2017,4 Me>XXAYyHapoOAHbIK oTAeA ® International Division P

ISSN 1997-0854 (Print), 2587-6341 (Online) DOI: 10.17674/1997-0854.2017.4.049-069
UDC/ YK 78.071.5

Scholarly Schools of Russia HayuHblie koAbl Poccum

OLGA V. KOMARNITSKAYA / O. B. KOMAPHUIIKASA

Moscow State P. 1. Tchaikovsky Conservatory, Moscow, Russia
Mockosckas eocydapcmeennas koncepeamopus um. I1. U. Yaiixosckozo
2. Mockea, Poccus
ORCID: 0000-0002-2730-7534, mkomarnickij@yandex.ru

Research Works in Contemporary Music
in the Musicological School of Valentina Kholopova

Valentina Nikolayevna Kholopova is celebrated for her accomplishments as a specialist in contemporary music,
a writer of innovative research works on 20" century musical rhythm, the music of Webern, Schnittke, Gubaidulina,
Shchedrin, and many other composers. Consequently, the themes of the diploma theses, dissertations and books by
her students are predominantly focused on 20" century music, manifesting the emergence of an entire new school
of musical research works of that type. It is possible to observe the attention towards well-known composers from
the previous century (Stravinsky, Schnittke, Gubaidulina, Tishchenko, Vorontsov), but also research has been made
on the musical legacy of unduly neglected composers — Sergei Protopopov (Anton Rovner) and Nikolai Obouhov
(Nino Barkalaya). Among the composers from other countries studied in the class of Kholopova, for the first time in
the USSR and Russia there were works written about Messiaen, Xenakis, Gorecki, Vieru, Mansuryan and groups of
composers from West Germany (Lachenmann, Rihm, Schnebel, Trojan, Dadelsen), Hungary (Kurtag, Szollosi, Durko,
Lange), as well as jazz and pop music. After completion of their studies, the graduates from the professor’s class wrote
numerous topical books in various languages: Ivanka Stoianova wrote about Berio and Stockhausen, Tatiana Frantova
— about polyphony in Schnittke’s music, Rosa Sultanova — about contemporary musical rituals among the peoples of
Central Asia, Natalia Vlasova — about Schoenberg and Zemlinsky, Elena Mikhalchenkova-Spirina — about Kancheli,
Ekaterina Akishina — about Schnittke, Olga Ozerskaya — about Vorontsov, and Andrei Kudryashov wrote a textbook
on the theory of musical content. In addition to the aforementioned names, Kholopova’s students include professors
Ekaterina Dulova, Dina Kirnarskaya, Boris Gnilov and Irina Lozovaya.

Keywords: Russian musicology, academic school, contemporary music, diploma works, dissertations for degrees
of Candidate of Arts and Doctor of Arts, monographic works, textbooks.

MNccaeaoBaHUSA MO COBPEMEHHOMU MY3blKe
B HaY4HOM LKOAe BareHTHHDBI X0AONOBOM

Banentnna HwukomaeBHa XonomoBa W3BECTHA KakK CIICIMAINCT 110 COBPEMEHHOH My3BIKE, aBTOp HOBATOP-
CKUX TPYAOB IO MY3BIKalIbHON puTMuKe XX Beka, TBopuecTBy BebepHa, [IIauTtke, ['yOaiimynunoii, lenpuna u ap.
U B TemaTHKe AUTUTOMHBIX pabOT, TUCCEpTAMi U KHUT e€ yIeHUKOB IpeodiiafaeT My3bika XX Beka, 00pasyercs memnas
IIKOJIa MICCIIEOBAHMH TaKoTro poja. 3aMEeTHO BHUMAaHHE K M3BECTHBIM PYyCCKUM KOMITO3HUTOPAM ITPOILIOTO CTOJICTHS
(CrpaBunckuii, [Iautke, ['yoaiinynuna, Tumenko, BopoHIIOB), HO MPOMCXOIUT U PACKPHITHE TBOPUECTBA 3a0BITHIX
nméH — Cepres [Iporomomnoa (AuTon PoBHep), Hukomas O6yxosa (Huno bapkamas). U3 3apyOekKHBIX KOMITO3UTOPOB
B kiacce XomomoBoi Brepsle B CCCP u Poccun Hanmcans! pabotel o Meccuany, Keenakucy, ['ypenkomy, Buepy,
Mancypsnay, rpymme asropoB OPIT (Jlaxeaman, Pum, Bose, [lluedens, TposH, Janens3en), Bearpun (Kyprar, Cémné-
i, [lypko, Jlanre). 3aTpoHyTHI ka3 B MON-My3bIka. [locine okoH4aHHUS y4EO0BI BEITYCKHUKH Mpodeccopa co3mann
HEMaJo aKTyalbHBIX KHUT Ha pa3HbIX s3blkax: VBanka CrosHoBa — 0 bepwmo, IllTokxaysene, Tarpsina ®@panTOBa —
o nomudonnu [1IauTtke, Po3a CynraHoBa — 0 COBpeMEHHBIX My3bIKaJIbHBIX 00psaaax HaponoB Cpenneit Aznn, Haranps
Bnacoa — o IlIén6epre n Lemnuuckom, Enena ®@epanontoBa — o Kcenakuce, Enena MuxamaenkoBa-Crimprnaa —
o Kanuemn, Exarepnna Axummnaa — o IlIauTke, Onbra O3zepckas — o Boponmose, Anapert Kyapsimos — yue6HOE
rmocoOue Mo TEOPHH MY3bIKaJIBHOTO coAepkaHus. [JoMHMO Ha3BaHHBIX MUMEH, N3BECTHBIMU YYEHHKaMH XOJOMOBOH
sBisttoTcs npogdeccopa Exarepuna Jlynosa, Inna Kuprapckast, Bopuc ['nunos, Hpuna JlozoBast.

KiroueBble clioBa: poCcCHHCKOE My3BIKO3HAHHE, HayYHas IIKOJa, COBPEMEHHAas MY3bIKa, IMIUIOMHBIC Pa0oTHI,
JUCCEePTaLU KaHIUIATCKHE U TIOKTOPCKHE, MOHOTpa(uy, yaeOHbIE ITOCOOHSL.
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AN
he name of Valentina Nikolayevna
I Kholopova, Merited Activist for the Arts
of Russia (1995), Laureate of the Premium
of the Government of the Russian Federation
(2011), Academician of the Russian Academy for
Natural Sciences (2011), an outstanding scholar,
music theorist, Doctor of the Arts, professor at the
Moscow State Conservatory, founder and head of
the Department of Interdisciplinary Specializations
for Musicologists (1991), founder of a significant
school of music scholarship, and a renowned
public figure, is well-known not only in Russia,
but in many countries of the world.

Thirty books by Valentina Kholopova and over
five hundred articles have already now become
an integral part of the classical fund of Russian
musicology. She is one of the leading specialists in
the contemporary artistic culture of the 20" century.

On one of the conferences devoted to contem-
porary music organized at the Moscow Conser-
vatory Sofia Gubaidulina uttered an interesting
thought. Having been asked the question of how
she evaluated the music of Russian and Western
composers of the second half of the 20" century,
she answered the following way: “In my opinion,
there are two categories of composers: the so-
called ‘disseminators’ and the ‘gatherers.”” In the
domain of musicology Kholopova undoubtedly
pertains to the first category. She is a generator of
new ideas, always being on the foremost frontiers
of contemporary music scholarship and throwing in
her hearty support of all new phenomena in music,
developing those unexplored domains which
subsequently become traditional and established.
To be more precise, Kholopova herself creates and
instigates musical scholarship. She is a brilliant
classifier, and scholarly concepts and categories
are expounded by her into a rigorous system.
Valentina Nikolayevna is a master of providing
precise and capacious definitions to various
scholarly concepts.

Valentina Kholopova has reached that pinnacle,
that mastery and profundity in music scholarship,
towards which, in our opinion, many musicologists
have an obligation to aspire. Her work in musical
research exemplifies amaximally precise penetration
into the style of the composer whose music she
is studying, and her words are sounding music,
which we are able to hear and even to see without
even looking at the musical score in question. The
music scholar’s analytical text always corresponds
adequately to the composer’s artistic style, while the
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musical compositions studied are comprehended
through the prism of ethical, aesthetical,
philosophical, religious, and culturological ideas of
their time. The reader immerses himself or herself
into the limitless artistic world of the particular
composer, whose music is presented by the scholar
as the highest spiritual substance.

Kholopova’s first book — “Fortepiannye sonaty
S. S. Prokofieva” [“The Piano Sonatas of Sergei
Prokofiev”] (written together with Yuri Kholopov)
— appeared 55 years ago (in 1961 [32]). Her well-
known works on contemporary music include
“Voprosy ritma v tvorchestve kompozitorov XX
veka” [“Questions of Rhythm in Music by 20%
Century Composers”] (1971, Bela Bartok Prize,
Hungary, 1981 [24]), “Anton Vebern” [“Anton
Webern”], first book (together with Yuri Kholopov,
1984 [33]), “Muzyka Veberna” [“The Music
of Webern”], second book (together with Yuri
Kholopov, 1999 [34]). The second book devoted to
the musical legacy of Anton Webern was published
in Russia 30 years after it was written! The two
books on Webern comprise a foundational work,
which virtually does not have any analogies either
in Russian or in Western musicology. The two
authors examine issues related to the aesthetics,
philosophy and musical language of this classic
representative of 20™ century Austrian music.

Kholopova is the author of the first monographic
books on Alfred Schnittke and Sofia Gubaidulina in
Russian musicology — “Alfred Schnittke” (written
together with Evgeniya Chigareva, 1990 [35]);
“Sofia Gubaidulina,” with an interview taken by Enzo
Restagno [28] (1% edition 1996; 2™ supplementary
edition 2008; 3™ supplementary edition 2011). The
book on Gubaidulina was published in 1996, just
in time for the Third International Contemporary
Music Festival “Sofia Gubaidulina — Giya Kancheli
— Tatiana Sergeyeva — Sergei Berinsky — Alexander
Vustin,” which took place in Moscow that year.
Especially important for musical scholars and
musicians of various fields was the subsequently
published book of Kholopova about Schnittke:
“Kompozitor Alfred Schnittke” [“Composer Alfred
Schnittke] [27] (1* edition 2003; 2™ edition 2008;
3 edition 2010).

I must also highlight the brilliant research work
on Rodion Shchedrin — “Put’ po tsentru. Kompozitor
Rodion Shchedrin” [“The Path along the Center.
Composer Rodion Shchedrin] (2000 [26]). The
book was exhibited at the International Book Fair in
Frankfurt-an-Mein in 2002.
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As a person who is always present in the thick
of things of her time, Kholopova has summed
up her knowledge in her book “Rossiyskaya
akademicheskaya muzyka posledney treti XX —
nachala XXI vekov (zhanry i stily)” [“Russian
Classical Music of the Final Third of the 20™
Century and the Beginning of the 21* Century
(Genres and Styles)”] [31]. The issues emphasized
by the author include the contrast of worldviews
of Russian composers before the emergence of
new Russia and after, radical modifications of the
opera and the symphony as the principal genres of
classical music.

Kholopova’s published works on the music of
other 20™ century composers are widely known.
Among them are Dmitri Shostakovich, Igor
Stravinsky, Edison Denisov, Roman Ledenyov,
Sergei Slonimsky, Boris Tishchenko, Victor Suslin,
Galina Ustvolskaya, Vladislav Shoot, Alban Berg,
Bela Bartok, Olivier Messiaen, contemporary
Chinese composers and a host of others.

At the present day the overall capacity of
Kholopova’s published works comprises over 1000
printer’s sheets.

Many of Kholopova’s works — her books and
separate fragments from them, as well as numerous
articles — have been translated into other languages
(German, English, Italian, French, Swedish,
Chinese, Hungarian, Polish, Czech, etc.) and
published in other countries.

Kholopova has also instilled her love towards
study and profound comprehension of contemporary
music in her students, who at the present time
comprise a large school of scholarship.

Kholopova’s pedagogical activities
continued for already over 60 years.

Under the guidance of Valentina Kholopova 43
diploma theses have been written, and numerous
dissertations have been defended — 27 for the
degree of Candidate of Arts and 5 for the degree of
Doctor of Arts [5]. Her class has formed such music
scholars as Ivanka Stoianova (Paris), Ekaterina
Dulova (Minsk), Rosa Sultanova (London), Marina
Lobanova (Germany), Elena Mikhalchenkova-
Spirina (France), Tatiana Frantova, Natalia Vlasova,
Dina Kirnarskaya, Andrei Kudryashov, Boris
Gnilov, Irina Lozovaya, Alexander Naumov
(Russia), and many others. Having herself written
numerous books and articles about many composers
from Russia and other countries (aforementioned),
she has always presented one of the centers of
attraction for students and post-graduate students

have
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who wished to research contemporary music. The
greater part of works written under her tutelage is
devoted with 20" and 21* century music. Moreover,
the research works written about a number of
composers have been the first ones in the USSR
and Russia: the first works about French composer
Olivier Messiaen, Polish composer Henryk
Mikolaj Gorecki, Romanian composer Anatol
Vieru, Armenian composer Tigran Mansurian, a
group of composers from West Germany — Helmut
Lachenmann, Hans-Jurgen von Bose, Wolfgang
Rihm, Manfred Trojan, Detlev Mueller-Siemens,
Worlfgang von Schweinitz, Hans Christian von
Dadelsen, Dieter Schnebel; a group of Hungarian
composers — Gyorgy Kurtag, Andras Szollosy,
Zsolt Durko, Istvan Lang, as well as lannis Xenakis
(parallel with Mikhail Dubov). The research works
on Nikolai Obouhov and Sergei Protopopov have
become the first dissertations to be written about
these Russian composers.

One world famous musicologist to have
emerged from Kholopova’s school is Ivanka
Stoianova from Bulgaria, who subsequently
relocated to France. She began her musicological
activities with studying Olivier Messiaen’s modes
and rhythms in her diploma work ‘“Voprosy
ritma 1 lada v tvorchestve Olivye Messiana
40-kh godov”! [“Questions of Rhythm and Mode
in Olivier Messiaen’s Music from the 1940s]
(let us compare: the first Russian monographic
book about this composer written by Victor
Ekimovsky 17 years later?). Subsequently she has
had publications of numerous diverse and relevant
texts dealing with contemporary scholarly issues
and the most eminent 20" century composers.

In her theoretical research work “Zhest — tekst
— muzyka” [“Gesture — Text — Music”] (1978
[37]) the musicologist conceived of a new issue,
which was topical at that time — about erasing the
boundaries between high academic art, with its
centuries-long aesthetic traditions, and everyday
life. She examined the phonetics of fragmented
words, music for reading, multimedia performances
and other such phenomena as a system of devices in
the emerged transitional period. Not having taken
up a critical position in regard to these experiments,
she acknowledged the major changes which had
occurred in the practice of composition.

