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A MILESTONE OF SYMBOLIST MUSIC. A MULTI-PERSPECTIVE EXAMINATION
OF NIKOLAI MEDTNER’S SONATA-BALLADE, OP. 27

I. INTRODUCTION

Among the fourteen piano sonatas by Nikolai
Medtner (1880-1951), the Sonata-Ballade in
F# major, Op. 27 holds an important position. This
applies in context of Medtner’s chronological order
of works as well as to its individual relevance.
The composition supersedes all of the composer’s
preceding sonatas in terms of cyclic architecture
and supra-musical semantics, and, in that respect,
also contrasts significantly with the following
works to come. For the first time in his sonata
output, Medtner realises a bipartite formal outline,
subdivided into three movements, the second and
third of which being connected through an attacca
crossover (Introduzione e Finale) — a concept
similar to that of Beethoven’s Waldstein Sonata, Op.
53 (1803—1804). There are two other earlier works
whose formal design may have served as a model:
Beethoven’s 24" Sonata, Op. 78 (1809), which pairs
a rather lyrical first movement (Allegro ma non
troppo) with a lively and sparkling finale (4/legro
vivace); and Scriabin’s 4" Sonata, Op. 30 (1904), a
direct predecessor of Medtner’s work, which with
its Andante and Prestissimo volando sections shares
Beethoven’s two-movement design. Both works are
written in the key of F# major as well.!

The cyclic character of the Sonata-Ballade
had evidently not been planned at first hand. As
the sketches reveal, the composer had thought of
a composition called “Sonate-Variazionen,” after
discarding his plans for a piano concerto and a
cycle of miniatures at an early stage of the work’s
genesis.” The first movement was eventually
finished in 1912, soon after Medtner had retired
from Moscow to his country estate in the village of
Khlebnikovo, where he was able to devote himself
almost exclusively to composing. In the following
year he performed and published the first movement,
which already bore the subtitle of Sonate-Ballade.
The sonata as a whole, with its sections being
connected through attacca transitions and quotes

of previously established motifs, was subsequently
completed as a three-movement composition in
1913-1914. Medtner performed the world premiere
of the entire composition in March 1914, and it
was published by Edition Russe de Musique later
that year. Interestingly enough, the title page of
that edition (“Sonate-Ballade avec Introduction et
Finale pour Piano op. 27”) retains the subtitle for
the first movement only, so that the A/legretto may
still be considered a single-movement sonata on its
own, despite the completion to a three-movement
work.

The attribute of the “ballade” genre makes it
possible for the composition to be regarded as sort
of a generic hybrid — it is a cyclic three-movement
sonata which contains within it a one-movement
ballade. In that respect, the initial Allegretto hints to
other composers’ ballades and other one-movement
works of descriptive or narrative character. Another
fact is noteworthy: In Medtner’s musical output
that subtitle reappears in the 3™ Piano Concerto in
E minor, Op. 60, “Ballade” (completed in 1942),
a work bearing certain structural and semantic
parallels to the Sonata-Ballade, Op. 27. Similarly to
the sonata, the concerto features a short introductory
movement in the middle of a tripartite structure,
named Interludium. Its subtitle “Ballade” is taken
from Mikhail Lermontov’s poem Rusalka, assigning
to the first movement a narrative directly derived
from poetry, while the subsequent movements draw
from the poem’s atmosphere and main dramatis
personae as well.> The concerto relates to literature
in a stronger way than most of Medtner’s other
instrumental compositions do, and thus features a
more obvious programmatic dimension than in the
case of the sonata.

Contemporary  critiques  were  widely
appreciative of the Sonata-Ballade, praising its
formal and aesthetic mastery, which earned its
composer the Glinka Prize in 1916. For Medtner
himself, the Sonata-Ballade was clearly a work
of great importance. He frequently performed it in
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his recitals, more often than any other sonata, and
recorded it in 1947 for His Master’s Voice, along
with a number of other piano works of his. Given
the many autobiographical and supra-musical
implications that are connected to its genesis,
the sonata is literally bursting with meaning and
semantics, making the work an impressive example
of Medtner’s musical symbolism. In order to make
this associative network accessible for the listener,
we need to distinguish at least three semantic layers:

a) A number of motivic cross-references,
establishing direct connections to at least two
other compositions by Medtner: The Muse, a
song set to a poem by Alexander Pushkin from
his op. 29 cycle; the Piano Quintet in C major,
Op. posth.; and, more distantly, the 2™ Violin
Sonata in G major, Op. 44.

b) Possible references to 19™-century piano
compositions of balladesque or narrative
character. Works that come to mind are the
Ballades by Chopin, Brahms, Fauré, Grieg,
Lyadov, and many other composers.

¢) A religious background, conveyed through
Afanasy Fet’s poem Kogda bozhestvenniy
bezhal, that is connected to the genesis of
the sonata. The poem’s content serves as a
subliminal narrative for the music, and is
enriched by more metaphorical annotations by
Medtner’s biographer Alfred Swan.*

These intertextual narratives must be examined
in greater detail, since they establish a link between
several compositions by Medtner pertaining to
different genres written over a period of over 40
years. However, in this study of the Sonata-Ballade
I had first assumed there existed only the score by
itself, examined it as it appeared, and considered
the aforementioned semantic implications at a later
stage of the analysis.

Il. THE SCORE ON ITS OWN

1st movement: Allegretto — Allegro molto agitato
The movement commences with a serene,
slowly swaying theme in 6/8 meter (molto commodo,
cantabile), reminiscent of the narrative tone of
Chopin’s large one-movement works. In particular,
it points to his Barcarole in F# major, Op. 60 (1845—
46), which Medtner’s Allegretto seems to resemble
not only in its key and narrative atmosphere, but
also in its persistent ternary rhythm. Henceforward,
I shall refer to this subject as the “ballade theme.”
Its regular sentence structure, closing with perfect
cadences in mm. 4 and 9 in a nearly predictable

manner, defines the theme as a self-contained
entity, seemingly lacking any organic connection
to the movement’s subsequent elaboration — hardly
a typical approach for the construction of a sonata-
allegro movement with its need for developable,
open-ended musical material. It is not until the
appearance of a figure in quavers, employing a cycle-
of-fifths sequence (m. 10ff.) that the music shows a
real potential for development. Naturally, it is this
transitional theme and its continuation, a cantilena
marked appassionato, descending from F# (m. 19,
with an allusion to a canon in the following measure;
see Example 1), which much of the material of the
development and coda sections will be constructed of.
As the movement continues to develop, a secondary
theme enters in the key of D# minor (m. 35), later
modulating to A# minor (m. 44). This subject, with
its imitative dotted rhythm in both hands, disguises
the 6/8 meter in a curious way. It remains fragile
in character and unstable in tonality, and, just as
the “ballade theme,” for the most part stays in the
background of the overall motivic development.
When at the end of the exposition section a
closing section might have been expected, there
appears a brief intermediate theme in dotted rhythms
(m. 61ft.). After that, the “ballade theme” enters
again (m. 67, cantando) — but, curiously enough, in
the “wrong” key of F# major, which the exposition
was supposed to leave behind. Medtner plays the
same trick in the recapitulation section, where the
“ballade theme,” starting again in B major, builds
a thematic link to the coda. The unusual manner of
restating the primary theme of the sonata-allegro in
an unaltered manner has been noticed by Aleksandr
Alekseyev, who consequently observed elements
of Rondo form find their way into the Allegretto.’
Ekaterina Podporinova points out that through the
reiterations of the “ballade theme”, each one of the
three sections of the sonata-allegro forms a figure
of an arch, establishing a “crystal symmetry” — and,
what is more, the development section employs
the subjects exactly in the reverse order of the
exposition, which makes the thematic material
“subordinate itself to the idea of mirror symmetry.®”

Example 1 Sonata-Ballad, Op. 27, 18 mvt,
exposition, mm. 19-21
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While the Allegretto is held together by only
slightly altered appearances of the “ballade theme,”
the movement lacks an affirmative relaunch of its
primary subject at the beginning of the recapitulation
section. Instead, there appears a tender and distant
reminiscent version of the “ballade theme,”
sounding in the unexpected key of A major, after an
extended dominant pedal could have easily made it
possible to proceed with the regular F# major (m.
150). Thus, the movement’s recapitulation lacks a
tonic resolution and thereby neglects the traditional
sonata trajectory.

As the movement continues, the ‘“ballade
theme” seems to pass gradually into the background,
although it frames the thematic space of both the
exposition and recapitulation. The F# minor coda
once again presents the transitional theme with the
cycle-of-fifths, starting with a cadence reminiscent
of a very similar moment in Chopin’s Barcarole,
appearing at a corresponding position in the
course of the movement (m. 231; see Example 2).’
Medtner’s coda allows every of the movement’s
themes to reappear, with the transitional theme
gaining special momentum, and ending in the
very same key of the tonic minor. This is a feature
that is rarely found in major-mode sonata-allegro
movements, and of special interest here is the fact
that the Allegretto was first published separately as a
single movement. One might regard this aspect as a
tonal inconsistency, and a number of scholars looked
upon the movement as incomplete, its minor-mode
ending demanding for continuation — but, bearing in
mind that the movement’s exposition appears just as
imbalanced as the recapitulation and coda sections,
this argument cannot satisfactorily explain why
Medtner decided to append two more movements.®
The eventual bipartite structure manifesting the
Allegretto and Introduzione e Finale as two poles
complementary in form and mood owes more to a
concept of integrative balance than to a strive for
tonal resolution.

Example 2 Sonata-Ballade, Op. 27, 18 mvt,
m. 231 // Chopin, Barcarole, Op. 60, m. 93
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However, in the multi-movement context of
the final version, the Allegro molto agitato coda

is harmonically connected to the onset of the 2™
movement. The F# minor triad is occasionally
enriched by the major sixth D# (mm. 285 and
287), as if to prepare for the attacca transition to
the Introduzione, which starts with that very sixte
ajoutée chord (see Example 3). In the movement’s
last measures, Medtner employs a G major triad
(Neapolitan sixth in F# minor) and Eb’ fifth-sixth
chord instead of a regular antepenultimate and
penultimate cadential progression,” and with the
Phrygian clausula G-F# replacing a clear V-I
cadence (see Example 3).

Example 3 Sonata-Ballade, Op. 27, 1 mvt,
final measures 293-297 // 2™ mvt, mm. 1-2
‘Q‘Qg“—g_b% ..%bg § T = gé”ﬁg,mes:m: =
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e B e | e
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2" movement: Introduzione (Mesto)

The short Introduzione in F# minor, possessing a
quasi improvisando mood, is less tightly constructed
than the first movement. The gloomy initial subject,
marked pesante, uses a harmonic minor scale
with sharpened sixth and seventh degrees, which
the composer was evidently fond of. The subject
features a tripartite syntax, with a C# minor episode
in dotted rhythm as its middle part (mm. 9-16). The
central section of the movement starts with a steady
tenebroso melody (m. 25) as the secondary theme,
now stabilising the key of C# minor. According to
Yuliya Moskalets, this second theme resembles the
Gregorian chant Dies irae sequence, making the
passage function as “A depiction in Medtner’s music
of evil and the demonic element.'”” In the following
measures Medtner introduces a phrase of crucial
importance, the so-called “Muza” motif. After
being brought in as a restrained left-hand subject
in m. 37, developing to a chordal pesante theme
(see Example 4), this motif unfolds to a network
of intercontextual references and self-quotations,
which will be subject to the following chapter of
this analysis. As a sort of a recapitulation, the initial
theme returns in a brighter F# major version (m.
49), before it is restated again at the ending of the
Introduzione, now in a sombre unison and in the
key of D# minor (m. 65). It finally halts at a fermata
on the note B, thus preparing for the entry of the 3™
movement, and anticipating the subject of the fugato
implemented into the finale’s development section.
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Example 4 Sonata-Ballade, Op. 27, 2™ mvt,

middle section, mm. 4449
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3" movement: Finale (Allegro)'

The finale’s beginning is of a seemingly indecisive
character, twice halting on a subdominant chord as if
unsure how to proceed (mm. 4 and 8). The primary
theme, displays an idiosyncratic upbeat figure in
dotted 16" notes, and once more falls short of the
expectations raised by a sonata’s final movement.
Being anything but affirmative in its character,
it gropes its way forward into a sentence-like,
hybrid thematic structure of sixteen measures, the
continuation phrase itself forming an eight-measure
sentence. In m. 48, the secondary theme in Eb major
establishes a cross-movement connection as it quotes
the “Muza” motif from the Introduzione’s middle
section, presently shaped as a dolce pacatamente
cantilena in Eb major (m. 48ff.). Later, this theme will
be transformed into a two-part canon in F# major as it
reappears within the recapitulation section (m. 314f.;
see Example 5). The exposition restarts as if it was to
be repeated from m. 79 on, but then modulates to Db
major before reaching the secondary theme, revealing
that the development section had already begun.

As the fugue subject gradually disappears, the music
increases in intensity and dynamics, leading to an
extended passage without a clear tonal centre. All
of the themes of the Introduzione are quoted and
varied in juxtaposition with occasional allusions to
the finale’s primary theme. This dense development
culminates at a fermata on the polychord C major
/ F#" (m. 270). At that point, there is a link to the
recapitulation section.

In the last portion of the movement, the transi-
tional theme from the 1% movement reappears,
once again descending from F# and replenishes
the canonical treatment of the secondary theme
(m. 334)."> The Maestoso stretta then functions
as a polyrhythmic combination of the sonata’s
most important subjects, including the “bell-like”
restatement of the “ballade theme” from the 1%
movement (m. 353ff.; see Example 6). Thus, the
entire sonata is eventually legitimated as a hybrid
formal entity comprising at once a single-movement
ballade and a cyclic multi-movement structure. These
contrasting concepts are realised independently from
each other, and Medtner achieves their synthesis
through the overarching quote of the “ballade theme”
at its ending. This dithyrambic apotheosis gives an
impressive close to the composition, which was of
emotional and spiritual importance to its creator, the
intertextual dimension of which has not yet been
considered within this analysis.

Example 6 Sonata-Ballade, Op. 27, 3 mvt,

Example 5 Sonata-Ballade, Op. 27, 3™ mvt, stretto, mm. 353356 (two of three staves)
recapitulation, T T T T T T, -

mm. 314-318 (thematic reduction) P et ety Pt ——
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In the middle episode of that section, Medtner
challenges the listener and performer with the
extensive fugato, its subject taken from the
Introduzione’s initial theme (m. 130). First, a regular
four-partexpositionin Bbminorisrealised with entries
of the theme starting with Bb and F. The fugato then
deviates from the standard in a piui risoluto passage in
G minor, starting anew with entries on Bb, D and 4 (m.
154). Eventually modulating to Eb minor, Medtner
proceeds with another four-part entry scheme (m.
172), making it possible for multiple allusions to the
finale’s primary theme to appear in the lower voices.

I1l. A MULTITUDE OF HERMENEUTICS

As has been shown, it is possible to analyse and
appreciate the Sonata-Ballade as a three-movement
cyclic work, comparable to such works as César
Franck’s F minor Piano Trio or Scriabin’s Piano
Concerto, Op. 20. However, in addition, the work
is part of a musical-semantic network, established
by the reference to poetry by Afanasy Afanasyevich
Fet. Moreover, Medtner introduces a certain
autobiographical context through self-quotation.
This is evident in the recurrences of a certain phrase
named the “Muza” motif by a number of scholars,
according to its first considerable appearance in the
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Pushkin song Muza (The Muse), Op. 29 No. 1.7
This phrase is subject to a series of intercontextual
quotations, valid for a certain group of compositions,
most of them being key works in Medtner’s oeuvre.
It is important to emphasise that these implications
apply to the 2™ and 3™ movements only, whereas
the balladesque Allegretto stands for itself. The
metaphorical context of spring-time, pastoral scenes,
and buoyancy, applying in particular to the “ballade
theme,” is predominant in an assessment by Bernard
Pinsonneault and, more precisely, in Alfred Swan’s
description, suggesting that the three movements
be characterised as “beautiful spring on earth,”
“temptation in the desert,” and “the same spring
again, but aspiring to heaven, and with bell-ringing.'*”
Pinsonneault’s and Swan’s associations are based on
oral transmission and the composer’s notebooks, but
in any case they remain somewhat speculative. By
no means do they provide a programme necessary
for the reception of the music,"” and could more
appropriately be considered a spiritual narrative,
effective in the background.

When tracing back the origins of the
“Muza” motif, we find that it has two sources,
distinguishable from each other in a slightly altered
melodic outline. First, the motif is developed as a
homophonic sketch, underlain with a line from Fet,
and in linear melodic motion with rising and falling
seconds (see Example 7). Fet’s poem is untitled,
starting with the very verse referenced by Medtner
“Kogda bozhestvenniy bezhal lyudskikh rechey”
(“When the God-like fled human speech”).!® In a
free account of the Gospel of Matthew, it depicts
the temptation of Christ in the wilderness and his
assertion against the devil through overcoming the
temptation. The sketch is undated, but origins from a
very early stage of Medtner’s creative life, probably
during the first years of the 20™ century. Christoph
Flamm found it among a number of drafts for the
C major Piano Quintet, a work not to be completed
until four decades later. Although Medtner did not
claborate these three measures as belonging to a
complete song, they are nonetheless important for
the instrumental works to follow.

Subsequently, the motif appears in a more
distinctive contour within the mentioned song Muza
(The Muse), the first piece from a set of seven songs
set to Pushkin’s poems, Op. 29, written in 1912 or
1913. Here it comprises a significantly descending
major sixth (see Example 8). What both versions
have in common is their melodic anacrusis and a
three-note repetition, before rising a major second

10

on the downbeat. In the song, the corresponding
passage (m. 11ff)) bears the text “i gimni vazhnie,
vnushennie bogami” (“and of great hymns, inspired
by the gods”). This line maintains the religious
context of Fet’s poem, but with the plural form
“bogami” now pointing towards polytheism. After
the 1* movement of the Sonata-Ballade Op. 27 had
already been finished, the Pushkin song may have
directly preceded the composition of the 2" and 3™
movements.'” It seems likely that Medtner’s idea to
elaborate on the “Muse” motif within the sonata is
associated with the Pushkin setting, since he uses the
motif in exactly the same appearance as in the song.
Example 7 Fet sketch (quoted after Flamm

1995, p. 193)
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Example 8 Seven Poems by Pushkin, Op. 29, No. 1:
Muza, mm. 11-14 (voice part only)
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In his handwritten conceptual notes to the
Sonata-Ballade, however, Medtner once again
refers to Fet’s poem — in particular to its last stanza
that is concerned with Jesus’s answer to Satan and
rejection of his offer. The composer directly links
verses to certain passages of the music that would
later form the 2™ movement of the sonata, which
may be understood as a paraphrase of Fet’s line
“i satana ischez” (“and Satan disappeared”),'® with
its initial theme characterising the devil."” Later,
by the first appearance of the “Muza” motif within
that movement, entering in a middle voice within
figurations (m. 37), the devil’s disappearance is
depicted. Its continuation, a chordal realization of
the motif marked sostenuto, pesante (m. 44ff.; see
Example 4), is connected to the words of Christ in
Fet’s poem “Pred bogom gospodom lish’ preklonyay
koleni” (“Before God alone bow your knees”).?
One might even conclude that the reiteration of the
“devil’s theme” in the tonic major (m. 49) indicates
that he has been overcome by Christ. The finale
of the sonata presents, in Medtner’s own words, a
“variation” of the Introduzione’s topic, related to
Fet’s phrase “i angeli prishli” (“and angels came”).?!
Here the “Muza” motif is finally developed to a full
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cantilena, functioning as the movement’s secondary
theme. It finally culminates in the work’s stretta,
realised in a brilliant figure in the right hand that is
combined with the 1 movement’s “ballade theme”
in the middle staff (m. 349). The sonata finally
closes with an enthusiastic burst of the “Muza”
motif, in a chordal pesante / allargando that, as a
I — #IV7 — V7 — T cadence, sums up the work’s
harmonic and motivic content, and simultaneously
hints back to the theological struggle of the 2™
movement.”? All of these quotes employ the
“Muza” motif as heard in the Pushkin song, with
the characteristic descending sixth, and do not refer
to the smoother melodic outline of the Fet sketch.

A decade after completing the Sonata-Ballade,
shortly after his emigration from Russia, Medtner
introduces reminiscences of the “Muza” motif within
the 1% movement of his 2™ Violin Sonata in G major,
Op. 44 (1925). Here the motif is reduced to its first
four notes, appearing several times in a remarkable
nonfunctional harmonisation during the movement’s
introduction (m. 16ff.). Later, the same contour
emerges in G minor during the secondary theme
zone, now in the violin part, and in a mainly diatonic
environment (m. 80ft). The rather anonymous contour
of a twice-repeated note, followed by an ascending
second, weakens the motif’s referential quality, and
detection of a derivation from the “Muza” motif may
seem insecure, if not questionable.

More distinctly, the “Muza” motifis incorporated
in the C major Piano Quintet, Op. posth., Medtner’s
opus summum — a work that encapsulates all of
his musical, aesthetic and spiritual values, and
in which “his artistic and religious convictions
are finally united.?” Its genesis spans a period of
nearly 50 years before being finally completed in
1948. The hermeneutic implications of Fet’s Kogda
bozhestvenniy bezhal are of even greater relevance
here due to the Quintet’s explicitly religious content
— at least two of its three movements were originally
inspired by biblical texts. In the 1% movement, the
linear version of the “Muza” motif is introduced as
an expressive secondary theme of the strings (m.
711f.), giving an exact reproduction of the melodic
contour and the Lydian-mode harmonization of the
Fet sketch, while the movement closes with the more
expressive version as heard in the Muza song (m.
215ft.). In the middle section of the 2™ movement,
the “Muza” motif reappears as a violin cantilena,
transposed to A minor (m. 41ff.). Among its many
further occurrences, one of the most remarkable is
the transitional passage connecting the Quintet’s 2™
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to its 3 movement—the motif repeatedly sounds
in the upper voice, harmonised with a progression
of triads in tritone relation (m. 68ft.). Moreover, the
musical topos of a hymn, possibly derived distantly
from Pushkin’s line “i gimni vazhnie,” comes to
clear expression in the finale’s march-like secondary
theme, marked quasi Hymn. Whereas the preceding
works quoting the “Muza” motif made use of only
one of its instances, the Piano Quintet finally unites
and synthesises both.

IV. CONCLUSION

Given the numerous semantic implications
caused by the so-called “Muza” motif (an overview is
given in Figure 9), it seems somewhat inappropriate
to name that phrase solely after the Muza poem.
This label hints toward Pushkin, while its original
inspiration by Fet’s poetry and the descendance
from a biblical context is neglected. Another
possible, yet unintentional notion is its proximity
to the title of Medtner’s book My3a u mooa (The
Muse and Fashion), his aesthetic legacy, published
in 1935.2* T suggest that, if the term is maintained,
its use should be limited to occurrences in a secular
context or directly related to Pushkin. For the more
frequent usage in a distinctly religious environment,
as in the Piano Quintet, the phrase might more
suitably be referred to as a motif of “temptation” or
“overcoming.” However, one does not have to be
aware of the mentioned implications to perform or
analyse the Sonata-Ballad. The composition will also
work as a piece of absolute music, due to its cyclic
structure and teleological design, aiming towards the
finale’s stretta. However, if we dare to submerge into
its deeper semantic layers, the sonata will prove to be
an unique work of Symbolist art, unfolding the most
personal and idiosyncratic of its creator’s aesthetic
views to the listener. It seems hardly possible to come
closer to Medtner’s artistic personality than here.

Intertextual relations between
Medtner’s Op. 27, Op. 29
/1, Op. 44, and Piano Quintet

1stmvt: Allegrecto(>Ballad<) 2nd mvt: Inaoduzione — 3rd mvt Finale

T B [ G|

MT Ballad: Fsharp <— MT: A
ST: d#/ a# \ ST + coda: f#

F

Figure 9

Beginning: f# <————

Early sketch of the .
»Muzac motif [Fet]

MT: F#
ST:Eb
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> Fugue:bl /el

=]
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! Other sonatas by Medtner with a bipartite outline
and an introductory first movement are the Sonata-
Vocalise in C major, Op. 41 No. 1, and the Sonata-Idyll
in G major, Op. 56. The succession of Canzona matinata
and Sonata tragica, Op. 39 Nos. 4 and 5, forms a pair of
compositions with similar teleology. Dolinskaya 2013,
p- 120, draws a connection to the relationship of the
introduction and sonata-allegro section of the E minor
Sonata, Op. 25 No. 2, as well as to the two Skazki, Op. 8.

2 See Flamm 1995, p. 436ff., and Martyn 1995, p. 95f.

3 Flamm 1995, p. 249f. quotes from Medtner’s
programmatic notes to the 3 Piano Concerto, with its
2" movement (Interludium) being “just an introduction
to the finale.”

4 See Swan 1967, p. 79f.

5 See Alekseyev 1969, p. 281: «HeoObIuaiino yacTast
JUTSl COHATHOTO aJUIerpO TIOBTOPHOCTH TJIABHOW TEMBI
NPUBHOCUT B HEro 3JIeMeHThl poHmo». The continuous
changes of mood, expressed in the alternation between
the bright “ballade theme” and the gloomy contrasting
subjects, are described as a process of “emotional
swaying” or “swinging” (ibid.: «x3mMounOHaIbHAS packay-
ka»), producing a dialectic struggle between light and
dark forces. The similarity of the Russian verbs packa-
yams (to start swinging) and pacckasame (to narrate)
may be more than just a coincidence in this context.

¢ My translation of Podporinova 2007, p. 139f.:
«MHOTOYpOBHEBas (KPUCTAIUTHYECKAss CHMMETPHSD CO-
CTaBysieT <...> opraHu3anuio neppoi yactu Conarsl-ba-
nanel, op. 27. 3aech <...> KOMIIO3UTOP BEICTPANBAET apOy-
HBIE CBOJIbI IKCIIO3UIIUMH, Pa3pabOTKU U penpusbl. <..>
Ha KaXXIOM JTaIl€ UX MOABJICHUC MMOTYUHACTCA UICC 3€P-
kasnpHOCcTHY. The author inapplicably marks the interme-
diate passage (m. 61ff.), preceding the restatement of
the “ballade theme” in the exposition and recapitulation,
a closing zone («3I1» for «3akiounTeNbHAS MAPTHSD).

7 Plaistow 1976 perceives these chords as an allusion
to Chopin. I would go even further and call them a
quotation, for it is only the higher octave of the anacrusis
that distinguishes Medtner’s cadence from m. 93 of
Chopin’s Barcarole, Op. 60. See also Martyn 1995, p. 96.

8 Kalendarev 2005, p. 32, considers the coda an
unsatisfactory ending with a need for continuation in order
to “prolong the broken line of the development and bring
the piece to a stable conclusion.” See also Plaistow 1976.

° For Malikova 1967, p. 302, the Eb” is an altered
subdominant chord of the preceding Neapolitan harmony
— an interpretation that fails to illuminate the progression
to the final F# major («uyxnpiii fis-moll’to <BBOmSIIIHID
AKKOP/I <IPHUIIIEI U3 TOHATBHOCTH MPEIbIIyIIeH <Hearo-
JINTAHCKOW)> FapMOHMM B Ka4eCTBE IIPUHAJUIC)KALIEH €l
QJIBTEPUPOBAHHOM CYOJJOMUHAHTBIY).

10 My translation of Moskalets 2004, p. 126: «O6pa3
3710TO, IEMOHHUYECKOTO B My3bike MeTHepa CHMBOIH3H-
pyercs NnOCpeACTBOM TEMbl, HHTOHALIMOHHO CBSI3aHHOMN
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¢ cexBenier Dies irae». The similarity only applies
if the first note ofthe Dies Irae is omitted and without
considering Medtner’s repeated notes.

' The first edition of 1914 only reads Allegro. In the
printed copy owned by his English student Edna Iles,
Medtner added a handwritten Sempre al rigore di Tempo.
This amendment was taken over into the Soviet Edition
of Collected Works of 1959, probably through Anna
Medtner’s influence, and omitted again in the Muzika
edition of ¢. 1975, for whatever reason.

12Boyd 1980, p. 24, writes about an “almost forgotten
phrase from <...> the first movement,” allowing the
music “to proceed naturally to a transformed version of
the first (‘Erdenfrithling”) theme.”

13 Vasilyev 1962, p. 139, was the earliest author to
notice this derivation in his brief study of Medtner’s
piano sonatas, even if he only stated the motif to have
accompanied the composer through his entire musical
output. Plaistow 1976 called it the “Pushkin theme.” Boyd
1980, p. 23ff, has first examined the intertextual and
motivic relationship between Op. 29 No. 1, Op. 27 and
the Piano Quintet, Op. posth., but without illustrating the
spiritual and poetic background in detail, and neglecting
the two different sources and melodic guises of the motif.
However, Boyd’s terminology (“the ‘muse’ theme”) was
maintained by many other authors to follow and eventually
became a topical phrase in Medtner scholarship.

14 My translation of Swan 1967, p. 79f.: ein herrlicher
Erdenfriihling, ” “Versuchung in der Wiiste,” and “derselbe
Erdenfriihling, aber schon gen Himmel strebend und mit
Glockengeldute.” See also Pinsonneault 1959, p. 38: “au
premier [mouvement], c’est le théme du Printemps, avec
ses joies, ses chants, mais sans croyance en un Créateur.”

15 Dolinskaya 2013, p. 119: «Conara — counHeHHE
HEMPOrPaMMHOEY.

16 Lacking a reliable English version of Fet’s poem, 1
made the translation of these lines by myself.

17 Since the composition dates of the individual pieces
from the song cycles Opp. 28 and 29 are hard to determine,
it is not quite clear if the Pushkin song Muza really precedes
the use of the “Muza” motif in the Sonata-Ballade. Martyn
1995, pp. 97 and 103, suggests it to be the other way round
— but given the close neighbourhood, or even simultaneity,
in the genesis of the song and the sonata, the question which
piece was finished earlier might not be relevant at all.

8 Dolinskaya 2013, p. 119 quotes Medtner’s
handwritten notes to the sonata, which are preserved in the
Moscow State Glinka Museum for Musical Culture, fund
No. 132, archival unit no. 56, p. 6). The corresponding
lines are: «II yacTh Kak ObI Bapuallysi, OTHOCSINAACS K
cnoBam: U carana ncues.» See also Flamm 1995, p. 438f.

1 Moskalets 2004, p. 127, refers to this subject as
«rema crpaganus» (“theme of suffering”).

20 Swan 1967, p. 79, had already quoted this line with
reference to the composer’s oral transmission, but failed
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to clarify its origin in Fet’s poetry. This background
remained a somewhat blurred in the writings of the
following decades, and scholars tended to give only
vague hints, mostly unaware of Medtner’s sketches and
handwritten notes, until the issue was finally put straight
in Flamm 1995, pp. 194 and 438f. For an alternative
translation of the Fet line, see footnote 22.

2 Dolinskaya, ibid.: «IIl yacTp — Bapuanus, OT-
Hocsmasicst Kk cioBaM: UM anrensr mpunum.» The term
“variation” must be understood here not only as a means
of thematic transformation, applied to the “Muza” motif,
but also as a metaphysical concept of staging an idea in
different light. Cf. Dolinskaya, op. cit., p. 120: «OcHoB-
Ho¥t Xxapakrep MHTepMentio [sic!] onpenenser MapiieBas
MOCTYIIh TEMBI LIECTBHS, pa3BUBAIOIICHCS B psijie BapHa-
LU, JINHKS KOTOPBIX 3aBEPILACTCS YKE B (PHHAIIE).
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A Milestone of Symbolist Music. A Multi-Perspective Examination
of Nikolai Medtner’s Sonata-Ballade, Op. 27

Nikolai Medtner’s Sonata-Ballade, Op. 27, is a cyclic three-movement work which incorporates into itself an
independently published ballade as its first movement. The sonata’s refined structure is enriched by a number of
intertextual narratives, establishing motivic cross-references to other compositions by Medtner. In addition, there are
strong religious implications derived from a poem by Afanasy Fet which is closely connected to the genesis of the work.
The article first attempts to examine the score as it appears, and then considers the mentioned semantic implications in
a separate stage of the analysis. The results reveal the Sonata-Ballade to be a unique work of Symbolist art, unfolding
the most personal of the composer’s aesthetic views to the listener.

Keywords: Sonata, ballade, Medtner, Fet, Pushkin, cyclic form, musical semantics, hermeneutics, symbolism,
narrative, spiritualism, self-quotation, muse, temptation

Bexa CMMBOAUCTCKOM MY3bIKM.
MHoroacnekTHbIi aHaAn3 CoHaTtbl-6aAAaAbl op. 27 Hukoras MeTHepa

Comnara-6amnana op. 27 Hukonast MetHepa sBisieTcs! IMKINYECKUM TPEXYACTHBIM COYMHEHHEM, COZIEprKaIlliM MY3bIKY OT-
JIEbHO OIMyONMKOBaHHOM Oaiumazsl B BUAE € mepBoi 4acTH. YToHu€HHas cTpykrypa CoHarel oOoraieHa HEKOTOPBIMA
BHYTPUTEKCTOBBIMU TIOBECTBOBATEIbHBIMU JIEMEHTAMHU, COACPKAIMMUA MOTUBHBIE OTCBUIKH K APYTHM IPOU3BEACHHUAM
xomno3uTopa. [ToMuMo TOrO, OHa HECET YCHIICHHBIH PEMTHO3HBIN TOATEKCT, UCXOSIIINKA 13 CTHXOTBOpeHus AdaHacus
®eTa, TECHO CBA3aHHOTO C HCXOHBIM 3aMbICIIOM COUMHEHHUS. B cTaThe BHavane uccneyercst My3bIKaabHbI TekeT COHATHI,
3aTe€M PacCMaTpPUBAIOTCS OTMEUEHHBIE CEMAHTHUYECKUE OTCHUIKH M0 XOAy AAJIbHEHIIEro aHanu3a. ABTOpP NPUXOIMT K 3a-
KiroueHmto, yto CoHara-6amiana MeTHepa sSBIsIeTCs] yHUKAIBbHBIM IIPOU3BEACHUEM CHMBOJIMCTCKOTO HCKYCCTBA, B KOTOPOM
PacKpBIBAIOTCSI CaMble JIMYHbIE W3 3CTETHYECKUX MO3HUIIMI aBTOpa, 00pAIIEHHbIE K CITyIIATEIIo.

KnrodeBbie cnoBa: conara, 6ayutana, Metaep, ®er, [Tymxkun, nukimmdeckas popma, My3bIKajabHas CEMaHTHKA, Tep-
MEHEBTHKA, CHMBOJIH3M, IOBECTBOBATENLHOCTD, TyXOBHOCTh, CAMOLIUTUPOBAHUE, My3a, UCKYILIICHHE.
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BACH AND NEWTON: ARTISTIC PARALLELS
(ABOUT THE CREATIVE CONTENT OF THE URTEXT
OF THE INVENTIONS AND SINFONIAS)*

very professional musician and admirer of
Ethe music of the great Johann Sebastian Bach

knows that the composer’s works demonstrate
him not only as an artist and composer, but also as
a “scientist in music,” who was able to combine in
an ingenious way the laws of artistic reflection of
the world with the laws of logic and mathematical
constructions. By means of intricate details of
the process of sound he modeled space, time and
motion and manifested in artistic form numerous
discoveries, which were in many ways analogous to
the inventions of his contemporary, Isaac Newton.
In his turn, the creator of classical mechanical laws
gravitated towards artistic methods in his scientific
methods. Thus, Newton, similarly to many great
thinkers of the past, aspired to express the profound
laws of the world in an artistic literary form. Albert
Einstein wrote about Newton: “He combined in one
person an experimenter, a theoretician, a master and
to no degree less an artist in his exposition. His joy
of creation and lapidary precision are demonstrated
in every one of his words and images” [5, p.116].
Few people attach importance to such a hardly
conspicuous circumstance that Bach, in the manner
of a scientist and inventor, in his composing method
made use of methods of the exact sciences — physics
and mathematics — and also “discovered” and
reproduced in music many regular laws of physical
types of motion, including mechanical laws. In his
instrumental works, particularly in his instructive
pieces for clavier, he manifested in sound imagery
practically all the types of mechanical motion that
were studied at that period of time: ascending and
descending, “running,” spherical, laminar, helical,
incremental, sinusoidal, etc. He also focused his
attention on the scientific nature of the wavelike
patterns of oscillatory motions. In his Inventions
and Sinfonias the composer constructs in the form of
sound the principle of the work of a pendulum (the

* Translated by Dr. Anton Rovner.
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Invention in F major and the Sinfonia in B minor),
while many of his other Inventions and Sinfonias
establish not only the various types of motions, but
also the means of transmission of the systems of
tension or voltage systems connected with them.
In other words, in a way parallel to Newton, Bach
“carried out research” of the laws of nature and
the Universe, having penetrated in an ingenious
way into the very essence of the motion of matter,
having draped into musical form a large quantity
of combinations which reflected the connections
of the models of motion in the outer world [4,
p. 36—45]. As a researcher of space and time, Bach
takes on the role of a “pioneer-scientist,” arraying
in the elaborate logic of its constructions the artistic
picture of the world, nature and the Universe.

As a composer and performer Bach was
concerned about the issue of perfection of perfor-
mance, which he also examined as an issue of
perfection of the quality of the construction of
musical instruments. He promoted the idea of the
possibility of combination in one musical instrument
of keys differing in the level of pressure, which
would also vary in their configuration (circular,
square, etc.). Moreover, he also experimented with
combining different timbres. Bach invented the
“lute-harpsichord” (Lauten-Klavier), sketching it
out and asking instrumental master S. Hildebrandt to
manufacture it. In Mulhausen he constructed pedal
chimes for the St. Classius organ, thereby solving on
the level of an inventor the problem of correlation of
physical efforts with the depth of sound.

The composer’s lifetime coincided with a
period of transition towards use of new musical
instruments capable of playing in the well-tempered
scale. Bach was one of the first musicians to realize
the immense historical significance of this reform
and took a direct active part in inactivating it. It
consisted not only in composing musical works,
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such as, for instance, the “Well-Tempered Clavier,”
but also in searching for a technology for building
new musical instruments. Technical invention was
one of Bach’s main points of interest, even though
he tended work slowly and with difficulty on his
inventions, according to the observations of Albert
Schweitzer observations. In any case, the solution
of such specific artistic tasks helped disclose the
synthesis of the composer’s logical-constructive
approach with his artistic thinking.

Bach’sbreadth of scope and artistic activities also
revealed the special attention on his part towards the
mathematical disciplines. The composer’s personal
library included a collection of old books on
mathematics, which he studied thoroughly. Reading
these books strengthened the logical, conceptual
mode of his thinking, while yet another sphere
of artistic activity — namely, poetry — served as a
source of his artistic inspiration. It is well-known
from a number of sources that Bach wrote poetry in
the Saxon dialect. Unfortunately, his poetic works
have not been preserved up to the present time;
neither are the subjects, means of versification
or content of Bach’s poetical oeuvres known.
However, some perception of the literary method
of exposition of thoughts is provided by various
documents: the composer’s personal and business
correspondence, memorandum and consistories. In
these, just as in the composer’s musical language,
there is a perceptible sense of logic, clarity and
plasticity and a lack of false pathos and agglomerate
of words. It could be said that Bach’s poetic essays
are similar to Newton’s avocation with painting, by
means of which he gave representation to many of
his scientific designs. The need to depart from the
tight framework of professional specialization arose
for the composer, as well as for the scientist, as the
result of the specific qualities of their personalities,
the specific level of development of their universal
capabilities and the aspiration of their individual
talents for various diverse forms of expression.

The outstanding aptitudes of the artist and
the scientist were revealed in the Inventions and
Sinfonias as pieces distinguished for their special
gift of immersion into the laws of development of the
physical characteristics of mater: their manifestation
of time and space in the mirror models of numerous
(vertical and horizontal) inversions, positions of
coagulation and unfolding of the musical text — the
guide towards information about the outer world.

“Inventions” was a title given to pieces in
which it was necessary to emphasize the element of
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novelty, inspired ideas, discoveries, etc. From one
perspective the composer’s choice of the title for his
set pieces was made very accurately by him, since
his Inventions are really full of inventiveness, sharp-
witted combinations and “artifice.” This assertion can
be validated by the fact that the first 15 pieces (the
“Inventions” or “Two-Part Inventions”) are endowed
with a graphically fixed, short-hand notation of
horizontal and vertical semantic oppositions. This
short-hand text may be unfolded by the performer
into different diverse variants of a secondary musical
text (the performer’s musical scenario) with a
change in the initial content and modifications of the
previously set semantic structures. It is not perchance
that the 15 pieces forming the second half of the
cycle — the 15 Three-Part inventions — were called
“Sinfonias.” The title indicates at most concrete score
instructions contained in the notation, differing from
a “short-score” reduced to a two-staff system in the
Inventions. As a rule, this creates stylistic allusions
to the sounds of chamber combinations of vocal and
instrumental trios with single-timbre (Sinfonias No.
1-3) or many-timbre (No. 4-14) indicators of quasi-
orchestral meanings of acoustic images codified in
the musical text.

On the one hand, the urtext of the Inventions
presumed a varied statement from the start, being
essentially a shortened type of notation. On the
other hand, its unfolding is maintained by the
composer’s version, the semantics of intonational
formulas of which defines the primary meaning,
which is important in the rendition of the situation
created by the performer. For a musician who turns
his or her attention to the Inventions and Sinfonias,
it is quite possible to immerse into their artistic
domain by means of the process of modification
and transformation of the specified semantic
oppositions. From this perspective and from
this point of view working on the Inventions and
Sinfonias presupposes fulfilling two main goals.
One of this — posing the traditional problem of
interpretation — is the re-intonating of the musical
text by means of “regulators” of meaning — tempo,
dynamics and articulation. In this case the Inventions
and Sinfonias, being essentially instructive pieces,
may be viewed as repertoire compositions for solo
performance of the composer’s musical text.

The opposite goal consists in the technique of
restatement of the urtext with the use of the technology
of unfolding a short score into a full score. To carry
out the latter task in contemporary conditions two
pianos would be needed with the participation of two
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performing partners, which would expand the timbre-
coloristic possibilities of the action of transforming
the short-score into a full score.

When turning to Bach’s clavier music legacy, the
theory and practice of performance pays attention
only to the first question, at that, exclusively in the
aspect of articulation, which is examined with no
connection to semantic analysis or the semantic
deciphering of the subject or meanings of intonation
and lexis. This assertion provides the foundation for
different variant renditions of the same intonation
with diverse shades of meaning. At the same time,
the semantic categories themselves as well as their
oppositions may be revealed in the utterances text
by means of semantic analysis, which creates artistic
motivation and would set the goals of articulation in
a more precise way. Let us notice that restatement
of the musical text does not presume notating all of
its numerous variants and is not written down, but
exists as an “oral” musical-verbal form of activity.

The process of the performer’s “initiation” into
the unusual technology of the transformation of
the primary text may be conditionally divided into
several stages, each of which forms the algorithm of
realizing “the short-score into the full score.”

The chief operating element in this process is
that of semantic oppositions, which are present
in the musical text of any composition from the
Baroque period. In the context of the Inventions
and Sinfonias these structural units, by being
frequently repeated and recognized, carry out
the role of situational signs, models of ensemble
music making, which migrate from one musical
text to another. The performer is required to fulfill
two goals is to master the technique of analysis of
semantic oppositions and to learn the means of re-
exposition with the use of techniques of doubling,
registration, ornamentation and mirror-retrograde
shifts of dialogic structures.

On the first stage it is possible to make use of
elementary didactic procedures: after becoming
familiarized with the musical text of the score,
instead of the traditional “playing the counterpoint,
voice by voice” to learn the text by means of
“reading off” each semantic opposition separately
from the lines of the musical notation, regardless of
where they are situated on the staffs of the musical
score. For example, in Invention No. 4 in D minor,
as well as in a number of others — No. 1 in C major,
No. 3 in D major, No. 8 in F major, etc., the semantic
opposition of solo — continuo is apparent. But while
in the actual folk dances the position of each of the
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aforementioned parts was located on separate lines
or in one voice, in the Inventions and Sinfonias their
positions are combined in a more intricate way.

Upon unfolding the urtext, it is important
to bring out in the musical text of the position of
each semantic segment permeating the oppositions,
meaning that the semantic segment is not always
equal to a contrapuntal voice, which is why it may
be notated on different staffs of the systems and pass
from one line to another. Let us examine this process
on the example of Invention No. 1 in C major. At
first the performer would play, for example, the
continuo part with its traditional combination of
timbres of lower strings and cembalo, then the
part of the soloist, which provides ornamentation
to the basis and carries out the task of imitation of
the sound of the harpsichord (the problem situation
“How would this sound on a harpsichord?”). Upon
the first performance the thematic replies are
performed by two hands alternately, as is written in
the musical text. When the technique of “reading
out” is mastered well enough, it would be possible
to perform the piece together with a partner. In this
case, the continuo will sound in the low register,
while the solo part would sound in the upper voice.

The process of the subsequent mastering of the
piece would take place with a permanent partner;
a performance of the Invention on two instruments
would also be highly desirable. In this case, one of
the partners would perform the part of the continuo
by making use of the techniques of doubling and
registering, while the other would play the “solo
part on a harpsichord” — i. e. the ornamented line.
For imitation of the continuo sound it is necessary to
double the part in octaves and to transfer the sound of
the upper line into the lower register. The position of
the soloist’s part in the upper register is corresponded
with the content of the ornamental melody in its
“harpsichord” version of sound. The effect will
be enhanced if the melody will be supplied with
melismas on the basic strong beats of the measure.

During their preliminary work, it is necessary
for the performers to learn to see and to disclose in
the three-part texture the dialogic structure with the
functionally opposing semantic lines, consisting of
the ornamental line (solo) and the foundation in the
bass (continuo).

After that it becomes necessary to carry out a
semantic analysis of semantic oppositions and to
determine the intonation-related lexis.

This is no less significant a process, since the
possibility of variant-related transformation of
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the semantic oppositions depends on the content
of intonation-related lexis. Thus, for example, in
Invention in D minor (No.4) the foundation of the
continuo is comprised by the “rhythm of pace”:
notwithstanding the triple meter, the figure acquires
a semantic effect of an “image of a procession” as
the result of interaction with a concise common
meter of two- and four-measure units of division.
The “rhythm of pace” discloses itself through
the ostinato, which repeats unalterably while
accompanying a constantly changing (varied) solo
part. The incorporation of the “figure of the cross”
in the strong beats of mm. 1-4 and 3-6 of the
musical text highlights the doleful tragic character
of the content of the piece and may be associated
with the Biblical story told in the Gospels. The
“figure of the cross” is encoded into the music and
consists of four pitches presented in concealed form
and may be revealed from out of the overall current
of the ornamental motion by means of articulation.
The solo part presents a semantic opposition to the
“rhythm of pace” and is presented as an element
of ornamentation. In the examined Invention the
element of ornamentation is unfolded by means of
incorporation into the musical text of the technique
of diminution. After having reduced the written out
diminutions into matrix-like schemes, the performer
will once again run across the “figure of pace.”
Thereby theinitially opposing semantic constructions
turn out to be structures that are inwardly close to
each other and mutually complementary. In the
present example a secondary image appears, which
is dolefully tragic and at the same time lyrical,
demonstrating the basic principles of unfolding the
musical intonation in this Invention. However, if the
impact of one of the “regulators” of meaning — the
tempo, articulation or dynamics — is enhanced, this
would generate new content, which would appear
as a result of this interaction. The latter may be
proven by the redaction (i. e. interpretation) carried
out by Ferruccio Busoni, bearing the tempo Allegro
deciso (fast and decidedly), dynamic markings with
a predominance of forte, and articulation following
the principle of playing “the eighth notes staccato
and the sixteenth notes legato.” In this case the
Invention would sound fast, brightly and rather airily,
almost in the manner of a scherzo. The redaction
(interpretation) of Busoni essentially demonstrates
the mechanism of transformation of the musical
text, since it changes radically the meaning initially
established in the intonation vocabulary. It is quite
apparent that there may be multifold variants of
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interpreting the text, but everything must depend on
the semantic contents established in the text, and the
main criteria for authenticity must be demonstrated
by the urtext.

An analogous construction of semantic
oppositions of the various segments of the musical
text is contained in Invention No.8 in F major. In
pedagogical practice it is customary to regard it as
a technical contrapuntal composition, in which by
following the rules of articulation it is necessary to
follow concisely the rule of “eighth and sixteenth
notes.” It would seem that there is no cause for
objection here. However, let us attempt to look at
the urtext of this composition in a different way.
It would be logical to presume that upon selection
and connection of two rhythmic figures opposite
to each other, the composer could have based
himself on the tradition of manifestation of several
concepts-symbols which existed in the artistic and
philosophical consciousness of the epoch. In the
given situation it could have been the perception of
time in the physical space expressed in a concrete
image — the mechanism of a clock. One of the most
important symbols was presented by the “principle
of the pendulum,” which conveys the idea of even
motion and steady balance. A similar manifestation
of the category of space and time was also presented
in Sinfonia No. 15 in B minor. Here the meter and
the rhythm express a persistently accented pulsating
motion of time and a “circling” of the rhythm, not
fettered by indications of tempo or time.

An important peculiarity of research work on the
Sinfonias is the ability to view the transmigration
of models, where the primary opposition may
pass from one voice to another, from one line
of the musical text into another, at the same time
intensifying the meaning of one combination or
another or transforming in a mirror-like fashion into
its opposite: solo or continuo, depending on either
the situation of music making or that of preserving
the musical text. A number of the Sinfonias (for
example, No. 4 in D minor) contain images of vocal
lines — i. e. the vocal duo of soprano and alto. The
continuo part resembles an instrumental ensemble
accompanying the vocal lines. On a similar basis
related to the subject and semantics, careful study
may be made of Invention No. 9 in F minor, in
which the intonation-related vocabulary reminds
of many arias for alto voice from Bach’s cantatas
and Passions. A similar image is also contained
in Sinfonia No. 11 in G minor, which is based on
imitation and calls-over of two independent vocal
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parts. In Sinfonia No. 10 in G minor the ostinato
pattern presents a rhetorical figure — the bass
formula, common to many of Bach’s compositions.
In this case, performers of this intonation-based
etude may distribute the roles in the following
manner: the first performer may take the ostinato
pattern, while the second may play the ornamented
melody. To achieve a full-score ensemble quality of
sound, the performer of the ostinato part must apply
the technique of octave-doubling, while the soloist,
taking into account the process of choosing the
quasi-timbres, must double the melody and make
use of register transfers. It is possible to work the
same way with Sinfonia No.9 in F-minor, in which
Bach makes use of the passus duriusculus as an
ostinato figure.

Thus, in the process of performance of Bach’s
Inventions and Sinfonias it is possible to keep in
mind along with the interpretation of the primary
musical text also the idea of further work on it in
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terms of transforming the music. The latter presents
an important element in the path towards developing
an individual ingenuity, which Bach instructed us
by having created independent versions on the basis
of the technology of unfolding the primary musical
text on the basis of variation. This process is carried
out by means of semantic oppositions, which are
present in each one of the Inventions and Sinfonias
in the form of contextual signs and images of music
making, and give ground for manifestation of the
imaginary subject matter in each of them.

The formation of the skills necessary for this
kind of rendition of the musical text may occur
following the crucial scheme of “short score-full
score” or “folding-unfolding,” as the result of
which the performer, similarly to the composer,
also becomes an artist or creator with a free mastery
of the technique of achieving the goal of acquiring
ingenuity and capability of working creatively with
the musical text.
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Bach and Newton: Artistic Parallels
(About the Creative Content of the Urtext of the Inventions and Sinfonias)

The article elaborates on how J. S. Bach, parallel to Newton, “researched” the laws of nature and the Universe. In
his sound process he modeled space, time and motion and manifested in artistic form discoveries in many ways
analogous to the scientific inventions of his contemporary. Bach, similarly to Newton, showed himself as a “scholar-
pioneer,” who constructed in the logic of his constructions an artistic picture of the world, nature and the Universe.
He rendered in the music of the “Inventions and Sinfonias” images of mechanical motion, which were studied at that
same time in physics: ascending and descending, “running,” spherical, laminar, obtrusive, incremental, sinusoidal,
etc. He even imprinted the wave-like nature of oscillating motions in the acoustical image of the work of a pendulum
(the Two-Part Invention in F major, the Three-Part Invention in B minor).

The Inventions are distinguished by their special attribute of penetration into the laws of the physical qualities
of matter: here the numerous models of folding and unfolding of the musical text demonstrate forms of alteration
of time and space, which are bearers of information about the outer world. It is not perchance that the pieces in the
second half of the cycle, namely, the 15 Three-Part Inventions, are called Sinfonias. The subtitle indicates at the
quite concrete characteristic features of the score, which presents a musical equivalent of a volumetric tridimensional
space. They may be realized in a musical score for ensemble on the basis of numerous modifications of vertical and
horizontal oppositions of the acoustic images of solo and continuo. The same characteristic features are contained in
the essentially stereophonic voluminous musical text of the Inventions and Sinfonias, convolved into a two-staff short-
score, which may be explicated by the performer into various versions of a derived ensemble score.

Keywords: J. S. Bach and Newton, Inventions and Sinfonias, baroque music making, baroque ensemble practice,
creative music making.

bax u HblOTOH: XyAOXeCTBeHHble MapaAreAmn
(0 KpeaTMBHOM coAep>kKaHuKu ypTekcTa MuBeHumit u CuHcoHMI)

B crarse nokazano, xak U. C. bax, napannensHo HeroToHy, «rccienoBam 3aKOHBI TpUpoas! 1 Beenennoit. Yepes 3By-
KOBO¥ IPOIIECC OH MOAETHPOBAI IPOCTPAHCTBO, BpPEMsl, IBIKEHIE M BOIUIOTHII B XY/I0’KECTBEHHOH (opMe OTKPBITHS,
BO MHOTOM aHAJOTHYHBIE H300PETEHUIM CBOETO COBpeMeHHHKa. bax, kak 1 HBI0TOH, BRICTYIIHII B POJIH «y4EHOTO-TIep-
BOOTKPBIBATEN», BEICTpauBasi B JJOTMKE CBOMX KOHCTPYKLIHMH XYI0)KECTBEHHYIO KapTUHY MUpa, IpUpoasl U Beenen-
Hoi. OH Bocmpou3BEn B My3bike MHBeHIMIT 00pa3bl MEXaHUUECKUX JIBHXKCHUH, U3y4aeMbIX B 9TO BpeMsi (PM3HMKOW:
BOCXOJISIIIIee M HUCXOIsIIIee, «Oeryiieey, chepuieckoe, JaMMHapHOe, BAHTOBOE, OCTYATeNIbHOE, CHHYCOUIANBHOE U
Ip. VM 3aneyatiieHa Takyke BOTHOBas MPUpO/a KojeOaTeIbHbBIX ABWKCHUI B aKyCTHIECKOM 00pa3e paboThl MasTHHKA
(mByxronocHas MaBennms F dur, TpéxronocHas MuBenus h moll).

VHBeHIIMK OTMEYEHBI 0COOBIM 1TapOM ITPOHUKHOBEHHS B 3aKOHBI Pa3BUTHS (PU3MUECKUX CBOWCTB MAaTepPHH: 31€Ch
B MHOTOYHMCIICHHBIX 3€pPKaJIbHBIX MOJIEIISIX CBEPTHIBAHMS M Pa3BEPTHIBAHMS TEKCTA MTOKa3aHbl POPMBI H3MEHEHUsI Bpe-
MEHH H TPOCTPAHCTBA — MPOBOJHUKOB MH(OpMAIMK O BHemHeM mupe. He ciydaifHO BTOpas MOJIOBHHA LKA W3
15 TpEXronaocHBIX MHBEHIMH Ha3BaHA «CHHGOHHUSIMU». 3ar0JOBOK YKa3bIBAET Ha COEPIKAIIMECS B 3alMCH BIIOJHE
KOHKpETHbIE PU3HAKH ITAPTUTYPHI — My3BIKaJIFHOTO SKBHBaJICHTa 00BEMHOTO TPEXMEPHOTO npocTpancTBa. OHU MO-
TYT OBITH peaJM30BaHBl B aHCAMOJIEBYIO MapTUTYypy Ha OCHOBE MHOTOYMCICHHBIX MOAM(UKAIINI BEpTHKAIBHBIX U
TOPU30HTAJIBHBIX OMIO3UINI aKyCTHYSCKUX 00pa30B solo u continuo. Te ke MPU3HAKH CONEPIKUT M CBEPHYTHIN B
JIBYCTPOYHHK — TI0 CYIIECTBY CTePeO(OHNIECKH OOBEMHBIN TEKCT IBYXTOJIOCHBIX VIHBEHIINH, KOTOPBII MOXKET OBITh
Pa3BEPHYT UCTIONHUTENIEM B PAa3TUYHBIC BApUAHTHI BTOPHYHON aHCaMOJIeBOM MapTUTYPHI.

Kirouessie cioBa: . C. bax u U. Hetoron, Musenimu 1 Cundonnu, 6apoyHOe My3UIIMPOBAaHHE, aHCaMOJIeBast
MpaKTHKa 6apOKKO, KPeaTHUBHOE MY3HIIMPOBAHNE.
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PATRICK HARDISH — COMPOSER AND CHAMPION
OF INTERNATIONAL CONTEMPORARY MUSIC

Penaxims xypHana «I[IpobmeMbl My3bIKaIBHONH HayKiD»
IPEJICTABIIIET YUTATEISIM MHTEPBBIO C aMEPUKaHCKUM

KOMITIO3UTOPOM U My3]:IK2UIBHO-O6H_[e-

INarpux Xapnum wussecten B Hero-HMopke He
TOJIBKO KaK KOMIIO3UTOpP, HO U KaK MYy3bIKaJIbHBIN Jie-
arenb. Ha npoTsyKeHUH JUIMTENIBHOIO Bpe-

cTBeHHBIM zesTeneM Ilarpuxom Xapau-
mreM. Komnosurop oOydwancst B JpKymbsipa-
cKkoil mKoie (xoHcepBaropuu) U Ksunc
Komnemxke B HLm—ﬁopKe 1 beHHUHITOH
Komnenxe B mrare BepMoHT y Takux M-
TpoB, kak Bunesm [llummens, Xyan Jle-
manH, Xbtoro Baiicrans, Jlync KonaGpa,
Mapra Ilrammuscka u Otro JIbrOHMHT:
My3pika Xapauilla OpraHM4HO COUYETAET
HOpUEMBI aMEPUKAHCKUX M EBPOINCHCKUX HOBATOPCKHX
My3BIKaJIbHBIX TEUCHHUH, 0OparaeTcst BpeMs OT BpEMEHH
K JMaTOHUYECKOM WM XpOMaTW4ecKod rapmonuu. Bo
MHOT'HX CBOMX COYMHEHHMSIX KOMITO3UTOP IIEAPO MpHUMe-
HsIeT COHOPHCTUYECKYIO TEXHHKY, CO3/1aBasi OpHIMHAIb-
HYIO (DaKTypy, YTO JIeNIaeT €ro My3bIKy OJIM3KOM 10 TyXy
HEKOTOPBIM HAIPABJICHHUSAM €BPOICEHCKOTO aBaHTapAa.
Ero TBOpYECTBY CBOWCTBEH IIOMCK HOBOIO 3BYKOBOIO
IPOCTPAHCTBA M HOBBIX BBIPA3UTEIBHBIX M H300pa3u-
TENBHBIX CPEICTB. BONBIIMHCTBO €ro IpPOU3BEICHUM
HaNMCaHbl 711 HEOONBIINX KAMEPHBIX COCTABOB WIIH
CONTHPYIOMINX HHCTPYMEHTOB. Cpeny OITyCOB KOMIIO-
3UTOpa 0COOCHHO BBIAGNSETCS CEpHsl MbEC MOJ 00IMM
Ha3BaHUEM «Sonorities» («3By4aHuUs1»), CO3AAHHBIX IS
COJTHPYIOIINX HHCTPYMEHTOB — CKPHUIIKY, BUOJIOHYEINH,
KJIapHeTa, BUOpadoHa, opraHa u Jp. XapIulll sBIsSeTCs
aBTOpoM OopkecTpoBoil («Tremotrillsy — «Tpemomno-tpe-
T») ¥ BOKalbHOM (JIBe moambl Ha ctuxu oppu Baiic)
MY3BIKH, a TAKXKEe COYMHEHUH B MHBIX JKaHpaXx.

MEHH OH pabOTaeT B My3BIKAIbHOM OTAENE
Hero-Hopkekoii my6nudnoii 6uGIMOTEKHN.
Honrue roast (1984-2011) on 6bu1 ogHUM
U3 JBYX AMPEKTOPOB (BMECTE C KOMIIO3H-
topoM JIxxo3edom [lepcoHOM) KOHLIEPTHOM
opranmzanun «Composers’ Concordance»
(«Kommo3HuTopckoe  CO3By4ME»), 3aHH-
MAaIOIIeNCs HWCIOIHEHUEM MY3BIKH CO-
BPEMEHHBIX KOMIO3UTOpoB. IlomMumo mo-
MyJISIpU3alliil  TBOPYECTBAa HBIHE 3/IPABCTBYIOIIUX
aMEpHUKaHCKUX aBTOPOB, 3TO 00beIMHEHUE, Oarofapst
yeunusam Xapauia u [lepcoHa, mpeacTaBisuio Iio-
maKy uts ucronuenns 8 Heio-Mopke nponsseenuii
KOMITO3UTOpoB EBpombl. 3a mocieaHue MATHAALATH
JeT mpeicenareibcTBa Xapauina ObUIM HMCIIOTHEHbI
COYMHEHUS] HECKOJIbKUX aBTOpoB U3 Poccuu. IIpous-
BeJIeHHs Xapuila 3By4aT Ha KOHIepTax u ¢ecTuBa-
nsx B Hero-Hopke u apyrux roponax CIIIA, a Taxxe
BO MHOTHX CTpaHax MHUpa, B TOM UYHCIE LEJIOM pAAe
eBponeiickux crpal, Bkitouas Poccuto (Ha dectusa-
ne «MockoBckasi oceHb», B ToctuHoil FOprencon u
Kny6e Cepres bepunckoro B Mockse, Ha ecTHBAIAX
«Cepreii OckoJKOB U ero apy3ps» u «OT aBaHrapiaa
1o Hamux aHei» B [letepOypre u Ha dectusaie co-
BPEMEHHOT0 HMcKyccTBa MMeHn Hukonas PocnaBua u
Haywma ["a6o B bpsiacke).

-p Anmon Poguep

We would like to offer our readers an interview with——and search for new means of expression. Most of his

American composer and musical activist Patrick
Hardish. The composer studied composition at the
Juilliard School and Queens College in New York
and Bennington College in Vermont. Among his
teachers were William Schimmel, Juan Lehmann,
Hugo Weisgall, Luis Colabra, Marta Ptaszynska and
Otto Luening. His music is notable for its synthesis of
American and European innovative stylistic features,
endowed at alternate times with diatonic and chromatic
harmonies. The composer makes extensive usage of
sonoristic techniques applied for the sake of creating
innovative musical textures, which makes his music
akin in spirit to certain trends of European avant-garde
music. His music is geared on exploring new sonar space
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compositions are written for small chamber ensembles
as well as for solo instruments. Especially distinguished
among the latter is a group of pieces, all bearing the
title “Sonorities,” written for various solo instruments
— solo violin, cello, clarinet, vibraphone, organ, etc.
Hardish’s musical output also includes orchestral
music (“Tremotrills” for orchestra), vocal music (“Two
Poems” for soprano and piano set to poems by Dorrie
Weiss) and music written in other genres.

Patrick Hardish is well-known in New York not
only as a composer, but also as a musical activist. For a
long period of time he has worked in the musical section
of the New York Public Library. For many years — from
1984 to 2011 he was a co-director (along with composer
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Joseph Pehrson) of the New York-based concert
organization “Composers’ Concordance,” devoted to
performance of music by contemporary composers.
Besides promoting the musical oeuvres of present-
day American composers, this concert organization,
due to the efforts of Hardish and Pehrson, presented
a platform for performance in New York of works by
composers from Europe. During the last fifteen years
of Hardish’s direction of Composers’ Concordance, a
number of works by contemporary Russian composers
were performed there. Patrick Hardish’s music has

been performed at concerts and festivals in New York,
throughout the USA and in many countries of the
world, especially in numerous European countries,
including Russia (in Moscow at the “Moscow Autumn”
contemporary music festival, at the Jurgenson Salon
and the Sergei Berinsky Club, in St. Petersburg at the
festival for the arts “Sergei Oskolkov and his Friends”
and at the music festival “From the Avant-garde to the
Present Day” and in Bryansk at the Nikolai Roslavetz
and Nahum Gabo Festival for the Arts).

D-r Anton Rovner

INTERVIEW WITH COMPOSER PATRICK HARDISH

A. R.: Could you tell us about your background
as a composer? Where did you study, who were your
teachers, and did you have any early influences?

P. H.: I studied composition at three schools: The
Juilliard School, Queens College (of the CUNY)
and Bennington College. At Juilliard I took several
courses related to music composition and studied
composition there with William Schimmel (a
doctoral candidate in composition) and Juan Lemann
(a Chilean composer at Juilliard on a Fullbright grant
studying with Jacob Druckman). Some of the courses
I took at Juilliard included Contemporary Music
(Stanley Wolfe), Orchestration (Jacob Druckman),
and music history (Joel Sachs), and audited a
seminar on contemporary music with Hall Overton.
I continued my studies at Queens College where 1
received my BA degree. At Queens I took a graduate
seminar in Music Ccomposition with Hugo Weisgall,
Jazz Arranging, Jazz History, Opera Literature,
Orchestral Conducting (Joel Mandelbaum) and
various courses in literary studies, Art History, and
graduate courses in library studies. I later received
an MS degree in library and information science at
the Pratt Institute. While still enrolled at Pratt I took
a composers workshop at Bennington College (July
1980) where I studied with Louis Colabro, Marta
Ptaszynska and Otto Luening. I continued meeting
with Otto Luening back in New York City as a mentor
and friend. He was very valuable to me in helping
me run the Composers’ Concordance concert series
which I stated in 1981. Otto passed away in 1996.
I keep in touch socially with his widow Catherine
Luening. I worked at the Columbia University Music
Library full time from 1978 to 1984. At Columbia I
took the graduate courses of Advanced Orchestration
(Howard Shanet), Music in Modern Media (Frank
Lewin), Music Literature and Librarianship (Susan
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T. Sommer), Contemporary Performance Practice
(Harvey Sollberger), and audited a course in Music
Bibliography (Thomas T. Watkins). I have also
learned a great deal of contemporary music trends by
attending concerts and purchasing sound recordings
of new concert music from all over the world. My
first love in music was big band jazz which I still
listen to (Stan Kenton, Duke Ellington, Don Ellis,
Woody Herman, Benny Goodman), and small groups
(Dave Brubeck, Modern Jazz Quartet) and some of
them still remain an influence on my own works.
My first point of interest in concert music was Igor
Stravinsky ever since my mother bought me an LP
recording of “The Rite of Spring”.

A. R.: Which composers exerted an influence
on your music, and which music you feel especially
close to?

P. H.: My first major influence was Igor Stravinsky,
both his early music and his later neoclassical and
serial compositions. I was especially fascinated by
his “Petrushka,” “The Rite of Spring” and “Renard.”
Another composer who influenced me from my
early days was Claude Debussy, and he continues
to inspire me, particularly in his harmonies and
orchestration, as well as the other parameters of his
music. My other great musical infatuation was jazz,
particularly big band jazz, although it did not really
create a major impact on the music I started to write.
The musical compositions of Bartok and Berio were
early influences, as well as the Polish avant-garde
composers of the 1960s, Krzysztof Penderecki and
Witold Lutoslawski. Later on I was able to discover
for myself the music of Japanese composer Toru
Takemitsu, which produced a great impression on
me. [ am very fond of the music of Jacob Druckman,
whose course in orchestration 1 took, and from
whom I learned much about music, particularly his
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instrumental sonorities. The influence of Takemitsu
has been strong because of his technique, the use
of color, similarly to the influence of Debussy.
Jacob Druckman's influence on my use of color and
extended techniques in music has come partly through
the composer’s orchestration course at Juilliard.

I must also mention Bengt Hambraeus, a
Swedish modernist composer whose music is based
on sonorities. He has a doctoral degree in historical
musicology and is interested in the whole history of
music from all over the world. He has developed new
sonorities for the organ, which has influenced my
organ works. He is also a pioneer of electronic music
in Sweden. The combination of jazz with modern
concert music later called Third Stream in another
influence on my music: composers Meyer Kupferman,
Gunther Schuller, John Lewis (leader of the Modern
Jazz Quartet, Don Ellis, Stan Kenton, et al. Sonorities
has long been of great interest to me. That is one of
the reasons why I have always been very fond of the
modern Polish school of the late 1950s and 1960s,
particularly Penderecki and Lutoslawski.

A very important influence on my music I have
not yet mentioned is Ralph Vaughan Williams in
his use of a tonal harmony mixed with modality.
Although his music is essentially conservative,
it sounds very much like pertaining to the 20th
century, and its modernist effect is mostly due to
the modal element. I especially admire his choral
music. My other favorite choral works are those by
Stravinsky, Hambraeus, and Penderecki.

I also have been fascinated by Aaron Copland
and Charles Ives. The latter’s technique of
counterpoint of many threads going on at one time
making for a big complex mass of dissonance
played very loudly alternating with calmer and
softer music with more consonant harmonies,
appearing suddenly, presents a special distinctive
feature for the composer. This demonstration of
contrast has influenced me in my accordion piece
“Accordioclusterville” for free bass. One other
influence on my “Accordioclusterville” is the
orchestral piece minus percussion “Tri Color Four”
by Danish composer Pelle Gudmundsen Holmgren.
In that composition the composer uses a static sound
with no rhythm alternately for various sections of
the orchestra — first brass, then woodwinds. I do the
same but transfer the idea to the accordion, having
it play sonorities in only the white keys, only the
black keys, and then both kinds of keys. One of my
favorite experimental composers who also adhered
to this type of tradition is Lukas Foss, also well-
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known as a conductor and a pianist: his demise has
been a great loss to the New York music scene. He
was always eager to try out new modern elements
in his music, at the same time making it assessable
to wider audiences. He was equally accessible as
a person. | always enjoyed talking with him. Max
Lifchitz, composer, pianist, conductor and professor
is a very exciting and innovative composer, as well
as a personal friend.

A. R.: Could you describe your music and what
stylistic parameters does it adhere to?

P. H.: My music has many parameters to it.
Several contrasting ideas could appear in the same
composition of mine, yet my own voice could be
discerned in it, after all! In many of my works the
parameter of texture and refined timbre plays a
crucial role. My music makes ample usage of the
different sonorities and especially the extended
timbres of various instruments of the orchestra.
I acquired a taste for extended techniques and
timbre-oriented music from Jacob Druckman, who
was a great expert in that, and I continue to work
along these lines.

Although my harmony has been a mix of free
atonality, modality and cluster technique, I have also
been interested in tonality. I like the way Vaughan
Williams has used tonality alongside with modality.
I want to mention that I have been listening and
studying microtonality more and more. That has not
yet been a major element in my music as of yet, but
I have used it in some pieces since the early 1970s.

A. R.: You have written musical compositions
in different styles — some are more tonal, albeit
possessing intricate innovative textures, while
others are atonal. Could you describe these different
compositions?

P. H.: Most of my compositions possess a very
free type of atonality, not the Webern type, but based
more on sonorities, as well as structure. Some of
them include extended diatonicism, complemented
with generous inclusion of chromatic harmonies.
Generally, my compositions make use of atonality,
microtonality and modality. Very often these diverse
stylistic traits are combined in a single work. For
example, my Two Poems for voice and piano
possess a mixture of tonality and atonality. My
recent organ piece “Sonorities N. 9” is based a lot
on texture. It is basically very modern in its atonality
and extended use of tonality, although, of course, it
is not possible to analyze the harmonies by means
of solely diatonic principles. This is the case with
most of my music. Whether I make use of tonality
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or atonality depends on the individual conception
and compositional construction of each particular
work of mine. I let my ear guide me. Although it is
not always apparent, I do have a certain philosophy
of how I present the musical technique I make use
of in any particular work, though its individual
manifestation depends each time on the particular
piece and on the performers who are playing it.

A. R.: You have composed a set of works for
different solo instruments, each one of which is
called “Sonorities.” They are especially distinct for
their extensively modernist style and ample usage
of the textural and timbral element. Can you tell us
about them?

P. H.: In my musical output there is a special
set of musical compositions which fall into a genre
I have essentially created by myself. I have written
a set of pieces for different solo instruments, all
of which are called “Sonorities.” These works
combine modernist style with extended instrumental
techniques and emotional expression, and they also
explore a certain amount of modernist vocabulary
and extended techniques of playing. They all were
composed for particular performers, who are all
accomplished players. I have written “Sonorities”
pieces for solo violin, solo cello, solo saxophone,
solo vibraphone and solo clarinet.

A. R.: In contrast to these works, your composition
for solo piano “Virginia Fantasy” combines atonality
with extended tonality. What can you tell about its
musical language, and why did you call it this way?

P. H.: The Virginia Fantasy presents a mix
of tonality and atonality, and a most prominent
feature in it is the lasting repetition of arpeggios.
It is not a minimalist work in the literal sense, but
it does incorporate some aspects of minimalism
of the Steve Reich variety, albeit complemented
with more chromatic harmonies and a refined
timbral approach to the textures of the piano. Part
of Virginia Fantasy was inspired by Max Lifchitz's
“Rhythmic Soundscape for piano and percussion”.
I wrote this composition for Max Lifschitz, who is
also a fine pianist, so that he would perform it, but I
had difficulties coming up with a title. So, I decided
that since I wrote the piece at the Virginia Center for
the Creative Arts, [ would call it “Virginia Fantasy.”

A. R.: You have also written “Two Poems” for
voice and piano. What text are the songs written
to, and what is their harmonic language? Can you
describe these songs?

P. H.: My “Two Poems” were composed in 1981
and premiered that year at Barnard College. The two
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poems I set to music are by Dorrie Weiss, a poet
and friend of mine I met at Bennington College.
She participated in the Bennington College poetry
workshop at the same time as I participated in the
composers’ workshop. She showed me some of her
poetry, and I immediately sensed that it cried out for
being set to music. So I followed my urge and wrote
songs to them. The first song is titled “A Valediction.”
It is based more on the sound of the text, rather than
the meaning of the poem. It is strictly for soprano
voice a cappella. The second song presents a great
contrast to the first. It is titled “Before I Awake” and is
written for high soprano voice and piano. In this song
the poem recites about a dreamer who has a pleasant
dream, which later turns into a nightmare. But before
she wakes up, it turns more pleasant, and when she
does wake up, she discovers that that it is a beautiful
day and very sunny. The nightmare is very dissonant
and dramatically atonal, but as sleeping lady wakes
up and sees the beautiful day, the harmony becomes
sunny and more consonantly tonal.

A. R.: Have you written any compositions for
large ensembles or orchestra?

P. H.: I have written only one piece for large
orchestra, called “Tremotrill”. The work was given
this title, since much of it is constructed from various
types of tremolos and trills played by the different
instruments or groups of instruments. Almost all of
the work is very dissonant and atonal. I composed it
in 1980-1981 for the Jamaica Symphony, and it was
premiered at Queens College in 1983 by the Jamaica
Symphony under the direction of Joanne Paletta,
who since then has become very well known as a
conductor. At that time the Jamaica Symphony was a
part of Queens College, and that is where I received
my BA degree. I have revised this work twice since
then, but the revisions have yet to be performed.

A. R.: Have you written music for large or small
chamber ensembles?

P. H.: Other than my “Tremotrill,” I do not
have any more music for large ensembles. I have
written compositions for small chamber ensembles,
including a String Quartet, which was presented at
Bennington College on July 1980. I have written
“Sonorous” for saxophone quartet, which is a very
harmonically dissonant and texturally elaborate
work, consisting of sonorous clusters of sounds. The
work is based in part on my solo piece “Sonorities”
for saxophone, and its manner of writing is very
idiomatic for saxophones. Towards the end of
the work, just before the coda, there is a large
vertical chordal sonority, where each saxophone
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plays a multiphonic chord. Here I bring in a bit of
aleatory musical thinking and gave each player the
possibility to play a chord of their own choosing.
You never know what the chord is going to be,
until it is sounded. That means four performers are
playing a chord of two notes each at a time on their
instruments. Some saxophonists think that it is very
difficult and even impossible to do, but, of course, it
is not only very feasible, but also quite easy to play.

I also have a piece “Duo Concertante” for bassoon
and piano composed in 1981 and premiered that year
by Andy H. Lustig, bassoon and Max Lifchitz, piano
in Manhattan. Mr. Lustig has premiered three of my
bassoon pieces. Johnny Reinhard has also performed
these pieces as had several other bassoonists. The two
other solo pieces are “Sollilouy” (1971) premiered
at Queens College in 1976 and “Intensities II,”
premiered in1978 at Barnard College. I also have a
humorous piece called “2nd Ave. Coffee” for soprano
voice and clarinet. This has elements of Jewish humor
in the voice part and some Jewish music in Klezmer
playing in the clarinet part. This song is written in the
popular vein and mostly tonal. It quotes a Yiddish folk
song. My best chamber piece is Duo for Piano and
Percussion, which is recorded on Finnidar Records
by the Hoffmann-Goldstein Duo (Paul Hoffmann,
piano and Tom Goldstein, percussion). This piece is
very atmospheric and is atonal but not serial. Color
plays an important part as the pianist must play inside
the piano using a coin on different strings. There are
some elements of minimalism in the middle section
in the parts of both players. A greater amount of color,
sonorities, and atmosphere is present toward the end,
with the vibraphone applying different speeds of the
motor. The xylophone solo adds a different texture
towards the end of the piece. I also have written
another piece for percussion, “Sonorities N.8” for solo
timpani, which was commissioned by Peter Jarvis.

My love of jazz resulted in another commission
by Peter Jarvis for solo drum set called “Solo for
Pete” It is not improvised as most all jazz drum solos
usually are. It is all completely written out, but still
it was inspired by some of my favorite drummers:
Buddy Rich and Louie Bellson, and to a lesser
extent, by Gene Krupa and Sonny Pain. Playing the
drums in dance and semi jazz bands was one of my
first musical activities. I took drum lessons before
I studied piano or harmony. This piece is both
commercially recorded (Peter Jarvis) on Composers
Concordance Records and published in an anthology
of drum solos of various contemporary composers
on Calabrese Publications.
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A. R.: For many years you were involved with
“Composers’Concordance,” a concert organization
in New York devoted to performing contemporary
music. The works performed were primarily by New
York-based composers, though a lot of the music
was by composers from other parts of the United
States and by other countries. The other co-director,
for a long time, was Joseph Pehrson, and you were
briefly joined by William Rhoads. How did you
begin your activities with Composers’ Concordance
and what was your experience there?

P. H.: I started organizing contemporary music
concerts when I was taking courses at Columbia
University. Around the year 1981 I was organizing
these concerts on my own, and composer Joseph
Pehrson attended some of them. After one of these
concerts he came up to me and suggested to me:
“Why don’t we organize concerts together? I think
you need help organizing them.” The first actual
concert that Joseph and I jointly organized was in
February 1984 at the Bruno Walter Auditorium of
the New York Public Library. Our next concert was
at the Sulzberger Parlor of Barnard Hall, Barnard
College, That concert and others we later organized
at Barnard always received publicity on WKCR-FM
Radio of Columbia University. On one show I was
interviewed by composer/musicologist and Columbia
University student Frank J. Oteri for a full three
hours. The interview included broadcast of recordings
of performances of my music on tape. We never
established a fixed ensemble, but instead invited
various performers. This has been the principle of the
organization up to the present day, and is continued
by the present group of directors of Composers’
Concordance, who invite different performers in
connection with particular musical compositions.
I continued to organize concerts with Joseph, and then
gradually more and more people got involved; as a
result of that Joseph and I had other composers do
much of the work of organizing the concerts. We still
had a certain amount of music done, we attended the
board meetings. Eventually, in 2011 both Joseph and I
resigned as co-directors of the organization for various
reasons, and the leadership was taken up by a group
of younger composers of the next generation: Gene
Pritsker, Dan Cooper and Milica Paranosic. In 2013
the new directors presented a concert of Joseph’s music
and mine, performing six compositions by each of us.
It was a really wonderful tribute to us as the original
co-directors of Composers’ Concordance. In the last
years when Joseph and I co-directed the organization,
this group of the three younger composers became
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more involved in it and had already started presenting
some of their own programs in entirety.

A. R.: Composers’ Concordance is notable
for being interstylistic in its programming policy,
since it presents in its concerts music by various
composers written in the most diverse styles, and
is not limited to any one stylistic trend in American
or world music. Notwithstanding this, it not right in
saying that the composers who organize the concerts
of Composers’ Concordance, as well as those whose
compositions are performed, remain a group of
friends, and not just an abstract set of composers
whose compositions are put on one program?

P. H.: That is exactly right, although we all have
different ideas about music, as Joseph Pehrson had
said before. We may not always agree, but we had
learned “to agree how to disagree”, and it always
made our concerts very stylistically open and diverse.
I am entirely in accordance with this philosophically.
I can point out that Gene Pritsker may go even further
than me in asserting the influence on his music of all
sorts of pop music, though myself I am not as much
influenced by pop styles. My own influences remain to
be those of modern concert types of music. Gene and
Dan are also performers, and they know the present-
day rock musical scene very well. But that is fine, and
that gives our group even more of a mix of various
stylistic tendencies. However, none of our concerts are
strictly pop music, although Gene and Dan, since they
became co-directors, have been more interested in a
mix of avant-garde pop with classical musical genres.

A. R.: Where has your music been performed,
besides the Composers’ Concordance concerts? As
1 understand, you have had performances in New
York, in other parts of the United States and abroad?
Can you tell us of some of these performances?

P. H.: My music has been performed throughout
the United States and in many other countries,
including Brazil, Tokyo, Japan and throughout Europe.
It was played in Belgium, the Netherlands, Sweden,
Russia, Ukraine, Italy, Germany, the Czech Republic,
Romania, Slovenia and a few other countries. For
example, pianist/composer Robert Pollock has played
my “Virginia Fantasy” at New York University, Long
Beach Island in New Jersey, Belgium, the Netherlands
and Tokyo (Japan). Organist/composer Carson
Cooman has performed one of my organ pieces
in two cities in the Czech Republic, four cities in
Bulgaria, and Slovenia. Swedish cellist and composer
Peter Schuback has performed my cello Sonorities
in Uppsula (Sweden), Rio de Janeiro (Brazil) and at
the Swedish Church in NY. In Russia my music has
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been performed by violinists Mark Belodubrovsky
(in contemporary music festivals in St. Petersburg
and Bryansk) and Maria Margorina (in Moscow),
cellist Olga Galochkina, double-bass player Yaroslav
Lobov, organists Kirill Umansky and Marina
Voinova, soprano Marina Rumyantseva and pianist
Tatiana Rovner. Violinist Volodymir Duda performed
by “Sonorities” for violin in Lviv. I hope that my
music will get in performed in some other countries it
still has not been heard in, for instance, in Australia. I
am an international person, and I really enjoy having
my music presented abroad. In the United States my
music has been performed not only in New York, but
in other parts of the country. It has been performed in
concert halls in cities and in auditoriums in colleges
and universities.

A. R.: I can see that you have a special interest
in European composers and in developments in
European music, as well as the music from other
countries and other continents, besides the United
States. Can you tell us about the composers to whose
music you have stylistic and aesthetic affinity on the
European, Asian or South American musical scenes?

P. H.: I do have more of an interest and affinity
for European composers working in opera because
modern opera by contemporary composers in
Europe has more state/government support. That
is not to say that the opera going public is more
interested in modernistic opera than American opera
composers. A European composer does not have to
concern himself or herself if that person's opera
has commercial success. I am speaking generally.
There are American contemporary operas I do like
very much and some contemporary European ones
I do not care for, bur for the most part American
opera composers play it to safe and are a little too
conservative, at least in my opinion.

In other kinds of work such as symphonic,
chamber music, piano music, choral et al my taste
and interest in the music of composers from different
countries is much more diverse, I will name several
composers whose music I enjoy listening to.

They are Igor Stravinsky (mostly early Russian
works, jazz age, neo classical and a few serial), Bela
Bartok, Claude Debussy, Maurice Ravel, Olivier
Messiaen, Daius Milhaud, Ralph Vaughan Williams,
as well as a number of American composers: Aaron
Copland, Henry Brant, Joel Mandelbaum, Druckman,
Crumb, Joseph Schwatner. Otto Luening, Max Lifchitz
(Mexican American), Stan Kenton, Duke Ellington,
Dave Brubeck, Benny Goodman, and several that have
been important as third stream in some of their works
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such as John Lewis and his Modern Jazz Quartet,
Gunther Schuller, Ralph Burns, William Russo,
Don Ellis, and Meyer Kupferman. Contemporary
European composers that have influenced my music
are Penderecki, Lutoslawski, Ingvar Lidholm, the
Swedish composer, musicologist, Bengt Hambraeus,
Arne Nordheim (Norway), Gudmendsen Holmgren
(Denmark) Erik Bergman, Xenakis, Berio, and
composers from other continents: Juan Lemann
(who was a close friend from Chile), Toru Takemitsu
(Japan) and Peter Sculthorpe (Australia). So as you
can see there have been a wide variety of countries
and a wide variety of composers and many types of
musical influences: American and many others.

One European composer who lived in New York,
whose music I always enjoy listening to, is Dinu
Ghezzo, originally, from Romania, who taught at New
York University, who passed away a few years ago. He
wrote lengthy dramatic compositions based on Greek
mythology, in which he used electronic sounds in
conjunction with various instruments and sometimes
chorus. He often brought into his music elements
of dance and various mixed media. They not only
presented wonderful music, but were very entertaining
too in an avant-garde sense. I could never do anything
like that myself, but I do like his works very much.

A. R.: When you and Joseph Pehrson co-directed
Composers’ Concordance, did you mostly present
New York-based composers, or did you program the
music of composers from other countries as well?

P. H.: We started by presenting composers we
knew from various circles, most notably, the academic
circles, such as Otto Luening, William Bolcom, Max
Lifchitz, Alison Nowak, Alice Shields, et al. Most
of them were American. Soon I started adding a few
European composers and performers such as Swedish
composers/cellist Peter Schuback, who has performed
my cello piece in Sweden and Brazil, and the Chilean
composer and pianist Juan Lemann. At the same
time Joseph Pehrson started programming works by
contemporary Russian and Ukrainian composers. The
international aspect of our programming grew more
and more. This has been important to me not only for
musical reasons, but also because I am an international
person who believes that greater understanding
between people can happen through art and the
appreciation of artists from all over the world.

A. R.: Could you tell us about your work at the
New York Public Library?

P. H.: I worked for the New York Public Library
from 1984 to 2007. At first I was cataloguing music
and sound recordings, videos and DVDs, and later
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I worked on cataloguing some things outside of the
musical realm, such as feature films and things like
that. It was a good job, and I enjoyed it. I was also
on many committees and other related events. I
continue to belong to the Music Library Association
and continue to keep up with trends in the field. I
have a Master’s degree in librarianship.

A. R.: Do you have any long-term or short-term
projects for musical compositions? If you do, our
readers would like to hear about them.

P. H.: I am thinking of composing a religious
Christian work for mixed chorus and organ. I have
been thinking of a Magnificat in English. I would
like to write more songs for voice and piano on
sacred and secular texts, and to compose a jazz
work for big band. I also plan to continue my series
of “Sonorities” pieces for different instruments.

A. R.: Could you tell us about who are the
performers who have played your music? Where
has your music been published and recorded?

P. H.: Selected performers that have premiered,
commissioned, commercially recorded and gave
important performances of my music include
accordionist William Schimmel, who has given the
premiere of my pieces with accordion, percussionist
Peter Jarvis, who has premiered my music involving
percussion, pianist Max Lifchitz, who has premiered
by piano music, pianist Paul Hoffmann, percussionist
Tom Goldstein, sopranos Patricia Sonego and Lori
Corrsin, cellist Peter Schuback, who has premiered
my cello pieces, cellists John Kneiling and Andrea
Berleant, double-bass player William Kannar, who
has premiered my music, marimba player Nancy
Zeltsman, who has premiered my piece for marimba,
clarinetist Esther Lamneck, who has premiered my
clarinet pieces, bassoonist Andy H. Lustig, who has
premiered my bassoon pieces, bassoonists Johnny
Reinhard and Cindy Baez, saxophonist Anthony
Rizzo, harpist Karen Lindquist, who has premiered
my piece for harp, organist Carson Cooman, who has
premiered my organ piece, conductor JoAnn Falletta,
who has premiered my music, toy piano performer
Wendy Mae Chambers, who has premiered my
music involving toy piano, North South Consonance
Ensemble, which has premiered my music, the
Jamaica Symphony, which has premiered my
orchestral piece, the Hoffmann-Goldstein Duo, and
Due East, which has premiered my music.

My music is currently published by Calabrese
Publications and Deffner Publications and is
recorded on Finnadar Records, Capstone, and
Composers Concordance Recordings.
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INTCRVALLIC AND MOTIVIC COHERENCE IN THE LAST SONG OF SCHOENBERG'S
DAS BUCH VON DEN HANGENDEN GARTEN

mold Schoenberg was an innovative
Acomposer, whose music is situated at a

crossroads of styles, the old and the new,
since the composer was a representative of the
aesthetics of two centuries, the 19" and the 20™. An
ardent disciple and follower of the late Romantic
tradition, that of Wagner and Brahms, he discovered
anew harmonic language in the first few years of the
20" century, namely, atonality, which in turn made
way for the twelve-tone technique, conceived by
him in the 1920s. These two trends in Schoenberg’s
music are noted for their extreme difference
between each other, the twelve-tone technique
being distinguished for its complex organization,
while the style featuring atonal harmony, prominent
in the music of Schoenberg and his disciples,
generally thought of as amorphous and leading to
an abandonment of traditional form, structure and
thematicism altogether. In fact, Schoenberg himself
stated that the necessity for the creation of the
twelve-tone technique was caused by the fact that it
was virtually impossible for him to compose large-
scale compositions in the atonal medium (with the
exception of vocal works, since those are guided
by the text) due to the amorphous quality of the
musical material. Among the best-known works by
Schoenberg written in this vein are the monodrama
Erwartung, the 5 Pieces for Orchestra opus 16,
Pierrot Lunaire and the song-cycle Das Buch von
den Hingenden Gdrten, written on the poetry of
Stephan George.

There are two opposing approaches to the
music of this style. One of them is best followed
by the German music theorist and disciple of the
Second Viennese School, Theodor Adorno, who
in his writings, most notably, his book “Quasi Una
Fantasia,” emphasizes the extreme amorphous and
intuitive quality of Schoenberg’s atonal music.
Adorno praises Schoenberg’s atonal period for
its bold break with all the formal constraints of
previous musical tradition, most notably, that of 19
century music. In the last essay of his book, titled in
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French “vers une musique informelle” [“towards an
informal music”], Adorno proposes a new style of
music called “musique informelle” [i. e. “informal
music”’], which is freed of the shackles of all
traditional form and thematicism and is at liberty to
develop naturally on an intuitive level. The theorist
claims that Schoenberg and his pupils Webern and
Berg have achieved an equivalent of this type of
music in their atonal works of the first two decades
of the 20™ century. He brings in Schoenberg’s
Erwartung and the fifth piece from the 5 Pieces for
Orchestra, as well as Berg’s 3 Pieces for Orchestra
opus 6 as some of the best examples of the total
break with thematic constraints, and claims that
in the latter composition Berg actually overcame
Schoenberg’s stumbling block and created a large-
scale atonal work not fettered by traditional form
or thematicism. According to Adorno, Schoenberg’s
subsequent discovery of the twelve-tone technique
paved the way for a regression in his style, a return
to formalized music and a compromise of his radical
avant-garde exploration of new musical sound.

Another approach to Schoenberg’s atonal music
is that of the set theorists in the United States, who
stress the formal element inherent in the composer’s
style of this period, which had harbingers in his
early, tonal works and were subsequently developed
to a greater degree in his twelve-tone works. Among
those one can name Allen Forte, David Lewin,
Milton Babbitt and many others. Some theorists,
such as Allen Forte, prefer to give more attention to
Schoenberg’s atonal music, whereas others, among
them Milton Babbitt, favor his serial compositions.
In a large body of analytical literature one can
discover how Schoenberg’s atonal works, seeming
to be amorphous and chaotic on the surface, possess
a very subtle and refined structural coherence and
harmonic unity, which could be closely analyzed
and traced throughout each composition and/or
movement.

In addition, it is worthwhile to observe that
Schoenberg, starting off as a follower of the German
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Romantic tradition, while casting aside some of its
more obviously recognizable features, retained many
of its discernible elements in either an implicit or
explicit form in both the atonal and the serial works.
According to his pupil Egon Wellesz, in his book
“Arnold Schoenberg, The Formative Years,” the
composer remained “the last of the Romantics.” Not
only the mode of emotional expressivity of the late
19th century musical legacy of Brahms and Wagner
remain inherent in Schoenberg’s work throughout
his life (unlike the music of his contemporaries,
Hindemith and Stravinsky), but at odd times, very
distinctly traditional formal patterns are retained in
his music, being interspersed with the more avant-
garde trends of his style.

Schoenberg’s song-cycle Das Buch von den
Hiingenden Gdrten presents an excellent example
of the synthesis of these opposite elements in
Schoenberg’s music: the traditional versus the
radical and the formal versus the informal.
Following the Symbolist and Expressionistic
trend of Stephan George’s poetry, the music is
written in a very highly-charged emotional style,
at the same time in (almost) abandoning the tonal
language, Schoenberg extends the expressive style
of this music to a higher level of newer and more
subtle and refined emotions, inherent in the hyper-
Romantic style of Expressionism. The harmony
of the song-cycle practically forsakes traditional
tonality and virtually does not contain any tonal
centricity. However, being a transitional work of the
composer, it still retains some elements of triadic
harmony, to be totally abandoned in turn in his next
work, the 3 Piano Pieces opus 11. There is virtually
no traditional formal design and no underlined
traditional thematicism, especially in the vocal line,
which has a very improvisatory sound. Nevertheless,
each song is distinct with its unique mood, textural
design and intervallic sense of coherence, whereas
in several of the songs traces of traditional formal
patterns are still retained, for the most part in the
piano part.

One of the most interesting songs in the cycle is
the last one, No. 15. It is among the longest and has
some more distinct traces of traditional thematicism
inherent in the piano part, exemplified in the literal
recurrence of the main theme. The latter contains a
quasi-triadic melody in the right hand and a quasi
dominant-seventh harmony in the left hand, which
nonetheless do not suggest a return to tonality, but
use elements of it in an extended manner. The left
hand chord, A-E-G or <0-3-5> is joined by a melody
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outlining a Bb major chord or <0-4-7>, together
producing a set of <0-2-3-5-7-8>, whereas the set
produced by the simultaneous occurrence of the left
hand chord with the first note of the melodic line,
is <0-2-5-7>. In m. 2, the same left hand chord of
<0-3-5>, transposed a major second lower, resulting
in G-D-F, when joined by C#, the first note of the
melodic line in the measure, struck simultaneously,
produces the set <0-1-4-6>, while adding the second
note of the melodic line E, results in the set <0-1-3-
4-6>. The third measure reduces the left-hand to two
notes, F#-C#, when joined by the simultaneously
struck B in the right hand, resulting in the set <0-
2-7>, while when the melodic line is joined by the
other members of the B major triad, F# and D# (F#
doubling the left-hand note), results in the set of
<0-2-4-7>. This set corresponds by 3 notes to <0-
2-5-7> from m. 1 and by 2 notes with <0-1-4-6>, the
main difference being in the semitone displacements
upwards or downwards. M. 4 features the <0-3-
5> set in the left hand, which, transposed down to
D-A-C, joined by G# with the first note in the right
hand, produces the set <0-1-4-6>, familiar from
m.2, transposed at T7. The addition of the second
melodic note E# results in the set <0-2-5-7-8> or
<0-1-4-6-9>, deviating from the m. 2 set in that the
second right-hand note is a major third below the
first one, while it was above the first one in m. 2. M.
5 presents a different type of seventh chord, namely
the major seventh chord in inversion of A-F-C-E or
<0-1-5-8>. Towards the second half of the measure
the C changes to B, resulting in the set of <0-1-5-7>.
Joined together, the two sets produce the larger set,
<0-1-5-7-8> or <0-2-3-7-8>. <0-1-5-7> is the more
similar subset of the two to the initial four-note subset
<0-2-5-7> in m. 1, while <0-1-5-8>, continuing the
chord progression shown between the previous two
subsets, goes just as far from the initial subset <0-2-
5-7> as <0-1-4-6> from m. 2 does at the other side.
The set <0-2-3-7-8> in m. 5 essentially presents a
subset of the set <0-2-3-5-7- 8> from m. 1, while
the set in m. 2 <0-1-3-4-6> if compared to the
first set, <0-2-3-5-7-8>, provides the two missing
intervals in the first set, namely 4 and 6, resulting
in a total interval spectrum of intervals from 1 to 8,
or if taken together with their inversions, the entire
interval spectrum altogether. M. 6, while holding
over in a tie the notes A-B-E-F, follows the E with
the descending line of D#-A#-E, resulting in a set of
<0-1-2-6-7>, while the subsequent chord of E-C#-
F-A-D, results in the set <0-1-3-4-8>. The alteration
of the C# to a C in the next measure in otherwise
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an identical chord results in the set <(0-2-4-5-9>
and the junction of these two chords produces the
superset of <0-1-2-4-5-9>. A comparison of the
five-note sets of <0-2-4-5-9> in m. 7, <0-2-3-7-8>
inm. 5, <0-1 -2-6-7> in m. 6, <0-1-3-4-8> in m. 6,
and <0-1-3-4-6> in m. 2 and m. 5 shows a similar
chord progression of gradually moving semitones,
resembling the corresponding chord progression of
the four-note subsets. A comparison of the two six-
note sets of <0-2-3-5-7-8> in m. I and <0-1-2-4-5-
9> likewise presents a chord progression in mostly
semitones (with only one whole tone progression,
from 7 to 5 in the second line from the top), this one
being a little less smooth, since it features a change
in virtually all the “voices” except the bottom one
(which stays at 0). The conjunction of the two six-
note sets produces a ten-note clusterry complex of
<0-1-2-3-4-5-6-7-8-9>. The three-note triadic chord
D-G-B, finishing the first phrase of the song, and the
next three-note chord F-A-C both constitute the set
<0-4-7>, recalling the subset in the right hand of m.
1. This detailed analysis of the first eight measures of
the song give a good representation of the harmonic
unity, coherence and breadth of ideas inherent in
this song (Example 1).

This theme is repeated four times throughout
the song, being the most distinctly recognizably
recurring thematic entity in the entire song-cycle.
The four recurrences after the main presentation
are, respectively, mm. 15-16, mm. 25-26, mm.
32-33, and the final one, mm. 42-50, which is the
most complete recurrence, the three previous ones
only repeating in modified form the first couple
of measures. The recurrence in m. 15 presents the
initial superset of <0-2-3-5-7-8> untransposed,
while the second chord of m. 15 follows the chord
of m. 2 with an added D# resulting in a chord of
<0-1-2-3-4-6>. On m. 16, the third chord follows
<0-2-4-7> from m. 3 closely, while the fourth chord
in the same measure, D#-A-E-C#-A-D, resulting in
the set <0-1-2-3-8> is a modified recurrence of m.
6, merging together the melodic line E-D#-A#-E
as part of set <0-1-2-6-7> and the chord E-C#-F-
A-D, also known as set <0-1-3-4-8>. The new set
contains the bottom intervals of the first set and the
top intervals of the second set (Example 2).

The second recurrence of the initial theme,
beginning on the third beat of m. 24, is even more
condensed, lasting one and a half measures and
occurring at a rhythmic diminution of sixteenth-
note motion replacing eighth-note motion. The
initial chord A-E-G-Bb-D-F, featuring set <0-2-
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3-5-7-8> is preceded by an Eb, merging into the
first chord and resulting in the set <0-1-2-3-5-7-8>.
The second set <0-1-3-4-8> is presented verbatim,
though rhythmically syncopated. The third chord
presents a variation and a modification of the first
chord with the Bb-D-F subset transformed into
G-Bb-D and the A-E-G transposed up a semitone
to Bb-F-Ab — all preceded by an Eb — the result is
the set <0-1-3-5-6-8>, which is similar to both the
first set <0-2-3-5-7-8> and the second one <0-1-3-4-
8>, being the necessary link in the resulting “chord
progression”, similar to those in the first section
analyzed. The last chord, Ab-Eb-G-(Eb)-F-D is
essentially a transposition of the second chord up
a semitone, following the path of the transposition
of the lower half of the first chord up a semitone
(Example 3).

The third recurrence of the theme in m. 32
demonstrates further variation of the theme. The
right-hand melody is essentially embellished
with doubling it a third below it. This results in a
combination of the initial melodic triad of Bb-D-F
with its transformation of G-Bb-D as presented in
the second recurrence. The first triad is preceded by
a dyad of a Db-F, presenting the new note of Db.
The resulting set is <0-1-3-4-6-8-9>. The second
chord is further embellished with the lower trichord
G-D-F or <0-3-5>, joined by three transpositions a
minor third and, respectively, the major third below,
emphasizing the tertial (though non-diatonic)
element in both the melody and accompaniment.
The melodic line C#-E-C# is emphasized by
chords: D-F-C# or <0-1-4> for the first and third
chords and C#-F-B-E <0-2-5-6> in the second
chord. The resulting merge of sets of the right hand
is <0-2-3-5-6>, while the conjunction of the three
trichords results in the set <0-1-2-4-6-7-9>. The
combination of the first trichord in the right hand
held all through the time that the three trichords in
the left hand are played results in the same set as the
one present in the entire measure <0-1-2-3-4-6-7-
9>, providing a contrast to the initial set of <0-1-3-4-
6> as demonstrated in the corresponding fragment
of music in m. 2. The last trichord in the left hand,
C-G-Bb, held by the chords D-F-C# and B-C#-E-F,
produces the set <0-1-2-3-4-6-7>—one note less than
the complete set of the entire measure, continuing in
the first half of the subsequent measure. The next
eight measures, mm. 3441, actually present an
augmentation and very contrasting variation of mm.
3-7. The similarity of the melodic motion may be
traced by noting the B on the first beat of m. 34, the
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B-F# motion of m. 3 transformed into m. B-G of m.
34 and Bb-Gb of in m. 35, the D# in m. 3 turned into
D of m. 35, the G#-E# of m. 4 turned into F-Ab-E
of m. 36, the longer melodic complex of E-C-B-E-
D#-A#-E-Eb-Db-Cb of m. 5-6 transformed in mm.
36-39, while the chord on mm. 40—41 is essentially
an almost verbatim repetition of mm. 6-7, except
that the voice-leading of C# to C in the left hand
harmony is essentially emphasized by transforming
the two notes into three chords, E-A-C#, E-A-C and
D-G-Bb - the last chord being actually a modified
repetition of the D-G-B chord of m. 7, closing the
phrase (Example 4).

The fourth recurrence of the main theme, starting
on m. 42, is almost an exact repetition of the first
presentation, except that it is situated two octaves
below the latter and contains the dynamic mark of
triple forte, so all the pitch sets are identical to those
of the opening measures of the song. The third from
last measure, m. 49, presents a few new pitches: F-A
and Bb-D, which when combined with the B-E, tied
over from the preceding thematic chord, produce
the respective sets <0-1-5-7> and <0,1,4,6> and in
conjunction, <0-1-2-5-7-8> (Example 5).

It would be outside the scope of this article to
analyze every note in this song. The next frequently
recurring motivic material which must be noted in
this song is the set of two similar triplet sixteenth-
note motives appearing in m.19 twice in the right
hand — motive x: F-Ab-Eb-F-Bb (<0-2-5-7>) and
motive y: F-Ab-E-F-B (<0-1-4-7>) (Examples 6 and
7) — the difference between the motives follows the
principle of the slight difference between similar
sets by means of semitone displacement. The
two motives recur in the left hand on mm. 19-20,
transposed a minor tenth down. The next recurrence
of the two motives is on m. 23 in the left hand,
transposed down two octaves and a minor seventh
below their original occurrence. They are then
restated many times in a developmental fashion,
each time transposed: four times on m. 24 with the
respective transpositions of motive x at TO, motive
y at Tl, motive x at T9 and motive y at TO. The
climax of the developmental section takes place on
m. 24, where the motives are restated three times
in a continuous descending chain in the right hand:
motive y at T2, motive x at T7 and motive y at T11.
Motives x and y are shown once again on mm. 27—
28, after the second recurrence of the main theme.
This time they appear in counterpoint with two other
thematic entities in a sequential manner. One of the
other three themes in these three measures is the

31

primary melodic fragment of the leit-theme of m. 1,
i. €. (0,4,7), this time varied into an interval array of
<3,8,8,3> which constitutes the pitches D#-F#-D-
Bb-C# for the first example and likewise for each
consecutive sequence. The second thematic unit is a
descending interval array of <7-6-10> constituting
the set (0,1,2,8) or the note succession for the first
example F-C-Gb-E, which, subsequently, is repeated
and then transposed in sequence (Example 8).

To touch briefly on the intervallic material of
the voice line, it could present a striking example of
Adorno’s ideas of informal music: it is practically
devoid of any recognizably recurring thematic
material at all, but may only be identified by a certain
adherence to specific intervals. It becomes virtually
impossible to identify any recognizable sets, since
it is debatable where one set begins and another
one ends, except, perhaps, by matching them with
the beginnings and ends of the lines of the poem,;
however the melodic design often produces figures
either longer or shorter than the poem’s lines. One
may make a general observation that it possesses
an independent type of development, not directly
connected to the intervallic material of the piano
part. It begins on m. 13 with very small intervals,
closely clustered together: mainly semitones and
minor thirds. Towards m.l5 and onwards, the
melodic line gradually expands, introducing wider
intervals, among which, minor and major sixths and
sevenths appear more and more frequently. Around
m. 23, which may be perceived as a developmental
section of the song, the intervallic material is
narrowed down and becomes more concentrated.
Mm. 27-29 could be seen as the climax of the
song and especially of the vocal line. Here perfect
fourths and tritones begin to predominate, and the
melodic line contains the widest leaps and reaches
the highest note in the song, F5, as well as the
lowest, B3 (although the latter has been introduced
several times before). After a pause of nearly three
measures, the voice returns on the upbeat to m.
33 and finishes off on m. 34, the last seventeen
measures of the song reserved for the piano for its
final dramatic statement.

The interval array of the beginning of the vocal
line on mm.13-14 is <11-11-2-8-11-1-2-8-1 1-1-
2>, with an inner sequence of two four-note sets
in it (Example 9). The melodic line is very narrow-
ranged and mainly focused on minor seconds. On
mm. 15-19, the line widens and larger intervals
appear, including thirds and sevenths. On the
melodic fragment beginning on the upbeat to m. 18
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the melodic line has an interval array of <9-10-7-
9-5-9-3>, giving more prominence to thirds (with
one perfect fourth being present) and outlining
the quasi-triadic harmony present in the piano
centered on B major (Example 10). The melodic
fragment on mm. 20-21 has the interval array
of <11-9-9-3-9-11-8-1-8>, favoring mixtures of
minor and major thirds regularly intermingled with
minor seconds (Example 11 — A). The fragment
immediately following, starting on the third beat
of m. 21, is a slightly varied sequence, similarly
intermingling minor seconds and thirds (Example
11 — B). In m. 23, the developmental section, the
interval array is <1-11-1-1 1-1-3>, the line statically
swaying to and fro in semitones (Example 12 — A).
M. 24 begins the same way but gradually broadens
in range and acquires wider intervals, first major
thirds, then a major seventh leap down (Example
12 — B), and, finally, on m. 26, perfect fourths
become prominent for the first time (Example 12 —
C). M. 27 is the climactic section of the song and
here fourths predominate. It is here that more than
anywhere else in its part that the vocal line actually
explicitly demonstrates thematic material from
the piano part in counterpoint with the intensely
polyphonic piano texture during these measures.
M. 27 is a paraphrase of the five sixteenth-note
motives identified as x and y happening in the
piano line simultaneously. The interval array is
<5-8-7-11-6-1-5-8-7>, which may be neatly divided
in half, the second half being a sequence to the
first one (Example 13). The melody of mm. 28—
29 is actually a slightly varied restatement of the
main theme, prominent in the piano at mm. 1-4
(Example 14), the variation being at first virtually
identical to the varied statement of the theme in
the piano’s upper voice in the preceding measure,
m. 27 (Example 8, m. 27, piano part). This is
where the bridge between Schoenberg’s informal
and formal trends in his music becomes the most
apparent. The interval array for this section is <3-
8-8-3-3-8-11-6-11-8-11-1>, and here major minor
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thirds predominate, oscillating regularly between
upward and downward motion, and the explicitly
tonal quality of the primary theme veiled by an
augmented-triadic harmony. A fter a hiatus of almost
three measures, the final short melodic fragment
beginning on the upbeat to m. 33 proceeds in only
stepwise motion in minor and major seconds in a
nearly-tonal harmony, within the range of a perfect
fifth, implying a tonal centricity of Eb major and
minor (Example 15). The interval array of this
fragment is <1-2-1-10-10-11-10-2> and the chief
metamorphosis from the first fragment in the
beginning of the vocal line and this final vocal
fragment is the melodic development, oscillating
between upward and downward direction on every
note, turns into a straight stepwise melodic motion,
suggesting a point of arrival and stabilization
after a gradual expansion into wider intervals and
range and coming to the song’s melodic thematic
statement at its climax.

