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NMOHATUE UHTOHALIMM B MOAUDOHUYECKOU MY3bIKE

oHsATHE «/HTOHAIWIS» — OTHO M3 KITFOYEBBIX
B COBPEMEHHOM MY3bIKO3HaHUH. VHTOHa-
Ul CcTala JOCTOSHHEM HEMajoro 4Yucia
¢dbynnamentanpHeix uccienoBanuii (b. Acadbesa,
B. Bacunoii-Ipoccman, H. I'epacumosoii-Ilepcun-
ckoit, 1. ﬁnpaHeKa, B. Menymesckoro, B. Xonoro-
BOM W 7p.), a TaKXkKe CHEUHUATU3NPOBAHHBIX MY3bI-
KaJbHBIX CIIOBaped W CIpaBOYHUKOB [2; 3; 10-12],
Bioyass WHTepHer-m3ganus. B HUX HHTOHauuA
OTIpEJIeIIACTCS OUeHh MHOTO00pa3Ho. OHa U3 Tpak-
TOBOK BBITEKAET M3 KOHIETMU HHTOHAImu b. Aca-
(hpeBa. Beigaromuiicst poccHiCKuil YIEHBI OTHIOND
He OBUI TPUBEP)KEHIIEM pa3 W HaBCErna 3aJaHHOMN
akcroMsl. Ero numdoBka TepMuHa, TBIKEHHAE U 9BO-
JIFOIMSA MBICITH 3alleyaTieNich B JTOBOJBHO Pa3HbBIX
BBICKa3bIBaHUSIX 00 wHTOHArmu. Clemysl CeMaHTH-
YeCKU-KYJIBTYpoJIoruaeckoMy mogxony Acadbesa,
MHTOHAIMIO TIPAaBOMEPHO OTPENETHUTh KaK HAUMEHb-
wuli 06pasHo-cMule080U nemenm myzviku. Kak oc-
HOBOIIOJIAraroIiye MpU3HaKd, B HEM 3asBIICHBI MPH-
HaJUISKHOCTh MHTOHAIIUH K COJlepIKaTeNbHOU cdepe
MY3BIKH ¥ OIPE/IEeIEHHAs MAaCIITAOHOCTD — 3TO MaJtas
(xparkas) equauIa. [lomyduBiiee pacnpocTpaHeHne
B POCCHIHCKOM MY3BIKO3HAHWH, TaKO€ MOHMMaHHE
CTaHET OTIPABHOM TOYKOM TAHHOTO MaTepuraa’.
[Nonstiie MHTOHAIMM Kak y camoro Acadbesa,
TaK M y €ro MOCIIeIOBaTeNie HaXOANUTCS B Pa3BUTHH.
OmvH U3 acrieKTOB TAKOTO YIIyOJeHHs B MOHSITHE —
MOCTM)KEHNE UHTOHAIIMH B TIONM(DOHIMIECKOW TKaHH.
[Momudonust 3acTaBmsieT BEPHYTHCS K BOIIPOCY O TOM,
KaK Mamepuanuzyemcs, 36yK080 «08eujeCmensiemcsy
unmoHayus 8 Mmy3vike. PaccMarpuBas 3TOT BOMpPOC,
MIPEANPUMEM K MHTOHAIIMH HECKOIBKO TTOAXO/OB.
[lepBriii TIOAXOH — cmpykmypHwlil. B ero pam-
Kax HeoOXOIMMO yTOYHHTH, KaK 3BYKOBO CTPYKTY-
pHpyercsi MUHTOHANUS B MOIU(OHUH. 31eCh CleayeT
YUUTHIBATh TAKYIO CIICIU(UKY TOIU(POHHUH, KaK TOK
9HEepruu, OecIpephIBHOE CTAHOBIECHHE MY3BIKab-
HOW MBICIIH, ByaJJUPOBAaHUE LE3yp. JTO KauecTBO
noM(OHNYECKOW TKaHU OTIM4YaeT e€ oT roMo(oH-
HO-TapMOHHUYECKOM, /1€ APYKHbIE, ICHO U OAHO3HAY-

! TlogpobOHee 0 CBOMCTBAX MY3bIKAILHON HHTOHAIHH CM.

HO 00O3HauaeMble BCEMH TOJIOCAMH ILIE3ypPHI YETKO
oopMIISIIOT 00010 MOTHBEI U (hpaskl — MaTepHAIIb-
HBbIE CTPYKTYPBI HICAITBHBIX CMBICJIOB MHTOHAITUH.
B nonmudonnn ecTecTBEHHO IUTENHFHOE CTaHOBJIE-
HUe 0e3 WICHEHHS Ha COOTBETCTBYIOIIME WHTOHA-
UM CTPYKTypHBIE eauHUIBL. [Ipu 3TOM clioBec-
HBIA TEKCT B BOKAIBHBIX MIPOU3BEACHUAX HE BCETAA
crocoOeH 00pa30BBIBAaTh 3BYKOBBIE CTPYKTYPHI, KaK
3TO MPOUCXOJTUT, HAITpUMeED, B Hadase Mecchl «Notre
Dame» I'. ne Maiuio, rae Bce rosioca JIoJiro pacrena-
0T TIOCTIETHUMN CIIOT CIIOBA kyrie, a TPaHUIIBI MEXKIY
MOTEHIIMAIBHBIMA MOTHBAMH U (Ppa3aMu CTHPAFOTCS
(mpumep Ne 1). Uto ke B TaKOM CIIydae MOXKHO CUH-
TaTh 3BYKOBBIM DKBUBAJICHTOM JIAKOHUYHOHN CMBICIIO-
BOM euHMIIBI? OTBET BUANTCS TAKKM: B IOTU(DOHUN
MTOBBIIIACTCS 3HAYUMOCTh JTUHAMHYCCKHUX SHEPTHI
[0 CPaBHEHHWIO C TOPMO3SIIMMH, APXUTCKTOHHYE-
CKHMH, TTO3TOMY MY3BIKaJIbHAS HHTOHAIHSI He 00s13a-
TEJIHHO KPUCTAIUIM3YETCS JIAMUIAPHBIMH MOTHUBAMH
i ppazamu, U1 He€ BIIOIHE €CTECTBEHHBI U Ooiee
Pa3MBITHIC 3BYKOBEIC OUCpTaHUSI.

Hpyroil moaxox K BONPOCY O 3BYKOBOM «OBe-
IIECTBIICHUM» MY3bIKaJIbHOH MHTOHALIUU — hakmyp-
Hbll. XOpOIIO W3BECTHO, YTO JOBOJBHO YacTO 3BY-
KOBOE «OJICSTHIC) MHTOHAIINN MY3bIKAaHTHI HAXOIST B
MEJIOJIUH U OTOXKICCTBIISIOT HHTOHAIUIO C (pparMeH-
ToM Menoanu. COMMKEeHrEe U B3aUMO3aMEHSIEMOCTh
TTOHSITUN HAOITFOMACTCS HE TOJBKO B KUBOU MPAKTHKE
o0IIeHnsT My3bIKaHTOB. To ke, (GaKTUIeCKH, MOPOH
JIeNlaeT v HayqHas MbIcib. Y M. ApaHoBckoro, B. be-
noro, B. Bancnora, A. Oronesiia, B. Bacunoit-I' poc-
cman, M. Kapnsraesa, E. Hazaiikunckoro, A. Co-
xopa, H. IllaxuazapoBoii, oruactu b. Acadbesa
BCTPEYAIOTCsI [IOHUMAHUsI HHTOHAIIUM KaK (pparMeH-
Ta Menoguu. Hampumep, M. ApaHOBCKuil mwumier:
«Menonus ecTh Pa3BEPTHIBAIOMIASLCS BO BPEMEHH H
BOCIIPHHUAMAEMasi KaK JIMHHS TI0CIIEI0BATEIIEHOCTD
00bEIMHEHHBIX HMHTOHALIMOHHOM CBSI3bI0 TOHOB,
oOmazmaromasi €IWHCTBOM CTPYKTYPbl M COmepKa-
HAs» [1, ¢. 37]. 30ech yMECTHO BCIIOMHHTBH O TOM,
YTO CBOIO JIENTY B (JOPMUPOBAHUE «MEITOIIMIECKOIDY

: [4, m1. 4 «My3bIKanbHasi UHTOHALUS |.
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KOHIIENIIMY UHTOHAIIMU BHEC b. SIBOpCKuii, KOTOPHIii
OOBSICHSACT MHTOHAIMIO C TIO3UIMU TEOPUH JIaJi0-
BOTO PHTMA, KaK HAMMEHBIIYIO MEJIOAUKO-CTPYK-
TYpPHYIO €AWHHILy 3ByKOBOTO TOTOKA, MPEACTaBIs-
IOIIYI0 CO0OH «COTIOCTaBICHHE MBYX Pa3IMYHBIX
M0 TATOTEHHIO 3BYKOB (MJIM MOMEHTOB) TPUTOHHOM
cuctems [9, c. 4], a HTHTOHUPOBAaHHE — KaK «IIPHH-
IIUIT OCYIIECTBJICHUSI 3BYKOBOTO O(opMIIeHHS TpHU
nocpeacTse nHToHau [8, c. 23]. Ilpu nonnmannu
MHTOHAITUH KaK MEIOIUH MOTYEPKUBAETCS PHCYHOK
TUHUAN («BOCXOZSINAsl WHTOHALWS), «KpyKallascs
WHTOHAIUS, «CKauKOOOpa3Hasi WHTOHALIUS, «BOJI-
HOOOpasHasT WHTOHALWS»), IIOCIEI0BATEILHOCTD
MEJIOJITYECKUX MHTEPBAIOB («CEKyHIOBasi WHTOHA-
WS, «TEpLOBas MHTOHALWS», «AHTOHAIMS KBap-
TBI», «MHTOHALIUSI CEKCTHD»), JIaZOBBIE XapaKTepH-
CTHKH (YCTOH ¥ HEYCTOM).

HyxHo mpu3HaTh, 4T0 MOHNMAaHWE MHTOHAIINN
Kak )parMeHTa MeJIOANH NMEET HCTOPHUIECKHE KOP-
HU. Tak, ©3BECTHO, YTO B TPAJUIINH IPETOPUAHCKO-
T'O XOpajia MHTOHAIMEeH Ha3bIBaIN HadalbHYIO (pa-
3y MEJIOIWYECKON KOMIO3HUIHH, MOIOIIYIOCS COJIO.
B cTapuHHO My3bIKe HEKOTOPBIE HHTOHAITUHN 00pe-
JM OBOJBHO CTA0MJIBHYIO MEJOAMYECKYIO 3BYKO-
ByI0 ()OpMY H CTalld MEIOIUYECKUMH (popmynamu
(«uHTOHAIHUS [amentoy, «IPU3BIBHASI HHTOHAITU,
«BOTIPOCUTENbHAS WHTOHAIMS; PHUTOPUUYECKUE
burypsl anabasis, catabasis, circulatio, passus
duriusculus n np.). He Oymem, omHako, 3a0bIBaTh,
YTO JUISI MHTOHAIIMHM OJHOTOJIOCHE — BO3MOXKHBIN
BU/JI, KaK IIPaBUJIO, B OJHOTOJIOCHOM TKaHu. B MHO-
TOTOJIOCHH K€ MHTOHAIMA OXBAaThIBA€T BECh KOM-
IUIEKC BBIPA3UTEIBHBIX JJIEMEHTOB, KaK CYHATAIOT
A. Nupanek, JI. Masens, C. Ckpe6koB, A. Cuxpa.
Kak cnpaBennuBo ormeuaet B. MenymieBckuil, «Hu
OJIHO U3 SIBJICHUI aHAJTUTUYECKOM OpraHnu3aluu My-
3BIKH [MHTEpBaJ, J1aj, akkopa, puT™ u T. 1. — JI. K.]
HE [IPaBOMEPHO OTOXKIECTBIATh ¢ MHTOHauuei. Ho
KaX/I0€ W3 HUX CTaHOBHUTCS CTOPOHOW MHTOHAIIW-
OHHOW (GOpPMEL...» [5, c. 67]. DTO MoONOXKEHHE HE
WCKJTFOYAeT BOBMOKHOCTH TOTO, YTO KaKOH-TH00 13
KOMITOHEHTOB CIIOCOOEH 10 CTETIeHH Xy 0KECTBEH-
HOW 3HAYMMOCTH TPEBAJIMPOBATH HAA IPYTHMH,
HE HCKJIto4as uX. B Takoil posin MOXXET 0Ka3aTbcs
Menomusi (mpu  HEHTpaIbHO-(OHOBOM aKKOMIIa-
HEMEHTE B MHOTOTOJIOCHH), TapMOHHUS (CKaXeM,
«MMEHHas») " T. A. JJOMyCTUMBIMH B CBSI3U C 3TUM
OKa3bIBAIOTCA MPOU3BOIHBIE OT 0A3MCHOTO TOHATHUS
«rembponaToHamsa» (C. CIOHMMCKHIA), «TrapMo-
Hudeckass naToHarus» (FO. Kpemnés), «putmonn-
TOHALUS» W «UHTOHAIWMS IWHAMHUKA U apTHKYIS-
um» (FO. XomomoB) u ap.

be3yciioBHO, B MHOTOT'OJIOCHON My3bIKaJIbHOU
TKaHU TpoliemMa MHTOHAIMH ycioxHseTcs. CBon
TPYAHOCTH HaXOXAEHUS U aTpHOyTUPOBAHUS HHTO-
HaIUU TauT B ceOe nmosudonus. Yto B Helt cuuTarh
3BYKOBOH ()OPMOII MHTOHAIIMH — IJIaBHBIH BOIPOC,
MMEIOINH KaK MPaKTHIeCKOe, TaK M TEOPETUUYECKOE
3HAYEHUE.

[loMO4Yb OTBETHTH HA HETO MOXKET MOHATHE IO-
mudonnu. Kak n3BectHO, monudoHUs — «BHJ MHO-
TOTOJIOCHS ... IPEACTABIIIONINN COOOI0 COUETaHUE B
OJHOBPEMEHHOM 3BYyYaHHH JBYX U 00JI€€ MEIIOHI»
[7, c. 432]. Ho 49TO Tip 3TOM TIPOUCXOAMUT B MHTO-
HupoBaHuu? OTBET Ha 3TOT BOIPOC MOACKA3bIBAET
TUIIOJIOTUS TONMM(OHNH, B YaCTHOCTH, OCHOBHBIC
TEeMaTH4eCKUE BHUIBI TMOMM(DOHUU: UMHUTAIMOHHAS,
MTOArOJIOCOYHAS ¥ HEMMHUTAIMOHHAs (KOHTPACTHAs).

B umumayuonnoi nonudonny 3ananHasi OxHAM
TOJIOCOM MY3bIKaJIbHAs MHTOHAIMSA TOSBISETCS B
npyrux rojmocax. [Ipu aTom nHTOHAIMS (HATOMHUM:
HauMEHbINasi CMBICIOBAsl €IWHHUIA) BOCIIPOM3BO-
JIUTCS KaK TIOCTOSHHO BapbHPYeMbIii (hparMeHT me-
JIOJNH, TEMOHCTPHUPYS TaKOoe Ka4eCcTBO, KaK IMOJH-
MOP(HOCTH — MHOYKECTBEHHOCTh 3ByKOBBIX BEPCHUI
OJTHOTO CMBICJIOBOTO siipa. MIHTOHAIMs JTaKOHMYHA,
cBEpHyTa, PopMyibHA. Bapbupys 3ByKoByI0 hopmy,
OHa MOKET OXBaTHTh OONbBIITNE BpEMEHHbIE 00HEMBI
(BIUIOTH A0 IETTOCTHOTO MY3BIKAJIbHOTO IPOU3BEe-
HUS) ¥ TEM CaMBIM ITPHOOPECTH CTATYC «TE€HEepaH-
3ytomiei» naToHanuu (B. MenymeBckuit).

Ecnu oneHnBath pesyisTaTr AEUCTBUS «T€HEpa-
JU3YIOIIEH» MHTOHALIMU, TO CIEAyeT CKa3arb, YTO
Ha OCHOBE OJHOW WHTOHAIIMH BO3HHUKAET UHMOHA-
YUOHHOe nojle, BBIIEP)KMBAEMOE HA IMPOTSHKEHUHU
KPYTIHOTO IOCTPOEHHUS MITH JIaXKe IIETOCTHOM My3bI-
KaJbpHOH (opmel. B xope Benedictus Opmnano Jlac-
CO BapHWAIMOHHBIC MPEe0oOpa3OBaHUS OMHONH W TOU
K€ MHTOHALUU TIOPOXKIAIOT MEJIOAUYECKHI Ipo-
(nIp KaXXII0M M3 XOPOBBIX MApTHUH W MEpenaroTcs
u3 rojoca B rosoc (mpumep Ne 2).

Kapruna ycioxuserca B TOM ciiy4dae, €Clii My-
3BIKAJIFHYI0O TEMy COCTaBISIET HE OfiHA, a Tocye-
JIOBaHWE JBYX WM Ooliee WHTOHALMI M 00pa3yer-
cs1 nonuunmonayuonnoe none. B ¢yre W. C. baxa
g moll n3 I Toma «XopoIIo TeMIIeprUpPOBAHHOTO KJTa-
BHpa» JIMHEHHO W UMHUTAIIOHHO BapbUPYETCS KOM-
IUIEKC M3 JIByX MHTOHAIMNA: OOBEAMHSIOTCS B OIHY
(pazy wim pa3BUBAIOTCS MMOPO3Hb BBIPA3UTEIHHBIN
JIMPUKO-MEJIOANYECKUN U ABUraTeIbHbIA MOTHBBI
(mpumep Ne 3). B pyre na uetnipe ronoca C. llleiinra
TaKUX UHTOHAUMN TPU: MPU3bIBHBIN J0NTO AJISIIUN-
Csl 3BYK, PEUINTENbHBIE Pa3MaIlINCThle KBAPTO-KBHH-
TOBBIC IIATH ¥ TaMMOOOpa3HEIi Oer (mpumep Ne 4).
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B nooeonocounoti nonugonuu 0gHOBPEMEHHO C
OCHOBHBIM TOJIOCOM 3By4ar apyrue. [Ipu stom equH-
CTBEHHAs! MHTOHAIMA TaK)Ke BOCIIPOM3BOIUTCS Ba-
pbupoBanHo. OnuH U3 00pa3ioB MOATOJIOCOYHOCTH
— HameB «YX BBl TOpbl BopoObEBCKME», 3anMCaHHBINA
domprmopuctkort E. D. JlmaéBoii B BopoHekckoid
ryoepanu (mpumep Ne 5). Co BpemeHeM OfHa WHTO-
HaIMs MOXKET TMOCJIEA0BATENbHO CMEHUTHCS JIPYTOM.
COOTBETCTBEHHO 3TOMY HPOMCXOAWT CMEHa OIHOTO
HMHTOHALMOHHOIO TOJSI — JIpyruM. [OpU30HTAIBHBII
BEKTOp Pa3BEPTHIBAHMS MY3bIKAJIbHOW MBICIIV TTPUBO-
T K (OPMUPOBAHUIO IIEIOCTHOTO TOJMUHTOHAIIH-
OHHOTO TIOJISI, KaK 3TO OBIIO B aHAJIOTUYHOM CITydae C
[IOCJIEZI0BAHINEM UMHUTHUPYEMbIX HHTOHAIIWH.

Haxonen, B HeumumayuonHoti i KOHTPaACTHON
noM(OHUH MBI IMEEM JIETIO C OTHOBPEMEHHBIM CO-
CYILIECTBOBaHHUEM pa3HbIX MHTOHAMH. [TonnrHTOHA-
LIMOHHOE TI0JI€ 3/IECh TBOPUTCSI TIPH TTIOMOIIN BEPTH-
KaJIbHOW KOOPIMHATHI My3bIKAJIbHOU TKaH!. FIMEHHO
3TO MPOUCXOIUT B TPEXTOIOCHON MHBEHIWH /1 moll
WN. C. baxa: HameBHas 1upU4ecKas MHTOHANWS I0-
CTOSIHHO COBMEIIAETCSI ¢ HACTOMYHMBON MEXAaHUCTHU-
yecKkHu-ABuraresibHor (mpumep Ne 6). OgHOBpEeMeH-
HOE COYETAHHWE HECKOJIBKHX WHTOHALMM — MpUéM,
HCIIONB3YyEMbI Ha CTaausaX pa3BuTHs (pazpaborka
(yru 1 COHaTHOM KOMITO3HMILIMH) U PE3YABTUPOBAHUS
(penpuza ¥ koma (yru, COHATHOH W TPEXYACTHOMH
KOMITO3HUITHH ), @ TAKXKE B IKCIIO3UITUH MHOTOTEMHOM
(yru ¢ ogHOBpeMEeHHBIM MoKa3oM TeM. OH IHpOKO
MIpUMEHSIETCS ¥ B ONEpHBIX aHcaMOIsix. Tak xe, kak
Y B AMUTALUAX WIN TOATOJIOCOYHOCTH, JIOITyCTUMO
COXpaHEHHE BEPTUKAIBHOTO KOHTPACTa C MOCIE0-
BaTeIbHBIM OOHOBIEHUEM MHTOHAIIHIA.

Cka3aHHoe 00 MHTOHAIMA B HMMHUTAI[MOHHOM,
MTOATOJIOCOYHOW W HEUMHTAIMOHHON TOIU(OHUHN
JNEHCTBUTENBHO U JUIA TAKOTO CIOKHOTO BHIA B3a-
MMOJEICTBHS TOIOCOB, KaK HOMUPOHUA NIACHOS.
Bn. IlporomonoB, o0paTuBIINK BHUMaHHE Ha 3TO
SIBJICHUE, XapaKTEPU3YET €T0 CIEAYIOIINM 00pa3om:
«Ilon “nmonudoHue IUIACTOB” pa3yMeeTcs Takoe
OJTHOBPEMEHHOE COYETaHHUE, IJIe MECTO MEJIOIui
MOTYT 3aHATH IIeJIbIe MHOTOTOJIOCHBIE, MHOTO3BYY-
HbI€ KOMIUIEKCHI, KaX/Iblii M3 KOTOPBIX 00Jamaer
XapaKTepUCTUIHOCTRION [0, ¢. 66]. MccmenoBarenn
MTOKa3bIBaeT MOMM(OHMIO TUIACTOB B oriepax M. My-
COPICKOTO, T/€ MapajuleIbHO MPOTEKAIOT DPa3HBIE
NEeHCTBHA, B OJHOBPEMEHHOCTH COCYIIECTBYIOT
pasHbIe Tpynmbl nepcoHaxei. OHa Taxke BO3HUKA-
€T ¥ B MHCTPYMEHTAJIIbHOW MY3bIKE HAIINX COBpE-
MEHHHUKOB B yCIIOBHSIX CBEPXMHOTOTOJIOCHS.

Brieuatnsiromuii o6pazen noiaudoHUN TUIACTOB
HaxoIHWM B Tibece «30pr0 OBIOT» U3 XOPOBOTO ITHK-

na «Ilymxuackmnii BeHOK» I. CBupumoBa (mpumep
Ne 7). 3mech mpyr Ha Apyra HacllauBalOTCsi Oec-
CTPaCTHO-3aCThIJIOE MPUIIYHIEHHOE XOpalbHOE
TeHue, NanéKuil MPU3BIBHBIN «TPYOHBIN CUTHATD Y
comnpaHo u MoHouor 6aca. KommosuTop Mactepcku
00BENUHSECT TPU WHTOHAIIMOHHBIX TOJS, TOOWBa-
SICh BIICUATIIAIONIETO XYIOKECTBEHHOro 3(ddekra.
Cepb&3HbIi 3ayMUYUBBIH MOHOJIOT TpUOOpETaeT
MHOTO3HAYHOCTh: 3TO W JINPHYECKOE OTKPOBEHHE
YMyZpPEHHOTO KM3HEHHBIM OIBITOM YEJIOBEKa, U3
PYK KOTOPOTO B BEUEpPHEM cyMpake «BeTxuil JlaH-
T€ BBINIA/IAET»; 3TO M )KaHPOBas 3apUCOBKA, CIIEHKA
W3 XXU3HU, B KOTOPOiIl MaJjioe JIMYHOE MPOCTPAHCTBO
MepcoHaka BIMCAHO B OONIBIIOE IPOCTPAHCTBO, HA-
MTOJTHEHHOE TO OTAAJIEHHBIM, TO MPHOIMKAIOIINMCS
LIEPKOBHBIM TIEHHEM M JOHOCSIIEHCS n3aneKka Bo-
eHHOM TpyOHOH (haHpapoii; 3T0 1 0000IIEHHO-CHUM-
BOJIMYECKOE HAMIOMUHAHUE O CMepTu (memento
mori) TIOCPEICTBOM 3BYKOBBIX 3HAKOB — MpadHOE
XOpaJbHOE TIeHHEe (CIIOBHO OTIIEBaHHUE) U TPyOHBIE
MPHU3BIBBI, BO3BEUIAIOIINE TIPUXO]] AaHTEJIOB.

TpeTuii noaxoa K BOIPOCY 0 3ByKOBOM «OBELIECT-
BJICHUI» MY3BIKAIIFHOW MHTOHAIMH — CeMaHmuue-
cKuti. 31ech Hallle BHUMAHHUE COCPEAOTOYNBAETCS Ha
cMbIcI000pa3oBanun. Kak m3BecTHO, B Moiau(oHUM
JMAJIEKTUYECKH COENUHSIOTCSA JIBE€ CHIIBL: BPEMEH-
HO€ CTaHOBJIEHHE MBICIH M €€ MPOCTPAHCTBEHHAS
opranmzanys. Eciom npu aHanmse monndoHIIeCcKoM
TKaHU TIOJIb30BAaThCA TIOHATHEM WHTOHAIMK Kak
(parmeHTa MenoauH, MBI Oy/leM IpeyBEeTMINBATH
JMHEapHOE HavYaJIo U YIIyCKaTh BEPTUKAIBHYIO KOOP-
IUHATY. MeXIly TeM UMEHHO BepTHUKalb BaKHA IS
CMBICII000pa30BaHUsl MHTOHAIIMA B UMHTAIIUM KaK
MOJIpaXKaHUH, KAHOHE, B CO3aHIN (D (PEeKTa «3X0», B
putopmdaeckor purype «dyray, s MOCTPOSHHS MO-
nenu urpsl. VIMUTaIMOHHBIE BTOPBI B KOMUYECKOM
nyate [lanmarens! u [lanareno u3 ¢punana «Bommeb-
HOH ety B. Monapra myTiuBo MmoadépKUBaroT
MOJIHOE €IMHOMBICIINE MIEPCOHAXKEN B UX CEeMEHOU
wnmwnn (pumep Ne 8). B mepBoii u3 ¢doprenu-
aHHbIX Bapuainuii Ha pycCKyl0 HAapOJHYIO IIECHIO
«Cpemu monvHBI pOBHBLD M. [IHMHKHM CBeTsas Ha-
MIEBHO-2JIETHYeCKass MHTOHAIWS OIIPEIeIsieT JKU3Hb
BCEX TOJIOCOB TPEX-YETHIPEXTOIIOCHON (aKTyphl, U
«TIAHMEJIOAN3MY YCHUIIMBACT JIMPHUYHOCTH 3TOH MYy-
3bIKH (Tpumep Ne 9).

Emgé Gonee cmoxHO ycTpOoeHA MHTOHAITUS B TEX
ClTy4asix, KOIJla HEBO3MOXKHO OTAATh MPEATIOYTEHUE
TOPU3OHTANN WK BepTHKainu. [Ipu 3ToM nHTOHAINS
BO3HHKAET B OTJEIHHO B3SATHIX IOJIOCAX U B TO K€
BpeMs €I€ ONHA «UHMOHAYUS BbICUUE2O NOPAOKA»
— B COEJMHEHUM HECKOJNbKUX NuHUM. Takoe siBie-
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Hue gacto B My3eike U. C. baxa, Tme KOHTpacTHBIC
WHTOHAITMH CKJIAJBIBAIOTCS B HOBBIA CMBICT — He-
pacTOp’KUMOE  €IUHCTBO  IPOTHUBOIIOIIOKHOCTEH,
OJTUIICTBOPSIIONICE  JUAIEKTUICCKU-TTPOTHBOPEUH-
BYIO IIEJIOCTHOCTD KaK MOJIeITb YCTpOiCcTBa ObITHS. B
TPEXTOJI0CHON UHBEHIIUY f moll BOSIHHO CLIEIUICHBI
TPU WHTOHAIIMH: MEPHO CION3AIONIMKA BHHU3 0ac C
durypoii passus duriusculus, HEpBHbIC BOIPOIIIC-
HUSL U XPOMaTHYECKU 3a0CTPEHHBIE DKCIIPECCUBHBIC
perutuku (pumep Ne 10). Tlpuxoxutcst Gpakruuecku
TOBOPUTH 00 HMEPapXHUIECKOM OOpa30BaHMHU HHTO-
HAITMOHHOTO TIOJISI C TIPOCTHIMH WHTOHAIMSIMH B Ka-
JKIIOM 3 TOJIOCOB M CIIOKHO-COCTaBHOM MHTOHAIIU-
ell, poxJarouiecs B OJHOBPEMEHHOM COEIMHEHUH
JIBYX WK 00JIee TOJI0COB.

CoobOpaxxeHHsT 0 TOMU(POHUYHOCTH KaK BaxK-
HOM CMBICIIOO0pa3yIoIeM Havajle HHTOHAIIUH BO3-
BpaIaroT HAC K HA3BaHHOMY paHee PSIy TMOHSITHIA
«TEeMOpPOMHTOHAITU», «TapMOHHYECKAs WHTOHA-
[USD», «PUTMOWHTOHAIIUSY, AHTOHAIUS JMHAMHU-
KU W apTUKYISAIUN. JlymMaeTcs, 3TOT psan ciemyeT
MpOJIOJKUTE. MIcX0Asl U3 TOrO, CKOJIb Ba)KHOW JJIA
WHTOHAIIMHA MOXKET OBITh BHYTPEHHSISI KOOPIHHAIIHS
TOJI0OCOB B MHOTOTOJIOCHH, TIPaBOMEPHO K Ha3BaH-
HBIM BHJIaM TIPUCOCITUHUTE «NOIUPOHUYECKYIO UH-
MOHAaYUIo», CyTh KOTOPOU COCTOHT B TIEPEKIIMIKAX,
COBMENICHMSIX W JPYTUX BHIAX IMPOCTPAHCTBECH-
HO-BPEMEHHON KOOPIWHAIINN TOJIOCOB.

C TOUYKM 3peHUSI CMBICIIOO0PA30BaHUS B ITOJIH-
(hoHMUYECKON MY3BIKAJIbHONW MHTOHAIIMY 3HAYNTEIIb-
HBI WHTEpPEC IS HMCCIIEAOBATEIS TMPEACTABISICT
TaKoe SIBJICHUE, KaK CKpbuimoe 2ofiocogederue. He-
PEIKO TMIPUXOIUTCS CIBIIIATE O MOSBIISIONUXCS TPH
MOJ00HBIX OOCTOSITEILCTBAX CKPBITBIX HHTOHAIIU-
X, ¥ OCOOCHHO O TAKHWX 3HAKOBBIX HMHTOHAIUSX,
Kak MoHorpamma baxa (Tipex/ie Bcero B TBOPUECTBE
3TOTO0 KOMIIO3UTOPA), HEKOTOPHIE PHUTOPHUCCKUE
¢urypsl. OnucaHHasi CUTYaIUsl POBOIUPYET MY-
3BIKOBENIa, U OH 0CO00H 100NeCThI0 cunuTaeT 0OHa-
py’XeHHe MOMOOHBIX CKPBITHIX HHTOHAINI. OMHAKO
Ha JIeJIe OHM JTaJICKO HE BCETIa MOTYT BOSHUKHYTh.

3ByKH, IUCTAHIIMPOBAHHBICE BO BPEMCHH, a
MHOIJIAa M B MpocTpaHcTBe (Onaromapst pasHbIM pe-

rUCTpaM U TeMOpam), BeAyT ceOs JOCTarodHO aB-
TOHOMHO. B HHX BO3MOXHO yCMOTPETH CKPBITYIO
TapMOHHIO, CKPBITYIO TOTU(GOHUIO, CKPBITOE JIBYX-
roJIOCHE, CKpbITOEe Tpéxromocue. Bmecre ¢ Tem
UX CXEMaTH4ecKass COBOKYITHOCTh HE IOPOXKIAcT
CBOMCTB, HEOOXOIMMBIX IS IIOJJMHHOM >KHUBOM,
BBIPA3UTENbHON HHTOHAIMH. OHU OCTAIOTCS HEKUM
3BYKOBBIM KapKacOM MHOTOTOJIOCHOTO TOJIOTHA H
HEKOTOPHIMH CBOWCTBAMH HAIIOMHHAIOT CEPHUI0 —
CKOpee JIOMyCKAIOT pallMOHAIBHOE BBIWICHCHHE
A YMO3PHUTEIHHYIO TPYNIHPOBKY, Y€M >KHBYT Kak
3BYKOBO€ €IMHCTBO, O0Jajaroriee COOCTBEHHBIMH
JKaHPOBBIMH, CTHJICBBIMHU, ICTETUICCKUMU U APYTHU-
MH depTamu. IMEHHO 3TO IPOUCXOANT B TeMax (Gyr
¢ moll, Cis dur, e moll, F dur, h moll n3 I Toma «Xo-
pomro TemmnepupoBanHoro kimasupa» M. C. baxa u
TeMaxX MHOTHX JIPYTHX €T0 MPOU3BEICHUH, a TAKKE Y
ero coBpemeHHHKOB I. ®@. Tenemana, J[. Ckapnarty,
@. Iomnmuau u np. (mpumep Ne 11). [TokazarensHo:
PUCYHOK MEJIOAWHM BpEMEHAMH HEHAJOJTO Pa3BeT-
BIISIETCSI HA CKPBITHIC TOJIOCA, HO 3TO HE MPUBOAWT K
TIOSIBJICHUIO B HEH JIAKOHWUYHBIX CTUHUI] CO CBOMMH
CMBICIIaMH, TO €CTh CKPBITBIX WM TeM 00JIee SIBHBIX
UHIMOHAYULL.

Takum 00pa3oM, CTAHOBUTCS SICHBIM CIETY-
fomee. MHTOHAINSA «OBEMIECTBISETCS» 3BYKOBOM
TKaHblO, U MOJU(OHHUS — OIWH W3 BapUAHTOB €&
«oBeriecTeiaeHus». [lonudoHnyeckas TkaHb 00-
YCIIOBIIMBACT CBOCOOPa3HYI0 3BYKOBYIO «Mare-
pUaTn3anyioy WHTOHAIMH, 3/1eCh BO3MOXKHBI Kak
TOTAJIbHOE pa3BUTHE ONIHON WHTOHAIMH, TaK M
KOHTPAITyHKTUPOBAHUE HECKOIBKUX WHTOHAITHI.
JlmtensHOe  BapHAIIMOHHO-UMHUTAITMOHHOE WU
MTOATOJIOCOYHOE PA3BUTHC OMHOW HMHTOHAITMH O0-
pa3syeT «MHTOHAIIMOHHOE IIOJIC», a TaKoe JKE pas-
BHUTHE HECKOJIBKUX WHTOHAITMHI HMIIH K€ CHCTEMHOE
BBIJICP)KMBAaHUE KOHTPACTHOTO COOTHOIIEHUS TO-
JIOCOB — «IIOJIMMHTOHAITMOHHOE ITOJIe». BhICoKas
CMBICIIOBasI 3HAYUMOCTH TOMU(DOHUIECKOU KOOp-
JTUHAIAA TOJIOCOB HAaET KU3Hb «IOTH(POHUIECKON
WHTOHAIMM». HakoHem, cTajgo OYEeBHIHBIM, YTO B
CKPBITOM TOJIOCOBEACHHUH HE CIICAYET BHIEThH 3aJI0T
HETIPEMEHHOTO 00pa30BaHUS CKPBITHIX MHTOHAITUH.
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lNMoHsaTHe MUHTOHAL MU B ﬂO/\MdI)OHM‘-IeCKOﬁ Mmy3bike

ITonsiTHie My3BIKAIBHOM MHTOHALMU TPAKTYETCS B My3bIKO3HAaHUM MHOTO3HauHO. Poccuiickas Hayka NPOAYKTHBHO
HCTIONB3YeT ero — Beien 3a b. AcadbeBbIM — 1151 0003HAUEHHUST HAUMEHBIIETO 00PAa3HO-CMBICIOBOTO JJIEMEHTA MY-
3bIKH. J{71s1 My3BIKaJIbHOIN MHTOHALMY ITOKa3aTeNbHa MOJUMOP(HOCTD, TO €CTh BAPHATUBHOCTH 3ByKOBOTO O(OPM-
nenus. HTOHAnus erde orno3Haéress B OMHOTOJIOCHOM MEOANH, HO e€ aTpuOyIHs JOCTaBIsIET TPYAHOCTH B MHO-
TOTOJIOCHOW MY3BIKE — Kak TOMO()OHHO-TapMOHHUYECKOM, TaK M IOJIM(POHNIECKOM MHOrorojocuu. B nmomudonnn
3ByKOBOE O(OpPMJICHHE MHTOHAIMH Pa3IndaeTcsl B 3aBUCHMOCTH OT XapakTepa B3aUMOJIEHCTBHS TOJIOCOB U — COOT-
BETCTBEHHO — OT BHJIa NONM()OHNN. B MMUTAIMOHHON U ITOATOI0COYHON MOIMU(POHNH, KaK PAaBUIIO, OXHOBPEMEH-
HO BHOPUPYIOT pa3Hble 3BYKOBbIE (hOPMBI OZHOM M TOH K€ MHTOHAIMH. BO3HHKAaeT «MHTOHAIIMOHHOE I0JIe» WIIN
«TIOTMMHTOHAIOHHOE T0JIe» — NoNH(OHUYEeCKast TKaHb, 00pa30BaHHAs COOTBETCTBEHHO OJHOW MJIN HECKOJIBKUMH
WHTOHAUUAMHU. B KoHTpacTHOH nmoiandoHnK OXHOBPEMEHHO 3BydYaT pa3HbIE OJHOTOJOCHBIE MHTOHAIMH. [Toxoxui
pe3ynbTaT — OJHOBPEMEHHOE 3ByYaHHE ABYX WM Oojiee MHTOHAIMM — IOJy4YaeTcs NMPH COYETAaHWH HECKOIBKHX
MHOTOTOJIOCHBIX IIJIACTOB. BBICOKast CMBICIIOBast 3HAYMMOCTD MOTHM(POHNUECKONH KOOPANHAIINN TOJI0COB HAET )KU3HB
— Hapsany c¢ «remOponnToHanmei» (C. CnonnMckuit), «rapmonndeckoi natonanuein» (FO. Kpemnés), «purmons-
TOHAIMEW» U «MHTOHANWEH TUHAMUKHU 1 apTUKyisum» (FO. Xononos) — Takke n «noaudoHIYeCKOH HHTOHAIINN.
KnrodeBble ciioBa: HHTOHALWSA, MTOMH(OHNMS, MOTH(OHUS TUIACTOB, TOMU(POHUYECKAsT HHTOHALHSL.

The Concept of Intonation in Polyphonic Music

The concept of musical intonation has been interpreted in musicology rather ambivalently. Russian scholarship has
made productive use of it, following Boris Asafiev, who has become noteworthy for indicating the smallest image-
semantic element in music. Musical intonation is characterized by a polymorphous quality, i.e. by its variability of
sound appearance. Intonation is discerned more easily in a monophonic melody, but its attribution creates difficulties
in multi-voiced music — in both the homophonic-harmonic and the contrapuntal varieties. In polyphony the sound
appearance of the intonation varies depending on the character of interaction of the voices and — correspondingly
— the type of polyphonic texture. In imitational and supporting-voice polyphony, as a rule, various sound forms
of one and the same intonation vibrate simultaneously. What appears is an “intonation field” or “poly-intonation
field” — a polyphonic type of texture shaped correspondingly by one or several intonations. In contrasting polyphony
different single-voice intonations sound simultaneously. A similar result — the simultaneous sound of two or more
intonations — is produced upon combination of several multi-voiced strata. The weighty semantic significance of
polyphonic coordination of voices — along with “timbre-intonation” (Sergei Slonimsky), “harmonic intonation”
(Yuri Kremlyov), rhythmic intonation” and “intonation of dynamics and articulation” (Yuri Kholopov) — also gives
life to “polyphonic intonation.”
Keywords: intonation, polyphony, polyphony of strata, polyphonic intonation.
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PUYEPKAP, PUMEPKAPHOCTb, TOHAABHO YCTOUYUUBASl ®YTA

pudepKape u ero pasHOBHAHOCTSIX CKa3aHO

MHOro. OHaKoO HE BCEe T'PAaHU 3TOTO YHH-

KaJIbHOTO MY3BIKaJIFHOTO SIBJICHHS OCBEIIIe-
HBI TIOJTHO. HekoTopsie BOMIPOCH! HE MONYyYUIH J0-
CTaTOYHO yOEOUTEIbHBIX OTBETOB, 4 HA HEKOTOPHIE
13 HUX OTBETOB HET BooOIIe. Beé, 0 ueM Hayka yike
CKa3aJia, MOBTOPSATh HET HEOOXOJUMOCTH, ITOITOMY
o0paTM BHHMaHHE JIMIIbP HA OCOOCHHOCTH DTO-
r0 )KaHpa ¥ HEKOTOPble MOMEHTHI €r0 MCTOPUHU OT
koHUa X VI no cepenunst XVII Beka. Ho mockoibky
TPaKTOBKA M COAEP KATEIIbHOE HAIOIHEHUE CaMOTO
TE€pPMHHA JI0 CHX IOP IPOCTO HEOOBATHBI, TO YTOU-
HUM Cpa3y: 0OBEKTOM HAIIeTO BHUMAaHUS SBIISETCS
UHCMPYMEHMANbHBIU  UMUMAYUOHHBI  puyepKap,
100 MMEHHO OH CTaJl OCHOBHBIM 3B€HOM HHTEpECY-
TOIIeH HAC TIPOOIEMBL.

[ maBHBIME ABISIOTCS OTBETHI Ha CIEAYIOIIYIO
TPYIITY BOIPOCOB — KOT/A, TTo4eMy (110 KaKUM TIpH-
YHHAM) W 3a4eM BO3HHMK puyepkap? Ho BaxHeil-
M TAE «TPaHMIIA» MEXIy puuepKapoM u (yroi?

Hekoropsie BOIpOCHI 3BydaT BechMa Iparma-
TAYHO W, BO3MO)XHO, BBI30BYT HEKHI dYMOIIMOHAIE-
HBIA mpoTecT. B 0COOEHHOCTH 3TO OTHOCUTCS K
BOIIPOCY 3ayem?

JeiicTBUTENHHO, MMOIXOMUTH K MY3BIKE (€€ (op-
MaM W JKaHpaMm) C TakOM NPSIMOJIMHEHHOCTHIO HE
npuHATO. )11 My3bIKH OOBIICHHOCTh HE XapakTep-
Ha. My3bIka BeTMIeCTBEHHO HeoObscHUMAa. OIHAKO
Ha TIPOTSDKEHMH BEKOB OHA cama JaéT HaM OCHOBa-
HHE OTHOCUTBHCS K HEH U C IParMaTU4YHbIX MO3UIIMM.
K npumepy, B citydasx y3KoH aapecHOCTH €€ TBOpe-
HUH, K KOTOPBIM MOXXHO OTHECTH: YKaHPHI IIEPKOB-
HOU CITy>KOBI, yBecelIeHuil (TaHI[bl), TOP)KECTBEHHBIX
MepornpuiThil (robninen, KOpOHAlWH...), BOCHHBIX
coOprTid. ClieryeT UMeTh B BUY, YTO OKOHUYATEIIh-
Hasl OIIEHKAa MY3BIKH OCYIIECTBIISIETCS B 3aBHCHUMO-
CTH HE OT a/ipeca, a OT KOHKPETHBIX €€ TOCTOWHCTB.
OmyXOTBOPEHHOCTH MY3BIKH CTOJIb BEJIMKA, YTO OHA
M3HAYaJIbHO KaK ObI OTBEPraer IMOIBITKA OTBETAa Ha
Bompoc 3adeM? Tem Goiree, 9TO M OTBET HE MOXKET
OBITH CHIOMHHYTHO BepHBIM. Ero mpaBHIEHOCTH
«IIpOpacTaeT» MOCTENEHHO — B OPeojie COOBITHHHO-
ro KoHTekcTa. U muimb Bpemst hopMupyeT OTBeT, 3a-
BUCSAIIMHA OT MHOTUX (PAKTOPOB, COMPOBOXKIAIOIIHX
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aHanuzupyemoe coObiTre. [1pr 3TOM HeMaIoBaXKHOE
3HAUEHHE UMEET M «MECTO» TOTO WMJIM WHOTO COOBI-
TUS B OOIIEM S3BOJIOIMOHHOM mporecce. OmHaKo
OTKa3aTbCs OT BOMpoca 3a4eM? B HAIIIEM CITydae HET
BO3MO)KHOCTH: BEJIb OTHOIIICHNE HAyKH K pUYEpKapy
Pa3IM4YHO U, IOPOH, CUIBHO YIUBIISET.

Tak, Hayka HaCTOMYMBO yTBEPKJIAET U MHOIO-
BapHAHTHO THPAXKHUPYET B BUJE HEOMPOBEPKUMOTO
MIOCTyJIaTa MBICIIb O TOM, YTO puuepkap AGsaemcs
npeoutecmeennukom ¢hyeu. Takoe MHEHUE B 4EM-
TO CIIPaBEJJINBO, HO JIMIIb ¢ TOUKU 3peHust X VIII u
6onee mo3aanx BekoB. COOCTBEHHO TOBOPA, C XPO-
HOJIOTUYECKOI TOYKH 3pEHHS TaKue YTBEPKICHUS
CIIpaBEIUBEI Bcerna, nbo roboe coOBITHE, CBEp-
HIMBIIEECS 00, BCETa MPENIIeCTBYEeT TOMY, UTO MO-
ABHIIOCH nocie. OIHAKO TaKoe KaTeTOPHYHOE MPH-
3HaHHE pHYepKapa MpEeANIeCTBEHHUKOM (Gyrd He
MMeeT HM MAaJeHIIero OTHOIICHUS K MOHWMAaHHUIO
npuyun (111 HAC YPEe3BBIYAfHO BA)KHBIX) BO3HUK-
HOBEHHs puuepkapa. MHeHue (puuepkap — mpea-
[IECTBEHHWK) OCHOBAHO Ha 3HAHUSX, MPHIIEAITNX
K HaM MHOTO TO3K€ — U3 Te€X BPeMEH, KOT/a COOT-
BETCTBYIOILLME HOBAaTOPCTBA puyepKkapa KoHua XVI
— Hayasia XVII BekoB NEHCTBUTENBHO OKAa3aJIUCh
B2)XHBIMU U Gyru (HO M HE TOJNBKO JJIsl QyrH).
B MOMEHT k€ BO3HHMKHOBEHHS pHUEpKapa pedd O
(hyre (eciu HE CYUTATH, YTO KAHOHMIECKYIO IMHUTA-
M0 MMeHOBanu ¢yroii) He 6b110. M OBITH Ipeire-
CTBEHHHKOM HECYIIECTBYIOIIEH MOIMU(POHNIECKOIN
(hopmbl pruepkap HUKaK He Mor. [loatomy Bormpo-
CHI K020a? W novemy? TPOMOIDKAIOT HACTOSTEIHHO
TpeboBaTh OTBETOB. TakuM 00pa3oM, O03BYyUEHHBIH
MIOCTYJIaT HE CONEP’KUT OTBETOB Ha 00O3HAUYEHHBIC
BOIPOCHI U HE MOXET UX conxepkarb. B3ammoor-
HOIIIEHUS e puyepkapa ¢ (yrod ompenensiorcs
HE 3TO#, a uHou (Gopmynoii. OHa HOJDKHA 3ByYarh
TaK: He puuepKkap — npeduieCmeeHHuK gyau, a gyea
— nocnedosamenvHuya puiepkapa. YKa3aHHas B
MpeIaraeMoM BapHaHTE IepecTaHOBKa He Hapy-
maeT >KECTKOCTh JIOTHKH MO OTHOIICHHIO K CYTH
ABJICHUI, HO IBM)KET MBICITb B IPaBUIILHOM HaIpaB-
JICHUH, TI0O3TOMY U HEOOXOIMMOCTh MOMCKA TPaHU-
LIl MEXTy pUUepKapoM U Gyroi npoaonKaeT ObITh
aKTyaJIbHOHM M 00s3aTeIIBHOM.
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Urak, Bc€ mo-nmopsaxky. OTBET Ha MEPBBIA BO-
npoc (koeoa?) ocoOeHHO BakeH. Pedr B maHHOM
ciy4ae UAET BOBCE HE 00 aCTPOHOMHYECKOM Bpe-
MeHH (TO, MECHI...), @ 0 MY3BIKaJIbHBIX OCOOCH-
HOCTSIX 910XU, PEIIUTEIHHO 000CTPUBIIIEH HE00X0-
JMMOCTb TOSIBJICHUS JKaHPOB H (HOpPM, CIIOCOOHBIX
OTpa3uTh HACYIIHOCTh BO3HHUKAIOIINX HOBBIX TEH-
JIEHITUH W TIPUOPHUTETOB B EBPOIICHCKOM Mpodec-
CHOHAJBHON My3bIKEe. JTa 3M0Xa JIEMOHCTPHPYET
CTpEeMJICHHE K OTXOAY OT THUIH3UPOBAHHBIX (HOpM
BBIPXCHHUA M MPHOMMKEHUIO K (opMaM WHANBH-
IyaJu3UpOBaHHBIM. YKa3aHHAs TEHICHIUS OKasa-
JIach 3aMETHOU B Menoouko-memamuyeckoti chepe:
B YaCTHOCTH, B MTOCTETIEHHOM ABIKEHUH K IMAHCU-
nayuu xpomamusma', T0 €CTh K €ro paBHOIPABHIO
CO 3ByKaMH JMATOHHYECKHX JIaZloB. DTO B CBOIO
odepenb OTPa3WIOoCh U Ha cyap0ax cCOOCTBEHHO Jia-
JIOBBIX CHICTEM: MPOU3OILIO PACHIMPEHHE 80CbMU-
100601 CUCTEMBI B TIIAPEaHOBCKYIO 08eHAOyamu-
1a008y10. 3ammylIeHHBIA MEXaHW3M PEIIUTEIbHBIX
M3MEHEHMH 0Ka3aj MOIIHOE BO3ZIEHCTBHE HA MY3bI-
Ky koHIIa X VI Beka U Mocieayomux BpeMEH.

[Towrckn HHAMBUAYATIEHOCTH B MEJIOIUKO-TEMa-
THYECKOH chepe HemuHyeMo nopoawiu auddepeH-
LMPOBAHHOCTh MHOTOTOJNIOCHS (DaKTypHI (pacusieHe-
HHUE ero Ha rojoca — MEJOANYECKH IJIaBHBIE, U Ha
rojioca — MX COMPOBOXKAAIOIINE), CKa3aBUIYIOCA B
MOSIBJICHUH MPU3HAKOB TOMO(OHHOCTU B (pakType
C YCWJIEHHEM pOJHM BEPTHKAIU. B 3THX ycraoBHAX
3apOXKAAIONIUICS IPUHINI basso continuo HE BBI-
IJSIIAT HEeKOel HeoXHIaHHOCThI0. OH BIIOJIHE CO-
OTBETCTBYET «TpeOOBaHUsAMY (HAKTYpBhI, a TePIOBas
CTPYKTYypa BEPTUKAIH PEUINTEIHHO BBITECHSIET He-
KOTJIa TJIABHYIO — perfetto — BepTHKAIb.

OT mpu3HAHMS TIABEHCTBAa TEPIIOBOI BepTH-
KaJll ¥ OIIyTHMOH Pa3HHUIbI MEXIY TPE3BYUHUSIMHU
Ma)XOPHOTO, MUHOPHOTO M YMEHBIIEHHOTO HAKJIO-
HEHHUH «pPYyKOM MOAATh» A0 IOSBICHUS KaueCTB
(DYHKIIMOHAJIEHOCTH BEPTHKAIU M TIOSBICHUS TyB-
CTBa CaMOCTOSITEIbHOCTH JIOTHKH CBSI3€H 3THX Bep-
THKAJICH, 4aCTO HE COBITQIAIOIICH C JIOTUKOW MEJIO-
JUYECKOTO Pa3BEPTHIBAHHUS.

Bcé BzamMocBsI3aHO W B3aMMOOOYCIIOBIICHO.
HoBatopckue n3MeHeHus B OJHOM cepe MTHOBCH-
HO OTPaXXalOTCS B «IIOBEACHUN» APYTUX IIEMEHTOB
obmelt cuctembl. Ecnu 100aBUTh K CKa3aHHOMY M
BO3HHKHOBEHHE ITOBBIIIEHHOTO HHTEpeca K HHCTPY-
MEHTAJIbHON My3bIKE (MPUUEM, UMEETCSI B BUAY HE
TOJIBKO M HE CTOJNBKO BaKHOCTH PACIIHUPEHUS TEM-
OpOBOW MamUTPhI), TO YBHJIUM IEPCIEKTUBBI €&
BO3MO)XHOCTEH B JlaJIbHEHIIIEM PacIIMPEHUN Kpyra
KOHTPAacTOB (paKTYPHBIMH CPEICTBAMH.
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310 OBIIO0 BpeMs, 0603puMoe Oy TyIee KOTOpOTro
HMMEJIO KOHTYPBI HPUOIMKAIOMICHCS TOHAILHON CH-
CTEeMBbI, CO BCeM IUIer(oM 00s3aTeTbHBIX HAaXOHOK
U JIOCTIDKCHHI. DTH KPaTKO TMEePEYHCIICHHbIC HOBa-
TOPCTBA B COBEPIIICHHOH (7]a’ke — COBEPIIICHHEHTIICH)
My3bIKalIbHOM cucteme XVI Beka cramu MOIIHBIM
CTUMYJIOM ISl JanbpHewero e€ pa3sutus. Heobxo-
JIUMOCTh TIOSIBJICHHS KaHpa pHuepKapa — «codupa-
TeJs» BOEAMHO OCHOBHBIX HOBallMH YIMBUTEIHLHOU
3MOXH — MOCTYXHJIa OMOPON BOZHHUKHOBEHHS KOM-
TUIeKCa TIPUYHH, CPeAr KOTOPHIX IIaBHAs CBA3aHA
C TIOSBIIGHHEM TMOHATHS «CONEPKAHUSD» MY3BIKH.
Nmenno — my3biku. Benb OCHOBHYIO OTBETCTBEH-
HOCTb 32 COJIep)KaHHe B JIFOOOM CaKpabHOM JKaHPE
HEC KAaHOHMYECKUHM BepOabHBIM TyXOBHBIH TEKCT.
O coneprkaHUH k€ MY3BIKH PeYd HE BO3HHKaJO. To
€CTh HAJIMIIO CUTyalus, MPH KOTOPOH «...COTPYAHHU-
YECTBO CO CJIOBOM 3aCTaBJIIET MY3bIKY “‘TIOTECHUTH-
cs’». [4, c. 46]. OmHaKo ¢ TOSBICHUEM CaMOCTOS-
TENbHBIX HHCTPYMEHTAJIBHBIX >KAaHPOB BO3HUKAET
CEepbE3HBIN PA3roBOp U O COACpPXKaHUU My3bIku. Ho
3HaYeHUE BepOAJIBHOIO TEKCTa Kak (aktopa Gpopmo-
00pa3oBaHus IPH TOM HE YMEHBIIIMIOCH.

Pryepkap B 3moxy 6apoKKo, KOTOpasi IOCTaBH-
Ja «...MHCTPYMEHTAIbHYIO MY3BIKY BPOBEHH C BO-
KanmpHOW» [7, ¢. 178], cTan BocmpuHUMATHCS yKe HE
TOJBKO KaK apceHal Pa3HOOOpa3HEHIINX CpENCTB
9KCHOHMWPOBAHUS W PAa3BUTHUS MaTepuaia, HO U KaK
HeKast KoHkpeTHas popma. OHa BoOpaia OCHOBHBIC
JOCTIKEHHSI (POPM, HHCTIMPUPOBAHHBIX CHIION BEp-
0aJbHBIX 3aKOHOB, YTO HAIIPSIMYIO YKa3bIBACT HA M3~
MEHEHHE TMEePBOHAYAIBHOTO cTaryca 3Tod (opMmbl,
IIOCKOJIBKY B BOKaJIbHO-XOPOBBIX skaHpax XV—-XVI
CTOJICTHH 8epOAIbHbII TEKCT SIBIISUICS HE TOJIBKO OC-
HOBHBIM HOCHUTEJIEM «COAEP)KaHUSD» IPON3BEACHNUS,
HO ¥ OCHOBHBIM apryMeHToM (GopMooOpa3oBaHusI.

[MpumepoM MOXKET CITy:KUTH (opma cTpoduye-
CKOro MoTeTa, Tne ¢GopMmoobOpasyloliee 3HaYCHHUE
BepOambHOTO TEKCTa BeChbMa BENMKO. Puuepxap
OXOTHO MPHUHSII 3Ty (POPMY, HO COSTMHMII CUITY BEp-
OaNbHBIX COMEPIKATEIHHBIX apryMEHTOB C MY3bI-
KanbHBIMU. [Ipy 3TOM 3aMeTHM: BO MHOTHX YHCTO
MY3BIKaJIbHBIX KOMITOHEHTaX MY3BIKaJIbHOTO COAEP-
YKaHWS CUIIHHBI BepOAIbHBIE UCTOKH.

Tak chopmupoBanacy puuepkapHocms — Kom-
nieKc NpusHaKos puyepkapda, obecneyenHwvlli 0OO-
2amcmeom e20 KOHMPANYHKMUYECKol TMexHUuKu,
MCIOJIb30BAHHOM KaK B PYHKIUH cpedcme ¢popmo-
06pazosanus, TaK U B POIH (paxmopos codepoica-
menbHOCMY B MTHCTPYMEHTAIBHBIX JKaHPaX.

CrpaBeIMBOCTh TpeOyeT Ckaszarh, 4To chop-
MHpoBaJics ATOT Komiuleke em€é B XVI Beke, HO
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B XVII cronernn ero QyHKIHMH BO MHOTOM H3Me-
HWINCh U — TJIABHOE — PaCIIMPIINCH. Takum 00-
pas3oM, NOHATHE pUUepKapHOCmuy — 3TO HE IPOCTO
HEKHUH HaOOp KOHTPAITyHKTHYECKUX CPENCTB. DTO
enl€ ¥ XapakTEepUCTHKAa OCO3HAHHOCTH MCIOJIb30-
BaHUS KOMIIO3UTOPaMH OIPEAETIEHHOTO KOJIH4e-
CTBa 2JIEMEHTOB KOHTPAIyHKTHYECKOIO apceHaia
B BBHIIICOTMEUCHHBIX QyHKIUAX. YeM Oolblie 3THX
3JIEMEHTOB MPHUMEHSJIOCH JUIA CO3IaHUS KOHKPET-
HOTO TIPOW3BEICHHS, T€M BBHIIIE B HEM CTENEHb
puyepkapHocTu. Yxxe B puduepkapax XVI u psne
pUYepKapoB U paHHUX (DyT TIEpBOI OJIOBUHEI U Ce-
penvsbl XVII Beka Mbl CTaJIKMBAaEMCsI C MHOTOYHC-
JICHHBIMH ¥ IIeJICHAPaBICHHBIMA OOpaIeHUAMHU
aBTOPOB K IIOMOIIM T€X WJIM WHBIX KOHTPAIyHKTH-
YeCKHX MPUEMOB, OOMIILHO IMpeJIaraeMbIX CaMuM
TEXHUYECKUM apceHasioM. Bce oHu ObUH CO3/aHBI
npaktukoid XV—XVI croneruit, Ho B XVII gosene-
HBI JKaHPOM WHCTPYMEHTAJIBHOTO MUMHUTAIIMOHHOTO
pudepKapa 70 BBICIIEH CTENIeHH COBEPIIICHCTBA.

CHMIITOMaTHYHO YIWBUTENBHOE COBIAJCHUE
Pa3BHUTHSI MHCTPYMEHTAJIBHBIX JKAaHPOB C OYepea-
HBIM BCIUIECKOM HHTEpeca K PUTOPUIECKUM (UTY-
pam BooOIIIe U K BBIZICIEHUIO U3 HUX 0CO0O0TO THIIA:
MY3BIKaIIbHBIX puTOopudeckux ¢uryp (MP®). O6-
ee KOMMYECTBEHHOE M300MINe TaKoBBIX B XVI-
XVII Bekax MNOPOAWIO WILIIO3UI0 BO3MOXKHOCTH
KOMIIEHCHPOBATH 3a MX CYET HEXBATKY KOHKPETHKHU
«comepKaHusM» B MHCTPYMEHTAIBHBIX JKaHPaX My-
3bIKH. HO KOJTM4YecTBO MIMEHHO MY3BIKAJIbHBIX PUTO-
pudecKkux QUryp ocBOOOXKIaeT Hac OT BEpPhbl B HUX
KaK B HEKYIO IIaHALIEI0 JUIsl ONPEACIICHUs COlepKa-
HUS (CM. IpUMeUYaHue 5).

OnHoli U3 MPUYUH MOSBICHUS pHUepKapa Obuia
HEOOXOIMMOCTh JUHAMHU3AINK KaTOJMYECKOil Mec-
cel. OH BBIpOC M3 Gepcemm (MHCTPYMEHTAILHBIC
— TIPEHMYIIECTBEHHO OpraHHble — BcTaBku). Ho
BcE Oosiee YKPEIUIIOMAsCS CaMOCTOATENLHOCTh —
CTPYKTYPHOE COBEPLIEHCTBO U JEMOHCTPHUPYEMOE
UM KOHTPAIyHKTHYECKOe OOrarCTBO — MPHUBOAAT K
TOMY, YTO pHYEpKap BCKOpPE IOKHIAET» MECCy U
COBEpIIAET YBEPEHHOE LIECTBUE [10 IIPOCTOPAM IIPO-
(heccnoHabHOM €BPOTICHCKOM MY3BIKH. XOPOIIUM
MIPUMEPOM CKa3aHHOMY MOTYT CIYXKHTh pHYEpKa-
pot JDx. @peckobanbay, BO3HUKIINE B MEPBOU ITO-
nosuHe XVII cronerus. K npumepy, B Meccax «In
Dominicis infra annumy, «In festis duplicibus I», «In
Festis Beatae Maria Virginis I» ormeuenHoe BbIIIe
CTPYKTYpHOE COBEPILIEHCTBO (POPMHUPOBATIOCH B IPO-
necce oOpamieHusi Ko MHOTUM BOKaJIbHO-XOPOBBIM
CTpYKTypaM (CTpO(HUYECKU MOTET), a KOHTpaITyH-
KTHYeCKoe OOraTCTBO CBSI3aHO C IIMPOKUM HCIIONb-
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30BaHMEM apCceHajla KOHTPAITyHKTUIECKOH TEXHHUKH,
TaKKe HAKOIJIEHHOTO MPAKTUKOI MPEAIIeCTBYIOIINX
BeKoB’. B 3TOM acmekrte puuepkap OKa3ayicsi BaK-
HBIM JKaHPOM, PEUINTENHFHO aKKyMYyJIHpPOBaBIINM
BCE CTPEMHUTENHHO HApPOXKAAIOIINECS HOBATOPCKHE
TEHJICHIIMY TaK Ha3bIBAEMOTO «CBOOOTHOTO CTHIIS.
Ha pudepkap, kak BuanM, majia eme 1 00sI3aHHOCTh
pEIICHUs] BO3ZHHKAIOMIMX MpPOOJeM, CBS3aHHBIX C
MOSIBJICHUEM KaTeTOPHH «MY3bIKaJIbHOTO COJNepKa-
HUs»: Belb K Hadany XVII Beka nonoiHeHue apce-
HaJla CPeNICTB JOCTHUIIIO TOTO YPOBHS, MPU KOTOPOM
KOHTpPAIlyHKTHYECKasi TEXHUKa CTAaHOBUTCA yXKe WU
BaXHEHIIINM COJeP KaTeTIHHBIM JIEMEHTOM.

Wrak, Ha BOIpOC nouemy MBI TOXKE OTBETHIIN
(mpaBma, KpaTko) M Jake HadaJld MPUOIMKATBCS K
OTBETY Ha BOIIPOC 3ayeM.

SlcHO, YTO pHUepKap B HACTOAIIEM KOHTEKCTE
HaM BayKeH He TOJIBKO caM 110 cebe. BakHo 10, BO nMs
4ero (3ayem?) OH BO3HHK U Ha4aJ] akKTUBHO (PYyHKITH-
OHMpPOBaTh. My3bIKaJbHOE HCKYCCTBO, ABIKHIMOE
MMMaHEHTHBIMA CHJIaMH, IOCTOSHHO TpeOoBajo
(u TpebyeT) pa3BUTHS BCEX CBOMX KOMIIOHEHTOB. Ho
[IPY 3TOM HaJl0 UMETh B BUJLY, UTO YKa3aHHasi HEOO-
XOOMMOCTh B pHYEpKape BO3HHUKAJA, OTpeNesiach
C CHHXPOHHO KpEemHYyIIeH CaMOCTOATETHbHOCTHIO
camoro puuepkapa. 1 «pa3noxute» 3Ty CBS3b IO
MIPUYMHHO-CIIEICTBEHHBIM «ITOJIOYKaM» BeChMa 3a-
TpyaHUTENbHO. Tak, uaen puuepKkapHOCTH B COIO3E
C UMHTAFMOHHON TECXHUKOU SBHJIMCH CHIION, a caM
pUYepKap — J0CTaTOYHO YHHBEPCAIHHBIM KAHPOM,
KOTOpHBI okazajcs cmocobHeM B XVI-XVII Bekax
YCOBEPIIIEHCTBOBATh BCIO MAIUTPY BBIPA3UTEIHHBIX
CPE/CTB W CYIIECTBEHHO AWHAMM3HUPOBATh (UTO U
ABJISIETCS. KITIOUEBBIM B OTBETE€ Ha BOIIPOC 3auem)
nporecc GpopmoodOpazoBanusi. B 3ToM ciyuae KoH-
TpaINyHKTHYECKasi TEXHUKA OKa3ajach HEKUM Cpe-
CTBOM, YTOYHSIOUINM MHOTHE CTOPOHBI YKa3aHHOTO
«comepKaHusD). OTH JJIEMEHTHI CTald HE MPOCTO
JeTaJsIMH apceHasla KOHTPAIyHKTHYECKOW TEXHHUKH,
a BO3MO)KHO, TIEPCOHAYKAMH COZIEPKaHMS, SIEMEHTa-
MU 00111 TaTUTPBI ¥ B paHHEH TOHAJIBLHO-YCTOWYH-
BOM1 BapuaroHHo# ¢yre. [Ipu 3ToM pruepkapHOCTh
MOXXHO BOCIIPHHHAMATh KaK HEKYI0 CBOCOOpa3HYIO
EIMHUILY U3MEPEHUS MY3bIKAIbHO20 CONEPKAHMUA.

K npumepy, Arapea ["'abpramu (1510-1586) yxe
BO BTOpo# nojioBuHe X VI Beka B CBOEM 3HAMEHUTOM
4eTRIPEXTONIOCHOM «Praepkape B g mopuiickom» (del
Primo Tuono), onmpatoreMcss Ha MOTETHYIO CTPO-
(udeckyro GopMy ¢ TpeMst MEITOAUSIMH, JIEMOHCTPHU-
pyeT GoraTetnyio KOHTPAITyHKTHIECKYIO TEXHUKY.

Puuepkap BriIOUaeT cemb CTpPOd-pasaeios.
HauaneHble maTh CTpO( U3NMAraroT OMOPHYIO TEMY
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TOJIBKO IO OMHOMY pa3y B KaxkzoM rojoce. [Tockonb-
Ky 3aKoHbI cTpoduueckoit hopmbl X VI Beka Tpedy-
IOT IPUMEHEHNS HECKOIBKIX PaBHOIPABHBIX MEJIO-
nui, To ['abpuaiIu A TH MOTEHIIMATEHO BO3MOKHBIC B
Ka4eCTBE CaMOCTOATENBHBIX MEJIOJUHN HCIOJb3YeT
KaK KOHTPAITyHKTHPYIOIIHE TOJIOCA-IIPOTHBOCIIO-
KeHus*, MPUIEM HEKOTOPHIC U3 HUX TOBTOPSIET, YTO
npuaaéT UM CTaTyC HMPOTHUBOCIOXKEHUHN yAepiKaH-
HbIX. Ha myTH K monckaM MHTOHAIMOHHON WH/ANBH-
IyaJbHOCTH TEM-MEJIOANNA KOMIIO3UTOP COBEPIIAET
OTXOJI OT PUHIIMIIOB CTPOQHUECcKOi GopMBI, UTO U
3aCTaBJISIeT €ro CAeNaTh MEePBYIO0 TEMY IPUOPUTET-
Hoii. Tem caMbpIM HaAOIIOmAETCsl TEHAEHLUSA K IIE-
pexomy OT MHOTOTEMHOTO (MHOTOMEIOINYECKOTO)
MOTeTa K OJHOTEMHOMY, IIOATOMY M B pHUYEpKape
JpyTHE TEMbl YXOISIT B TEHb M BBITIONHSIOT (yHK-
yuo POTUBOCIIOKEHUH.

Tak, yxe B 4-ii crtpode mosBISAIOTCS JBa
yAep )KaHHBIX TPOTHUBOCIOKEHUS. B3ammooTHoIIE-
HUst OCHOBHOM Mestonnu (Tembr) ¢ 11, u 1, kourpa-
ITyHKTUYECKH BapbHUPYIOTCS: TOSIBISIOTCS CTPETTHI
KaK Y OCHOBHOM MEJIOANH, TaK U CPEIH IIPOTHBOCIIO-
skeHui. B 5-i ctpode TeMa u 06a IpOTHBOCIOKECHHUS
3BydaT B Pa3IMYHBIX KOHTPAITyHKTHUYECKUX COYETa-
HUSX, a cTpoda 6 0OpyIIMBaET Ha CITyIIaTeNs BOTHBI
BCEBO3MO)KHBIX KOHTPAIYHKTHYECKHX COUYETaHUN
BCEX TPEX MaTepHAIIOB CO BCEBO3MOKHBIMH HX IIpe-
o0pazoBaHMsIMU. Tak, BO BCEX roocax moouepématHo
(HaumHAsI ¢ MeJATEHON KITaBUATYPhI) 3BYIHT OCHOB-
Has menomus (Tema) B yBenndeHud. OIHOBpEMEH-
HO C HEH B JIPYrHX rojocax 3BYYUT TPEXTOJOCHAs
cTperTa (C pa3HbIM BPEMEHHBIM CIBUTOM) Ha 3TY JKE
TEMY, HO B yMEHbIIIEHUH. B KauecTBe KOHTpaIyHKTa
TPEM OCTAJIBHBIM IIPOBEACHUSIM OCHOBHOM TEMBI B
yBenmueHuu 3Bydar I, u I1,.

Crpoda 7 neMOHCTpUpYET CIOXKHEHIINEe KOH-
TPaIyHKTHPYIOIINE COYETaHUS BCeX TPEX Marepu-
aJoB B yMeHbIIeHNH. Kak BHIUM, pUYepKapHOCTh
IeIpO PacKphlia TOCTYI K CBOMM KOHTPAITyHKTH-
yecKkuM 3amnacaM. VMIMEHHO u30LIpEHHAs KOHTpa-
IMyHKTHYECKasl TEXHUKA MTO3BOJISIET HAKarIuBarh (1
YCHUJIMBATh) MEXIy CTpoaMu TOT HaKall KOHTpac-
TOB, KOTOpBI 00ecTieYrBaeT TUHAMUKY CTaHOBJIC-
HUS 00mIel (POPMBI U HAIONHSET €€ MY3bIKATbHOL
COIEPKATENBHOCTBIO.

Tereps 0OpaTUMcs K aHAJIM3Y JABYX pHYEPKapOB
Ix. @peckobanpau. B HUX AesHUS KOMIIO3UTOpa
«...MHTEPECHBI CBOEH LIEJICYCTPEMIIEHHON TOTOHEN
3a KOHTpPAIyHKTHYeCKUM wuaeamom» [10, c. 327—
328]. 3amernm, uTo B mepBoM u3 HHUX («Ricercare
cromatico post il Credo» u3 meccol «In festis
duplicibus I») oTHOIIEHNS K CpeICTBaM KOHTPAITYH-
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KTHYECKOW TEXHHUKHU ONMm3ku MaHepe A. ['abpuoamm,
HO OJHOBPEMEHHO OTIMYAIOTCA OONBIIeH ycTpem-
NEHHOCTRI0 K KOHKPETHKE PpEe3yIbTaToOB BBIPa3H-
TENBHBIX (COIEepKaTeNbHBIX) BO3MOXHOCTEH 3TON
TexHukH. Tak, ¢ T. 19 HauMHAETCS COBMECTHAs DKC-
nosunwst T, u T,, HO B kKoHTpamnyHkre ¢ T,. [Tpu aTom
YK€ B OTBETE MCIOJIb3YETCS KOHTPAYHKT JTyOIeIH-
MbI (Iv=-11). Hanewe (1. 25) T, u T, 3By4ar B okTas-
Hoi nepecranoske (Iv=-7). BT. 26 T, u T, nausi Bo
BIBOMHE-IIOJIBUKHOM KOHTpanyHkre. Haunmnasg ot
T. 29 u nanee B T, u T, HOSABIAIOTCS YIBOCHHUS JICIIH-
MaMH U TepUUsAMH; ¢ T. 31 JaHO YETHIPEXTOIOCHE, B
koropom Ha T, y conpano HaknaabBaetcst T, B HIK-
HIOIO JICLIUMY CO CTpeTTOl Ha T, B HHKHIOIO YHJIE-
UMy U T3 BO BJIBOMHE-TIOJIBU’KHOM KOHTPAITyHKTE
¢ pucnioctoi ctperThl. C T. 41 HauMHACTCS TPETHI
pazznen puyepkapa. B HEM mogBigercs eme€ oaHa
tema — T,. OHa UMHMTAIMOHHO (KBapTO-KBMHTOBO)
M3JIAraeTcsl B PasHbIX ronocax. Ito usnoxenue T,
HakaabBaeTcs Ha T, B yBEIMYEHNH B Pa3HBIX IO-
nocax. Puaepkap oOHapyXMBaeT OY€BUIHOE CTPEM-
JIeHWE KOMIIO3UTOpa K pa3HOOOpaswio KOHTpAaITyH-
KTUYECKUX COCTMHEHMUIA YETHIPEX TeM, K ToMy ke T
BBINONHSCT i€ ¥ QYHKIMIO cantus firmus.
UeThIpEXTOIOCHBIA OpPraHHbIA pUYepKap U3
Mecchl «In Festus Beatac Mariae Virginis I» umeer
JIBYX4aCTHYIO CTPYKTYPY ¥ OCHOBAaH Ha JByX TeMax.
T, B cBOEM CTpEMIICHNH K MHIMBHIYaTbHOCTH YU~
BUTENTFHO COBPEMEHHA U YK€ I0CTaTOYHO JajieKa OT
W7EaJIOB MEJIOJVKH CTPOTOrO MHChMa: B HEW Mpea-
CTaBJICHBI U XPOMATU3MBI, M BOCXOJISIIINI MeToande-
ckui ckadok Ha cekcry (!). Ho B3anmonevicteue T,
¢ T, 1 TEXHUKA MX COCMMHEHNUI CBUIICTEIBCTBYIOT O
naqane XVII Beka. K Tomy e T, Bcrynaer B GpyHk-
UM TIPOTHBOCIIOXKEHUS K OoTBeTy. iIMeHHO B (hyHK-
MK, K00 OHA M3JIaracTcsl B CBOOOIHOM Trojioce, B TO
BpeMs KaK «HACTOAIIEE» MPOTUBOCIOKEHHE MPOJIe-
BA€T roJI0C NEPBOTO MpoBeeHus TeMbl. Jta T, BeTy-
MaeT B pa3iINyHbIe KOHTPAITyHKTUYECKHE B3aUMOOT-
HOWLICHHsI C NPOTHBOCIOKEeHHEM 1 ¢ T,. Ilpu sTOM
WCTIONIB3YIOTCS BCE (POPMBI MTOBMKHBIX KOHTPAITyH-
KTOB. AHaJIOTMYHAsA KOHTPAIYHKTHYECKas CUTyalus
HaOMIOMaeTCcst M B APYTUX pUYepKapax KOMITO3HUTO-
pa. Teneppr oOpariM BHUMaHHWE Ha YpPE3BBIYAIHO
Ba)KHOE OOCTOSITEIHCTBO: HA JIOTHKY BBICOTHBIX OT-
HOIIEHNH (BBICOTHBIX KOHTPACTOB) TEM WU OTBETOB
B TNPOAHATM3UPOBAHHBIX puuepkapax. OHHM Be3ne
KBapTO-KBUHTOBBIE M BOCIIPOM3BOAAT 3HAKOMBIE TI0
WMHUTAIMOHHOW TeXHUKEe X VI cToleTns KaHOHBI, B
KOTOPBIX TPOIIOCTA M PHUCIIOCTA YaCTO COOTHOCSTCS
Kak /1a0 1 2unonao (4To B CKOPOM OyIyIeM yxe MpH-
BEZIET K TUITY COOTHOIIEHM Om3koMy K T — D).
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Tak, B puuepkape A. ['abpvnnm omopHas Tema
3ByunT 37 pas. 3 Hux 16 paz in g, 20 pa3 in d v Tonb-
KO OJIMH Pa3 BBICOTHBIE OTHOIICHHUS MOTYT OBITh TPaK-
TOBaHbI Kak in a. T, Ha IPOTSHKEHNH BCEX CEMH CTPO(
BBICOTHO OIHOTOJIOCHO W CTPETTHO M3JIaraercs Tak:
26 paz in g; 16 pas in d; T, Haunnas ¢ 4-i cTpodsl —
21 pa3, w3 HUX — 7 in g, 9 pas in d, a ¢ 5-i ctpoder —
5 pa3 HOMIMHEHHO, B KA9E€CTBE TYOIHMPYIOIIETO CO-
MPOBOX/ICHUS B KAKOM-TTHOO U3 OTMEUEHHBIX JIA/IOB.

B mepBoMm mnpoaHammM3NpOBaHHOM pHYEpKape
. ®peckobanbau BBICOTHBIC OTHOIICHUS TaKKe
OpPUEHTHPOBAHBI TOJLKO HA JTBA YPOBHSA: (in d v in a).
W Bo BTOpOM pHHYEpKape 3TOr0 KOMIIO3UTOpPA BBI-
COTHBIE OTHOIICHHS T€ XKEe: TO €CTh JIaJOBBIE U THU-
MOJIaJIOBBIC (in ¢ W in g), HO TIPU dTOM YK€ TOpPa3o
SIBCTBEHHEE TIpOociexkuBaroTcs oymymue T — D.

Opnnako (opMooOpa3syoInas pojib KOHTpaIyH-
KTHYECKON TEXHHKH B NPOAHATU3UPOBAHHBIX PH-
yepkapax 00s13aHa CBOMMH OTIWYHSIMH HE CTOJIBKO
ABTOPCKUM TPHCTPACTHAM (XOTS OHU OYEHBb BaXK-
HBI), CKOJIbKO CTPEMHTEIBHO H3MEHSIOMHMMCA BO
BpeMeHHu (cepeamHa XVI Beka — mepBasi MOJIOBH-
Ha XVII Beka) TpeOoBaHMSIM K OOHOBIEHHIO BCEX
3JIEMEHTOB MY3bIKaJIbHOM cucTeMbl. B ToM unciie u
3JIEMEHTOB KOHTPAITyHKTHYECKOW TEXHUKH.

Hukak Hemb3st B CBETE HAIIETO HCCIIEIOBAHUS
IPOWTH MUMO 08YX (hye (TaK caM aBTOp Ha3BaJI CBOH
HecomHeHHbIe pudepkapsl) C. Illediara (1587
1654) u3 Bropoit yactu 3Hamenutod «Tabulatura
nova» (1624). Ilepsas u3 nux — «Fuga Contraria»
(3ameTHM, YTO OHA YK€ OYeHb ONM3Ka K «HACTOS-
memy» g moll, a He X in g) THTaHTCKUX Pa3MEepoOB
(194 TakTa Ha 8/4) HEMOHCTpPUPYET SBHBIA yCIeX
B [OMCKE WHTOHAIMOHHO WHIAWBUAYaIbHON TEMBI.
Omrymienre MHANBHAYaJIbHOCTH YCHUIIEHO OTBETOM
B oOpamenuu. [lpu sTom HaganmpHas mapa (Tema
— OTBeT) OOHAapy>XMBAaeT OYECHb BAKHBIM WHTOHA-
[IUOHHBIA SJIEMEHT JAJIsl MY3BIKaJbHON «TEMBI Kpe-
cTa»’ (Tak oHa Oy/leT UMCHOBAThCS B CKOPOM Oyj1y-
mem). [Ipu 3ToM BO3HUKAET TUITUYHOE OOpalleHue,
«OCBI0 00paleHus» KOTOPOTO CTAHOBUTCS TEPIUS
(") murOpHOTO NMama. OMTHOBPEMEHHO C DTHUM BCA
(yra — 9T0 ONecCTAIICe TOPKECTBO PUUSPKAPHBIX
KOHTPAIyHKTHYECKUX XHTPOCIUICTCHUH pasind-
HbIX €€ MarepuajioB. B kauecTBe NpUMET BPEMEHU
¥ B 3TOM pHUYEpKape BCTPEYAIOTCS YePTHI OyayIIHnX
TOHAJBHBIX OTHOIIEHUH. OFHAKO I 3KCIIOHHPO-
BaHUS U pa3BUTHA TeM (oHHU 3By4at okoso 100 pas,
HE CYUTAs MPOBEJICHHI CO BCEBO3BMOXXHBIMH PUTMH-
YECKHUMH MPeoOpa30BaHUSIMU U BHIYJICHEHUSIMH. . . )
WCTOJIB3YIOTCS TOJBKO TOHAJIBHBIE BBICOTHI in g U
in d. llpoune ke TOHAIBHOCTH (TOYHEE — MX BCE
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YCUJIMBAIOIINECS TPHU3HAKK) OOHApY)KMBAIOTCA B
paszenax, CBI3aHHBIX C KAHOHUYECKUMH CEKBEHIIU-
SIMU, WX TIPH U3JIOKEHUN B TUATOHUYECKUX J1ajax.

OnHO MOMHOILIEHHOE TIPOBeNeHUe in ¢ B T. 151—
152 nerko oOBSICHUMO HJeel contraria: KBUHTA OT
g (moll) BBepx maér d (moll), a KBUHTa BHHU3 TIpU-
BOJHT K ¢ (moll). D10 HE HapymIaeT o0IIe enuHO-
00pa3Ho¥ ( C TOUKH 3pEHUS HAIIETO BPEMECHH — TAKE
0HOOOpa3HOW) — TaK 3HAKOMOM IO pHyYepKapam
T€X JIET — JIaJOTOHAJIbHOW KapTHUHBI.

Bropas dyra (G eunouonutickuti — 154 Takra Ha
8/4) HECKOJIbKO MPOIIE: B HEH M KOJIMYECTBO IPO-
BEJICHUI TEMbl HE CTOJb OTPOMHO, W MAacCIITaObI
ckpomaee. Ho oOmmii xapaktep, HaOOp CpencTB
OKCIIOHHPOBAaHHUS ¥ Pa3BUTHS W TEHICHIUU K
CTPYKTYpPHOH CTPOMUYHOCTH TaKkKe pasHOoOpas-
Hbl U MHOTOJIMKUA. B o0eux ¢yrax kommosuTtop
npuleraeT K MOMOIIM YBEIHMYEHUH (IBYyX-, YEThI-
pEX- ¥ BOCBMUKPATHBIX) B Pa3IMYHBIX KOHTPAITyH-
KTHYECKUX TOJI0CaX, HAJIOKEHUSI Ha YBEIUUCHHBIH
BapUaHT YMEHBIIEHHBIX BapHAHTOB (THII TPOIIOP-
[MUOHAIFHOTO KaHOHA), KOHTPACTOB MEH3Yp B pas-
JUYHBIX pazzenax (yr, JJIEMEHTOB IOJIPaXaTelbHO-
ctu (Imitatio Violistica).

Bonbuioe 3naueHne nMeet KOHTpACT (hakTyp: B
0benx Qyrax IpUCYTCTBYIOT pa3aeiibl ¢ TOCIeI0BA-
TEJILHBIM TIPOBEJICHUEM TI0 BCEM TOJIOCAaM TEMBI B
YBEIIMYCHUH B MaHepe cantus planus (cM. paaepkap
A. I'abpuanu) B menaibHON KIIaBHAType C PEe3KUM
U ONM3KUM 1O BpeMeHH JS(PQeKTHEHIUM pasje-
JIOM, 3aITOJTHEHHBIM CTPEMHUTEIBHBIMU 3ByYaHHSIMHU
(Imitatio Violistica) BOCbMBIX U TIECTHAAIATHIX.

Bo Bropoii dhyre oOHapykuBaeTcst oropa Toxe
TOJIBKO Ha JIBE BBICOTHBIE INO3WLMU: in g WU in C.
W tombko ogHAXIEI (B T. 27-29) B BEpXHEM TOJIO-
ce mpo3ByUaja TeMa B in d, y’ke BechbMa OJU3KOM K
D dur (cm. A. I'abpuanm), mosiBIEHHE KOTOPOTO
MIPEAOIPENEIEHO CTPETTOM.

Hrak, MBI KpaTKO OTBETHIIM HA MOCTaBJICHHBIE
BOIpockl. Kpome mocieqHero: o rpaHuiax Mexmy
puuepkapom u (yroii. OTBET Ha HEr0 BO3MOXKEH
TOJNBKO TIPU (OPMYITHPOBAHHN YETKUX NPU3IHAKOB
3THX ABYX (puuepkap-dyra) Gopm.

Ipusnaku puuepkapa:

1. Borareiimasi KOHTpaITyHKTHYECKas TEXHUKA
Kak OCHOBa CHCTEMbI KOHTPAcTOB B mporecce Gop-
MOOOpa30BaHMsL.

2. Omopa Ha 1a/10-TUNI0TaI0BbIE (KBApPTO-KBHH-
TOBBIC) OTHOIIICHHS B KQYECTBE OCHOBHBIX.

3. Peanmzamus 1 nanpHEHIIEE pa3BUTHE CPEl-
HEBEKOBBIX CTPYKTYPHBIX (IIPEUMYIIECTBEHHO MO-
TETHBIX) (HOpM.
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Ipusnaxu ¢hyeu Bropoit monosunsl X VII Beka:

1. AKTHBHO pa3BHBAIOIIASICS TOHAIbHASA CHCTEMA.

2. I'maBeHCTBO KBAapTO-KBHHTOBON WMHUTAINU,
MOSIBJICHUE TAPMOHUYECKOH (YHKIMOHAIBHOCTH H
Mepexo/l OT JIaJ0-THIIOJIAZIOBBIX OTHOIICHUH K TO-
HUKO-ZOMHUHAHTOBBIM.

