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Definiti

In Soviet and post-Soviet musicology, in a broad sense, symphonism is
interpreted as a philosophical and dialectical reflection of reality in a work of
art [1],
in a narrowest sense, as a method of creating musical works based on a deep

and comprehensive disclosure of the artistic idea, dramaturgy [2].

Symphonism
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The sonata-symphonic structure (1), the principles of counterpoint construction of a
lyrical composition (2) and the polyphonic thinking (3) in the poem - the features that
form a type of lyrical consciousness, which is associated with the creation of
equivalents to symphonic thinking in music called symphonism.

The sonata-allegro structure of the poem

Sonata-allegro form, is an organizational structure based on contrasting musical
ideas. It consists of three main sections - exposition, development, and recapitulation
- and sometimes includes an optional coda at the end. In the exposition, the main
melodic ideas, or themes, are introduced. In the development section, these themes
are explored and dramatized. The recapitulation brings back and resolves the two
original themes by placing them both in the tonic key, which is the main tonal center
of the piece and almost always the key in which the piece begins and ends.



Sonata Form
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According to the Russian musicologist M.Kazinik, one of the greatest scientific
discoveries in music of the last three hundred years is a sonata-symphonic form
[37].

Sonata-allegro form is a musical form used in thousands of musical works, states
Kazinnik, including:

- all first parts of all Haydn's symphonies (there are more than a hundred of them);
- all the first parts of all Mozart's symphonies (there are more than forty of them);
- all the first parts of all symphonies of Beethoven, Schubert, Brahms.

What is surprising is the fact that the greatest creators of XX century music from
Shostakovich and Prokofiev to Hindemith, Stravinsky and Schnittke, despite all their
innovations in their musical language, retained, nevertheless, a sonata form, which
has not still exhausted itself [37, p.2].

The principles of musical composition in prose have attracted a lot of the attention of
researchers. It is enough to recall two types of artistic organization of the prose work,
which M. Bakhtin defined in his monograph “Problems of Dostoevsky’s creativity”:
the “monological” type and the “dialogical” (“polyphonic”). O.Huxley goes even
further in recognizing the musical principles as the basis for building of the epic form.
He called this phenomenon «the musicalization of the fiction: not in the symbolist
way, by subordinating sense to sound, but on a large scale, in the construction» [38].



The study of the symphonic poem “On How The Palace Bridge Opens up its
Hands...” will allow us to see the presence of a sonata allegro form in the structure of
this short poetry piece.

As we have alread said, the sonata form consists of three sections: exposition,
development and recapitulation (reprise).

The contrast of the main and side themes, traditional for the sonata allegro form, is
expressed on the figurative-thematic, phonetic and lexical level. If the core of the
main theme is an active wordplay that reflects the battle between the present and the
past in the spirit of the word-battle, then the nature of the side theme is clearly
connected with the lyrical digressions into the memories.

The method of symphonic development based on the lyric-monological type of
symphonic dramaturgy is embodied in the poem “On How The Palace Bridge Opens
up its Hands...”. Its peculiarity is the lack of effective development of the dramatic
conflict, traditional for the conflict-dramatic type of syphonic dramaturgy. The author
prefers the alternation of images and plans (situations) that reveal the general course
of the figurative development of the poem. This approach helps to identify the main
idea of the work in the poem - the struggle between the present and the memory
within oneself.

The role of the first section, the exposition, in this work is essential. First of all, it
tunes the listener to a specific narrative mood and introduces the two contrasting
themes: the present and the memory. The wordplay of contrasts is important, because
these themes will keep returning in other sections. The protagonist is not yet evident
to the reader, but brigdge that he is observing is introduced. Secondly, the exposition
has a purely dramatic function - it appears not only at the beginning of the poem, but
also at the end, forming a dramatic and thematic arch (reprise).

HeGo He/leTHOE, MHOTOCHEXKHO€E, MHOTOCJIOKHOE, MaJIOCJI0BHOE, Ge3Ha/IeXKHOe.
MoJiokOM 06/1aK0B yTeKaeT roA.