A fundamental work of hers was the
monographic book “Luciano Berio — chemins de
musique” [“Luciano Berio — Musical Paths”] (1985
[39]). Stoianova constantly communicated with
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Berio during her work at IRCAM from 1975 to
1980. Consequently, she wrote her 512-page book,
bearing the notion in her mind that the book was
being written not by her, but by the composerhimself.
The monographic work is based on a large quantity
of factual material, and the composer’s thoughts are
presented there in many dozens of quotations. To
achieve this documental quality the musicologist
chose an original means of arrangement of the text
of the book — in two parallel rows — one of them
presenting the utterances of Berio and many other
cultural public figures, while the second containing
Stoianova’s authorial analysis. The list of
quotations includes those of poets, philosophers and
musicians: Umberto Eco, Clément Rosse, Vincent
Descombes, Eduardo Sanguinetti, Marcel Proust,
Italo Calvino, Pierre Boulez, Cathy Berberian,
Vinko Globokar and others. The chapters of the
book are arranged according to genres, among
which are: “Voice” (dealing with Berio’s “Visage,”
Folk Songs, “Sequenza No. 3”), “Quotations,”
(“Sinfonia”), “Words” (“Circles,” “Epiphanies,”
“A-Ronne”), “Scene” (“Opera”), “Along the Paths”
and numerous other compositions. Throughout the
extensive space of her book Stoianova illustrates
Berio’s unusual, extremely broad aesthetics,
embracing both serialism and folk songs, and also
analyzes his musical scores. In her opinion, the
musical works of this composer pose and to an
extent solve the main problems of contemporary
music: elaboration of the new structural principles
of the post-war avant-garde music, incorporation
of musical techniques of non-European origins,
bringing in naturalistic sound effects, techniques
of quotation and collage, modification of vocal and
instrumental performance by means of electronic
textures, use of phonetics of sounds in semantic
and asemantic contexts, and transformation of
traditional theater. The publication of this book
received a prize from the Charles Cros Academy
as the best book about music written in French

(1985).
Stoianova’s  significant work  Karlheinz
Stockhausen “Je suis les sons...” [Karlheinz

Stockhausen “I am the Sounds...”] (2014 [38]) is
based on the material of the composer’s numerous
musical compositions and articles, as well as
interviews with the women who were the closest to
him. In all fairness, while dubbing this figure the most
outstanding and inventive composer in the music of
the second half of the 20" century, she examines
the principal aspects of his musical language: his
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discoveries in the domain of organization of musical
time, the formulaic principle in his compositions,
the development of the spatial parameter, the
metaphor of light in his stage compositions (the
operatic heptalogy “Licht”), and the connection
with Wagner’s idea of Gesamtkunstwerk in his
interest in synthetic, total works of art.

When creating her two-volume “Textbook of
Musical Analysis,” a most unusual phenomenon in
France (1996, 2000), Stoianova stemmed from the
traditions of the Moscow Conservatory: Volume 1
dealt with simple and complex classical forms,
while Volume 2 presented variations, sonata form
and the cyclical forms [40; 41].

Tatiana Frantova wrote such a fundamental
research work on polyphony in the works of Alfred
Schnittke (her book and dissertation for the degree
of Doctor of Arts “Polifoniya A. Shnitke i novye
tendentsii v muzyke vtoroy poloviny XX veka”
[“The Polyphony of Alfred Schnittke and New
Tendencies in the Music of the Second Half of the
20™ Century”], 2004, 2005 [22; 23]), that it actually
became a teaching about contemporary counterpoint
in general, with maximally succinct generalization
and classification of a variety of contrapuntal
phenomena in late 20™ century music.

Among the well-known Russian research
works in this field, Frantova’s work is distinguished
by its principally broader interpretation of the very
concept: not only as a compositional one, but as a
category of human thought which has realized in
the artistic sphere. Her specific paradigm is such:
polyphony is a “broad metaphorical interpretation
applicable towards manifold phenomena of
culture, art, human thinking and consciousness”;
“polyphony as a contemporary artistic universal”
[22, p. 12, 41]. In connection therewith, she takes
into account thoughts of various philosophers and
writers, for example, the utterances of Claude Levi-
Strauss about the 20" century being the time of
“a polyphony of polyphonies” [Ibid., p. 14],
and those of Thomas Mann about the novel as a
work based on “the technique of counterpoint,
contexture of themes, in which the role of the
motives is played by ideas” [Ibid., p. 13]. In
connection the arts of cinema and theater she bases
herself on the ideas of Sergei Eisenstein, Vsevolod
Meierhold and many others. When passing from
polyphony to music, Frantova demonstrates the
latter in the context of virtually all the leading
20™ century composers, including Schoenberg
and his school, Stravinsky, Bartok, Hindemith,
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Prokofiev, Shostakovich, Messiaen, Stockhausen,
Denisov, Sergei Slonimsky and many others.
In regard to the polyphony in Schnittke’s music,
she asserts that for this composer this presents not
merely a technique, but the idea of creativity in
whole [ibid., p. 80]. In connection with his music
she presents a whole set of original typologies of
contrapuntal phenomena, in which she compasses
all the innovative characteristics of 20" century
music. The latter include poly-ostinato, rhythmic-
contrapuntal and single-plane forms [Ibid., 96].
The musical legacy of Schnittke becomes inducted
into the entire “cosmos” of philosophical and
artistic thought of the 20" century.

A special theme in contemporary music is
elaborated by Rosa (Razia) Sultanova. She wrote
her dissertation on the rhythmic system of the
Shashmaqom (1987) [19]. After having moved from
Uzbekistan to the United Kingdom, she broadly
expanded her activities in the field of traditional
folk music of different countries, researching the
present-day rituals of Uzbekistan, Tadzhikistan,
Kazakhstan, Turkmenistan, Azerbaijan, Tatarstan,
Turkey, Cyprus and Afghanistan. She has had a
publication in Russian of her work “Poyushcheye
slovo uzbekskikh obryadov” [“The Singing Text of
Uzbek Rites”], and in English (and, subsequently,
Korean) — her book “From Shamanism — to Sufism:
Women, Islam and the Cultures of Central Asia”
(2014 [42]), while her books soon to be published
are “The Popular Music of Afghanistan” [43] and
“Turkic Music: from Shamanic Voices to Magam,
from Zhikr to Hip-Hop” [44].

Let us examine several of the issues in
Sultanova’s works. On the basis of her dissertation
she has published her work “O vzaimosvyazyakh
usulya 1 ritma melodii v vokal’nykh chastyakh
Shashmakoma” [On the Interconnections of the
Usul and the Rhythm of Melody in the Vocal Parts
of the Shashmaqom™] [17]. At the time of her
writing the issue of rhythm in the mentioned field
had not yet been claborated. Sultanova came up
with a number of concise conclusions in her chosen
theme. She asserted that it is not advisable in the
context of Uzbek culture to apply the methods
derived from European meter and rhythm. In the
simultaneous presence within the melodic line
of the singing voice and the usul beaten out on
a percussion instrument it is worthwhile to see
the junction into one of two rhythmic systems:
in the melody — the quantitative principle (just as
in the times of Antiquity, B.C.E.), and in the usul
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— the qualitative principle, stemming from the
tradition of the Eastern rhythmic ostinato. At the
same time, the rhythmical structures of the usul must
not be notated as rhythms divided into European
measures: they indeed present stable, historically
established formulas, which is common for many
cultures of the East. Having examined the various
poly-combinations, Sultanova also considered
the question of the poly-semantic qualities of the
melody and the usul, having demonstrated their
distinctions in relation to the dynamics of the entire
musical form.

Having researched the issues of historical
continuity of Islamic cultural traditions in the
world, first of all, in the USSR and taking Soviet
Uzbekistan as an example, Sultanova has revealed
a remarkable means for their preservation — through
the traditional rites carried out by women. She
elaborated on this topic in her work “Muzyka,
sokhranyonnaya za stenoy” [“Music Preserved
behind a Wall”’] [16]. The author explains that the
Soviet regime suppressed not only the Orthodox
Christian church, but also the adherents to the
Muslim faith, since it saw them as no less great
enemies, and tried to repress the men. And only the
women, concealed in the isolated premises of the
ichkari [homes], had the ability to carry out their
traditional rites. Those rites pertained to all the
important moments of human life: birth, marriage
with all of its respective stages, and overcoming the
hardships of death. As Sultanova writes about this
topic researched by her: “today it may be already
said with certainty: all the traditional culture ended
up being preserved by women” [Ibid., p. 36].

The main scholarly issues in the theoretical
works of the school of Kholopova turned out to be
those related to philosophy, aesthetics, composition
and musical content.

Among the philosophical-aesthetical issues we
shall highlight those brought up in the works about
20™ century Austrian composers, Nikolai Obouhov,
Sergei Protopopov and lannis Xenakis.

Two books of landmark nature about 20™
century Austrian composers were written by Natalia
Vlasova: her monographic book “Tvorchestvo
Arnol’da Shenberga” [“The Music of Arnold
Schoenberg”] (2007 [7], which she defended as
her dissertation for the degree of Doctor for the
Arts) and her book “Aleksandr Tsemlinsky. Zhizn’
i tvorchestvo” [“Alexander Zemlinsky. Life and
Music”] (2014 [6]), which was the first large-scale
work about this composer written in Russian®.
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In her work about Schoenberg the autonomous
first part of the book is devoted to the philosophy,
aesthetics, as well as the poetics of the composer’s
music. But the greater part of the work consists
of analysis of all of Schoenberg’s compositions
in chronological order, from the first to the last.
Although the artistic philosophy of the founder of
the Second Viennese School has been elucidated
adequately in world literature (and not only in
relation to his music), Vlasova has been successful
for the first time in a book written in Russian to
conjoin into one entity all the essential sides of his
thinking. The chief trait highlighted by the author in
Schoenberg is his paradoxical quality. Furthermore,
she juxtaposes his aspiration towards novelty with
his conservative tendencies, the essential departure
from tonality and the return to certain features of it,
the declaration of the primacy of intuition and the
elaboration of a rational method of composition, etc.
Most fundamental is the emphasis in the book of that
world-perception prevalent in the early 20" century,
which Vlasova calls the “‘maximalist’ pathos” [8,
p- 10], which impelled Schoenberg to regard the
artist as a Messiah, a God-Man. In addition, the
author does not leave out the mysticism of the idea
of “Swedenborg’s heavens” in Balzac’s “Seraphita,”
which exerted its influence on the perception of the
efficacy of the 12-tone series in all the directions
of composition. At the same time, in the second
part of the book, devoted to the analysis, especially
important is the professional analysis of every single
composition by Schoenberg, which makes the book
so indispensable for those who turn their attention
to the composer’s music.

In writing the research work on Alexander
Zemlinsky, the merit of the author is perceivable
from the very choice of the subject: this composer,
who during his life had been so significant for the
composers of the Second Viennese School, was
subsequently forgotten for many decades, and the
interest in him was revived only after the exhaustion
of the tendencies of the post-war avant-garde. The
personality as a composer of “Schoenberg’s teacher”
appears in complete contrast to that of his pupil, which
provides a glimpse of the rather motley array of styles
in Schoenberg’s surroundings and the aesthetical
fractionation within the famous trio of the Second
Viennese School. It must not appear as surprising to
us, but the demarcation line between Schoenberg’s
and Zemlinsky’s aesthetics turns out to be manifested
in their respective attitudes toward tonality. The latter
remains consistently a tonal composer, and this is
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emphasized by Vlasova in her introductory “sketch
of the composer and person” of her monographic
work. Further on, she defines him as “a lyricist
in his uttermost essence, who is interested not in
supernal heights, not in large-scale conceptions and
generalizations, but in the life of the human soul in all
of its manifestations” [5, p. 9]. From this aesthetical
dominant idea the musicologist also deduces the
composer’s preference for vocal music — songs and
operas (among the latter especially interesting was
his plan to set to music Maxim Gorky’s “Malva”).
Within Schoenberg’s school the closeness of Alban
Berg to Zemlinsky is shown, since the former
dedicated his “Lyrical Suite” to the latter and inserted
a quote from “Lyrical Symphony” composed by the
addressee of the dedication.

Nino Barkalaya in her dissertation written
for the degree of Candidate of Arts “Estetika i
kompozitorskaya tekhnika Nikolaya Obuhova v
kontekste russkogo i frantsuzskogo modernizma”
[“The Aesthetics and Compositional Technique
of Nikolai Obouhov in the Context of Russian
and French Modernism”] (2011 [3]) examined the
composer’s music in connection with the most
complex aesthetics of the epoch of “the mad years”
(or les années folles, the French title of the Russian
Silver Age). There has already been a publication
of Elena Poldyayeva’s monographic book about
Obouhov*, where the main task was the recreation
of the composer’s artistic path based on archival
material, for the first time in Russian. In her turn,
Barkalaya became directly preoccupied with the
most important questions related to philosophy and
religion, as the result of such artistic intentions of
Obouhov as the grandiose synthetic composition
“Le livre de vie” [“The Book of Life”], as well as
“Le troisiéme et dernier testament” [“The Third
and Last Testament”]. In their conceptions such
works of Obouhov presented not absolute music,
but sverkhiskusstvo [supra-art] (the term of Russian
philosopher Nikolai Fedorov®). In essence, Obouhov
maintained the religious-philosophical conception
of Alexander Scriabin’s “Mysterium,” which also
had been conceived of as supra-art, called on to
transform humanity spiritually. Barkalaya proves
that Obouhov envisaged his special mission in the
world, just as Scriabin did, as well as Schoenberg.
Among the questions related to the music, she
analyzed Obouhov’s “psycho-analytical form” and
“absolute harmony,” and for the first time provided
generalizing definitions for the character of his
musical compositions.
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In the aesthetical context of the Russian Silver
Age, as well as the subsequent artistic tendencies
developed in Soviet Russia, for the first time
the musical legacy of Sergei Protopopov is
examined in Anton Rovner’s dissertation for the
degree of Candidate of Arts “Sergei Protopopov:
kompozitorskoye tvorchestvo i teoreticheskiye
raboty” [“Sergei Protopopov: Musical Compositions
and Theoretical Works”] (2011 [15]). Protopopov
was a student of the famous musical theorist Boleslav
Yavorsky and remained a follower of his teachings
for the rest of his life. In the 1920s the composer
developed an original modernist harmonic language
derived from the “Yavorsky modes,” which he
used in his major compositions, written during that
decade: three piano sonatas and various vocal works.
The harmonic language was expressed for the most
part in symmetrical scales (similar to Messiaen’s
modes of limited transpositions), with “dissonant”
pitches, which fell outside of these scales, but were
resolved into them. Protopopov’s musical style
was formed against the background of many of the
aesthetical trends of the Silver Age — Symbolism,
Futurism, Cubism, Cubo-Futurism, Suprematism,
Impressionism, Expressionism and others. The
composer organically combined together features
of such contrasting stylistic trends as Symbolism
and Cubo-Futurism. The traits of Symbolism were
demonstrated by romantic textures and emotional
moods, in a way similar to the music of late Scriabin,
as well as the numerous symbolic performance
indications written in French and Italian (sometimes
in Russian). The features of Cubism were realized
in harsh textural sonorities, extended geometrically
into textural blocks, which replaced each other
through abrupt changes, thus creating the large-
scale forms of the compositions. Rovner also shows
the stylistic break in Protopopov’s music, when in
the early 1930s due to the ideological pressure of
the Soviet authorities he, like a number of other
modernist composers in the country, was forced
to abandon his modernist musical aesthetics in
favor of a more traditional musical style with tonal
harmonies. To a degree, this turn to tonality was also
caused by the composer’s own artistic inclinations.
In the early 1930s he wrote an opera “The First
Cavalry Brigade,” where he combined his receding
modernist style with his emerging traditional style.
He expressed his departure from his modernist style
and the “Yavorsky modes” in a lyrical manner, by
composing a song “I had loved you” to a poem by
Alexander Pushkin, in which his modernist style
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is subsumed by a traditional musical language.
Towards the end of his life, in 1948 Protopopov
made a completed version of Scriabin’s unfinished
mystical composition, the “Prefatory Action,” using
Scriabin’s literary text and scoring it for reciting
voices, chorus and two pianos.