3. Ilepexom ot crpodudeckux (MOTETHBIX)
CTPYKTYpP K CTPYKTypam, B KOTOPBIX cmpoga yCTy-
IIUJIa MECTO 6apuayui.

4. VYHuUUIMPOBaHHOCTh BAPHAIMOHHON II0
CTPYKTYpe TOHAIBbHO-YCTOWUNBOW (yru (TpEX- MK
YeTHIPEXYACTHOM 110 popme).

[lepBas e€ yacTh €CTh SKCIO3UIHS C y>Ke 3HAKO-
MBIMH HaM HOPMaMH TIPEJCTABICHUS TEM U UX KOH-
TpacTa ¢ IMUTHPYIOLIMMH TojlocaMu. Bapuanuyu sxe
€CTh W3MEHEHHBIE IOBTOpEHUs sKcnozuuuu. Ilpu
3TOM MEHSIOTCS: CXeMa BCTYIUIEHHS TOJIOCOB, IIO-
PSAOK TOHAJTBHOCTEHW 3ByYaHHS TEM, TOSBISIOTCS
HOBBIE (HEyaep)KaHHBIE) MPOTHBOCIOKEHUS, U3Me-
HSIOTCS CBSI3KM (MX MacmTabbl u MaTepuan). B mpo-
Llecce BBIXOJ[a HA TEpPEeIOBBIE MO3WIMH KOHTpAcTa
TOHAJILHOCTEH KaK OCHOBBI cpeicTBa (hopmMooOpa-
30BaHUs (POPMYITUPYIOTCS M TPUHIUIEI AuddepeH-
Ay yKa3aHHbIX paszaenos. Tak, JI. byccrep [1,
c. 102-105] paccmarpuBaeT Hanbosee JOTHIHYIO H
COOTBETCTBYIOIIYIO TPEOOBAHUSM TOTO IIEPHO/IA CXe-
My KaJIaHCOB: SKCIIO3UIIMSA — HAa TOMHUHAHTE, ITepBas
Bapualysl — Ha BEpXHEW WM HIKHEH MeauaHTe (To
€CTb JIJIs1 MHHOPA MJIM Ma)kopa 3TO TTapaJuienbHas To-
HaAJIBHOCTH), a BTOpasi Bapuaiys — Ha ToHHUKe. [Ipu-
MeuaTeIbHO CIEAYIOIee: TOBOPS O CXeMe KaIaHCOB B
(yre BrOpoii monoBunk! X VII cronerns, JI. Bycciep
(yu€ubiii Bropoii moioBuHBI XIX Beka) Momb3yercs
TEPMUHOJIOTUEH, CBSI3aHHOM C TOHAJIBHON CUCTEMOM
Y pOXIEHHBIMHE €10 TAPMOHUIECKUMH (DyHKIHSMH.

Tak BBIVISAAT OCHOBHBIE IPU3HAKH (M MX paz-
TU4us) pudepkapa u Qyrd, 4TO MO3BOJSET OIpe-
JEJIUTh TPAHUIBl MEXAY HUMH. YK€ aHaJIN3 JBYX
«pyr» C. IlleiiaTa BIIOTHYIO MOABEN HAC K BO3-
MOXKHOCTH DEUICHHS BOIPOCA O TPAHUIE MEXIY
pudepkapom u (hyrou.

My3BbIKaHTBI TOM AII0XH, HAJI0 3aMETUTh, HE BUJIE-
711 OOJTBITION Pa3HHUITBI MEXKITy pUIepKapoM U (DyToit:
SIBIIEHUS, 3HaKOMBIe XXI CTOJIETHIO KaKk caMO COOOM
pazymetoniuecs, B XVII Beke HaxoIuIUCh B CTAIUU
CTAHOBJICHUS, CJIEIOBAaTENIbHO, M TPAHUIIBI MEXIY
HUMH HE 00Najiaiv SpKoH OTnpenenéHHOCThIo. «Pu-
4epkap u ¢yra ObUTH CHHOHUMUYHBD) [5, . 187].

Peub un€T 0 TEpMUHOIIOrNYECKOM CHHOHUMUYHO-
cTh. J{ma Takoro monoxeHus Beriei ObUTH MPUIHHBL
Ho B HacTosmmit MOMEHT 3Ta Mpr4rHa (CHHOHUMUY-
HOCTh TEPMUHOB) — He maBHas. OHa HE CyIIeCTBEH-
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Ha, TeM OoJiee, YTO aHAIOTUYHBIE CUTYaIlMd B TEp-
MHHOJIOTHUYECKUX Cepax BOSHUKAIH (M BO3HHKAIOT)
gacto. [opa3no BakHee mpu4HMHA, KOTOpasi CBs3aHA
C BO3HMKHOBEHHEM TOHAJILHOM CHCTEMBI U IOSIBIIC-
HHUEM JIaJIOTOHAIFHOTO KOHTpacTa — 3TOTO MOIIHEH-
IIeTO CPeNCTBa AWHAMI3ANK (HOpMOOOpa30BaATEIh-
Horo npouecca. Ho it Hayana u cepenunsl XVII
BEKa 3HAYEHHE 3TOTO KOHTPACTa B €T0 YPE3BBHIYANHO
Ba)XKHOM Ka4eCTBE OBUIO HEOCTAaTOYHO OCO3HAHHO,
10O KOHTPACT TOT PACHPOCTPAHSIICS B TIEPBYIO O4e-
peab Ha otHomieHuss T — D emé He OTHOYKOBaBIIU-
€csl OT OTHOUICHUH Jax — runonana. CienoBarensHo,
M pazHHUIA MEXAy puuepkapoM u ¢yrod (¢ TOUKH
3peHus] NMPUYMH CYIIECTBEHHBIX) MPOCMAaTpPHUBACTCS
C TpyaOM. SIpKuM IpUMEpPOM CKa3aHHOMY SIBIISIETCS
muknn U, ®dpobeprepa «Puuepkap u dyra», co3maH-
HBIA TIPEAIONIOKUTEIBHO Mexmy 1658 u 1660 rona-
MH. DTO 3aMeJaTeIbHBIA 00pa3el TEOPETUIECKUX U
MPAaKTHYECKUX ONyXIaHWH, HEMHHYEMO COIIPOBO-
KIIAFOIIUX TIpoIlecC BO3HUKHOBeHHsT (Pyru (Tak Ha-
3bIBAEMOM TOHAILHO-YCTOWYIHMBO) 1 IPOYEPIHBAHUS
TPaHHUIIBI MKy PUIEepKapoM U (pyroil.

Tak 4TO e eCTh puyepKkap u 410 — (hyea B IOHU-
manun U. @pobdeprepa? McuepnbiBaroniero oTeera
MBI HE MTOJYYHM, TaK Kak U Qyra 1 puaepkap Haru-
CaHbl He IIPOCTO HA OAHY H Ty K€ TeMy. TeKCTHI pu-
yepkapa u Gyru cCoBMaaaoT. PazHuiia Mex Iy HUMH
(ecnu He cuMTaTh MEH3Yp, MacIITaObl KOTOPBIX B
¢yre B 1Ba pasza OoplIe) MUHUMaJIbHA U HECYIIle-
CTBEHHA M HUKAaK HE BBI3BIBACT OLYIICHHS HATHYIHS
JIBYX CaMOCTOSITENIbHBIX MPOU3BEICHHUI.

A ecnu BCIOMHUTD, YTO B TEPMHHOJIOTHYECKON
YaCTH MTAIBSHCKOW TEOPUU pUYepKap U ecTh (yra,
TO cTaHeT MOoHATHO, modemy u C. Illeiiar nmenyer
CBOM IO BCEM IPH3HAKaM pU4epkapbl, ¢pyramu. Ha
TOT MOMEHT UCTOPUHU pUYepKap BBHIIVISAET MPHBJIIE-
KaTeJIbHee CBOMM M300MIINEM HCTIONb30BaHHBIX TEX-
HUYECKHX CPEJICTB M BOZMOXKHOCTHIO O€CKOHEYHOTO
TBOPYECKOTO MPEJIOMIICHHUS ITHX XyHO0)KECTBEHHBIX
CPEZACTB B MPOIIECCE CO3TaHNS MY3bIKAJIIFHOTO IPO-
n3BezieHrs. BrionHe oueBnaHO, TakuM 00pa3oM, 4To
B CMEIICHUH TOHITUI prdepkap u ¢yra B IpaKTu-
ke XVII cronetnst BurOBaTH! He 1. ®pobeprep u He
C. lleiiaT. [Ipuunaa — B APYrOM: B HETIOTHOM 0CO3-
HaHUU BEJIUYUS HOMEHYUANA MOHATILHOU CUCTEMbl
(BeZb Ha ATOT MOMEHT OHA INpedbIBalia JHIIb B CO-
CTOSIHMM aKTUBHOTO CTaHOBJeHus). Ho nMeHHO 3Ta
CHJIa, CTPEMUTENBHO IEMOHCTPUPYIOIIAst CBOU (hop-
MO000Opa3yoniiue BO3MOKHOCTH U HaZEKHO OepyImas
B CBOM PYKH IPOLIECCHI OOHOBIIEHUI Ha BCEX XYI0-
JKECTBEHHBIX HAIPaBJICHUIX eBpornelcKkoil mpodec-
CHOHAJIBHOW MY3BIKH, CTAHOBUTCS IJIaBHBIM JIBUTa-



2016,4

Teopna My3biKku

0

TeJIeM obweti st Bceid My3bIkH 3Bosroruu X VI u
IpyruXx (BIUIOTH /IO HAIIETO BPEMEHH) BEKOB.

Takum 00pazom, TIIaBHOH B (hopMOOOpa30BaHUM
puuepKapa sBISIETCST pa3HOOOpa3Hasi, U3bICKAHHAS
KOHMPAanyHKMu4eckas MmexHuka (PUieprapHocmo),
a OCHOBHBIM ITpu3HaKoM Gopmel pyru XVII crorne-
Ths (II03Ke HA3BaHHON TOHAIBHO YCTOMYHMBOW) —
MoHANbHBIN nAaH. BOT THe pacronokeHa rpaHuia
MeXly puaepKapom u (yroii.

Tak ¢yra, sBASACH MOCIICAOBATCIBHHUIICH H30-
OpeTaTenbHBIX TEHACHIMMA pUYepKapa, OTKpPHUIA
orpoMHEIE (OPMOOOPA30BATETHLHBIC BO3MOKHOCTH
TOHAJIBHON CHCTEMBI (TOHANBHBIN IUIaH) W Jana
MOIIHBIA HMMIOYAbC A JaJdbHEHIINX IOWCKOB
cpeact u npuémMoB GopmoobOpazoBanus (Gyru To-
HaJIbHO-Pa3BUBAIOLLEHCS.

Ho 310 Tema yke oT/ieNIbHOM CTaThU.

< MPUMEMAHUA (<

' Tak, B My3bike KoHIa XVI Beka Mbl yXke CIbI-
UM XPOMAaTH3MBl B COBCEM HMHOW (DYyHKIIMH, HEKEIH
BO BpeMEHa Npeablaylye. JTa TeHACHIHS SPKO Ipel-
CTaBJIeHa B IITHTOJIOCHOM Maapurane Jlyku MapeHnno
(1553-1599) «Solo e pensoso» (1599), uto TpedyeT XOTs
OBl KpaTKoro aHayim3a My3bIKH. B manpurane nan um-
TEJIbHBIA BOCXOAAIIMN XpoMmarudeckuid xox ot G a0 A
C HHCXONAMMM Bo3BpamienneM k D,. XynoxkecTBeHHOE
3HAYEHHUE 3TOTO XO/1a MOATBEPKICHO HE TOIBKO TEMOPOM
U MECTOM B (QakType (soprano), HO ¥ POBHBIMH [[IH-
TENBHOCTAMH (LieJIbIe B MaHepe cantus planus), a Takxe
W TapMOHHEH TOJIBKO TepuHoBoro crpoenus. Ileprommy-
HOCTh CMCH T'apMOHUM, KaK MPaBHJIO, COBIIAIAET CO CMe-
HOW 3BYKOB XPOMaTHYECKOTO Xoza. JIMIIb B HEKOTOPBIX
CiTydasix Ha OfIHY LEJyIO JJIUTENBHOCTD MPUXOASTCS BE
rapMoHuH. [IJ11 CMEH rapMOHHI KOMITO3UTOP HCIOJIB3YeT
TPH BapHaHTa COOTHOLICHWM: TEPIOBbIC, KBAPTO-KBHH-
TOBEIC, THOO OMHOUMEHHEIC (dur — moll).

Takum xe obpazom u xuponamo Ppeckobanban
(1583-1643) yxe B Havanme XVII cromerus (1635) B
MY3bIKE CBOMX BOKAJIBHBIX 1 HHCTPYMEHTAJIBHBIX pHUep-
kapoB (k npumMepy, «Ricercare cromatico post il Credo»
n3 mecchol «In Festis duplicibus I», «Ricercare dopo il
Credo» u3 meccol «In Festis Beatae Mariae Virginis I»)
OOMIIBHO HCTIOJNIB3YET XPOMATH3ALHIO.

2 Jlns Noranna Sxo6a ®pobeprepa (1616-1667) pu-
Yyepkap, KpOME BCEro MpOYEro, CTal «ITOJIUTOHOMY IS
YIOBIICTBOPEHHS «... PACTYLINX TEHACHINH K TOHAJIBHBIM
skcepumenTam» [10, c. 328]. IIpaBaa, Kk BHICKa3bIBAHUIO
aBTOpa LIUTUPOBAHHOW MBICIHN CIIEAYET OTHECTHUCH KPUTH-
yecku. Jleno B TOM, 4TO OH MMeeT B BuAy Puuepkap cis
moll Ne 6 u3 nukna pudepkapoB 1658 roma. B vém mpen-
CTaBJIeHa PEIKO YMOTPEOISBINASACS TOTAa TOHAIHGHOCTH,
YTo 00pa3yeT TOHAIBHBIA KOHTPACT MEXIY pPa3HBIMH
prdepkapaMy, a He BHYTpPU OIHOTO pudepkapa. JTo 00-
CTOSITEJILCTBO HE ITO3BOJIACT YEPECUyp BHICOKO OLCHWTH
TOHAJIBHBIE AKCIIEPUMEHTHI KoMIo3uTopa. OnHaKo camo
1o ce0e MosIBIICHHE Y€ TOHAIBHOCTH (a He J1ajia ¢ ycTo-
€M Cis) IOJDKHO OBITH OIIEHEHO IO JOCTOMHCTBY. B 3TOM
OTHOILICHUU TOpa3no OONBIIUA 3PQEKT SKCIepUMEHTH-
pOBaHMS B TOHAIBHOW c(epe MpecTaBiIeH puuepKapaMu
JIx. @peckobanbau. Tak, ero padaepkap u3 Mecchl «In festis
duplicibus I» nmeer dopmy, omuskyro k basso ostinato: B
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Oacy maHa KpaTkasi Menoaudeckas Gopmyia, oOnmagaromast
MIPU3HAKaMH KOHKPETHOH J1afioTOHAIBHOCTH. Bot eé 3By-
ku: C, E, F, D, C. Ecimi repBoe 6acoBoe IpoBeAeHHE 3TOMH
(pas3pl KBAIM(PHUIMPOBATh B Ka4€CTBE «IIPEICTABHUTEISD)
C dur, To mocnenyroure 12 e€ 0aCOBBIX MOBTOPCHUIT J1a-
IyT Takoi «toHanmeHbIN wanw»: G, D, A, E, D, G, C, F, B,
Es, F, C. HerpyaHo NOHATH, YTO IpPU TAKOM TOHAIBHOM
GorarcTBe BHYTPH OIHOTO pHYEpKapa JIEMOHCTPHUPYETCS
ropas3no OONBIIMI TOHABHEIA HKCIICPUMEHT U, CICH0Ba-
TEJIbHO, C TOpa3o OOJbIICH MepCIeKTHBHOCTRIO B Kade-
CTBE cpecTBa (CHIIBI) (POPMOOOPA3YIOIIETO MpoIiecca.

* K npumepy, Kyrie u3 meccor Ilanectpunsr «Ut,
Re, Mi, Fa, Sol, La» umeer sipko BBIpRXEHHYIO CTPO-
¢uueckyto crpykrypy. Cantus firmus, MHOTOKPaTHO
TpOBEAEHHBIA Y S, caMm 1o cebe aKTHBHO JEMOHCTpH-
pyer OorarcTBO TeXHHYECKHX IpeoOpa3oBaHUil Memo-
JMYECKOTO TeKCaxopAa: OH M3JIaraeTcs W B MPSMOM, H
PaKOXOIHOM JIBI)KCHHH, B YBEIMUCHHH (C Iporpeccueit
OT JBYKPaTHOTO 10 YETBHIPEXKPATHOTO) W yMEHBIICHUH
(TOoXe ¢ Tporpeccuei 0T YeTBIPEXKPATHO yBEIHIEHHOTO
«Ha3a/» 0 MPSIMOTO U IBYKPAaTHO YMEHBIIEHHOTO). Bo
BCEX OCTAJBHBIX TOJIOCAX OJHOBPEMEHHO CO 3ByYaHHEM
C.f. mosIBISIIOTCS] KAHOHBI KOHEYHBIE U OECKOHEUHBIE, Ka-
HOHHUYECKHE CEKBCHILIMH, BapHAHTHl IIPOTHBOCIOKEHHH,
BEPTHKAJIbHBIE W TOPH30HTAIBHBIC MEPECTAHOBKH pa3-
HBIX KOHTPACTHBIX MaT€pPHAIIOB.

4 3mech u manee Mbl yxe OyleM MOTb30BaThCS TSPMH-
HOJIOTHYECKOH 0a30i (Tema, OTBET, IPOTHBOCIOXKEHHUE U
Ip.) Toit Oyayiei (opmbl, KOTOpast CTaB MOCIIEI0BATENb-
HULEH pUuepKapa, BOCHPHHSB U pa3BUB €0 JTOCTIKEHMS,
ycTpeMuIiach B OyJryIiee ¥ MOJIydnia Ha3BaHHuE — ghyza.

> CJI0XXHOCTBh BOIPOCA O MY3bIKaJbHBIX PUTOpHYE-
ckux ¢urypax (MP®) cronp Bemmka, yTo 0e3yCIIOBHO
TpeOyeT OTAEIBHOr0 IIIyOOKOTO aHAIUTHYECKOTO HC-
clleloBaHMA. 37€Ch OTPAaHMYMMCS JIUIIb CIIETYIOINMHU
Pa3sMBIIUICHUSAMHU: 1a, PUTOPHKA JaBHO BOILIA B CPEHE-
BekoBbIe TpuBUyM (B KauecTBe MoaH(uKara B BUIE My-
3p1k) U KBanpusuym. Ho mpuHauie)xHOCTh PUTOPHKH
K MYy3bIKE HOCHT BEChMa OIIOCPEIOBAHHBIH XapakTep.
[paena, B XVII Beke ¢yry HETHKOM MBITAIACH TpPaK-
TOBaTh (M3-32 €€ CTPEMHTENFHO KPEIHYyIIeH CTPyKTyp-
HOWi ctabmipHOCTH) Kak MP® [9, c¢16. 991]. Ho Bpsig mu
Takas TPAKTOBKa CriocoOHa ObLIa MOMOYB CIYIIATENIO
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KOHKpPETH3HPOBaTh «COAEPKaHUE» 3TOW My3blkH. On-
HAaKO OYEpPTUTh HEKUI KPYT CMBICIOBBIX acCOIMALUIl
Takasi TPaKTOBKa HECOMHEHHO Moria. [loxkxe BO3HHUKIN
MIOTIBITKY TPAKTOBOK BCEBO3MOXKHBIX MIOBTOPEHUH MeI0-
JMYECKUX 000pOTOB B TeMe (yru Kak siaeMeHToB MP®
[Tam ke, cT0. 979]. Co BpeMeHeM (B X0OlI¢ UCTOPUIECKO-
TO JIBIDKCHUS) SIBCTBEHHO OLIYTHMO YMEHBIIICHHE 3HAYe-
Hust MP®. OHO cBA3aHO C LENBIM KOMIUIEKCOM NPUYUH
001l DBOJIIOIMN ICTETHYECKUX OTHOIICHHH CTOPOH:
KHU3Hb — HCKYCCTBO. YMEHBIIICHHE, TAKUM 00pa3oM, HH-
CIMPUPOBAHO caMoii mpakTukoit X VI u, B ocobeHHOCTH,
XVII u XVIII BekoB. [Togapnstoriee kKoaudecTBo (U MO-
CTOSIHHO YBEJIMUYMBAIOIIEECs UX YHCII0) TAK Ha3bIBAEMBIX
MP® (na camoM Jeie K My3bIKEe B UX IT€PBOHAYAILHOM
MIPEAIoIaraéMoM 3HAYEHUU OTHOIICHUS MOUYTH HE MMe-
IOLIMX) MOCTENEHHO MEepeKBaTN(PUIIMPOBAIOCH B «IIEp-
COHaXe» CIUCKAa MYy3bIKaJIbHBIX TEPMHHOB. B HacTos-
1ee BpeMs 9TH CIUCKH B y4eOHHMKaX IO dJIEMEHTapHOH
TEOPUH MY3BIKH BeCbMa 00BbEMHBI M UMEIOT OIpEaeiIEH-
HO€ 3HAuCHHE A7 yTOUHEHUS TEMIIOBBIX ¥ AMOIOHAJIb-
HO-BBIPA3UTENbHBIX XapaKTEPUCTUK IPH HCHOTHEHUU
My3BIKH ¥ A BocnpusaTus e€. Onnako Myssika XVII u
XVIII croneTtnit He MPOCTO BHITECHUIA MHOTHE PUTOPU-
Yeckue (UTypbl U3 CTaTyca «MY3BIKAJIBHBIX», HO U MO-
poania psii ASHCTBUTENBHO «MY3BIKAIBHBIX» ¢Guryp. K
TaKOBBIM MY3bIKaJbHas MPAKTHKAa COBPEMEHHOCTHU OTHO-
CHUT U TaK Ha3bIBAEMYIO TEMY KPECTay.

B My3bIKke npeablIyyuX BpeMEH TaKUX MHTOHALUOH-
HO XapaKTepHBIX MEIOJMYECKUX 00pa3oBaHMil (IpHYHC-
neHHbIX HamMu K MP®) He 6110 1 ObITH He Morio. [Tapa-
JIOKCAJIbHOCTh CUTyalluH oueBHIHA. Benp «rema kpecta»
TIOPOX/IEHA «IT0 IPOYTEHUN» OMONIEHCKIX KAHOHUYECKHX
MUCAHUI 0 XUTUM XPHUCTa, a caMa My3bIKaJbHas «TeMa
Kpecta» cdopmupoBasiack Jumib Ha creike XVII-XVIII
BekoB. Benukue macrepa XIV-XVI cronetuil uckpenHe
SIPKU U BBIPA3UTENBHBI, TOBOps O cTpagaHuax Hucyca
XpucTta B cBoeil NOABMKHUUECKOH fesitensHocTH. Ho My-
3BIKAJIBHOM «TeMBI KpecTa» He cyliecTBoBaio. I[lostomy
OHA HE CyIECTBYET U B ux TBopeHusAX. Kax ke tak? Beap
e€ IemdIas BBIPA3UTEIbHOCTh HECOMHEHHO CWJIBHA U
co3ByuHa OuoOnelickum mnucanusM. [louemy cosnmarenu
ITACCHOHOB, MECC, TyXOBHBIX MOTETOB, INIyOOKO YyBCTBO-
BaBILME M MEPEKHUBABIINE CKOPOHOCTH ONMUCHIBAEMOH CH-
TyallH He TIPHOErany K CToJb YOe U TeIbHOHM 0 Tparnde-
CKOM aJIeKBaTHOCTH MeJIOIYecKoii hopmymne?

[MprunHa napagokca 3aKimodaercss B TOM, 4To (IO-
BTOPIOCH) 3TOH MHTOHAIIMOHHO-MEJIONMYECKOH (HUTYpHI B
Mmy3bike XVI u Hauanma XVII BexoB He Obu10. U OBITH HE
Mmono! Benb omopoii caMbIx sIpKUX (opM «TeMBI KpecTay
CIIy’aT MHTEpBalbl YMEHBUIEHHBIX CENTHMBI U KBAPTHL
OTHUX UHTEPBAJIOB B TUATOHUUECKON JIaJOBOM CHCTEME MY-
361k CpeIHEBEKOBB HE CyIecTBOBaNO0. OJHAKO 1O CTPYK-
Type OHH paBHBI OOJIBIIINM CEKCTE M TEPIMH (Pa3HOUTEHUS
MEXKy HaTypalbHBIMH M TEMIEPUPOBAHHBIMU CUCTEMAMHU
B HACTOSIIIMI MOMEHT B cu€r He Oepém). CienoBaresnbHO,
CHJIa 9THX MEJOANYECKUX 00pa3oBaHUN HE B cmpykmype
YKa3aHHBIX MHTEPBAJIOB, a B JIAJOBOM KoxmeKkcme. JITUM
«KOHTEKCTOMY sIBUJICSI MUHOD. He sonuiickuii naf, a uMeH-
HO Y€ MUHOp. A eciM TOYHee, TO MUHOpP rapMOHUYE-
cKkuil — npoaykT My3biku koHLa XVII Beka. Kak Bugum,
TaKoe MpeBpalieHre OONBIINX CEKCTHI U TEPIMH B YMEHb-
HIEHHBIE CENTUMY M KBApPTy CTaJI0O BO3MOKHBIM COBCEM B
JIPYTYIO 3MOXY — 30Xy YK€ «CBOOOIHOTO MuchMay. «CBo-
60HOE» K€ IMUCHMO, B CBOIO OYEPE/Ib, 0003HAYMIIO ITyTh K
TIOSIBJICHHIO B MY3bIKe (HE3aBUCUMO OT BiusiHus MP®) Ta-
KUX MHTOHAIIMOHHBIX 00pa30BaHUH, KOTOPBIE HE TPEOYIOT
conieprKaTebHOM cioBecHOl pacumgpoBky. W miaBHBIM
BHHOBHHKOM 9TOT0 — OYKBaJIEHO PEBOJIOLIOHHOTO — Iepe-
BOpOTa B 00JIaCTH My3BIKaJIbHOH COIEp)KaTeIbHOCTH CTalla
oriepa. MHOTHE JOCTHXKEHHUS OTEPHOH MYy3BIKH C(HOpMHU-
POBaJIK JOCTAaTOUHO YCTOMYMBOE MPEJCTABIEHUE O COAEP-
KATEJIbHOCTH Te€X WM MHBIX MHTOHAIMOHHBIX 00OPOTOB,
JIaJIOTOHATBHBIX (OPM, PUTMOTApPMOHHYECKUX IOCTpOe-
HUM, KOTOpBIE, Epeliid 13 BOKANBHBIX (apus, KaHI[OHA U
T. A.) pOpM B HHCTPYMEHTAIIbHBIE, COXPAHHIIN CBOE COIEp-
*&KaTelabHOEe HanonHeHue. K npuMepy, HHTOHAINY B30XO0B
U UX MHCTPYMEHTAJILHOE BOIUIOIICHUE B MEJICHHBIX 4Ya-
cTsX cuM(OHMH, COHAT, KOHIIEPTOB (MaHreHMIIBl, Morapr,
laiinH, berxoBeH, My3bIkasbHBIN poManTH3M XIX Beka).
370 OBIIIO OTKPBITHEM MUHOPA, KOTOPBIH yiKe caM 1o cebe
cTai BBIMOMHATE QyHKIMI0O MP® — cran ero. Tak Obuia ot-
KpbITa 1 MHOTOKPAaTHO MPUYMHOXEHA OTPOMHAs AIMOLIUO-
HaJTbHAS CHJIa HHTOHAIIMOHHO OOHOBIIEHHOM OTIEpHO# Aria
lamento. Boiins B chepy HHCTpYMEHTAIBHBIX )KaHPOB, OHA
HE TOJIBKO CO3/1aJ1a 0a3UChl MPOHUKHOBEHHOM, HEOOBIKHO-
BEHHO BBIPa3HUTENbHON (ITOpOii, CKOPOHOH) paHee He3Ha-
KOMOI! TMPUKH, HO U TIOPOAXIIA HOBBIE APaMaTyprudeckue
OTHOIIEHHS BHYTPH aHpa U KOHKpETH3npoBaja (pazyme-
eTcsl, B IIpejieliax BO3MOKHOCTEH caMOi My3BIKH TEX 110X )
MHOTUE CTOPOHBI €€ CTPYKTYPBL.
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Puuepkap, pMuyepkapHOCTb, TOHaAbHO ycToMu4MBas doyra

Hosaropckue Tennenuuu esponeickoi My3siku X VII cronerus sipko NposiBUIIMCE B MHCTPYMEHTAJIbHOM pUYEpKape,
KOTOPBIN C(HOPMUPOBAI pHUEPKAPHOCTh — KOMIUIEKC TIPU3HAKOB pUYepKapa, 00ecCIieYeHHbIH 00rarCTBOM KOHTpAITyH-
KTUYeCKO# TexHuKu. OH CcTal He TOIBKO BaKHBIM (HOpMOOOpazyromuM HakTOpOM, HO ¥ HOCHTEIEM COICPKATEILHO-
CTH B HHCTPYMEHTaJIbHOM My3bIKe. I1osiBIEeHME pyuuepKapa U 3aBOE€BaHUE UM IIepeloBbIX no3uuui B X VII Beke co3na-
JIO OCHOBAHUS JJIsl Pa3BUTHS Psijia MHCTPYMEHTAJIBHBIX )KaHPOB, CPEN KOTOPBIX 0COOBIN HHTEpEC MpeACTaBIsieT (yra.

CylecTByeT TO4YKa 3pSHUs, YTO pUUepKap — 3TO NMPEAIIECTBEHHUK (Gyru. B cTaTbhe BhIBUraeTCs TUIIOTE3a O TOM,
YTO HE pUYepKap SIBISETCS MPEIIIeCTBEHHUKOM (yrH, a ¢pyra CTAaHOBHUTCS MOCIEOBaTeNIbHULICH puuepkapa. Takas
MIEPECTaHOBKA B Mape «IPUYNHA-CIISICTBUEY MTOPOXKIACT BAXKHBIH BOIIPOC: I7Ie TPAHUIIA MY pHYepKapoM U Gyron
U 4eM oHa obecrieyeHa?

AHanu3 MHOTMX PUYEPKApOB IIO3BOJSET HAWTH ATy I'PaHMIy U OMNPENEIUTh OCHOBHYIO IIPUYMHY €€ IOSBICHUS:
CTaHOBJICHHE TOHAIBHOH cucTeMbl. OHa 000CTpPHUIIA BXKHOCTh BBICOTHBIX OTHOIICHHN MEXIY Pa3iNYHBIMU pa3liesiaMu
(GOpMBI U, TIOCTENIEHHO 3aMEeHsIsl TPAJUIMOHHBIC JIAIO-THITONAI0BbIe OTHOLICHHS Ha TOHWKO-IOMHHAHTOBBIE, CO3/1asia
YCJIOBHS JUIsl TOSIBJICHHSI TOHAJTBHBIX KOHTPACTOB — HOBBIX M BecbMa 3(h()eKTHBHBIX — B Bonpocax (GopmooOpazoBaHus.

®yra XVII Beka, BOCIPUHAB TEXHUUECKUN ITOTEHIIMAJ pUYEpKapa U BOCIIOJIb30BaBIIUChH CUJION TOHAJIbHBIX KOH-
TPacTOB, OTKPbLIA HOBYIO CTPAHUILy B UCTOPUU MY3BIKH.

KirroueBele ciioBa: pudepkap, puaepkapHOCTh, MOTET, MEcCca, JTaJioBasi CUCTEMa, JIaJl — TUIIOJal, TOHAIbHAs CHCTe-
Ma, TOHAJIBHBIN TUIaH, ¢yra.

The Ricercar, The Ricercar Style, and The Tonally Stable Fugue

The innovative tendencies of 17" century European music were brightly manifested in the instrumental ricercar,
which shaped the ricercar style — a complex of traits of the ricercar, furnished with an abundance of contrapuntal
technique. It became not only an important form-generating factor, but also a bearer of substance in instrumental
music. The emergence of the ricercar and its obtainment of the forefront positions in the 18th century created the
foundations for the development of a number of instrumental genres, among which of special interest is the fugue.

There exists the opinion that the ricercar is the predecessor of the ricercar. The article brings forth the hypothesis
that it is not the ricercar that is the predecessor of the fugue, but the fugue is the descendent of the ricercar. This kind
of interchange in the pair of “cause-effect” generates an important question: where does the boundary between the
ricercar and the fugue occur, and how is it ensured?

Analysis of a large number of ricercars makes it possible to find this boundary and determine the main reason
of its appearance: the formation of the tonal system. It exacerbates the importance of high-altitude relations between
the various sections of the forms, gradually replacing the traditional modal-hypomodal relations with tonic-dominant
ones, having created the conditions for emergence of tonal contrasts — new and quite effective ones — in the question
of form-generation.

The 17" century fugue, having appreciated the technical potentials of the ricercar and having made use of the
power of tonal contrasts, opened up a new page in music history.

Keywords: ricercar, ricercar style, motet, mass, modal system, mode-hypo-mode, tonal system, tonal plan, fugue.
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®OPMbl HEMELIKOM MHOTOTOAOCHOM MNMECHU XV-XVI BEKOB

OIPOC KOMITO3HIIMOHHOW THUIIOJIOTUH SIBIISI-

€TCS OIHUM W3 KIIOYEBBIX NMpPU W3yYCHUU

HeMelKoH mnojudonndeckor necuu (Lied)
XV-XVI BexoB. CooTHOIIEHHE BepOATHHOTO H
MY3BIKQJILHOTO IUTAHOB OTHOCHUTCS K Y3JIOBBIM
npobiemMaM HCCIIe0BaTeNbCKOW TPAIUINH, a CTIO-
cOOBl MX KOOPJWHAIMH PACICHUBAIOTCS KaK BaxK-
HEHIINI KaHPOBO-CTWIIEBOH IoKazarenb. IIpuuém
OOIICPUHSTEIM SIBIISIETCS MPECTABICHUE O 3aBU-
CUMOCTH MY3bIKaJbHOH (OPMBI OT TOITHYECCKOM:
«ITapameTp GOPMBI HEPEIKO CTAHOBHUTCS TJIABHBIM
JKaHPOBBIM TOKa3arejaeM. JTO OTHOCHTCS] HCKIIIO-
YUTENBHO K TIOATHYECKOMY CTPOCHUIO, TTOCKOJIBKY
MY3BIKQJILHOE SIBJISIETCSl TIPOU3BOIHBIM M BTOPHY-
HEIM» [4, ¢. 107].

[TomrMo BepOaTBPHOTO TEKCTa M 3aKOHOB €TO
OpraHu3aluy, NPSMBIM 00pa3oM BIHSIONIMX Ha
MY3BIKJIbHYIO (popMy TeceH, BaKHEHIIINM UX KOH-
CTPYKTUBHBIM DJIEMEHTOM SIBIISICTCS cantus firmus
KaK IIeJIOCTHAas TEKCTO-MY3bIKallbHAs CTPYKTypa:
«HameB 3am1aéT MHTOHAUMOHHBINA IUIAaH M MPOTS-
WEHHOCTH (POPMBI, KOMIIO3UIHSI MIPECTABISET CO-
0ol (hakTypHO-rapMOHHUYECKYIO 00pabOTKy Hare-
Ba» [2, c. 67]. Bce aBTOpBI MHOTOTONIOCHBIX Lieder
CTPOAT UX B MPSIMOM COOTBETCTBHH CO CTPYKTYp-
HBIMU OCOOCHHOCTSIMHU cantus prius factus’o. He-
cinydaitHo ['eopr @opctep B NMpEAUCIOBUU K CO-
opanuto «Frische Teutsche Liedlein» (1539-1556)
NOMYEPKUBAN, YTO OH «HM3JaBall MIECHU HE Paju
TEKCTOB, a pamu xkommo3urum» [8, S. 108]. B 1e-
JIOM KOMIIO3WIIMY TIECEH OMPEIEINIOTCS CTPOCHH-
€M TEeHOpa, KOTOpoe B OONBIIMHCTBE CIy4aeB HE
Moauduupyercs. VckirtoueHreM sBISIOTCS HEKO-
Topble 00pasuel Volksliedweise — ieceH Ha OCHOBE
(hONBKIOPHBIX IUTAT. B HUX BCTpeuaeTcs HECKOIb-
kKo Oojee cBoOOMHOE OOpalICHUE CO CTPYKTYpOit
TEHOpa': MOBTOPEHUE BCEX CTPOK WMJIM MX TPYIIIIHI,
TPaHCIIOHHPOBaHHUE, YACTUYHBIC IOBTOPECHUS, TIPH-
BOJSIIIINE K «PACHIMPEHHOMY 00Pa30BaHUIO TEHOpA
(Erweiterungsbildung)» [12, S. 457].

B HeMmeukodl My3BIKOBEAYECKOH JIMTEpary-
pe TpOoToBapHBAIOTCS O0IIHME 3aKOHOMEPHOCTHU
tdhopmooOpazoBanus Lied [14], npudéM modytH wuc-
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KIIIOYNTETPHO Ha YpOBHE BepOajIbHOTO TEKCTa.
Bomnpocy KOMIO3ULIMOHHBIX PELICHUA NpuAacTcs
nepudepuitHoe 3Ha4YeHHE, TIIABHOE K€ — aHAINU3Y
CTPYKTYpPBI TEHOPA H CIIOCO0aM paboThl ¢ HUM. Tak,
X. Mosep u K. I'yneBuib moapoOHO paccMaTpUBaOT
3aKOHOMEPHOCTH CTPYKTYPHPOBAHHUSA TEHOPA U €T0
BO3MOXKHBIE MOJM(DUKAINH, OJJHAKO H30JIMPOBAHHO
or o0riei kommo3uiuu neced [12; 13]. X. Mosep
yKa3bIBa€T Ha HEKOTOPHIE CTPYKTYpPHBIE 0COOEHHO-
ctu nieceH Ilayins Xodxaiimepa.

Tunonoruto Gopm peHeccancHou Lied B CBs-
31 ¢ €€ CTWIEBBIMH pPa3HOBHIHOCTSAMH pa3pa-
6oran K. I'yaeBmnp [12], cBsfizaB Tum 00pabOTOK
Hofweise (MpuIBOpHBINA HAareB) HCKIIOUYUTEIHHO
¢ Oap-opmoit, a Volksliedweise — ¢ Reihungsform
(crpoduueckas hopma), 1101 KOTOPOU TOHUMAIOTCS
pa3iUyYHBIe MYyTH peaTu3aluyd KOMITO3UIIHOHHOTO
MIPUHIINAIIA, OCHOBAaHHOTO HAa COIOCTAaBJIICHUH Ya-
creil. [IpaBoMEPHOCTE 3TOrO 3aKJIIOUECHMSI, OJIHAKO,
He noATBepxkaaercs marepuainoM. H. Cumakosa [6,
c. 122-124] npemnaraer CIEAYIOMIYIO THIIOJIOTHIO
thopm Lied, He BKIIFOUas B TTOJIE CBOETO 3PEHUS, KaK
1 JpyTHe WCCIIEA0BATENH, PA3HOBUAHOCTH M MOAH-
¢ukanmu 6ap-Gopmer: 1) KymieTHO-CTpopHuUIecKast
dopma ¢ KymaeToMm B 0ap-popme; 2) HUKINISCKUE
(mByX—4eThIpéXJacTHBIE) (DOPMBL.

Bo u3bexxanue TepMHHOIOTUYECKON Ty TaHUIIBI
HEOOXOMMO YTOYHHUTHh U KOHKPETH3HPOBATh Ipe-
ke Bcero moHstne Reihungsform?®. Tlpu HEKOTO-
PBIX Pa3UUUsIX B €T0 TOHMMAHUH OT/ICIbHBIMHU He-
MEIKAMHU aBTOpaMHU OONBITHHCTBO MOAPA3yMEBAIOT
IIUPOKUM COEKTP CTPYKTYPHBIX MOJIENEN U OTHOCST
K 9TOMY NPUHIUIY TBEPABIE (POPMBI IIECEHHO-TaH-
LIEBAIBHBIX JKaHPOB, a TaK)Xe€ CTPOTHE BapHalUU
U JaXe CKBO3HYIO (opmy’. [JaBHBIM KpHUTEpUEM
Reihungsform sBIsieTcsi TPAaKTOBKAa CTPOQBI Kak
LIEJIOCTHOW CTPYKTYphI, YeMy HE COOTBETCTBYET,
HarpuMep, TepHapHas crpoda 6ap-popmer. B mpo-
M3BEJEHISX HCCIeTyeMOM KyJIbTyphl 3TOT apXu-
TEKTOHWYECKUI NPUHINIT aJIEKBAaTHO PEanu3yeTcs
B KYIUIETHO-CTpO(HUECKON (opMe ¢ HEeleInMOH,
LEJIOCTHOM cTPO(Oii, B KOTOPOH penieHo OONbIIHH-
cTBO 00pabotok Volksliedweise.
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M1 pasgensieM METONOJOTHYECKYIO TO3UITUI0
H. Cumaxosoii u T. Copokunoii [7, c. 6], cortacHO
KOTOPOM BCTpedaromieecs WHOTAA MPUHINIHATD-
HOE pasjiesieHue 0ap-GopMbI U KYIJIETHO-CTPOdH-
4yeckoi (hOpMBI B LI€JIOM HEMPaBOMEPHO, TaK Kak
repBast ABISIETCA YaCTHBIM CITy4aeM BTOPOH, Xapak-
TepHU3ysICh 0COO0H yCTOMYMBOCTBIO TEKCTO-MY3BI-
KaJbHOH CTPO(dBI, HEOAHOPOIHBIM CTPYKTYPHPO-
BaHHEM CTPO(BI U CHOH (PYyHKIIMOHATBHOCTBIO €€
pa3zaenos.

[IpucransHOrO BHUMaHU TPEOYeT U BOIPOC Cy-
IIECTBOBAHUS MPHU3HAKOB TaK HA3BIBAEMBIX CKBO3-
HBIX (hopM B KynbType Lied. HecmoTpst Ha TO, 4TO
Ha npoTshkeHnd X VI Beka 00bEM CKBO3HBIX KOMIIO-
3ULMI B €BPONEUCKUX BOKAJIBHBIX JKAHPAX IOCTO-
SHHO HapacTaeT, B MHOTOTOJIOCHBIX Lieder 3TOT BUI
BCTpeYaeTcss BeCbMa PEIKO: Yalle OH CBOMCTBEH
obpabotkam Volksliedweise. CoOCTBEHHO CKBO3-
Has Qopma B monudoHuyeckor Lied xapakrepu-
3yeTcsi HaJlM4heM OJHOW pa3BEPHYTOH CTpodbI, C
e€ MacmrTabHOCTHIO, HEpPEeTIaMEHTHPOBAHHON Op-
raHu3anuel u cBoOOIHOM pudMOBKOU. B cBs3m
3THM 3a49acTyI0 BBLIETUTH CKBO3HYIO KOMITO3UITHIO
KaK TaKOBYIO BeCbMa 3aTpyIHUTEIbHO. C OONBIIONHN
OCTOPOKHOCTBHIO MOXKHO TOBOPUTH O CKBO3HBIX
(dopmax, MOCKOIBKY BO MHOTHX IECEHHHKAX (ak-
TUYECKH MHOTOCTpOodHBIE Lieder Hepeaxko mpea-
CTaBJICHBI OHOU CTPO( O, KaK IMIPABUIIO, UMEIOIICH
BHYTpPEHHEE CKBO3HOE CTPOCHHE.

Ananu3 nonudoHuueckux Lieder moka3biBa-
eT, 4Tro obnactb Reihungsform nudpdepeHuupy-
€Tcs Ha KYIUIETHO-CTPO(MHUUYECKYI0, CKBO3HYIO H
nukimdeckyro  gopmel. O6pabotku Hofweise u
Volksliedweise mocraTtodHo ompeneinéHHO aTpuoy-
TUPYIOTCS TI0 TIO3THYECKOMY TEKCTY, IO TTapaMeTpy
xe (GopMooOpa3oBaHUs MPSIMOH 3aKOHOMEPHOCTH
HE cymiecTByeT: moMuMo obo3HaueHHbIX K. ['yme-
BIJIEM KOMIIO3UITMOHHBIX pemeHui, Volksliedweise
HEPEIKO co3faHbl B Oap-popme, a Hofweise — B
JPYTHX BHJIAX KYIUIETHO-CTPO(UIECKONH OPMBI.

B xymierHo-ctpoduueckux dopmax peanusy-
IOTCSA Pa3INYHBIE TPUHIMIBI BHYTPEHHEIO CTPO-
enus ctpod u cTpok: 1) GespedpenHbIe HOPMEI
(0ap-dpopma u e€ pasHOBHIHOCTH; (hOopMa C LIETOCT-
HOM cTpodoif n «MaapuranbHas» dopma); 2) ped-
peHHbie popmbl (pedpeH-cTpoda; pehpeH-CTPOKa).

Bap-dopma, cioxuBLIascs B JUPUKE MHUHHE-
3aHra, OCTajach BEAYIIUM THUIIOM KOMITO3WIUH B
MECHAX MEHCTEeP3WHTEePOB M B TMOIU(OHHUYECKON
Lied XV-XVI BexoB, B 4éM MOXXHO YCMOTPETH
CTpEeMJICHHE K YAEP)KaHUIO OCHOBHBIX CTPYKTYp-
HBIX MPUHIUIIOB KypTyazHoW moa3un. OcoOeHHO
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3TOT TUI CTPOCHUS XapakrepeH st Hofweise, HO
Hepenko BcTpedaercs U B Volksliedweise.

Yucno ctpod B Tekcrax Hofweise, Kak 1y Meii-
CTEpP3UHTEPOB, MPEIIOYNUTAIOCH HEYETHOE, — Jallle
TPH, €CTh TaKke oOpaszel] MATHCTPOGHON MeCHU
(«Zucht, Ehr und Lob» Xodxaiimepa). Konuuectso
cTpok B crpodax komebnercs ot 6 mo 14. Yucno
ctpod B odopadoTkax Volksliedweise BaprabenbHO 1
MOJKET MPEICTABIATh KaK OfHYy cTpody, Tak u 060-
Jiee, ¢ KOJM4IecTBOM cTpok oT 8 1o 12. Ilpu aToMm Ko-
JMYECTBO CTPOd HE BCETa IOCTOBEPHO, TIOCKOIBKY
HEPEJ/IKO U3/IaTeNId CO3HATENBHO HE BKIIFOYAIH T0JI-
HOE€ YHCIIO CTPOQ), COKpaIas uX, BOBMOXKHO, paju
sxoHoMuHU MecTa. Tombko Kacmap OTtmaiiep u ['eopr
dopcTep Beceraa NpUBOIT He MeHee TPEX cTpod.

Bce cTpoku noutH paBHOM JUIMHBI, KaK IpaBH-
JI0, YETHIPEX- UITU CEMU-, BOCBMUCIIOXKHUKHU. BaxkHO
TO, UTO B TekcTax Hofweise, Kak MpaBHIIO, CTPOKU
KOpOTKHE — YeThIpEXCIoKHUKN. Habmrogaercsa 06-
1ast 3aKOHOMEPHOCTb: TTOCIEIHSST CTPOKA KaXK0TO0
HITOJUIEHA W a0re3aHra IOYTH B J[Ba pa3a JIIMHHEE
nmpeapLAymux, COOTBETCTBCHHO BOCBbMH- HIIN
qame CEMHCIIOKHHK, B PUTMHUYCCKOM ILIAHE OHa
YPaBHOBEIINBAET BCIO KOMIIO3HIIUIO WJIH €€ pa3jel,
Kak B mecHe Jlopenmna Jlemnuna «Es ist ein Frag und
grofle Klagy:

TEKCT a4a4b7 C4C4b7 d4d4e7 f4f4 e7e7

ABC ABC DEF _GH 1J

A A B

MY3bIKa

B Volksliedweise nnuaa cTpok B menoM Oosee
pa3HooOpa3Ha, — KaK JBYX- M YEThIPEXCIOKHUKH,
TaK U IATH-, HICCTH-, CEMHU- U BOCBMMCIIOXHHKH.
I[Tpu 5TOM /17Tt JAHHOTO TUTIA HE XapaKTepHbI OoJiee
JJIMHHBIC 3aKIIOYUTCIIbHBIC CTPOKU WJIN UX YIJIN-
HEHHe HEe3HAUYNTENBHO (Hampumep, JeBATUCIOKHUK
1oCjie CeMH- U BOCHBMHCIIOKHUKOB), HAIrpumep,
«Die mich erfreut, ist lobenswert» Ipazma Jlanu-
UAbI:

TCKCT asbg agbg CgCsCs d4d4d3
MY3BIKa AB AB CDE FGH
A A B

I romtensl Hofweise yaiiie CTPOSTCS Kak Tep-
HETHl CO CXeMoW pu(MOBKU aag wiu aec. B oc-
HOBe MTOJUICHOB Volksliedweise OOBIYHO JEXUT
IBYCTPOUHUK (aa miu ab). OqHaKo )XECTKOTO pa3Me-
’KEBaHHsI B 9TOM OTHOIICHWH BCE e He HaOronaeT-
Csl, OTKJIOHEHHS OT HOPMaTuBa JI0CTAaTOYHO PACIIpo-
cTpaHeHsI (Hanpumep, karpensl B « Trostlicher lieby
MMayns Xodxaiimepa, «Zucht, Ehr und Lob, Auf gut
geliick» I'enpuxa OuHKa).
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Ayre3anr B My3bIKaJIbHOM OTHOIICHUU TPEa-
CTaBIIAET COOOMW, KaK MPaBHIIO, TEPUOTUIHOCTD U3
JIBYX TOXJIECTBEHHBIX IITOJUIEHOB. B HEKOTOPBIX
NECHSIX HMeEeTCs He3HaYUuTelbHOe BapbhbHpOBa-
HUE MY3BIKaJIbHOTO Marepuaja BO BTOPOM IITOJI-
nene, Hampumep, B «Ich armer Mann» Opmango
nu Jlacco:

TEKCT agb7  agb7  csds asdsds
My3bIKa AB CA DE FGA!
A A B

B mecue Xanca Jleo Xacciepa «Ach siifle
Seel» Takke BO BTOPOM IITOJUIEHE BapbHPYETCS
Marepuall MepBoro, HO HECKOJIIbKO WHAYe: Hadaa
IITOJUICHOB ITOJTHOCTBIO HWACHTUYHBI, IPOJOJIKE-
HHUs Pa3JIM4HBI, TEM sIpU€ IIPOCIYIIMBACTCA Ha4da-
70 abre3anra. Kpome Toro, abre3aHr 3Ha4uTEIbHO
NPEBBIIACT BEIWYUHY ay(re3aHra, paciiupssich
myTEM MOBTOPEHHS BepOaTbHOTO TEKCTa (CTPOKHU
10-12 u 13—15, ¢ MUHUMAJIBHBIM U3MEHEHUEM: B
nepBoM ciydae «bei Nacht und Tag...», Bo BTopom
— «bei Tag und Nacht...»), a Takkxe HayaIbHOrO
MOTHBA COITPAHO TOTO JKe abre3aHra ¢ BapuaIoH-
HBIM ITPOJOJIPKEHHUEM

a4a4b7 C4C4b7 d4d4€3 f3f7f3 f3f7f3 f‘/

ABC ABD EFG HCEFHCEF C
A A B

TEKCT

MY3hIKa

B otrnenpHbBIX ciiyyasix pa3pacTaHMe€ U HEOJ-
HOPOJIHOE CTpOeHHE alre3aHra ¢ BbIICICHUEM
BHYTPEHHHUX IOIPAa3[eIOB IIPUBOIUT K IIOSABIIE-
HHUIO «KOJIOBOTO» JTara, Kak, HallpuMep, B IeCHE
Credana Maxy «Wer edel ist zu dieser Frist», rie
CEMHCIIOKHUKH 3aKIIIOYUTEILHOTO pa3Jiesia Ha PUT-
MHYECKOM ypOBHE U Ha YpOBHE pU(MOBKHU penpu-
3HBI IO OTHOMICHHUIO K CTpoke 9. B My3bIKampHOM
IUIaHE JTOT 3Tal OCHOBaH Ha HOBOM MaTepHalie M
SICHO OTAEJIEH OT IPEAIIEeCTBYIONIEr0 aKKOPAOBOU
(hakTypoii 1 may30ii BO BCeX Tojocax:

TEKCT ajasb7  cqcabr dads €7 fufafy €7€7
My3BIKa AB AB C D EF GG?
A A B Coda

Monudukaunu Oap-popMbl, X0TS U Tpea-
CTaBJICHbI CIMHUYHBIMU 00pa3liaMu, BCE e HE MO-
ryT OBITH 00O¥WIeHB BHUMaHHeM. DopMy Tak Ha-
3bIBaeMOr0 pernpusHoro 6apa* umeer «Ich stund an
einem Morgen» XeHnpuka l3aaka:

TEKCT asbs  asb7  co drcs
My3bIKa AB AC D AlC
A A B
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Aydre3aHr COCTOUT W3 MEPUOJUYHOCTH JIBYX
mroyieHoB. [lepBast monoBrUHaA adre3aHra — pa3BH-
Barollas ¥ OTINYACTCS CUIA0MYECKUM U3JI0KCHH-
€M MaTepHaia, BTopas jxe peACTaBIsIeT co00i TOU-
HYI0 PerpHu3y BTOPOro mrojuicHa. TakuM oOpa3oM,
BO3HUKAET CTPOHHAs, MPOIOpIHMOHaIbHas (opMma
— penpu3HBIN 6ap ¢ ACHBIMH (QYHKIIHSIMH BCEX pa3-
JIEJIOB.

Oo0pa3err oOparHOro O6apa ¢ 001IeH cXeMoit CTpo-
eanst ABB mpencrasnsier coboit «Wach auff’myn
hor» OcBanmbaa ¢oH BonbkeHmnTelHa, TIE TOXIeE-
CTBEHHBIC IITOJICHBI 3ByYaT IOCJIe adre3aHra:

dses 7
B C
B

dses
C 1

daes
C
B

bsca
B

TEKCT aas
A

A

MY3bIKa

LenocTHble BUABI cTPOdbI KyNJIEeTHO-CTPO-
(¢puyeckoii popmMbl KOIUUECTBEHHO HE YCTYIAIOT
MECeHHBIM OO0pa3lamM, peréHHbIM B Oap-(opme.
Kak mpaBmiio, KOMIO3UIMKA COCTOST U3 JABYX — Ye-
TBIpEX CTPOd C€ HEpPerIaMEHTHPOBAHHBIM KOJIH-
yecTBOM CTPOK. CTpo(bl MOTYT OBITH KaK HYETHI-
pEX-, MATUCTPOYHBIMH, YTO OoOJIee XapaKTepHO IS
Volksliedweise, Tak W mIECTH-IECATUCTPOIHBIMHU
(BcTpeuatorcs B Volksliedweise, moka3aTembHbI IS
Hofweise). Hepenko My3bIKalbHO cTpoda WICHUT-
csl Ha JIBE HEpaBHBIC MONYCTPOQBI, PYHKIIMOHAIb-
HO COOTBETCTBYIOIIHE KYIUIETY M «IIPHUIIEBY» (My-
3bIKaJIbHBIN, HO HE TEKCTOBBIN pedpen). Haubonee
yrmoTpeOUTENeH KaTpeH ¢ TunamMu pudMoBKu abcd,
abab, abeb, aabb, abcc.

CyliecTBEHHBIM OTJMYUTEIBHBIM CTHIIHNCTHYC-
CKUM TPU3HAKOM BUJA O00paOOTKH SIBISETCS -
Ha crtpoku. s Hofweise XapakTepHBI KOPOTKHUE
YeThIPEXCIOKHUKH, HOPMATHBHBIM THIIOM CTPOK
Volksliedweise sSBASIOTCS 1I€CTH-BOCHMHUCIIOKHU-
ku. Kak u B crpode Oapa, mocnemusst cTpoka mo-
TycTpodbl WK CTPOodBI BCera JIMHHEE TPEIbITY-
[IMX [TOYTH B JIBa pasza.

[Mopsimox pudmM yYacTo OCHOBaH Ha MAPHOM
MPUHIIAIE;, HEKOTOPhIE CTPOKH PUPMYIOTCS He-
3aKOHOMEpPHO, 00 BooOIIe He pupmytorcs. Ha-
npumep, TakoBa 06pabotka Volksliedweise N3aaka
«Zwischen Berg und tiefem Tal», rae cemuctpou-
Hasi cTpoda HaunHaeTCs ¢ MepeKpECTHOM pudMBI 1
MepepacTaeT B CKBO3HYIO cTpody ¢ pUTMHUECKIM
M3MEHEHUEM, MOCKOJIBbKY IsTas CTpOKa — JJIMH-
Has (ACBATUCIOXKHHK). Takke Ha CTPYKTYPHOM
YPOBHE MOXXHO BBISIBUTH JJIEMEHT PEIPHU3HOCTH
(BTOpas M mocnemHsSS CTPOKH — IIECTHUCIOXKHU-
KH), a Ha YpoBHE pU(MOBKH PENPU3IHOCTH HE MO~
TBEpXKACHA:



G/ﬁ\

Teopuga My3biku

2016,4

by ds

Al

TEKCT a7 bs a7 Co

My3bIKa

B psge 00pa3ioB penpu3HOCTb MapKHPOBa-
Ha BO3BpalllcHHEM HAYaJbHOTO THIA PHUPMOBKH.
Hanpumep, necust Tomaca Illtonbuepa «Es dringt
doher»:
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B kauecTBe mpumepa CKBO3HOH CTpodsl (M Ha
BepOaTbHOM, W Ha MY3BIKaJIbHOM YPOBHSIX) IIpHUBE-
ném «Deutsches Lied» Hukonayca Poctuyca:
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BepoarHo B 3TOM W aHAJOTWYHBIX CIydasx
MIPOM3BOJIbHAS pUPMOBKa CTPO(dBI CBsI3aHA JTHOO C
3JIEMEHTapHBIM HEHAXOXKIEHUEM MPABIILHON pr-
MBI, THOO C MHOTOYHCICHHBIMH MEPETEKCTOBKAMU
Y BapuaHTaMH OJHOTO TEKCTa, B KOTOPBIX HEPEIKO
MEHSUICS MTOPSAJOK CTPOK U CIIOB B CTPOKE.

Brinenenne COOCTBEHHO CKBO3HBIX KOMITIO3M-
LM WHOT/IA BBI3BIBAET 3aTPyAHEHNS BBHULY BO3MOXK-
HOTO MPHYKCIICHUSI K HUM CTPOd MHOTOCTPO(DHBIX
neceH. Mcropuyecku HE COBCEM TOYHO OBLIO ObI
Ha3bIBaTh OOOHBIE CTPYKTYPBI CKBO3HBIMHU, OoJiee
OTIpaBIaHHBIM MOXXHO CUMTAaTh MOHATHE «MaAPH-
rajbHOI» (POPMBI, 17151 KOTOPOU XapaKTEPEH CKBO3-
HOH NPUHIUI U OTCYTCTBUE ITPOCTOM IIOBTOPHOCTH.
KpurtepusiMu oTHECEHUS TbEC K TOMY THITY (POPMEI
ABJISIOTCS] MacITad, 3HAYUTEIHHO MTPEBOCXOAAIINN
OOBIYHBI 00BEM pazjierna KyIIeTHO-CTPOPHUIECKOMI
(hopMBI, HAIMYHE IPKO BRIPAXKEHHBIX Pa3ZesioB, He-
pPeAKO MapKHPOBAaHHBIX CMEHOH MeTpa, TEeXHUKH
nuceMma. OOpasenr Takoi (OpMbI, OCHOBaHHOU Ha
MOCTOSIHHOM OOHOBJICHWHW KaK BepOAIbHOTO, TaK M
MY3BIKaJIbHOTO TEKCTOB, — NecHs [eHpuxa PuHkKa
«O schones Weiby», — mpoao/DKUTENbHAS KOMIIO-
3WNMA, HACBHIIEHHAS Pa3BUTHEM, IOCTEIEHHBIM
YIDIOTHEHUEM (aKTypbl, COOTBETCTBHEM MY3bI-
KaJIbHOTO CTPOEHHSI BEpOATbHOMY:
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Bce Bepcuu kyrierHo-cTpoduueckort (HhopMbl
MoryT ObITh pedpennbiMu. K. ['yieBuinb ormedaer,
YTO XapaKTepHOH uepToit 00paboTok Volksliedweise
SIBJISIETCS IPOHM3aHHOCTh BCETO Marepuaa pedpeH-
HBIMH PETUTUKaMH, YTO He BcTpeuaercs B Hofweise.
OnHako B HEKOTOPBIX Ciiydasx B Hofweise BO3MoO-
JKCH OJIMH 3aBepIiaroiuil ctpody pedpeH.

26

[eiictBue mpuHIMIA pPePPEHHOCTH MPOSBIS-
ercss mHOTOypoBHeBO. Kak mumer T. /[yOpaBckas,
«0CO0EHHOCTh MY3BIKAIbHO-CTUXOBBIX (popM — OT-
paKEeHHE B MY3bIKE CTUXOBOW CTPYKTYPBI O IIPHH-
LUIYy: TOBTOPEHHE MOATHYECKUX CTPOK, pHPMEH-
HBIE CO3BY4YHS BOCIIPOM3BOAATCA ITOBTOPEHHUEM
COOTBETCTBYIOIINX MY3BIKAIBHBIX (pa3; cTpoduye-
CKOM OpraHu3aIlii OTBEYaeT My3bIKaJbHasI KyIUIET-
HOCTB» [1, c. 12]. ABTOp BBIZENAET B MY3bIKAJIb-
HO-CTUXOBBIX nonmupoHngeckux popmax XVI Beka
cremyrome cxemsl mosropenuii: 1) AAB — dopma
THUNa 0ap ¢ KYIUIETHOCTHIO B Havajie, UCTOKH KO-
TOpO# JIeKaT B COHETax, crpamborro; 2) ABC...A
— cKkBo3Hast (opMa C PENpU3HBIM OOpamMIICHHEM,
BeAymIast CBOE MPOUCXOXKIEHHE B MY3BIKaJIbHO-TIO-
strdeckux Oamianax; 3) ABCB — ¢opma c «pu-
TIEBOM», OJTHAKO OoJiee XapakTepHasi IS TyXOBHBIX
kaHpoB X VI Beka — MOTETOB U, IJIaBHBIM 00pa3oM,
pecnoHcopueB (Tak Ha3bIBaeMas «PECHOHCOpPHAs»
tdopma). E. Ilankuna [4] mpemyaraeT THIIOJIOTHIO
pehpPEHHOCTH B PEHECCAHCHOM MOIU(OHHYESCKON
necHe. V3 pama BO3MOXKHBIX THUIIOB pedpeHHOCTH
B paccMaTpWBaeMOM MaTepHaje BCTPEdYaloTCs JBa:
1) pedpen-crpoda; 2) peppeH-cTpoka.

Pedpen-crpoda npucoenunsercs K OCHOB-
HoO# ctpode. KomuuecTBo CTpOK U THUI PUPMOB-
KA HE PErIaMCHTHUPOBAHBI, TEKCTOBOMY pedpeHy
BCErJla COOTBETCTBYET MYy3bIKaJIbHbIN. [10q00HBIC
00pasibl IEMOHCTPUPYIOT eIé ONM3KYI0 CBS3b C
(ONBKIOPHBIM TIEepBOUCTOYHHUKOM. [Ipn 3TOM ped-
peH-cTpoda pacupocTpaHéH HE TOJIBKO B 00padoT-
Kkax Volksliedweise, Ho u B Hofweise>.

TekcToBBIN pedpeH MOKET OBITh PA3TMUYHBIM:
1) «Fa la la»; 2) 3Bykonoapaxanus («Brim bram,
Gling glang» — nepeGopsl CTPYH WU 3BOH KOJIO-
KOJIBYMKa); 3) eTOCTHBIE CHHTAaKCHIECKHE CTPYK-
Typbl, KaK, HanpuMmep, B necue I'peropa llemunna
«Frau, ich bin euch von Herzen hold», rae ped-
pen («Bin ich doch dein! / Mochts miiglich sein
/ Ich géb mich dir ins Herz hinein!») aGconroTHO
TOYHO W TEKCTOBO, M MY3BIKAaJbHO IMOBTOPSETCS
rmocie Bcex cTpod), OyIydn BBIICICHHBIM CMEHOM
MY3BIKaIIbHOTO MaTepuana, GakTtypbl, pudMOBKH,
JUTHHBI CTPOK:
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Pedpen-cTpoka MoxxeT UMETH 11000€ MECTO-
MOJIOXKECHNE, OJIHAKO TEKCTOBask pe(PEHHOCTH B
JAHHOM ClIy4ae, KaK IPaBHIIO, HE CONPOBOXKAACT-
sl My3BIKQJIbHOM: My3bIKaJIbHas (hOpMa HECKOIBKO
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aBToHoMu3upyercs. [lomoOHBIH TN pehpPEeHHO-
CTH TPOHHUKAET Kak B 0ap-Ghopmy, Tak U B APyrue
BUJIbI CTPOQBI, MPOHHU3BIBAS BEpOAIbHOM MOBTOP-
HOCTBIO Oe3pedpeHHBbIe MYy3bIKaJIbHBIE (POPMEL.
Hampumep, takoBa obpabotka Jlrogsura 3endus
necHu «Es taget vor dem Walde», rme umeercs
«BCTaBHOW» BHYTpHUCTpOQHBII pedpen «stand auf,
Ketterlein!»:

b7
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bruska opurnHaity KoHTpadaxkTypa 3Toil mecHu
¢ ynepkanuem pedpena («steh auf, Ketterlein») aB-
topcTBa Martuaca I'paiitepa — «Es taget vor dem
holze»:
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My3BIKa C D

E/MHWYHBIM MCKITIOUUTEIbHBIM 00pa3IoM sIB-
JSIETCSl PACCMOTPEHHAS BBIIIIE B CBS3U C TUIIOM ped-
peHa-ctpodsl necus I'peropa IMemmna «Frau, ich
bin euch von Herzen hold», B ctpodsr koTopoli BHe-
IpéH pedpeH-cTpoka «o mein, o mein!y, mpuaém
MIOBTOPSIIOTCS. M TEKCT, U My3bIKa C HE3HAYUTENbHbI-
MU U3MEHEHUSIMH (ITPU KaXK/IOM IPOBEJICHUH MOTHB
CMeIaeTcs Ha TePITUIO BHA3):

b
Ct
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My3BIKa B C

Hepenko B TEKCTOBBIX (OpMax HCIIOIB3YET-
csi CBOETO poja obOpamiieHHE BCEH MOATHUYECKOM
KOMITO3HIIMH OJTHOM CTPOKOW (0OBIYHO TIepBast UIU
BTOpasi CTPOKa), Kak, HalpuMep, B necHe [layms
Xodxaiimepa «Greiner zanner»®. «Greiner zanner
eifrer / Wie gefelt dir das / Das ich bey deim bulen
sitz, / Du must hinderm ofen schwitz / Wie gefelt
dir das»:

B nmaHHOM cilydae TEKCTOBBIM pedpeH He MOj-
JIepKaH MY3bIKQIbHBIM, U BCS KOMITO3UIIUSI Pa3BU-
BAeTCs [0 CKBO3HOMY HPUHITUITY.
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My3BIKa D

Xancy Jleo Xaccnepy npuHajiexar HeCKOJIb-
KO o00pa3moB ¢ oOmpene’aéHHBIMUA >KaHPOBBIMU
0003HAaYCHUSIMHU, YeTOo HE ObUIO paHee, MPUIEM
WTaJbIHCKOTO MPOUCXOkAeHU. OHU HMEIOT COOT-
BETCTBYIOIIME CTPYKTYPHBIC PEIICHHS', B 4YaCTHO-
CTH, TanbspAsl B (GOpME HTAIBSHCKOTO 0aIieTTo
(AABCC), >xanpoBO aTpuOyTHpyEeMBIE CTpOKa-
mu «Fa la la» B KOHIle My3BIKQJIbHBIX Pa3iciioB.
OnHUM U3 SIPKUX MPHUMEPOB SBISETCS TaNbipia
«Tanzen und Springen», KpaifHue pa3aenbl KOTO-
poii 3akaHuMBaroTcs cTpoko Ha «Fa la lay (cTpo-
Ka b), cranoBsmieiicas MUKpopedpEeHOM DTOH He-
OOJBIITON TIECHH:

TEKCT as as as Cs Cs ds bio

My3BIKa

Takum 00pazom, HeMelKas MOTH(POHUYCCKAsS
Lied monmydaer pa3nudHbIC apXUTCKTOHHYCCKHE
pelIeHus, BCeria OCHOBAaHHBIC Ha KBaJpPaTHOCTH,
MPOTIOPITMOHATBFHOCTH PAa3[eIOB M TPHUHITUIIAX
nmeceHHoro QopmoobpazoBanus (pedpeHHOCTB,
MIOBTOPHOCTE). B HEKOTOpHIX 00pasiax CBS3b C
(hONBKIIOpHON Tpamuiuel MposSBIAETCS B 0OO0Jb-
el CTEeNeH! TOCPEICTBOM aKTUBHOTO BKITIOUCHIS
pedpeHoB pa3HbIX TUIOB. [loka3aTenbHBI pa3iny-
HOTO pona Momudukaruu O6ap-PopMbl, HEMHOTO-
YUCJICHHBIC, HO CBUACTEIHCTBYIONINE O BHECCHUH
WHIMBUIYyaIbHO-aBTOPCKOTO Hadaja, o mpodeccu-
OHAIM3AIINU XaHpPa M O COOTBETCTBUU OOIIEEBPO-
MIEUCKUM MPOIeccaM B 00IACTH IIECEHHOTO hOPMO-
obpaszoBaHwmsl.

< MPUMEYAHUA (<

'TlogpoGHee o crrocobax paboThI ¢ TEHOPOM cM.: [3].

2 ABTOpPCTBO TepMHHA HE 0003HAYCHO B CIIPABOYHOMN
W Hay4HOU nuTeparype [12, S. 455].

3 Crporoe noHuManue (HopmMooOpa3yromero npuH-
LMIIa IIPEATIONAraeT CTPYKTypbl, OCHOBAHHBIE HA COCTAB-
HOCTH 3KCIIO3HUIIMOHHBIX HOCTpoeHHﬁ, B IPOTUBOIIOJIOXK-
HOCTb HENpPEphIBHOMY pa3BUTHIO — Entwicklungsform.
Honstue Durchkomponiertes Lied win «CKBO3HAs BO-
KaJbHas GopMay CBsI3aHO ¢ OoJiee MO3IHHM SBICHUCM
SMOXHU poMaHTU3Ma [1].

27

* TlonsiTue «penpusHsiii 6ap» cMm. B paborax T. Co-
poxunoii [7] u C. Capaesotii [5].

5 Pedpen-monyctpoda Berpedaeres B «Ich klag den
Tag und alle Stund» Tomaca IlITonbuepa.

¢ AHanoruyHo B KOHTpadakType — KBomiubere Mar-
thaca ['paiitepa «Grainer zancker».

7 Uznausl B cOopuuke «Lustgarten neuer teutscher
Gesang» («Becénblii cajg HOBBIX HEMENKHX IECEH»,
1601).
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®opMbl HeMeLLKOM MHOrororocHo necin XV-XVI BekosB

Crarbs MOCBSIMIECHA OCOOCHHOCTAM MO3THKO-MY3bIKaJIbHOH OpTraHU3allMd HEMENKOW MHOTOTOJIOCHOHW mecHu XV—
XVI BB. AKTyalbHOCTh TaHHOTO acIleKTa MPOOIIEMaTHKH CBeTCKoH monudonnn [epmanuu smoxu Peneccanca o0y-
cioBiieHa e€ epuQepHifHBIM OJIOKCHHEM B HEMEIIKOSI3BITHOM NCCIIEI0BATEILCKON INTEpaType. ABTOP ONUPAETCS
Ha pPeIpe3CHTATUBHBIN MaTepral eceHHBIX coopanuit [eopra @opcrepa, Jlronsura 3enduns u Xanca Jleo Xaccie-
pa. OcHoBrIBasick Ha TUnonorudeckux noaxonax K. I'ynesuns, H. CumakoBoi, aBTOp paccMaTpuBaeT U3y4aeMblid
MaTepHai B aCHEKTE PsAAa yCTONUNBBIX O3UINI: IPOU3BOAHOCTH B OOJBIIMHCTBE CIIy4acB My3bIKaIbHOW OpraHu3a-
MU OT BepOaNbHO; cantus firmus (TEHOP) B KaueCTBE OCHOBHOTO KOHCTPYKTa (hOPMEI; TITyOOKOe poacTBO Oap-pop-
MBI ¥ KyIUIETHO-CTpO(HIecKOol (pOpMBI; 3HAYMMOCTH CKBO3HOTO MPHHIIUIA JUIsI CTPOCHHUS OTIENBHBIX [EIIOCTHBIX
obpasznoB mnmn crpod. IlocnenoBaTenbHO MpeACTaBICHBl pemieHust 6ap-GpopMbl B Mpenenax KOMIO3HIIMOHHOTO
HOpMAaTHBa U €ro MOIU(HUKAINHN, PA3SHOBUAHOCTH CTPOPHUKH KyIJIETHO-CTPOGHIECKONH (POPMBI, IyTH peaan3alun
pedperroctu (pedper-crpoda, peppeH-ctpoka). K 0oCHOBHEIM pe3ynbraraM OTHOCSTCS 0003HauCHHUE IMPU3HAKOB
BIIMSIHUS] MHOHAIIMOHAJBHBIX MECEHHBIX CTPYKTYp Ha cTpoeHne HeMmenkoi necan XV—XVI BB., BBeIeHHE MOHATHS
«MaZpUTaIbHOI» (GOPMBI B OTHOLICHNH H3y9aeMOTo MaTepHaja, pelieHne BOIpoca apXUTEKTOHNYIECKOH crennudu-
KU TIepBOUCTOUHUKOB Hofweise u Volksliedweise.

KitroueBbie ciioBa: HeMeIkasi MHOTOTOJIOCHAsS TiecHs, Oap-dhopma, pepeH, Hofweise, Volksliedweise, manpurais-
Has popma.

The Forms of German Polyphonic Song from the 15" and 16" Centuries

The article is devoted to the peculiarities of the poetical and musical organization of the German polyphonic song
from the 15" and 16™ centuries. The topicality of the given aspect of the problem of secular German Renaissance
polyphonic music is stipulated by its peripheral position in research literature in German-language. The author bases
her research on the representational material of song collections assembled by Georg Forster, Ludwig Senfl and
Hans Leo Hassler. Basing herself on the typological approaches of Kurt Gudewill and Natalia Simakova, the author
examines the researched musical material in the aspect of a number of principled positions: the derivation in most cases
of the musical organization from the verbal; the cantus firmus (tenor) in the role of the main constructive element of
the form; the deep relation of the bar-form with the couplet-strophic form; the significance of the through principle for
the construction of separate integral specimens or strophes. The solutions of the bar-form within the boundaries of the
compositional standard and its modification and the varieties of the versification of the couplet-strophic form, the paths
of realization of refrain qualities (refrain-stanza, refrain-line) are presented in a consistent manner. The basic results
include the indication of signs of influence of song structures from other nations on the structure of 15th and 16th
century German song, the introduction of the concept of “madrigal” form in relation to the studied material, as well as
the solution of the architectonic specificity of the sources of the Hofweise and the Volksliedweise.
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AHAAAYCCKUM AAA

a (¢oHE eBPOMEHCKOTO MY3BIKAIEHOTO
naHamadTa 3aragodHblii Uk Mcnanuw,
rpeyeckoil cTpassl I'ecnepun, HEU3MEHHO
BIIEYATIISIET M 3adapoBbiBaeT. OCOOCHHO TpHUTATA-
TelbHA Marusi (JIaMEeHKO — BBICOKOTO HMCKYCCTBa
YCTHOM TpaaWlvK, TPUOOPETIIET0 B MOCIEAHEe
cToJNeTue MUpOBOe mpu3HaHue. OraMeHko — AeTu-
e Anpanycud (ror IIupeHeicKoro moiyocTposa),
TEPPUTOPHH, COBMAIAIONIECH B CBOUX OYEPTAHMSIX C
npesHell Tapreccunoil nyHuiilieB U puMckoil betu-
KO#l. 3/mech, Kak IMOJararmT, OBLIO POJOBOE THE3IO
noepuiickoro 3THOca. M MMEHHO 31ech, B pycie
MY3BIKaJIbHOW TPAAWIINN, HA3BAHHOU TTO3XKE KaHMme
XOHOO W (hramenKo®, CKIaapIBaeTCsi CaMOOBITHAS U
LeTbHAA B CBOEH OPraHUYHOCTH TapMOHHYECKas
CHCTEMa, IPEACTABIAIONIAsl, M0 CIIOBaM MaHyaJs
ne Dapu, «OIHO U3 YyAeC HAPOIHOTO UCKYCCTBAY.
YcnoBueM e€ mTOsBIEHUS ObLIa TPUBEPIKEH-
HOCTh HCHAHCKHX THUTApUCTOB TEXHHUKE paceeado
(rasgueado), OpsitiaHMsi, KOTOPOE COCTABIIAET OCHOBY
TUTApPHOHN UTPHI B cTHIIE (DITaMEHKO. DTHUM KacTHIIb-
ckas rurapa, usBectHas yxe B XIII Beke, ominya-
Jlacb OT MaBpPUTAHCKON C €€ IIMIKOBOM TEXHUKOM
nynmeaoo, npuHATON Ha BocToke: «Vcrons30Banue
MaBPHUTAHCKOTO MHCTPYMEHTA OBLIO U TENeph OCTa-
€TCsl MENOJMYECKUM. .. @ UCIAHO-JIATUHCKON THTa-
PBI — TAPMOHUYECKHUM, TaK KaK MPUEMOM pacreajo
MOYKHO M3BIIEKATh TOJIBKO akKkopObi. BapBapckue ak-
KOp/JbI, CKQ)XyT MHOTHE. YIMBHUTEIHHOE OTKPBHITHE
HUKOT/Ia HE MPEJNOoIaraBIInxcs 3ByKOBBIX BO3MOX-
HOCTEeH — yTBepKaaeM MbI» [0, ¢. 62—65].
OpuUrHHAIBPHOCTh TapPMOHHYECKOW CHCTEMBI
(mamenko, e€ HE3aBHUCHUMOCTH OT OOIIEeBpOIICH-
CKOW TapMOHHUH BUJHA YK€ U3 TOTO, YTO KOMITO3UTO-
PBI MIPOIIOTO, COYMHSIBIINE MBECHI «B MCIIAHCKOM
CTHJIE», JAONTO€ BpeMs OBLIM HEBOCIPUUMYHBEHI K
COOCTBEHHO TapMOHHYECKHM OCOOCHHOCTSIM TH-
TapHOTO MmokKe (toque) — «KacaHus», UTphl. M3 aAByx
€ro OCHOBHBIX KOMIIOHEHTOB — PUTMO-(aKTypHOTO
1 TAPMOHHUYECKOTO — OHH OOBIYHO BOCIIPOU3BOAH-
JIU TIEPBBIA, TOTAA KaK 3HAYCHHE BTOPOTO «E/IBa
OCO3HABaJIOCh KOMIIO3UTOpPaMH (3a HCKIIOYEHHUEM
Jomennko CkapnarTv) BIUIOTH 10 OTHOCHTEIHHO
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HeJlaBHETO BpeMeHu», — nuueT jae Danbs. «Jlaxe
I'mnaka cocpenorounn cBO€ BHUMaHUE B OOJbIIEH
CTETIeHN Ha OpPHAMEHTANBHBIX (hopMax W HEKOTO-
PBIX KaJaHCOBBIX 000pOTax, HEXXEIH Ha BHYTPEH-
HUX TapMOHHYECKHX ()EHOMEHAX, MPOHM3BOAUMBIX
TaK Ha3bIBaeMbIM toque jondo» [Tam xe, ¢. 61-62]°.
Cormacuo Unémuto Pocen, penepryap dpiaamen-
KO JIeIHTCA TI0 JIaJOBOM NMPHUHAJICKHOCTH Ha TPU
TpYTIIBI TIECEH: a) IeCHU B JOPHUICKOM Jlaay (modo
dorico) — rpedeckuii 3ByKopsin oT Mu; 0) rmecHu B
Ma)KOPHOM W MUHOPHOM JIajJiax; B) OMMOJabHbIC
necHu [16, p. 89]. MaxopHble 1 MUHOPHBIE TIE€C-
HU OTHOCATCS K KaHpPaM CPaBHHUTEIBHO ITO3THETO
MIPOUCXOXKAEHUS. BONBIIMHCTBO XK€ CTapUHHBIX
’KaHpOB, B TOM yucJie u Bocnetas ['apcua Jlopkoi
YbleaHcKas cusupuiis, BBIIEPKaHBI B JTOPUHCKOM
naxy. OGopoTamMu 3TOTO Jajaa, KCTaTH, HACKHIIICHEI
W MUHOpHBIC niecHH (prramenko. Uro kacaercs Ou-
MOJIATBHBIX (ABYJa/I0BBIX) IIECEH, TO OHHU CTPOSATCS
Ha CMEIIEHUH Ma)Kopa M OISTh K€ JOPHUKCKOTO, B
KOTOPOM BCSIKHI pa3 3aBepmiaercs kormia®, Takum
00pa3zoMm, JIaIOBBIM apXeTUIIOM (IAMEHKO SIBIISIETCS
modo dorico — TpedecKuii TOPUUCKH, KOTOPEIH CO-
OTBETCTBYET TPETbEMY IIEPKOBHOMY TOHY, TO €CTh
(puruiickomy J1aay COBpeMEHHON CHCTEMAaTHKH.
OO0pailieHre UCIAHCKUX aBTOPOB K aHTHYHOMN
HOMEHKJIaType OOBSICHIETCS UX CTPEMIIEHUEM TIO/I-
YEPKHYTh CBSI3b HUCTOKOB (DIIAMEHKO C TPEUYECKOM
MY3BIKAJIBbHON apxaukoi. TeM He MEHee TEpMUHO-
JIOTHYECKH 3TO HE caMblil ynauHblii BeIOOp. Benp
OCHOBHOHM a1 (IaMeHKO pa3BEPTHIBAETCS B TIO-
CJIEZIOBAaHUM aKKOP/OB, CIIEAOBATEIHHO IPE/CTaB-
nseT coboit cucteMy rapMoHmueckyro. IIpuHsaToe
K€ HAaMMEHOBaHHE, BO-TIEPBBIX, TPeOyeT BCAKUN
pa3 OroBOPOK, YTO pedb MAET HE O HEPKOBHOM JI0-
pHIICKOM, a O APEBHErPEUeCcKOM, H, BO-BTOPHIX, HE
OTpakaeT ero crenu(UK, TaK KaK TEPMUHBI «J0-
pHUHCKHI» U «PPUTHHCKUI» OTHOCATCA K cdepe
MoHonuH. [losTOoMy OyneM MMEHOBaTh 3TOT JIajd
[0 MECTy YKOPEHEHHS aHOAalyCCKUM, CIEeOys
JaBHEH TpaJuIMu STHOTeOrpaduuecKkoll arpuly-
oMU JanoB. Takoe Ha3BaHWE SICHO YKa3bIBaeT Ha
FOXKHO-MCIIAHCKYIO TIPHHAISKHOCTh JIajja U He
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MIPOTHBOPEYHT €r0 TAPMOHUYECKOM CYLTHOCTH, pa3
YK CaM¥ HCIIaHCKHE aBTOPHI B ONMMUCAHUH TUTapHOU
TapMOHHMY HCTIONB3YIOT BBIPAKEHHUS THIA «aHMa-
JYCCKUH TONYKAJlaHC», «aHJAIIycCKas Iporpec-
CUS» U T. 1. TepMUH «(PUTHIICKUID B 9TOM ClTydae
MOXKET MPUMEHATHCS KaK TEXHHYECKUH, Hapumep,
B OTHOIIEHUH 3BYKOPSIIA.

B nuteparype anpaimycckuil J1aJl paccMarpuBa-
€TCsl B OCHOBHOM 3MITUPUYECKH, a €r0 TeopeTHde-
CKH€ MHTEPIPETAINH UCXOAAT U3 TOHAIBHBIX OpHU-
EHTHPOB U BCIEJCTBHE 3TOTO HEpeNIeBaHTHEI. Llens
JJAHHOM CcTaTbu — NPEJIOKUTh AJIBTEPHATUBHBIN
MIOJIXO, KOTOPBINA MPEACTABISAETCS aleKBaTHBIM CY-
IIECTBY OIMCBIBAEMOTO 00BEKTa. 3a/1a4a COCTOUT B
TOM, 4YTOOBI, HE OTBJIEKAsICh HA MHOTHE 3aMeYaTelb-
HBIE TOJIPOOHOCTH, YCTAHOBHUTH NMPUHIUIIHAAIHHBIC
OCHOBAHHS dTOM MOJaIbHON CHUCTEMBI.

Wrak, apmamycckuil mag Oazmpyercs Ha (pH-
TUHCKOW TaMMe, ¢ TOM OJHaKO 0COOCHHOCTBIO, UTO
Ha e€ IIepBOM CTYIIEHH CTPOUTCS MAKOPHBIN AKKOPA.
[TapaniaensHBIM €My OKa3bIBA€TCSl TAPMOHHYECKUN
MUHOD, PACIIOJNIOKEHHBIN KBapTOH BhIIIE: V Ma)op-
Has CTyNEeHb MUHOpPA (TapMOHMYECKasi JOMUHAHTA)
COOTBETCTBYET | Ma)KOPHOI CTyNEHN aH/IaTyCCKOTO
naza. B cumy 3Toro aHpanycckuil jgaj HOTUPYETCS
C KJIIOYEBBIMHA 3HAKaMH JAaHHOTO MapajuIeIbHOTO
MUHOpa. AHAamycckuii Mu mwumeTcst 0e3 Kirode-
BBIX 3HAKOB — Kak a moll, anmamycckuii JIs umeet
B KIII0YE ONMH OeMOJb — Kak d moll, anganycckuii
Cu — ouH nues, kKak e moll, anmanycckuii @a-mues
— Kak h moll.

