlapuxkay), a Takox TBopuux Oiorpadiit Onope ne banbzaka ta [laps
bonnepa.

driaHyBaHHS — YyTTEBE Ta KYJbTYpPHE OCBOEHHS MICTa MiJ 4ac MPOTYJSHKHU, —
OyJ0 HE TUIbKH TOMYJISIPHOIO TOBCSKIEHHOIO npakTtukoro 1840-50-x pokiB, ska
0e3mocepeIHbO BIAOMIACH HA TBOPYOCTI BUILE3raJJaHUX MapU3bKUX MHTIIIB, ajie i
1HUKATOPOM CTPIMKUX 3MIH YpOaHICTUYHOTO MPOCTOPY. 3 OTJISAY HA BaXIIUBICTh
(dbnaHyBaHHS y TBOPEHHI KyJbTypHOro mpoctopy Ilapuka Oyio 3ampornoHOBaHO
OHOBJICHE TIIyMadeHHsI IbOTO (heHOMEHA.

[NamacnuBa pekiiaMa BYJWYHUX TPOJABIIB Ta PO3HOCHUKIB Ta3eT, BHUCTABU
eKBLTIOpUCTIB TIpocTO Heba, Oanmu-Mackapaau, KOHIEPTH, a TaKOX MOMyJSpHI
Ofepy, MOTHBU SIKMX IEpPECIIBYBAINCH BYJIUYHUMU MY3HKaHTaMHU — YyCi I
KOMITOHEHTH HE€ TUIbKM PO3KPUBAJIM PIZHOMAHITTA ayAianbHuX npakTuk [lapuxa,
ajie ¥ CIyryBajd MOJIEM aKTHUBHOTO CIyXOBOTO A0cBiny MuTHiB. Kommosutopu
(®. lomen, ®. Jict, k. Bepai, P. Baruep, I'. bepmniosz, M. ['ninka), siki mpoKuBayiv
y Iapuxi, a0 HEOJHOPA30BO BIABITYBAIM HOTO — (OpMyBajIu 3BYKOBI MapKepu
€MOXH POMAHTU3MY Ta KUJAJIM BUKJIMK 3BUYHUM (HOpMaM CIIPUHHATTS MY3UIHOTO
TBOPY, TOX aKTYyaJbHICTh HAIOTO JOCHTI/DKEHHS TIOJSITa€ 'y  PO3KPUTTI
ocoOnuBocTel 3BykoBoro ganamadty [lapuxka 1840-1850-x pokiB Ta BUCBITICHHI
poii TBOpuoro BHecky M. ['NIIHKM y CTpokaTy KapTHHY ayliajJbHOi peabHOCTI
MicTa. 3amig peamizaimii Ii€ei MeTH OYyJI0 OKPECICHO XPOHOJIOTII0 TapU3bKHUX

KOHLIEPTIB, y IKMX BUKOHYBaJIUCHh TBOpU M. ['NIHKH, a TaKOXK MEpEXKY KyJIbTYpPHHUX



4

B3a€MOJII KOMIIO3UTOpA 3 BUKOHABLSMU, KPUTUKAMH, BUAABISIMU Ta BIACHUKAMU
KOHLepTHUX 3amiB. lle A03BoNMIO IIMpIIE OXOMUTH KOHTEKCTHUH 3MICT
MOBCSIKICHHUX KOMYHIKAI[IHHUX MPAKTHK.

AHall3 KPUTUYHUX BIATYKIB Ta 3TaJ0K y MY3MYHHX Mefia J03BOJIUB
nudepenitiroBati 0cobauBocTi perneniiii TBopdocTi M. I'minku y I[lapuxki, a came:
HATOJIONICHHS Ha HAI[lOHaJbHIN crienudiil TaJaHTy POCIHCHKOIO KOMIIO3UTOpA B
MO€/IHAHHI 3 €BPONEUCHKUMU TPATULISIMHU MY3UYHOI KYJIbTYPH.

3anponoHOBaHO HOBHM NIIAX B IHTEPIIPETAIlli MEMYapHO-EIICTOIIPHUX HKEPeT
M. T'nmiHkn 3 TOYKA 30py MPOCTOPOBOI ONTUKH. EKcTpamomsmis Meromy
MEHTAJLHOTO KapTorpadyBaHHS Ha TBOpuy Oiorpadiio KOMIO3UTOpPA J103BOJISIE
po3mM(ppyBaTH Mipy HAONMKEHHS a00 BIIJAJCHHS WOTO >KUTTEBOIO CBITY OO
JIOKAIIl¥, OB’ I3aHUX 3 MY3MYHOKO (200 mIMpIe, KyJIbTypHOI) 1HQPACTPYKTYPOIO
MICTa; PO3KPUTH TOTEHINaN IS peaizallii apTUcTa y MIChKOMY KOHTEKCTI;
3MOJIETIOBATH CIIIU COLIIANIbHUX MEPETUHIB MK PI3HUMHU YYaCHUKAMU KYJIbTYpPHOI
KOMYHIKaIlii BcepenHi ypOaHiCTUYHOTO MTPOCTOPY, etc.