Elena Ferapontova, having turned Iannis
Xenakis” vocal compositions, found a new
philosophical-aesthetic approach to this unique
personality and delineated a new image of this
composer, different from the customary one: not an
avant-garde constructivist, but a humanitarian social
activist. This was expressed in her dissertation for
the degree of Candidate of Arts “Vokal naya muzyka
lannisa Xenakisa kak fenomen kompozitorskogo
tvorchestva” [The Vocal Music of lannis Xenakis
as a Phenomenon of Compositional Creativity”]
(2008 [20]), as well as her book “Iannis Xenakis.
Vokal’noye tvorchestvo” [“lannis Xenakis. Vocal
Music”] (2011 [21]).

Ferapontova’s  perspective is  essentially
different from that of heightened interest in the
constructivism in Xenakis’ musical thinking
demonstrated by the majority of researchers in
Russia and in other countries. Most typical are the
works of such music scholars as André Baltensperger
“lannis Xenakis und die Stochastsche Musik.
Komposizion im Spannungsfeld von Architektur
und Mathematik™® [“Tannis Xenakis and Stochastic
Music. Composition in a Field of Tension between
Architecture and Mathematics”], and Benoit
Gibson “Xenakis. Organisation sonore, techniques
d’écriture, orchestration™ [“Xenakis. Sound
organization, techniques of writing, orchestration”].
In regard to Xenakis’s vocal music, the researcher
outlines a different aesthetical world of the
composer, which emerges from the incorporation of
the living human voice and verbal text. This world is
more concrete, even more narrative-oriented, as the
result of the composer’s attention towards Ancient
Greek tragedies; it is theatrical and at times contains
descriptive elements. While in the composer’s
instrumental music each new opus contains
(in her words) only an “uncompromising movement
forward,” “a reliance on the tradition of culture is a
fundamental quality of Xenakis’ vocal music” [21,
p. 42]. Ferapontova emphasizes that it is particularly
in the vocal music the humanism and civic political
pathos of this 20" century composer demonstrates
itself most distinctly. She indicates at the title of
the composition “Polla ta dhina” for children’s
chorus and orchestra, in which Sophocles’ words
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“Wonders are many, and none is more wonderful
than man” are set to music. She refers to the title
of the chorus “Serment-Orkoc” set to the words of
the Hippocratic Oath. She notes that having lived
through the horrors of World War II, Xenakis wrote
such compositions as “Nekuia” (“The Killed”) for
chorus and orchestra and his choral composition
“For Peace.”

In regard to musical composition Kholopova,
being the author of a fundamental Russian musical
textbook “Formy muzykal’nykh proizvedeniy”
[“Forms of Musical Compositions”] (St. Petersburg,
1999;2001; 2006; 2013 [29]), has always demanded
of her students a thorough knowledge of musical
form and the solution of its undisclosed aspects. Let
us turn our attention to some of these issues.

A productive path of analysis of composition
was opened up by Elena Mikhalchenkova-Spirina,
having turned to the symphonies of Giya Kancheli.
She examined the musical form of this composer
on the basis of dramaturgy. This new method is
demonstrated in her dissertation for the degree
of Candidate of Arts “Teoreticheskiye problemy
simfonicheskogo  tvorchestva Gii  Kancheli:
dramaturgiya, muzykal’'nyy yazyk” [“Theoretical
Issues in Giya Kancheli’s Symphonic Music:
Dramaturgy, Musical Language”] (Moscow, 1983)
and her book “Simfonicheskaya dramaturgiya Gii
Kancheli” [“The Symphonic Dramaturgy of Giya
Kancheli”] (1997 [13]). The peculiar features
in Kancheli’s dramaturgy as seen her were:
dramaturgical parallelism, block form-generation,
and subito-contrast upon changes of blocks of music.
The continuing musical block is determined by a
unity of type of its expressivity, in the characteristic
cases — the contemplative and the active. Several
blocks coordinating with each other at a distance
create a special kind of theme — the macro-theme
(a term of Vera Valkova). The number of macro-
themes may be diverse — from two (Symphonies
No. 1-4) to seven (No. 6). The aesthetically
delineated type of symphonic organization was
connected by the author with 20" century neo-epic
dramaturgy and the traditions of Georgian music.

The compositional and dramaturgical regular
occurrences linked with tendencies of genre and
style related to opera are elaborated by me in my
dissertation for the degree of Doctor of the Arts
“Russkaya opera XIX - nachala XXI vekov.
Problemy zhanra, dramaturgii, kompozitsii”
[“Russian Opera from the 19 Century to the
Early 21¢ Century. Issues of Genre, Dramaturgy,
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Composition”] (2012, academic advisor —
Valentina Kholopova) [11]. A study was made
of such brilliant, innovative compositions as
Nikolai Sidelnikov’s large-scale operatic dilogy
“Chertogon” (1981), Rodion Shchedrin’s “The
Enchanted Wanderer” (2002) and “Boyarynya
Morozova” (2006), Ivan Sokolov’s “The Poor
Cavalier” (2000), Vladimir Tarnopolsky’s “Wenn
die Zeit uber die Ufer tritt” (1999) and others.
Most of the operas have been studied for the
first time. These compositions viewed within
the context of artistic paradigms of turn-of-the-
century art were expounded in my book “Russkaya
opera vtoroy poloviny XX — nachala XXI vekov:
zhanr, dramaturgiya, kompozitsiya” [“Russian
Opera of the Second Half of the 20" Century
and the Early 21% Century: Genre, Dramaturgy,
Composition”] (2011 [12]). The book presents
a genre classification of operatic works of the
indicated historical time period, as well as a
method of analysis of opera, formulating the basic
guidelines, which are determinant in the study of
this genre. Each concrete composition is analyzed
according to single methodological criteria: first
of all, elucidation is made of the specific features
of the genre of a particular operatic masterpiece,
which predetermines, in its turn, the principles
of musical dramaturgy and the peculiarities of
composition of opera, in general, including the
various levels of organization — from the lowest to
the highest.

Olga Ozerskaya, after having studied the major
chamber and orchestral works of the presently living
composer Yuri Vorontsov (b. 1952), asserted the
absence in the composer’s music of the very system
of Igor Sposobin’s six functions and, as a result, the
essential non-classic quality of musical form, albeit
with the possibility merely of applying to it Boris
Asafiev’s functional triad i-m-t (Ozerskaya O. V.,
“Vorontsov Yu. V. Esteticheskiye vzglyady i
muzykal’naya kompozitsiya” [“Yuri Vorontsov.
Aesthetical Views and Musical Composition™] [14]).

Among the separate parameters of musical
composition, along with pitch, special attention
is always given to rhythm. Kholopova herself has
written two books about rhythm in music [24; 25]
and has placed rhythm in a most important place
in her monographic book about Gubaidulina [28].
However, an absolutely distinct phenomenon is
formed by Sofia Gubaidulina’s technique, when she
elaborates a system of transfer of pitch relations
into rhythmical ones. These transformations are
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researched by Natalia Brugger in her work “‘Glo-
rious Percussion’ Sofii Gubaidulinoy. Traktovka
udarnykh, kompozitsii, soderzhatel’nyy aspect”
[““Glorious Percussion’ by Sofia Gubaidulina. An
Interpretation of Percussion, Composition and the
Aspect of Content] [4]. The composer stems from
the thought that all pitches are essentially pulses in
time, but we do not perceive them that way. She sets
the task before herself to manifest these proportions
in certain particular rhythms by means of numerical
expressions of intervallic correlations. She makes
use of indications in herz numbers of cycles per
second of the pitch of each sound and subtractive
tones of intervals, all of which are correlated with a
scale of tempi and lengths of measures, which results
in a set of definite durations, becoming the audible
rhythmic pulsations of inaudible temporal pulses
of the pitches. The harmonics of the overtone and
the so-called under-tone scales are audibly reflected
in thythms with diminutions or augmentations of
durations.

While studying the parameters of musical
composition, Kholopova discovered that in
contemporary music there exist conjoined parameters,
which cannot be divided into the traditional ones —
texture, articulation, rhythm, etc. Such conjoined
parameters she saw in numerous compositions of
Gubaidulina. And since it reveals itself as a certain
type of musical expressivity, she dubbed it the
“parameter of expression,” and discerned in it the
antithesis of functions — “consonance of expression”
(legato, continuity of texture, monorhythmy) and
“dissonance of expression” (staccato, tremolo,
trill, discreteness of texture, polyrhythmy). These
varieties of sound blocks comprise musical forms
[28, p. 125, 138, 142, 163, etc.]. With the aid of this
method cellist and musicologist Irina Shevtsova was
able for the first time to determine the forms of the
famous 10 Etudes for Cello Solo (1974), perceived
the concise relief design of “Detto-I” (1982), the
Sonata “Rejoice!” (1981/88), and other compositions
(dissertation for the degree of Candidate of Arts
“Sochineniya Sofii Gubaidulinoy dlya violoncheli:
problemy muzykal’nogo soderzhaniya, kompozitsii
i traktovki instrumenta” [“Compositions by Sofia
Gubaidulina for Cello: Issues of Musical Content,
Composition and Interpretation of the Instrument™],
2014 [36]). In her turn, Valeria Gorokhovskaya
found the manifestation of this conjoined parameter
in the music of Penderecki, Gorecki, Part, Denisov,
and especially Lachenmann, and expounded on it in
her diploma thesis “‘Parametr ekspressii’ v muzyke
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XX veka” [“The ‘Parameter of Expression’ in 20™
Century Music”] (1995 [9]).

Finally, since Kholopova is the creator of her
own original theory of musical content, with an
elaboration of firmly substantiated categories
tested by practice, this problem range is
continuously being mastered by her students. And
the present theoretical conception (along with
the elaborations of her colleagues — Liudmila
Kazantseva and Liudmila Shaymukhametova)
presents the most innovative theory in Russia in
the 21% century. The most important categories of
this new teaching include the dyad of “specialized
and non-specialized musical content” and the
triad of “the three sides of musical content” (see
Kholopova’s research work “Fenomen muzyki”
[“The Phenomenon of Music”] [30]).

One of the most significant works in this
tradition is Andrei Kurdyashov’s textbook “Teoriya
muzykal’nogo soderzhaniya. Khudozhestvennye
idei yevropeyskoy muzyki XVII-XX vekov” [“The
Theory of Musical Content. The Artistic Ideas of
European Music from the 17" to the 20" Centuries”]
addressed to musical institutions of higher education
[12], a book of essential importance, with the most
important insights about music, serving for the
enrichment of musical education in Russia.

Kudryashov turned to contemporary music in
the last chapter of the book “Soderzhaniye idey
muzyki XX veka” [“The Content of the Ideas of
20" Century Music”]. Among the posed issues
are the artistic ideas of modernism, avant-garde,
neo-baroque and neoclassicism, in particular, the
neoclassical ethos of stylistic models in the music
of the first half of the 20" century (on the example
of compositions by Igor Stravinsky, Alban Berg,
Dmitri Shostakovich), and the semantic meaning
of symbolism in the music of the second half of the
20" century (on the example of the works of Arvo
Pért, Alfred Schnittke and Sofia Gubaidulina). This
book, being an original and innovative research
work, contains a concentrated conjunction of
categories of humanitarian scholarship — those
pertaining to philosophy, aesthetics, literary
criticism, art criticism and musicology proper.
It enables musicians of all fields to comprehend
musical compositions of various artistic directions
and styles through the prism of established cultural
paradigms, and also, which is very important, to
bring to the level of perfection their musical-
semantic ear as one of the most indispensable
professional qualities.
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The students of the professor brought in
the problem range of content into their works,
along with issues of composition, performance,
and sometimes contiguous disciplines. Thus, in
Ekaterina Akishina’s dissertation for the degree
of Candidate of Arts “Semanticheskiye aspekty
analiza tvorchestva A. Shnitke” [“The Semantic
Aspects of Analysis of the Music of Schnittke”]
(2003 [1]) the content-related method was formed
as an intermingling of semiotics and musicology
(subsequently her book “Problemy interpretatsii
soderzhaniya muzykal’nykh proizvedeniy Alfreda
Shnitke” [“Issues of Interpretation of the Content
of Alfred Schnittke’s Musical Compositions™],
2013 [2] was published). The entire semantic
approach was developed by her independently,
whereas Kholopova, who wrote the first two books
on Schnittke (one together with Evgenia Chigareva
[35]), did not introduce the theory of semiotics into
either of them.

The framework of Akishina’s research was
formed by Kholopova’s theory of the three sides
of musical content (emotion, depiction and
symbolism). The author placed the symbolic side
first, having a good sense of the semantic nature
of Schnittke’s music. She did such an original
elaboration of the composer’s symbolism that she

Gy —

' Stoianova 1. (Kristeva). Voprosy ritma i lada v
tvorchestve Olivye Messiana 40-kh godov: diplomnaya
rabota [Questions of Rhythm and Mode in the Music
of Olivier Messiaen of the 1940s: Diploma Thesis].
Moscow, 1970. Vol. 1. 137 p.; Vol. 2 (Supplement with
Musical Examples). 51 p. MS located in the Library of
the Moscow State P. I. Tchaikovsky Conservatory.