This analysis of the harmonic, melodic,
intervallic and thematic elements inherent in the last,
fifteenth song of Schoenberg’s song cycle, Das Buch
von den Hdngenden Gdrten presents an attempt to
view the interconnection between Schoenberg’s
different, opposing stylistic traits, most notably,
the juxtaposition between his traditional and his
innovative styles as well as between his formal
and informal styles. The symbiosis of recurring
thematicism and total neutralized athematicism is
the most prominent feature in this song, most notably
in the distinction and juxtaposition of the piano part
and the vocal line. The piano part is proved to be
more thematically coherent, whereas the vocal line
is mostly athematic, and only its adherence to certain
intervals presents a more hidden “thematic” relation
to the piano part. The emergence of the thematic
material of the vocal line in the song’s climax
on mm. 27-29, presents a conjunction of these
seemingly unreconciled aspects of Schoenberg’s
music and demonstrates that this song is indeed a
multifaceted unified work of art.
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Arnold Schoenberg.
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Intervallic and Motivic Connections in the Last Song
of Schoenberg’s Vocal Cycle Das Buch von den Hingenden Giirten

One of the most significant works of Schoenberg’s atonal period is the vocal cycle set to poems by Stefan George,
Das Buch von den Hingenden Gdrten. 1t is often thought that Schoenberg’s atonal language is amorphous and
leads practically to a total departure from traditional form, structure and thematicism. There are two approaches
towards examining the composer’s music from that period. One of them was best elaborated by German music
theorist Theodor Adorno, who extolled Schoenberg’s atonal music for its bold break with all the formal constraints
of the previous traditions. The other one is represented by set theory, developed by American music theorists. This
theory emphasizes the structural organization inherent in Schoenberg’s music from that period, in which a lot of
symmetrical elements of intervallic structure may be found despite the seeming complete stylistic freedom. This
article presents an analysis of form, thematicism and intervallic correspondences in the last song of the vocal cycle,
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in which intervallic structure is analyzed with the use of set theory, while the free development of the composition,
unfettered by traditional form, is examined from the perspectives of Adorno.
Keywords: Arnold Schoenberg, atonality, Das Buch von den Hdngenden Gdrten, Theodor Adorno, set theory.

MHTepBaAbHble U MOTUBHbDIE CBSI3U B MOCAEAHEM POMAHCe
BOKaAbHOro LMKAa LLIéHGepra «KKHura Bucsumx caaoB»

OnHO M3 caMBIX 3HAUMTENbHBIX counHeHni [1I€nOepra aToHaIBPHOTO NEproa — BOKAJIbHBIM UK Ha ctuxu lllte-
¢ana I'eopre Das Buch von den Hingenden Gdrten («Kuura BUCSIUMX canoB»). [IpHHATO cunTaTh, 4YTO aTOHAJIBHBIN
a3bIK 11IénOepra amopden n npuBOAUT (HaKTHUECKU K MOIHOMY OTKasy OT TPAAWLIUOHHON (OPMBI, CTPYKTYpHI U
tTemaru3Ma. CymecTByeT ABa IPOTHBOIOIOKHBIX ITOJX0Aa K PACCMOTPEHHIO MY3BIKH 3TOT0 nepuoaa. OAnH U3 HUX
JydIlle BCEro pa3BUII HEMEIKUH My3bIKaJIbHbIH TeopeTuK Teonop AOpHO, KOTOPBIH IPEBO3HOCHII AaTOHAIBHYO MY-
3bIKy [1I€HOepra 3a cMenblil pa3phIB O BceMU (hOpMalbHBIMHU OIpaHHYCHHUSIMH NpexXHed Tpaguuuu. Jpyroi npea-
CTaBJICH aMEPUKAHCKUMH TEOPETHKaMHU B BEIpAaOOTaHHOW MMM TeopuH psaoB (set theory). lanHas Teopust moguép-
KHMBaeT Npucynyto Mysbike lllenbepra 3Toro nepruoaa CTpyKTypHYIO OpraHH3alHIo, B KOTOPOH MOKHO OOHAPYKHUTh
MHOXECTBO CUMMETPHYHBIX 3JEMEHTOB MHTEPBAIBHOM CTPYKTYpBI, HECMOTPSI Ha KaXXyIIyIOCS HOJHYIO CTHIIEBYIO
cBoOoxay. B nanHO# crarbe mpencraBieH aHaau3 GpOpMBI, TeMaTu3Ma U HHTEPBAIBHBIX COOTHOIICHHUN ITOCIEAHETO
poMaHca BOKaJIbHOTO LHKJIa, IPU 3TOM MHTEpBaJIbHAs CTPYKTypa aHaJU3HPYETCs B OIOpPE Ha TEOPHIO PsIoB (set
theory), a cBoOoIHOE pa3BUTHE COYMHEHUS, HE CKOBAaHHOE TPAJAWIMOHHON (OPMOIi, paccMaTpuBaeTCs C MO3ULMN
AntopHo.

Kiroueswie cioBa: Apaonbn [IEnOepr, atoHansHOCTE, Das Buch von den Héingenden Gdirten («KHura BUCSYInX
canoB»), Teomop AmopHo, set theory (Teopus psaos).
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My3vika, Komopas npuxooum u 3a0aém ONPOChl, He OMEeYdst HA HUX, ULU Jice
KOMOopast umeen 0meemsl, HO He 3a0aém ONPOCO8 — 6OM YMO HEOObIUHO.

A xomen Obl pazsueamuvcsi  IMom HanpasieHuu.: 6 Hanpasienuu Bapuayuii
na memy /[uabeniu bemxosena, no nymu Anauexa, Cubenuyca, [ebdroccu.

Iackans {rocanen’

Cruwxom muoeoe 8 Cubenuyce nopasxcaem MeHsl, HOCKOIbKY HANOMUHAEMm
AIXUMUYECKYIO PUIbMPayuIo 8HeuwHe HeCOROCTNABUMBIX NPOYECCYAIbHbIX
npuémos uepes npeobpasyioujee UoeHUe e20 YHUKANbHO20 CIMUIAL.

Bpaiian ®epHuxoy?

HAUMOHAAWM3M B MY3bIKE: UTPbl PEOEPEHLIMU

alMoOHaNIM3M — OJHMH W3 W3II00JICHHBIX
KOHLIENITOB B 3allaJIHOM MY3BIKOBEICHHU.
Kypnan «I[Ipobmembl My3BIKaIbHOW Ha-
YKH» yXKe olOpamaicsi K WHTepIpPETalud TeMbl
«PYCCKOTO HAIMOHAIN3May 3apyOeHBIMH KOJI-
nmeramu [11, c¢. 176—177]. Meiciu, BhICKa3aHHEIE
JokTopoM Mnbnapom XaHHAaHOBBIM B €0 CTaThe
«O HayuoHnanbHom W O TaK HA3bIBAEMOM “‘pyCCKOM
HaIMoHaJIN3Me” B MY3BIKE», OCTAIOTCS AaKTyalb-
HbIMH. HamoMmHIO TONBKO OJHO NMPHUHIMIHAILHOE
yTBepxaeHue apropa: «Ilo TomMy, Kak BEICOKOMEPHO
HU3BEpraeT YelICKyIo My3bIKy /lanbxay3 u Kak yBe-
PEHHO BBICMEMBAET PycCKylo TapyCKuH, MOXHO I10-
HATb, 9TO MTOJT TCPMUHOM ‘‘HAITMOHAIH3M B MYy3bIKE”’
[MOHUMAIOT YHOPHBIE, YPE3MEPHO IMOLMOHAIBHBIC
MIOTIBITKH WHTEIJIEKTYaIbHO OTPAaHWYESHHBIX JIIOIeH
CaMOYTBEPANTHCS B UCKYCCTBE, HayKe M IOJINTHUKE
Ha (hOHE YK€ CyNIECTBYIONIMX OECCIOPHBIX BBICO-
JalmuX JOCTIKEHU» [Tam xe, ¢. 177].
KonnaecTBO aHDIOSA3BIYHBIX HM3JAHUNA O HaIld-
OHaJIM3Me B MY3bIKE 3HaUMTEeNbHO. Kaxkmas HOBas
paboTa OIMOXM TOCTMOAEPHU3MA TPENCTABISIET
KOHIICTIT HAallMOHAJIN3Ma TEPBUYHBIM, a MarepHual
(To, 9TO TIpPU3BaHO YOETUTH YWTATENS B PEJICBAHT-
HOCTH KOHIIETITA) — BTOPUYHBIM. MHOTOYHCIIEHHBIE
WHTEPIIPEeTaly, HAMOMHAIOUINE IMPOCTPAHCTBO
«MY3BIKQJIBHOTO HAIIMOHAIIM3Ma», W WPl pede-
pEeHIINH JeNatoT 6€CCMBICTICHHBIM MIOMCK HaMEeHee
MIOJIUTHYECKH aHTaXMPOBAHHBIX HCCIe0BaTeNen
Y aHAJIU3 WHIWBUIYAIbHBIX TOYEK 3PEHUS OTIENb-
HBIX aBTOPOB, XOTS TaKOM aHaAJIN3 BpPeMs OT BpeMe-
HU TpeanpuHuMaetcs’. 1lenab crarbi — MoKasaTh
0ecIepCeKTUBHOCTh MCIOIB30BAHMS KOHIIETITA
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«KJIACCUYECKOI0» HAlMOHAIM3MA I HCCIIENOBaA-
HUSL MY3BIKAJIBHBIX KYJBTYP U TBOPYECTBA OTIEIb-
HO B3SITBIX KOMIIO3UTOPOB. B cOOTBETCTBUM C 3TUM
0oTOOpaHbl TPUMEPHl M3 AHMIOSI3BIYHBIX ITyONIH-
KallMi O HallMOHAIM3ME B MY3bIKE, IIOMOTaroLIe
Pa3bACHUTH MTO3ULMIO aBTOPA CTaThbH.

Hauunonaamsm u «apyras EBpona»

Hanowmuio, 4to B cTpaHax COBpEMEHHOTO 3a-
naga HanuoHanu3M Bo3HUK B X VIII Beke kak no-
Jumuyeckoe 08udceHue, HaIPaBICHHOE «HA Orpa-
HUYEHHE BIACTH ITPABUTENIbCTBA U OOEcIeUeHre
rpaxaaHckux mpas. Ero nenpro Ob110 co3qanue iu-
OepaJIbHOTO M PALMOHAIBLHOTO COOOIIEeCTBa IPakK-
JIaH, IPECTABISIONINX CPEIHUH KIIACC, KUBYIINX B
nyxe gunocodun Ixona Jlokkay» [13]. M3BecTHbIN
AHIVIMICKUI MCTOPUK MEPBOM IMOJIOBUHBI XX BEKa
Apnonpg ToHHOM paccMaTpuBan HAYUOHATUIM U
uHOycmpuanusM Kak IBa BaKHEHIINX HHCTUTYTA,
IJJaBeHCTBOBaBIIMX B EBpome no mocnenHei det-
Beptu XIX Beka. ToitHOM yTBepxkaai, 4To 00a 3TH
WHCTHUTYTA «JIEHCTBOBAJIM TOTJa co00IIa, co3/1aBas
«““BETIMKME HMMITepHH’, KaKJas W3 KOTOPBIX IIpe-
TEHJI0Bajla Ha YHHBEPCAJIBHBIM OXBAaT, CTAHOBACH
Kak OBl KocMOCOM cama B cebey» [9, c. 18]. Tonbko
mocie 1875 roma «WHIyCTpUambHAs CHCTEMa CTa-
Jla pe3Ko HapaluBaTh CBOIO aKTHBHOCTH, TaK YTO
pasmax e€ NesTeNbHOCTH HPHOOpEN ToOambHBIN
XapakTep, TOTJia KaK cucmemd HAYUOHAIUIMA CMa-
J1a NPoHUKamv 821y0b, 8 COZHAHUE HAUUOHANbHLIX
MEHLUUHCING, NOOYHCOAs UX K CO30AHUIO C8OUX COO-
CMBEHHBIX CY8EPEHHbIX HAYUOHAIbHBIX 20CYO0aPCME
[KypcuB moii. — B. H.]» [Tam xe, c. 19].
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CrnenuaiaucT Mo HM3y4YeHUIO HCTOPUM UACH
T'anc Kon cuMTan npu4uMHON pacnpoCTpaHEHUs
HallMOHaJIM3Ma HAaINOJEOHOBCKHE BOWHEI, B pe-
3yNbTaTe KOTOPBIX «HALMOHAIN3M MIPOHUK B CTPa-
Hbl lleHTpansHoli 1 BocTtounoil EBponsl, B Mcna-
HUto 1 Mpnannuio, rae moJMTHIeCKOe MBIIUICHUE
U CTPyKTypa oOmiecTtBa OBUIM MEHEe pa3BUTHI,
Hexenn Ha 3amazge. <...> 31ech HalMOHAIN3M
BHa4aje CTal KyJbTypHBIM IBH)XCHUEM, MEUTOMN
U HAZCKION YUEHBIX U TIOATOB. DTOT NOOHUMAIO-
wuiica HayuoHaiusm [KypcuB Mo, — B. H.], kak i
001IeCTBEHHOE MHTEIUIEKTYyaJIbHOE Pa3BUTHE BHE
3anagHoil EBpombl, MCHBITHIBAN BIWAHHE 3ama-
ma» [13].

Wy Toitn6u, n y Kona 4€tko npociexxuBaeTcs,
BO-TIEPBBIX, CTPAHOBEAUYCCKUN moaxom (oTodpa-
JKEHUE TPOCTPAHCTBA), BO-BTOPHIX, — pa3/ielieHne
EBponsr Ha 3amagHyio n He-3amaaHylo, 00pas3o-
BAaHHYIO TaK Ha3bIBAEMBIMH «MaJBIMH HAIIUSIMI.
Onu-to, o MueHUt0o Munana Kynuaepsl, u co3na-
10T «apyryio EBpony». «Majble Hauum, — mucan
Kynnepa, — 3T0 moHsATHE HE KOTHYECTBEHHOE: OHO
0003HavaeT MOJOKEHUE; CyAb0y: MaJIbIM HaIUsIM
HEBEJIOMO CYACTJINBOE OLIYIIEHHWE TOTO, YTO OHU
HaxXOMASTCS 3eCh M3BEYHO W HABCEIJA; BCE OHU
B TOT WJIM UHOM MOMEHT COOCTBEHHO HCTOPUHU
MPOILUIH Yepe3 MPUEMHYI0O CMepTH; OOJbIINE Ha-
[IMW UX HE 3aMEeYaroT, OHH OCO3HAIOT, YTO YTO-TO
MOCTOSTHHO YTPOXKaeT UX CYIIECTBOBAHUIO WIIU
YTO OHO CTaBHUTCS IOJ COMHEHHE; MO0 MX CyIe-
CTBOBaHHE coMHumenvHo <...> MaJlble HaIuu
oOpasytor “npyryto EBpomy”, 3BOIIOLNS KOTOPOK
MPOXOJUT KOHTPAILYHKTOM K 3BOJOIMH OONBIINX
Hanwii» [14].

O my3bike «apyroit EBpomnbny nucan Mean Xie-
0apoB. AHaTM3UPYS KOHIICTIIIHIO MY3bIKA X X BEKa,
npennoxennyo M. C. IpyckuHbM, XaebapoB 00-
patuia BHUMaHHWE Ha MOCTABIEHHYIO YYEHBIM IIPO-
OneMy «pa3BHUTHIX U HOBBIX MY3bIKAJIbHBIX KyIBTYP
XX BeKay U IOHUMAHUE UM «CTAPBIX WIHU PA3BUTHIX,
¥ HOBBIX, WIH MOJIOABIX, MY3BIKQJIbHBIX KYyIBTYpP
HE KaK BPEMEHHHIX, a KaK CTPYKTYPHBIX TTOHITHID»
[10, c. 278]. Pasmbinuisis o mpobieme oOHApyKESHUS
«001ero 3HaMeHaTeNsD», yKa3bIBAIOIIETO HA TO, YTO
MOJIOZIbIE W PA3BUTHIE MY3BIKAJIBHBIE IIKOJIBI TPHU-
HajuiekaT XX BEKY HE TOJIBKO XPOHOJOTUYECKH, HO
W KOHIleNTyalbHO, XiebapoB 3ametni: «Mccmeno-
Barenu My3blku XX Beka, CaMM IPUHAAJIeKAIINE K
Pa3BHUTHIM KYJIBTYpaM, PELIAIOT BOIIPOC OYEHH IIPO-
CTO: OHM MTHOPHPYIOT HOBBIE MY3bIKAJIBHBIE IITKO-
JbI, 0COOEHHO B mepuoj| ux GopmupoBanus» |10,
c. 280].
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KTo npuumcaeH K HauMOHaAM3IMY?

XnebapoB HE COBCEM TOYEH, YTBEpXKAas, UTO
rccienoBareny X X BeKa HTHOPUPYIOT HOBBIE MY3bI-
KaJIbHBIE IIKOJBI. HanroHanpHbIe KO B aHIIIONA-
3BIYHBIX U3IaHUSAX YIIOMSIHYTHI, HO OHU CTPYKTYPHO
000CcO0IeHBI B OTAENBHBINA pa3/ies Mo Ha3BaHUEM
«Hammonanu3m». TUNHMYHONM B >TOM OTHOIIECHUU
MOJKHO CUMTATh BBIIIEANTYIO HECKOIBKUMH U3JaHH-
svu KHUTY JloHansma I'payta « A History of Western
musicy» [18]. [lepBoe m3manue 3TOro TpyAa BEHIIILIO
B 1960 roxy yxe mocie Boixona kauru ['anca Kona
(1955) u necaturomunka ToitaOuM (1954), Tak yro
BIIOJIHE MOYKHO TIPEATIONOXKHUTh, YTO B TIEPUOJ pa-
6ots! ['payta Hang mcropueit Mmy3biku unen Kona u
ToiiHOM emy ObLTH XOPOIIO U3BECTHHI. B «1onHTEp-
HETHBII» nepuol KHUry I'payra u MHOrue Ipyrue
JIABHO HAIHMCAaHHBIE W M3JaHHbIe paOOTHI ObUIN ObI
OTHECEHBI K UCTOpUOTpaguu (OHH TAKOBBIMH IPO-
JOJDKAIOT OCTAaBaTbCs), HO B MEPHUOJ HHTEpHETA
(mocTMonepHU3Ma) OHU TaKXKe SIBISIIOTCS 1excmom
B IIEJIOCTHOM TPOCTPAHCTBE KYJIBTYPHI, CTAHOBSCH
00BEKTOM MHTEpIIpeTanu®.

W3 onpenenenns HaunoHanu3Ma, gagdoro I'pa-
YTOM, KpPUTEPUH OTHECEHHUS KOMITO3UTOPOB K Ha-
LMOHANTN3MY He SiIcHBI: «Hanmonanusm Kak cuia B
MY3bIKE JEBSTHA/IIIATOTO BEKa MPEACTaBIISIET COOOH
CIIO)KHOE SIBJICHHWE, TPUPONa KOTOPOTO YacTo WcC-
kaxaetcs» [16, p. 470]. ¥ I'payta B COOTBETCTBY-
romuii pazaen Bxoaar: Poccust (M. Mycoprekuid,
H. Pumckuii-KopcakoB, A. Ckpsoun), Uexus
(b. Cmerana, A. JIBopxak, JI. Slnadex), Hopserus
(3. TI'pur), Ounnaagus (5. Cubenmyc), AHIIUSA
(3. Omrap, P. Boan-Yunesamc), Ucnanusa (P. Ile-
npenb, M. Ansoennc, M. ne @ainbst). KommoszuTtopsr
CHIA Y. I[Tapkep u 3. Maxk-/loy?m1 oxapakTepu3o-
BaHBI KaK MY3bIKaHTBI, My3bIKE KOTOPBIX CBOHCTBEH-
Hbl «HE TOJBKO HAIMOHAJBHBIC CICIUPUUECKUEC
qepteD»’ [16, p. 480]. OnHUM U3 MOTHBOB «HAIHO-
HaJIM3Ma» YIOMSHYTBIX KOMIIO3UTOPOB Ha3BaHO HC-
XONIMBIIIEE OT T€PMAHCKOW MY3BIKH YYBCTBO «yIPO-
3Bl HE3aBUCHMOCTH COOCTBEHHOMY MY3BIKaJIBHOMY
TBOPYECTBY» M COOTBETCTBEHHO IOHCK «POTHOTO
roJI0cay, PyruM MOTHBOM — «aMOWIINU KOMIIO3H-
TOPOB, JKEJAIOMKX OBITH MPU3HAHHBIMU HapaBHE C
KOMIIO3UTOpPaMH aBCTPO-HEMEIIKOH OpOMTBHDY [Tam
xe, p. 471]. Ilpu aTom ['payt oTmMedas, 4To «My3bI-
KY, IMEBIIIYIO HAITHOHAJIBHYIO OKPACKy, 4aCTO HaX0-
JIWITY TIPUBJIEKATENbHON Onaromapsi HOBBIM 9K30TH-
YECKHUM 3JIEMEHTaM [TaM XKe].

B pasgene «Hamumonanmsm» (paBHO Kak U B
IpyTUX pas3jienax) OTCYTCTBYeT YHOMHHaHHE 00
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Wcnananu, mporecc GOpMHPOBAHUS KOMIIO3UTOP-
CKOM LIKOJBI B KOTOPOM HE YKJIAJBIBAETCS B IIPO-
KPYCTOBO JIOXKE «HalOHaIn3Ma»’. B oTHOIeHHH
I'pura peanbHbI HCTOPUYECKUM NPOLECC ITPENETID-
HO YNpPOUIEH, IMOATBEPKICHHEM YeMy SBIAETCA
WHTEPBBIO [pura, naHHOE MM HE3aJ0JNr0 J0 CMEp-
i razere «Berliner Lokal-Anzaiger»’. B pasmene
0 HaIMOHANIM3ME TaKKe He YIOMSIHYTHl HE Bepmwu,
Hu Barnep, xota I'payT He OTKa3ayl UM B «IIaTpUO-
TUYECKUX YYBCTBaX» M «9yBCTBE TOPJOCTH 32 SA3BIK
U JUTEPaTypy» KaK «COCTaBHOM YaCTH HAIIMOHANb-
HOTO CaMOCO3HAHUs», KOTOPOE H MPHUBEIO K 00be-
nuaenuto ['epmannu 1 Uramnu. OmHAKO «HU OIUH
W3 ITHX KOMIIO3UTOPOB HE KyJIBTUBHPOBAJ CTHIIb,
KOTOPBI MOXET ObITh WICHTH(OUIMPOBAH Kak 3T-
HHYECCKHH HEMEUKUN WM UTAIBIHCKUI» [Tam XKe,
p. 470]. 3a mpenensl pa3roBopa O «HAITMOHATU3ME
BeiBesieH U lllomeH, HO B pa3mene, MOCBSIIEHHOM
ero ¢oprenuanHoi My3bike (rmaBa « The Nineteenth
Century: Instrumental music») cka3aHo 0 «HaIHO-
HaJIBHBIX HANOMAax» [Tam ke, p. 417].

«Hanuonanuszm», cornacHo I'payty, «He sBIIs-
eTcsi mpobrmemoir My3bIkn» bpamca (aBTopa apas-
KUPOBOK HEMEUIKMX HAPOIHBIX MECEH U aBTOPCKHUX
MeJOANH, TIOXOKUX Ha HaponHele), laiinna, Hly-
Oepra, [llymana, lllTpayca, Manepa, «CO3HATEIHHO
WCTIOJIb30BABIINX (DONBKIOPHBIE HIMOMBI CBOUX
coOcTtBeHHBIX cTpaH. [lonbckue anements! y Hlorme-
Ha, WM BeHTepcKo-npiranckue y Jlucra u bpamca
ObUTH TI0 OOJIBIIEeN YacTH SK30THYECKHUMHU aKCEeCCy-
apaMu K (QyHJaMEHTaJbHO KOCMOIIOIUTHYECKUM
CTHISIMY [TaM xe, p. 470].

O npexn3satoit no3unuu P. Tapyckuna B oTHO-
IIEHUH PYCCKOW MY3BIKH YIIOMHHAJIOCHh B Hadale
cratbu®. O CEBEPOCBPOICHCKUX KOMITO3UTOpPAX
Cubenuyce u I'pure B UCTOpUHN 3aNaTHON MY3bIKH
TOBOpUTCS B pasaene «HamuoHanbHbIE TaMSITHH-
Ku». ['pur npeacrabiieH Kak «repoUMYEeCKUil Hallu-
OHAJINCT», «BOIUIONIEHNE HAIlMU B IJIa3aX MHPay.
Cumdponnn Cubenmyca oxapakTepu30BaHBl B HX
pa3BUTUM OT CJE€AOBaHUS Tpaauuuu YailkoBCKOro
(mepBbie n1Be cuMdonnn U KOHIEPT A CKPHUIIKH C
OpPKECTPOM) /10 IPENeNbHOM KOHIIeHTparyu B Ce/lb-
Mot cumponnn. Mnaue TapyckuH oxapakTepu3oBai
cumponun Cubenmyca B OIHON U3 KPUTHUSCKUX
crarei, Ha3BaB ero BMecte ¢ HunbcenoMm u [nasy-
HOBBIM «PETHOHAIBHBIMU SIIMTOHAMU CUM(pOHUYE-
ckoif Tpaaummmy [18, p. 195]. Takoe HECcOoBNIaieHHE
OILIEHOK OOBSICHSETCS TeM, 4YTO TapyCKUH, BOIIPEKH
COOCTBEHHOHM JeKnapanuu, c(popMyInpoBaHHON
UM B TMPEIAUCIIOBUHN K mectTutoMHou Oxchopmckoit
HCTOPHHU MY3BIKH®, 0CTAETCS Ha MO3UIIMK KPUTHKA.
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Kak poxxaaetcs paHTOM HauMOHaAM3MA
B My3blke

[MonsiTh, kKak poxknajics (aHTOM HaIMOHA-
JTU3Ma B My3bIKE MOXXHO Ha MpHMEpE MOHOTpa-
¢um Jlaiizsl ne [opor «From Sibelius to Sallinen:
Finnish Nationalism and the Music of Finland»
[15]. ®opmanbHO B HEW €CTh TO, K UeMY HeOe30c-
HOBaTeNbHO Tpu3biBaeT Tapyckun'®, dpakTHuecku
ke «ycraHoBouHas» riaBa «Sibelius and Finnish
nationalism» npencTaBiseT CcO0OW OUYEPEIHYIO
WHTEPIIPETAIMIO KOHIENTa HaI[MOHAJIH3Ma C Xa-
PaKTEpHBIMH JUIsI TOCTMOJICPHU3MA UTpaMu pede-
pennuu''.

e Topor UCXOOUT M3 AMXOTOMHH (PHUHCKON
WCTOPHH, Pa3BHUBAaBIIEHCS «MEXIYy BHYTPEHHUMH
TEHJCHIUAMU U BHEIIHUMH BIUSHUSIMH, OTPA3UB-
INIMMHUCS B KYJBType CTpaHbl, BKIOYas €€ My3bl-
Ky». Ha ogHOM mosnroce juist Heé HaXOAuTCs XpH-
CTUAHCKUH M NPOCBETUTENbCKUN Mup bantuky,
Ha JIPYTOM — «HJINOCUHKpa3nuecKas (QoIbKIOpHAs
KyneTypa» [15, p. 36] u «Kanesana» JI€nupora,
C KOTOpPOW CBSA3aHO OOJIBIIOE KOJIHYECTBO MPOM3-
Benenmii Cubenuyca. [[ns Toro, 4TOOBI MOHATH
«OTPOMHOE BIIUSTHUE HApOJHOM MO33UU M MY3bI-
KapbHOTO (hompKiIopa Ha My3bIKy Cubenmyca B
MOHATHUAX BIOXHOBEHUS M BBIPAXKCHHUSI» [TaM iKe,
p. 33], aBTOp cTaBUT mepesa coOOi Iensb mpocie-
IUTh KYJIbTYPHYIO M IOJUTHYECKYIO DBOJIIOIHIO
¢uHCcKOTO HanmoHamm3Mma. s me T'opor Hamwmo-
HaJlu3M aKTyajieH TOJIBKO B hopMme «@durckoeo Ha-
yuonanuzmay» (JIEHHPOT), MPOTHBOTIOCTABICHHOTO
«mBeackoMy pomantusmy» (Pymebepr). Hcro-
KH «(QHHCKOTO HalMOHAIIM3Ma)» OHAa yCMaTpUBa-
eT B nestenpbHOCTH XeHpuka ['abpuens [loprana
(1739-1804), npodeccopa Adockoro (Typkycko-
T0) YHHBEPCHUTETa, MPOCBETUTEISI-PAIIHOHAIINCTA,
nocienoBarens puinocoduu Jlokka. B kuure «De
poesi Finnican» («O ¢uHCKOM mO33MM», 1776—
1778) I. Ilopran (mox BiausiHueMm Jxetimca Mak-
tdepcona) mepBeiM B llIBenuu-OUHIAHINA BBI-
CKazajl CYXJICHHUS O IEHHOCTH HapOJHOH MO33UH
W BO3MOXXHOCTH TIO3HaHUS KH3HH Hapojia U €ro
MBIIIUICHUSI TTOCPEJCTBOM HAyYHOTO H3YUYCHHS
¢donbkiopa. Brnocnencteum sta maes Iloprana
npuobpena «popMy COIHMAIBHOTO 3aKasa, BBIpa-
KAroIIero MOTPeOHOCTH (QHUHCKOTO OO0IIecTBay
[7, c. 24].

Kpynneiimuii ciennanuct no ucropuu banru-
ku Martu KnuHre npociieini mBeACcKUe, poCccHii-
CKHE M HEMELKHE MCTOKH W MPUYMHBI HHTEpeca K
tdompkiopy B XIX Beke: «ITOT MHTEpEC CTa ak-
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TyaJICH B CBSI3M C OOpK00¥ cepOOB M TPEeKOB MPO-
TUB TypoK. OcoOblii 3HTy3nua3M OOHapYKHBAJICSA B
I'epManuu, mpuUMepoM YeMy CIYXHT TBOPYECTBO
I'ére. BoliHa ¢ TypkaMu BbI3Bajia 0OJIbIION MHTE-
pec B OUHISHAMM IO MHOTMM IpUdYrMHaM. Beck-
Ma IOKa3aTelbHO, 4To PyHebOepr B3sics 3a mepe-
BOJ] cepOCKO# 1033uu (a 3aTeM U IMOJ3HH JIPYTUX
Hapo/IOB) M HCHBITANT Ha cebe e€ BIusSHUE. DTOT
WHTEpEC €CTeCTBEHHBIM 00pa3oM pacTBOpPHIICA B
MOIIITHOW HEOTYMaHMCTHYECKOW HEMELKOW Tpa-
MUK, KpynHe#nmidi 6acTHOH KOTOpO# Ha Tep-
PUTOPUHM CEBEPHBIX CTpPaH HAXOIWICS WMEHHO B
OUHIISHIICKOM YHUBEPCHUTETE; a 0cO0bIi doproct
— B Bribopre. Heorymanucruueckas rpekoMaHus
B OJIarONMPUATHBIX OOIIECTBEHHO-TTOIUTHYECKUX
YCIOBHUSX pa3BWiIach B (DeHHODMIBCKYIO HIICOJIO-
ruto B ayxe Pynebepra u JIéuupora'®. Kinure BBén
NOHsATHE (UHCKAS CIIeNUAIN3alus, MOA KOTOpPOit
OH TIOHMMAaeT TaKoe BUACHHE, KOT/Ia 0OBEKTOM T10-
3THYECKOTO U XYJ0KECTBEHHOTO M300PaKEHUS SIB-
JIICTCS AAHOUWAgm, OKPAIICHHBIN onpeacaéHHbIM
JyuIeBHbIM coctosinuem»'* [3, ¢. 97]. Ho sBisiachk
M «(pUHCKas CIIeNHaIn3alusy» MPOsSBICHHEM IO-
JUTHYECKOTO HAallMOHAIN3Ma?

Bo Bpemena monomoctu Cubenuyca aubepa-
mi3M B OuHISHIMKM OBUT Ha MUKE CBOETO pPa3BU-
tus. [Ipo3amangHeie peopMbl HadaluCh B TEpH-
on mpasneHust Anekcanapa II (1855-1881). Ilux
KyJlIbTypHOTO nrbepanu3Ma B OunnsHmun Buiibo
Pacuna marupyer 1880-mu romamu. K atomy Bpe-
MeHn B OunisHIMU OBUIO cO3aHO JIMOepanbHOE
COO0OIIIECTBO IPaX/1aH, CIIOCOOHOE CO3/1aBaTh JuOe-
PaTBbHYIO KyJIETYPY M YyBCTBYIOIIIEE B 3TOU KYJBTY-
pe JAuYHYI0 M OOIIeCTBEHHYIO MOTpeOHOCTh. Yero
JKe JKenain Mojonsie mbepansl? Pacwmia mmcan:
«...TIPEACTaBUTENIN  MOJIOJIOW  CBOOOIOIIOOHBOI
WHTEIUIMTCHIINA CMPEMUIUCL NEePeKIIOYUMb GHU-
MaHue obujecmsa ¢ HAYUOHATbHO20 8ONPOCA, KO-
MOpblU PACYEHUBANCA UMU KAK NOMEPABUUL C80I0
ocmpomy, Ha KyJIbTypHBIE POOJIEMBI BCEMHUPHOTO
3By4yaHus... JlosyHr momonmbix “OKHA HAcCTEXb B
EBpomry” ortpaxan ux mnpezacrasineHus o Ilapu-
)Ke Kak MekKke CBOOOJOMBICIHS [KYpPCHB MOM. —
B. H.]» [6, c. 82]. Cubenuyc B 1889 romy ormpa-
BUJICS B bepiuH, npeBpaiiaBmIMiicss U3 «3aTpares-
HOM CTOJIMIIBI B MUPOBOM TOpO», B KOTOPOM «OT-
CYTCTBOBAJIM KOPEHHbIE TPAJAWILIMH, MHOTOBEKOBAs
KyJIbTypay», YTO «TOJNKAJIO MOJIOAEXH Ha Jaep3a-
Hus» [12, c¢. 125]. B mpocTtpancTBe nubepaibHOMA
Kyln6Typbl DUHISHANU BeCbMa OpPTaHWYHBIM OKa-
3aJI0Ch TyXOBHOE JIBWKEHHE, TONYyYHBIIEE Ha3Ba-
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HUE Kapenuanuzma. [ pa3BUTHS My3bIKaIbHOTO
KapeJanaHu3Ma «4pe3BbIYAHO BaKHOW OKa3aach
uOeHmMuuUKaAYUs KapenbCKux pyH ¢ KVIbIMypHO-
UCTNOPUYECKUM HACTeOUeM MON000U (PUHCKOU Ha-
yuu. DTa WACHTHU(HKAIMSA HAIIa OTPAKCHHE B
XapaKTepHOM Ha3BaHMM IepBoi pepakuuu «Kane-
Banbl» JI€nHpora: «“KaneBanma”, wim cTapuHHBIC
KapeJbCKHe PYHBI O JIPEBHUX BpeMeHax (HHCKOTO
Hapoma» [5, c. 98]. C xapennaHu3MoM, a He C Ha-
MUOHAIN3MOM OBLIO CBSI3aHO TBOPYECTBO HE TOIBKO
Cubenmyca, HO U TaKWX BHUIHBIX MPEACTABUTEIICH
XyJI0KECTBEHHON KyIbTypbl OUHIISIHINH, KaK THCa-
tenb FOxann Axo, apxurekrop Onuens CaapuHEH,
xynokHuk Axcemn [amen-Kamnena. Ilocnemnuii,
KCTaTH, NpUHAJIeKAI K TPYIIe HEMEIKHX XyI0XK-
HUKOB-3KCIIPECCUOHUCTOB «MOCTY.

MAEHTUTET VS HaLlMOHAAU3M

W3BecTHO, YTO «YyBCTBO HAIUM» HCTOpUYE-
cku n3MeHunBo. O6 3toM BecromHMA U TapyckuH,
npuBe/s B kadecTse snurpada k Introduction ciiosa
Kapna Hunscena u3 nucema bpopy bekmany ot 27
okts0pst 1914 roma'® [21]. s usyuenus mpodec-
CHOHAJIBHON MY3BIKH 00JIe€ KOHCTPYKTUBHOH Tpe-
crapisieTcs no3unus Kpuca I'puna, 1 KoToporo
HAIIMOHATIN3M €CTh COYUATbHLIL (heHOMEeH, U ero
BBIP@KEHHE B MY3BIKE HE MOXXET UMETh CTPOTOTO
Ha0opa MpaBuil. ITO CKOpPEe «BOOOpakaeMoey ue-
JIOBEYECKOE YYBCTBO MJIM CO3HAHHE, U TIO3TOMY €T0
penpe3eHTalui B My3bIKE SBISIIOTCS JIMYHBIMH, HE
OTpaHWYEHHBIMH BPEMEHEM MJIH KOHTEKCTOM» [19].
B kadecTBe anpTepHATHBBI KOHLENTY HAIIMOHAIN3-
Ma MpeANoYTHTEIbHEEe OKa3bIBAETCS KOHIIETIT UOEeH-
mumema'®, s pa3pabOTKU KOTOPOTO B MY3bIKE
MMEeTCs] METOOJIOTHYECKH 3BpUCTHUYECKas 6a3a B
Buje BbIBIEHHBIX M. C. J[pyCKHHBIM My3bIKalb-
HO-HCTOPHYECKHUX 3aKOHOMEPHOCTEH COOTHOIICHHUS
HEHTPOOEKHBIX W IEHTPOCTPEMHUTENBHBIX CHI H
TPEX B3aMMOCBSI3aHHBIX TEHIICHIMH B MY3bIKE XX
BeKa [2, c. 14, 16].

K mepecmoTpy koHIlenTa HAIMOHATU3MA B MY-
3BIKE B3BIBAIOT U OLIEHKY My3bIku Cubenmyca npe/-
CTaBUTEISIMU nocmmooepra [rocamnena n OepHU-
X0y, npuuyém [rocaneH sABIsSETCS MPEACTaBUTEIEM
«Pa3BUTOI» PPAHITY3CKON MY3bIKAIbHOMN KyJIBTYpPbI
C HENpephIBHOW 3BoMOnMeE, a PepHUXOy — aH-
TJIMHACKOM, B TEYCHHHM KOTOPOU OBLI pa3phiB. Jlro-
camneH craput Cubenmyca u SIHadeka B OIUH PSTI C
Hebroccu, a DepHUXOY Ha3bIBaeT cTiIh Cubenmyca
YHHUKaJIbHBIM. 1 HM OMH W3 HUX HE TOBOPUT O Ha-
LIMOHATTU3ME.
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JTacT 3HAUYUTENBHBIM BINSHUEM, KaK ()aKTOp BOCTIMTAHUS
WHIUBHUIYAIEHOCTHY», 3 «MHAWBUAYAIbHBIA CTHIIb — 3TO
Ta IreYarh, KOTOPOH KOMIO3UTOP OTMEYAaeT CBOE MPOM3-
BeneHue» [17, S. 87]

15 «4yBCTBO HaIMHU, KOTOPOE /IO CHX IOP CYUTAIOCH
YEeM-TO BBICOKMM M KPAaCHBBIM, CTAJIO KaK TyXOBHBIH CH-
¢uIc, KOTOPBIN MTOEAAET MO3TH U yCMEXaeTCsl 4epes Imy-
CTBIE TIIA3HUIBI B OECCMBICIIEHHOW HEHaBHCTH. UTO 3TO
3a GanuuIa, YT MOOSKAAST JIYHIIHE TOJIOBBI BOIOIOIINX
Hapomos?» (uuT. mo: [21]). K. Hunmscen nucan mo cymre-
CTBY O TOM K€ Kpaxe JIHOepasbHOTO Haeanu3Ma, O KOTo-
POM € TOPBKHM pa3odapoBaHKeM BbICKasbiBajics Ctedan
LBeiir B pomane «BuepamiHuii Mup».

16 Tumo Jleticu€, ocHoBbIBasiCh Ha Teopun A. KyHa,
NpUIIEN K BBIBOAY O TOM, YTO HACHTUTET SIBISETCS He-



2016,3

My3bika B cucTeMe KYAbTYypbl

0

Koeit a6CTpaKTHOI>1 CHCTCMOfI, KOTOpast OnmpeACIACT 1ICH-
HOCTHBIC OPUCHTUPLI TUYHOCTU, HO HE HACJICAYCTCS I'c-
HETHUYCCKHU, 4 YCBAUBACTCA B MPOLCCCC COoLHAIN3AlIUN

TMYHOCTH. [109TOMY MICHTHUTET SIBISIETCS YaCThIO KyJb-
TYpBbI, 60JIee TOT0, KHUKAKOTO JIPYTOro WAEHTHUTETa, KPO-
Me KYJIBTYPHOTO, IPOCTO HE cylecTByeT» [4, c. 84-86].
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Hammonanusm — oquH U3 W3MIO0IEHHBIX KOHIIETITOB COBPEMEHHOTO aHTJIOA3BIYHOTO My3bIKOBeieH!sA. OH BO3HUK B
Erporme (X VIII Bek) kak HOTUTHYECKOE ABIDKEHUE U TIOCIEAYIOIIHE 1Ba CTOJETHS OBUT 3KCTPAIOINPOBAH HAa 00JIaCTh
MY3BIKaJIbHOTO MCKYCCTBA KaK MCCIIEIOBAaTEIIbCKIM HHCTPYMEHTAPHUH TSI U3ydeHUST KOMIIO3UTOPCKOTO TBOPUYECTBA
ctpan Bocrounoii u CeepHoii EBporbl. DTo pHBeENIO K HCKYCCTBEHHON KIIACCU(UKAIINN €BPONEHCKON My3BIKaJIb-
HoH npoaykiuu XIX—XX BEeKoB ¢ OTHOBPEMEHHBIM HAJICIEHUEM CaMOI'0 KOHILIENTa «HALIMOHAJIN3M» HETaTUBHBIMU
KOHHOTAIMSIMH. B pe3ynbraTe Takoi pediekCuu oKa3aiach yTpaueHHOU CBA3b MY3bIKATbHO-TEOPETHYECKOW MBICTH
C peaJbHBIMU €BPONEHCKUMHU MY3BIKaJIbHO-UCTOPHYECKIMH MIPOLIECCAMH, YTO U CO3/IAJI0 CUTYAIHIO «Apyroi EBpo-
ey (M. Kynaepa). [ BIXoa U3 CIOKHUBIIETOCS KOTHUTUBHOTO TUCCOHAHCA M OCO3HAHUS OeCIepCIIeKTHBHOCTH
JATBHEHIIETO TOTAJIFHOTO MCIIONH30BAHNS TIPUBBIYHON TEPMUHOIOTHH NOJIE3€H KPUTHYECKUNA B3TIIAA]] Ha HAKOIUICH-
HBIH 3apyOeXHBIN HCCIeTOBATEIHCKUI OIBIT, BO BCEH €r0 IMOJIHOTE emlé He OCBOCHHBIN POCCHICKIM MY3BIKOBEIE-
HueM. Kak anprepHaTHBa KOHIENITY HAIlMOHATIN3Ma IpeIaraeTcsl KOHIENT HACHTUTETA, ITHPOKO MCTIONb3YEMbIH B
MEXIYHApOIHOM Hay9HOM IPOCTPAHCTBE ISl HCCIEeNOBaHMS (PEHOMEHOB KOMITO3UTOPCKOTO TBOPUYECTBA, a TAKKE
tonpkiopa. B Poccun 111 3T0TO MIMEETCS METOJOIOTHYECKH 3BpUCTHIECKas 6a3a B Buae BoisiBneHHONH M. C. [Ipy-
CKMHBIM 3aKOHOMEPHOCTH JIBOJIOIUH HAI[MOHAJIBHBIX XyAO)KECTBEHHBIX TPAAWIINNA, HAapaBIEHHBIX Ha UX COXpa-
HEHUE M OTHOBPEMEHHO YCTPEMJICHHBIX K BBIXOAY 3a MX Ipenenbl. JaHHBI KOHIENT aKTyaleH W IS U3yYCHUS
My3BIKH XX BEKa, IOCKOJIIbKY B HEH CHIIBHBI TCHICHIIUN 0OpaIIeHUs KOMIIO3UTOPOB K TOPOMAHTUYECKUM 3II0XaM U
JIPEBHHUM IIacTaM (POIBKIOpA.

KirroueBbie cioBa: HaIMOHAIN3M, HIEHTHTET, METOJONOTHS MY3BIKOBEJCHHS, KOTHUTUBHBINA JTHCCOHAHC, MY3bI-
KaJbHO-HCTOPHUYECKHUIT MTPOIECC, IBONIONHS HAIIMOHATIBHBIX XyT0KECTBEHHBIX TPAIUIIIA.

Nationalism in Music — Playing with References

Nationalism presents one of the favorite concepts in present-day musicology in English-speaking countries. It
appeared in Europe in the 18" century as a political movement and during the course of the following two centuries
has been extrapolated into the sphere of music as a research instrumentarium for performers for the study of musical
works by composers from Eastern and Northern European countries. This led to an artificial type of classification of
the European musical works from the 19" and 20" centuries with the simultaneous endowment of the very concept
of “nationalism” with negative connotations. This type of reflection resulted in a loss of the connection of musical
theoretical thought with real processes of music history in Europe, which is what caused the situation of “the other
Europe” (according to Milan Kundera). In order to overcome the existing cognitive dissonance and sense of futility
of the further current usage of the customary terminology, it would be helpful to develop a critical perspective of
the accumulated research experience from countries outside of Russia, which has not been fully grasped by Russian
musicology. As an alternative to the concept of nationalism, the concept of national identity is proposed, which
has been broadly used in the international academic space for research of the phenomena of classical and folk
music. In Russia this is provided by the methodologically heuristic foundation in the form of the regular laws in
the evolution of national artistic traditions developed by Mikhail Druskin, directed at their preservation and at the
same time aspiring towards passing beyond their confines. The present concept is also relevant for the study of 20t
century music, since it features strong tendencies towards approach of composers to pre-Baroque stylistic periods
and archaic strata of folk music.

Keywords: nationalism, national identity, methodology of musicology, cognitive dissonance, process of music
history, evolution of national artistic traditions.
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AETEPMUHAHTbI LEHHOCTHOM OPUMEHTALIMU AUMHOCTU
B KOMMYHUKATUBHOM TNMPOCTPAHCTBE
MY3bIKAAbBHOTO UCKYCCTBA

OBpPEMEHHAsl COLMOKYJIBTYpHAsi CHUTyalust
TpeOyeT TOBBIIIEHHOTO BHUMAHHS K TIPO-
O1emMaM  (QYHKIIMOHUPOBAHUS MY3bIKaIIb-

HOTO MCKYyCCTBa B o0miecTtBe. B ycrmoBusx yXxoB-

HOTO KpH3HUCa COIMyMa HEOOXOAWM TOMCK HOBBIX

MIPUHIMIIOB, METOIOB UCCIIEIOBAHMSI POOIEM HC-

KyCCTBa, a TaK)K€ IMOCTAHOBKH HOBBIX 33/a4. JTO

HEBO3MOXXHO 0€3 OrMopsl Ha (yHIaMEeHTaJIbHBIE T0-

JIO)KEHUSI COLMOJIOTUH, IICUXOJIOTUA U aKCHOJIOIMU

HCKYCCTBa, TNTyOOKO IPOHHUKAIOMINX B CYyTh 0003HA-

YEeHHON MPOOJIeMBbl M M3yYalONINX BOIMPOCHI T'eHe-

3UCa U SBOJIIOLUHU COLMOKYJIBTYPHBIX IPOLIECCOB.

OcMpbICIeHnE COBPEMEHHOTO COCTOSTHHS UCKYCCTBA

B OOILECTBE HE TOJILKO OOpalaeT Halle BHUMaHUE

K YaCTHOMY acCIIEKTy B3aHMOJEHUCTBUS «UCKYCCTBO

— 00IIeCTBO», HO U BBIBOAWT HAa YPOBEHb PacCcMO-

TpeHus: 0onee modampHOM MPOOIEMBI — aHTPOIIO-

JIOTHYECKOTO Kpu3nca co3HaHus. E€ uccnenoBanue

CTAHOBUTCS BO3MOXXHBIM B CBETE CTaHOBIICHHUS

HOBOM aHTpomnosorun MHoro MupoBo33penus

(P. MoHpo), 9TO B CBOIO O4Yepenb OTKPHIBaeT Oosee

IIUPOKKUE BO3MOKHOCTH B OIPENEIECHUU LIEHHOCT-

HOT'O 3HAYEHUS UCKYCCTBA JJIS YEJIOBEKA.

HUcxonst u3 3T0oro, MOXHO c(OPMYIIMPOBATH OC-
HOBHYIO 1I€JIb CTaTbU: ONPEJCIHUTh (PaKkTOphI, BIHS-
fonye Ha (OPMUPOBAHME MHTEPECA COBPEMEHHOTO
YeJIOBEKa K NPEAMETaM MY3BbIKAJIBHOTO MCKYCCTBA,
a Taxke 00O3HAYUTH T€ YCIOBHS, KOTOPBIE JIENAlOT
BO3MOXKHBIM CTUMYJIMPOBAHHUE [OCTOSHHOIO HHTE-
peca K IPOU3BEACHHUAM aKaJIeMUYECKOTO TBOPUECTBA
Ipu ero cBOOOJHOM OBITOBAHUM, a TAaKXKe CyIle-
CTBYIOLLEN KOHKYPEHIIMH JOCYTOBBIX MEPOIPUATHIA.
Peub uzér, npexae Bcero, 0 BHyTPEHHEN HaIlpaBJICH-
HOCTH 4YeJIOBEKA, KOTOpasl SIBJSIETCS INIaBHOM JeTep-
MHHAHTOH €ro 00IEeCTBEHHON eI TEIILHOCTH U DCTE-
TUYECKUX HMHTEPECOB. BHYyTpeHHU MHp 4YesoBeKa
oOpetaeT cBOOOIY CAMOBBIPRKCHUSI U aKTUBU3HPY-
eTcsl TIPU TAPMOHUYHO Pa3BHUTHIX ICUXOPH3UOIOTH-
YEeCKUX CIIOCOOHOCTSX.

Hns moctukeHus OCTaBIEHHOW LEIU YMECT-
HBIM IIPEACTABIAETCS IPUMEHEHUE KOMMYHUKA-
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MUBHO-aKcUono2u4ecko2o nooxooa. Heobxomumo
cpa3y OTMETUTh, YTO JO HACTOSIIETO BPEMEHH B
WCTOPHH M TEOPHH MCKYCCTBA JAaHHBIA IOIXOJ HE
ObUT 0003HAYEH W HAy4YHO OOOCHOBAH, OJHAKO HC-
MOIB30BaHHE HMEHHO TaKOW METOHOJIOTMH JaET
BO3MOXKHOCTh Hamboliee TMOJHO 0XapaKTepU30BaTh
mporeccsl  (PYHKIMOHHPOBAHHUA aKaJeMHYECKOTO
HCKyCCTBa B OOIIECTBE, a TAK)KE 0003HAUYNTH THUIIBI
OTHOLIEHUH K HCKYCCTBY. B OCHOBE KOMMyHMKa-
THBHO-aKCHOJIOTHYECKOTO TOAX0/a K H3YYEHHUIO
peanu3anuyd My3BIKAJIFHOTO HCKycCTBa B 0OIie-
CTBE JICKUT OOBCIUHEHHE KOMMYHUKATUBHOTO H
akcuonorundeckoro monxomoB. A. H. flkymoB xa-
pakTepu3yeT MY3BIKaJIbHYI0 KOMMYHHUKAIIUIO Kak
JTUHAMHYECKYIO CHCTEMY, B KOTOPOH TpaauIiy Tie-
penadn U coxpaHeHus WH(OPMAIMH TOCPEICTBOM
JUYHOCTHOH TpaHcopManmu OOpeTaroT HOBBIE
KadecTBa B MpOLIECcCe CO3laHus W MoTpelneHus, a
TaK)ke OLIEHKH MY3BIKaJbHBIX MPOU3BEACHUH (CM.:
[10]). UccnenoBaTenh MHUIIET, YTO CHUCTEMA MY-
3bIKAJIbHOM KOMMYHHUKAIIMM «Pa3BEPTHIBAETCS BO
BPEMEHH M MPOCTPAHCTBE, CBA3BIBAS MY3bIKAJIb-
HOE HCKYCCTBO CO BcemH cdepamu 0OIIeCTBEHHO-
TO CO3HAHMA W JEATENBHOCTH, YTO CIOCOOCTBYET
pacupernto cepbl BIUSHUS MY3BIKAJIBHOTO HC-
KycCTBa B OOIIIECTBE U, B TIOPsIIKE OOPATHOU CBSA3H,
CONEHCTBYET BHYTPEHHEMY €ro oOorarieruio» |10,
c. 11-12]. Tem camMbIM aBTOp BBIXOAWUT HA YPOBEHb
AKCHOJIOTHYECKON OIEHKH pealn3aluy IpoHu3Be-
JIEHUH, OJIHAKO 3TO HE IMO3BOJSET B IMOJIHOW Mepe
OTpa3uTh CTENEHb IIEHHOCTHOTO BO3JEHCTBHS HC-
KyCCTBa Ha BC€X YYaCTHHKOB KOMMYHHKAaTHBHO-
TO aKTa, Tak KaK B €r0 OMpPEJEeIEHUN MPOUCXOAUT
CMEIIeHNE pPa3HOPOIHBIX OLEHOYHBIX CBOWCTB.
YMeCTHBIM MpeACTaBISIETCS pa3ieiIeHne BUAOB My-
3BIKAJIFHOH KOMMYHHKAIUH 110 €€ (OpMalibHBIM |
(YHKITMOHATBHO-TIEHHOCTHBIM KpUTEpHsiM. Torma
aKaJIEeMUYEeCKOe MY3BIKAIbHOE HCKYCCTBO MOXKHO
OTIPENICNUTD, KaK XVOOHCECMBEHHYIO (DOpMY KOM-
MYHuKayuuy, KOTopasi CKJIaZbIBAETCs B XOJI€ THAJIO-
ra aJpecanTa W ajpecara, IPOUCXOJAIIETO B MPO-
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CTPaHCTBE aKaJEMHUYECKOTO MCKYCCTBa: IMpPOIECCE
CIIyIIaHWS KOHIEPTOB, IOCEIIEHUS CIIEKTaKJIEH,
TO €CTh B OTPEACICHHOM MECTE U KOHKPETHBIH MO-
MEHT BPEMEHH, KOT/Ia CO3HAaHUE aJjpecara HaMepeH-
HO HAIpaBJIEHO HAa BOCHIPHUATHE XYyIOKECTBEHHOTO
MIPOU3BEICHHUS.

JlaHHBII IOAXO/ 1eTaeT TakKe BO3MOKHBIM BbI-
SBJICHHE W pa3rpaHUYeHHE CYUIHOCTHBIX CBOWCTB
MY3BIKQJIbHOW KOMMYHHUKAIIMH, KOTOPast OOHAPYKH-
BaeTCs 10 XOJy aHaJM3a dCTETU3UPOBAHHBIX (HOpM
NESTEIHLHOCTH TE€X chep pa3InIHBIX 00IIECTB, T
MY3BIKaJIbHOE HMCKYCCTBO HOCHT HEaKaJeMHude-
CKHH xapakTep (Kak, HampuMep, HapoAHOE TBOpUE-
cTBO). B mom0o0OHBIX ciydasx MOXKHO TOBOPUTH 00
acmemuueckol gopme KOMMYHUKayuu, TIE 3a1a49u
B3aUMOJICHCTBUS U XapaKTep BO3ACUCTBUS KOMMY-
HUKAHTOB OyIyT 3HAYUTEIHHO OTIIMYAThCA OT XyHO-
YKECTBEHHOHN (POPMBI KOMMYHHUKAIIHH.

[Tomazmast B COOTBETCTBYIONIYIO KOMMYHHUKATHB-
HYI0 CHTYyalWIO, YeJIOBEK HAYMHAeT JEHCTBOBATH
COTJIAaCHO CBOMM AaKCHOJIOTHYECKHUM YCTaHOBKaM,
KOTOpPBIC TIOMOTal0T €My OOpEeCTH ¥ OCBOUTH dCTe-
TUYECKUIl OmbIT. B ¢dopMupoBaHMH LIEHHOCTHBIX
OpPHEHTHPOB YyYaCTBYIOT PAa3IMYHOTO POAA CIIOCO0-
HOCTH Y€JIOBEKa, SIBIIAIONINECS CBOCOOPa3HBIMU Jie-
TEPMHUHAHTaMH, C TTOMOIIBIO KOTOPBIX CTAHOBHUTCS
BO3MOXKHOH OIpeaeI€HHas CTENEeHb IMOJIHOTHI U J0-
CTOBEPHOCTH BOCIIPHUATHS MPOU3BENECHUN XyHOXKe-
CTBEHHOTO TBOPYECTBA.

[Ipu wccnenoBaHWM JTMYHOCTHBIX JETEPMUHAHT
0Cc000 3HaUMMOM CTAaHOBUTCS MPOOJIEMa COOTHOIIIE-
HUSI KOJUIEKTUBHOTO ¥ MHIMBUAYaIbHOTO. OTMETHM,
YTO IICUXWKA OTAETBHOTO JIMIIA BCE e COIMaIbHA U
conmanpHO 00ycioBieHa» [2, ¢. 22]. 3meck, Ha HaI
B3IJIST, M KPOETCSA OCHOBHAsI MPOOJieMa COBPEMEHHO-
T'O YEJIOBEKa: OH HACTOJBKO TOTPYKacTcs B Oe3Hy
COLIMAIIFHOTO, YTO TePsieT OCHOBHOE — CaMOro ceOs.

Tak, Ha DPOTSIKEHUM BCEH UCTOPUU Pa3BUTHUS
00IIEeCTBa YEIOBEK HCIBITHIBAET IOCTOSHHYIO HO-
CTaJIBTHIO TI0 TOMY, YTO CKpPBIBA€TCS B CaMOW IITy-
OnHe ero cOOCTBEHHOW AyIIW, — 10 CBOH MOJIMH-
HOM cymHOCTH. Majio KTO 3aJyMbIBaeTcsi O TOM,
YTO CO3HAHWE WHAWBHUA — BEIb IeJIOCTHAS, U €CIU
CYIIIECTBYET HEKOTOPBIil AnCOaTaHC BO BHyTPEHHEM
COCTOSTHIH YE€JIOBEKa, TO OH CAMbIM HETaTUBHBIM 00-
pPa3oM CKa3bIBAETCS HA €T0 MPAKTUYECKOW M yXOB-
HOM JeSITeIIbHOCTH.

VBBI, B Hallle BpeMs B TOM, YTO MbI Ha3bIBaeM
KyJIbTypO#, mpeoOiagaeT KauecTBO HEBEKECTBA.
HesexectBo — 310 rpy0OCTH, TOTaKaHHE HU3MEH-
HBIM YyBCTBaM, XKECTOKOCTB, 3TOM3M, JICHOCTH H,
B KOHEYHOM cyeTe, paspymeHue. HeBexecTBo He
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Ia€T YeJIoBEeKy YyBCTBOBATH MOCHUIBI CBOETO BHY-
TPEHHETO «s», JUUIAET CWI U JTyLIEBHOM BO3MOX-
HOCTH JUI1 BOCHPHUSATHS W OLEHKH 3CTETHYECKHX
Npou3BeACHUN. AKaJEMUUYECKOE UCKYCCTBO UMEET
BA)KHYIO LI€JIb — BO3BBILLIEHUE CO3HaHuUs Jaronei. Ho
MOJ00HOTO POAA BO3BBHIIIEHHWE MANO CO3BYYHO CO-
BPEMEHHOMY 4YEJIOBEKY, YbE¢ CO3HAHHE OTSTOLLEHO
HEBE)KECTBOM. MOXKHO clienarh BBIBOJ O HEpeasb-
HOCTH CaMOTIPOU3BOIBHOTO MTPHOOIIEHUS YeI0BEKa
K BBICOKHM 00pa3iaM KIacCHIECKOTO My3BbIKaJIbHO-
IO UCKYCCTBA JIUIIIb Ha OTHOM OCHOBAaHHH, 00yCIIOB-
JICHHOM JIEMOKpAaTHU3allueH.

OpHaKo CyIIECTBYET U Ta YacTh JIIONEH, Y KOTO-
POl IPUCYTCTBYET «UHCTEHIIEe IposiBIeHUE S pa:
MIOJTyYeHHE YIOBOJIBCTBUSA OT KPacOThl HE TOJBKO
Mupa 3emuoit JKuznu, HO u TBOopeHHil Yenose-
yeckoro Pazyma — OT M3SIIIHBIX MOCTOB W 3AaHUN
J10 3By4aHUI XOPOBOM KalleJUIbl U YMO3PUTEIbHBIX
MIOCTPOEHHH. DTO MPOIECC HAKOIUIEHUS CBEACHUN
1 IEepeXUBAaHUM, Iepe] KOTOpbIM YenoBeuecKuil
Pa3ym mpocto HE B cmimax ycrtoaTe» [5, c. 44].
«B Mupe 3emuoi )Ku3HU HET CXOMHOTO BOCIIPHSI-
THSI, BOOOIIIE HUYETO ITOX0XKETO0, U 10 ITOW NPUIHHE
MOJIENaTh TAKUE YYBCTBA MPOCTO HEBO3MOXKHOY, —
MHALIET CO3/1aTeNb U3BECTHOIO UCCIIEN0BATENIBCKOTO
WHCTHUTYTa YesoBedeckoro cozHanus Podept Mon-
po [Tam xe]. BaxkHO MOTYepKHYTh, YTO CYIIECTBO-
BaHHE ITHX JBYX KOMIOHEHTOB — Mupa 3emHOU
Kusnu n tBOpeHuil Yenoseueckoro Pasyma — xa-
paKTepu3yeT ABOMCTBEHHOCTh HALIEH KU3HH, CIIOB-
HO JIB€ CTOPOHBI OIHOM MENAJIN.

Ho denoBek Bcé ke CriocOOCH BHOBH 00pecTH
«ymymeHHy0 OCHOBY» U TIOJIHOLICHHO ()YHKIIMOHU-
poBaTh B OOIIECTBE: MEPEXO]] COBPEMEHHOTO YeIo-
Beka K lHomy MUpPOBO33pEHHIO CTAaHOBUTCS pealb-
HBIM JIUIIb TIPA PaBHO PAa3BUTHIX JIEBOM M IPABOM
MOy IIapHUsX TOIOBHOTO Mo3ra [5]. s moiHoeH-
HOTO MTOHMMAaHMSI CYyIIHOCTH YeJIOBEKa U CIIOCOOHO-
CTel ero BOCIPHUATHS BaXKHO IIPOHUKHYTH B CYTh €70
mermmieHus. JI. C. Beirorckuii mutmet: «FIcKyccTBO
€CTh 0COOBIH CIIOCOO MBIIUICHHSI, KOTOPBIi, B KOHIIE
KOHILIOB, TIPUBOJIUT K TOMY € CAMOMY, K YeMy IpH-
BOJIUT W HAyYHOE TMO3HAHHUE... HO TOJBKO IPYTUM
nyTEéM... VICKyCCTBO OTIIMYAETCSI OT HAyKH TOJIBKO
CBOMM METOJIOM, TO €CTh CIIOCOOOM TMEPEKMBAHUS,
TO €CTh IICHUXOJOTHIECKU» [2, c. 47]. MoxHO pac-
LIMPUTHh BBICKA3bIBAHMWE YYEHOTO: MCKYCCTBO MAET
00pIIIIe BOZMOKHOCTH 11 TAPMOHUYHOTO pa3BU-
THUS TUYHOCTH, TaK KaK COEIMHAET B PaBHOW CTere-
HU IPAKTHYECKUH U AYXOBHBIA ITPEIMETHL.

[lo coBpeMeHHBIM NpEACTaBICHHUAM, aICKBaT-
HOE CYyIIECTBOBaHHE YeJIOBeKa OOecCIeYnBaeT mpa-
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BIJIbHAs paboTa JIEBOTO W MPABOTO TOIYMIAPHI
Mo3ra. «B TIOBCeIHEBHOM JXH3HH YEIOBCUCCKOE
CO3HAHUE TIOCTOSIHHO MEUEeTCsl MEXIY JIEBbIM U
MpaBBEIM MO3TOM B 3aBHCHMOCTH OT TEKyIIHUX O0-
crosiTeNnbCTB. Hanmpumep, Korja 4esioBeK NpUBOJIUT
apupMETHIECKAE TIOACUCTHI, TOCIOJCTBYIOIICE
MOJIOKEHHE 3aHUMAET JIEBBIM MO3I, HO MPHU 3ByKax
MY3BIKA BJIACTh HEMEIJIEHHO 3axBaThIBaeT IIpa-
BbIii. [IMKHM paboTOCIIOCOOHOCTH MPUXOASITCS HA TS
MI'HOBEHMSI, KOIZla MBIIIJICHME 000MX MO3rOB CJIM-
BaeTCs B OJHO IIEJIOC, CHHXPOHU3UPYETCS U 00Be-
nuHseTCs» [5, c. 32].

JleBoe mosymiapue CBsi3aHO OOJIBIIE C MPAKTH-
YECKOM JeSTEIbHOCThIO UeIOBEKa, ITpaBas ke 4acThb
OTBEYAET 33 BOCIPHUATHE MPOCTPAHCTBA U (POPMBI,
YyBCTBO MPEKPACHOTO, AMOI[MOHAIBHBIE OTKIIHUKH,
WHTYULIMIO — U BCE OCTaJbHOE, YTO JieBask COCTaB-
JIOINAsE HE CIIOCOOHA MPUHATh U CUCTEMATH3UPO-
BaTh, BKJIIOYAsi TaKUE€ BBICOKOYXOBHBIE JOCTHXE-
HUS YeJI0BeKa, Kak JII00OBb, BIOXHOBEHHE, APYKOa.
MMeHHO AesTeNbHOCTh MPABOro MOJYIIApUs NAET
B TIOJIHOM Mepe TMOYYBCTBOBAaTh M Pa3HOOOpa3HEIE
OTTEHKM HEraTMBHBIX OIlyUleHUuHA. Bcsa cymHocTh
YeJI0OBEKA MPUXOJUT B HETOJIOBAHUE OT OJHOM MBbIC-
JIA O TOM, YTO B MPUHITUTIC BO3MOXKHO M300peTeHNE
HEKOU (hOpMYIIbI, KOTOpasi MO3BOJIUT KOJIMYECCTBEH-
HO WM3MEPUTh U KAYECTBEHHO NEPEOPUEHTUPOBATH
m000Bb U Jpyxk0y. DTH UyBCTBA HAXOMATCS IICIIH-
KOM BO BIIACTH TPABOI YACTH HAIETO MO3ra. «3a
JIOJITUE THICAYEIIETUSA MPaBbli MO3I uUeJlOBEKa HU-
YyTh HE U3MEHMIICS, — OH HE Pa3BUBAETCS, HE IBO-
JIIOLIMOHUPYET, 0CTaéTCs TAKMM, KaKuM ObLI BCEra,
JIEBBIM MO3T, HAITPOTUB, HEYKJIOHHO COBEPIIEHCTRY-
eTCs, CIeMysl KaKk BHYTPECHHUM IMOOYKICHUSIM, TaK
W BHEIMHEH HEOOXOMUMOCTH», — TOTYEPKUBACT
P. Momnpo [Tam ke, c. 48].

JIeBblid MO3T MpPEACTaBIAET AHAIUTHUYECKU,
WHTEJUICKTYaIbHBIA oTAen. OH OTBEYaeT 3a JIOTH-
YECKOE€ MBIIICHUE, IEHTPbI pEYH, MATEMAaTUYECKUE
CIIOCOOHOCTH, HAydYHBIE METOMWKH, IIEAarorude-
CKHE M OpPTraHU3allMOHHBIC CIOCOOHOCTH. MIMEHHO
JIEUCTBUE JIEBOIO MO3ra JIEJaeT YeJI0BEKa YBEPEH-
HBIM B TOM, YTO «HET HUYETO HEBO3MOXKHOTO». Kak
TOJILKO YEJIOBEK TOHMMAET, KAKMM UMEHHO 00pazom
OH MOJKET JyMaTh U pa3MbIlLIATh, OH HAUMHAET I10-
Jiy4aTb OT 3TOTO YIOBOJILCTBUE, a €Il€ U JONOJIHU-
TEJHHBIC MTO3UTHUBHBIC IS Ce0sl MPAaKTUIECKUE pe-
3yJIbTaThl; OH HEMIPEMEHHO HAYMHAET Pa3MbILLIATh
Yaie ¥ MOHUMAET, YTO CIIOCOOHOCTh Pa3MBIILIAThH
MPUHOCUT €My TO, K YeMy OH CTpeMHTCs. 3ada-
CTYyI0 HMHTEJUIEKTyaJIbHbIE BO3MOKHOCTH YEJIOBEK
TPaTUT Ha JOCTHXKCHHUE BJIACTH, 3apabaThIBaHUC

46

neHer, oecrienpHoe obmeHne. C TedeHneM BpeMe-
HU JIIONH BIAJIHA B 3aBUCUMOCTH OT BCETO 3TOTO, U
CErOMHS MBI TIOHMMAaeM, YTO B IPOIECCE HaIIeH
3BOJIFOLIMM PA3BUBAETCS TOJBKO OJIHO MOJIyLIapue, a
BTOpOE OcTaércs Heu3MeHHbIM. [loaToMy U Te cde-
PBI YEIIOBEUECKON IEITEILHOCTH, KOTOPHIE CBSI3aHbI
C palMoOHAJIBHBIM HAYaJIOM, Pa3BUBAIOTCS CTOIb
CTPEMUTEIIBHO, & TO, YTO CBSI3aHO C 3MOLMOHAJIb-
HO-3CTCTUYECKUM BOCIPHUATHEM JKW3HHU, 3HAYH-
TEeIHHO OTCTaéT. B 3TOM oT9acTH KpoeTcs mpuanHa
JETYMaHU3aINHA UCKYCCTBA.

3a mocneHee CTONIETHE PA3BUTHE JIEBOTO MOJY-
mapusi JOCTHIIIO TPAKTUIECKH MaKCUMAaJbHOTO
YPOBHSI, YEJIOBEK CO3MAET OIPOMHOE KOJIMYECTBO
M300pETCHMI, TO3BOJIAIONIMX PACKPHITH MAaKCH-
MajgbHBIE BO3MOXKHOCTH TIPUMEHEHHUS TpaKTHde-
CKMX 3HaHU. BMecTe ¢ TeM J1oau ¢ pa3BUTHIM Jie-
BBIM TTOJTYIIIAPUEM HEPEIKO UTHOPUPYIOT UMITYITBChI
MIPaBOTO TOIYMIAPHS TI0 MPUINHE TOTO, YTO OHU HE
AMEIOT 0CO00TO MPAKTUICCKOTO 3HAYCHHSI TSI UX
JKU3HU. YeloBeK, POJUBIINCH, YACTO BUAUT CBOEU
[IETBI0 IMEHHO Pa3BUTHE JICBOTO IONyIIApus, HO,
BMECTE C TE€M, DTO JIUIIH TIEPBasi CTAAMSI TYXOBHOTO
CTaHOBJIEHHA dYenoBeka. «OMHUM W3 CyIIEeCTBEH-
HbIX MOMEHTOB MHOro MupoBO33peHUs SBISETCA
ocoboe BHMMaHHME K B3POCIICHHIO CIIOCOOHOCTEH
JeBoro Mosra <...> JleBblii Mo3r = YenoBeueckuil
pasyM, Bupou3MeHeHHbI Mupom 3emHo#i JKu3HM.
IIpaBeiit Mo3r = IlposBnenue Sapa — BHEBpEMEH-
Has, He(HU3UYEeCKas CTOPOHA JUYHOCTH, KOTOpas
He TI0IBep KeHa HUKAaKOMY BIHSHHIO Mupa 3eMHON
Kuzam» [Tam xe, c. 49]. Takum oOpazoM, 9TOOBI
CTaTh JYXOBHO 3PEJIOH, MOJTHOIICHHOW JIMYHOCTHIO,
YEJIOBEKY HEOOXOIMMO MAaKCHMMAaJIbHO Pa3BHTh Jie-
BYIO 9aCTh MO3Ta JUIA TOTO, YTOOBI OH OBIJI CIOCOOEH
a7ICKBaTHO TIPETBOPSATH B )KU3Hb UMITYJIBCHI ITPABOTO
MO3Ta, OJHUM CJIOBOM — TaPMOHUYHO CHHXPOHH3H-
poBarh paboty momymapuii. MO)XHO MMEHHO TakK
BocnpuHATH cioBa A. H. SIkymosa o Tom, 4TO Cy-
MIECTBYET 3aBHCHUMOCTh Ka4eCTBAa KOMMYHHKAITIH
OT Mepbl OAapEHHOCTU U TBOPUECKOM aKTUBHOCTHU
YYaCTHHKOB KOMMYHHUKAaTUBHOTO Mporiecca (KOMIIO-
3UTOpA, UCTIONHUTENS, cirymmarens) [10, c. 154].

Ha ocHoOBe BBIIIIEN3I0:KEHHOTO MOJKHO YCIIOBHO
chopMHpOBATh HECKOIBKO TPYNIT KOMMYHHKAHTOB
C TIPUMEPHO OAMHAKOBBIM PAa3BUTHEM BHYTPEHHHUX
BO3MOXKHOCTE K TBOpYECKOM JesTenbHOCTH. Ha
HaIll B3DVISIT, CylIecTBytomue Tumnoioruu T. Agop-
HO [1], A. H. Coxopa [8], FO. A. Kpemnéna [4]
b. ®. CmupHOBa [7] 1 HEKOTOPBIE APYTHE TOCTPO-
€HBI Ha COIIOCTaBJICHUU HE BCETNIa COBMECTHUMBIX
KPUTEPHUEB, & TAK)KE 0TOOPAKAIOT BHEIIHUE XapaK-
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TEPUCTUKHU, HO JI0 KOHIIA HE PACKPHIBAIOT BHYTPCH-
HIOIO COCTAaBIISIIONIYIO, KOTOpas W JIOJDKHA CTaTh
OCHOBOU KpUTEPHUEB KOMMYHHUKATHBHO-aKCHOJIOTH-
YECKOT0 B3aMMOJICHCTBUS yYACTHUKOB TBOPUECKOTO
mporecca. Tak, ymoOHOH mpencTaBIsSeTcs CIeayTo-
mas KIacCU(UKAIUs TUIIOB YYaCTHUKOB XyIOMKe-
CTBEHHOU ()OPMBI MY3bIKAIEHOW KOMMYHHKAITUH:

JluyHocms ¢ cunbHbIM NpoAsieHUeM UHMYUYUY
U CcoOmeemcmeylowumM pazsumuem UHMeLLIeKma.
Takwue mronu 0051a1a10T OOJBIIMMU CIIOCOOHOCTIMH
K YCBOCHHIO HAKOILJICHHOTO KYJIBTYPHOI'O OIIbITA U
npeoOpa3oBaHus €ro ¢ IeIbI0 JaIbHEHIIero pa3Bu-
tusi. OHM CIIOCOOHBI BOIUIOTUTH U OOJNAaropoJuTh B
XyJO’)KECTBEHHOM TPOM3BEJCHUU COIHAIBLHO 00Y-
CJIOBJICHHBIC YyBCTBA IPHU IIOMOIIHU XYJIO0XKECTBEH-
HBIX CPEICTB BBIPA3UTEIBLHOCTH 0 MX OYHINCHUS
1 BO3BBIIICHHUS. 3a4acTyl0 MIMEHA TaKUX JIMYHOCTEH
HaBCerJa OCTAIOTCs B UCTOPHUH.

JluyHocms ¢ cunbHLIM NPOAGIEHUEM UHMYU-
Yuu U HeOOCMAamo4YHbIM PA38UMUEM UHMELLIEeKmA.
OOBIYHO HSMOILMOHATIFHOE HAYajo B AEATEIHHOCTH
TaKuX JIOAeH NpeBaMpPYyeT, OHM HE CKJIOHHBI IITy-
0O0KO MPOHMKATH B CTPYKTYPY NPOU3BEIACHHUM, MX
OompIie MHTEpPECYeT 00IIee YMOIMOHATIBLHOE BIIE-
YatiieHHe OT YBHJICHHOTO W yciblmaHHoro. Hcmorn-
HUTEJH 3TOTO THIIA B OOJIBIICH CTEIIEHH OMUPAIOTCSI
Ha coOCTBEHHBIE OlIyIeHHs. Henb3st yTBepKaarh,
YTO JISATENFHOCTh TAKKX JIIOJICH MallOIIEHHA, BCTpe-
YalOTCS M OYCHb SPKUE JaPOBAHU.

JluyHocms ¢ cUNbHO pazeumvimM UHMELLEKIMOM,
HO 3a0a6leHHOU, 3aKpblmol unmyuyuel. Y TaKuX
JesiTeliell UCKYCCTBa OYEeHb Pa3BUTO aHaJIMTHYC-
CKOE Ha4allo, B HCIIOJTHEHUH OHH OTTAJIKUBAIOTCS OT
BCECTOPOHHETO aHaJIM3a CTPYKTYPhI IPOU3BEICHUS,
HCTOPUYECKOTO M ACTETHUECKOTO KOHTEeKCTa. Takue
MY3BIKaHTbI CBOOOJHO BJIAJCIOT TEXHUYCCKUMHU
CPEICTBAMU BBIPA3UTEILHOCTU, KOTOPBIC MPU 3TOM
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HEPEIKO CTAHOBATCS CAaMOIIENbBIO TP BHIPAKEHHH.

Jluunocmb ¢ HepazeUMbIM UHMENNEKMOM U 3a-
Kpvlmoti uHmyuyuel. Y TaKuX MY3BIKAHTOB CIIa00
Pa3BUTHI KaK aHAJIUTHYECKHE BO3MOKHOCTH, TaK U
CHOCOOHOCTH MHTYUTHBHOTO MTOCTHKEHUS TIPOU3Be-
nenrs. Hepeako y HUX OTCYTCTBYET BOJIEBOE HAYajIo
1 m000e BHyTpEHHEE HamlpsHKEHUE BBI3BIBACT HETa-
TUBHYIO PEaKIHIIO OPTaHN3Ma, YTO B UTOTE HE TIPUBO-
JIUT YeJIOBeKa K Pa3BUTHIO, HO BENET K JACTPadallii.

Bwmecte ¢ Tem criemyeT OTMETHTB, YTO Ha pas-
HBIX CTYIIEHSX Pa3BUTHS YEIOBEKAa MEHSETCS CO-
OTHOIIIEHNE HMHTEUIEKTYyaJbHOTO M MHTYUTHBHOTO
Hadai. Hepeako K mATHAECATH rofgaM 4eloBeK 00-
peTaer Ty cTeneHb cBOOOABI 00pa30BaHMs, KOTOpas
[I03BOJISIET €My TOHKO PearupoBaTh Ha MPOSBICHUE
Pa3TMYHBIX KYTBTYPHBIX JOCTHXKEHHHA OOIIeCTBa.
B Takom cirydae MOXKHO KOHCTaTHpPOBaTh, YTO Oy-
XOBHOE€ Pa3BHUTHE JMYHOCTH COCTOSIOCH, JOCTUTIIO
HEOOXOAMMOI'0 YPOBHSI.

Ocraércs 100aBUTh, UTO B paMKaxX OJHOM CTa-
ThU HEBO3MOXKHO OXapaKTEpPH30BaTh BCEX y4acT-
HUKOB XYJ0KECTBEHHOTO KOMMYHHUKAaTHBHOTO aKTa,
pasnuyaronipecs Mo CBOMM  (YHKIHOHAIHHBIM
cBoiictBaMm. [IpencraBiieHHas Bblile KiaccupuKa-
s SBJISIETCA JIMIIb OCHOBOM, C TIOMOIIBIO KOTO-
POii BO3MOXKHO JalIbHEHIIee H3yYeHne crienupuKn
B3aMMOJICHCTBUS KOMMYHHUKAaHTOB B MTPOCTPAHCTBE
XyJO0KECTBEHHOTO TBOpUYecTBa. VI3nmokeHHOE T™o-
3BOJISIET 3aKJIIOYNTh, YTO OOpalieHne K KOMMYHH-
KaTUBHO-aKCHOJIOTHYECKOMY TOMOTAeT I10-HHOMY
MIOJIOWTH K OIPEEICHUIO U BIUSHUIO JHYHOCTHBIX
JIETEPMHUHAHT TBOPYECKOM NEATENHHOCTH YEJIOBEKa,
KJIACCU(UKAIIMA THUIIOB OTHOIIEHHH B MPOCTpaH-
CTBE MY3BIKaJIbHOTO HCKYCCTBA M OTKPHIBAET HOBHIE
BO3MOXKHOCTH PACKpBITUSI CIICU(PHUKH B3aUMOJICH-
CTBUH B COBPEMEHHOW CHCTEME OTHOILUEHUH «HC-
KYCCTBO-OOIIIECTBOY.
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6. Peiibpyx M. My3bIka Kak OITBIT: IIPOLIECCYaTb-
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kanbHOM Haykd. 2011. Ne 1. C. 164-175.
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B KOMMYHUKAaTMBHOM MPOCTPAHCTBE MY3bIKaAbHOTO MCKYCCTBA

CoBpeMeHHasi COLOKYJIBTYPHAsI CUTYallMsl, UMEIOIasi 3HaYUTeIbHbIE JOCTHKEHHS B 00IaCTH BHICOKOPA3BHUTHIX TEX-
HOJIOTH ¥ KyJIBTYpHBIX LIEHHOCTEH, NaéT 4eI0oBeKy OOJbIINE BO3MOXXHOCTH JUIS TIOJHOLEHHOTO F'APMOHUYHOIO Cy-
mecTBoBaHus. OHAKO Takasi OOLIECTBEHHAs OJaronoly4YHOCTD SIBJISIETCS JIMIIb BHEIIHEH 00O0JIOUKOM, MO/ KOTOPOi
CKpBIBaeTCsl INIyOOKMit JyXOBHBIN KpU3UC 00IIecTBa. DTO CBSI3aHO, MPEX/E BCErO, C MOIPY)KEHUEM B MHTEIICKTYallb-
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HYIO cq)epy ACATCIBHOCTHU U OTKA30M YEJIOBCKA OT CBOCTO UHTYUTHBHOTO BHYTPECHHETO HadaJia, UYTO B pE3YJIbTATC IIPU-
BOAMT K IOTEPE CaMOro cebs1. UemoBek B TaKUX YCIOBUAX CTAHOBUTCA MACCUBHBIM U 3aKPLITHIM, TCPAIOIINM UHTEPEC
H CIIOCOOHOCTH K BOCIIPUATUIO HpOPI?,BeHCHHﬁ MY3bIKaJIbHOT'O MCKYCCTBA. Ho nmmenno XYA0KECTBECHHOC TBOPYECTBO
SABJISICTCS CPEACTBOM PACKPBITHA AYXOBHOI'O MMOTCHIMAJIa YCJIOBCKA, BO3BLIIIAIOMICTO €TI0 HA/l MUPOM HNPAKTUYCCKUX
3aJa4. I'nmaBHBIM B pa60Te CTAHOBUTCS OIPEACIICHUEC JTUYHOCTHBIX JCTCPMUHAHT, SABJIAIOMINXCA OCHOBHBIMH HAIlIpaB-
JAOIUMU MOTUBAIMU NOJTYUYCHHUA S5CTETUYCCKOIO OIIbITA. I[J'ISI HUCCICa0OBAaHUA ﬂaHHOﬁ HpO6J'ICMI)I npeajgaracTcs uc-
MOJIb30BAHNUE aBTOPCKOIO KOMMYHHKATHBHO-aKCUOJOI'MYCCKOI0 MOJAX0/Ja, MO3BOJIAIOIICTO OMPEACIINTDG ICHHOCTHBIC
OPUCHTHUPHI YCJIOBCKA B €TO TBOp‘ICCKOﬁ KOMMyHPIKaTPIBHOfI JACATCIBHOCTHU, KOTOPBIC (bOpMI/IpyIOTCSI 6nar0z[apsl pas-
BUTUIO onpeﬂenéHme CIIocoOHOCTEH yenoBeka. B crarne OPUBOAUTCA maccmbnxaum{, BKJIrO4Yaromiad 4€TbIpe TUIIA
JIMYHOCTHU, UMCIOIIUEC PA3TINYHOC COOTHOIICHUEC PA3BUTHUA MHTCIIJICKTYAJIbHOIO U UHTYUTHUBHOTO HavYajl (JII/I‘IHOCTL C
CHUJIBHBIM NPOABJICHUCM UHTYUIIUU U COOTBETCTBYIOIIUM PAa3BUTUCM UHTCIJICKTA, JIUYHOCTH C CUJIbHBIM MPOSABIICHUEM
HUHTYHUIUU U HEJOCTATOUYHBIM PA3BUTHUEM MHTCIUICKTA, JUIHOCTD C CUJIBHO PA3BUTHIM UHTCIJICKTOM, HO 3aﬂaBﬂeHHOﬁ,
SaKpLITOﬁ HHTyHIIPIeﬁ, JIMYHOCTD C HEPA3BUTBLIM UHTCIJICKTOM 1 3aKpLITOI>i HHTyHHHeﬁ). I[aHHOG HUCCICOAOBAaHHUC B CBC-
T€ CTAHOBJICHUS HOBOU AHTPOIIOJIOrNn Hnoro MI/IpOB033peHI/I${ OTKPBIBACT INHUPOKUC BO3MOXKHOCTU IAJI YITYUIICHUA
B3aPIMOZ[€I>iCTBPIH Y4aCTHHUKOB KOMMyHHKaTHBHOﬁ CHUCTCMBbI ((I/ICKYCCTBO-O6III€CTBO)).

Kirouepnie cioBa: HCKYCCTBO, KOMMyHI/IKaTI/IBHO—aKCI/IOJ'IOI"I/I"ICCKI/II\/'I noaxoa, HCHHOCTHAs OpUCHTAIlUs, pa3BUTUC
JIMYHOCTHU, KOMMYHUKAIIUA, aKCUOJIOTUs.

The Determinants of the Value Orientation of Personality
in the Communicative Space of the Art of Music

The contemporary social and cultural situation, equipped with significant achievements in the sphere of highly
developed technologies and cultural values, provides human beings with great opportunities for a full-fledged
harmonious existence. However, this social well-being presents merely the outer shell, under which lies hidden the
deep spiritual crisis of human society. This is connected, first of all, with the overall immersion into the intellectual
sphere of activity and people’s rejection of their intuitive inner element, which results in a loss of oneself. In
such conditions the human being becomes passive and closed, losing interest and the abilities for perception of
musical compositions. Nonetheless, it is the art of music which presents a means for disclosing the human being’s
spiritual potential which elevates him or her above the world of practical aims. The outer determinants are the
main references for motivation in the acquisition of aesthetical experience. For carrying out research this issue the
author suggests making use of the communicative-axiological approach adapted by her to this issue. This makes
it possible to determine the human being’s value landmarks in his or her creative communicative activities, which
are formed as the result of development of certain skills in a person. The article presents characterizations of four
types of personality which have various correlation of development of the intellectual and intuitive principles:
personality with a strong manifestation of intuition and a corresponding development of intellect; personality with a
strong manifestation of intuition and an insufficient development of intellect; personality with a strongly developed
intellect, but with a “run-down,” closed intuition; personality with undeveloped intellect and closed intuition. The
present research in light of the formation of a new anthropology of the New Worldview opens up broad possibilities
for improvement of interaction between participants of the communicative system of “art vs. society.”

Keywords: art, communicative-axiological approach, value landmarks, development of personality, communication,
axiology.
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MEPOOPMAHC KAK ®OPMA TTPEACTABAEHHA
MY3bIKAAbHO-XOPEOTPA®UYECKOTO UCKYCCTBA
BTOPOW NMOAOBUHbI XX BEKA

JTHO 13 HamboJee IPKUX U 3HAYNMBIX Tea-

TPaJN30BaHHBIX (POPM IIPEICTABICHUS MY-

3BIKATBHO-XOPEOrpauIecKoro UCKyccTBa
BTOpO# mosnoBuHBI XX Beka cTan nephopMaHc.
CymecTBeHHOE BIHMSHHE Ha €r0 CTAHOBICHHE U
pa3BUTHE OKa3ajdl HBIO-HOPKCKHE KOMITO3UTO-
pot Jx. Keitk, J.Togop, JI. M. dur, M. Monk
u xopeorpader C. ®opru, U. Paitnep, T. Bpays,
JI. Yaitnace, C. Ilakcton. x coBMecTHBIE pabOTHI
chopMUPOBAIN OIATOTIPUATHYIO IS HOBaTOPCKUX
HJIed XyI0’)KECTBEHHYIO CPEly U OIIPENEIUIN MEHH-
CTPUM B Pa3BHTHUH MY3bIKaJIbHOTO H XOopeorpadu-
YECKOTO MMOCTMOJIEPHU3MA.

B cBs3u ¢ m3yueHHeM My3BIKAIBHO-XOPEOTpa-
¢duueckoro nepdopmanca ciemayer 0003HaYUTH CIO-
KHUBIIYIOCS B COBPEMEHHOM PYCCKOSI3BIYHOM MY3bI-
KOBEJICHUU TpoOieMy WHGOOPMAIIMOHHOTO TOJIO/A.
Curyalio HEeKOTOpPEIM 00pa3oM KOPPEKTHUPYIOT pa-
6ote1 B. Ilerposa [4; 5], H. babuua [1], A. Kpowm [3],
T. Kropersi, M. Karynsan, B. LleHosoii [6] n apyrux
aBTOpOB, TJ€, OIHAKO, Xopeorpadudeckue Mmocra-
HOBKH HE SIBIISIIOTCA KITF04eBO# Temoii. OHM paccMa-
TPUBAIOT MHBIE BOMPOCHI: (POPMUPOBAHIE ICTCTUKH
1 Xy/IO’KECTBEHHBIX 3aKOHOMEPHOCTEH COBPEMEHHON
MY3BIKM, BKJIaJ KpPYNMHEHIINX KOMIIO3UTOPOB-HO-
BaroOpOB B MUPOBYIO MY3BIKY, HOBbIE (DOPMEI IIpe-
MOJJHECEHUsI HCKyccTBa. PaboOThl k€ W3BECTHBIX
3apyOeKHBIX MCCIIENOBATEIe COBPEMEHHON XOpeo-
rpaduu C. beitne [8], A. Mak-/ons [10], b. KBemx
[9] oTMedeHBI HE3HAYUTENFHBIM BHIMAHUEM K pac-
CMAaTpHBaeMOil B JaHHOM cTaTbe Mpoodieme.

Haumras ¢ 1990-X rogoB, HCKyCCTBOBETICCKHE
uccnenoBanus GOpMHUPYIOT YCTOMYMBOE MHEHHE O
TOM, YTO B KYyJbType BTOPOH NOJIOBHHBI XX BEKa
COBEPIIWJICS TaK Ha3bIBaeMBIH «Tep(HOpMaTHBHBIHI
[IEPEBOPOTY», KOTOPBII HE TOJIBKO NPUBEI K BO3HHK-
HOBEHHIO HOBBIX BUJIOB CIIEKTAKIIS, HO U MIPOOYIHIT
Ipoliecc ACTETH3AIMN U TeaTpaiu3aiuu B cdepe
HEXyJI0KECTBEHHOH (mmoapobree 06 3Tom cm.: [11;
12]. I'paHuIbl MEXAY XyAO)KECTBEHHBIMU M HEXY-
JO’KECTBEHHBIMH CIIEKTAKIISIMH (TaK Ha3bIBAEMBIMU
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nephopMaTUBHBIMH (POPMaMH KYJIBTYPbI) B pe3yIib-
TaTe 3TOr0 CTAJN MPO3PAYHBIMH.

PaccmarpuBaemoe XyqOKECTBEHHOE SIBICHHE
— My3BIKIBbHO-X0Opeorpapuueckuii  nephopmaHnc
— poxmamock B OypHOU armocdepe Bceodiero
oOHoBIIeHUsT HCcKyccTB. B cepeamne 1950-x cro-
KIJIaCh MOIIHAS BETBb ¢ HeHTpoM B Hulo-Mopke,
CBSI3aHHAS C AaKTHBHBIM CONPOTHUBIICHHEM CIIOKHB-
mencss eBpONeUCcCKOM Tpagullud penpe3eHTaluuu
MPOM3BENCHHUST HCKycCTBa. Tak, aMepuKaHCKas
My3bika 1950-1960-x accomuupyercs ¢ 3MOXO0i
Jx. Keiipka 1 XapakTepHOM KEHPKEBCKOM peak-
LIMEeN Ha MOCIEBOEHHYIO €BPOIEUCKYIO0 CHUTYyaIHIO
«Jaca HOJIbY», O3HAMEHOBABIIYI0 HEOOXOAWMOCTH
HayaTh C Hadaja, C YUCTOro gucra. MoXXHO cKa3arhb,
yto Jx. Kelpk 1 ero nocienoBaTeian COBEPILIWIN
MEPBBIN paANKAIbHBINA IIar B HAMETHBIIEMCS JIBH-
JKEHUU OT TPAJAUIIMOHHBIX OCHOB €BpPOIEUCKON MYy-
3bIkU. HaliIGHHBIH KOMIIO3UTOPOM CIIOCO0 yXo/a OT
WHTYUTHBHOTO COYMHEHHSA M CIyXOBOTO BBHIOOpa B
MOJIb3y HEHAMEPEHHOTO TBOPUYECKOTO aKTa, HEKOH-
TPOIMPYEMOTO Tporiecca ObIT B3ST Ha BOOPYXKe-
HUE MOJIOABIMU HBIO-HOPKCKUMH KOMIIO3UTOPAMHU
(I Mamma, . Tromop, O. bpayn, M ®enaman)
n xopeorpadamu (M. Kannwmarem, U. Paiinep,
C. Ilakcron, C. ®optn).

HexoTopsie mepeocMbICTIEHHBIE C TO3UITHI 000-
3HAUEHHBIX BbIIIE UJEH CBOMCTBA T€aTpalibHOTO, B
TOM YHCII€ ¥ MY3BIKaJIbHO-TEATPATIEHOTO CTIEKTAKIIS
BOIUIOTHIINCH B XOpeorpadudeckoM nepdopmaHnce.
Emé ¢ nmagana XX Beka, Koraa AEATEIHLHOCTh Tea-
TPaNBHOTO peXXHCcCEpa cTaja MpeaMeToM BceoOre-
TO BHUMAaHMS, OJTHA M3 BAKHEUIIHNX 3a7a4 (TIOMIMO
nepesavy aBTOPCKOTO 3aMBICIIa) CIIEKTAKIIS 3aKIT0-
Yanachk B TOM, YTOOBI IIOCTAHOBOYHBIMU CPEJICTBA-
MU BBI3BaTh COBEPIIEHHO ONPEACNEHHYI0 peak-
uio myonuku. [locTaHOBOYHBIE METOIBI PYCCKOTO
(C.Ou3enmreiin), nemenkoro (M. Peitaxapar), nta-
mesiHCKOTO (T. Mapunerru) tearpa 1920-1930-x
TONIOB, TA€ 3pPHUTENh CTAHOBWJICS «OCHOBHBIM Ma-
TepuasoM», ObUIM HamNpaBiICHbl Ha pEUICHHE 3a-
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Jla9d TIOCTAHOBKH, KaK «O(MOPMIICHHUS 3PUTENS B
JKeJIaeMOW  HaIlpaBJIEHHOCTH (HACTPOEHHOCTH)»
[7,c.270].

Peakuus 3putens craina oHOW M3 BaKHEHUIINX
3amad nmepdopmanca 1950-1960-x. Ograko B 11€H-
Tpe BHUMaHMS TeTepPh OKa3anach OTBETHAS PEaKIIUs
peLnrenTa, BOCIIpHHAMaeMas Kak CaMOOPTaHu3y-
IOIIasiCsl CUCTEMA, Pa3BUTHE KOTOPOil HEe TpecKas3y-
eMOo | He moaaéresi KOHTpomo. B xopeorpaduye-
CkoM TiephopMaHCe CO3aBaUCh CIEIU(UICCKIEC
YCIIOBHUSI B3aMMOJICHCTBUSI 3pHUTEIIS B iepdopmepa.
[epdopmanc BocHpUHHMANCS KakK CIHEIHATBHO
CIIPOEKTHUPOBaHHAA CHUTYallusi, B KOTOPOM OHU HE
TOJILKO MOTJIM BO3JIEHCTBOBATh APYT HA JApyTa, HO U
HCCIIeIOBaTh B PeajbHOM BpeMeHH (opMBbI CBOETO
B3aMMOJICHCTBHS. 3ajada MOCTAHOBKH M COCTOSIIA
B TOM, 4TOOBI CIUTAaHUPOBATh MOAOOHBIN SKCIEPHU-
MEHT M CO3[aTh OJIaTONpPHUATHBIC YCIOBHUS AJIS €r0o
npoBeneHus. [lpu 3ToM 3puTens He TOIBKO HAOMIO-
Tl 3a MPOUCXOASIIMMH TPOLIeCCaMi, HO M Kak
YYaCTHHUK COOBITHS IPHOOPETa COOTBETCTBYIOIINN
YYBCTBEHHBIN OTIBIT.

[puBnexarensHBIMU IS XOpeorpadoB U KOM-
MO3UTOPOB OKAa3aJIMCh TaK Ha3blBaeMas «Telle-
CHOCTBY» CIIEKTaKJIS M €Tr0 MPOCTPaHCTBEHHO-BpE-
MeHHoe pemienue. [leppopmancer 1960-x cozgans
B IIPOTUBOBEC TPAJULMOHHON €BPONEHCKON KOH-
HEMNIUH, COTIACHO KOTOpPOH HCHOJIHHUTENb [0J-
JKEH TepeJaBarh 3HaueHUs, cHOopMyTHpOBAHHEIC
aBTOPOM. XYOOKHUKH OKCIIEPUMEHTHPOBAIN C
pasNUYHBIMHA CIIOCOOAaMM TIPEACTABICHUS Tela,
MpHUBJIEKasT BHUMAHUE K €r0 MaTepHalbHOCTH U
(u3nYeCKUM CBOWCTBAM, TEM CaMbIM pa3BHBas
WU TeaTpajbHOIO aBaHrapaa Hagana XX Beka.
WunuBuayanbHple (pu3ndeckne AaHHBIE TAHIIOB-
muKa (pu3uveckasi Cuiia, HHTEHCUBHOCTD JIBIIKE-
HUS) OKa3bIBAJINCH B IIEHTPE BHUMAHUS 3PHUTES.
Ycunenue nepGopMaTuBHOIO XapakTepa AeHCTBUN
MOTJIO COTIPOBOXAAThCSI MPUYMHOKCHHEM 3Haue-
HUI B IPOOYKJaTh y 3pUTEINS pa3IMdHbIe aCCOIH-
aIuu, 00yCIOBIIEHHBIE €r0 JINYHBIM OIBITOM, JTHOO
COLMOKYJBTYPHOM CUTyalUEH.

[epdopmepsl TPOU3BOMUIM HEMHOTOUYHCIICH-
HBI€, JINIIEHHBIE TICUXOJIOTHYECKOTO 3HAUYEHUS JIBU-
JKEHHS: TIEPEIBUTAINCH MO CIIEHE MOBCETHEBHBIM
I1aroM, TMPOU3BOAMIN (U3NUECKUE NEHCTBUS, Ha-
IIOMMHAIOLINE PENETULIMOHHBIEC yIIpaxKxHeHus. Jleil-
CTBHUSI COBEPUIAINCH B COOTBETCTBHU C 33JaHHBIM
PUTMHYECKUM H T€OMETPUYECKUM PHCYHKOM, 9aCTO
B 3aMEJJICHHOM TEMII€, C MHOTOKPaTHBIMHU ITOBTOpE-
HUSIMH, YTO CITIOCOOCTBOBAJIO MX JIECEMaHTH3AIIUH.
CormacHo BOCIIOMHMHAHUSIM XOpeorpadoB, MHOTO-
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KpaTHBIC MEXaHUYECKHUE MMOBTOPCHUS NBIKCHUN B
MEIUICHHOM TEeMIIE BKyI€ CO CTPOTHMHU pUTMHYE-
CcKUMHU (HOpMyTaMH MeIIalld 3pUTENsM BOCIPHUHU-
MaTh KECTHI KaK 3HaKd. BmecTe ¢ TeM HEBO3MOXKHO
TOBOPHTH O TOM, YTO XOpeorpaduieckue IBUKECHUS
ObUH JIMIIEHBI Kakoro-mu6o cmpicia. OHM O3Haua-
JIM IMEHHO TO, YTO coBepiianu nephopmepsl. bo-
Jiee TOTO, yCWJIeHHE MmeppOopMaTHBHOTO XapakTepa
JIEHCTBUI MOIJIO COIPOBOXAATHCS IPUYMHOKEHU-
€M 3Ha4eHUH U MPOoOYKIaTh y 3PUTENIS PA3INIHBIC
aCCOLIMAINH.

Tak, OCHOBY KOMIIO3UIIMM OJHOW W3 3HAKO-
BbIX T0CcTaHOBOK 1960-x «16 Millimeter Earringsy»
M. MOHK COCTaBIISUTH TPOCTHIE NEHCTBUS. ABTOD (1
WCIIOJTHUTENh B OTHOM JIMIIE) paciieBana adCTpaKT-
HBIE CJIOTHM Ha MaXOPHOM TPE3BYUHH, UX MHOTO-
KpaTHO€ MOHOTOHHOE IOBTOPEHHE B COEIMHEHUU
C HEW3MEHHBIMH TPOCTEUIINMH XOpeorpaduye-
CKHUMH JICHCTBUSAMH, COBEPIIAEMBIMH HAPOIUTO
MEJUICHHO, OBLTH TTPU3BaHbI MIOMYEPKHYTh PUTYaTTh-
HBIW XapakTep npoucxoysmero. Cuenorpadus nep-
(hopmaHca, UCTIOMHABIIETOCS B aOCONIOTHO OemoM
MUHUMAJIMCTHYHO O(OPMIIEHHOM IIPOCTPAHCTBE,
BKJIIOYAJIa SIPKWE 3allOMUHAIOMINECS DSJIEMEHTHI.
MouiHbIii BEHTWISATOP CIOBHO «B3pbIBAJ» B BO3-
JyX€ CEpHI0 KPacHBIX IOJIOCOK, co3nasas dPQPeKT
IJTAMEHH, YTO MEPEKIIMKAJIOCh U C OKpPAIIEHHBIMU B
OTHEHHBIN I[BET JUTMHHBIMHU BOJIOCAMH TmepdopMme-
pa. IToz:xe M. MoOHK cxuraja IIaCTUKOBYIO KYKITY,
HaIlOMUHAIONIYIO YeJIOBEKa, W BCIIEH 3a TEM cama
MOSIBIISIIACH B CIIPOEKTUPOBAHHOM OTHEHHOM CTOJI-
ne. Ilepdopmanc Tarke BKItOYal YEpHO-OEIIbIC
BHIEO(parMeHTs, Ha KOTOPBIX TPAHCIUPOBAIOCH
THUT@HTCKOE JIMIO aBTOPa, CMOTPSAIIETO Ha 3pUTENs
OJTHOBPEMEHHO Yepe3 YBEIMYUTEIbHYI0 U yMEHb-
HIUTETHHYIO JTMH3BL.

[Mepdpopmanc M. MOHK HEBO3MOXHO aJ[CKBaT-
HO MPOAHAJIN3UPOBATH C TOMOIIBIO TPAAUIIMOHHBIX
HCKyCCTBOBETYECKUX METOAO0B. OH MPOTHBOPEUUT
MIPUHITUIIAM DCTETUICCKUX TEOPUN, HAITPABICHHBIX
Ha MCTOJIKOBAHNE XYy/I0KECTBEHHOTO TPON3BEACHUS
B CUJIy TOTO, YTO pe€yb UAET HE O TPAKTOBKE JACH-
CTBHi1, COBEpIIIAEMBIX aBTOPOM, a CKOpee O e€ Omry-
LICHHUAX, TepeaaBaBIIUXca W 3puTensiM. [laHHoe
BBICKa3bIBAHUE HE OTPUIIAET TOTO, YTO ephopMaHC
BO3MOXKHO HHTeprpeTupoBars. durypa neppopme-
pa, cropatoias B INJaMEHU KOCTPa MOTJIa BBI3bIBATH
ACCOIMAINK C CAMBIMH Pa3HBIMH MHUGUICCKUMH,
PEIUTHO3HBIMHU,  KYIbTyPHO-UCTOPHUYCCKUMH |
MIOJIUTHYECKUMH KOHTeKcTaMHu. He B mocnenHroio
odepens e€ MOXKHO OBIJIO TPAKTOBATh KaK KPUTHUKY
oOmecTBeHHOro mopsaka. OnHO W3 HMCIONHEHUH
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nepgopMaHca MPOUCXOIMIO B paMKax (pecTHBAA
«Henens rHEBHOTO MCKYCCTBa», BKIIFOUABIIETO Ce-
PHIO KOHIIEPTOB U MEPOIIPHUATHIN, HAIIPaBJICHHBIX HA
BBIpa)KEHHE IIPOTECTA IPOTUB BOMHBI BO BreTHaMme.

OpHako Takasi MHTEPIIPEeTaLs He HCYepITbIBaia
BO3HHKIILIETO B paMKax neppopmaHca COOBITHS, BO
BpeMs KOTOPOTO IMyOJIMKa JajeKko He BCerna CTpe-
MUJIach HCTOJNKOBBIBATH Tpowmcxonsmiee. Ha cie-
He (hopMHpOBaANACh 0c00asi peallbHOCTh, KOTOPYIO
3pUTENN HE CTOJBKO MHTEPIPETHPOBAIHU, CKOJIBKO
[M03HABAJIM YyBCTBEHHBIM IyTéM. OHa BHI3bIBAJIA Y
HUX YyIWBJIICHHE, Y)Kac, COUyBCTBHE, OOJIE3HEHHBIC
omymeHus. Peub muia HE O TOM, YTOOBI TOHATH
neppopMaHc, a CKopee 0 TOM, YTOOBI TEPEKUTH €TO
1 pa3o0paThCs C YyBCTBEHHBIM OIIBITOM, HE MOAA-
FOIITUMCSI IOTHIECKOMY aHAITU3Y.

KiroueBoe st ucKkyccTBa MOHHMMAaHNE XPOHO-
TOIA TakKXKe MOJABEPINIOCh B TepdopmaHce Iepe-
ocMbIcieHn 0. OcoOble YCIIOBHS ISl 3PUTEIBCKO-
IO BOCHPHUATHS MY3bIKAIbHO-XOpeorpaduiecKmnx
[IOCTAaHOBOK MOIVIO CO3/7aBaTh XyIOKECTBEHHOE
MIPOCTPAHCTBO. B KauecTBe UTPOBBIX MPOCTPAHCTB
WCIOJIB30BAIUCH MECTa, M3HAYaIbHO HE MPHUCIIO-
cOOJIEHHBIE Ui TeaTPajM30BaHHBIX MOCTAHOBOK:
xymokecTBeHHble ranepen («Juce» M. MOHK,
«Dance Constructions» C. ®opTu), TOPTroBBIC IICH-
pel («Place», «Locale» M. Kannunrema), mio-
many, napku («Walkingonthe Wally, «Locusy
T. bpayn, «Dancey JI. Yaiinzc), 3a0pomieHHsIe 1mo-
memienns («Rosas Danst Rosas» A.T. le Keepcma-
kep). [Ipu aToM oTHOIIEHNS MeX Ty TiepdhopmepaMu
1 3pUTENSIMA HE PErTaMEHTHUPOBAINCH, YTO MIPEI0-
CTaBJIAJIO AOMOTHUTEIbHBIE BO3MOKHOCTH IS BO3-
JEUCTBUSL.