MHOTrOBOAHBIH UTOT: BOCXOJ, U ellle BOCXOJ, /ja, He OJJUH BOCXOJ,

HO O/AMH-HAa-0/AMH y MocToB [leTepGypra.

MoHoJ10T, TP JHSI MOHOJIOT, MOHOJIOT, A3, HE OAMH MOHOJIOT,

HO OZAUH-HA-0JjMH, 60K-0-60K C JIMTYPUHUCKUM MOpeM;

HOPTPET, HET, aBTONOPTPET, TIOPTPET-OTBET, HE OJJUH, A CTO,

HO BCer/ja 0J{jMH-Ha-0/JMH C JINL|OM MOuUM, GeccieJHbIM B catofe Bpiorre.

The development is where the action occurs. In this section, the new themes appear. It
is dynamic and vivid, taking the listener on a whirlwind aural memory journey that is
loosely based on the themes established in the exposition. When these themes appear,
they are usually fragmented, turned inside out and upside down, but not difficult to
recognize.

lar, ¥ ewe pas war, Bepe/-Ha3aj, TyAa-Clo/a, 13, He OJJMH, a IJISIK 11aros,

Ha mer Du Nord, no cHery ¢ coJibio.

Top i ellle OJJUH O/, 3TUJIOT, OMISITh 3MMUJIOT, /1, He OJJMH 3MUJIOT,

HO OJJMH-Ha-0/I1H, Vis-a-vis, a deux ¢ ’)KU3HbIO...

Hopmanpgy, Brox, HopmaHy, ellle 0iMH B/I0X, BJJOX-HOBEHHO JK/IeT HOBbIH roj

cepAlie PyCCKoe B aTJIaHTHKE MHOTOTPYCTHOM..

OHoép? OauH-Ha -0iUH cO BpeMeHeM, ¢ [IpycToM, KoHe4Ho, ¢ CaraH,

¢dpaHuy3ckuii mwap¢ Gesblii N0 KOXKe He6a TAIUT yCTasbli XKeJle3Hbli 6aK/aH 3a COGOH...
CeMb MHOTOJIMKHMX, HO MOHO3Ha4YHbIX BoJ - 2010 roa.

[ocieiHUY leHb €ro 3aKpOIo IJ1a3aMy, Y BOPOT OCOGHSIKA, Ile KaxeTcs, Oblia, cuzena y Carad B HOrax, oJ CTYK
MalllMHKHU — CBU/JleTeJieM 6bLa...
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Kpyr, oauH elile, 0j1H, BCe MOBTOPSIETCST , BCe BO3BPALAETCs, HO OLIYIAETCs T0-HOBOMY:
MHOT'0/{HEBHBINA,MHOT'0OJIF0/IHbIH, MHOTOKHHXHbIH, MHOTOTPY/JHbIH..

U3 roja B rofi IpUKOCHOBEHbSI PYK, IJ1a3a, CJIOBA U3 I'y6 CAUBAIOTCS B O/IHO, B OJJHO GOJIbILOE MTOJIOTHO, B KOTOPOM HHU
HMMEH, HH JIaT, HU JIUL], KOTOPO€e KaK He60 MHOTOCHEXHO, MHOTOCJIOXHO, MaJIOCJIOBHO, 6€3HA/IEIKHO — HEJIETHOE TaKoe
[0JIOTHO, OTKPBITOE [I/Is1 BCEX, [JOCTYIHOE [Jisl HUKOTO..

HeBaXKHbIM CTaJI0 KTO U 4YTO, [0 YJIKIIaM KaKUM, [10 II0BOJAM, 10/ HE60M roJiy6bIM BCe KapThl CKEBAHbI, BCSI NaMATh
CKPBITA TOJICTBIM CJ1I0€M CHera..BoccTaHOBUTH ee MONpo6yIo U3 merLia.

After the development, the recapitulation brings the character 'home', literally to the
same location where the poem started - to the Palace Bridge. In this section, the
original themes from the exposition are repeated, although this time, we see the
qualitative change: the protagonist is directly preseneted to the reader in third person
point of view, and the brigdge observed by the protagonist "is opening its hands".