2 Ekimovsky V. A. Olivye Messian [Olivier
Messiaen]. Moscow: Sovetsky kompositor, 1987. 304 p.

3 The source material was served by the diploma
thesis. See: Vlasova N. O. Problema “novoy prostoty”
v tvorchestve kompozitorov FRG 70-80-kh godov:
diplomnaya rabota [The Issue of “New Simplicity” in
the Music by Composers from the Federal Republic
of Germany of the 1970s and 1980s]. Moscow, 1989.
92 p. MS located in the Library of the Moscow State
P. I. Tchaikovsky Conservatory.
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succeeded in reaching the profound essence of his
musical style, having touched upon the symbolism
of the ethical order, with the contrast of good and
evil. In the symbolism of evil there was a highlight
of “infernal evil,” “das Bose,” and “evil as broken
good.” At the same time, in the symbolism of
good there was “catharsis as the highest good” and
“contritio (repentance) as a human-based good.”
Akishina was able to make some additional musical
discoveries in the other two sides of musical content
in the context of Schnittke’s music. For example, in
the sphere of depiction she disclosed the depiction
of the objectless (“the devil’s thoughts” in the
“Faust Cantata”). Within the emotional sphere,
notwithstanding the manifold negative images,
she ascertained the prevalence of the dynamics of
ascending motion, which “contains a profoundly
concealed fundamental positive element.” [2,
p. 87].

In this article the numerous works of Professor
Kholopova’s students are characterized only briefly.
Nonetheless, even from this presented overview
of a selected set of books and dissertations it
may be seen that the works pertaining to the
musicological school of Valentina Kholopova
have always been and remain on the forefront of
Russian musicology.

NOTES ~—ao( <

4 Poldyayeva E. G. Poslanie Nikolaya Obukhova.
Rekonstruktsiya biografii [The Message of Nikolai
Oboukhov. Reconstruction of a Biography]. Moscow:
Russkiy put’, 2008. 292 p.

> A term coined in 1899, see: Feodorov N. F. O dra-
makh Ibsena i o sverkhiskusstve [About Ibsen’s Dramas
and About Supra-Art]. Feodorov N. F. Statyi o literature i
iskusstve [Articles on Literature and Art]. URL: http://www.
bolesmir.ru/index.php?content=fedorov&name=f-write.

¢ Baltensperger A. Jannis Xenakis und die
Stochastische Musik: Komposition im Spannungsfeld
von Architektur und Mathematik. Bern: Verlag Paul
Haupt, 1996. 709 S.

7 Gibson B. Xenakis. Organisation sonore, techni-
ques d’écriture, orchestration. D.E.A. Paris, Ecole des
Hautes Etudes en Sciences Sociales / Ecole Normale
Supérieure / IRCAM, 1992. 95 p.
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M Banentunbl HukonaeBHBI XOJOMOBOH —

3acmyXeHHOTO JiesATeNlsi HCKyccTB Poccum

(1995), naypeara Ilpemunm IlpaBuTenscTBa
P® (2011), akagemuxa PAE (2011), BeLmatomierocs
Y4EHOTO, TEOPETHKA MY3BIKH, JOKTOpa HMCKYCCTBO-
BezieHus1, podeccopa MOCKOBCKOW KOHCEPBATOPUH,
3aBeYIOIIEH €10 JKe CO3JaHHOM Kadempoit Mexnuc-
UTUTMHAPHBIX CHIEIHATU3ai My3bIkoBenoB (1991),
ocHoBaressl OONBIIOW HAYYHOW LIKOJBI, OOIIEeCTBEH-
HOTO JeATeNsl — IUPOKO U3BECTHO HE TOJNBKO B Poc-
CHUH, HO U BO MHOTHX CTpaHaxX MHUpa.

Tpuanare kaur BaneHTHHB! X0JI0NMOBOW U CBBIILIE
MSATUCOT CTaTEeH y>KE CErO/IHs BOIIN B KJIACCUYECKUH
(hoHI oTeuecTBeHHOTO MYy3bIKO3HaHHS. OHa SBISETCS
OJTHUM W3 BEIYUIMX CIEIHATNCTOB MO MY3bIKaJIbHOM
KynbsType XX Beka.

Ha onHolt u3 KoH(epeHIui 1o cCOBpeMEHHOH My-
3bIKE, IIpoxonuBLIed B MOCKOBCKOM KOHCEpBaTOpHUH,
Codus ['ybaiimyniHa BeICKa3alia HHTEPECHYIO MBICTb.
Ha Bompoc o ToM, kKak OHa OIEHHMBAE€T TBOPYECTBO
OTEYECTBEHHBIX M 3alaJHBIX KOMIIO3UTOPOB BTOPOM
MOJIOBUHBI XX CTOJNETHsI, OHA OTBETHJIA CIICAYIOIIEE:
«Ha mo# B3msi, €cTh JBE KaTeTOpUH KOMIIO3UTOPOB
— TaK Ha3bIBaeMble “cesrenu’” U “‘cobuparenu”». Xo-
JIOTIOBa B MY3BIKOBEICHUH OTHOCHTCS, 0€3yCIOBHO,
K nepBoi kareropun. OHa SIBISETCS TEHEPAaTOPOM HO-
BBIX WJIeH, HAXOAUTCS Ha MEPE0BhIX pyOexax coBpe-
MEHHOM HayKH U OXOTHO MOJAECPKHUBAET BCE HOBOE,
pa3pabarbiBaeT T€ HEU3BEJAHHbIE OOJIACTH, KOTOpbIE
BITOCJIC/ICTBUN CTAHOBSTCS TPAAUIIMOHHBIMH U YCTO-
siBIIuMucs. Tounee, XoJI0MmoBa caMa co3aéT U JeaeT
Hayky. OHa — Gnectsmuil KiIaccu(puUKaTop, HayyHbIE
TIOHATHUS M KaTETOPUU M3JIararoTcs €0 B CTPOroil cu-
cteme. Banentnna HukonaeBHa — MacTep TOYHBIX H
EMKUX ONpeneTIeHUI pa3TUUHbIX HAYYHBIX TOHATHH.

Banentnna HuxonaeBHa XosomoBa JOCTHINIA
TOI BEPIIMHBI, TOTO MAaCTEPCTBA U TNIyOWHBI B HayKe,
K KOTOPBIM JIOJDKHBI CTPEMHUTHCSA, Ha HAll B3MIIA,
MHorue yu€Hele. E€ wucciaenoBaHUs OMUIETBOPSIOT
MaKCHUMaJIbHO TOYHOE BXOXKICHHE B CTWJIb KOMIIO-
3uTOpa, €€ cjIoBa — 3ByYallasi My3blKa, KOTOPYIO MBI
MOYKEM YCJIBIIIATh WIH 1aXe YBUIETb, HE TS B Iap-
TuTypy. CIoBO y4€HOro BCerjaa aieKBaTHO COOTBET-
CTBYET XyJ0KECTBEHHOMY CTUJIIO KOMIIO3UTOPA, & €T
MIPOU3BEACHUS OCO3HAIOTCA Yepe3 MPU3MY dTHUECKHUX,
3CTETUYECKUX, GHUIOCO(CKUX, PEIUTHOZHBIX, KYJIBTY-
POJIOTMYECKUX HJIeH CBOEro BpeMeHu. YuTarensb mo-
rpy’kaeTcsi B Oe3rpaHUYHbIN XyHZO)KECTBEHHBI MUD
KOMIIO3UTOpa, TBOPYECTBO KOTOPOTO MPEICTABICHO
y4EHBIM KaK BbICIIAs TyXOBHAs CyOCTaHIIHS.

[lepBas xHura — «DopTenuaHHbIE COHATHI
C. C. IlpokodreBa» (coBmectHo ¢ FOpuem Xororio-
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BBIM) — TosiBHJIach 55 net Hazax (1961 [32]). K uzsecr-
HBIM TPYJaM 110 COBPEMEHHOM My3bIke OTHOCATCS «Bo-
MPOCHl pUTMA B TBOPUYECTBE KOMITO3UTOPOB XX BEKa»
(1971, mpemust umenu benbr baproka, Benrpus, 1981
[24]), «AnTOoH BebGepn», KHuUra mepBas (COBMECTHO
¢ FOpuem XononossiMm, 1984 [33]), «My3bika Bebep-
Ha», KHHATa BTOpas (coBMecTHO ¢ FOprem Xo1onoBsIM,
1999 [34]). Bropas kHura, mocBsIIEHHAS TBOPUECTBY
AmnTtona BebGepHna, Obuta n3gana B Poccuun numib ciy-
ctst 30 ner mocne e€ coznanus! [[Be kauru o Bebepre
SIBJITIOTCS (PYHIAMEHTAIBHBIM TPYIOM, KOTOPBIH TpaK-
TUYECKH HE MMEeT aHaJIOTOB HU B POCCHIICKOM, HU B
3anaHOM MY3bIKO3HAHUH. ABTOpPBI HCCIIENYIOT IPO-
OJMIeMBI ACTETUKH, (PUIOCOPHH, MY3bIKAITEHOTO S3BIKA
KJIACCHKA aBCTPUMCKON My3bIKH XX BEKa.

CoOpITHEM B MY3BIKaJbHOM MHpE CTalld NEpBbIE
B OTEUECTBEHHOM MY3bIKO3HAHUH MOHOTpaduu 00 AJb-
¢dpene Iautke u Codpuu ['ydaiimymunoit — « Anbdpen
[Tautke» (B coaBropcTBe ¢ EBrenueid Uurapépoi,
1990 [35]); «Codwus ['ybaiimymiHay, ¢ THTEPBHIO DHIIO
Pecranno [28] (1-e w3m., 1996; 2-e, nom. mzn., 2008;
3-e, mom. m3n., 2011). Kuaura o T'ybadmynuHol Obuia
BhITyIIIeHa B 1996 Toy crienuanbHO K MPOXOAMBIIIEMY
B Mockse III MexnayHaponHoMy (ecTHBaIO COBpe-
MeHHOH My3bIku «Codus ['yoaiinymuna — ['nsa Kandge-
mu — TarbsHa CepreeBa — Cepreii bepunckuii — Aexk-
cangp Byctuny». Upe3BblyailHO BaKHOM JUIsl YUEHBIX U
MY3bIKaHTOB Pa3HBIX CHIELMANBHOCTEH CTaa u3AaHHas
BIIOCJICICTBUN OHorpadudeckas KHUTa XOJIOHMOBOH
o Illautke: «Kommosutop Anbdpen Iautke» [27]
(1-e u3n., 2003; 2-e uzn., 2008; 3-e 3., 2010).

OTtmeuy Taroke Onecrsiiee ucciaenoBanue o Ponu-
one Illenpune — «Ilyte mo nentpy. Kommosurop Po-
quoH [llenpun» (2000 [26]). Kaura BricTaBnsiiach Ha
MexyHapoIHOM KHUKHOM BhicTaBke BO dpankdyp-
te-Ha-Maiine B 2002 romy.

Kaxk genoBek, Bcerja HaXOIAMIUICS B Ty COOBI-
TUI CBOETO BPEMEHH, XOJIOIOBAa CYMMHUpOBaJia CBOU
3HAaHUS U MHOTOJIETHUE BIleyaTieHus B KHure «Poc-
cuiickas akaJeMHuyecKas My3blka IMOCIEIHEH TpeTH
XX — nmagama XXI BexkoB (kaHpel u ctumm)» [31].
Cpenu BBIIEIEHHBIX aBTOPOM MpoOIeM — KOHTPacT
MHUPOOIIYIICHUH POCCUHCKUX KOMIIO3UTOPOB IO 00-
pasoBaHus HoBoi Poccuu u nocie, paaukaiabHas MO-
IUKays omepsl, CHM(OHIH KaK BEAYIIUX KaHPOB
aKaJeMUYECKOIl My3bIKH.

[IIupoko W3BECTHBI MyOJHKAIMK XOJOIMOBOH
0 TBOPUYECTBE JIPYTHX KOMMO3UTOpPoB XX Beka. Cpe-
Iu uccnenyemsix aBTopoB — mutpuii lloctakoBuy,
Urops CrpaBunckuit, Snucon Jlenncos, Poman Jle-
nenés, Cepreit Cnonnmckuii, bopuc Tumenko, Buk-
top Cycnun, ['annna YerBonbckasi, Bnagucnas [yTs,
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Anb6an bepr, bena baprok, OnuBbe Meccuan, coBpe-
MEHHbIE KUTallCK1ie KOMIIO3UTOPBI U Ap.

Ha cerogns oOmwmii 00bEM OIMyOIMKOBaHHBIX pa-
60t Xomnomosoii cocraBmseT cBbime 1000 meuaTHBIX
JIUCTOB.

Msuorue u3 pabot X0NomoBoif — KHUTH U UX OT-
JeTbHbIC (PparMeHTHl, MHOTOUNCIICHHBIC CTaThH — IIe-
pPeBEICHBl Ha WHOCTPAHHBIC SI3BIKM (HEMEIKWH, aH-
IIMACKUM, WTANbSHCKUH, (paHIly3CKHi, IIBEICKHH,
KUTANCKUI, BEHTePCKUH, MOIBCKUHN, YEHICKUNA U Ap.)
Y M3JIaHBI B IPYTHX CTpaHaXx.

JIx000Bb K M3yUYCHHIO U TIIyOOKOMY MOCTH)KEHHIO
COBPEMEHHOM MY3BIKH XOJIOTOBa MPHUBHJIA U CBOUM
Y4EHUKaM, KOTOPBIE COCTaBJISIOT HAa CETOAHSIIHUN
JIEHb OOJIBIIIYFO HAYYHYIO IIKOITY.

[lenarornueckas nesTeNbHOCTh XOJIOMOBOM Ipo-
JlofkaeTcst yxe cBbliie 60 JeT.