3pUTENbCKOE BOCTIPHUSATHE MOIVIO 3aBHCETH OT
MEHSIOLIETOCS] MECTOIOJIOKEHUS HCIIOTHHUTENEH,
kak B nepdopmance «Juce» M. MoHK, IOCTaBJIeH-
HOM B YHUKaJIbHOM IpocTpancTBe my3es C. ['yrren-
XaiiMa, 3alOoJHSSI KOTOpOe TPyIa MY3BIKAaHTOB U
TaHI[OBIIMKOB IIOCTOSHHO TEepEMeIaiach u pacmio-
Jlarajach HarmonoOre BHICTABOYHBIX SKCIIOHATOB Ha
HEOXXUIaHHBIX 115 3puTeneit repputopusx. C. [1ak-
ctoH, A. Xammpur, C. DopTH B CBOMX OCTAaHOBKAX
JlxancoH TeaTpa IeleHanpaBIeHHO CO3JaBal CH-
Tyaluu, Tae nephopMepbl U 3pUTENId HAXOIWINCh
B MaKCHMaJbHOW OJIM30CTH W TIPH ONpeneiIEHHBIX
CUTyalMsIX MOIVIM CMEIIMBATHCS NPYT C APYTOM,
YTO CIOCOOCTBOBAJIO BOSHUKHOBEHHIO CBOETO pojia
TBOPUYECKUX COOOIIECTB, MO0, HANIPOTHUB, Pa3py-
LICHUIO UX.

Pabora ¢ ¢Quzmueckum TpPEXMEPHBIM MPO-
CTPAHCTBOM OTKpPBLJIA IIUPOKOE IT0JIE IJIS IKCTIEPH-
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MEHTHPOBAHHUS € ero BocnpusTreM. [IpocTpaHcTBO
00peno TMOKOCTh M MHOXXECTBEHHOCTh H3Mepe-
Huit («Dolmen Music», «Songsof Ascention»
M. Mok, «Blue Studio: Five Segmentsy, «Locale»,
«Channels/Inserts», «Merce by Merce by Paik»
M. KanHuHreMa), ICUXOJOTHYECKYIO HACHIIIEH-
HocTh («Solo» T. BpayH, «The Flat» C. [TakcToHna).
NMMepCHBHOCTD, 3BYKOBBIC, CBETOBBIE d(PQEKTHI,
BHJICOTEXHOJIOTHH MPUMEHSINCh HE TOJBKO IS
BO3JICHCTBUSI HA 3PUTENS, ONIYIICHUE MPOCTpPaH-
CTBa OKa3aJoCh JICTEPMUHUPOBAHO IIEPCOHAIb-
HBIM OIBITOM 3PHUTENS, TPHOOMEHHOTO K XyHI0XKe-
CTBEHHOMY OIIBITY.

3BYKOBOE MIPOCTPAHCTBO, TAKXKE BHICTYIIAIOIIEE
B KaueCTBE MEINyMa MKy IephOopMEpOM U 3pHTe-
nieM, MOIIIO (hOpMHpOBAaThCsl Oarofaps sIBICHUSIM,
paHee paccMaTpPUBABIIMMCS KaK IOMEXH: 3BYKaM,
MPOHHUKAIOIIMM C YIUIIBI, Pa3IHYHOTO PoJa IIyMam,
MIPOU3BOIUMEIM ITyONuKoi 1 iepopmepamu. Oxaa
U3 0COOEHHOCTEW OpraHW3alud 3BYKOBOIO IIPO-
crpaHcTBa B neppopmancax M. Monk u K. Kapicon
ObLIIa CBsI3aHA C OPUTHHAIILHOM TPaKTOBKOM royoca,
KOTOPBI crocoOcTBOBaN (OPMHUPOBAHHIO yHU-
KQJIBHOHM TENECHOCTH. TecHast B3aUMOCBA3b MEXKIY
TEJIOM H TOJIOCOM MPOSIBIISIIACK, IPEKJIE Beero, Oa-
rofiapsi KCIOJIBb30BaHHIO 3BYKOB HEMY3BIKAIBHBIX —
BCEBO3MOKHBIX B3I0XOB, CTOHOB, IIENOTA, KPUKA.
Hx BocmpousBeneHrne BKIIOYANO, B TOM YHCIE,
pasHoro poja TeJeCcHbIe peakiuu: nepopmep Mor
W3rubarhCsi, COBEpIIATh KOHBYJILCUBHBIE JIBUIKE-
HUSI, JIEMOHCTPUPOBATH BBICOUAiilliee HAIIPsKEHUE.
[Iporeccer 3TH B CBOIO O4epens obiaanaiu crocod-
HOCTHIO MHTEHCHUBHO BO3JIECTBOBaTh Ha (hu3nye-
CKHE OIIYIICHUS PEIUITUEHTA.

Coszpmatenu  niepHOpMaHCOB  MPEANPUHAMATN
TIOTIBITKA PAa3JelieHuss KPacKH Trojoca M CMbICa
pedr, TOYHEe, TeX CEMaHTUYEeCKHUX CMBICIIOB, KO-
TOpBIE TIepenarTcs co cloBoM. B mepdopman-
cax TBopueckux oOwbeauHenuit «Troika Ranchy,
«Palindrom» roBopsimue OO MOMOIIME ToJOCa
UCTIOJIHUTEJICH TepecTaBaii OTYETINBO apPTHKY-
JMPOBaTh, OHU MPOU3HOCWIIM HEWICHOPA3IeIbHbIE
3BYKH, CPBIBAJIMCh Ha BBICOKHE HEWHTOHHPYEMBIC
ToHBI. CIIeKTp 3BYKOBBIX d((EKTOB MOT ObITh Oec-
KOHEYHO HIMPOKUM — OT MENO0Ta, JEKIaMaIliH, JI0
CO3JIaHUsI HEOOBIYHBIX CHHTE3UPOBAHHBIX TEMOPOB,
UMHUTHPYIOIIUX HE3eMHbIC 3ByYaHUSI.

Just cozmanust Takux 3QQeKToB UCIIOTHUTENN
HE TOJBKO TPUMEHSUIA OCOOBIE TOJNIOCOBBIC TEX-
HUKU (HallpuMep, aBTOPCKash BOKAJBbHAS TEXHHUKA
M. MoHK cO€IuHSAET 3NEMEHTHI UHAUNCKON MY3bI-
KH, TEHUS IaMaHOB, WOJUISA), HO W CIICIMAaJIbHbIC
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00pabOTKH 3ByKa Ha AIIEKTPOHHBIX Meauna. [Tocnen-
HHE MO3BOJISUIH C OJIHOW CTOPOHBI, C/IENAaTh 3Byda-
HHE OoJiee HACKHIILIEHHBIM, a TEMOp SIPKUM, C APYToii
— penpoxynypoBarh, UCKa3UTh €ro J0 Hey3HaBae-
MOCTH, Onarofiapsi 4emy ToOJIOC TEpsJI T€HJICPHYIO,
BO3PACTHYIO, STHUYECKYIO IPHHAIIC)KHOCTb.

SpkuM IpUMEpOM, JEMOHCTPUPYIOIIUM OT/Ie-
JICHHE CMBICIIAa IPOM3HOCHMBIX CJIOB OT KPAacKH ro-
noca, siBisieTcss My3bika P. OOpu 17151 TOCTaHOBKH
«Le Recours Aux Foréts» K. Kaprcon. [laptutypy
NPOHM3BIBAET BBIPA3UTENIbHAS pedeBas JeKiIaMa-
rust. I3MeHnenus e€ rpagannii (TeMia, METpOPUTMU-
YECKOW CTPYKTYPBI) CTAJH BOXKHBIMHU MPUHIHIIAMH
opranuzanuy komrnosuiun. OCHOBY JeKIamaluu
COCTaBWJIM BBIPAKEHUS W3 TOBCEJIHEBHOW peuw,
CBOEOOpAa3HbIC SI3BIKOBBIC «3arOTOBKH», KOTOPHIC
pa3OuBaNKCh Ha OTIENbHBIE CJIOBA WIJIM CIOTH U
NPOM3HOCUIIUCH HCIIOTHHUTENISIMA HECKOIIBKO Pa3
nozapsii. brnaromapsi TpUMEHEHHIO CHEeIHATBHBIX
MHUKPO(OHOB 3ByYaHHE TOJOCOB OTYACTH HAIIOMH-
HaJso cdepuieckoe 3x0. Ha pedeByro nexiaMariuro
HAKJIABIBAITUCH PA3JIMYHOTO POJia IIYMBI, CO3/IaBast
YVHHKaJIbHBIH 3ByKOBOH 3(deKT: cirymarensim kaza-
JIOCh, YTO TOJIOCA 3BYYaT OT/AEIBHO OT MPOU3HOCH-
MBIX CJIOB.

Hauwnas ¢ momenTa 3apoxaeaus B 1950—1960-
e ronbl u Ha mpoTrshkeHuu 1970-2000-x, Xymoxe-
CTBCHHBIC CTpaTeruu co3juareiei nepdopmaHcos
OBLIN CBSI3aHBI C TIEPEOCMBICIICHUEM TPAIUIIOHHO-
rO JUIsl My3BbIKH M XOpeorpaduu JTHHEHHOTO MOHU-
MaHHs BpeMeHH. BaxxHol TeMoit 11 xopeorpados,
KOMIIO3UTOPOB CTAJI0 HCCIIEIOBAHUE MEPIENTUB-
HBIX, TIOBECTBOBATEIBHBIX, MOITHUECKUX BO3MOXK-
HOCTEH, OTKPBIBIINXCS Ollarofiapsi HOBBIM TEXHOJIO-
TUSIM KOMMYHHUKAIMY U CO3JIAHHOM C MX MOMOUIBIO
m1o0amsHOM OKpYIKaloIIel Cpeabl ¢ 0COOBIME Bpe-
MEHHBIMHU CBOHCTBAMH.

BceBo3MOXKHBIE MaHUWIYISIMA CO  BpPEMEHEM
— ero 3amemnenne («Juce» M. MoOHK), ocTaHOBKa
(«Signes», «Tigers in the tea house» Ix. boccsena —
P. O6pu — K. Kapncon), ApoOHOCTh U CErMEHTHPO-
Banue («Winter branch» JI. M. fura — M. Kauuun-
rema), paspeiBanue («Assemblage» [Ix. Keitmxka,
. Tronopa, I. Mammbr — M. Kanauarema), cumysib-
taHHOCTh («Fractions I» JIx. I'mbcona — M. Kanaun-
rema), ooparmieHnue BersITh («eyeSpace» 1. bepmana,
A. JlokByn — M. KannunHrema) ObUTH HarpaBiieHbI Ha
HCCIIeIoBaHNEe BPEMEHH Kak TICHXO(U3HOIOTHIeCKO-
ro enomena (moapodHee 00 3ToM cM.: [2]).

Ob6pamenne xopeorpadoB-ITOCTMOJICPHICTOB
K KOHIICNIIHMA MY3bIKAJIGHOTO MUHHMAJN3Ma CIIO-
COOCTBOBAJIO BHEAPEHHIO B TaHEI MOJEIU KOH-
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THHYaJbHOTO BPEMEHH-IIOTOKA C XapaKTepHBIM
BHEABTOPCKMM M BHEIMYHBIM HadajoM, alcTpa-
THPOBAHHBIM OT JAMHAMUYECKOTO MpoIecca. JKc-
MIEPUMEHTHUPYS C TOBTOPSIOMIUMUCS NEHCTBHAMH,
xopeorpadbl BHEAPSUIM B TaHel pa3paboTaHHBIC
KOMITO3UTOPAMHU-MUHIUMAIIUCTAMH  PETIETUTUBHBIC
npuémbl ¢azoBoro casura (cepust mnephopmaH-
coB «Phase», «Drumming» A.T. Keepcmakep u
C. Paiixa), merompl agaumuu © CyOCTpaKIHUH
(«Dance» JI. Yaitnnc u @. I'macca, «Accumulationy,
«Accumulation with Talking» T. Bpayn). C ux mo-
MOIIIBIO aBTOPHI CTPEMIITUCH OTKPBITh YHUBEPCAIb-
HBI€ 3aKOHBI, ITO3BOJIIONINE 3aIyCTHTh BHEIEp-
COHAJIBHBIA — HE3aBUCUMBIA OT aBTOPCKOTO JIHOO
HCIIOJTHUTEIHCKOTO MTPOU3BOJIA — MPOLIECC PA3BUTHUS
xomriozuiu. Co3zmarenu mepdOpMAaHCOB IIBITA-
JIUCHh BBIBECTH JIOTHUECKU BBIBEPEHHYIO (OPMYITY
camMopa3BUTHS, pabOTaroOIIyl0 HE3aBUCHUMO OT BH-
3yaJIbHOTO U 3BYKOBOTO OOJHMKa MCXOTHOW MOJENH
XOpeorpaduuecKoro IBIKEHUs, THOO MY3bIKaIIb-
HOTO maTTepHa. BpemeHHble TpaHchOpMaluK CIo-
COOCTBOBAJI CO3/IaHUIO B HUX CMBICIIOBON OTKPHI-
TOCTH, HEONPEAENEHHOCTH, MHOTOBApHAHTHOCTHU
TOJIKOBaHUH.

Takum oOpazoMm, My3bIKallbHO-XOpeorpadu-
geckoe HcKyccTBo 1960-1980-x yTBepxkmaet
crenn(GpUIecKy0 — aJIbTePHATHBHYIO TpaaHIlu-
OHHOMY CIIEKTakKJIi0 — (OpMy MpeacTaBICHHS,
MIO/IPa3yMEBAIOIIyI0 CO3/IaHME OCOOBIX YCIOBUU
IUIS. TBOPYECKOW NESITEIHbHOCTH W BOCIPHITHUSA
XYIO)KECTBEHHBIX coObITHI. Ecnm siapoM Tpanu-
LHOHHOTO CHEKTAKJSA SBISIOCH NPOU3BEACHUE,
(byHKIMOHHPOBABIIIEE KaK PE3YNIbTAT TBOPUECKOM
NEeATeNbHOCTH XYAOXKHUKA, WHTEPIPETUPYEMBIN
peuuIreHTaMu, TO OCHOBOM HOBOU (hOPMBI — TIep-
(hopManca cTano XyJa0KeCTBEHHOE COOBITHE, pa3-
BHUBaBIIeeCs Oyiarogaps aelcTBusAM nepdopmepa
W 3pHUTeNeil, coBepIIaeMbIM B IpOIECCe Ipel-
CTaBIICHHS.

MarepuanbHOCTh NPOU3BOJUMBIX JEUCTBUM
MOIIa HE COBMAJaTh C WX O3HAUYMBAHHUEM, OTHE-
JIATBCA OT HErO M MPETEeHJO0BaTh HAa aBTOHOMHOE
cymectBoBanne. dopmupoBanue xopeorpadamu
1 KOMIIO3UTOpPAaMHU CLIIEHWYECKHX COOBITHH, 00be-
JUHUBIINX WCKYCCTBO M pEaJbHYIO JAEHCTBUTEINb-
HOCTh, OBUIO OOYCIIOBIICHO >XEJTaHWEM BHJIETH B
3puTeNe pPEerUNueHTa, CIIOCOOHOTO0 COBMECTHO C
aBTOPOM KOHCTPYHPOBAaTh CMBICIBI U CO31aBaTh
TKaHb COYMHEHUS, a TAK)K€ CTPEMJIEHHEM K CBO-
00IHOMY TBOPUYECTBY U «KHBOMY» HCKYCCTBY, HE
CTECHEHHOMY paMKaMH XyI0)K€CTBEHHBIX WHCTH-
TyLUH.
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My3blKaAbHO-XopeorpacpMieckoro MCKyccTBa BTopoi noAoBuHbl XX Beka

Crarbst ocBsiIIeHa OCMBICIIEHHIO IepopMaHca Kak OJHON M3 aKTyaJIbHBIX ()OPM INPEACTaBICHNS COBPEMEHHOTO My-
3BIKaJIbHO-X0peorpaduaeckoro uckyccrsa. C(hopMupoBaBIINCH B XyH0KECTBEHHON KyabType 1960-X 1 BHOCIIEACTBUN
CTaB aJIbTEpPHATHBON TPaJULIIMOHHOMY €BpPOIIEHiCKOMY OalleTHOMY CHEKTaKIIIo, Tep(opMaHC BOIIEN B HOBEHIIIYTO HCTO-
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PHIO MY3BIKaJIbHOTO TeaTpa Kak CHHTeTHYeCKHi peHOMEH, (QyHKIIMOHUPYIOIINHA Ha TPAHH KaHPOB U BHJOB HCKYCCTB.
TepmuH «epdopMaHc» UMEET PacIIBIBUATOE TOINKOBAaHHE B My3bIKAJIbHO-XOpeorpaduieckoi NpakTHKE U UCKYCCTBO-
Be4ecKknx paborax. HeopHO3HAYHOCTH MHTEpIIpETalnii U OTCYTCTBHE €JMHOTO IOIXO0Aa K JaHHOMY SIBJIICHHIO MO-
POXIAI0T IIMPOKOE JUCKYCCHOHHOE II0JIe, HE OTpaHMYMBAIOIIeecs 00CYXKICHUEM JIMIIb XyJ0KECTBEHHBIX acIIeKTOB
mpobiiemMbl. My3bIKabHO-X0peorpaduieckuii neppopMaHc B TaHHOH CTaThe PACCMOTPEH KaK «OKHBAs», TO €CTh, POXK-
JIafolIascsl B MpoIecce UCTIONHEHMsI (popMa IpeJICTaBICHNs, T7Ie Ha MEPBbIN IIaH BBIXOJAMUT HCCIIEOBAaHNE TEJIECHO-
TO ombITa nepdopMepa U 0codast peakiusi 3puTeNs, IPe/Iolararolas, B TOM YUCiie, BO3ACHCTBHE HAa UCIOIHUTEIS.
B neHTpe BHUMaHUsI aBTOpa HAXOATCS IPOOJIEMbI CO3/IaHMS «TEJIECHOCTI Nep(opMaHca, ero MpoCTPaHCTBEHHO-BpeE-
MEHHOE pelIeHne, popMHUpOBaHUE 3ByKOBOH CpPEJIbI.
KiroyeBbie ciioBa: My3bIKaJIbHO-X0Opeorpaduieckoe HCKYCCTBO, TEpPOpMaHC, HCKYCCTBO U IEHCTBUTEILHOCTb.

Multimedia Performance as a Form of Presentation
of the Art of Music and Choreography in the Second Half of the 20* Century

The article is geared on understanding multimedia performance as one of the relevant forms of presentation of
contemporary art of music and choreography. Having taken shape in the artistic culture of the 1960s and having
subsequently become an alternative to traditional European ballet, multimedia performance has established itself
in the most recent history of musical theater as a synthetic phenomenon functioning at the boundary of genres and
forms of art. The term “multimedia performance” has a diffuse interpretation in musical-choreographic practice
and in scholarly works of art criticism. The ambiguity of the various interpretations and the absence of a unified
approach to the present phenomenon generate a broad argumentative field not limited to discussion of mere artistic
aspects of the issue. In this article the musical-choreographic multimedia performance is examined as a “live” form
of artistic production, i.e. generated during the course of the performance, in which most prominent is the study
of the bodily experience of the performer and the special reaction of the audience, presuming an impact on the
performer, among other things. At the center of the author’s attention lie the issues of creation of the “corporality”
of multimedia performance, its spatial-temporal solution and the formation of a sound milieu.
Keywords: the arts of music and choreography, multimedia performance, art and real life.

KuceeBa Esnena BacuibeBHa Elena V. Kiseyeva

ORCID: 0000-0002-8403-6144 ORCID: 0000-0002-8403-6144

KaHMJIaT UCKYyCCTBOBEICHUS, PhD (Arts), Associate Professor

JIOLEHT Kadeapbl HCTOPUH MY3BIKA at the Music History Department

E-mail: e.v.kiseeva@mail.ru E-mail: e.v.kiseeva@mail.ru

PocToBcKast rocyrapcTBEHHAs] KOHCEPBATOPHSI Rostovskaya gosudarstvennaya konservatoriya
um. C. B. PaxmannnoBa im. S. V. Rakhmaninova

Pocrog-na-/lony, 344002 Poccuiickas @eaepanus Rostov State S. V. Rachmaninoff Conservatory
Rostov-on-Don, 344002 Russian Federation

&P

55



RS

My3blkaAbHasi KyAbTypa HQPOAOB MHMpa

®. A. YIbBMACOB
Taoorcuxcrasn HAYUOHATbHASI KOHCEPBAMOPUSL
um. T. Cammoposa

Oy~ YO

VIIK 781.7

DOI: 10.17674/1997-0854.2016.3.056-063

O MHOTOMEPHOCTU BOCTOYHON MOHOAUU

3BECTHO, YTO B OCMBICIICHHH CHEIUPHKA

TOTO WJIM MHOTO (peHOMEHa Ba)KHO BHIOpATh

MO3UINIO0 — TOYKY OTCUETa, OTHOCHUTEIHHO
KOTOpOW OylleT BOCIPUHHMATBCA W3y4acMoe siBie-
uue. OT BepHOCTH N30paHHOW METOIOIOTHH BO MHO-
TOM 3aBHCHUT JOCTOBEPHOCTH TOIYyYaeMbIX PE3yib-
TaToB. B TaHHOH CTaThe NpeIaraeTcss pacCMOTPETh
HEKOTOPBIC 0COOCHHOCTH BOCTOUYHOM MOHOUH C TOM
TOYKH 3pPEHUS, YTO MHOTOMEPHOCTD SIBIISIETCS aTpH-
OyTUBHBIM CBOIMCTBOM BOCIIPHATHS W MBIIUICHHS.
BocTounas e MOHOAMS MpeNCTaBisieT co00il oaHy
u3 crienupuueckux GopM UX peaTn3alyy.

Uro kacaeTcsi MOHWMMaHUsI MHOTOMEPHOCTH Kak
CYUIHOCTHOTO TMapaMeTpa IICUXHYECKHX U MBbIC-
JUTENBHBIX MPOIECCOB BOOOIE, TO B IIEIOM OHO
HAIIUIO IUPOKOe 0OOCHOBaHHME B Pa3NUUHBIX ce-
pax rymaHuTapHOd Hayku. OTMETHM MEBICIb HC-
cienoBaTens MpoOaeM MY3BIKAIbHOTO MBIIUICHUS
M. Apanosckoro: «llockonbKy My3bIKa — SIBICHHE
MHOTOMEPHOE, Ba)KHO OIPEAETUTh HCTOYHHUK €&
MHOTOMepHOCTH. JT0 Yemomek. Poxxnénnas UYe-
JIOBEKOM M COMPOBOXKAAIOMIASl €T0 C JIPEBHEHUIINX
BpeMEH My3blKa SIBJISIETCS OJJHUM M3 TNPOSBICHUN
geoBedeckoi cymuoctm» [1, . 50].

[Ipomomxkast paccyXAeHHS B STOM HampaBie-
HUH, MOXXHO YTBEp)KIaTh, YTO MHOTOMEPHOCTH
MY3BIKH €CTh OTPaKE€HHE MHOTOMEPHOH CYITHOCTH
YeJloBeKa, KOTopasi, B CBOIO OYepenb, €CTh HEKHUH
pe3yiabpTaT 0CBOCHHS MHOTOMEPHOCTH MHUpA.

CoBpeMeHHbIE Hay4HbIE JJAHHBIE, CBSI3aHHBIE C
W3yYCHHEM BOIPOCOB HEHPOIICUXOJOTHU H (YHK-
LMOHAJFHOW aCHMMETPUHU YeIOBEYECKOT0 MO3Ta,
chepbl CEeMHUOTHUKH, IUAJOIMKHM MBIIUICHUsS, (u-
nocodun, BHYTPEHHEH pedn IEMOHCTPUPYIOT pas-
JIUYHbIE AacTeKThl MHOTOMEpPHOCTH BOCIPHATHUSA
u MpimuieHnsa. OTMETHM, B YacTHOCTH, pabOTHI
B. Ietpenxko u A. Toponosoii [8; 10], rne riryboko
pa3pabaThIBalOTCSl BOIPOCH! IICHXOCEMaHTHYECKON
MHOTOMEPHOCTH CO3HAHUSI.

MHOTOMEpPHOCTh MY3BIKAJIFHOTO MBIIUIEHUS U
BOCIIPUSTHS TIPEJICTaBIsIeT cOOOM mporiecc, B KOTO-
POM TIPOMCXOIWT ONHOBPEMEHHOE COOTHECEHHE WU
pa3BEPTHIBAaHUE PA3NUYHBIX IIAHOB, 3JIEMEHTOB U
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(YHKIIUHA, CUCTEMHO B3aWMOJAEHCTBYIOIINX IPYT C
JPYTOM, T7I€ aHAJIM3 U CUHTE3 OCYILECTBIISIFOTCS BCET-
J1a B JIOTHYIECKOW M aCCOIMATUBHOM KOOPIMHAIINH'.

HcxonmHpIM 0OBEKTOM MHOTOMEPHOTO BOCIpH-
SITUSI B MY3BIKAJIBHOM HMCKYCCTBE SIBIISIETCSI MY3bI-
KAJIBHBIA 3ByK. BrIUI€HUM TpH €ro napaMmerpa, riae
CYILLIECTBEHHYO POJIb B CTAHOBIEHUH MHOTOMEPHO-
CTH 3BYKA UI'PAIOT MEXAHU3MbI BOCIIPUATHS U MBIIII-
JICHUS.

IIepBblil. MHOrOMEPHOCTh BHYTPEHHEN CTPYK-
TypBI 3BYKa IPEJCTABIISIET, KAK U3BECTHO, CJI0KHOE
aKyCTHUYECKOE SBJICHUE, (POPMUPYEMOE BXOSIIUMHU
B HErO 3JI€MEHTaMU: Pa3JINYHbIMU CIIEKTpaMU rap-
MOHHUK C HX BBICOTOM W TeMOpOM, KOTOpBIE CIyX
CUHTE3HUPYET B €AUHOE LIETOE.

Bropoii. MHOroMepHOCTh peanusyercs B aKy-
CTUYECKOM KOHTEKCTE, KOIJa KOHKPETHBIH 3BYK
BCETJIa CO3HATENILHO MU OecCcO3HATENLHO BOCIPHU-
HUMAETCsI B COTOCTaBICHHH C OOIIMM 3BYKOBBIM
(hoHOM, peasbHO CYIIECTBYIOIINM B aKyCTHYECKOM
cperne. Jlroboe BBIWIEHEHNE KOHKPETHOTO 3BYyKa
BCEIa NPOUCXOIUT OJXHOBPEMEHHO C €ro COOTHE-
CEHHEM CO 3BYKOBBIM (DOHOM, KOTOPBIA MBI MOKEM
peanbHO U HE OCO3HABATh.

Tpetuil. MHOrOMEpHOCTh peain3yercs B KyJb-
TypHO-CEMaHTHYECKOM KOHTEKCTe. 371eCh, C OJHON
CTOPOHBI, IPOUCXOIUT B3aUMOJEHCTBUE MEKY YKE
HapaOOTaHHBIM OITBLITOM BOCIIPHUATHS U 1epepador-
KH UH()OpMAIINH, CIOKUBIIMMHCS JTOTUIECKHMHU H
ACCOLIMATUBHBIMU CBS35IMHU, CMBICIOBONH EMKOCTBIO
KYJIBTYpPBL, TPAAULUNA, STHUYECKUM 3BYKOBBIM HJE-
anom (®. Bose?), a ¢ apyroil — BOCIPHHIMAEMbIM
3BYKOBBIM O0BEKTOM. lIpy MaHHBIX yCIOBHIX Ka-
JbI 3BYK, TAKXKE U MYy3bIKaJIbHbIH, BOCIIPUHUMAET-
csl Bcerga B oOIIEM KOHTEKCTE, M TOJIBKO Ha 3TOM
OCHOBE 00pa3yOTCsl CMBICIIBI.

W3noxxeHHOE BBIIIE MMEET CaMO€ HENoCpen-
CTBEHHOE OTHOILUEHUE K IOHMMAHUK OCHOB MHO-
rOMEpHOCTM MOHOAMM. HaromHMM, 4TO MOHOIM-
YECKYH0 MY3bIKY YacTO BOCIIPMHUMAIOT HECKOJIBKO
YOPOIIEHHO — OFHA JINHUS, TJe TOHBI B J1ag0(yHK-
IIUOHAJILHOM OTHOIIEHUH MOTYT MeXIy coboi co-
OTHOCHUTBCSL TOJIBKO B HOCienoBareapHOCTH. [Ipu-
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BEIEHHBIE TapaMeTPhl pealin3alliil MHOTOMEPHOCTH
3BYKa JIat0T COBEPILIEHHO MHOE IOHUMAaHUE: KaX bl
€IVHUYHBIA 3ByK TPU €T0 BOCIPHATHU SIBIAETCS
MHOTOMEpPHBIM M MHOTOCTPYKTYPHBIM SIBICHHEM.
Ero BocnpusTue Beera oCyLeCTBISIETCS B KOHTEK-
CTe, YTO CaMo o ce0e CBHUIETENBCTBYET O TOM, YTO
3BYK, B TOM YHCJI€ MY3BIKQJIbHBIA, HE MOXKET BOC-
MIPUHUMATHCS] U OCMBICITUBATHCS KaK HEYTO €INHUY-
HOE U OTIEJIBHOE, HO BCErAa B KOMIUIEKCE NPSMBIX
¥ aCCOIMATHBHBIX, BHYTPEHHUX M BHEUTHHUX CBA3CH.
B sTroM acnekTte HEOOXOAMMO pa3ianyaTrh YMO3PH-
TEbHOE BBIYWICHEHHE KaKOTO-IMOO SIBICHHS IS
aHaJIM3a U €ro peajlbHoe MHOI'OMEPHOE KOHTEKCTY-
abHOE OBITHE B BOCTIPUSATHH U MBIIIICHUH.

Taxkum 00pa3oM, MOXKHO KOHCTaTHPOBATh, YTO
3BYKOBasi MHOTOMEPHOCTb — IIPUMEHUTEIHHO K MO-
HOJMH — ABJIeHHEe aTpulOyTuBHOE. [Ipobiema 3akiio-
Yaercsi B JPYroM: KakoBa crieliu(uka dTOH MHOTO-
MEPHOCTH, KaKUMHU YCIIOBHSIMH OHa (pOPMHpPYETCS
U peanusyeTcs?

OTtMmeTnM cliemyromee TojokeHue. Bee Jo-
THUKO-WHTOHAIMOHHBIE CBSI3U TPU BOCHPHUSITHU U
BOCIIPOM3BEICHUN MY3bIKH OCYILECTBISIFOTCS MC-
KIIFOYUTEIBHO BHYTPH MO3Ta, BHYTPU IICUXUIECKUX
IIPOLECCOB UM BHE BOCIPHUATHS, «HAIIOJIHEHHOIO»
TpaiuUuel U KyJbTypOil CIbIIIAHUs, OTCYTCTBYHOT
KaK aBTOHOMHBIE U OTAEJIBHO CYIIECTBYIOLIUE MY-
3BIKAJIbHBIC CBS3M M CMEICITBL. OOHApyKUBaeTCsl Ha-
JIMYUe W B3aMMOJCWCTBHUE ABYX IJIAHOB: BHEIIIHETO,
TJIe UCIIOJHACTCS U 3ByYUT MY3bIKa, H BHyTPEHHETO,
OTHOCSIIIErOcs K JESITEIbHOCTH MO3Ia, TIIE OCYILECT-
BJISIETCS CBS3b MEXK/y 3BYKaMU; OCO3HAETCS MX CMBIC-
JIOBOE cofepKaHue, eAUHCTBO M paznmuue. CyTb
JICHCTBUM, NPOUCXOJAIINX BO BHYTPEHHEM IUIAHE,
3aKJIFOYAETCS B YCTAHOBJICHUU U OCMBICIICHUH JIOTH-
YECKOM KOOpAMHALIMM B3aUMOJEHCTBUSL 3JIEMEHTOB
BHeIHero miana. OcHOBHAs (DYHKITUS TOCTIETHETO —
IIpOLECCYyalbHAs PA3BEPTKA My3bIKAIbHBIX CMBICIOB
JUIsl CIyIIaHus U TBop4ecKkoro cozunanus. Ho Takoe
pa3BEPTHIBAHUE MOXET OBITh PEaTM30BAHO TOJIHKO
Ha OCHOBE JIOTUYECKON U CMBICJIOBOM KOOPIMHALMH
€€ DJJIEMEHTOB, OCYILECTBISIEMOM BO BHYTPEHHEM
TUTaHe, YTO TOATBEP)KIaeT OObEKTUBHOCTH YK€ pa-
Hee CKa3aHHOTO: 3ByKH CaMH 110 ce0e — BHE BOCIIPH-
ATHUS] — HE 00pa3yIoT CaMOCTOATENBHO MEXy COO0U
KaKUX-THOO HHTOHAIIMOHHO-JIOTHYECKUX CBS3CH.

IIpennoxeHHOE yTBEPKIACHUE UMEET OCHOBOIIO-
Jararoniee 3HadeHHe, KOTOpoe OCOOECHHO HAIVISIHO
JEMOHCTPHPYETCS MPU BOCTIPUATHH 3BYKOBBIX SIBJIE-
HUH, Pa3BOPAYMBAIOIINXCS BO BPEMEHU: COEIMHEHNE
MIPOIIENIIET0, HACTOSIIETO M Oy/IyIIero B My3bIKallb-
HOM IIPOIIECCE N3HAYAIBHO OCYILECTBIIACTCS BHYTPU
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MBICITUTEIIFHOTO MEXaHM3Ma — 3alleuariieBacTCs B
MaMSTH ¥ KOOPIUHUPYETCS MBITUICHUEM.

Briienum erewnuti nnan nposgneHuss 6HympeH-
Hetl mHoeomeprocmu. He TpeOyeT JoKa3aTenbCTsa,
YTO My3bIKa KaK BUJI NCKYCCTBa OOHApY>KUBaeT cebs
gepe3 MY3HWIMPOBAHHE, KOTOPOE M €CTh BHEITHUM
IUIaH pealn3aliyd BHYTPEHHEH MHOIOMEpPHOU CyIil-
HOCTH MY3BIKQTBHON MBICTH. OTMETHM TaKKe, YTO
0COOCHHOCTH MY3HIIUPOBAHUS, €T0 BUIBI U (HOPMBI, B
CBOIO OYEPE/Ih, OKA3BIBAIOT CYIIICCTBCHHOE BIIMSHIC
Ha Pa3BUTHE COOTBETCTBYIOIIUX KAa4eCTB BHYTpPCH-
Hero 1iaHa. Hanpumep, KyasTUBUPOBAHUE TE€X HITH
WHBIX TPAIUIIN MYy3UIIMPOBAHNUS, B YACTHOCTH, MO-
HOJIMIECKNX, HEN30SKHO OTpaxkaeTcs Ha HopMUpo-
BaHHUHU OIPE/ICIEHHON KOH(UTIYpallii BHYTpPEHHEH
CTPYKTYpBl MHOTOMEPHOCTH MBINUICHUS. Pa3paba-
THIBAIOTCS COOTBETCTBYIOIINE CBSI3H, OIBIT OCMBIC-
JIEHHOW KOOPAWHAITUH DJIEMEHTOB BHEIITHETO TUIAHA.
Takum o0Opa3zom, cama (opma AEATCILHOCTH — MY-
3UIMPOBaHUE — €€ CTPYKTypa M COACPIKaHUE WTpa-
IOT CYIIECTBEHHYIO POJIb B BRIPAOOTKE CBOCOOPA3Ms
BOCIIPHUATHS U MBIIIUICHUS, 1 HA000POT. DTOT BEIBO
SIBIISICTCSI UPE3BBIYANHO TUIOJOTBOPHBIM, TIOCKOIBKY
CIOCOOCH BCKPBITH Mpoliecc (HOPMHUPOBAHMS CIICII-
A()UKE MOHOIUH KaK OCOOOTO THUIA MY3BIKAJIHHOTO
MeimieHns. 06 3ToM OyzieT cKa3aHo HIDKE.

OtmeruMm nanee crueayromee. CooTHOIIEHHE
BHYTPEHHETO ¥ BHEIIIHETO TUIaHOB, KOTOPbIE B 0000-
MEHHOM KOHTEKCTE PAacCMaTPUBAIOTCA KaK HOCH-
TEJW OMNpeneNEHHBIX JIOTHUYCCKUX CIenu(uKaImii,
BCET/Ia peaan3yeTcss OMHOBPEMEHHO (BEPTHKAIE) C
MporeccyaabHOM pa3BEPTKOH (Topm3oHTaNb). O-
HOBPEMEHHOCTh B3aMMOICHCTBHUS 00paszyeT camy
BO3MOYKHOCTb (JOPMHUPOBAHUS JIOTHUECKOM CBSI3U U
CMBICIIOBOM HAIOJHEHHOCTH JJICMEHTOB BO BHEIII-
Hel (opMe BBIpaKEHUS, TOTNa KaK IMPOIecCyamb-
Has pa3HOBPEMEHHOCTh — Pa3BEPTHIBAHHE — €CTh
HEOOXOAMMOE YCIIOBUE PACKPBITUS M PAa3BUTUS MH-
TOHALIMOHHBIX CMBICIIOB. JJaHHBIA KOHTEKCT MO3BO-
JISI€T BBISIBUTH JUAIICKTHYECKOE SIMHCTBO OJHOBPE-
MEHHOCTH W Pa3HOBPEMEHHOCTH, BEPTHKAIHHBIX
U TOPHU3OHTAIBHBIX MapaMeTPOB B3aUMOACHCTBUS
JJIEMEHTOB U CTPYKTYp B (OPMHUPOBAHHH MY3bI-
KanbHOTO mpouecca. [Ipuuém eauHCTBO 3TO pea-
JIN3YETCS TOJIBKO B TUHAMUYECKOM COOTHECEHUU U
SIBIIICTCSI OCHOBOM CO3MaHUS IIETOCTHOCTH — OITHO
0e3 ApyToro HE CYIIEeCTBYET.

IIpennoxxeHHbI BBIBOJ, Ha HAIl B3IV, NEp-
criektiBeH. OH BO MHOTOM OOOCHOBBIBACT pealib-
HOCTh HaJM4usl BEPTUKAIM B MOHOAUNHON Meo-
TUYCCKON JIMHUW, KaK HEOTHEMIIEMOTO IapameTpa
e€ CMBICIIOBOTO CTPYKTYPHUPOBAHUS U BOCTIPUSATHS.
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B Teopum MOHOIUM 10 CHX MOpP JTOMHHHPYET IO-
JIO)KEHUE, YTO 3BYKOBBICOTHO-(QYHKIIHOHAIHHOE
pa3BUTHE OCYMIECTBISIETCA TOJNBKO 1O OXHOMY —
TOPU30HTATBHOMY BEKTOpY. B 3TOM moHMMaHWHU
OTpa)kaeTcsi HOTHO-3PHUTEIHHOE IJIOCKOCTHOE
— BHJEHHE MOHOJUYECKOTO Tporecca, 0e3 ydéra
MHOTOMEPHO# cnenu(uKn ero BOCHPHUSTHS U OcC-
MBICJICHUSI BO BHYTPEHHEM IUIaHE IESTeIbHOCTH
mo3ra. OJHaKoO MPEACTaBISETCS YPE3BBIYANHO Cy-
IIECTBEHHBIM TIPH PACCMOTPEHUH MOHOIUYECKHX
ABJICHUH NPUHUMAaTh BO BHUMAaHHE pPEaJbHOCTh
CTPYKTYPHO-OPTaHU3YIONIETO ACHCTBUSA B HUX Bep-
THUKAJIbHOTO IMAapaMeTpa, BBITOJHSIONIETO JIOTHKO-
KOOpAUHHUpYOmye (yHKIMH BHYTPEHHETO IUIaHA
MHOTOMEPHOTO MBIIIJICHHS W HadaTh pa3padarsi-
BaTh COOTBETCTBYIOLIYI0O METOAMKY aHamm3a. To
€CTh, BBIBOIUTH 3Ty BHYTPEHHIOIO MHOTOMEPHYIO
JIOTUYECKYIO0 CTPYKTYPY KOOPAMHAIIMK JJIEMEHTOB
MOHOJIIH BO BHEIITHIOI aHAIUTHUYECKYIO cdepy eé
OCMBICIICHUSI.

EauHCTBO WM paznuune BEpTHUKATBHO-TOPH3O0H-
TaJbHBIX B3aUMOJCHCTBUNA BHYTPEHHEIO W BHEIU-
HETO IJTAHOB MOXKHO OOOOLINTh W ONpPENeNUTh
KaK OCOOBIA MPUHIIUI MHOTOMEPHOTO CTPYKTYpPH-
pOBaHMsI — JBYIUIAHOBYIO (DYHKIIMOHAIBHYIO OII-
nmo3unuoHHOCTE ([PO), mpoxynmpyromnyo B3au-
MOOOYCIIOBIICHHOCTh W HEpPACUIIEHUMOCTb CBOUX
MIPOTHUBOIIOJIOKHBIX B CTPYKTYPHOM W (YHKIHO-
HaJHHOM OTHOIIEHNN KOMIIOHEHTOB.

PO MHOTOMEPHOCTH TPEACTABIACT ONHY W3
YHHUBEpCaJbHBIX (OpM MposiBiIeHUs GeHoMeHa Ou-
HApHOCTH, PYHKIIMU KOTOPOTO, KAaK N3BECTHO, OOHA-
PYXHUBAIOTCSI B CAMBIX PA3JIMYHBIX HEPAPXUIECKUX
cpe3ax BOCHPHUATHS U MBIIUICHUA. DTO U ABYHOIY-
mapHasi CTpyKTypa Mo3ra, TIe Ka/1as UMEeeT CBOIO
CHCIMATU3AIUI0 110 00paboTKe MH(POpPMAILIMH, 3TO
€IMHCTBO CYKIIECCHBHOTO M CHMYJBTaHHOTO CHH-
TE3WPOBAaHUS TICUXHYECKHX IPOIECCOB, CHHTAr-
MaTHYECKUX W TMapaJAUTMAaTHYECKUX OTHOUICHHH.
[locneanue, MPUMEHNUTENFHO K MY3BIKaJIbHBIM SIB-
JICHHUSIM OOHAPY>KUBAIOTCS KAK HEOThEMJIEMbIE BEp-
THUKAJIbHBIE U TOPH30HTAIBHBIE ACMIEKTH MY3bIKaIb-
HOro craHoBieHus. I[lpuBenéM NpPOHULATEIBHYIO
mbiciib E. HazalKuUHCKOro, MpOsSICHSIOUIYIO €IUH-
CTBO W (PyHKIIMOHANBHOE pa3jMyhe JIByX OCHOB-
HBIX KOOpAWHAT (DOPMUPOBAHUS MHTOHAIIMOHHBIX
cTpyktyp: «IIpobnema BepTHUKaNH, YIOPSIOYMBA-
IOIIEll MEIOANYECKOe NBIKEHHE, SIBISETCS 3/1ECh,
O4YeBHIHO, IeHTpaibHOW. OHa TecHeHmmM oOpa-
30M CBfI3aHA U C TEOPHEW MY3bIKAIBHOTO 3ByKOBBI-
COTHOTO cityxay» [7, c. 95].

Uro xacaeTcs My3bIKaJIbHOTO MBIIUICHUS, TITy-
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00KO€ TMOCTHIKCHHE IPUHILMIIOB €ro JCeHCTBUM
ObUTIO B CBOE Bpems mpemiokeHo b. AcadbeBbiM:
«B 3BOMIOIIMM MY3BIKM KAaK HMHTOHALMM IJIABHOE
— 3TO IIPOLIECC T'OJIOCOBEACHUS U €r0 LEMEHTUPO-
BaHMS Pa3HOBUIHOCTSMH OCTUHATHBIX (PUTYp HIH
TOHOB, OPTaHHBIX IIYHKTOB | T. 1.» [2, c. 323]. Pa3-
BHBas 3Ty MBICIIb, YYEHBIH OTMEYAll, 9TO «MYy3bIKa
HAKOHEL-TO JIOTMYECKHU IIPENCTABISECTCA B CBOEH
HMCKOHHOW JIBYIUIAHOBOCTH: MBICIIb, KaK YJJIMHUTD,
MIPOIOIDKUTH JABIKEHIE MHTOHHPYEMOU TKaHH, I1e-
peruieTaeTcsl Bcerna U Hem30eXHO ¢ MBICTBIO, KaK
[IEMEHTHPOBATH 3Ty TKaHb, YTOOBI IOMOYb BOCIIPH-
STUI0O apXUTEKTOHWKH TOHOB, PACIIBIBAIOIINXCS B
namsaTH. MHaue roBops: TOJIOCOBEACHHE U Teqab!
<...> B HapoaHO! My3bIKE HCTIOKOH BEKOB TaK U 00-
crout aeno» [2, ¢. 323].

l'onocoBenenue w mneaanb, B MOHUMAHUU
b. Acadnepa, nuib Ha TIEPBBIE B3I IPENICTABIIS-
0T Cyry00 TEXHOJOTHYECKHE MOMEHTHI MY3BIKaJb-
HOM cTpykTypbl. Ecnu paccMmarpuBarh Ha3BaHHBIE
MOMEHTBI IIUPOKO, KOHUENTYAJIHO, TO OHH BBICTY-
MAKOT KaK COOTHOILIEHUE ABYX B3aUMOCBSI3aHHBIX, HO
Pa3MYHBIX M0 (YHKIUSAM IUIAHOB MY3BIKAJIBHOTO
Mpoliecca: HEM3MEHHOTO — OOBEANHSIONIETO (CMBIC-
JIoBasi KOOPIMHALMS DJIEMEHTOB) W HM3MEHYHBOTO
— MpOIIeCcCyaIbHOTO (TIOCIEAOBATENIFHOE Pa3BEPTHI-
BaHue MbIcin). [Ipemtoxkennoe b. AcadbeBbiM 10-
HUMaHHE CYIeCTBA My3bIKAILHOTO MBIIIUICHNUS (ak-
THYECKU MPEICTABISIET pACCMATPUBAEMBII B JAHHOMN
crarbe ipuHIUI JJOO MHOTOMEPHOCTH.

Pa3Hple cTpyKTypHBIE BUABI MY3HIIHMPOBAaHUS
CIIOCOOHBI OTpaXkaTh pasiudHble (OPMBI peanu-
3allid BHYTPEHHEH MHOTOMEPHOCTH MBIIUICHUS U
Bocnpuatus. Beinenum ase popmer JPO B my3u-
uposanu. [lepBas ocymecTBisieT opMUpOBaHUE
U KOOPAMHMPOBAHUE BCEX IPOLECCYAIbHBIX H3MeE-
HEHUI MHTOHALIMOHHO-JIOTHYECKUX, JaJ0BbIX,
PUTMHYECKHX, KOMITO3UIIMOHHBIX. [ logo6Hast cMbic-
JIOBasi KOOpAMHALMS PEANIM3YETCS U COXPAHSIETCS BO
BHYTPEHHEM IUIAHE MHOTOMEPHOIO MBINUIEHHUS. Bo
BTOpOil opMe cama CTPYKTypa MYy3WUIHMPOBAHUS
BKJIFOYAET OJHOBPEMEHHOE B3aUMOACHCTBUE 3BYKO-
BBICOTHBIX JIEMEHTOB U MEJIOJUYECKIX JTUHUM, BBI-
MOJHSIONIMX MEXy co00i (DYHKIUHM pa3iuueHUs
u cooTHeceHus. KoopauHanys cBA3sSMU U 3JIEMEH-
TaMU 3/1€Ch KaK OBl «BBIHOCHUTCS» U3 BHYTPEHHETO
BO BHEIIHWH IUIaH MY3UIIUPOBAHUS, COXPAHAA IPU
3TOM €€ MCXOMHBIA 0a3WCHBIN HMCTOK BO BHYTPEH-
HEM IUIaHE MBIIJICHUS.

IlepBblii cirydaid — 3T0 BUBI MY3ULUPOBaHUs, B
OCHOBE KOTOPBIX HaxOIWUTCS NPOAYLHUPOBAHUE OJ-
HOH MEJIOIMYECKON JTMHUM, PEaNU3YIoIIed pa3Beép-
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ThIBaHHE BCEro (opMooOpa3oBaTEIBHOrO MPOIEC-
ca. Bo Bropom cityqae My3bIKaJbHOE CTAaHOBIIEHUE
(dhopMupyeTcs OIHOBPEMEHHBIM B3aUMOACHCTBUEM
pa3HBIX B BHICOTHOM W PUTMHYECKOM OTHOIIICHUH
MEJIOIUIECKUX CTPYKTYP.

Buapl My3unmpoBaHus, TPOLYIHPYOIIHE TOTh-
KO OJTHY MEJIOMNYIECKYIO JIMHHUIO U TTPEICTABIICHHBIC
Ooiee BCero TPagWIMOHHOW COJHHOMN (TI€BYECKOM
U MEJIOANKO-UHCTPYMEHTAIBHOM) U KOJUICKTHBHOM
YHHCOHHOH (BOKaJbHOM) Mpe3eHTannel My3bIKalb-
HOTO TIpOIlecca, B CBOCH MPAKTHUECCKOW EeATETh-
HOCTH (DOPMHUPYIOT M Pa3BUBAIOT CHEIU(DUICCKHIA
MOHOJUYECKUI THII CTPYKTYphl. JlaHHBII KOHTEKCT
MO3BOJISIET TIPENICTABUTh MOHOAHMIO KaK OCOO0YIO
(hopMy BOILIOIIEHUS MHOTOMEPHOU HPHUPOABI MYy-
3BIKAJIBHOTO MEIIICHUS, KOTOpas oOpasyercs Hu
peanu3yeTcs TaKUMH BUJAMU MY3HIIHPOBAHUS, TJIE
KOJTMYECTBO M KAYECTBO B3aMMOJICHCTBHUS dJICMEH-
TOB, HUCIOJNB3YEMBIX B MY3BIKAJIHHOM IPOIIECCE,
OMPENCSAIOTCS W OTrPaHUYMBAIOTCS CYyOCTaHIHO-
HaJbHBIM TIOJIOKECHHUEM TOJBKO OJHOW MEJIoIude-
CKOW JIMHWM, KOTJa MHOTOMEpHAs 3BYKOBHICOTHO-
(hYyHKIIMOHAJIbHAS KOOPAMUHAIMS JJIEMECHTOB HE BBI-
HOCHUTCSI BO BHEITHUH TIJI1aH, HO OCYIIECTBIISETCS H
COXpAaHIETCS BO BHYTPEHHEM IIIAHE MBINUICHUS H
BocpusaTusi. CyOCTaHIIMOHAIBHOCTh TaKOM MeJo-
MAYCCKOM JIMHUHM TTOHMMAETCsI KaK OCHOBOIIOIAra-
Iolee U CHCTEMOOOpasyroliee KauecTBO MOHOMINH,
KOTOPOE€ B CTPYKTYpPHO-TIPOCTPAHCTBEHHOM AaCIICK-
T€ MOXXET MMETh Pa3IMYHbIC BUIHI BOILIOIICHHUS:
or «uucreimero omgroronocus» (T. JIuBaHoBa®)
JI0 Pa3HbIX B MPOCTPAHCTBEHHO-(DAKTYPHOM ILTaHE
MHOTOMEPHBIX COOTHOIICHHM.

O MenoauYecKoi CyuHOCTH ()EHOMEHA MOHO-
JIMU Kak e€ 0CHOBOIIOIAraroieM KadyecTse, HopMu-
pytoiieM creiuuKy, pa3MbIIUISId MHOTHE y4é-
Hble, BHECIIME BKJIa]] B pa3BUTHE ATON KOHIIEIIINU:
X. KymHapés — o caMmomoBieomeit Memoauu |6,
c. 3], C. I'anumkast — 0 SIBICHUH MOHOMEJIOANITHO-
ctu [3, c. 52], U. 3emI110BCKUi — 0 CEMaHTHIECKOM
MpeBaTMPOBAHUN JTUHUH [5, ¢. 394]. ABTOp cTaThh
TaKXe B CBOE BpeMsi oTMedan CyOCTaHIIMOHAh-
HOCTh MEJIOJMYECKOr0 Hadanma MoHomuu [11, c.
195-196].

Uto KacaeTcsi BOCTOYHONH MOHOIUM — DTO THII
MOHOIMYECKOW CHCTEMBI, OTIUYUTEIHLHBEIM IIPH-
3HAKOM KOTOPOTO SIBJSIETCS COJBHOE MY3UIIHPO-
BaHHE B Pa3JIMYHBIX €0 BapHaHTaX — OCOOCHHO B
CTPYKTYpPE «TOJIOC—HHCTPYMEHT», MPEACTaBISIO-
e COMBPHOE BEICTYTUICHHE MTEBIA C COOCTBEHHBIM
WU aHCAaMOJICBBIM HHCTPYMEHTAIBHBIM COIPOBO-
KIICHUEM.
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CymecTByeT JaBHSS TPaaUIKsS MOHUMaHUSI MO-
HOJUH KaK COJIBHOTO BHAA MY3UIIUPOBAHHS, BOCXO-
JAIas emeé K aHTUIHBIM BpemeHam [4, ¢. 433; 12;
13]. ConpHast TpaguIys MIUPOKO PACIPOCTPAHECHA
B MY3bIKJIbHBIX KyJIbTypax HaponoB Boctoka [14],
HenTtpansHoit A3uu. OHa MPOJOIHKAET aKTHBHYIO
KU3HEIEATENBHOCTh BIUIOTH /10 HACTOSIIEr0 Bpe-
MEHH, 00pa3ysd CMBICIOBOE SAPO TPEAaraeMoro
MOHATUSl «BOCTOYHAsi MOHoOAusA». EE€ pemnpeseHra-
TUBHAS CTPYKTYpa «TOJOC—HWHCTPYMEHT» HMEET
4ETKO OIpesieTieHHbIe (DYHKIMH B pEaTU3allH My-
3BIKaJIbHOTO Tporecca. IlapTus romoca Bcerna sB-
JIieTCs BeAYIEH, NCTIONHIET OCHOBHYIO MEJIOAnYe-
CKyIO JINHUIO M CBsI3aHa C Tepenadeil CMbICIOBOTO
cofiepKaHUd MOHOIUYECKOro Tpou3BeneHus. WH-
CTPYMEHT K€, €r0 MEJIOANIEeCKast TUHHS BHITIOIHSIET
(DYHKIMIO YHHCOHHOTO COIPOBOXKACHHSA BeIyIIei
naptuu. COMpoBOXKICHHE MOXKET OBITh Pa3HOM CTe-
[IEHU CTPOTOCTH, BKJIIOYAsl TaKKe HCIOJIH30BAHHE
MIEPBUYHBIX 3JIEMEHTOB MHOTOrojocus (OypIoHH-
pOBaHue, MapajuIeIu3MbL, TeTepodOHN).

Crietuduka naHHOH (HOPMBI COJIBHOIO MOHO-
JUYECKOTO MY3HWLMPOBAHUS 3aKIIOYAETCS TAaKKe B
TOM, YTO B HEH peajn30BaHbI JBAa OCHOBHBIX BHJA
JDO MHOTOMEPHOCTH, OTPA3UBIIUX OCOOCHHOCTH
CTPOEHHs BHYTPEHHETO IIaHa B CHCTEME BOCTOY-
HOU MOHOJIHU.

1o xoumpacmuviti 6uo PO, moHMMaeMbIi
KaK pacwIeHNMOE — pa3HeCEHHOE IO Pa3HbIM IUIa-
HaM 3BYKOBOTO IIPOCTPaHCTBA COOTHOIIIEHUE
(DYHKIMOHAJIEHO pa3HBIX JJIEMEHTOB M IUIAHOB,
B3aMMOJICHCTBYIOUINX B OJHOBPEMEHHOCTH M IIO-
CJIEZIOBAaTENIbHOCTH KaK OCTWHATHBIE M BapHATHB-
Hble, CTaOWJIbHBIE W MOOWJIbHBIE KOMIIOHEHTHI
MY3BIKAJIBHOTO IIpoliecca. BepTUKanbHBI acleKT
koHTpactHOCcTH DO mpeacTaBisieT COOTHECEHUE
TaKHUX 3JIEMEHTOB BOCTOYHON MOHOANH, MIX Pa3ind-
HBIX COOTHOIIIEHHH, KOTOPBIE IEMOHCTPUPYIOT OCO-
OEHHOCTH TIPOCTPAHCTBEHHO-(DaKTYpHOM cepbl, e€
pa3iIrYHbIe BUABI KOHTPACTHOCTH: Pa3HOPOIHYIO —
Mesoaus/ycyib (ocTuHTaHast putModopMyia yaap-
HOTO MHCTPYMEHTA), OJIHOPOAHYIO — MeNoAHs/Oyp-
JIOH, CMEILIAaHHYIO — MEJIOAUs/ Oy p/IOH/yCYIIb.

BaxxHpIM MpOSIBIEHNEM BEPTHUKAIBHOTO ACIIEK-
Ta KoHTpacTHOro Buja JIPO spisercs heHoMeH To-
HUKAJIBHOCTHU, PacIpOCTPaHEHHOU B MYy3bIKE MHO-
rux HapoznoB Bocroka. Kak M3BECTHO, CyTh 3TOrO
SBJICHHSI 3aKJTFOYAETCS B TOM, YTO B KQUECTBE CKBO3-
HOTO JIJIOBOTO IEHTPa, OTHOCHTEIHHO KOTOPOTO
BBICTPAMBAETCS BCS JIaI0-METIOANYIECKasi CTPYKTypa
Pa3BEPTHIBAEMOTO MY3BIKAJIBHOTO MpPOIEcca, BbI-
CTYNIaeT OCHOBHOM TOH — ycTOH. TOHMKaJBHOCTBH



G/ﬁ\

My3blKkaAbHas KyAbTypa HapoAOB MuUpa

2016,3

TAKOTO IEHTpa peanu3yercs B IByX Gopmax: siBHOH
U CKPBITOH, JIaTeHTHOW. TOHMYECKH LIEHTp B SIB-
HOM (popMe BOCTIPOM3BOAMTCS KaK OypIOH MY3BI-
KaJIbHBIM WHCTPYMEHTOM, KOTOPBIl COIPOBOXKIAET
[IEHUE, a TaKKe MEIOJUYECKYIO JIMHUIO HHCTPY-
MeHTa. O1a (hopMa OOHAPYKUBAET ACHYIO OCO3HAH-
HOCTb M CTPYKTYPHYIO BBIYJICHEHHOCTH (YHKIHUN
OypaoHa — HOCHUTENSI OCHOBHOI OMOPHI J1aja.

B ckpeiToii opme, sBistomielics 0a30BOM,
CKBO3HO€ JEWCTBHME OCHOBHOTO JIaJIOBOTO IIEHTpa
COXpaHSETCs] BO BHYTPEHHEM ILTaHE MBICIUTEINb-
HBIX U TICUXWYECKHUX MPOIECCOB, M3HYTPH KOOPAH-
HUPYIOIIMX CTPYKTYPHOE Pa3BUTHE MEJIOAMYECKON
nuHuA. BHemHe 3T0 mposBiseTcs depe3 pasind-
HbI€ BUABI MEJIOAMYECKOTO BO3Bpara K OCHOBHO-
My YCTOIO W €r0 MHTOHAIIMOHHOE MOAYEPKUBAHHE,
MIOATBEPKAAONIEe ero (PyHKIIMOHATbHOE 3HAYCHNE
MMEHHO KaK CTPYKTYPHOTO H JIaJI0BOTO IIEHTpa.

Kontpactaerit Bug @O MHOTOMEPHOCTH pe-
anu3yeTcsl TakKe€ B TOPU3OHTAJIHHOM Pa3BEPTHI-
BaHWH, TA€ B KaY€CTBE OCHOBHBIX «YYaCTHHUKOB)»
MY3BIKaJIFHOTO TPOIecca HCIOIB3YIOTCA COOTBET-
CTBYIOIIIUE MTOCTPOCHHUSI, UMEIOIIHE (PYHKIIMOHAIb-
HO-ONIO3UIMOHHYIO HarpaBieHHOCTh. lIpexcras-
JIeHNe TOAOOHBIX MOCTPOCHUN OCYIIECTBISIETCS B
[IOCJIEZIOBAaTEIbHOM YepeOBaHUH OJHOTO 32 APY-
UM, KOTOpoe (popMUPYET OnpeaenEHHBINA THIT KOM-
MTO3UINH: 3aBEPIIEHHOCTD CTPYKTYPhI OOYCIIOBIIH-
BaeTCS Pa3HbIMH LHKJIAMH TaKHX YepelOBaHHU.
Tak, HanmpuMep, HHCTPYMEHTAJIbHBIE Pa3Aesbl Tpa-
JULIMOHHOW MY3BIKAJbHON KIJIACCUKU TaJl)KUKOB
Lllawimaxkom TIOKa3bIBAIOT W3BECTHBIN TMPHHIINIL
KOMITO3UITIOHHOTO Pa3BEPTHIBAHUS — neuipas (BIie-
pen uaynuii) [9, ¢. 121], Brirrouaronuii B cedst co-
OTHOIIIEHNE BYX OCHOBHBIX IOCIIEIOBATEIHHO Ye-
PeAyIOMHMXCS ONMMO3UIIMOHHBIX TI0 CBOEH CTPYKType
1 QYHKIMU TOCTPOCHUI xona u 6ozeyi'. JlanHoe
COOTHOIIICHUE JICMOHCTPHPYET B HauboJjee SIBHOM
U MOJHOM BHUJE JE€UCTBHE MPUHLMIA KOHTPACTHOU
JADO MHOrOMEpHOCTH B €ro MOCIEAOBaTeIbHON
KOMITO3UIIMOHHOM pa3BEPTKE.

Crenyromum BugoM 1dO MHOTOMEPHOCTH SIB-
nsiercst auy3HbINA, TOHUMAEMbI KaK COOTHOIIIE-
HUE pa3HO(PYHKINOHAIBHBIX 3JEMEHTOB, KOTOpBIE
OJTHOBPEMEHHO MOTYT BBIIOJHATH MPOTHUBOIIOIOXK-
Hele QyHKImU. [loHstue muddysHocTH, Tpeaso-
skernoe C. II. T'anmikoii, 03Ha4aeT OTHOCHUTEILHO
MOHOJIUU «CIENMU(DUIECKYI0 TOMEOMOP(HYIO B3a-
MMOTOXAECTBEHHOCTh, B3aUMO3aMEHSAEMOCTh pa3-
JIUYHBIX CTOPOH, YPOBHEH, 311eMeHToB» [3, c. 237].
ABTOp CTaThbu AAHHOE TMOHATHE HCIIONB3YET TOIBKO
IUIE 00O03HA4YEHHUSI B3aMMOIEPECEUEHHOCTH TaKHX
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AJIEMEHTOB OMHAPHBIX COOTHOIICHHM, KaK HEHM3MEH-
HOCTh-U3MCHYNBOCTE, HHBAPUAHT-BAPUAHT.
Juddysneiit Bun mMHoromepuoctu DO Tak
JKe, KaK ¥ KOHTPACTHBIM, peaanu3yeTcs B OTHOBpE-
MEHHOCTH W NOCJIEI0BAaTeIbHOCTH. B ogHOBpeMeH-
HOCTH JU(dy3HasT MHOTOMEPHOCTh IPEACTaBIICHA
B3aUMOJICHCTBUEM YHUCOHHBIX MEJIOAUYECKUX JIHU-
HUH (TOjloCa W MHCTPYMEHTA), B3aMMOJAEHCTBYIO-
IIMX KaK MHBAPHAHT — royioc (MI€HNE) ¥ €T0 BapUaHT
— JUHUS WHCTPYMEHTa, (hOpMEpYIOIINe SBICHUE
MHOTOIUTAHOBOTO YHHUCOHA, IJIE KXKIBIN MeJIoande-
CKUH TUTaH COXpaHseT CBOE MHTOHAIMOHHOE CBOE-
oOpa3ue. JIMHaMUKy TaKMX COOTHOIIECHUN MOXKHO
SICHO TIPEICTaBUTh B aCIEKTE B3aMMOJCUCTBHS WX
MHTOHAIMOHHBIX CIIEKTPOB, B KOHTEKCTE BCEX Clia-
TraeMBbIX HHTOHAITUH.
MHOTOIIAHOBBIM YHHCOH BOCTOYHON MOHOAMH
BOKQJIBHO-MHCTPYMCHTAIBLHBIA W HWHCTPYMEH-
TaBHBIA — CYIIIECTBECHHO OTJIMYACTCS OT MIPHUHITATIA
OpTaHM3al{ BOKAJIHHOTO YHHCOHA €BPOMEUCKOI
KYJITOBOM MOHOAMYECKOM TpaJulMK, HAIpUMED,
rpuropuanckoro xopana [15; 16]. Ecmu s cTpyk-
Typbl BOKQJIBHOTO YHHCOHA XapakTepHO CIICIH-
(brdgeckoe «EAMHOMYIINEY» MEJIOAMYECKAX JTUHHM,
(hyHKIIMOHAJIEHOE HEPa3IMICHUE YHHUCOHHBIX TO-
JIOCOB KaK BEAYIIMX M COMPOBOXIAIOIINX, TO B BO-
KaJTbHO-UHCTPYMEHTAIBHOM ~YHHUCOHE BOCTOYHOM
TPaJIUIINH, HATIPOTHUB, HAIMIIO Pa3INICHHUE MHTOHA-
IUNA METOJUYECKUX JIMHUM, COXPAHEHHE 38 HUMH UX
HHIMBUAYaJILHOIO TEMOPOBOIO, pUTMUYECKOTO, M-
HAMHYECKOTO M OTYACTH 3BYKOBBICOTHOTO CBOEOOpa-
3usi. MHOTOIJIaHOBBIM YHUCOH IIUPOKO MPEACTABIIEH
B MY3BIKQJIBHBIX TPAIUIHMIAX BOCTOYHON MOHOIWH,
MMEET pa3HbIe CTPYKTYPHBIC PEIICHUS 3a CUET yBe-
JUYCHUS KOJMMYECTBA WHCTPYMEHTAIHHBIX MEJIOIH-
YECKUX JIMHHUH B CTPYKTYPE «TOIOC—HMHCTPYMEHT.
Huddysupiii Bug JPO MHOMOMEPHOCTH I10-
MHMO BEPTHUKAJIHHOTO B3aMMOICHCTBHUS CTPYKTYP
peanu3yeTcs TakKe W B TOPH3OHTAIBLHOM DPa3BEp-
THIBAaHUM MOHOAMYECKOTO Tporiecca. Kak u3BecTHO,
B CTPYKTypHUPOBAaHUH MY3BIKAJHLHONW KOMITO3UITIH
BOKAJIbHBIX Pa3JIEIOB TAJKUKCKON TpaJullMOHHOU
kimaccuky LlammMakoM MIUpOKO MCTIONB3YEeTCs Takoe
SIBTICHNE, KaK HaM)0bl, TIPEICTARIISIONIEE CIIOKUBIITY-
FOCSI B MAKOMHOM MY3BIKQJIbHOM TBOPUYECTBE IIPaK-
THKY HWCIIONIB30BAHUSA MEIIOTUYCCKUX ITOCTPOCHUI
W3 OITHOTO wyvbOa (pasaena) Uik MakoMa B IPYTAX
AQHAIOTUYHBIX TMTOCTPOCHUAX, MPEUMYIIECTBCHHO B
KyJIbMUHAIIMOHHBIX YacTAX KOMITO3uIuH. [Ipu sTom
«IIEPEHOCE» COXPAHSIOTCS OIPEINECIIEHHBIE MEJIOIU-
KO-pUTMHYECKHE OCOOCHHOCTH IEPBOHAYAIBHOTO
MY3BIKAJIEHOTO TTOCTPOCHIS, YTO 3aKPEIIIOCH B Ha-
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3BaHMUHM HaMYJIOB, YKa3bIBAIOIINX, U3 KAKOTO u)ybOa
U maxoma B3410 noctpoenue. Hanpumep, «Hamynu
HaBo 3ammcTBOBaH W3 HaYaJIbHBIX MEJIOJHMYECKUX
noctpoennii Capaxbop B Makome HaBo u ucrnons3y-
ercs B ryb0a Haspysu Cabo makoma Pocr, B 1irys0a
Capax06op, Tankun, Hacp u ux Y dape B makome Ce-
rox» (cm.: [9, c. 131]).

Paccmarpusaembiii Bua auddysuoro DO co-
XpaHsAET CBOM OTIMYMTEIbHBIN Hpu3HaK — nuddy-
3UI0 MHBapWaHTa M BapuaHTa. 3/eCh Ha CTOPOHE
WHBapUaHTa BBICTYMAae€T MEJOAMYECKOE I0CTpOe-
HUE U3 OJHOTO WybOa MIIN MAKOMA, KOTOPOE yXKe B
CBOEH BapHaHTHOW (JOpPME UCIIONB3YETCS B JPYTOM
wyvba nnma makome. B 310l BapuaHTHOH (opme
mddy3HO B3aMMoIIepecedeHbl HCXOIHbIM HHBApH-
aHT U €r0 BapHaHTHOE BOILUIONIeHUE. [JlaHHbIN pUH-
IIUT Pa3BUTHS MY3BIKAJIbHOW KOMITO3UIIUU HIHPOKO

WCIIOJIB3YETCS B MCTIOJTHHUTEIHCKOI MPAKTHUKE H SB-
JISIETCS] OHUM M3 CYIIECTBEHHBIX XY0KECTBEHHBIX
pECYpPCOB TBOPUYECKHMX WHHOBALUM KAHOHUYECKOU
MAKOMHOU TPATUITAH.

PaccMoTpenre TepBHYHBIX OCHOB (OpMU-
pOBaHHS MHOTOMEPHOCTH BOCTOYHOM MOHOIHH,
MIPEINPHUHATOE B TaHHOW CTaThe, BBISIBUJIO OTIPEsIe-
NEHHYI0 3aKOHOMEPHOCTh pean3allid MHOTOMEp-
HOCTH MY3BIKQJTBHOTO MBIIUIEHHUS, €T0 HEKOTOPBIX
CTPYKTYPHBIX U (PYHKIIMOHAJIHHBIX OCOOEHHOCTEH.
OHH pernpe3eHTHPOBaHbl YHUBEPCATHLHOW OWHAap-
HOM CTPYKTYpO# — IBYILIAHOBOH (PYHKIIMOHAIBHON
OIIO3UITHOHHOCTHIO — B CTPOEGHUH BEAYIIETO THIIA
COJILHOTO MY3UITUPOBAHHS «TOJI0C—MHCTPYMEHTY, B
(hbopMupPOBaHUH BEPTUKATBHBIX ¥ TOPU3OHTAIBHBIX
MapaMeTpoB MOHOJIMYECKOTO MpOIecca, ero KOH-
TPACTHBIX U TUPPY3HBIX HOPM.

< MPUMEMAHUA (<
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M. 1. boudensaa, E. B. Hazaiikunckoro, B. B. Me-
nymeBckoro u ap. Cm.: Apanosckuit M. I. My3sika u
MmbinuieHue // My3bika kak GpopMa HHTEJUIEKTyallbHOM
nestenbHocT. M., 2009. C. 10-43; MenyuieBckuii
B. B. UnTOHaMOHHas popMa My3bIKU: HCCIIEIOBaHHE.
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S3pik. Peus. Mpmienue: ONBIT CHCTEMHOTO HCCIIe-

Gy

1. Apanosckuii M. I'. My3bika. MeiuteHue. JKu3Hs.
Crarpu, MHTEpBBIO, BOCIOMHUHAHW / pef.-cocT. H. A.Perk-
koBa. M.: ['oc. uH-T uckyccrBo3Hanus, 2012. 440 c.

2. Aca¢res b. B. Ciiyx I'muaku // AcadreB b. B.
W3bparnsie Tpynel. M., 1952. T. 1. C. 289-328.

3. Tamunkas C. II., ITmaxosa A. I0. Monomus:
npobnemsl Teopun. M.: Academia, 2013. 237 c.

4. Tepuman E. B. DHuuknonenus ApeBHEIIUH-
ckoit u Bu3anTHiicKO# My3bikn. CII6.: U3n-so H. U. Ho-
BUKOBa, 2013. 812 c.

5. 3emmosckuit U. U. TIpobdrema MHOTOTOIOCHS B
Teopuu MoHOIMH // Bopban M Xyno)keCTBEHHbIE Tpajau-
uuu HaponoB LlentpansHoit u Ilepeaneit A3uu: ucropus
U COBPEMEHHOCTH / pen.-cocT. A. P. Pamkabos. lymian-
6¢: Jorwmm, 1990. C. 391-395.

6. Kymmnapés X. C. Bonpockl uctopuu v Teopuu ap-
MSTHCKOW MOHOAMYECKOH My3bIKU. JI.: My3rus, 1958. 626 c.

7. Hazaiikunckuii E. B. O ncuxonoruu My3blKaiib-
Horo BocnpusaTus. M.: My3bika, 1972. 384 c.

61

JoBaHMS MYy3bIKalbHOTO HcKyccTBa. CII6.: Kommno3su-
top-CankTt-IlerepOypr, 2006.

2 Cwm.: Bose Fr. Musikalische Vélkerkunde. Freiburg
im Breisgau: Atlantis, 1953.

3 Cwm.: JIusanosa T. H. Mcropust 3amaHOEBpOIICHi-
cKkoit My3bIku 70 1789 roma. M.: My3sika,1983. T. 1.

4 Bosryii (¢ TaIK. «IOBTOP») — IMOBTOPSIOLIEECS
OCTHHATHOE NOCTPOCHHUE B KOMITO3UIIHH.

XoHa (C TaIpK. «I0M») — IIOCTOSHHO M3MEHSoIIeecs
U pacUIMpSIOLIeecs MOCTPOSHHUE.

AUTEPATYPA (<O

8. Ilerpenko B. ®. MHOromepHoe co3HaHUeE: IICH-
XOCeMaHTH4YecKas mapagurma. M.: HoBeiif xpoHOTpad,
2009. 400 c.

9. Pamxabos U. P. MakoMsI: auc. ... I-pa UCKyC-
ctBoBeneHus. Tamkent; Epesan, 1970. 215 c.

10. TopomoBa A. B. ®eHOMEH HWHTOHHPOBAHUS B
TEHE3UCE MY3BIKAIbHO-SI3BIKOBOTO CO3HAHHS: aBTOpE(.
JUC. ... I-pa ncuxojorud. Hayk. M.,2015. 43 c.

11. VYnemacoB ®@. A. O HEKOTOpPBIX COBPEMEHHBIX
acTieKTax TEOPUH TAPKUKCKOH TPAAWIMOHHOW MYy3bI-
ku // Bopban, smoxa U TpaaWIUU KYJIETYPHI / OTB. pel.
H. H. Hermaros. lyman6e: Jonunmr, 1989. C. 177-204.

12. Campbell, David A. Monody // The Cambridge
History of Classical Literature.Volume 1: Greek
Literature. Edited by P. E. Easterling and Bernard
M. W.Knox. Publisher: Cambridge University Press, 1985,
pp. 202-221.

13. Cattin, Giulio. Liturgico-Musical Innovations
of the Ninth and Tenth centuries and their Development;



G/\f\

My3blKkaAbHas KyAbTypa HapoAOB MuUpa

2016,3

Secular Monody in Latin // Giulio Cattin. Music of the
Middle Ages. Volume 1. Translated by Steven Botterill.
Publisher: Cambridge University Press, 1984, pp. 101-131.

14. Davis, Ruth. Arab-Andalusian Music in
Tunisia // Early Music. 1996. XXIV (3), pp. 423-438.
Do0i:10.1093/earlyj/XX1V.3.423.

15. Hiley, David. The Beginnings of Gregorian
Chant; other Rites and other Sorts of Chant // Gregorian

G-

1. Aranovskiy M. G. Muzyka. Myshlenie. Zhizn’.
Stat’i, interv’yu, vospominaniya [Music. Thinking. Life.
Articles, Interviews, Memoirs]. Edited and compiled by
N. A. Ryzhkova. Moscow: State Institute of Art, 2012.
440 p.

2. Asaf’ev B. V. Slukh Glinki [Glinka’s Ear].
Asafiev B. V. Izbrannye trudy [Selected Works]. Volume
1. Moscow, 1952, pp. 289-328.

3. Galitskaya S. P.,, Plakhova A.Yu. Monodiya:
problemy teorii [Monody. Issues of Theory]. Moscow:
Publishing Academia, 2013. 237 p.

4. Gertsman E. V. Entsiklopediya drevneellinskoy
i vizantiyskoy muzyki [Encyclopedia of Ancient Hellenic
and Byzantine Music]. St. Petersburg: N. 1. Novikov
Publishing House, 2013. 812 p.

5. Zemtsovskiy 1. I. Problema mnogogolosiya v
teorii monodii [The Issues of Polyphony in the Theory of
Monody]. Borbad i khudozhestvennye traditsii narodov
Tsentral'noy i Peredney Azii: istoriya i sovremennost’
[Borbad and the Artistic Traditions of the Peoples of
Central and Southwest Asia: Past and Present]. Edited by
A. P. Radzhabov. Dushanbe: Donish, 1990, pp. 391-395.

6. Kushnarev Kh. S. Voprosy istorii i teorii
armyanskoy monodicheskoy muzyki [Questions of the
History and Theory of Armenian Monodic Music].
Leningrad: Muzgiz, 1958. 626 p.

7. Nazaykinskiy E. V. O psikhologii muzykal nogo
vospriyatiya [On the Psychology of Musical Perception].
Moscow: Muzyka, 1972. 384 p.

8. Petrenko V. F. Mnogomernoe soznanie:
psikhosemanticheskaya paradigma [Multidimensional
Consciousness: A Psycho-Semantic Paradigm]. Moscow:
Novyy khronograf, 2009. 400 p.

9. Radzhabov 1. R. Makomy: dis. d-ra
iskusstvovedeniya [Maqoms. Abstract of Dissertation for
the Degree of Doctor of Arts]. Tashkent; Yerevan, 1970.
215 p.

REFERENCES

() MHOIoMepHOCTH BOCTOYHOM MOHOAMU

Chant. Publisher: Cambridge University Press. Print
Publication Year, 2009, pp. 83—120.

16. Mc-Gee Timothy J. Vocal performance in
the Renaissance // The Cambridge History of Musical
Performance. Edited by Colin Lawson, Robin Stowell .
Publisher: Cambridge University Press, 2012, pp. 318—
334.

D)

10. Toropova A. V. Fenomen intonirovaniya v
genezise muzykal 'no-yazykovogo soznaniya: avtoref.
dis. ... d-ra psikhologich. nauk [The Phenomenon of
Intonation in the Genesis of Musical and Linguistic
Consciousness: Abstract of Dissertation for the Degree
of Doctor of Psychological Sciences]. Moscow, 2015.
43 p.

11. Ulmasov F. A. O nekotorykh sovremennykh
aspektakh teorii tadzhikskoy traditsionnoy muzyki
[About Certain Present-Day Aspects of the Theory of
Tajik Traditional Music ]. Borbad, epokha i traditsii
kul tury [Borbad, the Era of Culture and Traditions].
Executive Editor N. Negmatov. Dushanbe: Donish, 1989,
pp. 177-204.

12. Campbell, David A. Monody. The Cambridge
History of Classical Literature. Volume 1: Greek Litera-
ture. Edited by P. E. Easterling and Bernard M. W. Knox.
Publisher: Cambridge University Press, 1985, pp. 202—
221.

13. Cattin, Giulio. Liturgico-Musical Innovations
of the Ninth and Tenth centuries and their Development;
Secular Monody in Latin. Giulio Cattin. Music of the
Middle Ages. Volume 1. Translated by Steven Botterill.
Publisher: Cambridge University Press, 1984, pp. 101—
131.

14. Davis, Ruth. Arab-Andalusian Music in Tunisia.
Early Music. 1996. XXIV (3), pp. 423—438. Do0i:10.1093/
earlyj/XXIV.3.423.

15. Hiley, David. The Beginnings of Gregorian
Chant; other Rites and other Sorts of Chant. Gregorian
Chant. Publisher: Cambridge University Press. Print
Publication Year, 2009, pp. 83—120.

16. Mc-Gee Timothy J. Vocal performance in
the Renaissance. The Cambridge History of Musical
Performance. Edited by Colin Lawson, Robin Stowell.
Publisher: Cambridge University Press, 2012, pp. 318—
334.

Crarbst OCBAIIEHA PACCMOTPEHNIO0 MHOTOMEPHOCTH BOCTOYHON MOHOJMH. 3a OCHOBY OepéTcsi HOHMMaHKE, YTO MHO-
TOMEPHOCTh €CTh BHYTPEHHEE aTpHOyTHBHOE CBOMCTBO MBILIJICHUS X BOCIIPHSITHS, @ BOCTOYHAsI MOHOAWS — crienu(u-
YEeCKHH THUI MX peann3anui. MHOTOMEPHOCTh OIpenesieTcs Kak OXHOBPEMEHHOE COOTHOIIEHHE M Pa3BEPTHIBAHHE
Pa3JINYHBIX IUIAHOB, JIEMEHTOB U (DYHKINHA, €IMHCTBO CUMYJIBTAHHBIX U CYKIIECCHBHBIX MPOLIECCOB.
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KoHnuentyanpHy!0 OCHOBY COCTaBIISI€T MONOXKEHHE O TOM, YTO BCE JIOTHKO-MHTOHALIMOHHBIE CBSI3H IPU BOCIPUSI-
TUU U BOCIPOU3BEAECHUH MY3bIKH OCYLIECTBISIOTCS UCKIIIOUUTENLHO BHYTPU INCUXUUECKUX MPOLECCOB MBIIUICHUS U
BHE BOCIPUATHS, HAIIOJIHEHHOTO TPAaJULMEN U KyIbTYpPOH CIBIIIAHUSA, 3TH CBA3U HE CYLIECTBYIOT KaK HEYTO aBTOHOM-
HOE U caMocTosTenbHOe. Ha OCHOBaHMU JAaHHOTO MOJIOXKEHUS BBIWIEHSIOTCS J[Ba IUIaHA: BHELTHUMN, I1€ UCIIONHAETCS
U 3BYyUYHUT MY3bIKa, U BHyTPEHHUHN, OTHOCSIIUICS K JEATEIbHOCTH MO3Ta, T1I€ OCYIIECTBIAETCS CBA3b MEXK/Y 3ByKaMHU.
OcHoBHasi pyHKIUSI BHYTPEHHETO IUIaHA — OCYIIECTBIIATh JIOTHYECKYIO KOOPAWHAILIUIO B3aNMO/ICHCTBUS JIEMEHTOB
BHEIIIHETO M1aHa. Ero ocHOBHOE NpegHa3sHaueHue — MpoueccyanbHas pa3BEPTKA My3bIKATIbHBIX CMBICIIOB JUIs CIIyIla-
HUSL M TBOpYECKOTo co3uanus. CTpyKTypa COOTHOILICHHMSI BHYTPEHHETO W BHEIITHETO TUIAHOB MTPEACTABIIIETCS] 0COOBIM
TIPUHIIMIIOM MHOTOMEPHOCTH, KOTOPBIH ONpeAeseTcs Kak JIBYIUIaHOBask (PyHKIMOHAIbHAs OMIO3UIMOHHOCTS ([DPO)
— OJlHa U3 YHUBEPCANbHBIX ()OpM eHOMEeHa OMHAPHOCTH.

HcxomHoit popMoii mpaKTHIECKOro OOHAPYXEHUsSI My3BIKU SIBIISICTCS MYy3HLMPOBAaHHE, BHIIONHSIONIEE (yHKIIUIO
peanu3anyy BHEIIHETO IUTaHa. My3WIIMpOBaHUE KaK BHJ| YEIOBEUECKOH AEATEIHLHOCTH BO MHOTOM OOYCIIOBIHMBAaET
crenuduKy My3bIKaJbHOTO BOCIPHATHS M MBIIIIEHUs. B ocHoBe peanuzanmu cneuuduxn OO mHOrOMepHOCTH
BOCTOYHOH MOHOJMH HAXOJMTCS THUII MY3WIIMPOBaHMUs, 0Opa30BaHHBIA CONBHBIM IIEHHEM C HHCTPYMEHTAJIBHBIM CO-
npoBoxkaAeHUuEM. Ero cTpykTypa «roloc—MHCTpYMEHT» peanusyeT JBa OCHOBHBIX BUJa MHOroMmepHocTH JPO — koH-
TpacTHBIHA 1 M dy3HBIH, 0XBAaTHIBAIOIINE PA3IMYHBIE CTOPOHBI MOHOJMYECKOTO MPOIecca B BEPTHKAIBHOM U TOPH-
30HTAJILHOM €T0 Cpe3ax.

KiroyeBbie clioBa: MHOTOMEPHOCTH MEJIOJMH, BOCTOYHASI MOHO/IHS, My3bIKQIbHOE MBIIUICHHE, OMHAPHOCTH B My~
3BIKE.

About the Multidimensionality of Eastern Monody

The article is aimed at examining the multidimensionality of Eastern monody. At its core lies the understanding that
multidimensionality is an inner attributive trait of thinking and perception, while Eastern monody presents a specific
type of its realization. Multidimensionality is defined as the simultaneous correlation and unfolding of various plans,
elements and functions, a unity of conjoined and successive processes.

The conceptual foundation is constituted by the position that all logical-intonational connections upon perception
and replication of music are carried out within psychical processes of thought and beyond a perception filled with
the tradition and culture of hearing. On the basis of this concept two planes are singled out: the outward — where
the music is performed and sounded out, and the inward one — where the connection between the sounds is carried
out. The primary function of the inward plane is to carry out a logical coordination of interaction of elements in the
outward plane. The main function of the outward plane is the procedural development of musical meanings for hearing
and artistic creativity. The structure and principles of correlation of the inward and outward planes are perceived as a
special principle of multidimensionality which is defined as a two-plane functional opposition (TFO), examined as one
of the universal forms of the phenomenon of binarity.

The initial form of practical discovery of music is music making which carries out the function of realization
of the outward plan — the procedural development of musical thought. Music making as a brand of human activity
stipulates in many ways the specificity of musical perception and thought. At the basis of implementation of the TFO
of the multidimensionality of Eastern monody lies the type of music making formed by solo singing with instrumental
accompaniment. In its structure of “voice-instrument,” two main types of the multidimensionality of the TFO are
actualized — the contrasting and the diffuse, encompassing the various sides of the monadic process in their vertical
and horizontal strata.

Keywords: multidimensionality of melody, Eastern monody, musical thinking, binarity in music.
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«3HAKHM 3BYKOB» B MY3bIKE AAl AKKOPAEOHA
IOKKN TUEHCYY

Hamy COBPEMEHHYIO MY3bIKY Mbl CMOIAHCEM OCO3HANMb

6 NOIHOU mepe mojIbKoO no npoutecmeuu onpede/lé'HHoeo B6pemMenu.

€ MpH JKU3HU Kaccuka (DUHCKOW My3bI-

ku SlHa Cubenmyca o cebe 3asBUIIM KOMITO-

3UTOPBI, YNPOYHBIINE CBOM TO3HWIMU Kak
MIPEACTABUTENIN HOBOM M HOBEWILIEH MY3bIKH, YbE
3HA4YEeHNE BBHIIUIO 32 npeaensl Gunnsaann u CkaH-
nuHaBuu. Cpeqy HUX — COBpPEMEHHbIN (QuHCKUMIA
KOMITO3UTOpP, KJIABECHHHCT, NHAHUCT, TUPHKED,
mexaror, opraHuzarop u scceuct HOxka Tuencyy
(p. 1948). Ero muHOTOTpaHHast TBOPUECKAS JICATCITb-
HOCTHh HE MOXKET OBITH OCBEIlIEHA B OJHOW CTaTbe,
3TO TOJ CHITY JIUIITh MOHOTpaduu. 37eCh JKe Tpe/-
CTaBJIEHA TOJHKO OFHA TPaHb TBOPYECTBA — KOM-
MMO3UTOPCKAsl, ¥ JIWIIb B OJAHOM AaKTyaJbHOM IS
Tuencyy acriekte — B3aMMOCBSI3M KOMIIO3UTOpPa U
WICTIOTHHUTEJISL.

B ®unnannuu TueHcyy yxe BOWIEN B UCTO-
pHUIO COBPEMEHHOW MY3BIKH KaK IpeICTaBUTENb
TpeThelr BoMHBI MomepHm3ma® (cMm.: [5, ¢. 171]).
Cpenu COBpeMEHHUKOB OH IprMedareseH (Kpome
peHECCaHCHOTO MaciTaba) HHTEPECOM K aKKopde-
OHY U UHCMPYMEHMATLHLIM AHCAMONAM C YUacmu-
em axkxkopoeona. mst Tuencyy B Poccun nu3BectHo
TOJIBKO Y3KOMY KpyTy crenuanuctoB. JlanHas cra-
ThA, CMEIO HaACSITHCS, IPOOYIUT UHTEPEC K STOMY
TaJaHTJINBOMY KOMIIO3UTOPY M HE3aypsIHOM JIHd-
HOCTH.

N3 ucrtopumn akkopaeoHa B DUHAHAMMU

Hctopusi akkopyneona B DUHISHIUUA BEAET
cBo€ Hayano ¢ cepeaunbl XIX Beka, xoraa mep-
Bble 00pa3lbl MHCTPYMEHTA ObLTU MPHBE3CHBI U3
LlentpansHoii EBpombl’. AKKOPACOH TMONYYHIT
IIUPOKYIO MOMYJISIPHOCTh BO MHOTOM IO MPHYH-
HE CBOEH JNOCTYMHOCTH (OBLIO OTKPBITO MaccoBOE
MIPOU3BOJCTBO ATOTO WHCTPYMEHTA, U OH CTOMWJI
Hezoporo). M3BecTHO, YTO TeEpBBIE AKKOPICOHBI
OBLITM AMATOHHMYECKUMH, C OJHUM PSIOM KIIABUII
B OJHOW KJIaBHAType W ABYMS aKKOpAamH B JIpy-
roit!. OmHO U3 MEepBBIX YIOMUHAHUN 00 aKKopIe-
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10. Tuencyy!

one B OuunsHauu narupyercs 1853 rogom, korma
B razere «Uusi Suometar» BbIIIUTA CTaThsl C OIU-
CaHUeM MHCTPYMEHTa NoJ Ha3BaHUeM «Sirmakkay
[12, p. 30]. ITo3xe cTamu MOSBIATHCS HHCTPYMEH-
ThI ¢ ApyruMu umeHnamu — «Kullervoy», «Sampo»?,
«Suomi»®.

Hcropus akkopaeoHa B OUHISHANY — 3TO UCTO-
pHsl CaMOOMPEICICHHUS HHCTPYMEHTA B MY3bIKajlb-
HOH KynbType. Jlo Hagasia XX BeKka Ha aKKOpIEOHE
WIpaM TOJAbKO HApOIHBIC MECHH, TaHIICBAJIbHBIC
Haurpeimw. C 1920-X TOIOB OTIEIbHBIC MYy3bIKaH-
Thl CTAJIM HUCIOJHATh Ha WHCTPYMEHTE aKaJeMH-
YECKUE MPOU3BEACHUS, U HEKOTOPhIE CTAHOBUIINCH
HACTOSIIIUMHU BUPTyo3aMu. Ho myTh akkopjicoHa B
aKaJIeMHUYCCKYI0 MY3bIKYy HE ObLT JIETKHM, TaK Kak
3apabaThiBaTh MCIIOJHEHHUEM HAa HEM MOXHO OBLIO
TOJIBKO MIpasi My3bIKy HapoaHyto. CTOJKHOBEHHE
XyJAOKECTBEHHBIX U KOMMEPUYECKUX HHTEPECOB I10-
BJIMSUIO HA TEMIIBI IIPOJIBUKCHHUS aKKOPICOHA B aKa-
neMudeckyio cpeny. Tompko B 1983 romy, xorma B
Axanemun umenu Cubenunyca 00pa3oBajioch OTe-
JICHHE HapOIHOW MY3BIKH, T/Ie U3y4Yaln OCOOECHHO-
CTH HCIIOTHEHHSI aKaJIEeMHUYECKOTo perepTyapa Ha
TPaJULIMOHHOM HMHCTPYMEHTE, aKKOpPACOH IOBEp-
HYJICS JTTIOM K COBPEMEHHOMY UCKYCCTBY.

[IpaBo Ha3BIBaThCS aAKAJEMUYCCKUM HHCTPY-
MEHTOM aKKOpAE€OH 3aBoeBasl B OuHiasHAun XXI
BeKa, yTPAaTUB MOHOIIOJHIO KaK MHCTPYMEHT JJIst
WCTIOJHEHUsT HapogHOU My3bIku. [Ipodeccnonans-
Hble ()MHCKHE KOMIIO3UTOPHI B HACTOSAIICE BpeMs
MUIIYT MY3bIKYy Kak JJIg aKKOpAeOHa, TaKk U JJis
KHOIIOYHOTO akkopjecoHa’. VX mpowsBemeHHUS B
Poccun ucnonusroTes U Ha O6asHe, M HA aKKoplie-
OHE.

PoxxaeHue moaepHucTta

IOxxka Tuencyy ponuics 30 aBrycta 1948 roma
B Xenbcrukn. OH 3axkoHunn Axagemuro nmesu Cu-
Oenuyca 1o kinaccy kommno3unuu IlaaBo XeiHuHe-
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Ha (p. 1938)8, koropsrit ¢ konma 1970-x romos crai
BEAYIINM I€IaroroM o kommosuiuu. Ero yuenun-
KaMHu Tak ke Opumm D3po Xsimeenunemu (p. 1951),
Kaits Caapuaxo’ (p. 1952), Binagumup Arormos (p.
1953)°, Moynu Kaiinaiinen (p. 1956)"' u Marnyc
JIuanbepr (p.1958)!2. HekoTopble #3 yYEHHKOB
XelHUHEHA OBUTH HETIOCPEICTBEHHO MPUYACTHBHI K
coznanuto nemkeHus «Korvatauki-yhdistysy («Or-
KpOWTE YIIN»), BOSHUKIIEMY C IENBI0 MOIICPKKU
U TIpoTarauasl coBpeMeHHoM My3bIkH (1977). Cpe-
v HUX ObuTH D3po XsMeenuemu, Kaits Caapuaxo,
Woynu Kaitnaitnen, Jca-Ilexka Canonen u Marnyc
Juunoepr [13, p. 69].

[locne 3aBepmienns oOydeHust y XeilHMHEHa
Tuencyy ormpasuics Bo Opaitdypr, ropom, u3BecCT-
HbI1 cBOUM VTHCTUTYTOM HOBOW MY3bIKH, OTKPBITHIM
B coctaBe PpailOyprckoit Briciiei KOsl My3bIKH
(1954). Bo ®paiidypre TueHCyy COBEpIIECHCTBO-
BaJ KOMIIO3UTOPCKOE MacTepPCTBO Y MIBEHIIAPCKOTO
xommosuTopa Kimayca Xybepa (p. 1924)"* u anrmii-
ckoro kommo3utopa bpaiiana @epauxoy (p. 1943)
— JHJepa U OCHOBOIOJOKHHUKA «new complexity»
(«HOBast CTOXKHOCTBY)' [6, ¢. 374-375]. DrToT dakr,
o MHeHHI0 KumMMo KopxoHeHa, yka3bIBaeT Ha To,
yro y TueHcyy paHo npoOynuiicsi ”HTepeC K aBaH-
rapxy [14, p. 61].

Bpemsi 1t moaBeneHus] UTOTOB KOMITO3UTOD-
CKOM aesTenpHOCTH THEHCyy ené He MpUILIo,
HO YK€ MOXKHO Bciesl 3a KopxoHeHOM yKka3aTh Ha
CIIEYIOIINE XapaKTEepPHBIE MPU3HAKH €ro KOMIIO-
3UTOPCKOTO TMPOGUIIs: ONPaBIaHHOCTh CO3AaHUSA
Ka)X/IOT0O HOBOTO COYMHEHUS; MPUHIUI Zero, KOT-
J1a B KQXX/IOM COYMHEHHHU 3aHOBO PEIIAeTCs] HOBBIN
KOMIUIEKC MTPOOJIeM; OTCYTCTBHE SCHO Pa3THINMBIX
CTHJINCTHYECKHUX TIEPUOAOB, PAaBHO KaK U OTCYT-
CTBHE JIMHEHHOW IMHAMHMKU U3MEHEHUU B MY3BIKE
Ha MPOTSHKEHUH KOMITO3UTOPCKOM Kapbephl; MHTE-
pec Kk TeMOpy, TApMOHUU U OTKPHITOH (opme [Tam
xKe, p. 61-62].

«Korvatauki-yhdistys» — 2000

[TomoOHO MHOTMM KomMmo3uTOpam XX — Havdana
XXI BB. TueHcyy myOIU4HO BBICTYIAET C U3JIOXKE-
HUEM CBOMX B3IVIJIOB 10 MHTEPECYIONIUM €T0 MPo-
O6nemaM My3BIKaJbHOTO HCKyccTBa. [IpountanHas
B amepukanckoM Can-Jlmero nekmus «The Future
of music» (anpens 2000 roga) MPUOTKPHIBAET «KMHP
KomrmosuTopa»'> [19].

TekcT nekuuu pa3oUT HAa HECKOJIBKO Pa3/elioB,
Ha3BaHUsI KOTOPBIX (DOKYCHPYIOT aKTyalbHBIC IS
KOMITO3UTOpa TMPOOJIEMBI COBPEMEHHOTO MY3BI-
KaJbHOTO MCKYCCTBa. DTUX pa3zieioB mmaTh: « What
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is music?» (1), «Evolution» (2), «Present» (3),
«Future» (4), «Composition (5).

[IpuMeHUTENLHO K TEMAaTHKE JaHHOW CTaTbU
MpeXIe BCEro HWHTEPEC TMPEACTABIAET pas3ael
«Compositiony, rme TueHcyy oOcykmaaeT BOIpOC:
«Kora 3Byku craHoBATCS My3bIkoi?». 1 oTBeua-
€T Ha HEero CIeAyronuM 00pa3oM: «3ByKH CTaHO-
BSTCSl MY3BIKOM, KOTIa MEXAY HUMH TOSBISETCS
cBs3by» [19].

Kommo3zutop comocTaBiser  My3BIKAIbHYIO
KOMMYHUKAIMIO C BepOalbHOW M KOHCTAaTUPYET,
4TO W Ta, W Jpyras UMEIOT 3BYKOBbie 3()(DEKTHl,
HaJIeJIEHHbIE OMNpPEJEIEHHBIMU 3HaUeHUsAMU. Jliid
Pa3HBIX JIIOAEH OJHH U TE K€ 3BYKH UMEIOT Pa3HYIO
CTerieHb 00pa3HOCTH: JUIs OQUIIaHTa 3HAYUM 3BYK
pa3buToro CTekia, A TOHIIWKA — 3BYK JOPOXK-
HO-TPAHCIIOPTHOTO MPOUCUIECTBHS U T. . [Tam xe].
IIpouecc kommno3unuu TuEHCYy paccMaTpUBaeT
KakK BbIOOp pemieHunit 3 60IbIIOro Yiciia ajJbTepHa-
TuB. [Ipobnemy Al KOMITO3UTOPA OH BUJIHT B TOM,
YTO COYMHEHHIO MY3BIKU JOJDKHO MPEIIECTBOBATh
4€TKOE MpPEACTaBIEHHE O TOM, Kak OyaeT pa3BH-
BaTbCs MY3bIKJIBHBIA Marepuan. Bo BpeMs couu-
HEHHS MY3BIKH KOMIIO3UTOD JIOJDKEH OBITH OTKPBIT
JUTS CaMbIX HEOOBIYHBIX TBOpUECKHX pemeHuil. Ho
Y TIOCJIe 3aBEPIICHUS MPOU3BENEHUS IMPOLECC €ro
COBEpIIICHCTBOBAHUS «IIPOAOIDKAETCS JaKe TOTMA,
KOTJIa MY3bIKaHT BBIXOAWT Ha CLEHY IJIS TpeMbep-
HOTO BBICTYIUICHUS» [TaM XKe].

[locnennsas ¢paza mMeeT HEMOCPENCTBEHHOE
OTHOIICHHE K B3aMMOOTHOLICHUIO KOMIIO3UTOpa
u uctoaauTeasa'®. TIoCKONbKy OCHOBHON MacCHB
3amajHON MY3bIKH TPEACTABISIOT MPOU3BEICHUS
MMMCbMEHHOHN TPaaWLIi{, KOMIIO3UTOP U HCIIOJIHHU-
TeNb JOJDKHBI JEeHCTBOBaTh COOOIIA, TMpPUMEHSIS,
COTJIaCHO MHEHHIO THEHCYY, 00UHAK08blll Cnocod
3anucu u pacuudposxu Homuo2o mexcma. B Ho-
TalU¥ MPOU3BEJCHHUS 3HAKH MOTYT OBITh BeChMa
TTOXO0XH, HO X MHTEPIIPETAINs JOKHA CIIE0BATh
3a CMBICIIOM MY3BIKH, a He Ha000poT. THIHYHYIO
po0OIeMy UCIIOIHEHUS] COBPEMEHHOM My3bIkH TH-
€HCYy yCMaTpHBaeT B TOM, YTO «MY3BIKAaHT, UTpa-
IOIUHA COBPEMEHHYIO MY3BIKY, IIPOCTO IIBITAETCS
BBHITIOJIHATH BCE YKa3aHHWs, HAMCAHHbIC HA OyMa-
re. A ciymareinb BOCIPHHHUMAET BBICTYIUICHHE
KaK JaHHOCTh. OH BOCTIPHHUMAIOT BCE KaK €CTh,
Ja)Ke eCJIM MY3bIKaHT JIOIyCKaeT OUTHOKH BO Bpe-
Msl McHoJIHEHUA. Bo BCEM, UTO HE NMOHPABUIOCH
CIIyHIaTenio, OOBHHSIOT TOJBKO KOMITO3UTOPa»
[Tam xe]. Tak cmydaerca gaxke TOraa, KOrja KOM-
MIO3UTOpP CaM MOMOTAaeT HCIONIHHUTENIO MOJIT0TO-
BHUTHCS K KOHIIEPTY.
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TueHcyy cuMTaeT, 4TO KaXKIbIH CIyllarellb
BOCIIPUHUMAET MPOU3BEACHHUE B 3aBUCHMOCTH OT
COOCTBEHHOI'O CIIyX0BOro omnbiTa. Y XynoxxecTBeH-
HBII 00pa3 y ciymareneid, COOTBETCTBEHHO, (op-
Mupyerca pasHblii. Ho dem Oonee coBepiieHeH
meaeBp, TeM Oosee cxoxa 3Ta KapruHa. OmgHAKO
OBIBaET «TPYAHO MOHATH, YTO MPEACTABIIECT COOO0H
KOMITO3HIIHS, TaK KaK MEXIY 3aAyMaHHBIM KOMIIO-
3UTOPOM 00pa3oM M HCIIOIHEHHBIM MY3BIKAaHTOM
COYMHCHHUEM CYIISCTBYeT OoJiblnasi pasHuia»'’
[Tam xe].

OnucaHHbIil (QparMeHT JIEKIUH O B3anMMOJCH-
CTBUHM KOMIIO3UTOpA, WCIOTHUTENS M CIyIIaTess
HampaBjeH, N0 CYIIECTBY, HA U3BECTHYIO M aKTy-
ANBHYIO TPUALy «KOMIIO3UTOP — HCIIONHUTENb —
CIIyIIaTeNb», C TEM JIMIIb YTOYHEHHEM, O KOTOPOM
numeT E. A. PydbeBckasi: «KOMIIO3UTOP — TEKCT —
WCIIOJHUTENH — cirymarensy [10].

«3HaK1 3BYKOB»

YcranoBka TueHCyy Ha TO, YTO KOMITO3UTOP U
HCIIOJHMUTEIb JOJDKHBI JASHCTBOBAaThH COOOIA, Ha-
I1a OTPaX€HHUE B TCKCTEC €0 MY3bIKAJILHBIX IIPO-
WU3BEJICHUM, TOUHEE, B UX HoTaluu. K HacTosmemy
BpeMeHU TueHcyy sBisieTcss aBTopoM Ooisee 80
MPOU3BEACHUH, N3 HUX 14 — ISl aKKOp/IeoHA WITH
C BO3MOXHBIM ydYacTHEeM akkopieona: «Rubato»
Jutst mo6oro ancamoiis (1975); «Aufschwungy mis
akkopaeoHa (1977); «Sinistro» ajis aKkOpJecoHa U
rutapsl (1977); «Yang» st deiitel, 6ac-guiei-
ThI, IByX 0ac-KJIapHeTOB, TpOMOOHA, PopTenraHo,
YAAapHBIX, KIaBECHMHA, aKKOpACOHA, IBYX CKPHUIIOK,
ABYX aJIbTOB, ABYX BHOJIOHUEJIEH U JABYX KOHTpa-
6acoB (1979); «Fratango» mist Tpuo akKopieo-
HuctoB (1984); «, mutta» amsg TpUO aKKOPAEOHHU-
croB (1985); «Plus» nmnmsa kmapHeTra, akKKOpACOHA
u Buosiondenu (1992); «Plus V» s akkopaeoHa
(1994); «Aion» misa nByx G6asHOB (1996); «Zolo»
it akkopaeoHa (2002); «Spiriti» 11 akkopaeoHa
u kamepHoro opkectpa (2005); «Erz» mis akkop-
neona (2006-2007); «Hei» mist kBapTeTa JTHOOBIX
Menoandeckux nHCTpyMeHToB (2007); «Egregore»
IJI KaHTEJIC, TUTAaphbl, aKKOPJACOHA 1 Q)OpTeHI/IaHO
(2011).

AHanmu3 aBTOPCKOW HOTAIMH ITUX MPOU3BEIC-
HUI TI0Ka3aJ, YTO KOMIIO3UTOpP HCIOJIB3YeT TE XKE
«3HAaK1 3BYKOB», UYTO U MHOTHC JPYIru€ COBPEMCH-
HBIE KOMITO3UTOpEI. B Tabmure 1 pesymerarsl aHa-
JIM32 COTOCTABIICHBI C TUTIOJIOTUEH HOTAIMH, TIpe]i-
noxkernnort E. Jlyouner [3].
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Taonauna 1.
Hcnoabs3oBanue TueHncyy coppeMeHHOI HOTALMHU

JleTepMIHUPOBAHHASI HOTALMS

Counnenus Tuencyy ¢
HCIIOJIb30BAaHUEM THUIIA
HOTalKU

Tumonorus E. Jlyounerr

TpanuuroHHast HOTaUKs

.. Bo Bcex counHeHUsIX
" €€ BUITONU3MCHCHUS

«Yangy, «Aufschwung,
«, muttay, «Sinistro»,

Knacrepst
P «Plusy, «Erzy,
«Egregore»
Hotanus 1ist HOBBIX HUH-
«Yang»

cTpyMeHTOB. TalymaTypsl

HeﬂeTepMHHHpOBaHHaﬂ HOTAanus

OnyKTyalioHHas

«Rubatoy, «Sinistroy»
HOoTAaIuA

«Rubatoy, «Sinistro»,

30HHAas HOTALMS
1 «, mutta», «Yang»

Horanus «mobile» «Sinistroy», «Erz»

I'paduyeckas HoTaIMs He ucnonssyercs

BepbanbsHas HOTAIHS He ucnonssyercs

Takum 00pazom, B cCOUMHEHHSIX THWeHCYy aus
aKKOPJIeOHA HE HCIIOJB3YIOTCS TOJBKO Ipaduyeckas
1 BepOaJIbHAsI HOTAITUH.

Crenyrommasi TaONHIla TMPENCTABISCT BHIBOIBI
10 MCNOJIb30BaHUIO THEHCYy aBTOPCKUX HOTAIUi
KOMIIO3UTOPOB XX BeKa. B 11eBOM KOJIOHKE yKa3aHbl
MMEHA KOMIIO3UTOPOB, B IIPABON KOJIOHKE 3HAK «+»
03HA4aEeT, 4TO aHAJIOTUYHYI0 HOTauuio TueHcyy uc-
I0JIB30BAJI B CBOMX COUUHEHHUSIX.

Taonauna 2.
Hcnonb3opanue THeHCYy aBTOPCKMX HOTALMIA
ABTOpCKHE HOTAIIUH Tuencyy
Y. Aiis3 +
I. Kaysnn
. Kerimx +
9. bpayn +
b. Hleddep +
C. Byccortn -
K. OITokxay3ex -

Kak BugHO U3 TaOIMIBI 2, B COUMHEHMIX THEH-
cyy noka Het coBnajenuii ¢ byccorru u IlItokxay-
3CHOM.
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OT 3HaKa K 3ByKYy

Kakue npoOiieMbl BO3HUKAIOT y MCIIOTHHUTEIS,
PEeIIMBIIETO B3ATHCA 32 HWCIOIHEHWE COYMHEHHUN
Tuencyy? Kak uCTIONHSATh «3HAKH 3BYKOB)», YTOOBI
3aMBICENT KOMIIO3UTOpA OKa3ajcsl MOHATHBIM CITy-
nratento? [lokaxkeM 3To Ha mpuMepe QparMeHTOB
JIBYX COUYMHEHHH — «Z0lo» U «, muttay, T1e UCIIONb-
30BaHbI XapaKTEepPHbIE )11 COUMHEHUN Tuecyy «3Ha-
K1 3ByKOB» (mipumepsl Ne 1, 2).