B mocBAmMEHHBIX (QIaMEHKO HU3JAHUAX IPH-
BOJISITCS TAPMOHWYECKHE OOOPOTHI M KaJaHCOBBIE
(dbopmynbl, TOKa3bIBalOUIME CTPYKTYypy Jnana. Ta-
omura 1 mpeacTaBiIseT aKKOPAOBBIE KOMOWHAIIWH,
u3Bied¢HAbIe n3 KHUTH A. [lleBdyenko [7, ¢. 20-21].
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HavasipHblE TpyIIIbl aKKOPIOB KaXI0I'0 CTPOs
IIPEJCTABIIOT «aHIaTyCCKYIO IIPOrPECCUIO» — HAII
(bpurniickuii 060opot. Y moutH Bce npyrue mocie-
JOBATCJIbHOCTHU CTPOATCA «IIO HHCXOHHmCﬁ)}, Ipo-
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BOJIS B MTOJTHOM, YCEYEHHOM WIJIM XPOMATH3HPOBAH-
HOM Bue (PUTHMICKUN TeTpaxopl, Hampumep, B
cTpoe Mu: a—g—f—e,; g—f—e; g—fis—f—e. Tak, Bo 2-ii
1 3-i1 akKOpIOBBIX Ipymmax cTpost Cu ppuUruicKuin
TeTpaxopll e—d—c—h TPOBOIUTCS B BEPXHUX TOJIO-
cax, CONpoBOXKaasAch OTKIOHeHUsAMU K III cTynenn
BO BTOpoO#i rpymre, k akkopaam Il u VI cryneneit B
Tperheit rpymme. Boobme akkopast 11, 1T u VI cry-
MeHell B aHAalyCcCKOM Jaxy HEpPEIKO BBICTYIAIOT
COBMECTHO, 00pa3ys maoicopuvie 36envs [1I—-VI u
VI—Il mo tuny cBsi3u qoMuHaHTa — ToHHKA. O0-
JlaJlag BHYTPEHHEW TEHACHIMENW K BOCXOXJEHUIO,
9TH 3BEHbBSI COCTABIIAIOT KOHTPACT Mpeoliagaromen
HaIpaBJIeHHOCTH BHU3.

Crnemyer OTMETHTH TakXe YAUBUTEIHHO Mayioe
ydacTue B obopotax akkopna IV ctyneHu — ToHH-
KH TMapajjielbHOTO MUHOpA, KOTOPOMY, Kak TOBO-
pHIIOCH, COOTBETCTBYIOT KIIIOYEBBIE OOO3HAYCHMS.
OH BcTpeuaeTcs b KaK HadyaJdbHBINA aKKoOpJ| aH-
JlallyccKoil mporpeccuu. HemanoBakxHbIM U3 TOTO,
YTO TOKa3bIBaeT TalIuWIa, SBISAIOTCS nedaiu Ha
BEPXHUX (Halle OTKPBITHIX) CTPYHAX THTApHI, PO-
HU3BIBAIOIINE BCIO AKKOPJIUKY (HACTpOIHKa TMTapHI:
e'—h—g—d—-A— E; 3BydaHne — OKTaBOW HIDKE
HOTHOH 3amuiCH). DTO BUIHO IO akKopaam | cryme-
HU, 3aBEpIIAIONIUM KaXAYyI0 KOMOWHAIINIO, a TaK-
K€ 10 TPUMBIKAIOIMM K HUM aKKOpAaM, KOTOpBIE
coziepKar HUCXOAAIIMH 86800HbIti mon ((PpUrhii-
ckyto Il crynens). Axkkopasl | cTynenun npakrtude-
CKH BE3JIE UMEIOT MAJCOPHOE CMPpOEHUe, XOTs 3TO
W TPOTUBOPEUUT MEJOANYECKOMY (QpPUTHHCKOMY
3ByKopsiy. HOTa ATa 6a3ucHas CTpPyKTypa Hapy-
maercs MeAaJbHBIMA HOTaMH, HallpuMep: mo0od-
HBI KBapTOBBIM TOH B mepBoi rpymme ctpos Cu
— OTKpBITasi CTpyHa e', TUCCOHAHC 3aMBIKAIOIIETO
aKKopza B mepBoi rpynmne crpos Pa-naues — Tpu
BEPXHUX OTKPBITHIX CTpyHBI. CTpOEHHE BBOAHBIX
CO3BYYHMH, MNpeaBapAOIIMX akkopasl [ crymneHu,
oTM4aeTcst OONBIIMM pa3HooOpaszueM. B camom
MPOCTOM clly4ae — 3To MaxkopHoe Tpe3Byuue II cry-
[IEHH, uayllee napajensHo BHU3. Ho yvame stor
aKKOpZ TIPENCTaBIAeT COOOW IMCCOHAHTHOE CO-
yeTaHue — BapuaHThl akkopaos VII u V cryneneit
Jlaja, TOYTH HENPEMEHHO BKJIIOYAIONINE TPUTOH
Mexnay Il u V crynensimu ppuruiickoii raMmsr (f~h
B cTpoe Mu, b—e B cTpoe JIs1), orAatk ke ¢ yyactueMm
OTKpBITHIX cTpyH. M3penka VII cTynens 3Bykopsiaa
MOBBIIIAETCA, 00pasys C HUCXOSIINM BBOAHBIM TO-
HOM OCTPBIi HHTEPBAJ YBEIIMYCHHOMN CEKCTHI (CM. B
npumepe: c—ais B crpoe Cu, g—eis B ctpoe Da-mu-
€3), 4eM KOMIIEHCHUPYETCS OTCYyTCTBHE B TaKUX CITy-
Yasx TPUTOHA. B 1menoM e 3aBUCHMOCTh aKKOPAH-
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KH (JIAMEHKO OT HACTPOMKH I'MTaphl MPECTaET KaK
KOMITPOMHUCC YCTPOEHHS JIaga W alIUTUKaTypPHBIX
BO3MOXXHOCTEH.

Tak WCraHCKWE TUTAPUCTHI «JIOCTHTAIOT Tap-
MOHH4YECKHX 3()(eKTOB, 000TaANIAIONINX HAPOJHYIO
My3bIKy AHJanycuu u JleBaHTa cO CMEIOCThIO CO-
BPEMEHHBIX TapMOHHMYECKHX KOHUENIHi», a HX
TEPIIKHE AUCCOHAHCHI M MIPUPOAHOE YYBCTBO KOJIO-
pHUTa ONPEIEIAIOT «HEMOBTOPUMOE O4apOBaHHE T'H-
tapbl iamenko» [16, p. 96].

OTu HEOOBIYHBIE, CMENble TAPMOHUY BO3HUKA-
FOT U3 JCUCTBUSA CaMbIX 3JEMEHTapHbIX MPUEMOB,
KOTOpBIE JIe)KAJIM Y UCTOKOB MHOTOTOJIOCHS. Bpsin
JIX UMEET CMBICII CYMTATh BTOPOE CO3BYYHE B TaOIH-
e 2 HoHakKopaoM (Kak ero HaseiBaer I. Karyap)®,
ITOCKOJIBKY OHO 00pa30BaHO MapauIeTbHBIM JIBUKE-
HUEM CpeIHUX 3ByKOB Ha MOJYTOH BBepX (OHH Oe-
pyTCA Ha OJHOM JIaJIKe TPEX COCENHUX CTPYH), KO-
TOpOE JIOTIOJTHAETCS POTHBOABIKEHUEM HUKHETO
ronoca Ha G ¥ IeJaIbi0 OTKPBITOM CTPYHHI €.
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Cronb 3G GeKTHBI pe3ynbTar MONY4YeH Mpo-
CTOH, 9KOHOMHOH anmnkaTypoii. Horna »xe ObiBa-
eT en€ npoue, Korna BcE CBOAUTCS K COYETAHUIO
MIEPBUYHBIX (POPM MHOTOTOJIOCHUS — OypOoHa (TIeaa-
JI1 BEPXHUX CTPYH) U napagouuu, To €CTb Iapa-
JIENTbHO-JICHTOYHOTO JIBIDKEHHS, KaK ITOKa3aHO B
tabmue 3 (a).
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B TakoMm moOHMMaHUHU TPETHE CO3BYUHE B CTPOE
JIs — make COOCTBEHHO M HE aKKOpJ, TO €CTh HE
HoHakkoph III cTymeHu, a Jumibp npuieraroiee K
aKKOPIly BBOJHOTO TOHA COYETAHHE, KOTOPOE o0pa-
3yeTCs OT IPOBEACHUS B HUYKHEM TOJIOCE (PPUTHIA-
CKOH Metoauieckoit popmynsl a—b—c—b—a Ha pone
TpoitHOU memanu. YacTo yao0CTBO UIPHI TIPEAITOY-
tutenbHel: B Tadnuie 3 (b) Bropoii akkop Oepércs
HAa MATH OTKPBITHIX CTPyHAX, BCIACACTBUE Yero Gpu-
TUHACKUN MEJIOIMYECKUM XOJI COXpaHSeTCs JUlIb B
CpeIHeM rojioce, HO He B 0acy (CpaBHUM C TIEPBBIM
obopoTom Tabmmier 1)’

CroBoM, BCE, B TOM YHUCIIC U MOJIOKCHHUE BEIY-
IMX MEJIOAMYSCKUX (HOPMYIT BHHU3Y, «B TEHOpE»,
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YKa3bIBAE€T HA TO, YTO FapMOHUS 3Ta aBTOXTOHHA,
YTO pOKJajach OHa B IPSIMOM KOHTAKTE C UHCTPY-
MEHTOM, HE UMesl 32 CO00¥ HUKAKOW IPEIIICCTBY-
FOIIEH «IITKOJIBD) BOKAJIBHON TONU(OHUU WIH TEO-
perudeckor Tpaguuuu. Y1 o4eBUIHO — 3TO €O BCEil
ONPENENEHHOCTBIO  JIOKYMEHTHUPOBAHO  TBOpYE-
ctBoM /1. Cxapnartu, — uto Kk XVIII cronernto ona
ObLITa yKe 3peJIol U MOJTHOKPOBHOM.

Cpeny MHOTOYHCIIEHHBIX «HCIIAaHCKUX) DIH30-
1oB B coHarax CkapiarTu BCTpPEYaroTCs Takue, Iie
SIBHO IMHUTHUPYIOTCS TUTApHBIC TIepebops! (TipumMep
Ne 1).

[pumep Ne 1 . Ckapnartu. Conara K. 492,
T. 25-32
[Presto]
éﬁg o J.q' P }ﬁ;
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3mech aHmamycckuii MU naH ¢ TUNUYHO TH-
TAPHOM KBAPTOBOM rapMOHHUEH IEPBOM CTYNEHH U
mefanbio /# Ha KBUHTE Jaga. COBEpIIEHHO B AyXe
0apoOKKO KOMITO3UTOp TOAYAC HCIONB3YET «IpPH-
YyIUTMBBIE)» aKKOP/BI, BMEIIAONINE OJHOBPEMEHHO
TEpIHIO, KBApTy, KBUHTY U CENTHMY, HampuMep,
e—gis—a—h—d'.

OctpoBku aHpaiycckoro sana y Ckapmartu
0OBIYHO MPE/ICTABIEHBI B YEPEIOBAHUH TPE3BYUHUS
I maxxopHO# cTynenu u cekcrakkopaa VII muHOp-
Holt (wim V*)), Ha 4to oOparui BHUMaHue Paibd
Kupxkrnarpuk, TpakTyomui 3TU rapMOHUY TOHAIb-
HO: « /st CkapnarTi XapakTepHbl 04apOBaTEIbHBIC
Ma)XOPO-MHUHOPHBIE KOJeOaHUs MPU YepeToBaHUuU
IV MuHOpHO# M V MaXOpHOH B Nbecax, UMHUTHPY-
FOIIUX HapoJgHYI0 My3bIKy» [11, p. 210]. On Takxe
ormeuaeT y CkapiaTTH aHOMaJIMU B BHJI€ TPO3AbEB
JMCCOHAHCOB, «TapPMOHHYECKUX CYIEPIIO3HUIIHI,
KOTOpBIE€ TPOM3BOAAT BII€YATICHHE KOHIICHTpA-
LM, CKATHUS J1ajia B OJIHY BepTUKaIb. «Bo MHOTHX
ciIydasix oOIeynoTpeOnuTeNbHbIC TAPMOHUYECKIE
000pOTHI, OCOOCHHO KaIaHCHI, CXKHUMAIOTCSA IO
TaKo! CTETEHH, YTO UX OTAENbHbIE JIEeMEHTHl Ha-
YHHAIOT 3By4arh opHOBpemeHHo» [Ibid., p. 229].
Uto X, 1 371eCh MBI IMEEM JIEN0 C AMU30/IaMHU aH-
JATyCCKOTO JIajia, C YepeloBaHUEM BCETO ABYX aK-
KOPJIOB, Pa3IMYaIOIINXCS B JAHHOM CITy4ae TOIBKO
0acoBbiM TOHOM (c—h—c—h B cTtpoe Cu) (mpumep
Ne 2).
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IIpumep Ne 2 . Cxapnartu. Conara K. 175,

T. 28-32

[Allegro]

T T T i T T T T

Pacnonarast JocTaTouHBIM aKKOPAOBBIM apceHa-
JIOM, aHJATYCCKHUIl J1aJ Ha JIeJie YacTo JOBOJLCTBY-
eTcs JIMIIb JIByMSI-TPEMsSl aKKOpJaMH, KOTOPBIMH
ompesensercs 60npIIas 4acTh ABWKEHUA. DTy 0CO-
6ennocts mogMerwi enté B. I1. BorkuH, moOnIBaB-
IMA HA ponuHe (IaMEeHKO OJHOBPEMEHHO ¢ [JmH-
xoii: «Ilenue ola ... HAYMHAETCS B30XOM; rUTapa
OpEHUYUT THXHM MOJIbHBIM aKKOPJIOM; TapMOHHUSI
COCTOHT TOJBKO M3 JBYX aKKOpPJOB, MOTEpPEPEeMEH-
HO CMEHSIOIIMXCS, CIIEpBa THXO M MENJICHHO, IO-
TOM BCE€ CHIIbHEE U CKopee» [2, c. 86]. O6 »rTom ke
nummer U Poccn: «Kante x0HIO, Hanbosee ayTeH-
TUYHOE W JpEBHEE, NPEACTAET Nepes HaMu B OO0b-
LI0M rapMOHMYECKON mpocToTe. EcTh Hanessl, Jyis
COTIPOBOXK/ICHUSI KOTOPBIX Ha T'MTape XBaraeT JIBYX
AKKOPJZIOB; ISl APYTUX JOCTAaTOYHO TPEX...» [16, p.
94]. Y, moguepkuBas, 9TO Ha MEPBOM MECTE Cpelu
TapMOHUYECKHX OOOPOTOB CTOUT «COBEpPIICHHAS
aH/IaTyccKasi KaJeHIHs», TO €CTh BCE Te JKE /IBa aK-
Kopaa, obobmaer: «llecHn, ocHOBaHHBIE HA JTOM
Belyliell KOMOMHAINH, CTOJIb YKe MPOCTHI, KaK U Te,
YTO OIUPAIOTCS HA aKKOPIbI TOHUKU U IOMHUHAHTEHI
B COBPEMEHHOM Makope 1 muHope» [Ibid., p. 95].

[TomoOHOe nBMKEHNE Ha IBYX aKKOpPAaX MOXKET
MIPOIOJIKATHCS CKOJIb YTOAHO monro. Tak obcTouT
neno B «Maiareasey» U. Anpbennca (op. 165, Ne3),
re yepefoBanue co3Byunit [-V*, nmumib nnorna na-
pyuaercst IpyruMu o00poTaMu, HarmpuMep, IpoBe-
JIEHUEM aHJaTyCCKOW TPOTpeccHu B TakTax 14—17
mpumepa Ne 3.

IIpumep Ne 3 W. Anp6ennc. «ManareHbs»
" Allegrett.o i —— . . :7_: 3
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Amnamornyno crpoutcs: «CIieHa W IbITaHCKas
necHs» u3 «Mcnanckoro kanpuuuuno» H. Pum-
ckoro-KopcakoBa. Besi mbeca, BKIJtodasi COJIbHbBIE
SIU30/bI, OOBITPHIBACT Pa3IUYHBIC BApUAHTHI aH-
JIalTlyCCKOM KaJIeHLIUM, a OCHOBHAs Tema UAET HC-
KITOYUTENIBHO B YepeoBaHuU akkopioB I u V. ¢
MeaIbio Ha KBUHTE Jana (mpumep Ne 4).

[Ipumep Ne 4 H. Pumckuii-Kopcaxkos.
«Hcnanckoe karpuauno», IV yacte

[Allegretto]
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[MosToMy moAYac JOCTATOYHO HECKOIBKHX
IITPUXOB — XapaKTEPHOIO PUTMA U IOBTOPEHUI
aH/MAyCCKOW KaJeHIMH, YTOOBl co31aTh o0pa3
a la espagnol, xak 310 BCTpedaeTcs B necHe D00iu
(«Ilecue o daré») uz «Jou Kapmoca» JIx. Bepau
(mpumep Ne 5).

ITpumep Ne 5 Jx. Bepau. «Jlon Kapnocy.
[lecHus o dare, T. 32-35.
[Allegro brilliante]
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Takum o6pazom, To, 4To Paks HEOMIPeneIEHHO
Ha3BaJl «BHYTPEHHUMH TaPMOHHYECKHUMHU (pEeHOME-
HaMM», Mbl MO>KEM YBEPEHHO UJICHTH(OUIIMPOBATH C
MIOBTOPsIEMOM aHaallycckoi kaneHuuen Poceu. Ilo-
CIEIHsS JaBHO M3BECTHA KaK CIIOCOO MHOTOTrOJIOC-
HOro O(GOpMIICHHS KaJCHIMU C Suprasemitonium
modi, BEpXHAM TOJIYTOHOM JIaja, JEKalluM HaJ
(bUHANTHCOM, TO €CTh KaK (hpueutickuti Kaoamc, Ko-
TOPBIA KOHCTUTYHPOBAJICS B TEOPUHU MY3BIKH 33101~
IO 0 TOHAJIBHOM 3MOXH.

[TokazaHHbIC B NpUMEpax BapHaHThl (PPUTHIA-
CKOTO KaJaHca, Ha KOTOPOM 3IKAETCS TapMOHU-
Yyeckas cucreMa (hIaMEeHKO, SBISIOTCS MHTOHAIIU-
OHHOHl CepALIEBUHON, en1asHblM 0OOpOmMoM
aH/IAyCCKOTO Jlafia, TMOAOOHO TOMY KakK KaJlaHC
D-T, obycnoBneHHbI subsemitonium modi, HAX-
HUM TIOJTyTOHOM JIa/1a, €CTh HHTOHALMOHHOE PO U
[JIaBHBIN 000POT KITACCHYECKON TOHATBHOCTH.

Bripouem rapMoH#st aHJAITy CCKOT'0 J1aJa HACTOMb-
KO OTJIMYAeTCs OT TOHAJIBLHOM, YTO aBTOPHI CKIIOHHBI
OTKa3bIBaTh € B ()YHKIIMOHAILHOM OpraHW3alny.
A. llleBuyeHKO THWIIET, UMEsI B BHUIY CTapUHHBIC
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JKaHPBI KaHTE XOHJO, YTO MEHHE B HUX COYETAeTCS
«C TApMOHUYECKUM (HO enlé He (PyHKIMOHATBHBIM)
AaKKOMITAaHEMEHTOM THUTape» [7, c. 9]. Mexay Tem
B aHJAITyCCKOM JIa/Jly HANpaBIE€HHOCTh BBOJHOTOH-
HBIX CO3BY4YMi K akkopay I cTynmeHu, Ux CBSI3b Kak
akkopoa mseomenus U akkopoa paspeutetiust (B Tep-
muHax J. Kypra) BronHe oueBnHa 1 0OHApyKUBAET
BBIpaXXCHHYIO (DYHKIIMOHAIBHYIO 3aBUCHMOCTh. Bo-
[IPOC JIMIIH B HA3BaHUAX 3TUX (YHKIMHA, TOUHEE — B
OTCYTCTBHHU TaKOBBIX. UTOOBI M30€kKaTh TOHAIBHBIX
accoruanyii, o0paTuMcsi K TEPMHHOJOTHU CTapo-
ro 100pOro BPEMEHU W HAa30BEM T'apMOHHIO TIEPBOU
CTYTICHH yibmumoul (Jat. ultima — mocnensss), noo
repBas — OHa K€ MOCJENHAs], a IPeIBapsIOIUi €€
BBOJIHOTOHHBIN aKKOPI — neHynvmumou (penultima
— TPeanocienHss), MPUHUMAas COOTBETCTBYIOIINE
00o3HavyeHus MonabHbBIX QyHkIwid U u P.

OpHako TIaBHBIE TPYIHOCTH B HCTOJIKOBAaHUHU
AHJAIYCCKOIO JIaJa MPOUCTEKAIOT Jake HE U3 He-
MIPU3HAHMS 32 €0 rapMOHKEH (YHKIIUH, a B COBEP-
[IEHHO HEO)KUJAHHOM, HETIPUBBIYHOM XapaKTepe uxX
nposBiIcHUs. Benp akCMOMO# y4eHUs 0 TapMOHUU
ABJISIETCS HENPETIOKHOCTH JIaJI0BOTO IIEHTPA, YCTOA,
KOTOPBIN BUJUTCS OJHO3HAYHO — KaK TOHUKA. Mex-
Iy TeM aHAalyCCKUi jan (uUrypupyer B Haien
JINTEpaType KaK «UCIAHCKUM JJOMUHAHTOBBIN», TO
€CTh JIaJl, B KOTOPOM YIbTHMA, akkopA | crymenw,
CJIBILIUTCS, OUIYIAeTCs] JBOMCTBEHHO — KaK yCTOM,
oOmajaromuii OKpackoil ToMuHAHTHL. «Hampsokén-
HBII yCTOH» — a UMEHHO TAKOBAa yJbTHUMAa B aHJa-
JIyCCKOM JIaJly — BEIllb HE IIPOCTO CTpaHHasi, HO, Ka-
JKeTcsl, BOOOIIEe HEBO3MOXKHAS. DTO Xe contradictio
in adjecto!, ckaxxeT 4YnTaTENh, HE OTAABas ceOe OT-
yéTa B TOM, YTO KaK pa3 Ha00OpOT, HCIIOIb3yeMOe
HBIHE TIOHATHE «JIOMHUHAHTOBBIA Jam» — pe3yabrar
0aHaTBFHOTO TapajIoru3Ma.

Jlormdeckas omuOKa, MpouCTeKaromas u3 oec-
CO3HATENbHOI yCTaHOBKM HA CHCTEMY TOHAJIBHBIX
(yHKIMHA Kak €IWHCTBEHHO BO3MOXHYIO, COCTO-
UT TOM, 4YTO Kamezopusi «PyHKIHsS» (Ha3HAuCHHE,
WCIIOJTHEHHE, MPOSBICHNE B CHCTEME OTHOIICHH)
OTOX/IECTBIISIETCSI C KOHKPETHBIM OOJUKOM, Kaue-
cmeom nposignenust 3Ton PyHKIIMN HCKITFOUYUTEITBHO
B YCJIOBHSIX TOHAJILHOCTH. Benib xapakTep 0OBIYHOIM
TOHWKH TaKOB, YTO HUKOMY HE MPUXOTUT B TOJIO-
By TOBOpUTH 0 Mepe e€ yctoiuuBocTu. 1lo-gpyro-
My JeJI0 OOCTOMT B MOAAIBHBIX CUCTEMaXx, T/Ie KaK
pa3 XxapaxTep ycTos, POSBISIOMINICS B epadayusx
MOHUKAnbHOCMU, — BElllb akTyasbHast. Hanpsoxén-
HOCTHb YABTHMBI B aHIATyCCKOM JaJy HE MEIIaeT
BBITIONHSTH €d POJIb TOYKH MPUTSDKEHHS, TO €CTh
(hyHKIHIO yCTOS.

34

Uto MBI 3HaeM O JOMHHAHTOBBIX Jajgax?
[lepBBIM M3 OTEYECTBEHHBIX aBTOPOB HUX OMHCAI
N. B. Cnocobun B «3JneMeHTapHON TEOpHH My-
3BIK»: «/[OMUHAHTOBBIM JIaZlOM MHUHOpa yCJIOBHO
HA30BEM TaKoH JaJl, B KOTOPOM JIOMHHAHTa OJHOTO
W3 BUIOB MHUHOpA CIY)XKUT IJIABHOW omopoii (T. e.
TOHHKON )»®. TIOSICHSISI HAMMEHOBaHKE, aBTOP MPH-
BOJIUT YETHIPE 3BYKOPsITa B OKTaBe ¢—¢' «Kak ObI OT
(a MuHOpa pa3nTUYHBIX BU0B». CleTrKka pacIiinpuB
BO BTOPOM H3/JJaHWU yueOHuKa 3ToT naparpad, Cro-
coOmH 100aBISET, YTO JOMUHAHTOBBIN J1aJT OT HATY-
paNbHOTO MUHOpPA €CTh B TO e BpeMsl (ppurniickuit
Jaj, JOMHUHAHTOBBIA OT MEIOJUYECKOT0 MHHOpA
COBIAJAET C MEJIOMICCKAM MaskopoM u T. 1.” Cyst
o BceMy, y Criocobuna He OBLIO OOJBIIOro JOBE-
pHs K 9TOW TUIIOTE3€, OH OILIyIIal e€ KaK BpeMeH-
HYI0 KOHCTPYKIIHIO, O Y€M CBHETEIBCTBYET JIAKO-
HU3M U XapaKTep ero COOOLICHUS («yCIOBHOY, «KaK
ObI»), a TAKXKE TO, YTO OH HE MCIIOIH30BAN TIOHSTHS
JIOMUHAHTOBOTO JIaZia B KOHCEPBATOPCKUX JIEKIIHSIX
Tex ke JeT. Tak, XxapakTepusys JTaJoByI0 CTPYKTY-
py «AnTpakrta» k 4 neiicteuto «Kapmen» XK. buze,
CrocobuH ompenenseT e€ B JEKIUIAX KaK «COSIH-
HEHHE MOHUHCKOTO Ma)kopa U (ppHUruiickoro MUHO-
pa»!®. Jlmst cpaBHEHMS NMPHBEAEM OTHOCSIIYIOCS K
Tol ke mbece popmynupoBky B. Bepkosa: «B naH-
HOM ClTydae " IpOSBIISETCS B IPKOil (hopMme repene-
CEHHUE TapMOHHYECKOTO MUHOpPA B “TIFIOCKOCTH” €T0
JIOMAHAHTBHI — IOMUHAHTOBBIN J1aJ] TAPMOHINYECKOTO
MHUHOpay»'!.

B 3apy0exHoii tuTeparype MOHSATHE TOMHHAH-
TOBOTO JIafia CIIOPAAMYECKH HCTIONB3YETCS JTaBHO.
Ono Bocxomut K counHenuro Ilerepa MopTtumepa
o mpotectanTckoM xopaine (1821), tne popmymnupy-
€TCsl TIONIOXKEHUE, COTIIACHO KOTOPOMY «BCSIKHI JIaf
MOKET paccMaTpUBaThCs KaK JOMHWHAHTA APYToro
naza», U BBOAUTCS TepMUuH dominantische Tonart —
noMuHaHTOBBIN Jan [15, S. 20 ff]. B monmynspHom
«YueOnuke rapmonun» Pynonsga Jlyn u Jlronsura
Trotie, KOTOPBIM, KCTATH, MOJI630Bajics Crocooun'?,
HEOJHOKPATHO BCTpEYaeTCAd «IOMHUHAHTOBBIA MH-
HOp». Tak, B pasnene o0 amprepanmsx (§50) orme-
gaeTtcs: « Hucxonmsamui BBOAHBIN TOH K TOHUKE 3Ha-
JIY C APEBHOCTHU U3 (PPUTHIICKOTO IEPKOBHOTO Ja/ia
... OmHaKo B yCIIOBHSX HaIeH COBPEMEHHOW Tap-
MOHHH (PUTHUACKUN BO3MOXKEH TOJBKO JIMIIBL Kak
JIOMUHAHTOBBI MUHOp... €CIH MBI TapMOHHU3yEeM
(pUTHICKYIO MEJOIUI0 “COBPEMEHHO”, (UHAIKC
(Menmoamueckas TOHMKA) HUKOTAA He OyneT rapmo-
HUYECKON TOHUKOW B HAIlIEM ITOHUMaHWH, HO OKa-
3bIBaCTCS JIMOO JOMUHAHTOM a-moll, mibo Tepuuei
C-dury» [12, S. 223].
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B oreuectBennom my3siko3Hanuu (1O. TronwmH,
B. Bepxos, JI. Axam u ap.) mogq9E€PKUBAETCS MBICIIb
0 HECaMOCTOATEIIbHOCTH, NPOU3GOOHOCHU JIOMU-
HAHTOBBIX JaJ0B OT MUHOPHBIX Ja/J0B TOHAJIHHOMN
npuHauiexHocTu. CormacHo 3TOM THmoTese J0-
MUHAHTOBBIE JIaAbl O0pa3yloTCsl TpU CMeujeHuu
IIaBHOM omnopel ¢ I Ha V cTyneHb TOHAIBHOCTH,
noMuHAHTY. OZHAKO MEXaHU3M CMEUICHHS W €ro
MOTHBAIUS HE HAXOAT B HEW CKOIBKO-HUOYIh Bpa-
3yMHUTENBHOTO 00BscHeHus. K ToMy ke mcropude-
CKH€ JaHHbIe (KaK B CIy4ae M C aHJAITyCCKUM Jia-
JIOM) HE TIOATBEPKIAIOT ATy HUICTO.

Mexry TeM IPUHLIMITHAIBHOE PelIeHIe BOIPO-
ca Oputo HameueHo yxe y XKynsena Teepco B cra-
The «bm3e m mcnanckas myssika» (1925). Yerano-
BUB TPOUCXOXKICHNE MEJIOANHU BBIIIECYTIOMSHYTOTO
«AnTpakray» buse (310 ObUIa TIEepepaboTka «Poloy
Manyans ['apcua), Teepco ganee muimeT, 94To «xa-
pakTepHyo (U3NOHOMHIO» HCIMAHCKUX HAPOAHBIX
IIECEH OTIMYAeT «Ipeoliafaroliee 3HaYCHUE J0-
MUHAHTBD), YTO CBSI3aHO C BIUSHHUEM MAaBPHUTaH-
CKOW MY3BIKH, «JI0 HACTOSIIETO BPEMEHH pPacIpo-
CTpaHEHHOU B IOKHBIX MPOBUHIMAX Mcmanum» (5,
c. 186]. Jlanee aBrop nemaer BHEITHE HAMBHOE, HO
YAUBUTENBHO $ICHOE 0000IIeHne, OTHOCSIIeecs
K JIaJOBOMY CTPOX0 BOCTOYHOW MY3BIKH: «My3bI-
KaJIbHOE YyBCTBO BOCTOYHBIX HApOJOB PACXOIUTCS
¢ HammM. B GoJbIIMHCTBE ymOTPeONIsSeMBIX UMHU
3BYKOBBIX MOCJIEIOBATEIBHOCTEH Mpeobiagaromiee
3HAYEeHNE MPHUHAJICKHUT 3BYKY, COCTABIIAIONIEMY C
Hauleil TOHUKOH MHTEpBaJ KBUHTHI. VIMEHHO 3TOT
3BYK SIBIISIETCS MHTOHAIIMOHHBIM LIEHTPOM, BOKPYT
KOTOPOTO TPYIIUPYIOTCs Apyrue Tona. OH HacTOH-
YUBO MTOBTOPSIETCS B MTECHAX — KaK B CaMOM BOKaJITb-
HOW MEJIOJINH, TaK U B aKKOPJaxX COMPOBOXKAAIOIIEH
e€ TUTapbl; UM YTBEPXKIACTCS 3aKIIOYCHHE» [TaM
ke]. M1 XxoTst aBTOp TBEPAUT BCE O TOM K€ MHHODE,
TO €CTh MBICIIUT B TOHAIBHOM KJTIOUE («DTH MEJO-
JTUH, TIOTIPOCTY TOBOPS, IOCTPOCHBI HA MUHOPE, TaK
KaK TATOTE€HHE BBOJHOTO TOHA YyBCTBYETCS B HUX C
oco06oit ocTporoii. KpoMe Toro, MbI MOXKEM CKa3aTh,
YTO OCHOBOW JIa/ia SBISETCS JOMUHAHTa»), MOKHO
npeHeOpedb TePMHUHOJIOTHEH, NOO IIaBHOE 3aKITIO-
YyaeTcs B CaMOM BUCHHU JeTa.

Touka 3peHMst Thepco MMEET TO NpEeUMyllie-
CTBO, UTO YCTPAHSIET HEBHATHBIA B CBOEH IIPOU3-
BOJIbHOCTH MOMEHT CMEIIIEHUS JIaJI0BOTO IIEHTpa Ha
JOMHHAHTY: 3TOT IEHTP OBUI TaM W3HAYAIILHO, eIE
B MOHOIWHHOW (hopMe TPOSBIEHHS Jaaa. A 3TO 03-
HA4YaeT, YTO TAKOTO POAA «BOCTOYHBIE)» JaIbl HET
HaJ00HOCTH OOBSICHATD MTOCPENCTBOM EBPOIEHCKOM
TOHANBHOCTH, ¥ YTO, HE OyAy4H IMPOU3BOIHBIMHU,

35

OHU HE SIBJISIFOTCSl U JOMHHAHTOBBIMH, 2 TIPE/ICTaB-
JISIIOT COOO0N CaMOCTOSATENLHOE SIBIICHHE.

[oaTBepkaeHUEM CITY’)KUT OCMBICIIEHHE TOTO
XKe MpeJMeTa, YBUJICHHOTO B HECKOJIBLKO MHOM cu-
CTeMe KOODIHMHAT — WCXOJsl W3 3aJlaHHOTO Tpa-
JUIMEH MOHOIUYECKOTO JIaJia, KOTOPOMY TOJBKO
MPEACTOSIIO NPUIaTh TapMOHUIO. BOT kKak onuchl-
BaeT MCTOPHIO aJlalTalliy €BPONEHCKON TrapMOHUU
K OpPHUEHTAJIbHBIM JIaJIaM CHHArOTH HCCIIeI0BaTENb
eBpeiickoif My3biku Abpaxam 3e6u Uaenscon: «bo-
nee aByx BekoB (0T Comomona Poccu mo Comomo-
Ha 3yibliepa) MOTPEOOBAIOCH IS YCTAHOBJICHIS
TapMOHMHM B CHHArorajbHOM II€HUM EBpOIIEL...
OueBuIHO, HETIPEONIOIUMBIM TPEISITCTBUEM CTAIIO
npucnocoOlieHre TapMOHUHM K HAleBY, OCHOBHEIC
YepThl KOTOPOTO MPOTHBOPEUMIIA CYIIECTBYIOIUM
HOpMaM KJIaCCHYECKON TapMoHHm» [9, p. 478].
«I1epBbIM, KTO pacKpbIBaeT MpodIeMy Mpexkae Bee-
TO KaK eBpel u 3aTeM Kak rapMOHHU3aTop, KTo 100
B CO3HATEJIBHOM IOMCKE, THOO B pe3ynbTare BIOX-
HOBEHHOT'O 03apEHUs (Yero Mbl HUKOT/IAa HE y3HAEM)
CO3JIall CHCTEMY TapMOHU3AIMU €BPEHCKUX JIaJIOB,
651 X. Baiiatpay6» [Ibid., p. 482]. Bernom gocrtu-
keHui BaitHTpay0a (ero mepBble COYMHEHUS JIaTH-
pytotrcst 1842 rogom) cTajo co3maHuEe TapMOHHYE-
CKOM CHCTEMBI IUJIsl axaBo-pab00 jama, MMEIOIIETO
3ByKopsia d—es—fis—g / a—b—c'—d'. «OH ObUI IEPBBIM,
KTO BBEJI CUCTEMY TPAHCKPHIIIINH aXxaBo-padb0o 3By-
KOpsiJia B TOHAJIBHOCTH €r0 MUHOPHOMW Cy0IOMUHAH-
TBI, HAIpUMEDP, axaBo-pab0o Mu — B TOHaJIHLHOCTH
a moll co ciaydaliHBIM 3HAKOM TOBBIMICHUS IS
TpeThel CTYNEHHU: CONb-Ane3; axaBo-paboo Conp —
B TOHAJBHOCTH ¢ moll CO CIIyJailHBIM 3HAKOM JIJIS
TpeTbel cTyneHu: cu-0exap» u T. 4. [Ibid., p. 489].
Heckonbko kanmenuuii BailinTpayba (axaBo-pab6o
®a) cm. B mpumepe Ne 6.

[Ipumep Ne 6 Kanennym X. Baitatpay6a
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Kak BuauMm, y MunenbcoHa MOHOIUYECKHMA (PH-
HAaJIUC C IPUJAHHON eMy MaKOPHOU TapMOHMEN KaK
@yHKyus HEe CTaBUTCS 110J] COMHCHHE, HE yMaJIseT-
C4 TPAaKTOBKOW B KauecTBE JOMHUHAHThI. Peub uaér
BCETO JIUIIIH O «TPAHCKPHUIIIIAN», TO €CTh O CIIOCO0e
3alMCH TaPMOHUU B MUHOPHOM TOHAJILHOCTH KBap-
TOM BBILIE 110 OTHOLIEHUIO K PEaNbHOMY, JEHCTBU-
TEJBHOMY ILIEHTPY, XOTS M HMEIOIIEMY crenudu-
4eCKW HaNpsKEHHBIN, aMOMBAJICHTHEIN Xapakrtep.
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Uro Kacaercsi «COBEpIICHHOW KaJCHLMK» HOBOTO,
rapMOHHYECKOTO J1ajia BaliHTpayba, TO OHa TOBTO-
psiet Bc€ ToT ke ppurniickuii kanadc (B suge VII-I,
pexxe V-I), ¢ TeM oTm4mMeM, 4TO OH CONPOBOXKIA-
€TCsl TIOMYEPKHYTO OTKPBITHIM TPOBEIEHUEM YBe-
JINYEHHOW CEKYH[bI.

U nono6HbIe 000pOTHI TOSBIISIOTCS BCSIKHIHA pas,
KOTJ]a BOCTpEOOBAaH OPHEHTAILHBIA KOIOPHT, Kak,
HampuMmep, B TeMme u3 «Auasn» Jx. Bepau (mpumep
Ne 7).
IIpumep Ne 7 Jx. Bepnu. «Auma», I 1.
Bonpinas cuiena u gpunan

[Andante con moto]
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YepenoBaHre akkop/IoB (DPHTHICKOTO KaJlaHCca
MMEEeT MECTO M B PYCCKOM «My3bIke 0 Boctoxkey.
Taxk, B xope «Houenbka» u3 onepsl «/lemon» A. Py-
OMHINTECiHA OpPHUEHTAIBHBIA XapaKTep COYeTaeTCs
C BBIP@XCHHEM HaApacTaIOLIer0 YyBCTBAa TPEBOTH,
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Takum oOpa3oMm, aHAATYCCKHUW JIaJ, MPHUBIIC-
KaTeJIbHBI B HayYHOM IUTaHE KaK aBTOXTOHHAS U
ycroiynBasi B CBOEM OBITOBAaHMM «YHCTasl KYIlb-
Typa» (KaKk cka3an Ol 6HOJIOT), B KOHEYHOM CUETE
— JWIIb YacTHOE MPOSBICHHUE JaJ1000pa3yIoNiero
MPUHIINIE, TPOTHBOCTOSIETO MPUHIHITY, (HOpPMU-
pyOLIEMY Hally TOHAJIBHYIO CUCTEMY.

[Mpuctynas tenepr HEMOCPENCTBEHHO K ppu-
2Utickomy Kaoaucy, KOTOPHIH B KauyeCTBE TIIABHOTO
000pOTa aHJAYCCKOTO JIaJia 3aKiIro4aeT B cede ero
camMoe BOXKAENEHHOE, HEBO3MOXXHO 000#TH CTO-
POHOII HEKOTOpBIE OOIIETEOPETHIECKHE BOMPO-
cel. Benp HuKakoil Teopuu (ppuruiickoro xamaHca
HE CyLIeCTByeT W, 0ojee TOro, B OT€YECTBEHHBIX
y4eOHUKaxX Jake caMo MOHITHE TaKoro KaJaHca He
[IPELYCMOTPEHO.

B Teopun naga Bc€ emé He oco3Haércd, Ha-
CKOJILKO PEBOJIIOIUOHHBIM COOBITHEM OBUIO OT-
KpBITHE 8600HOMOHHOCHMU, O3HAMEHOBABIILIEE CJIOM
JTUATOHWYECKOTO CTEPEOTHIIa M BBIXOJ B HOBOE
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WHTOHAIIIOHHOE MPOCTPAHCTBO. BHOBH W BHOBB
3a[1aBasCh BOIMPOCOM O MpeaTeyax MY3BIKaJIbHON
uHTOHaIMOHHOCTH EBpomnel, Bopuc AcadbeB mu-
cax: «KKaguecTBO BBOIZHOTO TOHA — ONWH M3
BaKHEHIIMX CTHUMYJIOB POCTa €BPONECUCKON MY3bI-
KH... TOIBKO TOT, KTO IOMMET U MPOCIEAUT B EBPO-
MEHCKOM My3bIKE HYyBCTBO BBOJHOIO TOHA,
9BOJIIOIUIO JTOTO SABIECHHS,... Pa3biICHUT cebe
HCTOPUIO €BPONEUCKON MY3bIKH IOCIEIHUX CTOJIE-
THH...[pa3psaka aBTopa. — E. I1.]» [1, c. 229]. U na-
Jiee: «OTKy[a B €BPOIEHCKYIO MY3bIKy BHEAPSIIACH
note sensible? W3 KpecThbITHCKOW MY3BIKH 3amazga?
W3 TIPaKTHKH MY3bIKaIbHBIX PEMECICHHBIX apTe-
neit B ropomax? Wnu emé oT cpean3eMHOMOPCKOM
MY3BIKaJIbHOW KyJBTYpHl (He mo3maHuil i Pum?)»
[Tam »xe]. AcadbeB He 3a0bIBacT YIHOMSHYTH O
HEOOXOAMMOCTH Pa3IMYEHUsI «IPOCTO TOIyTOHA
M TIOJYTOHa KakK BBOJHOTO TOHa», a TAaKXKe CBS3b
MOCJIeIHETO ¢ TpUTOHOM: «Pasrazka 3HaMeHHTO-
ro “myrana” — diabolus in musica, TPUTOHA JIEKUAT
BCelesio B 00JIACTH MHTOHAIIMOHHOW OOpPBOBI: 3TO
peaxius. .. MPOTUB OLTYIICHNUS OJTYTOHA KaK BBOA-
HOTO TOHA...» [TaMm xe, ¢. 230].

Mexay Tem B JHTeparype, Iae TePMHH «BBOJ-
HBIA TOH» MOABISIETCS TIOXOAA, 0€3 IMOMBITKH HCTON-
KOBaHMsI, BBOMHOTOHHOE 3HAYEHHE HHOTIA TPHUIIH-
CBIBAIOT Jaxke OoJbIION cexkyHae. UToObl HMMETbh,
HaKOHEIl, TOYKY OIOpbI, CPOPMYIHPYEM OTIpeeie-
HUE: 6600HOMOHHOCHb — ITO UHTEHLIUS MaJIOCEKyH-
JIOBOM CBsA3M, OOYCIIOBJIEHHAs NEHCTBMEM TPHUTOHA
WITH JIPYyTOTO HEJIMaTOHUYIECKOr0 HHTEepBaia' .

T'oBopst 0 TpuToHe, AcadbeB Takxke MOAYEPKHU-
BaJ, 4TO MpH (POPMUPOBAHUK HOBOEBPOICHCKUX
JIa/I0B, HAIPUMEDP, MAKOPa, B YTBEPKICHUU OKTAB-
HOCTH KaK MPEOI0JICHIH MOHOINHHOTO JIeJICHHUS Ha
TETPaxXOP/bl, «TPUTOH...OPTAaHU30BBIBAI 3BYKODPSI
B HANpsDKEHHOM BOCXOXKICHUHM Kak 0e3yCIIOBHOE
MHTOHAIIMOHHOE €IUHCTBO» [TaM xe, c. 242-243].
TouHO Takxke QPUTHIICKUN 3BYKOPSIII, SIBISIOIIUICS
3epKaJIbHBIM OTPAKEHNEM Ma)KOPHOM raMMBbI, Opra-
HU30BBIBAJICSI B €IMHCTBO TPUTOHOM, (HOPMHPYIO-
MM HUCXOZSIINN BEKTOP HANPSIKEHUSA, 9TO MBI U
BHUIUM B aHJATyCCKOM JIaJy.

Ho kakuMm mMeHHO 00pa3oM BBISBISIETCA BEK-
TOp, €CITH 3aKTIOYEHHAA B TPUTOHE HAMPSDKEHHOCTD
HampasjieHa ABycTOpoHHe? Pa3oOparbcst B 3TOM
MOMOTaeT OOBIYHOE [JIsi TapMOHHMH Da3/eleHHe
TPUTOHA CPEAHMM 3BYKOM Ha TOH M JTuTOH. llpm
HWXKHEM JIeNIeHUH f~g—h (Kak B MaJIOM Ma)KOPHOM
CENTaKKOp/ie) BHEIIHWN 3BYK TepuUHUU /A, CIOBHO
MOJISpU3YSICh, TATOTEET BBEpX. lIpn BepxHem nene-
HUM f~a—h (KaK B TIOJIyyMEHBIIIEHHOM CENTaKKOp/IE)
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BHEIITHUH 3BYK TEPIUU [ MOJSAPU3YETCS TATOTCHU-
€M BHHU3 (BTOpOW 3BYK TPHUTOHA KaXKIBIH pa3 yXo-
IUT B T€Hb). XOTSA 00e rpynmsl BKIIOYAIOT OJUHA-
KOBBIE WMHTepBajbl (0OJIBIINE CEKyHAAa M TepLus,
MaJible OTCYTCTBYIOT), B TIEPBOM CiIy4ae — emé 10
paspemeHusi! — SBHO OIIyTHMa Ma)KOPHOCTB, a BO
BTOPOM MHUHOPHOCTE. CiieqoBaTeibHO, OOBICHATH
HaKJIOHEHHE KaK TEHACHILUIO K BOCXOXKJIEHUIO U
HUCXO)KJIEHUIO — BOBCE HE 3HAYHT BBIPAXKATHCS Me-
tadyopryecky (KaKk MHOTA [OJIaraloT), U pedub UAET
0 BIIOJIHE peanbHBIX Bemax. lIpruBbaHas ke acco-
[IUUPOBAHHOCTh HAKJIOHEHHUS C TEPIUEH — TOIBKO
OJMH U3 BHIPA0OTaHHBIX HHTOHUPOBAHHEM CTEPEO-
THUIIOB U, KQKETCS, TOCTATOYHO THOKHUHA.

B cymHOCTH MHOTIa JOBOIBHO IPOCTOTO OMBI-
Ta, 4TOOBI TOOBITh BAKHYIO HH(POPMAIUIO O CBOK-
CTBax HaIllero BocupuATHi. Tak, eciu pa3pemarsb
YMEHBIIEHHBI CENTAaKKOPJ CaMbIM OOBIYHBIM
o0pa3oM B MHHOPHOE W Ma)XOpPHOE TpE3BYyUHS,
HarpuMep, akkopa h—d—f—as B Tpe3Byuus ¢ moll
u C dur, TO B IEPBOM CIIy4ae MOIYIUM YCTOMUHU-
BO€, He Tpelyrolee MPOJODKSHHS 3aKIIOUeHHE,
TOTJIa KaK BO BTOPOM pe3yabTar OyneT He CTOJb
OTHO3HAYHBIM: Ma)KOPHBIM aKKOpJ 0oOpeTaer ot-
TEHOK JJOMHHAaHTOBOCTH, TATOTEHUS K MHHOPY Ha
KBapTy BBepX. [I0CKOJIbKY YMEHBIIEHHBIN CENTaK-
KOpA CUMMETPHYEH, NPUUUHY Pa3Iudus HYKHO
WCKaTh B aKKOpJE pa3pelieHus, B €r0 COYETaHUHU
¢ BBOAHBIM. Bcé oOBsICHSETCS TeM, YTO MpH pas-
pelIeHny B MHHOP MEXIY aKKOpIaMu oOpasyercs
JIUaroHaJIbHOE XPOMAaTUYECKOE CONpPsIKEeHue /i—es,
KOTOpOE€ TOJSPHU3yeT BOCXOIANIYI0O WHTOHAIIHIO
h— ¢, TOTJa KaK Ipy pa3perieHny B MaXXop eInH-
CTBEHHOE XPOMAaTHYECKOE CONPKEHUE as—e aKTh-
BU3UPYET HUCXOSIIYI0O MHTOHAIUIO as— g, a XO[
h—c yTpaunBaeT cBOE TIIaBEHCTBO (CTPEIKON TTOMe-
YyaeM BBOJHOTOHHBIH XOJ).

ITomygaercs, uro (1) duaconanvusie compsxe-
HUSI MEXIy TOHaMHU aKKOPOB MI'PAIOT CYIIECTBEH-
HYIO pOJIb B OIIEHKE TapMOHHYECKOT0 000poTa, YTO
(2) 6e3ycrmoBHO BakHa OOpaTHas CBS3b, KOTOpAs
PETPOCHEKTHUBHO «BBICBEYHNBAET» Ty WJIM HUHYIO MH-
TOHAIINIO, CTAHOBSIILYIOCS JUIsI HAC BEAYLIEH M 4TO
(3) BocxomsmIasi BBOAHOTOHHOCTH OOECIICUHBACT
YCTONYMBOCTh pa3pelieHus, a HUCXOASIIAs OCTaB-
JII€T OUIYILEHUE HE BIIOJIHE IPEOIOJIIEHHON HAIpsi-
KEHHOCTH.

Hackosbpko 4€Tko paboTaeT 3TOT MEXaHU3M I10-
Ka3bIBACT CICAYIOMUN (PparMeHT U3 MbeChl X0aKH-
Ha Typunsl «I'appoTun». «/loMHUHAHTCENTaKKOPI»
HA4YaJIbHOTO 000pOTa MEHSIET CBOM nepsuyHblll 6eK-
mop, HaNPaBJICHHOCTh BBEpX (MPU HUKHEM JIeje-
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HUM TPUTOHA f~g—h), TOJILKO 10 NPUYNHE HEOObIU-
HOTO Pa3pelIeHns B JIsl MaXXOPHBII aKKOpA — KakK B
obopore S_-D menomu4yeckoro MuHOpa (mpUMep
Ne 9).

ITpumep Ne 9 X. Typuna. «["'appoTun»
(ITamsatu Tappern, Ne 1), T. 22-25.

[Allegretto]

cantando

N xots 00a co3Byumsi MaKOpHBI, M3-3a JHa-
TOHAIBHOTO COMPSIKCHHUS f—Cis, BBISBISIONIETO
HUCXOJSIIEE TATOTCHUE f— e, 000poT AaéT OIly-
IIEHHE MATKOW MUHOPHOM OKpACKM IIpU Hamps-
KEHHOCTU YNBTUMBL. [1000HOTO pojla «TOHKHE
MaTepum» He MOJABIACTHHI TPAAUIIMOHHON TEOpUHU
(yHKUIMN, 1 OHA MPEANOYUTAET HE 3aMedaTh, 9TO
Jaxke TpocTas 3aMeHa ¢ Ha ds B 10 Mayope Me-
HSET ¥ Ka4eCTBO TOHUKH, TEPSIOUIEH YacTh CBOEH
TOHUKAJIBbHOCTH.

[loaToMy sICHO, YTO Ma)XOPHOCTH YJIBTHUMBI,
napaioKCabHBIM 00pa30M COYETAroIascs B aHAa-
JYCCKOM JIafly ¢ (pPUTHHCKUM 3BYKOPSIAOM, TIpEI-
CTaBiAeT co0OM MIaBHEHIINK MYyHKT B PAaCKPBITHH
MIPUPOJBI ITOTO JIaa.

Emé nemeukue teoperuku XIX cronerus, 3a-
HUMaBIIHECS IEPKOBHBIMU JIaJlaMH B CBSI3U C rap-
MOHHM3AIHMEN Xopajia, HEOTHOKPATHO yKa3bIBaJM Ha
HEOOXOUMOCTh 3aBeplleHUs (PPUTHICKHX MeTo-
JUH MaKOpHBIM Tpe3ByuueM. Jleononpy XaiiHie,
IUISL KOTOPOTO (PPUTHUHCKHIA CYTh «OECCIOpHO Mpe-
KpacHeWmuii, HauepKoBHEHIINK 1 HanboJee CBO-
€00pa3HbIii Ja/1», THCAJ, 9YTO U3-32 HEBO3MOKHOCTH
WCIIOJIB30BATh B 3TOM JIaJy aBTEHTUYECKYIO KaJeH-
LU0 MY3BIKAaHTBI «OOXOMATCS MOJNYKaJgCHIIH-
€¥ JII DOJMICKOTO, TO €CTh 000poTOM a—FE, mnbo
MPUMEHSIOT CBOWCTBEHHOE (DPUTHIICKOMY JIamy
3aKITIOYCHUE C TIOMOIIBI0 pe€ MHUHOPHOTO TPE3BY-
yiss — YHOMSIHYTBIH QpUTHHCKUE KanmaHc,
KOTOPBI 3BYYHT OYEHb XapAKTEPHO, IO-IIEPKOB-
HOMY TIPEKPacHO M TOPKECTBEHHO. 3aKIIOYNTENb-
HOE TPE3ByYHE 3]I€Ch BCEIJIa TOIydaeT O 0JIb I Y 10
TepIHUIo0, OIaromaps yemy BCsl KaJICHIIUS YPE3BBI-
YaifHO BBIMTPBIBAET B CHJIE, IOCTOMHCTBE U KPacoTe
[paspsinka aBTopa. — E. I1.]» [8, S. 185-186].

Hrak, yeM ke 0OBSICHUTH HEOOXOIMMOCTh Ma-
JKOpHOW yJNBTHMBI BO (puruiickoMm kamance? IIpo-
BeIEM €lI€ OJMH ONBIT B TPEX MOCIIEIOBATEIbHBIX
(hazax ymozaxmodeHuit (cMm. cxemy). Ilpu HeomHo-
KpPaTHOM 4Y€peIOBaHUN BYX ITyCTBIX KBHHT, OTCTO-
AIMX Ha oayToH (1), ciyx, He MeroIuil IpeaBa-
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pUTEIbHOW HACTPOMKH, BCE K€ HAYMHAET OLyIIaTh
HEKOTOPOE MPEUMYIIICCTBO BTOPO KBHHTEHI, TAK UTO
KBHHTA Ha f, XOTS U €j1a00, HAYMHACT TATOTETh BHU3.
DTO MOXHO OOBSICHUTH JUArOHATBLHBIM COIPSIKE-
HUEM B TPUTOH f—/. XOTs NOCIECTHUMN MTPEIoiaraeT
JIByCTOPOHHEE pa3pelicHHe, TBIKEHNE KBUHT BHI-
SIBJISICT OOJIbILIE TATOTEHUE f—¢, TaK KaK e — IPUMa,
OCHOBAHME KBUHTBHI.
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B uepenoBaHuM ByX MaKOpHBIX TPE3BYUYUH B
kagance II-1 (2), xoropsiit Poccn Ha3wpiBaeT obbiu-
noim (usual), CBSI3aHHOCTH TIEHYJIBTUMBI U YIIETUMBI
3HAYUTEIHHO 00OCTpsieTcsl Omaromapsi MOSBICHUIO
JIBYX XpOMAaTHYECKUX COIPSDKEHHH c—gis U f—gis.
Haxonen, B xraccuyeckom GPUTHICKOM KagaHCe
VII-I (3) Te ke ycOBHS MOTOTHSIOTCS HOBHIMH,
00eCIeunBaIOIIUMK TTOJTHOTY BBIPAKEHHSI HUCXO-
JSITAX WHTCHITUH: BTOPOU TPHUTOH d-gis, a TaKkKe
MOJIOKEHHE BBOJTHOTO TOHA f B POJIH MAJIOH TEPIUH
aKKopJa WHTECHCH(UIUPYET MHUHOPHOCThH IIEJIOTO
Y HampaBJIeHHOCTHh BHH3. OYEBHIHO, YTO TIaBHBIN
«BUHOBHHK» BBICOKOU CTETIEHU CIAWKH, CIEIIIEHUS
CO3BYYHH B Ka/IaHCE — Ma)KOpHasi TepIUs gis, TaK
YTO Jla)kKe BBEICHUE B MEHYNBTUMY TPUTOHA, KOTJA
OHa TMPEBpAIACTCS B MOJYYMEHBIIEHHBIN CEeNTaK-
kopa V crynenu (h—d—f—a B annanycckom Mu), yxe
MaJjo 4to MeHsiet. M Ta ke Tepius — npuurHa Ha-
MPsDKEHHOCTH YIIBTHMBI, KOTOpAst OIIYIIAeTCsl HAMU
KaK JOMHHAHTOBOCTh. llo3aToMy-TO Ma)KOpHOCTH
YIABTHMBI, BXOHSIIAs B MPOTHBOpEYUE C (pUTHI-
CKHM 3BYKOPSZIOM, BOCTIpUHUMAETCSA 3/1eCh Kak aod-
COJIIOTHO HEOOXOAWMBIM M €CTECTBEHHBIH MOMEHT.
Tax 00BsICHSIETCS Ma)KOPHOE 3aMBIKaHHE BCEX CBS-
3aHHBIX C suprasemitonium modi TapMOHUYECKUX
00pa3oBaHuii, BKITIOYAsI pa3Hble BUIbI (PPUTHHCKOTO
obopora.

CpaBHHMBas My3BIKalIbHBIE cHCTEMBI BocToka
u 3amana, Anen Jlaaneny ckazan: «Kaxmas mmeet
CBOM BO3MOXXHOCTH, KOTOPbIE OTCYTCTBYIOT y ZIpY-
rux... Kaxxnmas nmeer cBoe mpenHa3HadyeHHUE, CBA-
3aHHOE C OMpeAeIEHHON )KU3HEHHOH Qunocoduei.
Kak cpeacTtBy deIOBEYECKOTO CaMOBBIPAXEHHUS,
el Henb3sl HAMTH 3aMeHuTeIsI» 'Y, Yke paHHue ma-
MATHUKHA KOMITO3UTOPCKOTO TBOpuecTBa Mcmanun
CBHUJICTEIILCTBYIOT O TSTe UCTAHIIEB K (QPUTHICKOMY
HakJIoHeHU10. Cpean MHOTOUNCIIEHHBIX MOMN(OHN-
YeCKHUX IeCeH AHYBETBI, MulbsiHa, [IeHBSITIOCH, 11e
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na Toppe, nenp DHCHHBI U APYTHX KOMIIO3UTOPOB
siglo de oro Benmvka nons MpoOU3BeNeHUN (pUTHIA-
ckoil mpuHaIexxHocTH. He ciydaiiHo DpaHKUHO
lagypu Ha pyOexe XVI Beka ormeuan: «McnaHiibi
B CBOEH My3bIKE MMEIOT OOBIKHOBEHHE PHIIATh, TaK
KakK BeChbMa JIIO0AT npuMeHeHne bemorreiin'®, Coii-
CTBEHHBI HOEPHUHCKOW MEHTAJBHOCTH 3TOC Kak
«oco0OeHHast CTPacTh K HECUACThIO, KOTOpas €CTh B
nIymie y Kaxaoro yenoseka» (Jles Tosnctoit), cTomnb
OTIIMYHBIA OT MHUPOOUIYIICHHUS CpeaHEeeBpOoIea,
— BOT MOTHB M YCIIOBHE KYJIGTHBHPOBAHHS aHIa-
JIyCCKOro Jaja. M3nyyaemas aHAAIyCCKUM JIaJl0M
«HOCTANbIUsl OECKOHEYHOCTH» OblIa B CBOE BpeMst
gyTKo moaMedeHa Opuapuxom Hurme, BiroOnEH-
HeIM B «Kapmen»: «3mech MHas 4yBCTBEHHOCTb,
WHas CTPacTh, MHOE Beceibe. JTa My3bIka Becelna,
HO BecEOCTh 3Ta He (paHIly3cKasl ¥ He HeMEeIKasl,
e€ BecEocTh apuKaHCKas; HaJ HEH TArOoTEEeT POK,
e€ cJacThe CKOPOTEYHO, HEOXKHIAHHO, Oecrormia-
HO» (1uT. o: [4, c. 20]).

B MHOrOKpaTrHOM 4epe0BaHUH TapPMOHHI [J1aB-
HOTrO 000poTa E—d—E—d—F..., KOTOpbIM WHOTA Ha-
JIONITO MCYEPIBIBAETCS IBIKEHHE, OIIyIaeTcs He
TOJBKO TATOTEHHE OIHOTO aKKOpAa K JIPyromy, HO
1 TIOTPEOHOCTh BCE HOBBIX M HOBBIX ITOBTOPEHUHU.
[IpyxxuHa 53TOrO0 (DYHKIIMOHAIBHOTO MeEXaHU3Ma
KpOETCS B UTPE TPUTOHOBBIX COMPSKEHUH, KOTOPBIE
BO3HUKAIOT B «TPEHUM» CO3BYYHH M BHICBEUHBAIOT-
Cs1 BOCIIPUATHEM B CBOETO POJia MyJIbCAIlUH, T00Ye-
PEAHO: B aKKOPJOBBIX CMEHAX OJUH TPUTOH pa3pe-
[1aeTcsa B KBUHTY MEHYJIBTHUMBI, a IPYTOH — B IPUMY
YIABTHMBI.

Taoauna 4

B To ke BpeMs HU TOT, HU JPYTO¥l HE paspe-
MIAI0TCS TIOJHOCTHIO, IBYCTOPOHHE, a pa3pelIcHe
OJIHOTO COIIPOBOXKIIACTCS OOHAPYKESHUEM BTOPOIO
— ¥ TaK CKOJIb YTOIHO NOJTO0. Tak ycTaHaBIMBaET-
cs CBOCOOpA3HBIN pedicum agmoxoredanuil, VI,
1o BelpaykeHuo P. Kupknarpuka, «pox nbsHsei
MOHOTOHHOCTHY», HamlpsDKEHHAsI CTaTHKa KOTOPO-
ro IpHU3BaHa TMepenaTh HOCTAIBTHYECKHUN ITOC
(daMeHKo. DTO HUCKYCCTBO HON-finito, THE CMBICI
CaMOBBIp@KEHHSI HE B JUHAMHKE CTOJIKHOBCHHSI,
O0OpBrOBI U paspsaKd, a B MOAJACPKAHUU JJIUTEIIb-
HOTO TIapeHUS B HAWICHHOM YMOIIMOHAIHFHOM IIPO-
CTpaHCTBE.
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< MPUMEMAHUA (<

' Aunanycus (Andalucia) — ctpana BaHIAJIOB (TaKoke
kak Karanonus — ctpana roToB, TOTIIaH[); aBTOHOMHAs
obmacte Wcmanun co cronmieit B CeBMIIbe, BKIIOYAIO-
mast nposuHINN Anbemepus, Kamgne, Kopmoosa, ['panana,
VansBa, Xasu, Manara u CeBHIIbS.

2 Kanre xoHza0 (cante jondo) — ry6okoe TeHHE;
tnamenko (flamenco) — oTHO U3 Ha3BaHWH IBITaH AH-
JaTyCUH, STUMOJIOTHS CIOopHa. B Hawane mpommioro
BeKa (pIaMeHKO MPOTHBOTIOCTABISIIOCH CEPhEZHOMY U
CypOBOMYy KaHT€ XOHJO KaK HCKYyCCTBO HOMYIISAPHOE
" JnerkoBecHoe. [lo3ke WX cTamm paccMaTpuBaTh B
pycie OmHOW Tpamulu|, TAe KaHTE XOHIO TPAKTYIOT
KaK paHHWI, apXaWdyHBIH CciIoi, a ¢amMeHko — Ooiee
TMO3IHUIA.

3 O6paselr TUTapHON MY3BIKH B aHAATYCCKOM JIaay
npencrapnsier «PoHneHps», momapeHHas [nmmHKE TH-
tapuctoM ®. P. Mypcuano (poTtokonmio HOT cM.: [3,
c. 357]). Ho mipu Bceii mo0Bu k Mcnanun, KOMITO3HUTOP,
WH(GOPMHUPOBAHHBIHN U3 TIEPBBIX YCT, HE IPOSBIII HHTEPE-
ca K TapMOHUYIECKUM d(PPEeKTaM 3TOTO Jaja.

4 K OMMOIAIbHBIM OTHOCSTCS TIIABHBIM 00pa3oM
TIeCHE-TaHI[Bl ceMeicTBa (haHTaHTO, B KOTOPBIX KOILIA
(ctpoca, KyIuieT) BKIFOYAET MIECTh HEOONBIINX TTOCTPO-
SHH, OKaHYHMBAIOMINXCS Ma’KOPHBIMH aKKOpAaMH II0-
crosiHHoro cootomenus, Hanpumep: C, F, C, G, C, E.
Jpyrue aBTOPBI OTHOCST 3TOT PO MECEH TaKkxke K modo
dorico.

> Brpouem, YHCIIO MPUMEHSEMbIX Ha rutape ¢ia-
MEHKO cmpoég (BBICOTHBIX TIOJIOKCHHU Jaja) OTpaHU-

YEHO yAOOCTBOM aNIIMKATyphl U TIOYTH NCUEPIBIBACTCS
NepeyrciIeHHbIMA. KpyTr MOAXOISMINX ATl UTPHI CTPOEB
paciupseTcs ¢ HCIOIb30BaHUEM CEXIUTBH (sejilla), mmm
KarozacTpa — HEPEJBIKHOTO MTOPOXKKA, YCTaHABIMBAC-
MOTO Ha OJTHOM M3 JIaIKOB TpHa.

¢ Karyap, 3ammcTBOBaBmmii 31oT npumep y @. O. Te-
BapTa, TPAKTYeT €ro TOHAJIBHO W HA3BIBAET BTOPOH aKKOPA
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AHAQAYCCKMH AAA

JlanoBeiii apxeTHn (I1aMeHKO YCMaTpUBAIOT B IpEBHEH MOHOJMH — TPEUECKOM JOPUIICKOM (CpeIHEBEKOBOM (pH-
THUICKOM), KOTOPBIH MCIIaHCKHE TUTAPUCTHI TPAHC(POPMHUPOBAIIN B aKKOPJOBYIO, TAPMOHHYECKYIO CHCTEMY, M103-
TOMY CTaj0 HEOOXOJAMMBIM JlaTh OCHOBHOMY Jiaay (yilaMeHKO HOBOE Ha3BaHHME — aHAANYCCKHil Jaa. Mexay TeMm
B POCCHICKOM MY3BIKO3HAHUU OH U3BECTECH KaK «MCIAHCKOW JJOMUHAHTOBBIN JIaJ1», KOTOPbIM CUMTAETCS IIPOU3-
BOJIHBIM OT FapMOHHUYECKOT0 MMHOpA, I7Ie Ollopa NepeHeCceHa C TOHMKH Ha Ma)KOPHBIM aKKOPJA AOMUHAHTHL. JTa
HE MMEIoNIasi UICTOPUYECKUX OCHOBAHMU TpPaKTOBKa OOyCIOBIEHA CHENU(UKON MPOSBICHHUS MOJANIbHO-TapMo-
HU4ecKUX (QyHKIMH. MakOpHBIH aKKOp/| MepBO# cTyneHu (npu GpUTrHICKOM 3BYKOpsZie) PE3KO OTIMYAETCS OT
OOBIYHOW TOHMKHU HAMpPSKEHHOM, « IOMUHAHTOBOI» OKPACKOH, 4TO OJJHAKO HE MEIIAET EMY BBIMOIHATh (YHKIIHIO
JIaJJOBOTO I[EHTPa, HAYMHAIOLIETO U 3aKaHYMBAIOUIETO0 JIBMKeHHe. OCHOBY TapMOHHYECKOTO Pa3BEPTHIBAHUS 314€Ch
COCTaBJISIET YepeloBaHUE aKKOP/a MEePBOM CTYNEHU C CO3BYUHSIMH HUCXOJSAIIET0 BBOJHOTO ToHA (akkopaamu II,
VII6, V43 u np.), To ecTh MHOTOKPAaTHO NOBTOPEHHBIH (PUTHIICKUIT KaJlaHC, B KOTOPOM COYETaeTCs Juajia Mo-
JaNbHBIX QYHKIUK — yIbTHMa 1 eHynbpTuMa (ultima & paenultima). Takoe ycTpoicTBO Jiajja MPU3BaHO BHIPA3UTH
HOCTaJIbIMUeCKHi 3ToC (h1aMeHKo, MpHCYyIlee UCTTAHCKOI MEHTaJbHOCTH «Tparnyeckoe YyBCTBO JKHU3HM» (Mu-
rejb e YHaMyHO).

KnrodeBble clioBa: aHIaNyCCKUit J1a]], JOMUHAHTOBBI J1a]], BBOAHBIN TOH, GPUTHHCKHIA KaJlaHC, YIBTHMA, TICHYIIb-
THUMa, MOJAJIbHbIC (PYHKIIUH.
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The Andalusian Mode

The modal archetype of the flamenco may be perceived in ancient monody — the Greek Dorian mode (the Medieval
Phrygian), which the Spanish guitarists transformed into a chord-based, harmonic system, as a result of which it
became necessary to endow the chief flamenco mode with a new title — the Andalusian mode. At the same time,
in Russian musicology it is known as the “Spanish dominant mode,” which is considered to be derived from the
harmonic minor, where the significance is transferred from the tonic to the major chord of the dominant scale
degree. This interpretation, devoid of historical foundations, is stipulated by the specificity of the manifestation
of modal-harmonic functions. The major chord on the first scale degree (in a Phrygian mode) differs considerably
from an ordinary tonic scale degree in its intensive “dominant” coloration, which nonetheless does not hinder it
from carrying out the function of a modal center, beginning and finishing off the motion. The basis of harmonic
unfolding is comprised here of alternation of the chord on the first scale degree with sonorities of a descending
leading tone (with the chords II, VII6, V43, etc.), i.e. the Phrygian cadence repeated many times, which holds a
combination of the dyad of modal functions — the ultima and paenultima. This kind of arrangement of the mode
is called upon to express the nostalgic ethos of the flamenco and the “tragic feeling of life” peculiar to Spanish
mentality (according to Miguel de Unamuno).

Keywords: Andalusian mode, dominant mode, leading note, Phrygian cadence, ultima, paenultima, modal
functions.
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MPEAOMAEHME AHTUMHOM TPAAMLIMU
B COBPEMEHHOW MY3bIKAABHOM KYALTYPE MOHTUMCKMX IPEKOB

HaueHHe JIpeBHETPeUeCKON IUBUIN3AIH Oec-

LIEHHO U1l BCETO MUPA. Benukue 10cTuxReHus

¢dunocodun, Hayku, UCKYCCTBA, TUTEPATYPEI,
A3bIKa CTAJIM OCHOBOM €BPOIIEUCKON KYJIBTYpPHI.
I'pexu co3panu nikoiy Juisl BOILIOIIEHUS KJIacCHYe-
CKHX HMJICAJIOB, CIIOCOOCTBOBABIINX Pa3BUTHUIO BCEH
MOCIENYIOIEN KyIbTypbl U OKa3aBIIMX OrPOMHOE
BJIMSIHHE Ha yMbl Jrofed. He yracaer unrtepec u K
My3bIKaIbHOM acTeTuke [peBHeit I'perun. B xiac-
CHYCCKH TIPOCTOH, OTIETINBOM popme B HEt comep-
JKaTcs TIOYTH Bce MPOOIEMBI, KOTOpbIE OyIyT 3aTeM
[IOIHUMAThCS. MYy3bIKaJIbHOW TEOPUEH U ICTETHKOM.

My3bIKaibHasg 3CTETHKAa UTpaeT 0colOyro poiib
B cucTeMe 3cTeTudeckoi teopun Jpesneit ['perum.
IToaTOMy 3aKOHOMEPHO, YTO MY3BIKAJIBHON 3CTETHU-
ke [IpeBHeii [ peninu mocBAIIEeHs! pyH/IaMEHTAIbHBIC
nuccienoBanus A. Jlocesa, B. lllecrakora, E. I'epir-
mana, P. I'pyOepa'. MHOTHe MOJIO/IbIC aBTOPBI TAKKE
MUIIYT O MY3bIKaJIbHO-3CTETHYECKHX MpoOeMaXx,
[IOJIHUMAEMBIX B TPYAAaX AHTUYHBIX aBTOPOB.

CucreMHOE H3y4eHHE MY3BIKAJIbHON KYIBTYpPbI
Hpesueit ['penn — ¢yHaaMeHTanbpHas mpodiieMa
0Cco00H CIOXKHOCTH. B mccienoBaHWM KyIbTYpbI
IIOHTUICKHX TPEKOB BO3HUKAET BOIPOC: CYIIECTBY-
FOT JIU CBSI3U MIOHTUHCKOM MY3BIKAIBHON TPagULIUU
¢ KynbTypo#t pesneit [ pennn?

[ToHTHIICKHE I'PEKH, O KOTOPBIX NMOHUAET pedsb,
3TO NOTOMKH I'PEKOB-3JIMHOB, IEPECETUBLIMECS HA
tepputopuio IOxuoro IlpuuepHomopss. Ilo man-
HBIM UCTOPUYECKOW HAayKH T'PEKHU-ILIMHBI MOSBIIS-
FOTCSI B TEX KpasiX B epruo Benukoi rpedyeckoi Ko-
normnzaruu ¢ VIII o VI Beka 1o H. 3.2 JKuzHeHHbBIN
MyTh Hapona ObuT HempocT. HawaBmmce B 3moxy
Kosonnzanuu, T0 €CTh CO CTAHOBJIEHUS IT'PEYECKUX
KOJIOHUH, OH 3areéM NPOXOAUT 4Yepe3 IpaBICHUS
MHOTMX CaMOJIEP)KILIEB, IOMIBITKY CO3/laHUs CBOE-
ro nepBoro rocynapcrsa — IloHTHIICKOrO LapcTBa,
JIOCTUTaeT BPpEMEHU co3faHus Tpare3yHICKOW UM-
nepun, KoTopasi mpocyliecTBoBajla okojo 260 yer
U Iaja 1oj rHETOM TypeLKO-OCMaHCKoro ura. He-
CMOTpsl Ha YHHYTOXXCHHUE, UCTPeOJICHUE, TEHOIU
MMOHTUHCKUX TpekoB (1916), koTopomy B Mae 3TOTo
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roga OyJeT pOBHO CTO JIET, TOHTUHACKHI HAPO CMOT
3TO TPEOOTETh.

CeromHss TOHTHUIIEI TPOKUBAIOT B OOJIBIITHH-
cTBe ropoaos Poccuiickoii @denepanuu, a Takke B
Apmennn, ['py3un, Ykpanne, Azepbaiimkane, Ka-
3axcraHe, Y3o0ekucrane, [peunn, Typrun, CLIA,
OPI' u Kamanme, o0pasyst cooOmiectBa W MHUPHO
COCYIIECTBY C APYyrMMH Hapomamu. Yacte rpe-
KOB-TIOHTHHIIEB TPOJOKAET KUTh Ha HCTOpUYE-
ckoil ponune — IloHTe, TO €CTh Ha TEPPUTOPUU CO-
BpeMeHHO# Typuumu.

B mowmckax oTBeTa Ha BOIPOC, KaK COIMpPHKAca-
IOTCS COBPEMEHHAasl MYy3bIKalbHasg KyJlbTypa IMOH-
THHCKUX I'PEKOB M KyJbTypa aHTUYHOrO Mupa Ipe-
LMY, BO3HUKJIO TPEAMONIOKEHNE, YTO TaKas CBS3b
€CTh, XOTA OHa MMEET BUJ HE IIO0CJIEJ0BATEIHHO
COXpaHABIIEHCS U NepeaBaBIIeicsa TpaJuliuu, HO
CKOpee HAllOMHHAeT HEKHE IyHKTHPHBIC JIMHUH,
Kak ObI ciiefibl Tpaauuil ganékoro npowioro. Ilo-
npoOyeM oOpHCOBATh AT MYHKTUPHBIE CBSI3H.

Kak u3BecTHO, 111 aHTUYHOM KYJIBTYPhI Xapak-
TepHa cHHKperudeckas (opma uckyccts. [1o mHe-
HUIO OONIBIIMHCTBA HCCIIeIOBaTeNe!, TECHS, TaHell
¥ Urpa Ha MY3BIKaJbHOM HHCTPYMEHTE IEepBOHA-
YaJIbHO U JI0JITO€ BPEeMA CYIIECTBOBAJIH KaK €IMHOE
nenoe. «B “3akone” [lnatoHa 0coOEHHOCTHIO TIO-
HUMAaHHS MY3bIKH ABISETCS HEOTAEITHUMOCTh MY3bI-
KH OT CJIOBa | TaHIa, — oTMeuaeT A. Jloces. — [[peB-
HUE BOOOIIE HE JOMYCKaJIM YHCTOM MY3BIKH Kak
TakoBOI. My3bIKy OHY IOHUMAJIU B COEUHEHUH CO
CJIOBOM | C TaHmiem» (1uT. o: [1, c. 37]).

OO6pamasich K H3y4eHHIO My3bIKaIbHON KYyJIbTY-
PBI COBPEMEHHBIX MOHTHHIIEB, TaKKe HEOOXOTUMO
paccMaTpHuBaTh My3bIKQIBHOE HCKYCCTBO B CHHKpE-
TUYECKOM €IMHCTBE, T/Ie€ OCHOBHON 0COOECHHOCTHIO
MY3bIKQIBHOW TPaJUIMH JPEBHOCTH ObLIa «HEOT-
JIETMMOCTh MY3BIKH OT CJIOBAa M TaHI@», TaK Ha3bI-
BaeMas Xopeis (yopea).

I'pexu mpuaaBamym My3bIKe M TAHIYy HCKIIOYH-
TEJIbHOE 3HAYEHUE M TIPUITUCHIBATIA UM OTIPEAEIIEH-
Hble (QYHKIIMY WM Ha3Ha4YeHUs. B epByto ouepess
3TO CKa3bIBajJoOCh B BocnmuTanmu. Ha my3pike u
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MY3BIKaJIbHOM BOCIIMTAHUH CTPOMJIACH BCA CHCTE-
Ma OOIIECTBEHHOTO 00pa30BaHMs JIPCBHUX TPEKOB.
IlnaTtoH BeICKa3bIBAET TPAIAUIIMOHHYIO 1JIs BCEH aH-
TUYHOM 3CTETUKH MBICIb, YTBEPKIasl, YTO «TOT, KTO
HE YMPaXHAJICS B XOPOBOJAX, YEJIOBEK HEBOCIIH-
TaHHBIN, @ KTO AOCTATOYHO B HUX YIPAKHSICS, TOT
BOCITUTaH» [TaM ke, ¢. 6]. «MycHIecKkoe UCKYCCTBO
Bc€ OoJyiee MPOHMKAET BIIIyOb AYIIA M BCETO CHIIb-
Hee e€ 3aTparuBaeT; pUTM U TapMOHUS HECYT C CO-
6ot OmarooOpasue, a OHO jenaeT 61arooopa3HeIM U
YeJI0BeKa, €CJIM OH MPaBUIHHO BOCIIUTAH, €CIIH JKe
HET, T0 HaoOopoT. KTo B 3T0#l 00macTu BoCIHTaH
KakK JOJDKHO, TOT OY€Hb OCTPO BOCIIPHMET Pa3HbBIE
YOyUIeHUS W HEJOCTaTKH B IPUPOAE M B HCKYC-
cTBe» (IHUT. 10: [2, ¢. 51]).

1 ceronHs NOHTUICKUE IPEKU IIPUIEPKUBALOT-
Csl MHEHHSI, YTO TPEK-TIOHTHEL, HE 3HAIOUINI CBO-
el KyJIbTYpBI — TIECEH, TAHIIEB, XOTS ObI MEJIOAUNA H
TEKCTOB CBOMX IECeH, — He maTpuot. [yig sToro Ha-
pona TaHIEBalbHAs KyIbTypa — €IMHEHNE HApoJa.
«TaTpuoTsl Hamero Hapoaa, 3TO JIIOAW BIIOOIEH-
HBIE U 3HAIOIINE CBOIO UCTOPHIO, KYJABTYpY, TPaan-
uto rpekoB [lonrtay, — rooput . U. Tleranos’.
H. ®. TudTtuxuan, KOTOphIii 3aHUMAIICS H3YyICHHEM
KyJBTypBl TIOHTUHCKUX TPEKOB, mucail: «bbITh miu
CTPEMHUTBCS CTaTh TPEKOM — 3TO cyabba. U HeoO-
XOIMMO Yepe3 BCIO CBOIO KM3HBb MPOHECTH BEPHOE
CITy>KEHUE MY3bIKE U KYIBTYpe TPEKOB-TIOHTHHIIEB)»
(. mo: [6, c. 229]).

H. ®. Tudrukuan takxke yTBepKIal B CBOMX
paboTax, YTO MOHTHICKOE MY3BIKaJIbHOE HCKYCCTBO
— siBNeHne cUHKpeTHuHoe. OHO BKIIOYAET B celst
CIUTaB MEHUS, TAHIA U HHCTPYMEHTAJIBHOTO COIPO-
BOXKICHUS.

MA. 1. ToHTuiickas Anpa

OpnHa U3 OYeBUIHBIX BHEITHUX aHAJIOTHH CBSA3a-
Ha C TJIABHBIM MHCTPYMEHTOM, COIPOBOXIAIOIIUM
HApOIHYIO MY3bIKYy, — MOHTUHCKON JUPOH (Tped. —
[Tovtioka Avpa), Tak UMEHYETCSI HHCTPYMEHT, IIPH-
menmuit Ha [loHT M3 nanékoii mpeBHOCTH. M300pa-
JKEHHUSI Ha aHTHYHBIX TPOU3BEICHUAX HCKYCCTBA U
pa3IMYHBIE TEKCThI aHTHYHBIX aBTOPOB ITO3BOJISIOT
MIPENOIOKNTh, YTO TIOHTHICKAs JTHpa UMEET Mps-
Moe oTHouleHuH K jmpe pesHeil I'pennn. Ho, kak
OKa3aJ0Ch, MX CBS3BIBAET, CKOPEE BCETO, TOIBKO
o0Iiee Ha3BaHUE, a BHEIIHE H 110 CIIOCO0aM 3BYKO-
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M3BJICUEHUS MOHTUHCKAS JINPa — 3TO MPUHLINITHAb-
HO uHOU nHCTpyMeHT. M. [1labyHoBa nmpruBOIUT Cite-
Jyroliee ONHMCAHME aHTMYHOM JHphl: «JIupa — 310
JPEBHEHIINM IPEYECKUM IUIIKOBBIA HHCTPYMEHT, C
MeMOpaHoii u3 manuups depenaxu. OHa, BMECTe C
Ku(apoii, ABISIIACh yCI0KHEHHBIM BUIOM (POPMHH-
T'H, CAMOT0 JIPEBHETO IPEYECKOT0 YETHIPEXCTPYHHO-
ro odpasiia, 0 koropoM ynomuHaet emé ['omep. Ha
JIpE UTPaJH JETH U OAPOCTKm» [9, c. 110].

MA. 2. Avpa ApeBHent peummn

UYTo0 k€ KacaeTcsl MIOHTUHCKOM JIMPBI — 3TO TPEX-
CTPYHHBII CMBIYKOBBIM MHCTpYyMEHT. [Ipu urpe Ha
TIOHTUMCKOM JTUPE CMBIYOK JIEpKaT B MPaBOU pYKe,
JIMpY — B JIeBOM. MrpatoT CTOS B KPYry TAHIYIOIIUX
WJIM CUJSL, HEJAJIEKO OT TaHUyromux. Mrak, cBs3b C
AHTUYHBIM MHAPOM — TOJIBKO B HIMEHU MHCTPYMEHTA
(mn. 1, 2).

Oco0yro poib B MOHTHICKON MYy3bIKaJIbHO-TaH-
1I€BaJIbHOM KYJIBTYp€ BBINOJHAET Jiupapuid. Tak Ha-
3BIBAIOT MHCTPYMEHTAINCTA, UTPAOLIETO HA JIUPE,
3a49acTyr0, OH K€ — U IeBeIl (€CIM TaHell COIPOBO-
xkmaercs necHe). Jlupapwmii — enBa 1y He TJIaBHOE
JIEHCTBYIOIIEE JIULO B MY3bIKaJIbHO-TaHLIEBAJIbHOM
JIEHCTBE, OT KOTOpPOro MHOroe 3aBHCHT. lIpucyr-
CTBHE JIUpapHs 00s3aTelbHO, MMOCKOJIBKY OH 00e-
CIICYUBAET MY3BIKAJILHOE COIPOBOXKJECHUE TAHLIEB.
Ho, kxpome TOro, OH ¥ pyKOBOIUTENb BCETO MPOLIEC-
ca. B nponuisie BpeMeHa nupapuii BBIXOAWI Ha ce-
peanHy MPOCTPAHCTBA I TAHIYIOMUX, U BOKPYT
HEro coOMpaarch TaHIOPbl. OH OBLI IICHTPOM Kpyra
TaHLYIOLUX, OT HETO 3aBUCEJIO UX PACIIOJIOKEHUE.

Orta TpaaunusA, CBsI3aHHAS C PACHOIOKEHHUEM
My3bIKaHTa B IIEHTPE KPYyra, YXOIUT CBOMMH KOp-
HAMHU B Janékoe npouuioe. Emeé 'omep B «nnane»
OIMCBIBAJI XOPOBOAHBIN TaHEL, B IEHTPE Kpyra Ko-
TOPOT'0 PacIoyIaracTcs NEBEL-MY3bIKaHT:
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«[anee cnapusiii [egect

XOPOBOJHYIO IUIACKY TPEICTABIII
C IUBHBIM UCKYCCTBOM, MOAOOHYIO TOM,

gro B KHOCe oOmmpHOM
Hexkorna B uects nelHoKyapoit Jdenan

yapeann ApuaHel.
3a pyKkw, B3SBIIHU JPYT IPYTa y KUCTH,

TaMm, B IDTICKE KPYKIUCh
IOnomu BMecTe u [IEBHI,

Oepy1re BeHO OOIIBIIoe.
JIeBEI B JIEHSHBIX IMOKPBIBANIAX,

a IOHOIIN B CBETIbIX XMTOHAX,
COTKaHHBIX KPEIKO U3 HUTOK,

JUTS OJIeCKa 4yTh MacioM HaTEéPTHIX. ..
To oHU B XOpOBO/IE HOTaMH,

MIPUBBIYHBIMU K IDTACKE,
BwmecTe kpy»Karcs Jerko,

¢ OBICTPOTOIO TOHYAPHOTO KpyTa. ..
To pa3oBBIOTCS B PSABI

Y OJIHU Ha JPYTUX HACTYTIAIOT.
Bxpyr XopoBoaa TeCHUTCS OOJbIIast TONIIA,

HAaCIIaXKasCh,
A nocpenuHe noér

1 01 J1a]] ce0e BTOPHUT Ha IUTpe
BoromnonoOHslii nieserr. . . »*.

JaHHasi Tpaauuusi ©MeeT TIyOOKHWe KOPHHU W,
CKOpee BCero, €€ MOXXHO CBsI3aTh C KYyJbTOM, THE
MY3bIKaHT, HAXONALIMICA B LIEHTpPE Kpyra, Mpe-
CTaBJIA cOOOH anTapb, a TAHIIOPHI IPUHOCHITH MY
XKepTBy cBouM TaHueM. CeromgHs 3Ta Tpaauuusd
MPaKTUYECKH 320bITa, U JIUPAPUU YaCTO pacrioiara-
FOTCS 32 MpEAeNIaMy Kpyra, HO U IIpY 3TOM UMEHHO
OHM 33/1al0T IVIaBHBI TOH OOIIEMYy HAaCTPOEHHIO.
Jlupapuii BBIIOJHSET €IIE€ OAHY BAXKHYIO POJIb —
CBOETO pofa pacrnopsanutensi. VIMeHHO OH BHIOHMpa-
€T TaHLBI, 3a1a€T TEMII U HACTPOEHHUE TAHIIOpaM U
myOIHKe.