Ilon pyxoBoactBom Banentunsl XosnonoBoi
ObUTO HamucaHo 43 TUIUIOMHBIE PaOOTHI, 3allIHIIe-
Hbl 27 KaHIWJATCKUX M 5 JOKTOPCKHUX JUCCEpTaMH
[5]. U3 e€ xnacca BeIIUIM Takue y4yéHble, Kak lIBaH-
ka CrosHoBa (ITapux), Exarepuna ynosa (MuHCK),
Po3za Cynranosa (Jlonnon), Mapuna Jlo6anosa (I'ep-
MaHus), Enena Muxamuenxosa-Crmpuna (Dpanius),
Tarpsina @pantoBa, Haranes Biuacosa, Juna Kup-
Hapckasi, Auapeit Kynpsimos, bopuc I'nunos, Upuna
JlozoBas, Anexcannp Haymos (Poccust) u np. bynyuu
caMma aBTOpPOM KHHT U CTAaT€il 0 MHOTUX POCCUMCKUX U
3apyOeKHBIX KOMIIO3UTOPAX (OHU HA3BIBAJINCH BHIIIE),
OHa Bceraa OblIa OJJHUM U3 IIEHTPOB NPUTSDKCHUS JUIS
CTY[AECHTOB U aCIIMPAHTOB, JKEJIaBIIUX 3aHUMAThCA CO-
BpEeMEHHOI My3bIkoi. Bombiast yacte padoT mox eé
pyKOBOACTBOM HOcBAIEHa My3blke XX—-XXI Bekos.
IIpu sTOM O 1ENOM psifie KOMIIO3UTOPOB OHU OBLIU
nepsbiMU, co3aanHbiMu B CCCP u Poccun: o ¢pan-
y3e OnuBbe Meccuane, nossike I'enpuxe ['ypenxom,
pymbiHe Anartone Buepy, apMmsnune Turpane Man-
cypsiHe, Tpymme kommnoszutopoB ®OPI' — Xembmyte
Jlaxenmane, Xance-lOprene ¢on bose, Bonsgranre
Pume, Mandpene Tposue, HetneBe Miomnepe-Cu-
MeHce, Bonbdranre ¢pon LBaitnuue, Xance-Kpuctu-
ane ¢on Jdanens3ene, Aurepe LlInebene, rpymnme BeH-
repckux komno3utropos — sépae Kyprare, Annparie
Cénnémm, XKonpre dypro, MmTBane Jlanre, Takxke
o Snnuce Kcenakuce (mapamiensHo ¢ Muxaunom Jy-
6oBbIM). UccnenoBanus o Hukonae O0yxose u o Cep-
ree [Iporononose cTanu nepBbIMU JUCCEPTALUAMEU 00
ITUX PYyCCKUX KOMIIO3UTOpAX.

BcemupHO U3BECTHBIM MY3BIKOBEIOM cTana 0oi-
rapka, nepeexasiasi Bo @panuuto, — MIBanka CTosiHO-
Ba. HayuHyo JeATeNbHOCTh OHA Hadajga ¢ U3yUYeHHS
nagoB u putMoB OnuBbe MeccuaHa B IUIUIOMHOMN
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pabote «Bompockl puTMa U naaa B TBopuectBe Oinu-
Bbe Meccuana 40-x romoB»! (cpaBHUM: TIepBas poc-
cuiickast MoHOTpagus 00 3ToM Kommo3uTope Buxropa
ExumoBckoro mosiBuiiack uepes 17 jner?). Jlanee oHa
BeImycTmiia B [laprke pasHooOpas3HbIe U aKTyaJIbHBIC
TPYIIBI IO COBPEMEHHBIM Hay4YHBIM MPOOIeMaM U BH/I-
HeHImuM Komno3uropam XX Beka.

B teoperuueckom uccnenoBanuu «Kect — Teker
— My3bika» (1978 [37]) My3bIKOBen MOJHsIA TOTIA
BEChMa HOBYIO M aKTyaJIbHYIO IpoOiieMy — O cTupa-
HUU TPAHUI] MEXKIY BBICOKUM aKaJeMHUYSCKUM HCKYC-
CTBOM, C €70 MHOTOBEKOBOM 3CTETHUYECKOM Tpaauiu-
e, 1 o0OBIZIeHHOM Xu3HbI0. Kak cucremy npuéMos B
oOpa3oBaBIeiics MPOMEXKYTOUHOW IMOJIOCE OHA pac-
cMoTpena (pOHETHKY pa3OpBaHHBIX CIIOB, MY3bIKY AJIS
YTEHHs, CIEKTAKIM MylbTuMenua U T. 1. He 3amss
KPUTHUYECKOW MO3UIUHN K ITUM JKCIIEPUMEHTaM, KOH-
CTaTHUpOBaja HACTYIHUBIIUE CYLICCTBEHHbIC H3MEHE-
HUS B KOMIIO3UTOPCKOM MIPAKTUKE.

KanuranbHeIM TpyaoMm cTajma e€ MoHorpadus
«JTrouano bepro — my3bikanbHbie yTH» (1985 [39]).
CrostHOBa mocTOSIHHO obmanack ¢ bepuo Bo Bpems
paboter 8 UPKAM ¢ 1975 mo 1980 ron. U cBoto kHu-
ry B 512 crpaHull oHa Hamucana ¢ To uupeei, Oyaro
ABTOPOM SIBIISICTCS HE OHA, @ caM KOMIIO3UTop. MoHo-
rpadgus OCHOBaHA Ha OTPOMHOM (PAKTOIOTHYECKOM
Marepuayie, ¥ MBICIN KOMIIO3UTOpA IMPEACTaBICHBI
TaM BO MHOTHX JecsTkax murtar. s ocymiecTsie-
HUSI 3TOH JOKYMEHTAIbHOCTH MY3BIKOBEH HM300pera
OpPUTMHAJTIBHBIA CHOCO0 PACIOJIOKEHUSI TEKCTa KHHU-
T'H — B J]Ba NapajlIe]bHBIX CTOJIONA: B OJHOM IIOMe-
IIeHbI BBICKA3bIBaHHs bepro M MHOTHX JPyTUX Jes-
Tesel KyIbsTyphl, B IpyroM JaéTcs aBTOPCKHUM aHATU3
CrostHOBOI. B nuTatHOM psily ImpeacTaau Mucartesy,
noaThl, (unocodrl, myssikaHTh: Y. Dko, K. Poce,
B. lexom0, D. Canrsunertu, M. Ilpyct, U. Kansu-
Ho, I1. bynes, K. bepbepsn, B. I'mo6Gokap u np. ['na-
Bbl KHUTU BBICTPOEHBI IO aHpam, Cpelud KOTOPBIX
— «Tlomocy («Jluk», Hapoausle necHu, «CeKkBEHIIHS
3»), «ldurare» (Cumdonus), «Crosay («Kpyrn»,
«Onupanuny, «A-Ronne»), «Cuena» («Omepay),
«IlyTsiMu», MHOTOYMCIIEHHBIE ApyTrHe counHeHus. Ha
oOmpHOM npocTpaHcTBe MoHorpadun CTosiHOBa OC-
BEIACT U HEOOBIYHYI0, KpaifHe HIMPOKYIO ICTETHKY
Bepuno, mpuHHUMalONIyl0 U CepUaIU3M, U HapOAHBIE
MECHH, TaKKe aHAIM3UPYyeT ero maprutypsl. Ilo eé
MHEHHIO, TPOU3BEACHHUS 3TOTO KOMIIO3UTOPA CTABAT U
B ONpeeNEHHON Mepe PEeIIaloT OCHOBHBIE IPOOIEMbI
COBPEMEHHON MY3bIKH: BBIPA0OTKa HOBBIX CTPYKTYp-
HBIX TPUHIUIOB TOCIEBOSHHOIO aBaHTrapia, IMOMI-
KITIOYEHUE MY3bIKAJIbHBIX TEXHHUK BHEEBPOIIEHCKOTO
MPOUCXOKIEHHSI, BHECEHHE  HAaTypalUCTHUYECKUX
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3ByYaHMH, TPUEMBI IUTUPOBAHUS M KOJIIaXKa, MOIM-
(uKanys BOKaJa ¥ HHCTPYMEHTAJIBHOM UTPHI TOCpeI-
CTBOM SJICKTPOHUKH, MCIIOIH30BAaHUE (POHETHUKHU CIO-
Ba B CEMAHTHUYCCKUX U ACEMAaHTHICCKUX KOHTEKCTAaX,
npeoOpa3oBaHUe TPAAUIMOHHOTO Teatpa. V3manue
nonyuuio npemuto Axkagemun Hlapns Kpo xax myu-
I1ast KHATa 0 My3bIKe Ha (paHiry3ckom si3bike (1985).

B 3naunrtensHol padore «Kapnxaiini ltokxay-
3eH, “A — 3Byku...”» (2014 [38]) CrosiHOBa OCHOBBHI-
BaeTCsA HA MHOTOUYHCIICHHBIX COUMHECHUSIX M CTAThAX
KOMITO3UTOpa, a TaKke€ MHTEPBBIO C ONM3KUMH eMy
sxeHmuHaMu. CIipaBeiiinBo Ha3bIBas JAHHYIO GUTYPY
CaMbIM KPYIHBIM H300peTaresieM B MY3BIKE BTOPOIf
nojoBHUHBI XX BeKa, OHA pacCMaTpUBAET IIaBHEHIIINE
aCTIEKTHl €r0 TBOPYECTBA: OTKPHITHS B OPraHU3ALUH
MY3bIKaJIbHOTO BPEMEHH, HPUHLIUI (POPMYIBHOCTH
B €T0 KOMIO3HUIMSIX, PAa3BUTHE IPOCTPAHCTBEHHOI'O
napameTpa, MeTaopy CBeTa B CLICHUIECKHUX IIPOU3Be-
neHusix (omepHas renrtajorus «CBeT»), CBA3b C HeceH
Barnepa Gesamtkunstwerk B nHTEpece K TOTaIbHOMY
IIPOU3BEICHUIO HCKYCCTBA.

Co3naBast AByXTOMHBIH «YUEOHUK 10 MYy3bIKaJIb-
HOMY aHaJU3y», CTOJIb pelKkoMy mpeamery Bo dpan-
un (1996, 2000), CrosHOBa MCXOAMIA U3 TPATUIUHA
MockoBcKo# KOHCEPBATOPUU: B TOME 1. — MPOCTHIE U
CJIOXHBIE KJIaccHdYeckue (hOpMbl, B TOME 2 — Bapua-
IIUM, COHaTHAs U 1uKIndeckue Gopmer [40; 41].

TarpsitHa ®paHTOBa co37ana CTONb (yHAaMEH-
TaJbHOE wucclenoBanne o nomudonnn Amnbsdpena
[THuTKe (KHUTA U JOKTOpcKas aucceprauus «[lomu-
¢onus A. IlIHuTKE M HOBBIC TEHACHIMU B MY3BIKE
BTOpO# moJioBUHBI XX Beka», 2004, 2005 [22; 23]),
YTO OHO (PaKTUYECKH CTAJI0 YUEHHEM O COBPEMEHHOM
nonu(poHUH BOOOIIE, C MAKCUMATIBHO EMKUM 0000111e-
HHEM U KJIacCU(pUKaIel MOMTU(POHNUECKHX SIBICHUIL.

Cpenu M3BECTHBIX POCCHUHCKHX HCCIETOBAaHUN
o JgaHHOU mpoOneme Tpyd DpaHTOBOIH BBIIEIHICS
NPUHIUIHAIBHO O0JIee ITUPOKUM TOJIKOBAaHHEM CaMo-
IO MOHATHUS: HE TOJBKO KaK KOMIIO3UIIMOHHOTO, HO U
B KaU€CTBE KaTErOPHHU UEJIOBEUECKOTO MBIIITICHUS, pe-
aNM30BaBlIelicsa B XynokecTBeHHOH cdepe. EE cren-
U(pHUUECKUE YCTAHOBKHM TAKOBBI: MOJUGOHUS — «IIU-
pokoe MeTa(hopHUUecKOe TOJIKOBAaHUE MPUMEHUTEIBHO
K Pa3sHOOOpa3HbIM SIBICHUSAM KYJNbTyphl, UCKYyCCTBa,
YEeJIOBEUECKOTO MBIIIICHUS! U CO3HAHUS»; «HoIugo-
HUsI KaK COBPEMEHHasl XyJO)KCCTBEHHas yHMBEpCa-
mus» [22, c. 12, 41]. B cBsi3u ¢ 5TUM OHA MIPUHUMAET
BO BHMMaHUe MbICIHU (punocodos, nucareneil. Hampu-
Mmep, BbickasbiBanua Kiona JleBu-Ctpoca o XX Beke
Kak 3pe «mnonupoHun noaudoHui» [tam xe, c. 14],
Tomaca MaHHa 0 poMaHe Kak MpPOMU3BEIECHUH, OCHO-
BaHHOM «Ha TEXHHUKE KOHTPAIyHKTa, CIJIETEHUHU TEM,
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B KOTOPOM pOJIb MOTHBOB WIPAIOT UAECU» [TaM Ke,
c. 13]. B cBA3H € UCKYyCcCTBOM KHHO, T€aTpa OMUPaeTcs
Ha uneu Cepres OizeHmreiina, BeeBonona Meiiep-
xonpaa ¥ MH. jp. Ilepexons k monndoHUn B My3bIKE,
@paHTOBa MOKa3bIBaeT €€ B KOHTEKCTE elBa JH He
BCEX BEAYILIMX KOMIIO3UTOPOB XX CTONETHS, BKIIIO-
yas LlIén6epra u ero mkomny, CtpaBuHckoro, bapToka,
Xungemura, [Ipoxodsrera, lllocrakoBuua, Meccuana,
roxxay3ena, [lenucoBa, CnoHnumckoro u T. A. Ilo
noBoay xe noiaudonnu LIIHUTKe OHA yTBEPKIAET, 4TO
JUIA HEero 3TO He TOJbKO TeXHUKa, HO U HJesl TBopue-
CTBa B 1eJoM [Tam xe, ¢. 80]. B cBs3u ¢ ero my3bl-
KO OHa AA€T LENbIi Psii OPUTHHANBHBIX THITOJIOTHH
NoTH()OHUYIECKHX SIBICHHUH, B KOTOPBIX CXBaThIBACT
HOBaTOpPCKME CBOMCTBa My3blkn XX Beka. Hampwu-
Mep, GOpPMBI MOIMOCTUHATHEBIE, PUTMO-KOHTPAITYHK-
TUYECKHe, CUMYJIbTaHHbIe [TaM ke, 96]. TBopuecTBO
[[THuTKE OKa3bIBAETCsl BBEAEHHBIM BO BECH «KOCMOCH
(buI0CcOPCKO-XyN0KECTBCHHOTO MBIIUICHHS XX BEKa.
Oco0ylo TeMy B COBPEMEHHOH My3BIKE pa3pa-
OarpiBaeT Po3a (Pasusa) Cynranosa. [lucceprauuio
oHa Hanmcana o purmuke lammakoma (1987 [19]).
A mocie nepee3na u3 Yzoekucrana B BennkoOpura-
HUIO IIMPOKO pa3BepHyJia AEATEIbHOCTD 110 TPaJAULIHU-
OHHOM My3bIKE Pa3HbIX CTPaH, HCCIIEIYysl COBPEMEHHBIE
o0psimpl Y30ekucrtana, Tamkukucrana, KazaxcraHa,
Typxmenucrana, AzepOaiimkana, Tarapcrana, Typ-
nuu, Kunpa, Adranucrana. Ha pycckoMm si3bIke €ro
BhINyIIeHa paboTa «[lorolee cIOBO y30€KCKUX 00psi-
noB» (1994 [18]), Ha aHrMiiCKOM (3aT€M KOPEHCKOM)
—kHura «OT mamManu3Ma — K Cy(pu3My: KCHIIUHBL, UC-
naM U Kyastypsl Cpenneit Azun» (2014 [42]), Haxo-
nstest B iedatyl «llomyssipHast My3bika AraHucTaHay
[43], «My3bIKa TIOPKOS3BIYHOTO MUPA: OT MIAMaHCKUX
TOJIOCOB — K MaKOMY, OT 3UKpa — K XHUI-XO1my» [44].
PaccmorpuM HekoTOpble U3 mpobiieM B padorax
CynranoBoii. Ha ocHOBe auccepTaluy oHa BBITYCTH-
na paboty «O B3aUMOCBA3SIX YCyJIsl U pUTMa MeJo-
U B BOKanmbHBIX 4acTsx Lllammakomay [17]. Torma
mpoOieMa PUTMHKH B Ha3BaHHOW 00JacTH emé He
Obuta sicHoil. CynTaHoBa caeiaia psx YETKUX BEIBO-
IOB 1Mo m30paHHON Teme. OHa KOHCTaTUpOBaja, 4TO
K y30€KCKOW KyJbType HE ClleyeT NPUMEHATh IMOJ-
XOZBI CO CTOPOHBI €BPONENCKON MeTpopUTMUKH. [Tpu
CYLUIECTBOBAaHMM B OJHOBPEMEHHOCTH MeEJOANYeE-
CKOM JIMHUM MOIOILEro rojioca M ycyis Ha YIapHOM
HHCTPYMEHTE IIeTIeCOO0pa3HO BHICTH COCOMHEHHE B
OJJHOBPEMEHHOCTH JIByX PUTMHUYECKHX CUCTEM: B Me-
JIOAUM — NPUHLIMIT KBAHTUTAaTUBHOCTH (KaK B aHTHY-
HOCTH [0 H. 3.), @ B yCyJle — IPUHLUI KBaJIUTaTUBHO-
CTH, UAYIIHUNA OT TPAJAULHUH BOCTOYHOM PUTMHUYECKOU
OoCTHHATHOCTH. [Ipu 3TOM PUTMUYECKUE CTPYKTYPHI
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yCyJIsl HE CIEAYET BBIpa)kaTh Kak JEJSAIIHecs Ha eB-
poIENCKUe TaKThl: OHU — UMEHHO YCTOHYUBBIE, UCTO-
PHUECKH CIOKUBIINECS (Popmyavl, YTO CBOHCTBEHHO
MHOIUMM KyiabsTypaM Bocrtoka. AHanusupys pasiud-
HbIe TonucoueTanusi, CylITaHOBa paccMOTpeNa U BO-
IpOC O TOJMUCEMaHTUYHOCTH MEJIOAWH U YCYIIs, TO-
Ka3aB MX OTIMYHE B OTHOIICHHM K JHHAMHKE BCCH
MY3bIKaJIbHOH (hOPMEI.