IIpumep Ne 1 «Zolow, 1. 24-25
v
_ T = f =% 38 ff=—
= T = tzzee
#
E== == F= S
—— .
(non B.S)
IIpumep Ne 2 «, muttay,
T. 23-25
loco
. o e
(& - — — :
g am loso — -
{ rn n,‘: ‘ Ho—]] : ©'~ be, .
Gle—1 g =
Iy
i;‘: ,,‘ . dime rall. @
[y — ﬂu“ .
‘ e s
(b5 7 == :
N e — s
" e || '(ﬁ

rv® 9 JlanHbIi 3HaK THEHCYy NMPUMEHSIET J10-
BOJILHO yacTo. M 0003HavaeTcs Ha4ano U OKOHYa-
HUE TPEMOJIO MEXOM, IIPU KOTOPOM AaKKOpJ WIH
HOTAa, KOTOpast OyJIeT UCTIONHATHCS TPEMOJIO, HaXKHU-
MaeTcs 10 Hadajla BeJleHus: Mexa. To ecTh, Majblbl
WCTIOJTHHATENS] HAKUMAIOT CHadaja KJIaBHIIN Ha WH-
CTPYMEHTE, U TOJIBKO IIOCIIE ATOI0 HAYMHAETCS JIBU-
JKEHUE MEXOM. PaBHO Kak M 3aBEpIIECHHE TPEMOJIO
— MY3BIKaHT CHayajla 3aBEPIIAECT ABUKCHUE MEXOM,
Y TOJIBKO TTOCJIE€ ATOTO yOMPAET MajbIbl C KIIaBHATY-
pel. TexHuueckn 3ByK HAYMHAETCS] HEMHOTO MsITYe,
TaK KaK BO31yX IPOXOJIUT YEPE3 I0JOCOBBIC TUIAHKU
¢ HapactanueM. OTHaKo €CTh U IPyTOH acTeKT AaH-
HOTO ITpUéMa — € €ro NOMOLIbI KOMIIO3UTOP aKLEH-
TUPYeT BHUMaHUE HE TOJHKO Ha 3ByYaIllMX HOTaX,
HO Y Ha He3By4Janmx. Koraa manpibl HOKAMAIOT Ha
KJIaBUIIIM, HOTA YK€ 3ByYUT B NPEACTABICHUH HC-
MOJHUTENSI, HO Ha caMOM Jeie € eImé HEeT, IMo-
CKOJIBKY M€Xa OCTAalTCsl B HENOABUXHOM COCTOSI-
HuM. TeM caMbIM aKIEHTHPYETCsl poib Tay3 |
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TUIINHBI B My3bIKe, KaK HE TOJIHKO HE MEHEee 3HAYH-
MbI€, HO U TIOpPOi HaMHOTO OoJiee 3HAUMMBbIC, YeM
3ByYaIle TOHBI.

/Uun_ Bubpato — emé OmMH pacmpo-
CTpaHEHHBIN 3HAK, Ucnoab3yeMbld Tuencyy. Ilou-
TH B K&XJOM COYMHEHHH BHUOpPATO OMHUCHIBACTCS
KOMIIO3UTOPOM BeChMa MOAPOOHO, HO 0OO03Haue-
HUg caMoro npuéma pasuarcs. CyTb €ro cOCTOUT
B BOJTHOOOPA3HOM JIaBJIEHWH HA MEX, YTO B CBOIO
ouepenp NaéT Takoe )K€ BOITHOOOpPa3HOE, C TOUKHU
3peHHs] AMHAMUKH, 3By4YaHHE TOHA MM aKKOpJa.
CKOpOCTh M MEPUOAUYHOCTD BOJH B COYMHEHUSAX
IOxku Tuencyy mpeanucana caMHM KOMITO3HTO-
pom. EcTh nBa crioco0ba UCIOJHEHHMS: JIEBOH py-
KOH (ycuiuBasg W yMEHbIas [aBlICeHHE Ha MeX) U
paBoil pykoi (kucreBoe Tpemoio). Otinune 3a-
KJIFOYAeTCA B TOM, UTO JIEBOW PyKOi BHOpaTo mpo-
e HWCIOJHATh NPHU MEJICHHBIX KOJI€OaHUAX.
B sToM cnyuae sierue Bo3eicTBOBATh HA pa3iny-
HbIE HIOAHCHI, caMO BUOpaTo MOKeT ObITH Ooiee
ruOkuM. Bubparo mpaBoil pykoil mo3BossieT uc-
MOJHATHh AAHHBIA NPUEM C OYEHb MallbIM IIEPUO-
oM konebannid. OHAKO B 9TOM CIIy4ae MBIIIIIEL
BCEH NpaBOM PyKM BECbMa HAIIPSIKEHBI, TAK Kak
BHOpamusa co3qaércs 3a CYET MENKUX U OBICTPBIX
IBIKEHUN KUCTH, YTO JINIIAET WCTIOTHUTENS BO3-
MOXKHOCTH II€pEeMEIIaTh NaIbIbl HA IPYTHE 3BYKH.
Y Tuencyy 9acToTa KojaeOaHUHA 3a4acTyr0 MCHS-
eTcsa BO BpeMs HCHoJdHeHus nmpuéma. [ns ucnon-
HUTENS BAXXHO ONPEIENIUThCSA, Kak OH OyneT
WrpaTh — JIEBOM pykoil wiu npasoil. Eciu xe ko-
nebaHus W3MEHSIOTCS Ha MPOTSHKEHUH JITUTENb-
HOTO BPEMEHH, TO CIeAYyeT IPUMEHITH 00a CII0CO-
0a. Hampumep, ecau BUOpaTo cieayeT UCIOTHATD
C YBEJIMYEHHEM YacTOTHI, TO CHadajga IpUMeHseT-
Cs TPEMOJIO JIEBOM PyKOH, 3aT€M Harpy3Ka IIJIaBHO
repeMeniaeTcs Ha TMpaBylo, 4ToObl BHOpaTro He
MIPEPBIBAIOCH, U 3aTE€M IpaBasl pyka cHadala Ie-
pUOINYHO BO3ACHCTBYET HAa MEX, MTOCJE Yero yBe-
JINYUBas 4acTOTy, IEPEXOJUT Ha KHCTeBOE BUOpa-
TO.

4 t1 YersepruroHoBas u 1/8-ToHOBas anbTe-
pauMs — JajJeKo He CaMblil XapakTepHBIM NpuEéM
JUIs OastHa WM akKopJieoHa. JlanHoe 0003HaueHHe
WCITIOJIb3YETCS JUISI TIOBBIICHUS U TOHM)KEHUS 3BY-
Ka Ha 4eTBepTh TOHA uiu Ha 1/8 Tona. Ha coBpe-
MEHHOM OasiHe MJIM aKKOpJICOHE BCE 3BYKH pacrio-
JIO)KEHBI B XPOMAaTUYECKOM MOPAJIKE, OJHAKO €CTh
BO3MO)XKHOCTh TOHU3HUTHh WJIHM TOBBICUTH 3BYK Ha
MEHBIINI HHTEPBAJ, HO 3TO OyJIET COMPOBOXKAATh-
Csl TaK Ha3bIBAEMbIM «HETEMIIEPHPOBAHHBIM TIIHC-
caugo». CyTp mpuéma 3akiiodaercs B CIeIylo-
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meM: HeoOXOOMMO  IOCTEIIEHHO  OTITYyCKaTh
KJIABUIITY HA HHCTPYMEHTE, OTHOBPEMEHHO C 3THM
yBeIWYNBasl AaBieHue Ha meX. [Ipu 3Tom 3ByK Oy-
JeT moHmxkaThcs. [Ipu obpaTHOM Ha)kKaThy Ha Kja-
BUIIIY U BOCCTAaHOBJICHUH IPEKHETO JTABICHUS HA
MEX 3BYK BHOBH IOBBIIIACTCSA. DTO OOBSICHACTCS
TEeM, YTO CIJIbHOE HATsDKCHHE MeXa MPH TMOYTH
ONYIIEHHOM KJIallaHe co3Ja€T CHJIbHBIA IOTOK
BO3/lyXa, BO3JIEUCTBYIOIIETO Ha rojioC, U3-3a YEro
OH HaYWHAET JCTOHUPOBAThH. [Ipu MCTIONIB30BaHUH
JaHHOTO TIpuéMa Ha PETUCTPax C IBYMS, TPEMS TO-
JIocaMu BO3HHKaeT 3 (HEKT paciierieHUs 3ByKa —
OIIMH OCTaETCsl HA MECTE, a BTOPOU HAYMHAET IT10-
HIKATLCA.

OnucaHHble, @ TAKXKEe OCTABIIUECS 32 paMKaMU
JJAHHOW CTaTbU «3HAKU 3BYKOB» COUYMHEHHH TueH-
CYy KOMMEHTUPYIOTCSI UM B U31aHHBIX COUMHEHUSX.
HcnonHennto mpon3BeaeHH MpeamecTByeT pabo-
Ta HE TOJIBKO C HOTHBIM TEKCTOM, HO U C IOSICHEHU-
SIMM CaMOTO KOMITO3UTOpa. JTO HOBasi CUTyallus, B
KOTOPOM OKa3bIBAETCS UCIIOJIHUTEID 110 CPABHEHUIO
¢ paboToil HaJl KIACCHKO-POMAaHTHYECKUM perep-
TyapoM. Ho 3TO rapaHTusi TOro, 4yrto BO3MOYKHOE
PaCXOKICHUE MEXKAY 3aMBICIIOM KOMIIO3UTOPA U
WHTEpIpeTanneil ero Mpou3BeNeHuid Oyrer Mu-
HUMH3UPOBAaHO. Beap caM KOMIO3UTOP CUMTAECT:
«JIydnie, xorna KOMIIO3UTOP TOBOPUT 4Y€pe3 CBOHU
MPOU3BE/ICHHUS, & HE O HUX»'S.

< MPUMEMAHUA (<

' U3 nexupn FOxku Tuencyy, cm.: URL: http://www.
rogerreynolds.com/futureofmusic/tiensuu.html.

2 K TpeTheii BONIHE MOIEPHHU3MA €TO OTHOCHT KiM-
Mo KopxoHeH — aBTOpHUTETHBIH (UHCKUH MY3BIKOBE],
aBTOp paboT 0 GUHCKON MY3BIKE BTOPOU MOTOBHHBI XX
Beka. bonbIIyro posik B YCHIICHUH MO3UIMHA MOJCPHU3-
Ma ChITPaJIl MHOTOYHCIICHHBIE COOBITHS HOBOH MY3bIKH
B OUHISHINY, cpeau KOTOphIX breHHane B XenbCHHKH
(1981) u ¢ectuBany «Bpems My3piku» B Buracaapu
(1982), tne FOkka TueHCyy BBICTYNIHII OIHUM H3 Opra-
HU3aTOPOB.

3 Bostee TOYHBIX CBEICHHH O EPBBIX aKKOPICOHAX, K
COXKAJICHHIO, HE COXPAHHIIOCH.

4 Heine camasi u3BecTHasi (abprKka IO HU3TOTOBIIC-
HUIO aKKOPJIEOHOB HaxoauTcs B ropoae Koysora.

* lmeHa u3 xapeno-¢puHckoro snoca «Kaesanay.

¢ Tak ¢puHHBI Ha3bIBAIOT ceOs1 B OUHISTHANY.

7 IIpHHIMIHATBHOE OTIINYHE KHOIIOYHOTO aKKOpJe-
OHa COCTOUT B TOM, 4TO B ITPaBOH KJIaBHAType y HETO Ha-
XOJISTCSI KHOIKH, HO HE KJIABHIIH W PACIIONAraroTCsl OHH
mo OassHHOU chcTeMe. AKKOPICOH, OasH M KHOIIOYHBIH
AKKOPAECOH UMEIOT OJJHN KOPHH MpoucxoxkaeHus. OxHaxo
B IPOIIECCE IBOMIONUH ITHX WHCTPYMEHTOB IOSBHIINCH
HEeKoTopble paznudusd. Eciu ¢ 6asHOM M aKKOpAEOHOM
BcE Oojee WIIM MEHee SCHO, TO KHOIIOYHBIH aKKOPJCOH
MIPAaKTHYECKH HEOTIMYMM OT OastHa. «OOUIenpuHsTO
MHEHHUE, 4TO 3BYK aKKOPACOHA CHJIBHO OTIMYACTCS OT
6assHHOTO. OH TPEMOJIUPYIOIINH, KaK TOBOPAT B HAPOJE
“HacTpoeHHBId B po3nuB”. Jleno B ToM, uyTo B Poccun
JI0 OTIPEe/IeIEHHOTO BPEMEHH OastHbI, B OTIIMYHE OT TOTa
UMEIoLIMXCst TpO(EHHBIX aKKOPAECOHOB, HE MIMENN PErHt-
CTPOB W HACTPauBaJNCh B YHHUCOH», — mumer E. Anu-
ckuH [15]. B To ke BpeMs aKKOpPACOHBI W KHOMOYHEIC
aKKOPACOHBI HACTPAaWUBAINCh C pa3HUIEH B 2—4 1meHTa
(ommH momryToH paseH 100 enTam).

8 [NaaBo XelinmHeH OBUT yueHUKOM Aappe MeprkaH-
TO, KOTOpEI OBUT mpodeccopoM Akamemun Cubemnmyca
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¢ 1951 roga. B ero knacce raxxe yunmnuch Aynuc Cain-
JnuHeH, Ycko Mepunsitnen, DiiHotoxanu PaytaBaapa. Ce-
puitHas TexHuka A XelWHNHeHa Oblla BecbMa OIM3Ka,
€ro cpasy HpO3BaJH «CaMblii (PUHCKHUN JapMIITaATCKUH
xommozurop» [7, ¢ 13]. KeneBu Axo otHéC XeliHMHEHA
K IpyIne MOJEPHHUCTOB BMecTe ¢ DpukoM beprmanom u
Yeko MupniistitHeHOM [TaMm ke, ¢. 16].

% Crout ormeruth, urto Kaiis Caapuaxo sBisercs
camoil m3BecTHOW W3 poecHHWKOB IOkkm Tuencyy [1,
c. 489].

10 Biragumup ATomoB 10 3TOTO OKOHYHMI MOCKOB-
CKyI0 KOHCEPBATOPHIO IO Kilaccy Apama XadartypsiHa [2,
c. 20].

! Kaiinaiinen Hauan yuutbesi y CajiMHEHA, 3aTeM
nepemien Kk XelHuHEHyY [2, c. 21].

12 Marnyc JIuaaGepr Hava yUuThCs B Kiiacce Payra-
Baapa, HO 3aTeM Iepemén Kk XelHuHeny [2, c. 21].

13 XyGep Ucmonp30Bal B CBOEM TBOPYCSCTBE MHOMKE-
CTBO KOMIIO3HIIMOHHBIX NMPHEMOB MOJepHH3Ma. B ero
COYMHEHUSIX MOXKHO HAlTH OTCHIIKH K 3110Xe Bozporke-
HUSL, @ TaKXKe OAPOKKO, KJIacCUIM3Ma (KOMITO3HIIMOHHbIC
npuéMbl, MHCTPYMEHTApHi — KJIaBeCHH, OapOYHBIA TO-
6ot u T. 1.). Uma XyOepa nprnoOpeno U3BeCTHOCTH TIO-
cJIe IpeMbepbl MUHHATIOPHOW KaMepHO# coHatsl «O0pa-
mieHne arena k gyme» (1959, Pum), rne mpeobnamator
PENUTHO3HbIE MOTHUBBI M HEOPTOJOKCANbHAS CEpUHHAs
TexHUKa. HecMoTpst Ha Bepy B YTONHMYECKHE HICAIBI
W XPUCTHAHCKUH T'yMaHU3M, XyOep IOciiefoBaTeleH B
CBOEH NPHUBEP)KCHHOCTH PaJUKAIbHO ANCCOHAHTHOMY
MY3bIKaJIbHOMY s3bIKy. Kmayc XyOep mmpoko mosb-
3yeTcst mpuéMaMH aBaHTap/a, B TOM YHCIEe Joaekado-
HUCH, (aKTypHOH aJeaTOpPHKOW, MHUKPOTONA(OHHEH,
HETPaJUINOHHBIMA CHOCO0AMH HHCTPYMEHTAIBHOTO
3BYKOM3BJICYCHHS, MHUKPOXPOMAaTHYECKIMH WHTEpBaa-
MH, B TOM YHCJIe paBHBIM 1/3 TOHA, KOTOpBIE CTAHOBST-
Csl YCTOMUYMBBIM aTpHOYTOM €ro MY3BIKQJIBHOTO S3bIKa
¢ 1980-x romoB. B 310 ke BpeMsl y HEro NOSABISIOTCA
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CIOXKEThl M3 JAPYTMX KYJIBTYp — JIaTHHOAMEPUKaHCKOM,
apaOCKoii, 1abHEBOCTOYHOM, OH YepIaeT BIOXHOBEHUE
u3 bubnnu, Kopana, mucanuii MECTHKOB 1 00OTOCJIOBOB [ 1,
c. 628-629].

4 OcHOBHO# 3a7aueil 3TOro IBIKCHUS ObLIA KYJIb-
TUBAlMS CJIIOKHOCTEH B acleKkTaX TEeXHUKU KOMIIO3H-
1K, 0COOCHHOCTEH MCIIONHUTEIbCKOH TEXHUKU U HO-
TalMH, ¥ KaK CJIEJCTBHUE 3TOTO — B aCIEKTE BOCHPHUSATHS
JJaHHOM My3bIKH. TBopuecTBO DEpHUXOY pa3iABUIACT
NPUBBIYHBIE PAMKH, HapyllaeT HIaOJIOHbI MBIIUICHUS.
W HauMHaeT OH C pUTMa, IpeiJiaras B CBOMX COYMHe-
HUSIX UPPaLMOHAIBHBIE PUTMHUECKUE JICICHUS], HApH-
mep 3/32, 11/48 u 1. a. [lo3aHee oH pacmpocTpaHser
CEepUHHYI0 TEXHUKY HE TOJHKO Ha 3BYKOBBICOTHOCTD,
HO M Ha JPyrue COCTAaBJISIONINE MY3bIKaJbHOTO TEK-
cTa — JMHAMUKY, TeMOp, PETUCTpP, apTUKYJISALMIO U T. 1.
Takke BO MHOrux npousseleHusx bpaitana depHuxoy
NPUCYTCTBYIOT ABTOPCKHE aHHOTAIMM — TOAPOOHBIE
OIMCaHMsI UCIIOJHEHUsI counHeHus. Ero napTurtypsl mo
CKPYIIYJIE3HOMY OTHOIICHHUIO K MEJIBbYaHIINM JeTajsIM
MOKHO CPaBHUTH C STAJIOHAMU COBPEMEHHOTO M300pa-
3UTEJIBHOTO MCKYCCTBA, a MO 3BYKOBOMY HAIlOJIHEHHIO
OHM BeChbMa CXOXH ¢ aBaHrapzoMm 1950-x romoB. MHo-
T'He€ U3 €ro aBTOPCKHUX HOTAaIMH, KaK U CaMU COUYMHEHUS,
JIMILIEHBI ICHOCTH, YTO ITOKAa3bIBAET €r0 yBIICUCHHE HJIe-
MU U3 00nacT GumocoGuu U TYMaHUTAPHBIX HAyK [0,
c. 375].

15 Opaum u3 HuX ObuT Darap Bapes (1883-1965),
(parMeHThl M3 JIEKIHI KOTOPOro omyOJIMKOBaHBI B
xpecromarnu «KoMIO3UTOpPBl O COBPEMEHHOH KOM-
no3uuun» [4, c. 7]. B cBoell crarbe oH oOpamaer
BHUMaHUE Ha Pa3BUTHE MY3BIKaJIbHBIX WHCTPYMEH-
TOB, UX TEXHUYECKOE COBEPIICHCTBOBaHUE. Pa3BuTue
MY3bIKaJIbHOW MBICIH OH TECHO CBS3bIBAECT C Pa3BU-
TieM uHCTpyMeHTa. C nmeknusaMu Beictynan u Kapi-
xaiinn HITokxayzen (ogna u3 Hux — «Four criteria
of electronic music» [tam xe, c. 213]). llITokxay3en
AKLIEHTUPYeT BHUMaHHE Ha ITOMCKaX HOBBIX XYIO-
KECTBEHHBIX 00pa30B 3JIEKTPOHHOH My3bIKH. CBoH
B3IJISL/IBI BBICKA3bIBAIM B MHTEPBBIO U JPYTrHE KOMIIO-
3utopsl — IIbep bynes, Butonsn Jlrorocnasckui, Jly-
umxu Hono, Tpuctan Mriopaii [4].

16 DKo THCcan 0 «HOBOM AUATCKTHUKEY MEXIY TPOH3-
BEJICHHEM MCKYCCTBa U €r0 MCIIOIHUTEIEeM-UHTepIIpeTa-
topoM (Dko V. Ponb yurarens. MccnenoBanus mo ceMu-
otuke Tekcta / mep. ¢ annt. u ut. C. Cepebdpsinoro. CII6.:
Symposium; M.: U3n-Bo PITY, 2005. C. 85-86).

17 3neck THeHCyy MO CYIIECTBY Pa3BHBACT Ty ke
MBICJIb, KOTOPYIO BbICKa3as DKo: «Y HEKOTOPBIX HEJJABHO
CO3IaHHBIX TPOU3BENICHUH MHCTPYMEHTAIBHON MY3bIKH
€CTh OfHa oOllas 4yepra: 3HAYMTENIbHAs CTENEHb CBO-
00/1bl, KOTOPYIO TOJIy4aeT MY3BIKAHT MPU HCIIOJHEHUH
9TUX npousBeneHui» (ko Y. Ykas. cou. C. 83).

18 I3 TM9IHOM MEepEemUCKU ¢ aBTOPOM CTAThH.
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«3HaKu 3ByKOB» B My3blke AASl akkopAeoHa HOkku TueHcyy

IOkka Tuencyy (p. 1948) — coBpeMeHHBIH (DUHCKHIA KOMIO3UTOP, MUAHUCT, KIABECUHUCT, AUPUKEP. OH MUIICT
MPOM3BENEHHsI ISl COJIbHOTO MCIIONHEHUSI U ISl PAa3JIMYHBIX COCTABOB aHCaMOJel, B TOM YHUCIe C BKJIHOYCHHUEM
aKkopzeoHa. AkkopeoH B OUHISHANN UMEET CBOU IMyTh Pa3BUTHUSA, Ha HEM UCIOIHSUIN 10 HEJaBHETO BPEMEHHU B
OCHOBHOM TPAaJUIIMOHHYIO0, HAPOAHYIO MY3bIKy. IOkka THeHCyy nenuTcs CBOMMH 3CTETUYECKUMHU B3MNIAJaMHU OT-
HOCHTEJIbHO MCKyccTBa Kommo3uluu B nekuuu «The future of musicy, npounrtanuoit 16 anpesnst 2000 roxa B Ka-
nudopuuiickom yausepcutete (Can-/{uero). Kaxxmoe U3 ero counHeHuil He MOX0KE HA IPyroe, OHU KapIuHAIbHO
OTJIMYAIOTCS 110 OopMe, criocodaM BOILIOLICHHUSI aBTOPCKOT0 3aMbiciia. VIHTepecHBI ero perieHus B 001acTu 3aucu
HOTHOTO TekcTa. Kaxkmoe n3 cOUMHEHMI nMMeeT aBTOPCKYIO0 aHHOTAIUIO, I1Ie PACKPBIBAIOTCS MPUHIIMIIBI HCIIOJIHE-
HUSI TOTO MJIM MHOTO TEXHHWYecKoro mnpuéma, Gpopma npousBeneHus. CpaBHUTEIbHBIH aHaau3 TBopyecTBa IOkku
TueHcyy ¢ TBOPYECTBOM APYTUX COBPEMEHHBIX KOMIIO3UTOPOB MOKA3bIBAET, YTO €r0 METObI HOTAI[UH HAXOASTCS B
pamMKax oOIUX TEHIACHINH MOJEPHHU3MA.
Kirouessie cioBa: FOxka TueHCyy, akkOpIeOH, MOIEPHU3M, KOMITO3UTOPEl OUHIISTHINN, COBPEMEHHAs HOTALUS.

“The Signs of the Sounds” in Jukka Tiensuu’s Music for Accordion

Jukka Tiensuu (1948) is a contemporary Finnish composer, pianist, harpsichordist and conductor. He has written
compositions for solo performers and for various ensembles of instruments, including those incorporating accordion.
In Finland the accordion has undergone its own path of development, but until recently mostly traditional, folk
music was performed on it. Jukka Tiensuu shared his aesthetical views about the art of composition in his lecture
“The Future of Music” which he read on April 16, 2000 at the University of California in San Diego. Each one of
his compositions is unlike the other one, cardinally differing in terms of form, content and manifestation of the
composer’s conception. Of considerable interest are his solutions in the sphere of notation of the musical text.
Every composition of his is supplied by the composer’s annotation describing the principles of performance of
various particular extended techniques, as well as the overall form of the composition. A comparative analysis of
compositions by Jukka Tiensuu with those by other contemporary composers shows that his means of notations are
situated within the general framework of the general tendencies of modernism.
Keywords: Julla Tiensuu, accordion, modernism, composers of Finland, contemporary notation.
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MPAKTUKA AHCAMBAEBOTO MY3ULIMPOBAHUA
M KAABUPHDbIN TEKCT BAPOKKO

JHUM W3 yIWBHUTEIBHBIX TBOPEHUN MHPO-

BOM MY3bIKaJIbHOW KYJBTYPHI SBIISETCS CTa-

PUHHBIN KIIaBUpHBIM TekcT. He ciydaitHo
BpEeMEHHOH cpe3, oxBarbiBarommii X VI-XVIII cro-
neTHsi, 0003Ha4YeH, KaK 3Moxa ypTekcToB. Mx xapak-
TEpHbIE KadecTBa — MOOMIBHOCTH, IOJBHKHOCTb,
CIOCOOHOCTH TIpeoOpakaThCs, MPe0OpPa3OBHIBATHCS
B Pa3NMUYHBIX BAPHAHTAX MCIIOTHEHMS.

Hotnas 3ammch smoxu Oapokko OblTa MEHEE
mopoOHOM, YyeM coBpeMeHHas rpaduka, He (HUK-
CHpOBaJIa BCE JETaJNM HCIIOJHEHUS W OCOOCHHO-
CTH 3BYKOM3BIIEYEHHUS MHCTpyMeHTOB. llomoOHbIe
BOMPOCHI PENIATUCh KOMIIO3UTOPOM COBMECTHO C
MY3bIKAHTaMH COOTBETCTBYIOIIEH CHEIMAIbHOCTH.
YHUBEpCATBHBIN AyX ATMOXU HPOSIBISIICS B TOM, YTO
My3bIKa (TEKCT) XOPOIIIO 3Bydasia B pa3HON HACTPOWA-
Ke, Ha pa3HbIX MHCTPYMEHTAax (TOJ0C — CKpPHUIIKa —
(hietiTa — KIIaBECHH — OpIr'aH — aHCaMOJIb — OPKECTP).
[eB1ibI, HCTIONHUTENN HA CTPYHHBIX, TYXOBBIX, KJIa-
BHIIHBIX MHCTPYMEHTaxX 00ia/land WHIUBUIYallb-
HBIMH TIpUEMaMH M CIOcO0aMM 3BYKOHM3BICUCHHUS,
WCIIOJTHEHUS TPEJH, IITPUXOB, COOCTBEHHBIM ITOHH-
MaHHEM IMyHKTHPHOTO PUTMA, TPUOJIEH, Tay3 U T. [I.
[TosToMy napaiienbHOe B3aUMOAECHCTBUE CO3/1aTe-
Jiell HTHCTPYMEHTOB M KOMITO3UTOPOB, COTPyAHHUYE-
CTBO MEX]Ty My3bIKAHTaMHU M HHCTPYMEHTAJIbHBIMHU
MacTepaMH TOTO BPEMEHHU OBIJIO TECHBIM, U TEKCTHI
MY3BIKQJIbHBIX OITyCOB OCTaBJISUIM MECTO IJIs Ba-
pBUpPOBaHUS, KOMOMHUPOBAHUS, TO €CTh OBUIH OT-
KPBITBIMH, HHTEPAKTUBHBIMU.

3ByKOBasg pPeajbHOCTh CBOETO BpPEMEHH, B3a-
MMO3aMEHSIEMOCTh HMHCTPYMEHTOB CKa3allUCh Ha
«0000mEHHONY (paKType KIABUPHBIX COUMHEHUH U
Ha e€ ycioBHOM 3anucu. COYMHEHUS s KIIaBUpa,
pasnu4HbIe 10 popMe, HHCTPYMEHTAIILHOMY 00JIH-
Ky M CTHIIIO, OObEIMHSET 00IIas uaes, CyTb KOTO-
POIi 3aKIII0YAaeTCs B TOM, YTO HOTHBINA ABYCTPOYHUK
CTaJI OTPAKEHHEM MHOT000Pa3Hsl, CHHTE3a IPUIy/I-
JIUBBIX KOMOWHAIMI WHCTPYMEHTOB, UX B3aHMMHBIX
MY3BIKQJIBHBIX PEIUIMK, a TaKXe HCKYCHBIX KOM-
MIO3UTOPCKUX NPUEMOB. YHHUBEPCAIBbHASI IPaKTH-
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Ka MY3HLIHPOBaHUS (M OCHOBHBIE €€ BHIBI) CTaja
3JIEMEHTOM KYJIBTYPHOTO KOHTEKCTA 3II0XH, OKa3aB-
M OpPTaHM3YIOIIee W TEKCTOOOpasyroliee BIHA-
HUE Ha BCE MPOMU3BEICHHUSA MCKYCCTBA, CO3/aHHBIC
B JaHHBIA mepuon. Takum 00pa3oM, KIaBHPHEIC
00pasIbl MPEACTABISIIOT cO00H CBOETO poja oTpa-
JKEHHBIEC TEKCTHI, IJI€ IPOCMATPUBAETCS LENBIN P
TaKuX 0COOEHHOCTEH.

[lepBast M3 HUX — MY3bIKATLHBIU UHCIPYMEH-
mapuil ¥ ero aKyCTU4ecKue o0pasbl B KIaBHUPHBIX
TEKCTax 3MoXu. My3bIKanbHas MpaKkTHKa CKIIa/IbIBa-
J1ach M3 MEHUS U UTPHI Ha MY3bIKAJIBHBIX WHCTPY-
MEHTax B Pa3NNYHBIX cocTaBax. CBoOoma BeIOOpa
WHCTPYMEHTOB, WX B3aWMO3aMEHSIEMOCTH CTaja
K KoHIly XVII Beka NpHUHLIMIIOM €BPONEUCKON UH-
CTPYMEHTAILHOW MY3BIKH.

MHoroyHKIIMOHATBHOE HCIOJIB30BAHUE KJIa-
BUPHOTO HMHCTPYMEHTapus B MPHUKIATHBIX CH-
TyallusX  MY3UIHPOBAHUSA  Pa3HOTEMOPOBBIMHU
aHCcaMOJISIMH, TIOJICPKKE CONBHBIX TOJOCOB M WH-
CTPYMEHTOB, aKKOMITAaHEMEHTE TAaHIIOPaM, COJIbHBIX
HUMIIPOBU3ALUAX 0003HAUYWIIM YHUBEPCAILHOCTh H
MOOMIBHOCTH KJIaBupa. HekoTopele 3armaBus HOT-
HBIX COOPHHKOB M MY3BIKQJIBHBIX TPAaKTaToB (Ha-
npumep, Tpakrar Jxuponamo nana Kaza «Uctun-
HBIH CIOCO0 NMMUHYHMPOBAaHUS HAa HMHCTPYMEHTaxX
BCEX BHJIOB...», HallMCaHHEIN B 1584 rony B Bene-
muu (cM.: [17, c. 48]), moaTBEepPKAAIOT, 9TO B ITOT
nepuon (BIuoTh 10 nepsoit mojgoBuHbl X VIII Beka)
B €BPOICHCKOI MY3BIKAIBHOW TPaKTHKE HE ObUIO
YETKOTO pa3feNieHus] MY3bIKH JJIsl OpraHa, KiaBe-
CHHA W KJIABUKOP/Ia, U HApSAy CO CBOEH COOCTBEH-
HOW JTUTEepaTypoil sl KIaBHITHBIX HHCTPYMEHTOB
(xmaBupa, KaKk yKa3bIBaIH KOMIIO3UTOPHI) HCIIOIb-
30BAINCh W BOKAaJbHBIE, JIIOTHEBBIC, BHYJJIbHBIC
cObopauku. MHOTma 3T0 nMake MpPEAronaraioch B
YHHUBEPCAJIbHBIX «aHTOJOTHIX», HAIPHUMEp, B IBYX
HOTHBIX COOpPHHMKAaX WCIIAHCKUX KOMIIO3UTOPOB:
«Libro Nuevo de cifra para tecla, arpa y vihuela»
Jlynca Beneraca ne Duectpocsl (1557), koTopsiit
conmepXuT 28 THEHTO IS OpraHa WIW KIaBUpPa, U
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«Obras de Musica para tecla, arpa y vihuela» (1578)
Opnango Kabecona (mpuMepHBIA TepeBOa MCTIaH-
CKOTO Ha3BaHHMA — «My3bIKaTbHbIE KapTUHBI IS
KJaBupa, apdsl WK BHYJI6») [8, c. 177-178].

Hapsiny ¢ yHHMBEpCcanbHBIMH CO3JaBAINCh U
MIPOU3BEACHNS CIIENNAIHLHOTO HHCTPYMEHTAIHHOTO
npenHasHadeHus. K npumepy, Ui KIIaBUKOPAa, YbE
HETPOMKOE€, MaroOBO€ 3ByYaHHE HE IO3BOJIUIO HC-
MOJIB30BaTh €T0 B aHcaMOIie ¢ Oosiee SIPKUMHU 110 TeM-
Opy MHCTpyMEHTaMH, ObUIA HAIHCAaHbI OTAEIHHBIC
counHeHus. [ [ppumeyarensHbIM KITaBUKOPAHBIM OITY-
com siBisiercst «Das musikalische Blumenbuschlein
(«My3bIKaJbpHBIH OyKeT»), cCOunHEHHBIN B 1699 roxy
HNorannom Kacnapom ®uinepoM, ¢ nocBALIEHUEM
HaciegHuKy Mapkrpada Jlogsura ¢on bazgena.
B npeamcnoBun roBopuTCs O KaMEpPHBIX IOCTO-
WHCTBaX KIIaBHpa W €ro MPEeUMYIIECTBE Iepen
JIpyTHUMH WHCTPYMEHTaMH. ABTOp OIyca MHIIET:
«51] He X0y paHUTb HEKHBIHI CIIyX HOBOPOKIEHHOTO
MIPHUHLA 3BYKaMHU TPYO W CTPYHHBIX HHCTPYMEHTOB
1 MIPETIOHOITY O0JIee CIIOKOHHYIO MY3BIKY, IpeIHa-
3HAYEHHYTO UCKITFOUUTENBHO (allein) A KIIaBUKOp-
mymay (T, mmo: [3, c. 34]).

[lo cpaBHEHHIO C KITaBUKOPIOM, YbH aHCaMOJIe-
BbI€ BO3MOJKHOCTH OBLTH JOCTATOYHO OT'PaHHYEHBHI,
KJIaBeCHH-4eM0aJio, OpraH-MmopTaTuB COBMEIAINCH
C Pa3IMYHBIMU BOKAJIBHBIMH M WHCTPYMEHTAIBHBI-
MU TeMOpaMHU, YTO MOJATBEPKAACT HX (PyHKIIMOHAITb-
HbIe aHCaMOJIeBbIC cBOMcTBA. Hampumep, KitaBUKOPI
B COUYCTAHUHU C (PICHTON WMJIM JIFOTHEH CHMBOJIM3U-
pOBaIM THUXYI0 KaMEpHYIO OOCTaHOBKY, a Oorarbie
MHOTO3BYYHS MOJIMUHCTPYMEHTAIBHBIX aHcaMOIei
C HUCTIONIb30BaHWEM KJIaBECHHA, OpraHa, CTPyHHBIX,
Jlaromye 0coOble Mpa3AHUYHBIE O0EPTOHBI, MOINIH
WCTIOJIb30BaThCS B TOPKECTBEHHBIX CITydasix.

Ha npotsskenun XVI-XVIII BB. kmaBup ocra-
BaJICSI HKCTIEPUMEHTAIEHOW MacTEePCKOH, MPOOHBIM
KaMHEM JJIs1 TBOPYECKUX IMOMCKOB, CHHTE3a Kamep-
HBIX (aHCAMOJICBBIX U COJIBHBIX ) JkaHPOB U popm. K
npumMepy, B «bubneiickux conarax» Moranna Kynay
(ron my6nukaruu 1700), koTopbie OBUIO BO3MOKHO
WCTOJHSTh U Ha KJIaBECHHE, U Ha OpraHe, B COJb-
HYI0 KOMIIO3WIMIO OBbLIa BHEApPEHA IHKINYEeCKas
(hopMa MTaIBIHCKON aHCaMOJICBOM TPHO-COHATHI.

3HaHNe KOHCTPYKIIMHA HHCTPYMEHTOB, TIIATEINb-
HO€ M3ydeHHe HOBBIX 00pa3IoB, CAMOCTOATEIHHOE
WX YCOBEPIIEHCTBOBAHUE OBLIO TUIHUYHBIM IPOSB-
nernreM MactepcTBa. Hampumep, n3BecTHo n3zodpe-
tenue U. C. baxom kiaBeCHHa-TIOTHH CO CTPyHAMHU
pa3IMYHON 3BYYHOCTH, XWJIBHBIMH M METaJlIH-
yecKUMH. JleMOHCTpanued pecypcoB TBOPUYECKOMN
«PEKOHCTPYKIUW» HWHCTpyMeHTa siBiserca «llpe-
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JIIONNS IS IIOTHY Wi 4emOano» (Io-ApyroMmy oHa
HaszwBaeTcs «llIpemonus, @yra u Amierpo Es dury
BWYV 998) u3 nacinenusa K. @. D. baxa, nanucan-
Has IJIsl JTIOTHEBOTO KiaBecuHa (Lautenwerk vmm
TMOTHA-KIaBunuMOain). WHCTpyMeHT ObUT CKOH-
ctpyupoBad nipu yuactuu U. C. baxa n uHCTpyMeH-
tampHOTO Mactepa 3. I'mnmpneOpanma. Ilomygwmncs
CHUHTETUYECKUI MHCTPYMEHT C JKUJIBHBIMH CTpPYHa-
MH, KOTOPBIA 00OTaTHil WHTEPIPETALNI0 HOBBIMU
pecypcamu 1 KpacouHbIMHU 3 heKTamMu 1 CoeTUHIIT
KJIABECHHHYIO «OCTPOTY», CEpeOpHCTOe 3ByUaHHE
JIOTHA U TIyOOKUH TOH TEOPOBI. YCOBEPIIICHCTBO-
BaHHE MEXaHUKH (CMEHa MEPBIIIEK W KPIOYKOB Ha
MOJIOTOYKH) TIPH MCIIOJIb30BAaHUH CTapOro Kopiryca
KJIABUIITHOTO MHCTPYMEHTA (C YCTAHOBJICHHEM IIe-
JlaJin) mpeoopasuiio ero B opTenuaHo U MO3BOJIH-
JI0O WCHOJHSTH 3HAYUTENBbHYIO YacTh BCEH CyIe-
CTBYIOIIEH B TO BPEMsI MY3BIKAJIIBHON JIUTEPATYpPhI
(BOKaNmpHOW, OPraHHOM, aHCaMOJIEeBO-OPKECTPO-
Boii). [locTenenHas peKOHCTPYKIIUS HHCTPYMEHTOB
M3MEHWJIa OTHOIICHHE W K CAMOMY MY3bIKQJIbHOMY
MaTepuaiy, MpeBpaTHB, HAIPUMEp, B3aWMOCBSI3b
MEXKIY PETHUCTPOBKOM U MY3bIKAJIbHOW apXHUTEKTO-
HUKOW B TOHKYIO, HEBUAUMYIO yYCIOBHOCTH CMBIC-
JIOBBIX 3HAKOB KJIIABUPHOMW 3aIMCH.

Wtak, omHO 1 TO e My3BIKaIbHOE TIPOU3BEE-
HHE MOTJIO NCTIOTHATHCA Ha Pa3HBIX HHCTPYMEHTAaX,
o 3amedanuio B. Maprynuca, «He 00s3aTensHO Ha
TOM, JUIsI KOTOPOTO TpeAaHa3zHadaaocwky [13, c. 72].
CocraBnenue UKIOB MbEC IS Pa3IUYHBIX HHCTPY-
MEHTOB (Hampumep, KIABHIIHBIX) IPEANoaraio
BJIIAICHUE UMHU KaXJbIM CEPbE3HBIM MY3BIKAHTOM
U yMEHHE O00pamarbCsi ¢ 3aJaHHBIM MaTepHajoM
— CBOEro pojia My3BbIKaJIbHBIMU 33Ja9aMHy IS 3Ha-
TOKOB. DTOT ()aKT THOKON ajanTali HHCTPYMEHTA
K TEKCTY M TEKCTa K MHCTPYMEHTY MOPOIMII CBOM-
CTBO NONUPYHKYUOHATLHOCMU HOMHBIX MEKCMO8
b6apokko.

Takum o0pa3oMm, HAMIO — (QAaKT MOCTOSHHON
MopupUKau GOpM U YCIOBHHA MY3HIIUPOBAHHMS,
YTO BEJIO K CO3/JaHUI0 OCOOBIX TUTIOB TeKCTOB. [Ipen-
HA3HAYCHHUE MY3BIKAIBHBIX TPOMU3BEICHUI TaKkKe
OIPENEISUIOCh UCTIOIHUTENBCKONM IpakTukou. Kia-
BHPHBIE ITHECHI MOTIIN CITYXKHTh ISl TUYHOTO HCIIOb-
30BaHMS CAaMUM KOMITO3UTOPOM U KPYTOM 3HATOKOB U
YYEHHKOB, TO €CTh HOCHUTh MHCTPYKTUBHBIN Xapak-
tep. C apyroii CTOpPOHBI, KJIaBUPHBIE MY3BIKAIbHBIC
TEKCTHI B PAJIE CITy4YaeB 3aBHCEIH U OT BHIIOTHAEMON
WMH TIPUKITAIHON (DYHKIMH, HATIPAMED, OT YCIOBUIA
OpTaHU3alMH MY3bIKaJIbHOTO OBITa M TaHIIEBATbHBIX
MIpa3JHECTB, YTO HE MOIVIO HE IOBIHATH HAa OCO-
OEHHOCTH TEKCTOOOpPa30BaHUS KIABUPHOW MY3BIKH.
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Heo6xomuMocTs MHOTOKPATHBIX TTOBTOPOB OJHOTO
¥ TOTO )K€ MaTephaja ¢ Pa3HbIMU M3MEHEHHSIMHU BO
BpeMs TaHIA ITOCITYXIJIa TOTYKOM K Pa3BUTHIO YKaH-
pa Bapuanuii ¥ TEXHUKA TUMHUHYWPOBAHHUS, BapbH-
POBaHUs1, CO3J]AHUI0 MHOTOYHCIICHHBIX TyOieH, Bep-
CUil, UMIPOBU3ALMI U NEPEU3TIOKECHAN UCXOIHOIO
[IEPBOHAYAIBHOTO TEKCTA.

B3anmopeiicTBue My3BIKAHTOB B PaziIUYHBIX
CUTyalMsIX MY3WLUPOBAHU, C WCIOJIB30BAHUEM B
UTPOBOI MPAKTHUKE Pa3HOOOPA3HBIX IPYIIIT UHCTPY-
MEHTOB, C(HOpMHpPOBAIO €mé OAHY BAKHYIO OCO-
OEHHOCTH KyJIBTYPBl MY3WUIIUPOBAHUS IIOXU — AH-
cambresocms. OHA TaK)Ke OTPa3UIIaCh HA CONBHBIX
Y KaMEepHBIX KJIaBHPHBIX TEKCTaxX, MPUBHOCS MpPH-
3HAKHW aHCaMOJIEBOM MapTUTYPHI H NAPTUTYPHOI 3a-
nucu. Hampumep, B CTpyKType COCTaBOB €BpOIIECH-
CKMX MHCTPYMEHTANIbHBIX 00BEINHEHUH CEpeaHbI
XVII Beka (CKpUITUYHBIX, BHUOJIBHBIX, JIIOTHEBBIX,
IYXOBBIX) Pa3IMYalOTCsl HECKOIBKO BHIOB MY3HIIH-
pOBaHUs, CpPEAU KOTOPBIX BBIACISAIOTCS CONbHOE C
eeHepan-bacom, ancamonesoe (TAe KaKmas MMapTHsI
WCIIONHSIACh OAHUM MY3BIKAHTOM); Majnoe 2epyn-
nosoe (rae Kaxaas MapTHs UCTIONHAJIACh B YHHUCOH
OOJBIIM YKCIIOM MY3BIKaHTOB) (cM.: [16, c. 9]).
[IpakTrka aHCamMOJ€BOTO MY3WIIUPOBAHHUS U OC-
HOBHBIE €€ BUIBI CTalH 3JIEMEHTOM KyJIBTypHOTO
KOHTEKCTa SIOXH M, COOTBETCTBEHHO, OTPa3WINCh
B TpaMueCKUX KOMIIOHEHTaX KJIABUPHOTO TEKCTA.

Paznuunble My3bikanbHble coOpanmus XVI-
XVIII BB., ¢QopMmupylomuecss Kak OpraHu3aliu
KITyOHOTO THIIa TI0 MPUHAAJIEKHOCTH K POy 3aHA-
TUH WM npodeccnu, 00beMHSITH OoraThix U Oen-
HBIX, HOOWJIEH 1 TIPOCTONIOAMHOB, IPOCTHIX PeMec-
JICHHUKOB, KpPECTbAH, CBSIIEHHUKOB, Bpauei. Ha
npotskeHun XVII Beka OHM aBTOHOMU3HMPYIOTCH,
CMEHsISI TYXOBHBIH pErepTyap CBETCKHM, BOKaJb-
HBIH — WHCTpyMEHTaJbHBIM [9, c. 215-216]. Ha
MY3BIKJIBHBIX COOPAaHUAX-KOJIe2usx JeUCTBOBAI
OOIIMiA 7151 STIOXH MPUHITUIT B3aMO3aMEHIEMOCTH
COCTAaBa, IO3BOJISIA My3HLIMPYIOILIMM U CIIYLIAOIIAM
MEHSATHCSI MECTaMU U poisiMu. M3BecTHO U TO, YTO
«B TiepBble aBa croneTuss HoBoro BpeMeHU 0ObIU-
HBIMHU OBLTH CUTYaIlMU NIepeMEHbI QYHKIUH MEX Ty
WCIIONMHUTEISIMI W CyHIaTesiMd. VIcrmomHsmoch
BCE, «B OCHOBHOM, C JIUCTA U KaK IIPaBUIIO, CAMOE
HOBO€ W3 TOSBUBIIETOCS HA MNpPUJIIaBKaX HOTHBIX
MarasmHoB» [Tam ke, c. 217]. Ha crtymeHdeckmx
KOJUIETHSIX, 0COOEHHO MHOTOYHCIICHHBIX, UCTIONHSA-
JIUCh ¥ HHCTPYMEHTAJIbHAs My3bIKa, M COJIbHBIE BO-
KaJIbHBIE U XOPOBBIE MPOU3BEICHHSI COBPEMEHHBIX
aBtopoB. Tak, U. C. bax, xanTop Jlewnmuurckoii To-
MacKHpXe, OMHOBPEMEHHO PYKOBOAMII «TEIEMaHOB-
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CKUM KPY>KKOM» — MY3BIKAQIbHBIM CTYIEHYECKUM
obmectBoM Collegium musicum, 9T0 COIU3HUIIO €TO
C MOJIOJIBIM TIOKOJICHUEM CTYACHTOB 1 OTHOBPEMEH-
HO J1aBaJI0 UMIYJIbC K COUMHEHUIO HOBOM CBETCKOU
My3BIKH (00 3TOM CBUAETEIHCTBYIOT JTOKYMEHTBHI
xkwu3an U pesrensHoctd M. C. baxa, cobpaHHBIe
X. M. llynsue [7, c. 81]). B Takux Buaax coBMect-
HOTO MY3WIIMPOBaHUS, KaK MHIIET aBTOp OJHON
u3 oredecTBeHHBIX MoHorpaduit 06 M. C. Baxe
C. A. Mopo3oB, «1epenada TOYHBIX 3HAHUH KOMIIO-
3WIIAW COYETaNIach C MPU3BIBOM K UMITPOBU3ALINH. . .
B IIEPKBH JIM HA OpraHe, B y4eOHOIl 11 KOMHATEe Ha
kimaBecue» [15, c. 172]. IlockonbKy cpeau My3u-
IUPYIOIINX JIFOOUTENEH pacpoCTpaHsIICs puMep-
HO OJIUH U TOT € NEeYaTHbIA HOTHBIN MaTepua, OH
CH0c0o0CTBOBANI 00BENNHEHUIO MYy3BIKAJIEHOTO OTIBI-
Ta y9aCTHUKOB KOJUIETH B €JMHOE CEMaHTHYECKOE
ToJie, BKITIOYast IOMaITHEee My3HIIHPOBAaHUE apHUCTO-
KpaToB, C YIOBOJIHCTBHEM OCBAaMBAIOIINX M IHECHI
CBOMX TPUABOPHBIX KOMITIO3UTOPOB, W TOCTOSHHO
m3narmuecs HoTHeie HOBUHKH [ 10, c. 218].

Taxum o0Opa3om, My3bIKaJbHas MPAKTUKA KOH-
na XVI — nepsoit nonoBunsl XVIII BB. Hapsany c
OTJENbHBIMHA COJIBHBIMU TPOABICHHUSIMH (MY3HIIH-
pPOBaHHEM Ha JIIOTHE, KJIaBECHHE, OpraHe, CKPHUIIKE,
BUoJE, (reiiTe) OblIa MPEUMYIIECTBEHHO aHCAMO-
Jlegotl ¥ TI0 COCTaBaM Y4aCTHUKOB, U 110 )KaHPOBBIM
THamM (aHcaMOJIEBBIA KOHIIEPT, BApUAITHH, CIOUTA).
Jlaxke B CONBHBIX TPOW3BEACHUSIX MPOSBISUINCH
nrajgorndeckue cBoiicta. CaM ke TEKCT COJIbHOM
W KaMEpHOW KIaBUPHOM My3bIKM (puKcHpoBai B
HOTHOHM 3amuicu rpaduveckue CTPYKTYypbl THUIHY-
HBIX aHCaMOJIEBBIX TPYHN B BUAE MOCTOSHHO Y3-
HAaBaEMBIX BEPTHUKAJIBHBIX U TOPU3OHTAIBHBIX MO-
JieNiell 3TUX COCTaBOB, BKIIIOYAIOIIUX MapTUH solo,
continuo, TPyTIIOBEIX aHCaMOel solo, B3auMoe-
CTBUS TPYNI futti u maptuii solo. Ha4ye rosops, B
rpaduke Tekcta GUKCUPOBAINCh PU3HAKK HEKJIa-
BHUPHBIX TEKCTOB B BHJIE «IAPTUTYPHBIX» 3HAKOB —
CIOXKETOB, 00pa30B 1 Mojiesieil aHcaMOIeBOr0 My3H-
UPOBaHMS OAPOKKO.

[IpencraBnenue o OMMKHEM W JajbHEM ILIa-
HaxX, peansbHOM M BOOOpakaeMOM MPOCTPAHCTBAX
CTaJIO 7Sl MY3BIKM OapOKKO Ba)KHBIM (PaKTOpoOM
CIOKETO0Opa30BaHUA U OIPEIEIAIO XyI0KEeCTBEH-
HBIE PEIICHUS O «Pa3MEUICHUH B Pa3HBIX y4acTKax
KOHIIEPTHOTO NMPOCTPAHCTBA U 3ByKOBOM COTIOCTaB-
JICHUH TPYTII COIUCTOB, XOpa, OPKECTpa; KOHTpacTe
f ¥ p, oTpaxkaronieM MPOCTPAHCTBEHHYIO OJIM30CTh
W OTHANEHHOCTh, TeMOpoBoil auddepeHHanumn
3By4aHHUs, CHMBOJIM3HUPYIOUIEH pPa3HOPOIHOCTH
npocTtpanctBay [16, ¢. 10] u mHOTOC nMpyroe. Bcé
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3TO OTPA3WJIOCh U HA MPHUHLHUIIAX TOCTPOEHUS Kia-
BUPHBIX TEKCTOB — 3a()MKCHPOBAHHBIX B UX rpadu-
Ke mpuéMax M TEeXHUKaxX MUChbMa, MUCTIOIb30BAHUHU
MIPOCTPAHCTBEHHO-aKyCTUIECKUX PEIICHHIH.

TekcTo0Opa3yonyr0 OCHOBY KIABUPHBIM CO-
YUHEHUSIM Cco37ajla em€ OJHAa BaKHeHIas 0co-
OCHHOCTh KyJIBTYpHl 0apoKko. ITO eouHas
VHUBEPCATbHAS NPAKMUKA My3uyuposanus, chop-
MHUPOBABIIIAsl Ba)KHEHIIME CBONCTBA CTAPUHHOIO
KJIABUPHOTO yPTEKCTa. YHHBEPCAIU3M MPOSBISIICS
HE TOJBKO B OTCYTCTBUHU YETKON TPAHUIIBI MEXTY
JTFOOUTENBCKUM (JJOMAITHUM ), TPOGECCHOHATBLHBIM
(KOHIIEpTHBIM), CBETCKHM H IIEPKOBHBIM MY3HIIH-
poBaHHEM, HO U B TpeOOBaHMAX K pazHOOOpasuio
MIPAKTHYECKON MEATENbHOCTH MY3bIKAHTa JIIOXH.
[TapannensHOe 00y4yeHHE KOMIO3WIMHA M WIPE Ha
KJIABHUpE, TMOAKPEIUIEHHOE MY3BIKAJIIBHON TeopHen
Y OCTETHUKOM, COEAMHEHNE aKKOMITAaHEMEHTA CO CBO-
OonHol (aHTazMel, UMIIPOBHU3ALIUEH B PA3TUIHBIX
(dhopmax aHCaMOIEBOTO MY3UIIUPOBAHUS U COUHHE-
HHUEM, — BCE 3TH ¥ HEKOTOPBIE APYTHE OCOOCHHOCTH
HE MOTJIM «PacTBOPUTHCSA» BO BPEMEHH, HE OCTaBUB
MarepuaTbHO-UHPOPMAIIMOHHOTO CJIeia B HOTHBIX
TEKCTaX ATOXH.

YHUBEPCATBHOCTh WTPOBOM TPAKTUKU OIIHO-
BPEMEHHO COYETajach CO CTPEMJICHHEM MY3BIKaH-
TOB-TIPO()eCCHOHANIOB — KaK KOMIIO3UTOPOB, TaK
W HCHOJHUTENECH, — UHAUBUIYAIU3UPOBATH CBOU
TBOPYECKHUI TMOYEpK depe3 xapakrepHbie dhdek-
THBIE JI€TaJIH, HAIPUMEpP, Yepe3 0coboe HCIOHe-
HHE He3a(hMKCHPOBaHHBIX B HOTaX MPUEMOB M Ba-
praHTOB opHaMeHTHKH. OBIaneHue MoJ00HBEIMHU
CEeKpeTaMH MacTepCTBa BXOAWJIO B CIEIHAIBHYIO
«MeTomy» OOydYeHHS.

[Mocrenennass u mocTosiHHAs TpaHchopMaus
MY3BIKaHTOB «HU3 JIIOOUTENEH B 3HATOKW) BBIJBUTA-
Jla U3 MX Macchl HE TOJBKO TAKWX OCHOBATENbHBIX
npodeccuoHanoB-yHuBepcanos, kak J[. Ckapnarry,
I. @. I'ennens, U. Kynay, I. @. Teneman, U. C. bax, Ho
u ¢urypy auneranta-moodutesns. ConuanbHbIe YCIo-
BuA B nepuoa ¢ XVI u 1o Havana XIX BB. co3naBaiu
TIPUYUHY TS TTOSBIICHNS MYy3bIKAHTOB-AMJIETAHTOB U,
OIHOBPEMEHHO, OCHOBY I HX TIPO/IBMXKEHHUS BIUIOTh
JI0 BBICOKOKBaTU(HUITMPOBAHHBIX MPO(eCcCHOHAIOB.

Enunas yHuMBepcanbHas NpPaKTHKa MY3HUIIH-
pOBaHHWA, NaBUIasl KU3Hb YHUBEPCATIHHBIM MY3bI-
KaJBHBIM TEKCTaM, MPOsBIIsIa ceOs BO BCEX CIIOSX
€BPOIEHCKOro KyIsTypHOTro obmectBa. Hampumep,
KHs3b KETEHCKHH, y KOTOpPOro HEKOTOpOE BpeMs
cyxun bax, urpan Ha CKpUIIKe, TIeJl ¥ TOCTOSTHHO
COBEpIICHCTBOBAJICS; KOposb Dpuupux wurpan Ha
(netite. Kak mumer ®ununn boccan, «mocie natu
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4acoB Bedepa B MPOIOJKEHNE BCEro IapCTBOBAHUS
HeNb3sl OBLIIO HU EAWHBIM CIIOBOM II€PEMOJIBUTHCS
¢ Opunpuxom II, Oyap TO 3HATHBIA YEITOBEK WIH
MUHHUCTP. Ha mpoTskeHnn AByX 4acoB OH 3HATh HE
3HaJI HUKOTO U HH4ero, kpome Moranna Moaxuma
Kganna (cBoero ¢aeitrucra), Kapma @unumnmna Om-
Manyans baxa (cBoero knaBecunucra), Kapna ['en-
puxa ['payna (cBoero koHIepTMeHcTepa), BEpHOTO
IBIXaHUs U OeriocTu COOCTBEHHBIX naliblieB. OH
COYHMHMII CTO JABAAIATh COHAT, KOTOPBIE AJIsI KOPOJIS
O4YeHb XOPOIIH, a TaK)Ke KOHIIEPTOB, KOTOPbIE IS
IWJIETaHTa — MPOM3BENEHUS BIIOJIHE IOCTOWHBIE»
[4, c. 6]. B momoOHBIX cUTyanusax My3UIIUPOBAHUS
00BEIMHSIIACH CHUIBI JTIOOUTEIICH-TMICTaHTOB (KO-
ponb Dpunprx) U BBHICOKOKIACCHBIX Tpodeccuo-
nHaioB (K. @. 3. bax, U. U. Ksaun, K. I. I'payn).
My3bika Obla aKTyaJbHOM YacThIO II000TO BpeMsi-
npenpoBoxaeHus. [Ipocrast, ynoOHas dakrypa my-
3BIKAJIBHBIX MbeC 00YyCIOBIMBAIA WX TOCTYIHOCTH
U pacmnpoCTpaHEHHOCTh B Cpele JIIOOMTEbCKOTO
MY3UIUPOBAHMS, HE TOBOPS YK€ O 3HATOKaxX W Ma-
cTepax, cBOOOIHO, JIETKO M HENPUHYKAEHHO KOM-
OMHMPOBABIINX TEKCTHI 3TUX Mbec [15, c. 9-26].
SpKuM TmpUMEPOM MHOTOCTOPOHHEH peanm3a-
MU TBOPYECKUX 3aMBICIIOB SIBIISIETCS MY3bIKalb-
Has nestenbHOCTh camoro U. C. baxa B nuiie koM-
MMO3UTOPA, OPTaHMCTA, KIABECHMHHCTA, CKPHIIAYa,
aNBTUCTA, KAHTOPA, NIe1arora, HHCTPYMEHTAJIHHOTO
MacTepa, u3ooperarens. OT3BYKH CHHTETHYHOCTH,
yHHBepcalnu3Ma MbIIUIeHHs baxa HaxomuMm B BBI-
cka3piBaHuu U. ['ecHepa — HOKPOBUTENS U peKTOpa
mkonbsl CB. @omel B Jlednure: «...0H 00beAUHSIET
BCE — NPOHU3AHHBIA JO MO3ra KOCTEH PUTMOM...
OCTPBIM CIIyXOM IOBEpSieT BCE TapMOHUU M OJIUH
BOCIIPOM3BOJIUT BCE rojioca... MHe KaxeTcs, 4To
Moi1 apyr bax oguH MHOTOKpaTHO rpeBocxonuT Op-
¢des» (mut. mo: [1, c. 226-227]). Takxke, kK mpuMepy,
N. Banbrep, aBTrop «MyY3bIKaJIBHOTO JIEKCUKOHAY,
KpOMe€ MHCATEeNbCKOTO TPY/Ia, 3aHUMAJICA KOMIIO3H-
Uel 1 Hepeako oOMeHuBacs ¢ baxoM TanHCTBEH-
HBIMH TTOJU(POHUYECKUMHE OITyCaMHU-IIapagaMu.
OTH KauecTBa HAIUIM OTPaKEHHE B Trpaduke
KJIABUPHOTO TEKCTa B BUE Pa3sHOOOPA3HBIX KITUILIE
HAMIIPOBU3ALIMOHHON NPUPOABI, HWHTOHALMOHHOMN
JIEKCUKH MY3BIKaJbHBIX HHCTPYMEHTOB, a TaK)Ke B
BHJIE Pa3HOOOPA3HBIX TEXHUK MHCHMA, CBSI3aHHBIX
C TmpeoOpa3oBaHUSAMH IEPBHYHOTO (aBTOPCKOTO)
OpUTHHAJNA: pEeNpu3, HMHBEPCHH, KOHTPAITyHKTOB,
MPUEMOB YBEIMUYEHHS M YMEHBILICHUS, AUMUHY AN,
KOTOpBIE TaKXXe OKa3ajuch B HEM 3aUKCHpPOBAH-
HbIMU. Bce ocobennocTr urpoBoit npaktuku X VII—
XVIII BB. (1 Oonee paHHUX 3IOX, BEPOSTHO, TOXKE)
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€CTECTBEHHBIM 00pa3oM TOPOXKIAIOT OCOOCHHO
BaYXHBIE CBOWCTBA 63aUMOOeNCmEUs UCNOTHUMEN
C mexcmoMm: TBOPUYECKOE OINEPHPOBAHHE HOTHOU
3aIUChIO B JyX€ CBOOOJHOTO MYy3UIUPOBaHUs. Tak
MposiBIIsUIa ceOsi TIPAKTHKA CO3JaHHus HE(YUKCHPO-
BaHHOTO BTOPHYHOTO MCIIOJIHUTEIBCKOTO TEKCTA.

TecHyl0 CBf3b CO BCEMH IEPEYUCICHHBIMU
OCOOCHHOCTSIMH MY3HUIIMPOBAHHSA ATIOXH BBISBHIIA
U orcanposas cucmemd. Bcee KaHpOBBIE SBICHUS
U MEXOKaHPOBBIE TEPEeMENICHHs, MPOUCXOIIINE
B HeIpax MY3bIKaIbHOM MPAaKTHKH, CTalu €€ 3ep-
KaJbHBIM OTpakeHHeM. VIMeHHO B aHcaMOIIeBBIX
6acco-octuHatHBIX xaHpax XVII-XVIII BB. kia-
BHP TOJYYIJI BXXHYIO OPTraHU3YIOUIYIO POk basso
continuo. ABTOp BBINTACHIBAN 00s3aTeNbHBIE (00-
JIUraTHBIC) TOJIOCAa — MENOAHI0 U Oac (Ha3BaHHBIN
03TOMY 0acCO KOHTHHYO, HJIM HEIIPEPBIBHBIH 0ac),
nHorna ¢ 0603HaueHHeM HU(POBKH (I TOTHOTHI
BOCCO3/IaHUs TAPMOHMYECKOTO 3By4danus). Ha xma-
BHpE CTajgu o0ydarh MCKYCCTBY IH(POBAHHOTO U
HenndpoBaHHOTO Oaca, clieiaB ero HeOThEMIIEMbBIM
MHOTO(YHKITHOHATBHBIM HHCTPYMEHTOM MY3HIIH-
pOBaHUSI.

Bapounble npuHIUNBEI cBOOOIBI BBHIOOpA HH-
CTPYMEHTa, BapbUPYIOIINXCS AaHCAMOJIEBBIX CO-
CTaBOB TpeOOBaJIM COOTBETCTBYIOIIETO apceHala
CPEICTB MY3HLIMPOBAHUS, BAKHEHIIINM U3 KOTOPBIX
cTan orcawp mpauckpunyuu. IlpuMeHneHue TpaHc-
KPUIINH TPEOI0JICBAII0 OTPAHUYEHHUS B HCIIONb-
30BaHUM WHCTPYMEHTOB WJIM CO3JaHUW HOBBIX
BEpCUI COYMHEHWH, MPUJIAHUA UM HOBOW (HOPMEI
U OCCKOHEYHOHM mepepabOTKH MX BCEBO3MOXKHBI-
MU croco0amMu. MHOXeCTBO OapOYHBIX OITyCOB
«CKOHCTPYHPOBAHBI» MPH IMOMOIIN «HHCTPYMEHTa»
TPAHCKPUIILIMKU, COXpaHsAs B KaKIOH HOBOW Bep-
CUHM YepTsl MepBOHadajIbHOrO 0obnmka. Hampumep,
B KiaBupHbIX KoHIepTax M. C. baxa (kak MbI 3Ha-
€M, 3TO TPAHCKPHUIIIUN CKPUIIMYHBIX KOHLIEPTOB
A. BuBanbnu, A. Map4enso), «rmaccaxu “repeHece-
HBI” KaK €CTh, HE N3MEHUBIINCH HAa KIIaBECHHHBIE»
[12, c. 222]. Temsr [x. Jlerpenmu, T. As0uHOHH,
A. Kopemm, M. Mapuemnio, A. BuBanbau, a Takxke
. Kepms, U. TTaxennbens, M. dpobeprepa (Hemerr-
KHX MY3BIKAHTOB, YUHMBIIUXCS y HTAIBIHCKUX Ma-
crepoB), I. @. Tenemana, I. @. I'enmens, HakoHeTI,
N. C. baxa, TpaHckpuOHupysch, nepepadaTsIBasich,
pacumpsIsICh, B3aUMOACUCTBYS B IyX€ €BPOIEICKO-
ro gemischter Stile, Take CHHTE3UPOBAINCH B OCO-
60e ceMaHTHYeCKOoe 3ByKOBOE IIPOCTPAHCTBO.

K ocHOBHBIM xaHpaMm 0apOKKO, BKITFOUAIOIIAM
HUMIIPOBH3ALMOHHBIE (HOPMBI TIpENIoNnu, (aHTa-
3uH, nonudoHmyeckoit Gopmbl Hyru (CTPOroro HiH
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CBOOOJHOTO KOHTPAITYHKTA), BAPUAIIH Pa3ITNIHOTO
THmna (HarpuMep, ¢ IIYTINBOM TaHIEBAaJIHHOW Te-
Mol «Kanpuuurno Ha oThe3]l BO3M0OIeHHOTo Opa-
Ta», BOKaJIbHOW OCHOBOHN — Temoil-apueit «l onba-
Oepr-Bapuanuii», KOHTPAYHKTHUECKH OCTHHATHOM
OCHOBOM-KaHOHOM ~ «My3BIKQJIBHOIO  IIPUHOLIE-
Hus», «Mckycersa pyrm» U. C. baxa, crapunHHOI
TaHIeBaJIbHOW 0cHOBOW CapabaHabl ¢ BapualusIMu
I. ®. I'engens), ctTapuHHON COHATHI (K MPHUMEPY,
CO CBOEOOPA3HBIM JKAaHPOBBIM CHHTE30M COHAT-JK-
3epcucoB [I. Ckaprnartu, e B TPaTUIIMOHHYIO
IBYX9YacTHYIO (OpMY BKparuieHbl MpUEMBI (yra-
TO, BapHalWii, TOKKAThl), OTHOCHUTCS W KOHIEPT.
OH Ben€r cBOW IyTh OT CTapbix GOpM concerto
grosso K COJBHBIM, OPKECTPOBBIM U CMEIIaHHBIM
[0 COCTaBy KOHIIEPTaM, C COXpaHEHHEM TpEXJacT-
HOM LMKINYECKOM (OpMBI ¥ TEepBOHAYAIHLHON
YKaHPOBOW OCHOBBI pa3/iefieHHs Ha COJBHBIE U TyT-
TUHHBIE SMU301bI My3ULpOBaHUs. OCHOBOW KOM-
MO3UIMH YaCTO CTAaHOBWJINCH CTapUHHBIE (OPMBI
(’KaHPOBBIC THIIBI) KOHYEPMO epocco (HalpuMep, y
N. C. baxa — Bce mpemtonnu AHIIAACKUX CIOUT,
KpoMe IepBOi) M TN ¢panyysckou yeepmioput (y
N. C. baxa — YBeptiopa u3 [laptutsr Ne 4, Tokkara
u3 [Taptuter Ne 6). B kmaBupHOit My3bike npeoOa-
JIaJTA TOKKAThl ¥ BapUAIIMOHHBIE IUKIIBI (MMEIOIIHE
HECKOJIBKO YacTel W TpeOyIoIue Mpu NCIIOTHEHUN
JTUHAMHYECKOTO KOHTpAacTa) — 3TH MPOHU3BEACHUS
MpeaHa3HAYaIuCh JUIsi MHCTPYMEHTOB C OJHHM,
JIByMsI, TPeMsI MaHyaJlaMH, TTO3BOJISIOIIMMH Pa3HO-
00pa3uTh OTTCHKH UCIIOTHCHUSI.

Takast urpa *KaHpOB WIH, WHAYE, NOAUNCAHPO-
60cmb 0apOYHON MY3BIKM OOBSICHSIETCS TEM, YTO
CO3HAHME KOMITIO3UTOPOB OBUIO MPOMHUTAHO KaK XO-
paNbHBIMH MOTHBaMH, TaK W TaHIIEBAJHHBIMU PHUT-
MaMH, [TO3TOMY MHOTHE OITyCHI HaITUCAHBI «SI3BIKOM
TaHIay, Ja)ke He YKa3aHHOTO B Ha3BaHWHU. Pazmu-
YK€ [EPKOBHOW M CBETCKOW MY3BIKM (BBIpaXKaBIIle-
ecsi B 0oJiee CTpOroM WM CBOOOTHOM MPUMEHEHUHT
3aKOHOB TMONU(OHNN) M ONHOBPEMEHHO WX HEBH-
JTUMBIE B3aHMMOCBSI3U TTO3BOJISUIN CTaphIM MacTepam
WCIIOJIH30BATh TAHIBI B JYXOBHOM JKaHpE (Hampwu-
Mep, Woraman MarTe30H mpeoOpa3oBan HEKOTO-
pble xopaibl B GopMbl Oyppe, raBoTa U MOJIOHE3a).
VY . C. baxa yactu U3 HepKOBHBIX KaHTaT MCIIOIb-
3yIOTCS B CBETCKMX IIPOHM3BEICHUSIX, a CBETCKHE
4YepThl €CTh B LIEPKOBHOM KaHTare. [Io cytn meHy-
atom siBisiercs apust M. C. baxa (manmcannast uist
A. M. bax) «Bist du bei mir» («Tbl pIOM CO MHO»)
— MY3BIKQJIbHOE Pa3MBIIUICHHE O JIFOOBH M CMEpPTH.
B «Xopouo TeMnepupoBaHHOM KJIaBUPE» MHOTHE
byru «mucTHIecKoroy iana (cis moll, g moll u ap.)
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CIIEAYIOT 3a TpeTIoIrsIMA-TaHnamMu. [mybokoe emu-
HEHHE NIeHNS-TaHIIa, X B3aUMOBIIHSHIE TOCTETIEHHO
CTEPIIO pazInyre MEeXIy KaHPOBBIMU BHIIAMH, U OT-
JieTTbHasI TIheCa MOIJIa COEAMHATh B ce0e MHOTHE UX
YepThl, KaK TPU3HAKH TTOMH(OHUH CBOOOHOTO CHH-
tesupytomiero ¢ty [12, ¢. 179, 371-373].

BaxHbIM CBOMCTBOM KJIAaBUPHOTO TEKCTa ObLIA
TaKKe ero CBEPHYTOCTh, PeOyYUPOBAHHOCH1b TIO OTHO-
HIEHUIO K UCIIOJHUTENILCKOU TpakTuke. VcromHuTe-
0 XVI-XVIII BB. npuxoaniock pacimm@poBbIBaTh
Talynarypy, uppoBaHHBIN 0ac, ONPEACIATh TEMIT U
addexT, OpHAMEHTHPOBATH M 3aIOJHATH TTACCAKAMH
«TapMOHHUYECKYIO CETKY», OCTaBJICHHYIO KOMIIO3UTO-
POM, TO €CThb B IIPOLIECCE WIPBI, 10 XOMYy IEHCTBHUI,
CO371aBaTh HOBBIN OOIMK KIABUPHOTO TEKCTA.

BaxueliuM ke U3 KauecTB KJIABUPHOIO MC-
KyCCTBa SIBWJIACh €r0 MOOHMJIBHOCTh W TOJNU(YHK-
[IUOHAJFHOCTh B IUIAHE W3MEHEHUH NEepBUYHOTO
TEKCTa C ero KOHCTPYKTHBHBIMH U BBIPA3UTEIIbHBI-
MU OCOOCHHOCTSIMH T€MITa, OpPHAMEHTHKH, apTHKY-
TSAIUH, AXMHAMUKH, 9TO, HAIpUMep, OTIINYaeTCs OT
BHPTYO3HO-POMAHTHYECKOTO MHAaHWU3Ma, MOAPOOHO
«TIPOTIMCAHHOTO» B HOTaX. TpaguIlMOHHBIMU IS
KJIABUPHOM 3II0XM CTaJIl OTCYTCTBHE TOYHBIX Ipa-
HUI] KaHPOB M HCIIOJHUTENHCKAs BapUaTHUBHOCTH
BBIPA3UTENBHBIX CPEJICTB — TEMIIOB, JWHAMUKH,
apTUKYJSIIH, BEIOOpa TeMOpa 3By4anus. MexTek-
CTOBBIE, MEXOKaHPOBBIE B3aWMOJEHCTBHA 00O3HA-
YIJTH CBSI3YIONIYIO JIMHUIO B €MHCTBE Mpodeccro-
HAJILHOH | JTFOOUTEIhCKOW TPAKTHKH.
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MNMpakTHka aHCam6Ae€BOro My3uMLLMPOBAHUSI MU KAABUPHDIH TEKCT 6apOKKO

Kaxxaplii mpenMeT MCKyCCTBa MIIM €r0 MUCHhMEHHBIA TOKYMEHT CBSI3aHBI C OMPEACIEHHBIM KYJIBTYPHO-UCTOPHYC-
ckuM BpeMeHeM. CTapuHHBIN KIaBUPHBINA TEKCT (YPTEKCT) OAPOKKO OTpa)kacT MPUIYyIIHBOC MHOrO0Opa3ue BHIIOB
u GOpM MY3HUIMPOBAHHS, KOMOMHUPOBAHUS MPAKTUICCKUX aHCAMOJICBBIX TPAIUIIUN U KOMIIO3UTOPCKUX MPUEMOB.
Oco0eHHOCTH MY3bIKAIBHOHN MPAaKTUKH MOXU 0APOKKO OKa3ajH BIUSHUC HA CTPYKTYPY U COACPKAHHUE KIIABUPHBIX
TEKCTOB. DTH TPAIUIIUU U MPUEMBI 3alICYATIICINCh B COMBHBIX U aHCAMOJICBBIX KIIABUPHBIX TEKCTaX B BUJC CICIY-
FOIIUX OCHOBHBIX MPHU3HAKOB: MPUCYTCTBHE B CBEPHYTOM BHJIC MAPTUTYPHOU 3aIMCH; OTPAXKEHHUE aKyCTUYCCKUX
00pa30B OPKECTPOBBIX MY3BIKAIBHBIX WHCTPYMEHTOB; TUAJOTHYHOCTH IMOCTPOCHUS KOMITO3UIIUU; BAPHATUBHOCTH
Pa3BEPTHIBAHUS UCIIOTHUTEIECKOTO TeKCTa. KiaBUpHEBIE TEKCTHI 0apOKKO 3a(pUKCHPOBANIM B CBOCH Tpad)uke OCHOB-
HBIC YEePTHI KYJIBTYPBI MY3HIIMPOBAHUS 0APOKKO, CTATU CBOCOOPa3HBIM HOTOTPa(pHUCCKUM 3€PKATIOM MY3UITUPYIO-
IIeH SIOXH.
KitroueBbie clioBa: KIIABUPHBIA YPTEKCT, aHCAMOJIEBOC MY3UIIMPOBAHUE, MY3bIKAIbHAS KYJIETYpa 0apOKKO.

The Practice of Ensemble Music-Making and the Baroque Clavier Musical Text——

Every work of art and its notated document are connected with a certain culture of historical time. The early
clavier musical text (the urtext) of the Baroque period reflects the fanciful diversity of types and forms of music
making, combining together practical ensemble traditions and compositional techniques. The special features of
the musical practice of the Baroque period exerted their influence on the structure and content of clavier texts.
These traditions and techniques have been embedded in the solo and ensemble clavier texts in the guise of such
basic principles as the presence in a convolved appearance of score notation; reflection of acoustical images of
orchestral musical instruments; a dialogic principle of the composition’s construction; variability of unfolding of the
performers’ musical text. The clavier musical texts of the Baroque period fixated in their graphic notation the basic
characteristics of the culture of music making in the Baroque period, having become an original type of notographic
mirror of the music making epoch.
Keywords: clavier urtext, ensemble music making, musical culture of the Baroque period.
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OB UHTEPIMPETALIMM XOPOBOM MY3bIKU C. U. TAHEEBA

aBHO CIIOKMWJIOCH MHEHHE O TOM, YTO paH-
uue xopsl C. W. TaneeBa 6e3 compoBoXxae-
HUS CIMIIKOM MPOCTHI U HE MPEICTABISAIOT
YIIECTBEHHOTO WHTEPECa, XOPHI XKE 3PEIoro mepu-
olla TIEperpykeHbl NpuémMamu MOJU(POHUIECKOTO
Pa3BUTUS U MOTYT HUCIONHATHCA TOJBKO BBICOKO-
npodecCHOHaIbHBIMUA  KOJUIEKTHBaMHU. [IpuHsTO
CUMTATh, YTO MOAOOHBIC COUNHEHUS TPYAHBI U JJIS
BOCIpUATHSA. B uTOTE XOpOBast My3bIKa KOMIIO3UTO-
pa 6e3 CONMpOBOXACHUS 3BYYHT PEOKO. 3aTaauMcs
BOIIPOCOM: 4eM K€ TaK CIIOKHBI XOpHI TaHeeBa 3pe-
JI0TO TIeproza’?

Crnymarens JAEHCTBUTEIBHO OKa3bIBAE€TCS B
TPYAHBIX YCIIOBHSIX, IIOCKOJIBKY HCIIOJIHUTENH Pe-
KO TpeUIaraloT BBICTPOEHHYIO M 3MOIHMOHAIBHO
yOenuTenpHy0 KOHIETIHI0 COYMHEHHS. ITO MOXKET
OBITH CBSI3aHO C HEIOHUMAaHNEM HCTIOMHUTEISIMH 3a-
MbIcTa Komrno3uTtopa. OTCiona U MHOTOYHCIIEHHBIE
CJIO)KHOCTH 9aCTHOTO TIOPSIZIKA: HEPEAKO TPUXOANT-
Csl CIBIIIATh O HEIMOLMOHAIBLHOCTH, «HEBOKAJIHHO-
CTH» TAaHEEBCKUX XOPOB, O HE MPOCITYIIUBAIOIIEMCS
TEKCTE B MONMU(DOHMUECKUX AMHU30/1aX U T. II.

IIpu sTOM 3adacTyio TPOOJIEMBI HCIIOTHEHUS
3penbIx XopoB TaHeeBa CBsI3aHBI C OTCYTCTBHEM
[TOHMMAaHUS WHTEPIIPETaTOpaMH MPUPOIBI H300pa-
3UTEIHHOTO U BBIPA3UTEIHHOTO Hayall B TAHEEBCKUX
counHeHusX. [lopasmbiiuisieM 00 M300pa3UTEIb-
HOCTH B XOpax TaHeeBa — MPUCYTCTBYET JH OHa?
CraHOBHUTCA OYEBUIHBIM, UYTO MPHCYTCTBYET: BEIb
KOMITO3UTOP ITOYTH 3PUMO BOCCO3IAET TO KAPTHHY
«BCEMHUPHOTO OJaroBecTa», To 00pa3 BOZHECEHHOM
«CeI0I0 CKaNoi» OalHy; CIymareab HEPEIKO CTa-
HOBUTCA Kak ObI 3pureneM. OQHAKO €CTh M HEYTO
Oospiiee, 4eM MpPOCTO W300pPa3UTENBHOCTD, — OHA
MIEPEXOIUT B HOBOE KadecTBO. M300pasurensHoe y
TaneeBa HE TOIBKO HILTIOCTPUPYET HEKHUIT TEKCT, HO
BCeryia BhIpaxkaeT miodanbHyt0 uzaeto. «lloroHmmu-
KOB 3BOHKAas TIECHS» B HMCIIOJHEHUH MAPTHHA TEHO-
POB — CKOpee, HCKIIOYeHHE, penkuid ans Taneepa
MIpUMEp YHUCTON 3BYKOIIMCH, €CIH TOJIBKO 3/1eCh
HE CKpBITa €€ HENmpoYyMTaHHAs HaMU TIIyOOKas
mbIcib. [Toxanyil, aHaTOTUYHBIM NPUMEPOM MOXK-
HO CYMTAaTh OKOHYaHHE X0pa « TUX0il HOUbIO», KOoTna
¢, TEHOPOBOH MapTUH 3PUMO BOCCO3IAET HILTHO3UIO
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JyHHOTO cBeTa. B xope xe Ha ctuxu @. TiorueBa
«He octrIBIIas OT 3HOI0» MBI BCTpeYaeMcs ¢ IpHH-
UUIHUAIBHO UHOW cuTyauneil. MuHuaTiopa nocrpo-
€Ha Ha COYETAHWM «3ByHallel» U «HE3Bydalllei»
My3bIKaJbHOW Marepuu': 3HAYCHHE TMay3, YacTo
COCTABJISIONINX MOJOBUHHYIO IJUTEIHHOCTh B pa3-
Mepe 2/4, HEBO3MOYKHO HEIOOLICHUTh, BEIb UMCHHO
OHHU BBISIBJISTIIOT CKPBITOE€ TEUCHHE MY3BIKAJIBLHOTO
BpeMeHH. COMOCTaBiss «3BYYAIlylI0» MY3bIKallb-
HYI0 MaTepuo ¢ Iay3amu, TaHeeB co3maér coBep-
IIICHHO SIBCTBEHHBIN 3()(hEKT 3apHUIL: BCIIBIIIEK CBE-
Ta, BBIXBATHIBAIOIINX HA MICHOBEHHE OKpYXKarolee
13 Mpaka. 31ech MPeIoMIIsIeTCS OJHa U3 U3TI00IeH-
HBIX TAHEEBCKUX MakcuM — «OT Mpaka K CBETY».
Unucto n300pa3uTeIbHBIM MOMEHTOM MOKHO
CUHMTATh TAaKXKE XPOMATHYECCKHE XOIbI B MAPTHH
anpToB M3 xopa «Ha mormme» (m. 3: «...m mpax
JIABHO OCTBUIBIA / MOTYIIECTBEHHBIH Ty0 KOpHS-
MU 00O0BBET»), HO COOTHECEHHE HMX C (Urypoi
circulatio co3maéT COBEPIICHHO HOBBIH KOHTEKCT?.
Boznaukaet Hekas 0000mEHHAsS N300pa3UTENh-
HOCTh, CBOETO POAa H300pa3UTENbHOCTH BBICIIIE-
ro mnopsaka. CoOCTBEHHO M300pa3UTEIBHOCTD,
O4YEBUAHO, HE MMeeT i TaHeeBa CymiecTBEHHON
IIeHHOCTH. Pa3zymeercsi, yem OoJbIlie B COYMHCHUH
YUCTOU 3BYKOIUCH, TEM MEHBIIE JUTS BBHISBICHIS
KpacoThl MY3BIKH HYXHO CIICIIHAIBHBIX YCHIHI
— AIMEeHHO nodToMy «Bewep» u ABnsercs exBa nn
HE caMbIM HCMOJHsAEeMbIM XopoM TaneeBa. Ho u B
HEM TpeOyeTcsl pacKpbhITh COCTOSHUE, MTOKa3aHHOE
LIeJTBIM KOMIUIEKCOM BBIPa3HUTENbHBIX cpencTB. He
00sICh MOrPEIIUTh IPOTHB UCTUHBI, OTMETHM, YTO B
OOJNILIIMHCTBE aKarelbHBIX XopoB TaHeeBa 3TO co-
CTOSTHHE — BOCTOPTI: M THXWH BOCTOPT Iepen Kpa-
cotoro mupo3nanus («Beuepy, «Ilocmorpu, kakas
MIJIa»), U yIoeHne cwioi ctuxuu («He ocThiBImas
ot 3HOIO», «Ha kopabie»). Beiapnenue uinm He BbI-
SIBJICHUE COCTOSIHUSI BOCTOPra B IMOJOOHBIX COYH-
HEHUSX W PEIIaeT, COCTOUTCS JIM UX WCIOIHEHHE
mo-HacTosmeMy. Tak, HIOaHC ppp B Hadalle Kyllb-
MuHanuA xopa «Bedep» (1. 7) BOCHPHHHMAETCS
WCIIOJIHUTEIISIMA KaK HETPaBUJILHBIA, HE COOTBET-
CTBYIOIINHA SMOITMOHAIEHOMY HAIPSKCHHUIO MY3bI-
KH, ¥ BBITIOJIHSIETCS BecbMa (opMainbHo. Ha camom
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ke nene TaneeB nepenaét COCTOSHUE, IIE YEIOBEK
MOXeT cijioBa «Kak Imepiibl, pochl OCBEKUTEIbHOU
KaIUTA. ..» TIPOU3HECTH TOJBKO MIEMOTOM — OTCIONA
HIOAHC M 0co0as apTuKymanusa. CIOBHO OT BOCXHU-
IeHMS TIepexBaThiBacT nbixanue. [lepen atoit dpa-
30# KaTeropuaecKy HEBO3MOKHO 3aMeIJICHHE («KaK
B JIIOJIbKE YCHYBIIMKA PeOEHOK»): 37IeCh HET MecTa
pemecieHHo n300pa3uTenbHOCTH. TOUHO Tak ke
HEBO3MOXXHO 3aMejIjicHue B (UHANe XOpa: HIOAHC
pp (dolcissimo) 9acTo TIPOBOIUPYET HUCITOTHUATEISA
Ha cBOe0Opa3HBIi «OTKAT», 3aMUPaHNE, YTO MPOTH-
BOPEYHT aBTOPCKOMY 3aMBICITY.

CocrosiHMe BOCTOpra, yOoeHHs KU3HBIO B OHUT-
BE oTpenersieT KOHIenuio xopa «Pa3panuny Gam-
HU...» (dmm3omel Allegro). Uucto ymMo3puUTEIHHO
MOYKHO TIBITaThCs MepenaThb «oopa3 OanrHm» U co3-
JaBaTb TOTAIBHBINA KOHTpAaCT B TaK Ha3bIBACMbIX
«CIIEHaX CKauKW», HO CYTh IIPH 3TOM OCTa&Tcs He-
packpbITOoi. A pedb UAET O YETOBEKE, HACTOSIIEE
KOTOPOT'O IMyCTO U IOTOMY 3aMCHACTCH IMPOUIJIBIM: B
MOMCHT aKTHBHOTI'O HeﬁCTBHSI, OHUTBBI JII/IpI/I‘IeCKI/Iﬁ
repoil WCTBITAll HEYTO IMOAJMHHOE, MpeKpacHoe
1 He3aObIBaeMoe, a Terepb MEPEXUBAET ITO IMPO-
1UI0€, KaK peaibHOCTh . B HacTosIIeM XKe y repos
— I HEYMONUMBIA Oer Bpemenu. llpocmenim,
KaK BBIPpAXaCTCda 3Ta UACSA KOMIIO3UTOPOM. ABTOp
coJiepXKarenbHOl cTaThll 0 Xope «Pa3Banuny Oam-
HU...» H. C. I'anenxo [3] cTaBuT 3aga4y pacKpbITh
KOHLIECNIMIO counHeHus. [Ipu 3Tom (akThyecku
BHMMAaHHE HCCIIENIOBATENsl COCPEAOTOUMNBAETCS Ha
«YPTEKCTE», YTO, pa3yMeeTcs, NUMEeT HEeMpexos-
IIyIO IIEHHOCTh JJIS1 UCTIOJTHUTEIS, HO HE PEIaeT B
MIOJTHOM Mepe 3asBJICHHOM MPOOIEMBI.

Ha mam B34, KIIHOY K IMOHUMAHUIO 3PCIIbIX
TAHCCBCKUX XOPOB KPOCTCA UMCHHO B COYMHCHHAX
omyca 27, mpruuéM UCKaTh ero CIeayeT B ePBbIX JKe
takTtax xopa «Ha mormme» (Ne 1). CroBa «cto et
HpOHAET»* CTAHOBATCS KPAaCyroJabHBIM KAMHEM KaK
JUTST TAHHOTO XOpa, Tak M Ui [UKJa B 1enoMm. Ta-
HEEB JIEJIAeT UX CMBICIO00Pa3yIOUIMH, TOYHO BBI-
IMUChIBas 3aBEPIICHUA KPAaTKHUX ¢)pa3 B COUCTAaHUU C
T-Ipe?:BI)I‘IaI‘/'IHO JJIATCIbHBIMU ITIay3aMU. Hy.HBC&HI/ISI
IIpyu 3TOM JOOJDKHA OCYIICCTBIIATHCA BOCBMBIMU,
OJIHAKO B (haKType MPHUCYTCTBYET W IIECTHAILIATas
AJIATCIIBHOCTD, KOTOPast MOXET 6I)ITB OpraHmsoBaHa
MOCJIE ay3bl «KPYITHOY» (0C000 3HAYUMO) IIPH YCII0-
BUU MTyJBCHPOBAHNSA MOCIETHEHN Nay3bl IIeCTHAAIA-
TeiMu. Hanmurio ¢aktypa, co3manHas B paBHOU Mepe
U3 «3Bydalllel» M «HE3ByYallei» My3bIKaJbHOU
MaTepHH: IJI TOTO, YTOOBI BKIIOYNTH BHYTPEHHUH
CIIyX ayIUTOPUH, BTOpast JOJDKHA MHTOHUPOBATHCS
e/1Ba i He sipue rnepBoid. OT Xopa cieayeTt 100uThCs
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HACTOJIBKO MHTEHCHBHOTO IyJIbCUPOBAHUS B Iay3e,
YTO OHO JIOJDKHO CTATh OIIYTHUMBIM TSI CITYIIaTels.
OT0 00BEKTUBHOE YCIOBHE a/IEKBATHOTO BOCCO3/1a-
Hus criennduky naptutypsbl TaneeBa®. Ho numeHHO
MOJ00HOE «O3BYYMBAHHE» «HE3BYYAIllero» KOHTH-
HyyMa H co3faét o0pa3 BpemeHnu, KOTOPBIA MOXKHO
Ha3BaTh OMPENEISIOMNM IS TO3JHETO XOPOBOTO
TBOpuecTBa TaHeeBa, Kak U TEMYy «4EJIOBEK U Bpe-
Ms»». BeposiTHO, BriepBeie 00 00pa3e Bpemenu kak
ompenensromeM i xopa «Ha morune» Brickazai-
s 3aMedaTeNnbHBIN XopoBoi mupmwkép B. O. Ceme-
HIOK: «B 3THX may3ax HaunHaeT “3By4ars’ BpeMs,
TO TJIABHOE, YTO BBICTYNAET KaK XyH0)KECTBEHHBIN
o0pa3 Bcero counHeHus» [8, c. 146].

[TokazarensHO, uTO cTUX0TBOpeHue [lomoHcko-
TO MpEeACTaBIsET co00i onHO npemnoxenne. Y Ta-
HeeBa e OJJHOMMEHHOE MPOU3BEICHUE PEIIECHO KaK
Pa3BEPHYTOE KOHIIENITyaJIbHOE COUNHEHHE, KayKIbIN
W3 pa3fesioB KOTOPOTO SKCIOHUPYET COOCTBEHHBIN
00pa3, 3HAYMMBIN 1)1 ITUKIIA B IIeJIoM. BaxHeimei
neei TaHHOTO Xopa sBiisieTcs mobdena Kuzau Hay
CMEpTHIO, TO €CTh, B CO3AAHHOM KOHTEKCTE, HaJ
BpEMEHEM; OJJHAKO pPerpr3a BO3BpAIIAeT CIIyIIaTe-
7 K TIEpBOHAYAIBLHOMY 00pasy, yTBEPXKAAIOIIEMY
BCEMO0OEKIA0NTYI0 CHITY BPEMEHHU.

Ho Beprémcsa x xopy «Pa3Banmuy OamrHu...».
3HAMEHUTHIA HAa4aJIbHBIM YHUCOH PEIIAeTCs TOIBKO
IIpY yCIIOBUH TAKOH K€ OTYETIMBOMW, BBISIBICHHOMN
TUPKEPOM M TIEBIAMHU IMyIbCAIMH BOCHMBIMHU.
Uto0bl TOYHO BOCIPOW3BECTH PUTM TAaHEEBCKOU
MAPTUTYPBI, UCTIONHUTEISIM HEOOXOIUMO SPKO CO-
[IOCTaBUTHh OMHAPHBIEC U TEPHAPHBIE JITUTEIHLHOCTH.
MoOMEHT BX «CTBIKa» («ceaas CKaxay, «BBICOKO TO/-
HSAJa» U T. 1.), KaK TPaBUJIO, 3BYYAT PUTMHYECKU
HETOYHO B 3aIHCAX JaKe NMPU3HAHHBIX Mpodeccu-
OHAJIFHBIX XOPOBBIX KOJUIEKTUBOB. JTO CBHETEIb-
CTBYeT MMEHHO O HEIOCTaTOYHONW WHTEHCHBHOCTH
myiscupoBanus. Ho TaneeB Tpebyer 37ech OT Hac
KpalHe HACBILIEHHOTO, HAPSKEHHOTO BBIPAXKCHUS
«HE3BYYAIL[ET0» MY3BIKAJIBbHOTO KOHTHHYYMa, YTO
JIOKa3bIBACTCSl HEOOXOJMMOCTBIO TPOIYIIUPOBATH
TO AYOJbHBIE, TO TPUOJIbHBIE BOCEMbIE (MHAYE OHU
HE pa3InINMBI CITyXOM) — TaK co3maércs oopas Bpe-
MeHHU. BakHO, 4TO comocTaBieHne qyoJeil u Tpuo-
Jiell CTAaHOBUTCS OTPEAETSIONINM BBIPA3UTEIbHBIM
CPEICTBOM /ISl JAaHHOM MapTHTYphI: OHO BCTpeya-
eTcsl Kak Ha MUKpO-, TaK ¥ Ha MaKpoypoBHe (co-
[TOCTaBJIEHUE Pa3/eIOB C OMHAPHBIM U TEPHAPHBIM
METPOM), a B KYJIbMUHAIMSIX — B BUJE MOJIMPUTMUN
(cm.: [11, c. 34]). TpuonpHOE NBIKCHUE CBS3BLIBA-
€TCsI C 00Pa3HOCTHIO ACHCTBUS, KU3HH, IHpe — YUe-
JOBEKOM (3130161 Allegro), OmHApPHOE — C HEYMO-
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TuMBIM X0710M Bpemenn. OcoO6eHHO BBIPA3UTEIHHO
B OTOM IUIaHE MOMHU(POHUYECKOE COMOCTABICHHE B
1. 14, xorma mapTUM CONPaHO W TEHOPOB BOCIIPO-
M3BOAAT yOJIHOE, a albThl U 0ackl — TPHOIBHOE
JBUKEHUE.

KonnenryanpHO€ TOHUMaHHE MY3BIKAIHEHOTO
BPEMEHH — KIIIOY K MPOYTEHHIO HE TOJNBKO XOPOB
oryca 27, HO U MHOTHUX XOPOBBIX COUMHEHHH 3pe-
soro nepuozaa. Tak, xop «M3 kpas B Kpail» npen-
cTaéT (CHOMEHOM B3aMMOJICHCTBUS HACTOSIICTO U
MPOIIIIOT0. DKCHO3UIUS MPENCTaBIsIeT aBa 0bpa-
3a BpPEMEHH: HACTOSIIETO, MPUHUMAIOIIETO OOIUK
HEKOETO POKOBOTO ITOTOKAa, CMETAIOMEr0 BCE Ha
CBOEM TyTH (BTOpOH XOp «Moryunii BUXph JHOfei
HECET»), W TPOIUIOTO, CBSI3aHHOTO C YIIEAIINMHU
6mu3kumMu (iepBbIit xop «O, OmIIHKCS, O TTOCTOHA. ..
M000Bh OcTajach 3a T000i»). daranbHbBIN Xapak-
Tep MepBOro oopaza MoxIEPKUBAETCS 3HAMEHUTHIM
OETXOBEHCKMM DPHUTMOM, Ha CaMOM [€je, BCeraa
BBIPQXABIINM B MY3BIKE HPEIOINPENeIEHHOCTh U
HeoOparuMocTh (3TOT puTM BeTpedaeM y K. Mon-
teBepan, A. A. Momapra, M. bepe3oBckoro — mo-
JOOHBIX MPUMEPOB MHOXeCTBO). Bropoii o0pa3
HOCHT CyOBEKTHBHBIN, TUPHUUECKUI XapaKTep; MpH
3TOM MeEJIOIMYecKasl JIMHUS SBCTBEHHO CBS3aHA C
MIEPBBIM 32 CYET OOIEro WHTOHAI[MOHHOTO 3€pHA.
CHoBa Ta xe ¢opmyna (u. 1) ¢ BapbUpOBaHHBIM
PUTMHYECKHM PHCYHKOM: B TOM HYHCIE, 33 CYET
BKJIIOYEHHA B HETO May3, TO €CTh «HE3ByYalleiD»
MY3BIKaJIbHOW MaTepHH, 9TO CaMo IMo cebe CUMBO-
nuuHo. B paspabotke (1. 4) oba oOpasa B3auMo-
NeUCTBYIOT, HAET OOphOa 3a JTUPUYECKOTO TEposi:
OH JIOJDKEH WJIM OCTaThCS B WITIO30PHOM, HO CTOJIb
JIOPOTOM TIPOLIUIOM, WJIM OTHAThCs Oery BpeMeHH,
BBIOpaB peanbHOCTH. JlpaMaru3M CUTyaluu COCTO-
WT B TOM, YTO B JTUHAMH3HPOBAHHOI pempuse (L.
8) ciymarens HE TIOTydJaeT OJHO3HAYHOTO OTBETA!
B KOHIIE COYMHEHHS BTOPOHW XOp MPOBO3MIAIIAET
«Bnepén!», mepBrlii B TO k€ MTHOBEHHE BOCKJINLIA-
et «llocToii!»: 4enmoBeKk BBIHYXAEH KUTh B ITOCTO-
STHHOM OOpCHHH.

[Tpu mog06HOM MOX0/IE K PEIICHHUO TIPOOIEMBI
WHTEPIIPETALNHN 3TON My3bIKH CHUMAETCSI BOIIPOC O
TPYAHOCTSAX AWKIUH M apTUKYJSIIUH B MOTU(GOHUN
TaneeBa, KOTOPBIM HEOJHOKPATHO CTABUJIM HCCIIE-
nosarenu (cMm.: [5, c. 201; 6, c. 142]). Komnosurop,
KOTJIa JUISl HETO BAXKHO CJIOBO, OpraHusyer GakTypy
COOTBETCTBYIOIINM 00pa3oM (YHHCOH, XOpaj, KOM-
IJIEMEHTapHBII PUTM B UMHTALWW U T.II.); TIOJNH-
(houms xe i TaneeBa CTAHOBUTCS MOITHEHIIIM
JIpaMaTyprudecKuM cpeacTBOM. Tak, mpuém Hajo-
JKEHHS Pa3HbIX TEKCTOB M CO3MaET B paccMaTrpH-

82

BaeMOM Xope arMocdepy OOpeHHs; CIIOBO MpeBpa-
IIaeTCsl B «CTPOUTENBHBIN Marepuain (akTypbl U
yCTyIaeT MePBEHCTBO MY3BIKE.

Henb3st He yrmoMmsiHyTh ¥ 00 WHTOHHPOBAHUH'
Menoauku TaHeeBa, 9TO Ha Haml B3DIAI 0Opasyer
OTIIETBHYIO TPo0IeMy. DTO — e1Ié OAMH MOJII0C CTH-
nuctuky TaHeeBa: eciv BhIIIE BBLICIISUIACH TPHPO-
Jla 1300pa3uTEIHHOTO €r0 XOPOBOTO TBOPUECTBA, TO
3[IeCh UMEETCsl B BHJy MPUPOJIA BBIPA3UTEIHHOTO
ero my3siku. Emé B 1940 rony B. B. Ilporonomnos
OTMETHJI WHCTPYMEHTAIBHBIH XapakTep MeJOo/Iu-
ku TaneeBa [7, c. 68], 4TO BIOCIEACTBHUU CTAJIO
«obmum mMectom». Ho kak criemyeT moHMMAaTh 3TO
BBICKa3bIBaHUE, B YEM OHO BBIPAXKAETCS MTPaKTHUYC-
ckn? Kak mpaBmiio, «MHCTPYMEHTAJIBHOE» HAYaIo
BOCIIPHHAMAETCSL B TMOJOOHBIX CIy4YasX OMIO3HU-
IUeH «BOKaJbHOMY», W MEJIOJMKA JTAHHOTO THIIA
cunrtaercs HeynobOoucnonnumon. Ho IlpoTomomnos
MOTYEPKMUBACT HEUTO MHOE: MeJIoaAn3M TaHeeBa 3a-
YacTyIO MOCTPOCH HE HA IOCTYIICHHOM JIBUKCHHUH U
COeTMHEHNH 3BYKOB legato, a Ha OCHOBE XapakTep-
HOUM MHTEPBAIMKH® 1 0COOCHHO BHIPA3UTEIILHOM CO-
SIMHCHUY TOHOB B CKavKax (II0 CYTH, HHTOHHPOBa-
HUU B MOHUMaHUU AcadbeBa). UTo u nenaer TemMsl
xopoB TaneeBa 1100 0COOCHHO ApaMaTypriudHbIMH,
BBIPKAIOIIUMH JIEHCTBUE, JINOO — TIPH OTCYTCTBUH
WHTOHHPOBAHHS — «HEBOKAJILHBIMID», HEYTOOHBIMHU.
Bo03MOXHO, 3TO — OZIMH U3 KITFOYEBBIX MOMEHTOB JUIS
MMOHUMAaHUS My3bIKd TaHeeBa, OJHAKO MOXPOOHBII
pasroBop MO JAaHHOW mpobiemMe — Jeno OyayIiero.
B 3aknroueHue NpHUBENEM YIHMBUTEIBHO TOYHOE
BbICKa3bpiBaHue [IpoTomomnosa, mponuBaiomiee CBET
Ha IpUpONYy HMHTOHAaUMOHHOCTH TaHeeBa. «boib-
nas KOHIIGHTPUPOBAHHOCTh TEMaTUKU TaHeeBa
coobmraeT eif ToT 0000IEHHBIH BUJI, 32 KOTOPBIM
CKpBITa HETIOCPEACTBEHHAS YMOLIMOHAIIBHOCTD (3TO
W JaéT TOBOJ, HEKOTOPHIM KPUTHUKAM TOBOPUTH 00
OTCYTCTBHH SMOIMOHAILHOCTH B TeMax TaHeesa).
B 00001IEHHOCTH TEMATUKU CKAa3bIBAIOTCS OOIME
cBolcTBa ctwisi TaHeeBa, 4epThl, TOTOBBIE CTaTh
IKCIPECCUOHUCTHYCCKIUMHU. DTH YEPThl — MPEKIC
BCEr0 B MHTOHAIIMOHHOM CTPOCHUU TeM TaHeeBay
[7,c. 63].

Jymaercsi, 4TO BOCIIPUHUMATh ¥ PAHHUE XOPBI
TaneeBa Takxe clemyeT CKBO3b IMPHU3MY €ro 3pe-
JIOTO CTWJIA: 3TO My3bIKa KOMIIO3UTOPA, TOJBKO
HAauYMHAIOIIETO OCBAaMBaTh XOPOBOW JKaHpP, HO IO-
TEHIIMAIBHO YK€ TOTOBOTO €r0 paauKajbHO Ipe-
00pa3oBarh. 3a aCKETUYHOCTHIO (PaKTyphl paHHHUX
XOpOB CKPBIBAIOTCS M1yOoKHue (uocodckue uaen
W BBICOKAsl 3MOIMOHAIBHOCTh, KOTOPBIE MOTYT H
JIOJDKHBI OBIThH BBISIBIICHBI HCITOJTHUATEISIMH.
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! MBI HCTIONB3yeM MOHSTHSI «3ByYalleii» U «HE3BY-
yanei» My3bIKaJIbHOI MaTepuu B MoHUMaHuUu M. A. Ap-
kageeBa [1, c. 21].

2 O 3HAYUMOCTH PUTOPUUCCKHUX (QUTYDP JUTSL MY3bIKH
Taneesa cm.: [12].

* TlomoOHast «IMOAMEHA» KAPTHHON 0GOS BBIPAKEHHUS
JYLIEBHOTO COCTOSIHUS T€pOsi CBOMCTBEHHA, K MPUMEpY,
onepHoOil My3bike, uTo nmoameuaeT B. [[. Konen: «Ecnu
MEepBOHAYATIBHO T'epONYECKHE HHTOHAIUU B OIIEpe acco-
UHUPOBAJIIMCH B IIPSIMOM CMBICJIE C KapTHHAMU OUTBBI U
BOWHBI, TO TOCTENIEHHO OHW MpHOOpenn 000OMIEHHBIH
SMOIMOHAIBHBIN cMbICH. buTBa n 60prbda cTamu cuMBO-
JIOM U3BECTHOTO AYIIEBHOTO COCTOSIHUS» [4, c. 164].

4 Cp.: «Cro net npoiaét, cto jet; 3a0bITas MOTHIIA, /
Buepa 3apeitas, TpaBoro nopactém» (ITononckuit) u «Cro
JIeT POMAET, CTO JIET, CTO JieT NpoiaéT...» (TaHees).

> B maHHO#l MapTHType MHTOHHPOBAaHHE «HE3BYy4Ya-
IIEr0» MY3bIKAJIbHOTO BPEMEHH SIBJISIETCSI HEOOXOAMMBIM
ycloBUeM HcHoiHeHus. Tak, cuHKombl Ha ciaoBax «OH
TOp/A0 3aIIYMHUT BEPLIMHOIO TYCTOIO» BOOOIIE MOTYT
BOCIIPUHMMAThCA TaKOBBIMHU, TOJIBKO €CJIM CIIyIIaTenlb

OIIyIIAaeT KaK CUJIbHOE BPEMS MEpPBHIE M TPETHHU JIOJIU
TakToB (1. 7, T. 1 ¥ 2; Tak Ha3bIBACMBIC «BOOOpaKacMbIC
akteHte» 1o Y. B. Criocobuny).

¢ Ha 3naunmocts «dopmysisl Cyns0bi» B IpOU3BEIE-
Husx Taneesa ykaszsiBaeT U. O. Laxep [12, c. 24].

7 Peub HIET O MPOIECCE MHTOHUPOBAHUS B IOHMMA-
HUU AcadbeBa, HA3BIBAIONICTO MHTOHUPOBAHUEM «‘CO-
CTOSTHHE TOHOBOTO HAIPSDKCHUS , 00YCIOBIHBAONICE U
“pedb CIOBECHYIO” U “pedb My3BIKaJIbHYIO » [2, c. 269],
WUJIU TIPOLIECC «HEMPEPBHIBHOCTU IMOIMOHATLHO-TOIOCO-
BOT'0, TECHO CIIAssHHOTO C JIbIXaHUEM, ‘“TOHHOTO YCHIIHS,
HamnpsbkeHusl. HanpsiokeHue 3To oTpakaeT... HEeNmpephiB-
HOCTb MBILIUICHUS» [TaM xke].