B OBITOBOI#I ITpakTHKE TaHEI] HE CYIIECTBYET Kak
€AMHUYHAs CTPYKTypa. HacTo UMEHHO JINpapuil Bbl-
CTpanBaeT HEKYIO [paMaTypruio 00IIEero mpouecca.
OH co31aéT CBOETO poJia «TaHIIEBAJIHHBIE CIOUTHD,
IJie OJIH TaHEIl IepeTeKaeT B APYroi 6e3 mepepsi-
BOB, ITIOKa caM Jiupapuii He octaHoBUTCS. [lepexoasl
OT TaHLA K TaHIy OCYLIECTBIISIIOTCS IO BO3MJIacam
JIUpapHsi, HHOT/IA OH TPOCHT TETh XOPOM BCEX TaH-
yronmx (Toke ¢ IOMOIIBI0 Bo3miaca). Jlupapuii B
OJTHOM JINIIE€ OOBENNHAET ¥ UCTIOHUTEINS, U PYKOBO-
IUTeNs, U qpaMarypra mnenoro. OT ero skcrpeccuy,
3a/10pa 3aBUCUT HACTPOEHHE TAHI[OPOB U MyOIUKH
BOKpPYT. B 3TOM CMBICIIE MOYKHO IIPOBECTH aHATIOTMHU
¢ kopudeeM aHTHYHOTO TeaTpa, KOTOPHI B JAPEB-
HErPEYECKON Tpareuy SBISUICS IPEIBOIUTEIEM
Xopa, ero Haubonee KBATH(UIIMPOBAHHBIM ydacT-
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HUKOM. OH Hrpaj poib MOCPEAHUKA MEXKIY XOPOM
M akTépaMH, BCTyHaJl B KOHTAKT C HCTIOJHUTEISIMU
OCHOBHBIX POJIEH.

EcTp 1 nqpyrue TOHKUE CBSI3M aHTUYHOM KYJBTY-
peI I'perium ¢ MOHTHICKON. DTO KacaeTcst KOHKPET-
HBIX TAHIIEB, KOTOPBIE CYIIECTBYIOT Y COBPEMEHHBIX
MOHTHICKUX TPEKOB, 1 OHU K€ OBITOBAIN BO BpeMe-
Ha aHTUYHOCTH. OO 3TOM (paKTe MOXKHO CYAMTH 110
OTIMCaHUSAM aHTUYHBIX aBTOPOB.

Tak, B kuure «Anabacuc» KceHodoHt® mose-
CTByeT 00 HCIOJHEHUH BOCHHOTO TaHIA, KOTOPBIH
OBITOBAaJl HA TEPPUTOPHU IOHTUICKOTO LAPCTBA.
W x0T OH HE MPUBOAWT HA3BaHHS 3TOTO TAHIIA,
OTHMCAaHHE €ro CXOAHO C BOCHHBIM MMOHTHHCKUM
taHieM «Maxepu» (rped. — Mayept, iat. Maheri).
3OTO CJIOBO B MEPEBOJIE C TPEUECKOTO SI3bIKa O3HaUa-
et «Hox». Kcenopont mumer: «[locne Bo3nmusHUS
W TIEHUS TPaHa NEePBBIMH BBICTYNHIN (DpPaKuMIIsI
U CTaJIM IUIACAaTh C OPY>KHEM B pyKax IOA 3BYKH
(ieiT, mpuyEM OHHU BBICOKO U JIETKO IOITPBITUBATIN
Y Maxajy MpH 3TOM KHWH)KajlaMu. B KoHIIe KOHIIOB,
OJIMH U3 HUX yIaj ¢ 00JbIuM uckyccTBoM. [ladma-
TOHIIBI MOAHUTN KpHUK. [loGenuTens cHsT opyxue ¢
MoOeXIEHHOTO W YOANHJICS, PacleBasi «CHTAJIKY»,
a npyrue (pakuipl BEIHECIH MABIIETO 3aMEPTBO;
a Ha CaMOM JIeJie OH HHUCKOJIBKO HE TocTpamam» [7,
c.140]. Cynsa no tekcty Kcenodonra, onuceiBaro-
Iero cOOBITHS, 3TOT TaHel cymiecTBoBal Ha [lonte
B JaJI€KMe aHTHYHBIE BPEMEHA, M OH K€ TPOI0IDKa-
€T CBOE CyllleCTBOBaHME cerofHAa. [lonTuiickuii Ta-
Her| «Maxepu» (ero apyroe HazBanue «lImuak») uc-
MIOJTHSIOT JBOE€ MYXXYWH I0J 3BYKH JINPHI, CBUPEIN
u Oapabana. Oun n300paxaroT 6ot Ha HOXKaX. J[Ba
COTICpPHUKA TAHICBAILHBIMU JIBUKCHUSIMH OBIOTCS
70 TIOCTIEHETO B370Xa», MMOKa OAWH W3 HUX H30-
Opaxkasi MOOEKAEHHOTO, HE TAallaeT «3aMEPTBOY.
JIBI>KeHUS TaHIa MPEANONararoT NPbDKKH, Xapak-
TEpHBIE yIapbl HOXKaMH, — BCE TO, UTO JIEIAI0T BOH-
HBI BO BpeMs1 cpaxeHus (wi. 3).

Emeé onna anamoruss — Tanen «Iluppuxuii»,
KOTOpBIA TakXe OMHChIBaeT B cBoel padore Kce-
Hoont: «Torma Mucuen, 3aMETUB WX YIUBIICHHUE,
C comIacus OJHOTO apKaJsHUHA, y KOTOPOTO Oblia
TaHIOBLIMIIA, MPUBEN €€, OJIEB KaK MOXKHO JIy4llle
u maB ed nérkuit mmt. OHA MpeKpacHO MpOTaHIle-
Bajia TaHel «MUppuxuit». TyT pazganuce TpoMKHe
pyKoIUIeCKaHus» [TaM ke, c. 141]. «Iluppuxwuii»
— Tpylna TaHIEB, MOJHBIX BOMHCTBEHHOTO IIbLIA,
Obu1a TIOOMMBIM pa3BiieueHreM myOnnkn JIpeBHei
I'peunu. MHTEpECHO, YTO Il 3TOrO TaHUA TaH-
LOBIIHUIIBI OJIEBAMCH B BOMHCKHUE ONIEXKBI, IEpiKa
B pyKax Med W IIUT, Wi apyroe opyxkue. Kaxmoe
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IJIEMS TPEYECKOTO ITPOUCXOKIEHUS UMEJIO CBOU Ta-
HELl C OPY>KMEM B PYKaX, U OTIMYAJINCH OHM JIMILb
yaapaMu opykuem 1o mury [8, ¢. 84]. Bor Tak, Bu-
JIUMO, U TIOHTHHLIBI KaK TIOTOMKH 3JIJTMHCKOTO TIPO-
HCXOXKJICHUS UMENU CBOU MMUPPUXUH.

MA. 3. Taneu «<Maxepu»

I'eorpady CtpaboH rOBOPUT O TOM, YTO ITOT Ta-
Her OblT co3/aH ceiHOM Axwniuia — Heonrronemom u
HazpiBasicsl [Tuppoc. IlnmaToH nmpuBOAUT CBOE OMNMMU-
CaHHE ATOrO TAaHUA U JEIUT €r0 Ha JBE I'PYyIIIbL:
nepBasi — MEJIOANYECKUI TaHEel, UCTIONHAIOUMNCS B
MHUPHOE BpeMsl, BTOpas — NOCBALIEHUE KyJIbTy Ju-
OHHCA — BOCHHBIN TaHell, KOTOPbI UCHIOMHAJICA Ha
nojie 6ost [16, ¢. 116].

Ew€ onno ynomunanue o tanue «Iluppuxuiin
€CTb B aHTMYHOW sHuMKioneauu: «lluppuxmit —
WCIIONTHSAEMBIN BO BpeMsI THMHOIIEIUH (IIpa3aHuK
oOHaXEHHBIX ManpunkoB) B Cmapre u B Adu-
Hax. M3Ha4anbHO KyJNbTOBBIM TaHEL C OPYKUEM
U IIHPOKHUM HCIIOJIb30BAHUEM NaHTOMUMUYECKUX
CPEACTB, KOTOPBIA IPUBJIEKAN 3pUTEICH NaXKe U3
JanpHUX obmacreil. B ceromusinineM cBOEM Bapu-
aHTe, a U B TOIJAIIHEM — BHJI CIIOPTHBHBIX CO-

PEBHOBaHUM, HAPOTHOE, OUEHB TOCEIAEMOE MPE-
CTaBJICHUEY.

Tanen «Iluppuxuil» y NOHTHHMCKOrO Hapona
nMeeT Bropoe HaszBanme — «Ceppa». CeromHs oH
SIBIISIETCS. OJIHUM W3 CaMBIX PACHpPOCTPAaHEHHBIX U
JMOOMMBIX TAHIIEB MOHTUHIIEB IO BCEMY MHUPY. JTO
MYKCKasi BOGHHAS IUISICKA, KOTOPYIO MY>KYHUHBI HC-
MOJHSIOT Tiepest 6oeM. J[BHKEeHUs TaHIIOPOB OUECHb
AKTHBHBI, SKCIIPECCUBHBL. TaHIIOPBI COBEPINAIOT Xa-
paKkTepHbIC MOTPSXUBAHHS TEJIOM, NMPBDKKH, CHIIb-
HBIE yapsl HOTaMHU O 3eMIJTI0, IPUCENAaHuUs, Pe3Kre
MTOBOPOTHIL, BEIKPUKH, OCTAHOBKH, TOTOM BHOBB BO3-
BpamalTcs K ABWKEHHIO. TaHer mpomoikaercs,
TI0Ka TAHIIOPHI HE OCTaHOBATCA (WL 4).

«[Muppuxuit» nam «Ceppa»

be3yciioBHO My3bIKalbHO-TaHLIEBAJIbHAS MPAK-
THKAa COBPEMEHHBIX IIOHTUHIIEB J1aJ€Ka OT KYJbTY-
pbl aHTUYHOM I'penny, HO O HEH HAaIlOMHHAKOT CO-
XpaHUBIIHECS CBS3U, B KOTOPBIX OOHApy)XKMBaeTCA
KOpHEBAasl POJACTBEHHOCTh KYyJBTYp 3THUX HapOJOB
— NOHTUMIIEB U TPEKOB-AIIJIMHOB.

< MPUMEMAHUA (<

! TIepeunciuM JuIIb HEKOTOpbIe u3 Hux: Jloce A. .
Hctopusi aHTMYHOW SCTETHKU: paHHAS KJlacCUKa, dJI-
JIMHU3M, BbICOKas kjaccuka. M.: ®ommo, 2000. 700 c.;
AHTHYHAs My3bIKaNbHas dcTeTuka / oomr. pex. B. I1. Ille-
crakoBa. M.: Mysrus, 1960. 303 c.; I'eprman E. B. My-
3pika JlpeBHeit I'pertuu u Puma. CII6.: Anereitst, 1995.
175 c.; I'pybep P. . Beeobmast nctopus My3bIku. M.:
Mys3rus, 1956. 415c.

2 PacuBeT KOJIOHH3aIHOHHOU JIEATEILHOCTH Ipe-
koB otHOocutcs Kk VIII-VI Bekam 10 H. 3. DTO Bpems
Ha3bIBaeTCs AM0X0i Bennkoil rpeueckoil KOJIOHU3ANU
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U COBMNAJAET C apXauyeckou s3moxoil uctopuu Iperuu,
BpEMEHEM CTAHOBJICHHS aHTUYHOTO TPEYECKOTO Topoaa
(Ucropust JIpesaero Mupa / A. H. banak, . E. Boii-
Hu4, H. M. Bomgak. Munck: Xapsecr, 1999. C. 347).

3 WUnest Usanosuy IleranoB — nupapuii, UCIIOJIHHU-
TE€Jb IOHTUICKUX NECEH.

4Cwm.: [4, c. 223, 224].

5 Kcenoout — duiocod anTuynoii I'pennn, aBrop
COYMHEHHUs «AHa0acuc», B KOTOPOM ONHCHIBAETCS OT-
CTYIUICHHUE JIECSATH THICSY IPEUSCKUX HAEMHUKOB 13 Me-
comoTaMuu Ha ceBep B Tpamesy.
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[NMpeAromAeHME QHTUYHOM TPAAMLIMMU B COBPEMEHHOM
MY3bIKaAbHOM KYAbTYpe NMOHTUHUCKUX FPEKOB

HHTepec x kynprype u dcretuke JpeBueit ['permu B XX—XXI BB. mpeacTaBieH pa3HOOOpa3HBEIME paboTaMu, QyH-
nmameHTanbHEIME Tpyaamu A. Jlocesa, E. IllecrakoBa, E. T'eprimana u np. CBs3u aHTUYHOCTH C €BPOIMEHCKON Tpa-
JUIMEH HEBOJBHO HAIPALIMBAIOTCS MPU W3yYEHHWH KYJIBTYpBI MOHTUHCKUX I'pekoB. VIX OCHOBY COCTaBIISET CHH-
KPETHYECKOE €TUHCTBO MECHH, TAHIA U MY3BIKATbHO-NHCTPYMEHTAIHHOTO COIPOBOXKICHNUS, CYIIIECTBOBABIINX KaK
HEepa3pbIBHOE, eANHOE 1estoe. OYeBHIHO POJACTBO NOHTHICKON JTUPHI C aHTUYHBIMU 00pa3jaMy 3TOTO HHCTPYMEHTA,
a TaKkXe poJIb IMpapus (My3bIKaHTa, UTPAIOLIETO Ha IIOHTUHCKOH IMpe), T€ OH BBICTYTAeT PyKOBOAUTEIEM ICHCTRA.

[onTHiickue Tpekr IMEIOT OOTaTyr0 TaHIICBATBHYIO KYJIBTYpPY, OCHOBOH KOTOpPOH SBIAIOTCSA Okojio 110 TaHIEB.
Cpenu HEX UMEIOTCS U Te, 9TO ObIToBanmM B AHTHYHOM [ peninu. Hanpumep, Tanusr «Maxepny, «[Iuppuxuit», «Cep-
pa». Onmcanne Tanna «Maxep» BCTpeYaeTCsl B COUMHEHUH JIPEBHETPEUECKOro HcTopuKa U nucarenst Kcenodonra
«Amnabacucy. JlaHHBIA TaHEI pa3bIrPHIBAIICS ABYMs BOMHAMM, T7IC OMH U3 HUX, MOPAXEHHBIH HOXKOM APYTOTo, agaeT
3aMepTBO. CeroHs TaHel CYIIeCTBYET U y MMOHTHHCKUX T'PEKOB ¢ OMHOMMEHHBIM Ha3BaHueM. KceHo(oHTOM OmHChI-
BaeTcs U TaHel «[luppuxuii». B TaHneBanbHON TpaaULIMU NOHTUHCKUX IPeKOB coxpaHuics «[luppuxuit», KoTopbii
MTOHTHHIIBI Ha3bIBaIOT «Ceppa». DTO My’>KCKas BOSHHAs IUISICKa, HCTIOMHIEMast My KIMHAMH TIEPE CPAKECHHEM.

KnrodyeBble cioBa: aHTHYHOCTH, MOHTHHCKAS JIMPa, MOHTHHCKUE TPEKH, JIMPAPUH, TaHIbl MOHTHHCKAX T'PEKOB,
Ceppa, [luppuxuii, Maxepu.

Interpretation of the Antique Tradition in the Present-Day
Musical Culture of the Pontic Greeks

The interest in the culture and aesthetics of Ancient Greece in the 20" and 21 centuries is expressed by various
diverse comprehensive academic works by such scholars as Alexei Losev, Evgeny Shestakov and Evgeny Gertsman.
The connections between the Ancient Greek and the Modern European traditions are unwittingly brought to light
upon study of the culture of the Pontic Greeks. Their foundation is comprised of a syncretic unity of song, dance and
musical instrumental accompaniment existing as an inseparable unified whole. The relation between the Pontic lyre
with the Ancient Greek specimens of this instrument becomes apparent, as is the role of the lyrist (musician playing
on the Pontic lyre), where he presents himself as a leader of the performance.

The Pontic Greeks possess a rich dance culture, the basis of which is formed by 110 dances. Those include some
which in used to be prominent in Ancient Greece. These include the dances of “Mabheri,” “Pyrrhichius” and “Serra.”
A description of the “Maheri” dance may be found in the text “Anabasis” by Ancient Greek historian and writer
Xenophon. This dance is performed by two warriors, and it includes one of them being stabbed by the knife of the
other, falling down dead. In the present day this dance exists among the Pontic Greeks, bearing the same name.
Xenophon aso describes the dance “Pyrrhichius.” The latter has been preserved in the dance traditions of the Pontic
Greeks, who call it the “Serra.” This is a male military dance, performed by men before going to battle.

Keywords: Antiquity, Pontic lyre, Pontic Greeks, lyrist, dances of the Pontic Greeks, Serra, Pyrrhichius, Maheri.
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K 110-AeTHIO CO AHSI POXXAEHUS KOMMO3UTOPA

K MPOBAEME B3AMMOAEUCTBUA AUMHOCTU U CPEADI
B NMOCAEAHNUX MHCTPYMEHTAAbHbIX KOHLUEPTAX A. A. LHOCTAKOBHUYA

aXHEHIIEeH CTOPOHONH B pa3BUTHM OTEye-

CTBEHHOH MY3BIKH C cepeauHbl 1950-x ro-

JIOB SIBIJIACH UCKITIOYUTENbHAS aKTUBU3AIUS
BHHAMAaHUS K WHIUBUAYATbHO-THIHOCTHON Tpolite-
MaTHKe, OBBIIICHHBIH HHTEPEC K U3YUEHHUIO CIOXK-
HOTO U MHOTOMEPHOTO TyXOBHOTO MHpa COBPEMEH-
Huka. CyIiecTBEeHHOW TPaHbiO, HETIOCPEICTBEHHO
CBS3aHHOW € 3TOM TEMAaTUKOM, CTAJIO XYI0)KECTBEH-
HOE€ HCCIIe0BaHNE B3aMMOOTHOIICHN HHINBUIA U
OKpY’Karole ero cpeabl.

[lorick  KOHKPETHO-MHIUBUAYAIH3HPOBAHHBIX
(hopm BoIwIOMIEHNS TOXOOHOM MPOOIEMATHKY TIPH-
BOIWJI KOMIIO3WTOPOB dHallle BCETO K JKaHPy WH-
CTPYMEHTAJIBbHOTO KOHIIEPTa, IJIe yXKe caM Mo cede
(bakTypHBIN MIPUHINIT OPTaHU3AINH MaTepuaia Ja-
BaJI €CTECTBEHHBIE BO3MOXKHOCTHU JJIS OTYETIIMBOM
muddepeHmanuy TMYHOCTHOTO Havalia u obpasa
BHEIIHEH IeHCTBUTEIbHOCTH.

[[MocTakoBr4a  BOMPOCH  B3aUMOAEWCTBUSA
JIUYHOCTH W CpelNbl WHTEPECOBAIN ¢ HauOOJbIIeH
CIWJION TPUMEPHO Ha TPOTHKCHUU ECATHIICTHS
(1957-1967). UmenHO TOTHA B €T0 TBOPUECCTBE, KaK
1 BO BCEH OTE€YECTBEHHOW MY3BIKE JAHHOTO IIEPUO-
I, KaHp MHCTPYMEHTAIBHOTO KOHIIEpTa MOIYUHII
0Cco0eHHO WHTeHcHBHOE pasButue (Bropoii ¢op-
TenuaHHbli, IlepBrlii 1 BTOpoil BHOJIOHYENBHEIE,
Bropoii ckpun4aHsIii).

Omnpir locTakoBH4a B BOIJIOIIEHWH HHTEpE-
CyroIel Hac mpoOIeMbl OB BIIOJTHE XapaKTEPHBIM
[0 HAIpPaBJIEHHOCTH W HanOojiee 3HAYUTEIHHBIM
mo xymoxecrBeHHoMy dddekty. CremoBaTeiib-
HO, aHAJM3HUPYA €r0, MBIl TEM CaMbIM OIpeaesieM
MarucTpajbHYIO JIMHHUIO B PAa3BUTHH CO3HAHUS Ha
TOM HCTOPWYECKOM JTale — JIMHHUIO, 0000MIEHHO
3armevyariaéHHy0 CpeICTBaMH MY3BIKAJIBHOTO HC-
KyCCTBa.

OTnpaBHBIM ITyHKTOM B pa3paboTKe BOIPOCOB
B3aMMOJEHUCTBUS JINYHOCTH M CPEABI CTall B MO3/-
Hem TBopuectBe lllocrakoBuua Bmopoii ¢opme-
nuannoui kouyepm (1957). 3gecy mpencraBieHa
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MOJIEb €AMHCTBA UX YCTPEMJICHUH, IIOJHOM cora-
COBaHHOCTH MOOYKICHUN U JICHCTBOBAHHA.

Takast TapMOHWYHOCTH ONpEAETSETCS TPYI-
ot paxTopoB. OCHOBHOM M3 HUX — CKIIAT U JyX
Bemymield oopasHoii cdepsl. VckmounTenbHo 001-
past KU3HEIEATEIbHOCTh, PaIOCTHOE BO30YXIEHHE,
OypHBIIl 3HTY3Ma3M JSHEPTUYHBIX CO3HUIATEILHBIX
YCWINH W UX TpeJeNibHas LEeIeyCTPEMIEHHOCTD —
BCE ITO 3aJI0KEHO B TEMAaTW3Me IJIaBHOW MapTHUH
I yactu ¢ ero OTKpBITON AKTUBHO-HACTYNATEJIbHOMN
MapiieBod MocTynblo. PUHAN MOAXBATHIBAET ITY
HAaCTPOEHHOCTh, MOJHUMAs OIpEeNIIomue Kade-
ctBa | yacTu Ha HOBYIO BBICOTY, YCHIIUBAsl B CBOUX
MapIIeBO-TAaHIIEBAIbHBIX PUTMaX KaK COCTOSHHE
OypHOI aKTUBHOCTH, TaK M aTMocdepy Mmpa3gHHY-
HOTO OypJICHHS SHEPTHH.

['apMOHUYHOCTD KOHIENIINK OOECTIeYnBaCTCS
Ype3BBHIYANHON MOHOJIMTHOCTBIO 0OPa3HON CTPYKTY-
phl, Iae Bemymas chepa OypHOU M PagOCTHOM KK3-
HENeSTETbHOCTH OTTEHSETCSd MATKUM KOHTPacToM
MEUTaTeNbHON JIMPUKH. DKCIO3UIIUS 3TOH cephl B
mo0o4HOM nmaptuw | wacTu Beércs, MouTH HE3aMeT-
HO «Tpopactas» u3 0e30CTaHOBOYHOIO, TOJIETHOTO
JIBIKCHUST 00JIauKOM JIETKOH rpycTH (C T. 49).

To, 4To 3mECh OBLIO «MHUMOJIETHBIM BUICHH-
eM», TOJydaeT 3aKOHYEHHOE DPACKPHITHE B Cpel-
Heit yactu. [loaTuuHOE BocniapeHue B MUP CBETIION
MeUTaTe/IbHOCTH HpuoOpeTaeT Onaromaps (uiépy
3alyMYMBON TPYCTH XapakTep 3ayIIEBHOTO JUPH-
YEeCKOTO M3JIUSHUS.

Ilocne HenOATOro CO3epUATENIBEHOTO OTAOXHOBE-
Husl B Andante Tepoii cOBHO OBl CTPSIXMBAeT cia-
JOCTHOE 3a0bIThE M 030 BCSIKUX YCUIIUH HaJl COOOM
BHOBb IOTPYKAETCS B TYIILy OYPHBIX CO3UIATEIBHBIX
pUTMOB (CM. OE3yNpevyHO ECTECTBEHHBIH Mepexon
attacca ot T. 100 11 yacTr kK OCHOBHO# TeMe (puHamna).

KoHKkpeTHO-MHIUBH Ty TH3UPOBAHHBIH  OOIHK
Broporo ¢oprenuaHHOTO KOHIIEPTa ONpEeIseTCs
TEM, YTO €ro Tepoil — COBCEM IOHBII UeloBeK (He-
JIUITHE HAIIOMHUTH, YTO 3TO MPOU3BEACHUE OBLIO
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HaIlMCaHO AJI CbIHA KOMIIO3UTOPA, TOra 3aHUMAaB-
IIETOCS B MY3bIKaIbHOH mKoje). OT I0HOMIECKOTO
MUPOOIIYIIEHUs] UAET HEMOCPEACTBEHHOCTh, OT-
KPBITOCTh, CBEKECTh M MPOCTOAYIINE BhICKa3bIBa-
HUS, IIyMHAas ¥ 33JI0pHAas paioCTh OypHOTO JKHU3HE-
IIPOSIBJICHUS, OTTEHOK HEYTOMOHHOM U 3aAMPUCTON
CKEPIIO3HOCTH, MPA3THUIHOIN KapHABAIBHOCTH, Ha-
KOHEIl — CMEIIbI ¥ PeIIUTEIbHBIN TOH, 00asTeNb-
Hasl MaJBIHIIECKAasl YKCIIAHCUBHOCTb.

MuponpeACcTaBlIeHUIO TAKOIO Iepost IMpHUCY-
IIa COBEpUIeHHAA SCHOCTh. OTCIOMAa B YaCTHOCTH
MaKCHUMallbHasi YETKOCTh M MPOCTOTa CPEACTB BBI-
pasutensHOCTH. K mpumepy, puTrMudeckas CTpyK-
Typa Oa3mpyercs Ha JamUAapHO-YNPYTHX, pas-
MamucTo-pyosieHsIx  popmynax. [apMoHHUYeCKuit
SI3BIK TIOYTH DJIEMEHTapeH B CBOCH (YHKIMOHAIb-
HOW OmpeAenEéHHOCTH, HO OOWMIBHO OCBEXKAeTCs
SPKMMH U COYHBIMH JIaJJOTOHAJIHHBIMHU COTIOCTaBIIe-
HusiMu. Hakonerr, o ¢popme, 00bEMy 1 HanpaBieH-
HOCTM My3bIKa 3Ta IPUHAJUIEKUT, CKOpEe, KAHPY
KOHLIEPTUHO. JONOJHUTENBHBIA «3arac MPOYHO-
CTU» CTOJIb SICHOM M ITPOCTOM CTWIIMCTUKE TPUAAOT
MOAYEPKHYThIE KJIACCHUECKHE CUMIIATHH, COIIPOBO-
JKJlaeMble JIETKON M HEHaBA3UUBOW MOICpHU3AIIUECH.
DOTa nexkcudeckass OpueHTauss 0COOEHHO OTYETIIH-
BO MPOSIBIISIETCS. B MEJICHHOM 4acTH, CBSI3aHHOM C
JIyXOM IOHOMIECKUX Jupuueckux kantuieH llome-
Ha 1 PaxManuHoBa. B gaHHOM cilyyae aHajloruu ¢
KJIACCHKOH MOHAI00MINCh KOMIIO3UTOPY €IIE U TS
TOTO, YTOOBI AKIEHTHPOBATH HICATBHYIO BO3BBI-
LIEHHOCTh MEYTATEIIbHOIO MOHOJIOTa.

Urak, Bo BropoMm ¢oprenranHoM KoHIEpTE
IIPEICTaBIECHA MOJENb IOJHOTO KOHTAKTa JIMYHO-
CTU C OKpYXarolled CpefoH, 4To JUIs TBOpYECTBA
[IlocTakoBu4a sBisSETCS BeCchMa OOJBIION PEIKO-
crer0. Kak u cinemoBano oxunarb, yXKe B caMble
OmKaiIre rofbl KOMIIO3UTOP HAYMHAET MOJENN-
poBaTh B3aMMOOTHOIIEHUS WHAWBHJA C JIEHCTBH-
TEIBHOCTBIO COBceM nHade. U 3mech HEoOxoammo
MOSICHEHUE, KACAIOIIeecsl CUTyallil CAMOTO KOHIIA
1950-x u camoro Hawana 1960-x romos.

Kak 310 3ahmkcHpoBaHO B OTEUECTBEHHOM HC-
KyCCTBE, Ha JJaHHOM HCTOPUYECKOM 3TaIle IUYHOCTh
B CBOEM Pa3BUTHH NPHIIJIA B CTOIKHOBEHHE C KOH-
CepBATUBHBIMU TEHJCHIMAMH, YHACIEIOBAaHHBIMHU
0T cTanuHCKoU »moxu. CTpeMieHHe BBIPBATHCS U3
CTECHSIOMIMX PaMOK IMPHBOAMUIIO MOPOW K TOMBIT-
KaM HCKJIIOYEHHs J1a)Ke€ €CTECTBEHHBIX OrpaHude-
HMH, K a0COJIIOTH3alMHU CBOOOALI MHIUBUA, K €ro
CaMOYTBEp)KJICHHUIO BO YTO OB TO HH CTallo, YTO
HapyIIaio onpeneaéHHbIA TapUTET OObEKTHBHBIX U
CyOBEKTUBHBIX HAa4aJI.
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Kpome Toro, momyac He CTONBKO OTAETSUINCH
JpyT OT ApyTa JUYHOCTh U Cpela, CKOJIBKO B XOJE
MMMaHCHTHOTO CaMOPAa3BUTHUS aHTHHOMHYECKH
pacciamBaica caM MHUp JUYHOCTH. U, Kak Hepenko
OBIBaeT, BHYTPEHHIOIO HEYIOBIETBOPEHHOCTH ATOM
MIPOTUBOPEUNBOCTHIO CyOBEKT MPOCITUPOBAI BOBHE.
Torga okpyxaromien JTelCTBUTEILHOCTH MOPOH HE
BCET/Ia CIPaBEIMBO BMEHSJIOCh B BUHY HECOBEp-
MIEHCTBO, HEYCTPOSCHHOCTH U JIa)KE HETYMaHHOCTbD.

BrobaBok, MogenupyeMbie B My3bIKATBHBIX KOH-
LEHIUAX C IOMOIIBIO XYTOKECTBEHHOIO BOOOparXKe-
HUS, TIOAOOHBIC CUTyalluy MIPHOOpETAIN TIPEyBEIH-
YEHHBIC OYEPTaHWUs, BHIPACTAIHN HEPEIKO B BEChMa
JpaMatuuHble kommmsuu. Ho, ¢ apyroil cTopoHsl,
Omaromaps Takol TMnepOONU3aMy HBIHEUTHWN Ha-
Oromarens MoTy4aeT BOSMOXXHOCTH OCTpEEe IMOUyB-
CTBOBAaTh W TIyO)KE TIOHATH TE CIIOXKHBIC M HEOMHO-
3HAYHbBIC, OJIHAKO COBEPILICHHO HEM30EKHBIC HA TOM
HACTOPHYECKOM dTarie KOPEHHBIE IIEPEMEHEI BO B3aH-
MOOTHOIIEHHSIX JITYHOCTH C OKPYKAIOIITUM MHPOM.

[locTakoBUY OXHUM W3 MEPBBIX OIIYTHII U WIC-
CJIETOBAJ B CBOEM TBOPYECTBE CABUTH B DBOJIOIHH
WHIUBUIYaILHOTO CO3HaHWS Ha pydOexe 1950—
1960-x rogos. BaxxHo#t Bex0ii B ’TOM 0TOOpakKCHUH
ctan ero Ilepsuviii suononuenviusiii konyepm (1959).
31ech MPOTUBOPEUYNBOCTh HAYMHAET CKJIQIBIBATHCS,
mpopactasi U3 TPEAIICCTBYIOMEH TapMOHHUH, YXKE
3aMeTHO pa3pywas e€. JIMYHOCTh U cpefa OKa3bl-
BafOTCS Kak OBI Ha TIEPEmyThe: ObUTast IEBPHOCTD U
SICHOCTH yTPAYUBAETCs, a OOPECTH HOBYIO ITOKA UTO
HE JIaHo.

3aBsi3ka mpolecca paciieuieHusl Ha aHTHTE3b
conepxutcs B [ yactu. BHenine nepen Hamu — BbI-
paxeHue 60Ipoii, aAKTUBHO-HATIOPHCTOM, «IIPABUIIb-
HOI» )u3HenesaTrenbHocTH. Ho u3 eé Bomulomenus
YXOIUT O€3yCIIOBHAS MO3UTHUBHOCTH, MPUCYIIAS, K
pUMepy, My3bike BToporo QoprenuaHHOro KOH-
nepra.

CTpeMUTENBHOCTh IHEPTUYHOTO JKU3HEHHOTO
MOTOKAa 00OpadnBacTCsi CyeTINBO-B30YIOpaXKeH-
HBIM, TI0 BpEMEHAM IIOYTH CYIOPOKHBIM OErom.
CyOBEeKT CIIOBHO ITOHEBOJIE OKAa3bIBACTCSI BOBJICUEH-
HEIM B BOJIOBOPOT OKPY>KaIOIIEH KU3HH, HECYIICH-
cs1 6e3 SICHOTO CMBICTIa M TBEPAOH LIENH, 10 KaKOH-TO
MEXaHUYECKOU U pa3/ipa)karolieii MHEPIUU.

U ewi€ onHOI BaxKHOM rpaHblo MpoLIecC pacuie-
IUICHHA 3axBaThlBaeT oOpa3HocTh | wactu. B mma-
BEHCTBYIOIIIEM 000poTe (ges — fes — es — b) 3aio-
JKE€HA CHJIbHAS pedUICKCHPYIOIIas TCHICHINS (ero
WHTOHAIIMOHHAS CYTh COCTOHUT B OJHOTEPIIOBOM
COTIpSDKEHUN e — ES), © MHOTOKpaTHOE IOBTOpE-
HHUE TaHHOTO MOTHBA CO3/1a€T XapakTep CTPACTHOTO
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BHYTPEHHETO Bollpowmanus. MHorna B 3Toi BOMIpo-
CUTENIBHOCTH IPOCKAJIb3bIBAET OTTEHOK HPOHMH.
Ho game Bcero ckBo3b BHEMIHIOIO OOAPOCTH Upe3-
MEpPHO YHEPTUYHOTO Oera CIBIIHUTCS B HEl TITy0oKo
3anpsATaHHas AaKe CTpajanbieckas HOTa, 4YTO 0CO-
OEHHO 3aMETHO B 3BYYaHHMH TE€MBI ITOOOYHOH map-
iy (c 1. 9).

Pa3Bsi3ky BecbMa CepbE3HOM COLMAIBHO-IICU-
XOJIOTMYECKOM JIpamMbl aBTOP IIOIBITAJICS OCYIIE-
CTBUTH BO BTOpoM pazaene Il gactu (HaumHas c
Alegretto) u B cnenymwoieM 3a Heit ¢puHane. Brer-
HE MEXJy KpallHMMH 9acTSIMHU HEMajo OOIIero 1o
TUIy 00pa3HOCTH U XapakTepy ABkeHHs. Ho yxe
C CaMOro Hayajla IO CBOEMY BHYTPEHHEMY IyXy
My3blka (pUHAllAa HECOMHEHHO CephE3Hel, ryOxke,
CypOBEH U IpaMaTUYHEH.

SIcHO oOuTyTUMBIE 4YEpPTHl AKTHBHOTO, MYyKe-
CTBEHHOTO IIPEOIONICHHSI C OOJIBIION CHIION aKIeH-
THUPYIOTCSI B cpenHeM paszaene (c 1. 69). B ero map-
IIEBO-HACTYNATEJIbHOM JIBUKECHUU YYBCTBYIOTCS
JlaKe TePOMUYECKHUE AIEMEHTHI, KOTOPBIE OBLIH MPO-
cto HembIciuMbl B [ yactu. B ycranaBnuaroniuiics
3/1eCh IIyCTh HECKOJIBKO HAaWBHBIA M IPSIMOJIMHEH-
HBIH, HO OECcCIOPHO TIO3UTHUBHBIN HACTPOU BOBIIE-
KaeTcsl penpr3a OCHOBHOTO TeMaTtu3ma (c 1. 77), K
KOTOPOMY IPHUCOEAUHSIETCS BEAYIIUH MOTHUB IVIaB-
HOH naptuu | yacTh, ”HTOHUPYEMBIH TENEphb C MAK-
CUMAaJIbHOW YTBEPAUTEIBHOCTBIO U IPU3BIBHOCTHIO.

Ecnu B ¢unHane ngemaeTcsi MOMBITKA PEOOIIE-
HHSI COMHUTEJIbHBIX Kaue€CTB POACTBEHHOW eMy I
YacTH, TO JIMPUYECKUN MUP CpPEIHMX YacTEW, Ha-
MIPOTHB, YIIyONsieT BHYTPEHHEE NPOTUBOpPEUHE
KoHIIenuu. [TpOUCXOMUT 3TO BBUAY yKE CaMoro
o cebe (akTa pe3Koro KOHTPACTA UX AyXa U CTPOS
[0 OTHOLICHHIO K IMPEAIIeCTBYIOmENH 00pa3HOCTH.
Hukakoro noarexkcra u JByCMBICIEHHOCTH, MO33Us
¥ TIPOHWKHOBEHHOCTH, OJAarOpOACTBO M TIIyOWMHA
— TaK MHPY BHEIIHEMY MPOTUBOIIOCTABIIEH JAYyXOB-
HBI IOWCK UHAWBH/IA, €r0 YYBCTBOBAHMS U OCMBIC-
nennsa. Bo Il yvactu MequTaTMBHOCTEL COEQUHEHA C
IOBECTBOBATEILHOCTBIO — TPOTaTEIbHOM, JTUYHOM,
€/IBa JTU HE UCIIOBENALHOM. DTa MPOCBETIAEHHO-TO-
CKIIMBasg >KU3HEHHAs IIOBECTb COIIPOBOXKIACTCA
OTTEHKOM UIEMSIIEH M 4YyTh 3ayHBIBHOW >KaJIOCT-
JIUBOCTH, YeM OHA OCOOCHHO CO3BYYHa PYCCKOH
HPOTSIKHOM MECEHHOCTH, OT KOTOPOM BEIET CBOIO
POZIOCIIOBHYIO.

Hpyroe neno — menuranuu 111 vactu. Um nipu-
CYILl MY>ECTBEHHBIH, COCPEAOTOYEHHO-HAIIPSHKEH-
HBIA XapakTep C OTTEHKOM TOpAEIMBOM MPUIIOA-
HATOCTH. OJTOMY HHTEJUIEKTyaJbHOMY aHAINU3y
HW3HAYaJIbHO TpHUCyIlla AeicTBeHHass mnoreHuus. U
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BITOJIHE €CTECTBEHHO, YTO Ha OMPENeIEHHOM JTare
(omsTh-TaKu ¢ Allegretto) MBICIB TIOCTETIEHHO TIepe-
xomut B nerictBue. OT pa3gyMuii 4epe3 pacTyIIyio
pPEemKMOCTh K JACWCTBOBAHHUAM, BOWHCTBEHHBIM WU
FEPOMYECKUM — TAKOBA TPAECKTOPHS 3TOH yactu. 1
Ka)XeTcs, 4TO TeIepb, MMOCie JyXOBHOTO KaTapcuca
JTUIHOCTHh BOWIET B OKPYXKAIOIIMA MHpP 00JIaropo-
JKCHHOM, 1IeJTbHON U CUJIBHOMA.

Taxk, B BuzIe cBoeoOpa3zHOro 0000MmEHHOTO Clo-
JKeTa CKIIaIbIBAIOTCs ouepTanus Konueniuu [lepso-
TO BHOJIOHYEIHHOTO KOHIEpTa. OT COMHUTEIHHOTO
B CBOCH MEXaHMYECKOW OE3qyMHOCTH W HACTOpa-
KUBAIOIIETO CYETIMBON CaMOLIEIbHOCTBIO )KU3HEH-
Horo Oera — yepe3 MPOHUKHOBEHHBIH, TITyOOKO de-
JIOBEYHBII JIMPU3M U BBICOKUN MHTEIICKTYaJIbHbII
MOKCK — K CTPEMIIEHUIO OOPECTH U yTBEPAUTH OIy-
XOTBOPEHHOCTH, Pa3yMHOCTh M OCMBICICHHOCTh
KU3HEHHOTO CYIIECTBOBAHMS.

K coxanenuio, 3aBepriaromee yTBEpXkae-
HUE B KOJE OCTAETCSA HEOOBEAEHHBLIM «J0 TOUYKH
— MY3BIKaJbHBIH TIOTOK CJIOBHO OBl OOpBIBaeTCH,
YTBEpKJICHUE MTOBUCAET B Bo3nyxe. Bo BcéM 3ToM
CBOEOOPA3HO OTPA3WIINCH OMpPENeIEHHBIE HEYCTON-
YHBOCTh U HEBBIBEPEHHOCTH OOIIEH MMO3UINH, TTPO-
THBOPEYHBOCTH MUPOOIIYIIIEHHSI YeJIOBEKa pyOeska
1950-1960-x romoB B €ro HAPYIIMBIIUXCS CBA3AX C
OKPY>KaIOIIIUM MHPOM.

Kak usBectHo, B 1960-¢ ronpl oTeYeCTBEHHAs
My3bIKa BCTymmia B a3y OypHBIX XydOKECTBEH-
HBIX UCKAaHWM, 110 CBOEH MHTEHCUBHOCTU HE YCTY-
MAaBIINX TOMY, YTO KOTAa-TO IPOUCXOANIIO B HavYase
XX Beka. MaumnuaropamMu KapAMHATBHOTO OOHOB-
JICHUSI MY3bIKQJIBHOTO A3BIKA CTAJIM MOJIOABIE KOM-
MO3UTOPHI TOTO BPEMEHH, IJIESTY KOTOPBIX MO3KE
CTaJIM UMEHOBATh «IIECTUIECATHUKAMM.

OpHa U3 caMBIX SIPKUX TBOPYECKUX HIAEH, IPH-
HaUIe)KaBIINX WM, COCTOSUIa B BBIABM)KCHHH Ha
MEPEIHUI [IJIaH TEMATUKH, CBA3aHHOM C KOH(IIUKT-
HBIMH B3aMMOOTHOIIEHHUSAMH JTUYHOCTH U OKpYKa-
omero €€ Mupa. I uMEeHHO Ha NaHHOM J3Tare 3Ty
MpobJeMy BIEPBBIE YAAIOCH PEIINTh CPEACTBAMHU
cOOCTBEHHO MY3BIKaJIHHOTO MCKYCCTBa, 6€3 OMOpPHI
HAa JINTEPaTyPHBII TEKCT U T€aTpaIbHbIE aTPUOYTHI.

OcymIecTBIEHO 3TO OBIJIO B JKaHPE WHCTPYMEH-
TaJbHOTO KOHIIEPTA, KOTOPBIH, KaK y>K€ TOBOPH-
JIOCh, TI0 caMOil CBOE#H mpupoje HanbosIee MPUCIo-
coOJIeH 17151 BOIUIOIIEHUS TOI00HOM TpobIeMaTuKu
B CHJIy M3HAYAJIFHO JJAHHOTO (haKTypHOTO paccioe-
HUsA (solo U OPKECTPOBOE tutti).

HcxoqHpIM 3aKOHYEHHBIM OTIBITOM TaKOTO poaa
crai [lepBbiil BUOIOHUYENbHBIA KOHLIEPT b. Tuiien-
ko (1963), rne xoHpoHTaIHs HAKTYPHBIX TIACTOB
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B CHUJIbHEHUIEHN CTENEHH MOAUYEPKHYTA TEM, YTO OT
OpKECTpa OTCEYCHA CTpyHHAs TpymIa U, TaKUM 00-
pa3oM, COMMpYIOIIel BUOJIOHYENN IPOTHBOMOCTAB-
JIEH MacCHUB AYXOBBIX U yIApHBIX.

ABTOp 3TOH KOMITO3UIMKM OBLI MOCICIHUM HU
moouMbM yueaukoM /1. [1. IllocrakoBuua, HO Ma-
CTUTBIA HACTABHUK HE Cpa3y MOHSII BCEH CMEIOCTH
3aMbIC/Ia CBOETO TOTHANIHEro acmupanTa. JKemas
JIlaTh €My HaIJLIIHBIA YPOK, OH MEPEHHCTPYMEHTO-
BaJl €r0 MAPTUTYPy Ha TOJHBINA OPKECTp, YTO CHH-
JKaJlo OCTPOTY 3asBICHHOTO KOH(IIUKTA, U BIIOJIHE
€CTEeCTBCHHO, YTO JaHHAS PEIAKIHs HE MPHUKUIACH
B KOHILIEPTHOM MPAaKTHKE.

Ortor (akT CBUACTEIBCTBYET O TOM, YTO MPEI-
CTaBUTENN CTapIIET0 KOMIIO3UTOPCKOTO ITOKOJIe-
HUS, TI0O CPABHEHUIO CO CBOMMH MOJIOJBIMH KOJIJIE-
ramMu, HEKOTOPOE BpeMs ei¢ HaXOIWINCh B TUICHY
WHEPINH, WAYIICH U3 MPEIbIIyIIero HCTOPUIECKO-
ro nepuona. Ilepconanbno s locrakoBuua no-
Ka3aTeJIbCTBOM HECKOJIBKO 3aTSHYBIIEHCS TPaIUITH-
OHHOCTH MOXET CITy’KHTb MosiBjieHHEe B 1961 romy
JBeHanuaroii cuM(OHUH, IIEIIUKOM HPUHAIICKAB-
LI MpOIIOMY.

Ho yxe B 1962 rogy OH mHIIET CIEAYIONIYIO
cuMdoHHI0, KOTOpas 3HAMEHOBaja PE3KHi IOBO-
pOT K MHOW TeMaTWKE W CTWINCTHKE, a B 1964-m
3aKaHIMBACT JIBE MAPTUTYPHI, T pa3padaTeBacTCs
HHTEpecyromas Hac mpobiema. My3bika K (GHIh-
My «['amieT» U BOKaJbHO-CUM(OHUYECKAs M03Ma
«Kaznp Cremana Pazuna» mogaBanu e€ Ha OCHOBE
ONpeesIEHHON CHOKETHOM KaHBBI U B UCTOPUUECKOM
pakypce. OgHAKO BCKOpE KOMIIO3UTOP peasn3yeT
e€ y)ke Ha COBPEMEHHOM MaTepuayie U B 0000IEH-
HO-HHCTPYMEHTAJIbHBIX (hOpMaX, YTO IPOHM3OILIO
B0 BTopowm suononuenvrnom xonyepme (1966).

O6pa3ubnii Mup Konmepra dpe3BbpI9aiiHO MHO-
rocjoxeH. | eHepanbHbBId KOH(IUKT MPOXOIUT IO
JVHUU CTOJKHOBCHUS KAaTETOPUU BBHICOKOTO M HU3-
KOTO, TPEKPacHoOro u 0e300pa3Horo, TyXOBHOTO M
MPUMHUTHUBHOTO, YEJIOBEYHOTO W AHTUTYMAHHUCTH-
YecKoro. BHYTpH CTONIb KapAWHAIBHOTO pa3Mexe-
BaHUS BO3HUKAIOT TOOOYHEIE aHTUTE3bI, HAIPUMED
— CKa304HOE€ U peaibHOe, 0e33a00THOE CyIIeCTBO-
BaHHUE U 0XKECTOUEHHAS KU3HEHHAs 0oproa.

B ponm cun nmedcTBUS BBICTYIAIOT MSTH 00-
Pa3HBIX JUHUA: cdepa MedTaTelbHO-H/IeaTbHOTO,
CKa309HOCTbh, JTUPU3M, MEIUTATHBHOCTH M ITyOJIH-
[UCTHYECKOE Ha4yayno. JTOT HUAEWHO-CMBICIOBOM
KOMILIIEKC TJIABEHCTBYET 110 00BbEMY, OH (POKYCHPY-
eT B cebe¢ OCHOBHEIC IIEHHOCTH KOHIICTIIIHH, W €TO
HOCHTEJEM MpeacTaét, Kak MpPaBHJIO, JINYHOCTS,
MEPCOHU(HUIIMPOBAHHAS CONUPYIOIIUM HHCTPYMEH-
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ToM. Tak onpeAensItoTcs ryMaHNUCTHYEeCKas HalpaB-
JIEHHOCTH TIPOU3BEACHNSA B II€JIOM U CYIIIECTBEHHAs
OB HHIUBHUAA.

Cdhepa meumamenvho-udeanbho2o BbIpacTaET
13 «MOTHBa MeUTE (¢ 1. 11) Kak BocmapeHue Hal
JEHCTBUTEIBHOCTBI0 B MUP WJUIFO3UM, KaK yIIOBa-
HUS Ha cHacThe, TOKOM, kpacoty. HensbsicHuMo va-
pYIOILIUA, MaHIIIMI HEXHOCTHIO M TEIUIOTOM, 3TOT
MOTHB ITOKOUTCS Ha JIACKOBO-TTOKAYMBAIOIINXCS KO-
JBIOCTBHBIX JIMHUSX (QUTYPUPOBAHHOTO OPraHHOTO
ITyHKTa TOHUYECKOW KBUHTHI, YTO CTAHOBUTCS HEU3-
MEHHBIM (paKTypHBIM MTPU3HAKOM JaHHOH 00pa3sHOH
chepsl.

Bc€ nmyuiiee, 4To 3all0)K€HO B «MOTHMBE MeEY-
TBI», HAXOAUT OKOHYATEIIbHOE BBIPAKEHHUE B «HEO-
Kjaccuueckoir gpase» (¢ 1. 73). MeuTareabHOCTh
MIEPEXOIUT 37IeCh B BOIUIONIEHHE HI€aTHHOTO, OJIH-
LIETBOPEHHNE CaMOTO BBICOKOTO W OIaropogHOro B
yeJioBeueckoil HaType. EcTh B 3TOM My3bIKE HEUTO
Ype3BBIYAIHO 3HAKOMOE, OJIM3KOe IS CIIyXa, OIpe-
Jensitoniee e€ KIIaCCHIUCTCKUH KOHTYp (0COOEHHO
— Tpesb Ha BEpXHEM BBOAHOM TOHE) U BMECTE C TEM
BECbMa OpPUTHHAJIBHOE, CYry0O IIOCTAKOBHYECKOE
(cxaxxem, BeIXoA K Tepuuu G dur 4epe3 MHTOHAIU-
OHHYIO pacKadky Ha as u b, mepuanue d u des Ha
rapmonuu b moll).

PaccmotpenHas cdepa BomionaeT npekpacHoe
BHYTPEHHETO MHPa, a IPUMBIKAIONIast K HeH cka3ou-
HOCMb PUCYET BONIIEOHOE M YAMBUTEIHHOE MHpa
BHEUIHETO. JTa JIMHHUS Pa3BHBAETCS HAa OCHOBE
«teMsbl uyaec» (c 1. 16) u «opuentamum» (c 1. 74).
B ommuune or nog4€pKHYTOM NMPOCTOTHI «MOTHBA
MEUTBD) B «HEOKIacCHIeCKOl (ppa3bn UM mpucyIa
M3BICKaHHOCTD, IPUYYAJINBOCTD U YHUKAIBHBIN A5
My3blku [IlocTakoBuuYa CKa304YHO-OPHUEHTAJIBHBII
KOJIOPHT.

Heckonpko  3aByanmupoBaHHasi  OpHEHTANb-
HOCTh «T€MBI UyJec» B e€ acconuanuax c (ury-
poii 3Be3gouéra 3 «30J0TOr0 MeTyIKa» Pumcko-
ro-KopcakoBa, u mposiBisieTrca oHa Ooyiee BCETO
B KamlellbHO-3BOHYATOW OPKECTPOBKE XPyCTalb-
HO-TIPO3PAYHBIX  TPE3BYYHBIX  IOCJIEIOBAHUU.
«OpueHTanus» TakKe BBI3BIBACT OTAAIEHHBIC aHa-
JIOTUU C KOPCAKOBCKUMH OOpa3amu, HallOMHHAsI O
3HOIHOM pockon «llecHr HHAMNHCKOTO TOCTS».

Cka3zouHOe Hadao MPUMBIKAeT K cepe MeuTa-
TENBHO-HJICATPHOTO HE TOJNBKO BCIEACTBHE CBOEH
HAppEAIBHON XapaKTepHOCTU. B «MOTHBE MedThI»
3aJI0KEHO OMIYIICHWE MAaHAIIET0, MPUTATHUBAIO-
IIEro, 4yJAeCHOr0 BHUACHHS, CIIaJ0OCTHOIO MHUpaxa,
3aBOPAKMBAIOIIETO TEHUS CHPEH. DTO ONIyIICHHE
MOTYEPKHYTO MCXOMALINM OTCIOA M B Pa3IUIHBIX
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BapHaIUAX TMPUCYIIUM 00EUM CKa30YHBIM TeMam
0aroOKaroIIMM KOJIBIOCITEHBIM PUTMOM.

C wMedTaTeNbHO-CKa30YHBIMH  00pazaMu  Co-
[IOCTaBIIEHBl 00pa3bl J>KU3HEHHO-PEANbHOTO Ha-
ToNHEeHus. Jlupuueckas nuHus MMEET JOKaJbHOE
3HaueHne. Ha ocroBe «anerum» (¢ 1. 91) ona pazpu-
BaeTcs TOJIBKO BO BTOPOW MoyioBHHE (rHANA. ITOT
3a/TyIIICBHO-TPOTaTEeIIBHBIN HAIIEB BBIMHCAH IIPOCTO,
MIOYTH B JyXe HAPOMHBIX MPOTKHBIX. OH mepeaaét
TPYCTHYIO )XKU3HEHHYIO TIOBECTh OTHIOIH HE TE€POs, a
OOBIKHOBEHHOTO Y€JIOBEKa, KOTOPOTO COOTBETCTBY-
[OIHe OO0CTOSATEIHCTBA MOTYT MOBEPTHYTH JaKe B
OTYasHUE — CM. MOCIIEIHIO MOIU(PHUKAINIO «dJie-
rum» (. 103): moHMKIIas, pa3opBaHHAS MEIOINIE-
CKasl TUHUS, «OTaBIIash B HIDKHUNA PETHUCTP.

Bonee mupokue, B TOM yuciie «00paMIISIOLIIe)
[TOJTHOMOYHS BO3JIOXKEHBI Ha JINHUIO MeOumamue-
Hocmu. 30HBI OCMBICIIEHUI pa3MeIIeHbl IO KpasM
KOHCTPYKIIMH. DTO OTHOCHUTCS K MPOU3BEIACHUIO B
uenom, u k I yactu, B yactHoctu. B I yactu cocpe-
JOTOYCHHO-YIIIyOIEHHOE, CyMpadHO-HANPSKEHHOE
pa3gyMbe COCTaBIISIET OCHOBY COAEpPKaHHsI Hadyallb-
HOTO (70 11. 16) 1 3akmrounTensHOrO (C 1I. 29) pas-
nenoB. Tunuunsiid s TBopuecTBa [llocTakoBuua
o0pa3 HWIIymero pasyma emeé pa3 HallOMHHAET O
cebe B xoze koutepra (¢ 1. 109), mpuoOpeTtas B co-
OTBETCTBUH C CUTyaIlei HEXKHBIC M «THXUE» TIPO-
HUKHOBEHHO-JIMPUICCKHUE OUCPTAHMUS.

CKBO3HYIO Harpy3Ky HECET TPEThs JTMHUS KU3-
HEHHO-peallbHBIX 00pa3oB, CBs3aHHAs C NyOauUlyu-
cmuyeckum Hauarom. OHO 3apOXKIAETCS HA KYNb-
muHanmu | gactu (1. 26): CTOHYIIE-KpUYAIIIE 30BbI
BHIOJIOHYEIIH C OTIOPOM Ha PE3KO 3ByUAIllMi TPUTOH
U MaJIOCEKYHJIOBYIO TIOTIEBKY — 3TO M BBIPAXKCHHUE
6omm, u curaan OeACTBUSA, HO MPEX/IE BCETo, MpH-
3bIB K COCTPAAAHUIO U YE€JIOBEYHOCTH.

HMMeHHO B TakoM 3HAUCHUH JTaHHAS] WHTOHAIIH-
OHHOCTh CTAHOBHUTCS HCXOIHBIM 3€pHOM IS «(aH-
(hap», KOTOpEIE 3aKITIOYAIOT TIABHBIN ITyOIHITUCTH-
YECKHUU 3apsii KOHLENIUU. XapaKTepHO BTOPKEHUE
3TOT0 TeMaru3Ma B MOBECTBOBaHHE Ha cThike Il u
III yacreii. byayun oOHaKEHHBIM CEMaHTHYECKUM
3HAKOM TPOMOIJIACHOTO TMpoBo3mamenus (Qan-
(hapHOCTH CKOHJICHCHPOBAHA U B THITM3UPOBAHHBIX
MOTHBAX, ¥ B OIOPE IByXTOJOCHS Ha KBAPTOBOCT,
U B OOWJIMM Pa3INMYHBIX TPUOJBHBEIX PUTMOB), OH
TPaKTOBAaH B KCIPECCUOHUCTCKOM KITtOUE (BBICIIIAs
TOYKa 3a0CTPEHHOCTU — B «KpHYaIIeid» OONbIIOHN
CeNnTHUME 3aBepIIaroIuXx ¢ppas).

OTH CUMBOJIBI €IE TPUXK I BO3HUKAIOT B (prHAa-
Jie: KaK MperoCcTepekeHnsl — BHaYaJle THXO W 3aTa-
éuno (1. 83), 3areM Tpo3HO U 3akiuHAaromE (1. 99)
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Y, HAKOHEII, KaK BOILJIOLICHHUE MTOCIEIHEH MOIBITKA
BOCIIPOTHBHUTHCA HAaTHUCKY 31ma (1. 101).

B ponu cun KOHTpAEHCTBUS BBICTYHIAET BCE, UTO
MIPOTHBOCTOHUT KAaTErOPHSAM BBICOKOTO, MIPEKPACHO-
ro, TyXOBHOTO W uenoBedHOro. CTuxus Hezamug-
HO20 DSKCIIOHMPOBaHAa B KyJbMHHAIIMOHHOW 30HE
I gactu (c u. 26). CUMBOJIOM KE€CTOKOCTH, HAacH-
TSI U TIOJIABJICHUSI 3ByYUT CEpHUsl YIapOoB OONBIIO-
ro OapabaHa — ONIYNIAMONINX, TYIBIX, BBI3BIBAIO-
hie arpeccuBHbIX. HapouuTo M301MMpOBaHHBIMN OT
3ByYaHUsS JIPYyTHX WHCTPYMEHTOB, PE3KO MPOTHBO-
[IOCTABJICHHBIM MATYLIEHCS, CTPajalbuecKoOi 3KC-
[IPECCUN BUOJOHYEIM, ITOT IPUEM B CBOEH «aHTH-
MY3BIKAJIBHOCTH» ISl TAHHOTO KOHTEKCTa CO3MaéT
OIIlyIIIEHHUE MOJIHOW MPOTHBOECTECTBEHHOCTH.

Ha nytn x kynpmuHanuu | yactu ObiH Hame-
YeHBl AJIEMEHTHl TPOTECKHO-CKOMOPOIIBEro ILIfA-
ca-Tperaka ¢ HeJOOpO-DIIyMIIMBBIME TOHaMU (c
1. 20). Bo II gactu 3TOT 3CKHM3 mpeBpamaeTcs B
OpPTHAaCTUYECKYI0 KapTHUHY BBIIULACHIBAaHHUA Oe3y-
X0BHOCTH. L{UTHpOBaHME MOMIIOBATOTO OJIECCKOTO
MotuBa «byOnuKn» BemETCS C HAPOYUTOH BYIIb-
TapHOCTBIO W HATypPaJMCTUYHOCTHIO. «ByOmmkm»
—9to emé u «Kynume OyOIUKIm» — HEOOXOANMOE B
JTAHHOM CIJIy4ae CJIOBO «KYnume) CTAaHOBHUTCA CHM-
BOJIOM CaMOMPOJaXKH, KOHPOPMHU3MA, JTyXOBHOTO
MpeaaTeabCTRa.

[TomoOHO OTMEUYEHHOI BBIIIE «aHTHMY3bIKAIb-
HOCTH» yJapoB Ooublioro 6apabaHa, 37ieCh BO3HU-
KaeT OINIyIIeHHWEe HEMPHCTOMHOCTH Pa3Hy3IaHHOTO
IIsica ¢ MPUBKycoM Kabarkoro yrapa. BeemnmmBas
MHOTOITIOBTOPHOCTh TPEX3BYYHOTO MOTHBA, MEXa-
HUYHBIE PUTMBI TpPEMaka, TOMOYYyIas MPUMHTHB-
HOCTh aKKOPAUKH OOHAKalOT TPOTECKHBIN OCKal
3TOTO 3JI0BEIIe-Pa30UTHOTO U3MBIBAHHUS, IOCTETICH-
HO TIpeBpalias ero B pasryi Kypakamerocst HuHu3-
Ma, B yCTpariaroiee OymeBaHue CIET0H CTUXHU.

OTKpPBITO HETaTUBHBIA CMbICHT «ByOIuKOBY» 11e-
JIUKOM DPACKpHIBAE€TCS B KYJIbMHUHAI[MOHHOW 30HE
¢unama (u. 100), rome 3ToT 0Opa3 OKOHYATEIHHO
CTAaHOBUTCS OJUIIETBOPEHUEM IKECTOKHX CTOPOH
JICCTBUTEILHOCTH, HEHCTOBOIO B CBOEH Oecro-
agHOCTH (paTanbHOrO Havajga, KaracTpodoii 00-
PYLIMBAIOIIETOCS Ha YEIOBEKA.

B xome compsikeHHsS W TPOTHBOOOPCTBA OTMeE-
YeHHBIX HACWHO-CMBICIOBBIX IIJIACTOB BBIPACTAET
OJlHA M3 CIIOKHEHIINX (PHUIOCOPCKUX KOHIICTIIHIA
[IocrakoBrya. OHa IEIUKOM TOCBSIICHA TPOOIe-
Me€ BBISIBIICHUS BO3MOXKHBIX THUIIOB B3aWMOOTHOIIIE-
HUN MHIUBUAA C OKpYXKaromuM mupoM. M mocie
HIMPOKOTO KpyTa )KU3HEHHBIX P00 IMaBHOM HOTOM
Broporo BHOIOHUEIHHOTO KOHIIEPTA OMPEaeIIeTCs



2016,4

My3bika B cucTeMe KYAbTYypbl

0

HEYJOBJIETBOPEHHOCTh CYIIIUM, HEYBEPEHHOCTH B
CWJIaX MHIWUBUAA U COMHEHHE B BO3MO)KHOCTH Ha-
BEJICHUS €CTECTBEHHBIX, B3aMMOYOBJIECTBOPSIOMINX
KOHTaKTOB MEXKIY JUYHOCTHIO U cpenoit. OgHaKo B
3TOH TITyOOKOH ApaMe UITyIIero COSHAHMSI HET U Ha-
Méka Ha meccuMu3M. OT He€ BeeT CypoBOM CHIIOH,
BBICOKHM MY>KECTBOM. V1 aBTOp OTHIOAH HE CUMTAET
BBIBOZIBI CBOEH KOHIEHIINH OKOHYATEIbHBIMH.
3amoroM 3TOMY BBICTYHA€T 3AKIIOYHTEIHHBIN
TOH KBUHTH G dur, TIOBUCAIOMUN y BUOJOHYCTH
solo m OOpBHIBAIOMIMN TIOBECTBOBAHHME HE3aBEP-
MWEHHOCTHIO, BompocoM. U neldcTBUTENBHO, B ca-
Moe Ommkaiimee Bpems Bo BTopom ckpunuaHOM
koHuepre lllocTakoBWY NPEATIOKHUT KadeCTBEHHO
UHYK MoOJeib MupoomyuieHus. Kpome toro, B
3aBEpPIICHUE KOHILIEPTA BBIABUIAETCS HEYTO, HE 3a-
BUCSAIIEE OT CYOBEKTHBHBIX CyXAeHHA. Brawame
(m. 112) pa3pex€HHBIMH INTpPHXaMH, a 3aTeM (II.
113) crmomHo# 30HOM BO3HUKAIOT HA KOJIOPUPOBa-
HuM Tpe3Byuust G dur TUKOBUHHO-KPACOYHBIE, I10-
KaroIlle-11epECTYKUBAIOLIME 3ByYHOCTH.

D10 CKa30uHO-(aHTACTHYECKOE BHAEHHUE, TIO-
CTETICHHO pacTBOpSIONIEECS B ABIMKE BPEMEHH, HE
TOJIBKO CHUMBOJ bBbITHS, BCerna OCTArOIIErocs JUis
pa3syMa TanHCTBEHHBIM YyIOM, HHUKOTJIA HE pasra-
JIAHHBIM JI0 KOHITa, HO 1 006pa3 BEYHO MaHSAIICH, He-
3aBHCHMO HHU OT Y€ro HEM3MEHHO NMPUTATHUBAIOIIEH
Kk ceOe JKuznu. Takoii BBIBOJ, 3aK/II0YAIOIIUNA BhIC-
i OOBEKTHBHBIN CMBICI, KOMIIO3UTOP MTOBTOPUT
B CXOJIHOW CUTyalMu KoaeTThl lIsTHanuaroil cum-
(donum.

Bropoii BHOJIOHYENBHBIN KOHUEPT CTall II€H-
TPaJIbHBIM, Y3JIOBBIM ITyHKTOM B pa3zpabotke Illo-
CTaKOBUYEM BOIPOCOB B3aMMOJAEHUCTBUS JINYHOCTH
U cpeapl. MHOKECTBO MPOTUBOPEUHNH, CITOCOOHBIX
BO3HUKHYTH B XOJI€ PAa3BUTHS JAHHOH MpoOiemaru-
KW, OKa3aJHCh 3/1€Ch CTAHYTHIMH B TYTOW WU TPYI-
HOpa3pemuMbiil Kiryook. M, Oyayun mo xapakrepy
COJIEP’KAHUSI CAMOW JUCTApMOHUYHOM, 3T KOHIIETI-
U cTalla cCaMOM TTyOOKOH ¥ 3HAYUTEITHLHOU B XyII0-
YKECTBEHHOM OTHOIIIECHUH.

SIBnssice BeCbMa TPYAHOAOCTYIIHOM M MHOTO-
PEUYMBOl N0 HICHHO-QUIOCOPCKOMY HAIOIHEHHIO,
OHAa BMECTE€ C TEeM HEOOBIYAilHO NpHUBIIEKATENbHA
OorarcTBOM M pazHOOOpazneM TEeMaTHYeCKOTO pe-
npeda, 3aKOHYEHHBIM COBEPIICHCTBOM WHCTPY-
MEHTAJIBHOTO MHUCHhMa, OE3YNpPEeYHON JIOTUKONH My-
3BIKAJIBHOM JipaMaTypruu. Be€ ato aenaer Bropoit
BUOJIOHYENIbHBIM KOHLEPT BBICHINM CO3/IaHUEM
KOMITO3UTOPA B JAHHOM YKaHPE U OJHUM M3 CaMBIX
IIPUMEYATENIBHBIX SIBIICHUH B MUPOBOW KOHLIEPTHOU
JUTEpPATYpE.
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Hrak, Bo BTopoM BHOJOHYEIBHOM KOHUEP-
Te IlocTakoBU4 JOBEN BOIUIOLIEHUE BHYTpPEHHE-
TO MPOTHUBOPEUHS, & TAK)KE MPOTHBOPEUUS MEXKIY
BHYTPEHHUM W BHEIIHUM, XXKEJIaeMBbIM M JEHCTBH-
TEJIbHBIM, JI0 IIPENEsa, MBICIMMOIO B €r0 3THKE U
3CTETUKE MO3IHEro nepuoaa. Benen 3a cronb Kpu-
TUYECKOU KyJIbMMHALIMEN TPOTUBOPEYMBOCTD Haya-
ma OpicTpo cmanarh. CBHAETETBCTBOM 3TOTO TPO-
ecca crai Bmopoti ckpunuynwiti konyepm (1967),
IJIe BO MHOTOM IIPEOA0JIEBAKOTCS KOJUIM3UM, Ka3aB-
IIMECs TOAOM paHbIIIe TIOYTH OE3BBIXOIHBIMU.

ITocnennuii xonnept locrakoBuya TECHO CBsI-
3aH ¢ IPEAUIECTBYOIINM, IIPOAOIIKAs €r0 KOHLEI-
LIAI0 HA WHOHM CTYIIEHHW pa3BUTUS CO3HAHUA JINY-
HOCTHU B €€ OTHOILIEHUSIX C OKPYXalollell cpesoil.
HenocpexnctBenHo 3ta Onmu3ocTh 0OHApYKXHMBAaeTCA
B TPEX CYLIECTBEHHBIX JJIs1 BTOPOro CKpUIMYHOIO
KOHIIEpTa 00pa3HbIX cdepax: MEAUTATUBHOCTD, JIH-
PU3M M CKa304HOCTh. B cpaBHEHNHU C IPEIIECTBY-
oIl TPAKTOBKOW OHU MPUOOPETAOT TETIePh HEN3-
MepHuMO OoJiee «3eMHBIE» U peallbHbIe KOHTYPHI.

CocTossHMEe HANPSKEHHOTO JYXOBHOTO TTOMCKA
I yacTi MOKMAAIOT TOHA YIIIyOJIIEHHON COCPEnOTO-
YEeHHOCTH (PHIIOCO(CKOTO pa3ayMbs, IPUOIIKASICH
CKOpee K CKJIaJly >KM3HEHHOT'O IIOBECTBOBAHUS, Uy Th
XKaI0OHOTO M TOCKINBOTO. CJIOBHO OBI OTTAJIKMBA-
ACh OT Xapakrepa KoIeTThl BToporo BHOJOHYEIB-
HOTO KOHLEpTa, MEIUTALUU 3[ECh OTIMYAIOTCS
HEYCTOWYHBOCTHIO, 3bIOKOCTBIO W BOIIPOCHUTENb-
HOCTBIO, KOTOpas NOAYEPKHYTAa B UIMTEIBHON M
HACTOMYMBOHN (hUKCAIMHM OYEHb BAXKHOM IS BCETO
KOHIIEPTa JEUTHHTOHAIH KBapTHI (1. 3).

IIposiensiercss B MeauTaTMBHOCTH BTtoporo
CKPUIIMYHOTO €€ OJHA BakKHasl I'paHb — CHJIbHAA
JTupUYecKas OKpameHHOCTh. O4eHb JTUYHOE, TPO-
rarejbHO-MCIOBEJANBHOE YK€ B DKCIO3ULMH, 3TO
pasnymMbe B perpuse OyKBaJbHO TSAHETCS K TeEILTY,
JlacKe W TPOHUKHOBEHHOW dYenmoBeyHocTH. CTOINb
APKO BBIpaXCHHAs TEHACHIUS K JTUPU3ALNN HAX0-
JUT 3aKOHYEHHOE BbIpakeHue B My3bIke I yacrtu.

Tak, Ha CMEHY MeEUTaTeJIbHO-UACAIBHBIM MHU-
pakaM TPEAMIECTBYIONEH KOHIEMIUN MPUXOAUT
HCKpEeHHEe, IITyOOKOe CTPEeMJICHHE K PEeallbHOMY
YeJI0BEYECKOMY TEIULY, BBICTPaJaHHOM 3ayILIEBHO-
CTH — B 3TOM CYTb JUpHU3Ma BTOporo ckpunuyHoro
KOHIIEpTA.

B mnepBoHavYanbHOM H3JI0KEHHH 1MOOOYHOU
maptuu (1. 10) BO3HUKAIOT aHAIOTUU C TPEACTaB-
JICHHEM O CKa304HO-(aHTACTHYECKOM BOCIIPHSITHU
JEHCTBUTEIBHOCTH, XAPAKTEPHOM Ul OJHOIO W3
pakypcoB BToporo BHOJIOHYENBHOIO KOHIIEPTA.
ToT ke CBETIBIH, WIPYNICYHO-BOJIIECOHBIN KOJO-
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PHUT, MATKOE TaHIIEBAIBHOE IBUKCHUE, «3BE3THAN
Karenb OpKecTpoBKH. Ho B cpaBHEHWH € IIMPOKO
Pa3BEPHYTOM «TEMOH 4yznec» TENephb 3TO KpaTKuil
MSITU3BYYHBII MOTHUB-OCKOJIOK, HAUHUCTO JIMILIEHHBIN
mapMa OpHeHTaTbHOCTH.

Ero Hen3sMeHHO COMPOBOXKIAET TOMHTENb-
HO-TPYCTHBIN KOHTPAMTYHKT C THIUYHO IIOCTAKO-
BHYECKON MPOHUYHO-PEPIEKCHPYIOMIEH TTOTIEBKON
eis — e — d —c. Ilocne Hero 3ByYnT TOCKIIMBBIN Ka-
HOHUYECKUU JyIT JIAMCHTO3HBIX PEIUIHK CKPUITKH
1 GQIIEHTHl Ha IMEMANIUX MapaieIn3Max CenTUM
1 HOH — BO BCEM TOHA MpoIaHusi ¢ Oe3BO3BpaT-
HO YXOISIIUM, OUIyIICHHE HECOBIBIIECHCS CKa3-
KU. Majno Toro, 4to OT NPEKHUX MPEACTABICHUI
ocTaéTcs TOILKO CIa0bIi OTOJIECK, HO K OH B XOJI€
pa3BUTHUS OBICTPO TEPSIET CBOU BOJIIEOHBIE OYep-
TaHWA, HANOJHAACH KU3HEHHO-PEAIbHBIM COZep-
KaHUEM, IPHOOpeTast YHEPTUIHO-BOJIIEBON TEMIIe-
paMeHT.

Emé 60nbIve caBuru 00HapyKMBarOTCs B cde-
pe AesATeNbHBIX MPOIECCOB, KOTOpast BO BropoMm Bu-
OJIOHYENIbHOM ObIJIa BOIUIOIIEHA O] 3HAKOM OTKPHI-
TOTO pazjiana JUYHOCTH U cpensl. [Iponcxonsiee
B | yacTu BHENIHE HAlIOMUHAET JACHCTBEHHO-Ipa-
MaTUYECKY0 CHTYyallMI0 KpallHHX 4acTedl Broporo
BHOJIOHYEIHHOTO KOHIIEPTa, HO OTMEYEHHBIE B HEM
JIBE BOJIHBI pa3BUTHA — Manas B | gactu («pa3Benka
06oem») u Oonbmias B GuHase (COOCTBEHHO «O0i»)
— COCPEIOTOYEHBI Teneps BO BTopom ckpunmaHOM
pamMKax €gWHOTO 3BYKOBOTO TpocTpaHcTBa | wa-
cru. Tem Oosee, IpU 3TOM BHEIIHEM COBIIAJICHUM
JIpaMaTyprudecKoil CXeMbI 3aMETHO KOPEHHOE OT-
naue. COCTOMT OHO B YCTaHOBIEHHU atMocdepsl
MMO3UTUBHOCTH U KOHTAKTA.

Ha noxséme nepBoii BOJIHBI JEHCTBEHHOTO pas3-
BuTus (. 5—8) MOCTENeHHO pacTéT CTpeMIICHHE
BBIPBAThCS W3 IUIEHA CyMPavyHO-TOMHTEIBHBIX Ha-
CTPOEHHI K TOPAOMY U CBOOOIHOMY BBISBICHHIO
YEIIOBEUCCKUX CHJI, K BOIHLHOM M HECTECHEHHOM
JKU3HENesATSILHOCTH. HacTolunBasg axkTHUBU3ALUS
MPU3BIBHEIX MHTOHAIUN, 3a0CTPEHHBIX PUTMOB H
CO3BYYHMH BOILIONIAET HAPACTAIOLIYIO0 YCTPEMIIEH-
HOCTb K COCTOSIHUIO PaJ0OCTHOM U BOJIHYIOIIEH K13~
HEHHOU OOPHOBI.

B nonnyto cuimy oHa pa3BopadrBaeTcs Ha MPo-
TSOKCHUM BTOPOM BOJHBI PA3BUTHS JICHCTBCHHBIX
coctossHUK (c 1. 14 mo Hauana KaJcHIMH-pPENPH-
361). [Iporeccer OypHOTO, BO30YXAEHHOTO TIPEOIO-
JICHHsI TIPOUCXOIAT B arMocdepe BechbMa IKECTKON
1 HanpsHKEHHOM (MIpeeNbHO MPOCTHIM, HO OYEHBb
BBIPA3UTEIbHBIM CUMBOJIOM 3TON HANpPsKEHHOCTU
KOMITO3UTOP M30MpaeT MalOCEKyHIOBOE CO3BydYHE
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e — f, MHOTOKpaTHO (DUKCHPOBAHHOE U 3BYKOBBICOT-
HO Hem3MeHHoe). OfHako, 4eM Onmke K KyIbMH-
HaIlMH, TeM CHJIbHEE PacTET OIIyIIeHue 60xpocTu
Y BHYTPEHHEH pajjoCTH KU3HEHHOTO MPOTHUBOOOP-
CcTBa. B 3Ty aKTHBHYIO ONTUMU3AIMIO BTATUBAETCA
Y Ha9aJIbHBIA MEIUTATHBHBIA TeMaTu3M (¢ 1. 19) —
OH yTPAaYMBAET CyMPAYHYIO HACTOPOKEHHOCTb, Pa3-
BUBAETCS HA MaKOPHOH OCHOBE.

Crnenyiomiasi IOMBITKAa COCTOMT B CTPEMIICHUU
BBIPBATHCS K JIEUCTBUTEIBHOCTH W3 TEHET WH-
TUMHO-JIMPUYECKOTO 3a0BIThSl MEIJIEHHOW YacTH.
[TyOnumcTraecknii MOphIB BTOPOW KaJICHITMH OC-
HOBaH Ha OOHAXEHHO-PEUEBBIX, «PA30PBAHHBIX)»
WHTOHALIMSX-)KECTaX, NPU3bIBHAS  JleKJIaMalnus
3BYy4YHUT TPeOOBATENBHO, BO BCEYCIbIIIAHNE, C OOHA-
JKEHHOM DKCIIPECCUEN CTPACTHOM OpaTropcKoil peuu.
Ho u 3T0T 31im301 0CTaETCs TOJBKO BCIIBIIIKOM, KO-
TOpasi BCKOPE TAacHET, CMArYAETCs U NEPEXOIUT B
penpusy ¢ €€ pasnyMUUBbIM JUPU3MOM.

JBM>KEHUE K TMO3UTUBHOMY KOHTAaKTy JIMYHO-
CTH CO CpeloH, IPEICTABICHHOMY B JEHCTBEHHOM
acriekte, 3aBepiiaetcs B QuHane. Hactpoenue
pa3gHUYHON >KU3HEACITEIIBHOCTH HAaMEYEHO BO
BCTYIIUTEIBHOM 3IIU30/1¢ — BHAYAJIE IIAJIOBIMBBIMU
(dhpazamMu CKpUIKU (M3 PEIKUX CIIYIaCB «UTPUBOI
TPaKTOBKH JBEHAIIIATUTOHOBOTO PAJIA), a 3aTEM Be-
céoi, 3aupHUCTON Tepenanko solo ¢ roocaMu
OpKECTpPa HAa KOPOTKHMX pPEIUIMKaX, IOArOTaBIMBa-
IOIUX TOSIBJICHHE OCHOBHOW TeMBbI. My3biKa ped-
PEHOB TIOJIHA 3aJ0pa, HEMNOJJEIbHON BECENOCTH,
PagOCTHON 3HEPIHHM, BBIIIECKUBAIOLICICS B CTpe-
MUTEJIbHO-TIOJETHOM JIBUKEHUU.

OTa myMHas, TaHIEBATbHO-CKEPIIO3HAS CTUXHUS
OTTEHSAETCSl JApaMaTUuYeCKUMH HaIUlblBAMHU DPa3BH-
BaOIIMX AMU3010B. Bo BropoM 3nu301e, ¢ ero pas-
BEPHYTOU KaJICHLIMEH, B aKTUBHEHIITYIO pa3paboTKy
BOBJIEKAETCS OCHOBHOM TEMATHYECKUH Marepuai
[ wactu, u B pe3ynbrare SHEPruIHON TpaHCchopMa-
MM C HETO yAa€TCs MOYTH LIEJIMKOM CHSTh YEpThl
MPOTUBOPEUUBOCTH.

JleWTUHTOHALIMS KBAapThI, KOTOpas SBIsIACh
BOXKHEHIIMM HMITYJIbCOM MPU3bIBHO-HACTYIATENb-
HOM akTMBM3alMM B | yacTh, OKOHYATENIbHO IIpe-
OJIOJIEBAET CBOI0 HCXOJIHYK BOIPOCUTEIBHOCTH
MOIIHBIMUA «BKOJIAYMBAHUSIMU» B pedpeHe-Komue
¢unama. Tak BCEMH CpEACTBaMH YTBEP)KIAETCS
MPOCTOAYIITHOE BECEhe, CBETIIBIN M OOJPBIN KU3-
HEHHBIN B3I,

B uucne BaxHeWmux 3aBoeBaHHil Brtoporo
CKPUIIMYHOTO KOHIIEpTa — YTBEpKAeHHE oOpasza
aKTUBHOM JIMYHOCTU. [0 CpaBHEHHUIO C TMpEACTaB-
JICHUEM O JIMYHOCTHOM aKTMBHOCTH BO BTopom
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BHOJIOHYCIIEHOM 3]IeCh COBEPIIACTCS MTOBOPOT T10Y-
™1 Ha «180 TpamycoB». MHmuBua obperaet cme-
JIOCTh, YBEPEHHOCTh, HHUIIMATUBHOCTH B CBS3SIX C
OKpyXxaronuM MupoM. OH HEe yXOIUT OT HACyITHBIX
po0JIeM B 3a00J1aUHbIC BBICH MEUTATCIILHOTO YEIU-
HEHUs, He 3aMBIKAeTCs B CBOEM BHYTPEHHEM Oorat-
CTBE, a CTPEMHTCS pa3pemniarb OOJBHBIE BOIPOCHI
Ha «TPEIIHOM 3eMJIEY.

ITocne co3zganust BTOpOro CKpUIMYHOIO KOH-
uepra [llocTakoBrY, OYEBHIHO, TIOCYUTA IJIs CEOs
TEMY «IMYHOCTb U CpeAa» UcuepnaHHOU. B cBoém
TBOPUYECTBE OH TIOBOPAYMBACT B TOM HAIPaBIICHUH,
KOTOPOE HAMETHJI B MTOCJICTHEM KOHIIEPTE — B ce-
py IIUPOKO MOHUMAEMOTO JIUPU3Ma, MUpP OOTaTCTB
gejoBedeckoro gyxa. OtrainkuBasch OT Brtopo-
IO CKPHUIIMYHOTO, KOMIIO3UTOP COXPaHSET HJICIO
[JIABEHCTBA JINYHOCTHOTO Ha4yaia, HO OT KOHKPET-
HO-WHIMBHIYIM3UPOBAHHON €ro MHTEPIPETAINH
MEPEXOAUT K BOIUIOMIEHUIO JTHPUICCKH-00IIe3HA-
YUMOTO.

OTa HampaBlIEHHOCTh CTajla OIpeaeNIIomei
JUISL €T0 TocieayIoniero Teopyectna. 1log 3HakoM
oJ00HBIM 00pa30M TPAKTOBAHHOI'O JIMPH3Ma CO3-
JTaHBI IBE MOCIICAHNE CUM(POHUH | €1 B OOIbIICH
Mepe — MHOTOYHCIICHHBIE KaMEpHBIC IMPOH3BEIC-
HUSI, KOTOPBIE COCTABISUIN TIaBHYIO 32001y [llocTa-
KOBHUYA ITOCJICTHUX JICT.

Brinarouuiicst Mactep BbIABUHYJ B CBOMX O3/~
HUX KOHIIEPTaX BCE OCHOBHBIC MOJICIIH, XapakTe-
pH3YIOIIHE SBOJIONUIO CO3HAHHS COBPEMEHHHKA
¢ cepenuabl 1950-x g0 xonmna 1960-x romoB. OTH
KOHIICTIIINY ObUTM HECOMHEHHO CO3BYYHBI CBOEMY
BPEMEHHU W TMIOTOMY CTaJIi BIIOJIHE THITMYHBIMH IS
TEX JIET:

(D

1. Bonxos C. M. llloctakoBruy u CTaJIMH: XyJI0XK-
HUK 1 11apb. M.: Dkcmo, 2004. 640 c.

2. Nemuenko A. M. O6 ogHOM M3 CMBICIIOBBIX pa-
KypcoB B mo3aneM tBopuecTie . [llocTakosuua // Teop-
yectBo J[. llocTakoBUYa B KOHTEKCTE MHUPOBOIO XYAO-
JKECTBEHHOTO MPOCTPAHCTBA: €O. CT. MEXKIyHap. Hayd.
koH(]. Actpaxanb, OIIOY, 2007. C. 306-322.

3. Uzyuas mup Jmutpus IllocrakoBuua: cO. ctT. /
coct. I I1. OBcsiakmna. CII6.: Coto3 XynoxHHuKOB, 2011.
240 c.

4. Octposckas I. U. [Tocnenuue kBapretst /1. [lo-
crakoBu4a // My3blka B COBPEMEHHOM MHUpE: HayKa, Iie-
JIarOrMKa, UCIOJHUTEIbCTBO / oTB. pen. . H. BaHos-
ckast. Tam6os, 2013. C. 104-118.

AUTEPATYPA

55

— MOJEJIb IIOJHOM IapMOHUM B Jy4Y€3apHO-AK-
TUBHOM JKU3HEHHOM JBIKeHHu (BTopoii poprenu-
aHHBIN KOHIIEPT) 3ameyarsiena, K mpumepy, B Tpers-
em @QoprenuanHom J[. Kabanerckoro, Ilepsom
¢doprenmannom P. Hlenpuna, [lepBom ckpunuaaOM
T. XpenHnkoBa (B KauecTBe mapaiieneil Ha3bIBa-
FOTCS TOJIBKO OT/IEIbHBIE TPOU3BEICHMS);

— MOZEJb HapacTallled NPOTUBOPEUHBOCTH
(IlepBBIii BHOJOHYETHHBIA KOHIIEPT) OTPa3MIAChH
B @oprenuanHoM koHuepre b. Tuienko, Bropom
BuosioHuenbHOM /J]. KaGanerckoro, Bropom dopre-
nuagaoM . ['aneiamHa;

— MoOJeIb KOH(GIUKTHBIX CTONKHOBeHUH (BTo-

poii BHOJIOHYENBHBIN KOHIIEPT) Bocco3mana B [lep-
BOM BHOJIOHUEJIFHOM b. Tumenko, BuonondeasHoM
rxoHuepre b. YaiikoBckoro, Bropom ¢oprennanaom
P. lllenpuna;
MOJIETb IPEOJOJIEHUS IPOTUBOPEUUBOCTH
(BTopoii ckpunu4HbI KoHLIEpT) HaxoauM B CKpu-
nnyHoM u doprennanHoM kKoHueprax b. Yaii-
koBckoro, TperbeM Qoprenmannom P. Illenpuna,
®rneiitoBoM koHUEPTE b. TuUllieHKO.