Hccnenys npobieMsl HCTOPUIECKON TPEEeMCTBEH-
HOCTH HCIaMCKHUX KYJIBTYpPHBIX TpPAAUIMA B MHpeE,
B nepByto ouepens, B CCCP, CynraHoBa Ha mpumMepe
CoBerckoro Y30eKkucTaHa pacKpblIa YAUBHUTEIBHBIHA
CIOCO0 UX COXPAaHHOCTH — Yepe3 TPaIULHUOHHEBIE 00-
paapl xkeHMH. OHA MOCBATHIIA 3TOMY padoTy «My3bI-
Ka, COXpaHEHHas 3a CTeHOI» [16]. ABTOp 0OBsCHSET,
YTO COBETCKAasl BIACTh OOPOJIaCh HE TOJBKO C IPaBoO-
CJIAaBHOH IIEpKOBBIO, HO U C HOCUTEIISIMH MYCYJIbMaH-
CKOHl Bephl, OHa BHJENA TaM HE MEHBIIUX BpParoB M
cTapajach pernpeccupoBaTh My>kuuH. Y Tonpko crps-
TaHHbIE BO BHYTPEHHEM, H30IMPOBAHHOM OMEIICHUU
WYKapH >KEHIIIMHBI MOTVIH MOJIIOJIEHO COBEPIIATH CBOU
TpPaIuIMOHHBIE O0psIIbl. A OOpsIIbI 3TH OTHOCHUJINCH
KO BCEM BaXHBIM MOMEHTAM UEJIOBEUECKON KU3HHU:
POXICHUIO, CBaAL0E CO BceMU eé dTaramH, Ipeooe-
HUIO TpynHOocTel, cmepTu. Kak numer CynraHoBa 00
U3y4aeMOM PETHOHE, «CETOIHS MOXHO YK€ C yBEPEH-
HOCTBIO CKa3aTh: BCSI TPAAUIMOHHAS KyIbTypa OKa3a-
J1ach B pyKax JKEHIIUH» [TaM XKe, ¢. 36].

OCHOBHBIMHU TEOPETUUYECKUMU IPOOIEMaMH B pa-
0oTax 1KoJbl XOJOMOBOK cTaiu (HrUI0coCcKo-3cTe-
THUYECKUE, KOMIIO3UIIMOHHBIC U IIPOOIEMbI My3bIKaJIb-
HOTO COJIep KaHMUA.

U3 gunocoghcro-acmemuueckux npobneMm Bblze-
JIUM T€, YTO HOAHSTHI B UCCIEAOBAHUAX O KOMIIO3H-
Topax Asctpuu XX Beka, Hukomae O6yxose, Cepree
IIporononose, fInnuce Kcenakuce.

JlBe KamuTagbHbIE KHUTH O KOMIIO3MTOpax AB-
ctpun XX Beka BoimycTuna Hatanbst Biacosa: MoHo-
rpaduto «TBopuectBo Apnonpaa L&nbdepray» (2007
[7]; ona 3amuTHNa €€ KaK JOKTOPCKYIO JUCCEPTAIHIO)
u KHUTY «Anexcanap Llemnunckuii. JKuszHp u TBOpue-
ctBO» (2014 [6]), mepBoe KpymHOE HCCIeqOBaHUE 00
3TOM aBTOPE Ha PYCCKOM SI3BIKE’.

B xnure o lllénbepre camocTosTensHas HepBast
9acTh TOCBSMICHA (MIOCO(HH, 3CTETHKE, a TaKKe
MO3TUKE B TBOpUECTBE Kommosutopa. Ho Odmbiryro
9acTh TPyAda COCTAaBISCT AHAIM3 BCEX COYMHEHUI
B XPOHOJIOTHYECKOM HOPSIIKE, OT MIEPBOTO /10 MOCTe -
Hero. Xots ¢uinocodus TBopyecTBa maBel HoBoi
BEHCKOH IIIKOJII B MUPOBO# JTUTEparype (He TOJIBKO O
MY3BIKE) OCBEIIICHa OCHOBAaTEIbHO, BiacoBoit ymaér-
Csl BIIEPBBIE Ha PYCCKOM SI3BIKE CIUIABUTH BOCAMHO BCE
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CYIIHOCTHBIE CTOPOHBI €ro MblluieHus. LlenTpansHoe
ompeneseHue, kotopoe aBrop naét LLIEénGepry, — 310
napaooxcanviocms. W nanee cOnocTaBiIsieT yCTpeM-
JIEHHOCTh K HOBU3HE M OXpPAHUTEJbHbIEC TEHICHIUH,
MPUHIUIHAIBHBINA yX0J] OT TOHAJIBHOCTH W BO3Bpa-
LIeHUe K e€ CBOIcTBaM, JIeKJapaluio HHTYUTUBHU3MA
U BBIPAaOOTKY pPallMOHAJIBHOTO METOJa KOMITO3UIINH
U T. A. CyliecTBeHHO MOJYEPKUBAHUE B KHUIE TOTO
MUpPOOILIYIIEHHUs 2I0XH Hadajga XX BeKa, KOTOpoe
BrnacoBa Ha3bIBaeT «‘MaKCHMaJIN3aTOPCKHUH™ magocy
[8, c. 10]. bnaromaps emy IlIénbGepr paccmarpusa-
€T TBOpLa UcCKyccTBa kak Meccuro, boroyenoseka.
He ynymien u muctuimsm unen «Hebec CeneHO0pray
B «Cepadute» banmp3aka, MOBIUABIINIT HA MPEACTaB-
JIEHUE O AeHCcTBUY 12-TOHOBOM cepuu BO BCEX HAIPaB-
JIEHUSIX KOMIOO3ULMHU. B aHanmuTH4eckoil ke 2-i yacTu
Ba)keH TNpodeccHoHaIbHBIN pa3dop Kaxa0ro npor3Be-
nenust LIEnOepra, 4To NenaeT KHATY CTONIb HEOOXOAH-
MO TIpH 00paIeHUH K MY3bIKE KOMIIO3UTOPA.

B co3manuu uccnenosanus o0 Anekcanape Llem-
JIMHCKOM 3aciyra aBTopa O4eBHJHA U3 CaMOro JIMIIb
BbIOOpa TEMBI: 3TOT KOMIIO3MTOD, MPHU KU3HH CTONb
BaKHBIHN 11 HOBOBEHCKOI IIKOJIBI, IOTOM OBLT 3a0BIT
Ha MHOTHE JIECATUIIETHSA, U UHTEPEC K HEMY TOSIBUIICA
JIUIIb TOCNe MCYEpHaHWs TEHACHIUI IOCIEBOEHHO-
ro aeaHrapza. KoMmo3uropckasi JTUYHOCTh «y4HTEINS
[[Iénbepra» mpencraer Kak IMOJHAs €My MPOTHBOIO-
JIOXHOCTB, YTO JAET NMPEACTaBICHUE O BEChbMAa MHOIO-
CJIOMHOI MY3BIKAIbHON CTUITUCTHKE B HIEHOEPTOBCKOM
OKpPY>KEHUH U 3CTETHYECKUX PACCIOEHUSIX BHYTPH 3Ha-
MEHHUTON HOBOBEHCKOM TpoWkH. IlycTh He mokaxkercs
YAUBUTETBHBIM, HO JI€MapKAlIMOHHON JIMHUEH MEXIY
scretukamMu 111€HOepra u LIeMIMHCKOTO CTaHOBUTCA
OTHOILIEHUE K TOHAJIBHOCTH. BTOpoil — mocnenosa-
TEJIbHBIN TOHAINCT, U 3TO NMOT4YEPKUBAET BiacoBa BO
BBOJHOM «abpuce KOMIO3UTOPa U YENIOBEKa» CBOEH
MoHorpaduu. Jlanee oHa ompeaesnsieT ero Kak JUpUKa
10 CaMOM CyTH, KOTOPOT'O HHTEPECYIOT HE «HAIMHUPHBIE
BBICH, HE KPYTHBIE KOHLIENIIUU 1 0000IIeH S, a dKU3Hb
YEJIOBEYECKOH AYIIIH BO BCEX €€ MPOSBICHUIX» [35, . 9].
W3 3T01 3cTETHYECKON TOMUHAHTHI MY3bIKOBENl BBIBO-
JIUT U MPEINoYTEeHUE KOMIIO3UTOPOM BOKAJIBHON My-
3bIKH — MIECEH U omep (Cpeau MOCIEAHUX JI0OOIBITEH
3aMbiceNl Ha croker Makcuma lopbpkoro «ManbBay).
Buytpu mixonsl LHHI€n6epra nokasana 6nu3octs K Liem-
JTUHCKOMY AJjibOaHa bepra, mOCBATHBIIErO TOMY CBOIO
«JIupryeckyro crouTy» ¢ murarod u3 «JImpuueckont
cUM(OHHUM» aJipecara MOCBAIIECHUS.

Huno bapkanas B KaHAMOATCKOW IUCCEpPTaLMH
«DcTeTrka U KoMIo3uropckas texuuka Huxomnas O6y-
XOBa B KOHTEKCTE PyCCKOI0 U (PpaHIly3cKOro MOIEPHU3-
Mmay» (2011 [3]) paccMoTpena TBOPUECTBO KOMIIO3UTOPa
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B CBSI3U CO CIIOXKHEHIIIEH 3CTETHKOMN 3MOXH «Oe3yMHBIX
net» (les années folles, dpaniry3ckoe HazBanune Cepe-
OpstHOTO Beka). 00 O0yxoBe yxe OblLia BBITYIICHA MO-
Horpadust Enensr IonbaseBoit®, e miaBHOU 3a1adueit
OBUIO BOCCO3JaHME TBOPUECKOTO ITYyTH KOMIIO3UTOpA
M0 apXWBHBIM JIAHHBIM, BIIEPBBIC HA PYCCKOM SI3BIKE.
Bapkanast ke BOpAMYIO 3aHSJIACh CEPhE3HCHITMMU
(brIT0CcOCKO-PENTUTHO3HBIMU  BOIIPOCAMH, OJlaromapst
TaKHM OOYXOBCKHM 3aMbICIIaM, KaK I'PaHMO3HOE CHH-
TETUYECKOE Npom3BeneHne «KHuUra Xn3Hm», a Takke
«Tperuit u nocnenuuit 3aset». Ilo Ty TBOpUecTBa
nopoOHbie counHeHus: OOyXoBa MPENCTABISIIN COOO0M
HE YHCTYIO0 MY3BIKY, @ CBEPXHUCKYCCTBO (TEpMHH pycC-
ckoro ¢unocoda Huxonas denopora’®). Ilo cymectsy,
OO0yx0B TpoaomKui (GprnocodCcko-peTUurno3Hyr0 KOH-
nermuto «Mucrepun» Anexcanapa CkpsOnHa, TakKe
3ayMaHHYIO KaK CBEPXHCKYCCTBO, IPH3BaHHOE TyXOB-
HO TIpeoOpasuTh uenoBeuecTBO. bapkanas 1oka3sIBacT,
yT0 OOYXOB MPEACTaBISLI cede CBOIO 0COOYH) MUCCHIO
B MHpe, Kak MbIcnmn e€ CkpsiOuH, a taroke L1IEnGepr.
W3 My3BIKaJIBHBIX BOIIPOCOB €0 Pa300paHbI «IICHXO-
aHaMUTHYIeCKast (opMa» U «aOCOMIOTHAS TapMOHHSD)
O0yxoBa, BrepBbIe 0000IIEH XapaKTep My3BIKAIBHBIX
KOMITO3HULIUH.