8 B 4aCTHOCTH, TPUTOHA, «3TOTO “IbsIBOJIA” B MY3bI-
ke» [9, c. 116]. UurepecHo, uto b. JI. SIBopckuii, yue-
nuk C. M. TaneeBa, o0Ocyxian ¢ yuuTeneM BaKHEHIIUE
ACTEKThl CBOCH TEOPHUHM MY3BIKAJILHOTO MBINUICHUS.
B nuceme k TaneeBy ot 17 anpens 1906 rona SBopckuit
paccyxaaeT o TPUTOHE U €ro pa3pelIeHUd Kak OCHOBE
CTpOEHUs My3bIKanbHOU peun [14, c. 256]. HanmomHnwm,
41O XOpBI omyca 27 6butn co3nanbl B 1909 roxy.
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Crarbs ocBsiieHa Bonpocy uHTeprperanun counHenuid C. . Taneea st xopa 0e3 COPOBOXKAEHHS B paKypce Npo-
01eMaTHK! My3bIKaJIbHOTO BpeMeHU. OT/ieNbHbIe IPON3BECHHS PACCMATPUBAIOTCS C TOUYKU 3PEHHMS BBISIBICHUS B HUX
n300pa3nuTENBEHOCTH U BBIPA3UTEIBHOCTH. ABTOD CTaThbH CYUTAET, YTO XOPOBBIM COYMHEHUsIM TaHeeBa 06e3 cormpoBoXkIe-
HHS [IPUCYINA HE CTOJIBKO H300pa3UTENBbHOCTS caMa Mo cebe, CKOIbKO e€ cBoeoOpasHas Moxu(uUKalys, BEIpaXKCHHAS Ha
KaueCTBEHHO HOBOM YPOBHE: JIaHHOE SIBJICHHE IMPE/IaraeTcsi yCIOBHO HA3BaTh «00O0OIIEHHON M300pa3UTEIbHOCTHION.
Jlanee B TeKCTe CTaTbU PACKPBIBAETCS 3TO MOHATHE U PUBOJITCS COOTBETCTBYIOIIHME TPUMEPHI U3 XOPOBBIX COYMHEHHUN
TaneeBa 0e3 conpoBokieHUs. Bo3MOXKHO, IOOOHBII OAX0 IOMOXKET MOTEHIMAIBHBIM HHTEPIPETATOPAM XOPOBBIX
npou3BeeHuid TaHeeBa OCMOTPETh HAa HUX TIO-HOBOMY U YBHETb HE IPOCTO «yUEHYIO», CIIOKHO HAIIMCAHHYIO, (haKTyp-
HO Neperpy>KeHHYI0, — a MOUIMHHO I'YMAaHUCTUYHYIO, STHYECKH 3HAYNMYI0, a TNIAaBHOE — YAUBUTEIILHO KPACHBYIO MY3BIKY.

Karouessie cioBa: C. U. Tanees, xopsl TaneeBa, XopoBasi My3bIKa a cappella, THTEpIIpeTalys XOPOBOH MY3BIKH,
N300pa3UTENBHOCT B MY3bIKE.

Concerning the Issue of Interpretation of Sergei Taneyev’s Choral Music ———

The article is devoted to the question of interpretation of the compositions of Sergei Taneyev for chorus a cappella
in the perspective of the problematics of musical time. Certain compositions are examined from the point of view of
revealing the elements of depiction and expressivity in them. The author of the article believes that Taneyev’s choral
works a cappella are endowed not as much with expressivity per se as with its particular modification, expressed
on a qualitatively new level: it is suggested to call the present phenomenon conditionally “generic depiction.”
Further on, the text of the article discloses this concept and cites corresponding examples from Taneyev’s choral
compositions a cappella. It is possible that this kind of approach may help potential interpreters of Taneyev’s choral
compositions look at them anew and observe not merely “scholarly,” complexly written and texturally luscious — but
genuinely humanistic, ethically significant and, most importantly, remarkably beautiful music.

Keywords: Sergei Taneyev, Taneyev’s choral works, choral music a cappella, interpretation of choral music, depiction
in music.
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ANAAEKTUKA MOHYMEHTAABHOCTHN U MHTUMHOCTH
B XXAHPE ORCHESTERGESANG 3T OXMU FIN DE SIECLE

poOiieMa COOTHONICHHUS KaTeropuii Mo-

HYMEHTAJIBbHOCTH W HWHTHUMHOCTH JIEXKHUT

B KOpHE camoro xaHpa Orchestergesang'
snox# fin de siécle’. C omHO#t CTOPOHBI, OPKECTP B
KOJIODUCTHYECKOM IIJIaHE OTKPBIBaN OOIbINE BO3-
MOYKHOCTEH JUIs1 KaHpa IIECHU, a C IPYTOi CTOPOHBI,
OJHOBPEMEHHO BBITECHSII KAMEPHOCTD MCIIOIHEHUS
— Ka4yeCTBO, HEPA3PBIBHO CBA3aHHOE C CAMHM ITOHS-
tieM necHu. O0o3HaueHHas NpoOjieMa BO3HUKIIA
y’K€ B TOT MOMEHT, KOT/Ia MTOSIBIINCH TIEPBbIE OpKe-
crpossie nepenoxenust Klavierlied (30-e rompr XIX
BeKa) W Korma cam xaHp Klavierlied, n3nadanbHO
MpeJHa3HaYeHHbBIN ISl JOMAIIHET0 MY3HIIPOBa-
HUS B TECHOM KPYT'y CIIyIIaTeNIeld, BO BTOPOM I0JIO-
BrHe XIX Beka, IPOHUKHYB B IyOIHMYHBIA KOHIEPT,
Hayan yTpauuBaTh KaMepHOCcTh. Kak cienctsue, B
OPKECTPOBBIX MEPEIOKEHUSIX HHTUMHOCTD HCIIOJN-
HEHHSI CMEHWJIACh MOHYMEHTAIBHOCTBIO, J1a U CaM
JKaHp TEeCHU OTJNAIMJIICS OT CBOMX, Ka3aloch OBl
MMMAaHEHTHBIX 3CTETHYECKIX HOPM.

[pocnenum, kakue mpeoOpa3oBaHUs >KaHpa
MECHU JlerHu B OCHOBY Orchestergesang 3T0XU
fin de siecle.

— V3meHsieTcs HampaBI€HHOCTh WCIOJIHEHHUS:
HaMu4Yhe MyOJUKHA CTAaHOBHUTCS OCHOBOIIOJAraro-
M (aKTOPOM HCIIONHEHUS TIECHU C OPKECTPOM.
ToBops cnoBamu K. [Jlanbxaysa, «ciymiarenu Oa-
JaJbl HEOThEMJIEMBI, IECHU CIy4ailHbD» (IMT. 1MO:
[10, S. 441)).

— DCTEeTUYECKOe COOTHOIIEHHE MEX Ty MEBIIOM
Y COTIPOBOXKJICHHEM M3MEHSETCS B CTOPOHY PaBHO-
IIpaBusl KOMIIOHEHTOB OPKECTPOBOM mecHU. Takoe
pacnpeneneHue pojed NPUHUUIIHAAIBHO OTInWYa-
€TCsl OT COOTHOIICHHS, XapaKTEPHOTO /IS MECHU
Hauyaja XIX Beka, ujeana ctwis Biedermeier, Te
MIPEBBIIIE BCETO IEHWJINCh WHTUMHOCTH, cOanaH-
CHUPOBaHHOCTh NPOMOpIHUi 1 Tipoctota hopm. [Ipu
WCIIOJTHEHNWH TaKOM MECHU MeBell MpeacTaéT B Ka-
YECTBE JCTETUYECKOTO CYOBEKTa, OJHIIETBOPSIO-
HIETO MY3bIKaJbHO-Hpuueckoe A. DoprenranHbiii
AKKOMITAHEMEHT, HAIpPOTHUB, HE MOXXET BBICTYIIATh
KaK 3CTETHUYECKU CAMOCTOSITEBHBIA CYOBEKT, JaKe
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€CJIN COJEPKUT OCHOBHBIC TEMBI MECHH. MexIy
TeM, yxke B TBopuecTBe @. lllybepra u P. llymana
(dopTenuanHoe CONPOBOXKACHUE OTCTAWBAET €CIH
HE PaBHOIPABHYIO TEBILY, TO 3HAYUMYIO U OTHOCH-
TEJILHO CaMOCTOSTEIbHYIO MO3UIHI0. BHenpenue
e OpKECTpa MPUBEIIO K BCECTOPOHHEH MOopHKa-
UK 3CTETUYECKOTO COOTHOUICHHUSI MEXIY MEBIIOM
1 COTIPOBOXKJICHHEM, TaK KaK caMo I10 ceOe HaTuue
OpKecTpa OTKIIOHSIET MPETEH3HI0 HAa BTOPUYHOCTD
WHCTPYMEHTAIBHOW TTApTHH.

— Konopucruueckre BO3MOXKHOCTH OPKECTPOBO-
IO COMPOBOXKACHHS Pa3PYIIAIOT XapaKTePHBIA ISt
MIECHU TIPUMAT €JIMHCTBA 3ByKa, HACTPOCHHS U BBI-
paxenus gyBcTBa. ComtacHo P. JIymcy, opkecTpoBoe
CONPOBOXKIICHUE TauT B ceOe OMacHOCTh JUIS JINPH-
YeCKOT0 TEKCTa, TAK KaK «BO3HUKACT pa3lipakarolee
HECOOTBETCTBUE MEXIY HHTUMHOCTBIO COIEPKAHUS
Y CHJIOH HCIIONBb3YeMbIX 3BYKOBBIX CpeacTB» [17,
S. 237]. BuauMo, MHTYWTHBHO YYyBCTBYSI HECOOT-
BETCTBHE OPKECTPOBBIX AP(PEKTOB UHCTON JHPHKE,
KOMITO3UTOPEI Opajii 3a OCHOBY TEKCTBHI TPEHMY-
IIECTBEHHO TMMHUYECKH-BO3BBIIICHHOTO U Oauiaji-
HO-JIpaMaTHYEeCKOT0 COJIEP)KaHuUs, MO0 HapOIHBIHA
snoc (A. pon Apaum u K. bpenrano).

JlnajekTnka MOHYMEHTaJbHOCTH W WHTUMHO-
ctu Orchestergesang 3aKIIIOYaeTCsl BO B3aHMMOJCH-
CTBHU CYIIHOCTHBIX CBOWCTB, 3aMMCTBOBaHHBIX Y
TOTO WJIM MHOTrO *aHpa. HecinyyailHo caMo NOHS-
tue Orchestergesang cnoxwmiock u3 Orchester n
Gesang. llepBoe CI0BO HEMOCPEACTBEHHO CBSI3aHO
C aHpaMH CUM(POHUYECKON MY3BIKH, a BTOpOE —
KaHpaMU BOKaJIbHOW MY3BIKH, B YacTHOCTH Lied,
apuen, JpaMaTU4YeCKOM CIIEHOW, pPEeYHUTATHUBOM.
Cumdonuueckne U ornepHbie GOpMbI TEHEPUPYIOT
MOHYMEHTAJILHOCTh Orchestergesang, ToTaa Kak
Lied «oTBeuaeT» 3a HHTUMHOCTb.

OcraHOBUMCS HA CUM@OHUU KaK OJHOM H3
uctokoB Orchestergesang. Bnusaue cumpoHUU U
e TIPOM3BOJHBIX BBIPAKAETCS, NPEKAE BCEro, B
cuM(OHM3AIMN JKaHPa IECHH, YTO HAOIIOAAeTCS
MIPaKTUYECKHN Y Bcex co3pareneii Orchestergesang.
B oTIenbHBIX Cltydasx clieyeT TOBOPHUTH O CIHSHUM
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oboux xanpoB: «Ilecusb o 3emue»? («Das Lied von
der Erde») I. Manepa, «Jluprueckas cumdoHus»
(«Lyrische Symphonie») op. 18 A. Ilemmunckoro.
[ToxazarenbHa B 3TOM OTHOIICHNH U CTPYKTYypa yKa-
3aHHbIX npousBeneHuil. Illects yvacreir «IlecHu o
3eMIIe» — 3TO (PaKTHUECKH IMECTh OPKECTPOBBIX ITe-
CEH, TI0 TPU Ha Kaaeli rooc (Ne 1, 3, 5 ucnomnas-
eT TeHop, Ne 2, 4, 6 — anb1/0apuToH). «JIupuueckas
cuM@OHUS» cocToUT U3 cemu yacteit (Ne 1,3, 5u 7
ucnonHser 0aputoH, Ne 2, 4 u 6 — conpaHo).

CuMmpoHMs HAKIAABIBAET HAa OPKECTPOBYIO
MIECHIO OTIEYaTOK MOHYMEHTAJHHOCTH — KayecTBa,
HEOOXOMMOTO JUIsI O3BYYHMBAaHHUS OOJBIINX 3aJI0B
myOnuuHbIX KoHLEpToB. Kak cnenctBue, Orchester-
gesang CTAaHOBUTCS KPYITHOMACIITaOHBIM COYH-
HEHHEM, 10 BPEMEHH 3BYYaHHS HE YCTYMAIOIINM
cumponnu. Tak, Hanpumep, NPOJOIKHTEIHFHOCTD
«Ilecuu o 3emme» — 6omnee 60 MunyT, «JInpryeckoit
cumponnm» — 6omnee 40 MuHYT. UTO *KE Kacaercs
OOJNIBIIMHCTBA OPKECTPOBBIX TIECEH, TO BpPEMS HX
3By4aHUs KoebeTcs MpHOIN3UTENFHO OT 5 MUHYT
JI0 YETBEPTH Yaca, YTO COOTBETCTBYET IMPOAOJIKH-
TEJBHOCTH 3BY4YaHUS CUM(OHHYECKON Mo3MBbI. Ta-
KOBBI, B YaCTHOCTH, OpKecTpoBble necuu P. Illtpay-
ca, KOTOpbIE aleJUTPYIOT K CUM(POHHUYECKOH ModIME
TaKKe W O NPUHIUIAM pPabOTBI C TEMAaTHU3MOM,
mpuéMaM pa3BUTHS MY3BIKaJIHHOTO MaTepuaia, Ti-
TOTEHHIO K COHATHOCTH, MO AYXy U 3MOIHMOHANb-
HO-00pasHoMy conepkanuto. K mpumepy, op. 33
Ne 1 «O6onbmienue» («Verfiihrungy), Ne 4 «Vrpen-
Hsis ecHs muurpumay («Pilgers Morgenlied»).

MonymenTtainsHOCTh Orchestergesang TIpOsB-
JIieTCSl TaK)Ke B HMCIIONB30BAaHUM KOMITO3UTOPAMU
OOJILIINX U CBOCOOPA3HBIX OPKECTPOBBIX COCTABOB.
Becbma nokazarenex B 3toMm cmbiciie P. IllTpayc. B
niecHe op. 44 Ne 2 «Hounast porynkay» («Nachtlicher
Gang») KOMITO3UTOP MAaCTEPCKH BOILIOMIAET 3BYKO-
BYIO KapTHHY CTPAIIHBIX HOYHBIX BUACHUI 3a CUéT
00IBIIIOTO OPKECTPOBOTO BCTyIUIeHUS (12 TakTOB),
pa3BépHyTHIX uHTepmoauii (15—18 TakToB) m 3a-
KkiodeHus (28 taktoB). OrpoMHBIN OpKEeCTp MOA-
POOHO HILTIOCTPUPYET KKIYIO JETalb: XOp MepT-
BEIIOB B CKJIENE, TPECK 3UMHETO JibJIa U IUKUH JIaid
37MoBemuX aackux mncos. CocTaB opkecTpa BIedar-
JISIeT HE TOJBKO HAIMYHEM OONBIION TyXOBOH Ipy-
TbI, HO ¥ OOMJIHEM YIapHBIX HHCTPYMEHTOB’.

[lo xonmmyecTBY WHCTPYMEHTOB HE YCTyHaeT
[rpaycy u X. Ildumaep. Qs cBoero counHeHHs
«'HOM» («Die Heinzelménnchen») op. 14 xommo-
3UTOP HCHONB3YeT PACHIMPEHHYIO TPYMIly IyXO-
BBIX HHCTPYMEHTOB, ap(y’. OOpariM BHUMaHHE Ha
uukn «llecan xomokomay («Glockenlieder») op. 22
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M. IwinuHrea, 3ByKOBYIO MATUTPY KOTOPOTO OIpe-
JIETSIIOT, TIOMUMO O0sI3aTeNIbHBIX MHCTPYMEHTOB,
TamTam, YeliecTa, KOJIOKOJIBIUKH, TPEYTOIBHUK, apda.

Bnusinue cuM(OHUYECKON My3BIKH pacipo-
CTpaHWIOCh M Ha (haKTypy, THe MPOCMaTpHBaETCS
TEHJICHIIUS yX0Jla OT TOMO(QOHHO-TAPMOHUYECKOTO
ckiana Lied B cTOpoHY OIUGOHU3AINN OPKECTPO-
Boil maptuu. Kak cnencreue, (oprenuaHHbie pe-
JIAKIIMH OPKECTPOBBIX TIECEH TPeOYIOT OT MUAHKUCTA
OTIpeIeTIEHHBIX TEXHUYECKUX H CITyXOBBIX HaBBIKOB.
Hanpumep, op. 124 u op. 136 M. Perepa B ux dop-
TEMUAaHHOM BapuaHTe CTAHOBATCS AJIS MHAHKCTA
MPAKTHYECKN «HeurpaeMbiMm». [lo oTHomeHno
OpKECTPOBBIM TecHAM Perepa 1enecoob6pa3Ho ro-
BOPUTH O BJIMSHUHM OPraHHON MY3BIKH, YTO OTYET-
JMBO MPOCMAaTPUBAETCSI IMEHHO B (hOPTEITUAHHBIX
MEPEJIOKEHUX. BacoBBI ToJIOC 3a4acTyl0 UMEET
CBOIO MEJIOJUYECKYIO JIMHHIO, KOTOpasi B OPraHHBIX
COYMHEHHAX TOpY4YeHA MApPTHH, WCIOIHIEMOH Ha
HOXKHOU KiaBuarype (cM. mpumep Ne 1).

OO6parumMcst K omnepHbIM uctokam Orchester-
gesang, a IMEHHO: K apuu U Opamamuieckoll cye-
He. IloHsTHE OmMEpPHl KOHTPYSHTHO IMOHSTHIO CIIe-
HUYECKOTO JICHUCTBHSA, e MyOIHKa SBISICTCS €ro
HEOThEMJIEMON cocTaBistome. Beixon xanpa
TIECHHM 32 TIPEJIeIbl CAIOHHOTO 3BYYaHUs TPeOOoBa
onpenenEHABIX MPeoOpa3oBaHU B BHUJIC HATUIHS
OpKecTpa W YCJIOXHEHHS BOKAJIBHOW MapTuu (CM.
npumep Ne 2). V3MeHseTCS U CTHIIb UCTIOTHEHUS
IIECHU B CTOPOHY IICHXOJOTMYECKH 3a0CTPEHHOMI
JIeKJIaMalliy, YTO CBSA3aHO C BO3JIEHCTBUEM ONIEPHOM
pedopmer P. Barnepa. OnHako cymectByer QyHza-
MeHTanbHoe oTnuue Orchestergesang oT ONEPHBIX
’)KaHpoB. B omnepe BOKaJbHBIN TOJ0C MPaKTUYECKU
BCerJa JOMHHHUPYET HaJ opkecTpoMm. HampoTtus, B
Orchestergesang BOKaJIbHOE W MHCTPYMEHTAIBHOE
Hadajga CHUHTE3UPYIOTCS, W UYEIOBEYECKHH T0JI0C
CTAHOBHUTCS YYaCTHHKOM 3BYYaHHS OONBIIOTO HMH-
CTPYMEHTAJIFHOTO TMOJIOTHA, HEPEeOKO OTCTauBas
CBOIO JINAMPYIONTYIO TTO3UITHIO.

Kak Obpuio cka3aHo BBIIIE, KOMIIO3UTOPHI,
MIPUBEPKEHHbIE MOHYMEHTAJIBHOM OPKECTPOBOMH
MecHe, BRIOUPAIOT MO3TUYECKHE TEKCThI TMMHUYC-
CKH-BO3BBIIIEHHOTO W OaiagHo-apaMaTHIeCcKo-
ro coaepxanud. be3ycioBHO, TNepBEHCTBYIOIIEE
MOJIOXKEHHE B 3TOM cMbiciie 3anumaetr P. [rpayc.
ITo crnoBam I. Jlanysepa, HaunHas ¢ ero «l'umHa»
(«Hymnusy), «HanricanHoro Ha pyoexe 1896/97 ro-
JTOB KaK TPEThsI OPKECTPOBas MeCHs ormyca 33, a Tak-
e U ¢ 00eHX OpPKeCTPOBBIX MeceH omnyca 44, “Hok-
TiIopH” (emens) u “Hounas nmporynka” (Prokkepr),
Bo3HHKIINX B 1899 roxy, lltpaycom dopmupyercs
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MOJIeJIb THMHHYECKOTO WM JPaMaTHIeCKOro THIIA
Orchestergesang, KoTopas CTaHOBHUTCS BEIyIICH,
[JIaBHBIM 00pa3oM, JJis HOBO-HEMENKOH MIOHXCH-
ckoii mkoibl’» [10, S. 448]. Dra ke MOJIEIb JSKHUT
B ocHoBe «Ilecen xonokona» («Glockenlieder») op.
22 lunrHTCca Ha CII0Ba MIBEUIIAPCKOTO T03Ta, Ma-
crepa snuueckoro xanpa K. llInurrenepa, a Takxke
«I'mmua mo6Bm» («Hymnus der Liebe») op. 136 Pe-
repa Ha cjoBa Hemenkoro noara JI. Slko6oBckoro.

Kareropuss wnTHMHOCTH B Orchestergesang
CBsI3aHa, TPEKAE BCETO, C HACIENOBaHWEM TPaIH-
it Lied. «llecHu CTpaHCTBYIOIIETO MOIMACTEPhSD)
(«Lieder eines fahrenden Gesellen») Masnepa mpo-
JOJDKAIOT TPAAWIK BOKaIBHBIX muKiIoB LllyGepra
u llymana. MHorue ucciienoBareid, B 4YaCTHOCTU
I1. Pesepc u I. Mop [19; 18], mpoBoasaT Temarude-
CKH€ U MHTOHAIMOHHbIe napamienu «llecen» Marne-
pa ¢ mukiaamu «IIpekpacHas menbHuunxa» («Schone
Miilleriny) n «3umawMIH Ty THY (« Winterreise») LLIybep-
Ta (cM. pumepbl Ne 3a, 3b, 4a, 4b). ApkumM npruMepom
MPEEeMCTBEHHOCTH TPAJHLINA POMAHTUKOB MOYKET I10-
ciyxuth 1 nuki u3 24 necen O. HIéka — «Omerus»
(«Elegie») op. 36. Onnako umenHo Maep B «IlecHsx
00 ymepmux aersax» («Kindertotenlieder») u ITecHsax
Ha cruxu Prokkepra® («Riickert-Lieder») mpuxomur
K KaMEpPHOW HMHTUMHOCTH, aOCOJIOTHO HOBOW JUIS
OPUTHHAILHOTO JKaHpa OpKeCTPOBOM TecHU. UToObl
BOCIIOJIHUTH TIPHCYIIee TIECEHHOMY >KaHpy Ka4ecTBO
WHTUMHOCTH, YTEPSIHHOE HEMEIKOH IIIKOJION Ieproia
Barnepa u pyOexa BEKOB, KOMIIO3UTOpP HCKIIIOYaeT
W3 CTaHIAPTHOTO OPKECTpa HEKOTOpBIE TPYMIIbI MH-
cTpymMeHTOB. Ha3oBeM MHIMBH/TyaIbHYIO OPKECTPOB-
Ky mecHu «S1 BOpIXai HexHbIH apomar» («Ich atmet’
einen linden Duft») Maiepa, 4to npezacrasiser co0oi
MPUMEp €TO CTPeMJICHHS K YHCTHIM TeMOpam, He Xa-
PaKTEPHBIM ISl YIIOMSHYTO#H BBIIIE HIKOJIbL.

Hnst coznanust armocdepbl HHTUMHOCTH BaXK-
Has W, BEPOSTHO, Jja’k€ OCHOBOIIOJIATAIONIAS POJb
oTBeZieHa moaTnyeckoMy TekcTy. Ctuxu . Prok-
KepTa, HaIIe e My3bIKaJIbHOE BOIUIOIICHUE B 1IN~
kie «Ilecan 06 ymepiux aetsix» Masepa, IBUITUCH
BBIP@XXEHUEM JIMYHOTO TOPSI MO03Ta, MOTEPSIBILETO
IByX aetell. Takum o0pa3om, TEKCT MECHH JTOJIKEH
OBUT OTpa)kaThb HEKYIO0 JINYHOCTHOCTb, XPYNKOCTh
mupa denoBeka. ConepkaHue MOITHYECKOTO TEK-
CTa PacKpBIBAJIOCh MMOCPEICTBOM HHTOHAIMOHHOMN
JleTau3alnyy BokasibHOU naptuu. K npumepy, Ma-
Jiep WCTONb3yeT B IMKJIE COOTBETCTBYIOIIME Ha-
CTPOEHHUIO OAPOYHBIE PUTOPUYECKHE (PUTYPHI, TEM
CaMBIM yIITyOJIsisi cMBICH CTHXOB Piokkepra. Bo Bpe-
Msi paboTel Haa mukiIoM JeroMm 1901 roma Manep
aKTHBHO HM3y4ala TBopuecTBO baxa. Kak cooOmaer
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Haranu baysp-Jlexnep, nutupys cioa Manepa:
«W BBIpa3UTh HETB3s, KakK 51 BCE Ooublie U OObIIe
yaych y baxa (momo6HO cupsimieMy y HOT €ro pe-
0EHKY): BeZlb MO OT PUPOXBI JaHHBIH MHE METO]
pabotel — GaxoBckuit!»!'® (umt. mo: [19, S. 101]).
OT0 OOBACHSAET HAJUYNE HE TOJIBKO PUTOPHUECKUX
¢uryp, HO U MPUHIUTIOB TMOJIU(POHUIECKOTO MMHCH-
Ma BO BCEM 1uKiIe (cM. mpuMepbl Ne 5, 6a, 6b).

Obpamasch K TUaIeKTHKe MOHYMEHTAIbHOCTH
W MHTHUMHOCTH, TOAYEpKHEM, 4YTO OHa Hambosee
APKO TPOCIEKUBACTCS HA YPOBHE JApamarypruu
Orchestergesang. Tak, ceMpb dactelt «JIupudaeckoit
cumboHnm» LIeMINHCKOTO BBICTPOEHBI MO MPHH-
UMY JABHXKCHUS OT CHUM(OHHYECKOH MOHYMEH-
TaJbHOCTH K BOKAJIbHON HHTUMHOCTH, COXpaHSA
CBOM MOIJTMHHO OPKECTPOBBIN 00HK. Mconnenue
JAHHOTO COYMHEHHUS HEBO3MOXHO IPEJICTABUTH B
€ro KaMepHoM (OopTenraHHOM BapHaHTe. Bmecre ¢
TEM Helb3s HE COIIaCUThCS ¢ JlaHy3epoM, KOTOPBIi
CUMTAJI, «4TO TOJBKO I'ycTaBy Manepy yaanoch, Kak
B OTJENIbHBIX CBOUX MTPOU3BECHUSIX, TAK U BO BCEM
CBOEM TBOPYECTBE, TUAICKTUYECKH PAa3BUTh U pe-
aIM30BaTh OCHOBOIIOJNIATAIONIEE NIl OPKECTPOBBIX
[I€CEH COOTHOIIEHNE HHTUMHOCTH U MOHYMEHTAaIIb-
Hoctm» [10, S. 449].

Tak wnn vHade, ormopa Ha MOHYMEHTAJbHOCTh
B OPKECTPOBOH IEeCHE TPOSBISIET cedsl KaK JOMU-
HaHTHBI IIPU3HAK, KOTOPBIM CTAHOBUTCS Xapak-
TepHbIM 151 Orchestergesang smnoxu fin de siecle.
HUcxons u3 3TOT0, MBI IIpEJIaraeM KJ1acCH(QUKAIIIO
Orchestergesang, COCTaBIEHHYIO IO MPHHIHUITY
yObIBaHHA KaueCTB MOHYMEHTAJIbHOCTH W TIpE-
CTaBJICHHYIO HanboJiee ToKazaTeIbHBIMH 00pasiia-
MH COUYMHEHUH:

1. llecnu-cumeponuu: T. Manep, «IlecHb 0 3eM-
ne»; A. LHemnuackuit, «Jlupudeckas cuMpoHUs».

II. Opkxecmposgvie necmu cumHUYECKU-B036bi-
wenHo2o U 0OanIa0HO-OPaAMAmMu4ecKoco cooep-
arcanus: P. tpayc, op. 33, op. 44, op. 51, op. 71;
M. IHwumnuare, «llecam komokoma» op. 22;
X. ¢wumnep, «I'mom» op. 14; M. Perep, op. 124,
op. 136; A. lI&u6epr, «lllecth OpKeCTPOBBIX Tie-
cen» («Sechs Orchesterlieder») op. 8.

III. Opkecmposvie nechuu unmumHoz2o codep-
arcanus, no oyxy oauskue Lied: I. Manep, «llec-
HU CTPaHCTBYIOLIETO MoaMacTepbs», «llecHu 00
yMepmux AeTsax», llecHn Ha crtuxu Prokkepra;
P. Hlrpayc, «Yerpipe mocimemamx mecHm» («Vier
letzte Lieder»); O. Lllék, «DOnerus» op. 36; A. Be-
OepH, «Yetbipe ecHn» («Vier Lieder») op. 13.

B otnensHyro rpynmny npou3BeaeHU BBIACINM
Opkecmpogvle necHu KAk 4acmu UHLIX BOKANb-
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HO-CUMPOHULECKUX IHCAHPOS, TIE B3AUMOJICHCTBUEC
CBOWCTB MHTUMHOCTH U MOHYMEHTAJILHOCTH OpKe-
CTPOBOI1 MIECHU MTOTYUHEHO JIOTUKE U JPaMaTypruu
npom3BeAeHU wHOTO *)aupa: 1. Manep, «Hebec-
Has xu3Hb» («Das himmlische Leben») u3 Cuwm-

¢onun Ne 4, «Tpu anrena nenm» («Es sungen drei
Engel») n3 Cumdonnn Ne 3, «IlepBo3ganHbIi cBET»
(«Urlicht») n3 Cumdonun Ne 2; A. IlIénoepr, «Ilec-
uu ['yppe» («Gurre-Lieder»); ®. Tunuyc'!, «Mecca
xu3Hu» («A Mass of Lifey).

< MPUMEMAHUA (<

! Gesang B miepeBojic Ha PYCCKHIA SI3BIK O3HAYACT Me-
Hue, necrs. boree mogpoOHBIN aHamu3 xkanpa Orchester-
gesang TIPEICTABIICH B cTaThe aBropa: [5, c. 108—-109].

2 OT JNIaTMHCKOTO finis u saeculum — koHer| Bexa. Kax
KyJBTYpOJIOTUYECKOe MOHATHE fin de siecle o6o3HadaeT
TIEpUOJ B XyoxkecTBeHHOH KyinbType 1880—1900-x romos.

3 3;ech U Jasee mepeBojl aBTopa CTaThu.

4 «IlecHb 0 3emie» KaK OPKECTPOBYIO TIECHIO pac-
cmarpuBator J. Kpeiisurr [14, S. 305-306], I. Hamyzep
[10; 11], I. Pemmmx [1, c. 299], K. Kanr [13, S. 110-116],
IT. PeBepc [19, S. 112], K. JIu I'enpu [15, p. 152]. 3aua-
CTYIO MCCIIEAOBATENH, B YaCTHOCTH JlaHy3ep, yKa3pIBaloT
Ha CHHTE3 )KaHPOB OPKECTPOBOI NiecHH U cuMdonnu. Kak
cuM(poHNIO TaHHOEe counHeHne TpakTyroT I1. Bekkep [9,
S. 313], K. bapcona [1, c. 299], C. Xamrep [12, S. 260].

5 Tak, B cocTaB OpKeCTpa BXOIAT: 2 (IeHTHI-ITUK-
KoJo, 4 (ieiThl, 2 T000s, aHTIIMHCKUI POXKOK, 3 KIap-
HeTa, 2 (arora, xoHTpadaror, 6 BamTOpH, 4 TPYOHI,
3 TpomOoHa, TyOa, TUTaBpHI, OonbIION OapabaH, Tapen-
KM, TaMTaM, KaCTaHBETbI, KHYT-XJIOIyIIKa, KCHIO(OH,
apda, 12 ckpumnoxk I, 12 ckpunoxk II, 8 ansros, 8§ BUOIOH-
4enen, 8 KOHTpabacoB.

¢ Cocras opkecrtpa: 3 GueiTsl, 2 ro60s, AHIIHHCKUIA
pOXOK, 2 KiapHeTa, Oac-knapHer, 2 darora, kKoHTpada-
r0T, 4 BaNTOpHHI, 3 TpyOHI, 3 TpoMOOHA, TyOa, TUTABPHI,

Manblii  GapabaH, Tapesikd, TPEYrojbHUK, KCHIO(OH,
apda, ckpunku [ u 11, anbTel, BUOTOHYENH, KOHTPAOACHI.

7 Spkue npeacTaBuTeNM MIOHXEHCKON IIKOJIBI,
mo Hanysepy [10]: M. lmwmmuare, 3. don Xayserrep,
B. Kypayasbe.

8 imetotcst B Buy ciemyronue counnenns: «He ms-
i MHe B ecHm» («Blicke mir nicht in die Lieder»), «51
BIBIXaJl HeXHBIH apomar» («Ich atmet’ einen linden Dufty),
« norepstn mis mupa» («Ich bin der Welt abhanden
gekommeny), «B nomHoub» («Um Mitternacht»). Ilec-
Hs1 «Ecmu moOumbs Tel 3a kpacoty» («Liebst du um
Schonheit») He otHOcuTes K kaHpy Orchestergesang.
E¢ opkectpoBka Obiaa BeimoHeHAa M. don ITyrTmMaHoM
B 1910 rony. Ilpu nyOnuxanuun (oprernuaHHOl penak-
LMK TI9Th NIeCeH Ha CTMXU PlOKkepTa BMecTe C IMEeCHs-
M «3ops» («Revelge») u «ManeHbkuii 6apabaHIIMK»
(«Tamboursg’sell») Bouwm B cOopHuk «CeMb HeceH 1o-
cennux iem» («Sieben Lieder aus letzter Zeity).

? KOMIIO3UTOp HCMONB3yeT CIEAYIOUINI COCTaB:
¢uteiita, rodoi, kiapHert, 2 ¢arora, 3 BaITOPHBI, Yelre-
cta, apda, CKPUIIKH, ajIbThL

103nech u manee nepeson O. ['eHHeOepr.

1 ®. Jlunryc — KOMITIO3UTOP aHIIAICKO# mIKoJbl. B
JITAHHOM Clly4ae ero COYMHEeHne MPUBEICHO Kak oOpaser]
OpKECTPOBBIX MECEH IT0J0OHOT0 COCTABA.

<~ HOTHbIE INMTPUMEPBI “<>
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AMarekTMKa MOHYMEHTaAbHOCTM M MHTUMHOCTH
B )xaHpe Orchestergesang snoxm fin de siécle

[MosiBnenue nepBbIx opkecTpoBbIX Nepenoxkennit Klavierlied mosneksio 3a co0oii kauecTBEHHBIE TIPE0Opa30BaHMS KaHPa
TIECHH, KOTOpBIE JIeru B ocHOBY Orchestergesang — >kaHPOBOM pa3HOBUIHOCTH OPKECTPOBOM IIECHH, CIIOKUBILEHCS HA
pybexxe XIX—XX BekoB M craBuIel sSpKUM NpeacTaBuTeneM 3moxu fin de siécle B My3blkanbHOM HCKyccTBe. B omope
Ha 3TUMoJIOrHI0 camoro cioBa Orchestergesang, a Taxke Ha OCHOBaHWM aHanu3a counHenuid P. Illtpayca, I. Manepa,
A. Lemimnckoro, M. Hlmwmnuarca, X. [IpuiHepa u Apyrux B crarbe paccMaTpuBaeTcst MpsiMasi 3aBUCUMOCTD HCCIIeTye-
MOT0 SIBJICHUS OT CHM(OHNYECKON 1 BOKJIBHOW MY3BIKH, YEM OIIPEICIISIOTCSI TaKKe CTHIIeBbIe cBolcTBa Orchestergesang,
KaK MOHYMEHTAJIBHOCTH JIM0OO MHTUMHOCTH. KadectBo MoHymeHTansHOCTH Orchestergesang oOycCIIOBICHO CBS3BIO C
cuM(pOHHEH U e€ IPOU3BOJHBIMY, a TAKXKE C ONEPHBIM XXaHpOM. BimstHue cumMdoHuy NposiBisieTcss B CUM(pOHHU3AINN
JKaHpa TeCHH, YTO BBIpakaeTcs B (hOpMOOOpa30BaHHM, MPUHLIMIIAX PAOOTHI ¢ TEMATU3MOM, HondoHu3anun (HaKTypsl,
TIPOAOJDKUTENILHOCTH 3ByYaHUsl, HCTIONB30BAaHNH OOJIBIINX OPKECTPOBBIX cocTaBoB. CBsizk Orchestergesang ¢ onepHbIMU
(hopMaMu OTMeYeHa BBIXOJIOM JXKaHpa IECHH 3a MpeJIesIbl CAJIOHHOTO 3By4YaHHsl, HAJIMYMEM OPKECTPOBOTO COIIPOBOXKIE-
HUSI, YCIIO)KHEHHEM BOKAJIBbHOM NMapTuH, N3MEHEHHEM CTHIISL HCIIOJTHEHHSI B CTOPOHY NICHXOJIOTHYECKH 3a0CTPEHHOM Jie-
knamanuy. Kagecto naruMHocTy B Orchestergesang, mpesx/ie BCero, CBsI3aHO ¢ HacleoBaHueM Tpaauimii Lied, uem 00-
YCJIOBJIEHBI BHIOOP MOITUYECKOTO TEKCTA JIMPUUECKOTO COZIEP)KaHMUS, a TaK)Ke MHTOHAMOHHAS JICTaTM3alHsl BOKAJIbHON
rapTum 1 cBoeodpasue opkecTpoBku. Kiaccupuxamus Orchestergesang smoxu fin de siecle moctpoeHa 1o yobIBaHHIO
KayecTB MOHYMEHTAJILHOCTH U IPEJICTaBlIeHa HanboJee MoKa3aTelIbHbIMUA 00pa3aMy COUMHEHHUH.
Kiroyebie cioBa: My3sika ABctpun u ['epmannu, Orchestergesang, opkectpoBas necHs, fin de siecle.

The Dialectics of Monumentality and Intimacy
In the Genre of Orchestergesang of the Fin de siécle Epoch

The appearance of the first orchestral transcriptions of the Klavierlied brought along a qualitative transformation of
the genre of the song, which lay at the basis of the Orchestergesang — a variant of the genre of the orchestral song,
which developed at the turn of the 19th and the 20" centuries and provided a brilliant manifestation of the epoch of
the fin de siecle in music. On the basis of the etymology of the word Orchestergesang itself, as well as on analyses
of compositions by Richard Strauss, Gustav Mahler, Alexander von Zemlinsky, Max von Schillings, Hans Pfitzner
and others, the article examines the direct dependence of the object of the research on orchestral and vocal music,
which determines such stylistic traits of the Orchestergesang, as monumentality, as well as intimacy. The quality of
monumentality in the Orchestergesang is stipulated by its connection with the symphony and its derivatives, as well
as operatic genres. The influence of the symphony manifests itself in bringing in symphonic features into the genre of
the song, which expresses itself in the form-generation of the Orchestergesang, principles of work with thematicism,
bringing in contrapuntal features into the textures, the duration of the sounding of the music, and the usage of large
orchestral ensembles. The connection of the Orchestergesang with operatic forms is marked by a departure of the
genre of the song from the salon sound, the presence of orchestral accompaniment, the complicacy of the vocal part,
and change of the style of performance towards psychologically sharpened declamation. The quality of intimacy in the
Orchestergesang, first of all, is connected with the heirdom of the traditions of the Lied, which stipulates the choice
of the poetical text of a lyrical content, as well as the attention to detail of intonation in the vocal part and peculiar
orchestration. The classification of the Orchestergesang of the fin de siecle period is determined according to a decrease
of monumental qualities and is represented by the most exemplary samples of compositions.
Keywords: music of Austria and Germany, Orchestergesang, orchestral song, fin de siécle.

Jenucopa I'anuna AnexcanapoBHa Galina A. Denisova

ORCID: 0000-0002-0128-1356 ORCID: 0000-0002-0128-1356

couckarelb Kad)eaApbl TCOPUU MY3bIKH Post-graduate of the Music Theory Department
E-mail: gadenisova@yandex.ru E-mail: gadenisova@yandex.ru

VYpanbckast TocylapcTBeHHas! KOHCEpBaTOPHSA Ural’skaya gosudarstvennaya konservatoriya
um. M. I1. Mycoprckoro im. M. P. Musorgskogo

ExartepunOypr, 620014 Poccuiickas ®enepariust Urals State M. P. Mussorgsky Conservatory

Ekaterinburg, 620014 Russian Federation

91



RS

My3bikaAbHast KyabTtypa Poccum

K. O.T'YPEEB
Ilempo3asoockas 20cy0apcmeenas KOHCepeamopus
um. A. K. Iazynosa

Oyo~_ YO

VIIK 783.1

DOI: 10.17674/1997-0854.2016.3.092-098

O POAU KYABDMUHALUUN B KOAOKOAbHbIX 3BOHAX-UMITPOBU3ALIUAX
HA TNMPUMEPE TBOPYECTBA KMXXCKOI'O 3BOHAPA
AAEKCESl HECTEPOBA

pobieMa KyIbMUHAIMK B HMIIPOBHU3AIH-
OHHBIX JXKaHpax HE HMMEET IIUPOKOro OcC-
BEIICHNSA B My3bIKOBeneHUH. CaM TepMUH
«KYIIbMUHAIWS, Ja)ke MPUMEHHUTEIHHO K akase-
MUYECKUM MY3BIKaJIbHBIM (hopMaM, Jaieko He cpa-
3y TOJyYHJl OJHO3HAYHOE, YETKOE OIpe/eIIeHHE.
B wmyssikamsHOM cnoBape A. H. JlomkaHckoro
KyJbMHUHAIHA OMPEENIAeTCs KaK «KMOMEHT BBICIIIE-
TO HaMpsDKEHUS] B MY3BIKaJbHOM INPOW3BEICHUH B
LIEJIOM WJIN B OTJIENBHBIX €r0 YacTAX M 3JIEMEHTaxX»
[1, c. 165]. JanHoe ompeneneHnE MPEACTABIACT-
csi HanboJiee TOYHBIM W YHHBEpCalIbHBIM. Tem He
MeHee, TMOJ] «BBICHINM HANpSIKEHUEM» MOXET IO-
HUMATbCA JTOCTaTOYHO IIMPOKHUI CIEKTp BBIpa3H-
TEJBHBIX CPE/ICTB OT MOIIIHOTO OPKECTPOBOTO TyTTH
¢ OONBIIMM KOJHYECTBOM TOJOCOB 10 3BEHSIIECH
TUIINHBI TeHEepaIbHOM nay3bl. CpencTsa, MPUMEHs-
€MbI€ B KyJIbMHHALUAX KOMIIO3UTOPOM HIIM MY3bI-
KaHTOM-MMIIPOBH3aTOPOM, OY€Hb Pa3sHOOOpa3HbI U
VHANBUAYAJIbHBI B KXK/IOM KOHKPETHOM CIIy4ae.
KynbMuHanus B KpynHOW My3bIKUIEHOM (opme
oTM4aeTcst OoNbIIel MPOTHKEHHOCTBIO [5, c. 96].
KomnokonbHast wMmOpoBW3anusi SIBISETCA HMEHHO
KpyIHOW (OpMOHM, a Uil JOCTHXKEHHUS BBICIIETO
HanpsDKEHUS TIPUMEHSIOTCS B TIEPBYIO OYepeqh He
MEJIOInYecKue, a PaKTypHbIE U JTUHAMUYECKUE BbI-
pasutenbHbIe cpeacTBa. Mcxons u3 3Toro, mpuMeHu-
TEJIFHO K KOJIOKOJIbHOMY 3BOHY CJI€/TyeT TOBOPHUTH HE
0 KyJIbMUHAIINH, & O K)IbMUHAYUOHHOU 30He.
Ecnu akagemuueckuil KOMIIO3UTOP, KaK MPaBH-
710, oTHA€T cebe OTYET B MPUMEHSIEMBIX IS CO3/1a-
HUS KyJbMHUHAIIMOHHOTO 3MH30/]a BHIPA3UTEIbHBIX
CPEICTBAx, TO MY3bIKAHT-UMIIPOBU3ATOP 3a4aCTyIO
OTIpeNeisieT ero SMIUPUIECKUM MTyTEM M JTaXe T0-
ClIe aHajiu3a 3BYKO3AIMCH CBOETO HCIIOJHEHHS HE
BCETJIa CMOXKET YETKO OTMPEAETUTh, IOYEMY TOT WIIN
WHOW 3MHU30]l BOCHPUHUMAETCA CIyIIaTeleM Kak
KyJIbMUHAIIMOHHBIH.
NmnpoBu3anus nprMeHseTcsl B BECbMa IIHPO-
KOM CIEKTPe MY3BIKaJIbHBIX HampasieHui. OgHIM
13 CYIIECTBYIOUINX U Pa3BUBAIOIINXCS B HAIIE Bpe-
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M$ IMIIPOBHU3AIIMOHHBIX KAaHPOB SBIISETCS PYCCKUN
MPaBOCIIABHBIN KOJIOKOJbHBIN 3BOH.

Pazymeercs, Tpe3BOH-UMITPOBU3ALIMS HE SIBIIS-
€TCsl CLIOHTAHHBIM «IIOTOKOM CO3HAHUS» HCIIOIHMU-
Tens. B TBOpuecTBe MHOIMX ITOKOJIEHUM 3BOHApeEil
chopmMupoBaach onpeneinéHHas MOJENb — KaHOH
PYCCKOIO KOJIOKOJIBHOTO 3BOHa. IMmpoBuzanus
B MY3BIKE KOJOKOJBHBIX 3BOHOB CIYXXHT Ba)KHBIM
U HEOOXOMUMBIM D3JIEMEHTOM, OCYIIECTBISIFOIINM
CBOIO XYJIO’KECTBEHHYIO (DYHKIIUIO B KAHOHHYECKOM
thopmoobpa3zyromeM KoMiuiekce. TBopueckas WH-
JTUBUIYaIbHOCTh 3BOHAPS SBJSETCS MPOLYLIHPYIO-
el CHITON pa3BUTHsI TAHHOTO UCKycCTBa [6, ¢. 50].

3BOHApH HEPEIKO 3alIOMHHAIOT Haubomee yaad-
HBIE CXEMBI CTPOEHHUSI CBOMX KOMIIO3UIIUI U MOTYT
WX TOBTOPUTH. [IpakTHiecku 1000 ONMBITHBIN 3BO-
Hapb 00Ja/1aeT HHAUBUIYAIHHBIM PETIEpPTyapoM, OfI-
HAKO MaJIO0 KTO CMOXET IIOBTOPUThH CBOM 3BOH HOTA
B HOTy. [Ipou3BeneHre TpauIMOHHON! HHCTPYMEH-
TaJIbHOU MY3bIKHU, Kak orMeuaeT . B. MaiueBckuii,
«CYIIECTBYET BO MHOXKECTBE TBOPYECKU-UCIIOIHU-
TEJIBCKUX aKTOB MCKYCCTBA KaK HeKasi 00pa3HO-CTH-
JieBasl ujes, Mpearoaraonasi BApuaHTHOCTb TOJI-
KOBaHUS, MHO)KECTBO IyTel mpouteHus» [2, c. 160].
3TO BBICKa3bIBAHNE MOXKHO B TIOJHOM Mepe mpuMe-
HUTH U K KOJIOKOJIbHBIM 3BOHAM.

Wrak, mo00ii 3BOHAPH, TOCTUTIIHHA OTIPEICIEH-
HOTO MacTepCTBa, ONMUPAACh Ha CHOPMUPOBABIIIHIA-
Csl B TEUCHHE CTOJIETHH KaHOH, CTPEMHUTCS B CBOUX
MMIIPOBU3ALMAX K 3aKOHUEeHHOCTH (opmbl. Ap-
KUM MPUMEPOM 37E€Ch MOXKET CTaTh NMPUBEIEHHBIN
C. B. Cmonenckum B padbote «O KOJIOKOJIbHOM 3BO-
He B Poccum» MOHONIOI CTapHKa-3BOHapsl, T€ TOT
MPOCTHIM JIEPEBEHCKUM SI3BIKOM OOBSCHSET CTpOE-
Hue cBoero 3B0HA [3]. OMHUM U3 YCIOBUI CO3/TaHUs
HEJILHON MYy3bIKaJIbHOM ()OPMBI MOXKHO CUMTATH Ha-
JUYME B HEW OIHOW WM HECKOJIBKUX KyJIbMUHAIIH-
OHHBIX 30H.

KynpMunHanus B axaJeMHUYE€CKOM MY3BIKE, a
TaKke BO MHOTHX HMIIPOBH3AIMOHHBIX >KaHpax
JOCTUTAETCA TMPEUMYIIECTBEHHO MEJIOAMYECKUMU
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¥ TAPMOHHYECKHMH CPEICTBAMH U JHIIb MOAYEP-
KMBAeTCs CMEHOHM JIMHAMHKH, PHUTMa, METpa, (akx-
Typbl, Temna u TemOpa. [lepeuncneHHbie My3bl-
KaJIbHO-BBIPA3UTENIbHBIE CPEICTBA B KOJIOKOJIHHOM
3BOHE, KOTOPBIN HE MOAYMHEH 3aKOHAM TOHAJIbHBIX
OTHOIIIEHUH, HAITPOTUB, ABJISAIOTCS Hanbosee 3Ha9n-
MBIMH 17151 (POPMOOOPA3OBAHMS:

Hunamuxa — TOBBIIEHUE OOIIEH TPOMKOCTH
WCIIOJHEHNS B KyJbMUHAIIMOHHOM paszene. Takxke
BO3MOXXKHA KyJbMHUHAIUA-TIEPETIOM, KOTHa Tocie
MIPONOJKUTENHHOTO JIWHAMUYECKOTO HapacTaHUs
cleAyeT pe3Kuil cra.

Pumm — mpuMeHeHrnE METKOro PUTMHYECKOTO
npoOiieHns (M Hao0OpOT, pe3KUi rmepexoy] Ha 60-
Jiee KpyIHbIE JJINTEIHOCTH) B KYJIbMUHAIHOHHOM
paszene 3BOHA.

Memp — ucrionb30BaHNE CMEHBI METPA B KyJIb-
MUHAIIIOHHOM pa3Jele.

@axmypa — yIIOTHEHUE WA, HA00OPOT, pas-
pexxenue (akTypbl 3BOHA B KyJIbMHUHAIIHOHHOM
pasnerne.

Temn — yCKOpEHHE WINM 3aMeIUIEHHE TeMIia
B KyJbMHHAIIMOHHOM pazjienie. MoxeT OBITh Kak
MIPAKTUYECKN HE3aMETHO JUIA CiiyXa (Tak Ha3bIBae-
Masi UCTIOTHUTENbCKAs aroruKa), Tak U JOCTaTOYHO
OIIyTHMO.

Tembp — UCTIONB30BaHKUE B KYJIbMHUHAIIIOHHOM
paszene OTAEIBHBIX KOJIOKOJIOB KOMILJIEKTa, KOTO-
pBIe TEMOPATLHO BBIJICISIOTCS U3 001l MalUTpHl,
a TIOTOMY He HCTIONIb3YIOTCS B IPYTHX YaCTSIX.

He cnemyer Takxke coBceM HCKITIOYAaTh M3 BHH-
MaHU 36YK08blCOMHOCMb. HeKoTopble 3BOHApPHU
JOCTUTAIOT KyJIbMHHAIIMU WM TPOCTO MEHSIOT Xa-
pakTep 3BOHA MYTEM HCIIOIB30BAHUS OTJIEIBHBIX
COYETaHNH KOJIOKOJIOB, KOTOPHIE HE MPUMEHSIOTCS
BMECTE B MHBIX paszzenax (opMbl, HO CO3JAI0T Xa-
pakTepHOe, SPKOE CO3BY4HE, BBIACIAIONIEECS Ha
o0miem domne.

EcTtecTBeHHO, YTO BCE BBIJIEICHHBIE BBIPA3H-
TEJbHBIE CPENICTBA TECHO CBSI3aHBI APYT C JPYTOM.
VYuiotHeHne GakTypsl B KYJIbMUHAITUOHHOM pasjie-
Jie cKopee Bcero OyJIeT CBA3aHO C U3MEHEHUEM PHT-
Ma, a TeMOpaJIbHBIN KOHTPACT, JOCTUTAEMBINA Iy TEM
JI00ABJICHNSI HOBOTO KOJIOKOJIA, B JIIOOOM CITydae IMo-
BJIEYET 3a cOO0I M3MEHEHHE «3BYKOPSIIa», KOTOPBIi
COCTABJISIIOT BCE KOJIOKOJIA, HCTIONIb3yeMbIE B 3BOHE.

TamaHT 3BOHAPSI-UMIPOBU3ATOPA MOXKET SIPKO
MIPOSIBUTHCS] HA HEOOJIBIION YacOBHE, OCHAMEHHOMN
KOMIUIEKTOM MaJIBIX MO BECY KOJIOKOJIOB, CBOOOTHO
YOpaBIsieMbIX OJHMM HCIHOJHHUTENeM. Takue da-
COBHHM 4YacTo cTpomiauch Ha Pycckom Cesepe, Ha-
npuMep B ApXaHrenbCKOW 00JacTH W pecmyOnnke
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Kapemusa. OrcyrcTBre HEOOXOOUMOCTH TOICTpPA-
WBaThCS IOl PABHOMEPHBIEC yAaphl MHOTOTOHHOTO
OnaroBeCTHHKA M UTPY JPYTHUX 3BOHAPEH ITO3BOJISIET
WCIIOJTHUTENIO PACKPBITH CBOM TajllaHT WMITPOBH3A-
TOpa B HANOOJBITICH CTETICHH.

OpHuM u3 sipuaiimmx 3BoHaped Kapemuu sB-
nsiercst Anexceilt HectepoB — mITaTHBIN COTPYIHUK
TOCYIapCTBEHHOTO HCTOPHUKO-apXUTEKTYPHOTO U
STHOrpaguIecKoro Myses-3amoBegHuKa «Kuxm»!'.
A. HectepoB, kak U MHOTHE JpyTHE€ KapelbCKHe
3BOHAPH, MCIONB3YET OPUTHHAIBHYIO TEXHUKY
WTPBI TIPY TIOMOIIN KapelIbCKOW CHCTEMBI yIpaBiIe-
HUS KOJOKOJTaMHU.

OnHolt 13 0cOOEHHOCTEH TBOPUECKOTO TMOYCpKa
A. HecrtepoBa sBIsieTCs METPUYIECKH pa3HOOOpa3Has
OpraHu3anys ero 3BOHOB-Kommo3unuii. Cam 3BO-
Hapb pacckasbIBaeT: «MHe KaXeTcsl HEMHTEPECHBIM
Y CKYYHBIM JIOJITO 3BOHHUTH B OJHOM pHUTME. briBaer,
KOT/Ia TOJITO BEAEUTH OWH PUTM, ThI B HETO MOTpyXkKa-
embcs. A OBIBACT HACTPOCHHE MITH COCTOSTHUE, KOTAa
HET CMBICIIA JIONTO Jep>KaTh OAWH PUTM, U TpeOyeTcs
€ro CMEeHUTh. VIHOTIa 3Ta CMEeHa OueHb OyIOpPaKHT,
MEePEKITIOYaeT U3 OHOTO B3IVISIIA Ha IPYTroi»?.

g 6onee mogpoOHOTO aHAIM3a aBTOPOM ObLiia
MIPOBEZICHA HOTHASI TPAHCKPHUIIIHS ABYX 3BOHOB-HM-
npoBu3anuii Ajnekces. Ilepsas komMmo3uIus, 3amu-
cannHas 7 wmtons 2011 roma Anexceem I[lorapckum
Ha KOJIOKOJIbHE 4YacoBHM ApxaHrena Mmuxamia
(0. Kmxn), ucrosiHeHa B nepeMernom metpe’. [lpu
e€ MPOCITyIIMBAaHUH MPAKTHYECKH HEBO3MOKHO
Cpasy ONpEAETHNTh Ha CIyX KaKyl-THOO YETKYIO
METPHUYECKYI0 TIepHOANYHOCTh. BTopas, 3ammcan-
Has 27 cenrsops 2015 roga aBTOpoM JaHHOM cTa-
ThU Ha KosiokonbHe Xpama Cperenms [ocmonmus
(Tlerpo3aBozick)!, uMeeT B OCHOBE BYIOJbHBIN
METp, OHAKO COIAEPKUT PsIi MHTEPECHBIX OTKIIOHE-
HUH OT HETO.
[Ipumep Ne 1 3BoH Anekces Hecteposa,
3alMCAHHBINA HA KOJIOKOJIBHE
Xpama Cperenns ['ocniogns (Ilerpo3aBosck),

T. 5-8
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[Ipumep Ne 2 3BoH Anekces Hecteposa,
3alMCaHHbINA Ha KOJOKOJbHE

Xpama Cperenus 'ocrionus ( IlerposaBozck),

T. 21-26
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Henp3s 3a0pBaTh, 9TO B paMKax LEPKOBHOTO
o0psia 3BOHAph HE BCETNa BOJIEH CaAMOCTOSTENHHO
OTIPENENATh MPOIOHKUTEIHHOCTh CBOEH NMITPOBU-
3anuu. OH OrpaHWyeH BHEUIIHUMU (pakropamu, Ta-
KHMH KakK BpeMs Havajia CIyXObl WIIM MpUe3a ap-
xuepes. [losTomy npu 3anvicu TaHHBIX 3BOHOB OBLIO
HEOOXOMMO MTOCTaBUTh 3BOHAPSI B T€ YCIIOBHS, TIPH
KOTOPBIX OH MOXKET CTPOUTH (OpPMY CBOEH KOMIIO-
3WIINY TaK, KaK CIBIINT U 9yBCTBYeT. [1epBrIii 3B0H
ObUI 3amucaH Ha KOJOKOJBHE 3THOTPapHUECKOTo
My3esi IIPH OTCYTCTBUU MTOCETUTENEH, a BTOPOi — Ha
XPaMOBOH KOJIOKOJIbHE TIOCTIE OKOHYAHHS CITY>KOBI.
B 00oux ciydasx 3BOHaph HE ObLT )KECTKO CKOBaH
KaKUMH-THOO BHEUTHNMH PaMKaMH W MOT TO3BO-
JIUTH ce0e CBOOOTHO UMITPOBHU3HPOBATH.

B 3BoHE Anekcest HectepoBa, kKoTophbIii ObLT 3a-
mucaH AjekceeM llorapckum Ha gacoBHe ApxaH-
rena Muxanna (0. Kmxu), MOXKHO BBIIENHUTH TPU
YacTU C Pa3IMYHONM METPUYECKON OpraHu3anuei.
Oto ecmynnenue (1. 1-13) ¢ omopoil Ha pazmep
5/8, u nBe 6onbime yact. OCHOBY nepeoll U3 HUX
(. 14-49) cocraBiseT epeMEHHBINA METP®, a 6Mo-
past (1. 50—67) uenukoM ceirpaHa B pasmepe 4/8.

Crnemyer OTMETHTD, YTO ABE YacTH 3BOHA, CIIe-
IYIOIIHME MOCIe BCTYIUICHNUS, MOTYT OBITh pasjere-
Hbl Ha KpaTKWe YeTHIPEXTAKTOBBIE MPEITIOKECHHUS,
Hayajao KaXJOTO M3 KOTOPBIX OTMEYAeTCs yAapoM
OmaroBecTHHKA. Ha KaXx1bIil yaap O0IBIIOTO KOJIO-
KOJIa TIPUXOJUTCSI BOCEMb OTHOCHTEIHHO CHIIBHBIX
JIOJIeH, a Ka)KyIIMHCA XaOTUYHBIM 3BOH, OKa3bIBAET-
Csl, CTPOTO MOAYMHEH METPUUCSCKON opraHu3aiu’.
VYnapsl ajgbTOBBIX KOJOKOJOB, KOTOPHIMH 3BOHAph
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YIIpaBIISIET JIEBOU PYKOM, MOTYT IPUXOAUTHCS TOJIb-
KO Ha CWJIBHBIE WJIA OTHOCHUTEJIBHO CWIBHBIE J0JIU
TaKTa ¥ HUKOT/Ia HE TONaaaioT Ha cinabele. [lepBas
4acTh COJEPXKUT NIEBATh IPEIJIOKECHHUM, BTOpAst —
YETBIPE.

Manepa urpsl AJekcesl OTIMYAeTCs MPeaeib-
HOM ackeTHYHOCTHI0. OH pacrmosaraer JeByI0 pyKy
Tak, OyaTo Obl BO3HAMEPWJICS COBEpIIaTh €0 Kak
MO)XHO MEHbUIE IBHKeHUH. Ha nporsykeHun noutu
BCEr0 3BOHA OH UCIOJIb3YET JINIIB TPHU aJIBTOBBIX KO-
JIOKOJIA, HO B JIBYX 3IM30/aX IIPUMEHSET B KAUECTBE
aJbTOBOIO IPAaBbI KpallHUI KOJOKOJI KOMILIEKTA,
KOTOPBIM HE 3aJC€HCTBYETCS B APYTHX YacTIX 3BO-
Ha. /{151 3TOro 3BOHAph COBEPIIACT LMIMPOKOE Pas3-
MalIUCTOE JBHKEHUE IPAaBOM PYKOH, yBEIMYHMBAs
aMIUIMTYly yzapa, a, CJIEeI0BaTelIbHO, I'POMKOCTH
3By4yaHus. [[Ba npeyiokKeHMs, 1€ NPUMEHSETCS
JTAaHHBIN MPUEM, CYIIECTBEHHO BBIIEISIIOTCS U3 00-
HIed KapTUHBI 3BOHA, IIO3TOMY HMX MOXHO CUUTATh
KyJIbMHUHAIIMOHHBIMU 30HAMH .

Hccnenoparens Tak e, KAK U 3BOHAPb-UMIIPO-
BU3aTOP, ONPEAEIIIET KyJIbMUHALUIO B IEPBYIO OYe-
penpb smnuprdecku. OH cHa9ana BOCIIPUHUMAET e
Ha CIlyX, U JIMUIb IIOTOM, IIyTEM aHAJIA3a IPUXOIUT
K BBIBOJY O TOM, KAKMMH >K€ MY3bIKaJIbHBIMHU CPE/I-
CTBaMH HCIIOJIHUTENb 3Ty KYJIbMUHALUIO CO3AAET.

W3 nepedncieHHBIX BBIIIE BBIPA3UTEIbHBIX
CpPEACTB B ABYX KyJbMMHALMSX 3BOHA UCIIONb3Y-
FOTCSL:

Jlunamuxa — W3-32 YBEIUYECHMS aMILIUTYJIbI
ylapa CyIIeCTBEHHO BO3pacTaeT IPOMKOCTh 3Byda-
HUS aJIbTOBBIX KOJIOKOJIOB.

Tembp u 36yK06bICOMHOCHb — 3BOHAPD IIpUMeE-
HAET KpalHWM NpaBblii KOJIOKOJ KOMILJIEKTa, KOTO-
PBIil HE UCIIONIB3YETCS B APYIMX YaCTIX 3BOHA.

Ecnu paccmarprBarh KyJbMUHALMOHHBIE 30HBI
C TOYKH 3pEHHUS pUTMa U (aKTypHl, TO MOXKHO OT-
METHUTh, YTO BHUMAHUE UCIIOJHUTENS B 3TH MOMEH-
THI SIBHO NPUKOBAHO K JIEBOH pyKe, UCIOIHIOUIEH
NapTHUIO AJIBTOBBIX KOJIOKOJIOB. YIaphl CIEIYIOT HA
KOKIYH0 CUIbHYIO U OTHOCHUTEJIBHO CUIIBHYIO AOJIU
TakTa, 0e3 MPOIMYCKOB JOJEH, KaK 3TO CIy4aeTcs B
JPYrux MpeaaoxkeHusx. B npaBoil pyke Ha KaKIyro
TAKYIO JIOJIIO PUXONUTCS I1ay3a, HUCIIOJIHIEMAs €10
HapTHsl 3a3BOHHBIX KOJIOKOJIOB COCTOUT M3 CBOEO-
Opa3HbIX «(oplLIaros)» K ajabTOBBIM.

IIpu 3TOM B KylIbMUHALMOHHOM 30HE HE IIPOUC-
XOJIMT 3HAYUTEIIbHBIX U3MEHEHUN B TEMIIE U METPE.

Utaxk, B 060uX Ciydasx KyJIbMHUHAIHA JOCTUTA-
eTcs 3a CYET Pe3KOT0 U3MEHEHUS OUHAMUKU, MeMO-
pa 1 38ykoevbicomnocmu. Takxke, BOSHHKAIOT He-
OOoJbIIIMEe U3MEHEHUS B pumme U (akmype.
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CoBceM TO-MHOMY BOCIPHHHUMAIOTCS CITyIIa-
TeJleM KyJbMHHAIMOHHBIE 3IMW30/IbI B 3BOHE, 3a-
MUCAaHHOM aBTOPOM JAaHHOW CTaTbU Ha KOJIOKOIb-
He Xpama Cperenus locromus 27 centsops 2015
roga. Bes dopma 3BOHA mpencraBisieT coOOH 1Be
JUTUTENbHBIE BOJHBI JTMHAMHYECKOTO HapacTaHUs
C OIIYTUMBIM «COPOCOM» B KOHIIE Ka)JIOW U3 HHX,
MocJie KOTOPOTO CieayeT HeOobIIas 30Ha «IHHA-
MHYECKOTO IXan®.

OCHOBY 3BOHA COCTaBIISET JABYAOJNbHAs Opra-
HU3AIUS C TNEPUOJUYECKUMH OTKIOHEHUSIMH OT
OCHOBHOTO MeTpa. CleayeT OTMETUTh, YTO 3BOHAPH
CTPOUT NEPBYIO YaCTh KOMITIO3UIINH U3 YETHIPEXTAK-
TOBBIX (pa3, MPH ITOM B KKIOH (Qpase BBOAUTCS
HOBBIN BBIPA3UTEIIbHBIN IPUEM:

— Ilocne HENpOmOIKUTENBHOIO BCTYIUICHHS
(1. 1-4) mpoucxoguT yCTaHOBJIEHHE UYETHOTO Me-
Tpa, HAaYMHAeTCA NepBas BOJTHA TUHAMHYECKOTO Ha-
pactarus (mpumep Ne 1, 1. 5-8).

— IlosiBnsieTcss CUHKONIMPOBAHHBIA PHUCYHOK,
WCTIOHSIEMbI HAa OIHOM M3 abTOBBIX KOJIOKOJIOB

(1. 9-12).
— JloGaBnseTcst BTOPOW aJIBTOBBIM KOJIOKOJ
(1. 13-16).

— IIpoucxonsat cmens! Metpa (1. 17-20). Ilep-
Basg M3 HUX NpeABapsieT Ha4aslo (Gpas3bl — B KOHIIE
T. 16 BO3HWKAaeT XapakTepHas TPHOJIb, KOTOpas
HapyllaeT YCTOSABIIMICS YETHBIA METP, pacIlupsis
takT. C T. 18 3BOHAph, HAIPOTHB, «yOUpaAET» OAHY
4eTBEPTh, OyATO OBl KOMIICHCUPYS TIPEAIICCTBYIO-
IIee paciInpeHue.

— OOpa3yercs mepBas KyJTbMHUHAITHOHHAS 30HA
(1. 21-24). Kax u B npenpIayImeM 3BOHe, UCTIOIHU-
TEJb UCTIONB3YET 37IeCh B Ka4eCTBE aIBTOBOTO Kpaii-
HUW TMpaBbld KOJIOKOJI KOMIUIEKTa, ISl YEero emy
MIPUXOIUTCS CYIIECTBEHHO YBEIWYUTH aMIUIUTYAY
B3Maxa JIeBOH pykd. bospiroe KogmuecTBO CHHKOI
BO BCEX TPEX IpyMITax KOJIOKOJIOB CO3AAET OIILyIIe-
HHE CMeHbI MeTpa B T. 23-24° (mpumep Ne 2).

— Hactymaer cnan HampspkeHus, 30Ha «IUHA-
Mu4eckoro sxa» (T. 25-29). ['poMKOCTh HCTOIHE-
HUSl CYUIECTBEHHO YMEHBIIAETCSA, BO3BPAIAeTCs
4yéTHBIM MeTp. BHOBb 3BYYMT y>K€ 3HAKOMBIA Ham
CUHKONMPOBAaHHBIM PHUCYHOK, HCHOJIHSIEMBIM Ha
JIBYX aJBTOBBIX KOJOKONax. Bo3HuKaeT cBoeoOpas-
Has MaJIeHbKas perpu3a, KOTopas OTAEISAET NEPBYIO
KyJbMHHALIMIO OT CJIEAYIOIIeH BOJHBI AWHAMHUYE-
CKOTO HapacCTaHHUA.

[lepBast KynbMHHAINA TPOM3BOTUTCS 3a CUET
CMEHbI OUHAMUKU, MeMOpa, 36YKOGbICOMHOCMU U
mempa. 1lo oTAETPHOCTH 3BOHAPH YK€ MPUMEHSI
4acTh BBIPA3UTENBHBIX MPUEMOB B IpOLECCE pa3-
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BHUTHS, MPEANIECTBYIONEM KyabMUHanuu. OIHAKO
3/1eCh BCE OHH COCPENOTOYEHBI B KOPOTKOM HETHI-
pEXTaKTE M IOTONHEHBI PE3KUM YBEIUYCHHEM H-
HaMUKH C €€ MOCIIEIYIOIUM CIaZ oM.

Bo BTOpOil BONHE HapacTaHUsl HMCIIOJIHUTEID
AKTUBHO MEHSAET METPUUYECKYIO OPTaHHU3alHNIO, YEM
HapyIIaeT yCTOsBIIeeCs elieHHe 3BOHA Ha YEThI-
péxtaktbl. TeM He MeHee, OH MPOJI0JDKAET MOocCIe-
JIOBaTEJIbHO BBOAUTH B 3BOH HOBBIE BHIPA3UTEIbHBIC
CpencTBa:

— IPUMEHSIIOTCS YemagepHvie hopuinac 3a3B0H-
HBIX KOJIOKOJIOB (C T. 29);

— BIIEPBBIC TIOSIBIISIETCS JBM)KEHUE 60CbMbLMU
mpuonamu B 00eux pykax (T. 32);

— MepBBIN pa3 Ha MPOTSHKEHHUH BCEro 3BOHA HUC-
MOJIL3YETCS 8Mmopot bnazosecmuux (T. 36);

— KOMIIO3HIIMS AOTIONHSETCS MempuiecKkoul ne-
pemenHocmyuio (HauuHAs C T. 37): TaKTHI B pa3Mepe
4/4 yepenyroTcs ¢ TakTaMu Ha 3/2;

— BIIEPBBIE MOABISAETCS IPOAOIDKUTEIHFHOE ABH-
JKEHHE HIeCTHAIIAThIMH, MOCJIe KOTOPOTO CIEAyeT
peskmit nuHammuueckuid cnan (1. 47-49). Umenno
3TOT MOMEHT MOYKHO CUHTaTh BTOPOH KyJIbMUHAIIH-
OHHOM 30HOM 3BOHA.

Omna nocturaercs 3a CUéT CIeAyIONHNX BhIpa3u-
TEJBbHBIX CPEACTB:

Junamuxa. KynbMUHAIIMOHHOW 30HE MpeJle-
CTBYET HEOOJBIIION THHAMUYEeCKH yXOJ (T. 45—46),
[IOCJIE YeTO 3BOHAPh BHOBH CYIIECTBEHHO yBEINIH-
BaeT TPOMKOCTH 3ByUaHUs. 37€Ch OH CIIOBHO «OepéT
pa3ber» mepen «pemnTeNbHBIM PHIBKOMY.

Pumm. BriepBble 3a Bech 3BOH IIPUMEHSETCA
paBHOMEpHOE JBIDKEHHE LIECTHAAIATBIMA HOTaMHU
B MTAPTHU 323BOHHBIX KOJIOKOJIOB.

Memp. Ilocne taktoB (T. 45—46), CBITpPAaHHBIX
B pasMmepe 4/4, KyJabMUHAIMS HCTIOTHSAETCS Ha 3/2.
CMeHa MeTpa ye HEOZHOKPATHO MPHMEHSIAach B
JTAHHOM 3BOHE, [TO3TOMY HE TPOU3BOIUT CTOJNb SIp-
KOTO BIT€YATJICHUS Ha CITyIIaTels.

KynbMuHammst He CONMPOBOXKAAETCA CKOJb-
KO-HHOY/Ib IPKUMH U3MEHEHHUSMU (DaKTyphI, TEMIIA,
TemMOpa WM 3BYKOBBICOTHOCTH. OIHAKO CleayeT
OTMETHTD, YTO B 30HE «IMHAMUYECKOTO YXOa» Iie-
pen xynpmuHaiued (T. 45—46) 3BOHapL HE TOJIBKO
YMEHBIAeT OOIIyI0 TPOMKOCTh MCIOIHEHHUS, HO U
IepecTaéT HCIONIb30BaTh KpalHWM IpaBblii KOJIO-
KOJI KOMIUIEKTA, SIBHO CTPEMsICh TPHOepeds ero A
KyJIbMUHAIINH.

[maBHBIM cpencTBOM, CO3MAIONIUM 3Ty KYIb-
MUHAIMIO, SBISIETCA IWHAMHYECKHHA YXOI He [0,
a nocne ueé€ (1. 50). DTO SIPKO BHIpAKCHHAS «KYITh-
MUHAIS-TIEPEeSIOM», KOTZHa CIyIIaTelb OCO3HAET
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JOCTUTHYTOE B KOMIIO3WIMH HAIMPSIKCHUE MOCT-
(axtym. Haubornee sapko BocripuHUMAaeTCs He AUHA-
MHUYECKasi BEPIIMHA, 2 MIMEHHO STOT MOMEHT CIiaja
HaIPSDKEHHS.

[Tociie KynTbMHUHAIIMOHHOTO SMHU30/a CIEAYeT
MPOJIOJDKUTENbHAS 30HA «JUHAMHYECKOTO 3Xay
(1. 50—66), KOTOpast ABNSETCI OJHOBPEMEHHO 3a-
BEpILIEHUEM 3BOHA. DIMU30]1 MOTHOCTHIO HCIIOIHEH
B paszmepe 4/4. HecMoTpst Ha oTAeNbHBIC TPUOIb-
HbIE «BCIUIECKH», B MAPTUU AJBTOBBIX KOJOKOJIOB
npeobnafaeT IBUKCHUE YETBEPTHBIMH JITUTEIb-
HOCTSIMH, 3BOHAph Oy/ATO OBl «yCIIOKaWBAET» CBOIO
KOMITO3UIIMIO, MOJTOTABIMBACT CIyIIaTeis K I0-
CJIeIHEMY yIapy B OaroBeCTHUK, 3aBEPIIAIOIIEMY
BECh 3BOH.

Kaxxp1il U3 pacCMOTPEHHBIX HAMHU 3BOHOB J€-
JIMTCS Ha JIBE KPyIHbIC YacTh'’, comepxariue B cebe
pa3BUTHE, KYJIbMHHAIMIO U 30HY «JIUHAMUYECKOTO
9xa». B mepBoM 3BOHE OCHOBO JIJIsl JGTICHUST KOM-
MO3HIIMU HAa HECKOJILKO YacTel SBISIETCS IPUMEHe-
HUE Pa3InYHbIX MY3bIKaJIbHBIX METPOB. Bo Bropom
JIaBHYIO (hOpMOOOPa3yOIIYI0 POIIb UTPAIOT JMHA-
MHUKa ¥ pazHooOpa3ue BhIPA3UTEIbHBIX MPUEMOB.
B 30HaX «IMHAMHYECKOTO dXa» HOBBIE BBIPA3HTEIb-
HBIC CPENICTBA MPAKTHYECKU HE TIOSBIISIOTCSL.

Ecnu paznennTs Kaxkaylo KPyIHYIO 4acTh 3BO-
HAa Ha J[Ba OTpe3Ka [0 MPUHIIHITY 30JI0TOTO CEUCHHUS
(3. ¢)!!' u cooTHeCTH MOMyYEHHBINA pe3yasTar'? ¢
orpeIeIEHHBIMA HaMU KYJIbMHUHAIIHOHHBIMU 30Ha-
MU, MOXKHO TIPHUTH K CIIEAYIONIAM BBIBOAAM:

1. KynpMuHaImmoHHast 30Ha KaKI0W 9acTu Ghop-
MBI OIHO3HAYHO B3aMMOCBsI3aHa C TOUKOH 3. ., pac-
CUYHMTAHHOM 110 OTHOIICHHUIO K 3TOH YacTH (JOPMBI.

2. Touka 3. c. He 00s3aTeIBHO MPUXOAUTCS HE-
MOCPENICTBEHHO Ha KYJIbMHHAIIMOHHYIO 30HY. YacTo
OHa OTCTOUT HAa HECKOJIbKO METPUYECCKHX CIUHUIL
or Heé. B nByx ciywasx Touka 3. C. HAXOAUTCS Tie-
pen KyJIbMHUHAIIMOHHOW 30HOM!’, oaMH pa3 menut
camoio KyIbMHHAIIMOHHYIO 30HY [0 HPUHIIHITY
3. ¢.'* v oMH pa3 HAXOAUTCS Cpasy MOCIe KyJIbMH-
HALIMOHHOU 30HBI".

3. Ecam cooTHeCTH pacmonoKXeHne Touek 3. C.
C BBIPA3UTCIBHBIMU CPEICTBAMHU, IPUMEHSIEMBI-
MH 3BOHApEM B KyJbMHHAIIMOHHBIX DIHU30/1aX, MBI
YBHIIUM, 9TO KyJbMHUHAIIUW, MTOCTUTAIOIIMECS 3a
Cu€T pe3Koil CMeHBI JUHAMHKH U TeMOpa, MOsBIs-
FOTCS TIOCTIE TOYKH 3. C. WM BKIIIOYAIOT e€ B cedsl.
KynbmuHanuss BO BTOpPOH 4YacTH BTOPOrO 3BOHA
oco3Haéres ciymareiaeM nocT(akTym, a COOTBET-
CTBYIOIIast € TOYKa 3. C. MPHUXOAUTCS HETMOCPE-
CTBEHHO Ha MOMEHT «IIE€pelioMa» — Hadaja 30HBI
«TMHAMHYECKOTO dXay». DTO eIIé pa3 MOATBEPKIAACT
TOT (paKT, 9YTO KyJbMHHAINCH B TAHHOM CITydac sB-
JIIETCS HE CTOJBKO cama JUHAMHYECKas BEPIIUHA,
CKOJILKO MOMEHT CTIa/Ia HalPsDKCHUS TTOCye Hee.

4. ITomBITKH paccYuTaTh TOUYKY 3. C. BCETO 3BO-
Ha W ONPEACIIUTh «TCHEPATHHYIO KYJIbMITHAIIHIO)
YBEHUYAINCH YCIIEXOM JIUIh 9acTUIHO. B mepBom
3BOHE 3. C. NCUCTBHUTEIHHO MPUXOMUTCS HA Hada-
JIO TEPBOM KYJIbMUHALMOHHON 30HBI, YTO JAET OC-
HOBaHUS CUUTaTh €€ IreHepaJbHON KyJlbMHUHALUEN
BCero 3BoHa'®. OmHako, BO BTOPOM 3BOHE 3. C. Ha-
XOIWUTCSI Ha PACCTOSIHUM 23 YETBEPTHBIX JOJICH OT
BTOPOW KyJIbMHHAIIMOHHOHN 30HBI. 3BOH MMEET JIBE
paBHOIIPABHBIE M pPa3HOXapaKTEPHBIC KyJIbMUHA-
[IMOHHBIC 30HEI. 3BOHAPH CO3MAET KOMITO3HUITHIO U3
JBYX KPYIHBIX MOCTPOCHUH, KXIO€ U3 KOTOPHIX
SBTISICTCSl 3aKOHUEHHOU (hOpMOI U MMEEeT CBOM Xa-
paKTepHBIE 0COOCHHOCTH.

5. Hecmotpst Ha 310, 3BOHaph NpUIAET LENOCT-
HOCTb CBOE€H MMIIPOBU3ALUN ITYyTEM U3MEHEHUS Me-
Tpa. O0a TMpoaHAIU3UPOBAHHBIX 3BOHA COJICpIMKAT
0O0JIBIIIOE KOJMYECTBO METPUUYCCKUX CMEH, OIHAKO
3aKAHYMBAIOTCS ITUTEIILHBIM YTBEP)KICHUEM JIBY-
N0JbHOTO MeTpa (4/4 wnu 4/8). D10 npunaér Gopme
BCEro 3BOHA 1I€JIOCTHOCTh. KaKIIbIil 3BOH C TOYKHU
3peHus GopMooOpa3oBaHMS TPEACTABISICT COOO0M
MHKPOITUKIT W3 ABYX CaMOCTOSATCIHHBIX YacTeH,
00beIMHEHHBIX 00IIEH KOHIIEIIIHEN.

NmmpoBuzanus B 1eJI0OM MOXKET OBITH BOCIIPH-
HATA CITyIIaTeIeM KaK JBHKCHHE «OT Xaoca K IIo-

PAIKY».

< MPUMEMAHUA (<

! M3nayanpHO Auekceil paboTtan B My3ee IUIOTHH-
KOM. 3BOHaph paccKa3bIBaeT: «3aM. TUPEKTOPa MOMIPOCUI
MEHsI cZleJIaTh 3BOHAPCKUiA mynnbT. Ero 06 3ToM nonpocun
3BoHaps Urops Xyrtrep, HapucoBaB scku3. [locne toro,
KakK IyJI6T OBUT TOTOB M Pa3BECHIIM KOJIOKOJIa, MHE CKa3a-
mu: “JlaBaii, 3BoHn”». (13 Gecenpl aBTOpa CTATHU CO 3BO-
Hapém AnekceeM HectepoBsiM). B panbheiinem Anek-
ceil mpomomKuI cBOI0 paboTy B My3ee, yXKe COBMeIIas
JOJDKHOCTHU IIJIOTHHUKA U 3BOHApPA.
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2 U3 6ecenpr aBTopa ¢ AsiekceeM HectepoBbim.

3 O3HAKOMHTELCS C JaHHBIM 3BOHOM MO’KHO Ha IOITy-
nsipHoM nHTepHeT-pecypce YouTube. Cm.: URL: https://
www.youtube.com/watch?v=upwCOZubXLS8.

4 O3HaKOMUTHCS C JAHHBIM 3BOHOM MOHO Ha YOu-
Tube. Cm.: URL: https:/www.youtube.com/watch?v=-
mXbmlJeplXE.

5 3BoHaph UCMOJB3yeT pasmepsl 4/8, 5/8 u 6/8, u
JIMIIb OJIMH pa3 mpuMeHseT 7/8.
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¢ Hckmro4eHHe COCTABISIET MATOE MPEUIOKECHUE
OCHOBHOM 4YacTd 3BOHA, U3-3a TaKTa, B KOTOPOM MpUMe-
HsieTcsl pasmep 7/8, copepxkamuii He JiBe, a TPH OTHOCH-
TEJIbHO CUJIBHBIC JIOJIH.

7 KynbMHUHAIIMOHHBIE 30HBI PACIIONATAIOTCSA B IIIe-
CTOM TIPEJIOKCHUH MIEPBOI YaCTU U TPETHEM IPEITOKE-
HUU BTOPOH.

8 [1ot 3TM TEpPMHUHOM TIOJJpa3yMeBaeM BO3BpaIlCHHE
K JUHAMHKE, QaKType, METPY U PUTMY, KOTOPEIC TIPHUMeE-
HSUTHCH 3BOHApEM JI0 KYIEMHUHAIMOHHOTO 3mu3ozaa. [1o-
CcJie KyJTbMHHAIIMU TaKOE BO3BPALICHUE BOCIPUHUMACTCS
CIIyIIaTeNieM KakK pa3pellicHHe CKOMMBIIETOCS HAIpsiKe-
HUSl, HATIOMUHAS PETIPHU3Y B aKaJIEMHUUCCKUX (hopMax.

° Ilpu coxpaHeHHH OOIIETO KOJIMYECTBA JOJIEH, MO-
JMYYUBIIUICS PUTMUYCCKUIA PUCYHOK JIETYE Pa3lCIIUTh
Ha aBa Takra: 9/8 u 7/8.

10 Takke B KaXIOM U3 3BOHOB CYIIECTBYET HEOOb-
o€ BCTYIUIGHHE, BO BPEMs KOTOPOTO HCIIOJHUTEIH
«IOTPYKACTCS» B UMIIPOBH3AIUIO, «HUIIETY» OCHOBHYIO
METPOPUTMHYCCKYIO (POPMYITY W JIUIIE TOTOM HAYHHACT
pa3BUTHE.

' B aHamu3upyeMbIXx HAMHU 3BOHAX MPH OMpejeie-
HUU TOYKH 3. C. TAKXKE CICIyeT NPUHUMATh BO BHHMa-
HUE OCHOGHYIO MEMPUYECKYH) eOUHUyy, SBISIONYOCST

OCHOBOH MBIIUIEHUSI UCHOIHUTENSA. B mepBoMm 3BOHE,
CBITPAHHOM B IIEPEMEHHOM pa3Mepe, OCHOBHOM Me-
TPHUYECKOH enuHHIIeH ObUIa OlpesesieHa OJHa BOChMast
Jonsi. Bo BTopoM 3BOHE, KOTOpBIN OmUpaeTcs Ha 4€T-
HBIH METp, TAKOH eAMHUIEH ObLIa ompejaescHa OgHa
YEeTBEPTHAs A0JIA.

'2 B mepBOM 3BOHE TOYKH 3. C. HAXOATCS IPHOIH3HU-
TeJIBHO Ha 2-1 none T. 36 u Ha 2-it none 1. 60. Bo BTopoM
3BOHE TOYKH 3. C. HAXOAATCS NMPUONM3UTENBHO Ha 3-#
noie T. 19 u 3-i moxe 1. 50.

3 B mepBoif yacTH MepBoro 3BoHa 3. C. HAXOOHUTCS
Ha PacCTOSHUM JEBSITU BOCBMBIX JOJEH Mepes HauaaoM
KyJIbMHHAIUY, & B IEPBOI 4aCTH BTOPOTO 3BOHA HA pac-
CTOSIHMHU IIECTU YETBEPTEH Mepes HUM.

' Bo BTOpPO# 4acTH MEepBOro 3BOHA 3. C. MPUXOHT-
Csl Ha BTOPYIO OO TPETHETO TAKTa KYJIbMUHALIMOHHOM
30HBL.

'S Bo BTOpO# 4acTH BTOPOTO 3BOHA 3. C. HAXOJHUTCS
Ha PacCTOSIHUU ABYX 4E€TBEpTEl MOCIe OKOHUAHUS KyJlb-
MUHAIlMOHHOI 30HBL.

16 D10 monTBepKAACTCSA TEM, YTO BTOPAsk KyJbMHUHA-
LU CTPOUTCA HA TEX 7K€ BBIPA3UTEIIbHBIX CPEACTBAX, UYTO
U TepBasi, a CJIEI0BATENIbHO 3ByYUT BTOPUYHO MO OTHO-
LIEHUIO K HEH.
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O poAM KyAbMMHALMK B KOAOKOAbHbIX 3BOHAaX-MMIMPOBU3ALLUSIX
Ha NpumMmepe TBOpYeCTBa KMXKXCKOro 3soHaps Arekcest HectepoBa

P —

Crarps mocBsieHa mpobiaemam GpopMooOpa3oBaHHs B COBPEMEHHBIX KOJIOKOJIBHBIX 3BOHAX. JIT0OOW OMBITHBINA 3BO-
Hapb, ONUPasICh Ha cPOPMHUPOBABIINICS B TEUCHHE CTOICTHI KAaHOH, CTPEMHTCS B CBOMX UMIIPOBH3AIHUAX K 3aKOHYCH-
HOCcTH (hopMmBbl. Hanmume oHOTO MM HECKOJIBKUX KYJIbMHHAIIMOHHBIX 3IIM30J0B SABISETCA 005M3aTeNbHBIM YCIOBHEM
IU1s €€ co3maHus. ABTOp CTaTbU OIpelelsieT BhIPa3UTeNIbHbIC CPEICTBA, KOTOPbIe IPUMEHSIOTCS 3BOHAPSMHU B KyJlb-
MHHaLIMOHHBIX SMHM30/aX M TECHO B3aUMOCBS3aHBI IPYT C IPYroM: AWHAMHKY, METpP, PUTM, TeMOp, (GakTypy, TEMI U
3BYKOBBICOTHOCTB. Bce nepeunciieHHbIe cpecTBa TECHO B3aUMOCBSI3aHbI IPYT C APYTOM.

Ha nmpumepe TBOpuecTBa M3BECTHOIO KapelbCKOro 3BoHapsi Ajekces HecrepoBa paccmaTpuBaeTcst CTpyKTypa
3BOHA B II€JIOM, ITOJIOXKEHHE KYJIbMHHAIMOHHBIX 3MU30/{0B OTHOCUTENBHO IPYTUX YacTei (GopMbl. ABTOp onpenesseT
COOTHOUICHHE KyITbMHHALMOHHBIX 3TH30[0B C TOYKaMH 30JI0TOT0 cedyeHHs. UX CBA3b ABIACTCS NMOATBEPKICHUECM HH-
TYUTHBHOTO YyBCTBa ()OPMBI, KOTOPEIM 00J1aJaeT OIBITHBIN 3BOHAph-UMIIPOBU3ATOP.

Kiroueble cioBa: 30710T0€ ceueHUE, HMITPOBU3ANNS, KOJIOKOIbHBIE 3BOHBI, My3bIKalbHasl KyIbMHHALHS, MY3bl-
KaJbHOE (OpPMOOOpa30OBaHKE.

Concerning the Role of Culminations in the Bell Peal Improvisation
on the Example of the Music Making of the Kizhi Bell-Ringer Alexei Nesterov

The article is dedicated to the issues of form-generation in contemporary bell-ringing. Any experienced bell-ringer,
relying on the century-old canon, aspires in his improvisations towards perfection of form. The presence of one
or several culminating episodes is a mandatory condition for its creation. The author of the article defines the
expressive means applied by bell-ringers in culminating episodes: dynamics, meter, thythm, timbre, texture, tempo
and pitch. All the aforementioned means are closely interconnected with each other.

On the example of the well-known Karelian bell-ringer Alexei Nesterov the structure of the bell peal and the
position of the culminating episodes in regards to the other sections of the form are examined. The author defines the
correlation of the culminating episodes with points of the golden mean. Their connection presents a confirmation of the
intuitive sense of form that an experienced bell-ringer improviser possesses.

Keywords: golden mean, improvisation, bell peals, musical culmination, musical form-generation.
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AOMPOBOE MCKYCCTBO B PABANYHDbIX KOHTEKCTAX
MY3bIKAAbBHOTO TBOPYECTBA

TEOPUH W HCTOPHH HCIOJHHUTEIHCTBA Ha
HapOJHBIX HHCTPYMEHTaX yXKe JaBHO U pa3-
HOCTOPOHHE OOCYXIAfOTCS BOIIPOCHI 00-

peTeHHs UMHU aKaJeMHYECKOro CTaryca, Ipu TOM,

YTO OH OOBIYHO CBSI3BIBACTCS C BHICOKUM YPOBHEM

npodeccuonanu3Ma. M 37ech BOSHUKAIOT pasiiny-

HBIE, HHOT/1a HEOECCTIOPHBIE KPUTEPUH U IIPU3HAKH.

Tak, C. JIeBUH cUHTAET, 4TO K aKaJIEMHUIECKUM HITH

npoQeCCHOHANTBHBIM OTHOCSITCS MYy3bIKaJIbHbIC HH-

CTPYMEHTHI CO «CTEPTHIMIWY» HAIIMOHAIBHBIMH TIPU-

3Hakamu [2, ¢. 130]. OnpenenéHHbIiA CMBICT B TaH-

HOM DAacCyXJIE€HUH, OBITh MOXET, U ecTb. OJHaKO

HE MHCTPYMEHT KaK TaKOBOW, a KMBas WHTOHAIUSI

BOIUIOMIAEMBIX MM TPOU3BEIACHUN AENaeT, HalpHu-

Mep, CKpuIKy mHCTpyMeHToM ucmnanckoit (I1. Ca-

pacare), pymeracko# ([[x. DHecky), Benrepckoii (b.

baprok), eBpeiickoit (M. KonsiTman) mnn pycckoit

(I1. YatikoBckuii) KynbTypbl. To ke, B CYIIHOCTH,

MOYKHO OBLIO OBbI 3asIBUTH O TapMOHH U OasiHe, 0a-

nanaiike u JoMpe, koObl3e M YOHTypH. V3Hayaib-

HO JoMpa U Oanajnaiika acCOIMHUPOBAJIHCH TOIBKO

C pyCcCKOM My3bIKOM — Bellb Ha HUX JOJIFO€ BpeMs

UCTIONTHSUIUCh B OCHOBHOM 00OpabOTKH PYyCCKOTO

(donbKIIOpa WK *Ke ero YnucThie o0pasisl. Ho ceron-

HS ¥ 3TH UHCTPYMEHTHI OJarofapsi UCTIOTHEHUIO Ha

HUX COYMHEHUN Pa3IUYHBIX CTHIIEH, 310X, JKaHPOB

Y HaIlMOHAJBHBIX KYJIBTYP MOTYT CIIOBHO IT€peKpa-

IIMBATHCSI M CTAHOBUTHCS HHTEPHALMOHAIBHBIMU.

[Ipoueccel akameMu3alud M WHTEPHAIIMOHAIH3A-

IIAU JCHUCTBUTEIIEHO Pa3BUBAIOTCS OOK O OOK.

[Ipy 3TOM He WCKIIOUYEHO, YTO T€ WM WHBIC
HApOJIHBIE HWHCTPYMEHTBI MOTYT OCMBICIHBATHCS
OTYACTH U KaK MPEACTaBAIONINE CBOIO HAIIMOHAIb-
HYIO KyasTypy. JlomycTim, ucnanckas wid HeMel-
Kasg My3bIKa, 3BydJallas Ha PyCCKHX Oaajaikax,
OyzeT B BOCIPHUSITHH CIIyIIaTeeii oOpeTarh TOHA
KpPacKH, COOTBETCTBYIOINE M3HAYAIbHOW MPHUPOJIE
uHCTpyMeHTa. OnpenenéHHy0 pojib BMECTE C TEM
UTPAIOT YK€ BBIpaOOTaHHBIE IPEACTABICHHS O HEM,
KOTOpBIE CO3JAI0T HEKYI0 WHEPUHIO BOCIPHUATHS U
TICUXOJIOTHYECKYI0 YCTaHOBKY. CMEHa yCTaHOBKH
— TpolecC JIUTENBbHBIH Jake TPH ONarompusT-
CTBYIOLINX pecypcax pernepryapa 1 cCOCTaBa HCIIOI-
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uuteneil. Koncrarupyem Bcé€ 3to, pazymeercs, 6e3
HEraTUBHOTO OTTEHKA.

Cerogass B JOMpPOBOM HCKYCCTBE (HE TOJBKO
WCIIOJTHUTEIBCKOM) TPOUCXOIAT BEChMa 3aMETHBIC
Monudukanuu, obecreYrBaroNIne ero npeobiBa-
HUE B peecTpe akajgemmyeckoro. OTHOBpEeMEHHO
COXPAHSIOTCS U CaMOOBITHBIC 3HAKM M3HAYaJIbHOM
opranuku uHCTpyMmeHTa. C M3BECTHOH moneit yc-
JIOBHOCTH €70 MOYKHO OTHECTH K HapOJAHO-aKaIeMH-
YECKUM — MOTPAaHUYHBIM M CHOCOOHBIM B 3aBHCH-
MOCTH OT MaHEpPHI UTPHI M pPerepTyapa CKIOHATHCA
B Ty WM UHYIO cTOpoHY. OmpenemisiomuM 3/1ech
ABJISICTCS] UAMa30H MPEACTAaBICHUNA M BO3MOXKHO-
CTe My3BIKAHTOB — MPHUPOJA ¥ YPOBEHb WX MBIII-
JICHUSI, KYNbTYPBl, BEIPA)Ka€MbIX YyBCTB M 3MOIIHIA.
OtmMmedast 310, MBI comuAapHbl ¢ M. IMXaHUTIKAM,
YTBEPKAAIOLINM, YTO CaM 10 cebe WHCTPYMEHT He
MOJKET OBITh HU TIPO¢eCCHOHATBHBIM, HA aKaJeMH-
YeCKUM, HH HapoAHbIM. OH ABISETCS JIUIIb «OpY-
IUeM» B pyKax 4eJIOBEKa.

Uro KacaeTcsi COXpaHeHHS WIIM CTHPAHHS HaIH-
OHAJIFHBIX MPU3HAKOB, TO CaMo IO cele 3TO sBIe-
HUE HUYEro He pemraeT. bomee BaKHBIM KpuUTepH-
€M SIBJISIETCS BBIXOJX 34 PaMKU CBOEH M3HAYaJIbHOU
KYJIBTYpPbI U BXOXK/IEHHE B MUPOBBIE My3BbIKaJIbHBIC
npotieccel. IIpu ToM Tak Ha3pIBaeMble HAIIMOHANb-
HBIC IPU3HAKU MOTYT OBITh U SIPKO BHIPAKCHHBIMH,
1 c1a00 TIPOSBISIEMBIMH.

W3HavanbHast HCTOPHUSI MHOTUX MHCTPYMEHTOB,
aBHO M OE30TOBOPOYHO NMPHU3HAHHBIX B KaueCTBE
aKaJeMUYECKUX, — JTO IyTh W3 HAPOAHBIX B MpO-
(eccuonanbable. OCHOBHBIE 3TAIBl ATOTO IyTH BO
MHOTOM CXOAHBI. O06 3TOM MOXHO CYIUTh Ha MpPH-
Mepe GIIeHTHI, IBOTIOIHS KOTOPOH — HEMPEPBIBHBIMN,
XOTSL M IJIMTENBHBIA npouecc. Mcrtopus KOHLEpT-
HOM (pieiiThl Hadanach emé 0 HOBOW JpHI, aKajie-
MUYECKUM K€ WHCTPYMEHTOM OHa CTajia TOJBKO B
XIX Beke. 3a cTO JET O ATOTO W3BECTHBIN (uieli-
tucT 1 koMmrnoszurop Moaxum KeaHi ceroBai Ha OT-
CyTCTBHE HE00X0MUMOTO (IICHTOBOTO perepTyapa,
YTO BEChbMa HAIlOMHHAET CUTYAIHIO C JOMPOBBIM
HCKYCCTBOM, KAKUM OHO OBLJIO IIE€CTh-CEMb JAECITH-
JIETHI TOMY Ha3aJl, a B HEKOTOPOU Mepe SABISIETCS U
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ceifuac. B mozamponmiom e Beke Teobambn bém
3aBOEBAJI PEIyTaLUI0 HE TOJBKO TalaHTIUBEH-
IeTO0 PEeKOHCTPYKTOpa (IIEHTH U BHPTYyO3a, HO U
OTIBITHOTO TPAaHCKPHUIITOpPA, OOOTaTHUBIIETO perep-
Tyap (pIeHTHCTOB MPOM3BENCHHUSIMH, 3BYYaIIUMU
n noHelHe. HO Kak BBIACHUTCS NO3XKE, IVIaBHBII
pe3ynbTar 3BoOJIONUK (BIEHTHI (M HE TONBKO ef)
3aKITIOYAICS B TOM, 9TO OblIa MPOJIOKEHa Tpacca,
YCTaHOBJIEHBI HEKHE O0IIMe METOIbl TEepPEBOILIO-
IIeHUs, OOECHeYUBIINE APYTUM HHCTPYMEHTaM
BO3MOXXHOCTh YCKOPEHHOTO JIBM)KEHHS 110 Hel. Xo-
pOILIMIA IpUMEp — FrapMOHb, €€ IIEPEKOHCTPYUPOBa-
HUEe B 0asgH ¥ MHOTOKPATHBIE OIBITHI €r0 yCOBEP-
HIeHCTBOBaHMA. [1010OHBIN MyTh MPAKTHYECKH 32
onuH XX BeK Opoluia ¥ JA0Mpa, 4TO CTalO OJHUM
13 CaMbIX KOPOTKUX CPOKOB 3BOJIIOLIMA UHCTPYMEH-
Ta (TaKo IMyTh MOYKHO Ha3BaTh PENYIIMPOBAHHBIM).
O0 ucTOpUYECKUX OOCTOSTEILCTBAX, CHCIABIIMX
HEBO3MOXXHBIM €€ pa3BUTHE B OoJiee paHHHE TIEpHO-
IIbI, OyZIeT CKa3aHO HUXKE.

B uctopun My3bIKH, KaK U HUCTOPHH KYJIBTY-
pHl B 1ienoM, yieammid XX BeK OTMEUeH 0CO0bIM
pa3HoOOpa3ueM CTWJCH, TeueHui, TexHuk. Cpenu
HHUX: DKCIPECCUOHU3M, HEOKJIACCULIM3M, aBaHIrap/,
IIOCTMOJIEPHU3M, CEPUIHOCTb, COHOPHKA, MUHUMA-
nu3M u ap. OTnenbHO HY)KHO BBIIEIUTH MacCOBBIC
JKaHPBI, JKa3 U POK, KOTOPhIE 1O OBITOBAaHHIO HE
YCTYNaIOT My3bIKe (DOTIBKIOPHON M aKaJIeMHYECKOMI
Tpagunuii. CymecTBYIOT H IpyTHe, epudepuitHbie
[0 OTHOWIEHHWIO K TJIABEHCTBYIOUIMM B HEPapXyu
MY3BbIKQJIbHBIX HANpaBICHUH, HO BIHAIOIINE HA
0O0IIyI0 KapTHHY MY3BIKaJIbHON XU3HU. YTO, BIIpO-
4yeM, HaOJI0aJI0Ch U B MPOIIIBIE CTOJETHS, XOTS,
pa3MEKEBaHUE IUIACTOB MY3BIKAJIBHON KYJIBTYPbI
HUKOT/Ia paHee He ObUIO CTOIb 000CTPEHHBIM.

OTO YyTKO YJIOBHJIM MHOTHE COBPEMEHHBIE
HCCIIEIOBAaTEIM MAaCCOBOM MY3BIKM, TBOPYECTBA
KOMIIO3UTOPOB «BTOPOTO PsiIa» U NMPEACTaBUTENEHN
poccumiickoil mepudeprn, a Takxke pKaza U poKa.
ITIo oTHOLIEHHIO K MY3BIKE CTAPUHHOM CYIIECTBY-
IOT TPYABI O KynbType 3anagaoro CpeTHeBEKOBbS
B acIleKTe TBOpYECTBA MEHECTpEJEH, IO cpeaHe-
BEKOBBIM M PEHECCAaHCHBIM NecHAM. OXBavyeHbI U
HEKOTOpBIE «ITOOOYHBIC)» SBICHUS MY3bIKAIBHOM
XKHU3HU craporo IlerepOypra W Apyrux poccuid-
CKHX TOPOIOB..

HckirounTeabHO BaXKHOM M 3HAKOBOM B pyciie
HCCIIEOBAHUN 110 BOIIPOCAM MY3bIKAJIBHOW KYJlb-
TypsbI crasia MoHorpadus B. Konen « Tpetuii mnacr:
HOBBIE MAaCCOBBIC KaHPHI B My3bIKe XX Bekay [8].
ABTOp pacummpuiia TPAAUIMOHHYIO CXeMy pasje-
JIEHUS MY3BIKaJIbHOTO HCKyCCTBa Ha (hOJIBKIIOD,

KaK CBOETO poJia MO4YBY («IEPBBIN MJIACT») U MPO-
(heccnoHaTbHYI0 MY3BIKY («BTOPOM ILIACTY), HO-
0aBHUB «TPETHI IJIACT», «IIPEICTABICHHBIA CBOM-
MU COOCTBCHHBIMH BHJAMH H KaHPaMH, KOTOPHIC
Yale BCEero XUBYT B JEMOKPATHYECKHUX Kpyrax u
HE COBIIAJIAIOT 110 CBOUM (YHIaMEHTaJIbHBIM TIPH-
3HaKaM C ABYMA APYyTHMH Iutactamm» [8, c. 34].
HecmoTps Ha pa3HOPOAHOCTH M HEMOX0XKECTh ITHX
BHJIOB — OT HCKYCCTBa Tpy0aypoB, PpOTTOI 1 BHJI-
JaHen 31oxu Bo3poxaenus u 1o ObITOBOM IMECHH,
TOPOZICKOTO POMaHCa, OMBITOB BOKaJIbHO-UHCTPY-
MEHTAJIbHBIX aHcaMOJiel, — OHM JEHCTBUTEIBHO
00BENUHAIOTCS 0 TAaKMM IPU3HAKaM, Kak Ipen-
Ha3HAYeHHOCTH JJI1 OBITOBOTO MY3WIIMPOBAHUS U
HEKOTOpast 00Jerd€HHOCTh COJEPKAaHUS U MY3BI-
KaJbHOTO si3bika?. OTCIOIa U MAacCOBOCTh — OJ[HA
W3 BaXHEUIIMX YEPT, OTPAXKEHHBIX, B YACTHOCTH,
B ONPEICICHHUIX Psia YIEHBIX: «MAcCOBasi My3bI-
Ka», «okpyxatomasi Hac my3sika» (I. beccemnep),
«Mexay-my3bikay («mezzo-muzikay, K. Bera),
«rpuBnanbHag My3bika» (K. Jlampxays), «cepbés-
HO-Nérkas Mmy3bikay (B. [IpokodseB), «TpeThbs My-
3pika» (B. CbIpoB) 1 psie apyrux’.

HexoTopelie Takoro poma omnpeneneHus crnocoo-
HBI XapaKTepU30BaTh OTAENIbHBIE Chephl JOMPOBOTO
HCKyCCTBa, 0COOCHHO HAa HAaYaJIbHBIX M CEPEIUHHBIX
JTamnax ero CyIecTBOBaHUs. B 11emoM e 3To nckyc-
CTBO IIPH y4€Te TMPUPOIBI, 0Opa3HO-KAHPOBOTO CO-
JIepKaHUs, TUTIA OBITOBAaHUS, (PYHKIIMH, CICIU(PUKH
«ToTpeOneHus» (BOCHPUATHS), XyJOKECTBEHHOTO
YPOBHS periepTyapa, MaHephl HCIIOTHEHNS U CTeIle-
HU BO3JICMCTBUS HA CIIYIIATENS] MOXKET OTHOCHUTHCS
B Pa3HBIX CBOMX MPOSIBICHUSIX U KOHKPETHBIX CHUTY-
aIysIX KaKk K TIepBOMY M BTOPOMY, TaKk B HEKOTOPOi
CBOEH YacTH U K «TPEThEMY IIACTY» (TPaHHIIBI ITUX
«IIJIACTOBY, pa3yMeeTcs, MOTYT OBITh HE YETKUMH).
Cpenu MpU3HAKOB MPHYUCIEHHUS K TPETheMy IUIa-
CTy akIEHTHpPyeM BHHMaHHE Ha TOM (akxTe, 4To,
HECMOTpsI Ha BUIHOE TIOJOXKEHHE B MHOTO(MUTYD-
HOHM INaHOpaMe MY3BIKAJIIBHOM KYJIBTYpbl IPOLIE.-
mero XX Beka, JOMPOBOE HMCKYCCTBO IPUMEPHO
10 1960-x To10B HAXOIMIIOCH HECKOJIBKO B CTOPOHE
OT MarucCTpAJIbHBbIX MyTEH pa3BUTHS COBPEMEHHOU
OTE4YECTBEHHOM My3bIKH. [Io3TOMY € mo3unmii mac-
COBOTO HCKYCCTBa OHO MOIJIO PacCMaTpPHUBATHhCS KaK
OHO M3 €ro HambOoliee aKTUBHO DPa3BHBAIOIIUXCS
HaIpaBIEHUH, CMBIKAIOIIUXCS C XYyI0KECTBEHHBIMU
JNOCTI)KEHUSIMH  aKaJieMuieckoro tBopuectsa. Co
CTOPOHBI K€ «IIUTAPHON MY3BIKH» JOJITOE BpPEMs
MIPEBaJIPOBAJI CBOETO pojia B3I cBepxy. Ceromus
TaKOW B3INISAJ MOXET COXPAHATHCS JIUIIh MO OTHO-
IICHUIO K YKa3aHHBIM SBICHUSIM MOJTYBEKOBOM /JaB-
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HOCTH, KOTOPBIE MTPOIOJIKAIOT CYIIIECTBOBAaTh, KaK U
JIOMPOBEIE SBJICHUS PONBKIOpHOU puposl. Ho mo-
CJie TIOSIBJIEHUSI OPUTHMHAIBHBIX JTOMPOBBIX OITyCOB
KPYIHBIX KOMIIO3UTOPOB* M HEMAJIOTO YKCiIa TPAHC-
KpUIIIUHI ENEBPOB KIIACCUYECKOM U COBPEMEHHOU
MY3BIKH YTOJI 3pEHHS CYIIIECTBEHHO PACIIMPHIICS.