IIpu Bcel TMIMYHOCTY IOMCKOB M PEILEHUH B
pa3paboTKe BOMPOCOB B3aWMOJECHCTBHUSA JTMYHOCTH
u cpensl J[. locTakoBudy Gosiee 4eM KOMYy-JH-
00 OBUT TIPUCYIT UHTEPEC K OCOOECHHO CIIOKHBIM H
DIyOWHHBIM TPaHsSM HCCIIeNyeMOU MpoOIeMaTuKy.
IToaromy cnosa P. lllenpuna, agpecoBaHHbBIE BCEMY
TBOPYECKOMY HacCIEIHI0 KoMmIio3urtopa: «My3blka
[ITocTrakoBHUYa — 3TO UCIOBEb BEJIIMKOTO XyHAOXKHU-
Ka, CHJIbHas CBOCH OTKPOBEHHOCTHIO, Oecroma-
HOHM TIpaBAMBOCTHION [5, €. 1], — ¢ MONTHBIM OCHO-
BaHHEM MOTYT OBITh OTHECEHBI K €ro IMOCIETHUM
KOHLIEPTaM.
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K npo6Aeme B3aMMOAEHCTBUSI AMMHOCTU U CPEAbI
B MNOCAEAHMX MHCTPYMEHTaAbHbIX KOHUepTax A. A. LLloctakoBuua

_—

Baxnefimeir cTopoHOil B pa3BuTHH MY3bIKH Poccun ¢ cepenuasl 1950-X TOIOB cTamo Xyo0KECTBEHHOE HCCIIENO-
BaHHE B3aMMOOTHOIICHUH WHAWBHIA W OKpyXaromei ero cpenbl. Ilonck KOHKpETHO-WHANBHAYAIN3WPOBAaHHBIX
(hopM BOIIIIOMIEHUS TOAOOHOM MPOOIEMaTHKH MPUBOIMII KOMIIO3UTOPOB Yallle BCETO K jKaHPy WHCTPYMEHTAIBHO-
ro KOHIEpTa, TAe (haKTypHBII NPUHIMII OpraHM3alUN MaTepuana JaéT eCTECTBEHHBIE BOSMOXKHOCTH U OTYET-
TUBOM AuQQepeHrnaniui TMIHOCTHOTO Havyajia W o0pa3a BHEHIHeH aelicTBuTenbHOCTH. lllocTakoBmda BOTIPOCH!
B3aMMOJICHCTBHUS INYHOCTH U CPEBI MHTEPECOBAIN C HAaNOOIBINEH CHIION MPUMEPHO HA MPOTSKEHUH NECSITHICTUS
(1957-1967). ImeHHO B 3TO BpeMs B €r0 TBOPYECTBE JKaHP WHCTPYMEHTAIBHOTO KOHIIEPTA TOJYUIII 0COOCHHO
WHTEHCUBHOE pa3BuTHe. OTIPaBHBIM ITyHKTOM B pa3pabOTKE BOIPOCOB B3aUMOACHCTBHSI TMUYHOCTH U CPE/IbI CTal B
mo3gaeM TBopuectBe IlloctakoBuua Bropoii ¢poprenmannstii konuept (1957), roe mpexcrapieHa MOIENb TOTHOTO
KOHTaKTa JTMIHOCTH C OKpY’KaromIel cpemoit, uto ans TBopuectBa [llocTakoBruya sBiseTcs BecbMa O0JIBIION PeIKo-
cThi0. 1 yxe B camble OmrKaiIie rogsl KOMIIO3UTOP HAYMHACT MOICITMPOBATh B3aNMOOTHOIICHUS HHANBAA C AEH-
CTBUTEIBHOCTBIO COBCEM MHade. BaskHO# Bexoi Ha 3TOM IyTH cTau ero [1epBrrii BuomoHuenbHBIN KoHIEPT (1959),
OTpa3WBIINI CHTYalllIO0 HApPaCTAOMIEH MPOTHBOPEUYNBOCTH MUPOOIIYIICHHS YenoBeka pyoexa 1950—1960-x roqos
B €T0 HAPYIIMBIINXCS CBSI3AX C OKPYKAIOIINM MUAPOM. LIeHTpambHBIM TPOU3BEACHUEM PACCMAaTPUBAEMON TEMaTHKN
sBrgeTcs Bropoit BuonoH4ensHEIA KOHIEPT (1966). I'eHepabHBIN KOH(IUKT MPOXOANT 31€Ch IO JTUHIH CTOJKHO-
BEHUS KaT€TOpUil BEICOKOTO M HU3KOTO, MPEKPACHOTO M 6€300pa3HOro, JyXOBHOTO ¥ MPUMHUTHBHOTO, YEJIOBEYHOTO
1 aHTUTYMaHHOTO. B Xoze compshkeHHs W MpOTHBOOOPCTBA 3THUX HJIEHHO-CMBICIOBBIX IUIACTOB BBIPACTAET ONHA
n3 cnoxHeHmux ¢gunocodekux konnenuuii lllocrakoBuya, HEIMKOM MTOCBSIICHHAS MTPOOIEME BBISIBICHHS BCEBO3-
MOXHBIX THIIOB B3aHMMOOTHOIIECHHH WHAMBHIA C OKPY)KAIOIIMM MHUPOM. MHOXECTBO MPOTHBOPEUHii, CIIOCOOHBIX
BO3HUKHYTH B XOJIC€ Pa3BUTHI JAHHOW MPOOIEMaTHKH, OKA3aJINCh 34€Ch CTIHYTHIMH B TPYIHOPA3PELIINMBINA KIyOOK.
Bcenen 3a cTonb KpUTHYIECKOW KYJIBMHUHAINEH TPOTHBOPEYNBOCTL Hadasa OBICTPO CMagaTh, CBUACTEIECTBOM YEMY
ctaix Bropoii ckpunmansiii KoHIEepT (1967), rie BO MHOTOM IIPEOI0JICBAIOTCS KOJUTU3HH, TIPEXKIE Ka3aBIIHECs MOYTH
6e3BBIXOTHBIMH. TakuM 00pa30M, BBIIAIOMINICS MAacCTEP BBABHHYI B CBOMX MO3JHUX KOHIIEPTaX BCE OCHOBHBIE MO-
JIETA BO3MOXKHBIX B3aMMOOTHOIIIEHUH JIMYHOCTH U Cpensl — OT TapMoHuu (BTopoii poprennanHbil KOHIIEPT) Yepe3
HapacTarIryio MpoTuBopednBocTh ([IepBrIii BHOTOHYEIBHBIN KOHIIEPT) W OTKPHITHIH KOHMIHUKT (BTOpOi BHOIOH-
YeNBHBIN KOHIIEPT) K MPEOIOJICHIIO MPOTHBOpeUnBOCTH (BTOpOil ckpunuyHbIil KOHIIEPT).

KnrogeBbie coBa: HHCTpyMeHTabHbIE KOHIEPTH LlocTakoBHya, mpobiaeMa B3aNMOACHCTBHS IMIHOCTH U CPETIHI,
OCHOBHBIE MOJIEITH.
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Concerning the Issue of Interaction between Personality
and the Environment in Shostakovich’s Late Instrumental Concertos

Y

An important side in the development of music in Russia starting from the mid-1950s was the artistic research
of the interrelations of the individual with the surrounding environment. The search for concrete individualized
forms of manifestation of this type of problematics attracted composers most frequently to the genre of the
instrumental concerto, where the textural principle of organization of the material provides natural possibilities
for the differentiation of the personal principle and the image of outward reality. The questions of the interaction
of personality with the surrounding environment were of greatest interest to Shostakovich during the course of
one decade (1957-1967). It was particularly at that time that in his music the genre of the instrumental concerto
received specially intensive development. The point of departure in the development of the questions of interaction
of personality and environment was fixated in Shostakovich’s late music in his Second Piano Concerto (1957),
which presents the model of a full contact of the personality with the surrounding environment, which is extremely
rare for his music. Only a few years after that the composer begins modeling the interrelation between the individual
and reality in a totally different manner. An important landmark on this path was his First Cello Concerto (1959),
which reflected the situation of the increasing contrariety of the world perception of a person living on the verge
of the 1950s-1960s in his broken connections with the surrounding world. The most important composition
pertaining to the examined subject matter is the Second Cello Concerto (1966). The general conflict passes here
along the line of confrontation between the categories of high and low, the beautiful and the ugly, the spiritual and
the primitive, the human and the anti-humanistic. During the course of the conjugacy and confrontation of these
notional-semantic strata arises one of Shostakovich’s most complex philosophical conceptions, entirely devoted
to the issue of exposure of all sorts of types of interrelations between the individual and the surrounding world.
following such a critical culmination, the contrariety started to subside quickly, the testimony to which was given
by the Second Violin Concerto (1967), which expresses an overcoming of collisions, which prior to that seemed
to be almost inextricable. This way the outstanding master brought out in his late concertos all the basic models
of possible interrelations between the personality and the environment — from harmony (Second Piano Concerto)
through increasing contrariety (First Cello Concerto) and open conflict (Second Cello Concerto) to an overcoming
of contrariety (Second Violin Concerto).

Keywords: Shostakovich, instrumental concertos by Shostakovich, personality and the surrounding environment
in Shostakovich’s music.
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K MMTPOBAEME POXXAEHUSA LUEAEBPA B KOHTEKCTE
MHANBUAYAABHOTO CTUAS. MAAEP 1 AOCTOEBCKHNU

YIIECTBYIOT [1Ba NMPHHLIWIHAIBHO Pa3iIud-
HBIX THIIA XYHOKECTBEHHOTO CO3HAHUS:
1) cyOGcTaHOHANBHOE, WK JTOpEeICKCHB-
HOE «CO3HAHHE YEJIOBEKa B KOJUIEKTUBHOM IIPOSIB-
neHum» [2], BbIpaxkaroliee MHPOBO33PEHHE CBOEH
a1moxu (00IIel «MEHTAIbHON JACHCTBUTEIBHOCTIY,
mo FO. CremanoBy') u 2) pediekcuBHOe (mepco-
HaJbHOE), TBOPAIIEEC «MEHTAJIbHYIO IACHCTBUTENb-
HOCTB» B COIVIACHH C MHIUBUAYaJIbHBIM MHPOBH-
JeHrneM. B pamkax mepBoro Tura u BeIpaOOTaHHOM
MM HOPMAaTHBHO-TPATUIIMOHAINCTCKON KOHIIETIIINN
TBOPYECTBA XYAOKECTBEHHBIM IMPOIECC CTPOUTCS
B OIIOpE Ha TOTOBBIM, KOHIENTYAIBHO U CTPYKTYp-
HO oTpeduIeKCHpOBaHHbBINA oOpasel] (KiaccuuecKas
coHara, cumdonus). Bropoii Tun mnpeamonaraer
TBOPYECTBO 10 WHIANBUAYAIEHOMY MPOEKTY, O YEM
I Masep nmcan omHOMY M3 CBOMX KOPPECIIOH-
IeHTOB: «DOpPMBI BBIPAXKEHHUS ... PEIIUTEIBHO OT-
KJIOHSIFOTCSI B CTOPOHY OT IMPHUBBIYHBIX BCEX HOPM;
B HAIllM JHU JIMIIb HEMHOTHE MOTYT MOHATH, YTO
9TH BBIPa3UTENIbHBIE CPENICTBA OIPENENIIOTCS Ca-
MOW HaTrypoil aBTOpa, a HE €ro MpOoU3BOJIOM WIIU
kampm3om» [11, c. 261]. IlpornkHOBEHHE B MHpP
CMBICJIOB TIPOM3BEICHNUS B 9TOM CIIydae CTaBHT 3a-
Jlavy BBISBICHUS aBTOPCKOTO «(yHIaMEHTaIBHOTO
sK3ucTeHIManay (trepmua M. Xaiimerrepa) — Tex
«coliep)KaHU MUPAy, KOTOPBIE «OOHAPYKUBAIOTCS
KaK MPHUHAJICKAIINE ... YEIOBEUYECKOW JTHIHOCTH,
KaK 3aBHCSIINE OT He€ W HampaBiseMble €10, Kak
KOpeHsIrecs B HEH, Kak BHYTpEHHEE deJoBede-
ckoe goctostaue» [8, c. 100]. IlorsTue Xaaerrepa,
O3HAYaroIee «IPUCYTCTBUE ObITHSA B COZHAHUH Ue-
JIOBEKa» Kak npoekma COOCTBEHHON BO3MOYKHOCTHU
O6ITE» (mMT. O: [1, c. 116]), nMeeT MUPOBO33pEH-
YECKHI CMBICIT, TITYOOKO YKOPEHEHHBIN BO BHYTPEH-
HEM MHUpE aBTOpa — B TOW YaCTH €TO CO3HAHUS, T
«conepKaHusl MUPa» CBA3ZBIBAIOTCS C MCUXUYECKOM
MaTepHuen NepexuBaHuil.
I'oBOps 0 cTpyKType CO3HAHUS, MBI OITUPAaEMCs
Ha €€ NOHMMAHHME B OTCUYECTBEHHOM IICUXOJIOTHH:
«EeIUHOE CO3HAaHWE, B KOTOPOM CYIIECTBYIOT IBa
OCHOBHBIX CJIOS: OBITUIHBIN U peIeKCUBHBIN [6].
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Wx conmepxanme ycCTaHaBIMBAETCS IO MPUHIUITY
OTHOIICHHUS CO3HAHUS K OBITHIO. BBITUHHEIN CITOH,
00pa3zyemblii «OMOAMHAMHYECKONH TKAaHBIO JKHUBO-
TO JBIKCHUS U JIEHCTBUS W YyBCTBEHHOH TKAHBIO
oOpa3zay», CBA3aH C BHEIIHEH >KW3HBIO UYEJIOBEKa,
pETyaupys €ro MOBEACHHE U BKJIIOYAs «HYKHBIA B
JTAHHBIA MOMEHT 00pa3 M Hy)KHYI0 MOTOPHYIO TIPO-
rpammy» [Tam ke]. PedekcuBHBIN ciioi, BOMpa-
IOIIUI1 3HAYEHNUS U CMBICIIBI, COCTABISAET BHYTPEH-
HIOIO XU3Hb CO3HAHUS Kak cdepa CIoBa, MBICTH U
peduiekcun, 1€ ObITHE 03HAYUBACTCS, OCMBICITHBA-
€TCs M TIEPEIKUBACTCS.

[MpuHnunuanbHa BHYTpeHHsS auddepeHin-
alMs camoro peQieKCUBHOTO CJIOS CO3HAaHWS Ha
3HAYEHUSI U CMBICIBI — OBITHIHO-OHTOIOTHYECKHE
KOHIIETITBI M COOCTBEHHO peQIEeKCUBHBIN ammapar
MMOHUMAaHUS, IPEBPAIIAIONINIT 3HAYEeHUA-0JIA-8CEX B
JUYHOCTHBIN CcMbICA-01a-MeHA («3HAUYEHUS BBICTY-
MAaloT Tepen CyObeKTOM M B CBOEM HE3aBUCHMOM
CYIIIECTBOBAHNH — B KaueCTBE 0OBEKTOB €ro CO3Ha-
HHSI, 1 BMECTE C T€M B Ka4eCTBE ... ‘‘MeXaHHW3Ma’
oco3Hanud...» [10, c. 113]). JInuHOCTHBINA CMBICT
pOXmaeTcss W3HYTPH 3HAYEHUH IMOCPEICTBOM HX
OCMBICJICHHS, BKIIIOYas X B KOHTEKCT JINYHOCTHO-
ro ObITHsA, WM (YHIAMEHTAILHOTO JK3UCTEHITHA-
na: «pyHKIMOHHUPYS B CUCTEME WHIUBUAYAIHHOTO
CO3HAHMS, 3HAYCHUS PEeaTU3yI0T HE caMuXx cebd, a
JIBIKEHHE BOILIOUIAIONIETO B HUX €0 TMYHOCTHO-
IO CMBICTIAa — 3TOTO UIA-CeOA-OBITHS KOHKPETHOTO
cyOBekTa» [Tam xe, c. 118].

B mpoexiuy Ha TBOPYECTBO COIEp)KaHUS aB-
TOpPCKOTO (yHAaMEHTaJIbHOIO 3K3HCTEHNHana (1a-
nee ADI) 0OpeTaroT 3HAYCHUE TEMBI, TTOTyJatoIIei
BOIUIOILIEHUE B TEKCTaX Mpou3BeaeHuid. Kak «mupo-
KO€ TIOJIe CMEICTay (Bepaxkerne A. B. Muxaiinosa),
TeMa 00beIUHICT 00a YPOBHs Pe(IICKCHBHOTO CJIOS
CO3HAHHU, BKJIKOYAs U MUP HJI€H, COOTHOCUMBIN CO
3HAUEHHWEM, W €r0 MPEIOMIICHHE B «MHPE UeIIOBE-
YECKMX IICHHOCTEH, Mepe)KUBAHUH, 3MoLuUH, ad-
(heKTOB, COOTHOCHUMBIX CO CMBICTIOM» [6]. JImuHBIC
MOTHBBI ((pakTbl OMOrpaduy XyZOXKHHUKA) BXOJIST
B CTpyKTypy ADD KaKk HEOTHEMIIEMBI KOMIIOHEHT
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W KaTaJIu3aTrop CTAaHOBJICHHUS TEM TBOPYECTBA, IIO-
CKOJIBKY CMBICTT «CO3JaéT MPHUCTPACTHOCTh YENIOBE-
geckoro cozHanms [10, ¢. 118], 3actaisist yemoBeka
«BCMOTPETHCS B CIIOKHBIIHAECS Y HETO JKH3HCHHBIC
IIEHHOCTH, YTOOBI HAWTH ceOs B HMX WIH, MOXKET
OBITH, IEPECMOTPETH UX» [TaM ke, ¢. 121].

Ha 00ycrioBIeHHOCTD CTHIIS XY[IOXKHHUKA GKH3-
HBIO €T0 TeNa U €T0 MPOILIBIMY, IPEBPAIAIONTIX-
Csl «B aBTOMAaTH4YeCKHe MPHEMBI €r0 MacTepCTBaY,
ykasbiBaeT P. bapt, moguépkupas, 4To «KMMEHHO MO-
TYIIECTBO CTHJIA, ... COBEPIIEHHO CBOOOIHAS CBS3b
CJIOBA C €r0 TEJIECHBIM JBOWHHUKOM, NMPUIAET IH-
CaTEeJII0 CBEXKECTh JBIXaHUs, Kak Obl BEIOIIEro HaJ
HUcropueit» [4, c. 54-55].

OuepTrB 0OCHOBHBIE MapameTpsl ADD, chopmy-
JUpPyeM THUIIOTE3y MCCIENIOBAHMS: B MPOCTPAHCTBE
ADD poxaroTces MOIITMHHBIC TIeIeBPEL. [ uoresa,
0€e3yCII0BHO, YS3BHMa C TOUKH 3PEHHUS ONPEEIICHUS
MOHATHS «IIEACBP» — OAHOTO M3 CAMBIX PACILIBIB-
YaTeIX B OCTETHKE?, HE SBIIAIOIIETOCS CTPOTO Hayd-
HBIM (TOpa3Io Yale yrnoTpednseMoro B 0ObIIEHHOH
JKU3HU, U B TO K€ BpEeMs KakK sBJICHUs 0e30111004-
HO YTa/IbIBAEMOT0, OTAEISEMOTO OT He-IIEIEBPOB).
Ecnu peubs UO€T 0 CTWIAX, OPUEHTHUPOBAHHBIX HA
OCBSIIEHHBIA TpajulMeld o0pasel, 3TO IOHATHE
yHoTpeOIiseTcss KaKk CHHOHUM IPOU3BEACHUS, IIPO-
IEIIETO MPOBEPKY BPEMEHEM, BBIJIEPIKABIIIETO MC-
meITaHuE Ha 00pasnoBocTh. Ho B KOHTEKCTE aBTOp-
CKHX CTWJICH HCIIOJb30BaHHE TEPMHUHA «IIICIEBPY
ommyaeTcst 06mbieit cBobonor. Kaxknplii uccie-
JIOBAaTeb BBIABUTACT COOCTBEHHBIC KPHUTECPUHU €TO
MMOHUMAaHUS, YTO BIIOJIHE €CTECTBEHHO IMPH OTCYT-
CTBUM TIPABWI, PEIVIAMECHTHUPYIONIUX TBOPUYECKHIA
mporecc. B atom ciydae moustrne ADD 1mMO3BOIIS-
€T 0003HAYUTh HEKOTOPbIE OOBEKTHBHBIC YCIOBHUS
BO3HHUKHOBCHHS IIIEJIEBPA B TIPOCTPAHCTBE MHIUBH-
JyaJbHOTO TBOPYECTBA.

beccriopHbIM ycnoBHEeM pOXKACHHA IIEAEBpa
SIBIIICTCS T€HHANbHOCTh. B. ['ymO0mpAT TpakTyeT
e€ Kak BO3MOXKHOCTb, «OTOpPOCHB BCE ciyuaiiHoe,
caenarb camMoro cebss o0bekToM peduiekcun» |7,
c. 157]. Jlns WHOAWBHUIYaIbHOTO TBOPYECTBA OSTO
MMEET OCHOBOIOJararomiee 3HadeHue. 1 yMOompar
TOBOPHUT O XYIOKECTBEHHOM CaMOBBIPAXCHHUH Te-
HUSl KaK O «BBIIUIECKUBAHUU B OKPY)KAIOIIMK MUD
cBoero f» [tam xe, ¢. 158], 9T0 O3HAYAET TBOpUE-
CTBO, TJIaBHBIM OTIPABHBIM MOMEHTOM KOTOPOTO
CTaHOBHTCS aBTOPCKHH (YHIAaMEHTAIbHBIA JK3H-
creniuan. Ognako ADPD — HeoOXoauMoe, HO elé
HE JOCTAaTOYHOE YCJIOBHE POXKACHUS LIie/ieBpa. DTO
TOJIEKO «BHYTPEHHHUE COMEPKAHUS, TMOTCHIIUAIE-
HBIM 3aMBICE], KOTOPBIH BHE OGOPMIICHHS TaK U
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OCTAaHETCS HEepeaJN30BaHHBIM IMpoekToM. OTcroma
BTOpOE ycioBue — uaes Gopmsl (BHyTpeHHeH dop-
MBI CMBICTIA), KOTOPasi B YCJIOBHSIX WHIANBUIAYAIh-
HOTO TBOPYECTBA YACTO SBISCTCS KaK UMITYJILC H3-
BHe, uMmeromuii 3gdext o3apeHus, MO3BOJSIOIIUHA
aBTOPY MI'HOBEHHO IIPEJICTABHTH OOIUK OymyIIero
COYMHEHHUS.

Takum 00pa3om, ycloBHSA CO3JaHMA IIEAEBpa
TpeOYIOT XyI0KECTBEHHOTO Aapa, ADD Kak TUIHOM
TEMBI XyJIO’KHIKA W BHEIITHETO UMITYJTbCa, HECYIIETO
B ce0e uer0 oQopMIICHHS MIEPEKUBAHNS, PBYILETO-
Csl U3HYTPH, 9TOOBI BOIDIOTUTHCS B TPOU3BCIACHIM.
PesynsraroM u KpuTepueM OIpeneneHus IMIefeBpa
OyJieM CUnTaTh IOCTHKCHHUE aBTOPOM ITPOU3BEACHUS
MTOKOPSIONICH BIICYATISIFOIICH CHIIBI. A TTOCKOJIBKY
3TO BEJIMYMHA HE JOCTYIHA JJISI TOYHBIX 3aMEpOB,
MIOTIBITAEMCSI B TIpOIlECCE OOOCHOBAHWS BBHIIBHHY-
TOM THUIIOTE3BI ONEPETHCS HA MPOU3BENCHUS Tpare-
JTUIHOTO COAEP)KaHUSI U COMOCTABUTH MX IO CHIIC
Tparmgeckoro BozaeiicTus. C 3Toi Lenbio mpocie-
UM TUHAMUKY TBOPYECKOTO TpoIecca B MPOCTPaH-
CTBE €IMHOU TEMBI, OT BOIUIOIICHHS K BOTUTOIICHUO
npuobperaromieii Bc€ Oonee JIUYHBIN XapakTep.
OO6parumcst K TBopuecTBY 1. Manepa, K aHammsy
TOTO KOHIENTYaJbHOTO COAEPKaHUs, MOCTEIIEHHOE
YKOPEHEHHE KOTOPOTO BO BHYTPCHHEM MHPE KOM-
MTO3UTOPa MOXKHO TPOCIEANTh HA IyTH CO3AAHUSA
OeCccropHOTO MY3BIKAIEHOTO meaeBpa — «Ilecen 06
yMepmux AeTax» Ha ctuxu @. Prokkepra.

N3BecTHO, YTO B cUCTEME MUPOBO33peHUsT Ma-
niepa ocoboe MecTo 3aHUMAaeT KOHIIETT, BOCTIPUHSI-
Th1i1 oT MiBana Kapamaszosa @. 1. JlocroeBckoro, He
MIPUEMITIONIECTO BBICIICH TapMOHUH, N00 «HE CTOUT
OHA CIIC3WHKH XOTSI OBI OJTHOTO TOJBKO ... pEOEHKA»
[3, c. 21]. CraB HpaBCTBEHHBIM KAaMEPTOHOM JKH3HU
KOMIIO3UTOpa, 3Ta BHYTPCHHSSI YCTaHOBKA IIPEI-
oIpeJieNiiia TYMaHUCTHYecKuid nad)oc ero TBopue-
CTBa, MIOJTYYMUB MHOTOKPATHOE TIPETBOPECHHE B Kade-
CTBE «JIETCKOI» TEMBI.

OpHako B caMOM Hadajie TBOPYECKOTO ITYTH
(mexay 1880 u 1883 romamun) Manep, emé He3Ha-
KOMBIH C TBOPYECTBOM PYCCKOTO MHCATEIS, CMOTPEI
Ha MHp HECKOJBKO HHAuYe: «CIIE3MHKAa pPeOEHKa»
enl€ He KOCHYJIAaCh €ro CO3HaHMs, HE cTajla MEpou
BeIICH, €CJIM OH MOI' BOCIIPUHUMAThH I11ad peOEHKa
Kak JIOCAaJHbIA BHEUIHUN pa3lipa)KxuTesb, MeIlao-
IIUH COCPENOTOUUTHCS Ha TBOpUecTBE: «S1 ObLI ObI
B CaAMOM TIPUSITHOM PACIIOJIOKECHUH JyXa, €CIIH Obl
ATOT 3JI0CYACTHEIN peOEHOK HE MeIIa MOeH caMoit
npusiTHOU padore» [11, c. 109.]. 3adukcupyem mo-
JIOKEHWE KOHIENTa KaK HEHTPaJIbHO-OTCYTCTBYIO-
miee, 3a mpeaeaaMi CO3HAHUS.



G/ﬁ\

My3bika B CUCTeMe KYAbTYypbhl

2016,4

Jaiee 3T0T KOHIIENT MOsBIsIETCA y Masepa kak
«gyKash», «KHIKHas» TeMa: «B atom romy [1891. —
H. K.] s MHOTO YnTaJI, MHOTHE KHUTH IPOU3BEININ HA
MEHS HEU3IVIaIMMOE BIIEYATIICHNE U Ja)KEe BBI3BAIN
[epesIoM B MOEM MHPOBO33PEHUH U KU3HEOIIyIIIe-
HUW...» [TaM ke, ¢. 147]. BoaMoxHO, mepesoM ObLT
CBSI3aH C OTKphITHEM JlOCTOEBCKOTO, MOTOMY HYTO
MMEHHO B 3TH «IIEPEIOMHBIE» T'ObI B TBOPUECTBE
Maiepa «aerckas» TeMa 3asBisieT o cebe B IecHe
«3eMHast )KU3HbY U3 IHKJIA «BoJieOHbIH por Malib-
guka» (1892—-1898).

Teneppb KOHLIETIT CTAHOBUTCS TEMOM TBOPYECTBA,
pu4éM B 3TOM MPOM3BENCHUH OH MPEOBIBAET Cpa-
3y B IByX IICUXOJOTHYECKHUX u3MepeHusix. C oqHon
CTOPOHBI, OH BXOJIUT B IPOCTPAHCTBO POJILKIIOPHOM
KapTHHBI MHpa, ¢ €€ MHOTOT'PaHHO BOCCO3JIaHHBIM
0o0pa3oM HApOJHOTO YHUBEPCYMa, TUIACTHYHOTO U
3pUMOTrO0, Oarojaps MepCoOHUPHUIIMPOBAHHOCTH BO
MHOXKECTBE JIMII, JUIMIEHHBIX WHAWBHUIYyaJbHOCTH.
C npyroii — odepurBaeT MPOCTPAHCTBO aBTOPCKOM
KapTHHBI MHUpPA, POXKAAIONIEHCS B TUIOCKOCTH WHAH-
BHyaJbHOTO TEPEKUBAHUSI U TIEPEOIICHKH LIEHHO-
cTelt BceoOmiero. Paznudme JI0KyCcoB CO3HAHUS TIO-
YEPKHYTO Pa3IUYHeM CPEACTB BBIPAZUTEIHHOCTH:
muaiord (OJIBKIOPHBIX MHEepCOHaXe (IOHOmM u
JEBYIIKH, peOEHKA U MaTepH, KyKyIIIKH U COJIOBbA)
TOTaJM3UPOBAHBI MHOTOOOPA3HO BapbUPYEMOHU ap-
XCTHIHYECKON dopMynoi ¢angapa — pacnes, a
nepexon u3 cdeprl JaHHOCTEH B cepy pediekcun
MIPOSIBIISIETCA CTYCTKaMH 3KCIIPECCHH, TIepeKIIiouas
13 MHpa TIOBECTBOBATEIHHON CO3epIATEIHHOCTH B
JIUPUKO-IPaMaTHIECKOE U3MEPEHNE.

Pa3BuTHE MOBECTBOBATENFHOTO CIOXKETa IeC-
HU HE3aMEeTHO NepecekaeT 3Ty rpanumy. Hewus-
MEHHOCTb MATEPUHCKOHN ¢hanghapst 0T KyIuieTa
K KyIUIETY HAaKalUINBAaeT HEraTUBHBIA CMBICT — C
Ka)KIbIM HOBBIM MOBTOPOM TIPOCHOBI O Xjebe Ha-
IeXJa He TOJNBKO HCTamBaeT, HO oOopaumBaeTcs
CBOEH MPOTHBOIIOIOKHOCTHIO. [I0CTOSTHCTBO TeMBbI
MaTepu IMOCTENEHHO TIEPEOLEHNBACTC NpPHU Ha-
pacTaroimeM OT4asHUU peOEHKa, B TEMe KOTOPOTO
WHTOHAILIUHN «KpecTan-pacnesa neGopMHUpPYIOTCS B
9KCIPECCHUBHBIN «OCKal» KpHKa (paciupssch A0
JEIMMBI): YCTOWYINBO-CBETIIBIEC KPACKU TEPSIFOT CBOE
o0asHUEe W yTENINTEIbHBIH CMBICI, 000padMBasICh
0€31yIIHBPIM MEXaHUCTHYHBIM MTOBTOPOM, @ MCXOI-
Hasi CMBICJIOBAs ONIO3UIINS «OTYASHIE — HAACKIA»
BOCIIPUHUMAETCS YK€ C OI[EHOYHO-Pa300IaunTeNb-
HOM MO3UINH KaK «PaBHOMYIIINE — €T0 KEPTBay.

Hapsny c anmneropryeckuM «IpecTaBIeHUEM O
KU3HH U CMEPTH», B TIECHE MIPUCYTCTBYET «TOJOCH,
KOMMEHTHUPYIOIIMHA JIHAJIOL, CKOHLICHTPUPOBAHHBII
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B TEME HHTEpPMEIWH, paslenstomei crpodsl. Ha-
HPsDKEHHO-IKCIIPECCUBHBIM [TOTEHIMAJI €€ TapMo-
HUYECKOTO COTPOBOXIEHHUS (YMEHBIIEHHBIE CEK-
CTaKKOpAbl Ha JOMHHAHTOBOM OPraHHOM ITyHKTE,
OITHOTEPIIOBBIC CMeTeHU es moll — h moll) oOHapy-
KHUBAIOT ONM30CTh AMCCOHAHTHO-XPOMATHYECKOMY
COCTaBY TeMbI peOEHKa, C TIOXOKUMH TOHATIBHO-XPO-
MaTHYECKUMU comocTaplieHusIME (es moll — E dur).
I'myGuHHas CBsI3p mMepcoHakel oOHaXKaeTcs, KOrnma
MOCTIETHIE CIIOBA KOMMEHTAaTropa CJIHMBAIOTCS C Te-
Mo peOEHKa, ¥ TPEeBOTa 3a €ro XKHU3Hb IpeBpaIacTcs
B TOJI0C OTYAsTHUA ¥ CO3HAHUS TParu3Ma, 00HapyKH-
Basi MPUCYTCTBHE aBTOPA, CIIOBHO B3BEUIMBAIOIIECTO
Ha Becax HPaBCTBEHHBIX [IEHHOCTEW BCEOOIITYIO Tap-
MOHHUIO M JIETCKYIO CIIE3HHKY.

Tak My3BIKaJIbHO-IKCIIPECCUBHOE TPOYTEHHE
MMO3TUYECKOTO HCTOYHHKA, TIOAKPEIUIEHHOE aB-
TOKOMMEHTapHeM («sI JTOCTaTOYHO XapakTepHO W
CTpAIITHO BBIPA3MWI 3TO» [TaMm ke, ¢. 513]), co3maér
[IEHHOCTHYIO OIIMO3UIMI0. PensTuBHOCTH M amOu-
BaJICHTHOCTH HApOJHOTO CO3HAHHS (BOCHPHUATHIO
COOBITHH B pyciie TIOCIIeN0BATEIbHO-IIUKINIECKOTO
TEYEHUS JKM3HHU, KOT/Ia UCTIEYb XJIeO paHbIlle KaTBBI
HEBO3MOXXHO, a 3HAYHT, M B CMEPTH PeOEHKA HEKO-
IO BUHUTH) MPOTUBOTIOCTABIISIIOTCS OLIEHOYHOCTD U
JNETePMUHU3M HHIUBUAYAIBHOTO TOHUMAHUSA «00b-
EKTHUBHBIX)» 3aKOHOB JKM3HH (TIEPEKUBAHUE CMEPTH
pebEHKa Kak MPOSBICHHE 3714, BBI3BIBAIOIIEE IPO-
tect). [Ipr aTOM 00€ KapTHHBI MUPA JIOKaJTH30BaHbI
BO BHYTpEeHHEM MUKpOKocMe Maiepa (KOTOpBIif, 1o
cinoBam b. Bansrepa, Hamén B cOOpHHUKE «BCE TO,
YTO KHJIO B €T0 AyIIe: MPUPOIY, KPOTOCTh, CTPACTh,
m000Bb, TPOIIAHKUE, HOYB, TyXOB, XKHUTHE CONaA-
Ta-HaéMHHKA, BECEJIbE€ MOJIOJIOCTH, JIETCKUE IIaJlo-
CTH, TPyOOBaThIi FOMOD...»?), TIO3BOJISAS HATIISIIIHO
YBUETD MPEBPALICHUE «TYKOTO» KOHIENTAa B JINY-
HYIO TeMy TBOPYECTBA.

«Jlerckas» TeMa B JalbHEMIIEM ITOIY4HT
KapHaBaJIbHO-OCTpaHEHHOE mpenomieHne B Yer-
BEpTOl CHM(MOHUU, B JyXe CBATOYHBIX PACCKA30B
@. locroeBckoro («Manpunk y Xpucra Ha EIKe»)
n I X. Anpepcena («/leBouka co CHHYKaMmn),
00pa3yommx «CKPBITBIA HHTEPTEKCT» (TEPMUH
M. Paxy) cumdonndeckoit xonnenuuu. llocnen-
HUU 00HAPYKUBAET ceOsI C TIEPBBIX 3BYKOB «POKIE-
CTBEHCKUMH OyOeHIIaMI» M BHICBEUNBAETCS CKBO3b
00pa3HbId MEp HapOAHOM MECHHU, KOTOpasi, KaK M3-
BECTHO, CTaJla ICTOYHUKOM KoHIenumy. Ecim cpas-
HUTH Pacckasbl ¢ CUMQOHHEH, Mbl HAlIEM MHOTO
o0miero — JeTcKoe paayKHO-TIPU3PAYHOE MHPO-
BOCIIPUSITUE U KECTOKOCTh MHUpoOycTpoicTBa. Ho y
Manepa TparequiHOCTb YXOAHMT Ha BTOPOW IIJIaH,
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JOMUHUPYET «MHUD, YBUICHHBIN I1a3aMH peOEHKa»
— KYKOJIbHO-TIPEKPACHBIH, CTPaHHOBATO-IIPUIYIIIH-
BbIif. Jlaxke mucrapMoHMYHOCTH | wacTm, oOHaxka-
fomasi TEMHYIO M3HAHKY JKU3HHU, KaXXeTCs CKopee
CTpalIHOM U YPOIJIMBOW, YEM CMEPTEIHHO OMAaCHOU
(He cinyuarino YerE€pras cuMQOHHS 3acayxuiia
OIICHKY caMoO# CBeT/IoN cuM@onuu Maiepa).

MoskeT ObITh, CUM(OHHUYECKAS KOHLICIIHSI, C
e€ pa3BEPHYTOCTHIO M 000OMEHHOCTHIO OOPA3HBIX
IUIAHOB, OKa3ajach He MOAXOIsIei (opMoi st
COLIMAJIBHOTO CIOXKETA, TEPSAIOILEIO OCTPOTY IIPH OT-
CYTCTBHH KOHKPETH3aIUK Teposi U cpeapl? Ctumza-
U1 KaK CPEJICTBO CO3AAHMUS WIUTIO30PHOM KapTHHBI
mupa B | gactu n xapHaBanpHas Cmepts Bo 1l gactu
MIPeAeTHbHO OObEKTUBUPYIOT O0Pa3HBIM MUDP CUMQO-
HUY, JuIIas €€ aBTopcKoro npucyrersus. Tonbko 111
YacTh MOJKJIIOYAeT K aBTOPCKOM MHTOHAIIUH, HO U
OHa BXOJUT B CBITOUHBIN «CIOKET» KaK «HApPaTHB»
0 BO3HECEHUH MyIu. Tpe3Bolii B3NS, OTICHKA THOe-
7m pebEHKA OT aBTOPA, KaK U CaMO COOBITHE-CMEPTh,
ocTalTcs «3a Kaapom». JI106o# u3 IByX «CBATOU-
HBIX» PAacCKa30B MPOH3UTENIbHEE 110 BO3AECUCTBHUIO,
BBI3BIBAEMOMY OTKJIMIKY M COYYBCTBHIO K Cyp0€ Ma-
JICHBKMX HE3aIUIIEHHBIX CO3aHUM, YeM CUM(OHH-
YECKOE MPEJIOMIIEHUE TOT'O JKE€ CHOKETA.

Kapruna mensiercs B «IlecHsax 06 ymeprux je-
TAX», OJHOM U3 CAMBIX TPAarmdeCKUX MPOU3BEACHUN
Manepa, HanucaHue KOTOPOTO B CaAMYK0 CYACTIIU-
BYIO TIOpY *u3HU Kommo3zuTopa (1901-1904) tpyn-
HO 00BsicHuTh. [louemy Manep «yxBarwics» 3a
3TH CTHXH, KOTOpbIe, Kak Ka3zajochk Anbpme Marep,
CYACTJIMBOU XKEHE U MaTepH JIBYX JIETe|, IpeiBelia-
i HecuyacTbe? Han 3TiM BOIIPOCOM 3a1yMBIBAIHCH
MHorue uccnegonarenu. Hanpumep, JI. B. Muxe-
€Ba IMPEIOJIOKHIIA, YTO KOMIIO3UTOP 00paThics K
3TUM cThxaMm Toj BiausHueM J[loctoesckoro [12].
Ho Opmnt 1 apyrue npuuuHsl: B dpeBpane 1895 roma
3acTpenuics mobumMerit OTTo — Miaamwii 6par Ma-
Jepa, TAJAHTIUBBIA MY3BIKaHT, B KOM KOMIIO3HTOP
BHJIE] COOCTBEHHOE TIpopobkenne. Ero camoyomii-
CTBO CTaJIO /1A Masnepa HeO)KUJAHHBIM U TSDKEITBIM
yaapoM, ¥ O IIyOMHE MEepeXUBAHHUS ATOH yTpaThl
MOYXHO CynuTh 10 «IlecHsAM 00 yMepmux AeTax».

OTO TepeXWBaHWE COBMANAET U C «IETCKOI»
TEMOH, U C TeM €€ paKypcoM, KOTOPBII OTKPBIBACT-
¢4 B 1s1TH ctuxoTBopeHusix d. Prokkepra, — mauem
10 6€3BO3BPATHO YIICAIINM JIFOOMMBIM MaJICHBKUM
cymectBaM. Tparudeckoe camoyomiicto OTTO, TIe-
pecekasich ¢ TeMoit JlocToeBckoro, nenaet e€ rryoo-
KO JIMYHOM, TTOBBIIIAs aBTOPCKYIO MPUCTPACTHOCTH,
YCHIINBAs B KOHTEKCTE Xy0KECTBEHHOTO BOILIOIIIE-
HUS TeMBI pe(pIeKCHUBHBIN MEXaHN3M CO3HAHUS, YTO

61

B MIPOM3BECHUH NPUBIIEKAET BHUMAHNE MTOBBIIICH-
HOW TICMXOJIOTH3alUENd CONIepHKaHUs, TUYHOCTHOM,
[IPOYYBCTBOBAHHO-UCIIOBENAJIBLHOM  MHTOHALUEH.
Takue nepexuBaHUsS HEW3TIAAMMBI, JaKe 3aTauB-
IIMCh B TIyOWHAX CO3HAHHS, OHH 10 IPOIIECTBUU
BPEMEHH MOTYT OBITh «pa30yKeHBD» HMITYJIbCOM
W3BHE, KOTOPBIM M cTanu cTuxu Prokkepra. Bo
BCSIKOM CiIy4ae, JIMYHOUW Tparemuu (cMepTh OTTO),
MpeauIeCTBOBaBIIEN co31anuio0 U YeTBEPTON cUM-
¢onnn, u «llecen 00 yMmepmmx AeTsIX», OONbIIe
PE3OHHPYIOT JUPUIECKUE CTHUXH, YEM CBSITOYHBIN
paccka3. MIMeHHO B 3TOM CiIy4ae MOXXHO TOBOPHUTH
0 HETOCPEICTBEHHOM COBMAJCHHUH Momuea (Tpa-
Tequsi), BRI3BBAHHOTO UM NEPeXtCUBAHUS T UMNYIbCA
M3BHE (CTHXH), YTO JEIIaeT «CBOUMY» «TyXKOW» Ma-
tepuan (PIOKKepT), BKIIOYEHHBII B MPOCTPAHCTBO
MHIUBUIYaIbHOW PEQPICKCHH.

Cruxu Prokkepra Hecnu B cebe UACIO 8HYmM-
penneli ¢opmbl, CMBICIOBOW CTPYKTYPHI TIPOMU3-
BeAcHH. OTy hopMy 3am1aéT 0ObEAMHSIOIIAS I10-
ITHYECKH TEeKCT MeTadopa HaBCErJa YTacllIero
CBETHJIPHUKA, C KOTOPBIM aCCOLUUPYIOTCS 00pasbl
Jereil. Hexorna oHu camMu M3iIy4ajiu CBET, TEIEPb
IoM (CHMBOJ IyIIM) MOTPY3WJICS BO Mpak, 00-
pamistrontuiit kT (Ne 1 «B mydax BecEnmbIx TaeT
mriay — Ne 5 «Modroch st BCIO HOYb JIO pacCBETay).
Meradopa BeIcTpanBaeTcs Kak HapacTaloUIUN psij
00pa3oB Mpaka: «HEBEIHOCHUMO TEMHBIN ITAMCHBY
— KOMHATa-TIOpbMa (CHHOHMM TEMHHIIBI) — Hera-
TUBHBIA 00pa3 COJHIA KaK MOIVIOIIAIONIEr0 CBETa
(Ne 4: «B conmHeuHbIx Jiydax / YKe He BUIHO UX!»).
B mocnenneM CTHXOTBOPEHUH KpEIICHIUPYIOMINN
CUHOHMMHUYECKUH psii uMEH (Tpo3a, Oyps, BUXPD,
yparaH) KOHKpETH3HpyeT 00pa3 poka, 3abpasIiero
JETel, MOTACHBIIETO0 MCTOYHHK PaJOCTH M CBETa
(Ne 2: «Ho HeT Ha 9TO 1M03BOJICHbS poka, / Y Mex 1y
HaMHU JISKET OECKOHEUHOCTHY).

My3bIKaJTbHOE BOIUIOIIEHHE TOITHYECKON MeTa-
(hopHI yKIIaABIBAETCs B IIyOEPTOBCKYIO MayKOPO-MH-
HOPHYIO «CBETOTEHb» — BapHWaHT WHBapUAHTHOU
CMBICIIOBOM CTPYKTYpBI, CJIOXUBIIEHCS B IPOU3BE-
neHusax Maiepa Ha «JI€TCKYIO» TEMY, IPEICTaBIIAI0-
e co0o# CIIOKHOE CMBICIIOBOE 0Opa3oBaHue, CO-
BMeITAroINIee WITI030PHOE U peaibHoe. JTa dopma
CMBICIIa MOJU(HUIIUPYETCS] OT MPOU3BENEHHS K MPO-
W3BEACHUIO, B COOTBETCTBUY C PA3TMYHBIMHU THIIAMHU
COZIepKaHMA, COXpaHsAs OOBEKTHMBHOCTH B IIECHE U
cM(OHUH — TIPEACTABIISISL TO AUIETOPUUYCCKUN JIU-
aXpOHHYECKUi1 nuaior («3eMHast )KU3Hb» ), TO KapHa-
BaJbHYIO CHHXPOHWYECKYIO JBYIUIAHOBOCTH «MHpa
Ham3HaHKy» (YerBépras cumbonus). B «llecHsax
00 yMepIIuX JeTsax» 3Ta GopMa «C TBOWHBIM JHOM
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MIEpPEMEIIAeTCs B MPOCTPAHCTBO IICHXOIOTHYECKON
CYOBEKTHBHOCTH, TH€ T€ € IOITUYECKHE MOTHU-
BBl (WIDIIO30PHOE — PEANbHOE) OOpETAIOT 3HAUYCHUE
BHYTPEHHUX COCTOSIHUN — camMooOMaHa, 0OBOJIaKH-
BAaIOIIETO CO3HAHME KaK HEXXENaHHE CMHUPHUTHCS C
yrparoii (cepa Maxkopa), U JaBsiiei TparuvecKkoi
0e3bICcX0MHOCTH (Chepa MUHOPA).

CuMBONHMYCH BBIOOP TOHAIBHOCTEH, CEMaHTU-
YECKH CBS3aHHBIX ¢ 00pazamMu cMepTH (CyabObl):
moraptoBckuit d moll — D dur (Ne 1, 5), 6eTxoBeH-
ckuii ¢ moll — C dur (Ne 2, 3), 6axoBckuii es moll
— Es dur (Ne 4). Tlo cpaBuenuto ¢ necueir u CuMm-
(hoHMEN, TPOUCXOTUT MEPEMEHA aKI[EHTOB: TeNeph
TpParn4ecKoe BBIABUTAETCS HA MEPBbIM IUIaH, a WII-
JIF030PHOCTH, (PUKCHPYIONIAs «IIPOBAJIBI» CO3HAHUS
B BOCITOMUHAHUS, MOMEHTHI BBITIaJICHUSI U3 OeCIIpo-
CBETHO-TSDKENION peallbHOCTH, TEpsieT CBOIO oOMa-
HBIBAIOIIYIO PagyXHOCTh. MaKOpHBIE OCTpPOBKHU
3bI0KH M HEYCTONYMBBI, MUHOD, HA00OPOT, cTabu-
JieH U ycToiunB. CMEpTh MocenseTcs B JoMe-1Iy-
e, ¥ paiCKue «KOJOKOJBYMKID €]1Ba JOCTHTaIOT
3TOTO M3HYTPH HAIyXO 3aKOJIOYEHHOTO >KMJIHINA
(ammro3uss Ha «POXKAECTBEHCKHE KOJOKOIBUUKI
UYerEpToit cuMQOHNH B TIEPBOH MECHE: «XPYCTaIIb-
HOE» pe’ B 3aKIIOYMTEIILHOM Ka/IaHCe HadalbHOM 1
nocnennen crpod). Tompko B koge mecHu Ne 5 ma-
JKOp, HAaKOHEII, 00peTaeT yCTOWIHMBOCTh, HO OT 3TOH
KOJIBIOEIILHOM BEET HE3AEIIHEH TUILTNHON U IIOKOEM
(o Ty cropoHy OypH U KU3HH).

[TompoOyem oTpeduekcupoBars COAepKaHNe
LMKJIa Yepe3 MapaMeTpsl, ONpeAesIonre, corac-
Ho B. Il. 3uH4eHKO, BHYTPEHHIOW (OpMY CMBICIIA
— o0pas3, IefiCTBHE U CIIOBO, KOTOPBIE «CIEAYET pac-
CMaTpuBaTh KaK pa3Hble MPOEKIHNH, BOSHUKAIOIINE
Ha MyTH MPOHUKHOBEHUS B 3HAYCHUE U B CMBICIY,
«KaK 3Tarbl KOHCTPYHPOBAHUS CMbICTa OBITHSI» [7,
c. 104]. B To e Bpemsl maHHAs TpHaaa MPEaCcTaB-
JIeT c000# reTepOreHHOE CAMHCTBO, U KaKOU Obl
MIPOEKIIMKA MBI HE KOCHYNIHCh, BCE OHH SIBIISIOTCS
BOIUIOIIEHHUEM €JUHOTO CMBICNA, COIPUCYTCTBYS
JpyT B JpyTe.

Wrak, Maxopo-MUHOpHBIE KOJIE€OaHUs, B COBO-
KyIIHOCTU C HENPEPBIBHOW MEJIOAUYECKON BS3bIO,
MIepEeAIOIEHCS OT roJIoca K OPKECTPY, BATHEPOBCKH-
MU JONTHUMH 3a/IePKAHUIMH U aKKOPIaMH TOMJICHUS

(Ne 2), 6axoBckuM putMmoM Imara (Ne 3) oOpasyror
«OECKOHEUHYIO MEJIOJINIO» CTpaJaHusi. ITO CO3AaET
«4yBCTBEHHYIO TKaHb oOpaza» (B. Il. 3unHuenxo),
[IOJTyYMBUIYIO BOIUIOLICHHE B CaMOW MY3bIKAJIBHOMN
marepun. I[locTcoObITHItHOCTS HMKIa (TOCie Co-
OBITUS-CMEPTH), HEM3MEHHOCTD TICHXOJIOTHYECKOTO
COCTOSTHHSI Ha BCEM €ro MPOTSDKEHWH, IpeObIBaHNE
CO3HAHUS JIMPHUYECKOTO Ireposi B COCTOSTHUU pedlieK-
CHM, HAIllPaBIEHHONW Ha OCMBICIICHHE MPOU3OIIE-
LIETO, JIMIIAIT NPOU3BEACHUE IeicTBeHHOCTH. Ho
9Ta Oe3/1eHICTBEHHOCTh TPOJYKTUBHA, O3HAYArOIIast
HEBO3MO)KHOCTh TPOHHKHOBEHHS B TallHy CMEpTH.
B stOoM cocTonuT «durypa akTyaJbHOTO JEWCTBHSDY
[Tam ke, ¢. 89], mapagokcaabHO OTPHIIAIOIIAS JCH-
CTBHE KaK BBIpOKCHHE OECCHIIMS YEIIOBEKa Iepen
cynp0oi. Jlummas demoBedeckoe YCHIMe pa3peraro-
IIIET0 MOMEHTA, OHa OCTABIISICT TePOs (1 CITyIIIaTeIs )
B OE3BO3/IYIIHOM TPOCTPAHCTBE OECKOHEYHOTO Tpa-
rugeckoro TomieHus. CII0BO, OXBaTHIBAIOIIEE COBO-
KyITHOCTb BCEX CMBICIIOB MPOU3BENCHUS, — U «IyB-
CTBEHHYIO TKaHb 00paza», U «(Urypy akTyabHOIO
JEWCTBUSDY, — €CTh CJIOBO «CMEPTHY.

B «Ilecusax o0 ymepmmx netsix» Manep oOpén
TO COBEPIICHCTBO BHYTPEHHEW (OPMBI CMBICTA, O
géM caM OH ckazanl: «UToOBl CymuTh O TpOM3Be-
J€HUH, HY)KHO OXBaTUTh €ro IEITUKOM ... UTOOBI
CYIUTh O BEIH, MaJI0 CMOTPETh TOJIBKO Ha e€ co-
JiepKaHKe, BONPOC PEmIaeT BeCh 00IHK, B KOTOPOM
OHO BOIUIOIICHO U B KOTOPOM CIIMBAIOTCS BOEIHHO
Matepus U opma. ITOT OONHK U OTpenAessieT eH-
HOCTh MPOW3BEICHHUS W €r0 >KU3HECIIOCOOHOCTH)»
[11,c.517].

IIpoananusupoBaB Tpu counHeHus Manepa Ha
OJTHY TEMY, MO’KHO YBUIETh 3aBUCUMOCTD yBeIIHU4e-
HUS BIEYATIISIOMIEH CHITBI IPOM3BEACHUS OT YCHIIe-
HUS JINYHOCTHBIX CMBICIIOB B npocTpaHcTee ADD,
9TO 00YyCIIOBJICHO BXOXIEHHUEM B KPYT TEMBI TBOP-
YecTBa JIMYHOTO XMU3HEHHOTO MOTHBa M oOperte-
HUEM BHYTpeHHEW (opMbl, Haubonee OpraHnIHON
JTAHHOMY COJIEpKaHUI0 (00 STOM €IMHCTBE TOBOPUT
U caM KOMIIO3MTOp). A oOpaiieHue K (SeHOMEHY
aBTOPCKOTO  (yHAAMEHTAIBHOTO JK3UCTEHIIMAJA
(ADD) NO3BOAMIO YBHIETh «IPOIECC, KOTOPBIi
€CTh CO3HaHuEe» [6], OTpakEHHBIN B 3epKajie CMBIC-
71000pa30BaTENbHBIX MPOIECCOB ITPOU3BEACHIS.

< MPUMEYAHUA (<

'Cwm.: Crenanos 1O. C. KoHcTaHTBI: ClIOBaph pyCcCKoit
KyAbTypBL 3-¢ u3a. M.: Akagemuueckuii npoekt, 2004.
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2 DCTETHUYECKUH CJI0Baph, MOAYEPKHBAs HCKIIO-
YUTEIBLHOCTD IIeJeBpa («TaKue MPOU3BEACHUS BCETaa
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OBUTH 1 OYIYT PEIKHN»; «IIe/IeBP XapaKTepU3yeTcs yHHU-
KaJIbHOCTHIO, BO3BBIIIEHUEM HaJ MHOTHUMH JpPYTHMH,
Ja)ke TAJTaHTIMBBIMU IPOM3BEIACHHUSIMH HCKYCCTBa»),
BBIJIBUTACT TaKue BeCbMa 0OTEKaeMble KPUTEPUH €To
onpeaeeHus], KaKk eAUHCTBO «XyJOXECTBEHHOCTH CO-
JIepKaHMUsl U COAEPIKATEIBHOCTH (OPMBD», «aJeKBaT-
HOCTb 3CTETHYECKUX UJEH, INIyOUHBI 3aMbICiIa XyI0XK-
HHKA €ro BOIJIOLIEHUIO B MPOU3BEJECHUU UCKYCCTBaY,
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K npo6Aeme poXkaeHUs LLeAeBpa B KOHTEKCTe
MHAMBUAYAAbBHOTO CTHUASl. Manep u AocToeBCKHUi

Pabora HampaBiieHa Ha WCCICIOBAaHHE CMBICIIOO00PA30BaTEIBHBIX MPOIECCOB B My3bIke. OCHOBY METOJOJIOTHH
COCTABIIICT aHAJHU3 CJIOBAa M CMBICIIA B YCIOBUSX aBTOPCKHUX CTHJICH, NETEPMHUHUPYEMBIX PEPICKCUBHBIM THIIOM
CO3HAHMS U COOTBETCTBYIOIIUM €My THUIIOM WHJIWBHIYaJbHO-TBOPYECKOrO MBINUICHUS. B maHHO# cTaTthe caena-
Ha TIOMBITKA CIPOCIUPOBATh MEXaHU3MBI CMBICIIOO0pa30BaHus, EHCTBYIONINE B COSHAHUH YEJIOBEKAa KaK ammapar
MMOHMMAaHHWSA, PEBPANIAIOIINNA Oe3THYHbIC 3HAYCHHSI (KOHIICTITHI) B TUYHOCTHBIA CMBICI, HA TBOPYCCKUN MPOIECC
komito3uTopa. C 3TOM IENbI0 aKTYaIN3HPOBAHO TIOHATHE «TEMBI TBOPUYECTBA», TPAHCIIOHUPYIOLICH BHYTPEHHUE CO-
JepKaHUs pePISKCUBHOTO CIIOSI CO3HAHUS WIIM aBTOPCKOTO «(PYHAaMEHTAIBHOTO SK3ucTeHnuanay (M. Xataerrep)
B XY/IO’KECTBEHHYIO (hOpMy TPOU3BEICHHs. BrIIBUTaeTCS THITOTE3a, COTIACHO KOTOPOH B MPOCTPAHCTBE aBTOPCKO-
ro ¢yHmaMeHTadpbHOrO 3K3UCTeHNHana (ADD) pOKIAIOTCS MOIIMHHBIC MICACBPHl. AHANU3 psga MPOU3BEICHUI
I Manepa, o0bequHEHHBIX KOHIIENTOM @. JlocTOeBCKOTO («ClIe3MHKA peOEHKAY ), TTO3BOJSET MPOCICIUTH MYTh €ro
MPEBPALICHUH B JIMYHYIO TEMY TBOPYECTBA KaK MOCTEIICHHBIN MEPEXO/ U3 OIHOTO JIOKyCa CO3HAHUS (3HAYCHHS) B
JIpyTo#l (TMYHOCTHEIN cMEICI). [IpecTaBiIeHBI B COMYTCTBYIONIUE CO3MaHMIO MICIEBPa YCIOBUS, OMHAM U3 KOTOPBIX
SIBIIIETCS COBIAICHUE (POPMBI CMBICIIA M JKU3HEHHBIX MOTUBOB ((hakTOB OHorpaduu Xya0KHHUKA), KOTOPHIC SIBIISTFOT-
Csl OCHOBOHM (pOPMHPOBAHHMS TUYHOTO (PYHAAMEHTAIBFHOTO SK3UCTCHIUAA.

Kitrouesrie ciioBa: meeBp, GyHIaMEeHTaIbHBIN SK3UCTCHIIAAN, 3HAYCHUE, CMBICII, CMBICTIO00Pa30BaTeIbHEIN IIPO-
uecc, I. Manep, @. M. JloctoeBcKui.
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Concerning the Issue of the Birth of a Masterpiece in the Context
of an Individual Style. Mahler and Dostoyevsky

This work is aimed at researching the processes of formation of meaning in music. The basis of the methodology
is comprised of an analysis of the text and the meaning in the condition of the authors’ styles determined by
the reflexive type of consciousness and the type of individual creative thought corresponding to it. In the present
article the mechanisms of generation of meaning are presented as being active in human consciousness through an
apparatus of understanding, which transforms faceless meanings (concepts) into a personalized meaning. They are
projected within the composer’s creative process. With this aim in mind the author presents the concept of the “theme
of creativity” transposing the inner content of the reflexive layer of consciousness or the author’s “fundamental
existentiality” (according to Martin Heidegger) into the artistic form of the musical composition. The hypothesis is
brought out according to which genuine masterpieces are generated within the domain of the author’s fundamental
existentiality. An analysis of a set of musical compositions by Gustav Mahler, unified by Feodor Dostoyevsky’s
concept (“the tear of the child”), makes it possible to trace out the path of his transformations into a personal theme
of creativity as a gradual transfer from one locus of consciousness (meaning) to another (personalized meaning). The
conditions accompanying the creation of a masterpiece are presented, one of which is expressed in the coincidence
of the form of meaning with life motives (facts from the artist’s biography), which manifest the basis of formation
of the personal fundamental existentiality.

Keywords: masterpiece, fundamental existential, significance, meaning, meaning-bearing process, Gustav Mahler,
Feodor Dostoyevsky.
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Ob OCHOBAHUAX ONTUMMN3MA B MY3bIKE C. C. TIPOKO®bEBA

epreit [IpokodpeB — ONWH W3 BBIIAIOIIHXCS

KOMIIO3UTOPOB HE TOJBKO OTEYECTBEHHOI,

HO M BCEH MHMPOBOH MY3BIKAJIbHOW Kyib-
Typel XX Beka. Kak yTBEp»KAArOT HCCIENOBaTENH,
3TO OAMH W3 T€X T€HUEB, Ha KOTOPBIX paboTaeT Bpe-
Mia. B rom 125-metust TBOpIa, Koraa MCTOpUYECKAs
JUCTaHIMA, OTAETIOAs HAaC OT BPEMEHH JKHU3HU
C. IIpokodsesa, TO3BOISIET AaTh 00Jice OOBEKTHBHYIO
OLIEHKY, MPE/ICTABISIETCA aKTyalbHBIM BHOBBH OOpa-
TUTHCS K TBOPUECTBY KOMIIO3UTOPA, IEPEOCMBICTHTH
ero ocHoBaHus. IloHMMaHue BHYTPEHHUX WHTEHIMN
U MeTaU3NUeCKol HANpPaBICHHOCTH COYMHECHUM
BEJIMKOTO XyIOXKHHKa TpeOyeT NIyOOKOTo, BCECTO-
POHHETO UCCIIEOBAHUS BCEX COCTABIIIOIIUX TBOP-
YyecTBa. JTO MpPEAIoaracT BHUMaHUE HE TOJBKO K
MOBEPXHOCTHOH, BHEIITHE-COOBITHHOM CTOPOHE €ro
JKU3HH, HO B TIEPBYIO O4Yepes K BHYTPEHHEMY MUDPY
[Ipokodnera, ero moraéHHbIM 1miactam. [Ipeamerom
BHUMAaHUS JaHHOW CTaThH SBISETCS O CUX IMOp Ma-
JIOW3YyYCHHBIH aCMeKT — MHUPOOLIYIIEHHE KOMITO3H-
TOpa, PacCMaTprUBaEMOE 3[ECh B Ka4€CTBE OCHOBBI
€r0 TBOPYECKOH JIEATEIHOCTH.

OO0uIenpru3HAHHO, YTO CYMIECTBEHHON 0COOCH-
HOCTBIO MY3bIKH [IpokodbeBa sBiseTcs Henccaka-
FOIIMNA ONTUMU3M. TBOPUECTBO KOMIIO3UTOPA HECET
B ce0e MpaKTUIECKH HE UMEIOIIII aHaJIOTOB B HCTO-
pun uckycctBa XX BeKa 3aps] IIO3UTUBHOM 3HEP-
THH U CBETa, BEPHI B YEJIOBEKA, B KOHEUHYIO 1mo0emy
no0pa 1 rapMoHUU. B To Bpems, Kak OOIBIIMHCTBO
XyJOKHUKOB €r0 BPEMEHH OTPayKaIH BETMKUN MpaK
COLIMAIBHON PEAIBHOCTH U CAMU IIOTPYXKAIUCh BO
MpakK U TeMHOTY, [IpokodbeB ycTpeMiéH «3a mpe-
JIeIIbl COIIMANIbHOTO — B MeTaU3N4eCKyr0 00IacTh
CMBICJIOB OBITHS, IJI€ B COOTBETCTBHH C €T0 MHPO-
omymieaneM mapsat Jlro6oss u Kpacora. MmenHo
[TyOMHHAs WHTYUTHUBHAS YBEPEHHOCTh B KOHEYHOM
TOPKECTBE KpacoThl M J00pa, Oecco3HarenbHast
MIPUBEPKEHHOCTh 3TUM HavajlaM CIYKHUT OCHOBa-
HUEM KakK ero >H3HEOPHEHTALMH, MHOTOKPAaTHO
JEKJIapUPyEeMON KOMIIO3UTOPOM B €0 BBbICKa3bIBa-
HHUSX U 3aIIUCAX, TaK ¥ €T0 My3bIkm» [12, ¢. 9].

KakoBbI jxe ocHOBaHHS 3TOro ontumusma? UYro
MTO3BOJIMJIO  KOMITO3UTOPY COXPaHHUTh BHYTPEHHHI
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CTep)KEHb M IYXOBHOE 37I0POBhE B OECKOHEYHOI
Yyepesie COLMAIBHBIX MOTPACEHHH M KaracTpod, B
YCIIOBHAX Xaoca M pacmaja, B armocdepe, MpoHU-
3aHHOHM OIMyIIEHHUEM Tparm3mMa U OOpPEUEHHOCTH?
B pazHsie amoxu mo-pasHoMy TPaKTOBAJIHM ONTHMHU3M
[poxodrera. CoBeTckre My3BIKOBEIBI HHTEPIPETH-
POBAIM KU3HEYTBEPKAAOIINN CTPOM €r0 My3bIKH C
MO3UIINI COIIATIBHO-TTOTUTUYECKOTO TIOAX0a — KaK
OTPaKCHHE ONTHUMH3MA COIHAINCTUYECKOTO 0OIIe-
ctBa. OTHAKO TaKOH MOJIXOA MPEACTaBIAETCS HeyOe-
JTUTENBHBIM M, B U3BECTHON Mepe, OMHOCTOPOHHUM
— c(OPMHUPOBAHHBIM IO/ BO3/IEHCTBUEM HIEOJIOTH-
YECKHUX YCTaHOBOK TOH STIOXH.

B My3bIKOBEIEHUH JOBOJIBHO YacTO CBSI3BIBAIOT
COJTHEYHBI ONTHMH3M KOMITO3UTOpa TakXe C pa-
JOCTHBIM TIPUSITHEM 3€MHOTO OBITHS, KOTOpPOE, IO
MHEHUIO HCCclienoBaresnieii, 00ycIoBIeHO 0COOCHHO-
CTSIMHU 3I0POBOM, LIETbHOM JIMYHOCTH KOMIIO3UTOPA,
c(OpPMUPOBAHHON B OJATONPHITHBIX COIMATBHBIX
ycnoBusix. [Ipu 3ToM cuuTaercs, 9To €ro ONTUMHU3M
OBbLT BITUTaH HEOCO3HAHHO, HE OB IMOJBEPTHYT Ce-
pBE3HOMY OCMBICIeHUI0. [I03TOMYy 3HauUeHuE «CBET-
JIOTO HaJaja» B MHUPOOLIYIIEHHH M TBOPYECTBE
[IpokodbeBa HEKOTOPHIE aBTOPUTETHBIC MY3bIKOBE-
JIbl HEIOOLIEHUBAIIN, HHTEPIIPETUPYS] MY3bIKY KOM-
MO3UTOPa KaK MOBEPXHOCTHOE, JIMIIEHHOE BCSIKOU
IyOUHBI M Tparu3Ma MCKyccTBO. B ux mpescrasie-
HUSX OHO HE OTBEYAJIO TVIABHOMY TPEOOBAHHUIO SII0-
XH — OTpa)kaTh OOIIYI0 TPEBOTY W HANpPsHKEHHOCTH
nepBoil monoBuHB XX Beka. OTcroma JOBOJIBHO
pactpocTpaH€HHBIM SBIAETCS MHEHHE O TOM, HYTO
C. IIpokodbeB «uyxa MeTadu3nKe UCKYCCTBA, MHU-
CTHIKE, JPOTHUKE BOBCE HE BBHIY INPEOAOJCHHS HX
HapaBHE C aKMEUCTaMH WIH XyAoKHUKamu “‘ByOHo-
BOTO BajieTa”, a MPOCTO, TaK CKa3aTh IT0 HEBEICHHUIO,
[0 COBEPIIEHHOW HECOBMECTHMMOCTH ITHX KaTero-
pUi cO 370pOBOM, 1IEILHOM JUYHOCThIO KOMIIO3H-
Topa» [4, c. 182]. Bpaa 11 MOXXHO TIOTHOCTBIO CO-
IJIaCUTHCS C JAHHOW TOYKOH 3peHust. MHOTHE (haKThI
ouorpaduu [IpokodbeBa roBOPAT O TOM, YTO KOMIIO-
3UTOp OBUT TOBOJIEHO MPOHHUIIATENBHBIM U UME sIC-
HO€ TIPEJICTABJICHHUE O MOJINTHYECKON U COIUAIBHO-
SKOHOMMYECKOH CHUTyalluu B CTpaHe U mupe. B ero
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MHUPOOIIYIIEHUH HE OBIJIO yTOMMYECKOTO HIealln3-
Ma, OTPBIBA OT JACHCTBUTEIHHOCTH, YXOJa, 3aMbIKa-
HUSl UCKIIOYUTEIFHO B TYXOBHBIX HLTIO3MSIX. OH
TPEe3BO CMOTpeN Ha kn3Hb. OTCIONA — €ro UPOHHA,
capka3M. M BMecTe ¢ TeM OKpyXxaromasi JIeiCTBH-
TENbHOCTh HE TOAABIsUIAa CHIJIBI JyXa KOMITO3H-
TOpa, HE TOpOXKaana OOpPEYEHHOCTH W ITyCTOTHI.
Hauboinee penbedHo u 11yO0Ko 3Ta 0COOCHHOCTH
€ro MHUPOOIIYIICHUS MPOAHAIN3UPOBAaHA B OYEpKE
A. IlIautke «CioBo o IIpoxodresey: «Hemomyre-
HUE CIOPPEATMCTHYECKUX YXKACOB JEHCTBUTEIHHO-
CTH, HEeCrnbaeMocCTh, BHyTpeHHee Taly Ha CIE3DI,
npeHeOpekeHne K OCKOPOUTEITBHBIM BhITTaaM — BCE
3TO Kazajock cnacenuem» [16, c. 209]. On moguép-
KABaeT 3HA4YeHHWE OCO3HAaHHOTrOo omntummsma IIpo-
ko(ppeBa. KoMImo3urop «3aluiaer», co3HaTeIbHO
OTPaXX/TaeT CBOE HMHTYUTHBHOE ONTHMHCTHYECKOE
MHUPOOIIYIIEHNE: «ITOT YEJIOBEK, KOHEUHO K€, 3HAJ
y)KacHyIO mpaBry O cBoéM BpeMeHH. OH JUIIb HE
MIO3BOJIST €1 TIOAAaBUTH ce0s» [Tam ke, c. 211].
O4eBUAHO, B JaHHOM CIly4yae cieayeT Mpero-
JIOKATh HaJMYUE KaKUX-TO MHBIX MCTOYHHWKOB OII-
tumusMa [Ipokodeesa. Ux, mymaercs, criemyer wc-
Karh B DIYOMHHBIX CTPYKTYpax BHYTPEHHETO MHpa
3TO yAMBUTENBHON JMuHOCTH. ClemyeT oOpaTHTh
BHHMAaHHE Ha TO, 4TO [IpokodreB chopMUpoBalics B
YCIIOBUSIX YOQJIEHHOW OT LIEHTPOB IPOBUHIIMH, O]
BO3JIEIICTBHEM NPUPOIBI M TPAAUIIMOHHBIX (GOPM Ha-
[IUOHAIFHON KYJIBTYPBI, KOTOpBIE OyIy4H yCBOEHBI
emeé B JIeTCTBE, HECOMHEHHO, OKa3ajH BIUSHHUE Ha
ero Mupooymenie. B onuzoctu x mpupone u pyc-
CKOM HapoOTHON KYJIBType MOXHO YCMOTPETHb OJHY
W3 OCHOBHBIX MPEANOCHUIOK LEIFHOCTH U YpaBHO-
BemeHHOCTH JTMIHOCTH [ IpokodbeBa, ero yBepeHHo-
CTH B BOIIPOCAX, KaCaIOIIMXCS OCHOBOTIOIATAIOIINX
JKU3HEHHBIX TPUHIMIIOB. JTa YBEPEHHOCTh W IIO-
CTOSIHCTBO O€CCO3HATEIHHO NMPOUCTEKAIOT W3 OIIy-
IIEHUS] TIPOYHBIX OBITHHHBIX OCHOB — OPraHHMYHOMN
LEJIOCTHOCTH, EAMHCTBA C POJHON 3eMJIEH U €€ KyJlb-
Typoit. Takum 06pa3oM, YBEpEeHHOCTh B MPOYHOCTH
1 0e3yCIIOBHON MCTUHHOCTH YCBOGHHOTO B JIETCTBE
MHPOBO33PEHHS — OJlHA M3 BAXHBIX MPEAITOCHUIOK
ONITUMHCTHYECKOTO MUpootymeHus [Ipoxodnera.
CymiecTBeHHYI0 poiib B (POPMHPOBAHUH  OII-
TUMH3Ma KOMIIO3UTOpA ChIrpaja €ro TBOpYECKas
CaMOYBEpEHHOCTh, KOTOpas MHUTajach W Topsaei
MOJIIEP’KKOM €ro TallaHTa CO CTOPOHBI POJIUTENEH
U OJM3KHX, U ONpeAeiéHHON ayTeHTHYHOCTBIO €ro
TBOPUYECKOTO Pa3BUTHsI, 0OYCIOBIEHHOI BCE TOIl ke
M30JIMPOBAHHOCTHIO, OTCYTCTBHEM COIIEPHUYECTBA
M CBSI3aHHOW C HUM KPUTHKH. 3aMETHUM, YTO yKa-
3aHHas CaMOYBEPEHHOCTH JOJDKHA OBITh MOHATA HE
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B IJaHE 3TOMCTHYECKON caMOBIIIOOIEHHOCTH, a Kak
MIPOSIBIICHHE CAMOCTOSIHHS KOMIIO3UTOPA, TBEPIOCTH
€ro cOOCTBEHHBIX MMO3MUINH, B CBOIO O4eperp, (hyH-
JTMPOBAaHHBIX OCHOBAHUSMH TPAAWLIMOHHON KYIBTY-
prl. Haxonern, Henmb3s cOpachIBaTh CO CYETOB M WH-
JMBHTyalIbHbIe 0COOCHHOCTH ncuxuku. A. IIautke
3ameuaet: «HaBepHoe, mpupoza mogapuia eMy HHbIE
OCHOBBI 1 HHBIE TOYKH OTCYETA, UEM TIO/IABIIAIONIEMY
OONBIMUHCTBY JtoAcH. TEMHBIC OE3MHBI PEATTEHOTO
HUKOI/IAa HE JIMIIAINCH B €T0 MPEJCTAaBICHUH BCEIIO-
KOPSIFOILIETO COJTHIIA» [Tam ke, c. 210].

3HaMeHaTeNbHO, YTO TOT K& TTyOWHHBIA OITH-
MH3M 3asBJIeT 0 cebe B paborax pycckux (umoco-
(hOB-IMHUTPAHTOB, OTOPBAHHBIX OT CBOMX KOPHEH, HO
COXPaHABIINX JTYXOBHYIO OTM30CTh C PyCCKOM KYITb-
typoii. Tak, C. ®pank B pabore «CBeT BO ThMe», Ha-
nucaHHoi B ITaprke B 1epBbIe IOCIEBOCHHBIE [O/IbI
(1949), roBOpHUT O TOM, YTO OXBATHBILIEE EBPOIIEHCKOE
00IIIECTBO «CKOPOHOE HEBEPHE)» €CTh TOIBKO «TOPh-
KO€ CO3HAaHWE paxmuueckoll BIACTH ThbMBI B MHUPE,
TO €CTh HeBepue B peanvHyto [KypcuB Haml — 1. C.,
3. @.] cuity neanbHBIX Havdall, OHAKO IIPH COXpaHe-
HUM “Bephl” B HUX CAMHUX, TO €CTh MPH COXPaHEHUN
MIOYUTAHUSI CAMOW CBATBHIHU M CO3HAHHUS OOSI3aHHO-
cTu ciyxenus ei» [15, c. 421]. o yoexnenuro ¢u-
nocoa, B caMOM MOYUTAHUH CBSTHIHU, KaK OHO 3a-
KITIOUYEHO B YMOHACTPOEHHH «CKOPOHOTO HEBEPHUS,
MOJTYAJIMBO ¥ OECCO3HATENFHO CONEPIKUTCS IPU3HA-
HHE CaMOW CBATHIHM HA4aJIOM HE3EMHOTO TOPSAKa,
B KaKOM-TO CMBICIIE TIPEBOCXOJSIIIUM BCSKYIO (pak-
THYECKYIO PEATLHOCTD, U TEM OOJiee IPOU3BOIHYIO,
«TBapHYIO» MPHUPOAY YeJoBeuecKoro cepama. «Jly-
XOBHOE COCTOSTHHE CKOPOHOTO HEBEPHSI, — IIUIIIET OH,
— €CTh COCTOSIHUE TOP/IOTO HHIVBHIYINCTHYECKOTO
repous3Ma: BCEH BCEIEHHOM 4YENIOBEK 31eCh IOplo
MIPOTHUBOTIOCTABIISIET CAMOTO CE0sl — CKPBITHIM Taii-
HUK cBoell nymm» [Tam xe]. OtmedenHbie OpaHKoM
XapaKTEePHUCTHKH BEChMa TOYHO KOPPETHPYIOT C BaXK-
HEWIIUMH 0COOCHHOCTSMH M YePTaMH, IPUCYIIAMH
nmuaaocTH [Ipokodnena.

Jns  wmccienoBaHus MHUPOOIIYHICHUS KOMITO-
3UTOpa OTPOMHOE 3HAUCHHE HMEIOT €ro 3alliCH,
OTHOCSIIMECS K TEPHOAY YBIECUECHHS OOIECTBOM
«Xpuctranckas Hayka». IlepBeie cTpaHHIBI ObUTH
OOHapYKEHBI U OITYOIMKOBaHBI (PPAHITY3CKHM MY3bl-
koBeioM Kiomom Camroasiem (Samuel Cl. Prokofjev,
Paris, 1961). Bropoii JoKyMeHT BBISIBIJIa MOCKOBCKast
nccnenosarenpHrna Haranes CaBkuna (B coOpaHnn
HarmonanpHolt 6nbamnorexu OpaHiym), TOATOTOBUB
K m3mannio B Buae (axcummie [21]. Poccuiickue
YUTATENH CMOINIH ITO3HAKOMUTHCS C HUMH, Ojaro-
naps myonukanun Caskunaoit 2007 roma [11].
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OTH 3aKCH ONPENEIAIOTCS, Kak CBOCOOPa3HBII
«CHMBOJI BEpPBD» KOMIIO3UTOpA, IJ€ COBEPIICHHO
OTYETIIMBO OOHAPYXHUBAETCA JJyXOBHAs Halpas-
JIEHHOCTh, CTaBSIIAs TIOJ COMHEHHE YCTOWYHBOE
MmHEeHHE 00 aremsme lIpokodreBa. Ocoboro BHU-
MaHUS 3aCITy’)KHBAaeT BTOPOW AOKYMEHT, I B IICH-
Tpe BHHUMaHHS KOMITO3UTOPA HAXOASATCS MOHATHUSA
JIro6Bu, Pazyma, [lyxa. B oTmname oT mpeaplaymux
TE3HCOB, JTUYHOCTH MPEACTAET 37IeCh HE B paKypce
WHANBUIYaJTIFHOTO CaMOOTPEACTICHHS, a B acleKTe
IYXOBHOM OOIIHOCTH C IpyruMHu JroabpMu. [Ipoko-
(bbeB CTpEMHUTCSI OCMBICIIUTE Ce€0sI B KOHTEKCTE He-
KOETo JyXOBHOTO YHHBEpCyMa, I 00O3HAYEeHUS
KOTOPOTO OH HCIIOJIb3YeT TaKue MOHATHS, KaK «EaH-
Hasa Benukas [yma» n «dyx». «IIpuuuna egunas
JUTSI BCEX CJICACTBUM (MIel), — MUIIIET OH, — CO30aéT
BO3MOXKHOCTh OJIarOTBOPHOTO IMOHMMAHUS MEXIY
STUMH HAESIMH; MBI TpeACTaBIsieM HHIUBUIYalb-
HbIE UJeW OAHOM BesuKko JlyIy 1 3TU UJeN UMEIOT
CIOCOOHOCTH MPUTATHBATH OfHA Apyryio; Kaxmas
MbIcib  Jlyxa oOnamaeT HEOThEMIJIEMBIM JapoM
MTHOBEHHO OTKJIMKAThCS, KOTZIAa TOBOPSAT Ha S3BIKE
Hyxa» (. mo: [11, c. 253]).

OTmeueHHOE BHYTPEHHEE POACTBO OIYIIAETCS
mpu OJrpKaiIneM pacCMOTPEHWH BTOPOW CTpaHH-
bl 9THX Te3ucoB. OHa o3amiaBieHa, Kak «Cuma
(Force). Coobpa3Ho MbICiH pycckux Gpuitocodos, B
yacTHOCTH njee BeeenurcTra B, ConoBbéBa, KOM-
TTO3UTOP 37ECh ¢ OONBIIEH OTYETITUBOCTRIO, HEXKETTH
B paHee OITyOJIMKOBAaHHBIX 3aNHCIX, TOBOPUT O HE-
Pa3pBIBHOM €AMHCTBE TeJa U yXa, 0 CONPUYACTHO-
CTH MaTepUAIbHOTO TYyXOBHOMY, 0OKECTBEHHOMY:
«EcTp TEno, u 310 TEIO AYXOBHO, TO €CTHh HCIIOI-
HEHO CHJIBI: CHJIBI KPOBOOOpAIIEHHS, CHIIBI HEPBOB,
CHJIBI K&KAOTO OpraHa — YToObl HOPMaJIbHO BBITION-
HATH cBoM (PyHKIMH. HeT mpasasl B cmabocTtu, Ko-
TOpasi JUIIb TBITAETCS CHPATATh UCTHHHYIO CHITY,
BEYHO CYUIECTBYIONIYI0O M HHKOTJa HE HCYE3al0-
ryto» (IUT. 10: [Tam xe]). Oco0o moguepkHEM, YTO
B OTOM COIpPSDKEHUH SIBHO OOHAPY>KMBAETCS TPUO-
PHUTET AYXOBHOTO — IMEHHO €My B KadeCTBE aTpH-
OyTa TPUIHCHIBACTCS aKTHMBHOCTh M cmia: «/Jlyx
€CTh CcHJIa, — IPOBO3MIIAIIAET KOMIO3HUTOP, — BCSIKAs
peanbHas cuiia JyXOBHA; UIUTE MPEX]IE BCETO Hap-
cTBO JlyXa, TOJBKO TOT/Ia BBl y3HAETE, YTO TAKOE Ha-
crosmas cuiay (IHT. 1Mo: [Tam xe)).

BrizenmnM BakHYIO 3arich, HEIBYCMBICIEHHO
CBHUJIETEIHCTBYIONIYIO O PEIMTHO3HOM HAIIPaBIEHHO-
ctu Mbiciu [IpokodeeBa: «boxxecTBeHHAs MpUYHHA,
MIPOM3BOAAIIAS BCE WM3BECTHBIE HAM IIOCIEICTBHA,
ecTb MaHudecranusi O0KECTBEHHOW CHIIBI, OOXe-
CTBEHHOMW 3HEPTHH, KOTOPYIO MBI IIETUKOM OTpaka-
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€M B KaXIOM HaIllleM JICHCTBHH H CIIOCOOHOCTHY
(uuT. mo: [2, c. 400]). B 3TOM BBICKa3bIBaHWU SICHO
Y OTYETIIMBO BBIPAXKEHO OTIpe/eNiCHHE YeJIOBEKa KaK
HOCHTENS 1 Borwtomienus boxecrsennoro Jlyxa. Co-
OTBETCTBEHHO TBOPYECTBO MPEACTAET B TOHUMAHUHU
KOMITO3UTOpa KakK IMporecc OOHApYXeHHUs OOrormo-
noOHOM YenmoBeueckoi mpupoabl. C 3Toi ToukH 3pe-
HUSI MO)KHO OCIIOPHUTH YTBEPIKACHUE MCCIIEA0BATENS
TBOpuecTBa lIpokodreBa M. Bummnuesenkoro [2] o
OM30CTH ATHX MOCTYJIATOB HAESM HEMEIKOW Kiac-
crdeckoi punocodun, B yactaoctu, M. Kanra. ly-
Maercsi, MbIcib [IpokodbeBa ckopee 0OHApYKUBAET
OM30CTh OCHOBHBIM WJIESIM PYCCKOH PEIMTHO3HO-
HACATMCTUUCCKON (rmocouu, KaK OHA MPE/CTaB-
nmeHa B pabortax wmbiciurenceii CepeOpsHOro Beka.
Tak, co3marens MEepPCOHATMCTHUECKON (uiocodun
H. bepnsieB yoexaéH, 9T0O 4€JI0BEK €CTh «ITPHOBLIL-
HO€ OTKpoBeHue» B bore: «B TBopuecTBe. ..[TpU3BaH
YeJIOBEK TBOPUTH MHUP HOBBIA M HEOBIBaJbIH, MpO-
JooKaTh TBOpeHbe boxney» [1, ¢. 331]. TBopuecTBO
B yueHHU bepasieBa npenctaét Kak OHTOJIOTHYeCKast
XapaKTePUCTHKA, BRIpAKarolIas ClIenupHKy YeIoBe-
4ecKoro ObITHS. AHAJIOTMYHOE MOHMMAaHHE HCKYC-
CTBa B CBETE €ro Mpeo0pakaromeil MUCCHH HaXOAUT
oTpaxeHue u B paborax A. Jlocesa.

Pycckue ¢unocodbl Bepusin B BO3MOXKHOCTH
IYXOBHOTO MPEOOpaXEHUS] HBIHE pPa3aes€HHOTO,
«JIeKAIIETo BO 3JI€», HO M3HAYAIBHO €ANHOCYIITHOTO
bory mupa [14, c. 184-203]. Orta Bepa oOHaApYKH-
BaeTcd M Ha DIyOMHHBIX YPOBHIX My3bIKH [Ipoko-
¢dpeBa. OgHaKO MpadHbIe Hadayia OBITHS TAaKKe HE
OBUTH Yy>XIbI KOMIIO3UTOPY M HAIIUTA OTPKCHUE B
€ro MPOU3BeNEHISIX. JJ0CTaTOYHO BCIOMHHTH CIICHY
aytonade B « OrHEHHOM aHTeJIe» WU CIIEHY CMEPTH
KHs35 AHJpes B «BoiiHe 1 Mupe», paBHO KaK ¥ MHO-
KECTBO TParn4ecKux M JApaMaTHIeCKHX MOBOPOTOB,
Harpumep, B lllecroit cumponun, Bocbmoii dopre-
nmaHHou u [IepBoii ckpuninyHoi conarax. Komrosu-
TOp SIPKO JKUBOITUCYET TEMHBIE O€3IHBI peasbHOTO,
JOCTHUTasi TIPU 3TOM KOJIOCCATIBHOW BBIPA3HTENBHO-
cti. OJHAKO JaXe B CaMbIX PaMaTUYHBIX COYHHE-
HUSIX — B UX WICHHOIN HaIpaBICHHOCTH, HEAPAX ca-
MOM (DaKTyphI CIBIIIUTCS YCTPEMIEHHOCTD K CBETY,
OpHEHTAIMsI Ha BEYHBIE a0COFOTHBIC [ICHHOCTH.