HauaJio: yesI0BeK CTOMUT 32 IPMUTAXKEM, He YJIbI6aeTCsl, OAHAKO, CYACTJIUB —

KOJIJIaX U3 Y6, KOTOPBIX HET Y2Ke Yy Th 60JIbllle, YeM HATh JIET (CTO JIET), OH YYBCTBYET Ha COGCTBEHHOM LieKe.
Tenepb OHY, KaK NPU3PAKK U3 CKBAXKHUH NAMSTH, TYJSIOT 110 €ro JIMLY, CTOSIIEMY 32 IPMHUTAKEM.

U oT yero eMy BCe TaKKe CTPAIIHO 0CO3HOBATb, YTO GE3BO3BPATHO TEYET BOAA, YUTO MHOT'OJIETHSISI Me4Ta SIBJISIETCS
uio3uei yma??

A “ecsin 6b1”, a “Kak 6b1” - coclaraTesJibHOE HAaKJIOHEHHE CTAHOBUTCA CJlaraeMbIM 3a0BEHHUS.

[IpOXUTh NATH JIET, KaK CTO, B IPEAYYBCTBUH TOTO, YTO 60JIbIIIE HET,

CTOSITh Ha Gepery HeBbl B paccBeT ¥ HaKOHEL] OHSITh, YTO 3TO XEINHU 3HA:

JIBOPIIOBBIi MOCT Pa3BOAHUT PYKH, OTKPBIThI BO/bI, C/IBIIIHO 3BYKH YIJIbIBAOLIEr0 KOPAGIS...

The principles of counterpoint construction of the poem and the polyphonic
thinking

It can be stated that for music in general, and for music of the twentieth century with
its increased interest in the revival and development of all kinds of polyphonic forms,
the principle of counterpoint is especially characteristic, that is, the combination of
several relatively autonomous and parallel current lines in time along which the text
develops. Psychologically and symbolically, this whole process can be interpreted as
overcoming the linear flow of time.

As we have mentioned already, there are two types of artistic organization of the
prose work, according to M. Bakhtin, defined as follows: the “monological” type and
the “dialogical” (“polyphonic™).

Usually, the lyrics adopts the monological type of construction. However, the lyrics
alsoknow, according to L. Ginsburg, "different degrees of distance from the
monological type" [39]. At the same time, B. O. Corman introduces the term "poetic
polyphony" [40], which "is the result of including of a text, which is organized
primarily by a phraseological point of view, into a text, which is organized primarily
by a direct-assessment point of view. This inclusion is not accompanied by a change
in the subject of speech: the texts organized by different subjects of consciousness
(different points of view) have one subject of speech" [ 40, p. 157].

So, the same effect of non-linearity (or rather, “split” lines), multivoicedness and
polyphonic thinking can be used in lyrics as well as in prose, which for some time
were mentioned only in relation to prose fiction.

In a broad sense, a variety of phenomena can be counterpointed: the movement of the
seasons, a change historical epochs, the movement of human destinies, the rhythm of
various poems meters and different forms of storytelling.



Turning to the poem “On How The Palace Bridge Opens up its Hands...” , let's take a
closer look at the paradigm of the counterpoint overlays in it.

The first lines showcase the combination of spatial layers: the sunrise near the bridge
in St.Petersburg, then immediately the conversation with the Ligurian sea, followed
by the talk with the waters of Brugge.

1 He6o HeJleTHOe, MHOI'OCHEXKHO€E, MHOT'OC/I0KHOE, MaJIOCJIOBHOE, Ge3HalexHOe.
2 Mo0JI0KOM 06J1aKOB YTEKAET roJ.

3 MHOroBOAHBIN UTOTI: BOCXO/J, U ellie BOCX0J, Jja, He OJIUH BOCXOJ,

4 HO OJJMH-Ha-0/1MH Yy MocToB [leTep6ypra.

5 MoHou10T, TpH [{HSI MOHOJIOT, MOHOJIOT, i, He OAUH MOHOJIOT,

6 HO OZJMH-HA-0/JUH, 60K-0-60K C JIUTYPUHCKUM MOpPEM;

7 IOPTpeT, HeT, aBTONOPTPET, IOPTPET-0TBET, He OJUH, a CTO,

8 HO Bcer/ja OAMH-Ha-0AMH C JIMLIOM MOUM, GeccieAHbIM B ctojie bplorre;

These three spatial dimensions, like three lines of polyphonic composition,
overlap in the first 'exposition' part of the poem.