B omimume ot ¢uielThl, McTOpHs KOTOPOH ObLIa
3aTPOHYTA BHIIIE, SBOJIOLHS TOMPBI, KaK H3BECTHO,
He OblIa HEeMpepHIBHOW Ha MPOTSHKEHUH BeKoB. EE
CYILIECTBOBAaHME OKa3aJOCh HACHIIBCTBEHHO Ipep-
BaHHBIM B cepeaunHe X VII Beka B CBsI3U C TOHEHHEM
Ha CKOMOPOXOB, Ybsl Cpella JOMPOBOE HCKYCCTBO
u nopoamna. Jlaxxe crapuHHas nociosuna — «Pajg
CKOMpax O CBOMX JJOMpPax» — HEJBYCMBICIICHHO CBU-
JETETBCTBYET O PACIPOCTPAHEHUH JOMPHI (TIPUIEM
CKOMOPOXH MT'PaJK Ha BCeX OBITOBABIINX B TO Bpe-
Ms HHCTpyMeHTax). M. IMxaHUIIKHi yKa3bIBaeT Ha
Pa3BETBIEHHYIO CHEIHATU3AIUI0 CKOMOPOXOB-MH-
CTPYMEHTAJIMCTOB W BBLIETSET, B YaCTHOCTH, HC-
MOJTHUTENCH Ha JpPEBHEW MOoMpe — JoMpadees [6,
¢. 63]. CymecTBoBa M Na)kKe HEKHUE MIKOJIBI — IICH-
TPBI 00yYEHUSI CKOMOPOXOB, apTEJH WIN «BaTarm,
KOTOpBIE CO3/1aBaJICh 110 30BY U B paMKax OIpene-
NEHHOTO OOIIECTBEHHOTO 3a4aHus. JJaHHbIN pakT —
OJTHO W3 CBHJIETENBCTB, [0 HAIIEMY MHEHHIO, TOTO,
YTO UCKYCCTBO CKOMOPOXOB HaXOAMJIOCH Ha TO Bpe-
Ms1 B 0COOOM COCTOSTHUH TaK Ha3bIBAEMOT'0 YCTHOTO
npodeccuoHaIM3Ma, He Tepsist CBoei (oIbKIOPHOH
OCHOBBI.

O ponm moMp B ALy APYTHX HHCTPYMEHTOB
MOYXHO CYIWTBH W MO CTApUHHBIM (pecKam, Ha KO-
TOpbIE yKa3biBall, B yacTHOCTH, K. BepTkoB. Ha Hux
OBLT M300paKEH MUP C YYACTHEM CKOMOPOXOB-HH-
CTPYMEHTAJHNCTOB: «...CHIAT mozsie cToja Ha CKa-
MBbe JIIOUE ¥ UTPAIOT B TYCIIH U B CKPBINKH, 1 B CBU-
penu, U B BOJBIHKH, U B JOMPE [3, ¢. 251]. ABTOp
KHUATH YIOMSHYJI W O TpamoTax, IJie HOPHUIAIUCh
«HTrpenbl 0ECOBCKHE CKOMOPOXH C AOMpPaMm» [TaM
xKe, ¢. 255].

CKOMOpPOXH KaK HOCHTEIH CMEXOBOW KYNBTY-
PBI BBICOKO HEHIJIMCh W HAPOIOM, W BBICIIHM 00-
IIIECTBOM, HO HE OTBEYAJM YCTAHOBKAM IIEPKBH, 11O
HACTOSIHUIO KOTOPOW maph Ajekcedt MuxaimoBUY
npu3bIBaeT UX u3BecTH (ykaz 1648 roma «OO6 wc-
MIPaBICHUH HPAaBOB M YHUUYTOXECHHUU CYEBEPUI»).
AHamornyHas CUTyallus CIOXKWIACh U B 3amaHoi
EBporie, rie panee Hayaauch TOHEHHUS Ha TBOpYE-
CTBO KOHIVIEPOB W ImmuiIbManoB. Ho ecnu Ha 3ama-
JIe CaMU MYy3bIKaJIbHbIE MHCTPYMEHTHI HE TIOABEepra-
JUCh HamaaKaM (BO3MOXKHO, 3TO CBSI3aHO C TE€M, UTO
WHCTPyMEHTaIbHAA KyJIbTYpa pa3BUBajach TaM U B
JIOHE TIEPKBH), TO WTpa Ha «OECOBCKHUX TYICOHBIX
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cocyaax» OCyX/Jajach OPTOAOKCATBHBIMH MIPHBEP-
JKeHIIaMH TpaBociiaBus. JJoMpa mocreneHHo ucyues-
J1Ia U3 o0Mxona, BIUIOTh 0 KoHIa XIX Beka o Hel
MIPaKTHYECKN HE BCTIOMHHAJIH.

JlOoCTyTHOCTh MY3BIKM CKOMOPOXOB, COINOCTa-
BUMOU ¢ (ONBKIOPOM (ITO, COOCTBEHHO, U €CTh
sIBJICHHE (POJIBKIIOPHOTO THIIA), U OMPEASIsIa CUITY
BO3JICHCTBUS MX UCKYCCTBA U €0 MAacCOBOCTh. Bcé
3TO COOTBETCTBYET OCOOCHHOCTSIM MY3bIKH «TPETh-
ero iacray (1mo B. KoneH), KOTopbIe 3aKIF0Uat0oTCs
U B TOM, YTO MacCOBO-JIEMOKPATHYECKHE >KaHPBHI
BO3HHUKAIOT U3 OMPEACIEHHON CpeJibl HE CTUXUMHO
Y HE aHOHHMMHO, KaK B (oJIbKIIOpe. DTOT ILIACT SIB-
JISIETCST «IIOCPEAHUKOM», IPUBHOCAIINM 3JIEMEHTHI
tdonpkopa B ceprl, oTmnuHbIe OT Hero. Ilo cro-
BaM HCCliefoBaressi ckomopornectBa A. benkuna,
CKOMOPOXH-WHCTPYMEHTAIUCTBI «ObLUTH TIPOBOIHU-
KaM{d 0CO0O0r0 MHUPOOUIYIICHHS HAPOIHOM Ipa3-
HugHOCTHY [1, €. 164].

C 3ampeToM CKOMOPOIIECTBAa HUTh JIaBHUX Tpa-
TUIIHH )KU3HA MTHCTPYMEHTA HaI0JITO MPEepPhIBAeTCS,
a WX BO3POXKICHHE HAa HOBOW OCHOBE MPOHCXOIUT
ToJIbKO B KoHIIe XIX Beka, korna B. AHipeeB BBonUT
CEMEHCTBO JJOMp B CO3/1aHHBIN UM Benukopycckuii
opkectp. Jompa B HEM mpeacTaBiisiia NpeuMyliie-
CTBEHHO «TPETHH IUIACT», MOCKOJIBKY OPKECTp HC-
TIOJTHSUT B OCHOBHOM MY3BIKY CaJJOHHOTO XapakTepa
— TaHNbl (BaJbChl, Ma3ypKH, MOJIOHE3HI), IOMYPPH,
00pa0OTKM HApOIHBIX Menonui, (aHTas3uu, Ba-
puanuu Ha Kiaccudeckue teMbl. OCHOBHas IIeNb
IIPH 3TOM OMpEJesiach MOMyISIpU3alueil caMux
WHCTPYMEHTOB — I€JIb, OTMETHUM, CBOEBPEMEHHAas
1 akTyanbHas. E€ noCTH)KeHHe 3HaMEHOBAJIO pac-
HIMpEeHHe Kpyra CIyIATeIbCKONH ayTuTOPHHA U OX-
BaT HOBBIX KYJIBTYPHBIX IPOCTpaHCTB. KoyutekTus B
Hayaje XX Be€Ka MHOTO racTpOJIMpOBaj MO CTpaHe
U 3a pyOexom, Oiaronaps 4eMy pyccKHe HapOJIHbIC
WHCTPYMEHTHI CTalld M3BECTHHI M TaMm. VX macco-
Basg BOCTPeOOBAaHHOCTH BO3pOCIa HACTOJBKO, YTO
MIPOM3BOICTBOM JOMp CTaJIA 3aHUMAThCS HE TOIBKO
poccuiickre, HO B 3apyOeKHbIE TIPOMBIIUICHHUKH,
B TOM yrcie pupma «LlumMmepmany.

Henp3s1, onHako, yTBep)Kaarb, 4TO BCE IPO-
XOIMIIO aOCONIOTHO TIIAJKO. YCIIeXaM COIyTCTBO-
BaJM W TOJOCAa KPUTHUKOB, BBICTYIIABIINX IMPOTUB
BO3POK/IEHUS] HAPOAHBIX MHCTPYMEHTOB U TEM 00-
Jiee WCIOJHEHHS Ha HUX KIACCHYECKON MY3BIKH.
W 3mech Ha mepenHUi TJ1aH BRIXOAWT Ipobiema pe-
nepTyapa, Kak OPUTHHAJIBHOTO, TaK U TPAHCKpUOU-
POBaHHOTO.

Ho nepBeie maru npoinensl. 1 My3bIKy i
HapOJHOTO OpKECTpa HAYMHAIOT MHCATh KPYITHBIC
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KOMITO3UTOPBI. A. [7a3yHoB mocBsimaer Benunko-
pycckoMy opkecTpy «Pycckyro danrazuro» (1906),
a Bcled 3a HeW MOABIAIOTCS TPOU3BENEHUS ¥y
M. Hnmonurtosa-Usanosa, P. I'mmpa, C. Bacu-
JIeHKO. XOTSI B OCHOBHOM HT'PAJIMCh apaHKUPOBKH,
a Tak)Xe CAJIOHHBIE NBECHI THMA BaIbCOB «DaBHY,
«baboukay, «Opxunes» B. Aanpeesna.

[anee penepryap HapOAHOIO OpKecTpa IIO-
MIOJTHSAETCSI HOBBIMH COYMHEHHSAMH, B TOM YHCIIE
N. CrpaBuHCKOTO, T/I€ BOIUIOLIEHA pycCKas Tema-
THKAa: MEH3a)KHO-KOJIOPUCTHYECKHE OIIYCHl, pac-
KpBIBAIOIINE KapTUHBI PYCCKOM NPUPOABI, OO
MIPOM3BECHHS, TOCBAIIEHHBIE HAPOJHO-CKA30UHON
TeMaTuke. TakoBbIMU CTaiu U crouThl B. bosinioa
«Konéx-ropbynok» n «CeBepHble MeH3axm», CO3-
JaHHBIE 1O/l O4eBUIHBIM BiIHstHEEM A. JIsgoBa.

Ho B OCHOBHOM XaHpBI IIPOU3BENCHUMI, XOTA
1 OTVIMYAJIHCHh pazHooOpa3ueM, ObLIM BO MHOTOM
onHoponaHbl. He Bcerma ynmaBanoch IpeofoJieTh
(hONBKIIOPHYIO 3aBHCHMOCTH, NMPUYEM dale oc-
BaWBaJIHCh HamOoJiee JOCTYIHBIC CIIOH (OIBKIO-
pa, IPEeHMYIIECTBEHHO €r0 TOpPOJCKON BapHaHT.
HcnonHnTEeNCTBO HAa HAPOIHBIX HMHCTPYMEHTAX,
KacaroIieecs Mpexae BCero aHcaMOJIeBOTO U OpKe-
CTPOBOTO MY3HIIMPOBAHUS, HMEJIO B TO BPEMS OT-
TEHOK pa3BleKaTeNbHOCTH, 00meryéHHocTH. [1o3-
TOMY OHO IIPOYHO 000CHOBAJIOCH B JIOHE KTPETHETO
IJ1aCTay.

OcBoeHrEe KaKJJOT0 HHCTPYMEHTA M MOCTETEH-
HOe pacmmpeHue chepsl ero MPUMEHEHUs — IMPo-
ecC NUHAMHYHBIA, HAXOISIIUKNCS B MOCTOSHHOM
pa3Butuu. Y oH HEMpeMeHHO MPUXOAUT K TOMY 3Ta-
ITy, KOT/Ia TOSIBIIAETCS MOTPEOHOCTh PACIIUPEHUs U
OOHOBIIEHHS €r0 BO3MOXKHOCTEH 1T KOHIIEPTHOTO
my3unupoBanus. K cepennne XX Beka Takas Io-
TpeOHOCTh BO3HHKIIA U Yy JOMphL. Hanucanue mnep-
Boro KoHuepra st tompel ¢ opkectpom H. Bynam-
kuHBIM (1945) roxgy coBmanmaeT ¢ e€ BBIIBUKECHUEM
Ha MO3UIUH solo. V1 3TO cTajo pemamnum marom
Ha MyTH akaJeMH3aluyd WHCTpyMeHTa. JlompoBoe
HCKYCCTBO PACIIUPUIIO TEPPUTOPHIO U, COXPaHsA
CBOE MECTO B TIEPBOM M TPETHEM «ILIACTax», yBe-
peHHo u Bc€ Oojiee mTyOOKO CTajao BXOAWTH U BO
BTOPOI1.

VYcnokHEeHHEe TEXHUKH WIPhl  MOTpebOoBajo
CHEIMaIFHOTO M HempepsiBHOTO 00yueHus. C ce-
peauHsl XX BeKa Ha JIOMpPE CTajly YYUTh HE TOJIb-
KO B IIKOJIE U YYHJIMINE, HO W By3€, XOTS paHbIIe
OHa HE BXOAWJIA B YHCJIO MHCTPYMEHTOB, YTBEPXK-
NEHHBIX B cUCTeMe BhIclied kBanupukanuu. Oopa-
30BaHHE JIOMPHUCTOB MPHOOpPETAET OCO3HAHHBIA U
OYEBHJIHBIN TPodecCHOHANBHBIA XapaKkTep, CBHIE-

TEJIHCTBOM YEMY CIY)KaT HE TOJIBKO CHEIHAJIbHBIC
MPEeaMETHI, HO M Pa3BETBIEHHASA CETh MY3bIKallb-
HO-TEOPETHYECKHUX, ICTOPUUECKHUX M 0OIIeryMaH!-
TapHBIX TUCIHILINH.

[locTenenHo cranmm BHEAPATHCA U Tpodeccro-
HaJbHBIE KOHKYPCHI HCIIOJIHUTENEH Ha HAPOMHBIX
WHCTpyMEHTaxX. Bo3HuKanmu pa3HOOOpa3HbIE Me-
TOAMKH OOyYeHHs, TIOHa4Yady O0a3upOBaBIIMECS, B
OCHOBHOM, Ha 3aWMCTBOBAaHHBIX TEOPETHYECKHX
MOCTYJaTax M3BECTHBIX LIKOJI UTPhI Ha Queiite, hop-
TernuaHo u, OoJjiee BCero, Ha ckpunke — A. Ayapa,
K. ®nema, . Jlecmana, 1. SImnonsckoro, b. Cre-
manoBa, K. Mocrpaca, b. Ctpyse u np. Ha mono-
KEHHUAX 3THUX IIKOJN, a TaKKe Ha TBOPYECKOM IIe-
PEOCMBICIIEHHN COOTBETCTBYIOILIETO perepTyapa
(hOpMHUPOBAICH OCHOBHI JOMPOBOTO HCIIOTHUTEIb-
CTBa 1 NMpHUOOPETATNCh HABBIKA OCBOEHUS KIIaCCH-
YeCcKuX MpowusBeneHuil. B 3Toif ke cBsi3u oborarma-
I0TCS MPUEMBI WTPHI, B YAaCTHOCTH, MPHUBHOCATCS
CKpUIMUYHBIE (M HE TOJBKO) MPHEMBI, COBEPILIEH-
CTBYIOTCS TEXHHYECKHE pEecypchl HHCTPYMEHTa
U caMux wucnoyiHuTene. JloMpoBblld penepryap
BKITIOUAET HOBBIC JKAHPBI M (POPMBI, YACTHIHO UX
nepeocMbIcTuBast. J{Js 3TOro MHCTPYMEHTA MULTYT
npodeccroHa bHbIC aBTOPHI (CM. MpUMedaHue 4),
XOTA OpPUTHHAJIBHBIN pernepTyap emé HeooCTaTod-
Ho mmmpok. Kommozutoper XVIII-XIX BexoB Obun
JIUIIEHBl BO3SMO)KHOCTH MCIOJIH30BAaTh HHCTPYMEHT
JUTA peasn3allii XyI0KeCTBEHHbBIX UICH.

MarucTpaibHblil IyTh Pa3BUTUS MY3bIKAJIbHO-
IO UCKyCCTBa HECKOJIBKO BEKOB OIIPENENSIeTCS MPo-
(beccHOHATBHBIM KOMIIO3UTOPCKAM TBOPYECTBOM.
COOTBETCTBEHHBI M TNPHUOPUTETHI MY3BIKOBEIUE-
CKOW HayKH, COCPEIOTOYMBIIECHCS Ha HW3yYEeHUH
ero meneBpoB. Ho Bc€ Bo3pacrarominii UHTEpeC K
WHBIM SIBJICHUSIM, 0COOCHHO K (poNbKIOpY, pactpo-
CTpaHSETCs MOCTETIEHHO 1 Ha IOMPOBOE HCKYCCTRO.
OT0 MoATBEPXKAAIOT nccienoBanus 1. BapmamoBoid,
E. BomuxoBa, A. Xentuposo#i, E. CkpsOuHOH,
K. Hlapabunze’. Aryanm3anusi T€X CIOEB MYy3HI-
KaJbHOTO TBOPYECTBAa, YTO JUINTENHHOE BpEMS
Pa3BUBAJINCH MOACITYAHO, — XapaKTepHas MpHMeTa
Harmrero BpemeHu. Kak ciencTBue — BCIUIECK MHTE-
peca K U3y4eHUIO SBICHUM, CIUTABIIUXCS epude-
puiiHbIMH. B KX uyucie okazanock U JOMPOBOE HC-
KYCCTBO.

OTMeTHM, 9TO caMO TOHATHE «OOKOBOE Tede-
HUE» WM «rnepudepus» Mo OTHOIIEHHWIO K SBIE-
HUSAM KyJBTYpPBl OTIMYAETCS HECTaOWIBHOCTHIO U
nozBep:keHo MeTamopdo3aM. Tak, Ha IPOTIKEHUH
MHOTHX CTOJIETHH IIOJIOKEHHE HEKOEro IIeHTpa
KyJABTypbl 3aHHMAJH CTpaHbl 3amagHoid EBpombl.
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1 Tonsko co Bropoii Tpern XIX Beka B My3bIKallb-
HYI0 KU3Hb U BCJIEJ 32 HEU B MY3BIKOBEICHHE CTa-
JIM IIPOHUKATh SBJICHUS, Uil EBpONBI SBIIABILIHECS
nepudepuitHpiMu. CIyXOBOH Kpyro3op 3arajgHoro
YyeJI0BEeKa HEYKIIOHHO PacIIMpsIICs 3a CYET, B 4acT-
HOCTH, U HHTEpECa K PyCCKOW MY3bIKE, JIOCTUTHYB
cBoero arorest B XX Beke’.

Hcropust My3bIKM UMEET HEMAJIO IIPUMEPOB U3-
MEHEHHUSI «KYJIBTYPHOIO CTaryca) HEKOTOPBIX BH-
JoB ¥ >kaHpoB. ConuéMcs Ha CTPYHHBIH KBapTeT,
KOTOPBIM HE BCEra OTHOCWIICS K OAHOMY W3 BEXy-
IIMX aKaJIeMHYECKUX KaMEpHBIX )kaHpoB. [Ipu cBo-
€M POXICHHUH U HA IIPOTSHKECHUU BTOPOM IIOJIOBUHBI
XVIII Beka KBapTETHOE UCKYCCTBO HAXOAWIOCH HA
nepudepur My3bIKaldbHOU xu3HHU. Ero cymecTso-
BaHHE OBUIO CBA3aHO C JIOMAaIIHHM MY3HIIIPOBa-
HUEM, a perepryap ONpeAesICs B OCHOBHOM Iie-
penoxennsmu. B TBopuectse pannero M. Iaiinna
KBapTeT elIE TATOTEI K JUBEPTUCMEHTY THUIIA Kacca-
11U, TO €CTh PA3HOBUJHOCTH «YJUYHON MY3BIKN.
W nvmns mo3aHEee, y caMoro 158 laiinHa, y B. A. Mo-
napra u, ocobeHHo, y JI. Baan beTxoBeHa kBapTeT 3a-
HSIJI TO MECTO B PEECTPE BELYIIHUX AKAJAEMHUYECKUX
JKaHPOB, KOTOPOE COXPAaHSETCS 32 HUM BIUIOThH 110
HalIETo0 BPEMEHH.

XapakTepHble MeTaMop( 036l MTPOU3OILIH B FC-
KyCCTBE JI’)Ka3a, O KOTOPOM B MHTEPECYIOILIEM HAC
pakypce mucan A. Coxop: «JIxa3, HAUMHABIITHICS
KaK MacCOBO€ UCKYCCTBO, B Psiic CBOMX HOBEHUIIUX
TEUECHUM YTpaTWI MPEKHIO OPUEHTALUIO HA IIU-
POKOIO CIIyLIaTessl, IPeBPaTUBLINCH B MY3BIKY JUIS
3HaToKa» [9, c. 5].

Kax npumep npoTHBONOI0KHOM HaNPaBIEHHO-
CTH NPUBEIEM Ha JIIOTHEBOE UCKYCCTBO, UMEBIIIEE B
XVI — nauyane XVIII Beka BbICOKHI cTaTyc U IIKUPO-
KO€ pacIpoCTPaHEHUE, a CO BpEMEHEM YTpaTUBIIIEE
CBOM IIPEUMYIIIECTBA.

PaccmotpenHbie (akThl My3bIKATbHOM >KU3HU
Pa3pO3HEHHBI, OTHOCATCS K Pa3HbIM 3II0XaM U BU-
JlaM TBopuecTBa. BBIOOp X, OBITH MOXKET, CITy4YacH.
Ho B COBOKYITHOCTH OHU MOTYT CILYKUTb IIPUMEPOM
TOTO, YTO MOJOKEHHS IEHTPA U epUPEePHH, Maru-
CTPAIBLHOTO ¥ OOKOBOTO OTBETBJICHUI CO BpEMEHEM
He pa3 MeHsuMch Mectamu. [Ipuuém mporecc 3ToT
IIPOTEKaeT NOCTOSHHO. JIOMpOBO€ HCKYCCTBO, IIO-
BTOPUMCS, Pa3BUBAJIOCH JI0 HEKOTOPBIX 10D B PyCIIE
OOKOBBIX TEUEHH, HO HACTOJIHKO HHTEHCHUBHO, YTO
pe3yaBTaTOM 3TOTO Pa3BUTHUS CTAJIO OOPETEHUE UM
Ka4eCTBEHHO MHOIO YpOBHs U craryca. llepexuss
HEKHI Mepexosl OT UCKYCCTBA IEPBOIO U TPETHETO
«IUIaCTOBY, OHO B HACTOSLIEE BPEMSI CTOUT B OJTHOM
psny ¢ mpodecCHOHANLHBIMH aKaJIEMUYECKUMHU SIB-

JICHUSIMH ¥ 3aHIMAaeT CBOIO HUIIY B MY3BIKaJIbHON
KyJIbType cOBpeMeHHOCTH. He MeHee xapakTepHo u
TO yX€ OTMEUEHHOE OOCTOSTENBCTBO, YTO JIOMPO-
BO€ HCKYCCTBO HE YTPaTWIO CBOM IpPEXKHHUE, OT-
HIONb HE YIIEpOHbIE, a MPOCTO JAPYTrHe IMO3UIIHH, B
CHITY YEeTO Mbl BIIPABE TOBOPUTH O MPEOBIBAHUH €T0
OJTHOBPEMEHHO BO BCEX TPEX IUIacTax MpH BIIOJ-
HE OIpEeNeNEHHOM TeNeph IMPHOPHUTETE BTOPOTO.
Bo MHOrmX k€ KOHKpPETHBIX CIydasX OHO C 3TOTO
BpPEMEHH, CIOBHO OBl BOMpas B cebd COKM Pa3HBIX
KYJBTYp, pacrojaraercsi U Kak Obl Ha MOTpaHUYbE
MEXIy HUMH — HApOJHBIM M aKaJeMUYeCKUM, Mac-
COBBIM U JIUTAPHBIM, JIIOOUTENLCKUM U TIpodeccu-
OHAJILHBIM.

ITpu 3TOM TOMPOBOE UCKYCCTBO CIIOCOOHO BOU-
patb B cebs BIUAHNSA PA3IUYHBIX TIACTOB KYJIBTY-
PBI ¥ B pa3HbIX ponopiusx. Y moTomy B Kakux-Ju-
00 YaCTHBIX cITy4asx (MPUMEHHUTEIHHO KO BPEMEHH,
HaIpaBJICHUIO, KOMIIO3UTOPY, TPAHCKPHUIITOPY, KOH-
KpEeTHOMY MPOM3BEACHHUIO WM OOJIACTH TBOpYE-
CTBa) OHO MOXET CKIIOHATHCA K OJHOM W3 albTep-
HaTHBHBIX CTOPOH, HE TEpss IMPH 3TOM CBs3eH C
JpYTOH, a TO ¥ HaXOAsACh Kak OblI mocepennHe, 3a-
XBaTbIBasi 4ePTHl KaXJOH CTOPOHBI NMPUMEPHO B
pPaBHBIX KolW4ecTBax. Eciu mpencTtaBuTh JAOMpPO-
BO€ MCKYCCTBO B BHJIE HEKOM (Uryphl (Hampumep,
MPSIMOYTOJIBHUKA), BHYTPH KOTOPOHl TIOMeIeHa
yepTa, pa3leNsiomas CTOPOHBI SBJICHHS, TO TakKas
yepTa He OyeT 3aKperi€éHHON B omHOM MecTe. OHa
MOXKeT OBITh yImomobieHa ckopee CBOOOIHO mepe-
MEIIaeMOMY JBIKKY, TO3HWIHA KOTOporo Oymer
(buKCHpOBaTh MPOMOPIINIO B COOTHOIIEHHH CTOPOH.
[Ipenmy1iecTBeHHOE TIOJIOKEHNUE OTHOW M3 CTOPOH
KaK pa3 W MO3BOJHUT MPUYHCIUTHh N3y4aeMOe SIBIIE-
HUE K OJIHOMY U3 IJIACTOB WU e OOHAPYKUTh TE
WJIM MHBIE BAPUAHTHI UX CMEIICHNS.

[IpuBenénnsie BbIIE COOOPaXEHUI MOTYT IO-
MOYb B JaJIbHEHIIIEM OCMBICIIEHHUH IOMPOBOTO HC-
KyCCTBa 1 JIOMPHI KaK €ro HocuTels. B onnH 1 ToT e
HMCTOPHYECKHUH MEPHUOJl OHA CITOCOOHA MO-Pa3HOMY
(DYHKIMOHHPOBAThH B COLMOKYJIBTYPHOM HPOCTpPaH-
ctBe. Kakoe-To Bpemsi JoMpa NMpuHA IeKana TOIb-
KO MEPBOMY IUTACTy KyJIBTYPBI, TPOAODKAsA OTYACTH
MIPUHAJIEXKATh eMy U ceroaHs. Haunnas ¢ mepBbIx
OTIBITOB TPAHCKPUOMPOBAHUS M CO3JAHUS PAa3HOTO
pona danTa3uil, HOMyppH ¥ Bapyalliii Ha HApOIHBIC
TEMBI OHa CTajla HHCTPYMEHTOM I10 IIPEUMYIIECTBY
«TPETHETO TUIACTa», HE yTPATUB U JJaJIee TaKOe CBOE
npenHaszHadenue. [lociaennue xe 50-60 net, korma
Ha JIOMpE CTaJIi UCIOIHATH CIOKHEUIIINE COUMHE-
HUS CKPUTTUYHOM, (IIeHTOBOM, KiIaBECHHHOM 1 (op-
TENUAHHOMN JIUTEPaTypHl, a TAKXKE KOT/Aa MOSBHIICS
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PAA HOBBIX KOMITO3UTOPCKUX pPabOT, CHenuaIbHO
aJPECOBAHHBIX CONBHOM JOMpE, OHAa YBEPEHHO BO-
[IU1a ¥ B KYJBTYPY «BTOPOTO IIJIaCTa», CTaB €0 MOJ-
HOTIPABHBIM MIPEICTABUTEIIEM.

Tak Kaxkoe e MeCTO OTBEIECHO JOMpPE B CETO/-
HAIIHEW My3bIKadbHOW Xu3HU? I[loBTOpHM 3TOT
y3710BO# Bompoc crarbu. OTBET MPO3BYUHT CIETY-
IOIUM 00pa3oM: OHA MpEACTaBlIeHa BO BCEX BO3-
MOXHBIX chepax. [leiicTBUTENBHO, JOMpa U CEeroI-
HS OCTaéTcs B IOJHOM CMBICTIE CJIOBa HApOTHBIM
nHCTpyMeHTOM. Kpome Bcero, oHa mpomuia nepuos
OCBOCHHS TPaHCKPUOMPOBAHHBIX COYMHEHUH MYy-
3BIKAJIPHON KIIACCHKH, MPEUMYIIECTBEHHO JIETKO
JIOCTYITHOM. 3areM OHa cTaja 00BEKTOM KOMIIO3H-
TOPCKOTO TBOPUECTBA, IOHAYATY CAMUX JIOMPHUCTOB,
APKO TIPOSBHUBIINX ce0s Ha IOMPHUIIE HE TOJBKO

WCTIOJIHUTENEN, @ U TpaHCKpUNTOpoB. M, HaKoHell,
y>K€ M3BECTHO HEMAJIO CIIy4aeB, B TOM YHCIIE OTMe-
YEHHBIX BHINIE, OOpamieHusl K AoMpe mpodeccro-
HaJLHBIX KOMITO3UTOPOB.

JoMpa crana cBoel B KyJlbType «BTOPOTO
IJ1aCTa» U MOXKHO YBEPEHHO MTPOTHO3UPOBATH, UTO
UMEHHO TPOQeCCHOHAIBHO-aKa[eMUIecKass KOM-
MO3UTOPCKAsi U HCIOJIIHUTENbCKasl cpefa obecrie-
quT el B 0003puMoM OyayiemM Haubojiee Oyiaro-
MPHUATHIC YCIOBUS U pa3BuThs. Ho mpu 3ToM oHa
€IBa JIX TIOTEPSICT CBOM NIEPBOOCHOBHBIC TIO3UITUH
¥ IMEHHO ITOTOMY BCeT/Ia OyIeT IPEeACTaBIATh JIFO-
ObIe CJIONM COBPEMEHHOTO, B TOM YHCIIE HAPOIHOTO,
JMOOUTETHCKOTO, aKaJeMHYECKOTO (aBaHTapIHOTO
U TOCTMOJCPHHUCTCKOTO) MY3BIKAJIHLHOTO TBOpUE-
CTBa.

< MPUMEMAHUA (<

' OuenuTh Macmrab 3THX OTpaciel My3bIKO3Ha-
HUS MOTyT TioMoub Tpyasl M. CanonoBa, T. KropersH,
E. 3unkeBuu, A. Ilykepa, B. Cripoa, H. OrapkoBoii,
E. Ckypxko, M. Dtunrepa, 0. Boponrosa, T. IOposoii,
T. Cunenxo#t, H. Banueit, C. bauHoBa n MHOTHX ApYy-
TUX YUEHBIX.

2 O6pa3oBaHKe B My3BIKAILHBIX KYJIBTYPax Pa3HBIX
cioéB (mpexie Bcero, PoIbKIOPHOTo, YCTHO-TIpodeccH-
OHAJILHOTO U TPO(HECCHOHAIBHOTO) CBOMCTBEHHO MHO-
THM, B YaCTHOCTH, BOCTOYHBIM HAI[MOHAIBHBIM KYyJIBTY-
pam. Conutémcs Ha mccnenoBanue T. B. Kapramosoii,
BhIZIeNMBIIEH B KynbType CeBepHod MHamm Takue oc-
HOBHBIE IUIACTHI, KaK «WUACMPUA-CAHSUm, WIA My3bIKa
“BBICOKOM Tpamuiuu’” (KJIaccudeckas), yu-uacmpus
(“momyknaccudeckas’), Jjaox-caneum  (TpaguIOHHAS
My3bIKa)... U T. A.» [7, c. 147]. Yn-macTtpus 3aHUMaeT
MIPOMEKYTOIHOE TOIOKEHUE «MEXAY KIACCHKOH M TO-
JYKJIACCHKOW», codeTasl MPU3HAKKH BBICOKO KilaccHde-
CKOTO W TPAAWLMOHHOTO MCKYCCTBa, YTO 3a(pHKCHPOBAI
IIpabxa Atpe [Tam ke, c. 39]. I3 HEmaBHUX TPYIOB IO
cxomHO# Temarmke Ha3oBéM craren C. I1. Tamumxoit
«O mpodeccuoHanu3Me B TPAIUIIHOHHON MY3bIKAIbHOM
kyastype» [4] u C. A. Enemanooii «Iloustie «mpodec-
CHOHAJIM3MA YCTHOHM TpaJWITUI» M Ka3axcKas MeceHHas
KYJIBTypa: HOBBIE U CTapble BOIPOCHD) [5].

3 O6 ompeneeHusIX «OKPYXKarolias HAC My3bIKay
I. Beccenepa, «mexmy-my3bikay K. Beru, «rpuBuanb-
Has my3bika» K. Jlanbxaysa cm.: URL: http://www.poet-
severyanin.ru/articles/tretiy-plast.html. Paccyxnenus
0 «CEepbE3HO-JIETKOM MY3BIKE» MOXHO BCTPETUTH B CTa-
The B. IIpoxodbeBa «O TpEX ypOBHIX XyA0KECTBEHHOMN
KkyneTypsl HoBoro m Hogeitmiero Bpemenu (k mpobieme
MPUMUTHBA B HM300pa3HTEIbHBIX HCKycCcTBax)» (B cO.:
IlpumMUTHB U €ro MecTo B XYJAO0KECTBEHHOW KYJbTY-
pe HoBoro m HoBeiimiero BpemeHu: cO. CT. / OTB. pen.

B. H. Ilpokodrer. M.: Hayka, 1983. C. 6-28). [loustue
«TpeTbell MY3BIKW» SBISETCS (YyHZaMEHTOM MOHOIpa-
¢un B. CeipoBa «CruieBsie MeTtamMapho3bl POKa KIIH
myTh K “Tperbert Mmy3bike”» (Hwwxuuit Hosropoxa: Uzn-o
Hwmxeropoackoro roc. yH-Ta, 1997. 209 c.).

4 Conwiémcs Ha Takue IPOU3BENEHHMs, Kak [1STh mbec
it jompsl U ¢oprenunaHo «Ilo MoTHBaM TaTapckoro
¢donbknopay C. I'yOaiayauHON, KOHIEPTHI IS AOMPBI
¢ opkectpoM E. Ilograiina, K. Bomukosa, JI. Konomy6a,
T. Cepreesoit, Konmeprapie stronsl JI. Kpusuikoro,
ero xe «WHTpoaykuus, 6 Bapuanuid ¥ TeMay, MHECHI
K. BonkoBa, «IITh KanmprucoB B POMaHTHIECKOM KITIOUE)
A. IlpiranKoBa 1 MHOTHE JIPYTHE.

5 Cm.: Bapinamosa T. I1. ®opMupoBaHHe HUCIIOIHH-
TETBCKONH TEXHUKH AOMPHCTA B CHCTEME HEIPEPHIBHO-
rO CIEMUATbHOTO MY3BIKAJIBHOTO OOpPa30BaHUA: IHC.

. Kaua. men. Hayk. M., 2010. 206 c.; BomukoB E. A.
Konnept ais TpEXCTpYHHOH TOMPHBI B TBOPYECTBE OTE-
YECTBEHHBIX KOMITO3UTOPOB: JHC. ... KaHI. UCKyCCTBO-
BeneHus. PoctoB-Ha-/lony, 2011. 229 c.; XKentuposa
A. A. My3bIka 7151 pyCCKOW TOMPBI: CTaINU SBOJTIOLAN
U CTWJEBbIC TEHACHIWHU: AWC. ... KaHJA. UCKyCCTBOBE-
nenust. Marautoropck, 2009. 200 c.; Ckpsouna E. T.
JloMpoBO€ MCHIOTHUTEIBCKOE UCKYCCTBO: HCTOKH, CTa-
HOBJICHUE, TEHACHIIUN Pa3BUTHUSA: JUC. ... KAHI. HCKYyC-
cTtBoBenieHus. Marautoropck, 2009. 279 c.; llapabu-
m3e K. b. CoBpemenHbIe pobiaemMbl 00ydeHHsI HTPE HA
HapOAHBIX MY3BIKaJbHBIX HHCTPYMEHTAX: TEOpHUI H
MpakTUKa (Ha MaTepuane y4deOHO-BOCIIHTATEeILHON pa-
0OTBHI B KJIacCe JIOMPbI): JUC. ... KaH[. nela. Hayk. M.,
2012. 210 c.

¢ B3auMOJEHCTBHIO KYJIBTYp POCCHMCKUX CTOJIHMI[ H
nepuh)epUiHBIX PETHOHOB, a TAK)KE PA3HBIX cdep My-
3BIKQIBHOTO TBOPYECTBAa MOCBAMIEH DA ITyOIHMKaIuii
E. Tpembogenbckoro (cM., k mpumepy: [10]).
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AOMpOBOE NUCKYCCTBO B Pa3AUYHDbIX KOHTEKCTaX
MY3bIKAAbHOIO TBOp4YeCTBa

B crarbe 3adukcupoBaHbl 3aMeTHbIE MOAM(HKAIMH, 00eceurBIINe TpedbIBAHUE JJOMPOBOTO HCKYCCTBA B peecTpe
akanemuueckoro. OTMedeH U GakT coxpaHeHHs CaMOOBITHBIX 3HAKOB €r0 M3HAYaJIbHOW OpraHUKH. DTH JBa 00CTO-
SITEJILCTBA OOBSCHSIOT YCTOWYHNBOE BOCIPHSTHE JOMPHI KaK HApOJAHO-aKaJIEeMUYECKOr0 HHCTPYMEHTA, CIIOCOOHOTO B
3aBHCHUMOCTH OT pernepTyapa, MaHephl UTPBI, IPUPOJBI MBIIIJIEHUS MY3bIKAHTOB CKJIOHATHCS B Ty MJIM HHYIO CTOPOHY.
B cBs3u ¢ 00cyxK/1eHHEM MOHATHS «aKaJeMUYECKUI CTaTyc» B CTAaThe BBICKA3bIBAETCSl TMITOTE3a O B3aUMOJECHCTBUU
MIPOLIECCOB aKaJIeMU3ally ¥ HHTepHALMOHANM3auuu. Pakype paccyxnenuil, ucxoasaumii nu3 reopun B. Konen o Tpéx
IUIaCTax UCKyccTBa — (POJIBKIOPHOM, NPO(eCcCHOHAIBHOM M TaK Ha3bIBAEMOM «TPETHEM ILIACTEY, TO3BOJIMII YKPEITUTh
TE3UC O TOM, 4YTO B PA3JIMYHBIX MPOSABICHUAX U HA PA3HBIX ATANaX Pa3BUTUS JOMPOBOE UCKYCCTBO MOXKET OTHOCUTBCS
K Jobomy M3 HUX. Henpocrast ncTopust 3TOro HHCTPyMEHTA MPHIIUIA HBIHE K TOMY ATally, KOIjia OH CTOUT B OJHOM
psny ¢ npodecCHOHaIbHBIMU aKaIeMUYE€CKUMH SIBJICHUSIMH M 3aHUMAET CBOIO HUIITY B MY3bIKaJIbHOM KYJIBTYpE COBpE-
MEHHOCTH.
KnrodeBbie ciioBa: 1oMpa, IIIACThI KYJIBTYPbl, aKaJleMHU3alisl, IEHTP 1 nepudepus, NHTepHAIIMOHAIN3AIHS.

The Art of Domra Playing in Various Contexts
of Musical Composition

The article pinpoints perceptible modifications providing with the presence of the art of domra playing in the registry
of academic music. Special attention is paid to the fact of preservation of distinctive signs of its initial organics.
These two circumstances explain the steady perception of the domra as a folk and academic classical instrument
capable of swaying towards one or the other direction, depending on the repertoire, manner of playing, nature of the
musicians’ thinking. In connection with the discussion of the concept of “academic status” the article expresses the
hypothesis of the interaction of the processes of academization and internationalization, and also briefly recreates,
analogously with the domra, the history of the flute, which became an academic classical instrument only in the
19t century. The angle of reasoning emanating from the theory of Valentina Konen about the three strata of art
— folk, professional and the so-called “third stratum” — made it possible to strengthen the thesis that in various
manifestations and at various stages of development the art of domra playing could pertain to any of these. In
general, the complex history of this instrument led presently to the stage when it stays in one range with professional
academic phenomena and takes up its niche in the musical culture of our times.

Keywords: domra, the domra in professional music, the domra in folk music, Russian folk instruments,
academization and internationalization of the art of domra playing.
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K 125-AeTtuio BbicTynAaeHus ®éaopa LllarsinuHa

Ha cueHe KoHLLepTHOro 3aAa
YhHUMCKOro MHCTUTYTa UCKYCCTB

LUAASAMUHCKKUIA 3AA YOUMCKOTO MHCTUTYTA UCKYCCTB:
OBPETEHME MMEHU

pend OrpoOMHOTO MacCHBa HMCTOPHUYECKHX

MECT, CBSA3AaHHBIX C MMEHEM BeIHKOro DE-

nopa Hlansnuna, Beiaesnsiercs Y ga — ropox,
[JIe COCTOSUICS ACO0T apTUCTa Ha MPOPECCHOHAb-
HOH omepHO# ciiene. B gexabpe MuHYBIIEro roga
HCIIOIHUIOCH 125 JIeT co AHS 3TOro COOBITHS, a Mai
2016-ro oTMeueH MaMATHOW JATO BBICTYIUICHUS
@. [TansnuHa Ha cuene KonueptHoro 3ana J[BopsH-
cKOro coOpanus' (HbIHE — 31aHusT Y PUMCKOTO TOCy-
JAPCTBEHHOTO MHCTUTYTA MCKYCCTB MMEHHU 3armpa
Hcemarnnosa). Ce3on 1890-1891 romor B aHTpe-
npuze C. 5. CeménoBa-CamapcKoro ajisi FOHOTO CO-
mucta @. [lansmuHa cTan mepBEIM IIaroM ero oie-
CTSIIEr0 TBOPYECKOTO MyTH. HeynuBurenbHO, YTO
KoHnepTaslii 3a11 Y pUMCKOTO HHCTUTYTA HCKYCCTB,
CTEeHBI KOTOPOTO CIBIIIANN Tojoc meBma, cran [la-
nsmracKuM (2000). OnHako oOpeTeHne NMEeHH, Kak
1 Bo3Bpatenue umenu lansnuna Ha Poguny, po-
ucxoamio Hempocto. IIpocnexuBas 3TOT mporecc
Ha npumepe bamkoprocrana, MoxHO HaOmIOAATH,
HACKOJIBKO OH OBUT JOJITWM W MHOTOTPYIHBIM JJIS
OTEYECTBEHHOU KYNBTYpHl. BEICBETHTD €r0 y3710BBIE
MOMEHTHI — 3aJ1a4a TaHHOW CTaThU.

Toukoli oTcuéra B TBOpUecKoi cympde DEmopa
[HansimrHa, Kak ObUT0O OTMEYEHO, CTAJIO0 yJacThe B
MOCTAaHOBKAaX AHTPENPH3bl, IMEBIIEH TPOMKOE Ha-
3BaHne «Pycckas KomMu4eckasi orepa U OIepeTTay.
Hcropryeckyro OleHKy 3Ta CTPaHUIIA MY3bIKaIbHO-
TO MPOLUIOTO TONYYHiIa B KalWTAIbHOM HCCIIENO-
Bannu A. l'o3enmyna «Pycckuii onepHbIii TeaTp Ha
pyoexe XIX—XX BexoB u @. W. ansnunay» [4], Ha-
IIJ1a OTpaXeHHE B «JIeTomucn KU3HU U TBOPYECTBA
®. U. Mlansnura» [8]. CambIM BBIpa3UTEIHHBIM
WCTOYHHUKOM SIBIISIETCS, 0€3yCIOBHO, JUTEPATYypPHOE
Hacnenue meBna — «CTpaHHIbl U3 MOEH KU3HM»
u «Macka u myma» [12; 11], tae B mepBoMm ciry-
yae [llamsmuH mpeacTaBiseT KOJIOPUTHOE OIHCa-
HHUE CBOCH y(DUMCKOH JKU3HHU «B JIMIAX», HACKIIIASL

€ro 3alOMHMHAIONIMMUCS ACTaIsIMH, 2 BO BTOPOM —
OCMBICITUBAET CBOIO TBOPYECKYIO CyAp0y C MCTOpH-
YECKOM AUCTAaHUMHU, HAXONd B 3TUX AETaJSIX OPOU
cuMmBosinueckue 3Haku’. llansnuH HaNUIIeT, KUBS
3a TpaHMIed, YTO Tiepes NepBbIM BHICTYIICHHEM B
Jla Ckaia (1901) oH BCTIOMHMI BOJTHEHUE, UCTIHITAH-
HOE JIECATUIIETHEM paHee: «... TaK ke, KaKk Ha Iep-
BoM ae0ioTe B Y e, B “l'asibke”, Tak ke HE YyBCTBO-
BaJI mof coboit criers [12, c. 158].

OcoOpIii WHTEpPEC BBHI3BIBACT XYI0KECTBEHHOE
MIPOM3BEJCHHE, CO3JaHHOE MO clieAaM y(hHUMCKOTo
Ce30Ha, a IMEHHO, paccka3z Anekcanzapa Kynpuna
«Toroms-mMoronb»’. Ero OCHOBOM TMOCITyKHIIA Ky-
pBrE3HAs HCTOPUS, NIEPEJaHHas B pa3rOBOPE CaMUM
[MansnuaeM (M BKITIOYEHHAS UM B KHUTY «CTpaHu-
bl U3 MOCH JKU3HUY). DMN30]] YPHUMCKOTO OBITHS B
n3noxeHny KynpuHa HECKOIBKO OTIIMYAEeTCsI OT Me-
MYapHOTO TIOBECTBOBaHMUS, XOTs (pabyna COBIAIACT.
B paxypce naHHO#M cTaThu OH MPHOOPETAET HCKITIO-
YUTETHbHOE 3HaU€HNEe, TOCKOJIbKY MECTOM JACHCTBUS
OKa3bIBAETCSl HaXOMAIIUiCs B (oKyce BHUMaHHUS
KoHueprHslii 3ai.

Hanomuuwm, uto TearpanbHoe 3nanue, riae Llla-
nanuH Ae6oTHpoBa B maptun CrompHuKa («['ams-
ka» C. MoHIOmKo), a 3aTeM BBICTyNHI U emé B
HecKonbKMX mocTtaHoBkax (HewsBecTHbllt B «Ac-
KoIbII0BOM Mormie» A. Bepcrorckoro, ®deppanmo
B «Tpybanype» [[x. Bepan), He coxpanuiocs®. 1o
emé Oorpllle MpUBIeKaeT BHUMaHue K KoHmepTHo-
My 3any U ¢akram Ouorpaduu meBla, ¢ HUM CBS-
3anHpIM. Korma TtearpampHbiii cezoH 1890-1891
TOIOB MOAXOAMI K KOHILY, MOJIOJIBIM apTHCTOM 3a-
HWHTEPECOBAINCH MY3BIKaHTHI Y dumckoro OOrie-
CTBa JIIOOUTENIEH MY3BIKH, TICHUSI U APaMaTHYECKO-
IO MCKYCCTBA, MPEAJIOKIIIN MTOAACPKKY H TOMOIIb
B MOJTyY€HUHN 00pa30oBaHMA, HO JUIA Hadana — yda-
CTHE B My3bIKaJIbHO-TeaTpaIbHOM Beuepe. Koniep-
Tel O0IIecTBa PeryasipHO YCTPauBajlCh B OTHOM
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W3 JIy4dIIuX 30aHUA ropoga — JIBopsHCKOM coOpa-
Hud. HakanyHe peneTunyuu U Npou30IIEN Ciiydai,
COCTaBHBIINI OCHOBY XyJI0)KECTBEHHOTO IIPOM3BE-
nenus Kynpraa. HaunHarommii apTuct, y KOTopo-
IO CeJ TOJIOC, HOJb3YSICh COBETAMM OKPYKAOIIUX,
BBIXOJUT W3 IMOJIOXKEHHSA, YHNOTPEOMUB TOTOJIb-MO-
ronb. OHAaKo BECh Ka3yC OKa3bIBA€TCS B TOM, UTO
JeTalln perenTa eMy HEN3BECTHBI, IO3TOMY IOHOIIA
BBINIMBAET KOHBAK M 3aKyCHIBAE€T yKa3aHHBIMHU €My
WHTpeAneHTaMu (TIOKyTasi Tiepe 3TUM caxap, JIH-
MOH, BapéHbIe fi1a...). Tem He MeHee (B OTIU4YHE
OT peajbHON UCTOPHUH, KOTJIa 3aXMEeIIEBIIEMY IIEBITY
MPEIOKUIN OTIIPABUTHCS TOMOW U MPUNTH Ha pe-
MIETUIMIO B IPYTOil /IeHb), KOHLIEPTHOE BBICTYILIE-
HHE B paccKka3e MPOXOAUT yclenHo. [elicTBuTeNb-
HO, UCITOJTHEHUE B HTOTE COCTOSIIOCH, ¥ 6 Mast 1891
roga @Eénop [ansanus cnen Ha cuene Konuepraoro
3ana JIBopstHcKoro coOpanusi. OH BBICTYITHII B CIIE-
He u3 onepsl A. PyGunmreitna «/lemon», mpeacra-
BUB OacoByio maptuio Craporo cmyru. [lapagHas
YyryHHasl JIECTHHIA, 10 KOTOPOW apTUCT NOAHH-
MaJics B 3aJ1, CYIIECTBYET B M3HAYaJILHOM BHJIE U TI0
cell IeHb.

KonneprHsiii 3a51 [IBOPSIHCKOTO COOpaHHs TEM
CaMbIM Ha JIONTHE TOIbl CTAHOBUTCA B Y{de IiaB-
HBIM TaMSITHBIM MECTOM, CBA3aHHBIM C TBOpYE-
CKOH JKM3HBIO BBIIAIONIETOC 1TeBLa. VIMEHHO 371ech
BIIEPBBIE COCTOSUIOCH €r0 KOHIIEPTHOE BBICTYILIE-
nue. [lpu sToM, kak nomuépkuBaroT ydumckue
KpaeBenpl, MHOTOE Ut lllanmsnuHa B TOM ce30HE
IIPOM30IJIO BIIEPBBIE: IEPBBIN TEaTPaJbHbIA KOH-
TPaKT, OTMEPHBIA M KOHIEPTHBIA AEOIOTHI, MEPBBINA
OeHeduc, mepBblii aBTorpad, Mogapku OT MyOIHKH
W JlaXke TiepBas B )ku3Hu Gotorpadus [1].

[Ipomio HECKONBKO NECATHIIETUH, MPEXKAE YeM
yuMCcKasi cTpaHHI]a TBOPYECKOM »KHM3HHU IIEBIIA,
CTOJTb 3HAUUTEJbHAS IS €T0 MOCTIeAYIOUIel CyabObl,
OKa3aJlach YBEKOBEUEHHOU. Ilociie MHOIMX TrOpbKUX
JIET YHIKEHUS M ocTpakusma (nmmenuss dénpopa
MBanosuua [lansinyuHa 3BaHMs HAPOJAHOTO APTHUCTA,
YHUYIDKUTEIBHBIX XapakTePUCTHUK W TPOY.) HadH-
HAaeTCs OYMIIEHHE IMPOCIIABIEHHOTO BO BCEM MHpE
obpaza. Bckope mocie BoiiHbl, B 1948 romy, kak mm-
LIET aBTOP JOKyMeHTanbHOW KHuru B. H. Imurpu-
€BCKHI, «...B JICHUHIPAJICKUX U MOCKOBCKHX JOMAax
TBOPUYECKON HMHTEIUIMTEHIIUHN PEIIaloTCS CKPOMHO
OTMETUTh 75-netue co aHs poxiaenud lamsnu-
Ha. OcTaBmmecs: B )KUBBIX COBPEMEHHHKH, APY3bA,
3HAKOMBIE, TAPTHEPHI 0 CIEHE, TIPOCTO 3PUTEIH U
MTOKJIOHHUKHU BBICTYIAIOT C BOCIIOMUHAHHUSAMH, MY-
3BIKOBE/IBI YUTAIOT JIOKIJIAAbI O KU3HU U TBOPYECTBE
MeBIa, MPHUIVIAIIAIOT MyOIWYHO CIIyIIaTb TPaMMO-

tdonnpie 3amucw» [5, ¢. 105]. He manee, kak depes
maTh et (15 ¢erpans 1953 rona) 80-netne aptucra
orMedaercs yxxe B bonbmiom tearpe Coroza CCP, tme
«c BbIcOKOH TprOyHbI DEnop MBanouy [llansmun
oUIMaNbHO TPOBO3IVIAIIACTCS BEIUKUAM HAIHO-
HaJBHBIM JOCTOSTHHEMY [TaMm xke]. U mpu 3TOoM, KOT-
Jla B IOBOPOTHBIH 115 cTpanbl 1956 rox LIK maptum
Y TPaBUTEIBCTBO PACCMATPUBAIOT IMPEUIOKEHUE O
BoccraHopieHun @. . llansnuny 3BaHus Hapoj-
HOTO apTHCTa MOCMEPTHO, JI0 PE30IIONNH JIENI0 TaK
u He noxomut. OduiuanbHOE MOCTaHOBJIEHHE 00
OTMEHE MNpPaBUTEIHCTBEHHBIX pemreHnit 1927 roma
OylleT IPUHSATO TOJBKO CITYCTS TPU C MOJIOBHHOM Jie-
caruierus (1991). Tens 0011ecTBEHHOTO MOPUIIAHUS
MpeCIieIoBaa UM apTHCTa’,

«lansmuHCKAas TeMay MPOYHO BXOJHUT B HCKYC-
cTBOBeAUeckoe moje. KanmuranbHbI Tpya, cocTas-
nennbiit E. A. I'pomieBoit (moHagary TByXTOMHHK )
myonukyercs B 1957 romy. Briepsrie oH npeacras-
nsiet hparMeHTsl KHUry «Macka u gymay (HO 1moJ-
HBIH TEKCT OKAa3bIBAETCSl JOCTYIHBIM HIHPOKOMY
YUTATEI0 TOMBKO B 1989 romy).

B o0muit Henérkuii mporecc BOCCTAaHOBICHUS
CIIaBbl, TOOPOTO WMEHH TE€HHANBbHOTO apTHCTa B
1960-e ronpr BriIroyaercss Yda. [maBHO# nBUXKY-
el CWIOH CTAHOBUTCS SPKUA MY3BIKAHT U Xy-
TIOKHUK, 00Jagarens Oaca, 3aCiIyKCHHBIA JeATETb
nckycctB BACCP (1981) bopuc Sxosnesny Topuk
(1932-2015). CBou mepBble Iaru B UCKyCCTBE OH
cenan, Oyay4H Y9eHHKOM XHBOIHCHOTO nexa Ho-
BOCHOMPCKOTO TeaTpa Omephl W Oanera. A manee
— obyuenmue B Jlenunrpanckorr u HoBocubupckoit
KOHCEpBaTopusixX, JIGHWHTPaJCKOM BBICIIEM IIPO-
MBIIUIEHHOM y4miuiie. M mocTosHHOE CTpeMIIeHne
BBIPa3HUTh ceOsi B My3bIKE M KHUBOIIKCH, a TIPH BO3-
MO>KHOCTH COBMECTHTDH HIIOCTACH B €JHMHOE LIEJOE.
B ero TBOpueckom Garaxe — 64 omnepHble MapTUH,
BBICTYIUICHUST Ha ciieHax HoocuOupcka, Ilepmu,
Youl, a Takke oopmiieHHE crieKTakIeH, rpaduka.
ITocnyxHoit crincok Topuka BKIIOYAET JOIKHOCTU
IJIaBHOTO XyIOXKHUKA balkupckoro tearpa omepsl
u Gamera (1993-1995)%, OMCKOTO MY3BIKAIBLHOTO
Tearpa, HakoHell, mpodeccopa OMCKOTO YHUBEPCH-
tera umeHu @. M. JloctoeBckoro. TOpuk — OJiuH U3
MEPBBIX HMCIOJIHUTENCH COJBHOW 0acoBOM MapTHH
B «Ilaretmueckoii oparopum» I. CBupumosa, mpo-
3ByuaBineil nox ynpasienuem A. IOpnosa B Ve
(1962)”. Emé — coTpyaHHYeCTBO ¢ Bamkupckum
aHcaM0ieM HaponHoro Tania umenn @. [ackapona,
CO3/1aHNE KOCTIOMOB, CTaBIIMX BH3UTHON KapTOd-
KOW KOJUIEKTHBA, MHOTOYHMCIIEHHBIE TIEPCOHATILHBIC
BBICTABKH®,
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g Hero — craTHOro, apOBUTOTO, CHIIBHOTO
yenoBeka Pémop Hansnua Obut kymupom. I[pu-
exaB B Yoy B 1962 rony, ot crapoxunos b. . To-
PUK y3Hal O IIAISIUHCKOM jebiore. Hamepenune
YBEKOBEUHUTH O€CCMEPTHOE UMl 3aXBATHUIIO €T0 TIO0J-
HOCThI0. OKa3aBIIMCh HA IOKHOCTH MEPBOTO 3a-
MECTHUTENS Ipeaceaarens bamknpcekoro oTaeneHus
BTO, on cpa3y ke Hadaja XJIOMOoTh. Pa3pickaB 109b
IMansanuna, aktpucy Upuny ®@Enoposny Hlansanu-
Hy-bakmeesy (1900-1978), nmocesitun e€ B cBOi
3aMBICElL.

[outn Tpum roma MOHAZOOHMIOCH, YTOOBI JIO-
OuTbca TONOXKHUTENbHOTO pemeHus. llapruitabie
WHCTPYKTOPBI oOlacaiuch Oparb Ha cebsi oTBer-
CTBEHHOCTb, C IOCTOSIHHOM ONNIAJIKOM Ha BBICIIME
WHCTAHIIMN «IpOpabaTeIBal» BOMPOC — COBE-
[IAJIUCh, TOTOBMJIM MaTepHaNbl I 0OCYKICHHH.
b. Topuk BcnomuHan: «B TO Bpems ... UM IIEB-
I1a BCSIYECKH 3aMajuMBajlIoOCh M, Oojee TOro, 4acTo
odunmansHo mpenaBaigock aHademe. Bompoc o
MEMOPHAIBHOM JTOCKE MPOXOAMI 4Yepe3 OOKOMOB-
CKHME MHCTaHUUHU TPYIAHO U MYYHUTENBHO... 1 BCE
ke y(pumMckue O6aprepbl PaBHOLYIINS C TOMOIIBIO
Tex, KoMy goporo ums LlansnunHa, ymamoce mpe-
omoneth» (mmt mo: [10, c. 137]). IlpuBeném emé
OTHO BbICKa3piBaHWE bopuca SIkoBmeBnua: «OHa
[U. ®. ansmuaa. — E.K.] mokepTBOBajia CBOCH
apTUCTHYECKON Kapbepoll panu mamsatu orua. Ho
TaK M He JO0KJaIach, KOTJa B CTOJHUIIE OTKPOETCS
Tansnuuackuit My3eil. E€ monr cran u Moum n10:7-
rom: B Yde Mbl YCTaHOBHIIN MEMOPHAIBHYIO JTOCKY
B YECTh BEJIMKOTO PyccKoro meBmay [9, c. 23].

Psanom ¢ boprucom SkoBneBuueM OKasaics Ha-
JIEKHBIA IOMOUIHUK — €r0 POBECHMK, MOJIOJION Iie-
Bell, 0ac, CTaBIINK COJMCTOM Balikupckoro tearpa
ornepsl 1 0anera ¢ HuM B oauH rog — Oner Hukonae-
Bud llomsackuit (1931-1995). Apruct, HbiHE, YBHI,
MOYTH 3a0BITHIH, Ha B3JIETE CBOCH ITEBUECKOM Kapbe-
PbI HCTIOJTHSLT BEAyIIHe 0ACOBBIC TAPTUH’.

OTKpbITHE TIEPBO B CTpaHEe MEMOPHAIBHOI J10-
cku namsiti lansnuna Ha Qacane 3nanus ObIBIIE-
ro JIBopsiHCKOro coOpaHusi cOCTOsLioch 6 (eBpaiis
1967 ronma. boipmmM COOBITHEM OKa3ajCs MPHE3
B 3uMHIOI0 Y by Upuubl OENOpOBHEI, KOTOpast 1yB-
CTBOBaJIa Ce0sI CYACTIIMBOM B 3TOT IeHb. Ha dhotorpa-
¢uu orua ona Hanucana: «lopoay Yda, konbioenu
TBOpueckou »xku3Hu moero orua @. Y. [lansanuna.
C 6naromapHocThiON. B TOT *Ke nenp B KonnepTHOM
3aje COCTOsUICS TOp)KecTBeHHBIN Beuep. Cyms mo
BOCIIOMUHAHUSIM OYEBU/LA COOBITHIA, M3BECTHOTO
xopoBoro npestens M. I1. domenkosa, peueil ObIIO
HeMHOT0. [locine BCTynmWTEeNnbHOTO CIOBa MY3BIKO-

Beza, ucropuka JI. I1. AranoBoit BeicTymmna Mpuna
®dEnopoBHA ¢ pacckazoM 00 oTIe. A ganee, Kak TaHb
MaMSATH apTHCTA, 3ByYalId FOJI0CA COIMCTOB ONEPHO-
rO Tearpa, BOCHUTAHHUKOB XOpa MaIBIUKOB (X0po-
Boro obmecrsa BACCP) [13, c. 3].

C HNpunoit ®énoposHoii Topuk BEN nepenucky
MHOTO JIeT. CeMbsi XpaHuT OTKPBITKY — [llanamnux B
posnu MenbHUKA, C JapCTBEHHOM HaJnuchlo: «/o-
poromy Bopucy Topuky ¢ GrarogapHOCTbIO 3a TO-
MOIIlb TI0 YBEKOBEYMBAHHIO IMaMSATH MOETO OTIIA.
C noxenanueM ycrexa B uckyccrse. Mpuna Illans-
A, Mait 1972 .y (T no: [7, ¢. 127]).

Ha bamkupckoM TEJIEBUAECHUH YE€PE3 HECKOb-
KO JIET OBIJI peaTn30BaH OPUTMHAIBHBIN POEKT, M0-
seuiicst ¢puibM o C. B. Paxmanunose «51 BepHyCh
k Tebe, Poccus» (1970)1°. dunpm cran cBoeobpas-
HBIM TIPUHOIICHWEM HE TOJIBKO NMaMSTH BEINKOTO
PYCCKOTO KOMITO3UTOPA, HO ¥ TIAMSTH BEITHKOTO TIeB-
11a, YbH MMEHa Bo3Bpamanuchk Ha Poauny. Ocoboe
MecTo OBUIO OTBEJECHO OOIIEHUIO ONM3KUX APY3eH,
CynbOBI KOTOPBIX TecHO cruienuch — C. PaxmanuHo-
Ba u ©. llangnuna. O6pa3 llansnuHa B TeneBu-
3uoHHOM (uibMe co3nan b. Topuk, Haiins BepHbIe
Kpackd Jjisl BOIUIOIICHHWS JYXOBHO ONHM3KOH emy
nmmaHoctd aptucra. CoxpanuBimecs (ororpaduu
KaapoB u3 (MIbMa, OT3BIBBI COBPEMEHHHUKOB IIO-
3BOJIIOT CUUTATh ATy PabOTy HacTosmiel yaadeii!!,
Jia KynbTypsl pecnyOnuKy TaHHBIA (QakT MOXKHO
paccMaTpuBaTh KaK CYLIECTBEHHBIM KYJIBTYpPHBII
BKJIAJ], YYUTHIBAS 3HAYUTEIBHYIO ayTUTOPHUIO TEJe-
3pUTENCH.

[loncTrHe mATSANUHCKOE BpeMs HACTyMaeT B
MIOCJIETIEPECTPOCUHBIE TOMBI.

Ilo Bceii cTpane HaOMpaeT CHTy HIAIAIINHCKOE
nBkeHue. Peructpanus B aBrycre 1992 roga Me-
xperunoHanpHoro IllansmuHcKoro 1eHTpa (BCKOpe
HNPUHATOTO B MeXAyHapOAHBIH COHO3 MY3bIKAJlb-
HBIX JesTeNeil) SBUJIACh HE CTOJIBKO €TO HCTOKOM,
CKOJIBKO KOHCOJHJAINEN CHII, OObeJUHEHNEM pac-
CeSHHBIX TI0 BCEHW CTpaHE pPa3NUYHBIX KPY)KKOB,
obmectB, HeOONBIMX My3eeB. [Ipuuém, Hauamo
MTOBMKHUYECKONH padoTe, KaKk OTMEYaloT €ro Op-
raHu3aropsl, ObLIO mojioxkeHo Mpunoit DEnopos-
Hoi [lansnuHo#, TOorga Kak MNPUHIMIHAIBHYIO
MIOJICPKKY B OpPTaHM3allMU OKa3aia BBIAAIOIIAsCS
MeBUIa, pykoBoanTenb Coro3a My3bIKAIBHBIX Jed-
teneii puna KoncrantnHoBHa Apxurmosa'?.

bykBaieHO B TOM )¢ 1992 romy (mexadps) 00-
pasoBayioch Y huMcKoe oTaesieHue MeXperuoHaib-
soro llansmuHckoro nentpa. OHO CTaNo TIOOUMBIM
JIeTuieM cosnarens — lanuHbl AneKcaHApPOBHBI
Bennckoii (1927-2004)"3. menno eé maybouaiimast
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npenanHocts [ansanuny, yoe:kAEHHOCTH B 0COO0M
ponu Y Bl 17151 OCO3HAHUS apTHCTOM CBOETO IpPE-
Ha3HAYEHUS, MOCTY KN UMITYJIECOM LIEIOMY DSy
3HAYUTENbHBIX B MY3BIKAJBHOW KyJIBTYype peECIy-
6muky nHunMaruB. [lepBas u3 HUX Tpu 3TOM ObLIa
peanmn3oBaHa emi€é A0 TOSBICHUS OpraHU3aldH.
JupexTop u conuct bamkupckoro tearpa omnepbl
n Oanera, Hapoxuelii aptuct PCOCP u BACCP
P. A. TI'apees, a Takke TIIaBHBIA TUPIKEP Tearpa,
Hapoxusiii aptuct Pb B. W. [lnatoHoB (HeIHE JTaype-
ar HarmonanbHO# TearpanbHO# mpemMun «30510Tast
Mackay) npu yuactuu I. A. bensckoit B 1991 romy
OCHOBAJI MEXYHAPOJHBIN OMEpHbI (ecTHBAIb
«lllansnuHckue Beuepa B Y dey» (1o npumepy Kaza-
HU'Y), KOTOPBIil MPUTITHBACT BHUMaHHE apTHCTOB,
TUpKEPOB, MyOIMKH yXKe YeTBepTh Beka. 1 o mpo-
BEJICHHUS TEPBOTO (pecTrBajsl OKa3aicsd BOUCTHHY
3HAKOBBIM, Belb MUHYJ0 100 JIeT cO THS BBICTYTLIE-
uus [ansmraa Ha ciene KonmeprHoro 3ana (u 101
TOZ CO JTHS OTIEPHOTO AcOroTa). YKe CyIecTBOBaIa
u nporpamma «®. U. [ananue» npu Goxge Kyiab-
Typel Pecnybnmukn bamxoprocraH, oOcHOBaHHas
I A. benbckoil. @ecTrBasib cOOMPAET MHOXKECTBO
rocTed, NpPUHHMAaeT BUAHBIX TracTpos€poB. Ilpu
3TOM OCOOCHHO JIOporo ypumiam ydactue 3eMiisi-
KOB, apTHCTOB MUPOBOTO KJjiacca, 6acoB Ackapa u
Wnbpnapa AGapa3akoBBIX.

Kak n mHorue apyrue oraenenus Ilansnun-
ckoro reHTpa (a ux no Poccum yxe HaCUUTHIBAETCS
13), Youmckoe unTeHcuBHO TpyauTcs'®. TIpose-
JI€HO MHOKECTBO BCTPEY, MY3BIKAJILHBIX MPA3IHU-
KOB, KOHIIEPTOB'®. MEICITb O IIAISITHHCKOM Je0r0Te
mpuBesnia K opranu3anuu OTKPBITOTO peTHOHAIBHO-
ro KOHKypca IOHBIX BOKaTUCTOB «/lebror» (¢ 2000
roza), HalmpaBJIeHHEM KOTOPOTO CTAJI0 HApOIHOE U
aKaJeMU4yeckoe TieHne. MecToM IpOBEIEeHUSI MHO-
rUX Meponpuatuii muzbmpaercs KoHuepTHBIA 3ai
Yumckoro mHCTHTYTa HCKyccTB. Tak, ['ama-koH-
nept XI xonkypca «Jlebror» 15 mas 2016-ro romga
MpomIEn UMEHHO Ha 3TOM cueHe, riae 125 et Hazan
COCTOSUICS. KOHIEPTHBIA AeOI0T MPOCIaBICHHOTO
apTucTa.

YduMcKkUM OTIeNeHneM HallaKeHbl MIMPOKUE
MeXayHaponubeie cBsizu (Opanmus, Wramms, As-
ctpus, [lonpma, CIHA, Cep6us u 11p.), B TOM 4HCIie
u ¢ moromkamu Ilansmuaa (cMm.: [2]). Hemogro-
pumoe THuno y(puMckoi opraHM3anuHu — KYyJIbTYp-
HO-oOpa3zoBarenpHas mporpamma «®D. I[lamsmumy,
OXBAaTHIBAIOIASl HE TOJBKO CETh YUCOHBIX 3aBelie-
HUH, HO JJa’ke JTOIIKOJIbHBIE YUPEKICHUS. 3HAKOM-
CTBO C )KM3HBIO U TBOPYECTBOM IEBIA HAUNHAETCS C
caMoro paHHero Bo3pacra'’.

BaxxHoll cTpaHMIEll My3bIKalIbHOW HMCTOPHUH
craio npucsoenue Konuepraomy 3ainy YI'IU ume-
Hu Oénopa Meanosuya lansnuaa. CoObiTre OBUTO
npuypoueHo k 110-i romopiiHae onepHoro ae0oTa
u cocrosutock 11 oktsa6pst 2000 roma mocne mecs-
TUJIETHEH pecTaBpaluy nmomenieHus. M3gasna ogna
W3 JIyYIINX KOHIIEPTHBIX IDIOMIAI0K ropoja odpemna
BEJIMKOE UM$, CIIOBHO IEPEKUIIa BTOPOE POXKICHHUE.
[Ipu momHOM aHIIIare 3By4ajadl TOP>KECTBEHHBIC
peun, cocrosics KoHuepT. OZHOBpeMEHHO Obuia
YCTaHOBJIEHa OOHOBJIEHHA MEeMOpHAaJbHas JOCKa,
KOTOpYIO yKpacwi Oapenbed ¢ mepBO¥ maismuH-
ckoit pororpadum.

BHoBb BHecna Yda CBOIO JIENTY, yBEKOBEUHB B
2007 roxy mms lansmuHa yCTAaHOBKOH MTaMATHHAKA
aprucrty. [lepBbIM nosBUIICSA NaMATHUK eMy B Kasa-
Hu (1999), mocne 4yero B T€4€HNE HECKOJIBKHX JIET
npucoenuustorcs 'ypayd (2001), Mocksa (2003).
3arem cnenyer ypumckuii nmamatHuk (12 wroHs
2007 rona). Ero BBIMOTHUIN XyIOKHUK-MOHYMEH-
tanuct P. A. Xacanos, apxutekrop K. A. Jloary3os.
[To cnoBam ckynbnTOpa, OH co3man oOpa3 MOJIOI0-
r0, HUKOMY €Il He M3BECTHOIO IMEBIIA, 3aMEPIIEro
B OXXHMJIAHUHM PEAKIUH IyOJUKH, TOJIHKO HAIIYIIBI-
BAIOIIETO TBOPYECKHUH MyTh, BOJICIO Cy/ned HadaB-
mmmiics B Ye's. Mecto ansi maMsaTHUKA BBIOPAHO
KpPacHOPEUUBOE: PSJIOM CO 3/1aHKeM ObIBIero [Bo-
PSAHCKOTO COOpaHusi, TH€ YCTaHOBIEHA MEMOpPH-
anpHasg J0CKa, HANPOTHUB BamIKHpPCKOro OMepHOTro
Tearpa (BO3BOAMIOCH KaK AKCAKOBCKUN HApPOIHBII
JIOM — @ 3TO OTAETbHAs NCTOPHs). XOTS 3AaHUE Tea-
Tpa U MOABHIIOCH MHOTO JIET CITYCTS IOCJIe MpHe3aa
[Hansnuaa B Yy, 0OAHAKO KIMEHHO OHO HBIHE 5B-
JISIeTCS TIIABHBIM 04aroM My3bIKaIbHO-TeaTPaIbHON
KYJBTYPBI pecIyONUKH, a 3HAYUT, HOCUTEIIEM TOTO
«Marm4eckoro Kpucrajuia», koropomy lllamsmun
OBLIT BEPEH BCIO KHU3Hb.

HeBo3MOXXHO B paMKax CTaThbH Ja)ke€ BKpaTie
pacckazarb O TeX 3aMeuaTeNbHBIX MY3bIKaHTaX,
KTO BBICTyIIaJl M BBICTYNIa€T HAa MEMOpPHAIbHON
cueHe KonueprHoro 3ana. Kpyr xpanureneil na-
Mty 0 @. U. [llansnune pacmupsiercs, a ACTOpU-
YeCKHE JaThl B HAIIIK THU HE TIPOXOAT HE3aMEUeH-
HeIMU. Tak, B utore 2015 roga AamMuHUCTpamms
loponckoro okpyra ropom Yda mpuHsUia IOJ-
TOXJIaHHOE pelleHne o co3ganuu Jloma-myses
®. N. Mansnuua no yaune lorons (mom Ne 1),
TJI€ MOJIOJION apTUCT CHUMaJ KoMHary. [losBunacek
HaJeX/a, YTO MHOXXECTBO IEHHBIX JKCIIOHATOB,
MaTepHuasoB, HAKOIJIEHHBIX YHTY3HacTamMu, OymayT
JOCTYITHBI JIsI 3HAKOMCTBA, M YTO HacJeaue meBna
TE€M CUJIbHEE BO3/ICHCTBYET Ha KYJIBTYPHYIO CPELy.
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N cents6ps 2016 Toga o3HAMEHOBAaH 3HAYUTEIh-
HBIM COOBITHEM — POXKJIEHHEM HOBOTO KOHKypcCa —
IlepBoro MexnyHapoJJHOTO KOHKYypCa BOKaJIUCTOB
umenn @. [ansnuna va ['pant rmassl PecryOnuku
bamkoproctan (20-25 centsabps). Ero ununuaro-
paMu BBICTYNHJIM MHUHUCTEPCTBO KyJIbTyphl Pb u
Bamkupckuil onepHeld TE€aTp, IOCTABUBIIUE LIEJIb
MOJAePKaTh MOJOABIX TaJAHTJIMBBIX HCIIOIHUTE-

nel (KOHKypC opranm3oBaH B pamkax XV Ilams-
MUHCKOTO orepHoro Qecrusais). [Ipencenarens
KIOpH — HapOAHBIN apTucT bamkoprocTana Ackap
AbnpazakoB. IlepBbie aBa Typa pemieHO MPOBO-
INTh, TIOMUMO OIEPHOTO TeaTpa, B KoHuepTHOM
3aie umeHu Illansnuura. K cyacTeio, BEeMMKUH
TaJIaHT, MPUKOCHYBIINKCA KOTZA-TO K €r0 CLEHE,
CITY>KAT UMITYJTECOM JIJII HOBBIX TTOKOJICHUM.

< MPUMEMAHUA (<

' 3nanne JIBopsinckoro coOpanus (Jemyrarckoro
JIBOPSTHCKOTO cOOpaHus), mocTpoeHHoe B 1856 romy mo
mpoekty apxutektopa A. A. I'pomnmyca, sBISIIOCH IIEH-
TPOM OOIIECTBEHHO! U KyIbTypHOH xu3Hu Y bl B 1865
roay 31ech JIeOlTHpoBalia YpokeHKa Y(bl, BIIOCIE-
CTBUM BCEMHUPHO M3BeCTHas nuaHucTka Bepa TumaHoBa
(cm.: [3]). B 1885—-1905 rr. pacnonaranocs OO61iecTBo
mrobuTeNnelt My3BIKH, TIEHUS U APaMaTHYECKOTO HCKYC-
ctBa. [locne 1917 r. Haxomuiuch KommyHHCTHYECKUT
kiy0, Pecrybnukanckas Kamwknas manmara. Ha mpots-
>kenuu 30 J1eT, KoT/Ia B 3AaHUM pasMeniaiack Pecmyomu-
kaHckasg OuoOnmuoreka (1930-1960), KonuepTHbI 3am
BBINONHSUT (PYHKIIMHM YUTAIBHOTO, a 3HAYUT MOIYAI...
ITocire nepee3na OMOIMOTEKH 3mMaHue mepeqand Y Gpum-
CKOMY YYWJIHILY HUCKYCCTB (pacmoiaraioch ¢ 1960 mo
1968 ron), a 3areM Y GUMCKOMY rOCYIapCTBEHHOMY HH-
CTUTYTY UcKyccTB (1968), T1e By3 HaXOAUTCs U TOHBIHE.

2 Tax, CIIyYMBIIMHCS UMEHHO Ha J€GIOTHOM BBICTY-
IUIGHUH Ka3yc, — MaJIeHue Ha CIIeHe, YCTPOCHHOE XOpH-
CTaMH, BBITSHYBIIUMH n3-11og PEmopa CTyl, — BEI3BIBACT
MHOT'O JIET CIYCTS Y apTHUCTa Takue Mbiciu: «Bcro mo-
CIEAYIOIIYIO Kaphepy s <...> omacajcs HE TOJIBKO CECTh
MHMO, HO M CAJIUTHCS B KPECIIO APYTOTO...» (IUT. To: [11,
c. 226]).

3 BriepBble paccka3 OIMyOJIMKOBaH B razere «YTpo
Poccumn» (1915, 25 nexabps). B Ipumedanusx k «Co-
Opanuto counnenuii» A. M. Kynpuna 3. Pormreiin ot-
MEUaeT, YTO «UCTOPHUIO 3TOro BeICTyIUIeHus lllamsmma
HE pa3 BCIIOMHUHAJ B Kpyry CBOMX JApy3eil. B ceHTsOpe
1911 roxa oH pacckazan e€ rpyIne neTepOyprcKux Iu-
careneit, cpenu kKotopsix 0611 1 Kynpuny (Kynpun A. 1.
Co0p. cou. B9 1. T. 6: IIpouseencuus 1914-1916 / pex.
9. Pormreitn. M.: [lpaBma, 1964. C. 450). Ilpu stom
[anamuH MOSCHAN, YTO 3Ta MCTOPHS MOKA3BIBACT, I10-
YeMy OH «Ha BCIO JKM3Hb COXPAaHWI IpeayOexaeHne K
rorenb-Moreno». Y nanee: «B pacckase HCIIOIb30BaHbI
(hakThI, OTHOCAIIHECS HE TOIBKO K YPHUMCKOMY TIEPHOY,
HO U K 0oJiee MO3aHeH mope CIieHNIeCKO# eI TeNhbHOCTH
@. Illansanuuay [Tam xe].

* Tloctpoennoe B 1861 romy, 3aHOBO BO3BEIEHHOE B
1876 romy mociie mepBoro moxapa, B 1892 roxy 3manue
B OYEPETHOH pa3 YHHUYTOXIII IIOXKap, IOJIe Yero OHO He
BOCCTaHABIIMBAJIOCH.

5 B omuH 1 TOT e 1o — 1956 — B BonbliioM tearpe
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ormedaroT 60-netue BeicTyruieHus @. lansnuHa Ha MO-
CKOBCKHX CLIEHaX, HO HE pa3peuiaroT ero po4epu Vpuue
DEnopoBHE HaBeCTUTh MOTwiy otua B [laprke.

¢ B. 5. TopuKy IPHHAMIEKUT CLEHOTpadus mocra-
HOBOK omepsl «borema» JIx. [Tyqunnu, «Canasat FOmna-
eB» 3. Mcmarmnosa.

7 Cwm. 06 atom: [13].

8 Cm. mepconansHbiii caiit b. S1. Topuka: http://torik.
su.

? TloMuMO TeHUSI OH PO(GECCHOHANBHO BIIAIEI Xy-
JIOYKECTBEHHOU (hoTorpadmeid, MHOTO JIeT IMyOInKys Be-
JIMKOJICTIHbIE CHUMKH B MHOTOYHCIICHHBIX MEPUOANYEC-
ckux m3gaHusax pecrnyomku. O HEM cm.: JlaBposa C. H.
Ybumckue 6acor: quruiomHast padora / pyk. E. K. Kap-
moBa; YI'IU. Ya, 2004. 106 c. Pykonuch XpaHuTcs B
oubnmorexe YI'MIU um. 3arupa Mcmarumiosa.

0K coxasienuro, B apxuBax Balkupckoii crynuu Te-
JIeBUJICHUS (DUIIBM HE COXPaHMIICS.

" Pan ¢oro Topuka, MOKa3bIBAIOIIMX Kaapbl M3
¢unbma «SI BepHyCch K TeOe, Poccus», pa3MerieHsl Ha
caiire: http://torik.su.

12 Cm.: MexpernonansHbiii [lansnuackuii meHTp.
URL: http://shaliapincentr.ru/index.php?page=o-nas.

13 [To npodeccun manékast ot cepbl HCKyccTBa (MH-
xkeHep) I. A. benbckas ¢ FOHBIX JIeT ObLTa CTPaCcTHOM Tea-
Tpankoil. Beliisi Ha MEHCHUIO, OHA BCE CBOM CHJIBI OT/1ajia
LIAJSITAHCKOMY JIBUYKEHHIO.

4 OpuH W3 cTapedInnx B CTpaHe, €KETOMHBIN Ka-
3aHCKUHA MEXIyHapOMAHBIA OMEPHBIA (ECTHBAIb WM.
®. Y. llansanuaa ocHoBad B 1982 roay. B 2016-m cocto-
suicst pectuBaib-XXXIV.

15 Hetne npezcenaresem spisieTcs I104€THbIN paboT-
HUK oOpasoBanusi PO Enena [lerpoBHa 3ampuid.

16 B 2015 romy cocrosutuch Ilsreie oTkpbitsie 11la-
nanrHCKHe yTeHus. OmyOnuKoBaH odepeHor cOOpHHUK
Matepuanos (cM.: [6]).

17 TIpencenarens Y dumckoro oraenenus E. I1. 3am-
puit — aBrop IlporpaMMbl HpPaBCTBEHHO-3CTETUUECKOTO
BOCTIMTAHUS JIOIMIKOJBHUKOB «3apaBcTByH, Ilamsmua!»
(B coaBropctBe ¢ JI. PpDKOBOI), a Taroke psua W3AaHHM,
Npe/IHA3HAYEHHBIX Il 3HAKOMCTBA JIETBMH C MY3bIKaJlb-
HOM uctopueit Y dbl, TBOpaeckuM obmkom @. [llansmuna.

8 Cm.: https://ru.wikipedia.org/wiki/ITaMaTHUK _
Mansnuny (Y da).
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LUaAsnuHckui 3aA YPMMCKOro MHCTUTYTA MCKYCCTB:
obpeTreHne UMeHHU

Maii 2016 roga oTMedeH maMsATHOW aaToi — 125-neTnem BeIcTyIuIeHHs Benukoro aptucta @énopa Illansnuna B Ve
Ha cuene Konueprroro 3ana /IBopsiHcKoro coOpanust (HbIHE 31aHHe Y (PUMCKOTO TOCYIapCTBEHHOTO MHCTUTYTA HC-
KyccTB). Jonruii 1 MHOTOTPYIHBIN [UIsi OT€YECTBEHHOH KYJBTYDHI IPOIIECC BO3BPAILCHHUS CIIaBBl BEJIMKOTO IEBIIA HA
Ponuny nHabmronaercst Ha mpumepe bamkoprocrana. BelcBeunBaroTCs CTpaHUIIBI HICTOPHH, CBSI3AHHBIE C ONIEPHBIM JIe-
6rorom [lansmuna B antpenpuse C. 5. Ceménoba-Camapckoro (1890/1891), koHIIEpTHBIM BBICTYIUIEHHEM Ha Beuepe
OO1mecTBa ro0UTENEH TEHNs, My3BIKH M IPaMaTHYeCKOro UCKyccTBa. PeaOMiinTaIvsi IMEHN BEJIMKOTO TIEBIa B TOJBI
nocie Bropoii MupoBoii BOIHEI POKCXOIMIIA B HETIPOCTHIX yClIOBUsX. B yBekoBeunBanuu namsitu Hlansnuna B Ve
Ba)KHa pOJIb My3bIKaHTa M Xy/IOXKHHUKa, oOnanaress Oaca, 3aciyxkeHHoro nesirensi uckycctB BACCP bopuca Skos-
nenya Topuka. biaromaps ero nesiTenbHOCTH IepBOW B cTpaHe ObLIa YCTaHOBJICHA MEMOpHANbHAs JJOCKA B YECTh
®. 1. llananuna Ha 31aHnu ObIBIIETO YpuMcKoro JBopstHcKoro codpanust (1967). Topuk ncromamin pons LHansnuna
B TEJIEBU3NOHHOM (QuibMe bankupckoit cTyuu, CTaBIIMM NPUHOLIEHHEM namsTh Benukux nMén C. B. PaxmannHoBa
n ®@. Y. Mansnuna (1970). AKTHBHYIO IesTenbHOCTh Y GUMCKOTO oTneneHnss MexpernonansHoro HlansmuHcKoro
nenrpa (1992) MHOro JeT Hampasisuia JHIACp INAISIHHCKOTO NBIDKCHUS B pecnyoOnuke — [annHa AnekcaHapoBHA
Benbckas. 3HaunTeneH psii coOBITHH, OTHOCSAIIMXCS K ncTopuu KoHnepTHOro 3ana: npucBoenue eMy uMenu Lllams-
MHAa, 0OHOBJIEHHE MEMOPHAIILHOM JJOCKH, YCTAaHOBKA ITAMSITHUKA apTUCTY U JIp. Beaukuii TanaHT reHnansHoro neBna
CIIy>KUT UMITYJIbCOM JJIS ITOSIBIICHHSI HOBBIX KyJIBTYPHBIX IPOEKTOB B bamkoprocrane.
Kirrouessie ciioa: ®&Enop Hlamsamun, Hlansamun B Y e, mansnuackoe apmkenne, b. 5. Topuk, I. A. benbckas.

The Chaliapin Hall of the Ufa Institute for the Arts:
Obtaining a Name

May 2016 was marked by a memorable jubilee — the 125th anniversary of the performance of the great artist
Feodor Chaliapin in Ufa on the Stage of the Nobility Assembly (presently the building of the Ufa State Institute
of the Arts). The lengthy process, one that is very laborious for Russian culture, of returning the fame of the great
singer to his homeland may be observed on the example of Bashkortostan. The pages of history connected with
Chaliapin’s operatic debut in the private theatrical enterprise of Semyon Semyonov-Samarsky (1890/1891), the
solo performance at a concert of the Society of Fans of Singing, Music and Dramatic Art. The rehabilitation of
the name of the great singer in the years after World War II took place in complex conditions. A great role in the
immortalization of the memory of Chaliapin in Ufa was played by musician and artist, bass singer, Merited Activist
of the Arts of the Bashkir Autonomous Soviet Socialist Republic Boris Yakovlevich Torik. As a result of his initiative
for the first time a memorial tablet in honor of Feodor Chaliapin was put up on the wall of the former Ufa Nobility
Assembly (1967). Torik played the role of Chaliapin in the televised film of the Bashkir Studio, which became an act
of homage to the great names of Sergei Rachmaninoff and Feodor Chaliapin (1970). Active work of the Ufa Branch
of the International Chaliapin Center (1992) was directed for many years by the leader of the Chaliapin movement
in the republic — Galina Alexandrovna Belskaya. A considerable number of events connected with the history of the
Concert Hall: its being named after Chaliapin, the renovation of the memorial tablet, mounting of a statue of the
artist, etc. The great talent of the ingenious singer serves as an impulse for emergence of new cultural projects in
Bashkortostan.
Keywords: Feodor Chaliapin, Chaliapin in Ufa, the Chaliapin movement, B. Ya. Torik, G.A. Belskaya.
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CTAHOBAEHUE MY3bIKAAbHO-TEOPETUYECKUX UCCAEAOBAHUM
B YPAAbCKOW KOHCEPBATOPUM (1930-1960-€e roapr)

OCeMBJIECAT JIET Ha3ajJ OTKPBUIOCH HCTO-
puKo-Teoperndeckoe otaenenue B Caepa-
noBckoil  (YpanbCkol) TocyaapCcTBEHHOU

KOHCepBaTopuu — nepBoil Ha Ypane u B Cubupu'.

Hacrosimas crares moOCBAIIEHa PEKOHCTPYKIHU

HayaJ bHOTO dTala CTaHOBJIEHHS BY30BCKOM HCCIe-

JIOBaTeNIbCKOW PabOTHI B 00NIACTH TEOPUU MY3BIKH.

PasButune 3TOM BETBU MY3BIKO3HAHUS IPOUCXOAMIIO

B KOHCEPBATOPHUH JIOIT0 U ClIokHO?. OOpalieHne K

apXHMBHBIM MaTepHajaM ITO03BOJIIIO BBIIBUTH 00b-

EKTHBHBIE OOCTOSITENBCTBA (CBSI3aHHBIE C KYJIBTYp-

o nonutnko CCCP, oTnan€HHOCTHI0 HOBOM KOH-

CEpBATOPHH OT MY3BIKAIbHBIX [EHTPOB CTPAHBI) U

CyOBbeKTHBHBIC (hDaKTOPHI, OKA3aBIIME BIWSHHUE HA

MIPOLIECC OPTaHU3AINH 1 PA3BUTHSA MY3bIKaIbHO-TE-

operudeckux uccienoanuii YI'K.

[Mpukaz 00 opraHW3amUU HCTOPUKO-TEOPETHU-
YECKOTO OTJeNIeHHsT ObLI TOANUCAH JITUPEKTOPOM
rxoHcepBaropuu M. II. @ponosem 25 uronrs 1936
roga’. MOXXHO yCMOTPETh CBsI3b 3TOM JaThl C BbI-
xonoM Ilocranosnenus CHK CCCP u LIK BKII (6)
«O pabore BBHICIINX y49E€OHBIX 3aBEJCHHNA M O PY-
KOBOJCTBE BBLICIIEH IIKOIOMH» oT 23 wmroHsa 1936
roma, TAe yTBEp)KJanach YCTaHOBKA Ha pPa3BHTHE
By30BCKOM Hayku. Ha 3acemanun XynokeCTBEHHO-
ro Cosera CI'K (H056pp 1936 roga) 66u10 IPUHATO
pelIeHne «KaXAOro COTPYOHHKA KOHCEepBaTOpHUHU
00s513aTh BECTH ... HAYYHO-HCCIIEOBATENBCKYIO pa-
6oty»*. [Iporiecc opranu3alMy HayYHO-HUCCIIeI0BA-
TENLCKOHM JICATENLHOCTH MOTPeOOBa paCIIUpEHUS
JIOJDKHOCTHBIX OOSI3aHHOCTEH 3amecTuTeneil am-
PEKTOpOB By30B 10 yueOHoi padote. C 1937 roga B
KOHCEPBaTOPUH BIEpBbIe (PUKCUPYIOTCS BE (YHK-
UK — ydeOHast (IpexKHsisl) ¥ HaydHas (HOBast), BO3-
JlaraeMble Ha 3aMecTUTeNd AupeKkTopa. Yepes rox
(dhopmupyerca kadeapa UCTOPUHN, TEOPUH MY3bIKH
n xommosuiuu (1938), KoTOpyro BO3IIABHI KOM-
nozurop M. II. @posnos. IIpuHsATEIE MEPBI BCKOPE
MIPUHOCAT MOJOKUTEIbHBIE PE3yABTaThl B HCCIIEI0-
BaTeNbCKOW paboTe, OMHAKO OHM MOSBHIUCH HE Ha
HCTOPHKO-TEOPETUIECKOM, @ Ha MCIOITHUTEIbCKIX
OTIEIICHUIX .

My3bIKOBEZBI B T€ TOIBI, BCIEACTBHE HEOOe-
CIEYEHHOCTH By3a Y4eOHOW JUTeparypou, ObLIH
3aHATHI COCTaBJICHHEM Y4eOHO-METOAMYECKUX IIO-
cobuii. Mimenuce m Apyrue MPUUIHHBI, TOPMO3UB-
M€ pa3BUTHE HAYYHBIX HCCIEIOBAHNMN: TEKy4eCTh
MPEToIaBaTeIbCKOr0 COCTaBa, MaJIOYHCICHHOCTh
MY3BIKOBEIOB-TEOPETHKOB.

Ha stom ¢oHe 3aMeTHO BBIIEINSUIACH MEpCIIeK-
THBHAs B HAay4YHOM IUIAHE JAEATEIbHOCTH IO CO-
OMpaHWIO M HM3YYEHWIO HApOIHBIX IeceH Ypana,
npoBoguMasi kommosutopom B. H. TpamOurkum.
Co BpemeHneM ero paboTa BBIPACTET B CEPbE3HBII
Hay4HBIN Tpyn, a Omaromapsi HEyCTaHHBIM OpTaHH-
3alIMOHHO-TIEJAarOTHYECKIM YCHIHAM €€ aBTopa
B KOHCEPBAaTOpUU Oy/ET TOJIOKEHO Havajo CUCTe-
MaTU4YECKOH MCCIIEA0BATENbCKON  JIEATEIbHOCTH
B cepe TeopeTHUecKoro My3bIKo3HaHU. Bcé 310
MIPOU3O0UIET 3HAYUTETLHO MMO3XKE, B 1950-¢ TobI.

Buxrop HuxonmaeBmu TpamOuuxmii (1895—
1970) oy 4t My3bIkaasHOE 0Opa3zoBaHue B Buiib-
HiocckoM yumnume UPMO, 3arem [letepOyprekoit
KoHcepBaropuu, rie 3anumancs y B. I1. Kanadaru
(yuenuka H. A. Pumckoro-Kopcakosa). Ha Ypai on
Mpuexai KaK MY3bIKaIbHBI PyKOBOAUTENh U JH-
pwké€p mepenBmwkHOro Tearpa (1925); ¢ momenra
OTKPBITHA HCTOPUKO-TEOPETHYECKOTO OT/EIECHUS
HayaJ [PeroaBaTh B KOHCEPBATOPHH.

[locTeneHHO OMPERENMIOCH YBIEUEHHE KOM-
MO3UTOPa HAPOIHBIMH TMECHSAMH, B MCCICIOBAHUU
KOTOPBIX MPOSBUIIMCH €T0 MY3bIKAaHTCKasl YyTKOCTh
Y Hay4Hast TBITIMBOCTh. O 1IEHHOCTH 3TOH pabOTHI
nucan B 1930-e rr. B xypHane «CoBeTCKast My3bI-
ka» I. Xy6oB: «MHOTOOOpa3HOE U SIPKOE HAPOTHOE
HCKYCCTBO Ypalia MpeAcTaBisieT COo0O0W OOJBIION
XyIOKeCTBEHHBI M Hay4HbIN nHTepec ... Cucre-
MaTH4ecKas padora Mo COOMpPaHUI0O W M3YyYCHUIO
YpanbCKOro MeceHHOro (hoNbKIopa 3/1ech emé He
HaJaXeHa ... JHTY3WAacTOM CBOEro Jefa SBIIeT-
cs kommosutop B. H. TpamOunkuii. OH 10BOIHHO
YIIOPHO paboTaeT caM Haj COOMpaHWeM W H3yde-
HUEM ypaJIbCKOTO TeceHHoro (oibkiopa... Ho o
JIIIOBOM TTOMOINM, O CO3JaHUU €My HOPMAaJIbHBIX
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YCJIOBHM TSI TUTIOMOTBOPHOW TBOPYECKOW pabOTHI
... He 3amymbIBatoTCs» [9, c. 37].

Kak mupmxép-mpaktuk, B. H. TpamOunkwmit
cHaJasia BENT MHCTPYMEHTOBEACHUE U OPKECTPOBKY.
3arem (c 1939 ronma) neHTpaIBLHOE MECTO CPEIH €TO
y4e0HBIX JUCHUIUIMH 3aHSUT KypC HApOJHOTO MY3bI-
KaJbHOTO TBOpuYecTBa. CO CBOMMH Pa3MBIIIICHUSA-
MU O TIPUPOJIE PYCCKOTO MHOTOTOJIOCHSI OH BIIEPBBIE
MyOIMYHO BBICTYIIHJI B BOEHHBIC TOMbI. Cpenn dBa-
KyHpoBaHHBIX My3bIkaHTOB B CI'K Torma paboranu
u3BecTHBIE TeopeTuku JI. A. Mazens, B. A. Llykkep-
MmaH, C. C. borateipéB u mHOTHE npyTrHe. [losBunacs
BO3MO)KHOCTH IIPOBOINTH HAyYHBIE KOH(PEPEHIINH, U
Ha oxHOU u3 HUX (1942) «crenuanbHOE 3aceaHme
OBUIO ITOCBSIIEHO TBOPYECTBY YpaIbCKHUX KOMIIO-
3UTOPOB. 371€Ch OCHOBHBIMH JOKJIaJIINKaMHA OBUIH
. B. Xuromupckwii u B. H. TpamOunkuii, npex-
CTaBUBIIWN CBOM M3BICKAHHA MO MY3BIKAJTHHOMY
donbxiopy Ypana» [5, ¢. 35].

B cTpyxType xadenps! Teopun, HCTOPUH MY3bI-
KU ¥ KoMro3uIuu ¢ 1942 roga mponzonum npeoo-
pa3oBaHMA, CTUMYJIHPOBABIINE PA3BUTHE BY30BCKO-
T'O UCTOPUYECKOTO My3bIKo3HaHUA. [1o nHUIIMAaTHBE
9BAaKyHpPOBaHHBIX B CBEpPIJIOBCK aBTOPUTETHBIX
MY3BIKOBENIOB Kadeapa ucTopur My3bIKH TIpHOOpe-
aa camocrostenbHocTh’. Kadenpa teopun Mys3bl-
ki ¥ Kommosunmu emé 30 jer cymecTBoBaia Kak
oObenuHEHHAA, TPUYEM B €€ coCTaBe Mpeodaganu
KOMIIO3UTOPBI, HHTEPEChI KOTOPHIX OBLIH COCPEIO0-
TOYEHBI Ha TBOPYECKUX MpoOIeMax.

3aBenoBanue kadeapoit u pykoBoacTBo CBepi-
noBcKUM oTaeneHneM Coro3a KoMIIo3uTopoB ¢ 1944
roga (mocne Oe3BpemeHHON KoHYMHBI M. 1. ®po-
noBa) npuHsaa Ha cebs B. H. TpamOunkuii. B mo-
CJIETHIE BOCHHBIE M TIEPBbIC MOCIEBOCHHBIE TOBI
obocTpmmach mpobieMa oOecreueHus KaJapOBOTO
cocrtaBa Kadeapsl: €€ MPUILIOCH COOMPATh MOYTH
3aHOBO, YK€ 32 CUET COOCTBEHHBIX BBIITYCKHUKOB.
EnquHCTBEHHBIM TIOTIOMHEHHEM W3BHE OKa3anach
xommnosurop JI. b. Hukonbckasi, HanpasieHHas Ha
VYpan 1o OKOHYaHWM acmUpaHTypsl JIeHWHTpan-
CKoH KoHcepBaTopuH. Tora e Hadax CKIIaabIBaTh-
¢4 kinacc komno3uuuu Bukropa Hukonaesuua, a B
MIPAKTUKY CTYAEHTOB ObUTH BBEICHBI (DOTBKIOPHBIE
SKCIEIUITNH.

TpynHO BOCCTaHaBIMBAaEMOE MOCTYHATEIbHOE
pa3BHUTHE KOHCEPBATOPUH Hapymmio DeBpanbckoe
ITocranosnenne 11K BKII(6) 1948 roxa, Hanécmee
BY3Y TSDKENbII YpPOH: Ha HECKOJBKO JIET KOHCEpBa-
TOpUH OBLTIO 3aNperieHo 3aHUMaThCSI ITOJITOTOBKOM
KOMIT103UTOpOB. OOBHHEHUS B hopMaiu3Me He 000-
i camoro B. H. TpamoOuiikoro, ero cHAIM ¢ o-

cta pyxoBoauteist CeepanoBckoro otaenenns Co-
1032 KOMITO3UTOPOB.

«Bompocbl  KOMITO3UTOPCKOTO ~ OTHOIIEHUS
K HapOJHOMY TBOPYECTBY IPHOOpENH MapTHii-
HO-UJEOJOTHYECKUN XapaKTep, — OTMe4aeTcs B
HCTOpHYECKOM Odepke. — Uepe3 To Wil WHOE pe-
[IeHWe TPOOJIEeMBI HAPOAHOTO U TpodeccuoHab-
HOTO ONpenensiach TO3WIUSA XyJOXKHHKA, €ro
MPUHAIIICKHOCTh K PeallicTU4eckoMy MM K dop-
MaJMCTUYECKOMY HaIllpaBIEHUSIM B UCKyccTBe» [11,
c. 65]. TBopuecku He3aBUCHUMBIH B3I YIEHOTO HA
npodieMy «(OJILKIOP U KOMIIO3UTOP» HE OTBEYa
TEHJICHIINO3HO TPaKTYeMbIM TPUHIIAIIAM HapOJI-
HOCTH-TIAPTUHHOCTU-pEaIN3Ma, JIeKIapUPyEeMbIM
CBEPXY.

N3 memaroroB YI'K mambonee cepbE3Ho TIO-
crpanan kommnozutop O. K. Diirec, B 3amury KoTto-
poro puckuya BeicTymuTh B. H. Tpamounkuii. Kax
BcioMuHaz ctyjeHt Tex jeT H. M. Ily3eit, «y yactu
YpaJbCKUX KOMIIO3UTOPOB BBI3BaJla HEIOYMEHHE
no3uis TpaMOHIIKOro B m030pHO# nctopun 1948
roza, koraa apyroi Ham nexgaror O. K. Diirec mo-
kaspiBall Ha coopannu CK cBoro cumdoHmio, B KO-
TOPO TEMATUIECKUM MaTePUAIOM ITOCITYKHIIH JIBE
ypanbckue HapojaHbie iecHd. OOpalieHue ¢ HUMH
OBUIO pACIIeHEHO KaK HCKaXCHHE CaMoro ayxa Ha-
poxHoro TBopuecTBa. PeBHUTEIND jke HapOIHOM Tec-
U B. H. TpamOunkuii oTcTanBa nmpaBo Xy/I0xKHU-
Ka Ha WHAWBHUIYaJHFHOE TBOPYECKOE MPETIOMIICHHE
HapOAHOM receHHocTn» [4, c. 174].

B cioxwusmeiics o6cranoske B. H. TpamOu-
KU OTKa3bIBae€TCs OT YTEHHUS Kypca pyCCKOW Ha-
POIHOM MY3BIKH, a MO3JHEE W OT Kypca MY3bIKH
HapogoB CCCP. Ot0 crano emé ogHOW moTepen
s By3a. Ilo cnosam H. M. Ily3es, Buktop Huko-
JIAEBUY «XOJUII ITOJ] TIOJI03pEHUEM B (hopMasin3Me.
Ho caumkom Obun Benuk ero aBropurer. la u B
CJIOBECHBIX OaTausax OH ObLT MPEBOCXOIHBIM 0O0¥i-
1IOM, O0JIaJJaBIIMM HEOTPa3HMBIM OpYXXHUEM yOe-
JTUTENBHOTO ciaoBa. Ha aToM mone B mOJIHYIO MEpy
PacKpBIBANIKNCHh €r0 IPYAUIUS W JIOTHKAa MBIIIIe-
Hus» [Tam xe]. He cmydaitno B 1949 rony, mo-
cie yBoipHeHHUs qupekTopa YI'K H. @. Oprosga,
B. H. Tpambunxomy mopy4niiu B3sTh Ha ce0sl Bpe-
MEHHOE PYKOBOJICTBO Kadepoii HCTOPUU MY3BIKH,
u 1o 1951 . 0be xadenpsl BHOBb OKa3aIUCh 00b-
€IMHEHBI.

[MonmuTryeckas cutyarust obocTpuiiach U B cde-
pe Hayku 00 uckycctBe. Huccepranuto JI. b. Hu-
KOJIbCKOM 1o TBOpuecTBY M. IllreiinOepra, scre-
TUYECKHE B3NSRl KOTOPOTO OCYXJAJIUCh €mE B
1930-¢ Tompl, HE MPUHSIIHN K 3aITUTE.
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Komurerom mo nemam mckycctB mpu Cosere
Munuctpos CCCP 6rina co3Bana IlepBas Beeco-
[03Has ceccus Mo My3biko3HaHUIO (1950). «OcHOB-
HOW 3ajla4eil ceccuu, — Kak cooOIIaoch B Kyp-
Hane “CoBeTckasi My3bIKa™, — CTaJ0 O0CYKICHHE
Hay4YHO-HCCIIEIOBATENbCKUX TPYAOB MO HCTOPUHU
COBETCKOW MY3bIKH, HOBBIX YYEOHHUKOB H IPOEK-
TOB y4e0HBIX IPOTPaMM I10 HUCTOPHUH PYCCKOU U
3apy0exHOM My3BIKH, IO HCTOPUH MY3BIKA Hapo-
noB CCCP, o pycckoMy HapOAHOMY MY3bIKaIbHO-
My TBOPYECTBY M IO HEKOTOPHIM TEOPETHYECKUM
JUCIHILTMHAM: TapPMOHUH, MTOJIM(DOHUH B PYCCKOM
nomudorum» [1, c. 48]. Ilpobiembl TeOpeTHIECKO-
ro MY3BIKO3HAHHUS Jlake He 0OO3Ha4YeHBI, a Tepe-
YHCIICHBI JIUIIb Y4eOHbIe TUCIUILINHBL, IPHYEM B
MIOCJIEIHIOI0 OYepeb, U TEM CaMbIM OTOJBHUHYTHI
Ha BTOPOM ILJIaH.

B. H. Tpam0uikuii, a Takxke co3nareib Ypalib-
ckoro Hapomuoro xopa JI. JI. Xpuctuances, Obum
KOMaHAMPOBAaHbI B MOCKBY [IJIsl y4acTHs B CECCHU.
ITo e€ utoram omo6penune noxyuwn Tpyx JI. JI. Xpu-
CTHAHCEHA, a «BKJIIOUEHHAs B IJIaH HaydYHOU pabo-
ThI CBEpJUIOBCKOW KOHCEpBAaTOpHH pa3paboTKa Jia-
JIOBBIX OCOOEHHOCTEH PyCCKOW HApOJHOW TECHID
TONIbKO OTMedeHa [1, ¢. 64]. DTo ObUTO HCCcIenoBa-
Hue TpamMOHUIIKOTO, HO MM €TO JJaKe HE YIIOMSHYIIH.