[Mo3BonuMm cebe emé pa3 MPOIHUTUPOBATH
[uuTKe: «TéMHBIC OE3MHBI PEAIbHOTO HUKOTIA HE
JUIIAJNCHh B €r0 NMPEACTaBICHUH BCEIOKOPSIONIe-
ro COJHIIA. DTO abCONIOTHO YHHUKAJIBHO. ...Takoe
npeoooieHue Hacmosawe20 paou GeyHoCmu [KypCHuB
Hamt. — 1. C., 3. @.] He OBUTO HCKITIOUYUTEIIHHO WH-
TEJUIEKTYaJbHBIM JOCTHKEHNEM, XOTS U UHTEIUICK-
TyalbHBIM TOXE. DTO BCEOOBEMITIONIEE pEIICHHE
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JKU3HEHHBIX ITPOOJIEM, KOHIIETIIIUS CYIIeCTBOBAHMS
[16, c. 210]. Tepmun «BCEOOBEMITIONIEE)» YKA3hIBA-
€T 3/1eCh Ha pacUIMpeHHe OCHOBAHWU TBOPUYECTBA
[IpoxodneBa, B CTPyKType KOTOPBIX 3HAYUTEIHHOE
MECTO 3aHHUMAIOT HPpPaIMOHAIbHBIE COCTAaBIISIO-
Hiye, MpexJe BCero, cBoeoOpasHoe (YHHKaIbHOE,
nmo cinoBaM A. IIIHUTKE) MHUPOOIIYIIEHHE KOMIIO-
sutopa. [IpokodbeB BEpUT B M3HAYAIBHOCTh U KO-
HEYHOE TOP)KECTBO CBETNBIX Hayan ObITHA. B ero
MY3bIKE 3TH Hayalsla IpUoOpeTaroT 0OBEKTUBHO-OT-
CTpaHEHHBIN (MeTapU3NIECKHiA) XapaKTep BEUHBIX
HEHHOCTEH, MPUHAJISKAIINX HE CTOIBKO 3TOMY —
peanbHOMY, OOBIIEHHOMY MHPY, CKOJIBKO HJI€alTh-
HOW oOmactu TpaHcueHIeHTHOro. OTHECEHHOCTD
K BEYHOMY CJIBIIIAJIN ¥ OCO3HABAJIN B €r0 MY3bIKE
y)K€ €ero COBPEeMEHHUKH. Tak, M0 CBHIAETEIHCTBY
M. MenaenscoH, nocie peneruuuu IlsToil cum-
¢onnn IlpokodbeBa NPUCYTCTBOBABIIUI Ha HEW
A. Oroneser cka3an: «MsI Bce yMpéM, a 3TO OCTa-
HETCS, 3TO — U3 KaTeTOPUU BEIHOTOY [8§, ¢. 74].
Byaydn o0co3HaHHBIM, MHPOOIIYIIEHHE KOM-
MO3UTOPAa CTAHOBUTCS «KOHIIETIIIEH CYIIEeCTBOBA-
Hus» (A. lHutke), crmocodcTByeT (HOpMUPOBAHUIO
YETKO MHPOBO33PEHYECKON IMO3ULUM, OXPaHSIO-
Hie ero OT IyLIEBHBIX METAaHUM M pa3ilararolux
nyury comHennit. OnrummsMm [IpokodreBa sBrsieTcs
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06 ocHoBaHusIXx onTMMH3Ma B My3bike C. C. lNpokocbeBa

Mupoomymenue C. C. [IpokodneBa siBisieTcsl BRIpa)kKeHHEM INTyOMHHBIX OCHOBaHUM €ro BHYTPEHHETO0 MHpa, CIIO-
JKUBILUXCS B IETCTBE 10J] BO3JEHCTBUEM MPHUPOBI ¥ TPAAUIIMOHHBIX (JOPM HALIMOHAIBHOH KyabsTyphl. Ocoboe me-
CTO B MHPOBO33PEHUYECKON peIeKCHN KOMITO3UTOpA 3aHMMAIOT PEJIMTMO3HbIE UCKaHUs. AHaJIM3 €ro JIMYHBIX 3a-
nucei 0OHapyKuUBaeT OJIN30CTh OCHOBHBIM HJIESM PYCCKOHM (HIIOCO(MUH: IPUOPHUTET JYyXOBHOTO, COPUYACTHOCTh
MarepuaibHOTO JlyXOBHOMY, OoxxecTBeHHOMY (Bi. ConoBbEB), 4enoBeK Kak «IpHOBLILHOE OTKpOBEHHE» B bore
(H. Bepnses), uenoBek kak HocuTelb U Bomutonienne boxxectennoro [lyxa. XapakrepHas i My3siku [IpokodbeBa
YCTPEMIIEHHOCTh K CBETY €CTh BBIPaKEHHE MHOTOKPATHO JEKIapUpyeMOH KOMIIO3UTOPOM B €r0 BBICKAa3bIBAHUAX
U 3amKCIX HAIPaBICHHOCTH Ha a0CONIOTHBIC (XpUCTHAHCKHUE) IeHHOCTH. Mupoomymienune C. [IpokodreBa crano
YCTOHYHMBOW MIATGOPMON €ro JUYHOCTH, OXPAHSIOIIEH OT AYHMICBHBIX METAaHUN U COMHCHMIA. JelCTBUTEIBHBIM
OCHOBaHHEM MTPOKO(PBEBCKOTO ONTUMH3MA CIY)KUT ITOJUIMHHAS JTyXOBHOCTb, YXOASIIasi CBOUMH KOPHSIMH B PYCCKYIO
KyJIBTYPHYIO TPaJUIUIO C €€ BEepoll B CONPUYACTHOCTH YeIOBEKa a0CONIOTHBIM HavajgaM OBITHS.

Kiaroyessie cnora: C. [IpokodbeB, ocHOBaHMS TPOKOPHEBCKOTO ONTUMH3MA, PyCcCKast KYJIBTypHast TPAIULUS, pyc-
CKasl peMruo3nas puiaocopus.

About the Foundations of Optimism in Sergei Prokofiev’s Music

Sergei Prokofiev’s world-perception presents an expression of the profound foundations of the composer’s inner
world, which was formed during his childhood under the influence of nature and the traditional forms of Russian
national culture. A special place in the composer’s worldview reflection is held by religious strivings. An analysis of
his personal notes and diaries reveals a closeness to the basic ideas of Russian philosophy: a priority of the spiritual,
the involvement of the material in the spiritual and the divine (according to Vladimir Solovyov), the human being as
a “flourishing revelation” in God (according to Nikolai Berdyayev), the human being as a bearer and an embodiment
of the Divine Spirit. The determined aspiration towards Light characteristic to Prokofiev’s music is inherent in the
directedness towards the absolute (Christian) values, asserted by the composer in his spoken utterances and written
notes. Prokofiev’s view of life became a steady platform for his personality, which guarded him against numerous inner
convulsions and doubts. The real basis for Prokofiev’s optimism is served by genuine spirituality, which stems from the
Russian cultural tradition with its faith in the interconnection of the human being with the absolute origin of existence.

Keywords: Sergei Prokofiev, foundations for Prokofiev’s optimism, the Russian cultural tradition, Russian religious
philosophy.
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K 110-AeTHI0 CO AHSl POXKAEHUS KOMNO3UTOpa

TPAEKTOPUSA BOKAAbHOIO TBOPYECTBA A. A. LHOCTAKOBUYA

knan dmutpus [locrakoBuda B BOKaJIb-

HYIO MY3BIKY SBIISIETCSI ONHOM W3 CaMBbIX

MIPUMEYaTENbHBIX CTPAHUI] OTEUYECTBEH-
HOTO MY3BIKaIbHOTO HCKyccTBa. Kommosutop pa-
00Tan B JAHHOM >KaHPE MOYTH MOJICTOJETHUS, XOTS
MoHavyary oOpameHne K HeMy OBUIO CyTry0o 31H-
30MYECKUM.

[lepBas m3BecTHas PyKONHCHh BOKAJIHHOTO CO-
gyuHeHHs oTHOcHUTCS K 1922 romy, TO €cTh, K KOH-
cepBaropckuM BpemeHam, korma IlloctaxkoBuay
Ob110 Bcero mectHaanarh jiet. Ho o Tom, 9to cam
aBTOp HE CUMTAJ ATOT OMBIT YYEHUIECKHUM, FOBO-
pHUT TIPUCBOEHHOE eMy oOo3HaueHue op. 4. OT0
osutn «/{ee 6acnu U. A. Kpvinogay st MEIIO-CO-
[IpaHo, XOpa KOHTPAJIBTO U OPKECTpa. 3HAKOMCTBO
C 3TOI MY3BIKOH ITO3BOJIAET YTBEPKAATh, UTO IEC-
Hu «Crtpeko3a u Mypasei» u «Océ€n u coioBein»
MMEIOT IOCTAaTOYHBIE ITPaBa Ha UCIIOJHUTEIBCKYIO
*Ku3Hb. C TOUKH 3pEHHS MO CIIEAYIONIEH 3BOTIONNN
BOoKanmbHOTO TBOpuecTBa lllocTrakoBhya cpasy xe
obpamaet Ha ce0s BHUMaHHE HEOOBIYHOCTh apTH-
CTHYECKOTO COCTaBa, B TOM YHCJIE HCIIOIH30BAaHUE
OpKecCTpa, 4TO B OyAyIIEeM CTaHET BeChMa pacipo-
CTpaHEHHBIM (PaKTOPOM XYIIOKECTBEHHOH MPaKTH-
KM KOMIIO3UTOpA.

Tonmpko necATHUIETHEM TOIKE MOJOIAOU KOM-
IIO3UTOP 3aKOHUYMJ CIIEAYHOIIMM BOKaJIbHBIA OITyC
— «lllecmb pomancos Ha c108a ANOHCKUX HOIMOB»
(1928-1932) ansa TeHopa ¢ opkecTpoMm. Haxomsice B
PAAY SKCTIEPUMEHTAIBHBIX COUNHEHHH ITOTO MEPH-
ona (onepa «Hoc», [lepBas hoprenvanHas coHara,
Bropast cumdoHus), TUKIT MOKET OPa3UTh CBOUM
TOTAJbHBIM aHAJUTU3MOM. JleHCTBUTENBHO, OXH-
JaeMoe TI0 TeKCTy YHCTO JTUPUIECKOE HAKIIOHEHHE
(cpenn COOTBETCTBYIOIIMX 3arojOBKOB IIECTH Ya-
creit — «JIro60BbY, «HeckpoMHuBIA B3TIAY, «bes-
Han&xHas JI000BBY) 000paunBaeTCS B MYy3bIKaJIh-
HOM BOIUIOUICHWH aOCTParupOBaHHON PHUTOPUKOU.
ABTOp CIIOBHO OBl pacceKkaeT >KUBYIO ILIOTh MO-
LW yIapamMy «CKaJbIIes) U JIeNaeT 3TO HapOUUTO
CYX0, XOJIOMHO, «OeCuyBCTBEHHO», CIIOBHO JIHIIbh
MOJIENUPYS TO00We )KU3HEHHBIX CUTYaIlldH.
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[Ipoiias sTan «BHEYEIOBEUECKUX» U3MEPEHU,
[ocrakoBudy k cepenune 1930-x romoB GhpoHTaIb-
HO pa3BOPauMBAETCS K BOKAJILHBIM JKaHPaM, MUIIET
MHOT0, C IOAYEPKHYTO T'YMAaHUCTUYECKONW HaIpaBs-
JIEHHOCTBIO, U TEHEPh YK€ IPOYHO ONMPAsACh Ha
TpaJULUH TIEBYECKOTO HHTOHUPOBAHUS.

Haumnramock 310 ¢ OONBIION JHTEpaTypHOU
Kiaccukd. KomMnosuTop co3maér cBOXO IMyIIKMHUA-
Hy: «HYembipe pomanca na crosa A. Ihywkunay (op.
46, 1936), «Hemuvipe mononoza na croea A. Ihw-
xkunay» (op. 91, 1952), K KOTOPBIM TO3KE TIPUCOCTH-
HWJICA pa3BEPHYTHIN Mo MacmTabam pomaHc «Bec-
Ha» (op. 128, 1967). O6patienne K pycCKOH TOI3UH
OBLTO JIOTIOJTHEHO COYHMHEHHEM «/[6a pomanca Ha
cnosa M. Jlepwonmosa» (op. 84, 1950).

BepexHO OTHOCACH K IMOATUYECKOMY TEKCTY,
KOMIIO3UTOP TPAKTyeT €ro B MCTUHHO KJaccuye-
CKOM KJTIOY€, B TOM YHCJIe OTYETIIMBO COMMKASICH C
MaHepoil BOKaNbHOU JHPUKHA A. J[aproMbDKCKOTO
n [I. YaiikoBckoro. ['mOko pacmeras nexiamanu-
OHHOCTb COCEJCTBYET C MEJIOCOM apUO3HOIO THUIIA,
MIpH 3TOM WHTOHHPOBAHHE HAIIOJHEHO Omaropos-
CTBOM M TPENETHOW IPOHWKHOBEHHOCTHIO. M1 4TO
MOXKHO ObUTO Okmaarh oT lllocTakoBUYa — aKIEHT
Ha CTPOTOM, B3BICKYIOLIEH, S3HEPrUYHO IYIbCUPY-
toleit MbICTU (C HanOobIIeH OTYETIMBOCTHIO 3TO
nposiBuiIock B «CraHcax», BEHYAIONNX MEPBOE U3
HA3BaHHBIX BBIIIE MPOU3BEICHHI).

IHonnuuHeIM mIeneBpOM cTanu «Illecmov poman-
co8 Ha crosa aueauiickux nosmosy» (1942). N aro
HECMOTPS Ha TO, YTO KOMITIO3UTOP BBIIOJIHSII CBOETO
pona couualnbHbIA U NONUTUYECKUH 3aKka3. cropu-
YeCKHM BO3HUKIIAs B Xo1e Bemnnkoi OreuecTBeHHON
BOIHBI CUTYaIUsl HACTOSTENFHO TpeboBajga OTKPHI-
THs Broporo ¢ppoHTa. COr03HUKAMH JOJKHBI ObUTH
BBICTYIINTH, TpEXJEe Bcero, BemukoOpurtanus u
CLIA, To ecTh aHMOA3bIYHBIE CTpaHbl. CKIOHUTH
WX K aKTUBHBIM JICHCTBUSIM, TPOOYIUTH HEO0OXO-
JIMBIE 9yBCTBA JIPY>KEITI0OHUS — BOT YTO SABJSIIOCH
MoOYyINTEIbHOW MPUYMHON BO3HUKHOBEHHS ITHKIIA.
IIpennsepuem k HeMy B TBopuecTBe [IlocTakoBuua
MOCIYXHWJIa My3blKa K CIIEKTakIx0 bosbemioro npa-
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MaTHdeckoro tearpa «Kopons Jlup» (1941) . B meit
BBIJICNIWIIACH MMEHHO BOKaJbHAs 4acTh — Oajuia-
Jla ¥ TIECHU IIyTa, IJie 38 CATHPHYECKHUM TEKCTOM
XOpOIIO TPOCITYIIMBAETCS MOATEKCT COCTPaJaHUsI
K 4eJIOBEKY B €ro ropectsix U Hep3rogax. OTroso-
CKOM-TIOCTIECIIOBHEM K pacCMaTpHBacMOMY ITHKITY
cTama cepusi 00pabOTOK IMOA Ha3BaHHWEM «Bocems
AHIUUCKUX U AMEPUKAHCKUX HAPOOHLIX NeceH Ha
mexcmul P. Bépnca u opyeux noomos» (1944, B me-
peBomax C. Mapiaka).

B «IIlectu pomaHcax Ha CJI0Ba aHIIMICKUX T10-
9TOBY st Oaca u oprenuano (pexakius ¢ 60Ib-
mM cuM(pOHHYECKUM opkecTpoM —1943, ¢ kamep-
HBIM OpKecTpoM —1971) moBecTBOBaHME BEAETCS OT
JUIIa YeJoBeKa M3 Hapoja, HO MPH BCEH MpoCToTe
BBICKa3bIBaHUS (B TOM 4YHCIIE 3a CYET OMOPHI Ha
crpodudeckyro (GopMmy) OHO HaAEIECHO TITyOMHOMA
1 00bEMHOCTBIO. [IpUMeTHI epexnBaeMoro UcTo-
pHUYecKoro 3Tana HecoOMHeHHBI. OHM BIIOJIHE OTYET-
JIMBBI B TOCIIOJICTBYIOIIHMX 3/1€Ch CyMpPadyHO-TPEBO-
JKHBIX METUTAIUAX TPEX MOHOJIOTOB: Ne 1 «ChiHy»
(Y. Pommu — b. [Tactepnax), Ne 2 «B momsax» (P. bépac
— C. Mapmak) u Ne 5 «Conet Ne 66» (V. lexcnmp
— b. Ilacrepnak). B pa3znuuHbBIX TpaHAX NpEnoa-
HOCATCSl TOMHTENBHBIE Pa3lyMbsi O HECOBEPIICH-
CTBE MHpa M MepIlaeT Medaib ObITHS, BHIPBAHHOTO
U3 CBOErO €CTECTBEHHOro TeueHus. IIpu Bcém Tom
VACPKUBAIOTCS OOBEKTUBHOCTh W CAEPIKAHHOCTD
TOHA, TOBOPSIIIAE O MY)KECTBEHHOM >KU3HEBOCIIPH-
STHUH.

CoBcem mHade atMoc(epa BpeMeHH nepenaéT-
cs B Ne 3 «Makdepcon niepen kazapio» (C. bépac
— C. Mapmak») u Ne 6 «KoponeBckuii mOX0m»
(cnoBa Hapomueie — C. Mapiak), KOTOPBIE CPOITHH
BOCHHBIM CKEpII0 MHCTPYMEHTAIBHBIX MPOU3BEIIE-
auii [llocrakoBuua. B aTux sipkux Oypieckax 00-
pHUCOBaHa BHEUIHS OpaBypa COJIATCKHUX MOXOIOB,
OecmabamnrHast yaaib BOSIK, a3apT UTP CO CMEPTHIO,
KOT/]a, COTJIACHO MPHCIIOBBIO, «MOPE IO KOJIECHOM.
Hcnonb3yeMblil 3/1ech BECEIBIA IPOTECK € NpUMeE-
CBhIO PYCCKOIM CKOMOPOIIWHBI CIYXKHT OJUIETBOpE-
HHEM HACMEIIKU HaJ CTpaxaMd U ONACHOCTSMH.
OCOOHSKOM CTOHT B JJaHHOM IuKITe Ne 4 «J[>keHHH»
(P. bépuc — C. Mapmak). Jrta gymecHas 3apHCOB-
K4, HAOMUHAMOMAs «MY3BIKAIBHYIO IIKATYIKY»,
YBOJIUT B 3MIIMpEN COKPOBEHHBIX Ipé3. HexHele,
3BOHYATO-ITUTTOPECKHBIE KPACKU 3aKIFOYAIOT TPH-
TSATaTeJbHYIO MOJTHKY >KU3HH, €€ MaHsIIee BOJI-
ure0CTBO, BO3HOCAIIEE HAJA TATOTAMH H  OOJBIO
OpEHHOTO CYIIECTBOBAHUSI.

Kax wm3BecTtHO, BrOopas moinoBuHa 1940-x ro-
JI0B ObUIa O3HAMEHOBAHA MIEPUIICTUSIMH TaK Ha3bl-
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BaeMON «XOJIOMHOW BOWHBI», KOTOpasi 00epHYIach
MOCJIeJHEW BOJHON TOCYJapCTBEHHOTO Teppopa
MpOTHUB cOOCTBEHHOTO Hapozaa. B aToii obcTaHoBKE
¢ 0co00i1 SBCTBEHHOCTHIO 3asBHJa O cebe Xapax-
TepHas Ui BPEMEH TOTANIWTapU3Ma IMPECIOBYTas
TEOpUsI «TacK W BHHTUKOB», IO YPOBHS KOTOPBIX
HU3BOJAMJIACH JTIOJCKAs Macca.

Hns [llocrakoBru4a, BCerya B BBICIIEH CTETICHU
00JIe3HEHHO BOCIIPHHHUMABIIIETO TOAOOHBIE TPUMa-
CBI CTJIMHCKOMN 3TI0XH, 3TO TOCITYKUIIO HMITYIHCOM
CO3MaHMsI BOKAJILHOTO IWKIIA «M3 espelickoll Ha-
poonoi noazuuy (1948) mist conpano, KOHTPAIETO U
TeHOpa ¢ GopTenumano (CymecTByeT H OPKECTPOBast
Bepcust). CyTh MPOM3BEICHHS MOXKET OBITH 0003HA-
YeHa XPECTOMATUHHBIMU PEUCHUSIMHU U3 PYCCKOMI
nuteparypbl XIX Beka, 00paméHHOl K )KU3HH CO-
LIMAJIBHBIX HU30B: «MAICHbKUL YeL08EKY, «DeoHble
00U, KYHUIICEHHble U OCKOpONEHHble». 3IecCh B
Pa3IMYHBIX paKypcax OOpHCOBAHO CYIIECTBO MOJ-
HEBOJIbHOE, 3a0uToe, OOS3IMHUBOE, JKAIKOE, JKHUBY-
Iiee Cpeau CIUIONIHBIX HEB3TOJ M JIMIIECHHUH, KOTO-
poe Jaie BCEero TEPIUT CBOE MOJI0KEHNE TOKOPHO,
HO TIOpPOY BHaJaeT B OecrpocBeTHOE oTuasHue. 13
YCT 3TOTO CYyIIECTBA HEMPECTAHHO 3By4aT TOPHKHE
CETOBaHUS M KaloObl, 1 KOMIIO3UTOP BCEMH CHJIa-
MU CTPEMHUTCS BBI3BaTb K HEMY COCTpalaHHUe, He
qy>KIasICh OTKPBITO CCHTUMEHTAIBHBIX aKIICHTOB.

Jpamaryprusi OCHOBHOTO KOpITyca HHUKJa IO-
CTpO€Ha M0 IPUHIUITY HApaCTaHHS APAMaTHIECKOI
skcnpeccuu: | yacte «Ilmau 00 ymepiiem mia-
nenne», 11l gacte «KompibenpHas» (KoTopas cHO-
Ba BOCIpHHUMAaeTCS Kak tuiad), [V gacte «llepen
Joiroit pasnykoit», VI yacts «bpoIIeHHbIN oTen
n kak kynpmuHanusg — VIII gacts «3umay. CooTBeT-
CTBEHHO 3TOMY UJET HarHETAHUE COCTOSHUI CTpa-
JATbYeCTBA, TIOAABICHHOCTH W OE3BICXOIHOCTH,
YTO 0a3MpyeTCsl Ha BCEBO3MOXKHBIX MPEIOMIICHHSX
JTAMEHTO3HOCTH, Ha WHTOHAIUSAX CTEHAHHA, CTOHA,
TParn4ecKoro B3BIBAHUS, MOBOAMMBIX IOTYAC O
6011eBOTO ITOPOTa U MEJIOAPAMATUIECKOTO HAIPHIBA.

U naxe HOMepa, Ka3zanoch Obl, MPHU3BaHHBIC
BHecTH otcrpanenue (II wacth «3abommBeie Mama
u T€T»,V "acth «lIpenocrepekenney), BHyTpeHHE
MIPOHU3aHbl TEMU K€ MOTHBAaMH KaJ00bI U ILIaYa,
a kak Obl tuiscoBast VII gacte «IlecHs o Hyxae»
MIPEJCTaBIIAET COO0H TpemaK OTYasBIIETOCs, HAaX0-
JSIIETOCs Ha TPaHU IICHXUYECKOTO CPBIBA TEPOsl.

B uensix MakcuMmaiabHO 3a0CTPEHHOM mOIa4Yu
OTMEUEHHBIX cocTosiHUM IIlocTakoBHY cambIM IIH-
POKHM 00pa3oM BOBJIEKAET B 000POT MY3bIKAIbHBIX
CPEICTB CTHIIMCTUKY eBpeiickoro ¢omnpkiopa. [lpu-
4éM TOro (oNbKIOpa, KOTOPBIA MpoW3pacTanl Ha
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no4Be OECrpaBHOW XKHU3HH oOUTATENeH eBpelcKUX
MIOCEJICHNH, 3aTepSHHBIX CpeId HEHUCUNUCIHMBIX
Macc PYCCKOTO, YKpPaWHCKOTO M OellopyccKoro Ha-
pOIOB.

W3ron, KOTOPBIM TMOCTOSIHHO YTPOXKalH TOHE-
HUS U TPUTECHEHHS, BbIpabOTanmu B CBOEH cpene
0COOBIi HMHTOHAIIMOHHBIA (DOHJ, HCIIOJHCHHBIN
mryookoit Hoctanmeruu (C. LBe#r roBopmi o mia-
3ax eBpesi, KOTOphIe IMeJajJbHBl Jake TOrna, Koraa
oH cMmeércs). OTcrona B My3bIKAJIbHOM SI3BIKE — TO-
CIOACTBO TIOCTYTIEHHO-HUCTIAIAIOMIETO CKOJIbKe-
HUS C TOPECTHBIMH 33/IEp)KaHUSAMH, a B JaI0OBOU
OpraHM3alru — OOWJINe TOHIKEHHBIX CTYyTIEHEH,
Hapsly C OpUEHTAIN3MAaMH YBETNIEHHON CEKYH/IbI.

BakHO y4ecTh, 4TO HaHHBIA (OJBKIOP CKia-
IBIBAJICSl TIABHBIM 00pa3oM B yCIOBHSIX MECTEd-
KOBOTO ObITa, W OOBIYHO IEepenaBaeMoil B HEM
«3a3eMJIEHHOCTH» OOBIJIEHHOTO CYIIIECTBOBAaHUS
OTBEYAET «U3MENBUEHHOCTD» TMPUYMTAIONINX II0-
MIEBOK M APOOHOCTh WX PUTMHKH. Bcé ckazaHHOE
YYTEHO B PaCCMaTpUBaeMOM BOKAJILHOM IIMKIIE, TIIE
nepenaércst ME3epHOCTh YEI0BEKa, BEAYIIETO MpH-
HWKEHHOE CYIIECTBOBAaHUE, TIOTPYKEHHOTO B OOBI-
JICHHBIC 3a00THI.

[IocTakoBUY, KOTOPHIN HEOAHOKPATHO U C pas-
JUYHBIME LESIMH aKTyaJu3upoBajl B CBOEM TBOP-
YEeCTBE €BPEHMCKYI0 MHTOHAIMOHHOCTH (HadyMHas C
¢unanma ®oprenuanHoro Tpuo, 1944), mpenenbHO
CTYIIEHHO NPETBOPUII €€ UMEHHO B JIJAHHOM IIUKIIE,
9TOOBI MAaKCHMaJIbHO CyOIIMMHPOBATH ApaMy «Ma-
JICHBKOTO YeJIOBEeKa», TO OWIIb «BHHTHKA» BCEIIO-
xKupatoniero Mojoxa TOCyIapCTBEHHOW CHCTEMBI
TOU MOPBL.

Benen 3a oTMedeHHON BbIIIE TparequilHOU
kynsMuHanued VIII vactu cienytor eme Tpu Ho-
mepa (IX gacts «Hosas xu3ub», X gacth «IlecHs
neBymkm», XI gacts «Cuactee»). [lo TekcTy B HUX
PacCcKa3bIBaETCs O «COIUAINCTHIECKOM MPOIBETA-
HUW» eBpercKoro mpeamecTbs npu CoBETCKON BiIa-
CTH, YTO JOJKHO OBUIO COCTaBUTH () (HEKTHBII KOH-
TpacT ero Mpo3s0aHHIO B JOPEBOIIOIOHHBIE TOIBI.
Pe3ko ycTtynas B Xy[10’)K€CTBEHHOM OTHOIIICHUH (Ha-
pountas 60apocTh, GaabmUBHI nadoc KU3HEHHO-
ro DHTY3Ha3Ma), OHM OKa3bIBAIOTCS (HOpMabHBIM
MIPUIATKOM LIUKJIA.

CoBepIiieHHO SICHO, 4TO Cyry0o KOH(OPMHCT-
CKMH TOCBHIT OBUI TpH3BaH OOECTEYUTH JIETallu-
3alMI0 TIPOW3BeAeHHs B meiaoM. Ho To, 9To KOoM-
MIO3UTOP BIIOCJEICTBUM HE OTKa3ajici OT J3TOrO
«OecCIIaTHOTO TMPUIIOKEHHS», 3aCTaBIsIeT JyMaTh
0 BO3MOXXHOW CKpBITOMl MBICITH, KOTOpas Oblia
[I0-CBOEMY JI0pora aBTopy. B pemecneHHbIX moen-
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Kax TpEX MOCIEAHNX HOMEPOB MOXXHO YCMOTPETH
HMPOHHMIO T10 TTOBOTY OJIarOICHCTBHSI HEKOCTO HaITH-
OHAJBPHOTO MEHBINMMHCTBA B cTpaHe CoseroB. Ho
Yyepe3 3aMETHYIO TapOAHMPOBAHHOCTH MaTepraia He
CTPEMWIICS] JTU KOMIIO3UTODP MPOUJUTIOCTPHPOBATH
IIPUCIIOBBE U3 2PA3U 8 KHA3UW» U TEM CAMBIM IOJBE-
CTH K HJee «0O0paTHOW CTOPOHBI JIYHEI»: YEIOBEK,
TEPSIOMINN TOCTOMHCTBO B OSICTBHSIX, HE OyAET 10-
CTOWHBIM U B OJIarONOIYYHH.

JIBa BOKanmpHBIX MUKIA — «[lamb pomancos Ha
cnosa E. Jlonmamoseckozo» (1954) u «Mcnamnckue
necuuy» (1956) — Bemmm u3-mon mepa lllocraxo-
Buua B cepenuae 1950-x romoB. BHemHe BO Bcex
OTHOIICHUSIX COBEPIICHHO pa3HbIC, OHU EAWHBI I10
CYTH, TaK Kak oOpalieHbl K 00pa3y mpocToro 4eso-
Beka — 00pasy, KOTOpKIN TOTNIa HHTEHCUBHO pa3pa-
0aThIBaJICS B OTCUECTBEHHOM MY3bIKaJIbHOM HCKYC-
cTBe (OJIMH 13 BBIIAIOIINXCSI 00pa3ioB — «[lecHu Ha
cnosa P. bépuca» I. Ceupunosa,1955).

B mepBoM 13 Ha3BaHHBIX ITUKIOB BO MHOTOM
BBUJIY CHEIM(PUKA TEKCTOBOW KaHBBHI OTYETIMBO
MPECTABIEH MEHTAJUTET HACKBO3b COBETH3H-
POBAaHHOM JMYHOCTH, TO-CBOEMY O00asTeIhHOH B
CBOEH OTKPBITOCTH, UCKPEHHOCTH, MPSIMOIYIITHN U
npocTocepacunu. [[oBeCTh 0 BaKHEHTITNX CTOPOHAX
e€ kM3HM 3a(UKCUPOBAHA B Yepe/ic CaMbIX IpUMe-
yareJabHbIX BeX: «JleHp BcTpeum», «JleHb npu3Ha-
Hui», «/lenp o0mmy, «Jlenp pagoctm», «JleHp Boc-
TIOMUHAHUI.

[IpocToTa, AOCTYIHOCTH MY3BIKAIHHOTO SI3BI-
Ka, OE3BICKyCHOCTh M TPOTaTeIbHOCTh H3BSICHE-
HUS CPOAHU BoKanbHOH nupuke @. [llydepra u ero
«[IpekpacHoil MeTpHHUYUXE», YTO OCOOCHHO OIIY-
THMO B 3aKIIOYUTEIIEHOM POMAHCE C €r0 HEKHOM
MEJTaHXOJINYECKON HACTPOCHHOCTHIO U XapaKTEpPHO
«IIAPMaHOYHBIMH» TOHAMH (PAKTYPHI.

NHOHalMOHANBHBIN  AJIIEMEHT, KOTOpBIA B
PacCMOTPEHHOM MPOW3BEICHUH MOIYYMJI CBOE-
o0pa3HOoe MpeNoMJIeHHE Yepe3 aJUTIo3Wd Ha IIy-
OepTOBCKUH CTWJIb, HAIIEn emé 0ojiee aKTHBHOE
npesnomieHue B «Mcnanckux necHsax». Ilpucymue
Y TIPEIBIAYIIeMY ITUKITY IIPUHITAIIEI TEMOKpaTH3Ma,
TYMaHHOCTH W OTIOPHI HAa TPAIUITMH KOMIIO3UTOP
37ech pa3pabaTbIBaeT Ha COOTBETCTBYIOMICH (OIIb-
KJIOpDHOM OocHOBe. Eil OTBe4yaeT yCcTaHOBKa Ha SPKO
BBIpOKEHHOE KH3HENIO0UE, paciBeYeHHOE KOJIO-
PUTHBIMH «UCTIAaHU3MaMM» TAHIIEBALHBIX PHUTMO-
dhopMys1, OpUCHTATBPHOW OPHAMEHTUKH U JIAJJOBOM
mamuTpel: «3BE3moukmy, «llocmemuss BcTpeday,
«Ponma» (XopoBom)», «Heprookast», «CoH (bapka-
poia)» — Kak BUANM, B 0003HaueHUHU Pordd, KOMIIO-
3UTOP MOAUEPKUBACT JTOKATHHEIE YEPTHI.
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U Tonvko emmuoXk bl 1llocTakoBUY HarroMuHa-
€T O CBOMX WHIWBUIYaIbHBIX MPEANOYTCHUSIX — B
OTKpbIBaroleM Uk MoHousore «lIpomaii, I'pana-
naly, e ToMuMo 0co00# pa3HOBUIHOCTH WCIIAH-
ckoro (osbkiIopa (KaHTe XOHI0 — [IYOOKO€ IICHHE),
SIBCTBEHHO OIIYTHM CTOJIb MPHUCYIIUHA aBTopy (u-
T0CO(CKHUI aKIEHT B €T0 CONPSIKEHHU C CHIILHBIM
YYBCTBOM.

«/criancKkuM TIeCHAM» MPEIIeCTBOBAIA CEPHs
00paboTOK pycckux HapomHbix meceH (1951) mns
COJIMCTOB, X0pa U ¢oprenuano. BaxkHo, 4To nMeH-
HO K pacCMOTpEHHOMY BhIIIe mepuoay 1930-1950-x
TO/IOB OTHOCSITCSI BCE OTBITHI KOMITO3UTOpa B 001a-
CTH MacCOBOH mecHH (OOJIBITMHCTBO €T0 00pa3IoB
MOJIPa3yMeBaeT KaK XOpPOBOE, TaK U COILHOE HCIION-
HEHUE).

Pazymeercs, 3T0OT *aHp He OBII MPEPOTaTUBON
. HlocTakoBuya B TOH Mepe, Kak HallpuMmep, s
N. Hynaesckoro wm B. ComoréBa-Cemoro. Tem
HE MEHee, TBOPYECKUE WHHIIUATUBBI BBIIAIOIICTO-
csl MacTepa B JIaHHOM HaIIpaBJI€HUH COCTABUIIH 3a-
METHYIO BeXy. DTO M TaKue 00asTeIbHBIC OTBITHI,
kak juprueckas «[lecenka o ¢ponapuke» u3 «JIByx
neceH Ha cioBa M. CeemoBa» (op. 72, 1945), u
MOJYYMBIINE HIMPOKYI0 H3BECTHOCTh «llecHa o
BcTpeaHom» (1932, cinosa b. Kopumnosa) u «Poxaun-
Ha cnbluT» U3 «YeTbpéx neceH Ha ciosa E. lon-
MaToBcKoro» (op. 86, 1951). He cmydaiino nepBas
u3 HuX ctana rumHoM OOH, a BTOpast — mo3bIBHBI-
MU pamuoctaHnuu «Masik». CTOUT MOJYEPKHYTh:
TOJBKO YTO TPUBEAEHHBIE 0003HAUEHUS OITyCOB
(op. 72 u op. 86) XapakTepu3yOT Ty 3HAYNMOCTD,
KOTOPYIO KOMIIO3UTOpP MPHUAaBaj, Ka3ajaoch ObI, Cy-
ry00 BTOPOCTENEHHBIM JIJIsl HETO JKaHpaM.

3aBepIIaonuii BATOK TPACKTOPHUH BOKAJIHHOTO
tBOpuecTBa [llocTakoBrya ObLT 03HAMEHOBAH PE3KO
KOHTPACTHBIMU YCTPEMIICHUSIMH: «BBICOKHINY KaHP
MHTEJUICKTYJIBHON JIMPUKH, C OIHON CTOPOHBI, U
3aBeJIOMO CHIKCHHAs, €/1Ba JIU He «yTUIHTapHas»
carupa — ¢ Apyroi. CToib BbIpaKEHHOE TeMaTHIe-
CKOE COTIOCTaBIICHHE CTaJl0 3HAKOM BXOXKJICHUS B
NPUHIMITHAIEHO HOBYIO XY/I0’KECTBEHHO-ICTETHYC-
ckyto cuctemy 1960-x — mepBoii momoBuHEI 1970-x
TO/IOB, KOTJIa MHOTO€ OBUIO OCHOBAaHO Ha Pa3zHOTO
POZAa IPOTUBOCTOSTHUSIX ¥ AHTHTE3aX.

CatnpudecKyro JINHUIO OTKPBUI OITYC C COOTBET-
CTBYIOLINM 3arojoBkoM — «Catupe (unu «IIaTh
caTtup») IS compaHo U (OpTENHaHO Ha CJIOBa
Camm Yépuoro (1960). 3arem nocnenosanu «Iams
pomancos Ha mexkcmol uz scypuana “Kpoxooun’»
(1965), Tne AEMOHCTPATHBHO COCEICTBYIOT BOWC-
THHY HECOBMECTHUMBIE KaTeropuu pomarnc u «Kpo-
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xkooun». W, Hakoneu, «Yemvipe cmuxomeopeHus
xanumana Jlebsiokuna» aa cnoa ®@. JloctoeBckoro
(1975) — mpeamocnennee 3aKOHYCHHOES COUMHCHHE
komIto3uTopa (op. 146), 3a KOTOPBIM IO CIHCKY HIEN
TONBKO Op. 147 (AnbTOBast coHara).

3a KPUTHLIHM3MOM Ha3BaHHBIX MPOU3BEICHHM,
HECOMHEHHO, CKpbIBaJlaCh HOHKOH()OPMHCTCKAS
nonomuiéka. B «Carupax» [llocTakoBud emié mpITa-
€TCsl 3aByaJINpPOBaTh €€ IMO/I3aroJI0BKOM «KAPMUH-
KU npouinozo», a jaajee mpouecc 00IMIUTETEHOTO
BBICMEMBAHMS 1IEN IO HapacTarouen, HaKJalbIBas
B TNIOCJIETHEM LHKJIE OECIOIaJHOe KIEHMO Hewc-
XOIHOW MAMOTHH M TYTOCTH CaJTBHIKOBCKOTO [y-
IOBa.

N3zobperarenbHO UCTIONB3YS CPEICTBA OCTPOTO
rpoTecKka, KOMIO3UTOp, HEB3Upasi Ha aBTOPHUTETHI,
JIOITyCKaeT M SA3BUTEIHHOE MapOJUpPOBAHHE Kiac-
CHUKHU (HampuMep, BBOAA KOJUIAXXKHBIE BCTABKH W3
«KpeiepoBoil coHaTel» M poMaHca «BeceHHue
Bonbl» B «Carnpax», nid BKiIagsiBas aputo Emen-
koro B ycra JleOsinkuHa).

[IpoTuBOCTOSIIMM CATUPUYECKOM JMHUM BbI-
COKHUH JKaHp MHTEJUIEKTYaJbHOW JIMPUKH OTChLIAI
K TI0331HU BEAYIINX MPEACTaBUTEIEH PYCCKOTO «Ce-
pebpsiHoro Bekay: «Cemb cmuxomeopeHuu Anex-
canopa Brnoxka» (1967) n «lllecmv cmuxomeoperuti
Mapunwvr L{eemaesotiy (1973). IlepBoiii u3 3THX
LMKJIOB HAIMMCaH JAJs COMpaHo U (opTEeNHaHHO-
TO TPHO, BTOPOH — JJIsl KOHTPAIETO U (popTenuaHo
(mm kaMepHoTO OpKecTpa). binskue Bo Bcex OTHO-
LICHUSX, OTH JBa COUYMHCHUS IMO3BOJSIIOT MpHOer-
HYTh K CyMMapHOH XapaKTEepPHUCTHKE.

[IpencraBneHHas B HHMX uYepega MOHOJIOTOB
MpU3BaHa PACKPBITh HANPSHKEHHYIO KU3HB YN
1 IyXa JIMYHOCTH, OOpEeYEHHOI Ha HETIOHUMAaHNE U
OJIMHOYECTBO U II0TOMY U3HAYaIbHO OTUYKJIEHHOM,
3aMKHyTOU Ha cebe. Orcrona 330Teprka Gpuiocod-
CKU-YIIyONn€HHBIX pediekcruid, m3penKa OTTeHse-
MBIX B3pPbIBAMH 3KCIIPECCHH HETIPHUIATHSA U DKCTaTH-
YECKUMH BCTIBIIIKAMH TOPJEIINBOI MaTeTUKH.

Crenyromue ofHa 3a IPYTod «oyma 3a Oy-
MO, C OTHOW CTOPOHBI, HATIONHAIOTCA CyMPaKkoM
BHYTPEHHEN HEYNOBICTBOPEHHOCTH, a C APYroul —
00HapYKHUBAIOT XOJIOZAOK M OTBICYEHHOCTh padu-
HUPOBAaHHOW MBICTH. Y TOHUYEHHO-CYOBEKTUBHBIN
HACTPOW BBICKa3bIBaHMUS BIEUET 3a COOOW TOCHON-
CTBO pacHeToi JeKIaMallii U U3bICKAaHHOCTh «Ma-
JIPUTAJIEHOTO» COMPOBOKICHUS C AeTaibHO audde-
PEHLUUPOBAHHON MHCTPYMEHTAIbHOU TKAHBIO.

PaccmoTpenHbIe TIPOM3BEACHUS MOATOTOBHIIN
MOSIBJIEHUE 3aBEPIIAIONIETO MIe/IeBpa BOKaJbHOU
mupuku [llocrakoBuda: HamucanHoi B 1974 romy
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Uit 0aca U (poprenuaHo WM KaMepHOro OpKecTpa
«Croumuvl Ha cmuxu Muxenanooceno». 1 ecim nsa
MpEeABIAYIME [HUKJIa 10 CBOEH HACTPOSHHOCTH,
CTHJIMICTUKE ¥ TEXHHUKE KOMITO3HMIIMH IIPUMBIKAIOT
k YersipHaauaroit cumdonnu (1969), To MukenaH-
JUKEITOBCKHMA omyc co3BydeH I[laraamnaroit (1971).
B cuity Toro, 4To OH Ype3BBIUAMHO PAa3BEPHYT MO
CTPYKTYpE W HACHIIICH IO COACPKAHUIO, OH BOC-
MIPUHUMAETCS KaK HACTOSINAs BOKAJIbHAS CUM(POHUS
(kcTatm, BHEIIHE cXoXasi ¢ YeThIpHAAIATON CHM-
(hoHuMelt cCBOMM OMWHHAIIATHYACTHBIM COCTABOM).
OnHako BCEe TpU Ha3BaHHBIC COUMHEHUS OJIU3KU 110
HPaBCTBEHHO-TICHXOJIOTHYECKOW TIPOOIEMATHKE |
10 pa3paboTKe MOTHBOB CYALOBI TBOPIIA NCKYCCTBA
(cm., k ipumepy, «TaifHble 3HAKM» B OJIOKOBCKOM
u «Mou CTHXW» B IBETACBCKOM ITHKIIAX). TOJIBKO
YTO OBUIO YHOTPEOJCHO ONPEACICHUE GOKAIbHAS
cum@onusi, HO MOXET OBITh, TOYHEE CIICOBAIIO
O0b1 0003HAYNTH naHHOe TBopeHue IllocTakoBmda
KaK MY3bIKAIbHO-nodmuveckull poman. Kax HuKor-
Jla 70 JTOTO IS KOMIIO3UTOpa 37eCh OBLIN BaX-
HbI U30paHHbIC UM TeKCThl. CTPEMIICHUE BBITYKJIO
JIOHECTH CKa3aHHOE€ MHMKEIaHPKEJIO BBI3BAJIO K
JKU3HH 0COOBIM 00pa3oM pacmleTyro pedb, KOTopas
MaKCHUMAaJIbHO OTYETIINBO BBIJCISIET MPOU3HOCUMOE
CJIOBO, HACHIIIAs €T0 «00EPTOHAMI III0CTAKOBHYC-
CKUX MHTOHAI[MOHHBIX CMBICIIOBBIX OTTCHKOB.

OOBsICHEHHE TAKOro IOJAXO0Ja BHUIMUTCS B TOM,
YTO KOMIIO3UTOP Hall€l B CTUXax TUTaHa Bos-
POXXKIICHHUS UMEHHO TO, YTO TaK BOJHOBAJIO €T0 B
nocinenaue roasl. [Ipuduém cymecTBEeHHBIM OBLIO
JUI1 HEr0 W JAPYroe: AparoleHHbId >KU3HEHHbIN
ONBIT, MOJAHHBIN B CUJIbHEHIIEH KOHIIEHTpAIUU,
MIpUHAJIEKAT HE IPOCTO yMYAPEHHOMY, BCE3HAIO-
[EMY YEJIOBEKY, a BeTMIanIieMy Xyq0’KECTBEHHO-
My TEHUIO.
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Bceobremumronuii CBOJ 3TOTO OIBITAa CYOIMMH-
POBaH B CyMM€ CBEPXJIAKOHHYHBIX 3ar0JIOBKOB-Te-
3ucoB: 1. Ucrtuna, 2. Y1po, 3. JIro6oBs, 4. Paziy-
Ka, 5. ['ues, 6. Jlanre, 7. Usrnanue, 8.TBopuecTBO,
9. Houp, 10. Cmepts, 11. becemeprre. [Jaxke mo
MpUBEAEHHOMY TIIEPEYHIO BHIHA OIpeeIEHHas
TpyNIHAPOBKA, U TEMaTHYECKHue OJOKK JacTel moj-
KpEIUIAIOTCA BHYTPH HHUX NpHEMOM atfacca (Kak,
JIOITyCTHM, MEXIy HoMepamu 5, 6 u 7).

[lomauMast BedHbIE BOMPOCH], KOMIIO3UTOP
BCJIE] 3a MOJTOM MPeOBIBAaeT IIaBHBIM 00pa3oM B
pycie BO3BBIIMIEHHBIX pPa3IyMH, KOTOPHIE dYalle
BCEro MPHOOPETAIOT XapakTep B3BICKYIOIIUX pac-
CYXJIEHUI O CyIIHOCTHBIX KaTerOpHUsAX YeloBeue-
ckoro ObiTusi. Ilpu 3TOM HIMPOKO OOCYKIAKOTCS
Hen30eKHBIE TATOTHI KU3HHU, €€ TEHEBbIE CTOPOHBI,
¥ C TO3WIHMK HPABCTBEHHOTO WMMIIEpAaTHBA YTBEP-
KMAIOTCA HEOOXOIUMBIE 3TUYECKHE IMOCTYJAThl U
npeanucanug. Korga ke pedb 3aXOMUT O BOIHIO-
el HecIpaBeIMBOCTH M HETIPaBEeIHOCTH, IIPOIIO-
BeZIb MPEBpAIIAETCs B OTIIOBENb, U B MOJIHOW Mepe
oOHakasi MyOJMIICTUYECKUN HEpB, 3Bydar OHUy-
IOI[e WHBEKTHBBl 110 TOBOAY HECOBEPIICHCTBA
MHUpOTopsAAKa. JTO KacaeTca M 3asBICHHON 371eCh
MPOOIEMBI TBOPYECKOTO TyXa B €r0 CTOJIKHOBEHUHU
C JIIOZICKUM HETIOHMMAaHHEM, T/I€ BB BKIIOUEHUS
aBTOIIUTAT XOPOIIO OUIYTUMBI MPOEKIHH Ha COO-
cTBeHHYI0 cyap0y IllocrakoBrya.

IIpu BcéM npamarusme MOBECTBOBAHMS B HEM
HEOJHOKPATHO BBICBEYMBACTCS MBICIIb O BEYHO Ma-
HSAIIeH npuTarare’abHocTH ObITHs. B dpunane Cron-
TBI 3TO CBSI3aHO C MOSIBIIEHUEM TEMBI, HAITMCAHHON
KOMITO3UTOPOM €III€ B IETCTBE, U €€ 3BOHYATO-UTPO-
BOIl MUTTOpPECK BOCIPUHUMAETCA KaK CBETO3apHas
yIbIOKa, BOJIICOHBIH MPOOJECK CONMHEYHBIX OJIH-
KOB.
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TpaekTopus BokaabHoro teopuectsa A. A. LLloctakoBnya

Boxkanbnas my3bika [I. [llocrakoBuya siBIsS€TCS OJHOM M3 CaMbIX IPUMEUYaTeNIbHBIX CTPAHHI OTEYECTBEHHOTO MY3bI-
KaJbHOTO UCcKyccTBa. Kommo3uTop B 001meit ciioxHOCTH paboTal B JaHHOM JKaHpe Ha IPOTSDKEHUH OoJiee IATHASCITH
ner. Pannme omycsl («/IBe 6acHu M. A. Kpeuosa», «lllecth poMaHCOB Ha CJIOBa SITIOHCKHX MOSTOB») HOCHIIN BO
MHOTOM 3KCIIEpUMEHTAJIbHBIA XapakTep. B HUX Ba)KHO MCIIOIB30BaHWE OPKECTPa, YTO B OyyIleM CTaHEeT BechbMa
pacrpocTpaHEHHBIM (aKTOPOM Xy 0>KECTBEHHOM NpakTUKH komrosutopa. C cepenunsl 1930-x rooB oH (HpOHTAIBEHO
pa3BOpauMBaETCs K BOKAJIBHBIM JKaHPaM, TEHeph Y)Ke IPOYHO ONUPASCh HA TPAIUIINHU IIEBIECKOTO HHTOHUPOBAHUS 1
yarie Bcero oopaasich K O0oJbIIoN JuTeparypHoii kinaccuke («Uerblpe pomanca Ha cioBa A. [lymxkunay, «Uersipe
MoHoJjora Ha cioBa A. [lymknHay, «/IBa pomanca Ha cioBa M. JlepmonToBay). [1o/IMHHBIM 11€1€BPOM BOCHHBIX JIET
cramu «lllects poMaHCOB Ha CIIOBA aHIIMHCKHUX TIO3TOBY, I7Ie TOBECTBOBAHME BEAETCS OT JIMIA YEIOBEKa U3 Hapoya,
HO TP BCEH NMPOCTOTE BHICKA3BIBAHMS €0 OOJNMK HaAeNEH NIyOMHOM M 00bEMHOCTHIO. HecKkoIbKO MO3Ke MOSBUTCS
BOKAJIbHBIN IUKJI «/13 eBpeiickoll HApOJHOM TT0A3UM», CyTh KOTOPOTO 3aKIII0YaeTCsl B U300paKeHHH XapaKTEePHOTO IS
pyccKoii uTeparypsl 00pasa «MajIeHbKOro yenoBekay». Ilociennuii atan BokansHoro TBopuectsa lllocrakoBuya o3Ha-
MEHOBAH PE3KO KOHTPACTHBIMH YCTPEMIICHHMSIMH: «BBICOKHI» KAaHP WHTEIJICKTYaJIbHON JIMPUKH, C OXHOW CTOPOHBI
(«Cemb cTtuxoTrBopeHuit Anexcannpa bnokay», «Illects ctuxorBopennit Mapunsl L{BeTaeBoii»), 1 3aBeIOMO CHIKEH-
Hasl, e1[Ba JIM HE «yTHJIUTapHAas» caTupa — ¢ npyroil («Carupeny, «I19Th poMaHCOB Ha TEKCTHI U3 XypHana “Kpoxo-
Ii’», «Herblpe cTuxoTBOpeHHs KanuTaHa JleOsnknHay). 3aBepIiaomymM MeAeBpoM BoKanbHOH smpuky [locTako-
Bu4a siBriack «Cronrta Ha ctuxu Mukenanmkeno» (1974), roe KOMITO3UTOp MOAHMUMAET BEUHBIE BOIIPOCHI OBITHS.
Kinrouyesie ciosa: /I. HlocrakoBuy, BokanbHOE TBOpdecTBO IllocTakoBH4a, pOMaHCHI, BOKAJIBHBIC IIUKIIBL.
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The Trajectory of Dmitri Shostakovich’s Vocal Music

Dmitri Shostakovich’s contribution to vocal music presents one of the most remarkable pages of Russian music.
Altogether he composed in this genre for over fifty years. His early oeuvres (“Two Fables by Ivan Krylov” and “Six
Songs Set to Texts of Japanese Poets™) were to a large extent of experimental character, and they are distinguished
by their use of the orchestra, which would subsequently become a largely prevailing factor in the composer’s artistic
practice. Starting from the mid-1930s he makes a turn frontally to vocal genres, now already firmly relying on the
traditions of vocal intonating and most frequently setting texts of the great Russian literary classics (“Four Songs
to Texts by Alexander Pushkin,” “Four Monologues to Texts by Alexander Pushkin” and “Two Songs to Texts by
Mikhail Lermontov.”

A genuine masterpiece of the wartime years is the “Six Songs to Texts by English Poets,” in which the narration is
carried out from the position of a person from the ordinary masses, but notwithstanding all the simplicity of utterance,
its character is endowed by profundity and dimensionality. Somewhat later the vocal cycle “From Jewish Folk Poetry”
was composed, the essence of which lies in the depiction of the image of the “small person,” so characteristic for
Russian literature. The final period of Shostakovich’s vocal oeuvres was signified by extremely contrasting aspirations:
the “high” genre of intellectual lyricism, on the one hand, expressed in such works as the “Seven Poems of Alexander
Blok” and the “Six Poems of Marina Tsvetayeva,” and the consciously debased, almost “utilitarian” satire, on the
other hand, such as the “Satires,” the “Five Songs set to Texts from ‘Krokodil’ Magazine” and “Four Poems of Captain
Lebyadkin.” The concluding masterpiece of Shostakovich’s lyrical vocal music was the “Suite set to Poems by
Michelangelo” (1974), in which the composer turns to the “eternal questions” of existence.

Keywords: Shostakovich, Schostakovich’s vocal music, songs, vocal cycles.
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3a0biTble CTPaHULLbI

O MOAUPOHUYECKOM LIMKAE U. EAbYEBOM «24 NMIPEAIOAUUN U ®YTU»

onmuponnyeckuii numka M.  EnpueBoit

«/lBanmare 4YeThIpe Mpemonuu U Qyrmy,

omy6nukoBaHHBIH B 1970 romy, oxazaics
HE3aCIyKeHHO 3a0BITHIM, OyAy4YH OTTECHEHHBIM H3
[IEHTpa BHUMaHU MOSBIICHUEM B 3TO K€ BpeMS [Ty~
60ko HoBatopckoro nukia P. [leapuna'. A Mexay
TEM, 3TO MPOW3BEJCHNE BKIIOYAET LENBIN pAl MH-
TEPECHBIX TBOPYECKUX HAXOMIOK, HaCTh U3 KOTOPHIX
pHOOPETET HOBYIO aKTyaJbHOCTh YK€ Ha pyOeske
XX—-XXI croneruii (B yCIOBUSAX TaK Ha3bIBAEMOTO
«HE0o(OTBKIOPU3Ma») U MPOSBUTCS, B YaCTHOCTH,
B MOJU(POHUICCKOM IHKIIC «24 MPETIOAUn U QPyrim»
C. Crmonumckoro (1994). K ogHOM U3 TakuxX HaXo-
JIOK OTHOCHUTCS NPHHIMII BApUAHTHOTO TeMaThude-
CKOTO Pa3BHUTHS MOJTUPOHUIECKON TEMBI.

JlaBHO 3aMedeHo, YTO MPUHIIUIT BAPUAHTHOCTHU
OTHOCHUTCSI K cIlelU(pUIECKr BOKAJILHOMY, IEeCEH-
HOMYy THITy pa3Butus [11, c. 88], B To BpeMs kak
dbopmy ¢yru B €€ KaccH4eckoM ITOHUMAHWH OTIIU-
YyaeT NMPUHIMIINAIHHO WHCTPYMEHTAIBHOE IPOHC-
XOXKJEHHE, a XapaKTepHbIe I He€ TeMaTHYeCKue
npeobpa3oBaHua (PUTMHUYECKHE — YBEIWYCHHE U
YMEHbIIICHHE, JTUHEWHbIE — WHBEPCHUS U PAKOXOX)
MMEIOT COBEPIICHHO MHYIO MpHUpoay. Bo3mokHyrO
B3aMMOCBSI3b ATHX JBYX SBJICHHH CTOJIb Pa3HOTO Te-
HE3WCa M TEXHOJOTHH OIpeNeNseT YUET AByX BaK-
HEWIIINX aCIEeKTOB:

1. IlpuHIIMN BapHaHTHOCTH, 1O OMPEACICHUIO
B. IlykkepmaHa, MOKHO paccMaTpUBaThb KaK «CO-
BMeEIlleHHE CBOOOJIBI MPeoOpa3oBaHmii ... C COXpa-
HEHHEM IICJIOCTHOCTH U OJIN3KOM 00pa3HOM CBA3M»
[11, c. 89]. Mexay Tem, Onmu3kasi oOpa3Hasi CBSI3b
Bcerna Obla mpucyIa u gyre?.

2. I'maBHBIM TPOTOTUIIOM M MCTOYHHKOM BapH-
AHTHOCTH OOBIYHO Ha3bIBAIOT PYCCKYI0 HAPOAHYIO
MIECHIO, M 3TO NPUAAET JAHHOMY IPHHIUITY 0CO0YIO
AKTyaJIbHOCTb B YCIIOBHUSIX OT€YE€CTBEHHON MY3BIKH,
TJI€ €TO MPOSIBIICHHS 3aTParuBaroT HE TOIHKO BOKAJIb-
HBIE, HO U UHCTPYMEHTAJIbHBIE COYMHEHUS, BIJIOTh
JI0 TTPOU3BENICHN I CUM(pOHUIECKOTO JKaHpa®.

Ecau nepBblil aCEKT CBUAETEIBCTBYET O IIPUH-
[UIHAATBHOW COBMECTUMOCTH (Pyrd ¥ BAPHAHTHOTO
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MIPUHIIMIIA PA3BUTHUS, TO BTOPOH aKIEHTUPYET 3HA-
YEHUE MOCJEAHETO0 JJIsl pycCKol My3bIKU. B camom
nene, obpamiasch K BOMPOCAM JBOJIOIUH OTEYe-
CTBEHHOU ()YT'H, MBI MOYKEM 3aMETHTh €T0 AKTHBHEIC
MIPOSIBIICHNSI UIMEHHO B T€ MCTOPUYIECKUE TIEPUOIBI,
KOTZla WAEs HAMOHAIBFHOW HACHTHYHOCTH MY3BI-
KaJJbHOTO MCKYCCTBA, €r0 CBS3U C (OJIBKIOPHBIMU

HCTOKaMH MOJTyYaeT HauOOJBIIYIO aKTyalbHOCTb.
Camble paHHHE TNPUMEPH HMPOHUKHOBEHUS B
(yry BapWaHTHBIX TEMaTHYECKHX IpeoOpa3oBa-
HUH 0OHApPYKMBAIOTCS YK€ B XOPOBBIX KOHIIEPTax
M. BopTHAHCKOrO, TO €CTh Ha OJIHOM W3 Hayajb-
HBIX 3TallOB OCBOEHUS PYCCKUMHU KOMITO3UTOPAaMHU
3anaJiHoeBponeiickux  noiudoHnyecknx  Gopm.
CxJIOHHOCTh BOPTHSIHCKOTO K BapbHUpPOBaHHIO II0-
TUQOHNYECKON TEeMBbl HEOJHOKPAaTHO OTMEYaiach
uccienoBarensamu [8, ¢. 16—17; 9, c. 47; 7, ¢. 108—
109], omHako B JaHHOM clTydae MOMYEPKHEM TO 00-
CTOSITENIBCTBO, YTO BaphbHPOBAHHE 3/1€Ch UMEET HE
OpHAMEHTAJILHBIH, HO CIICIIM(PUICCKH 8apUAHMHbILL
xapakrep. CBOOOJHO U3MEHSAS MHTEPBAINKY TEMBI,
BopTHsaHCKHH cOXpaHSIET €€ PUTMUYECKUN pPHUCY-
HOK, IIPUMEPHBINA MEIOAUYECKUN KOHTYD U CTPYK-
TYpPHYIO IEJIOCTHOCTbh, 00ECIeunBasi TeM CaMbIM HE
TOJIBKO Y3HABAEMOCTh BCEX TEMATHYECKHX BapHaH-
TOB, HO U UX PaBHO3HAYHOCTbH K MEPBOHAYAITEHOMY
Buay (mpumep Ne 1).
[Tpumep Ne 1 J1. BopTHAHCKHA.
Konuepr i xopa Ne 24. dunan
a) Tema ¢dyru

Allegro maestoso

6) BapuanTts! TeMbI

Ora 0COOEHHOCTHh TEMaTHYECKOTO pPa3BUTHS
OblTa 3aMedyeHa W roaxpadeHa M. [mHKOMH, cTaB
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JUT HETO OJHHWM W3 TPOSABICHHUH «3aKOHHOTO Opa-
Ka» MEXKIy 3alajHoid M pycckoit monudonueit, a
taxke H. Pumckum-KopcakoBbIM, aKTUBHO pa3Bu-
BaBIIUM ITIMTHKUHCKHUE MTOMU(OHUYECKNE TPAAUIIAN
(xop «Ha ceBepe mukom», Bapuanuu u ¢yrerra Ha
HapoxaHyto TeMy «Hamoenn Houm»).

Jlnme yepe3 cronerne — B 50-60-x romax te-
mepb yxxe XX BeKa — MOIIHBINA B3NET «HOBOH (poIb-
KJIODHOW BOJIHBD» B KOMIIO3UTOPCKOM TBOPYECTBE
MPUBEN U K HOBOW aKTyaJIM3alluy UJIeU HAIlMOHAb-
Horo. Ha sTOM BHTKE MCTOpPHYECKOW criipaiu 00-
pameHne K (GONBKIOPHBIM HCTOYHHKAM, K apxau-
YeCKUM MHTOHALMOHHBIM, PUTMUYECKUM, JaIOBBIM
0COOEHHOCTSIM (DONBKIIOpAa BHOBBH IOBBICHIIO BOC-
TpeOOBAaHHOCTh MPUHIIMIA BAPHAHTHOCTH, B TOM
YHuclie — MPHUHLWIA BapUAaHTHOTO TEMaTHYECKOTO
pasButusa. OpHako yryOiieHne B Oolee apeBHHUE
(hONBKIIOpHBIE TUTACTHI B COYETAHHH C COBPEMEH-
HBIMH METOJJaMH MY3bIKATbHOTO MBIIIICHUS CyIIe-
CTBEHHO M3MEHWIN M YCIOXHWIH €r0 Iperomiie-
HUsA. SIpKUM OTpaKCHHUEM 3TUX TCHACHLHUMN B cepe
noJa(pOHMIECKOTO MCKYCCTBA KaK pa3 M SIBHJICS
Oonbiioit monudonnueckuit nukn Mpunel Enpue-
BOM «24 mipenronuu U Qyru», CTaBIINi cBOEOOpas-
HBIM 3aBEpIICHUEM «HOBOH (DONBKIOPHOW BOJHBD»
B oOmactu monuoHuH.

KoHneuHo, B HEKOTOPBIX AeTaisax EnbueBa onu-
paeTcs M Ha CpaBHUTENBHO ONM3KHE TIO BpeMe-
HU 00pa3upl, Ipexae Bcero — Ha Qyru B pycckom
crune u3 noiudonmyeckoro nukia J{. [locrako-
BHYa. DTO, HAIIPUMEpP, OCOOEHHOCTH CTPYKTYpHOU
opraHu3anuy NoMH(MOHUIECKOW TEMBbI C y4acTHEM
MIPUHLIMIIA BapHaHTHOW moBTOpHOCTH (¢pyrm Illo-
crakoBu4a e moll, cis moll, es moll, g moll, d moll)
WJIM HaTypaJIbHO-JIaI0BOE pa3BUTHE C Ipeodpa3oBa-
HHEM MUHOPHOM OKPACKU B MUKCOJUIUICKYIO WU
¢bpurniickyro (cM. ero dyru e moll, es moll, b moll,
fmoll, d moll). Yepe3s nBa AeCATUICTHS, YCIOXKHSSA
JMaHHBI puéM, ElbueBa HeOMHOKpaTHO puberaet
K IMaTOHMYECKOMY JIaJy HE TOJIBKO Ha CTaauH pas-
BHUTHS, HO YK€ U B IIEPBOHAYAILHOM ITOKa3€ TEMBI
(mopuiickuii jan B TeMax d moll, fis moll, g moll,
MHKCOMUIUACKUN B Temax Fis dur w H dur) nim
B JIOMHHAHTOBOM OTBeTe ((hpuruiickuii — B Qyrax
h moll, f moll, muxcommuauiickuii B ¢pyre A dur).

Ocoboe 6orarcTBO TBOPUECKOH (paHTa3UH aBTOP
JEMOHCTPUPYET B MPHMEHEHHUH pPa3HOOOpPa3HBIX
Croco00B BapHaHTHOTO TEMaTHYECKOTO Pa3BHTHS.
3n1ech ¥ MTHTOHAIMOHHBIE, U PUTMAYECKUE, U JaXKe
HEKOTOpBIE€ CTPYKTYPHBIE U3MEHEHHS, TAE-TO TIOYTH
HE OINIyIIaeMbIe CITyXOM, a IJIe-TO U BHOCSIINE HE-
KOTOpPBIE HOBbIE OTTEHKH B IIEPBOHAYAJIbHBIN 00pa3.
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OTnpaBHOI k€ TOYKOH B MX ONPEAETICHIH NMEHHO
KaK BapHaHTHBIX CIY)XUT TO OOCTOSTENBCTBO, YTO
MOJTy4eHHBIE B PE3yJAbTaTe BUIBI TEMBI BBICTYIIAIOT
B KadeCTBE PaBHO3HAYHBIX, COXpaHSS €€ IIeJI0CT-
HOCTb 1 OOIIYI0 00pa3HyIO XapaKTePUCTHKY.

Uame Bcero EmpueBa oOpammaercss K w3Me-
HEHUSIM WHTEPBAJMKH, MPH KOTOPBIX CKAYKOBBIC
WHTOHAIIMM  TIOABEPTalOTCS  WHTOHAIMOHHOMY
pacIMpeHunIo, oaYac MpuaaBasi TeMe OTTEHOK KO-
JoKoJbHOTO 3BydaHus. B ¢yre C dur, mHanpumep,
TaKkve TMPEeBpPAIICHU HEOTHOKPATHO MPOHCXOAAT
CO BTOPBIM MOTHBOM TE€MBI, B KOTOPOM KBapTOBBIi
CKa4OK CTAaHOBHUTCS] KBUHTOBBIM, @ B OTHOM U3 TIPO-
BEJICHUN — JJaske OKTaBHBIM (mipumep Ne 2).

[Tpumep Ne 2 W. EnpyeBa. @yra C dur
a) Tema ¢pyru
O>KMBACHHO, HAIOPMCTO
%zz. =—EmspirEs = e
- e

6) BapuaHTb! TeMBbI

e T e ey

% T B M ——

e e s e S

AHaJIOTUYHBIE HM3MEHEHUS XapakTepHBI IS
BceX OOpamEHHBIX BUIOB TeMbl B (hyre a-moll, tne
TEPLOBBII X0 PErylsipHO Mpeodpa3yercs B KBHH-
ToBBIN (IpuMep Ne 3).

[Tpumep Ne 3 ®yra a moll
a) Tema ¢pyru
A0BOALHO MOABIKHO, TPEBOKHO
B S ;
0) Bapuant TemMbl B 00palieH1H
Y e S e —_ —
% Y+ E + 7 — s

IToxa3atenbHO, YTO TAKOIO € pojia IpeBpallie-
HUS MOTYT IIPOMCXOJIUTH HE TOJIBKO C TEMOH, HO H C
yaAepKaHHBIM IIPOTUBOCIIOKEHHEM, KaK, HalIpUMep,
B ¢yre F-dur (TeploBble CKauKH 3/1€Ch TOXKE pac-
MIUPSAIOTCS 10 KBUHTOBBIX (mpumep Ne 4).

[Ipumep Ne 4 Oyra F dur
a) Tema c YACPIKAHHBIM ITPOTUBOCIIOKCHUEM
Brictpo. Beceao e
S e e e
_ Tfé:g PN - - - -
Pof= = - = Nl s==0 i a=

0) Tema ¢ BapuaHTOM ITPOTHUBOCIOKCHIS

—~ o>
5 £ 2 p ettt -
f= = e ;g, A
b o
G e g sgener

e - verer
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T'opasno pexe KOMIIO3UTOP IOJIB3YeTCsi 00par-
HBIM TPUEMOM — HHTEPBAJIBHBIM CXKATHEM, IMPH
KOTOPOM CKA4YKOBBI 2JIEMEHT IpeodpasyeTcs B 10-
cryneHHbiir’ (mpumep Ne 5).
IIpumep Ne 5 ®yra h moll
a) Tema ¢yru

Crniokoitso. Hanesso

== t t

0) BapuaHT TeMBI

HpyruMm cnocoOoM HMHTEPBaJIbHOTO BapbUPO-
BaHMA ABJSETCS TPAHCIIOHWPOBAHWE YaCTH TEMBI,
KOTOpPBbIN CBA3aH, KaK MpaBuio, C €€ JIaJIOBBIMU Tie-
peocmbicienusiMu. Hampumep, B gyre Des dur uz-
Ha4YaJbHOMY BUY TEMbI CBOMCTBEHHA TapaJuIeIbHASL
nmamoBas mepeMeHHOCTh (Des-b-Des). Bo Bcex ke
MHUHOPHBIX TPOBEICHUAX KOMITO3UTOP TPAaHCIIOHH-
pyeT CepeaVHHBIA MOTHB, HCKIIIOUasi 3Ty MEepeMeH-
HOCTB ¥ TIPUBOAA K OOJIbINEH JIaJOTOHAIBHON OTHO-
3HagHOCTH (Tpumep Ne 6).

IIpumep Ne 6 ®yra Des dur
a) Tema ¢yru
0
PR ES S
0) Bapuanr Temsl B b moll
e P —
%h)- '. == == |—‘.rl” l‘I T I-i-l\ T !

Heuto momobGHOe ocymiecTBisiercss U B Qyre
e moll, Tne ToOHAIBHO HEyCTOWYMBas TeMma (Hada-
JIO ¢ HU3KOW V CTyNEHH) B Pa3BHUBAIOIICH YacTH C
MOMOIIIBI0 TPAHCHO3ULIMK €€ BTOPOM IOJIOBUHBI
CTaHOBHTCS TOHAIBHO YCTOWYHBOM H JIAOBO OIpe-
JIEIEHHOW: BMECTO OXHJaeMOW CyOJOMHUHAHTOBOU
TOHAIBHOCTHU @ moll Bcsi OHA 3ByUHT B ¢ moll.

N3spenka EnpueBa nonp3yercs U NpuEMOM KOM-
OMHATOPHKH, MpUbOEras K NepMyTaluu OTACTbHBIX
TeMaTHIeCKUX 3BYKOB. Tak, B dyre Des dur yxe
TPEThE IKCIIO3UIIMOHHOE IMPOBEACHNUE COACPKUT
HE3aMEeTHBIN Ha CIIyX OOMEH MeCTaMHu JBYX cepe-
JIMHHBIX 3BYKOB, a B (hyre 4 moll mogoOHbIi 0OMeH
KacaeTcsl y)Xe Ha4aJbHBIX (BTOPOTO U TPETHETO)
3BYKOB TeMbl. B ¢yre As dur nepmyranus (¢ax-
TUYECKH, YaCTUYHAs WHBEPCHA) IEPBOTO MOTHBA
BO3HUKACT B PENpHU3€ KaK Pe3yJbTaT ero mpemie-
CTBYIOIIMX BapHaHTHBIX ITPeoOpa3oBaHuil B pa3Bu-
Batomeil yactu. Jlpyroii KOMOWHATOPHBIN NpPUEM
npuMeHEH B (yre a moll x yaep>kaHHOM 4acTy mpo-
THUBOCIIOKEHUS: YK€ B KOHIIE SKCIIO3HUINH (a TaKxke
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B HEKOTOPBIX MOCJEAYIOMNX MPOBEACHUAX, B TOM
YHcIie — ¢ 00paleHneM TeMbI) eT0 KpaTKuii BTOPOr
MOTHB 3aMEHEH TIOBTOPEHHUEM TPETHETO.

Bbonee octopoxxno nonxoaut EnpueBa kK u3Mme-
HEHHSM DPUTMHKH — BEIb COXpPaHEHUE PUTMHYC-
CKOTO PHCYHKa — OAWH M3 IJIaBHBIX IOKa3aTeneit
Y3HABaEMOCTH B BapHAHTHBIX MPEOOpPa3OBaHUIX.
OpHako 1 37eCh KOMIIO3UTOP HAXOAMUT pa3HOOOpa3-
HBIE BO3MOXKHOCTH. DTO MOXET OBITh, HampuMmep,
MpeBpaiieHie MyHKTHPHOTO PUTMAa B TPUOJIBHBIN
(obdexT cMmsTyeHMs1) WM HA00OPOT — TPUOIBHHO-
r0 B MyHKTHPHBIA (pUTMHUYECKOe oOocTpeHue). B
€IMHCTBEHHON NBOIHON ¢yre mukmna (¢ moll) Ta-
Kol mpuém mprolOpeTraeT OCOOBIA IpaMaTypruye-
CKHH CMBICH, TOCKOJBKY IJIaBHBIMU (DaKTOpaMu
KOHTpacTa MeXIy TeMaMH 37E€Ch SBISIOTCS TEMIT U
MeTrpoputM. [lepByro (MemIeHHY0) TeMy OTINYaeT
IJTaBHOE TPHUOJIBHOE JIBUKEHHE (TaKTOBBIA pa3zmep
6/8), BTOpyI0 (OBICTPYIO0) — 000CTPEHHBIN JABOMHOM
nyHKTHp (pasmep 2/4) (mpumep Ne 7).
[Ipumep Ne 7 ®yra ¢ moll
a) [lepBas Tema

Megaenno. Cympauno

Pi mosso, agitato

o -;P- ey \)\"’

B pemnpu3HOM KOHTPAIyHKTHYECKOM COCIMHE-
HAW KOMITO3UTOP BO3BpallaeT HavyadbHBIA MEIJICH-
HBI TEeMI M PUTMHUYECKH CMSTYACT IYHKTHPHBIN
PUTM TPHUOJSMH, MOTUUHIS TEM CaMbIM BTOPYIO
TEeMY XapakTepy MepBOi.

IIpumep Ne 7
B) KoHTpanyHKT AByX TeM
Tempol h\
e =P 7
LT o I Lr LI

OnuH u3 moOumbix EnbueBOl pUTMHUYECKHUX
pUEMOB — HEPaBHOMEPHBIC PACTITUBAHUSI HIIA CO-
KpaIeHus UTUTEIEHOCTEH OTAETBHBIX 3BYKOB, MO-
THBOB, may3®. Kak mpasuito, mogoOHbIe H3MEHEHSI
XapaKTepHBI IS KPYIMHOMACIITA0OHBIX MHOTOMO-
THUBHBIX TEM U COUETAIOTCS C YACTHYHBIM COKpaIlie-
HHEM CTPYKTYpHhI, @ HHOT/IA — ¥ C MHTOHAIIMOHHBIM
BappupoBanueM. [lokazarensHBIM TPUMEPOM MO-
KeT CIyKuTh Qyra es moll’. E€ Gonbinasi ceMuTaK-
TOBasl TeMa pacmazacTcs Ha JBa KOHTPACTHBIX dJie-
MEHTa, B COOTHOIIEHWU KOTOPHIX IMPOIVISIBIBAIOT
YepThl CTAPUHHOIO MOIM(POHUYESCKOTO IMPHHIIMIIA
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«SIIpO-pa3BEPTHIBAHUE» (PUTMUYECKASI AKTUBHOCTh
W CEKBEHTHOCTh BTOpOro 3nemeHTa). Ha pasBu-
BAaIOIIEH CTaguM OT TEMBI NPEACTABUTEIHCTBYET,
[JIaBHBIM 00pa3oM, OTHO «AIpo» (MEepBBIE YETHIpe
C TIOJIOBUHOM TaKTa), KOTOPOE, KCTaTH, N3HAYAIbHO
y’Ke€ CBSI3aHO C IPUHIIUIIOM BapHAHTHOCTH (BTOPOH
MOTHB — PUTMOWHTOHALIMOHHBII BapuaHT MEPBOTO
—mpumep Ne 8 a).

Cpenu pUTMUYECKHX BapHAHTOB Pa3BHBAIOIIECH
4acTH MpeobIafaloT pa3iuvHbIe «yCKOPEHUs», B
perpu3e e NOABIIAETCS IPOTUBOIOIOKHBIN TPUEM
— HepaBHOMepHOE pacmmpenue (mpumep Ne § 0, B).

[Tpumep Ne 8

®dyra es moll
a) Tema ¢dyru

B) BapuaHT TeMsbI B penpuse

0 —3

%5““””’_"“’ e e e =
E ESEESESs= s S == FE=

IIpoiiaér emeé 4yeTBepTh CTOJIETHS — U MHOTHE U3
HaileHHBIX EnpdeBoil crmoco0oB BapHaHTHBIX TIpe-
00pa3oBaHuii OOPETYT HOBYHO YKM3Hb B IMOIM(OHU-
yeckoM 1mkie C. Cronumckoro. OnHako Ha HOBOM
HCTOPUYECKOM 3Tarle KOMIIO3UTOP HE MPOCTO OMH-
paercs Ha Te ke NPUEMBI, HO HAXOIWUT B HUX HOBBIC
Xy/IOKECTBEHHbIE BO3MO)KHOCTH, W3BJIEKasi HOBBIC
BhIpaszutenbHble dQdekTol. Tak, MHOrHE dyru Cio-
HUMCKOT0 YK€ B OKCIIO3HIINH COAEPKaT NHTOHAIMOH-
HO€ BapbUPOBaHHUE, HO BCAKUI pa3 KOMIIO3UTOP JeTa-
eT 3To mo-pasHomy. Ecim, manpumep, B dyre e moll
BapbUPOBAaHNE KAacaeTCsl BCETO JIMIIb OTHOTO 3BYyKa,
Oraromapsi KOTOPOMY B OTBETHYIO MMHTAIMIO BHO-
CHTCSl OTTEHOK MapauIeNbHON MEPEMEHHOCTH, TO B
(yre F dur oTBET YCIOXKHSET TEMY JOMOTHUTEIEHOM
xpoMatm3anueit. B gyre a moll, Htaobopot, 3aBepiia-

FOLIMH TEMY XpOMaTHYECKU MOTHB TIONydaeT Ooiee
MIPOCTOM, INATOHUYECKUI BapuaHt, B (yre xe B dur
BapbUPOBAHHE YIIPOIIAET TEMATHUECKYIO CTPYKTYPY:
BapHaHTHas OBTOPHOCTH BTOPOTO MOTHBA 3aMEHEHa
B OTBETE MOBTOPHOCTHIO TOYHOW. CoOXpaHss Jamo-
BYIO OKpacKy JIOMHHAHTOBOH TOHAILHOCTH, B (yre
cis moll KoMIo3UTOp CBOOOAHO BapbUPYET CKA4YKO-
BbIC MHTOHALIMH (IpeBpaliasi, B YaCTHOCTH, KBUHTO-
BEI CKa4OK B OKTaBHEIN), a B yre d moll cToms xe
CBOOO/IHBIC HHTOHAIIMOHHBIC H3MEHEHHUS! PUBOIAT K
TOHAJIFHOMY TI€PEOCMBICIIEHHIO OTBETA C COXPAHEHH-
€M B HEM OCHOBHOM TOHAJIBHOCTH.

[Hupoko mpumensier CIOHUMCKHA W pUTMUYE-
CKO€ BapbpOBaHUE, IPEBpaIas AyOIbHOE ABIKEHIE
B TpHoOINbHOE (Pyra g moll) umm Hao6opOT — TPUOIB-
HOCTb B JIyOJILHOCTh (TpeThsi TeMa (yru cis moll),
HEpaBHOMEPHOCTh B PAaBHOMEPHOCTH (MHBEpPCHSA B
¢yre Fis dur). KoMIIO3UTOp UCIOJIB3YET YaCTHYHBIC
puUTMUYecKre Moan(UKay (YMEHBIIEHHE TPUOIIh-
HOTO MOTHBA BTOPOH TeMEbI B (yre f moll, uactnuHoe
YBEIMUYCHHE CePeIMHHOTO MOTUBA B dyre Fis dur),
pa3buBas HENMpepHIBHOE JIBM)KEHHE BCTABKAMH I1ay3
(byra C dur), merpudecku caBuras TeMy C CHITb-
HOHW 701K Ha cialyto (OTBET BTOPOW TeMbI B (yre
Des dur), Haxonen, B ¢pyre E dur ClioHIMCKHI Haxo0-
JUT emé 0ojee MHTEPECHBIN Croco0 METPHYECKOTO
BapbUPOBAHMS: W3HAYAIBHYI0 METPHUYECKYIO IIepe-
MeHHOCTh (5/8, 6/8) B OMHOM W3 MPOBEJCHUIA Ipe-
BpallaeT B MPOTHBOMOJIOKHYIO (6/8, 5/8).

Kak BuguM, METONl BAPHAHTHOTO TEMaTHYECKO-
TO Pa3BUTHS HEOIHOKPATHO OKa3bIBAJICSA BOCTPeOO-
BaHHBIM B HCTOPHH OTEUYeCTBECHHOU (yru. M kax-
JIBI  KOMIIO3UTOP, OTTAJKUBAsACh OT TBOPYECKHX
HAXOJIOK MPEABIAYIIEro UCTOPUIECKOTO dTama, Ha-
XOJIMJI BO3MOXKHOCTh BHECTH B HETO HEYTO HOBOE,
JIEMOHCTPHPYS TEM CaMbIM O€3rPaHUYHOCTH XYIIO-
*ecTBeHHOH (anTazuu. I[lomudoHnueckuii UK
Wpunel EnsueBod, Kak HaM Ka)XeTCs, 3aHUMAET B
3TOM pALy JOCTOMHOE MECTO, HMPOTATHBAs CBS3Y-
IolIMe HUTH OT QyT nonudoHmyeckoro nukia Ilo-
cTakoBH4Ya K nmpou3BeieHusIM CIIOHIMCKOTO.

< MPUMEMAHUA (<

! EAMHCTBEHHAs CTaThsi 00 9TOM COYHMHEHUH MOCBS-
IeHa BONPOCY O COOTHOIICHHH Tpentonuu u gyru [3].
Kpome Toro, ik ynoMuHaeTcs (B CBS3H C XapaKTepH-
CTHKOH OPUTMHAIBHOCTU €T0 TOHAJIBHOTO IJIaHa) B KHU-
re H. CumakoBoii [10, c. 642].

2 Hemapom b. Acadbe B kaure «My3bikasibHas Gop-
Ma Kak IHpOLEccy XapakTepusyeT (yry Kak BEpLIMHY B

82

HCTOPUYECKOM pa3BUTHU TPUHLMUNA modcoecmsa |1,
c. 112].
* B. BoOpoBckuil, HapUMep, KCCIIeI0Ba €ro MPOsiB-
nenns B cuMmdonmsix u kpaprerax Jl. [llocrakoBuya [2].
4 Cm. Hampumep, ero GopTenuannyo Gyry Es dur, B
KOTOPOH, COXpaHsisl LIETOCTHOCTb T€MbI, KOMIO3UTOP HU
pasy (!) He moBTOpSIET €€ IIepBOHAYAIBHBII BUI.
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> W 1o, M apyroe mpeoOpa3oBaHHE MOXHO ObLIO
061 0003HAUUTH TOHITHEM «HM3MEHEHHE MHTEPBAJIBHOM
wIoTHOCTH» (TepMuH B. 3aneparkoro). OqHako cieayeT
YUUTBIBATh, YTO OOBIYHO TIOJI STHM TEPMHHOM I0Jpasy-
MeBaeTcs MPUEM U3MEHEHUS OKTaBHOTO COOTHOIIEHUS
OOHUX U mex Jice 3BYKOB, T€HETHYECKH CBS3aHHBIH C
CepUIHON TEeXHMKOW U MPUBOASIIUN K CyIIECTBEHHOMY
NpeoOpa30BaHUIO0 MEJIONYECKOT0 KOHTYpa. 31eCh JKe
peyb UIET 00 N3MEHEHHH CaMHX 3BYKOB IIPU COXPaHEHUH
0011IEer0 MEJIOINYECKOTO PUCYHKA.

¢ E. Bs3koBa HaOmogaeT neicTBUe MOA0OHOro IpH-
éma B ke «MckycerBo ¢yrn» baxa u o603Havaer ero
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O noamucponmnyeckom umkae M. EabueBoit «24 npearoanu u cpyrm»

CraThs IOCBSIIEHA OMHOMY W3 HE3aCIy)KeHHO 3a0BITHIX MIPOM3BeNeHUH — nonudonndeckomy mukiry U. EnsaeBoid,
3aHUMAOIIEMY Ba)KHOE€ MECTO B HCTOPHUUECKOHM IBOIIONMU (YI'M PYCCKHX M POCCHHCKHX KOMIO3HTOpPOB. BHHMa-
HHUE aKIIEHTHPYETCs] Ha 0CO00H M300peTaTeNbHOCTH MPUMEHEHNSI B HEM IIPHHIUIIA BAPUAHTHOTO TEMAaTHIECKOTO
Pa3BUTHSL, XapaKTEPHOTO ISl CAMbIX Pa3HBIX (POPM U KaHPOB PYCCKOM MY3BIKH M HMEIOIIETO CIe(pUIECKN HaI-
OHaJbHOE 3BydaHHe. [IpociexuBas ero gedcTBHE B MOMUGOHNIECKUX (POPMAX PYCCKUX KOMIIO3UTOPOB — OT HaU-
Ooree paHHHX MIPOSIBIICHUH B XOpoBBIX (pyrax [[. BoprHsaHCcKoro no momudormdeckoro nukia C. CIOHUMCKOTO —
aBTOp OTBOIUT Ipou3BeneHNio Vpuapl EnpueBoil BakHEHIIIEe MECTO B STOW HCTOpUIECKOH enouke. HabmroneHms
HaJ pasInIHbBIMH CIOCOOaMH OCYLIECTBICHHSA BapHAaHTHBIX NMPeoOpa3oBaHWN HAa MHTOHAIIMOHHOM, PUTMHUYECKOM
U CTPYKTYPHOM YPOBHSX HPUBOJST K BBIBOLY O HEPAa3PBIBHOCTH HCTOPUYIECKHUX CBS3EH, OOBEANHIOMNX IPOU3BE-
nenne EnpaeBoli ¢ COYMHEHUAMH MIPECTaBUTENIEH pyccKoi Kitaccuaeckoit My3siku (/1. boptasaCcKOoTO, M. I'MHKH,
H. Pumckoro-Kopcaxkosa), ¢ onuoit cropossl, u pyramu /1. [loctakoBuda 1 C. CIOHUMCKOTO — C APYTOM.