The next combination is the counterpoint overlay of two images: the image of the real
and the fictional.

13 Hopmanay, Baox, HopmaHay, ellje ojMH BJI0X, BJ,OX-HOBEHHO JX/I€T HOBBIU T0O/,

14 cepjALie pyccKoe B aTJIAHTHKE MHOTOT'PYCTHOM..

15 OHdnép? OpuH-Ha -04UH co BpeMeHeM, ¢ [IpycToMm, KoHeuHo, ¢ CaraH,

16 ¢paHLy3ckuil mapd Gebli Mo KoxKe Heba TALUT YCTalbIN XKeJle3HbIH 6aKJIaH 32 COGOH ...

17 CeMb MHOTOJIMKHUX, HO MOHO3Ha4YHbIX BoJ - 2010 roa.

18 IMocneHUM ieHDb €ro 3aKpOI0 IJ1a3aMu, y BOPOT OCOGHSKA, I'le KaxKeTcs, O6bLa, cujiesia y CaraH B HOrax, oJ CTYK
MalllUHKHU — CBU/JieTeJieM 6bLa...

In lines 13, 14 and 18 the real event is called - the protagonist is in Normandy, and at
the same time we see the appeal to a subconscious impulse - a leap to Proust and
Sagan, and all this - in a single time frame. Here, no doubt the situation is reflected
when one writer thinks of another, and, most likely, in the significant moment of life.

Artistic time, rhythm, is also included in counterpoint constructions. Within the
boundaries of one work, short and contrast-styled (first seventeen) lines and long (last
twelve lines) are combined. Epochs move in different rhythms: in the initial first 17
lines, the memory is active, episodes from the past change one after another, the
second part of the poem is already a conscious reflection of the time lost, a different
type of thinking.

As a result, we have an interweaving of various thematic and figurative lines, which
are briefly listed below:

- the effect of overlapped spaces and times;

- temporary overlays (present-past time);

- different rhythms within the boundaries of one poem.

Thus, the driving force of the lyrical plot in this poem is the interweaving of
counterpoint lines.

The “counterpoint” system allows for the simultaneous coexistence of different
versions: be it the simultaneous sounding of voices, overlapped spaces and times,
polyphonic harmony of ideas, imaginative layers. Such a paradigm of varios



phenomena, which, when superficially examined, can easily be mistaken for chaos,
makes sense as soon as its "counterpoint nature" becomes clear.

The work includes the following layers:

1. The text of the poem (ready).

2. The audio visualisation: the voice-over and soundscape (ready).

3. The drawings in ink-and-aquarelle (the visualisation of the poem is currently in
progress. Bart Dewolf (visual artsit) is putting the poem into the drawings in ink and
aquarelle (summer 2020).

4. The film: Diren Agbaba (cameraman) is going to film the drawings to bring still
images to life (by the end of 2020).

We use the classical animation technique in which each shot is drawn by hand.

Production Process

1. The poem is written.

2. The poem is voiced-over and sounded.

3. The literary source material is converted into an animation film script, from which
the storyboard is derived.

4. The storyboard has an appearance somewhat similar to a comic book, and it shows
the sequence of shots as consecutive sketches that also indicate camera movements,
angles, and framing.

5. The model sheets are prepared for all important characters and props in the film;
these are used to help standardise appearance, poses, and gestures. These model
sheets show how the characters and object look from a variety of angles with a variety
of poses and expressions so that the artist working on the project can deliver
consistent work.

5. The final drawings are produced at 4:3 aspect ratio. Once the drawings are ready,
the filming starts.

6. The film is made in a 2D format.
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