B acternueckom koHTEKeTe pycckoro CepeOpsHo-
IO BEKA, a TaKoKe JaTbHEHINX, BeIpadoTaHHbIX B CCCP
YCTaHOBOK I10 OTHOIICHUIO K UCKYCCTBY, BIIEPBbIE BCE-
CTOpOHHE paccMOTpeHo TBopuecTBo Cepres IIpoTono-
MOBa B KaHIWAATCKOM Auccepraunu AHToHa PoBHepa
«Cepreii IIpoTOnomnoB: KOMIIO3UTOPCKOE TBOPYECTBO
u Teoperuueckue padote» (2011 [15]). Iportomomnos
ObUT YyUYCHUKOM 3HAMEHHTOTO MYy3BIKJIIBHOTO TECOPETHU-
ka b. JI. SIBopckoro u ocraiucs IOCIEAOBATENEM €r0
y4eHusl Ha BClO ku3Hb. B 1920-x rogax kxoMIo3uTop
BBIPa0OTaN HOBaTOPCKYIO, MOJECPHUCTCKYIO TIapMo-
HHIO, OCHOBAHHYIO Ha «Iafax $IBOpPCKOro», KOTopas
MIPUCYTCTBYET B OCHOBHBIX €r0 MY3BIKAIBHBIX MPOU3-
BEJICHUSIX, HAIIMCAHHBIX B TO JecATHIETHE: TPEX (op-
TENUAHHBIX COHATaX MU Pa3IMYHbIX BOKANBHBIX COUNHE-
HUAX. OTa TapMOHUS BBIPAXKANaCh MPEUMYIIIECTBEHHO
CHMMETPUYHBIMH JIaJaMu (TTIOA0OHBIMH JIaJJaM OTPaHHU-
YEHHOW TpaHCcmo3ulmu MeccuaHa) ¢ «IMCCOHAHTHBI-
MI» TOHAMH, BBIXOISIINMH 32 PaMKH 3THX JIaZOB, HO
UMEIOIIUMH pa3pelieHue B HUX. TBopueckasi TMYHOCTb
KOMITO3UTOpa 0003peBaeTcst Ha (hOHE MHOXECTBA Te-
yeHuii CepeOpsHOroO BeKa — CUMBOJH3Ma, (QyTypusMa,
KyOu3ma, KyOoQyTypusMma, cymnpeMmaru3Ma, HMIIpec-
CHOHHU3Ma, HKCIPECCHOHM3Ma U Apyrux. Kommosurop
OpPraHUYHO COYETall BOSJUHO YEPThl TAKUX KOHTPACT-
HBIX CTHJIMCTUYECKUX HANpPaBICHUH, KaK CHMBOJIH3M
U KyO6odyTypusMm. UepTbl CUMBOIM3MA MPOSBIISUUCE B
WHCTPYMEHTAJIBHON (hakType W SMOLMOHAJBHBIX Ha-
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CTPOEHUSIX, OT4acTu Onu3kux mo3nHemy CkpsiOuny, a
TaKkKe 4epe3 MHOKECTBO aBTOPCKHUX PEMapOK, Harlu-
CaHHBIX MO-(QPaHIY3CKH M MO-UTAJbSIHCKK (MHOTAA
mo-pyccku). KyOusm BBISBWIICA B CO3JAHUU KECTKUX
(hakTypHBIX 3By4aHHH, TE€OMETPHUYECKH PACTSHYTHIX B
(hakTypHBIE ONIOKH, PE3KO CMEHSIOUIMX ApPYT Apyra u
00pazyoMx KpyHble (opMbl ipor3BeaeHuid. PoBHep
MOKAa3bIBACT TAK)KE U NIOPA3UTENBHBII MEepesoM B 3CTe-
tuke [IpoTononosa, Koraa u3-3a JaBjieHUs BIacTel, o-
JOOHO JAPYT'MM KOMIIO3UTOPaM-MOAEPHUCTaM CTpPaHBbl,
OH ObLJI BBIHYK/IEH paccTaTbCsi C MOAEPHU3MOM B MOJTb-
3y Oojee TpaJAuLHOHHOTO MY3BIKAJILHOIO CTHJIS M TO-
HaJbHON rapMoHuHU. B HEKOTOpOIl Mepe 3TOT OBOPOT
B CTOPOHY TOHAJILHOCTH OBbLT BBI3BaH U COOCTBEHHBIMU
XyAOKECTBEHHBIMH CKJIOHHOCTSAMHU KOMIIO3UTOpa. B
Hadane 1930-x ronoB o Hanmcan onepy «IlepBast koH-
Has», B KOTOPOM COENMHMI YEPTHI CBOETO YXOISILEro
MOJICPHUCTCKOTO CTHJISI C BO3HHKAIOLUIUM TPaJULIMOH-
HBIM CTHJIEM. YXOJ OT MOAEPHUCTCKOTO CTHIIS U JIaJIOB
SIBOpCKOTO OH BBIPA3WJl JIUPUYECKH, COUMHUB POMAHC
«41 Bac mobum» Ha cruxorBopenue Ilymkuna. [To xony
Ppa3BUTHSA MOAEPHUCTCKUN CTUJIb B POMAaHCE IOIJIOLIa-
€Tcs TPAJULUOHHBIM MY3bIKaJIbHBIM S3bIKOM. K KOHITY
*u3HH, B 1948 roxy, IIpoTononoB co3nan 3aBepri€H-
HYIO BEPCHIO HE3aKOHUYEHHOTO MUCTHYECKOTO COYMHE-
Hus Cxpsiouna «lIpenBapurenbHoe JeHCTBOY IS UTe-
11a, Xopa U AByX (hopTenuaHo.

Enena ®depamnonroBa, 00paTHUBILUCH K BOKaJIbHO-
My SAnnucy Kcenakucy, Hanuia HOBbIH (uiocodcko-
3CTETUYECKHUI TOAXO0/ K 3TOM TMYHOCTH U 0OpucoBaja
WHOM, YeM MPUHATO, OOJUK TaHHOTO KOMIIO3UTOpA: HE
aBaHrapIuCTa-KOHCTPYKTHBHCTA, a COL[MAIbHO aKTHB-
HOro TyMaHUTapHs. YKaKeM Ha KaHIUAATCKYyIO AWC-
ceprauio «BokanbHas Mmy3bika SlHHuca Kcenakuca
Kak ()eHOMEH KOMITO3UTOPCKOro TBOpuecTBa» (2008
[20]), a Taxxke kaury «SHEKC Kcenakuc. BokansHoe
TtBOpuecTBO (2011 [21]).

Bamsin @epanoHTOBOM CYIIECTBEHHO OTIWYEH
OT TIOBBIIIEHHOIO BHUMAaHHUSA K KOHCTPYKTHBHU3MY
B MbinuieHun Kcenakuca, mposBUBIIErocs y Ooiib-
IIMHCTBA MCCIIEAOBATeNeH U 3a pyOeskoM, u B Poccun.
Tunanel, HanpuMep, padotel Auape baxsTeHcnepre-
pa «Snnuc Kcenakuc u croxacruyeckasi My3bIKa: KOM-
MO3ULMSL B I0JI€ HANPSIKEHUS MEXIY apXUTEKTypoi
n marematukoii»®, benya 'mocona «Kcenakuc. Op-
TaHM3AIHs 3ByYHOCTH, TEXHUKH MTMChMa, OPKECTPOB-
ku»’. B CBsI3M C BOKaJbHBIM TBOPYSCTBOM HCCIICIO-
BaTeJIbHUIIA BBIPUCOBBIBAET MHOM 3CTETHYECKUN MU
KOMIIO3UTOPA, KOTOPBIA MPOUCXOAUT OT BKIFOUCHHS
JKUBOTO YEJIOBEYECKOTO T0JI0Ca U CIOBECHOTO TEKCTA.
Ot0oT Mup Oo0JEe KOHKPETEH, AaXe CIOKETEH; Oiaro-
Japsi oOpalIeHUIO K APEBHETPEUECKUM TpareIusiM OH
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TeaTpajieH M COICP)KUT WHOTAA DJIEMEHTHI H300pa-
3UTENBPHOCTH. M ecnm B MHCTPYMEHTAIBHOH cdepe
KOMITO3UTOPAa KaKJIbI HOBBIM OIMyC COAEPKUT (TI0 e
CJIOBaM) TOJBKO «OECKOMIIPOMHUCCHOE ABMKECHHUE BIIC-
pEm», TO «oTopa Ha TPAAUIUIO KYJIBTYPHI — KOPEHHOE
Ka4uecTBO BOKaJbHOU My3bIku Kcenakucay» [21, c. 42].
DepanoHTOBa MOAUEPKHUBACT, YTO UMEHHO B BOKAJIb-
HOHM 00macTu 0COOCHHO HAITISIHO MPOCTYHAIOT U T'y-
MaHU3M, B TPaXIaHCKO-TIOJIMTHYECKHH magoc 3TOro
xomno3uropa XX Beka. OHa yKka3blBaeT Ha Ha3BaHHE
counHeHus «Polla ta dhina» (st nerckoro xopa u op-
KecTpa), B KOTopoM 3By4ar cioBa Codokia: «MHoOTO
€CTh UyZieC Ha CBeTe, YeloBeK — UX BCEX UyAeCHE».
Ccrinaercst Ha HauMeHoBaHHe xopa «Serment-Orkogy
Ha cjoBa KIATBB ['unmokpara. OTMedaet, 4To nepe-
KUB yxkacbl Bropoil MmupoBoil Boiinbl, Kcenakuc Ha-
MUcan Takue COYMHeHUs, kak «Nekuiay («YOHUTHI»)
JUISL XOpa C OPKECTPOM, XOp «3a MUDP».

B ortHOmeHUN Mmy3wvikansHou xomnosuyuu Xomio-
moBa, Oyaydu aBTOpoM 0a30BOTO POCCHUCKOTO yueO-
HuKa «DopMbI My3bIKaIbHBIX Npou3BeneHuin» (CII6.,
1999; 2001; 2006; 2013 [29]), Bcerna TpeboBasa OT
YUCHUKOB OCHOBATEIBHOIO 3HAHUS (OpMBI U pellle-
HUSI €€ HePaCKPBITHIX BONPOocoB. OCTaHOBUMCS Ha He-
KOTOPBIX MpobiIeMax.

IInonoTBOpHBIM IyTh aHaAM3a KOMIIO3ULIUHU OT-
kpbuta Enena MuxanmaenkoBa-CrniprHa, 0OpaTHBIIUCH
k cumdonusimM ['nn Kanvenn. Ona paccMoTpena My3bl-
KaJlbHYI0 (OpMy 3TOr0 KOMIIO3UTOpa HA OCHOBE Opa-
mamypauu. HoBblil METOX €10 IPOAEMOHCTPUPOBAH B
KaHUIaTCKoN nuccepTanuu « Teopetndeckue npooie-
MBI cUM(OHHYEcKOoro TBopuyectBa I'uu Kanuenu: npa-
MaTyprusi, My3bIKaIbHbIH s36IK» (M., 1983) u xHure
«Cumponnueckas gpamaryprust I'uu Kanuemmn» (1997
[13]). OcobeHHOCTAME YBUICHHOM €0 ApaMarypruu
Kanuenu cramu: apamMaTyprudecKuil MapajulesTusM,
O7ouHOE cTpoeHue, subito-KOHTpacT Mmpu cMeHe Oio-
koB. Cam msmuiics ONOK ompeaensercs eJUHCTBOM
THUIIA €TO BBIPA3UTEIBHOCTH, B XapaKTEPHBIX CIIydasx
— CcO3epLareNbHOrO MM JeiicTBeHHOro. Heckonbko
0J10KOB, KOOPIUHUPYIOIIUX HA PACCTOSIHUH, 00Pa3yloT
0co00ro poaa TeMy — MakpoteMy (TepmuH Beprl Baib-
koBolt). KonndaecTBo MakpoTeM MOXKET OBbITh pa3TnuHO
— ot AByX (cumponuu Ne 1-4) o cemu (Ne 6). Dcretu-
4ecKU 0OpUCOBaHHBIN B CUM(OHIUECKON OpraHu3a-
LMY aBTOP CBsA3ajia C HEO3MUYECKOH Apamaryprueit XX
BeKa U TPAAULUSIMU TPY3UHCKON MY3bIKH.

Komno3uiuoHHble U ApaMaTyprudeckue 3aKoHO-
MEPHOCTH B COBOKYIHOCTH C KAHPOBBIMU U CTUJICBBI-
MU TEH/CHIMAMU 110 OTHOLICHUIO K ONEpPe OCBEILEHBI
MHOIO0 B JOKTOpCKO#l muccepranuu «Pycckas omepa
XIX — nauana XXI BekoB. [Ipobnemsl xanpa, 1paMa-
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Typruu, komno3uuum» (2012, Hay4dHbI KOHCYJABTAHT
— Banentuna Xosomosa) [11]. Beumm uccnenoBaHbl
TaKue SpKHe, HOBaTOPCKUE COUMHEHHSI, KaK MacIITad-
Has ornepHas qunorust «Yeproron» Huxonas Cunens-
Hukosa (1981), «OuapoBanubid cTpaHHUK» (2002) 1
«bospeiast MopozoBa» (2006) Poaumona Ilenpuna,
«bennbrit Bcamuuk» Meana Coxonosa (2000), «Korma
BpeMsl BEIXOAUT U3 6eperoB» Biagumupa TapHOIONE-
ckoro (1999) u np. Bonemas yacTh omnep u3ydaniach
BIiepBbIe. JlaHHBIE TPOU3BENEHUS B KOHTEKCTE XyHO-
KECTBEHHBIX MapagurM HCKycCcTBa pyOexa BEKOB MO-
JYyYWId OTpakeHHe B KHHUre «Pycckas omepa BTOpoit
nosioBuHbI XX — Hayasna X XI BEKoB: xaHp, ApaMaryp-
rus, komnosuus» (2011 [12]). B pabote npencras-
JieHa XKaHpoBas KiacCH(UKaLUs ONEpHbIX MPOU3Be-
JeHUH YKa3aHHOIO HCTOPUYECKOTO MEPHUOoa, a TaKkxKe
Memoo ananuza onepul, rue cHopMyIHPOBAHEI OCHOB-
HBI€ MOJIOXKEHUS, SBJIAIOLIUECS ONPEESIOUIMMU PU
HCCIICZIOBAaHUM 3TOro jkaHpa. Kaxmoe KOHKpeTHOe
COYMHEHHE aHAIU3UPYeTCs MO E€IWHBIM METOI0JO0-
THYECKUM KPUTEPUAM: OCBELIAeTCs, MPEXIE BCETro,
cnenu@uKa XaHpa TOTO WX HHOTO OTIEPHOTO IIIE/ICB-
pa, KOTOPBIH MIpeoIpeelisieT, B CBOIO Ouepeab, IpUH-
[UIB MY3bIKaJbHOW IpaMaTypruil U OCOOCHHOCTH
KOMITO3UIIMU OTEPHI B LIEJIOM, BKJIIOYas pa3Hble ypOB-
HU OpraHu3ally — OT HU3LIETO 0 BBICLIETO.