Kirouessie cnoBa: Mpuna EnsaeBa, monudonus, monnpOHNIECKIA UK, BAPHAHTHBIA MIPUHIAT, (QyTa, pyccKas
MY3bIKa.

About Irina Yelcheva’s Contrapuntal Cycle “24 Preludes and Fugues”

The article is devoted to one of the unduly forgotten musical compositions — Irina Yelcheva’s contrapuntal
cycle, which holds an important position in the historical evolution of the fugue in the musical works of Russian
composers. Attention is accentuated on the special ingenuity of application in it of the principle of variant-type
thematic development that is characteristic for the most various forms and genres of Russian music and possessing
a specifically national sound. Tracing out this tendency in the contrapuntal forms of Russian composers — from its
earliest manifestations in the choral fugues of Dmitri Bortnyansky up to the contrapuntal cycle of Sergei Slonimsky
— the author reserves a special place for Irina Yelcheva’s composition in this historical chain. Observations of the
various means of carrying out the variant transformations on the intonational, rhythmical and structural levels lead
to the conclusion about the inseparability of historical connections connecting Yelcheva’s composition with the
works of representatives of Russian classical music (Dmitri Bortnyansky, Mikhail Glinka and Nikolai Rimsky-
Korsakov), on the one hand, and the fugues of Shostakovich and Slonimsky, on the other hand.
Keywords: Irina Yelcheva, counterpoint, contrapuntal cycle, variant principle, fugue, Russian music.
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«HATIEB. PACCKA3. TAHTO U NASCKA» A. XACAHLLIMHA:
MEXAY KOMIMNO3UUMEN N UMITPOBU3ALIUEU

amepHo-aHcam6neBslii nukn «Hames. Pac-

cka3. Tanro u Ilnsgcka» GamIKupcKoOro KoM-

no3uTopa Asamara Xacanmmua' (2014)
HaNMCaH Ui TPEXCTPYHHOU TOMpHI, OasiHa, Gama-
JaKu-KOHTpabac U ynapHbIX HHCTpyMeHTOB. [Ipe-
Mbepa cocrosuiack 18 (deBpans 2015 roga B koH-
nepraom 3aie um. @. W. Mlansnuaa Vdumckoro
TOCYAapCTBEHHOTO MHCTUTYTA HCKYCCTB UM. 3arupa
Hcmarunosa®.

PaccmarpuBaeMoe COYMHEHHE HEOOBIYHO ISt
JIOMPOBOI MY3BIKH: OHO MPEJCTaBIsIeT COO0H IpH-
Mep MHUKCTOBOW KOMIIO3HMIMHU C TIIyOOKuM (huio-
cockum moxaTekcTOM. B mpemyaraemoit crarbe
MIPEIIPUHSATA MOMBITKA OKa3aTh 0COOEHHOCTH HC-
MOJIb30BAHMSA IOMPHI B IPOU3BEACHUN OAIIKHPCKO-
TO aBTOpA.

Konmemnmuss mpon3BeAeHUs ONpeAeia BbI-
00p KOMITO3UIIMOHHBIX CPEJCTB, UCIIOIHUTEIbCKUX
npuémoB. A. XacaHMWH YIIyONsieT TEHICHIIUIO,
HAaMETHBIIYIOCS B TBOPYECTBE COBPEMEHHBIX KOM-
MO3UTOPOB, MUIIYIINX IJIS TOMPBI — PacIIUpEeHUe
BBIPA3UTENIHHBIX PECYPCOB HHCTPYMEHTA, OCBOCHHUE
HOBBIX 00pa3HbIX cdep. 3nech «BocTok» BeTpeya-
eTcsl ¢ «3amajomM»: KOMIIO3UTOP BOIUIOIIAET CBOE
MMOHMMAaHHUE MYTEeW B3aUMOJEHUCTBUS «3aNaHON» U
BHEEBPONENCKON MY3BIKM B PaKypce aKTyaJlbHOTO
B MY3BIKOBEIEHHUHM BO33PEHHS HA MY3BIKYy «0e3 re-
orpau4ecKux, HCTOPUIECKUX U CTHIMCTUYCCKUX
rpaaum»’ [7, ¢. 10]. XacaHmuH, MO €ro CIioBaMm,
CTpEeMIIICS O003HAYUTD KUCHIOKU PYCCKOU OOMPb,
CBA3AHHOU CBOUMU KOPHAMU CO CIMENHbIM MY3UYU-
posanuem»*. Takum 00pa3oM, pycckas TpEXCTPYH-
Hasg JIOMpa CTAHOBHUTCS IJIaBHBIM BBIpa3UTENIEM
OpHEHTAIFHOTO Hadaja. [ OBOpUTH 0 HAIMYUU OpHU-
€HTaJIM3Ma MO3BOJIAET s KOMIO3UIIMOHHBIX TPHE-
MOB: CBOOOIHOE, TIPUCYIIIEe OPUEHTAITEHON MY3bIKE
BAPUAHTHOE Pa3BEPTHIBAHUE MY3bIKAJbHOW TKaHU
BO BPEMEHH (371€Ch BHIUTCS JIEMEHT MMIIPOBU3A-
UOHHOCTH), IPUHIIAIT MOHTXXHOH (HOPMEI, a Tak-
YK€ aJTIO3Ws 3BYYaHHS BOCTOYHOTO WHCTPYMEHTA
— yna® (MMuTanus IpuéMOB UIPbl, H3MEHEHHE TEM-
Opa: urpa sul tasto, sul ponticello)®.
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BaxxHo, yTto XacaHUIMH TPakTyeT IOMpPY HE
KaK HMHCTPYMEHT, IPUHAJUICKAIIUI OlpenenéH-
HBIM HAaIli¥, BPEMEHH, KYJIbTYpPHOMY KOHTEKCTY,
a KaKk OpyAHe CaMOBBIPaKEHHS TOTO, KTO MY3HIIU-
pyeT Ha Hel. B Takom NoOHMMaHuUM 1OMpa UTpaeT
pOb  «NO3UMUBHO20 — NOCPEOHUKA-MEOUATNOPA»
npu noctmwxennn Cymiero. Kommosutop coseryer
WCIIOJHUTENIO JOCTHYh COCTOSHHS, KOTAa <«TyIia
TOBOPUT TIOCPEIACTBOM HHCTpyMeHTa» [5]. Mnes
A. XacanmuHa Onu3ka yoexaeHuo Aipuc Dy o
JIyXOBHOCTH, BOILUTOIIEHHOMN TTOCPEACTBOM MY3bIKHU:
«MY3bIKa — 3TO SI3BIK JYXOBHOCTH», «MY3bIKa — 3TO
Oospliie, 4eM BBIpaKeHHE ICUXUYECKUX COCTOSHUM
gepe3 BOCIPOU3BEACHHE 3BYKay» [9, c. 145, 147].

[Ipu momoOHOM MOHWMAaHWU AKTyaTH3HPYyeTCs
JIOHAIIMOHAJIbHAS, IPA3THUYECKAs! CYITHOCTh MY3bI-
KaJIbHOTO MHCTPYMEHTa KaK PUTYaJbHOTO OpYAHS.
[To 3ampIcTy aBTOpA, TOKHO BOHUKATH MTPOCTPaH-
CTBO Maruu, putyana, o0psiIoBOCTH — OJIM3KOE BCEM
KyJIBTypaM M KaKJOMY YEIIOBEKY.

Konnenuuro counmHeHnss XacaHIINH KOHIICH-
TPUpPYeT B W€ CIMAHMSA 4enoBeka W AOcomoTa
yepe3 MeauTanuio U micky. 1Ipuuém stu nBa mno-
JIIPHBIX COCTOSIHUA OBITHS (3aMEIJICHHOE W yCKO-
pPEHHOE OTHOCHUTENIHHO YCPEAHEHHOTO, B KOTOPOM
MBI TpeObIBaeM B MMOBCEIHEBHOCTH) IOCTOSIHHO TI€-
peTeKaroT apyT B ApyTa.

B n1oMpoBoil My3bIke MEIUTALIMIO KaK BaXKHBII
KOMITOHEHT BOCTOYHOW KYJBTYpHI BIIEPBBIE BOILIO-
tuna C. ['y6ariaynuna [2, c. 120]. B 1980-¢ roaes ero
0511 co3naH Makporuka «Ilo MoTHBaM Tarapckoro
donpkIopay s AoMp (Majoi, amsTOBOM H Oaco-
BOI) 1 opTenraHo, COCTOSIMNN U3 TPEX TeTpaaen
TI0 TIATH Thec [6, ¢. 37]. OpueHTanu3M 31¢Ch HOCUT
OTIOCPEI0BaHHBIN XapaKkTep U, BMECTE C TEM, OCHO-
BBIBACTCS HA MHTOHAIMAX TaTapCcKOro (osbkiopa’.

Emé omHuM npumMepoM IpPETBOPEHUS BOCTOU-
HOTO B MY3bIKE JJISl IOMPHI MOXKET CIIYKUTh LIUKII
IUTSI MaJIo# TOMpBHI, hoprenuano u ¢potopsiaa I aii-
neBa «B mpoekmum» (2009). Ilo 3ampicity 3TOTO
KOMITO3UTOPA, TOCTIKEHUIO KOHIEMIUH CI0C00-
cTByeT (HOTOPSIII, MILTFOCTPHUPYIOIINH 3By4yanue. Ha
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9KpaHe MPEICTABICHbI TATTBUYCCKHE CHMBOJBI.
Onu n300paXkeHbl PU TIOMOIIXA T€OMETPUIECKUX
PHUCYHKOB B (popMe MpocTeHmux Guryp (Tpeyroib-
HUK, KBaJpar, KPyr), HCIIOIb3yEMbIX B MHCTHYE-
CKOM NpAaKTHKE OKKYJIBTHBIX Y4eHH Bocroka, Ha-
npumep, TanTpusma [1, c. 196, c. 204].

A. XacanmmHa commxaer ¢ C. ['yOaiimynuHOH,
I. 3aiirieBbIM OpHEHTANBHBIN (UITOCOPCKO-pEIH-
THO3HBIA B3I Ha Mup. OOparieHue K apxauke
HaIUIO OTPaKEHHE B M30MpacMOl MMH TeMaThKe
MPOM3BENICHHM, MPEINIOYTEHHAX B 00pa3Hoil cde-
pe, BBIOOpPE KOMITO3UIIMOHHBIX CpeNCcTB. MOXHO
OTMETHUTh MpPHCYIIee MM CTPEMJICHHE IIepeiaTh
CPeICTBaMU MY3BIKaJIbHOW BHIPA3UTEIILHOCTH BOC-
MpHUATHE BPEMEHH KaK «OECKOHEYHO JJISAIIErocs
mporeccay, TaK Ha3blBAEMOTO «BEPTUKAIHLHOTO
BpeMeHN»’, «OMPOCTPAHCTBICHHOTO BpeMeHu» "
[4, c. 467].

VYriryonenue u pacmupenue chepbl THCTPYMEH-
TaJbHONW MEOUTAllMd B PaccMaTpPUBAEMOM COYH-
HEHUHN XacaHIIMHA MHOTOIMIaHOBO. OTpaxeHneM
KOHIICTIIIUN TIpou3BeneHus: B (opMooOpa3zoBaHUN
MOCIYKAJ MOHTQXHBIH TPUHIMI KOMIIO3HUIIHH,
COYETAIONIUICS C YepTaMH CIONTHOCTH U POHAAIb-
HOCTH. OCTEeTHWKa JIeHHs, NOTPYyKEHHS-TpaHCa,
CBOICTBEHHAsl BOCTOYHOM MYy3bIKE, IPOSBUJIACH B
YyepTax peneTHTUBHOCTH. YacTu IUKIa HACTOIBKO
MIEPETIIETAIOTCS MEXy COO0M, YTO UCTIOTHEHNE MX
[0 OTAETBFHOCTH HE IPEJCTABIAECTCS BO3MOXKHBIM.
[Iporecc KOMMO3UIIMOHHOTO Pa3BEPTHIBAHUS — OT
MEJICHHBIX YacTeil K OBICTPBIM — CO3HATENBHO Ha-
pylIaeTcs BKITOUCHHEM KOHTPACTHBIX, JIMOO MPSIMO
HUMIIPOBH3ALMOHHBIX, INOO CO3IaHHBIX B UMIIPOBU-
3alIMOHHOM CTHJIE SITU30/I0B.

OOmias KOHCTPYKIHA OOHApY>XKUBAeT HEPTHI
poHmo. Pedpenamu BBICTYymaioT TEMBI HaleBa WU
pacckaza. OHHM 3By4arT B MEIJIEHHBIX TeMmmax (co-
OTBETCTBEHHO, Lento m Andante) n npencTaBisioOT
cepy menutaruBHOCTH. Ha Tp€xcTpyHHOIN noMpe
€CTECTBEHHBIM ObLIO ObI HCTIONHATH MEJIOIUH TPH-
émoM Tpemosno. OMHAKO KOMIIO3UTOpP HAaMEPEHHO
yKa3bIBa€T WHOW CIIOCOO MCTIONHEHUS — yAapamH, C
MIOCJIEAYIONIUM TPEMOJIMPOBAaHHEM B MOMEHT yra-
caHus 3ByKa. [Ipu 3TOM 3BYK KHUBET 3a CYUET HETEM-
MIEPUPOBAHHOTO BHOPATO, UCTIOIHIEMOTO JIEBOU py-
KO, 1 MUKpOIMHaMU4IeCKuX KoeOanuit. [lomooHas
KOMIIO3UTOPCKasi Haxolka Tepenaét 0CoOEHHOCTH
BOCTOYHOTO WHTOHHUPOBAHUS, a TAaK)KEe BBIIBUTAET
Ha TEpBbIi IUIaH PEeYNTAINI0 — BMECTO KaHTHJICH-
HOCTH 3BYYaHUSI.

Tema paccka3za nopyueHa jompe. Menoaus-mo-
HOJIOT IMEET OPHEHTAIBHYIO OKPACKy. DTO MPOSB-
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JIICTCS B ICHTATOHUYCCKUX HHTOHAIMAX, OOUIIb-
HON Menn3Maruke, Mukpoxpomaruke. Ilocnensss
JIOCTUTACTCsl UCTIOHUTEIbCKUM TPUEMOM BHOPATO
neBolt (pexe mpaBoii) pykoil. Kak ocoObIid coHOp-
HbI 3(QQPEKT BBINIAIUT HACIOCHHE IOJYTOHOB,
MIPOUCXOIIEe 32 CYET OTHOBPEMEHHOTO YracaHus
OTNICTIFHBIX 3BYKOB, HCIIONHSIEMBIX Ha COCEITHUX
CTpyHax 1 00pa3yromyX HHTEPBAI MAJIOH CEKYH/IbI.

A. XacanmuHy Onu3K0 ompeaeneHue (eHo-
MEHA 3BYKa «KAaK MEPBUYHOTO KOCMOJIOTHYECKOTO
Hadana», nanHoe A. TeprepstHoM: «3ByK yXe €CTh
W3Ha4aJbHO B HHCTPYMeHTE. VICTIOTHHUTENIO BaXKHO
OTHECTHUCH K “Opynuio” OJaroroBEiHO M OTKPHITH,
ocBoOOANTh 3BYK» (mutT. 1mo: [3]). OdeBmmHO, OT
noMpHucTa TpeOyeTcsi TpeAenbHO BHUMATeIbHOE
OTHOILIEHWE K 3BYKY. s mojydeHus pa3indHou
OKpPAcKH, a TaK)Ke IIIOTHOCTH 3BYKa CIIEAyeT BapbH-
pOBaTh CTENEHB MOTPYKCHUS MEANATOpa B CTPYHY,
BEC NPaBOil pyk: (WrpaTh TO «HAMIOTHEHHON», TO
IETKOW» PyKOH).

[Ipy vcnonHEHUM MEMJIEHHBIX YacTed KOMIIO-
3UTOp TPENOCTABISET HWCIOMHUTENSAM CBOOOMY:
KHOMHASL 3aNUCL CROCOOHA TUUb NPUOTUZUMETLHO
Gurcuposams MHO2ONAPAMEMPOBOCb PEAbHOO
38yuanus». Tax, BBIIEp)KaHHBIE TAPMOHUH MOTYT
3By4arh CBOOOMHO (MCTIOJTHUTENb BIPABE YBEINIH-
BaTh, TUOO YMEHBINATH JTUTEIHHOCTH), B HOTHOM
TEKCTE BBIIMCAHO MHOXKeCTBO (hepmar (OONBIIMH-
CTBO — Haj may3amu), nesyp. [Ipu stom mpuBet-
CTBYETCSI BapbHpPOBAaHHE IIapaMETPOB 3BYYAHUS:
IMHAMUKH, TEMIIa, TeMOpa U Jp.

Pazmen miscku KOHTpPACTUPYET MEIJICHHBIM
qacTsM. VMM TIpOTHBOMOCTABIAIOTCS METPOPUTM
(gactas cMmeHa pa3Mmepa), COOCTBEHHO OBICTPBIHA
TeMIr, 00eCIIeYNBAIONTNiIT MOTOPHOCTh. Ha mHTOHA-
[HSAX TEMBI TUISICKHA CTPOUTCS dmm3ox ¢yrato. Ksa-
3U-cephE3HOE (PyraTo CKpHIBAET HEKHH CapKasM.
Kak roBoput cam aBTop, OH TaKUM CIIOCOOOM 1001-
BaJICsl CIIEIYIOIIETO PEe3ysbTaTa: «uepe3 eHeopeHue
3HAKA 3aNAOHOU KYIbMypbl CIMPEeMUICs NOKA3AMb
HecnocobHocmb 3anaoa NOHAMb CYMb 60CMOYHOU
UMNPOBUZAYUL .

Ocoboe 3HaucHUE KOMITO3UTOpP MpUAAET pas-
nemy TtaHro. OHO, TONB3ySICh CIOBaMH aBTOpAa,
«gvipasxcaem mocky 3anada no GOCHMOUHOU Y)G-
CMBEHHOCMU, CcmpemileHue CcOpocums eeponeu-
ckue ycnoenocmu. Tpazuzm 3akaoyaemcs 8 mom,
Ymo 3ma NONbIMKA UOEM He HA OYXOBHOM YpOs-
He, a Ha uyyecmeeHHom». JKaHp TaHTO TpakTyeTrcs
KaK CHUMBOJI 3alaJHON Macc-KynbTypbl. Kommnosu-
TOp CTPEMHTCSI TOKa3aTb Pa3OpPBAHHOCTH 3aIlaj-
HOTO CO3HAHHWS, IIPOTHUBOIIOCTABIISIL B IIUKIIC JIBE
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MY3BIKaJIbHBIE TPAANIINHU: BEICOKYIO (€€ 3HaK — caMa
(dhopma (yraro) ¥ MacCoByIO (TaHIO).

YYaCTHUKH HUCIOJHEHUS BCTYMAKOT y XacaH-
IIIMHA B CBOETO poya nomuior. Jlompa 3nech — 601b-
e TepBas Cpenrd paBHBIX, YeM IOJTHOIEHHBIN
comuct. OHa yBIEeKaeT B COTBOPYECTBO, 3a0aET Xa-
paKTep, MpU3bIBAET, BHOCUT TeMHoBoe initio. IIpu
3TOM Ka)KJIbIii HHCTPYMEHT UMEET CBOM 00pa3-CrM-
BoJI. JloMpa BbIIBUTaeTcs Kak HOCHTEIh BOCTOYHO-
ro Mesoca, 6asiH, HCTIONHSASA TEMY TaHTO, TOPOXKAAET
amto3uto Ha Tango nuevo A. Ilwsmomist. [[xazo-
BOE HaYaJI0 OUIYIIA€TCA B pUTME, HHCTPYMEHTOBKE
(mapTust ymapHBIX BKIIIOYaeT MIETKH, OOUKY, Xai-
x3T). XaCaHIIMH BHEC B IIUKII JBA HMITIPOBU3AIMOH-
HBIX COJIO B JKA30BOM MaHepe: MmapTus Ui yaap-
HOW YCTAHOBKH HE BBINIMCAHA, HCIIOTHUTENb TBOPUT
MY3BIKY HETIOCPEICTBEHHO BO BPEMS MCIOIHEHUS.
bananaiika-koHTpabac 3a Cu€T HU3KOTO perucrpa eé
3By4YaHHS TPAKTyeTCsl Kak 0a3uc, epBOOCHOBA aKTa
MY3UIIAPOBAHWSL.

ITo 3ambiciny XacaHIlIMHA, OPOLECC KOJIJIEKTUB-
HOTO MCTIOJTHEHHUS €CTh aKT coTBopuecTBa. OH mpu-
3BaH CIIOCOOCTBOBATH AOCTH)KEHUIO MY3bIKAHTAMU
U CIyIIaTeNIsIMU ONIYIIEHHS «CIHUsIHUS ¢ AOCOIIO-
TOM». PaZocTh OT CLIOHTAHHOTO TBOPYECTBA JTOJIK-
Ha MMOPOXKAATHCS HEMTOCPEACTBEHHO BO BPEMSI UTPHI.
Heo6xonuMpIM KOMITOHEHTOM ITOIOOHOTO MY3H-

LMPOBAaHUS CTAHOBUTCS WMIIPOBU3ALMOHHOCT. B
3TOM CBA3M mpuMedarenbHel cyxaeHus 1. E. JIbto-
rca 006 «OCHOBOIIOJIAraoIeM 3HaY€HUI HMIIPOBH-
3aIMy: OHa HE0OXOauMa He TOJBKO B MY3BIKE, HO U
B IIEJIOM ONpEIENseT «BBDKHUBaHUE W (OPMHPOBA-
HHE KaXKI0TO YeioBekay [8].

[Ipu dopmanbHOM, 3ay4YCHHOM HUCIIONHEHUW —
«BOCHpOU3BE0eHUl 3apanee 3aPUKCUPOBAHNBIX Gbl-
comy — TEPSIETCS BECh CMBICI, UJIes IPOU3BEACHMUS.
Omrymienne BpeMEHH Kak MOTOKa SIBIISIETCS CBOM-
CTBOM, IPUCYIIUM BOCTOYHOMY MY3HIIHPOBAHUIO.
MOXKHO TOBOPHUTH O «KOHTHHYAJIbHOM IIPOLIECCEN
[4, c. 468].

B nukne «Hames. Pacckas. Tanro u Ilnsacka»
XacaHIIMH CHUHTE3WPYET NPU3HAKK Pa3HBIX 30X,
CTHJICH, XKAHPOB, TEXHUK KOMITO3UIINHU. 37I€Ch COHO-
pUKa, aleaToOpuKa, MOHTaKHBIA NPHHLMUI MHChMa
OPraHU4HO COYETAIOTCS C HEO(OIBKIOPH3MOM (CTH-
JU3anysg BOCTOYHOTO HareBa), HeoOapokko (¢pyra-
TO), @ TAK)KE C HKA30M, KAHPOM TaHTO. TeM caMmbIiM,
KOMIIO3UTOP Pa3BUBAET TEHACHIMIO IPETBOPEHHUS
COBPEMEHHBIX KOMITO3UTOPCKMX TEXHHK B MY3BIKE
JUIT HapOAHBIX HMHCTPYMEHTOB, pacimmpsaeT chepy
BHEEBPOIIEHCKOI0 — BOCTOYHOI'O — Ha4ajla B COYHHE-
HusX 11 foMpsl. Kpome Toro, XacaHmmH yryoms-
eT 001acTh UMIPOBHU3ALIMOHHON UIPhI, BAPHAHTHOTO
Ppa3BEPTHIBAHUS MY3bIKAJIBHOM TKAHU BO BPEMEHHU.

< MPUMEMAHUA (<

' Azamar JlanunoBuu Xacaumus (pox. 1971 r, Ka-
3aHb) — KoMIo3uTop, wieH Coroza KoMIo3uTopos Poc-
cun u PecnyOmuku bamkoprocTaH, kaHAWOAT HCKYyC-
CTBOBEICHUS, MOLECHT Y()HUMCKOTO TOCYIapCTBEHHOTO
MHCTHTYTa UCKYCCTB UM. 3arupa Mcmarumosa.

2 KoMmo3uuusi co3maBanack st KOHKPETHOIO CO-
CTaBa MCIOJIHUTEINEH, JJaypeaToB MEXIyHapOIHBIX KOH-
kypcos: U. JlorunoBoii (mompa), C. Xammmnosa (OasH),
B. Jlorunosa (6amamaiika-xkonTpadac), B. [IpoxodrseBa
(ymapHsre).

3 IuTars! TUTEPaTyphl Ha HHOCTPAHHBIX S3bIKAX [a-
FOTCSI B TIEPEBOJIE ABTOPA CTATHH.

4 3mech W Janee KypcHBOM IIPUBOISTCS CIIOBA
A. XacaHmmuHa, B3SIThIe U3 Oecel ¢ HAUM, COCTOSBIINXCS
Ha npoTspkeHnd ssHBaps 2015 — mapra 2016

> Vi — (ot apaGckoro anb-ya — OyKBaJbHO — Jiepe-
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1. Tpunec O. B. Ilpembepa «B mpoeknum»
I'. C. 3aitnesa razamu nateprperaropa // [Ipobiemsi co-

BO), OPEBHUH apaOCKUil My3BIKAJBHBIH HHCTPYMEHT
(4—6-cTpyHHBIH, IIUTKOBBINA), MPEANICCTBEHHUK EBPO-
nelickoil moTHU. PacnipocTpanén B cTpanax bamxhero
Bocroka, CesepHoit Adpukn, 3akaBkasbs, Cpenneit
Aszun.

¢ Omyc A. JI. XacaHIIMHA TOCBSIIEH OPYTy KOMIIO-
3UTOpa — NAJIECTUHCKOMY MY3bIKaHTy baceMy anb-Ami-
Kapy, UCIIOTHUTEINIO Ha ye, o0ydaBimeMycs B Y puMckom
TOCYIapCTBEHHOM MHCTHTYTE MCcKyccTB B 2000-x romax.

" TIate mbec i Manoi goMpel U poprenuano «Ilo
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124].
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° Beipakenue J[x. Kpamepa.
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xoH(. / pen. H. B. Mopo3zoga. [Tepms, 2012. C. 195-204.
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1 Grines O. V. Prem’era «V proektsii» G. S. Zay-
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«Hanes. Paccka3s. Tanro u lNasicka» A. XacaHLuuHa:
MeXAy KOMNOo3uuHMerd U MMNpoBu3aLmen

CounHeHHe OaKUPCKOro Kommo3uTopa Azamara XacanmuHa «Hames. Pacckas. Tanro u Ilmsckay (2014) npen-
CTaBJsIeT OO0 KaMepHO-aHCAaMOIEBBIN UK U TPEXCTPYHHOHR TOMpHI, 6asiHa, OanamaiKu-KOHTpabac U yIapHBIX
WHCTPYMEHTOB. Ha mpumMepe 3Toro npousBeieHns: B CTaThbe PACCMaTPUBAIOTCS UCIIOJIB3YEeMbIE BBIPA3UTEIIbHBIC Pe-
cypcbl JoMpbl. KoMmo3uTop B cBOEM omyce paciiupsieT rpaHullbl IPOHUKHOBEHUS BOCTOUYHOTO, OPUEHTAIBHOrO Ha-
yasa (IMpe — BHEEBPOIEHCKOT0) B MY3bIKY ISl IOMPBL. DTO BBIpaXKaeTcs yepes CrieupuIecKyo TPaKTOBKY TeMOpa
WHCTPYMEHTA (HaIpuMep, IpelyCMOTPeHa UMHUTALUS 3BYYaHUs y/a), CTUICBbIE U KOMIIO3UI[HOHHbIE OCOOCHHOCTH,
a TaKk)Ke BHEJPCHUE AJIEMEHTOB UMIPOBHU3AIMHU (TaK, MAPTUSl YAAPHBIX MOJHOCTHIO OPUEHTHPOBaHA Ha (DaHTA3HIO
ucnonHuTens ). [lapTus oMpbl HacklllleHa METU3MATHKON, MUKPOXPOMaTHYECKUMH XOAaMHU, COHOPHBIMH Tpuéma-
MH, Ja0LMMMHU KoslopucTuieckuii agdexr. Kommno3urop nmoquépkuBaet, 4To CTPEMUTCSI iepeiaTh MPAITHUIECKYIO
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CYIIHOCTH AOMPBI KaK MY3bIKaJIbHOTO OPYAHs BHE ONPEIEIEHHOrO KyIbTYpHOTO, HAIMOHAIBHOIO KOHTeKCcTa. KoH-
LENIHS COUNHEHNS, KaK e€ popMynupyeT caM Azamar XacaHIINH, — CIHSHHE ¢ AOCOIIOTOM — JIOCTHTI'aeTCs TOCPEa-
CTBOM aKTa KOJJIGKTHUBHOTO UCTONHEHMsI. FIMIPOBU3aIIMOHHBIA aKT COTBOpYECTBA MPU3BaH BOILIOTUTH arMocdepy
MHUCTHKH, KyJIbTa, IPUCYLIYIO Iporeccy npruoObienus k Adcomoty. Kommnosutop yrnyonser chepy HHCTpyMEHTab-
HOW MeauTanyuu. YacTy HUKJIa SBISIOTCS PENPE3CHTAHTaMU MOJSPHBIX COCTOSHUN OBITHS — MEANTAIMU U TUIICKH.
[To 3aMbIcTy aBTOpa, OHM TECHO TEPETUIETAIOTCSI MEKAY 000, MPOHMUKAIOT IpyT B Apyra. [IponsBenenune Azamara
XacaHIIMHA pacIIupsieT BO3MOKHOCTH CHHTE3a Pa3INYHbIX CTHJIEBBIX HANPABICHHUH B My3bIKE AT JOMPBI.

KiroueBele croBa: Azamar XacaHIINH, My3bIKa AJSL JOMPBI, UMIIPOBU3ALKs, My3bIKaJIbHBII OPUEHTAIN3M, CTHIIE-
BOM IMITIOpaU3M.

“Melody. Narrative. Tango and Dance” by Azamat Khasanshin:
Between Composition and Improvisation

The composition “Melody. Narrative. Tango and Dance” (2014) by Bashkir composer Azamat Khasanshin presents
a chamber cycle for three-string domra, bayan, contrabass balalaika and percussion instruments. On the example
of this composition the article examines the utilized expressive means of the domra. The composer in his oeuvre
expands the horizons of penetration of the Eastern, Oriental (or, to take it more broadly — the non-European) element
into music for the domra. This is manifested by the specific rendition of the instrument’s timbre (for example,
imitation of the sound of the oud is planned), stylistic and compositional peculiarities, as well as implementation of
elements of improvisation (thus, the percussion part is completely geared on the performer’s fantasy). The part of the
domra is saturated by melismas, microtonal motions and sonoric devices, providing coloristic effect. The composer
emphasizes that he aims to convey the fore-ethnic essence of the domra as a musical tool beyond any specific
cultural, national context. The conception of the composition, as Azamat Khasanshin himself formulates it — the
confluence with the Absolute — is achieved by means of the act of collective performance. The improvisational act
of co-creation is called upon to embody the atmosphere of mysticism and cult peculiar to the process of admission
into the Absolute. The composer deepens the sphere of instrumental meditation. The various movements of the cycle
are representatives of the polar states of being — meditation and dance. According to the author’s intention, they
closely intertwine with each other and penetrate into each other. Azamat Khasanshin’s composition broadens the
possibilities of synthesis of various stylistic directions in music for the domra.
Keywords: Azamat Khasanshin, music for the domra, improvisation, musical orientalism, stylistic pluralism.
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THE REGULAR LAWS OF THE PROCESS OF ART HISTORY!

hen studying the great works of art, we
make wide usage of the term epoch,
in order to delineate various stretches

of historical time during the course of which the
phenomena pertaining to one of the arts or even all
of them are endowed with a certain commonality, a
complex of discernible traits. This makes it possible
to speak of a unity of ethical and aesthetical
goals, about the closeness of artistic manners and
techniques.

For the time being, we shall not touch upon such
historical dimensions as the Ancient World, Antiquity
or the Middle Ages, since they exceed by far the
temporal boundaries of single epochs and consist of a
number of the latter. The Middle Ages were followed
by the Renaissance epoch, which, most likely,
presents the most deep-rooted and paradigmatic
notion of an epoch of art history as such.

Next follows the Baroque epoch, but it shall not
be forgotten that this is the definition of an entire
epoch, and not of one of the styles of that time (the
latter endowed with the corresponding term starting
with the lower-case letter — baroque) has become
established relatively recently and not without some
polemical predicaments.

Following this, we seem to run across much
more familiar definitions: the Enlightenment,
Romanticism... But here rather serious stipulations
are indispensable. Nonetheless, first of all, it is
necessary, on the occasion, to turn our attention to
a disappointing confusion of terms. The spelling of
only two epochs absolutely requires us to start writing
their names with capital letters: the Renaissance
and the Enlightenment — most probably, in order to
discern them from the customary words meaning the
renaissance of something and the enlightenment of
somebody. For the same reasons at times the words
Antiquity and the Middle Ages are also spelled with
capital letters.

Has not the time finally arrived for the
community of musicologists to agree with each
other that the latter present specific names, which
require capital letters, due to their status? Moreover,
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in a number of cases we would be able to achieve
the distinctions of spelling of the epoch and the
style, the latter due to its definitive meaning has
given its name to the entire epoch. For example,
we would differentiate Barogue (with the capital
letter, indicating the epoch) from baroque (with the
small letter, indicating the style), bearing in mind
that along with the baroque style that epoch was
noted for classicism, realism, “the Grand Style,”
mannerism and Rococo.

But let us return to more essential moments.
Thus, we are aware of the Enlightenment and
Romanticism. As usual, we perceive them as
independent epochs, while even from a purely
chronological-quantitative  position we may
be confused by their incommensurability with
the epochs preceding them: the Enlightenment
took place for the most part in the second half of
the 18" century. Romanticism (if we follow the
conventional perceptions) spanned the 19" century,
whereas the Baroque period extended for two and
a half centuries and the Renaissance covered over
three centuries.

The solution to this discrepancy (and a
solution that is far from being a formal one) lies in
rejecting the customary juxtaposition between the
Enlightenment and Romanticism. In reality, these
two epochs presented contrasting links of a unified
historical chain, and their succession contained
more of an unswerving incremental motion, rather
collisions or interruptions.

In the first place 1 would like to cite the
opposition between the early 19th century
Romanticists and the ideas of the Enlightenment,
which at times is excessively highlighted. One of
the concrete testimonies of this is manifested in
the evolution of the artistic works of such titans as
Goethe and Beethoven. Having been outstanding
representatives of the art of the Enlightenment, at
the outset of the 19" century they both proceeded to
discover the horizons of Romanticism.

Moreover, meticulous analysis demonstrates
that the Enlightenment and Romanticism, in their
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turn, must be divided into their composite periods,
which differ from each other on a qualitative level
(their chronological lengths will be mentioned later).
Within the period of the Enlightenment two periods
are clearly discernible, which may be labeled as
Early Enlightenment (the mid-18" Century) and
the High Enlightenment (the second half of the 18®
century and early 19th century).

Within the framework of what is usually defined
by the word Romanticism, it is necessary to discern
three periods: Romanticism (the first half of the 19th
century), Post-Romanticism (the second half of the
19" century) and the concluding period (the late 19
and early 20" century), which may be labeled the
late Classical, and even more frequently the late
Romantic period).

The five indicated divisions present themselves
in their historical functions particularly as periods,
although in the quantity of their artistic content they
may be perceived as entire epochs. However, these
five periods are transformed into an epoch in a literal
and precise meaning of this word only when they are
all joined together. We shall label this conglomeration
as the Classical epoch for two basic reasons.

First, it was particularly during the span of time
from the mid-18" century until the advent of the 20®
century the main massif of those aesthetic values
was created, which we appreciate for pertaining to
the great artistic classics (this applies, first of all,
to literature and music), the leading musical genres
(from the long poem and the novel to the sonata and
the symphony), types of imagery, conceptual models
and compositionally-technological principles took
shape.

And second, what is most important for us in
this case, the multi-stage quality of the process
of art history appeared in explication of this time
period with complete clarity and apparentness. Most
notably, only then did the semantic role of such
generic types of artistic thinking as romanticism
and realism have its effect: the first one of them
received its appellation and was realized to its full
effect in the first half of the 19" century, and the
second — in the second half of the aforementioned
century, which is connected with their respective
predominance during the corresponding temporal
span.

The foregoing induces us to proceed to ascertain
the regular laws of the process of art history
in particular with the Classical epoch. During
the course of its evolution there arose essential
differences between one period and another — these
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distinctions in particular give ground for their
division into a number of successive stages. And,
as has been noted earlier, the consideration of the
most significant factors of differentiation makes it
possible to single out five periods, the length of each
of which comprised approximately four decades.
In order to present the image of their motion with
sufficient palpability and at the same in a maximally
compact way, we shall limit ourselves to listing the
most significant names of the composers.

The first period (the mid-18™ century, approxi-
mately from the 1730s to the 1760s) is the area of
interaction between the concluding stage of the
Baroque period (manifested in the late works of
Vivaldi, Bach and Handel) and the initial stage of
the Classicist period; this stage may be called the
Early Enlightenment (exemplified by the early
music of Gluck, Haydn and Mozart).

The second period (the second half of the 18"
century, from the 1770s to the 1800s) presents the
flourishing of the Classicist style of the period of the
Enlightenment; in this case it would be appropriate
to term it the High Enlightenment (featured in the
main phase of the music Gluck, Haydn, Mozart and
Beethoven).

The third period (the first half of the 19™
century, from the 1810s to the 1840s) saw the
advancement of Romanticism (we shall make use of
this indication, in this case distinguishing the given
epoch from romanticism in general); romanticism
as the predominating style of this period may be
described as being classical, since all the attributes
of'this artistic method appeared during those decades
with a crystalline precision and completeness (in the
music of late Beethoven, Schubert, Mendelssohn,
Schumann, Berlioz, Chopin, Glinka, the early works
of Liszt, Wagner and Verdi).

The fourth period (the second half of the 19®
century, from the 1850s to the 1880s) may be
labeled more appropriately as Post-Romanticism,
since many characteristic features in art were
determined by realistic tendencies (this applies to
music to a lesser degree — as can be observed in the
main phase of the musical oeuvres of Liszt, Wagner,
Verdi, Brahms, Bizet, Grieg, Mussorgsky, Borodin,
Rimsky-Korsakov and Tchaikovsky).

The fifth period (the turn of the 19" and 20™
centuries and the early 20™ century, from the
1890s to the 1920s) presents an area of interaction
between the concluding stage of the Classical epoch
(this stage is frequently defined as Late Romantic
or, more broadly, as Late Classical: the final



G/\S\

MexXAyHapoAHbIM oTaeA ® International Division

2016,4

phase of the musical heritage of Brahms, Grieg,
Rimsky-Korsakov, Tchaikovsky, Mahler, Richard
Strauss, Debussy, Puccini, Taneyev, Glazunov,
Rachmaninoff and Scriabin) and the initial stage
of the present, contemporary period (Ravel,
Schoenberg, Berg, Webern, the early phase of the
music of Honegger, Hindemith, Bartok, Stravinsky,
Prokofiev, Myaskovsky and Shostakovich).

Itisnecessary to add here that the aforementioned
time periods may be subdivided rather concisely
into constituent phases, each lasts for about two
decades. The first period is comprised of two phases:
from the 1730s to the 1740s and from the 1750s to
the 1760s. The second period contains two phases:
from the 1770s to the 1780s and from the 1790s to
the 1800s. The third period contains two phases:
from the 1810s to the 1820s and from the 1830s to
the 1840s. The fourth period contains two phases:
from the 1850s to the 1860s and from the 1870s to
the 1880s. The fifth contains two phases: from the
1890s to the 1900s and from the 1910s to the 1920s.

At the same time, in the outer periods we
observe identical dynamics typical to “epochal”
development: Just as in the 1730s and 1740s the late
Baroque style was still predominating, likewise in
the 1890s and 1900s the late Classical style was sti//
predominating. Just like in the 1750s and 1760s the
carly Classicist style was already of a determinant
significance, likewise in the 1910s and 1920s the
carly Modern style was already of a determinant
significance.

The greatest complication for a researcher of the
Classical epoch is presented particularly by these
outer (beginning and concluding) periods, because
of their transitional character, i.e., as a result of the
complex intertwining of the gradually subsiding
traditions of the previous epoch and the emergent
phenomena which in their sum formulate the image
of the succeeding epoch.

When examining the period of the mid-18"
century, we must take into consideration that in
research works on the history of literature and the
plastic arts the 18th century has been distinguished
up to the present day as an independent epoch, as
the result of which the artistic process of the first
decades of the 18th century is involuntarily “hauled
up” towards the Enlightenment, the real development
of which began only in the 1730s, although separate
breakthroughs toward the new tendency may be
discovered in the previous decade as well.

Regarding the period of the turn of the 19" and
20" centuries and the early 20" century, one may
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witness an opposite slant: very often excessively
too many musical aspects are attributed to the
phenomenon of 20™ century music, while neglecting
to evaluate objectively the constructive adherence
to many of the artistic tendencies of the previous
century. However, it must be acknowledged that
many things on that stage worked to enhance in one
way or another the perspective of that epoch, the
most becoming appellation for which is perceived
to be that of the Modern style (in this respect, the
most indicative phenomenon is that which grew out
of'the classical period, known as the style moderne).

The last of the aforementioned considerations
may apply to any period that turns out to be at
the confluence of two epochs of art history, where
involuntarily the overlapping of the phenomena
of the previous “departing” epoch (its late, final,
concluding period) and the emergent subsequent
epoch (its early, initial, opening period).

And, obviously, these phenomena do not
only superpose on each other, they coexist,
interact, intertwine with each other and stand up
against each other. Notably, their coinciding may
occasionally generate such indissoluble image-
related and stylistic syntheses and symbioses, that
it becomes possible to separate the previous from
the subsequent, the past from the future only from a
purely theoretical stance.

We must also call to our attention another
difficulty, connected with the fact that for any period
of time in general and for a period at the confluence
of two periods in particular a dilemma always
arises: whence must its count must be taken — from
the initial germs and sprouts of the new, or when
this new phenomenon begins to run in a “flow”?
Furthermore, we must also consider the circle of
inevitably appearing, superseding and delaying
phenomena.

If we take as an example the period of the turn of
the 19" and 20" century and the early 20™ century,
the chronology of which has been previously set
as running from the 1890s to the 1920s, it turns
out that within the sphere of the visual arts certain
traditions of the Peredvizhniks [Itinerants] arising in
the second half of the 19" century, were maintained
on Russian soil until as late as the early 1930s,
while, on the other hand, the horizons of the world-
perception of the 20™ century could be perceived as
carly as the mid-1880s, not only in Van Gogh and
Vrubel, but in late Rodin.

Here is a comparison from the musical field:
Stravinsky, already in his opera-oratorio “Oedipus
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Rex” (1927) and Ravel in his “Bolero” (1928)
made a breakthrough to the aesthetics of the period
lasting from the 1930s to the 1950s, while early
Shostakovich in 1933 composed his Preludes opus
34 and the First Piano Concerto, which pertained
entirely to the aesthetics of the 1920s.

Therefore the boundaries of each of the time
periods turn out to be rather approximate, vague
and relative, and it is virtually impossible to make
a precise divide. Nonetheless, it is necessary to
trace at least conditional landmarks, even from
considerations of convenience of direction in
historical spaces. It is most natural to mark them
relying on analysis of generalizing thoroughfares,
which particularly is what comprises the main task
of scholarship related to art history.

Let us bring out one of such thoroughfares,
stemming from the proceeding arguments. If we
presume that the aforementioned five periods of the
Classical epoch, approximately equal in length to
each other, may also be found in the chronological
structure of any other epoch, it is logical to bring in
the analogy with the steps of development of any
living organism and, first of all, the human being as
such. Consequently, similarly to the cycle of human
life, the trajectory of an epoch may be perceived
in the following way: the first period corresponds
to birth and childhood, the second — to adolescene
and juvenility, the third — to youth and the primary
maturity, the fourth — to subsequent maturity and
advanced years, the fifth — old age and demise.
The expressions primary maturity and subsequent
maturity are quite conditional, but within the
hierarchy or the states of human life some division
of the sort certainly exists.

It must be noted that in works of art, in a
way unmeasurably stronger than in organic life,
each phase of evolution demonstrates not only
its peculiar aspects, but also its capabilities and
accomplishments. This also applies to the fullest
degree to the final period, when it would seem that
old age and regression comes, however at this period
in the life of artistic movements it is not possible to
apply the well-known saying “If only youth knew
how to do the job, if only old age was capable of
carrying it out.”

Another important parallel relegates us to the
principle of waves. In truth, in the linear “graphics”
of any of the epochs one can hardly miss perceiving
the historical thythm, reminding of the motion of
waves: swell — rollback, high tide — low tide. It is
possible to document the “swells” of the first and
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third periods and the “rollbacks” of the second
and fourth periods. On a most general plane the
“swells — high tides” of the first and third periods
present stages of fermentation and active renewal,
which sometimes possesses a radical, innovatively-
fulminating character. The “rollbacks — low tides”
of the second and fourth periods are marked by
an alleviation of the ethical-aesthetical paradigms,
gravitation towards equilibrium, stabilization,
a return to steady traditional values and artistic
paradigms. The peculiarities of the fifth period will
be discussed separately.

The actions of the wavelike principle are
closely connected with the interactions of the
aforementioned two fundamental methods of
artistic thought — romanticism and realism, with the
alternating predominance of either one or the other.
The periodicity of their advancement to the forefront
in the most direct fashion forms the configuration
of the given epoch, which creates the necessity of
essentially clarifying the comprehension of each of
these types of artistic creativity.

Let us begin with romanticism. “The Past
and Future of Romanticism” — this is how Yuliy
Kremlyov titled one of his works, rightfully
emphasizing thereby the invidiousness of associating
this phenomenon only with the temporal areal of the
19th century (or, to be more precise, with its first
half). One of the most astute estimations about the
constant presence of the corresponding mentality
belongs to the famous Russian poet, Alexander
Blok, who claimed that the romanticism of the first
half of the aforementioned century is only “one of
the stages of that motion that appears at all epochs
of human life. We have the right of talking about
world romanticism as one of the main propelling
forces of life and art” [2, p. 122].

In the context of such an approach the emphatic
necessity arises of initiating the search for a universal
definition of romanticism. It must be a universal
approach, i.e. one that overcomes local and partial
definitions of this phenomenon, stemming from its
perception and localized chronological coordinates.

In the formation of such an integrating definition
ofromanticism, the concept of extremum is perceived
as being crucial. Romanticism as a brand of world-
perception and as a method of artistic creativity is,
first of all, the ethics and aesthetics of the ultimate
and the extreme, inspired by an aspiration towards
the absolute.

The maximalism of criteria and radicalism of
motivations induce the romanticists to reevaluate in
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a categorical fashion the integral paradigms and to
engage in a most intensive artistic search, which,
for example, is expressed in the special role played
by various types of innovations and experiments,
and frequently results in a type of “emission” of
principally new ideas and conceptions reflecting the
qualitative separation of the horizons of life from
those of art.

Such historical stages frequently possess
an atmosphere of fermentation and fluctuation,
the blustery, explosive, impulsively intermittent
character of development, at times expansively-
bellicose forms of manifestation (including
insurgent-rebellious moods, sometimes
transforming themselves into the pathos of total
destruction).

Romantic temperament is frequently linked to
such characteristic features as emphatic acuteness
of expression, heightened expression, pathos,
affectation and states of ecstasy. The aspiration
towards extreme states also makes itself known
through an inclination towards the particular,
the unusual, the exceptional and the unique,
which essentially explains to a certain degree the
disposition towards hyperbole, paradox, fantasy,
alogism and the absurd.

This derivation and consequence of extremity
transforms itself into the principle of antitheses,
which are formed as a result of coarticulation
of polarized meanings of the extremum: “left”
and “right,” “high” and “low,” the maximal and
the minimal, etc. (one of the variants of such an
contraposition was placed on record by Alexander
Scriabin in regard to his own music with the formula
“the highest grandiosity and the highest finesse”).
This is how the system of binary oppositions, which
is peculiar to romanticism, is formed.

One ofthesemay be indicated by the juxtaposition
of subjectivism — objectivism: subjectivity as a
acknowledged norm of the romantic consciousness
is capable of obtaining accentuated forms, in its
outermost expression leading to subjectivism; the
opposite aspiration (the greatest possible deviation
from the personal principle and the full assertion
of the summarized and the massive) leads to
objectivism.

The other pair of romantic antinomies,
emotionalism—rationalism,is deciphered as follows:
the broad amplitude of romantic emotionalism
stretches from quivering excitement of lyrical
utterance to confessionary characteristics and
unbridled seething of passions; on the other hand,
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romantic rationalism draws a veil over the display
of feelings in every way, cultivating the primacy of
intellect, sober calculation, harsh pragmatism and
abstracted logic.

The prerogative of the romanticist is also
presented by the following antitheses: the boundless
enthusiasm of modification, “the aspiration to live
a decuple life” (according to Alexander Blok)
— apathy and melancholy; acute psychological
response to the least oscillation of inward and
outward life — conscious indifference to them; the
sensation of flagrant despondency and irrationality
of the surrounding world — an idealized perception
of it; the cult of invention, free play of fancy — a
naturalistic mould of reality, its perfunctory
registration, etc.

In relation to history it may be asserted that
romanticism as a type of world perception and
artistic thought emerged as long ago as the formation
of homo sapiens and with the primary origins of art.
This is an elemental category the existence of which
in its “anthropological” variant is guaranteed to us
all the way until the occurrence of an eschatological
catastrophe, if such has been prophesied to humanity.
And until the latter occurs, romantic mentality shall
remain an indispensable constant of being, a most
crucial motive for its immanent development.

The alternative to romanticism has been most
often labeled by the term realism, although in the
character of its motivations it may also have been
described by the word positivism, while in relation to
separate periods of time the definition of classicism
is appropriate (in the art of music is especially
apparent in regards to the High Enlightenment in
general and to the Viennese Classicist School in
particular).

The ethics and aesthetics of realism-positivism
correlate most distinctly with the concept of
optimum. This includes the gravitation towards
moderation, gravity of manifestation, towards
the stable forms of existence with their measured
incremental evolutionary type of development. This
includes the aspiration toward objective remodeling
of life “as it is,” the desire of understanding and
explaining the world emanating from itself, which
determines the orientation on the absolute veracity
and detailed motivation.

While romanticism “runs” to polar extremes
(the centrifugal tendencies generating the
preeminent plurality of planes and angles), realism
shows a preference for the principles of “common
sense” and the “golden mean” (the centripetal
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tendencies providing for sufficient centeredness
and unity).

And finally, realists experience underlying
interest in the “mundane,” ordinary, everyday
states and perceptions, so that, to paraphrase
Frierdich Engels, it is possible to speak of “ordinary
characters in ordinary circumstances.”

The duality of romanticism and realism,
remarkable in itself, presents itself as being even
more important, in view of the fact that during the
course of their alternate predominance the cycle
of the various epochs is formed. As has already
been made clear, the second and fourth periods
of an epoch undergo their development under the
aegis of realism, while romanticism gains its own
momentum during the epoch’s initial, middlemost
and concluding stages. At the same time, at each of
its respective stages the latter tendency manifests
itself most variedly.

Romanticism in the first period of an epoch,
which sets up the “program” of the epoch, is
distinguished by its saturating amount of energies
and potentialities, manifestations of blusterous
enthusiasm and primeval bloom. Romanticism in
the third period instigates a new, exceedingly strong
impulse of motion of the time period, most often
placing the greatest emphasis on individual and
personal motives.

Romanticism in the fifth period, as a rule, is
characterized by a perceptible reduction of activity,
dividing into two distinctly different channels — the
“golden sunset” and the “black twilight.” However,
it must be emphasized again and again that in
reality late romanticism and early romanticism (i.e.
the romanticism of the fifth and the first periods)
become reconciled in time, coexist and compete
with each other, implementing the dialectical
process of the decline of the preceding epoch (its
final phase) and the birth of the subsequent epoch
(its initial phase).

To be sure, this is only the most general scheme,
the invariant paradigm, one that is filled each time
with specific historical content. Consequently, what
we are inquiring about is the generalizing tendency,
the strict regularity of which may be interrupted by
activities of spontaneous historical circumstances,
as well as confrontation with all sorts of anomalies.

Moreover, it is conceivable to fathom an
extremely “pure” type of romanticism or realism
mostly on the level of abstractions — in living
practice these types of cognition and artistic thought
are usually presented in a variety of nuances and
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combinations. During the period when one of them
predominates, the other does not disappear entirely,
but merely departs for the time being into a shade
and continues its presence in a complementary
capacity.

However, for all that, it is precisely the
interaction between romanticism and realism
(positivism, classicism), their mutual rhythmic
pulsation and interchange, which present the
“directing” factor and the operating principle in the
development of the evolution of art and everyday
life, bringing in a discreet multi-stage character to
the historical process.

Everything that has been discussed -earlier
essentially dealt with structure, the multi-stage
model and trajectory of each epoch was examined
separately and illustrated on the example of the
Classical epoch. At present it becomes possible
to go beyond its limits to describe another regular
occurrence of the process of art history — its
unswerving acceleration in time and the gradual
narrowing of the time frames.

This narrowing of time also occurs during the
evolution of each epoch, but for the most part it does
not demonstrate itself in such a perceptible manner,
which makes it possible to disregard it for the sake of
greater simplicity and clarity of the overall picture.
The only thing which we must consider undoubtedly
is the chronological area where two epochs overlap
with each other, in which the initial period of the
successive epoch is equal in its time duration to the
concluding period of the preceding epoch. This area
seems to balance between the past and the future, so
according to the calculations presented further on in
the text it spans approximately a decade longer than
the periods succeeding it.

Thus, we have ascertained that every one of
the five periods of the Classical epoch lasts about
four decades each, which would comprise the
chronological areal of a span of two centuries or a
little longer for the entire epoch, if the count were
held from the 1720s, rather than from the 1730s.

The Classical epoch was preceded by the
Baroque, with its constituent periods lasting half a
century each (with the exception of the first one, to
which we have added an “extra” span of ten years):
from the 1510s to the 1560s, from the 1570s to the
1610s, from the 1620s to thel1550s, from the 1670s
to the 1710s, and from the 1720s to the 1760s.
It must be reminded that at the phase spanning
from the 1510s to the 1560s the Late Renaissance
epoch coincides with the Early Baroque, whereas
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at the phase between the 1720s to the 1760s the
late Baroque epoch coincides with the Early
Enlightenment. Altogether we come up with the
span of over two and a half centuries.

The periodization of the Renaissance epoch
already involves six decades in terms of the
“counting unit” (once again, barring the first period):
from the 1260s to the 1320s, from the 1330s to the
1380s, from the 1390s to the 1440s, from the 1450s
to the 1500s, and from the 1510s to the 1560s. An
exception was made for the area of overlap between
the final phase of the Late Middle Ages and that
initial period of the Renaissance epoch known by
its name of Proto-Renaissance. This results in a
time period of over three centuries.

Let us bring to a halt our migration across the
centuries and turn our attention to our current time
period, which has succeeded the Classical epoch.
The suggested appellation of the Modern epoch,
despite all its conventionality, highlights the fact
that the processes which started at the turn of the
19" and 20™ centuries, have continued up to the
present time, the early 21% century. The chronology
of these different time periods is approximately
as follows: from the 1890s to the 1920s, from the
1930s to the 1950s, from the 1960s to the 1980s,
from the 1990s to the 2010s and, getting a glimpse
of the future, from the 2020s to the 2050s. In other
words, we have here stretches of thirty years (with
the exception of the four decades of the overlap of
the Classical epoch with the Modern), altogether
spanning about one and a half centuries.

Let us compare the numerical figures, moving
from the present to the past: the Modern period lasts
approximately 1.5 centuries, the Classical epoch— 2
centuries, the Baroque epoch— 2.5 centuries, and
the Renaissance — 3 centuries. There could hardly
remain any doubts that before the Renaissance the
epochs pertaining to art history were even lengthier
in duration, while after the termination of the
Modern period they will become even shorter.

After having expressed such a conjecture, it
makes sense to conclude this construction of this
integral periodization within art history. As has been
stated before, an epoch consists of five periods, in
each of the latter two stages may be singled out,
and furthermore even more detailed differentiation
is conceivable.

The movement towards fragmentation of time
has been demonstrated, and logically this infers the
possibility of motion in the opposite direction —
along the line of augmentation of the respective time
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periods: from the micro level (the stage), through
the period and the epoch, leading to the macro level,
which would be taken up by the era.

The science of history is all too familiar with the
so-called Early Modern Period and in its temporal
projection into the domain of history of art it spans
the duration of three epochs — the Renaissance,
Baroque and Classical. It is possible that future
explorations in research would demonstrate that
the eras more distant from us in time also consist
of three epochs — namely, the Middle Ages and
Antiquity (apparently, it would be more difficult to
try to solve this question in regards to the Ancient
world). However, already today we have the ability
of demonstrating on the example of the respective
eras the same type of narrowing of the chronological
dimensions when time progresses forward.

The departure into such a boundless domain
of time as an era makes it possible to approach
yet another regular law in the evolution of art
history. This refers to a certain “token” which each
preceding time seems to bestow onto the successive
time period. Naturally, this takes place during the
overlap of two time periods, and thus the final
summation of one time period transforms itself into
the source of the following one.

Most apparently the aforementioned regular law
is manifested in the rhythmic succession of what
may be metaphorically described by the terms of
“light” and “shade,” if the former is to be interpreted
as a relative harmoniousness and equilibrium, and
the latter — as displacement and ruptures, which
sometimes acquire a catastrophic character. Thus, it
turns out that the “dawn” or the “dusk” occurring
at the end of the preceding time period possesses
the ability of “programming” the predominating
characteristics of the succeeding period.

It is true that the “dawn” of the late period of
the Ancient world affected the “light” of Antiquity,
while the “dusk” on the Late Antiquity — the “shade”
of the Middle Ages, the “dawn” of the Late Middle
Ages — the “light” of the Renaissance, the “dusk” of
the Late Renaissance — the “shade” of the Baroque,
the “dawn” of the Late Baroque — the “light” of the
Classical epoch, the “dusk” of the Late Classical
period — the “shade” of the Modern period.

Moreover, there are grounds for anticipating that
the Late Modern period with its “dawn” should pave
the way for the “light” of the subsequent epoch. And
if this subsequent epoch, which is supposed to begin
in the middle of the present century (the period
singled out earlier, from the 2020s to the 2040s),
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will in troth manifest itself as a more or less organic  such labels as style of the epoch, artistic direction,
one, then there is a hope that, notwithstanding all ~ school, association, group, etc. In other words,
the gloomy prophecies made about the immediate  everything that is the most essential in the life
future, humanity and its art would “hold out” at  of art is determined in one way or another with
least until the mid-22™ century. Nevertheless, the  the advancement of the overall processes that

subsequent “dusk” may lead to the final “shade,”  characterize the life of the human being and
i.e. to the final “end of the world”... humanity at a certain historical phase.
In conclusion the following must be noted. It All of this is elaborate at the present for the

hardly makes sense to dispute with the rather well-  sole reason of leading us to the following thought:
known postulate, that art is immanent only to a  everything that is documented in the art works of
certain limited extent, and that its self-development  a given historical period reflects that which takes
is conceivable only up until certain boundaries. place in real life of the corresponding time. As a
Ultimately it becomes clear that the artists living in ~ result, everything discussed earlier about the regular
a certain given historical period are people who are  laws of the evolution of art history may reasonably
inseparably connected with their time. This gives  be unfolded into the platitude of the process of
rise to their sufficient amount of like-mindedness of ~ general history.
perception, despite the entire outwardly fathomless In such a manner, the deductions addressed to
spectrum of positions of world-perception and types ~ the world of art may also be considered to apply to
of thought. Likewise, it gives rise to the sufficient = phenomena oflife in general, whereas the previously
amount of concordance of their aspirations, arrived at conclusions in regard to the evolution of
motivations and reactions. art history may be successfully extended to any of
The result of this state of affairs in the domain  the spheres of ontological methods, including being
of art is the bounteous quantity of similarity of  applied with the goals of predicting the proximate
aesthetical platforms, artistic currents and possible  and distant perspectives of existence of civilization
rapprochements, to which we give terminologically  on Earth.

Gy~ NOTES (<o

! Translated by Dr. Anton Rovner. Another version ~ nauki/Music Scholarship issue 2011/2 (9).
of the article was published in Problemy muzykal’noj
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The Regular Laws of the Process of Art History

When studying the great works of art, we make broad use of the concept of the epoch, applying it to define a certain
segment of historical time within the framework of which the various arts are endowed with certain common
features. Let us take as a certain model the epoch which may be called the Classical era. During the course of its
evolution, considerable distinctions between the various stages occurred in a natural way — those distinctions in
particular are what provide grounds for dividing the epoch into a set of phases succeeding each other. The first period
(approximately between the 1730s and the 1760s) presents a stage of interaction between the concluding phase of
the Baroque period and the initial stage of the Classical epoch; this phase may be called the Early Enlightenment
period. The second period (from the 1770s to the 1800s) presents the flourish of the Classical style of the time of
the Enlightenment; in this case the definition of High Enlightenment is most appropriate. The third period (from
the 1810s to the 1840s) features the advancement of Romanticism. The fourth period (from the 1850s to the 1880s)
should be most appropriately termed as Post-Romanticism, since at that time many things in art were determined
by realistic tendencies. The fifth period (from the 1890s to the 1920s) presents a stage of interaction between the
concluding phase of the Classical epoch and the initial stage of the present-day epoch; this stage is frequently
defined as Late Romantic or, more broadly — as Late Classical. It is most natural to define the boundaries of any
period by relying on analysis of generalizing thoroughfares, which is particularly what comprises the main task of
artistic-historical scholarship. The most important one of them is connected with the interaction of two fundamental
methods of artistic thought — Romanticism and Realism, with alternate predominance of one or the other, and the
periodicity of bringing out of them onto the forefront in the most direct way shapes the configuration of the epoch.
The other natural law of the artistic-historical process is its unswerving acceleration and the gradual compression
of temporal frames.
Keywords: the artistic-historical process, epoch, era, stage, period.
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3aKOHOMEPHOCTU XYAOXXECTBEHHO-UCTOPUUYECKOH IBOAIOLLIUM

I/I3yqaﬂ XYyAOKECTBEHHOC TBOPUYECTBO, MBI IIUPOKO IMOJIB3YEMCA TOHATHEM dn0Xxa, OTTpaHUYIUBAA UM TOT UJIN WHOU
OTPE30K HCTOPUYECKOTO BPEMEHH, B paMKaX KOTOPOTO pa3InYHbIe HCKYyCCTBA HAIeJICHBI HEKOH 00ITHOCTHIO. B Ka-
YeCTBE ONPEEIEHHOTO 3TAIOHA BO3BMEM Ty AIIOXY, KOTOPYIO MOXKHO Ha3BaTh Kitaccuueckoii. B xoze e€ sBomtonun
€CTCCTBCHHBIM 06pa30M BO3HHUKAJIN CYHICCTBCHHBIC OTJINYHA OJHOTO 3Tama OT APYTroro — UMEHHO 3TU OTJIUYHUA U
JAIOT OCHOBAHME IS IeJICHHS 3MI0XH Ha PsIi CMEHAIOIUX ApYT Apyra ctanuii. [lepBoril nmepuon (mpubIn3uTenbHO
1730-1760-€ rr.) — 30Ha B3aMMOJECUCTBUS 3aBepIIaroniell cTaguu 3moxu bapokko n HadanpHOU craanu Kiaccu-
YECKOU SIIOXH; ITY CTaIUI0 MOKHO Ha3BaTh Pannum IIpocsewjenuem. Bropoit nepuon (1770-1800-e rr.) — paciser
KJIaCCUYEeCKOTO CTuJs BpeMEH [IpocBemienus; B TaHHOM cllydae yMECTHO oOo3HaueHue Bwicoxoe Ilpocsewenue.
Tpetwnit nepuon (1810— 1840-e rr.) — BeiaBUX)KEeHUE Pomanmusma. Yers€ptoiit mepuop (1850—-1880-¢ rT.) ymecTtHO
0003HaYUTh NOHTHEM [locmpomanmusm, TAK KAK MHOTOE B UCKYCCTBE OIPEIEIISIIN PEeaTuCTUIeCKHE TEHICHIINH.
IIarerit mepuon (1890-1920-e rT.) — 30Ha B3aMMOAEHCTBHS 3aBepIaromero stana Kiaaccuueckoit a:MoXu 1 Ha4alb-
HOTO 3Tamna TEeKyIIell HBIHE 3MI0XH; 3Ta CTaAUs 9acTO OINpeAeNsieTcs KaK 71030HepOMaHmuyeckas WIN UIHpe — KaKk
nosouekaaccuyeckas. I'paHubl 11000T0 Mepruoa HaMeuaTh €CTECTBEHHEE BCETO, ONMMPAsCh HA aHAIHU3 ceHepalu-
3yrowux mMazucmpaieti, 9To Kak pa3 U COCTABISET OCHOBHYIO 3aJauy XyIOXKeCTBEHHO-UCTOPUYECKON Hayku. Bax-
HeWIass U3 HUX CBsA3aHa C BSaHMOﬂeﬁCTBHeM ABYX (byH}IaMeHTaJ'[BHI)IX METOAOB XYJOKCCTBCHHOTO MBIIIJICHUA —
POMAHmMU3Ma M peanuszma, ¢ OTIePeMEHHBIM Ipeo0IajaHieM TO OJJHOTO U3 HHX, TO IPyTroro, ¥ MepHOANYHOCTh UX
BBIJIBIDKCHUS Ha TICPEIHUI [IJIaH CaMbIM HETIOCPEACTBEHHBIM 00pa3oM GopMupyeT KoHpurypanuto smoxu. JIpyras
3aKOHOMEPHOCTH XYI0’KECTBEHHO-HMCTOPHUECKOTO MPOIIecca — €ro HEyKIOHHOE YCKOpPeHHE, OCTETICHHOE CIKaTHe
BPEMEHHEIX PaMOK.
KiroueBble ciioBa: XyH0)KeCTBEHHO-UCTOPUYECKHUH MTPOIIeCC, 310Xa, 3pa, 3Tall, HepHOz.
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THE ARTISTIC REVELATIONS OF LEO MAZEL* /
XYAOXECTBEHHDbIE OTKPbITHUA A. A. MA3EAS

he name of outstanding Soviet music scholar

I Leo Abramovich Mazel, Doctor of Arts,

Professor of the Moscow State Conservatory,

Merited Artist of the USSR and member of

the Composers’ Union of the USSR, is closely

connected with the formation and flourishing of
musicology in Russia.

Leo Mazel was descended from an old family,
which included the famous philosopher from the
Grand Duchy of Lithuania, the head of Prague
Talmud School, the chief rabbi of Prague, and later
Poznan, Mordecai Yaffe (1530-1612) (about this
see: [6]). Mazel was born on May, 26th 1907 in
Koenigsberg. At the age of 17 he enrolled in the
Music Theory and Composition Department of the
AN. Scriabin Musical College, where he avidly
studied composition and music theory for an entire
year. In the summer of 1925 he enrolled into the
Moscow University. However, while studying there,
the student’s interests gradually shifted to the sphere
of music theory. “After graduating from the musical
college,” he wrote, “I entered the Department of
Musical Research (MUNALIS) of the Conservatory,
obtaining special permission from the Narkompross
(the People’s Committee for Education) to study in
two universities simultaneously (I did not receive
any stipend in either of them). After graduating
from the Conservatory in 1930, I enrolled into
the Post-graduate program” [2]. After completing
the latter Mazel was conveyed the degree of
Candidate of Arts for his research work devoted
to the theoretical legacy of Hugo Riemann, and in
1941 — for his scholarly work “The Basic Principle
of Melodic Structure of a Homophonic Theme,”
without undergoing a defense of the dissertation,

* Translated by Valeriya Ogurtsova and Dr. Anton Rovner.

... the real spirit of living art

is always present in the works of Leo Mazel,
addressing their real and imperishable value.
Dmitri Shostakovich

he was conveyed the degree of Doctor of Arts.

Starting from 1931 the young scholar became
a faculty member at the Moscow Conservatory,
where he worked for nearly 30 years, becoming
a professor in 1939, and between 1936 and 1941
being the chairman of the Music Theory Department
at the Moscow Conservatory. During the Soviet
government’s aggressive political campaign of
“struggle with cosmopolitism” he was dismissed
from the Conservatory, having been accused to be
an “apologist for composer’s ‘formalist’ pursuits”
(according to Tatiana Kurysheva).!

The Problem of Bringing Together Music
Theory with Aesthetics

Mazel emerged in the field of musicology
with his personal scholarly concept disclosing
the connection of musicology with aesthetics,
since aesthetics in those times was distinct for
its abstractness, whereas music theory was often
of a handicraft character.? The desire to bring
together music theory and aesthetics led him to
the creation of the method of integral analysis,
which was innovative for Russian music theory,
the significance of which is denigrated in
contemporary musicology. According to Marina
Raku, “the type of discourse itself, as well as the
methodological principle, which may be indicated
as “a classification of data,” directed here at an
oral, lecture-type presentation, which presumes
a close contact with the listeners, a considerable
role of musical illustration, ultimately, is the genre
of the lecture-concert, directed particularly at an
educational function” [7]. But in connection with
the need for reevaluation of this method from

100



2016,4

Me>XXAYHapoOAHbIM oTAeA ® International Division

0

the positions of modernity its scholarly character
needs to be vindicated.

Developing the method of integral analysis at
the beginning of his musical activities (in the 1930s)
Mazel took into consideration the “cooperation
of the elements which unites them into an artistic
whole and is defined by the common conception of
a musical composition, its content” [3, p. 7], which
was enhanced by introducing into his works the
concept of the depicted image. In the late 1970s
the scholar emphasized the need for disclosing the
artistic revelation within a musical composition,
which was characterized by a discovery carrying
descriptive-expressive meaning. Consequently, the
analysis was expected to demonstrate “not omni-
tude, but novelty and directedness.” [5, p. 133].

It follows that the processes of substantiating
the method of integral analysis and its rejection
went along parallel paths in Mazel’s development.
This phenomenon shows that Mazel was always in
a state of constant search for a scholarly method.
He viewed the development of scholarship in
connection with the possibility for the emergence
of a new type of analysis, but on the condition “that
it would resemble those types of analysis which
have already been defined as being integral” [Ibid.
p. 134].

In the 1990s Mazel’s controversial discoveries
disembogued into adversarial positions between
the different schools of musicology — between the
founders of integral analysis (and their adherents)
and its antagonists under the lead of Yuri Kholopov,
who subjected the course of “Analysis of Musical
Compositions” at the basis of which lay the method
of integral analysis, to severe criticism and raised
the question of changing it to the course of “Musical
Form”. Nevertheless, integral analysis was
becoming an aesthetical and cultural phenomenon,
where the aesthetical element brought out the aim
of establishing the level of the artistic significance
of the musical creative phenomena, whereas the
culturological element demonstrated the need for
perceiving the large scale historical context of the
analyzed musical compositions.?

Mazel about the Artistic Revelation

Mazel considered the indispensible condition
for carrying out integral analysis in demonstrating
the artistic revelation in music, which he connected
with one of the stipulations of it influence human
beings. The essence of revelation was formulated
by the scholar as a combination of important, albeit

101

controversial qualities, the roots of which may
be found in the dialectics of the phenomena of
life. One of them is the principle of multiple and
concentrated influences. It is close to the similar
principle of Sergei Eisenstein in his cinematography
and is directed at the aspiration for the “ruthless”
infusion of the idea.

In mutual complementation with the given
principle is the symmetrical principle of combination
of functions, which forms a fundamental pair to the
first one. With the help of the interaction of both
principles Mazel revealed this type of new quality
in any musical composition, in which the sum of
effects exceeds the impression from the action of
each principle by itself.

The other pair of principles concerning the
artistic impact on the listener was perceived by
Mazel to be consecution of inertia and its disruption,
which was conducive to the impact of music on the
listener on a syntactic level, including the structure
of music and large-scale thematic structures.

And the third pair of principles of artistic impact
on the listener — paradoxical contradiction and the
highest type of naturalness — were perceived by
Mazel as the indissoluble unity of contradictions,
constantly transforming into one another.

In summary, by demonstrating the various types
of revelation and artistic influence of music on the
listener, Mazel proposed specific ways of studying
music interconnected with aesthetics. Basing
himself on research of various types of contrast, he
applied in a practical way the method of integral
analysis. At the same time the theorist showed that
in consequence of changeable emotional content
and musically expressive means the boundaries
between musical theory and aesthetics were flexible
and pliable. Having studied the inner mechanisms
of these connections, Mazel revealed on a genetic
level the aesthetic codes of artistic influence of
music on the listener in classical music. His musical
analyses demonstrate most vividly how he was able
to accomplish this.

The Principles of Disclosing
the Artistic Revelation

Beethoven’s Sonata-Symphonic Cycles

The distinctive singularity of Mazel’s research
of Beethoven’s symphonic music is the fact his
perception of it as a process of development through
the prism of a dialectic spiral. These circles were
marked by the theorist on different levels of form:
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within the theme group, such as, for instance, in
the first movement of Beethoven’s piano sonata
opus 10 Ne 1, which Mazel labeled a “manifesto
of dialectic development”, within a section of the
sonata form and through the whole sonata cycle.
The primary theme group was viewed by him as
the thesis, while the subsidiary theme group was
perceived as the antithesis and also, in relation to the
contradictory elements of the previous elaboration,
as a function of synthesis. Especially important for
him were such stages of the dialectic circle as the
transformation of the thesis into the antithesis and
the point of synthesis. A vivid example of this is the
Andante movement of Beethoven’s 5th symphony
(the concealed segment preceding the point of
synthesis, before the breakthrough into the sphere
of vociferous dynamics and the dazzling major
key), where the transformation of the heroic mood
into the lyrical reflection and dramatization of the
lyrical mood takes place.

The highest demonstration of Beethoven’s
dialectical thought was considered by the scholar to
be the inclusion of the third movement (the Scherzo)
into a unified symphonic conception of the cycle,
playing the role of the pre-synthesis section within
the scope of the entire form. Its “eruptive” transition
into the finale (which in Mazel’s terminology formed
the “general synthesis”), which was realized without
a traditional pause between the movements, were
identified by the music theorist as the fundamental
artistic revelation. In characterizing Beethoven’s
thematicism proper, Mazel singled out three types:
the contrasting, the contrasting in a concealed or
potential way, and the synthesizing. The stipulation
for this kind of unity in Beethoven’s compositions
was the habitude of his themes of expressing
lyrical moods by the means characteristic for
creating heroic images. As a result of his analysis of
Beethoven’s symphonic music, Mazel identified the
following artistic revelations:

—the interpretation of the short motive of destiny
as a source of the highest type of expressivity, due
to which it obtained a significance similar to that of
the leitmotif in romantic music;

— the creation of lyric themes which forestalled
the melodicism of the Romantic era and the
principles of its development (upon achieving a
maximal amount of contrast between the thesis and
the antithesis);

— the discovery of a new type of dynamic
thematicism — conflict-free but possessing a
dynamic type of development;

—the harbingers of the one-movement form of the
Romantic period, the principles of monothematicism
and diffusion of thematic elements throughout the
textural substance of the composition.

Having disclosed the principles of Beethoven’s
dialectic thought, the scholar proved that nobody
among the composer’s predecessors had actualized
logical thinking in music so consistently,
convincingly and with such dynamic amplitude. The
composer's works were examined by Mazel as an
integral phenomenon, in which he typologized the
artistic revelations, conditioned by a dynamicized
interpretation of musical means.

In the domain of thematicism these were both
the short motives, anticipating the leitmotifs in
the music of the Romantic era, and extended non-
contrasting melodies — the forerunners of Wagner’s
“endless melodies”. In the interaction between both
of these types of melodies the weight of penetrating
psychological content has increased. This results
in a higher level of individualization of the
depictive images than had ever been in the music of
Beethoven’s forerunners.

The artistic revelations in the domain of
musical form were revealed by Mazel stemming
from analyses of innovative interpretation of
dramaturgical conflicts in the music:

— expounding the dramaturgical conflict in
a convolved form in between the thesis and the
antithesis within the scope of the primary theme
group;

— Beethoven’s comprehension of lyrical moods
as being equal-ranking to the heroic moods of the
participant of the conflict; comprehension of them
as presenting the reverse side of the heroic moods
and a means for dramatization of the thematicism,
revealing its romantic aspects;

— prolongation of the dramaturgical conflict
between the thesis and the antithesis within the
exposition and the development section of first-
movement sonata form;

— intensification of the dramaturgical conflict at
the moment or preparation of its denouement: in the
conclusive theme group, in the recapitulation, the
coda, the finale and the dynamic transition from the
third movement into the finale;

—reaching the highest point of the dramaturgical
conflict at the moment of its “outburst” (in
development sections, re-transitions before the
recapitulations or codas, the unstable sections
within the codas).

All these discoveries helped Mazel solve two
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interconnected problems, in which he elucidated in
a new way the composer’s oeuvres: the essence of
his dialectic thinking and forestalling of later styles.

Analysis of the Artistic Revelation
in Chopin’s Preludes No 7 and Ne 20

The results of the search for the most appropriate
type of analysis for musicology have manifested
themselves on the study of two preludes by Chopin
— Ne 7 in A major and Ne 20 in C minor, which
was carried out, respectively, in 1968 and in 2000.
Mazel carried out these analyses with the aim of
revealing the unusual shifts of the functions of form
and content. In his analysis of Chopin’s Prelude in
A major the music theorist was especially interested
in “the essence of the depicted image”. This issue,
established in the oeuvres of the founders of integral
analysis, has not lost its acuteness at the present time
as well. An image-related examination, in particular,
also characterizes the present-day scholarly thought.
Thus, for example, L. Kramer, having studied the
phenomenon of dandyism in Chopin’s oeuvres,
integrated it in the composer’s general artistic
conception, at the core of which lies a turn to the
aesthetics of Charles Baudelaire (opus 59) [15].

In the prelude Mazel disclosed a blend of dance-
like traits with a chord progression poeticizing it,
the sources of which were discovered by the scholar
in one of the varieties of historical composition and
improvisation in the genre of the prelude. Their
integration, according to Mazel’s observation, was
materialized in the chief revelation in the prelude
— the repeated two-measure “formula for melos,
rhythm and texture,” which he connected not only
with gentle dance motions, but with elegant gestures.
Having analyzed in the prelude the combination of
the principles of fragmentation and summation and,
even broader — of realization of the principles of
constructing square periods of repeated structure,
Mazel substantiated in a convincing manner the
image-related content in this piece, where, according
to his observation, the intimately lyrical utterance
combined with features of the dance genre, which
has contiguity here with Chopin’s mazurkas in their
emulation of high-society and countryside dance
forms.

At the same time, in his analysis of Chopin’s
Prelude Ne 20 Mazel, when revealing the principles
of incompatible features, was able to forego the
concept of image, but what did this result in? This
non-pictorial analysis of the prelude began with the
characterization of the tempo, an important, but

hardly the chief means of expression here. Then
the music theorist posed a few riddles and left
them unsolved. He touched upon the monumental
character of the piece and a certain significant
musical thought, which for some reason he deemed
difficult to express in the context of the slow tempo
during the course of its short duration.

After his assertion that he applied another
expressive means, — namely, a chord progression,
which Mazel associated with the genre of a chorale,
he defined the character of the prelude, i. e. none
other than its depictive image: “funereally solemn
and sorrowfully majestic.” Only on the basis of this,
after describing the form, dynamics and rhythm
of the prelude, the theorist formulated Chopin’s
essential revelation: the combination of functional
harmony with the traits of quantitative, time
measuring rhythm, typical of ancient art, which
provided him with the possibility of explaining
“the piece’s visible genre-related image” as a “slow
funereally solemn procession with discrete shifts of
poses” (and, once again, image, even image-related
composition).

On the whole, the artistic revelation in two
preludes by Chopin were displayed by Mazel and in
the sphere of genre and in the sphere of musically
expressive means.

Analysis of the Artistic Revelation
in Edvard Grieg’s Nocturne

The singularity of Mazel’s study of Grieg’s
Nocturne (opus 54 Ne 4) consists in the peculiar
double comparative analysis — that of the style and
the depictive music content. The unifying link here is
provided by the leading intonation, the basis of which
lies in a stylistic feature typical of Grieg, built on the
descending motion of the leading tone to the V scale
degree. In the sphere of stylistic traits the theorist
considered it to be not only a detail related to folk
music, but also the original “national emblem of the
composer.” Basing himself on the research of Ernest
Kurth (who saw in Grieg's harmonies a unification
of romantic and national Norwegian tendencies),
Mazel, stemming from Grieg’s tertial intonation
in his melodicism, revealed the folk music-related
nature of the harmonies based on seventh, ninth
and eleventh chord, typical for the composer. These
harmonies were associated by him with transmission
of folkloristic images and, along with this, with the
images of spiritually animated nature.

As a result of these studies, the scholar revealed
the artistic revelation, which he considered to be
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the most topical in musical aesthetics. It consisted
in the domain of delimitation of the spheres of
expressivity and depiction. The former, according
to Mazel’s observation, was disclosed by means
of Wagner’s interpretation of the half diminished
seventh chord — “the chord of languor”, supporting
the songful, melodious phrases with the Tristan-like
rising suspensions (about this see: [14]).

Along with “the motive of languor,” Mazel also
marked out “the motive of ravishment,” connected
with the dominant harmonies. The figurativeness
in Grieg’s music is concretized by “bird-like” trills
and tremolos.

All in all, Mazel in his analysis of Grieg’s
Nocturne demonstrated the artistic revelation in the
sphere of style (the combination of late romantic
and impressionist style with the folk music related
elements) and also in image-related and emotional
sphere (the combination of the principles of lyric
expressivity with relief depiction).

Demonstration of the Artistic Revelation
in Piotr Tchaikovsky’s Compositions

The artistic revelation in Tchaikovky’s music
was shown by Mazel in the phenomenon of
convergence between theatrical and symphonic
principles. In his study of this music the scholar
defined the essence of the classical opera part
and the specific methods of its development:
those of integration (creation of a new theme
with a constant renewed development of it) and
differentiation — involving the highlighting of the
various elements of the theme. The former method
in Tchaikovsky’s music is directed at revealing the
protagonists’ intense inner development. For this
reason the theorist interpreted it as being the chief
method. In the development section in the first
movement of the Sixth symphony as a landmark
manifestation of the integrating method, Mazel
revealed two culminations situated at a close
proximity from each other. Presuming this effect
to be a discovery in the domain of sonata form, he
gave it an aesthetic appraisal. The first culmination
— the peak of the dramatic action — was defined
by him as the catastrophe in the main protagonist’
life, while the second culmination — the logically-
semantic — as the tragic summarizing monologue®.
At the same time, all the subsequent music of this
movement was described by him as an after-word,
permeated with all sorts of analogies.

As a result the two tendencies of the
integrative method ascertained in Tchaikovsky’s

symphonic style turned out to manifest two
mutually reinforcing sides of operatic influences
— both aligning the more or less thematically
independent episodes into a single dramaturgy of
the image and the ability of the motives to acquire
different characteristics.

Inaccordance with dialectic methods of analysis,
Mazel also examined the reverse connections of
opera with symphony — the influence of symphonic
principles, especially those related to sonata-form,
on opera. Applying the example of the scene with
Liza and Hermann at the end of Scene 2, the theorist
demonstrated how within the framework of an opera
all the basic images were presented, which were
established in the first movements of Tchaikovsky’s
symphonies. As a result of this, Mazel has disclosed
the special conditions for the impact of sonata
principles on the construction of operatic scenes
and large-scale correlation of dramatic with lyrical
images (where the lyrical “subsidiary theme group”
consciously prevails over the “primary theme
group”), which is rather unusual for the standard
first-movement sonata form.

In “The Queen of Spades” Mazel saw Hermann’s
introductory recitative as corresponding to the
primary theme group, with “two subsidiary theme
groups” inherent in the theme of love and Hermann’s
arioso. The function of the conclusive theme group
in Scene 1 was entrusted to the theme built on the
musical material of the “subsidiary theme group,”
albeit presented in the major key. The role of the
development section, which featured the incursion
of the evil powers, is played by the episode of the
appearance of the Countess, and her departure is
followed by a dynamicized recapitulation. Here
Hermann’s emotional commotion was disclosed
and the life-asserting major variant of the first
“subsidiary theme group” and the “conclusive
theme group” were stated in it.

Thereby Mazel’s research of the convergence
of the traits of different genres into “The Queen
of Spades” and the Sixth Symphony is directed
at showing the artistic revelation in this opera,
which is directly connected with discovery in it
both of sonata form and of symphonic principles
of development.

Research of the Artistic Revelation in the Music
of Shostakovich

The music of Shostakovich was researched
by Mazel by means that are connected on his
understanding of a new stylistic system, which was
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formed in the domain of the expressive means of
the old one. The reason for the appearance in art
of innovative methods, which are interpreted in the
course of time as having become traditional, and the
old, dated ones seen as being extraordinary, was seen
by Mazel in the manifestation of unusual figurative
content. The most important role it was assigned
by him to the reevaluation of the extended duration
of the cantilena, within which he systematized the
unusual, acutely expressive broad gestures into
one direction, by means of which the composer
conveyed the various extensions of lyrical and
dramatic figurativeness.

At the same time Mazel showed how
Shostakovich transformed the elementary singing
motives into those that are unprecedented in the
concentration of the emotional-semantic content,
which are presumed to be figurative-semantic
units of Shostakovich’s musical language. In their
persistent return to the same sound the composer
conveyed both intense thought and a broad specter
of emotional states connected with the images of
overcoming obstacles, combined in Shostakovich’s
compositions with “the special “heaviness” of vocal
lines and speech intonations” [4, p. 45].

Mazel exerted a great deal of attention to the
scale and harmonic content of Shostakovich’s
melodicism. As an example of one of these features
he highlighted the intonational saturation of the
modal scales asaresult oftheir various combinations:
the early historical modes with their harmonic
peculiarities of jazz music, as well as major scales
complemented with the elements of other modes
(Dorian and Mixolydian in the coda of the first
movement of the Seventh symphony). This variant
of the major scale was considered by Mazel as the
contemporary variety, which is discernibly different
from the romantic brand. A special achievement
of Shostakovich was evaluated by Mazel to be the
deepening and sharpening of the expressivity of
the minor mode, in particular — his Phrygian mode,
where practically all the degrees carry the options of
being lowered. Thereby, the harmony with the aid
of which technical aims were carried out at the same
time also turned out to be a means for color. Mazel
qualified such a combination of the respective
functions in Shostakovich's musical language as
an original source of an “original harmonic light”
[Ibid. p. 51].