[IpenB3aras HeraTMBHAs OIICHKA KOMIIO3H-
TOPCKUX couMHEeHM Bukropa Hukomnaesuua, me-
PeKpBIBIIAsi MX IYTh K CIIyHIaTressM, MoOymuia
My3bIKaHTa NEPEeKITIOYNTh BHHMAaHHE Ha Hayd-
HyI0 paboTy W menaroruky. [log pykoBOacTBOM
B.H. Tpam6uiikoro B 1950 r. Ha kadeape Hauamach
KOJIJIEKTUBHasg pabora mo teme «HannonanpHbIE
OCHOBBI TaPMOHHYECKOTO A3bIKa M. Mycoprcko-
ro» (OTKPBIBIIErO, KaK M3BECTHO, HOBYIO CTPaHHU-
Iy BO B3aMMOOTHOIICHHH «(OIBKIOP U KOMIIO-
sutop»)’. OmHako 3ambiced HE OBLI MOTHOCTHIO
peanuzoBaH. MccnenoBanus xe camuM BukTopom
HuxonaeBudem pycckoro (hoiapKiIopa BOIPEeKH 00-
CTOATEIBCTBAM MPOAOIKAIUCE.

Camoili paHHell M3 PYKOITUCHBIX pabor Tpawm-
Ounkoro, uMerommxcs B (OHIAX KOHCEPBATOPHH,
SBJISIETCA HAyYHO-METOJMYECKUM ouepk «Pycckas
HapomHo-miecenHas rapmonus» (1952)%.  Coxpa-
Hutack [IporpamMma ¢ aHAJIOTWYHBIM HAa3BaHHEM,
paccuuTaHHas Ha BKIIIOYEHHE B HCTOPHKO-aHAJH-
TUYECKYI0 YacTh CIIEIHAIBHOTO Kypca TapMOHHHU
JUTSL KOMIIO3UTOPOB U My3biKoBe0B (1952-1953)°.
AcnupanT Tex et b. . Mamxopa BcrioMuHaN, 94TO
maBbl Oymymien kauru B. H. Tpambunkoro «0wim
CHayaJla IPOYMTaHBl UM Ha 3aCE€JaHHWU CTyAeHYe-
CKOTO 00IIIecTBa KOHCEPBATOPHH. .. TaKue HayqHbIE

coOpaHHs BBI3BIBAIH Y MOJIOAEKH MMPEKPACHOE TyB-
CTBO CIIPaBEIJIMBOCTH K PAa3BUTHIO HAYYHOW MBIC-
mm» [2, c. 189].

Ilepas nyOnukaruss Bukropa HukxonaeBuua
0 MarepuajaM ucciaenoBanus — ctarba «Ilommdo-
HHUYECKasg OCHOBAa PYCCKOM MECEHHOW TrapMOHHUU
— mosiBWIachk B medarn B Mockse (1954) [7]. Ilo
ciaosaMm JI. K. Illabanunoii, 0co00 IEHHON B HEl
SIBTISICTCSL MBICJIb O «EIUHCTBE NONMU()OHUIECKOTO U
TapMOHHUYECKOTO Ha4yall B PyCCKOM HApPOIHOM MHO-
TOTOJIOCHM», TTO3BOJISIONIAsT ONPEACTUTH 3TO CBOM-
CTBO Kak «()EeHOMEH CHHKpETHYeCKOro poma» [12,
c. 268, 273]. Ha ocHOBe MaHHOH HIECH CIOXKHUIACH
MoHorpapust Tpambuiikoro «l'apMOHHSI PYCCKOM
MECHU», COCTABHBINAS BAXXHYIO BEXy B HM3YYCHUHU
oteuecTBeHHOTO dompkiiopa (1981) [8].

[Tenarornueckas nearenbHocTh Bukropa Hu-
KolaeBMua pasBopauuBaercs B 1950-¢ romel. B
TBOPYECTBE €T0 CTYACHTOB MO KJIACCy KOMIO3HUIINU
— E. I. Kuuanoga, E. II. Ponsiruna, I. H. Tonop-
koBa, B. /. bubeprana, M. A. Kecapesoii — sipko u
CBOEOOPA3HO OTPA3UIOCH (PONBKIOPHOE Hayayro'’,
Komnosuropckuii BK1aj ypajabLEeB B PA3BUTHE KHO-
BOH (DOIBKIOPHOM BOJHEI» OKa3ajics JOCTATOYHO
3aMETHBIM, a OOIIHOCTHh ICTETHYECKUX YCTaHOBOK
¥ MacTepCTBO BIAJICHUS SI3BIKOM HAapOAHOTO TBOP-
YecTBa CBHUETEIHCTBOBAIN O TIIyOOKOM BIHMSHUU
B. H. TpaM0u1Koro Ha CBOUX BOCITUTAHHHKOB.

Bonpoc o ¢dopmupoBaHur B YpajabCKOH KOH-
CepBaTOPUH HAYYHO-TEOPETHUECKIX HCCIeTOBAaHUN
o pykoBoactBoM B. H. Tpam6umikoro emé He cra-
BHJICSI, XOTSI JOCTATOYHO apryMEHTHPOBAHHBIE OC-
HOBAHHUSA I TOTO UMEIOTCS.

B. H. TpamOunkuit Bo3miasimsui kadeapy a0
1957 roga. C HacCTyIUIEHHEM MOJIUTUYECKON «OT-
TEMeNnn» KOMIIO3UTOpP BHOBb PEIIWI TOCBSTHTDH
cebst TBopuecTBy. B mocnemHmii rox 3aBeqoBaHUS
kadeapoit oH BeICTynui B KypHaie «CoBeTckas
MY3BIKa» C IIPOrpaMMHON cTaThEN «BO3MOXHOCTH
TEOPETHUECKOTO MY3bIKO3HAHMS [6]. HagaBmmmiics
MepPHUOl HEKOTOPOTO HJCOJOTHYECKOTO PaCKpero-
IICHUS TI03BOJIAII €EMY BBICKA3aThCSI O CIIOXKHUBIIEHCS
nociie 1948 roga cutyannu B 00JaCTH My3BIKO3HA-
HUS U TOMYEPKHYTH 3HAYCHHUE TEOPUU MY3bIKH IS
y4e0HO! U HCCIIeI0BAaTENbCKON paboThI.

Kputnkys nan€kuil oT HayKu CTHIIb 00CYXIe-
HUS aKTyaJIbHOMU [Tl TeX JIET IPOOIeMBI OTpakKeHUS
HapOIHOTO Hadaja B KOMIIO3UTOPCKOM TBOPYECTBE,
BuxTtop HukonaeBuy 0TMEYAET, 4TO OHO «BBUIUIIOCH
B ITOJTMHHBIN “‘OKeaH’’ TUCKYCCHH, He YBEHYaBIINX-
cs, OJJHAKO, CTPOMHBIMH M TPOYHBIMU BBIBOJAMIDY
[Tam xe, c. 126]. «Henp3s mpu3HATh HOPMAITBHBIM,
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— MUIIET KOMIIO3UTOP, — YTO, yOexaas Ha ClIoBax
IpyT Opyra B OCHOBOIIOJIATAIONIEM 3HAUYE€HUHM Ha-
POIHOCTH, MBI, OJHAKO K€, OYEHb MaJ0 BHUMAHUS
yAenseM MPUCTAIFHOMY W IIHPOKOMY PaccMOTpe-
HUIO KOHKPETHBIX CPEICTB BOIUIOMICHUSI HAPOJHOTO
Hayaja — HalMOHAJIbHOW MY3BIKAJbHON JIEKCUKE,
CaMUM MY3bIKaJIbHBIM MPOSBICHUAM HAPOIHOCTH»
[Tam sxe]. OmHy W3 IPUYXH 3TOTO OH BHIUT B TOM,
YTO MY3BIKOBEIbI «HE OYEHb YBIEKAIOTCS CKPYITY-
NE3HBIM JIEJIOM TEOPETHYECKUX HM3BICKAHWN», UTO
eCTh «JaXe HEKOTOpoe IpeHeOpekeHHe K TaKoro
pona AesTEeNbHOCTH, KaK HEKOW akKaJleMU4ecKOi
cdepe Malio KOMy HY>KHBIX, CYXHX aHaJH30B» [Tam
xke, ¢. 129]. Kak mccnemoBarenb, OH yTBEPKIACT:
«Ha cMeHy MOBEpXHOCTHBIM M OJHOTHITHBIM BBI-
CKa3bIBaHMSIM JOJKHBI IPUITH KOHKPETHBIE U MIPO-
(heccruoHaIbHBIC HAOIIOICHHS U BBIBOBI) [TaM K€,
c. 132].

CraTps OTpaxaeT OCHOBHBIE WO3UIUHU
B. H. Tpam6umxoro mo moBogy meneil u 3a1ad Te-
OpPETHYECKHX HCCIEJOBaHUH, B COOTBETCTBUHU
C KOTOPBIMH IUIAaHHpOBaJAach pabora Kademnpbl.
Bo-niepBbIx, ObUI0 HaMEYEHO BeAyIlee Hampasie-
HUE HAyYHOM MAEATEIHHOCTH — HW3yYeHHe oOTede-
CTBEHHOTO MY3BIKaJIbHOTO HMCKYCCTBa CKBO3b IPHU-
3My DIIyOMHHBIX CBA3EH ¢ (POIBKIOPOM; BO-BTOPHIX,
000CHOBaH METOJOJOTHYECKUN MPUHIUI aHAIIN-
THYECKOTO Toaxona, Oonee 6am3kmii camomy B. H.
TpaMOUIIKOMY KaK KOMITIO3UTODY.

BeiaBukeHue aHanu3a Ha MEpPBBIN IJIaH cTa-
HoBHTCS B YI'K XapakTepHbIM JUIsl IPaKTUYECKUX
pabotr mo KypcaMm rapMOHHH, NOTU(OHUU U aHa-
JU3a MY3BIKQJIBHBIX MPOU3BEIACHUI, ONpEaeTnB-
IIFCh B KAYE€CTBE IMIABHOM 3a7a4y B 00y4YEeHNH CTY-
JEHTOB HMCTOPUKO-TEOPETHUECKOTO (haKyIbTeTa.
OTO MO3BOJMIO YCOBEPIIEHCTBOBATH MAaCTEPCTBO
BBHIITYCKHUKOB By3a B YMEHHWU MpodeccHOHAIbLHO
rpaMOTHO MCCJIEI0BAaTh MY3bIKalIbHBIM TEKCT. Tak
OBIITM 3aJIOKEHBI MPOYHBIE OCHOBBI aKaJeMHue-
CKOIl TEOpeTUYECKOW NOATOTOBKH, IOJIy4aeMOu
CTYJICHTaMHU-MY3bIKOBEJJAMH B CT€HAX YpPaiabCKOU
KOHCEpPBaTOPHUH.

B. H. TpamOurnkuii pykoBOAWI AMIIOMHBIMU
WCCIIEZIOBAaHUSIMH TEOPETHKOB, W BCE OHHU OBLIH
MOCBSIIIEHBl HAPOJHOW TECHE WM MY3bIKE OTede-
CTBEHHBIX KOMTTO3UTOpoB XIX—XX BB. B 1962 roxy
KOMIIO3UTOP BEPHYJICS B TOPOJL CBOEH toHOCTH — Jle-
uunrpan''. Ha kadeape ocranace mpenoaaBarsh ero
BeinyckHuu@a JI. B. MapueHko, npoxoypKuBIIas Ty
K€ TeMaTuKy paboT.

C 1950-x TOmOB B pAa3BUTUH HAMECUCHHBIX
By30M HAay4YHOTO U Yy4e0OHO-METOJUYECKOTO0 Ha-

MpaBieHU OONBIIYI0O POJb CHITpal aCHUPAHT
B. H. TpaMOuIIkoro mo CHeruaibHOCTH «TECOPHS
My3bIKM» — Kommo3utop Huxomaii MuxaitioBuy
[lyseit. Tema nccnemoBanuss H. M. Ilyzes («He-
KOTOpBIE YePThl TAPMOHMYECKOTO MBIIIJICHUS PyC-
CKHX KOMITO3UTOPOBY») U €r0 METOAOJIOTHS CIIOXKH-
JIUCH IO HETIOCPEJCTBEHHBIM BIMSHUEM HAy4YHOTO
pyxoBoautens. M3 marepuanoB Tpyaa ObUTH OITy-
O6mukoBanbl «3ameTkn o rapmoHmu H. A. Pum-
ckoro-KopcakoBa», JAeMOHCTpUpPYIOLIUE JIaJOBOE
MHOT000pa3ue My3BIKH KOMIIO3UTOpa Ha MHOTO-
YUCIIEHHBIX, YOEAUTEIHHO MPOaHAIU3UPOBAHHBIX
npumepax [3]. Beimonnennas HayuHas pabota, oa-
HaKo, He ObLIa 3aIuIleHa, U OJHY U3 IPUYUH ITOTO
MOKHO BHJETh B HEIOCTATOYHOW pa3paboTaHHOCTH
TEOPETUIECKON 0a3bl UCCIIEIOBAHMSL.

H. M. Ily3ero noBenock crarb NPOBOJHUKOM
uneit B. H. TpamOurikoro depe3 mpemomaBareib-
ckyto padory. C 1950 roma oH mpUCTYIIII K YTEHUTO
CHEIMAIFHOTO Kypca TapMOHWH, CYMEB NPUBUTH
ctyaeHtam 1950-1960-x rr. mHTEpEC K TapMOHU-
YECKOMY aHaJIN3Y, U3YYEHHUIO PyCCKOH My3blku. W3
yaeHukoB Ily3es mo crnennaibHOMY Kiaccy, pabo-
taBmux 3ateM B YI'K, Beigenum porenra 3. A. Bu-
3e1s1, IEPBOTO €r0 BBIMYCKHUKA, OKOHYHBILETO BY3
C TUIUIOMHOM paboToii Ha TeMy «O rapMOHHYECKOM
s3bike A. K. JIsioBa (Ha MaTepuane popTenranHbIX
npousBeaeHuit)», npodeccopa T. 1. Kamyxaukosy,
crapuiero npenonasarens M. H. Mewmepsikoy. 13
TeX, KTO MPOMIEN Yy HETO KypC TapMOHHUH — JJOLIEHTHI
kagenpsl B. A. [Tanemosa u JI. K. [1labanuna.

PykoBomuTensiMu  OyayluxX — KaHIUAATCKHX
JTUCCepTallii BBITYCKHUKOB TE€X JIET BBICTYIH-
JU pyTHE MY3bIKaHTHI, HO TeMbI pAga X pador
cnoxuinch nox BiausaueM B. H. TpamOwuikoro u
H. M. Ily3es. TakoBbl, K IpUMEPY, UCCIECIOBAHUSI
«DyHKIMOHAJIBHBIE OCHOBBI JAaJ0BOM CUCTEMBI
A. boponuna: B actiekre moatuku 3mnocay JI. K. Illa-
OanmHOHN 1 «VIHTOHAITMOHHBIC OCHOBEI MMAPTECHOTO
muororonocus» T. V. KamykHUKOBOM (Ha OCHOBE
e murioMHON pabotel «I'apmonus kaHTOBY»). Ha-
YYHBIM PYKOBOAWTENEM IAHHBIX TPYAOB SBISUICA
1O. H. TionuH — co3naTtens TeOpUH NEPEMEHHBIX J1a-
JOBBIX (PYHKIHI, CTaBIIeH KPyMHEUIINM BKJIa0M
B TEOPHIO JIaJa U KIIOYOM K MIOHUMAHHIO PYCCKON
TapMOHUH.

3anoKeHHBI Ha Kadeape TEOpUU MY3BIKH
YT'K ananuTuueckuil moJxojl, SMIUPUUECKUI MO
CBOEMY THILY, MOT OBITh TapaHTOM Hay4YHOH JO-
CTOBEPHOCTH TIOJMYyYaE€MbIX pPE3yJabTaToOB, HO HX
Hay4yHOE OCMBICIICHHE TpeOOBajo BOCXOXKIEHUS
K KOHIIETIIHSM TeopeTudeckoro ypoHs. [lokaza-
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TEJIHHOW B 3TOM OTHOIICHHWH SBHJIACH KaHIUIAT-
ckasgs nuccepranus B. A. IlambmoBoil «Teopus
Jlafia B pPyCCKOM MY3BIKO3HAHUU BTOPOM TOJIOBUHBI
XIX Bekay, TemMa KOTOpOM poJiuiiach B pyclie pas-
BHUTHSI HAYYHBIX HHTEPECOB, CIOKUBLINXCS B By3€.
Huccepranus Oplia 3a0IUIIEHA O] PYyKOBOACTBOM
MockoBckoro yuénoro FO. K. EBnokumMoBoii.

JIBmkeHne, HampaBICHHOE K YTBEP)KICHHIO
BBICOKOTO CTaryca IO3WIMI HayYHO-TEOpEeTHIe-
CKOM MBICJIH, ONPEAEIWIOCH B YPalbCKOM KOHCEP-
BaTOPHH Ha CIEYIOIIEM JTare UCTOPUN MY3bIKalIb-
HO-TeopeTHueckux wuccienosannii (1970-1980-e
roapl). YCIENTHBIM W HOBAaTOPCKWM JUTS JTajbHEH-
[IeT0 Pa3BUTHS TEOPETUYECKOTO MY3BIKO3HAHUS
By3a ctai mepuon pybexa XX—XXI Beko. Kax-
JIbIH M3 3THUX 3TAllOB HAYYHOU JESATEIbHOCTU Kade-
npel Teopun My3bika YK umeer ocHOBaHUS OBITH
MIPeIMETOM CIENNATbHOTO H3ydeHus. B pamkax Ha-
CTOSIIIEN CTAaTb OHU MOTYT OBITH OXapaKTepHU30Ba-
HBI JIIIb B OOIIUX YepTax.

Otnenenne kadenpbl TEOPUN MY3bIKH OT KOM-
MMO3UTOPCKOM ocymecTBuiock B 1972 roxy. Ilep-
BOMY 3aBEIyIOIEMy TEOpETHIEeCKOH Kadeapoit
Brnagumupy IletpoBuuy KoctapeBy (yueHuKy
B. H. TpamOu1koro) npuHayIeKuT 3aciryra nocra-
HOBKH BOIIPOCa O HEOOXOAMMOCTH OOECIICUCHIS
TEOpETHUECKONW 0a3bl HAyYHBIX TPYAOB M yUEOHBIX
KypcoB. Ocobenno axtuBHO B 1970-1980-¢ rT. B
By3€ pa3BHBaeTCi KypC aHajm3a MY3bIKaJIbHBIX
Mpou3BeAeHUH, KoTOpbId, Hapsany ¢ B. II. Kocra-
PEBBIM, B WHOM, HCTOPHKO-KYJIHTYPOJIOTHYECKOM
pakypce untaeT B. H. XiomnkoBa (BeITyCcKHHITA Ka-
(denper uctopun my3siku YI'K).

CymiecTBeHHYI0 TOMOIIs KOHCEPBATOPHH B
yIIyOJIEHWH HAay9HBIX OCHOB HCCIICOBAHHMMA OKa-

3BIBAIOT JIOKTOpa HMcKyccTBoBeneHus E. B. Hazaii-
kuackui, 0. H. Xomomos, M. I. ApaHoBcKuii,
I'. JI. TonoBuHCKUI U Apyrue y4EHBIE.

s MccienoBareNlbcKuX TPYIOB Kadeaphl Te-
opuu My3bIkH 1990-x IT. XapakTepHO paciIMpeHre
CIIEKTpa HAyYHBIX HHTEPECOB, IIPUBIICUCHHE B Ce-
Py TEOPHH MY3BIKH HUICH U METOJOB U3 PA3TUIHBIX
obyacTell MCKYCCTBOBEICHHsI M JIMTEpaTypoBejie-
HUs, octeTukd U puiocoduu. [To-HOBOMY peanu-
30BaB MMOYMH CBOero HactaBHuKa, B. II. Kocrapes
3aIUINAeT JOKTOPCKYIO IHCCEPTAIUI0 MO MOHO-
rpadun «Pyomkon M. Mycoprckoro: BOKaJbHEIE
¢opmbl peueBoro renesuca» (1995) B omope Ha
JUHTBUCTUKY W JINTEPATyPOBEICHUE, C TIO3MITHI
WHTETPaTUBHOTO MOJXOA.

HccnenoBanmsiMu  MEXIUCIMTUIMHAPHOTO  THIIA
SBISTIOTCSL  3allMINEHHBIE TIperofiaBareNsiMi - Kade-
Jpbl KaHmunarckue auccepranvu E. A. ITuauykosa,
M. B. I'opomunoBoii, M. A. backa, A. b. Bo6rmikoBo#,
B. 1. Hemkogckoii, A. C. MemkoBo#, A. A. Epma-
KOBa 1 JOKTOpckue nccienosanus A. I. KopoGosoi,
O. E. Wenynsxosoi, E. E. ITomoukoi, T. Y. Kamyx-
HuKoBOH (¢ 1982 roma paboraroieit Ha kadenpe ucTo-
PHH MYy3BIKH).

Ha coBpemenHOM 3Tarne, HapsAIy C pa3BUTHEM B
Ypanbckoit KOHCEpBATOPUH MOJIUAUCITUIIIIMHAPHBIX
Hay4YHBIX HaAIPABIICHUN, COXPAHSIOTCS YKOPCHEH-
HBIE CO BPEMEHH CTAHOBJIEHUS MY3bIKaJIbHO-TEOPE-
TUYECKUX HCCIIEOBAaHUI By3a METOIOJIOTHYECKUE
MO3UIIMH: OMIOpa Ha aHATTUTHYECKUN MTOIXO0]] M BEP-
HOCTh «pPyCCKOi Teme»'2, IMeHHO 00 3THX IpHH-
nunax 3aseisut B. H. TpamOuiikuii, 3a10)KUBIINH B
Ypanbckoit KOHCEpBATOPUU OCHOBBI HAyYHO-HUCCIIe-
JIOBAaTENIbCKOM JESITENFHOCTH B cdepe TeopeTnde-
CKOTO MY3BIKO3HAHH.

< MPUMEMAHUA (<

! CaepmioBckass TOCYIapCTBeHHAs KOHCEpBATO-

pust otkpeita B 1934 oy, B 1939-M ynocroeHa nMeHH
M. I1. Mycoprckoro (K CTOJIETHIO KOMITO3UTOpa), B 1945-M
MIEPEeNMEHOBaHa B YPAIbCKyI0 TOCYIapCTBEHHYIO KOH-
cepBaroputo umeHu M. I1. Mycoprckoro (¢ COOTBETCTBY-
fommeit cmeHoi abopesuaryp: CI'K — VT'K).

2 TlepBblii IIAr B OCBEINEHHH HCTOPHHM TEOPETHYE-
CKOTO MY3BIKO3HAHUS B By3€ OBLI C/IETaH BBIITYCKHUIICH
kadenpsl Teopun My3bikn H. B. UepHbIKoBO# (1101 Ha-
YYHBIM pyKoBoACTBOM mpodeccopa JI. K. [llabanunoii) u
HaIEn OTpakeHUue B crarbe «PernoHanbHOE TeopeTuye-
CKO€ MY3BIKOBEJCHHE KaK OOBEKT HayYHOT'O HCCIIEA0Ba-
HUS (Ha IpUMeEpe IeATeNTFHOCTH Kadeaphl TEOPUH MY3BI-
KM Ypanbckoit koHcepBaTopun)» [10].

3 TIpuka3z Ne 341 or 25 wronst 1936 roma // Kuura
nprKa3oB 1o CBepATIOBCKON TOCYIapCTBEHHON KOHCEpBa-
topuu (CI'K) 3a 1935-1936 ronsr. Exarepuntypr. C.173.
Pykonuch xpanurtcs B Apxuse YI'K um. M. I1. Mycopr-
CKOTO.

4 IIporokon 3acenanus Xynoxecrtsennoro Cosera ot
22 uosiopst 1936 r. ITynkr 3 // TocymapCTBEHHBIH apXWB
Caepmiosckoii oomactu (TACO). @. 2325. Om. 1. Exn. xp.
7.J111.

5 TlemaroramMu BOKaJbHOH M (OPTEHHAHHON Ka-
¢enap CTK 6bu1n IPOBEACHBI HCCICIOBAHUS B 001aCTH
METOIMKH W TIeNaroTUKH, OTIMYAIOIIMECs HOBH3HOI
HHTErPaTHBHOTO TMoaxoxa (C MpHUBJICYEHUEM JaH-
HBIX aKyCTHUKH, (U3UOJOTHH, NCUXOJOTUH). PaboThl
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CIOXKHIIUCH KaK AMCCEPTAIUM, YCIEIHO 3alUIIEHHbIE
B 1942-1943 rr.

¢ TlepBbIM 3aBeAyrOLIMM Kadeapoil HCTOPHH My-
3bIKH ¢ CeHTsI0pst 1942 roxa cran M. C. Ilekenuc, ¢ ok-
Ts10pst 1943 ronma ero cmenun M. C. Jpyckus. Ilpu nx
MOJ/IEP’KKE COCTOANACH 3alllUTa AUCCEPTAlMK Mejarora
no ucropuu My3siku CI'K, Beimycknuns! JleHuHrpan-
ckoit koHcepBaropuu A. I. Kopcynckoit. C umeHem
M. C. [pyckuna cea3ana opranuszanus B CI'K my3siko-
BeAUeCKol acmupaHTypsl. Cpeau ero JeHUHIPajCKUX
aCIMpaHTOB 3allUTHIA AuccepTanuio BeimyckHuna CI'K
E. B. MaiiOyposa (1947). B MockoBckoli KoHCepBaTo-
pUH IpoIlia 3aluTa AOKTOPCKOU IUCCEpTallMU My3bI-
xoBena-uctopuka H. @. Opnosa (1948) — mupexropa
VYpanbckoil KOHCEpBaTOpPUU M 3aBelyomiero Kadenpoit
HUCTOPHUU MY3BIKH.

7 Cm.: Ilnan Hay4HO-HCCIEOBATENBECKOW PabOThI
VYpanbCkoil rocymapcTBEHHOM KOHCEpBAaTOPUU HMEHU
M. I1. Mycoprckoro Ha 1951-1955 rr. Uccnenosanust //
T'ACO. ®. 2325. Om. 1. En. xp. 86. JI. 2.

8 Tpambuukuii B. H. Pycckas HapomHo-mieceHHast
TrapMOHUS: Hay4HO-MeToAndyeckuil ouepk. 1952-1953 rr.
97 c. Pykonucs xpanurcs B Apxuse YI'K um. M. I1. My-
coprckoro. Om. 4. Ex. xp. 79.

° TpamOuukuit B. H. Pycckas HapomHo-mieceHHast
TapMOHUS: IporpaMMa Mo pa3feny CIEeLUaNIbHOro Kypca
TapMOHUH JJIsi KOMIIO3UTOPOB U MYy3BIKOBeAOB. CBepa-

J0BcK, 1953. 116 c. Pykonucs xpanutca B Apxuse YI'K
uM. M. I1. Mycoprcxkoro.

0 TlepBble M3 IBYX Ha3BaHHBIX KOMIIO3UTOPOB
oOywanucy Takke y b. I'mbammna m H. Xnomkoa
(E. Kuuanos) n y O. Diireca (E. Pogpirun). Kommnosu-
top B. bubepran, ms koroporo, Hapsny ¢ ¢osbkiop-
HBIM HallpaBJIEHUEM, XapaKTepeH MUPOKUH KPyT HHBIX
KaHPOBO-CTHUJIEBBIX HHTEPECOB, 3aHMMAJICS B acIu-
pantype Jlenunrpanckoil koncepsaropuu y . lllocra-
KOBHYA.

"'B 1962 romy cocrosuiach 3allliTa KaHIMAATCKOM
JICCepTalliil OIBITHOTO IIearora, BBITycKHHKa Jle-
HuHrpajckoil koHcepsaropuu E. H. Kopuunckoro, npu-
HSTOTO B IITar Kadenpbl AByMs rogamu panee. OH Ob1
HasHadeH npopekTopoM YI'K mo nHayuHo#t pabore, HO
BHe3amHas koH4YMHa (1965) mpepBana MPOSYKTHBHYIO
JESTEIbHOCTh YUEHOTO.

12 B HacToOsILIee BPEMsI U3 MTOKOJICHHUS BBIMTYCKHHUKOB,
HerocpencTBeHHo oOyuaBmuxcs y B. H. TpamOuuko-
ro wm y H. M. Ily3ses, B YI'K paboratot: mpodeccop,
JIOKTOp HWCKYCCTBOBE/ICHMS, 3aBelylomias KaOMHETOM
(onbKIIOpa, aBTOP HOBOTO JUIS By3a Kypca PyCCKOro Ha-
poxnoro TBopuectsa T. M. Kamy)xHukoBa 1 KaHIUAT HC-
KyCCTBOBEJICHUS, ITpodeccop Kadeapbl TEOPUH MY3bIKH
JI. K. labanuna, aBTop Kypca «['apMOHUS B pycCKOH
My3bike oT pyoexa X VIII-XIX no pyoexa XIX-XX Be-
KOB.
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CraHoBA€HME MY3bIKAAbHO-TEOPeTUYECKMX UCCAEAOBaHMUIA
B YpaAbckoi koHcepBaTopum (1930-1960-e rT.)

B 2016 1. uctomasiercst 80 JeT co IHSA OTKPBITUS UCTOPUKO-TEOpETHUECKOTo oTaeneHns CrepanoBckon (YpaiabcKoii)
rOCyZIapcTBEHHOH KOHCEPBATOPHH — cTapeiimeii Ha Ypaie, B Cubupu u Jlansaem Boctoxke. [ maHHOTO pernoHa 3Ta
Jata sBISIETCSI NCXOMHOM TOYKOW OTCYETa JUI MCTOPHH IOITOTOBKH MY3BIKOBEIOB C BBICIIMM HpO(ecCHOHATbHBIM
oOpazoBanneM. Ha ocCHOBe apXMBHBIX MaTepHaioB PEKOHCTPYHUPYETCSI IIPOLIECC CTAHOBIICHNS HayYHO-HCCIIEI0BATEIb-
CKOM AeATeIbHOCTH YPaIbCKON KOHCEPBAaTOPHH B c(hepe TEOPETHUECKOTO MY3bIKO3HAHHS.

Eé dopmupoBanue n pazBuTre ObUIM 3aTPYJHEHBI 110 NPHYMHE OTAANEHHOCTH By3a OT MY3BIKJIBHBIX IIEHTPOB
CTpaHBI, HeCTAOWIHPHOCTH KaJIPOBOTO COCTaBa, HEOOXOAMMOCTH METOJMUECKOTO o0ecriedeHnst yaeOHOoro mporecca 1
T. 1. Tem caMmbIM 711 OpraHM3aly HAy9HOH NESITEIbHOCTH MY3bIKOBEIOB By3a BO3PACTAJIO 3HAUYCHHE JIMYHOCTHOTO
(axTopa. OTBETCTBEHHOCTb 332 PYKOBOZICTBO HCCIECAOBATEIHCKOW PabOTON YpallbCKOi KOHCEPBATOPHH B OOJIACTH TEO-
pEeTHYECKOTO MY3BIKO3HAHUS B3sUT Ha ce0st m3BecTHHIN koMmo3utop B. H. TpamOunkwii. OH mMen cBor 000CHOBaHHBIE
B3MVISIIBI HA LIEJM W 33/1a4M MY3bIKaJbHOW HAayKH, C KOTOPBIMH BBICTYIHJI B CTaTheé «BO3MOXHOCTH TEOPETHYECKOTO
My3BIKO3HaHU (KypHaI «CoBeTckas My3bIkay, 1957, Ne 2). CortacHO H3II0KEHHBIM 31€Ch MPUHIIAIIAM, UM OBLIH
OIIPEEIICHBI HAITPABICHHS ¥ METOJOJIOTHSI TPYIOB Kadeaphl Ha Ha9aIbHOM 3Talle CTAHOBJICHHUS €€ HCCIIeI0BATENbCKOM
JEATENBHOCTH. JTO 00ecneynio NpOdYHbId (DYyHIAMEHT IS MOCIEAYIOIIEro HayqHOro pocTa KOJUIEKTHBA Kadeapsl
TEOPUH MY3bIKH Ha3BaHHON KOHCEPBaTOPHHU.

KimroueBrie cioBa: Ypanmbckasi rocynapcTBeHHas koHcepBaTopus B 1930-1960-e romsl, My3bIKaIbHOE KpaeBee-
HHE, peTHOHANIbHASI My3bIKAJIbHAs HayKa, My3bIKAJIbHO-TEOPETHYECKOE 00pa30BaHHeE.
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The Formation of Research Work in the Field of Music Theory
at the Urals Conservatory (from the 1930s to the 1960s)

The year 2016 marks the 80" anniversary of the founding of the Music Theory Department at the oldest conservatory
in the Ural Mountains area, Siberia and the Russian Far East — the Sverdlovsk (Urals) State Conservatory. For this
region the aforementioned date presents a reference point in the history of preparation of musicologists with a high
professional education. On the basis of archival materials the article presents a reconstruction of the process of
formation within the Urals Conservatory of scholarship and research activities in the field of theoretical musicology.

Its formation and development were hampered as the result of the great distance of this institution from the
country’s musical centers, the instability of the cadre personnel, the necessity of provision of methodology in the
process of learning, etc. In these conditions in the organization of scholarly activities of musicologists in this institution
great significance was given to the personal factor. At the Urals Conservatory responsibility for the supervision of the
research work in the field of theoretical musicology was taken by the famous composer Victor Trambitsky. He hald
his substantiated views on the aims and goals of music scholarship, which he presented in his article “Possibilities of
Theoretic Musicology” (in the journal “Sovetskaya muzyka,” 1957 No. 2). In accordance to the principles expounded
in this publication, he defined the directions and the methodology of the works of the department at the initial stage of
the formation of its research activities. This provided a strong foundation for the subsequent academic development of
the personnel of the Music Theory department at the aforementioned conservatory.

Keywords: Urals State Conservatory from the 1930s to the 1960s, musical area studies, regional musical
scholarship, education in music theory
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CEMAHTUYECKASA TAYBUHA N ®AKTOP XYAOXECTBEHHOCTU .
B «KKOHUEPTE-2AETMU NMAMATU CAABbI POCTPOIMOBUYA» E. DUPCOBOU

neHa @upcoa u Mctucias Poctponosuu

OBUTH XOpPOIIO 3HAKOMBI, U OH IPOCHJ Ha-

3pIBaTh ero «CnaBa». B jeHbp moXopoH Be-
nukoro BuosoHuenucta (2007) dupcoBa counHMIa
HEOOIBIYI0 THECY-3CKH3 JIJIsl BHOJIOHYEIH COJIO
«For Slavay («CnaBe»), KOTOpas TIOTOM BOIIIa B
maBHylo Temy u komy Kowmepra-aneruu (2008).
BuononuensubIil KoHIEPT op. 122 y xommno3uropa
cTaja y»xe 4eTBEpThIM. HOBBII ommyc [U1s1 BUOJIOHYE-
JIA ¢ OPKECTPOM CO37aBaJICS U IO MPochbe OIM3Ko-
T'O aBTOPY MY3bIKaHTa — BUOJIOHYENHCTA AHATONIUS
Jlmbepmana, k ero 60-metHemy robunero. Bo Bpe-
M y4€Obl B MOCKBE OH CHITpal BCE COYMHEHUS
st BuosoHuenn dupcopoil. Bo3Hukio aBoitHoe,
MapajuleIbHOE TIOCBSIICHNE, THE€ €IMHCTBEHHBIM
00BETMHSIIOITNM HAYaJIOM CTaJIO TO, 4TO JInbepman
BBICTYIIIJI TIEPBBIM HcTonHuTeneM KoHrepra-amne-
run. CounHeHNe CO3AaH0 KaK OJHOYAaCTHOE, CPaB-
HUTEJIBHO HEMPOIODKUTEIBHOE — OKOJIO 15 MUHYT
3By4aHus1. OZHAKO CMBICIIOBAast BECOMOCTH €TI0 TaKo-
Ba, YTO BO3HHUKAET HEOOXOAMMOCTh TIOCTaBUTh TEO-
peTHYECKyIo MpodieMy, 0003HAYCHHYIO B 3aITTaBUH
CTaTbu, — CeMaumMu4eckas 2nyouna mysviku Enenvl
Qupcosoil.

Cruie Enenst @upcoBoii cBoeoOpa3eH Tem, 4To
OHA HEKOI7Ja BIUTaja BiHMsHHEe AHTOHa BebepHa,
OILIyTHJIa BOOOIIE MAbIXaHHE MPAvyHOTO SKCIpec-
CHOHU3Ma HOBOBEHCKOM IIKOJIBI, HO HE HaIpaBU-
Jla CBOW IMyTh K CEPUANM3MY M KOHCTPYKTHBU3MY,
a TOYyBCTBOBAJIa HEKOTOPYIO MPHUBEPKEHHOCTh K
poMaHTH3My (HeopoMaHTH3MY). VI B 3TOM mocnen-
HEM BBISBHJIA COOCTBEHHYIO ICTETUYECKYIO JIMHUIO,
HaJEJIEHHYI0 JUPHUKOM M Kpacoroil. Ha Bompoc o
CaMbIX BaXKHBIX Uil He€ aTpuOyTax B My3bIKe, OHa
BbiIe A JI000Bb 1 Kpacoty («1moTpeOHOCTD mpH-
KOCHYTBbcA K Kpacore M3HYyTpH, MOYTH OCS3aTENb-
HO»'). Ho B TaHHOM cily4ae MOBOJIOM /ISl CO3MaHHMs
COYMHEHUS CTaJ TPAaruuecKuii pakT yxoaa u3 ;KU3HU
YeNoBeKa — TPOMaJHOro U opororo. [lostomy am-
nemMa JKuzau u CMepTH, Kak BeUHast TeMa B MbIIII-
JICHUH YeJIOBEYEeCTBA, HE MOIJIa HE CTaTh CMBICIIO-
BOH OCHOBOM 3TOT0 MEMOPHUATIBLHOIO COUYMHEHHS.

PaccmoTpuM cHadana ceMaHTHYECKHE 3JIeMEH-
Thl My3bIku KoHnepra-aieruu, cienys OT SIBHBIX,
OTKPBITHIX, OMPEAETEHHBIX CJIOBOM, K CKPBITBIM,
0e3 CIIOBECHOTO TOSICHEHUs (B KOHIIE MPUAEM U K
ACeMaHTUYHOCTH). HarmoMHuM, 4TO mOA CeMaHTH-
KO TIOHWMaeTcsl 3HaueHue. Ecnm neno kacaercs
CJIOBa, €r0 3HAYeHHE MOHATHUIHO, KOTAA K€ TOBO-
PHUTCSI O YUCTO MY3BIKAJIBHBIX 3JIEMEHTaX, TO UMe-
I0TCS B BUy BBIPA3UTEIbHBIC 3HAUEHUS, 3aKPETIHB-
mrecs] B My3bIKaJIbHOM SI3bIKE Y MHOTHX aBTOPOB,
BO MHOTHIX ITPOM3BEACHUAX, KaK ObI cka3zan b. Aca-
¢beB, B cimyxoBoM ombite dmoxu. Cemanmuueckyro
cucmemy mocTpouM u3 10 IMyHKTOB.

1. OtkpriTOe, 3amucanHoe cioBo. OHO mpen-
CTaBJICHO B HA3BaHWM COYHMHEHUS U TOCBANICHUU.
B nepBom cirydae — 310 «Ilamsaru Crnasst Poctpo-
MMOBHYa», BO BTOPOM — «AHaTtonmio JInGepmany».
O ceMaHTHYECKOM IT0JIe 3TUX UMEH OBLIO CKa3aHo.

2. He3ammcanHoe, HO aCCOIMHUPOBAHHOE CIIOBO.
Tema moOoYHONM MAPTHHM MMEET ABHYIO aJUTIO3UIO
Ha (pasy npeacmepTHOW apuu JIeHCKoro u3 ore-
pol «Eprenuit Onerun» I1. YalikoBckoro: «3adyneT
mup MeHs». [lo cmoBam @upcosoii, CnaBe Poctpo-
MOBUYY JyMaJIoCh: HE 3a0yzaeT ju mup ero?” Benab
PocTtpomnoBry 6611 a0COTIOTHO U3BECTHRIM YEIIOBE-
KOM, y Hero ObUT JAa)ke KPUTEpPHUIl CIaBBI: KOTHa O
TeOC TOBOPAT KAKIBIA JIEHb B KXKI0W cembe. [lo-
3TOMY €20 COMHEHHE B MaMATH O YEJIOBEKE MOXKHO
CUMTATh Jake GHUIOCO(PCKOI MBICIBIO.

3. BykBeHHas cCHMBOIH3AITUs CI0Ba. 3armudpo-
BaHHOE B Ha3BaHUAX HOT, uyepe3 Bech KoHIepT-amne-
ruro npotsaruBaercsd ums Crasa, TpeACTaBICHHOE
MepBOH | MociieAHer OyKBaMH €r0 MMEHU: TepBas
HOTa IPOU3BEICHUS — COJb, TO €CTh, pyccKas OyKBa
«C», IOCIEAHSSI HOTa — UT. la, TO €CTh, HEMEIIKOE 4,
TaKKe pycckoe «a». IloaTBep:kaeHHeM CyIecTBO-
BaHUS 3TOM Kak Obl MOHOTpaMMBI «C...a» CIIY>KUT
1 mbeca-acku3 «CraBey, TIe MPUCYTCTBYIOT TE JKe
nepBas 1 MOCTEeNHAS HOTHI-OyKBEI.

4. XKaupsl. Haubonee OTYETNHMBBEIM KaHPOM
BBICTyHaeT TpaypHblii mapml. Ho oH maH He B 00-
JIMKE KaKOW-IIMOO TEeMBI, IUTATHI, a B BHJE Tpayp-
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HOTO IYHKTHPHOTO PUTMa, B HEKOTOPBIX CIIydasx
0003HaYEHHOTO YIapHBIMH (MajbId MK OONBIION
OapabaH), KakKUM OH W JOJDKCH OBITH B MapIlie.
JdpyruMm sxaHpoM MpencTaéT MOHOJIOT COJIO BHO-
snonuend. Ero ogHoronocue aBTOpoM CIELHAIBHO
NOMYEPKHYTO: C HE3aTEHEHHOIO COJI0 HAUMHAKOTCS
I'Tl, pa3pabotka, mepexoq K COJNLHON KaJaeHITHH.
EcTtecTBeHHO, MOHOJIOTHYHA caMa COJIbHAsI KaJeH-
mus. U B comocTaBieHnn CeMaHTHKH MMEHHO 3THX
JIBYX 'KaHPOB IIPOCMATPUBAETCS T€HEPATIbHAS aHTH-
HOMMSI COUMHEHUS: MOHOJIOT Kak JKU3Hb, TpaypHBbIi
Mapi kak CMepTs.

5. Onmo3urusi CHHTE3NPOBAHHBIX KOMILIEKCOB
MY3BIKaJIbHOTO SI3bIKA. J{J151 My3bIKQJIbHOTO MBIIILIE-
HUst PUPCOBON BO MHOI'OM XapaKTepHa KOHTPACT-
Has aHTHHOMHYHOCTb. M 3TO OTHOCHTCSI HE TOIBKO
K YHOMSHYTOW KOHIIETIIIMM BCETO paccMaTrpuBae-
moro mpousBenerns (JKuzup-CmepTs), HE TOIBKO
K KOHTPACTy KPYIHBIX COCETHHX Pa3JelioB (POPMEI
(0 uém OymeT cka3zaHo), HO U K OoJyiee MEIKOMY, CHH-
TaKCUYECKOMY YPOBHIO, COOTHOIICHHIO HWHCTPY-
MEHTAJIBHBIX MapTHii Ha OIM3KOM PacCTOSHUH, — B
OHOM (PaKTypHOM IOCTPOCHHUH, OJHOM TOJIOCE.
[locnenusisi CTPYKTYypHO-BBIpAa3UTEIbHASI OMNIO3H-
sl oOHapy»KeHa MHOIO KOTZA-TO B COYMHEHHMSIX
Couu ['yOariaymuHOM, a TOTOM HaleHa Y MHOTHX
JIPYTUX KOMITO3UTOPOB XX Beka. KOMIOHEHTHI om-
MO3UIIMHA MHOIO Ha3BaHbI KKOHCOHAHC 3KCIIPECCHI»
U «AUCCOHAHC JKCIIPECCHUN», 4 CaMO SIBJICHUE B 1e-
JIOM — «TapameTp dkcupeccum» (eM.: [7, c. 110-111,
125-129,138,163])°. Kax/aplii KOMIIOHEHT TTapame-
Tpa JKCIPECCUH TPEICTABISAET COOOU OompemenéH-
HBIA KOMITJIEKC JIEMEHTOB MY3BIKAJBHOTO S3BIKA.
KoHnconanc skcnpeccun — 3T0 legato, npeodnana-
HHUE Y3KHX WHTEPBAJIOB, KOHTHHYyallbHas (akrtypa,
MOHOPUTMUS; JUCCOHAHC 3KCIPECCUM — Staccato,
pizzicato, Tpemu, TPEMOIIO, TIPeoOIalaHue CKauKOB
B MEJIOIWH, JUCKpeTHas (aKTypa, MOIHPHTMHUSL.
KoHcoHaHCHI M AMCCOHAHCHI DKCIpPECCHU 00Jana-
10T CBOEH APKO BBIPAKEHHOW CEMAHTHUKOMW: IepBbIe
Ha/IeJIeHbl MHTOHALMOHHON IIIaBHOCTBHIO, HAIleB-
HOCTBIO, POBHOCTBHIO, TaPMOHHUYHOCTBIO, BTOpPBIE
— KOJIKOCTBIO, B3BUXPEHHOCTHIO, OECIOKOMCTBOM,
JTUCTaPMOHUYHOCTHIO. TO eCTh, TaHHBIE KOMITJIEKCHI
3JIEMEHTOB Ha NPOTSDKEHMM XX BEKa OINpEenciEH-
HBIM 00pa3oM OTCTOSAJINCH, KaK paHee, HalpuMmep,
JUATOHHWKA U XpOMaTHKa.

6. cnonmHnTENbCKIE TPUEMBI U CTIOCOOBI 3BYKO-
u3BiedeHus. He Bceryia HCOMHUTENbCKUE TPUEMBI
CKJIQ/IBIBAIOTCSI B TOKa3aHHBIE BBIIIE KOMILIEKCHI.
OHH BBICTYTAIOT H 10 OTACIBHOCTH, 001a1as1 SPKOi
cemantuxoil. Hammpumep, arco u legato cTpyHHBIX

TIeBy4H U O1aro3ByYHBI, TUIIAMIIEE glissando B BEI-
COYaIIIeM PEerucTpe — CJIOBHO OTIIET B HEBUANMEBIE
cheprr, a, HA000POT, pizzicato bapToka — pe3KwHii,
KECTKUM ynap, frullato BanTOpH — OIyIIEHUE TPE-
BOT'H, yrpo3sl u T. . B KoHuepre ®upcoBoii HeT
HU OJHOTO 3ByKa 0€3 MOI0OHOTO BBIPA3UTEIHLHOTO
CMBICTA.

7. TemOpsl. HeiByCMBICIICHHOE 3HAYCHHUE TEM-
OpoB B pa3bupaeMoM MPOU3BEIACHIUN MOKHO TOKa-
3aTh, HANpPUMEp, MPU COMOCTaBICHUN OapabaHOB
— Manoro u 0onpmoro — u QIIEHTH MHKKONO0. Ma-
el GapabaH C TpaypHBIM IYHKTUPHBIM PHUTMOM
u Oonpmiol OapabaH C TeM XK€ PUTMOM TOSBIISI-
torcs emié BHyTpu ['Tl, m oHHM cpasdy ke OGpocaior
«MOTHJIBHYIO TEHB» Ha MPOHCXONAIINE COOBITHS.
A (¢neiiTa THKKOJIO OJUICTBOPSET COBEPIICHHO
[IPOTHBOIIOJIOKHBII MUP: €€ My3blKa C BBICOKMMH,
NETKAMHU «UHPHKAIONIAMIY (PpaskamMu MOSIBISETCS
KaK OTCTpaHEHHUE TMepes] KOAOH, U C OYEBUAHOCTHIO
pucyeT HeOeCHY0, OJaKeHHYT0, He3eMHYI0 cdepy.

8. Peructprl. YcTOHYMBOIl CEMaHTHKH DETH-
CTpPOB, KOTI/Ia BEPXHHUI1 ObLJ1 ObI CBETIIBIM, & HYDKHUH
— TéMHBIM, B 3TOM ITpon3BeaeHNH HeT. Ho B ompene-
NEHHOM MOMEHTE, 2 UMEHHO, B KOZIe, KaK pa3 Takas
AaHTHUTE3a OKAa3bIBAETCS MPEAEIbHO BEIPA3UTEIBHOM:
KpaifHUEe PEerucTpbl KOHTPACTUPYIOT, KaKk HE0O H
3eMJIsl.

9. Menonnyeckue wHTOHaNwH. KoHmepr-aie-
rusi GUpCcoBOii OTHOCUTCSI K MEJIOAUWHBIM IIPOU3-
BeneHusaM. 1 B TeueHNM MeIoanii BCIUILIBAIOT JaXKe
Takue 00OpOTHI, KaKKe OBITYIOT YK€ MHOTO BEKOB.
TaxoBa, B 9aCTHOCTH, «MHTOHAIMA B3[I0Xa», IOJ-
TBICSYH JIET Ha3aJ 3aKOJUPOBAHHASA, KaK MY3bIKallb-
HO-pUTOpUYECKas GUrypa suspiratio.

10. JlagoBas cucrema. Konnepr-aneruss @up-
COBOHM HE ONMHUPAETCS HU HAa Ma)Xop, HU Ha MHUHOP.
U a10T (hakT MCKIIOYAET 37eCh TPaAHIIUOHAIN3M,
9T0 (yHAAMEHTAIbHO BAXKHO I CTHJIECH, Mpe-
TEHAYIONIMX ObITh HOBOM My3bikod. Her 3mech u
noekaOHHBIX PSIIIOB, Cpa3y apecyroIuX K ompe-
JIeNEHHON aBaHrapAaHoW ctuincTuke. Pupcosa Ha-
IIUTa 17151 3TOTO TPOU3BEICHNUS COBEPIIEHHO HEOXKH-
JMAHHYIO0 3BYKOBBICOTHYIO OpTaHH3aILNI0, KOTOPOH
oKazancsa nan mou-noaymox. OH TIPUCYTCTBYET B
Konuepre Bcrony — B Havase, KOHIE, KAHTUICHHBIX
roiocax, ObICTPBIX Maccaxkax. B kimaccuueckoit (B
IIMPOKOM CMBICJIE) TOHAIBHOCTH PAJ TOH-TIOTYTOH
BBIIETISUICA KaK «HMCKYCCTBEHHBIHN JIaa», U U300pen
ero H. Pumckwuii-Kopcakos, kak nu3BectHo, ais (aH-
TAaCTHYECKHX CIIeH MOIBOIHOTO HapctBa «Caakoy.
Tot e psn BRICTYHaeT U OAHUM M3 JIaJJ0B OTPaHU-
yeHHOH TpaHcno3unuu y O. Meccnana. Kazamnoce
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OB, CTONP MOITHAS IK30TUYECKasi CEMaHTHKa, Kak
(ocobenno) y Pumckoro-Kopcakosa, momkHa Opia
OBl CHJIBPHO «TaBHTH» HA CEMAaHTHYHOCTH COYHHE-
Hus Dupcopoif. OgHAKO STOTO HE MPOUCXOIUT.
ABTOp TOMEIaeT 3TOT JIaJ B APYTOH 3BYKOBBICOT-
HBI KOHTEKCT. OHA HE UCTOIB3YEeT €r0 KaK YMEHb-
IIEHHBIN JIaJl, HE «HACAXKUBAET» HAa YMEHbIIEHHBIN
centakkopa. Ilaccaxm wacto maer rerepoOHHO,
TaK YTO CIIBIIIHA 00INas XpoMaTmdeckas macca. A
B KAHTWJICHHBIX MEJIOIUAX pa3OMBaeT psijg Ha TPyTI-
TIbI TIO TPU-YETHIPE 3BYKa, TaK YTO 3TH 00pa30BaHUsA
CTAHOBSTCS INPHUHAJICKHOCTBIO KaK JHUATOHUKH,
TaK ¥ BeOSPHOBCKON XpOMATHYECKOW T€eMHTOHUKH.
Hampumep, BoO BTOpOM NMPOBEACHUM ITIaBHOM TEMBI
MOTHBHI TI0 3 3ByKa COCTOST M3 TOHA W TOJXYyTOHA
(wu Haobopot): des-c-b, c-h-a, a-g-fis, g-f-e. Ilpu
JKEJIAaHUM OHU MOTYT OBITh OTHECEHBI i K KAKHM-TO
TUATOHWYECKMM 3BYKOpsiIaM, W K BeOEpPHOBCKOU
rpymme Ne 2 (monyTtoH-ToH). [TogoOHbIi yHUBEpCa-
JIU3M TOH-TIOJYTOHOBOM crucTteMbl y PUpCcoBoil pas-
MBbIBaeT €€ CKOJIbKO-HUOYIIb KOHKPETHYIO CEMaHTHU-
Ky M JIelaeT TaKylO 3ByKOBBICOTHYIO OpTaHU3ALUI0
MIOYTH HWCKIIIOUUTENBHO acemanmuynou. CIyXuT
OHA CIIELMAIIBHOMY MY3bIKaJbHOMY COIEPKaHUIO,
TO €CTh CO3JaHUI0 3CTETUYECKOW FapMOHHU BCETO
MIPOM3BECHHS (BCE HAIIN MyHKTHI 1-9 roBopmin o
HECTICIMAIbHOM MY3bIKaJIbHOM cozepkanun)’. Ha
npuémMax CO3/IaHHs COBEPLIEHHOM 3CTETHYECKOM
rapmoHun KoHuepra-aieruu, OpUHOCSILEH BBICO-
KM XylIoKeCTBeHHBIN 3 deKT 3Toit My3bike, ocTa-
HOBHMCH ITO3/IHEE.

[anee HaM IIPEICTOUT PACCMOTPETH Ty CEMaH-
TUKY TIPOM3BEJCHHS, KOTOpas BBIPHCOBBIBAETCS
mporeccoM ero apamaryprud. Ho cHadana HeoOxo-
JIIMO OYEPTHUTH CTpOCHUE QOPMBI.

K ananmsy ¢GopMbl MOXXHO BIIOJTHE TIOOWTH C
TPaJUIIMOHHON TIO3UIMH: OYeBHIHA cOHAaTHAas (op-
Ma ¢ Kojou. sl KOMIO3UTOpaA, MBICISIIETO KOH-
Tpactamu, kak ®Pupcosa mwim ['ybaiimynnHa, oHa
Onm3Ka Kak pa3 3aKIOYEHHBIMHA B HEH KOHTpacTa-
MH: MEXy TJIABHOW W TOOOYHOM, BHYTPH ITIaBHOM.
Cxema coHaTHO# (hOpMBI TaKoBa:

Okcnosuiusi  Paspabotka  Pempusa, cuHteTndeckas Koma
I'Tl TIIII Tl I T'IT + III1
T.1 148 7. 103 . 139 1177 T. 199

ConarHas ¢dopMa YacCTUYHO MONJICPKUBACT-
C4 U 3BYKOBBICOTHbIMU Toukamu. [Tl skcnozuuuu
HAYMHAETCS C g, HO B OKPYKE€HUU COJEPKHUT U C.
B pa3zpaboTke onmoOpHBIM 3BYKOM CTaHOBUTCS Cis, HO
¢ emgé npucyrctByer. Ilepexos K COJIbHOW KajeH-
LIMY CHOBA HAYMHAETCS C g, TAKXKE C COCEJICTBOM C.

B cunrernueckoi penpuse, rae 111 tpancrionupy-
eTcsl, 3BYKU ¢ M g TIpUCYTCTBYIOoT. OHH 3BydYar H B
AMU30/Ie-0TCTpaHeHnu ¢ Fl. picc. My3bIKa K€ KOJIbI
YXOJHUT B HOBBIE BBICOTHI — € H d.

Jlpamamypeus KoHuepTa-3inerui UMeeT Ty 0CO-
OeHHOCTh, UTO IVIaBHEHIUX cdep 31ech HE JBE —
XKuznep u Cmepts, a Tpu — emé u ComHEeHHe, ce-
MaHTHKY KOTOPOTO MPHWHOCHUT 3aByaJIMPOBAaHHBIN
CIIOBECHBIN TEKCT «3alymeT mup MeHs». U B 3T0i
TpeTheil cdepe pasBUTHE CTAHOBUTCS OCOOCHHO
WHTEHCHBHBIM.

IIpocnenum 3Tansl 3TOH ApaMaTypruu.

Momnosor Buosionuenu B I'Tl skcmo3unum Ha-
YHHAETCSA TIEHHEM legafo B XapakTepe MpayHOro
pa3gyMbsl U TYT )K€, KaK 3TO CBOMCTBEHHO CTHIIIO
@upcoBoi, OTTEHSIETCA KOHTPACTHBIMH HEI0OpHI-
MU OTTEHKaMH: BCETO JIMIIb B KOHIIE NIepBoii (pa-
361 BO3HHKAET IIyXO€ TPEMOJIO JIUTaBp, B KOHIIE
noctpoenus (T. 12) pa3maércs TpeBOKHOE TPEMOIO
BaJITOPHBI, BCJIE]] 32 Y€M BCTYIAET KOJIKasi POCCHIIb
Staccato TyXOBBIX, TO €CTh cpa3y kK€ HaYMHAET pa-
00TaTh KOHTPACT KOHCOHAHCOB H JINCCOHAHCOB JKC-
npeccun (mpumep Ne 1).

[pumep Ne 1 E. ®upcosa. Konuepr-anerus,
sKcno3unus, T. 1-15
Thipan ﬂg*rm‘-—m 5 i ﬁézii‘m‘ﬂ £ 2 |

B cnenyroreti hasze nenus Buosionyenu (. 16)
€€ KaHTWICHHOCTU IPOTHUBOCTOSAT DIIYXUE PUTMBI
noxoporHoro mapma (1. 20): Tak KOHTpPacTHPyeT
CEMaHTHKa >KaHPOB — IIEBYYEro MOHOJIOTa M OCTPO
puTMoBaHHOro Mapia. Bo Bcém pazsuruu I'TI npér
0opb0a cTpemsIIencss K ICHUI0 BUOJOHYEIIN M Ha-
CTyHarejIbHO aKTUBUPYIOIINXCA TOJIOCOB OpKecTpa
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(cHOBa — KOHTpAcT KOHCOHAHCa M ANCCOHAHCA JKC-
npeccun). CeMaHTHKa KOHTPACTOB MaKCHMAaJbHO
oOHaxaercs B okoHuaHuu [ '11: TpagummonHoMy n-
pudeckoMy B310Xy (suspiratio, npeasectHuk I1I1)
IIPOTUBOIIOCTABIISIETCS. MPAYHBIA TpaypHBIA PUTM
6onpmroro 6apadana. CumBonuka Kuznn u Cmeptu
TEM CaMbIM yxke 3ano0xeHa B ['TL.

Tema III1 (1. 48) cBeTna m AMpUYHA, U CBOEH
KOHCOHATHOCTBIO 3KCIIPECCHH SIPKO HMPOTHBOCTOUT
BCceMy ocTanbHOMY (mpumep Ne 2).

IIpumep Ne 2 Konuepr-anerus, modboyHas mapTus
Poco meno mosso J=ca 66
8.0 [[H4
pizz.
Ve.solo |24 ! == =)
e ) e T
Yo
ot arco —
) — 4 i =
C
L .
31 .
Vin. 11 Lid
A |
e
rw
o | EZ = =

Ho oHa e u qBoicTBEeHHA: B HEW MyTEM ajlito-
3UM 3aJI0KEH TEKCT U3 NpEeAcMEpPTHOW apuu JIeH-
ckoro «3alymetr mup MeHs». OTCIOma HaYMHACTCS
passutHe Tpether chepbl apamaryprun — ComHe-
Hus. 11 3Ta JBONCTBEHHOCTh BBIPA)KEHA TAKXKE B
KOHTPAcTe MY3bIKaJIbHBIX 2JIEMEHTOB: XOTS BHaYaJIE
npeobianaeT NeBy4ecTb, HO 110 MEPE Pa3BUTHUS KOJI-
KM€ W pe3KHe 3ByYHOCTH HAYMHAIOT Ipeoliajarh,
u koHuoM IIII craHoBUTCS MONHAS TPOTUBOMIOIOXK-
HOCTh €€ Hayary — Ha (DOHE TPEBOKHO-BO30YK/ICH-
HBIX TPEMOJIO CTPYHHBIX y Oombimoro Oapabana
BJIACTHO 3BYYaT TPO3HBIE CTyYaIlINe PUTMBI.

Pa3paboTka cHOBa Ha4yMHAETCA C MEBYYETO
MOHOJIOT@ BHOJIOHYEeNH coio. Ho momspHOCTH —
Kuznap u CMepThb — yke COMMKEHBI: TIEHUIO TOH JKe
BHOJIOHYENI «aKKOMITAaHUPYET» MyHKTUPHBIN PUTM
TpaypHOro Mapmia. JlajapHeiiee pa3BUTHE WHTECH-
CHUBHO HaIIPaBIISIETCS KO BCEM TPEM JpamMaryprude-
ckuM chepam: Kuzau, Cmeptu u Comuenwuro. [Ipu
atoM JKu3Hb 06ocobisiercs, a ComHenne u CMepTh
cmbikatores. Coepa JKuszHu mpencraér 3nech B
BUJIE Pa3BEPHYTOTO, MOIUMEIOANYECKH PACIIETOTO
Ha 7—10 ronocos mpudeckoro oasuca (T. 113—135).
Ho Ha camoil ero BepuIMHe IPOUCXOAUT APAMATHU-
YEeCKH CIIOM: B MAapTUH BHOJIOHYEIH Ha ffff mpouc-
XOIUT Pe3Kui BHIKPUK (T. 136), B MOTHBE KOTOPOTO
COEIMHSIOTCS. TPAYPHBIN IIYHKTUPHBIA PUTM I0OXO-
POHHOTO Mapiia ¥ BO3MOXKHAsI IIOATEKCTOBKA CIIOB

otyasaus — «3abyner mup!» [locie Takoil KynbMu-
HAIIMOHHOM TOUKH CleyeT aTaibHOE COJIO TPYOHI,
TPOMKO HCIIOJHSAIONIEH TONHYI0 CHMBOJIHYECKYIO
temy «3abyner mup meHs» (1. 139). Takum oGpa-
30M, cthepa COMHEHUS 3/1eCh MAKCHMAJIBHO MPOaK-
LIEHTHPOBAHA.

[IpuHIKTIHATBHOE ApaMaTypruyeckoe 3Hade-
HHE UMEET COJIbHAS KaJeHITUs BUOTOHUETH (T. 154),
K KoTOpoi aenaercs nepexoxa (ot T. 144). Cragana
B Hell OyMCTBYIOT JUCCOHAHCHI IKCIIPECCUH: TPEIH,
pizzicato, CyNEpCKadKH, CTy4YalllU€ PUTMBI, CTO-
HyIlee TIMCCAaHIO0 B MOTHBE «3a0yleT MHUp MEH».
TosibKO B KOHIIE KaJE€HUUU UJIET BO3BpalllEHUE Ha-
ganpHBIX MOTUBOB Tl — arco, legato. Ho mpuxomsit
onu He Ju1st JKuzHu, a g CMepTH: CBOPadUBAIOTCS
Y MCUE3al0T, Ma/1asl NIMCCaHA0 BHU3.

[TomHa cTpaHHOCTH, OCTPAaHEHHOCTH CHHTETH-
yeckas penpuza: Tema 111 (c mpexxHeit cumBonude-
CKOM TeMmou-aumto3ueit Ha YalKOBCKOTO) pacIliaB-
JIICTCS HA OTJENbHBIC 3ByKH ((harot, roboii, TpyOa,
BaJITOpPHA), & Y CTPYHHBIX €€ MpayHO JOTOJIHSIET
tema ['TI.

W npuBomMT 3Ta CTPAaHHOCTH K HOBOHM CTpaH-
HOCTH, PUHOCAIIEH MOJTHOE OTCTPAaHEHHE OT BCel
JpaMaTypriuu: B PETUCTPOBOM BBICOTE y (IICHTHI
MMMKKOJIO BAPYT pa3faloTcd HMHUTAIWN NTHYBHX
tpeneit (T. 191). Ilo obpasy — 310 siBHas HeOecHAs
ctepa. Ho ®upcora He Obu1a ObI camMa cO00H, eciiu
OBl ¥ 3/IeCh HE HAIIOMHWJIA O KOHTPACTHOCTH MHUpA:
Y HEXHOTO TPEYTOJIbHUKA MOCTYKHUBAIOT MOXOPOH-
HBIE PUTMBEI.

Hrtor koHuEMIMM C 3JIEMEHTOM KaTapcuca
nonBoautT koma (T. 199): KoMmo3uTop BOIUIOIIACT
KOHTPACT PeaIbHOTO, 3€MHOTO TOPSI I MUCTHYECKO-
rO NPOCBETIICHHs B BBICIIMX, HaJIMHUPHBIX chepax
(mpumep Ne 3).

ITpumep Ne 3 Konuepr-anerus, kona
LargoJ=ca 42
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31ech AMOIMOHAIBHBIN IIACT TSAKEIOTO YeJIo-
BEYECKOTI'O TOps CO3/1aH Ha OCHOBE OCTHHATHO-BApU-
AHTHBIX PUTMOB IIOXOPOHHOTO MapIiia B HU3KOM pe-
ructpe. HenmpuMupuMbIil KOHTPACT EMY COCTaBIISIET
MapTUsl BUOJIOHYEIH, LIEIMKOM COCTOSAINAs U3 Kak
OBl HEMaTepUaTbHBIX (IIAKOJIETOB, IBUKYIIASCS
B BBICOKHX OKTaBax WM IO KOHEIl HCYe3alomiast mo-
CJIe TJIMCCAHAUPYIOIIET0 B3JIETAa B HEONPEACIEHHO
BBICOKHIA peructp. O6pa3 3TOT cakpaleH U MOoACKa-
3BIBAETCA JOJTOM JYXOBHOW HMCTOPUEN HMCKYCCTBA:
Jyllla IIPaBEeIHOIO 4YejoBeKa mnomajxaer B paid. Ilo
¢dmnococKoil KOHIETIMK TaKasi KoJa M IPOCBET-
JIEHHA, U IBOWCTBEHHA, IIOCKOJIBKY KOMIIO3UTOP HE
na€T 3a0BITh O BEYHOM ITPOTHUBOpPEYUN Mupa.

Konuepr-aerus ajis BUOJIOHUYEIHN C OPKECTPOM
E. ®upcoBoil — cTOJIb CEMAHTHYECKU SIPKOE COUYM-
HEHHUE, YTO BCE €r0 MOXKHO Kak OBl ACHO paccka-
3amb. Ho «pacckazaTb» MOXHO IPH KEJIAHUU U
Takoe abCONIIOTHO M3BECTHOE IPOM3BENCHHE, Kak
tparuueckas Lllecrast cumdonnnu 1. YaiikoBckoro.
Tem HE MeHEe B MMOCIEIHEM CITydae Mbl OeCKOHEU-
HO MOXEM HaclaxJaTbCid ITOW MY3BIKOHM, ClieNo-
BaTeNbHO, HUKAKas CIOBECHas 00O0JOYKa HUKOTIA
HE HcUepIaeT BCel MOJHOTHI HAIIETO BOCHPHUATHUS
npousBeneHus. Hamo Taxke MOMHHUTB, 9TO OJXHUM
13 CBOMCTB MOJIMHHOTO HCKYCCTBA SBJISETCS HAJIH-
que B HEM matiHbl. ABTOPOM JAaHHBIX CTPOK ObLIa
MIPENPHUHATA TOMBITKA PACCMOTPETh KaTETOPHIO
«TaliHB» KaK HeOOXOIMMYIO B TEOPUH HCKYCCTBa,
1 MY3bIKaJIbHBIM 00BEKTOM OBLIO BBIOPAHO TBOPUE-
crBo C. I'yGaiigynnHoit.

He craBs uenbto pemiars B JaHHOW CTAaThe CylI-
HOCTb TalHbl aHAIM3UPYEMON My3bIku PUPCOBOM,
BCTYNIHUM B Ty 001acTh, OT KOTOPOW HEOTPHIBHA pac-
CMOTpEHHass HaMH yIIyOnéHHas ceMaHTHKa Ipo-
U3BEICHUs, — chepy XyododcecmeeHHocmu. A dTa
cdepa, B CBOIO Oouepesb, HEOThEMIIEMa OT COBeEp-
IIEHCTBA MY3bIKaJIbHOU (hopmbl. Ecnu mokazanHas
CEMaHTHKa OTHOCUJIACH K ACIIEKTY HECIIELUATIbHOTO
MY3BIKQJIBHOTO COJEPKAHMsI, TO TEMEePh HaIll IIOUCK
OyZeT HampaBlieH K aHAJIHM3y CIIEHUANIBHOTO COep-
YKAHHS — 3CTETUYECKON TaApMOHHUU BCEX IIEMEHTOB,
OPraHU3YOUINX MY3bIKATLHYIO KOMHIO3UYUIO.

[Ipn wu3yyeHHHM CHENUANTBHOTO COAEP)KaHUS
Konnepra-anernu  ®dupcoBoii  oOHapyxuBaercs,
YTO B CO3JJAHUH €0 dCTETHYECKOW TapMOHUH yda-
CTBYIOT YacCTHYHO TPAJUIIUOHHBIE («UIKOJBHEIE)
3JIEMEHTHI, a 10 OOJNbIIEH YaCTH HETPaIUIIHOHHBIE,
HE OTMEUYCHHBIE B YUCHHSAX O COBPEMEHHOU MY3BI-
KaJTbHOM KOMITO3UITHH.

TpanuOHHPIMM BHAAMH OpPTaHU3AIMHA  BBI-
CTYMHaIOT, KOHEYHO, CTPYKTypa COHATHON (OpMEI (C

KOZIOi), a TakKe MPHUHLUM 3epKATbHOW CUMMETPUN
ABA, mpucynwmii stoii popme. K TpagummoHHBIM
npuémMaM OOBETMHEHNSI OTHOCHUTCS TaK)Ke€ M MOTHB-
HOE POACTBO IMaBHOW W mobouHou Tem: B I'TI 310
HayaJbHBI MOTHUB C IIyHKTUPHBIM PUTMOM, a B 1111
— MOTHB C ITyHKTHPHBIM PUTMOM BO 2-M TaKT€ TEMBI
(cm. mpumepst Ne 1 u Ne 2). Knaccnyeckum mpué-
MOM 3aBEpILICHHUS KOMITO3HIIMU CTaJI0 PacTBOPEHHE
MOTHBA B 001X (popMax IBMXKEHHS, B YACTHOCTH, Y
I1. YaliKOBCKOTO — «BBITATUBAHUE» MOTHBOB B TAMMY
B koaax. K nemy mpuberaer @upcona B koae Konmep-
Ta, Korna (IIasKoJIeTHas TeMa ¢ HEKOTOPBIMHU U3ruoa-
MH ¥ TIOBOPOTaMH, HO BCE K€ HEYKIOHHO ABHKETCS
0 TaMMe BBepX Ha mpoTspkeHnu 19 taktoB. Cpas-
HUTEJIBHO PACHPOCTPaHEHHBIM B XX BEKE SABISACTCS
3ByKOBBICOTHOE OOBEqHHEHHE (HOPMBI Ha OCHOBE
«momocoB» (M. CrTpaBHHCKHIA), «3BYKOILIEHTPOB)
(T. Opnd) u MOTOOHBIX BBIIEISIEMBIX 3BYKOB (Ha
Om3koM wik fanékoM paccrosinum). st Kowrep-
ta ®upcoBoii TakuMu QYHKIHUSAME 00Na1aI0T Ooee
BCEro 3BYKHU g, ¢, e. BecbMa HeCTaHAapTHO CHCTEM-
HOE IPUMEHEHHE KOMIo3uTopoM Hadana XXI Beka
Jlaia-3ByKopsa TOH-TIOIYTOH, CAMOT0 110 ce0e K 3TOo-
My BPEMEHH YK€ JJOCTAaTOYHO TPATUIIMOHHOTO.

K HeTpagunnoHHBIM BHIIaM OpraHHU3aIlNHd MYy-
3BIKAJIHPHON KOMIIO3HIIMH CJIETyeT OTHECTH Pa3HOTO
pona ciuTHbIe dneMeHThl. C TOYKU 3peHHs 3BYKO-
BBICOTHBIX OTHOIIEHHWH — JTO CBOeoOpa3Has dua-
MOHUKO-XpOMAamuKa. ITOTO BOIIPOCA MBI YK€ KOc-
Hynuch B 1. 10, cChUTasich Ha BTOPOE MPOBEIACHHIE
maBHOM TeMbl B 3kcnio3utinu Konuepra. B XX Beke
IIPU3HAH TaKOM BUJ XPOMAaTHKH, KaKOH CIIOKEH U3
IMaTOHMYECKUX 000poToB. JlanHkblii ciy4vaii y Oup-
COBOM OKa3bIBa€TCS OOpPAaTHBIM: XPOMATHYECKHE
06opotsl (BeOepHOBCcKast rpyrma Ne 2¢) ckiaabiBa-
0T MOIYIHPYIOIIYI0 AWATOHUKY: b moll, g moll,
f'moll. Ho ropa3no 6osiee pauKaibHbI 110 HOBU3HE
CHHTE3UPOBAaHHBIE KOMITJIEKCHI M3 Pa3HBIX MapaMe-
TPOB: apTUKYISIUH, (DAKTypbl, pUTMUKU. Takum
KOMIUJIEKCOM CTaJl HAWJICHHBII MHOIO «IapameTp
9KCIPECCUN», & €T0 ONIO3MIINA KOHCOHAHCA U JHC-
COHAHCa JKCIIPECCHH YK€ TaKke Oblla MoKa3aHa B
ananm3e Konmepra-snerun (cM. 11. 5).

OpuruHaJIbHBIM ¥ HE MEHEe paJuKajIbHBIM BH-
JIOM CHHTE3UpPOBAHHOIO KoMIUiekca y PupcoBoit
CTaJIo SIBIICHUE Menonadd (nadomenoouu): Ha mpo-
TSOKEHUH BCETrOo MPOM3BENEHUS JIIOOBIE MOCTYICH-
HBIE XOJBI IO 3 3ByKa KaK MPaBIJIO COCTOST U3 TOHA
M TONyTOHA. A TIpUMEpP IEJIOTO MEJOAMYECKOTO
MOCTPOCHHSI, 00Pa30BAaHHOTO HCKIIOYUTENHHO M3
MHUKpPOJIaI0B TOH-TIOJYTOH — YIOMSHYTas pacTBO-
pstomas (HO ycnoxkHEHHas) 19-rakToBas ramma
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(naxxoneramu B koae (T. 202-220; cM. Hayayio B
npumepe Ne 3). Menonan Kak siBI€HHE W3BECTEH B
WUCTOPUH MY3BIKH: OH CBOMCTBEH TPAJAMIHOHHBIM
BOCTOYHBIM KyJIBTypaM THIIa Myrama, Korja Mejo-
JUYECKUHA pacreB UAET IO JIAJIOBOMY 3BYKODSINY.
OpHaKo TaM €ro CyTh CHHKPETHYHA, B TO BpeMS KaK
y @UpCcOBOI — CUHTETHUYHA.

Emg¢ Gomee pamukanpHBI cuHTEe3 B KoHmepre
— DTO Menopumm (PUmmomenoous): MEIOINIeCKUi
000pOT (HE Ha OJTHOM 3BYKE) COUMHSIETCS TOIBKO IS
TOTO, YTOOBI BBIIBUTH PUTM. Menoaus aenaer mar
Ha CEeKyHJy BBEpX WJIM BHM3, HA TPUTOH, YB. 2, yM.
3, HO OTYETIIMBO 3BYyYHUT ITyHKTUPHBIA PUTM. Xapak-
TEpHBIA TPUMEp HAXOOUM B pa3paboTke, KOrma Ha
BOOOpa’kaeMble CIIOBa «MHpP MEHS» Yy TpyObI, 2-X
BAJITOPH W TPOMOOHA OTYEKAHMBAETCS] MEJIOPUTM C
XOlaMH Ha CEKyHIy M IyHKTUPHbIM putMoM. Of-
HAKO TaKHX CIy4aeB 3/I€Ch HEMHOTO, IIOTOMY YTO OT
TaKOro MEJIOPUTMA JIOJDKEH SIBHO OTIIMYATHCS 000C0-
ONIeHHBI MOTHB-PUTM Ha OJTHOM 3BYKE, CHMBOJIN3H-
pytoumwii CmepTs U JeiicTBytonmid Bo BceM KoHmep-
Te (CM. TapTHIo OpKecTpa, mpumep Ne 3).

CHHTE3UPOBaHHBIE PIEMEHTHI XOPOIIH JUTS My-
3BIKA TE€M, YTO OHU LIEJICHANPABICHHO OBIOT TOYHO
B 11€J1b, HE OCTABJISISI MECTA I 3BYKOBBIX ITyCTOT U
HEONPENEIEHHOCTEN.

Haxoneu, B Konuepre ®upcoBoil IelcTByeT
1 TaKOW CHHTE3, KAaKOW BOBIICKACT B ceOS TaKKe M
BBICIINI YpOBEHb — MY3BIKaJbHYIO (opmy. OOpa-
3yercst pummomenogopma. 31ech MOXKHO PACKPHITH
OJIMH BaXKHBIM cCeKpeT 3ToN kommno3uuuu. Jlemo B
TOM, YTO Ha4YaJIbHBIH MOTHB NEBY4ero MOHOJIOTA U
MOTHUB TPAaypHOTO MapIlia UMEIOT CHpYKmMypHoe No-
Odobue: B 000X CONEP>KUTCS ITyHKTUPHBIA PUTM, HO
B «MEJIO» OH CIVIAKEHHBIN, a B «PUTMO» — OCTPBIiA.
OcTaércs OLeHUTh, HACKOJIBKO YacTO B TEMAaTH3MeE U
B0OOIIIEe BO BCEM MY3BIKAILHOM MaTepHale MOsBIIs-
eTcs Ta U Jpyrast GopMmysa, TakKe U «MEJIOPUTM.
Oxa3pIBaeTcsi, 4TO BCTYIUIEHHME TOTO W JPYroro
«ITyHKTHPa» HWCKJIIOYUTEIBHO cHcTeMarndHo. He-
KOTOPBIE TPOBEJCHNS TEM BKIIIOYAIOT €r0 B K&KIOM
TaKTe, APYTHE — C MPOITYCKOM TaKTOB; P MHOTOTO-
JocHOU (hakType — B OTAETHHBIX TOJIOCAX; 0COOBIi
ciy4ail — kak JBoiiHOe ocTuHaro. IIpumepsr: B Ka-
JKIOM TakTe — BTOpOE NPOBEACHUE IIAaBHON TEMBI
(1. 16-21); ¢ IpOIIyCKOM TaKTOB — IIEPBOE MPOBEIE-
HUe m1aBHOM Tembl (T. 1-11, cm. mpumep Ne 1); BHY-
TpH PaKTypbl — MAPTHS BAITOPHBI (T. 66); KaK TBOM-
HOe ocThHAro — kona (T. 199 u nmanee, cM. mpumep
Ne 3). [Taptutypa penko oOHApYKHBAET TaKHE CTpa-
HUIIBI, TAE «ITyHKTHP)» ObI oTcyTcTBOBaj. HO uéTkme
PUTMBI 00J1aIal0T CBOMCTBOM ITyJIBCHPOBATh U MPHU

WX TIPOITYCKaxX, B CHIIY UX BCETPOHUKAIOIICH PUTMH-
geckoit maepiuu. CnemoBarensHO, Bes Gpopma Kon-
LepTa-3JIeTHH OKa3bIBAETCS HACKBO3b, OT Hadaa 70
KOHIIa, IIPOHU3aHHON eIMHO00Pa3HBIM, XOTS co8ceM
He MeXaHUYHbLM PUTMOM, KOTOPBIA «HEBUANMO»
CO31a€T MCKITIOYUTEIBHYI0 MEPHOCTh, BPEMEHHYIO
FapMOHUYHOCTh BCEero counHeHus. Kak nucan emé
ABpenuii ABrycTuH, My3bIKa €CTh MCKYCCTBO IIpe-
KpacHOM Mepsbl: musica est scientia bene modulandi.
WU sta ryOuHHAs pa3MepeHHOCTh KPYITHOTO COYH-
HEHHSI BBI3BIBAET CO CBOEH CTOPOHBI U CTOJIb KE TITy-
OOKO CITPSITaHHOE OIIYIIEHHE MY3bIKAIbHOW Kpaco-
TBI MY3bIKH, HECMOTpPSI Ha BECh TParu3M 3aMbICIA.
N Benp Kpacory u Jlto60Bp @upcoBa BO3BHIIIAET
KaK HJIeallbl CBOCH MY3BIKH U MYy3BIKH BOOOIIIE.

Uto ke KacaeTrcs PUTMOMETO(POPMBI, TO IIO
OTHOIIEHUIO K KPYIMHOIUIAHOBOW COHATHOH (opme
OHa 00pasyer cybgopmy, C TEeMaTUUCCKON €IUHU-
LIeH U3 HECKOJIbKUX 3BYKOB, IIPOHHU3BIBAIOIICH BCIO
KOMITO3HUIIHIO, IO CBOUM ITpHEMaM BapHaHTHO-OCTH-
HaTHy. SIBieHne cyO(hopMbI BeCbMa 3HAYUTEIBHO
JUTS HaCBIIIEHHOCTH ()OPMBI B IIEJIOM H TPUCYT-
CTBYET HE €IMHCTBEHHO TOJIHKO B aHAJTU3UPYEMOM
counHeHnU. OHO TpHano OONBIIYIO SPKOCTH Ta-
KuM nipou3BeneHusiM, kak «lllaru na cuery» K. Jle-
Oroccu (OCTHHATHOCTh PUTMa «1I1arosy), «bomepo»
M. PaBens (ocTHHATHOCTH puTMa OapabaHa),
«mm3ony HamecTBus» n3 CenbMoN cHUMQpOHUH
. llocrakoBrya (Takke OCTUHATHOCTH pUTMa 0a-
pabanoB). KoHeuHO B CpaBHHBaEMBIX IIPUMEPAX ITO
HACTOSIIAsA, «aBTOMAaTHYeCKas, YETKO CIBIIIAMAs
OCTHUHAaTHOCTb, TOTAA KaKk Yy DUpCcoBOil MOXKHO T'OBO-
PHUTH O paccpeoTOYeHHOM BAPHAHTHO-OCTHHATHOM
poriecce, ¢ ropasao 6onee BHyTPEHHUM, CKPBITHIM
spdexroM. Ho HazHaueHwe cyO(oOpMBI ocTaeTcs
CXOIHBIM.

Hrak, xak xe cxonarcs B Konuepre-aneruu
@upcoBoil HeCHELMAIBHOE COIEpKAHUE €€ ceMaH-
THUKW U 3CTETHYECKas TapMOHHS CIIENAIBHOTO CO-
nepxaHusi? B KakoM acIiekTe CITOJTHAa BBIMOIHA-
eTcs TpefHa3HadaeMasi eMy (QYHKIHS: CeMaHTHKa
BCEMH CBOMMH TJIIyOMHAMH TPHUHOCHUT CEPhE3HOE
pPa3MBIIIUIEHNE, CBET JKU3HH, TPAypPHOCTh W OIIY-
IIEHUE TATOTHI YTPAThl, TParu3M BEJIMKOTO COMHE-
HUS, MUCTHKY yXOZa B HE3EMHOE, a dCTeTHYECKas
rapMoHus Bc€ 3T0 0OBeBaeT Kpacoroil. Bo3Hnkaer
TOT CaMblil MapaJOKC, KOTOPbI KPOETCS B HACTOS-
EeH XyJ0XKECTBEHHOCTH, O YEM UCTUHHO HayepTall
A. Ilymkun: «U renuii, mapamokcoB apyr». Ho ka-
KHM 00pa30M MBICIIb-9yBCTBO TBOPIIA IPOU3BEACHHUS
MPUTATHBACT K ce0e MMEHHO TaKOH ACTETUYCCKHUi
COHM CPEJICTB, OCTAETCSI OAHOM U3 TallH UCKYCCTBA.
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' U3 mucema E. O.Qupcosoit — B. H.Xononogoi
15.05.2011.

2 U3 nucema E. O.®upcopoit — B. H.Xomnomnosoi
26.07.2012.

3 00 3TOM SIBJICHHHU O]l MOUM PYKOBOJCTBOM ObLia
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csi obpasusl (momumo C. I'yGaiimynnHOH) TBOpUecTBa

Gy

1. Topoxosckas B. M. «Ilapamerp skcripeccumn» B
My3bIke XX Beka: quruioMHas pabora / pyk. B. H. Xomo-
moBa. M., 1995. 175 c. Pykomuce xpaHutcst B Oubnnore-
ke MockoBckoit roc. koHcepBaropuu um. I1. 1.Yaiikos-
ckoro, 1995.

2. BambkoBa B. Bb. «PaccpemoroueHHas Temay:
IyTH OTEYECTBEHHOTO MY3BIKO3HAHHS B 3€pKajie HCTO-
puu ogHOTO NOHATHS // IIpoGeMbl My3bIKaTbHON HAYKH.
2015. Ne 2 (19). C. 16-21.

3. HecteeBa M. 1. 3BykoBas cpena HammX JIHEH //
MysbikanbHas akagemus. 2011, Ne 1. C. 29-30.

4. Cagenko C. 1. My3sika XXI Bexa: K mepcrek-
TuBe n3y4eHus // My3sikanbHabie Mupsl FOpus Huxona-
eBnya Xomomosa / oTB. pen. M. U. Karynsu. M., 2016.
C. 541-545.

5. Croruuit U. C. Ilouck mIyOWHHBIX CMBICIOB
Ha OCHOBE MHTEPTEKCTYAIBHOTO aHAJIHM3a MY3BIKAIbHBIX
npousBeneHuii // Yuensle 3anucku PAM um. ['HeCHHBIX.
2014. Ne 4 (11). C. 55-70.

6. Yuncon D. MctucnaB Pocrpomosud / mep. ¢
annt. K. CasenbeBa. M.: Dkcno, 2011. 512 c.

7. Xomnomnosa B. H. Co¢us I'ybaiingymuaa. MoHo-
rpa¢us. Uarepsrio DHio Pecranpo — Codus I'ybanimy-
nmuHa. M.: Kommosutop, 2011. 400 c.

8. Xomomosa B. H. «TaitHa» xak Hec(hopMHUpOBaH-
Hasl KaTeTopHs TEOPUH MCKYCCTBAa M €€ MPUCYTCTBHE B
tBOopuecTBe Codun ['ybaiimynunoit / Codum ¢ mobo-
Bbi0. K 80-netuto Codun AcraroBuel ['ybaitmynunoii /
pen-coct. B. H. Xomonosa. M., 2014. C. 32-48.

Gy

1.  Gorokhovskaya V. M. “Parametr ekspressii”
v muzyke XX veka: diplomnaya rabota [“The Parameter
of Expression” in 20th Century Music: Graduate Work].
Academicadviser V. N. Kholopova. Moscow, 1995. 175 p.
The manuscript is kept in the library of the Moscow
Conservatory.

2. Valkova V. B. «Rassredotochennaya temay:
puti otechestvennogo muzykoznaniya v zerkale istorii
odnogo ponyatiya [The ‘“Dispersed Theme”: the

REFERENCES

K. ITenpepeuxoro, I. M. T'ypenkoro, A. Buepy, A. ILip-
Ta, J. Jlenucona, X. Jlaxenmana.

4 O Moeil TeOpHH CIIEHUATIBHOTO U HECIIEHATBEHOIO
My3BIKaJIbHOTO COAEpKaHus cM. B KH.: [9], I'maBa 9.

5 Cwm. crarbio [8, c. 32-48].

¢ Knaccuukanuioo MATH HHTEPBAIBHBIX TPy
A. Bebepna cm.: [10, c. 418].

AUTEPATYPA (<O

9. Xomomosa B. H. ®enomen my3siku. M.: [u-
pexr-Menua, 2014. 384 c.

10. Xomomosa B. H. ®opMbI My3bIKQJIEHBIX TPOU3-
Beaenuii. CII6.: [Tmanera my3sixu, 2013. 496 c.

11. Haylock Ju. A Triple Portrait: Chamber Music
by Elena Firsova. Marsyas Trio / Meridian CDE 84635 //
The Strad, 2016, Jan. Ne 4. P. 88.

12. Liu V. The cello: An Amazing Musical
Instrument // Journal of Music and Dance. 2011, Vol. 1,
January, pp. 6-15.

13. Lochhead Ju. Reconceiving Structure in
Contemporary Music: New Tools in Music Theory and
Analysis. New York, London: Routledge, Taylor &
Francis, 2016. 194 p.

14. Pendle K., Boyd M. Women in Music: A Re-
search and Information Guide. New York, London:
Routledge. Taylor & Francis Group, 2016. 728 p.

15. Russel Je., Cohn R. Mstislav Rostropovich.
Book on Demand, 2012. 96 p.

16. Whittall A. A Triple Portrait: Chamber Music by
Elena Firsova. Marsyas Trio / Meridian CDE 84635 //
Tempo, 2016, Vol. 70, Issue 275, Jan, pp.103—104.

17. Wollenberg S. “New Paths to Analysis”. The
Case of Women Composers // L’analyse musicale
aujourd’hui [Music Analysis Today]. Ed. Delatour
France, 2015, pp. 291-312.

O

Paths of Russian Musical Scholarship in the Mirror
Reflection of the History of One Concept]. Problemy
muzykal’noj nauki [Music Scholarship]. 2015, No. 2
(19), pp.16-21.

3. Nestyeva M. I. Zvukovaya sreda nashikh dney
[The Sound Environment of Our Days]. Muzykal 'naya
akademiya [Musical Academy]. 2011, No. 1, pp. 29—
30.

4. Savenko S. I. Muzyka XX veka: k perspektive

128



2016,3

Xy,AO)KGCTBeHHblVI MNP MY3bIKAaAbHOTO NMpomn3BepAeHNd

0

izucheniya [20" Century Music: Towards the the Prospect
of Studying]. Muzykal’'nye miry Yuriya Nikolaevicha
Kholopova [The Musical Worlds of Yuri Nikolayevich
Kholopov]. Edited by M. 1. Katunyan. Moscow, 2016,
pp. 541-545.

5. Stogniy I. S. Poisk glubinnykh smyslov na
osnove intertekstual’nogo analiza muzykal’nykh proiz-
vedeniy [The Search for Profound Meanings Based on
Intertextual Analysis of Musical Works]. Uchyenye
zapiski RAM im. Gnesinykh [Scholarly Notes of the
Russian Academy of Music]. 2014, No. 4 (11), pp. 55—
70.

6. Uilson E. Mstislav Rostropovich [Wilson E.
Mstislav Rostropovich] Translated from the English by
K. Savel’ev. Moscow: Ekspo, 2011. 512 p.

7. Kholopova V. N. Sofiva Gubaydulina.
Monografiya. Interv’yu Entso Restan’o — Sofiya Gubay-
dulina [Sofia Gubaidulina. Monographic Work. Interview
of Enzo Restagno — Sofia Gubaidulina]. Moscow:
Kompozitor, 2011. 400 p.

8. Kholopova V. N. “Tayna” kak nesformi-
rovannaya kategoriya teorii iskusstva i yeyo prisutstvie
v tvorchestve Sofii Gubaydulinoy [“The Mystery” as an
Unformed Category of Art Theory and its Presence in the
Work of Sofia Gubaidulina]. Sofii s lyubov 'yu. K 80-letiyu
Sofii Asgatovny Gubaydulinoy [To Sofia with Love. On
the 80" Anniversary of Sofia Asgatovna Gubaidulina].
Moscow, 2014, pp. 3248.

9. Kholopova V. N. Fenomen muzyki [The
Phenomenon of Music]. Moscow: Direkt-Media, 2014.
384 p.

10. Kholopova V. N. Formy muzykal 'nykh proizve-
deniy [The Forms of Musical Compositions]. St. Peters-
burg: Planeta muzyki, 2013. 496 p.

11. Haylock Ju. A Triple Portrait: Chamber Music
by Elena Firsova. Marsyas Trio / Meridian CDE 84635.
The Strad, 2016, Jan. No. 4. P. 88.

12. Liu V. The Cello: An Amazing Musical
Instrument. Journal of Music and Dance. 2011, Volume
1, January, pp. 6-15.

13. Lochhead Ju. Reconceiving Structure in
Contemporary Music: New Tools in Music Theory and
Analysis. New York, London: Routledge, Taylor &
Francis, 2016. 194 p.

14. Pendle K., Boyd M. Women in Music: A Re-
search and Information Guide. New York, London:
Routledge. Taylor & Francis Group, 2016. 728 p.

15. Russel Je., Cohn R. Mstislav Rostropovich.
Book on Demand, 2012. 96 p.

16. Whittall A. A Triple Portrait: Chamber Music
by Elena Firsova. Marsyas Trio / Meridian CDE 84635.
Tempo, 2016, Volume 70, Issue 275, Jan, pp.103—104.

17. Wollenberg S. “New Paths to Analysis”.
The Case of Women Composers. L’analyse musicale
aujourd’hui [Musical Analysis Today]. Ed. Delatour
France, 2015, pp. 291-312.

CemaHTHYecKas rAy6uHa M (PaKTOP XYAOXKECTBEHHOCTH
B «KoHuepTe-arernn namsatu Caasbl Poctponosuya» E. ®upcoBoi

Y

Konnepr-anerus it BuoioHuenu ¢ opkectpom op. 122 (Konuepr anst Buonondenu Ne 4) Enenst @upcoBoii mocssi-
méH naMatu McTtuciasa PoctponoBruya u HanucaH Bekope nocie ero cmeptu (2008). IlpousseneHue crano oaHUM U3
CaMbIX 3HaUUTEJIBHBIX B TBOPUECTBE KOMIo3uTopa. Ero anann3 norpeboBan ycoBepLIeHCTBOBaHHOI HOBE#iIIelH MeTo-
nonoruy. CMBICIIOBast INTyOWHA COUMHEHHSI BbI3BaJIa HEOOXOAMMOCTh BBECTH Pa3BETBIEHHBIH CEMaHTUUECKUH TTOIXOI.
CoBepIICHCTBO MY3bIKaJIbHON KOMITO3HIIMM COBPEMEHHOTO aBTOpa aKTHBU3UPOBAJIO TEOPETUUECKUE TIOMCKU 0COOBIX
CHOCO0OB CO3/1aHMsI ACTETUYECKOI FapMOHMU LIEJIOTO B €AMHCTBE BEAYIIMX MY3bIKIbHBIX CpeicTB. Jlaxe B camoit
KOMIIO3UILIMOHHON CTPYKType aKTyaJbHBIMHU CTAJM TaKW€ YPOBHU, KaKHe MOYTU HE pacCMaTpUBAIIUCh aKaJJeMHUYECKOI
HayKol 0 My3bIKanbHOH (hopMe. HermpeMeHHy10 3a1a4y COCTaBHIIO NOCTHXKEHUE OPIraHUYECKOTO €AMHCTBA CeMaHTHyYe-
CKOT'O U 3CTETHKO-KOMIIO3UIIMOHHOTO aCleKTOB IPOU3BE/ICHUS, B CBSI3U C YEM IIPEIMETOM BHUMAHMS CTajla KaTeropus
XyI0KECTBEHHOCTH.

I'ycras cmbicnoBas HachlieHHOCTh KoHnepra-anerun E. ®dupcoBoit mo3Bonuia HallTH 374ech 9 MposiBIEHHUH ce-
MaHTHKH, B TOM YHCIIE: OTKPBITOE CIIOBO, IUTAaTa C M3BECTHBIM TEKCTOM (M3 apuu JleHckoro «3alyner MUp MEHs»),
OykBeHHass MOHOTpaMMa («CiaBay), saHpbl (MOHOJIOT, HOXOPOHHBIN Maplr), poib TEMOPOB, HCIIOJIHUTEILCKUX TTPHE-
MOB, PErHCTPOB. B npamarypruu packpbutick Tpu ceMantuaeckue cepsl: XKusup, Cmepts 1 ComHenue. [Ipu ananu-
3€ COBEPILICHCTBA MY3bIKaJIbHOW (DOPMBI B TIOCIIEIHEN BBISBICHB! TPAAUIIOHHBIE U HOBAaTOPCKUE CIIOCOOBI CO3/IaHMs
opranuky 1enoro. K TpaauIOHHBIM SIBIICHHSM MOXKHO OTHECTH COHATHYIO ()OpMY, MOTHBHOE POJICTBO IIABHOW U
no6ouHoit TeM. HeoObIuHbIM (hakToM u1st komno3uTopa pyoeska X X—XXI BB. 00epHYI0CH HCTIONB30BAHKE SYEEK JIaia
TOH-TIOJYTOH. JJI1 ACTETHYECKOH rapMOHHH LIEJNOTO ChIrPaly BaKHYIO POJIb 0COOBIE CHHTETHYECKHE €JUHCTBA, KO-
TOPBIM B paboTe OBUTH JTaHbI HA3BaHUS «MEJIONAI» M «MeIopuT™M». OXBaT UMU BCEH KPYITHOW MY3bIKaJIbHOW (DOPMBI,
C BapHaHTHO-OCTHHATHBIMHU NPUEMAaMHU Pa3BUTHS, TTO3BOJIMII HAa3BaTh Ty OPraHU3alMI0 TEPMUHOM «cyOdopma». B
XyJA0XKECTBEHHOM cofiep>kaHuK KoHIiepTa-aserun paccMOTpEH TakxkKe MapajoKC TParu3Ma CEMaHTHUKU U 3CTETUUYECKOI
TapMOHUH BCEX IEMEHTOB KOMIO3UIINH.

KiroueBble cioBa: My3bIKaabHas CEMAaHTHKA, Xy 0K€CTBEHHOCTh, My3bIKaJIbHasI APaMaTyprisl, My3bIKaJIbHast KOM-
no3unus, cyopopma B My3bIKe.
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Semantic Depth and the Factor of Artistry
in the Concert-Elegy in Memory of Slava Rostropovich by Elena Firsova

.

The Concerto-Elegy for Cello and Orchestra opus 122 (Concerto for Cello No.4) by Elena Firsova is dedicated
to the memory of Mstislav Rostropovich and written shortly after his death (2008). This composition has proven
itself as one of the most significant among the composer’s output. Its analysis demanded the improvement of the
newest methodology of its disclosure. The semantic depths of the composition necessitated bringing in a diversified
semantic approach. The perfection of this contemporary composer’s musical thinking activated the theoretical quest
for special means of creating the aesthetical harmony of the whole in a unity of musical means. Even in a most
technical compositional structure it was those strata which had almost never been examined by academic studies
of musical form which have become most relevant. An indispensable goal was set up by the comprehension of the
organic unity of the semantic and the aesthetical-compositional aspects of the musical composition, which resulted
in the fact that the focus of our attention has been turned onto the category of artistry. The dense semantic satiation
of Elena Firsova’s Concerto-Elegy has made it possible to find 9 manifestations of semantics, including: an open
verbal passage, a quotation with a famous text (from Lensky’s Aria “The World Shall Forget Me” in Tchaikovsky’s
Eugene Onegin™), a letter monogram (“Slava”), various genres (the monologue and the funeral march), the role
of timbres, performance techniques and registers. The dramaturgy of the work revealed three semantic spheres:
Life, Death and Doubt. An analysis of the perfection of musical form discloses in the latter various traditional and
innovative means of creation of organics of the whole. The traditional attributes include sonata form and motivic
relation between the primary and the subsidiary theme groups. An unusual feature for a composer pertaining to the
turn of the 20th and 21st centuries has been her incorporation of musical cells in the octatonic scale. A special role
for establishing the aesthetic harmony of the whole has been played by special synthesized entities which in the
article were named “melo-scale” and “melo-rhythm.” Their spanning of the entire large-scale musical form with
variational-ostinato means of development made it possible to label this organization by the term of “sub-form.”
In the artistic content of the Concerto-Elegy the paradox between the tragic semantic content and the aesthetical
harmony of all the elements of composition is also examined.
Keywords: musical semantics, artistry, musical dramaturgy, musical composition, sub-form in music.
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Ob OAHOM MOAYCE BOINAOLWUEHNSA ObPA3A HOY B MY3bIKE

PYOHO HAWTH KOMITO3UTOpPA, KOTOPOTO OBI

OCTaBWJIa PABHOAYIITHBIM Te€Ma HOYH M KTO

XOTs1 Obl pa3 HE COBEPIIW IMOIBITKY BOC-
co3nath €€ 3ByKoBOoU oOpa3. B 4ém mpuunna 3TOM
nputsrarenbHocTH? KoHewHo, He B OaHAIBHOM
Maruy o0pasza, Ha CaMOM JIeJI€ JIMMEHHOTO YETKUX
U KOHKPETHBIX BHU3yIM3allMAd U OMPEHEIIeMOTO
Kak TbMa. Houp Kak (pu3mueckoe COCTOSHUE OKPY-
JKAIOMIEH cpenbl, TPOTUBOIOIOKHOE CBETY JIHS —
BTOpOU €€ uIoctacu, HajeleHa OCeCUNCICHHBIMH
nuteiamMu CMBICIIOB, POXKACHHBIX KYJIBTYPHBIMHU
KoHTeKkcTamu. Ho B 3TO MHOXECTBEHHOCTU €CTh
¥ CBOM TOJIIOCHI: HOYb KaK TaWHCTBO JIIOOBH, IIe
MpaK — JKEJIaHHBII «IOKPOBY», JAIOMHUNA BO3MOXK-
HOCTh COEIMHEHHUIO CEepJell, U HOYb KaK apXeTHI
TBMBI — 0€3/1HBI, OECKOHECYHOCTH, HEOBITHS, TIepe-
JKUBAEMOTO YeJIOBEYECKHM CO3HaHHEM KakK yKac,
JKHBOTHBIN CTpax MCYC3HOBEHUS, IIPEBPAIICHUS B
npax, Huuro.

Ecam mepBeiif Mogyc B O0ibIeld Mepe CHHO-
HAMHYEH 00pa3am JIIOOBH B UCKYCCTBE, TO BTOPOW
0e3 MeTtadopuuecKkux MeTamMopdo3 OTpakacT ce-
MaHTUKY HOYH B €€ MepBO3TaHHOU cyTH. OMOie-
MaTH9YHA B 3TOM IUTAHE POJOBAs JUHHUS IPEBHE-
rpedeckux 0oroB: Xaoc mpousBén Ha cBeT Hukrty
— OOrMHIO HOYH, OHA JKe — Oora cmeptu TaHaroca
u Oora cHa I'mmHoca, Heme3nmy — OOTHHIO BO3-
Mme3nusa u 6ora 3mocnoBust Mowma. HccnenoBanue
MPHUPOIBI 3TOT0 00pa3a, MOPOXKIAIOIUX €TO IMO-
[IMOHAJILHBIX NIBIDKCHHUH IYIIH, a TaKXE CPEICTB
BOCCO3/IaHUS €r0 MY3BIKAJIBHBIM HCKYCCTBOM —
IeJIb JAaHHOU CTaThbU.

ITockonpKy pedb MOHAET O BOILUIOUIEHUHU AMO-
WM, BBI3BIBAEMBIX O00pa30M HOYH, 3aTaTUMCS
BOIIPOCOM: HACKOJBKO TOJHO OHHM H3YyYEHBI MY-
3BIKO3HAHWEM C TOYKH 3PEHHSA CIIOCOOOB BOIIIO-
meHnus B My3bike? B 3amagHo#l auTeparype Tema

131

Pacxpuinace nouwb ceoeti 6enuxou moMol...
Tlooxooum uac nonynouu nHemoti!
Ipocmop 3emnu 60 Mpaxe ymomuyi...
U mup ceou npedenvt pazomMKHyiL...

Opruc bantpymaiitic

ctaja paspabarsiBatecs B 1980-1990-e roast [9].
K 2000-m mHTEpEC CTalm CHCTEMHBIM, O Y€M CBH-
JETENbCTBYET MOSBICHUE (PyHIAMEHTANBHBIX HC-
cleoBaHul, nmpumep Tomy — KHHra J[>xenHudep
Pob6uncon «I'my0xe ueM pa3yM: IMOIIMH U UX POJIh
B JINTEpaType, My3bIke U nckycctse» [12]. Otrain-
KHBasCh OT TEOPUHU IMOLIUHN, aBTOP YKa3bIBAET, YTO
WX TPHUpOJIa OCHOBAaHA HE HAa KOTHUTHBHBIX, a Ha
CMHCTHHKTUBHBIX» PEAKIMIX, KOTOPhIE «TIyOXKe,
4eM pa3ym». OTH peakluH HMEIOT CIIEJCTBUEM
(r3monornYecKre N3MEHEHUSI B OPraHu3Me Yelo-
BeKa, MOOYKIAIOIIFe €ro K OMPEeeNIEHHOTO poaa
JMEeUCTBUSAM (MBICTH, Ba)KHAsI I aBTOpa JaHHOM
CTaThu). OMOITMOHANILHBIE PEAaKIINH, KOTOPBIC 3a-
TE€M yCTYINaloT KOTHUTHBHOMY MOHUTOPWHTY CH-
TyaluH, MePBOCTENIEHHO Ba)XHBI JJIS1 BOCIIPHUATHUSA
HCKYCCTB, 0COOCHHO MY3BIKH, TOCKOJIBKY BBIpaKa-
IOT BaXXHBIN IUTACT COAEPIKAHUSA XyHOXKECTBEHHBIX
TEKCTOB, OHH 3aCTaBIISAIOT MEPEKUTH MOTYyIECHHYIO
nH(}OpMANHIO YMOIIMOHATIBHO, a 3aTeM TpaHchop-
MHPOBaTh €€ B MOHATUNHBIE KaTeropuu. Tema Bo-
IJIOMIEHUSI AIMOLIMKA B MY3bIKE Yy HCCienoBaTenen
HOBOTO TIOKOJICHHSI aKTyaJIM3WPYyeT JBa acIeKTa.
OpHM aBTOPHI, OTTAIKUBASICH OT AaKCHOMAaTHYECKO-
TO YTBEPKACHUS «MY3bIKa — SI3bIK IMOLIUNY», U3Y-
YaloT, KaKUM 00pa3oM Xy[I0’KECTBEHHBIE PECYpPCHI
JAHHOTO HCKYCCTBa CITOCOOHBI TPAHCIUPOBATH TO
WM WHOE HMOLMOHAIHHOE COCTOSHHUE (Hampu-
mep: [10; 13; 14]). pyrue paccMaTpuBaroOT Ty Ke
npobieMy, HO ¢ TIO3HIIMU CITYIIATells, CIOCOOHOTO
(mm HET) pacmm(poBaTH 3aKOAMPOBAHHOE KOM-
MIO3UTOPOM TIOCJTaHHE Yepe3 MEepexXUBaHuE psaa
3MOLIMOHAJIBHBIX «COOBITHUID.

B oTeuecTBEHHOW MY3bIKOBEAYECKOW JIMTE-
parype Tema SMOUMH B My3bIKE Hamboiee MOJIHO
packpeiTa B u3BectHoW kHure B. H. Xomnomnosoit
[8]. Omnmako wucuepmanHOW mpoOieMy Ha3BaTh
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HeNb3s HU A 3apyOekHOTro, HU TeMm Oonee Ais
OTEYEeCTBEHHOTO HCKycCcTBOBeAeHHA. (OueBUAHO,
yto koHuent B. H. Xoi0moBoil noioxuin Havyaio
Oonee yrmyOn€éHHOMY aHaANW3y NPHUPOIBI AMOIUI
B MY3bIKE M CIIOCOOOB MX BOILIOLICHHS, 0003HAYUB
MEXIUCIUIUIMHAPHYIO CYTh IPOOIEMBI.