Onbra O3epckas, u3ydass OCHOBHOE, KaMepHOE
U CUM(pOHHYIECKOE TBOPUYECTBO HBIHE 3IPABCTBYIO-
mero kommnosutopa Opus Boponuosa (p. 1952),
KOHCTAaTUpOBajla TaM OTCYTCTBHE CaMOH CHCTEMBI
IIECTH «CIIOCOOMHCKIX» (PYHKIIHIA, a B CBSI3U C 3TUM
— W IPUHIHITHANTEHYIO HEKJIACCUIHOCTE (POpPM, € BO3-
MOXXHOCTBIO IPUMEHEHHS TOJBKO (PYyHKIHOHAIHHOMN
Tpuanabl bopuca Acadrera i-m-t (O3epckas O. B.
«Boponuos 0. B. Ocrernyeckue B3MIAIbI U MY3bl-
KaynbHast koMmrno3unusy [ 14]).

W3 oTnenbHbIX MapaMeTpoB My3bIKaJIbHOM KOMIIO-
3ULIMHU, HAPSAAY CO 3BYKOBBICOTHOCTBIO, BCEra yaes-
eTcsl BHUMaHue purMmuke. Cama XoJomoBa sBJIsEeTCA
aBTOPOM JABYX KHHT TI0 pUTMHKE [24; 25], cyliecTBeH-
HOE MECTO yZIeIsIeT pUTMUKe B MoHoTrpadmu o ['yoaii-
nynuaOoN [28]. Ho coBepmieHHO 0COOBIN ciydait co-
crapiser Texauka Codun ['yGaitmyanHO#, Koraa oHa
BEIpa0aThIBaeT CHCTEMY IIEpPEBOJA BBICOTHBIX OTHO-
LIEHUH B pUTMHUYECKUE. DTH NMPEBpAILEHUs] U3yUEHBI
Haranwmeit Bpyrrep B pabore «“Glorious percussion”
Codun I'yOaiimynuHOM: TpaKTOBKA yHApHBIX, KOMIIO-
3ULNH, cofepx arenbHbl acnekT» [4]. Kommosurtop
WCXOJMT U3 TOH MBICIIH, YTO BCE BBICOTHI — 3TO MYJIb-
Chl BO BPEMEHH, HO MBI UX HE BocmpuHHMaeM. OHa
CTaBUT Tiepes co0oH 3amauy myTéM HU(PPOBBIX BhIpa-
KEHUH MHTEPBATBHBIX COOTHOIICHUH BOIUIOTHTH 3TH
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IIPOIIOPLIMU B OIpenenéHHOM putMme. Mcnonb3yrores
0003HauCHHUS B TepIax BHICOTHI K&KAOTO 3ByKa U pas-
HOCTHBIX TOHOB HHTEPBAJIOB, COOTHOCSTCS CO IIKAJIOH
TEMIIOB ¥ BEJIMYMH TAKTOB, B PE3YJIBTATE YETO MOIyda-
IO0TCSI PSIIBI ONIPEENEHHBIX [UIUTEIBHOCTEH, CTAaHOBS-
IIMECs CIBIIIUMON PUTMUYECKON MTyJIbCalUell HECIIbI-
IIAMBIX BPEMEHHEIX IIyJIbCOB BHICOT. OOEPTOHOBEIC
U TaK Ha3bIBAEMBIC YHTCPTOHOBBIC PSAIBI CIIBILIIMMO
OTPaXAaIOTCS B PUTMaX C YMEHBIIICHHEM WM yBeJIN4e-
HUEM JJIMTEILHOCTEH.

W3yuyas napaMeTpbl My3bIKaJbHOW KOMIIO3UILIUHY,
XomnomoBa OOHapyKuia, 9YTO B COBPEMEHHONH MY3bI-
K€ BCTPEYAIOTCS ¥ CIUTHBIC TTAPAMETPHI, HE JICTUMBIC
Ha TPaAUIMOHHBIE (DAKTYpy, apTUKYIAILUIO, PUTMU-
Ky U T. 1. Takol CIMTHBII ITapaMeTp OHa yBHUJEIa BO
MHOXXECTBe counHeHuit ['ybaiinynuHoii. Y mockonbky
OH MpOSBISIET ceOsl Kak OmpenenéHHas My3bIKallb-
Hasl BBIPa3UTEIBLHOCTb, TO Ha3Bajla €ro «IapaMmerp
9KCIIPECCUN», C AaHTUTE30H (PyHKIUH — KOHCOHAHC
JKCTIpeccun» (Jerato, KOHTHHYaJIbHOCTH (haKTypHl,
MOHOPUTMHUSI) U «JIUCCOHAHC IKCIPECCUN» (CTAKKaTo,
TPEMOJIO, TPEeJb, AUCKPETHOCTh (haKTypHl, MOJIHPHUT-
Musi). M3 Takux OJIOKOB COCTABISIOTCS MY3bIKAIbHbIC
¢dopmsr [28, c. 125, 138, 142, 163 u ap.]. Mpuna Llles-
1I0BAa, BUOJOHYEIUCTKA U MY3BIKOBEH, C IIOMOILBIO
3TOT0 METoJa BIEPBBIE CMOIIA OMPEAEIUTH (Gop-
Mbl 3HaMEHHUTHIX 10 3TIOHOB [JIs1 BHOJIOHYEIU COJIO
(1974), ysugena uérkuii penbed «Detto-I» (1982),
coHatbl «Panyiica!y» (1981/88) u nmpyrux codurHeHHi
(xanmuparckast jguccepraimsa «Couunenust Cogun
I'yGaiinynmuHoil [Is1 BHOJIOHYETIH: NMPOOIEMBI MY3bI-
KaJbHOTO COJCPKAHUS, KOMIIO3UIMA U TPAKTOBKH
uHCTpyMeHTa», 2014 [36]). A Banepus ['opoxoBckas
Hallula JeiicTBUe 3TOro CIUTHOrO mapamerpa y Ilen-
nepenkoro, I'ypenkoro, Ilapra, JlenncoBa, 0COOEHHO
y JlaxeHMaHa M 3aIUTHIIa JUIUIOMHYIO padoty « ‘Tla-
pamMeTp 3Kcipeccun” B My3bike XX Bekay (1995 [9]).

Hakonen, nockonbKy XoJ0NOBOH IPUHAAJIEKUT
COOCTBEHHASI Meopus My3bIKANbHO20 COOEPICANUS, C
BBIPaOOTKOI TBEPIO OOOCHOBAHHBIX W MPOBEPEHHBIX
MPAaKTHKON KaTeropuid, 3Ty MpoOIeMaTHKy O0CBauBalOT
u € yueHuku. U maHHas TeopeTHyecKas KOHIICTIIIHSI
(Bmecrte ¢ paszpaboTkamu kosuier — Jlrogmuinsl Kazan-
uesBoid u Jlrommuier [laiimyxameToBoii) — Hanbomee
HoBaropckas B Poccun Hauana XXI Beka. K BaxHeil-
MM KaTeropusM HOBOTO YYEHHsI OTHOCHUTCS Auaja
«CIIENUAIIBHOE U HECIELHMAIbHOE MY3BIKAIBHOE CO-
Jep>KaHUe» U TpUala «TPH CTOPOHBI MY3BIKAIBHOIO
cojiepKaHusD» (CM. HccieoBaHue XomonoBoi «DeHo-
MeH My3bIKu» [30]).

OnHUM U3 3HAYUTENBHBIX TPYAOB CTAI0 y4eOHOE
nocobue Anapes Kynpsmosa «Teopust My3bIKaabHO-
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rO cofiepxKaHusl. XyJI0KECTBEHHbIC U/IEU €BPOIEHCKON
my3bIkd X VII-XX BB.» 11 My3bIKaJIbHBIX By30B [ 12],
KHUTa TPUHLIUIHAAIBHON Ba)KHOCTH, C IEHHEHIINMHU
CBEJICHUSMH O MYy3bIKe, CIIy’KaIasi 0OOTallleHUIO My-
3BIKAJIBHOTO 00pa3oBaHus B Poccuu.

K cospemenHoit Mys3bike Kynpsimos obGparmics
B nocienHell mase «Conepaxanue uned Mysbiku XX
Beka». Cpeau MOCTABIEHHBIX INPOOIEeM — Xymoxe-
CTBEHHBIC UJEU MOJIEPHU3MA, aBaHTapAa, HEOOAPOKKO
U HEOKJIACCUKHM, B YACTHOCTH, HEOKJIACCUYECKUH 3TOC
CTHJIEBBIX MOJIEJIEH B MY3bIKE NEPBOM MOIOBUHBI XX
Beka (Ha npumepe npousBeneHuit Uropst CtpaBuHCKO-
ro, Ans0ana bepra, JImutpus IllocrakoBuya), cMbic-
JIOBOE 3HAYEHUE CUMBOJIMKHM B My3bIKE BTOPOH IOJIO-
BHUHBI XX Beka (Ha mpumepe counHeHnuit Apso Ilspra,
Anb¢pena lInutke, Coduu I'ybaitmyauHoit). JlanHbIi
TPy, OPUTHHAJILHBIN U HOBaTOPCKUH, COAEPIKUT KOH-
LEHTPUPOBAHHOE COEAMHEHUE HAyYHBIX T'yMaHHUTap-
HBIX KaTeropuii — GuiocoCKux, ICTETUIECKHX, JTUTE-
PaTypOBEAYECKHUX, UCKYCCTBOBETYECKUX, COOCTBEHHO
My3bIKOBeAUeCKUX. OH MO3BOMSET MY3bIKAHTAM JIFO-
OBbIX CIEIHAIbHOCTEH 0CO3HABATh MPOM3BEICHUS pa3-
JIUYHBIX XYIOKECTBEHHBIX HANpaBICHUH M CTUIIEH
CKBO3b IIPU3MY CIIOKUBIIMXCA KYJIBTYPHBIX MApajirm,
a TaKke, 4YTO BECbMa Ba)KHO, COBEPIICHCTBOBATh CBOM
MY3bIKATIbHO-CMBICTI0801 CTIYX KAK OHO U3 CaMbIX He-
00XOIUMBIX MTPOHECCUOHATBHBIX KAYECTB.

VYuenuku npogeccopa mpoOneMaTHKy CoAepKa-
HUS BBOJIWJIA B CBOM pa0OTHI BMECTE C MpoOieMaMu
KOMITO3UIIMH, HCIOJIHUTENbCTBA, MHOTAA CMEXHBIX
Hayk. Tak, B KaHAMAATCKOM nucceprauuu Exarepu-
Hbl AKUIIMHONW «CeMaHTHYeCKHUEe acleKThl aHaIHu3a
tBOpuecTBa A. [IIHutke» (2003 [1]) conepxarenbHbIi
METOJI CIIOXKHIICS KaK MeperyieTeHue CEMUOTHKHU U MY-
3bIKOBeZICHUs (To3aHee Obuia u3naHa kHura «IIpoO-
JIEMbl HMHTEPIPETALMUA COAEPXKAHUS MY3bIKAJIbHBIX
npousBeneHuit Anbdpena luutkey», 2013 [2]). Becob
CEMaHTUYECKHUH OAXO0] ObLI €10 BEIPAOOTaH CaMOCTO-
STEJBHO, B TO BpeMs Kak XOJOIOBa, CO3JaBIIas JIBE
nepsble kHurH o LIHuTKE (OnHY coBMecTHO ¢ EBre-
Hueil Yurapépoit [35]), TeopHi0O CEeMHOTHKH Tyda He
BBOJMJIA.

Kapkacom uccienoBanus AKUIIMHON cTaia Teopust
XonomoBoil 0 TpEx CTOpOHAX comepKaHWs (IMOLMI,
n300pa3suTeNbHOCTh U CUMBOIIUKA). 11 Ha iepBoe MecTo
aBTOP MOCTABUJIA CUMBOIHUYECKYIO CTOPOHY, XOPOIIO
YYBCTBYSl CMBICJIOBYIO IIpupoay My3biku [IIHuTKE. OHA
clienana Takylo COOCTBEHHYIO pa3pabOTKy CHMBOJIMKH
y KOMIIO3UTOpA, YTO JAOLLIa A0 IIyOMHHOH CyTH ero
TBOPYECTBA, 3aTPOHYB CUMBOJIUKY 3TUYECKOTO MOpsiI-
Ka, C KOHTpacToM J100pa u 371a. B cumBonke 351a ObLn
BBIJICTICHBI «3710 HH(epHambHOEY, Wi «das Bose», u
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«3I10 KaK CJIOMaHHOE J00po». A B CUMBOIIHKE 00pa —
«KaTapcuc Kak J0o0po BEICIIEe» U «contritio (TIOKasHKE)
Kak J100po uenmoBedeckoe». My3BIKaIbHBIE OTKPBITUS
AKUIIMHA crienaa ¥ B IByX JIPYTUX CTOPOHAaX COAep-
xaHus My3siku LlanTie. B m300pasurensHOCTH, Ha-
npuMep, oOHapyKHiIa MoKa3 0ecIpeMETHOTO («MBIC-
M JpsiBosiay B «DaycT-kaHTaTe»). B aMolnmoHansHOM
CTOpPOHE, HECMOTPSI HA MHOXKECTBO HETaTHBHBIX 00pa-
30B, YCTAHOBMIIA IIpeoOIalaHie TUHAMUKY MOIBEMOB,

YTO «COAEPIKUT DITYOOKO CKPBITYIO (DYHIaMEHTaIbHYHO
MMO3UTHUBHOCTHY [2, ¢. 87].

B nanHO# myOnuKanuy JTUIIE KPAaTKO XapaKTepu-
3yIOTCS MHOTOYHCIIEHHBIC Pa0OTh YISHUKOB mpodec-
copa. Ho u o mpezacraBineHHOMY 0030py H30paHHOTO
psifa KHUT U AMCCEpTaIlMi BUIHO, YTO TPYABI Hayd-
HOM 1mKoJB! BaneHTnHel Xo0m0moBoil Beeraa ObUH U
OCTAIOTCS Ha MEPEOBOM Kpae pOCCUIICKOTO MY3BIKO-
BE/ICHUSL.
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