[IpocTopoBa icTOpiss KOMIO3UTOPa PO3MOBIAAE MPO HOTO JAOCBIA MPOKUBAHHS Y
MICTI, @ TAKOX MPO eMOIIii Ta MeTaopu, 10 BTUIIOIOTHCS y oro TBopyocTi. Tomy
3aHYpEeHHS y IMPOCTOPOBUM Ta 3BYKOBHH KOHTEKCT PO3KpHUBAE HEBUIUMI JIiHIT
MPUCYTHOCTI «TYT 1 TENEP», KOJIU HE ICHYE XPOHOJIOTIH Ta Iepiou3alliil, ajne 1ICHye
CUHXPOHHICTh CIIBICHYBaHHS 4yTTIB, 17IeH Ta TyMOK.

KurouoBi ciioBa: micto, Metadopa, 4yTTeBa KyJIbTypa, KyJbTYpPHI MPaKTUKH,
ypOaHICTUYHE MY3MKO3HAaBCTBO, 3BYKOBI JOCIHIJDKEHHS, 3BYKOBUW JaHAImadT,
MEHTaJbHa Mara.

SUMMARY
Idrisova S. The soundscape of Paris (1840-1850): mapping M. Glinka's
cultural practices in the urban space. — Research paper on the rights of the
manuscript.

A thesis submitted for the degree of Doctor of Philosophy (034 — «Cultural

studiesy») at the Ukrainian National Tchaikovsky Academy of Music, Ministry of

Culture and Information Policy of Ukraine. Kyiv, 2021.
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The thesis is dedicated to the interaction between a composer and urban space,
since economical, social, and cultural structures of a city influence realization of the
artist and his creative activity. At a micro-level this interaction is manifested in how
through literary text one can find out about everyday practices, social
communications network as well as peculiarities of space and sound context that
surrounded an artist in a city; at a macro-level it represents urban space as a self-
sufficient and complicated network of historical, symbolic meanings that define the
auditory experience, since listening is not only a physiological act but also a cultural
construct.

Research and analysis of sound practices in the city cultural landscape is a priority
task within the framework of new interdisciplinary projects, such as urban
musicology and sound studies. For a better understanding of these research optics,
it was for the first time in the Ukrainian humanities that historiography was outlined
along with the main circle of issues, sources, and methods that are used by urban
musicologists and sound researchers.

Understanding of sound considerably deepens in the context of consideration of
sensory culture, so based on the analysis of different sources, common topics for this
direction were distinguished: criticizing ocularocentricity of the Western culture;
criticizing “hierarchization” of senses; criticizing of dualism theory of Rene
Descartes. Several items were outlined which are points of approximation between
musicology and sensory studies, namely: the performer’s body (how through the
performer’s body music becomes audible), the listener’s body (how bodily
experience affects music perception), the composer’s body (how the composer’s
sensory modes materialize in music), the body of a musical text.

Possibilities of a multisensory approach in humanities were revealed. Coming out
of this perspective, an artwork is interpreted as a matrix of sensory, bodily
experience of its author. The expediency of such an idea is vividly illustrated in the
context of a Georges Kastner’s theoretical work “Les voix de Paris” as well as

creative biographies of Honore de Balzac and Charles Baudelaire.



6

Flanerie is a sensory and cultural exploration of a city during a walk, — not only
was a popular everyday practice of 1840-50s, which directly reflected on the
aforementioned Parisian artists' works but also is an indicator of fast changes of
urban space. Considering the importance of flanerie in creating cultural space of
Paris, a new notion for this phenomenon was suggested.

Noisy advertising of street vendors, acrobat performances, masquerade balls,
concerts as well as popular operas, themes of which are sung by street musicians —
all these components not only revealed the diversity of sound practices of Paris but
also served as a field of active auditory experience of the artists. Composers (F.
Chopin, F. Liszt, G. Verdi, R. Wagner, H. Berlioz, M. Glinka), who stayed in Paris
or frequently visited it — formed sound markers of the Romanticism era and
challenged conventional forms of music piece perception. Thus, the relevance of our
research lies in revealing the peculiarities of the soundscape of Paris in the 1840-
1850s and covering the role of the artistic contribution of M. Glinka into the diverse
picture of urban auditory reality. To reach this goal, Parisian concert chronology was
outlined, where M. Glinka’s pieces were performed as well as a network of cultural
interactions of the composer with the performers, critics, publishers etc. It allowed
covering wider the contextual substance of everyday communication practices.

Analysis of critical comments in music periodicals allowed to differentiate
peculiarities of M. Glinka’s art reception in Paris, among them national specificity
of his works in connection with the European traditions of the music culture.

The suggested new way of reading M. Glinka's verbal texts from spatial optics.
Extrapolating the mental mapping method to the composer biography allows
deciphering the degree of approximation or alienation of his lifeworld concerning
the locations, connected with music (or wider, cultural) city infrastructure; unlock
the potential for an artist realization within urban context; model traces of social
interactions between different participants of cultural communication, etc.

The composer’s spatial story tells us about his experience living in city, as well

as emotions and metaphors which are incarnated in his art. That is why, immersion
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into space and sound reveals invisible presense lines “here and now”, when there is
no chronologies and periodisations, but coexistense of feelings, ideas, and thoughts.
Keywords: city, metaphor, sensory culture, cultural practices, urban musicology,

sound studies, soundscape, mental map.
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