B mamHO# cTarhe mpemiiokeHa Imenecoodpas-
Hasd, ¢ Halllel TOYKU 3PEHUS, TOTUYEeCKasl IeTovYKa
M3y4eHHUs] AaHHOW TeMmbl. OTTamkuBasCh OT OHMO-
JIOTUYECKOM MPHUPOJBI 3MOIUH, CHEIUPUKH HX
MPOSIBICHUsT Ha (U3UOJOTHYECKOM YpPOBHE, OHA
BEIET K pACCMOTPEHUIO MOJICTTUPOBAHUS UX B 3BY-
KOBOM MaTepuajie W OIeHKE B HCTOPUKO-KYIBTYp-
HOM Ccpe3€e, O3BOJIAIONIEM BBIICIUTH YCTOIYHUBBIC
WHBapUAHTHBIE CPEICTBA TMPETBOPEHUS 3IMOLHUU,
poxaaeMbix obpazom Houm kak mpexpena ObITHS,
Ha YpPOBHE CPEICTB MY3BIKAJBHOTO f3BIKA. DTOT
IIyTh WCCJIEIOBAaHUHN TMPENCTaBIAETCA MPOTYyKTHUB-
HBIM, TTOCKOJIbKY HaIpaBlgeT K MOHUMAHUIO CYTH
MY3bIKH KaK KOMMYHHKATHBHOW CHCTEMBI, arell-
JUpPYIONMEH K 3MOIMOHAJIbHO-YyBCTBEHHOUW, a HE
MIOHATUIHON NpHUpPOJE NO3HAHUS MUpa.

Wrak, nHTEpECYIOMMI HAC MOAYC BOCIPUATHUS
HOYH CBSI3aH C dMOITMEH cTpaxa. B psimy 6a30BBIX
SMOIMH CTpax 3aHMMAET OJHO W3 TJIABEHCTBYIO-
IIMX MECT, MPUYNHA YeTO 3aKJII0YeHa B CHJIE MPO-
SABJIEHUS JaHHOU sMouuu. Uccnenys e€ npupony,
E. bopoBoii mnumer: «OMOIHMIO cTpaxa dYeso-
BEeK Npeonosnerb He MokeT. OHa BBI3BIBACT WH-
CTUHKTHUBHOE JCHCTBHUE 1O MPEOAO0ICHHUIO OMaCHO-
CTH, yrpoXKaromeil pu3nueckoMy CcyIecTBOBAHHIO
WHIUBUJA. OMOIUS CTpaxa 3almporpaMMHpOBaHA
FCHETHMYECKH, WJIM BbIpaboTaHa YCIOBHO-ped-
JIGKTOPHO Ha OCHOBE O€3yCIIOBHBIX pPedICKCOBY»
[1, c. 17]. Ognako e€ Ouomormyeckas Mpuposa B
9BOJTIOIIIOHHOM JBIKEHUH YE€JIOBEKa U OOIIecTBa
noiyyania KyneTypHoe odopmienne. OCHOBY 3TO-
r0 MpolLecca COCTaBIANIA TOTPEOHOCTh MOAEIHUPO-
BaHUs SMOIIMM, CTaBIIasg BaXXHEWUIIUM OCHOBaHM-
€M BO3HHKHOBEHHS MCKyCCTB. B 3aBHCHMMOCTH OT
MaTtepuana, HHCTPYMEHTapHsi U CPEICTB BBIpaXke-
HUA B Pa3HBIX BHUIAaX MCKYCCTB 3TO MPOUCXOJUIIO
mo-pasHomy. M3 6a30BBIX IMOLMH, TAKUX KaK pa-
JOCTh, TIeYallb, THEB U UHBIE, CTPaX U €ro KpanHssa
cTaaus — yxkac — BecbMa cnenuduunsl. Cinenyer
OTMETHTb, YTO yXKAac HE ICTETHUYEH, ero (hU3HoIIo-
THUS CBS3aHA C TAKMMH PEAKIMSIMHU OpraHu3Ma, Kak
XOJIOAHBIN TOT, TPEMOpP, CKaYK{ AaBICHUS U Ap.,
HE Ha3bIBas emé 0oyiee HEMPUATHBIX MPOABICHUH.
Ho mpu atom y A. Mrocce («Ilnmakyuas uBa») 4u-
TaeM:

O, xak yJameéHHo ObETCs cepare,
B gac, xorga genoBek ocTaéTcs HaeauHe ¢ borom.
OO6epHENIBCS TAMKOM, U, KaXKETCs,
MEJIbKHET YbS-TO TCHb.
U toraa yxac KOCHETCS TBOEHU T'OJIOBBI,
CioBHO BeTep KOCHYJICS BEPXHHX JIEPEBHEB.

UTo MOKET HAMTH U YTO UILET XyJOKHUK C TOH-
KO OpPraHW30BaHHBIM BOCIPHUSATHEM B 3TOM 00pa3-
HOM TI0JIe, YeM MOTHBHPOBAH €r0 MHTEpPEC K JaH-
HOM SMOITH U TTOPOXKIAIONIEMY €€ apXCTHITY HOIH ?
[TomeiTaemcst 0003HAYUTH UCTOKH, KOTOPBIC ITUTAIOT
OTH TaWHBIC U, CY/sI 10 OOWIIHNIO MPOU3BEICHUH, I10-
TpY>KaroIIMX HAIlle BOCIPHUITHE B 3TOT CyMPadHbIi
MHP, HETIPEOJOTUMBIC CHIIBI BICUCHUS K MOTJIONIA-
IONIEHN KU3HDb ThME.

C (pu3MOIOrMUECKO CTOPOHBI ATO — aJpeHa-
JIMHOBBIN B3PHIB, MOOMIIM3YIOIINUN CISIINUNA TOTEH-
nuan opranusma. «[IposiBIIeHHs 3MonUK CcTpaxa y
YeJIOBEKa CBA3aHbl C TEM, YTO BCE PECYpCHI Opra-
HU3Ma MOOUIM3UPYIOTCS, KPOBb OTXOAMT MBIIIIIIAM
U cepAly, JUisl BCTPEUHU C MPEACTOsLIENd OMacHo-
CTBIO...» [4]. st TBOpIIA, UIIYIIIETO HEOOBIACHHBIX
OIIYIIICHUH, OTPYKEHUE B 3TO COCTOSHHE MOXKET
ObITh JKelaHHBIM. C TOYKU 3PEHUS TCHUXOJOTHH —
3TO TailHa, TO HEBEAOMOE, KOTOPOE CTpAIlUT, HO
HEOOpaTUMO TIPUTATHBACT, OKA3BIBASICh CHJIbHEE
MepeXKuBaHusl CyObeKTHBHOM omacHOCTH. Ilcmxo-
aHanu3, HaunHas ¢ 3. Opeiina, u gaxe paHee — ¢
A. Amgnepa u I'. FOHra, Kak W3BECTHO, MMPOJBUTACT
TEOpuIo BiedeHHs K cMeptu'. Emé oaumH mrpux:
TBOPYECTBO MHUTAIOT (aHTa3us, BOOOPAKEHUE.
K. JlenmroMo MHUIIET: «...IIPU OTCYTCTBUHU CBETA y
YeJIOBeKa YCHWIIMBAETCS BOOOpaKCHHE, TPU ITOM
0oJee JIerKo, YeM IpU CBETE, MIPOUCXOAUT CMEIIIe-
HUE peasibHOTO W (QUKTHBHOTO» [2, ¢. 33]. Kpome
TOrO, MOTPY)XKEHHE BO THbMY-THUIIMHY (OPMHPYET
YyBCTBO HE3AMIUIIEHHOCTH. JTO OOBSICHUMO Iie-
PEHECEHHEM aKIIeHTa C IMPHUBBIYHOTO 3PUTEIIHEHOTO
BOCIIPUATHS MHUpa Ha ciyXoBoe. Pesynsrarom 060-
CTPEHHSI CITYXOBBIX PEIICTITOPOB MPU YYTKOM CIIyXE
KOMITO3UTOPA SIBJICTCS IPEBpalllcHUe MHOrooopa-
3Ws1 HOYHBIX ITOPOXOB B MHOTOIUTAHOBYIO MTAPTHTY-
py. OO0 3T0# 0c000¥ My3bIKE HOYM IOITHI ClIarajin
CTHUXHU CO BpeMEH aHTU4HOCTH. [IpuBeném crpoku
n3 ®. Troruena («IIpobieck»):

CrpIxal 1 B CyMpake TITyOOKoM
Boznymraoit apder n€rkuii 3B0H,
Korna nmomyHous, HeHapoKoOM,
JlpemMaBIInX CTPYH BCTPEBOXXUT COH?..
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JIuméHHble 3pUTENBHBIX (HOPM IOPOXH, MO-
Jy3BYKH — peajibHble U BOOOpakaeMble, CTUMYJIH-
pYIOT (haHTa3mIo Yepe3 BXOXkIeHHe B 0003HaYEHHOE
SMOLIMOHAJIFHOE TIOJN€ HOYM Kak Mpeaena ObITHS.
@®. QOyprail OTMEYAET, YTO «...HOYb — 3TO TAKOE
coCTosTHUE (PU3UUECKON Cpefibl, KOTOpOe MOIIoIIa-
eT Bce (hOpMBI, IBET, MHAMUKY, U YXKE B APEBHEM
MHU(e XapakTepu3yeTcs Kak cocTosiHue Oechop-
MEHHOCTH, CTaTHYHOCTH, MOHOXPOMHOCTH, JIela-
oliee HEBO3MOXHBIM MJIM OOMaHUYMBBIM 3pPEHHUE. ..
B ycnoBusix HOUM KHMBET TOJBKO 3BYK M MY3BIKa
— caMoe apxamdeckoe UcKyccTBo» [6, c. 220]. Ho
€CJIM HOYb — 3TO CTaTHKa, 0ecopMEeHHOCTh HEObI-
THS, acCOIMHpyeMasi C BEYHBIM CHOM CMEPTH, TO
MoK, TTOPOXKAaeMasi COMPUKOCHOBEHHEM C HEIO
— MakCHUMaJIbHO aKTHBHA, OHa — €CTh NPOSBJICHHE
KU3HH B € THIepJMHaMHYecKol (hopMe CONPOTUB-
nerust HeOBITHIO. [103THI TpH O0TOOpakEHUH STOU
raMMbl 9yBCTB HEPEIKO NMPUMEHSUTH CIOBO «Tpe-
neT», kak, Hanpumep, C. boopos («IlomHOmIEY):

O HouIp! — MUIIL TOTPY3HUIITE
B IIy4MHY MpaKa TBEp/b,
Tpenemer rpyap Mosi; B TeOe MEUTAIO CMEPTb. . .

Henp3s He yunTHIBaTH M TO, YTO SMOIMS TIOA-
BIKHA, N3MEHYHBA, KaK BO BPEMEHH, TaK U B Cy0Ob-
€KTHBHOM €€ MEpEeXUBAHUU, OAHAKO B HEH He-
MIPEMEHHO MPHUCYTCTBYEeT HWHBApHMAHTHAs OCHOBA,
ompenensiemMas €€ OHOIOTHIECKOI CyIIHOCTBIO.

[TompITaemMcst 0003HAYUTH 3TH HWHBAapHAHTHBIC
MPU3HAKK B TMPOEKIHMH HA COBOKYITHOCTH MY3BI-
KaJIbHBIX CPENICTB, CIOCOOHBIX aJeKBAaTHO UX TMepe-
J1aTh.

Hrak, 9To ecTh cTpax? DTO BHYTpPEHHSS Ha-
npsHKEHHOCTh OXuaaHus yrpos®. Ilorpyxkenue B
HOYHYIO TbMY, JMIIAIOLIEE YEJIOBEUYECKOE CO3Ha-
HUE YETKUX OPHUEHTHPOB MPEIMETHOTO MHUpa U
BBOJSIIIEE €T0 B COCTOSHHE TPEBOXKHOTO BCIYIIN-
BaHUS B IMOTEHIMAIBHO BpaxkIeOHOE MPOCTpaH-
CTBO, BJICYET MOBBIIMICHHYIO CTENEHb BO30YXIe-
Hus. «Crpax — cremHuHa addekra, crecHeHHe
JbixaHusi. Opelsi UCXOIUT U3 ITUMOJIOTHM angst
— angustae — “recHora”’, “recHmHa’» [2, c. 6].
CrecHEHHOCTh JBIXaHWs, €ro Yy4amEHHOCTD,
MPEPBIBUCTOCTh, KaK MPHU3HAKH MEPEeKUBAEMO-
ro agdekra, IpeaoNpeaesIIIoT WHTOHAITHOHHYIO
paccpeoTOYEHHOCTh MEIOCa, JIUIIEHHOTO MPOTS-
JKEHHBIX, JIOTHYECKH OCMBICIINBAEMBIX MEJIOUYe-
CKHMX NOCTPOEHUM. THIIMYHO B 3TOM IIaHE HAYaJIO
CuMQpOHHYECKUX 3MTU30/I0B B YETHIPEX OTPaKEHU-
ax «Hounsle 3epkanay» Jlopenca binHoBa, rue Ha
(dhoHE TPEMOIIO CTPYHHBIX BOZHUKAIOT HEOOJNBIINE

MOTHBHBIE TIOCTPOEHHUSA Yy MHCTPYMEHTOB Pa3HBIX
rpynn opkectpa, win «IIpemogus noun» Mopuca
Pagens u3 «Mcnanckoit pamncogum.

CtuMynrpoBaHHOE YTpO301 YepHOTHI HOYH BO-
oOpakeHHe HEYMOJHMO «3aTSATUBAETCS» B BUXPh
BpaXkJ1eOHBIX 00Pa30B, KaK B CTUXOTBOpeHnH Caio-
men Hepuc «3Orye, koposeBa yxen»:

[TarmopoTHUK B yare
Housto pacuserér,
Orouék apoxantuit
Bcex ¢ myTH coOBET.
YEpHbIi a7 ceroaHs
Cobepéres TyT.
Hyxu npeucniogsei
Wrps! 3aBenyT.

W3 miymm enoBoi,
CMyTHO 03apéH,
JIeBATUTONOBBII
Brimonzer gpakoH.

Crpax mpoBoLKpYeT BEIOPOC B KPOBB aApEHAIIHU-
Ha, 9TO BEAET K YCHIICHUIO paOOTHI MBITIIIT, MOOHITH-
3aliY PeLenTopoB. DTO — €CIH HE CaMO JIBUKECHHE
B €r0 CTPEMHUTENHHOM (a3e, TO TOTOBHOCTh K HEMY.
Ortcrona TeMnoBas 33JaHHOCTh, HE TIPEBBIIIAONIAs
cpeanue rpaganuu. Ho mpu sTom co3pa€rcs Winko-
3WsI CKOPOCTH, TOCTHTaeMasi, Kak IpaBUiI0, TPEMO-
JTUPYIOUMMHU (GOpPMaMHU, Pa3HOTO pojia GakTypHBIMU
MyJAbCAUSAMH, C OTHOW CTOPOHBI, CTATUYHBIMH, TaK
KaK OHH JIMIICHBI JTUHEWHOCTH, C APYTrond — co3aa-
IOIIMMHU 3PPEKT «CIKATOH MPYKUHBD, HAKOTUICHHS
HamnpsKeHHsI, YeMy CIIOCOOCTBYET PHUTMHYECKas
JIpOOHOCTH (BOCBHMBIC, IIECTHAJIATHIC, TPUIIATH
BTOpBIE, ImecThAeciaT 4eTBEPTHIE). IlopasurensHO
TOYEH M n300peTarened B 3ToM riaHe M. PaBens B
uukie «Hounoilt ["acnapy, npeacTaBisOMIN MHO-
KECTBO pa3HOOOPa3HbIX (AKTYPHBIX pELICHUH Ta-
KOTO pona. BuxpeBoe aBmkeHne HOYHOW HEYNCTH B
«Houu Ha JIsicoii rope» M. I1. Mycoprckoro Takxe
OCHOBAaHO HAa CMEHSAIOIIUXCS — TO TIUCCAHIUPYIO-
IUX, TO MYJIbCHPYIOMIHUX (aKTypHBIX PUCYHKAX.
OTOT aKIeHT Ha TPEMOJIUPYIOMHUX (hakTypHO-Tap-
MOHHWYECKHX (opMax mpenornpeneiaéH U TeM, 4TO
CTpax JIMIIAeT MBIIIJICHHE PAllIOHAIBHOTO Havasa,
HEPE/IKO BBI3BIBACT OICTICHEHUE M TPEMOp Ha QoHe
M30BITOYHON SHEPIHH, Y4YaIIEHHOCTh ceprauedne-
HUSL.

OO6mmii TuckoMQOPT, CBI3AHHBIN C TIEPEKHBa-
HUEM JIMYHOM OMAaCHOCTH B NPOCTPAHCTBE HOYH,
(hopMupyeT YyBCTBO TPEBOKHOIN HEOMpPEAENEHHO-
CTH, JINIITAET YETKOCTH KOOPINHAIINH, BEJTb B TEMHOM
MIPOCTPAHCTBE HET YyBCTBA OMOPHI, MUP CTAHOBHT-
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cs markuM. M3BectHblii adhopusm M. Xaiinerrepa
(uKcupyeT 3Ty CHTyanuio: «Y>Kac MPUOTKPBIBAET
Hwuuto. B yxace “3emurst yxoaut u3-nio Hor”. Tou-
Hee: y)Kac YBOIUT Y HAC 3€MITIO U3-TI0J] HOT, TOTOMY
YTO 3aCTaBJSIET YCKOIB3aTh cymee» [7]. W namee:
«IIpm yxace cyriee B 11eTOM CTAHOBUTCS IIATKUM).
O60CTpEHHOCTh, HEYCTOWYMBOCTH TapMOHHYE-
CKOW TaJMTpPbI, OOWJINE IIIIUIICUCOB, CKOJIBKEHUE
1 n30eraHue yCTOCB — 3aKOHOMEPHOE CJIC/ICTBHUEC
CTpeMJICHHA Nepeaars nanHoe coctossane. Komopu-
CTHYECKHM CHHOHUMOM MpakKa, TeMHOTBI-HEOBITHS
OKa3bIBAIOTCSA HHU3KHE, «TEMHBIE» TeMOpaiIbHbBIE
Kpacku, a CTpaliHasi, HO TpUTATaTelbHas HEeU3Be-
JMAHHOCTB TOTO, YTO «3a YEPTOW», MPEAONPEnesieT
MIPUYYAITUBOCTD ITPUXOBBIX PEUICHUH U MPHEMOB
urpsl (sul ponticello, col legno, pizzicato, battuto
U Tp. Y CTPYHHBIX, frullato y nyxoBwIx, glissando
YAApHBIX | 1p.).

OpnHako THIIMHA OBIBAaeT W 3BeHAIleH. I1orTo-
My TpPEeMOJIUpyIolIne QUrypanuoHHbie QakTypHbIC
PUCYHKH YacTO TOMEIICHBI B BEPXHHH PETHUCTD,
YTO, KaK MPaBUIIO, COMPOBOXKAAETCS THXOW 3BYd-
HOCThI0. Bubpupytomniue B BepxHeil pernucTpoBoi
30HE, OHU BBI3BIBAIOT dPQPEKT OCTPOro HArHeTa-
IOIIETOCs HAIPSOKSHHs, KOTOPOE TEM pe3de, 4eM
BbIIIe peructp. [lokazareasHO B 3TOM OTHOIIEHUHU
My3bIKanbHOE onucanue Houu B III wactu «My-
3BIKH JIJIS1 CTPYHHBIX, YIAPHBIX M YeJIeCThI» bemsl
Baproka, wuCmONB30BaBIIETO CTPYHHBIA COCTaB
OpKecTpa, JONOJIHEHHOro ¢opTenuano, aphoii,
JINTaBpaMu, IPYyTUMU yIAapHbIMU U yesecToi. Ha-
yuHaercss Adagio ydamaroomeicss pUTMUYECKOH
nyibcanueld kcuiodoHa Ha 3BYKe «hay» TpeThei
OKTaBbI, K KOTOPOH T0OABISIOTCS KpaTKHe BCILIe-
CKH TJIMCCAHMO y JIUTABp C MOCTEIEHHO IpHcoe-
JTUHSIOIUMHUCS MEJIOANYEeCKUMHU (hpa3aMu ajJbTOB
A JAPYIMX WHCTPYMEHTOB YIApHOH M CTPYHHOU
rpynn. O0wive ©M pa3sHOOOpasue CMEHSEMBIX
IITPUXOB U IPUEMOB UTPHI CO3MAET IPU CKPOMHOM
OPKECTPOBOM COCTaBe MOPA3UTEIBHYIO MO 3BYKO-
BOMY KOJIOPHTY KapTHHY HOYH.

EmE Oomee xumBommcHa «[Ipemromus HOIM»
Mopuca Pagens, oTkpbiBatomasi ero «lMcmnanckyio
panconnio». 3acThIIOCTh HOYHOTO IPOCTPAHCTBA
repegaHa OCTHHATHO TIOBTOPSIEMBIM KPYXEHHEM
YeTHIPEX3BYYHOTO MOTHBA, K KOTOPOMY IIPHCOEAH-
HSIOTCSL (CM. T. 6 mapTUTYpHl mocie 1. 3) BUOpU-
PYIOIIHE «IIOPOXW» CTPYHHBIX — divisi, TIpU UTPe
sur la touche, c ucrionp3oBaHuEeM puéMa pizzicato,
pasHoro pona glissando, (GraxxoleTHOW TEXHHKH,
TOYEYHBIX BKpAIUIEHUH 3aCypAWHEHHBIX BaJITOPH

Ha portamento, tremolo TUTaBp TpPU 3BYYHOCTH
ppp. Bcé 310 co3ma€T HEOOBIYHYIO 1O KOJIOPHUTY
3BYKOBYIO MAJIUTPY, COOTBETCTBYIOIIYIO OXKHIAHUIO
TOTO HEBEJOMOTO, YTO HECET TaMHCTBO Houn. MH-
TEpPECHO, YTO BHE 3aBUCHMOCTH OT CTHJIEBOM IpH-
HAJJIC)KHOCTH W HMHCTPYMEHTAJIBHBIX PECYPCOB,
ONMCAHHBIM MHBAPUAHT coxpaHsercs. Tak, Harpu-
Mep, B DIIEKTPOHHOW KoMItO3ummu A. ApTembe-
Ba «llomapras Houp» (u3 CD «Xomom») crarmka
BUOPHUPYIOIINX 3JIEKTPOHHBIX KIACTEPOB 0OpazyeT
aHaJOTHYHBIN 3(Q(QEeKT Ha OCHOBE KOMITBIOTEPHOTO
KUHCTPYMEHTAPH.

Ha Bompoc o ToM, KakoBa CBsSI3b BOCHpPHUATHS
OTHMCAHHBIX TPUEMOB MY3BIKAJIBHOTO MHCHMA, JKH-
BONHCYIOIIMX HOYh B CAMOM MPadyHOM €€ m3Mepe-
HUH, CTIOCOOHOM BBIPaXKaTh U, YTO BAKHO, MOJICIIH-
poBaTh SMOIHIO cTpaxa (yX)aca) ¢ OMOIOTHYECKOM
HPUPOAOH JaHHBIX AMOLMM, OTBETUM CIEIyIOLIEE.
JlelicTBUTENBHO, YEJIOBEK HE POXKAAETCS CO 3HAHU-
€M YyBCTBa CTpaxa, KaK ¢ IPUPOAHOHN JaHHOCTHIO.
On obOpeTtaer 3HaHHE 00 3TOM IMOIMOHATILHOM CO-
CTOSTHUH OTIBITHBIM ITyTEM, U3 CTOJIKHOBEHHS C YEM-
TO OMAacHBIM MJIHM C TEM, YTO Ka)KETCS OIACHBIM.
Yarme Bcero TakuM CTpaxoM, HIyIIUM H3 JIETCTBA,
SBIISIeTCS TeMHOTA. [10CKONBKY TepeKUBaHMs JaH-
HOW 3MOIIMH BJIEKYT 3a COOOW paHee yKa3zaHHbBIE
(u3noIOTNYEeCKUe MPOSBICHUA, TO, KAK OTMEYAIOT
TICUXOJIOTH U MEIUKH, «OPTaHMU3M Kak Obl 3aIIOMH-
HAaeT pPeaKIfio Ha CTpax, a MOocje ITOTO MpH yrob-
HOM ciTydae BcrioMuHaeT. MHbopmanms o nepexu-
BAaEMBIX paHEe SMOIIHMSIX COXPAHAETCS... OPTaHU3M
YUHUTBCS pearupoBaTh OMpPeAeNEHHBIM 00pa3oM Ha
omacHoCTh» [5].

B mpouecce KynmpTypHOTO OTOOpa MY3BIKATb-
HBIX CPEICTB, CIIOCOOHBIX OCYIIECTBUTH XYHOXKE-
CTBEHHOE MOJITMPOBAHNE IMOLIUU CTPaxa, MPOay-
LHUPYEMOM TEMOU HOUH, B IEPEUEHb MHBAPUAHTHBIX
MOTaAal0T UMEHHO T€, KOTOpbI€ MMEIOT acCOLH-
aTHBHYIO CBA3b C NEPEKUBAEMBIMH OPTaHU3MOM
YeJI0BEKa COCTOSHHUSIMH. VIMEHHO OHHM CIIOCOOHHI,
MPH OTCYTCTBUHM BEepOAIBHON KOHKPETHUKH, «3a-
CTaBHUTH» CIyIIATeNsd BCIOMHUTh O IepeKuBae-
MOM JHCKOM(OpPTE YyBCTB, HEKOT/Ia UCTIBITAHHBIX
B MOMEHT MOTPYXEHHS B YEPHOTY HOUHOU OEcKo-
HEYHOCTH, MOOYAUTHh BOOOpaKEHUE, 3aJ€HICTBOBAB
Yepe3 accolMalliy TeJIECHYIO TaMsTh (yJaléHHoe
cepamebuenne, TpeMop pyk u T. 1.). O4eBUIHO,
YTO PacCMOTPEHHBIE CPEACTBA BBHICTYNAIOT B 3HA-
KOBOM pOJIM, CUTHAIM3UPYS HAIIeMy CO3HAHHUIO O
MPUCYTCTBHH KOHKPETHOW 3MOIIMH, CBSI3AHHOW C
o6pazom Houmn.
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' B pab6ote «Ilo Ty cTOpOHY MPHHIUIA yIOBOJb-
ctBus» (1920) 3. Opeiin numer: «Ecnu Ml nmpuMeM
KaK He JIONYCKAaIoIMH HCKIoUeHUs (akT, uyTo BCE
JKUBYILlEE BCJIEACTBHE BHYTPEHHUX HPUYMH YMHpa-
€T, BO3BpAIlaeTCcs K HEOPraHN4ECKOMY, TO MBI MOXEM

CKa3aTh: IEJbI0 BCAKOW JKU3HHU SIBISETCS CMEPTH» [5,
c. 57].

2 @peitn numer 06 3tom Tak: «Crpax o3Hadaet
OmnpeneIEHHOE COCTOSIHAC OXKUJIaHUS OTTACHOCTH U TPH-
TOTOBJICHHUE K TTOCEAHEH» [5, ¢. 12].
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O6 0AHOM MOAYCe BOINAOLLLIeHUS 0Opa3a HOYM B My3blKe

Crarbsl HOCBSILEHA PACCMOTPEHUIO OJHOIO M3 BOCTPEOOBaHHBIX B MY3BIKAJILHOM HCKycCTBE 00pa3oB — oOpasa
Houn. OTMe4ast MHOXECTBEHHOCTh CMBICIIOBBIX PAKypCOB BOILUIOLIEHHUS JAHHOM TEMBI B MY3BIKE, aBTOp MOTYEp-
KMBAaeT JOMHHUPOBAHME JIBYX: HOYb KaK TAWHCTBO JIIOOBH, M HOYb KaK apXeTHUI ThbMbI — O€31HbI, 0ECKOHEUHOCTH,
HeOBITHS, NIEPEKUBAEMOTO YEIOBEYECKUM CO3HAHHWEM KaK yKac, )KMBOTHBIN cTpax ucdye3HoBeHUs. MccnenoBanue
HPUPOJIBI ATOT0 00pa3a, MOPOXKAAIOLUINX €ro YMOIUOHAIBHBIX JIBUKEHUI IyIIH, a TAKXKE CPEJCTB BOIUIOLIEHHUS €ro
B MY3bIKaJIbHOM HCKYCCTBE — LI€JIb CTaTbU. ABTOPOM NPEAJIOKEH yTh U3YUEHUsI JaHHOM TeMbl, KOTOPBIH OCHOBaH
Ha pPacCMOTPEHHH OHOJIOTMYECKOW MPUPOABI dMOLMH, crieluGUKH WX MPOSBIECHUS HAa (PU3NOJOTHYECKOM YPOBHE
U BEIET K PAaCCMOTPEHUIO MOACIUPOBAHUS UX B 3ByKOBOM MaTrepHalle M OLICHKE B UCTOPUKO-KYIbTYPHOM CpE3€.
3TO MO3BOJISIET BBIIEINUTh YCTOMYMBBIE MHBAPUAHTHBIE CPE/ICTBA BOILIOLICHNUS SMOLIUH, pOXKJaeMbIX oopazom Houn
KaK npezesa ObITHS, HA YPOBHE CPEICTB MY3bIKaJBHOTO sI3bIKa. B mporecce KyJIbTypHOro 0TOOpa MY3bIKAIbHBIX
CPEACTB, CIOCOOHBIX OCYLIECTBHTH XyHO)KECTBEHHOE MOJEIMPOBAHHE SMOLMH CTpaxa, MPOAYLHPYEMOW TeMOM
HOUYH, B [IEPEUYCHb HHBAPUAHTHBIX [I0IaJa0T UMEHHO T€, KOTOPbIE UMEIOT ACCOLIMATUBHYIO CBSI3b C IEPEKUBAEMBIMU
OpPraHM3MOM YeJIOBEKa COCTOSIHUAMH. JTOT IyTh UCCIEA0BAHUIN NMPEICTaBIAETCS NPOAYKTUBHBIM, TIOCKOIBKY BEIET
K [IOHUMAHUIO CyTH MY3bIKHM KaK KOMMYHUKAaTUBHON CUCTEMBI, alleJUIMPYIOUIEH K 3MOLIMOHAIbHO-4yBCTBEHHOM, a
HE [IOHATUHHOH IIPUPOJE ITI03HAHUS MUPA.
KnroyeBbie ciioBa: HOYb, My3bIKa, IMOLIMH, CTPaxX, Xy/JI0KECTBEHHBIN 00pa3.

Concerning one Modus of Manifestation of the Image of Night in Music

The article is focused on examining one of the sought-after images in music is the image of night. Marking
the multiplicity of the semantic angles of manifestation of the given theme in music, the author notes the
predomination of two: night as the mystery of love, and night as the archetype of darkness — the abyss, infinitude
and nonentity experienced by human consciousness as the horror and animal fear of dissipation. Researching the
nature of this image, the emotional moves of the soul, as well as the means of their manifestation form the aim of
the article. The author offers a way of studying the present theme based on examination of the biological nature of
emotions and the specificity of their manifestation on a physiological level and leads to examining their modeling
in our sound material and their evaluation in the historical-cultural stratum. This makes it possible to emphasize
the steady invariant means of embodying emotions generated by the image of night as a limit of existence on
the level of means of musical language. In the process of the cultural selection of musical means capable of
actualization of the artistic modeling of the emotion of fear produced by the theme of night, only those end up on
the list of invariable ones which have associative connection with the states experienced by the human organism.
This means of research is perceived to be productive, since it leads to an understanding of the essence of music
as a communicative system appealing to the emotional-sensual, rather than to conceptual nation of cognition of
the world.
Keywords: night, music, emotions, fear, artistic image.
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®EHOMEH MIO3UKAA B POCCUMIMCKOM MY3bIKO3HAHUU
1950-1960-x TOAOB: K MTPOBAEME XXAHPOBOU AEOUHULIMN

a3MBIIIUISAS O CTAHOBIICHUH U PA3BUTHH MY3BI-

KaJIbHO-TEOPETHYECKUX MOHATHI U TEPMHHOB

KaK HEOTHhEMJIEMOI 4YacTH MCTOPHUH HOBOEB-
ponetickoit Kynbrypsl, E. HazalikuHCKUil yKa3bIBaeT
Ha CMEHSIOIIYE JIPYT APYra 3HAYCHHUS M TPAKTOBKU
— 3pHUMBbIe OTOOpaKEHHS «...MapajyIebHO IMPOHC-
XOJIMBIIETO B IBOJIOIMH MY3BIKM IPOLIECCA dMaH-
CHUTIALIMK MY3BIKaJbHBIX 3aKOHOMEPHOCTEH, B XOJIe
KOTOPOTO BHEMY3BIKaJIbHbBIE Ka4eCTBa JICHCTBUTEINb-
HOCTH BTSATHUBAINCH B MY3BIKY, IEPEIUIaBISUINCH
B HEYTO MPHUHAIJIEKAIIEEC CHCTEME MY3BIKAIbHBIX
CPEICTB, 3aMEHSJINCh W JOMOJHSIINCH MY3bIKallb-
HBIMH SKBHBaJeHTaMH — (akTypHBIMH, Jajorap-
MOHUYECKHUMH, PUTMHYECKUMHU, MEIOIUKO-TEMaTH-
YECKUMH, WHTOHAITMOHHO-CHHTaKcHudecKuMm» [11,
c. 158-159]. Ilo MHEHHIO HCCIIEZIOBATEIIS, «CIIOBO,
BBITIONTHSAIONIEE (YHKIIMH TEPMHHA, OKAa3bIBAETCS
CBOETO POJla Marm4ecKuM KPHCTaJIOM, ITO3BOJISIO-
MM HaOJIIoaTh ATOT nporecc. He nuamenssice, oHO
TEM CaMbIM COEIMHSAET B HEKYIO IEJI0CTHOCTH MOHS-
THS ¥ TIPE/ICTABIEHUS, IEHCTBUTENHHO HCTOPHUYECKU
CBSI3aHHEBIE JIPYT C Ipyrom» [Tam xe]. Pazymeercs, B
emé OoMbIIel CTeNeHn YIIOMSIHYTOe CBOWCTBO MPH-
cymie qe(pUHUINAM KOHKPETHBIX MY3bIKOBETIECKIX
MIOHATHUI, BOOYHIO PENPE3CHTUPYIOINM THHAMHKY
CMBICIIONIOCTH)KEHUSI HM3MEHYMBBIX XYIOXKECTBEH-
HBIX ()EHOMEHOB — OT MEJIBYAIINX JeTalleil 3BYKO-
BOW TKAaHU JI0 3BONIOLMOHUPYIOIIMX U OOHOBIISIO-
LIUXCS )KaHPOB U CTUJIEH.

Cka3aHHOE BBIIIE SIBCTBEHHO NMEPEKINKAETCS C
«Ia’€KUM — OIM3KUMY TPOILIBIM OTEYECTBEHHOTO
My3bIKOBelleHHs, B cepenuHe 1960-x rogoB oOHa-
PYKHMBIIETO HEOOXOJMMOCTh pa3padOTKH COBpe-
MEHHOW aHPOBOW Je(UHHIINHU, KOTOpas O0ToOpa-
3m1a OBl CTPEMUTENHFHOE IBOIIOIMOHHOE Pa3BUTHE
MIO3UKJIA B IIOCJIICBOCHHBIN IEPUOL. YIOMSHYTas
3amadya OblIa OCO3HAHA CHENHaJNCTaMHd HE cpa-
3y'. HammsimHeIM TOMY MOATBEPIKIACHHEM MOTYT
CIIY)KUTh COBETCKHE SHIUKIONEANYECKUE TPYAbI
1950-x romoB. Tak, Bo BTOpoM u3gaHUH «bOoIbIIOoN
Cogserckoit Ounukinoneann» (1949-1958) obna-
PYXUTh WHPOPMALMIO O MIO3WKIE BOOOIIE WIH

XOTs OBI O HCKOTOPBIX IMPOU3BCIACHUAX YKa3aHHOI'O
JKaHpa HE y,[[aéTCSI — IO MMPUYNHE KaK OTCYTCTBUA
CIIeLMaIbHON CTaThH, TAK U YMOIYAHUNA O KOHKPET-
HBIX aBTOpax MU CIICKTAK/IAX II0 XO4Y H3JIOKCHUA
crareit «Omepa» u «Omeperran?. AHamornyHast
«purypa yMOT4aHUS» TPHUCYTCTBYeT B MEPBOM
M3MaHUN «DHIUKJIONEIUIECKOTO MY3BIKaIEHOTO
cnoBaps» (1959) ([14]). Ilo-Buammomy, HamboO-
JIEC CYHIECTBCHHBIMH TOMY NpPUYHMHAMHU SBJIAIOTCA
MJICOIOTHYECKAsl [IEH3ypa YKa3aHHOTO Mepuojaa’ u
JJIeMEHTapHasi HEOCBEJOMJICHHOCTh 00 aKTyalsb-
HBIX HOBalUAX JICTKOXKXKAHPOBOI'O0 MY3bIKAJIbLHOI'O
tearpa CLIA, u3y4eHHI0 KOTOPOTO MPEMATCTBOBA-
Ja pa3BEpHyTas BIACTSIMH BCECOIO3HAS KaMITaHUS
110 60pb0E C «KOCMOITOIUTH3IMOMY U «TJIETBOPHBIM
BIMSTHUEM 3arajay.

HepeMeHBI K JIydmi€eMy HaMETUJIMCh B I'OAbI OT-
tenenn. Kak otmedaer A. Openosud, «BecHO# 1960
rona Tpymma 6poxaserickoro Mapk Xesmurep-tearpa
npubsLTa Ha ractponu B CoBerckuil Coio3 o Criek-
takieM “Mos mpekpacHas yean” [Mio3uka @. Jloy.
—E. A.]. Ha npoTskeHNH TIOYTH ABYX MECSIIEB CIIeK-
TaKJIb CMOIVIN IIOCCTUTHh ACCATKHU ThICAY 3pPITeJ'I€I7[
Mockssl, Jleannrpaga u Kuepa. <...> Chekraxiib
MOJTYYUIST MHOTOYMCIICHHBIE OTKIIMKH B TIpecce... 00-
IIMH TOH PEIEH3UM 1 OT3BIBOB OKa3aJICsl Ha PEAKOCTh
Ma)KOPHBIM, KOJIEOJISICh OT CIIEPKAHHOTO O0OpeHNs
JI0 OTKPOBEHHOTO BOCTOpra. YTo ke Kacaercs 3pH-
TENLCKOTO yCIieXa, TO OH ObLI MOJHBIM M 0e30Tr0-
BopouHbIM» [12, c. 103]. YmoMsHyTBIE TacTpOIH,
C OI[HOI>'I CTOPOHBI, OTKPBUIM ITYTh Ha CIICHBI COBET-
CKUX TE€aTpOB OINCPETTHI U MYSBIKaHLHOﬁ KOMEanHn
JIPYTAM aMepUKaHCKUM Mio3ukiIaM («Llemyit mens,
Kat!» K. Ioprepa, «Oxnaxomal» u «3ByKH My3bIKID
P. Pomxepca, «IlnaByunii Tearp» [x. Kepna, «Xam-
mo, Hommu!» JIx. Xepmana, «HenoBek u3 Jlamandm»
M. JIn, «Bectcaiinckas ucropusi» JI. bepHcTaii-
Ha, «Kak cmenats kapbepy 0e3 0COOBIX yCIITHIN)
®. Jléccepa), ¢ Ipyroil — MHCIHPUPOBAINA OXKHB-
JICHHYIO JIMCKYCCHIO O KaHPOBOW CIIEHU(HKE II0-
cleqHux. B ykazaHHOM AMCKYCCUM NPUHUMAJIHU y4a-
CTHUC AaBTOPHUTCTHBIC OTCUCCTBCHHBLIC MY3BIKOBCIBI
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W TeaTpoBeAbl, PEXHUCCEPHI MY3bIKaJIBHOTO TeaTpa
1 KOMIIO3UTOPBI, KOTOPbIE aKIEHTHPOBAIN TSTOTE-
HUE BBIIICTICPEUNCICHHBIX CHEKTaKIeH K pa3pbIBY
¢ «mablloHaMH CTapoil TPAJAWIIMOHHOMN OINEPEeTTH,
K «CONMKEHHIO C IPaMOM, YTBEP)KICHHUIO €IMHCTBA
CIo)kera, 0oprOe C... “HOMEPHOM CHCTEMOW» [Tam
ke]. Hanbonee kaTteropmdHo MO IaHHOMY TIOBOIY
Bbickazasics H. borocnosekuii: «Her, 310 He oneper-
Ta B KJIACCHYECKOM ITOHATHH 3TOTO CIIOBA. DTO U HE
IbECa ¢ MY3bIKOil, KOTOpasi MOJKET OBITH ITOCTABJIECHA
B JIIOOOM JIpamMaTU4ecKoM Tearpe. 3aech [B “Moeit
npekpacHoit geqn”. — E. A.] aBTopamu JOCTHUTHYTO
OpPTaHMYHOE BKIIOUYEHHE MY3BIKM B IPO3aNUECKUil
JIMAJIOT, OTYETO NIECEHKH U TAHIIBI SIBIIAIOTCS HE YKpa-
[IAIOLIMM JIOBECKOM, a ECTECTBEHHBIM “‘TIEPEKIIHOUe-
HUEeM” JICHCTBUSI B JIpyryto (opmy cCiieHHYecKoro
BBIpKEHISD (IUT. TI0: [Tam ke, ¢. 104]). Cyxxnenue
BHIHOTO MacTepa OIEepeTTHl Tearpa, HECOMHEHHO,
o0yY>KJaJT0 CIIEHATUCTOB K Pa3MBIIUICHHUSM II0 T10-
BOIY KOPPEKTHPOBKH COOTBETCTBYIOIIETO MOHSATHIA-
HO-TEPMHHOJIOTHYECKOTO arapara.

Kpome Toro, BecpMa mpumedaTenbHBIM COOBI-
THEM SIBUJICS BBIXOJ B CBET KMHOBEPCHM MIO3HKIIA
«Becrcaiinckas ucropusi» J1. beprcraiina — Jlx. Po6-
ounca (pexuccép-nocranoBumk P. Vaiiz, 1961)"
OunpM poOyana y poeCCHOHATIBHOMN ayTUTOPUN
OILI[yTUMBII HWHTEpPEC HE TOIBKO K COOTBETCTBYIO-
el TeaTpaabHON MOCTAHOBKE, HO M K COOCTBEHHO
kaHpy’. B 4acTHOCTH, UMEHHO TOT/a B MOIJICPIKKY
TeaTpaibHbIX McKaHui JI. BepHcraiiHa BeICTYNHI
. IllocrakoBud: «MHOTOYHCICHHBIX IFOOUTEINCH
MY3BIKAIbHOW CIIEHBI HE MOXKET HE PafioBaTh aKTHB-
HOE OOHOBJIGHHE OIIEPHBIX CHEKTAKIIEH CpeicTBaMU
COBPEMEHHOTO JIpaMaTu4ecKoro Tearpa, a B MHBIX
cly4asx M npuéMamu KuHozppamarypruu. Ilepcrnek-
TUBHBIM, B YaCTHOCTH, MPEJCTABISIETCS MHE CTPEM-
JICHHE TIPEOI0JIETh HEKHE KAHOHMUYECKUE PAMKH, pa3-
PYIIHTE “d4eTBEPTYIO CTeHy TeaTpa, OTIEIISIONIYIO
MIEPCOHAXEH OT 3pUTENbHOIO 3ana. HecoMHEHHO,
OTIEpPHOE HOBAaTOPCTBO MOXKET MPOSIBIISITHCS U B ITOM.
MeHs npHUBIEKalOT B 3TOM OTHOIIEHWH HEKOTOPHIC
OITBITHI 3apYOEKHBIX aBTOpOB THMA “Bectcaiiickoit
nctopun’” bepHCTaifHa — OTIBITHI, PEIINTENHHO MPH-
OMKarolIre OIepHOe MUCKYCCTBO K (hopMaMm camoit
Ku3HU) (1T, 10: [5, . 433]). B ymomsiHyTOM MIO-
sukie [llocTakoBud omIyIIan «KW3Hb YNHWIBI, JIbI-
XaHHE TOpona, TUHAMHUKY CHUTyallud M TUAIOTOBY,
CTpeMJICHHE «Pa3HOOOPA3UTh ONEPHBIN JKAHpP Cpell-
CTBaMH W Mpr€MaMH, 3aMMCTBOBAaHHBIMH U3 APYTHX
HCKYCCTB», U T. I. (TaM xe; cp.: [21])°. 3HakoMcTBO
C HOBEHIIMMH 00pa3laMH JIETKOKaHPOBOTO MY3bI-
KaJbHOTO TeaTpa, TaKUM 00pa3oM, MPEACTaBIAIOCh

KJlaccuky XX BeKka HEOOXOAWMBIM B CBA3M C IDIa-
HUpyeMOl paboToil HaJ COOCTBEHHBIMU OTIEPHBIMHU
npoekramu — «Tuxum JloHom», «IIpectymienuem u
HaKa3zaHHEM» U JIp.

OT3BYKH HOBBIX BESHHI BPEMEHH B HCKYCCTBO-
BEIUECKON JHTEpaType HE 3acTaBWIM CeOsl JOJIro
xnarb. Cyas 1o BCceMy, MEpBO JIACTOYKOM SABHUIACH
«TearpanbHas sHIMKIONEAN», B 1961 romy omy0mu-
KoBaBLIas crathlo o JI. bepHcTaiiHe ¢ mokazarenbHOu
JKaHPOBOW KOppeKLuMeE ero Mro3ukioB: «Becrcaiia-
CKasl HICTOpUS) Ha3BaHA 37€Ch MY3bIKaJIbHOM JpaMoil
(1), mpenmecTBytomuii et «Kanaum — «My3bIKOH K
meece... mo Bomerepy» [10, c16. 560]. OT™MedeHHBTI
moxoy ObUT pa3BUT My3bIkoBeZoM E. MeitxoM B
crarbe « My3bIKaIbHBIE )KAHPBD», HATUCAHHOU TPEMSI
roflaMH TIO37[HEe JUIs cIIoBaps-crpaBodHuKa «CIyT-
HUK MY3BIKaHTa»: MPU OTCYTCTBHM MIO3MKIA Kak
MY3BIKAIbHO-CIIEHUYECKOTO KaHpa, HEKOTOPHIE €r0o
00pasiibl GUTypUPOBAIIH B MIEPEUHSX onep 3apyOeK-
HBIX KOMIIO3UTOPOB («BecTcaiackas HCTOPHS» ) WIN
AHAJTOTUIHBIX onepemm («Most TipeKpacHasi JICI)
(em.: [9, c. 126, 132]).

Emé Gomnee pagukanbHbIe HOBAllUK COAEprKaja
crarbst «OmneperTay, MOATOTOBIEHHAS BEIyIIUM
OTEUECTBCHHBIM CIIEIIMAIIMCTOM B yKa3aHHOU cepe
M. SHkoBCKMM il yeTBEpTOro ToMa «Tearpaib-
HOH »HImKIoeAuNy (1965). He orpanmumBmmch
YIOMHUHAHHEM «TaOyHpOBaHHOTO» MIO3HMKIIA U
BKIJIIOYEHHEM B CIIMCOK PEKOMEHAYyeMOH JuTepa-
Typbl HECKOJIBKHX KHHUT O HEM, aBTOpP MPEAIONKIIT
OTEUECTBCHHOMY YHTATENI0 (aKTUYCCKH IEPBBIHA
JKCIpEecc-0YepK O Pa3BUTHM JIAaHHOTO XaHpa: «B
CILIA c rxonna XIX Beka UAyT MOUCKH OCOOBIX ITy-
Ted Pa3BUTHs MY3bIKAJbHO-KOMEIUWHOIO Tearpa
<...> VYxe B Hayasle XX BEKa MNOSBWINUCH T€ATPbI
TaK HA3bIBACMOU ‘“MYy3BIKAJTFHOM KOMEIUW, KOTO-
pBIE CTPOMIIM CBOM perepTyap Ha MPOU3BEICHHSIX
aMEpPUKAaHCKUX JINOPETTUCTOB W KOMITO3UTODPOB.
<...> Bckope 3TOT HOBBIN XKaHp MOTYyYWIT HamMe-
HOBaHUE “‘MBIO3HKAT — M)3bIKAIbHO-CUHMemUYe-
CKUll Jcawnp, eoupaowuil 8 cebs MHO2000pa3Hble
mpaouyuu onepul, onepemmsl, 800e6us, gapca,
HapooHo2o byprecka u m. n. XapakTepHOH 0COOCH-
HOCTBIO JIyYIINX HMPON3BEACHUHN THMA “MBIO3HKAI”’
SIBIISIETCSL OTMOpa Ha TOMYJISIPHBIE JIpaMaTHYECKHe
MPOU3BENICHHS, POMAHBI, TIOBECTH, CIOKETHI (HUIIb-
MOB U T. 1. ABTOPBI “MBIO3HUKaT 0OpaIIaloTCs K
TBOpuecTBy lllexcnipa, Bosbrepa, MHCLEHUPYIOT
mpousBenenns JIx. CreiinOeka, JI. Xemman. Ko-
MEIMHHBIE YePThl B 3TOM JKaHpe OciaabeBaloT WIN
BOBCE HE MPHUCYTCTBYIOT [37IeCh W Jajee KypCUB
Moit. — E. A.]», u 1. 1. ([16, c16. 185]). Kak Buanm,
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MUTHPYEMBI HCCIIEOBaTeNb, C OJHON CTOPOHHI,
MOAYEPKUBAET KAHPOBYIO CAMOCTOSTEIEHOCTH MIO-
3WKJIA, C IPYTOM — MPO30PIMBO YKA3hIBA€T HA €T0
cunmesupyrouyio IpUpoAy U MOTPaHUIHYIO TUCTIO-
3UNUI0 (MEXAY ONEepoil U OMepeTToi) B MPOCTpaH-
CTBE MY3BIKAJIBHOT'O T€aTpa BTOPOH MOJIOBUHBI XX
BeKa. IIpONyKTMBHOCTh YKAa3aHHOU TpPAKTOBKH B
MIOJTHOW Mepe 0OHAPYKHUTCA 3HAYUTEIHHO MO3/IHEE,
B cepenune 1980-x romoB, 1Mo CyTH, 0O3HAMEHOBAB-
el KyJIbMUHAIIMOHHBI MOMEHT CONMKEHHUS OTIe-
peI 1 Mio3ukia (cM.: [18; 19; 207]).

CoOCTBEHHO  MY3BIKOBEAYECKOE  OTIpereIie-
HUE HOBOTO JXaHpa, MpeyiaraeMoe CIeUaInCTaM
U IIMPOKON IyOJIMKEe aBTOPaMH-COCTaBUTEISIMHU
BTOPOTO H3AaHUA «ODHIUKIONEANYECKOTO MY3BI-
KajgpHOTO cioBaps» (1966) b. Lllreiitnnpeccom u
U. SmmonbckuM, BHEIIHE NEpeKIUKaeTcs ¢ aedu-
auiedr M. SIHKOBCKOro’: «MBIO3HUKIL... — MY3bI-
KaJIbHO-CIICHUYECKOE MPOU3BEICHHE, IPEeUMyIIe-
CTBEHHO KOMEIUIHOIO Xapakrepa, UCHOAb3YIoujee
PazHoobpasHule JICanpbl U GblPA3UmMenbHble Cpeo-
cmeéa COBPEMEHHOUN SCTpagHOW M OBITOBOH My-
3BIKH, Xopeorpaduu, oneperTsl U omepe» [15, c.
338-339]. Opnako BakHeWmIas XapaKTEPUCTUKA
TBOPUYECKUX TCHJCHIN, HAOMIONAeMbBIX B TIpOIIEC-
Cé TaKOrO «HCIOJB30BAHUA» (CHHTE3), MPH ITOM
HE YIOMUHAETCS; 3HAYMMOCTb «CEPbE3HON» M-
HUU B MIO3WKJIE (DaKTUYECKH HE BBIsSBIEHA. Jlaxke
B «BecTcaiiickoil uCTOpUn», 0 MHEHUIO aBTOPOB
MIO3UKJI JIHIIb «TPHOJIMKACTCS K MY3bIKaJbHOM
npame» ([Tam xe]; cp.: [17]). OTuacTu mogoGHOE
CHIDKEHHE YPOBHS XYIOXECTBEHHBIX IIPOIIECCOB,
HabII0MaeMoe B My3BbIKOBETYECKOM MHTEPIIPETALINU
JAHHOTO JKaHPa, MOTUBUPYETCA W30PaHHBIM PETPO-
CHEKTHUBHBIM TIOXOIOM: OCHOBY MPHBOANMOTO aB-
TOpaMH CIHCKa MOIMYJISIPHBIX MIO3UKJIOB COCTAaBIISI-
10T nponsBeneHus 1920-1940-x rogos ([x. Kepw,
Jx. I'epmeun, U. bepnun, K. Baiins, P. Pomxepc),

1950-1960-€ roap! penpe3eHTHPOBAHBI JIUIIH YIIO-
MUHAeMbIMHU BbIllle counHeHusiMu JI. bepHcraiina,
®. Jloy u «Onusepom» JI. Bapra. BepositHo, Oosee
MOJTHAsI © MHOT00Opa3Has nHdopManus Oblia Tpy-
HOZIOCTYIHA JUIsl OTE€YECTBEHHBIX HUCCIIENOBATEIEH
yKa3aHHOTO MEPHO/Ia, YTO TOBJIEKIIO 3a co00i He-
CKOJIBKO OZIHOCTOPOHHEE BOCIPHSTHE 3BOIHOLUOH-
HBIX IIPOLIECCOB, O KOTOPBIX BECbMa IPOHULATEIb-
HO mucan M. SIHKOBCKHI M KOTOpBIE TPHOOpETH
3HAYUTENBHBIN pa3Max B [IPEAJIBEPUU CIELYIOLIETO
JECATUIIETHSL.

Kak BuamMm, paspaborka Hay4yHOH JeduHU-
LIMA aKTyaJbHOI'O MY3BIKOBEIUECKOIO IMOHATHSA B
koHTeKcTe 1950-1960-x TOmMOB XapaKTepu3yeTcs
MIPEVMYIIECTBEHHO JOMUHUPOBAaHHEM BHEITHHX
(bakTOpOB — TOJUTHYECKUX H COIHMOKYIBTYpPHBIX
IIpoLIECCOB TOro BpeMeHHu. IlokasarenbHa Takxke
BECbMa AKTUBHAS POJIb KPYNHEHIIMX OTEYECTBEH-
HBIX KOMIIO3UTOPOB, HE TOJBKO IIPOSBISIOIINX
HWHTEpEeC K MOAOO0HBIM pa3paboTkam B chepe My-
3BIKAJILHBIX KAHPOB, HO U (DAKTUYECKU 3a/IAI0IINX
HAIpaBJICHUE MCCICIOBATSILCKUM mITynusimM®. OT-
METHM M PELIAIOIIEE 3HAYCHHE MY3bIKaJIbHO-TEa-
TPaNbHOM MPAaKTUKU, B paBHOW CTENCHH CHaOXaB-
el y4E€HbIX XyHAOKECTBEHHBIM «MAaTE€pPUAIOM IS
OCMBICIIEHUS» W 3aByalTUPOBAaHHON HHQOpMarmeit
0 (OKAaHPOBBIX NPHUCTPACTUAX» BBICIIEH OTeYe-
CTBEHHON HOMEHKJaTyphl. llepednciieHHblE TEH-
JICHIIMU COXPAHSUINCh U HA NPOTSHKEHUHU IOCIENy-
romux pecstretuit (1970-1980-e roasl), BIUIOTH
JI0 KOHLIa coBeTckoil anoxu. Kpome toro, pasyme-
eTcs, HaOmoIanach KpUCTATU3AIHs HOBBIX «HJICH
1 (GopmM» JIETKO)KaHPOBOTO MY3BIKAIILHOTO TeaTpa,
HaxOJMBILIAsl OTPAKEHUE B CHELIUAIBHOM JINTEpaTy-
pe. Ho 311 npoiyKTUBHBIE B3aUMOJIEUCTBUSA MEKLY
(heHOMEHAMU KYIBTYPBI U MYy3bIKOBETIECKOH JIUTE-
parypou, crpemsieica ux mocTu4b, HYKJalTCs B
OTJEIBHOM PACCMOTPEHUMU.

< MPUMEMAHUA (<

' B crneuuanbHOW 3apyOekHOW JIUTEpaType COOT-
BETCTBYIOIIMI TEPMHH, KaK MpaBWIO, natupyercs 1943
TOAI0M — pedb UAET O TUCKYCCUM B aMEPUKAHCKOM Ipec-
ce ToCIe MPEeMbEPHBIX MMOKa30B MIo3uKiIa «OKIaxomaly
(cm.: [4, c. 233])).

2 X aBTOpamH, Cysl 10 MPHIaracMoMy MEpedHIo,
sapisuick M. Jlpyckus u E. I'pomesa (cum.: 3, c. 646]).

3 «Bo Bpemst Benmukoit OTeuecTBEHHON BOWHBI U 110-
clie Hee cioBa “MIO3HUKI”’ u “bpoxaBeii” cunTainch CHHO-
HMMaMHM ‘‘3arHuBaroniero 3amana’», — mumer Y. Eme-

nesiHOBA [7, ¢. 24]; «B CoBerckom Coro3e cymecTBOBaIO
CBOETO pozaa Taby Ha CIOBO “MIO3HMKNI . V3 My3bIKalb-
HBIX Pa3BIECKATECIBHBIX KaHPOB YNHOBHHUKH Pa3pelIaiiy
TOJIBKO O€30TacHyI0 ONEPETTy. A SPKHE U COBPEMEHHBIE
MIO3UKIIBI OCTaBAINCH 32 MPEesIaMH COBETCKOTO 00IIe-
cTBa», — otMedaeT M. JIponoBa [6, c. 89]. Otu u apyrue
XapaKTEPUCTUKH, HECMOTPSI Ha U3BECTHBIM CXEMaTHU3M H
NIPSIMOJIMHEMHOCTD aBTOPCKUX CY>KJIEHUH, IO CYyTH BEPHO
0003Ha4YaI0T CUTYAIMI0, B KOTOPOH YMHOBHUYBEMY KOH-
TPOJIIO 32 TeaTPaIbHBIMK MIPOLECCAMHU CIUIOMIb U PAIOM
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COITyTCTBOBAJIM NMEPECTPAXOBOYHBIM Pa’k ¥ BOMMIOLIMHA
Je(QUIIUT KOMIIETEHTHBIX PELICHHUH.

4 OunpM «Bectcaiinckas UCTopus» ObUT YIOCTOCH
10 «OcxapoB» AMepHKaHCKON KMHOAKaJAE€MHUU 3a yIO-
MSHYTBIH TOZ, BOWIS B YMCIIO Hanboiee TUTYJIOBaH-
HBIX aMEPHKaHCKUX (PUIBMOB BCeX BpeMeH [8§, ¢. 61; 6,
c. 88].

5 BametuM, uto «BecTcaiinckas HCTOpUS» MOCTY-
muta B kuHotpokar CCCP (¢ Gonpmmmu KyIopaMn)
Iumb He3anoaro 10 MockoBckoil Onummnuansr 1980
rofia, OJHAKO MHOTHM HpPEACTaBUTENIAM OTEUECTBEH-
HOHM KyJABTYpHOM SIUTBHI, PETYISPHO BBIC3KABIIUM 3a
pyOex, ynanock MOCMOTPETh 3TOT (HIBM Cpasy IMmocie
€ro BBIXOJIa Ha e€BpoOIeNcKuii 3kpaH. Torna sk BO3HHK-
JIU peXKUCCEPCKUE MPOEKTHI, CBA3AHHBIE C BOILIOLICHH-
€M IpOCIaBICHHOTO MIO3MKIA B Hamei ctpane. Ilep-
BOIPOXOALEM 3aech BeicTynui I. ToBcToHOrOB, B 1967
rogy nocTtaBuBmIMH «BecTcaliackyro HCTOpHUIO» €O
CTy/leHYeCKOM Tpynmoi — BeITyckHUKamMu MHcTuTyTa
Tearpa, My3bIKH M KHHEMaTorpaduu — Ha CleHe JICHUH-
rpaackoro Tearpa uM. JlennHckoro Komcomona (cMm.: [6,
c. 89-90]).

¢ «Oduunansuas» Bepcust crareu /. LlocTakoBu-
Ya, ormyOnukoBaHHast KypHasIoM «CoBETCKas My3BIKa»
B Jeckabpe 1964 roma [13], cyIIecTBEHHO OTIUYAET-
Cs OT OPUTMHAJIBHOIO TEKCTa — «UCKOPEKEHHOIO, CO
CIUTONIHBIMY 3a4EPKUBAaHUAMU M (PaKTHUECKH IEperu-
CaHHOTO 3aHOBO Y>KOH pyKoi» (pedb HIET 0 pelakType
10. Kpemnéna [5, c. 430]). ®parMeHT crarby, MOCBS-
mEHHBIN «Becrcaiinckoli HcTopum», B 9TOH BepcuH (pak-

THYECKH 3aMEHEH OEIIBIM U HECKOJIBKO OTCTPaHEHHBIM
YHOOMUHAHUEM 3HAMEHUTOIO MIO3HMKJIAa. Mexay TeM,
Y4acTBYsI B JUCKYCCHHU O ITPOOIEeMax COBPEMEHHOTO MY-
3BIKaJIbHOTO TeaTpa, OpraHu3oBaHHOM Cor030M KOMIIO-
3uTOpOB, [llocTakoBUY BBICKA3BIBAJICS MO MOBOAY IIPO-
n3BeneHus JI. bepHcraliHa BecbMa 3aMHTEPECOBAHHO U
JIeTabHO, YTO HE MOIVIO HE TOBIMATH Ha KOJJIET-MY-
3bIKOBeNIOB. bornee monpobHoe ocsemenne temsl «lllo-
CTaKOBMY B MHpE MIO3UKJIa» CM. B Hammx paborax: [1,
c.41-42; 2, c. 184-188].

7 Kak sIBCTByeT W3 aBTOPCKOTO MPEAMCIIOBHS, CTa-
TBU O My3bIKE U MYy3bIKaHTaX, OITyOJIMKOBaHHEIE B «Tea-
TPaJIbHOW SHIMKIIONEUN, BECbMa BHUMATEIILHO U3y4a-
muck b. lllteitanpeccom u M. SIMnonasckuM; HEKOTOpBIE
U3 ITHX CTaTell PEKOMEHIYIOTCS YUTATeNsIM, HyXJaro-
mUMCs B «OoJiee TOJTHBIX CBEJCHUSIX O MacTepax My3bl-
KaJIbHOTO TeaTpa», U T. 1. [ 15, c. 4].

8 B CBsI3M C 3THM 3aCy)KHBaeT BHUMaHHs KPUTHYC-
ckuil maccax, BHecEHHBIA 0. KpemnéBeiM B «ucmpas-
JICHHYIO U JONOIHEHHY0» pepakuuto crateu [, lllocra-
KoBHYA (CM. MpHUM. 6): «...eCITH OOpaTHTHCS XOTSA OBI K
npeAruIeHyMCcKol TpuOyHe B KypHaie “CoBeTckas My-
3bIKa” [MOApa3yMeBaeTcs AUCKYCCHS O MyTAX Pa3BUTHS
OTEUYECTBEHHOI'0 MY3BIKAJILHOTO Te€aTpa, MperBapsBIIas
COBMECTHBIN MieHyM IpasiaeHus Coro3a KOMIO3UTOPOB
CCCP u xomnerun Munucrepctsa kynasTypst CCCP mo
aHaJIOTMYHOW Tnpobnemaruke. — E. A.], To MoxHO yOe-
JUTBCSA, YTO B HEM, CKOJIBKO S IOMHIO, He 8bICIYNUL NOY-
mu Hu 00uH my3vikosed. CTpaHHO, 4T00 HEe CKa3aTh 0O0Jb-
me... [KypcuB Moit. — E. A.]» [13, c. 11].
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®eHOMeH MI03MKAA B POCCUMCKOM MY3blko3HaHMM 1950-1960-x roaoB:
K npo6Aeme >kaHpoBOH AedpMHULMM

ABTOPOM CTaThH OCBEIIAETCS MPOIECC «ISTUTUMHU3AIMU» HayYHOTO TEPMHHA «MIO3UKIDY B POCCUHCKON MY3BIKOBE/I-
gyeckoil urepatype. [Ipsmas cBA3b MeXAy YHOMSHYTBIM IPOLIECCOM M COLMOKYIBTYPHBIMU TEHACHIUAMH MEepuoaa
«XpYIIEBCKOH OTTEmenn» oOHapykuBaercsi B psiae GpakroB. 1o racTponbHble moka3bl B CCCP mMpoKo M3BECTHBIX
00pa3ioB yrnoMsHyToro xanpa («Mos npekpacHast senu» @. Jloy, 1960); TUCKyCCHH OTHOCHTEIBHO MPOTrPECCUBHBIX
HOBAIIM B COBETCKOM MY3bIKaJbHOM TeaTpe ¢ yuyactueM H. Borocnosckoro, /. llocTakoBruya (BKJIOUAsi OTCHUIKH
K CHEKTaKJII0 M KMHOIKpaHu3auuu «Bectcaiinckoit ucropun» JI. bepHcraiina) u 1. 1. PaccmarpuBarorcst neduHu-
UM ONpEAETICHUS MIO3MKJIA, IPEACTaBICHHbIE aBTOPUTETHBIMU OTE€UECTBEHHBIMH My3blkoBenamu (M. SIHKOBCKuM,
b. Ilreitnnpeccom u U. SIMmonbckuM) Ha CTpaHUIAX SHIUKIONEAUYECKUX u3aanuit 1960-x ronos. Ocobo ciexyer
OTMETHUTH PETPOCIEKTHBHYIO HampaBieHHOCTh GopmynupoBku b. lllreitnnpecca n U. SImmonbsckoro, oOpaméHnyro
Ipex/ie BCero K counHeHusaM neppoit nmonosuHbl XX cronerus (k. Kepn, Jx. I'epmBun, P. Pomxepc, U. bepnus,
K. Baiuis). HanpoTuB, nepcriekTHBHA OPHEHTALMS )KaHPOBOTO olipeaesieHust M. SIHKoBCcKoro, B 00JIbILeH Mepe yUUThI-
BaIOIIETO TBOPUECKUE JOCTIKEHUS mocaeBoeHHoro apaauarunetus (JI. bepucraiin, K. [Toprep, @. Jloy).

KirroueBele c1oBa: MIO3HMKII, My3bIKaJIbHBIHN TeaTp, My3bIKalbHbIN kaHp, D. Jloy, JI. bepucraitn, H. borocnosckuii,
M. [llocTrakoBuy.

The Phenomenon of the Musical in Russian Musicology in the 1950s
and 1960s: Concerning the Issue of Genre Definition

The author of the article illuminates the process of legitimization of the scholarly term “musical” in Russian
musicological literature. The direct connection between the aforementioned process and the social-cultural
tendencies of the time of “Khrushchev’s Thaw” becomes apparent in a number of facts. Those include tours in
the USSR of stage productions of such widely known samples of the specified genres (Fredrick Loewe’s “My Fair
Lady,” 1960), discussions regarding the progressive innovations in Soviet musical theater with the participation
of Nikita Bogoslovsky, Dmitri Shostakovich (including references to the theatrical production and the movie
adaptation of Leonard Bernstein’s “West-Side Story”), etc. The article examines the various modes of definitions of
the musical introduced by authoritative Russian musicologists (M. Yankovsky, B. Steinpress and I. Yampolsky) on
the pages of encyclopedic editions from the 1960s. Special note must be made of the “retrospective” directedness
of the formulations of B. Steinpress and 1. Yampolsky geared for the most part on musical works from the first
half of the 20" century (Jerome Kern, George Gershwin, Richard Rodgers, Irving Berlin and Kurt Weill). Equally
“promising” is the directedness of the genre definition of M. Yankovsky, which considers to a certain degree the
artistic achievements of the post-war decade (Leonard Bernstein, Cole Porter and Fredrick Loewe).

Keywords: musical, musical theater, musical genre, Fredrick Loewe, Leonard Bernstein, Nikita Bogoslovsky,
Dmitri Shostakovich.
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MOCUD AATTMLIKUIA U MUXAUA BUXTEP - .
K UCTOPUN TBOPYECKOTO COAPYXECTBA PEXXMCCEPA 1 AUPMXKEPA

TKpbIBass B 3aaHuu IleTepOyprckoil KOH-

CepBaToOpUM CBOW OIIEpHBIA TeaTrp, IONY-

yuBIIMK Ha3BaHue Tearpa My3bIKaJbHOU
npambl (1912), Mocud Muxaiinosuy Jlanuikuid
BHUJIC]I OCHOBHOM 3a/1aueli CO3/[aHne «HOBOU (POPMBI
orepHoOro jena». CyIIHOCTh K€ «HOBOH (OPMBI»,
COTJIaCHO ero 00O03HAYCHHUIO, 3aKII0Yaiach «B OCy-
JKICHUU PYTHUHEI, B OPUTHHAIIBHOCTH M OCMBICIICH-
HOCTH TIOCTaHOBOK, B CTPEMJICHWH K BHYTPEHHEH
W BHEIIHEW IpaBJe, — TO €CTh K JIeTaIbHOM pa3pa-
00TKEe KakK TICHXOJIOTHH JIEHCTBYIOIIMX JIHI, TaK U
BHEITHETo CTWIA...» [10, 1. 5].

Cgoit Oymymuii Teatp Jlamumkuii 3apaHee mpo-
BO3IJIAIIAN TIPOCTPAHCTBOM CMEIIBIX IKCIIEPIMEHTOB
M OTKa3a OT YCTapEBIINX TPAJAUINMA, UCTIONTHUTENb-
ckux mTamioB. OH 3asBISUT O TOM, YTO KaXasi HO-
Bas TIOCTAaHOBKA «JOJDKHA CO3/1aBaTh HOBOE IPOU3-
Be/IeHNE UCKycCcTBay (IHUT. 1mo: [12, ¢ 568]). baputon
C. IO. JleBuk, Bomenmmii B Tpymny TM/I, Bciomu-
HaJI BIIOCIICICTBHUH, KaK OIICIOMWIA W 3aXBaTHIU
ero peur Jlanmuukoro, MpOBO3MIAIIABIIETO OTPED-
HOCTh a0COIIFOTHOW CBOOOJBI «OT Kakux OBl TO HH
ObUTO aKaJIeMHYECKUX MPABUIDY, a CIIEIOM M BOBCE
JIep3HOBEHHOE: «Bosg Ka)1oro JaHHOTO TeaTpa ero
SIMHBIN XyTOKECTBCHHBIN 3aK0H» [TaM xe]. B a1oif
oeceme 1910 roma omrymaercs madoc OIepHOTO pe-
BomroriioHepa. [logoOHbIe BO33peHus croieTue Ha-
3a] BOCIIPUHUMAJIICH KaK paJuKaJbHBIE, 0COOEHHO
10 OTHOIIICHHIO K OTIEPHOMY HCKYCCTBY, Kyaa Ooliee
KOHCEPBaTUBHOMY, Y€M HCKYCCTBO JApaMbl (COOTHO-
IIEHUE, KOTOPOE OTYACTH COXPAHACTCS U CETOIHS).

CormacHo 3ambicity Jlanmumkoro, oTka3arscsi OT
OTIEpHON PYTHHEI CIIEOBAJIO HE TOJIBKO B MOCTaHO-
BOYHBIX NPUEMAX, HO U MY3bIKaJIbHOW TPAKTOBKE.
JlannikomMy, pexxuccépy-HoBaropy, TpeboBaics HO-
BaTOp-IUpUAKEP. ElI€ TONBKO MIaHUpys CO3JaHue
Tearpa, OH MHOTO PasMBIILILT O GuUrype miaBHOTO
TUPpMKEPA — UIICATLHOTO CIIOABIYKHHKA B 00IaCTH
pedopmupoBanus onepsl. Ha 3Ty pons Jlanumkuit
MIEPBOHAYATLHO TIperronaran npuriacuts C. B. Pax-
MaHMHOBA, PaboTy KOToporo B bospiom Tearpe BbI-
COKO IIGHWJI 32 TBOPYECKYIO CBOOOIY, CBEXKECTh M
OPUTMHAIBHOCTb IUPHKEPCKON NHTENPETALUH.

Becnoii 1912 rona, moasICKUBas TOIXOIAITYIO
JUIA €ro 3aJa4 TBOPYECKYIO0 WHAWBUAYaIbHOCTD,
Jlanuukuii Ha OMHOW M3 pENneTUlUi Ciay4dailHO CTa-
HOBHTCS CBUJIETENIEM TOTO, KaK BAYMYUBO, OCMBIC-
JICHHO W TIIATEIHHO MPOXOJIHUT MAPTHIO C apTHCTKON
MapunHcKoro Tearpa IHMaHUCT-KOHLIEpTMEMCTE,
e HUKOMY HE U3BECTHBIM MOJI0/I0M My3bIKaHT Mu-
xann AnexceeBnd buxtep. Berpewa Jlamumkoro u
buxrtepa okazanach HaCHIIIEHHON U CyJ00HOCHOM.
BrionHe OneHWB TamaHT W JHEPTUIO MOCIETHETO,
LIMPOTY €r0 MY3bIKAJILHOTO KPyro3opa M, TJIaBHOE,
CXOXKECTb MX yCTpemiieHu#, Jlanmuukuii geicTByer
C TMPUCYLINM €My HalopoM W YMEHHEM YOeXIaTb.
Bcero yepe3 HECKOIBKO JHEH PEXUCCEP U TUPHKED
y’Ke€ MPUCYTCTBYIOT BMECTE Ha BBIITyCKHOM CIIEKTa-
KJIe KOHCEPBaTOPUH, IJIc PHUCMATPHUBAIOT OyIyIIHNX
conucToB Tearpa My3bIKaJIbHON APaMBI.

K momenty BeTpeun ¢ Jlanunkum buxrep oko-
JI0 IBYX JIET, KaK OKOHYMI ¢ 30510ToN Menanbio Ile-
TepOyprckyro koHcepmaropuio (1910, mo kmaccy
A. H. Ecumnogoii). J[oBOTBHO OBICTPO OH HPOSIBIII
ce0d OHMM M3 JYYIINX MTHAHHCTOB-aHCAMOJIMCTOB
cBoero BpemeHn, Beictynas ¢ @. M. HlansnuHeiM,
H. N. 3abenoii-Bpybens. Bmecte ¢ JI. C. Ayapom
o pocs6e A. K. [mazyHoBa cTan nepBbIM HCIION-
HUTEJIEM €T0 CKPUIIMYHOTO KOHIIEPTA.

3a BbIOOp B Ka4eCTBE MY3BIKaJIbHOTO PYKOBOAH-
Tena Moisonoro Muxauna buxrepa MHOTHE TIEHSUINA
JlanniikoMy, IpUIIIacuBIIEMYy B Tearp (Kak A0 3TOTO
C. MamonToB npuriacun C. PaxmannHOBa) UenoBe-
Ka 0e3 oIbITa OIEPHOTO AUPIKUpoBaHus. Hexosep-
YUBBIE YIIPEKU pa3lajucCh eul€ 10 OTKPBITUS TeATpa.
Bricka3pIBaIMCh COMHEHUS, YTO IUPIKEP-AeOro-
TaHT CyMeeT MOJYMHUTH CBOEH Bojie OONBIION Te-
aTpaJIbHbII KOJUIEKTUB. TeM HEe MeHee IEpBBIE XKe
moka3sl «EBrenuss OHErMHa» TOA YHpaBICHHUEM
M. buxrtepa oOHapyXWIH COBEPIIEHHO HHYIO MPO-
omeMy. OpkecTp 1 XOp 3By4YasIl BHE BCAKHX COMHE-
HUH CIIa)KEHHO U TPO(EeCCHOHANBHO (371€Ch ChITpaIn
CBOIO POJIb IPOJOIDKUTENbHbIE peneTuin). Criopbl
Y JUCKYCCHH BBI3BaJla COOCTBEHHO MY3bIKaJbHas
WHTEPIpETaNns, — SBHO BRIBEPEHHAS U MPOJyMaH-
Hasi (coBMecTHO ¢ Jlanuukum), oHa OblIa TYT XKe
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00BsIBICHA «JI0 IEP30CTH HOBATOPCKONY.

ITo xoxy penerunuii «EBreans Onernna» Jla-
nuikuid 1 buxTep paboranu B TECHOM TBOPYECKOM
KOHTaKTe€ APYT C JAPyroM, 10OMBasCh Kak OT COJH-
CTOB, TaK U OT apTUCTOB XOpa HEMPEPHIBHOCTH CY-
[IECTBOBAHUS B 00pase, IIACTHYECKOH W BOKaJIb-
HOHM ectecTBeHHOCTH. CTpemiieHHE K IPOCTOTE,
0€3BICKyCHOCTH, HEMPUHYKAEHHOCTH JIBKCHUNA U
neHust ObIJIO0 YacThIO TBOPYECKOHM MPOrpamMMbl HO-
BOI'O Tearpa.

Crpemsice BO 4TO OBl TO HH CTaJI0 TPEOJIOIETh
CIIOKMBLIYIOCS. TIOPOYHYIO CHCTEMY, COIIACHO KOTO-
POt XOpHCTHI (haKTUUECKH He ObLIM YacThiO CIICHH-
YEeCKOrO NEHCTBUS, OCTaBasCh JIMIIb 3aCTHIBIINMU
Ha CBOMX MECTaX «KOHIIEPTHBIMH HCIIOTHUTEIISIMID),
Jlarmukuii ¢ KaKapIM M3 HUX B OTACIHHOCTH, KakK C
CONMCTaMH, padoTall HaJl CO3AaHueM o0pasa, J1aBaj
VMHIMBUyalbHOE CIIEHHMYECKOE 3a/aHue, (hakTmde-
CKU CO3/1aBasl «1U3 HUYEr0» MAJICHBKYIO SPKYIO POJlb.
Pabora 3Ta Bemack COBMECTHO € My3BIKAILHBIM PYKO-
BozuteneM M. buxrepom. IUpmkEp perneTupoBa «c
Ka)XJIbIM apTUCTOM X0pa oTaenbHO. CIUTonb U psiioM
OH YCa)XHBAJI XOp K ceOe CIIMHOM, a0kl OTYIHUTH €T0
OT OIVISIZIKA Ha AUPIKEPCKYIO mamodxy» [12, ¢. 579].

UcnonuurensHuna naptun TaresaHel Mapus
bpuan BcioMHHAIIA, YTO PEKUCCEP U JUPHKED TIpe-
JKJI€ BCETO JaJId €l BO3MOXKHOCTB IMPOYYBCTBOBATH
«M3YMHUTENBHYIO ONH30CTh MY3BIKH YaiKOBCKOTO
C TeHHAJIbHBIM IYIIKHHCKUM TEKCTOM» [6, c. 177].
JloHecTu TeKCT, HM Ha OJHO MTHOBEHHE HE 3aTy-
MEBBIBASI €T0 CMBICIIA PATH YMCTO BOKAIBHBIX WIIN
UTPOBBIX P PEKTOB, — TAKOBa ObLJIa OJIHA U3 KITIOYE-
BBIX 33]1a4, TOCTABJICHHBIX IEPE/ UCTIOTHUTEISIMH.

CrpemsieHHE K OCMBICIIEHHOCTH TI€HHS TNpH-
3BIBAJIO0 OTBOJUTH KaX/JIOMY CIIOBY TEKCTa, KaXKIOH
MY3bIKQIBHOW ()paze CBOE MECTO B Pa3BUTUH CIie-
HU4ecKoro aeiicteus. Tak, 1yaT «CnbIXaiu Jb BB,
HEMNOCPEJICTBEHHO HE OTHOCSUIMHCS K CHOXKETHOU
nuHNH, brxtep mocTapaics NCHoiap30BaTh I Xa-
PAKTEpUCTHKH JBYX KEHCKHX MEPCOHAXKEH ormepsl
— Tarpsabl 1 Onbru. OH HCKaJ TaKWe WHTOHAIWH,
TaKyl0 OKPacKy roJIOCOB, KOTOpbIe OBl YETKO 000-
3HAYAJIM pa3jfyue TyIIEeBHBIX CBOHCTB JIBYX Ce-
CTEp — co3eplareibHOM MeuTarebHOCTH TaThsHbI
u xuBoit Becénoctu Onmbru. Ha mepBom ke maHe
B 3TOH cleHe oka3biBanach JlapuHa — €€ peunraru-
BBI U OTPBIBOK «IIpuBBIUKa CBEIIIE HAM 1aHay ObUIH
TPaKTOBaHBI KaK MEJAHXOJIMYHOE, TIEYAIbHOE «BOC-
[IOMWHAHUE TOCTapeBIINX JIONEH O IHIX IaBHO
MuHYBIIIX» [12, ¢. 583].

VIMEHHO IONBITKON PACKPBITH BHYTPEHHEE CO-
Jep KaHue ornepbl ObIT POJAMKTOBAH MOUCK OPUTH-

HaJIbHBIX BOKAJIbHO-CLICHUYECKUX HIOAHCOB, 4acTb
13 KOTOPBIX HACTOJIBKO CHJIBHO OTJINYAIaCh OT IIPU-
BBIYHOM, YCTOSBILEHCS CUCTEMBI MHTEPIIPETALUH,
910 ObUIa HEMEUIEHHO IpH3HAHA CBOEBOJHEM U
ncKaxeHueM. IIpucraibHOE BHHMMAHME, YICIHSIB-
hieecss aBTOPAMHM CIEKTAKIIS JOCTHKECHUIO BBIPA3U-
TEJIbHOCTH UCIIOJIHEHUS, IPUBOINIIO K YPE3MEPHOM
M30LPEHHOCTH U JACTAIN3ALMM, K H3JIMIIHEH pe-
THEHOCTH JEKJIaMalliH, — a 3TO yKe, KaK OTMeva-
JIa KPUTHKA, HAYMHAJIO BXOIUTh B IPOTUBOPEUHE CO
«CTApOMOIHOW», MEJIOANYECKOHN 110 CBOEMY XapaK-
Tepy onepoi YallkoBCKOTO.

TpakroBky brxrepa B 1enoM ominMyana HENpu-
BBIYHO BBICOKAsl CTENICHb CBOOOJBI B OOpAICHUH C
TEMITIOPUTMOM, CKJIOHHOCTb K py0aro W HEOKHAaH-
HBIM akiieHTaM. B 3ToMm, pasymeercs, ObUT CBOEOO-
pa3HbIil BBI30B HOBOI'O T€arpa — BBI30B, HA KOTOPBI
My3bIKaJIbHAs! KPUTHKA OTPEarupoBajia O4eHb KUBO.

HacrosiiuyM kaMHEM IPETKHOBEHUS CTAIU TEM-
TIbI, YCTAHOBJICHHBIE TUPHKEPOM-AeOroTaHTOM. «B
pUTMUYECKOM OTHOIICHUH “‘OHETHH” W3MEHEH N0
HEY3HABAEMOCTH: JTUPIKED TAHET U TSIHET, TaK YTO
MECTaMM KayKeTCsl, YTO MEBLbI HE NOKOT, a I1CAIMO-
TUpYyIoT», — oTMedan KpuTuk «Cankr-IlerepOypr-
CKUX BefoMocTei» (uuT. mmo: [7, ¢. 315]). Peuenszen-
Thl OTMEYAJIM «CHOTBOPHBIW» TEMII B apuu I peMuHa,
«CTPaHHBIE TEMIIBD» U «AJIOTMYECKUE U3MEHEHUS) B
cueHe nucbMa TaTbsiHBI, 3aMEJJIEHHBIE PEUUTATH-
BbI JlapuHO#1 B iepBoii kapTuHe. Aproso JleHckoro
«B Bamem 1oMe» HCIONHSUIOCh HEBEPOSTHO pe-
JTbe(HO B CMBICNIE JUKIUH, HO OYE€Hb PaCTSHYTO.
UzBecteH Qakt, 4TO CHEKTaKIb, HAYWHABIIUICS B
8 Beuepa, 3aKaHYMBAJICS B MOJOBHUHE IEPBOTO, TO
€CTh JUIMJICS IPUMEPHO Ha MOJITOPA 4aca JOJblIE,
4eM 3TO OOBIKHOBEHHO ObIBAJIO (BIpPOYEM, BHHOM
TOMY HE TOJIBKO TEMIIBI, HO U 3aTAHYTHIE U3-3a J10JI-
TOM CMEHBI JIEKOpaluid aHTPAKTHI).

MHueHHUsI 0 JO3BOJIUTEILHONH CTEIEHH CBOOOIBI
JuprkEpa-uHTEpIpeTaropa pasaeawics. B ucro-
PHIO OIIEPHOI0 TeaTpa MPOCKOJIb3HYJIA, B YACTHOCTH,
nykaast mytka H. H. @urnepa (He ctout 3a0bIBath,
BOBCE He OecrmpHCTpacTHOrO — B TO Bpems PurHep
BO3MIaBsL1 onepy HapomgHoro noma, a 3Hauyurt, siB-
JISIICS IPSIMBIM KOHKYPEHTOM HOBOTO Tearpa)'.

Kputuk A. Konrsies 3adukcrpoBait octpyro 60pb-
Oy, nmpou3zomenuyi B maprepe mexay H. H. ®ur-
HEPOM, BBICTYIMBUIMM pPE3KO NPOTHB H3MEHEHUI
TEMIIOB, IPOU3BENEHHBIX TUPHKEPOM, H BO3PA3UB-
muM eMy Oparom kommoszutopa M. WM. YaiikoBckmM,
KOTOpBIA HamEéNn UX MHTEPECHBIMU (U B NajbHEH-
meM, BO BpeMs IOCTaHOBKH TeaTpoM «IInkoBoit
JlaMbD», OH CTPEMHUJICA K coTpyrHuyectBy ¢ TM]I,
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moJiiepKnBast ero mMeroy pabotsr). [lokazarensHo,
YTO B OAHOM M3 muceM K Jlamuikomy HEKOTopoe
Bpems criyctss M. M. HallkoBCKUI BBIpa)Kajl CoXka-
nenue, yro «llerp Mnbuy HE MOT YBUIETh U YCIIbI-
IIaTh 3TO MCIONHEHHUE, CTONh OJM3KOE €ro MeuTaM
u HamepeHmsiM» [12, c. 583].

Penien3enTsl He ObUTM OHO3HAYHBI B CBOMX OT-
3pIBaX O MaHepe AWpIkupoBaHus M. A. buxrepa,
KOHCTaTupys Kak ys3BUMBIE €€ CTOPOHBI, TaK U J0-
ctourcTBa. OHON M3 HECOMHEHHBIX 3aCiyT IUpPH-
*KEpa TPHU3HABAJIOCH CBEXKEE, TOJHOE OTTEHKOB U
TOHKUX HIOAHCOB, 0e3yrpedHo npodeccroHambHoe
3By4aHMe opkecTpa. «Bcé oTnenano 1o Menodei, Ha
BCE HaJIOXKEHA MM CBOSI OKpacka; BCE ycTapeBlIee 3a-
TYIIEBaHO, CIVIAKEHO, M, HA00OPOT, BBIJIEIIEHO MHO-
TO TaKUX KpacoT, KoTopbie B “OHernHe” He 3ameda-
JINCHY, — MUCAN KPUTHK «BeuepHero BpemeHm» (IHT.
mo: [7, c¢. 315]). Ho ormeuan nanee: «B morone 3a
HOBBIMH KpacKkaMH U OTT€HKaMH T. buxtep, k coxa-
JICHWIO, BIIAJAET ¥ B KPAMHOCTH, JOIMyCKas H3MEHe-
HUe U ucnpasieHue YaiikoBckoro» [Tam xe]. Cxo-
’)Kee MHEeHHUe BbIcKasbiBasl B. Konomuiinos, ropops
0 ToM, uTO bruxtepy Bo MHOTOM yJanach Uaes «BBI-
WTH W3 MPHUBBIYHOTO M OKOCTEHENIOTO, HO OTHIOIb
HE XydoKecTBEHHOTro Tpadapera» [9], ocMbiciuB
M OXHMBHB KOHTPACTaMU KaK TEMBI, TaK U OTTEHKH
IUHAMUKA. VI, HECMOTpA Ha TO, OTMEYall KPHUTHUK,
YTO B CBOEM YBJIICUEHHH OH JOXOAWI JI0 «H3ITHIITHUX
MIPEYBETMUEHHOCTE», 3TO «Oea HeCyIeCTBEHHAD
JUTS TIEPBOTO TPEACTABICHUS, Belb B JaJbHEHIIEM
KpPaifHOCTH MOTYT M JJOJKHBI CIJIAANTHCS.

CBexxee, HE CKOBAaHHOE PYTHHOW TPaJHUIIH TPO-
YTEHHE OTIEPHOTO TEKCTa — 3Ta IeJb U peKuccepa
Jlammiikoro u mupmxépa buxrtepa Obuta obmiei. 1
BPSII JTH MOYKHO CYECTH CIIPABEIIMBON TOUKY 3PSHUS
H. boromo6oBa, B Te Toms! pexuccépa Ummeparop-
CKOro MapHuMHCKOTO Tearpa, YTBEPXKAABIIEro, 4To
«OTBSTHEHHBIN CBOEH (haHTazmuel buxrep yBiI€K Tpes-
BOro JIanuikoro Ha COBEPIICHHO JIOKHBINA MyTh» [4,
c. 217]. Hamporus, ciemyst CBOMM YETKO CHoOpMyIU-
POBaHHBIM 33Ja4aM, PEXKUCCED LIEN Ha BIIOIHE CO3HA-
TENBHBIN PUCK, aHTAXKUPYS IUPYKEpa-1edioTanTa.

HNmenno Jlanuukuii oHUM U3 MEPBBIX B pyc-
CKOM OIIEpHOM TeaTpe OCO3HAlI OTPOMHYIO BaXK-
HOCTh TBOPYECKOTO COAPYKECTBA, KOOPAMHALINU
YCUIIMM ONEpHBIX pexuccépa u aupuwxépa. B ero
MOHMMAaHUN OHU KaK «JBa EAMHOMBIIIICHHHUKAY,
«1Ba TIIABHOKOMAaHIYIOMIMX» B XOJ€ MOATOTOBKH
CHEKTAaKIISI ObUIN «00sI3aHBI OBITH JIMIIOM ‘‘€IUHBIM
1 HEpas3JelIbHBIM ) («HU OTHA JEKOPAITUs, — IHCAT
Jlanmukwii, — He HOMKHA OBITH yTBEpXkKaAeHa Oe3 Be-
moma aupmképa»! [11, m. 6]). Emy HyXeH Obl1 He

MIPOCTO MEPBOKIIACCHBII MY3bIKaHT, HO €MHOMBIIII-
JICHHUK, TAKOH ke cMelblil HoBarop. B buxrepe oH
pasmIsiIen copaTHHKA 10 00phOe ¢ «OTepHOH PyTH-
HOI1», YKOPEHHMBIIUMHUCS IITAMIaMH WCIOJTHEHHUS,
— ¥ B 3TOM HE OImunoOCs.

ITo Bocnomunanusam JleBuka, B Ka4€CTBE CBOETO
TBOPYECKOTO Kpeno bruxrep n3bpain BhICKa3bIBaHHE
¢dunocoda-cormanucra I1. XK. I[Ipynona o kapTuHax
Kyp03, cX0XHX 10 CBOCH TOYHOCTU OTOOpAKECHHUS
PEaNbHOCTH C «aareppoTHnom»: «OcTaHOBHTECH
Ha MUHYTY Ha 3TOM peaju3Me, CTOIb OOBIIEHHOM
I10 BHEITHOCTH, ¥ BCKOPE BBI TOYYBCTBYETE, UTO MO
OOBIZICHHOCTBIO KpOeTcs IIyOokash HabIomaTenh-
HOCTb, COCTAaBJISIONIAsA, 10 MOEMY MHEHHIO, TJIaB-
HYIO CYIIIHOCTh UCKyccTBa®» (IuT. mo: [12, ¢. 586]).
MupoBo33penue buxrepa, €ro B3misiL Ha HCKYCCTBO
3By4aJlM B YHUCOH ¢ nouckamu Jlanunkoro. M tax
e, KaK U HOBaTopckue mowcku Jlamuikoro B 00-
JIACTU OIIEPHOM PEXUCCYpPBI, UCKaHMsI buxTepa BbI-
3bIBAJIM OypHBIE TUCKYCCHU HA CTPAHUIAX MEYaTH.

OxuBnéHHoe ob6cyxaenne aupmwképa TM/]
MIPOAOIDKIIIOCH W TIOCJE BBIXOJA APYTUX CIIEKTa-
KJIEH 1ozt ero ynpasiieHneM — «bopuca I'ogyHoBay,
«Cagxoy, «Caerypoukm». CBoeoOpa3re My3bIKalb-
HOTO MbINIIeHUs] buxTepa HEBO3MOXXHO OBLIO MPoO-
WTHOPHUPOBATH, OTPUHYTh. bopschk co «mTammom»,
TUPKEP BCTyHall B CBOSOOPa3HYIO MOJEMHKY CO
CIIOKMBIIMMHUCS TPAAUIHUAMHA HCIIONHEHHUS OIep
I1. HaiikoBckoro, H. Pumckoro-Kopcakosa, M. My-
coprckoro. Hapyrmienne KaHOHOB OBUIO OOBSBIIC-
HO «BaHganMM3MoM» (Tak oto3Baics b. Acadbes o
«CHerypouke»®).

Bcnen 3a «EBrennem OHernHbpIM», buxTep moa-
roroswi B TM/I «bopuca I'onynosa» M. Mycopr-
CKOTO (3THM CIEKTaKJeM TeaTrp OTKPBUT 1 OKTAOps
1913 roma cBoii BTopoii ce30H). OTKINKH MPECCHI
OBUTH TTPOTHBOPEYMBHI, TIOCTAHOBKA SIBHO BBHI3BIBA-
Jla y pEleH3EHTOB CMEIIaHHbIe YyBCTBA, — U B TOM,
YTO KacaJloCh PeXUCCEPCKOH paboThl Jlanuikoro u,
0COOEHHO, B TOM, YTO OTHOCHJIOCH K MY3BIKAaJTbHOMN
nHTepnperaunu buxrepa. Kak u npexne, ormeva-
71 OJIaropoJICTBO M IUTACTHYHOCTh 3ByYaHHsI OpKe-
CTpa, CTPOHHOCTH aHCaMOJIsI, THOKOCTh U TOHKOCTD
ncnoiaHeHud. «Bcsi MHOTOrOMI0Cast apMus TOTYHHS-
€TCsl MAJICUIITNM U3rH0aM MBICIIH CBOET0 PyKOBOIHU-
Tessl, OTYENIMBO IIepeaaBas Bce ero Hamepenus. Ho
3TH HaMEpPEeHUS... MOAYAC SBIIAIOTCA CIIOPHBIMID
[8, c. 788]. BuoBp, Kak u B ciyuae ¢ «EBrenmem
OHervHBIMY», UANa30H KPUTHIECKUX OLIEHOK OKa-
3aJICs MHUPOK, — OT XJIECTKOTO AMHUTETA «MY3bIKalIb-
Hele 6e300pasus», gqannoro B. Kaparsiruasim?, 1o
Kyaa Oosee crep:kaHHOU, MPUMHPSIONIEH TO3UINN
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N. Kuopozosckoro. «O4eBUAHO, MY3BIKaJIbHOE
MBIIUIEHHE T. buxTepa pe3ko ominyaercs OT 00-
HIETPUHATOT0, — yTBepKAan KHOpo3oBckuii, — HO
3TH JIOTHYECKHe abeppanuy MPUXOTUTCS MPHHATH
KaK HEYTO HepasJelIbHOE C MY3bIKAJIbHOW WHAWBH-
IyaJIbHOCTBIO I. buxTepa, npes KoTopoi, BIIpoYeEM,
MIPEKJIOHSIOTCS TaXe €ro O)KeCTOUYEHHBIE MPOTHB-
HUKH. Xy[O’)KHUKH TaKOTO paHra, kak r. buxrep, cu-
JIOKO0 CBOETO TaJaHTa MPUOOPETAIOT MPaBO Ha TaKue
BOJILHOCTH Y TIPEUMYIIIECTBA, KaKHe HE PEIOCTaB-
JICHBI PAIOBBIM MYy3bIKaHTam» [8, c. 788].

HenpustHo NOpakE€HHBIA BOJBHOCTBIO JIUPU-
*KEpa-HOBATOpa, Pa3PyIIAIOUIETO KOHCEPBAaTHBHBIC
ycrou, A. A. beHnya Bc€ ke oka3aJics o-cBoeMy 3ada-
pOBaH «KoJIIOBaHMEM» buxtepa («...9TO MyduTEIh-
CTBO TIOYTEHHEE U MPHUATHEE, HeXKelu O(QUIHaIbHOe
Onaronomyune Ka3éHHON OMepshl. 31eCh 3MUIIbCSA, HO
U pagyeuscs. B wacTHOCTH, OpKeCTp 3BYYUT YIUBH-
TEJIbHO, U MHOTHE “‘MHCTPYMEHTAJIbHbBIE OTKPHITHS
Buxrtepa MoxHO OBl 3adUKCHPOBATh, MPUHATH 32
“mpasmisHOE uTeHUE » [3, . 4.]). B cBotO odepens
u B. I'. Kaparbirun npusnasaiicst JIeBuky, 4o ero pe-
neH3un o bruxrepe «BeIIAAENN OBI MHAYE, €CITH OB
OH WX THCAJI «IIOJl HEeTOCPEICTBEHHBIM BIIEUaTIIe-
HHEM OT ATOTO KOJIYHa)», IOTOMY YTO «CITyIIaTels
BCEI/Ia IOKOPSIET COBEpIIEHHAs yOeTUTeIbHOCTD HC-
MIOJTHEHUS», U TOIBKO TIOTOM, IO 3PEJIOM Pa3MBIIII-
JieHnn OOHapyKHBaellb CBOCBOIME» (IMUT. 1O: [12,
c. 585]). DToro «cBoeBONMA», ITOTO HAMEPEHHOTO
BBIXO/Ia 32 OKOCTEHEBIINE PAMKH COBPEMEHHHUKH HE
npowaiy HU buxrepy, Hu Jlamunkomy.

[Tocne mocraHoBKM «CHETYpOYKH» TBOpUE-
CKasi aKkTUBHOCTh buxrepa B Tearpe HaYMHAET OIIy-
TUMO CHUXaThcs. B suBape u ¢despasie 1915 roma
O] €T0 PYKOBOJICTBOM Pa3y4HBAIOTCS M BBITyCKa-
IOTCS JINIIH J1BE€ HEOOJBIINE OAHOAKTHBIE OMEPHI —
«Cectpa bearpuca» A. JlaBunosa n «Maamyasenb
Oudwn» L. Kron, a nanee cieayeT T0JITHI IEpEPHIB.

B nexabpe 1915 roma TMJI mokazan «Ilym-
KHHCKHH CIIEKTaKJIb» — ObUTHM moctaBieHsl «llup
BO BpeMsa uymbl» L. Krom m «KaMeHHBII rocTh»
A. Hapromepkckoro. Ha mpembepe muprxupoBai

M. buxrep, 310 OBUIH €T0 MOCIeIHNE BRICTYIUICHUS
B Tearpe; BCKOPE OH MOKUHET «My3BIKaIbHYIO Ipa-
My» U — KaK BBIACHUTCS ITO3XKE — OTIEPHOE AUPHKH-
pOBaHUE B IIETIOM.

Togbl, mpoBen€HHBIE 32 AUPHKEPCKUM MYJb-
ToM B Tearpe W. Jlanuikoro, nmo3sonuinu buxrepy
JIOBECTH JIO BBICOKOH cTereHH npodeccuoHain3ma
TUPMKEPCKAE HABBIKA, OTTOYNUTH COOCTBEHHBIN,
YHUKaJIbHBI CTHIIb, KOTOPBIH, B KOHEYHOM HTOTE,
ObL1 onieHéH kpuTuKoi. «Ilopa, ofHaKO, IPU3HATE,
910 buxrep — My3BIKaHT UCKIIOUYUTEIHHO OnapéH-
HBIM, TOHKO OIIYIIAIOUIUH KpacoTy U Oe33aBETHO
npenanHbii uckyccTBy. IlycTe He Bcerna npuemie-
MBI JIJIs1 HAIlIETo BKyca M3JI00JICHHbIE UM 3a/1epKa-
HUS PUTMA M TEMIIA... HO BO BCEX €r0 CTPAHHOCTSIX
CKa3bIBaeTCA HaTypa OOJBIIOTO XY/I0KHUKA, YMEIO-
IIeT0 HAaXOAWThH e HEeMO3HAHHbIE Yaphl B MapTH-
Typax, IOPYYEHHBIX €0 AUPMKEPCKUM ITOTIEeUEHH-
SIM», — ITACAJ B CTaThe O «IIYIIKWHCKOM CIIEKTaKIIe»
kputHK E. bpayno [5, c. 47].

[lepexuB He pa3 3a Bpems paboThl B My3bIKaIb-
HOW JIpaMe BCEBO3MOXKHBIE HAIMAIKH CO CTOPOHBI
Mpecchl, mocie yxoma u3 tearpa (1916) Muxaunn
buxrtep Gonpiie He MPOSBISIT TUPHKEPCKAX aMOu-
1M, BO3BPATUBIINCH K KaMEPHOMY MY3HIIMPOBa-
Huto. JKM3Hb €ro okasajach HEpa3phIBHO CBS3aHA
¢ Ilerporpagom (a 3atem u JleHWHTpamgoM), 37eCh
OH JIOJTHE TOABI MpemnojaBai, ObUT MPodeccopoM
KOHCEPBAaTOPHWH I10 KJIACCy KAaMEPHOTO MEHUs, 3/1eCh
€My CY>KIEHO OBUIO MEPEKHUTH OJIOKATY.

Uro xe no Tearpa Mys3bikanbHON apamsl M. Jla-
MMUIKOTO, TO OH IPOJOJDKAT BBIMYCKATh CHEKTAKIN
BIDIOTH 110 stHBaps 1919 roma, xorma B ayxe HOCIe-
HBIX TIpeoOpa3oBaHUii TOTO BPEMEHH ObLT JUPEKTHB-
HO CIUT C Tpymnmnou Tearpa HapomHoro poma, 4rto
(baKTUYECKH TIOJIOKUIIO KOHEIl €r0 CyIIECTBOBAHHMIO.
Omnaxko TM/] cyxneHo ObIJIO OCTaBUTH CBOM ClIEN B
WICTOPHH KaK OTHOMY U3 TIEPBBIX aBTOPCKUX OTIEPHBIX
TeaTpoB, KOTOPBIN B CBOMX CMEJIBIX M HE BCET/IA OLle-
HEHHBIX IO JOCTOMHCTBY AKCIEPHMEHTaX — U JaXe B
CBOMX JEP3KHX 3a0ITyIEHNIX — BO MHOTOM MPeIBOC-
XHUTHJI JaJibHEHIIIee pa3BUTHE ONIEPHOTO HCKYCCTBA.

< MPUMEYAHUA (<

' B mepBoM aHTpaKkTe TEHEPalbHOH pErNeTUINH

«EBrenust Oneruna» durHep noaomeén K AUPUKEPCKO-
My NyABTY U, B3ISIHYB Ha MapTUTYPy, TPOMKO CKa3all:
«I'm, 310 netictBuTenbHO “EBrennii OHerun’»!

2 C. 10. JleBuK OPHBOAMT LHUTATy W3 KHHUTH
I1. XK. IIpynona «MckyccTBO, ero OCHOBaHHE M 00IIe-

crBenHoe HaszHaueHue» (CIIO0., 1895, B mepes. AH. Dé-
JIOpOBa).

3 Urope ['me6oB. CHerypouka B My3bIKanbHOH Apa-
Mme // My3sbika. M., 1914. Ne 197. C. 538-5309.

4 Kapatpirua B. I My3bikanpHas apama // AOIOH.
1913. Ne 8. C. 67-T71.
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MNocud Aannukuii 1 Muxana buxrep — Kk ucropmmu
TBOP4Y€ECKOro COApY>KeCcTBa pexxmccépa u Aupmvxépa

12 nexabpst 1912 ropa nocranoskoit «EBrenust Oneruna» I1. YaiikoBckoro B IlerepOypre orkpbuicst Teatp My3bl-
KanpHOU apambl. Ero cosnarens, pexuccép Mocud Jlanmuxuii Bunen TM/] nnangapmMoM ist oniepHOM pedopMBl,
MIPOCTPAHCTBOM TBOPUECKUX IKCIIEPUMEHTOB U HOBALIUH, 3aTParuBalOIIUX BCE AIEMEHTHI ClIeKTakIs. MneansHoro amst
ceOsl CIIOJBIKHUKA M eJMHOMBINIIeHHHKa Jlanuikuit Hameén B e Muxamna buxrepa, Mosionoro BeirmyckHuka [le-
TepOypPrcKoi KOHCEPBATOPUH, CTABILIETO My3bIKaJIbHBIM PYKOBOAUTEIIEM TeaTpa.

OcHoBHOW 3anaueil B pabore ¢ aprucramu Tearpa Jlanuukuii n buxrep BHAEIH JOCTHKEHUE OCMBICICHHOCTH
NIeHUs], CLIeHn4ecKol nocToBepHOoCTU. Kak My3bIkanbHbIN pykoBoauTens buxrep ¢ nogaun Jlanunkoro npoBoauI NOA-
pOOHY0 HHIMBHIYAIbHYIO paboTy He ToNbKO ¢ conrctamu TM/I, HO U apTicTamu Xopa.

ITo oT3BIBAM COBPEMEHHHKOB, IUpMXEPCKoe nmpoureHne M. buxrepa oTiMyanock BBHICOKOH CTENEHBIO CBOOO-
Ibl B 00JacCTH TEMIIOpUTMA, OOMJIMEM HEOXKHIIAaHHBIX aKIIEHTOB M HioaHCOB. HoBaropckue, OTXOAsAIIME OT Tpaju-
nuu TpaktoBku «EBrenus Oneruna» I1. 1. YaiikoBckoro, «bopuca I'omynosa» M. II. Mycoprckoro, «CHErypouxm»
H. A. Pumckoro-KopcakoBa BbI3Bany HeMajo 0>KUBIEHHBIX JUCKYCCHH B II€4aTH U MIOCTABUIIN MEPE ONEPHOI KPpUTH-
KOW TOTO BPEMEHH BOIIPOC O JIOIIYCTHMOM CTENEeHH CBOOO/IbI XyJO)KHUKA-HHTEPIIPETATOpa.

OO0bsBnennas Jlanuikum u buxrepom «00pbda ¢ pyTHHON», ¢ YKOPEHUBIIMMHUCS UCTIOTHUTEIBCKUMHE [ITAMIIAMH
MOCITY’KWJIa OTHUM M3 KaTajJu3aTopoB OOHOBIICHHSI OLIEPHOTO HCKYCCTBA.

Knrouessie cnoa: M. M. Jlanunxkuii, M. A. buxrtep, onepa, TeaTp My3bIKaJIbHON IpaMbl, My3bIKaJIbHasi HHTEPIIPE-
TaIysl, ONIEPHOE TUPUKUPOBAHUE.

losif Lapitsky and Mikhail Bikhter — Concerning the Story
of Artistic Cooperation of the Opera Producer and the Conductor

On December 12, 1912 the Theater of Musical Drama opened up in St. Petersburg with a production of Piotr
Tchaikovsky’s “Eugene Onegin.” Its creator, producer losif Lapitsky viewed the Theater of Musical Drama as a
foothold for opera reform, a space for artistic experiments and innovations, touching upon all the elements of the
theatrical performance. Lapitsky found for himself an ideal supporter and associate in Mikhail Bikhter, a young
graduate of the St. Petersburg Conservatory, who became the musical director of the theater.

Lapitsky and Bikhter saw the main goal of their work with the artists of the theater as the achievement of
meaningfulness of singing and scenic authenticity. At his job as musical director Bikhter, following Lapitsky’s advice,
carried out scrupulous individual coaching not only for the soloists of the Theater of Musical Drama, but also with the
choral singers.

According to his contemporaries, Bikhter’s rendition of the musical repertoire as a conductor was distinguished by
its high level of freedom in terms of tempo and rhythm and an abundance of unusual accents and nuances. The innovative
ideas, countering the traditions of interpretations of Piotr Tchaikovsky’s “Eugene Onegin,” Modest Mussorgsky’s
“Boris Godunov” and Nikolai Rimsky-Korsakov’s “The Snow Maiden” aroused plenty of lively debates in the press
and posed before the opera critics of that time the question of the permissible level of freedom for the artist-interpreter.

In various ways, the “battle against the routine” declared by Lapitsky and Bikhter, their struggle against the
engrained performance clichés, served as one of the catalyst elements of renewal of the operatic genre.

Keywords: I.M. Lapitsky, M.A. Bikhter, opera, Theater of Musical Drama, musical interpretation, opera conducting.
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