An immense role in the process of renewing
Shostakovich's thematic material was played by
the reevaluation of the traditional characteristics of

rhythm and metre. The combination of freedom of
meter with rhythmic strictness was considered by
Mazel to be among the most widespread means. With
the aid of different metric disruptions Shostakovich
introduced the most piquant and sharpest strokes
into his musical themes, and created not only the
“shaking up” dramaturgical effect of surprise,
but also the feeling of a certain freedom. At the
same time, Mazel highlighted in Shostakovich's
compositions the use of the expressive possibilities
of regular meter, which were directed at creating
musical episodes of aggressive and mechanistic
character.

These expressive means in Shostakovich’s
compositions were highlighted by Mazel as the
ascription of the principle of free melodic unfolding.
The scholar defined two types of the latter: powerful
melodic flow, similarly to that in Tchaikovsky’s
music, and an almost entirely static demonstration
of this principle, as in Rimsky-Korsakov’s
compositions. Stemming from this, Mazel disclosed
the deep national roots inherent in the type of free
melodic unfolding characteristic of Shostakovich’s
music. Mazel found visible manifestations of it in
the slow movements of his symphonies, and the
unusual features — in the themes with mobile and
dancing characters, for example, in the Scherzo
from the Seventh Symphony, which combines
fluidity and clarity of metric articulation.

As examples of an opposite approach to the
unending melodic development in Shostakovich’s
music, Mazel noted the principle of constructing
short, closed impulse-like themes, the content of
which was highly concentrated. As an example of
which, the theorist cited the subsidiary theme group
from the finale of the Quintet and the first theme of
the primary theme group of the Fifth Symphony. The
scholar thought it a paradoxical move to combine
two traditional types of themes, which were showing
themselves as contrasting complementary elements
of the primary theme group: short, aphoristic and
freely unfolding. In this combination he revealed the
convergence of the polyphonic and the homophonic-
harmonic principles, where the typically Bachian
bright initial germ of the theme was activated to
a Beethovenian intensity of development. As a
result of such a change in the interpretation of the
principles of polyphonic and homophonic thinking,
Shostakovich’s compositions acquired a dynamic
renewal of large-scale thematic structures, on the
basis of which the scholar formulated an important
aesthetic principle of his music: “a special unity
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of intellectualism and the most intense type of
emotionalism,” where “feeling is intellectualized
and refined, while thought is intensified to such
a degree that it becomes an acute experience” [4,
p. 77].

Having analyzed Shostakovich’s compositions,
Mazel showed that his stylistic methods were
connected with historically evolved musical
complexes, which have acquired new meanings
in his system. Due to such a generalization, the
professor evaluated Shostakovich’s music as being
classical in the highest connotation of this word. But
what is more — having defined the artistic revelation
in the sphere of Shostakovich’s music, Mazel at the
end was able to carry out a full representation of his
style.

Analysis of the Artistic Revelation
in the Long Poem “The Bronze Horseman”
by Alexander Pushkin

In his research of artistic revelation Mazel
attached great importance to analysis of Pushkin’s
images. The scholar traced the dynamics of their
demonstration in transfiguration of reality into
non-reality. In this transition from one state into
another he observed the phenomenon of “going
out of oneself” [according to Sergei Eisenstein’s
terminology]: the “indignant” Neva overflows its
granite banks, the main character, Evgeny goes
insane, and the monument to the Bronze Horseman
begins to move. This demonstration of how
everything leaves its natural conditions was defined
by Eisenstein as a “leap into the opposite” [11,
p. 249]. Mazel qualified it as the combination of
paradoxical antipathy and the highest naturalness.

The artistic revelation in “The Bronze
Horseman” is observed by Mazel in the emotionally-
psychological sphere, and the theorist disclosed it in
the context of the motive, image and conception—the
triad that is most characteristic for integral analysis.
At its basis here lies the idea of confrontation of the
personality and the government, to which the main
images of the single motive (“to go out of oneself”)
correspond.

* %k *

As a result of this review of artistic revelation,
disclosed by Mazel in various works of art, we arrive
at the conclusion that the scholar established their
typology in the different arts, most notably, in music:

—inthe field of thematism and form (Beethoven's
compositions);

— in the sphere synthesis of various genres
of professional music (Tchaikovsky operas and
symphonies);

— in the interaction of professional and folk
genres (Chopin’s works);

— in the field of style and stylistic elaboration
(the musical compositions of Grieg and Shosta-
kovich);

—inthe area of the musically expressive means of
Classical and Romantic music (Beethoven, Chopin),
as well as 20" century music (Shostakovich);

— in the emotionally-psychological sphere
(Chopin, Grieg, Shostakovich, as well as Pushkin).

Research of Harmony

The most important component in the method
of integral analysis was the research of harmony
as an integral phenomenon of music theory and
music history (in his work “The Issues of Classical
Harmony”). At its core lies the study of vertical
chord formations, in which Mazel highlighted
the gravitating gravitation towards the tonic and
qualified this as the main strain of classical tonality,
whereas the reevaluation of the authentic cadence,
which that passed from its position of being the chief
means of harmonic closure of musical thought to its
new position of a significant tool for dynamization,
was rationalized by aesthetics demands — the
aspiration towards dynamic unfolding of harmonic
thought. In the vertical chord formations Mazel
established a strong connection of its tertial
construction with suave voice leading, at the basis
of which lay harmonic tension, and came to the
following conclusion: the sphere of action of the
tertial principle is not limited to classical harmony,
but has the ability to pass beyond it.

* % %

Summing up the traits of Mazel artistic portrait,
it becomes evident that at the core of his integral
analysis lies a morphological conception of the
artistic revelation in music, which stemmed from
the basis of his encyclopedic knowledge and his
historical-dialectic and aesthetical thought. Mazel
created a system of many means of finding the
artistic revelation in art works of art and presented
a typology of phenomena of the human being’s
inner and outer world in an integral totality, having
connected it with the phenomenon of impact on
the listener and having created his own model of
artistic picture of the world based upon paradoxical
interaction of dialectic oppositions.

106



Me>XXAYHapoOAHbIM oTAeA ® International Division

0

2016,4

Gy —

' L. Bezimensky writes that this campaign was
being prepared back in the years of World War II (1942),
“when the head of the Propaganda Administration of the
Central Committee of the VKP(b) (Communist Party)
G. Alexandrov and the Supervisor of one the departments
of this administration, T. Zuyeva presented to the secretaries
of the Central Committee of the VKP(b) A. Andreyev,
G. Malenkov and A. Shcherbakov a memorandum “How
to Choose and Promote Cadres in the Arts” where notice
was made of “the absence of a correct and stable party
line” in guidance of Soviet art on the part of the Committee
of the Affairs of Art and “the perversion of the polities of
choosing, promoting and bringing up the cadres,” as the
result of which “non-Russians (especially Jews)” turned out
to be in the leading positions of many institutions. The report
mentioned the Moscow Conservatory, and the prevalence of
Jews in the sphere of art criticism exerting their influence on
the formation of the musical cadres. Mazel was mentioned
among the most active people of non-Russian origin in the
sphere of music criticism.” [cited from: 6, p. 17].

2 In European musicology this idea had its own
history. Hugo Riemann at the turn of the 19th and 20th
centuries expressed his regret that the domains of musical
theory and aesthetics coexisted separately from each other
[8, p. 1260], which provided a direct impulse for Mazel’s
elaboration of the given problem. At the end of the 20th

NOTES ~—ao( <

century Carl Dalhaus in his musicological analysis
considered the possibility of providing argumentation
over the aesthetical essence of music, which initially is
contained in it [12, p. 11]. The idea of preserving the
aesthetical value in musical analysis was also of interest
to American music theorist Peter van den Toorn, who
was concerned over the fact that the representatives of
the New Musicology armed with the “new subjectivity”
would “place more prohibitions over the individually
aesthetical element than the positivists and formalists did
before” [cited from: 10].

> The American music scholar and slavist Richard
Taruskin was of a comparable opinion [9].

4 It is indicative that Mazel in this analysis relies on
the conception of the depicted image, which does not
exclude here poly-variant interpretations of meaning. For
example, in the context of the autobiographical nature
of Tchaikovsky’s symphony, Marina Rytsareva brings
out the hypothesis of a parallelism of the “Pathetique”
with the genres of the Passions [13; 16, p. 287; 17]. In
such a conception of the symphony it seems to us that
the composer conveyed here a feeling, typical for him,
of horror before the retribution of fate or destiny, which
he associated with the image of God Sabaoth [1, p.20].
This given topos characterizes the entire first movement
of the symphony.

TaHOBJIEHHE U PACLBET OTEUECTBEHHOTO MYy~
3BIKO3HAHUS BO MHOTOM CBSI3aHBI C UIMEHEM
BBIJIAIONIETrOCs COBETCKOoro y4éHoro Jleo

AbGpamoBrua Mazens, IOKTOpa MCKyCCTBOBEIE-

HUsI, Tipodeccopa MOCKOBCKOH TrocCylnapCTBEHHOM

koHcepparopun umenu I1. 1. YaiikoBckoro, 3aciy-

xeHHoro aearens uckyccts PCOCP, unena Coro3a

KOMITO3UTOPOB.

Jleo Ma3zenb nmpoucxonuil U3 CTApUHHOTO Poja,
BOCXOJIMBIIIETO K 3HAMEHUTOMY Quiiocody Benu-
koro KusbxkecrBa JIutoBckoro, pekropy IIpaxckoit
TaIMyIU4ECKOM LIKOJIbI, IITaBHOMY paBBUHY lIpary,
a 3areM [lo3znanu Mopaexaio Sdde (1530-1612)
(cM. 00 sTom: [6]). Masenb pomuiics 26 mas 1907
roga B Kéaurco6epre. B 17 et moctynmt Ha Teope-
THUKO-KOMIIO3UTOPCKOE OTNEICHHE MY3BIKaJIEHOTO
texarukyMa umenn A. H. CkpsiOnHa, 0XOTHO ITpo3a-
HUMABIIKCh BECh YUEOHBIN T0J] KOMITIO3UILIUEH U Te-
opueii My3siku. A neroM 1925 roga 6611 3a4rCiIeH B
MockoBckuit yauepcurtet. Ho, HecMoTps Ha yuEoy,

.o JCUBOLL OYX JICUBO2O UCKYCCINEA

6cez0a npucymcemayem 6 mpyoax JI. A. Mazens,
€oobwas um NOOTUHHYIO U HENPEXOOAUWYIO YEHHOCTb.
M. llocTtakoBuy

HWHTEPECHI CTy/IEHTa MOCTEIIEHHO CMEIAINCh B CTO-
poHy Teopuu My3bIKH. «llocie OKOHUaHUS MY3bI-
KaJIbHOTO YYMJININA, — Tcall Ma3enb, — 5 MOCTY I
Ha MY3bIKaJIbHO-HAYYHO-HCCIIEIOBATENHCKOE OT/AE-
neane (MYHAMUNC) xoncepBaropuu, JOOMBIINCH
ot Hapkommpoca pasperieHuss y4uTbCs OIHOBpE-
MEHHO B JIByX BBICHIHX Y4eOHBIX 3aBEACHUSX (CTU-
MIEHANH 51 HE TIONy4al HHU B ofHOM m3 HuX). [locne
OKOHYaHUs KoHcepBaTtopuu B 1930 T. s ObUT IPUHSIT
B acnmpanTypy» [2]. Ilo 3aBepmiennn e€ Mazenp
OBLT yIOCTOCH CTETIEHN KaHANIATa NCKYCCTBOBEIE-
HHUS 38 UCCJIEI0BaHUE, TIOCBAILIEHHOE TBOPUECTBY I.
Pumana, a B 1941 rogy momyunin yu€HyIO CTETICHB
JIOKTOpa UCKYCCTBOBEICHUS 3a Hay4IHbIN Tpyn «Oc-
HOBHOM HPUHIUIT MEJIOANYECKON CTPYKTYpPhI TOMO-
(hoHHOI TeMBI» 0€3 3aIUThI TUCCEePTAITHIH.

C 1931 roma Monomoi y9€HBIN CTal Mperoaa-
BaresieM MOCKOBCKOI KOHCEpBAaTOPHH, TJ€ Mpopa-
6otan 6onee TpuauaTH JieT, ¢ 1939 — npodeccopom,
B nepuon ¢ 1936 mo 1941 romel — 3aBEeqyIOIINM
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Kadenpoit Teopun My3bIKH MOCKOBCKOW TOCymap-
CTBEHHOH KOHCEPBATOPHH, a BO BpeMs «OOPBOBI C
KOCMOTIOJIMTH3MOM» OBbLIT YBOJICH M3 KOHCEPBATO-
pHH «KakK aroJioreT “GpopMarucTuIecKux’’ UCKaHUH
kommo3utopos» (T. Kypsiiesa)'.

O cOAMIKEHMU TEeOPUM MY3bIKU C ICTETUKOM

B my3siko3HaHue JIeo Masens BowEn co cBOUM
COOCTBEHHBIM HAay4YHBIM KOHLIENITOM — BBISBICHU-
€M CBSI3H MY3BIKOBEICHHUS C ICTETHKOM, MOCKOIb-
Ky JCTETHKa B TO BpeMs, [0 €ro HaOIIONCHHUIO, B
OOJBIMMHCTBE CBOEM OTIMYANIACH UPE3MEPHOM OT-
BIICYEHHOCTHIO, @ TEOPHsSI MY3BIKH YacTO HOCHIA
y3KO peMecieHHblil xapakTep?. CTpemieHue conu-
3UTh TEOPHUIO MY3BIKH M 3CTETHKY HAIPaBUIIO €ro K
CO3/IaHUIO HOBOTO JUI POCCHICKOW HAayKH METOJa
LIEJIOCTHOTO aHajN3a, 3HaY€HHE KOTOPOTO B COBpE-
MEHHOM MY3bIKO3HAHUH TpuHILKaeTcs. 1o MEeHHIO
M. Paky, «caM THII JUCKypca U METOJI0JIOTHYECKUI
MIPUHIINII, KOTOPBIA MO)XHO 0003HAYUTh KaK ‘‘Kara-
JIOTH3AITUS TAHHOCTEH, OpUEHTHUPOBAHEI 37I€Ch Ha
YCTHOE JIEKIIMOHHOE IMPETOIHECEHUE, MPEeIona-
raromee TECHbIM KOHTaKT CO CIIyIIaTeNsIMH, 3Ha-
YUTEIBHYI0 POJb MY3BIKAJIBHOTO WILTIOCTPHPOBA-
HUS, B KOHEYHOM CYETEe — JKaHp JEKIHMH-KOHLIEPTa,
OpPUEHTHPOBAHHBIH NUMEHHO Ha MPOCBETUTEIBCKYIO
¢ysakumo» [7]. IloaToMy B CBS3HM € TOIBITKOM I1e-
PEOCMBICIIEHHS 3TOTO METO/Ia OH HYKIAeTCA B MOJ-
TBEP)KICHUH HAyIHOCTH.

Pa3zpabareiBasg MeTO[ IENOCTHOTO aHaiW3a B
Havane cBoerl nestenpHOCTH (1930 Tomer), Masenn
YUUTBIBA «83aumoodelicmaue dJIEMEHTOB, KOTOpPOe
00BEUHSIET UX B XYIOKECTBEHHOE IIeJI0e U OTpe-
JeJIAeTCsl OOIUM 3aMbICIIOM IIPOU3BEIEHUS, €T0 CO-
nepxxanuem» [3, ¢. 7]. OToMy crmocoOCTBOBAIIO BBE-
JICHUE UM B CBOM HCCJICJIOBAHHS ITOHATHUS «00pa3y.
B xonme 1970-x romoB y4€HBIN cienan akIeHT Ha
BBISIBICHHH B TIPOM3BENEHUU X)O0HCECMBEHHO20
OMKpbIMuUs, KOTOPOE XapaKTEPHU30BaJIOCh HEKOH
TBOPUYECKON HAXOIKOW, HeCyIled oOpa3HO-BBIpa-
3UTENBHBIN cMbIch. CrenoBarenbHO, OT aHaIn3a
0XKH/IaJlach «HE BCEOXBATHOCTH, 2 HOBU3HA U IIelie-
HampaBJIeHHOCTHY [5, c. 133].

Maszenp HaxoAWJICs B TIOCTOSHHOM TIOMCKE Ha-
yuHoro mertoza. Ilpomeccel 000CHOBaHUS MeTOIA
LIEJIOCTHOTO aHajH3a M €ro e OTTOP)KEHHUS B HC-
cienoBaHusAX Masens (akTHUECKH ULIH TMapan-
JenbHO. Pa3sBuTre Hayku y4€HBINA BUJIET B BO3MOXK-
HOM TOABJICHNHM HOBOTO aHAJUTHYECKOTO THIIA, HO
IIpH YCIIOBUH, «ECII OH OyaeT momo0eH oOpasuam
aHaJIM3a, YK€ PU3HAHHBIM IIEIOCTHBIMI [TaM ke,

c. 134].

B 1990-x rogax mpoTuBOpeunBbIe IOMCKH Ma-
3esl BBUTWJIMCH B TIPOTHBOCTOSHUE PA3HBIX IIKOJ
MEX/Iy OCHOBOIIOJOXKHUKAaMHU IEIOCTHOTO aHaJH-
3a (a TakKe MX MOCTEeNOBAaTeIsIMH) M €r0 aHTaro-
muctamu. Tak, FO. H. XomomoB moxBepr xputnke
Kypc «AHann3a MYy3bIKQIbHBIX MPOU3BEACHUI», B
OCHOBE KOTOPOIO JIeKaJl METO], LIEJIOCTHOTO aHaJIu-
3a, ¥ TIOCTAaBHJI BOIIPOC O 3aMEeHe ero KypcoM «My-
3pIkasibHast opma». Tem He MeHee, MEIOCTHBIN
aHaJIN3 CTAHOBWJICS YX€ JCTETHKO-KYJIBTYpPOJIOTH-
YeCKMM (EHOMEHOM, TIE ICHemuieckoe BBICTY-
Majo0 B YCTAHOBJIEHWHU CTENCHH XyH0)KECTBEHHOTO
3HAYEeHUSI MY3BIKAaJbHO-TBOPYECKUX SBICHHUM, a
KyJBTypOJIOTHYECKOE — B OCO3HAHUHU HIMPOKOMAC-
mMTa0HOTO UCTOPUIECKOTO KOHTEKCTa MCCIIEAYEMO-
TO IPOU3BEICHUS’,

MaseAb 0 XyA0)KECTBEHHOM OTKPbITUMU

HeoOxoanMpIM yCcII0BHEM IS LIEIOCTHOTO aHa-
nu3a Ma3zenb CUUTall BBISIBICHHUE XYO00XHCECHBEHHO-
20 OmKpuLimuUs B My3bIKE, KOTOPOE OH CBSI3bIBall C
OJIHUM U3 YCIIOBUM XyJI0’)KECTBEHHOTO BO3/IEUCTBUSA
Ha yenoBeka. CyTh OTKPBITHA Yy4€HBIN chopMynu-
pOBaJ KaKk COBMEIICHHUE BaXKHBIX, HO TPOTHBOPEUH-
BBIX CBOWCTB, UCTOKH KOTODPBIX BHJAET B IUATEKTH-
K€ )KM3HEHHBIX SBIeHUH. OOUH U3 HUX — NPUHYUN
MHOJICECMBEHHO20 U KOHYEHMPUPOBAHHO20 603-
Oeticmeus. OH OIM30K AHAIOTUYHOMY MPUHIUITY
C. DitzeHmreiiHa B KUHOAPaMaTypriy U HallpaBieH
Ha CTpeMJIeHHE «OeCTIOIIaIHOTO» BHYIICHUS UICH.

Bo B3auMOmONoIHEHNN C JAHHBIM IPUHIUTIOM
HAXOJHMJICS COCTaBISIONINNA ¢ HUM (pyHIaMEHTallb-
HYIO Mapy CUMMETPUYHBINA MPUHINII CO8MeUjeHUs
¢yukyuti. C TMOMOIIBIO B3aMMOJICHCTBUS 000X
Maszenb B MPOU3BEIACHUN BBISIBIII TAKOE HOBOE Ka-
4eCcTBO, B KOTOPOM cyMMa 3P QEeKTOB TIepeKphiBaa
BIIEYATJIEHUE OT JEHCTBHS Ka)XKI0TO MPUHIIHIA B OT-
JENbHOCTH.

Hpyroii mapoil IpUHIMUIIOB BO3ICHCTBUSA HA
ciaymarens Masenb CHUTal c1e008aHue uHepyuu u
€€ HapyweHue, 9T0 CIIOCOOCTBOBAJIO BO3ICHCTBHUIO
MY3BIKH Ha CIyIIaTreis Ha CHHTAaKCHYECKOM YpPOB-
He, BKITIOYABIIIEM CHIPOEHUE MEN0OUU U MACUImMa0-
HO-memamuyecKue CmpyKmypul.

W Tperpio mapy MPHHLMIIOB XyZ0)KECTBEHHO-
TO BO3JICHCTBHS Ha CIYIIATENs — NAPAOOKCANbHYIO
NPOMUBOPEUUBOCHIL U BBICULYIO €CHECHBEHHOCTND
— Maseinp paccMOTpeN KaK Hepa3pbhlBHOE €IMHCTBO
MIPOTHBOIIOIOKHOCTEH, MOCTOSHHO MEPEXOIAIINX
JpyT B JIpyTa.

BEBISBISIST TUIIBL OMKpbIMUA U X)00XHCeCmEeH-
HO20 6030elicmeus My3biKU Ha cIaymiarens, Masensb
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B HUTOTE MPENJIOKHUI KOHKPETHBIE IyTH HCCIEN0-
BaHUS MY3BIKH BO B3aUMOCBSI3U C 3cTeTHkoil. Oc-
HOBBIBAsICh Ha HMCCJIEOBAHNN PA3HBIX THUIIOB KOH-
Tpacta, OH (aKTHYECKH IMOJIH30BAICS METOIAOM
uenocTHoro aHanusa. [Ipu atom yu€HbIM mokasan,
YTO BCJIEACTBUE IIEPEMEHYUBOIO 3MOLMOHAIBHO-
IO COAepXaHUA W MY3BIKAILHO-BBIPA3UTENbHBIX
CpENCTB, TPAaHULBI MEXKIY MY3BIKaJIBHON Teopueu
¥ 3CTETUKOM ObUTM THOKMMH M IJIaCTHYHBIMU. M3y-
YUB BHYTPEHHUE MEXAHU3MBI 3TUX CBA3el, Ma3zeinb
B KJIACCUYECKOW MY3bIKE Ha FEHETHYECKOM YPOBHE
OTKPBUI 3CTETHYECKUE KOJIBI XyI0KECTBEHHOTO BO3-
JIeHCTBHS MY3bIKH Ha cirymarens. Kak aTo ynanocs
— TIOKa3bIBAIOT €TO MY3BIKaJIbHBIE aHATU3bI.

MpUHUMUINDBI BbISIBAEHUSI XYAOXKECTBEHHOIO
OTKpPbITUS

Conamno-cwnqbouuuecxue UUKITIb bemxoesena

OTIMYuTENbHOH OCOOEHHOCTBIO  Ma3eseB-
CKOTO HCCJIEIOBaHUs OETXOBEHCKOTO CHUM(pOHHU3-
Ma SBWJIOCH BHUJICHHME B HEM Ipoliecca pa3BH-
THS CKBO3b IIPU3MY JHAJIEKTHYECKON CIUpau.
E€ kxpyru yd4€HBIM OTMETHJI Ha pa3HbIX YPOBHAX
¢dopMBI: B mpenenax MapTud, Kak, Hampumep, B
I vactu doprennannoit conarsl berxosena op. 10
Ne 1, xoropyro Masens Ha3Ban «MaHupecToM aua-
JIEKTUYECKOTO Pa3BUTHUS»; BHYTPH pa3jiesia CoHaT-
HOW (opMBbl; B MacmTabax Bcero nukia. [aBHyro
MapTUIO OH paccMaTpuBall Kak TE3WUC, TOOOYHYIO
— KaKk aHTUTe3HuC, e€ e M0 OTHOUICHUIO K MPOTH-
BOPEYMBBIM DJIEMEHTAM IPEAIIECTBYIOMIETO pa3-
BUTHS — KaK (QyHKIHIO cuHTe3a. Oc000 eMy ObLIH
Ba)XKHBI TaKWE ATl JHAJEKTHUECKOTO Kpyra, KaK
MpeBpalleHne Te3nca B aHTHUTE3UC U CHUHTE3. SIp-
kuil ipumep — Andante Ilaroit cumponun (3ara-
€HHas MpeICUHTETHYECKAast 30Ha Iepe]] IPOPHIBOM
B chepy rpOMOTTIaCHON JTUHAMUKH M OCIICITUTEIb-
HOTO Ma)kopa), B KOTOPOM IPOUCXOTUT MEPEBOJ
TEPOMKH B OOJIACTH TUPUUCCKUX PA3MBIIIICHHN U
JIpaMaTH3alH JTUPUKH.

BrIicmiM mposiBlieHHEM AUATEKTUIHOCTH MBITII-
nenust berxoBeHa uccienoBarenh CYUTAN BKIIIOYE-
Hue Il vactu (Cxep11o) B eAnHYI0 CUM(POHHYIECKYIO
KOHLIETIUIO INKJIA, TI€ OHO BBITOIHAJIO POJIb MPe-
CHHTETUIECCKOU 30HKI B MacmiTade Bcel hopmbl. EE
«B3PBIBHOI» Tepexof] B GpuHaN (TI0 TEPMUHOJIIOTUH
Mazens — «reHepabHBIA CUHTE3»), KOTOPHIH OCy-
IIECTBISUICA 0€3 TPaAUIIMOHHOTO MEePEePhIBA MEXKIY
YacTsMH, OH OINpEAeTH] Kak «(pyHIaMeHTaJIbHOE
XyJOKECTBEHHOE OTKpBITHE». B Xapakrepucruke
K€ COOCTBEHHO OETXOBEHCKOrO TeMaTh3Ma ObLIo

BBISIBJIGHO TPW THMA: 1) KOHTPACTHBIN, 2) CKPBITO,
WU TIOTCHIIMAIEHO KOHTPACTHBIN, 3) CHHTE3UPYIO-
mmid. YernoBreM nopoOHoro enuHeTBa y berxoBeHa
SBHUJIOCH CBOMCTBO €r0 TEM BBIPAXaTh JINPHUECKUE
o0pa3pl IpH MOMOINN CPEACTB, XapaKTEPHBIX IS
CO3TaHMsI TEPONICCKUX 00pa3oB. AHAIU3 TIPUHIIH-
OB OETXOBEHCKOTO cUM(pOHM3MA MPUBET Mazest K
BBISIBIICHUIO CIIEAYIOMINX aBTOPCKUX XYI0XKECTBEH-
HBIX OTKPBITHI:

— TPAaKTOBKY KOPOTKOTO MOTHBa CyALOBI Kak
WMCTOYHHMKA HAWBBICIIEH BBIPA3UTEIHHOCTH, OJaro-
Japsi 9ueMy OH IpHoOpEn 3HaUYeHUe, OIM3K0e JICHT-
MOTHBY B POMaHTHYECKOU MY3BIKE;

— CO3JaHUe JMPHYECKUX TEM, MPEIBOCXUTHB-
IMX POMAHTUYECKYIO0 MENOJUKY W MPHHIHUIEI e
pa3Butus (IpY JOCTHKEHUH MAaKCUMAJIbHOTO KOH-
TpacTa MeXJly Te3UCOM U aHTHTE3HCOM);

— OTKpBITHE HOBOTO THIIA IWHAMHYECKOTO Te-
MaTu3Ma — 0€CKOH(MIMKTHOTO, HO C yCTPEMIIEHHBIM
pa3BUTHEM;

— IPEIBOCXUINEHNE POMAHTUIECKOI OHOYACT-
HOW (pOpMBI, IPUHIIMIIOB MOHOTEMAaTH3Ma U paccpe-
JIOTOYCHHUSA B TKaHW MPOU3BEACHHUSA TEMaTHYECKHX
3JIEMEHTOB.

PackppIB MpUHIMITEI TUANEKTUYECKOTO MBIIII-
sneHus1 berxosena, Maseinp Iokasall, 4TO HUKTO W3
MIPEIIECTBEHHNKOB KOMIIO3UTOPa HE PEaTu30Ball
JIOTUYECKOE MBIIIJICHHE B My3bIKE TaK IOCIEI0Ba-
TENbHO, YOeTUTENbHO M C TaKUM JUHAMHYECKHUM
pasmaxoM. Ero TBopuecTBO OH paccMaTrpuBal Kak
LIEJIOCTHOE SIBJIEHUE, B KOTOPOM YIAJOCh THIIOJIO-
THU3UPOBATh XyJA0)KECTBEHHBIE OTKPBITHS, 00yCIOB-
JICHHbIE JIMHAMU3UPOBAHHON TPAaKTOBKOM My3bI-
KaJIbHBIX CPEJNICTB.

B memamusme 310 OBUIM W KpaTKW€ MOTHBHI,
MPEBOCXUTUBIINE JEHTMOTUBBI B POMaHTUYECKOU
MYy3bIKE, ¥ IPOTSKEHHBIE HEKOHTPACTHBIE MEJIOANN
— IPEIBECTHUKHN «OECKOHEUHBIX MeJoauiny Barue-
pa. Bo B3aumoneicTBUM TeX W IPYTUX yBEITUUNI-
Csl yOCNBHBIA BEC YIIyONEHHO-TICHXOIOTUYECKOTO
cogepxannug. OTcioma M OoJiee BBICOKHH, 4eM Yy
MIPEIIECTBEHHNKOB, YPOBEHb MHIUBUAYAIN3ALNN
00pazos.

XynokecTBeHHBIE OTKPHITHS beTxoBeHa 6 oona-
cmu ¢opmer Mazesb BBISIBUII, UCXO/S M3 aHAIH3a
€r0 HOBAaTOPCKOM TPaKTOBKH KOH(MINKTOB:

— DKCIIOHMPOBaHHE KOH(UIMKTa B CBEPHYTOM
BHJIE MY TE3MCOM M aHTUTE3WCOM B MacIiTadbax
[JIJABHOM IapTuu;

— ocMbIcTieHre beTxOBeHOM JTMPUKH KaK paBHO-
3HAYHOTO reporKe KOH(IINKTaHTa, IOHUMaHNe €€ B
KadecTBe 000POTHOM CTOPOHBI TEPOUKHU U CPEICTBA
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IpaMaTH3allid TeMaTru3Ma, BBISABIECHHE B HEW po-
MaHTHYECKHX YepT;

— MPOJIOHTAlHMs KOH(IUKTa MEXIY TE3HCOM
W aHTUTE3UCOM BHYTPU OKCIO3WIMK COHATHOTO
Allegro n B pa3paboTke;

— o0ocTpeHne KOHMIMKTa B MOMEHT IIOJTOTOB-
KH €r0 Pa3BsI3KU: B 3aKJIIOYMTEIBHON MapTHH, pe-
npuse, Kozue, ¢uHaie, auHamMudHOM mnepexone 111
4acTu B (PUHAT;

— JIOCTIDKEHHE HaWBBICIIETO KOH(IUKTa BO
BpPEMS €T0 «B3phIBa»: B pa3paboTKax, JINTEIbHBIX
JOMHUHAHTOBBIX MPEIBIKTaX IMEpe] PEempu30i WiIn
KOJIOH, HEyCTOMYMBBIX pa3zeilax BHYTPU KOJ.

Bcé 310 no3Bonmino Masenro pemuTs ABe B3au-
MOCBSI3aHHBIE POOJIEMBI, B KOTOPBIX OH II0-HOBOMY
OCBETHJI TBOPUECTBO KOMIIO3UTOPA: CYLTHOCTH €ro
TUAIEKTUIECKOTO MBIIUICHNS U TIPEIBOCXUIICHNE
MO3JHUX CTUJIEH.

Ananu3z xy0031cecmeennozo OmKpulmus
¢ Ilpentoouax @©. lllonena Ne 7 u Ne 20

PesynbraTel momcka Hamboiiee MOAXOASINErO
MY3BIKOBEJICHUIO aHaJN3a CKa3aJINCh Ha MCCIEI0-
Banuu nByx npemtonuii [llomena — Ne 7 A dur n
Ne 20 ¢ moll, mpoBeA€HHOM COOTBETCTBEHHO B
1968 u 2000 romax. Ux wmccnemoBanne Masenn
MPOBENI C IENbI0 BBISBIECHUS HEOOBIYHOTO CO-
BMelIeHus:  (opMo-colepKaTenbHbIX  (PYHKIUH.
B paccmorpenun momneHoBckoit [Ipemtoquu A dur
y4€HOTO HHTEPECOBAJIO «CylIecTBO 00paszay. IIpo-
Onema 5Ta, MOCTaBlIeHHAs B TBOPYECTBE OCHOBO-
MTOJIOKHUKOB IIEJIOCTHOTO aHanmu3a, He yTparuia
CBOCH OCTPOTHI M B HacTosmee Bpems. OOpaszHoe
paccMOTpeHHE IIONEHOBCKUX IPOU3BEICHUI, B
YaCTHOCTH, XapakTepHU3yeT W COBPEMEHHYIO 3a-
PYOEXKHYIO MCCIIeIOBAaTEeNbCKYI0 MBICTb. Tak, Ha-
npumep, JI. Kpamep, usydas sBieHue IeHIA3MA B
IIONIEHOBCKOM TBOPYECTBE, BCTPAMBAET €ro B 00-
IEXy/I0)KECTBEHHYIO KOHIIETIIIHIO KOMITO3UTOPA,
OCHOBOW KOTOPOW CTaHOBUTCA OOpalieHne K 3cTe-
tuke 1. bommepa (op. 59) [15].

Maszens packpsut B Ilpemognmmn 4 dur lome-
Ha CIUTaB TAHLEBAIBHOCTH M MO3TU3UPYIOMIETO €&
AKKOPOBOTO CKJIa/1a, UCTOKH KOTOPOTO OH OOHApY-
’KWJT B OIHOW U3 Pa3HOBUJIHOCTEN CTAPUHHOTIO IIpe-
JmonupoBanus. VX WHTErpanus, 1Mo HaONIOIECHUIO
Y4E€HOTO, OCYIIECTBUJIACH B TIIABHOI HAXOIKE Ipe-
JIIOAUM — MOBTOPSIIOLIEICS ABYTAKTHON «MEJIOPUT-
ModakTypHOH (PopMyIie», KOTOPYIO OH CBs3al HE
TOJIBKO C MATKUMH TaHIIEBAJIHHBIMU JBIDKEHUSIMH,
HO W C M3SIIHBIMH XecTamiu. [IpoananusupoBaB B
MPETIOMY COBMEIIICHHE TIPUHIIMIIOB JIPOOICHUS U

CYMMHPOBaHUS (M MIKpe — MPETBOPEHNUS TPAAULINN
MMOCTPOCHHS KBAJAPATHBIX MEPHOIOB IOBTOPHOTO
cTpoenus) Masens yoeauTenbHo 000CHOBaI 00pas-
HOE collepKaHue MbECHI, I71e MHTUMHO-TUPUIECKOe
BBICKa3bIBAHNE COYETAJIOCHh C YePTaMH TaHIEBAIb-
HOTO JKaHpa, IMEBIIETO 3/1€Ch COMTPUKOCHOBEHNE U
CO CBETCKHMH, U C JepeBeHCKUMH Ma3ypkamu Lllo-
MeHa.

ITpu ananmmze [Ipemtonnu Hlomena Ne 20, BbIsB-
TSIl IPUHITUIIBI HECOBMECTUMBIX CBOWCTB, Maseinb
NIEHCTBUTETHLHO O0OMIENCsT 0e3 MOHATHS «00pasy,
HO 3aMEHWJI ero TIOHATHEM XapakTepa IpeoinHy,
TO €CTh HUYEM HHBIM, KaK 00pa3oM: «TpaypHO-TOp-
KECTBEHHBIM, CKOpOHO-BeIH4YeCcTBEHHBIM». Ha
9TOI OCHOBE OH CPOPMYIIUPOBAIl ULONEHOBCKOE OT-
KpBITHE: COBMEIIeHNE (DYHKIIMOHAIBHOW TapMOHUN
C YepTaMU CBOMCTBEHHOW aHTUYHOMY HCKYCCTBY
KBaHTUTAaTUBHOW, BPEMSIU3MEPUTEIBHON pPUTMU-
KH, 9TO JaJI0 BO3MOXKHOCTHh OOBSCHHUTH «3PUMBIH
KaHPOBBIN OOJIMK MbeCh (TO €CTh 00pa3) Kak «3a-
MEJIEHHOE TpaypHO-TOP)KECTBEHHOE IIECTBUE C
MIUCKPETHBEIMU CMEHAMH 1103» (M CHOBa 00pas3, maxe
o0pa3Hasi KOMIIO3ULIUA).

XyooowcecmeenHoe OTKPBITHE B JIBYX IMPEINIOAH-
sx [llonena Ma3zenpb B 11€7IOM BBISIBUJT B 5KaHPOBOM
chepe u 00MACTH MY3BIKAIbHO-BBIPA3UTEIIbHBIX
CPEICTB.

Ananu3z xy0031cecmeennozo OmKpvlmus
¢ «Hoxmiopne» 3. I'puza

Ocobennocts uccnenoBanna HokropHa ['pura
(op. 54 Ne 4) 3akmogaeTcss B CBOCOOPa3HOM JIBOMA-
HOM CPaBHHUTEIHHOM aHAN3€ — CTWIA U 00pa3Ho-
ro cofepkanusi My3bIku. OOBETUHSIONINM 3BEHOM
3[IECh SBHJIACH IIABEHCTBYIONIAs MHTOHAIUS, B OC-
HOBE KOTOPOM JIEKUT TUITUYHO TPUTOBCKUAN 000POT,
MTOCTPOCHHBIN Ha HUCXOASIIEM ABMXKCHUH BBOIHO-
ro TOHa K V cTyneHu ajga. B obmactu cTumctrde-
CKUX 4epT Mazenb cuuTal e€ He TONBKO (OIBKIOp-
HOM JeTallbi0, HO U CBOCOOPa3HOMN «HAIIMOHATBEHOMN
aMOsIeMo# kommo3uTopay. Omupaschk Ha HUCCIENo-
BaHus Kypra, yCMOTpEBILIEro B I'PUTOBCKOM rapMo-
HUU OOBEIWHEHHE EBPOMNEHCKONl pOMaHTHYECKON
Y HallMOHAJIbHO-HOPBEXKCKON TEHJIeHIINM, Ma3zeb,
HCXO/ISl U3 TEPLIOBOM MHTOHAIMU [ pura B MeNoIuKe,
PacKpbUT PONBKIOPHYIO IPUPOAY XapaKTePHBIX IS
HETO rapMOHUI OOJIBIIOTO CENTaKKOP/a, HOHAKKOP-
Jla ¥ yHJISIIUMAKKOp/ia. DTH TApMOHUH OH CBS3aJI C
nepeadeii HapoJHO-CKa30YHbIX 00Pa30B U BMECTE
¢ TeM — ¢ oOpa3zaMu OyXOTBOPEHHOU MTPUPOIEI.

B pesynbrare 3THX HAOMIONCHUI OBLIO BBISAB-
JIEHO XY[IOXXECTBEHHOE OTKPBITHE, KOTOPOE aBTOP
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cyuTajJl OAHUM U3 HauboJiee AKTYaJIbHBIX B MY3bI-
KanmpHOHM dcretmke. OHO JIexKaao B oOiacTh pas-
rpanuueHus cep BBIPA3UTEIBHOCTH W U300pa-
surenbHOCTH. [lepBast, mo HaOmomgennto Maszens,
packpbIBaiach MOCPEICTBOM BarHEpPOBCKOW TpaK-
TOBKM MaJIOTO BBOJHOTO CEMTAKKOp/Aa — «aKKopJa
TOMIJICHUSA»), NOAACPKUBABIICTO IICBY4YHE MECIIO-
nuueckue (paspl ¢ TPUCTAHOBCKUME BOCXOJISIIIH-
MU 3anepxanusmMu (00 3tom cm.: [14]). Hapsay c
«MOTHBOM TOMJICHHS» Mazenb TakKe BBIIEITHI
CBSI3aHHBIM C JJOMMHAHTOBON T'apMOHHUEW «MOTHUB
yrnoeHus». M3o0pasurensHocTs ke y [pura koH-
KpETU3UpOBaHa KIITUYbHUMUY TPEIAMU U TPEMOJIO.

Tem cambiM Mazens B anasnse Hokrropna ['pu-
ra Iokaszajl XyHOXCCTBCHHBLIC OTKPBLITHA B obOna-
CTH CTWIS (COBMEIICHHE ITO3THEPOMAHTHYECKOTO
U UMIIPECCHOHUCTCKOTO CTWIS C (DOIBKIOPHBIMH
JJIEeMEHTaMH), a TaKke B OOPa3HO-3MOIMOHAb-
HOH cdepe (COBMEIICHHE MPUHITATIOB JIMPUIECKOM
BBIPA3UTENBHOCTH C peibeHON H300pasUTEIHHO-
CTBIO).

Buisignenue xyooxcecmeeHnozo omkpoimusn
6 myszwike I1. H. Yaiikoeckozo

XyI0KECTBEHHOE OTKPBITHE B IPOW3BEICHH-
sx YalikoBckoro Maszenb 0OHapyxuia B (peHOMEHE
B3aMMOINPOHUKHOBEHHUS TEATPAJIbHBIX U CHUMQO-
HUYECKUX MPUHIMIIOB. B uX ucciaenoBanuu Oblia
ompeneseHa CYIIHOCTh KJIACCHYECKOW OIEepHOM
napTad W crenuduyeckne MeTonbl e€ pa3BUTHS:
uHmezpupylowjuli — CO3IaHnue HOBOW TEMBI C HEIpe-
PBIBHBIM €€ OOHOBIICHHEM, U Ougdepenyupyrouuil
— C BBIJIEJICHUEM Pa3HbIX 3JIEMEHTOB TeMbI. [1epBbIit
y YallKkoBCKOTO HalpaBiieH Ha OOHAPYKEeHNE WHTEH-
CHUBHOTO Pa3BUTHUS XapakTepoB, MOITOMY Maszenb
TPAKTOBAJI €T0 KaKk OCHOBHOW. B pazpabotke I ga-
ctu llectott cumdonnn oH 000CcOOMT B KauecTBe
STAlHBIX MPOSABICHUHA HHTETPHPYIOIIET0 METOoJa
JBe ONM3KO PAcCIONOXKEHHbIE KydbMuHarmu. Cuu-
Tas 3TO SBJICHNE OTKPHITHEM B COHATHOU (opme, OH
Tl eMy 3CTETHYECKyIo OleHKY. [lepByro Kyiapbmu-
HAIMIO — BEPIINHY APAMaTHIECKOTO NEHCTBHUS — OH
OTIpeNeNII KaK KatacTpody B >KU3HH Teposi, BTO-
PYIO — JOTHYECKU-CMBICIIOBYIO — KaK TparndecKui
MoOHoJTOr-pe3tome?. BCio MOCHEayIoNy0 My3bIKY
JAHHOW YacTH — KakK IMOCIJIECIOBHE, HAIOIHEHHOE
BO3MOJKHBIMH aHAJIOTHSIMHU.

BrisiienHbie B cuMoHnYeckoM ctuie Yaii-
KOBCKOTO JIB€ TEHICHIIMH HHTETPHPYIOIIETO Me-
TOJa — BBICTpPAaWBaHHWE TEMaTHUECKH Oojee WIn
MEHEE CaMOCTOSATEIbHBIX DIH30JJ0B B EIUHYIO
JIpaMaTypruio obpaza ¥ CIOCOOHOCTh MOTHBOB
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nproOpeTaTh Pa3InYHBIE XapaKTePbl — OKa3aJKCh
JByMSl B3aUMOJOIIOJIHSIOIUMH CTOPOHAMH OIlEep-
HBIX BIIMSTHUM.

COOTBETCTBEHHO JHATEKTHYECKUM METOJaM
aHaJ M3a MY3BIKOBEI pPaccMOTpenl H oOpaTHbIe
CBSI3U OIephl ¢ cUM(OHHUEH — BIMSHHE COHATHBIX
[IPUHLIMIIOB Ha OIIEpY, B YEM MPOSBUINCH IPUHIIU-
nbl quddepeHupyomero Merona. Ha mpumepe
cuensl JInsel u I'epmana B xoHue II kapTuHBI OH
[I0Ka3ajl, KaKk B YCJOBHUSX OIIE€pbl IIPEACTABIEHBI
BCE OCHOBHBIE 00pa3bl, yTBEPAUBIIHECS B MEPBIX
yacTsax cuM@onuii Yaiikosckoro. B cBsa3u ¢ atum
Masenp packpbul NPEANIOCHUIKA BIASHUS COHAT-
HBIX IPUHUMUIIOB HA IIOCTPOEHUE ONEPHOU CLEHBI
1 HEOOBIYHBIE I COHATHBIX Allegri MacmiTaOHbIC
COOTHOIICHUS IPAMAaTHIECKUX M JIUPUIECKHUX 00-
pasoB, I ITUpUYecKas «Io0oYHas MapTHs» 3aBe-
ZIOMO TIpeo0iajana HaJl «TIIaBHOW.

I'maBHoii maprueil B onepe «IlukoBas namay»
Maseinp BUAEN BCTYNUTENbHBIN peunTaTus I epma-
Ha, «JBE MOOOYHBIE» — TeMY JIF0OBH U apro30 [ep-
MaHa. QyHKIMIO 3aKJIIOUUTENIbHOW apTuu B | kap-
THHE BBINOJIHIIA TEMA, IOCTPOCHHAS HA MaTepuae
«BTOPOU TOOOYHOI», HO B MaKOPHOM Jamy. Poib
pa3paboTKH, B KOTOPOM NMPOUCXOJMIIO BTOPKECHHE
3MBIX CHJI, UTpaN 3nu304 noseieHus [padunu, a
rocie e€ yxoaa HacTynana JMHaMU3UPOBaHHas pe-
npu3a. B Hell packpbIBanioCh AYLIEBHOE CMATECHUE
T'epmana, 3Byuan >KU3HEYTBEPKAAIOLIMNA Maxkop-
HBI BapHaHT «IepBOl MOOOYHOW» M «3aKIIIOUH-
TEJIbHOW.

Takum o00pa3oM, Ma3eNeBCKOE HCCIEeTOBAHNE
B3aMMOIIPOHUKHOBEHHS  Pa3JIMYHBIX KAHPOBBIX
yept B «lIuxoBoii name» u lllecroit cumponnm Ha-
MIPaBJIEHO Ha BBISBICHUE XYOOXCECHBEHHOZO OM-
Kpblmus B OTIepe, KOTOpOoe OBUIO HETIOCPEICTBEHHO
CBSI3aHO C OOHapy>KEHHEM B Hell cCOHaTHO-cHMo-
HUYECKUX IIPUHIIUIIOB Pa3BUTHUSL.

Hccnedosanue xyoorcecmeenHbIX OMKPbIMUIlL
¢ mysvixe /. Illocmakosuua

Mysbiky dmutpus IllocrakoBuua Maszens uc-
cIIeIOBAJl, HCXOJs M3 IMTOHMMAaHWUS HOBOM CTHUIICBOM
CUCTEMBI, C(HhOpPMUPOBABIIEHCS B 00JIaCTH BHIPa3u-
TEJbHBIX CPEACTB cTapoil. IIpuunHy nosBiIeHUs B
HACKYCCTBE HOBAaTOPCKUX IPUEMOB, KOTOPBIE UCTOJI-
KOBBIBAIOTCSL CO BPEMEHEM KakK TPaAULMOHHBIE, a
CTapble Kak SKCTpaopAMHapHble, Maseinb BUIEN B
BOIUIONICHUH HEOOBIYHOTO 00pa3HOTro cojepika-
Hus. BaxkHas posib B HEM OTBOAWIACH NIEPEOCMBIC-
JICHUIO NPOTSHKEHHOCTU KaHTWJIEHBI, [1I€ CUCTEMa-
THU3UPOBAJINCH HEOOBIYHBIE, OCTPOIKCIIPECCUBHBIC
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LIIMPOKUE XOIbI B OAHOM HampasieHnu. C ux mo-
MOIIIBIO KOMITO3UTOP Tepeaall pa3Hble TPaHH JINPH-
KO-JIpaMaTHYeCKOi 00pa3HOCTH.

Bmecte ¢ Tem Masens mokasan, kak Illocra-
KOBHY TpeoOpa3oBaj dJIEMEHTapHBIE MOTHBBI-IIO-
MeBKH B HeOBbIBaJIble MO KOHLEHTPALUU 3MOIH-
OHAJIbHO-CMBICIIOBOTO ~ COJEpPXXaHWSI  MOTHBEI,
MIPECTaBIIAIONNE 00Pa3HO-CMBICIOBBIE E€IUHUIIBI
my3bikaiabHOM peun [lloctakoBruua. B ux HacToii-
YHBOM BO3BpAIIEHHWH K OJHOMY M TOMY K€ 3BYKY
KOMITO3UTOP Tepenall W HaNpsHKEHHYIO MBICIb, U
IIMPOKUM CHEKTP SMOLMOHAIBHBIX COCTOSIHUM,
CBSI3aHHBIX C 00pa3aMu IMPEOAOJIEHUS U COYeTaro-
muxes y locrakoBuda «c 0000 “TSHKKOCTBIO”
BOKaJTbHO-PEYEBBIX MHTOHAITUI [4, ¢. 45].

bonemoe BHuManue B TBopuecTBe [IlocTakoBu-
ya Mazenb yAeIu 1a0060-2apMOHULeCKOM) CONEP-
JKaHHUIO MEJIOAUKU. B KadecTBe omHOM M3 0COOCH-
HOCTEH OH BBIAETWI MHTOHAIIMOHHOE 00OoTaIieHne
JAJ0B B pe3yibraTe WX pPa3Nu4YHBIX COYETAHHU:
CTapUHHBIX JIAJI0B C TAPMOHUYECKUMH OCOOEHHO-
CTSIMH JIKQ30BOW MY3BIKH, MaX0pa C 3JI€MEHTaMHU
JIpYTUX JTaJoB (JIOPUHCKOTO, MHUKCONHIUIICKOTO B
kone | yactu Cenpmoii cumbonnn). Takol Maxop
Maszenp pacueHnI Kak COBPEMEHHBIH, 3HAYNTENb-
HO OTJIMYABIIMHCSI OT poMaHTHdeckoro. OcoObM
noctmwxenneM [llocrakoBuua oH cumTan ynmyOe-
HUEe U 000CTpeHHE MHHOPHOW BBIPA3UTENBHOCTH,
B YaCTHOCTH, ()PUTHICKOTO JaJia, B KOTOPOM MOTJIH
OBITh TIOHM)KEHBI TIOYTH BCE CTyIEeHH. TakuM obpa-
30M, TApPMOHWUSI, C IOMOIIBIO KOTOPOX BBHITTOITHSUIACH
TEXHUYECKHUE 3a/1a4H, B TO e BPEMs OKa3hIBAIaCh
emé M KpacoyHbsIM cpeactBoM. Ilogo6GHOE coBme-
nieHue QyHKIHNA B My3bIKasibHOM si3bike [locrako-
Br4a Maszeinb KBau(UIMPOBaI Kak CBOCOOPa3HbIH
HCTOYHHK «COOCTBEHHOTO TAPMOHMYECKOTO CBETa»
[Tam xe, c. 51].

Bonpmryo pons B OOHOBIEHWM TeMaTHU3Ma y
[[MocTrakoBu4Ya CHITpano TEPEOCMBICIECHUE Tpa-
TUIIMOHHBIX CBOWCTB Mempa W pumma. K uuciy
HanOonee obmux Mazenp OoTHEC coueTaHUE Me-
TPUYIECKON CBOOOIBI M PUTMUYECKON CTPOTOCTH.
C moMoImIpi0 pa3IUYHBEIX METPUUIECKUX TTepeboeB
y lllocTtakoBrya B TEMYy BHEIPSUINCH MUKAHTHBIC
1 OCTpBIE IITPUXH, CO3/1aBAJICS HE TOIBKO «BCTPS-
XUBAIOMIMW» JpamMarypruto 3QQPexT HeoXKHIaH-
HOCTH, HO W OLIyIIeHHE HeKoi cBoOonbl. BmecTe
¢ TeM Ma3zenp BBISIBUI Yy KOMIIO3UTOPA HCIIOIb-
30BaHHE BBIPA3UTENBHBIX BO3MOXKHOCTEH paB-
HOMEPHOTO MeETpa, HampaBlIeHHbIE HAa CO3JaHUE
3MHU30I0B HACTYyHaTEIbHOTO, MEXaHHCTHUYECKOTO
XapaxTepa.

OTMmeueHHBIE BBIPA3UTEIbHBIE CPEACTBA B
TtBOpuecTBe lllocTakoBrua Masens onpeaenit KaK
aTpUOYIIIIO0 NPUHYUNA C80OOOHO20 MENL0OUYECKO20
paseépmviéanusi, B KOTOPOM OH BBISBHWII [1Ba BHJA!
MOIIHBIN pa3iuB MeJNOoAuU, Kak y YailkoBckoro,
U TOYTH cTarudyeckuil e€ moka3, kak y Pumcko-
ro-Kopcakosa. Mcxonst u3 atoro, Masenb packpbll
HAI[MOHAJBHYIO TMOYBEHHOCTh XapaKTEpHOTO s
[ocTakoBrnya Tuma CBOOOIHOTO Pa3BEPTHIBAHUS.
Ona Obula HalificHa B MEUICHHBIX YacTAX, U 4YTO
HEOOBIYHO — B TEMaXx IOJBMXHO-TAHIIEBAJIHLHOTO
xapakrepa, Hanpumep, B Ckepro n3 CenpMoil cum-
(hoHMH, TAE TEKydeCTh COYEeTaNach C SICHOCTHIO Me-
TPUYECKOTO WICHEHHS.

B kauecTBe MPOTHBOIOIOKHOTO HETPEPHIBHO-
My pazButuio menonuu y lllocrakoBuda Mazens
OTMETWII NPUHYUN NOCTPOEHUS KOPOKUX, 3AMKHY-
MbIX MeM-UMNYIbCO8, 110 COAEPKAHNIO CUIIBHO KOH-
LIEHTpUPOBaHHbIX. Kak npuMep aHAIUTHUK MPUBEN
mo0oyHyI0 mapTuio u3 GpuHana KBuHtera u nepByro
TeMy miaBHOM maprtum Ilsaroit cumdonuu. INapa-
JIOKCAJIbHBIM OH CYMTAaJl COBMEILIEHHUE JIBYX HCTO-
PUYECKH CIOKMBIIUXCS THIIOB TE€M, BBICTYIIABIINX
B KaueCTBE KOHTPACTHO-IOTIOIHAIOMNX IEMEHTOB
[IABHOW TMAapTUU: KOPOTKHX, a(pOPHCTHUYECKUX H
cBOOOIHO pa3BEpTHIBatOIMXCS. B 3TOM coBMmerte-
HUY OH BBISIBUII B3aMMOTIPOHUKHOBEHUE 1OUDOHU-
YeCcKUX U 20MOGQOHHO-CAPMOHUYECKUX NPUHYUNOS,
rJie TUIIHYHO «0aXOBCKOE» SPKOE HAadaIbHOE PO
TEMbl aKTHBU3UPOBAHO N0 OETXOBEHCKOW WHTEH-
CHUBHOCTH pa3BuUTHS. B pe3ynbrare Takon mepeme-
HBl B TPAaKTOBKE MPHHIUIIOB MOMM(DOHHYECKOTO H
romodonHoro Mmbiiiennss y [locrakoBuva mpo-
W30IIUIO JMHAMHUYECKOe OOHOBJICHUE MAcCuimao-
HO-MeMamuyeckux Ccmpykmyp, 4YTO IPHUBEIO K
(hOopMyMHPOBKE BaKHOTO SCTETHYECKOTO MPUHLIUTIA
€ro TBOPYECTBA: «0Cc000€ EAWHCTBO MHTEIUIEKTYa-
JIu3Ma U HanpsKEHHEUIIEro SMOIMOHATIU3MAY, T11e
«JyBCTBO MHTEJUIEKTYaJIM3UPOBAHO M YTOHYEHO, a
MBICITb HaKaJIAETCS A0 TAaKOW CTENEeHH, YTO CTaHO-
BUTCS OCTPBIM MEPEKUBAHUEM» [TaM ke, C. 77].

[Ipoananmusuposas TBopuecTBo lllocrakoBuya,
Masenp mokaszai, 4To €ro CTHINCTHYECKHe Mpué-
MBI OBUTH CBSI3aHBI C UCTOPUYECKH CIIOKUBIITHMHU-
Cs1 My3BIKaJIbHBIMH KOMILUIEKCAMH, IPHOOPETIINMU
B €r0 CHCTeME MHOE€ 3Ha4eHue. bmaromaps Takomy
006006mennto, uckycctBo LllocrakoBnya ObIIO KBa-
TUQHUIMPOBAHO KaK KJIACCHYECKOE B HAWBBICIIEM
CMBICTIE 3TOTO clloBa. Ho m1aBHOE, BRISIBUB XyJOXKe-
CTBEHHBIC OTKpHITUSI B obnactu cruimctuku [llo-
cTakoBH4a, Mazeiar B KOHEYHOM HUTOT€ CMOT COCTa-
BUTH TIOJHYIO KapTUHY €r0 CTHJIS.
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AHaAU3 XyAO0XKECTBEHHOI0 OTKPbITHUS
B npou3BeaeHuu A. C. lNywkuHa
«MeAHbIiM BCAAHUK»

B mazeneBcKkHX MCCIIEIOBAaHUSAX XYIIOKECTBEH-
HOTO OTKPBITUS BOKHYIO POJb WTPaj aHAIH3 ITyII-
KMHCKHX 00pa30oB. YYEHBIN MPOCIE JUHAMUAKY
UX TI0Ka3a B MEPEBOIUIOMICHNH W3 peajbHOMN IIJI0-
CKOCTH B UppeaibHyI0. B Takom mepexone ogHOTO
COCTOSIHHS B JJPyTO€ OH BHJIEN SIBJICHHE «BBIXOJA
u3 cebs» (TepmuH C. Di3eHINTENHHA): «BO3MYIIEH-
Has» HeBa BBIXOIWT M3 TPaHUTHBIX OEpEroB, CXO-
IUT ¢ yMa EBrenuii, HaYMHaeT JBUTATHCS MAaMATHUK
— Menneiii Bcaguuk. I1ogoOHBIN MOKAa3 BBIXOOA W3
CBOETO €CTECTBEHHOTO COCTOSHHS OHN3EHIITEHH
OTIpeNeil KaK «CKadOK B IPOTHUBOIIOIOKHOCTHY»
[11, c. 249]. Mazenb ke KBaTM(UIUPOBA €ro Kak
COYETaHNe TMapaJoKCATbHOW MPOTHBOPEYUBOCTH U
BBICIIIEN €CTECTBEHHOCTH.

XynoKeCTBEHHOE OTKPBITHE B 03Me «MeHbII
BCAJHHK» OBUIO BBIABICHO B 3MOIIMOHAIBHO-TICH-
XOJIOTHYECKOH c(hepe MPH PaCKPHITUN €€ B KOHTEK-
CTe XapaKTEepHOH IS [IeTOCTHOTO aHaJH3a TPUAIbI
MOTHB — 00pa3 — KoHuenuui. B e€ ocHoBe 31ech
HAXOMJIACh UJIes IPOTHBOCTOSHUS JINYHOCTH U TO-
CyZapcTBa M COOTBETCTBYIOIIHE €i 00pa3bl €AUHOTO
MOTHBA («BBIX0JIa U3 CeOs»).

% %k *

00630p XyHOKECTBEHHBIX OTKPBITHHA, BBISIBICH-
HBIX MazeneM B NpOW3BENEHHX, MTO3BONAET Cle-
JIaTh BBIBOA O TOM, YTO YYEHBIA THUIOIOTH3UPOBAI
UX B Pa3HBIX OOJIACTSIX U ABJICHHUSIX HCKYCCTBa, IIpe-
JK/I€ BCETO, MY3bIKAJIIbHOTO:

— 00JacT MY3BIKAJILHOTO TeMaTtu3Ma 1 OpMBbI
(TBOpuecTBO berxoBena);

— CHHTE3€ )XaHpOB NpodeccHoHATEHON MY3bIKH
(onepsr U cuMdpoHur YalikoBCKOTO);

— B3aMMOJICUCTBHH TPO(ECCHOHANBHBIX M Ha-
ponHbIX KaHpoB (mponsseneHus Lllonena);

— cepe CTUIMCTHKH U cTWIA (counHeHus [ pu-
ra, [llocTakoBuya);

— o0nacTu My3bIKaJIbHO-BBIPA3UTEIbHBIX
CpEICTB KJIACCHYECKOM M POMaHTHUYECKOH MY3bI-

ku (berxosen, lllonen), a Takxe My3blkn XX Beka
(IlocrakoBu);

—  OMOUMOHAIBHO-TICHXOJIOTHYECKOH  cdepe
(Womnen, I'pur, llocTakosud, a Takxke [lymkun).

NccaepoBaHme rapMoHum

BaxHoil cocTaBmsoNIeil B METOJIE 1IEJIOCTHOTO
aHanm3a Masensl SBIJIOCH €Tr0 MCCIeIOBAaHUE Tap-
MOHHUH KaK I€JIOCTHOTO MY3BIKaJhbHO-TEOpETHYE-
CKOT'0 M HCTOPUYECKOrO SIBJICHHS (CM. MOHOTpa(uio
«[IpobaemMbl KiTaccuecKoil rapMoHUU»). B nieHTpe
€ro HaXOIWJIOCh U3YYCHHUE aKKOPIOBOH BEPTHKAIIH,
rae Masenb BBIICTHI OOMUHAHIMOBbIEe MALOMEHUS
8 MOHUKY U K8ATUDUYUPOBAT UX KAK 2TAGHbII HEPE8
Klaccuueckol MOHATbHOCMU, a TIEPEOCMBICICHNE
ABTCHTUYECKOTO 000pOTa, KOTOPHI W3 TJIaBHOTO
CpelcTBa TAPMOHUIECKOTO 3aBEPIICHUS MY3bIKATh-
HOM MBICTH TIPEBPATHIICS B BaKHEHIIIEEe CPEICTBO
TUHAMU3AIAY, apTyYMEHTHUPOBAI 3CTETUYCCKUMH
TpeOOBAaHUSIMHU — CTPEMJICHHEM K JHHAMHYHOMY
pa3BEPTHIBAHUIO TapMOHUYECKON MbIcIU. Mazenb
YCTAHOBWJI CBSI3b TEPIIOBOTO CTPOCHUS aKKOPIOBOM
BEPTUKAJH C TUTABHBIM TOJIOCOBEIACHUEM, B OCHOBE
KOTOPOTO JIEKAJI0 CEKYHIIOBOE TATOTCHHUE, W TIPH-
meN K BAXKHOMY BBIBOAY: cghepa Oeticmaust mepyo-
6020 NPUHYUNA He 02PAHUYEHA KIACCUYEeCKOU 2ap-
MOHuUell, a bIX00Um 3a e€ npeoevl.

* %k *

W3 nmpuBeaéHHOro 0030pa CTAHOBUTCS OYCBU-
HBIM, YTO B OCHOBE IICJIOCTHOTO aHAJIA3a JIexaaa
MOp(i)OJIOFI/IT-IeCKa}I KOHIICIINHUA XYHOXCCTBCHHOTI'O
OTKPBITHS B My3bIKE, KOTOpasi BeIpacTaiia Ha (pyHa-
MEHTE JHIMKJIONCIUYCCKMX 3HAHUNH U CPOPMHUPO-
BaHHOTO Ha UX 0a3MCE UCTOPHUKO-IHAICKTHIECKOTO
U 3CTECTUYCCKOT'O MBIIIIJICHUS y‘-IéHOI‘O. Cucremaru-
3UPOBaB Pa3IMIHBIC CIIOCOOBI HAXOXKICHUS XYIO-
JKECTBCHHOI'O OTKPLITHA, Masens TUITU3UPOBAJI SB-
JICHU BHYTPCHHEIO0 1 BHCIIHETIO MHpa YCJIOBEKA B
€IMHOM IIEJIOCTHOCTH, CBsI3aj €€ ¢ JEeHOMEHOM BO3-
JCHCTBHS HA CIYLIATENS U CO3/1ajl CBOIO COOCTBEH-
HYIO0 MOJIEJb XYI0)KECTBEHHON KapTHHBI MUpPA, OC-
HOBaHHYIO0 Ha MapaJoKCabHOM B3aWMOICHCTBUH
AUAJICKTHYCCKUX OHHO3I/II_II/II7L

< MPUMEMAHUA (<

1 JI. be3pIMEHCKUI MUIIET, YTO 3Ta KaMIaHUs 3apo-
JIUIIach yKe B ToAsl BOMHBI (1942), «xorma HadampHHUK
Vrpasnenuns nponaraaasl [IK BKII(6) I. Anekcanmpos
W 3aBeiyromas OTAeloM 3Toro ympasienus T. 3yeBa

npencrasun cekperapsm LUK BKII(6) A. Annpeesy,
I ManenxoBy u A. lllep6axkoBy AOKIaIHYIO 3aIHCKy
“O mombope W BBIBIXKCHHH KaJpOB B HCKycCTBE”,
IJe OTMEYaIOCh “OTCYTCTBHE NPABIIIBHOW M TBEPHOI
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NMapTUIIHON JTMHUKA~ B PYKOBOJACTBE COBETCKHM HCKYC-
CTBOM cO CTOpoHbl Komurera mo naemaM HUCKYCCTB H
“M3BpAIllCHNH TIOJUTUKK B Jele Nox0opa, BBIIBHKE-
HUS ¥ BOCIMTaHUS KaJpoB, B pe3yabTaTe 4ero BO IVia-
BE€ MHOTHMX YUYPEXICHHH OKa3aJIUCh ‘“‘HEPYCCKHE IIOIU
(mpenmyIiecTBeHHO eBpen)”’. B 3amucke ynomuHaiach
n MocKoBCKasi KOHCEpBaTopHs, U IpeodialaHue eBpe-
€B B My3BIKaIbHOM KPUTHKE, OKa3bIBAIOIIEH BIMSIHUE HA
(hopMupoBaHIe My3bIKaIbHBIX KaipoB. Cpeau Hanbomee
AKTHBHO BBICTYHAIOIIUX B M€YaTH HEPYCCKUX KPUTUKOB
HasbIBajIcsa ¥ Masenby (IuT. 1mo: [6, c. 17]).

2 B 3apy0e:KHOM My3BIKO3HAHMU 3Ta UJASsI HMeEeT
cBoto ucropuro. I. Puman Ha pyOexe XIX-XX Bexa
BBICKA3aJl COKaJleHHe 00 M30JIMPOBAaHHOM COCYIIECTBO-
BaHUM MY3BIKANBHOM Teopuu M dcTeTHKH [8, c. 1260],
YTO SIBUJIOCh HEMOCPEACTBEHHBIM HMITYIbCOM K Mase-
JIeBCKOH pa3paboTKe MaHHOW mpoOneMbl. B KoHIe sxe
XX Bexa K. Jlampxay3 B My3BIKOBEAUECKOM aHAIHU3€
Hanboree [EHHBIM CYUTAT BO3MOXKHOCTH apIyMEHTHPO-
BaTh 3CTETUUYECKYIO CYIIHOCTb MY3BbIKH, KOTOpas M3Ha-
yalbHO cofepkaiach B Hel camoit [12, S. 11]. Meicib
O COXPaHEHUU ICTETUYECKOW IIEHHOCTH B MCCIEAOBa-
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The Artistic Revelations of Leo Mazel

The article is devoted to one of the founders of Russian musicology, Leo Abramovich Mazel. Together with his
colleagues, Victor Tsukkerman and losif Ryzhkin, the scholar introduced into musicology the universal method of
integral analysis of artistic texts, which has played an immense role in Russian musical scholarship. Having brought
together the fields of aesthetics and music theory, he studied the inner mechanisms of their connections, having
revealed the aesthetic principles of artistic impact of music on the listener. Nonetheless, the formation of this method
on the part of Mazel was not a monosemantic process. Paradoxically, its foundations and repudiations in the research
of the scholar were asserted in a parallel manner. This phenomenon testifies to the fact that he was always engaged
in a constant search for scholarly methodology for cognition of the essence of artistic texts. As a result his search led
to a new understanding of the method of integral analysis, which helped Mazel solve the main task standing before
the researcher — to disclose the artistic revelation in music. Having systematized the various means of its discovery,
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the scholar typified the phenomena of the human being’s inner and outer world in a single entirety and connected it
with the communicative principles of music, having shown in total the specimens of his vision of the world, based
on a paradoxical interaction of dialectic oppositions.

Keywords: Mazel, music theory, integral analysis, the musical image, motive, artistic discovery, content and form
in music.

XyaoxxecTBeHHble OTKpbITUA A. A. Ma3eas

Crarbsl MOCBSILIEHA OTHOMY U3 OCHOBOIIOJIO)KHUKOB poccuiickoro my3biko3Hanus JI. A. Maszemnto. Hapsiny co cBo-
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JIOKCAJIEHO, YTO €ro 000CHOBAHHE U OTTOPIKECHUE B HCCICTOBAHMIX YUEHOTO (DaKTHICCKH IIIJI0 apajuieabHo. Takoe
SIBJICHUE CBHUJIETEILCTBYET O TOM, YTO OH HAXOJMUJICS B MOCTOSTHHOM MOMCKE HAyYHOW METOAOJOTHUHU AJs O3HAHUS
CYIIHOCTU XYA0XKECTBEHHBIX TEKCTOB. B pe3ynbrare mouck mpuBEN K HOBOMY OCMBICICHHIO METO/a 1IeJIOCTHOTO
aHau3a, MO3BOJUBLIEMY Ma3elo peluTh NaBHYIO 3a/1a4y, CTOSIBIIYIO IIEpe]l UCCIIeI0BAaTEeM — BBISIBUTD XYJI0%Ke-
CTBEHHOE OTKPHITHE B My3bIke. CHCTEeMaTH3UPOBAB Pa3IHYHbIC CIIOCOOBI €T0 OOHAPYKEHUS, YIEHBIH TUITH3UPOBAT
SIBJICHUS] BHYTPEHHETO U BHEIIHET0 MHUpa YeJOBEeKa B €JUHOM LEJOCTHOCTH U CBSi3all €€ ¢ KOMMYHUKATHBHBIMU
MPUHIIMITAMA MY3BIKH, TIOKa3aB B UTOTe 00pa3ell CBOeTo BUACHHS MUPA, OCHOBAHHOTO Ha MTPOTUBOPEYUBOM B3aUMO-
JICUCTBUM TUATEKTHYCCKUX OMIO3UIIUH.

Kitrouessie ciioBa: Maselnb, TeOpUst My3bIKH, ICIIOCTHBIA aHATN3, My3bIKaJIbHBIN 00pa3, MOTHB, XyI0XKECTBECHHOE
OTKPBITHE, CONIEpKaHHe U popMa B My3bIKE.

Grigory R. Konson Koncon I'puropuii PagpasnbeBuy

ORCID: 0000-0001-7400-5072 ORCID: 0000-0001-7400-5072

Dr. Sci. (Arts), JIOKTOP MCKYCCTBOBE/ICHUS,

Head of Department of Applied Doctoral Studies HaYaJIbHUK OTJelIa MPHUKIIAJHON JTOKTOPAHTYPHI
and Preparation of Research Assistants, Y TIOJITOTOBKH HAyYHBIX KAJIPOB B JIOKTOPAHTYpE,
Professor at the Department of Sociology npodeccop kKapeapbl COUOIOTUN

and Philosophy of Culture 1 GuInocopuu KynbTyphI

E-mail: gkonson@yandex.ru E-mail: gkonson@yandex.ru

Rossiyskiy gosudarstvennyy sotsial’nyy Poccuiickuii TOCY1apCTBEHHBIA COLUMANBHBIN YHH-
universitet BEPCUTET

Russian State Social University Mockaa, 129226 Poccuiickas eneparus

Moscow, 129226 Russian Federation

/

116



Me>XXAYHapoOAHbIM oTAeA ® International Division

0

2016,4
BESLAN G. ASHKHOTOV
Northern Caucasus State Institute of Arts
Gre~__ (0
UDC 781.7 DOI: 10.17674/1997-0854.2016.4.117-124

THE TRADITION OF POLYPHONIC SINGING OF THE ADYGHES*

he living environment of any people is
I remarkably reflected in the formation of its
culture, affecting indelible characteristic
features of singularity and inimitability. The Adyghes
(a name which the present-day Kabardinians,
Adygheians, Circassians and Shapsugs label
themselves) are the indigenous peoples of the
Caucasus, who prior to the 20™ century were called
Circassians all over the world. During the course of
their entire history they lived in the surroundings of
high mountains, wooded foothills, stormy rivers and
waterfalls, which originated from the snowy heights
of Mount Elbrus (Oshkhamakho), the highest
mountain in Europe, and subsequently dissipated
into the colorful valleys and black-earth fields. Such
a picture of a habitation has impacted in an original
way the singularities of the indigenous people’s
worldviews, having determined the contours of
their ethnic distinctive characters and value-related
notions.

Thus, in the traditional culture of the Adyghes
the greatest significance has been held by the
correlation of the Summit and the Base (the
vertical), which defines the content and character of
the ethnic culture, in which people’s behavior, based
on their sex and age, was conducive to shaping
mutual relationships of ceremony and etiquette. At
that, an important organizing component has been
formed by the cult of seniority. Regardless of social
status, a person’s advanced years, life experience
and wisdom have provided him with indisputable
social authority, love and respect.

Reflecting the geo-landscape peculiarities of
the Caucasus, the folk architecture of most of its
peoples likewise possessed a cone shape of its
turret, imitating the silhouettes of its mountains,
whereas the typical female clothing, starting with the
cuspidate hat, freely fell in a downward direction,
as if depicting a mountain waterfall. Up to the
present time in the everyday speech of the Adyghes
the question of a person’s health, how things were

* Translated by Dr. Anton Rovner.

going, or what was new in life and in the family,
was expressed by the word combination of “daué
fyshyt,” which is literally translated as “how are you
standing.” And when the Adyghes part with each
other with good wishes, their essence is expressed in
a similarly generalized way in the phrase “uzynsheu
fyshyt” (literally: “you stand healthy”).

The specificity of the national self-consciousness
and self-expression of the Adyghes, the cultural
norms crystallized throughout many centuries and
in many ways predetermined by the picture of
their native land, also have exerted an impact on
their folk musical art. First of all, a comparative
reflection may be discerned in the structure of the
solo-and-group singing, which presents the basis
of the polyphonic musical thinking of the Adyghes.
The standard texture of the collective singing is
comprised of two lines — the improvisational solo
melody of the soloist, in which the verbal text of the
song is pronounced, and the choral accompaniment,
either in unison or doubled in octaves (more rarely
— in perfect fifths), based on sturdy refrain-like
word-formations, such as oira, oirada, etc. These
two strata, present in vertical connection with each
other, create a volumetric domain of sound and
timbre, in which the high- and low-register sounds
of male voices are harmoniously combined.

The sturdy character of this kind of singing
performance is preserved at all the stages of the
folk musical activities of the Adyghes, determining
the characteristic stylistic form of self-expression
in the music pertaining to oral tradition. Therefore
the combined (solo-and-group) music-making,
presenting the manifestation of the specificity
of the Adyghes’ folk musical thinking, is most
frequently found in important multi-stage genres:
ancient ritual-mythological songs (addressing the
patrons of the forest, hunting, water and lightning —
pschymezytkh’e, datischdzherdzhiy, h’entseguasché,
schyblé, udzh, psyheg’¢), wedding songs (nysasché
uéred), epic (nart pshynal’é), historical-heroic
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(I'ykh 'uzh uéred) and lyrical-epic (tkh éiisykhafé
uéred, g’ybzé) songs.

The ritual calendar-agricultural and family-
household genres generally are characterized by
the form of antiphonal performance, and only
a few of them are performed in the texture of
bourdon polyphony (such as the round song-dance
performed while dancing around a person struck by
lightning (schybléiidzh), or the vocal-instrumental
song-procession along a river during a search for
the body of a drowned person (psyheg’é).

In the wedding ritual, with the exception of
the solo songs of magnification of the bride and
bridegroom, all the other songs have either an
antiphonal or a bourdon statement of the solo-and-
group singing. Traditionally during weddings festive
songs of magnification were sung prior to the arrival
of the bride into the house of the bridegroom, during
the entire trip of the wedding procession and during
the bride’s entry into the house of the bridegroom;
but also humorous “accusatory” songs about the
skills and proficiency of the bride, endowed with an
ambivalent semantic message, were also sung then.

The epic songs (songs about the Narts or the
Nartian pshinatli), which appeared during the
2" century BC, narrate about the early stages of
formation of ethnic communities on the Caucasus
mountains, while the main characters of the songs
(the forefathers of the Adyghes) by demonstrating
their fortitude, bravery and energy express the
ethical and aesthetical foundations of the etiquette
forms of behavior in mutual relations of people, who
would later provide sturdy support for the traditional
culture of the Adyghes. Having traversed a lengthy
historical path of development, the Nartian pshinatli
have survived until the present day, and some of
them have been broadly circulated (such as the songs
about Sysoruko, Badynoko, Lashin, etc.). They are
for the most part performed in the manner of solo-
and-group singing in a bourdon texture. In some
cases, when the coherent ensemble of the music-
making group is joined by an experienced performer
on the shikapshin (a bowed string instrument), there
is an addition of an instrumental accompaniment,
which considerably enriches the texture of the song
in terms of rhythm and intonation.

The most productive genre of Adyghe folk music
is the historical-heroic song of the time period from
the 15 to the 19" centuries, which recounts in a
broad and diverse manner the most important events
of the history of the people, their struggle against
outside forces, and the complex relations within the

society itself. In correspondence with thedramatic
character of the period of time described and the
psychological aspect of the content of the subject,
the solo-and-group singing is complexified by
means of expansion of the line of the bass voice,
demonstrating the different varieties of the bourdon
texture.

Photo 1. Ensemble of the Adyghe Song “Badynoko”
— a Winner of the International Competition-Festival
“Voices of the Golden Steppe” (Astrakhan, Russia).
Beslan Ashkhotov, Artistic Director

The title “lyrical-epic” in the classification of
Adyghe songs is perceived to be quite approximate,
since, on the one hand, the content of the song may
be of a historical character (frequently devoted
to real people and concrete events). On the other
hand, it contains female motives, with their extreme
emotionality (incidentally, similarly to male
motives), dramatic collisions and tragic events, and
they call for a more dramatic type of performance.
In both versions, the lyrical-epic songs, carrying
the functions of lament, purification (the recovery
of one’s status-quo) and mourning of one’s fate, are
performed in the manner of solo-and-group singing.

Up until the late 19" century, most of the folk
song genres of the Adyghes were sung by men.
Exceptions were made only by songs of the family-
household type, which were sung by women.
Such allocation of folk song genres by sex and
age corresponded to the ethnic traditions which
were established throughout the ages. The given
social factor predetermined the domination of the
male element in the Adyghe musical folklore, and
in general this folk music was of a reserved and
harsh character, corresponding to the mountaineers’
etiquette norms of social behavior.

For a fuller perception of the solo-and-group
singing of the Adyghes, let us cite a fragment of
the memoirs of the participant of the Caucasus War,
Englishman James Bell, who visited the land of the
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Adyghes in 1837-1830. The author describes how
a man “started singing in a falsetto voice in a very
fast recitative,” then the solo singing was joined by
four adult men, who “added a few beautiful voices
of the tenor or the bass, resembling the surging or
falling sounds of an organ... I found this music full
of novelty, romanticism, and exceedingly melodic”
[6]. This description bears witness to the sensual-
emotional impact exerted on a foreign visitor by this
exotic music of the mountaineers.

The collective singing of the Adyghes pertains
to the bourdon type of polyphony. The lower stratum
in the texture of Adyghe songs, literally coinciding
with the meaning of the French term of bourdon
(thick bass), always provides a steady foundation
for a freely descending recitative part of the soloist.
The bass part, depending on the differences of
timbre in the voices of the chorus members, may be
stated either in unison or in octaves (more rarely in
perfect fifths)'.

However the bass stratum in the Adyghe
polyphonic songs does not fit into the framework
of the stereotypically perceived form of the
bourdon as a continuous line of choral texture,
not changing in its pitch. The bourdon in Adyghe
songs, in correspondence with the cascade of
melodic phrases of descending direction of motion
in the solo voice, gradually becomes displaced in a
downward motion, broadening its sound structure
of rhythmically consistent tones. Therefore, the
bass line in Adyghe music of the oral tradition may
be labeled as movable bourdon.

In the multiple-path correlation of strata in
the solo-and-group singing of the Adyghes a
contrasting juxtaposition of timbre and tessitura
intonations occurs, whereas their noticeably
withdrawn connection produces an echo-like,
sound-reflecting effect. At that, the combination
of the contrasting registers of the solo part (which,
as a rule, is performed by a tenor or high baritone)
with the line of the choral accompaniment (in the
folk terminology — yezh 'u) endows the song with a
declamatory-pathetic character.

The Adyghe type of the solo-and-group form of
performance of songs differs noticeably from the
analogous types pertaining to the other peoples of
the Caucasus. This exceptional quality is stipulated
by the strengthening of the role of the bourdon-
sounding voice part (yezh u) in the overall song of
the Adyghe song. The gradual shifts of the pitches
in the lower stratum and, what is important, the
absence of a verbal text in the bass part, leads to

rhythmic stability, acquiring an individual character.
At that, the changes of rthythm and intonation take
place most frequently in the concluding phrase of
the yezh’u. Such a changeable bass line is present
mainly in the historical-heroic songs.

In most instances the song strophe, comprised
of two to four phrases flexible in their melodicism
and equivalent in their size, is built on variant
repetition of separate constructions. An exception
in this case too is presented by the historical-heroic
songs. In them the melo-strophe consists more
frequently of different-sized melodic constructions
in the solo part in the concluding phrase of the
choral accompaniment. This is connected with
the special logic of narration in these songs. As a
rule, the solo initial tune features the statement of
the opening tune — a stable thematic unit, which is
followed by the entry of the male chorus, intonating
a continuous tone of one of the typical bourdon
formulas. Later on, against the background of the
unfolding bass bourdon development the soloist
sings new melodic constructions elaborating the
initial thematic unit. In conclusion of the song
strophe, the male chorus performs a rhythmically
and intonationally developed tune of a conclusive
character.

In such a way the peculiarity of the texture of
the Adyghe historical-heroic song is expressed in
a coordinated connection of all the events — the
beginning, the development and the conclusion,
— which produces the integrity and completion of
the narration. This kind of inner structure of the
song’s melody comes closer to through form. The
polyphonic texture itself is based on contrasting
juxtaposition between the solo and the choral parts
through their harmonious combination.

The examined structure of the music of oral
tradition is determined by the roles and meanings
of the song genres in the lives of the Adyghes. Since
they did not possess their own writing until the late
19" centuries, one of the forms of transmission of
their historical past, heroic deeds, and the mental
moral-ethical qualities of the best representatives
of the people was entrusted to folksong. Therefore
an extremely respectful attitude and overall love for
the folk music legacy and for the storytellers and
songmakers were of an undoubted nature.

The people had a firm conviction that the musical
text of a folksong could not contain any corrupted
information. This thesis may be vindicated by the
special mission in the greatest part of the majority of
the historical-heroic and lyrical-epic songs, which
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possess the functional meaning of clearing the
protagonists of the songs from underserved social
slander, calumniation and various accusations,
which are incompatible with the rules of traditional
etiquette. In other words, in his clearing songs
the status quo of a worthy person in society was
restored. For a fuller perception of the role of the
folksong in the fate not only all of society, but
also of any individual member of it let us cite the
words of N. F. Dubrovin. In the late 19" century,
possessing a certain amount of experience of close
communication with the Adyghes, he wrote that “in
many instances a Circassian took to arms, scorning
danger, ... for the sake of becoming a protagonist of
a song, a subject for ballads and lengthy narratives
by the hearth...” [8, p. 47]. Further on, the author
explains the aims aspired towards by a valiant hero,
which are undoubtedly placed on record by the
folklore memory, his glorious deeds will become a
model for emulation for future generations.

In the folksong tradition of the Adyghes there
exists yet another discerning feature, explicitly
having direct relation to the complex structure of
the tune and a more emotional perception of the
content of the song created through the influence
of an exclusive connection between the part of the
first singer and the line of the male chorus, which
overcomes to a considerable degree the utilitarian
function of the modal-harmonic basis. Unlike the
characteristic narrative tone of the exposition in
the genre of the historical song, the Adyghe song
tradition formed a special successive order of
performance. Prior to beginning his performance,
a singer had to expound the narrative story, where
he provided a short historical reference about the
time of the appearance of the song, a short synopsis
and a characterization of the protagonists. Even in
such a situation the speech of the narrator may be
accompanied by commentaries by those present in
the audience. Additions of people who are elders in
their age, various sorts of exclamations and retorts
expressing a greater completeness of the narrated
story of the song in a strictly bar form were perceived
by everybody in favorable light. Approximately this
kind of setting was created by the conditions of
artistic manifestations in the folk music practice of
the Adyghes, impacting the integrity and the artistic
perception of the transmitted information.

The specificity of the norms of living
functioning of folklore established throughout
the centuries conveyed its own special meaning.
The mental foundations of traditional culture

presumed that each person must be well-versed in
the historical events of the past and, moreover, must
know and be able to perform the songs which are
favorites among the people. In all likelihood, for
this reason also in the song’s verbal text itself, as
a rule, there was an absence of factual information.
For the performers the most important thing was the
emotional appreciation of the described events and
actions of the protagonists of the song, chiefly from
the positions of ethical norms of etiquette behavior.
In that vein it must be noted that the performing
versions of the same song in their evidential
content may present different variants, in which
each performer is at liberty to accentuate a certain
episode of his choice in the plot. In this context,
when in the narration of the plot by the singer there
is a intensification of the emotional-psychological
interpretation, the participants of the male chorus
(yezh'u), following the soloists, are drawn more
actively into the creative process, which results in a
transfiguration of the rhythmic and intonational line
of the lower stratum of the song’s texture, presenting
a different character of structural interaction.

The Adyghe songwriters who enjoyed great
renown and popularity, as well as the entire folk-
song performance school, were conducive to the
formation in the folk musical legacy with a special
type of correlation of the collective and individual
elements. The personalized consciousness of the
active bearers of folklore, the singers, dancers and
performers on folk instruments noticeably extend
and broaden the subjective world of creative self-
expression, enriching the descriptive-expressive
and structural-formative sides of folksong.

Photo 2. Performers of Traditional Adyghe Music.
Kabardino-Balkaria, Zayukovo village, 1935

A vivid confirmation of the role of the
individual element in the replication of the folklore
consciousness is demonstrated by its active bearers,
who are colloquially called dzheguakiué (in the legal
translation from Kabardinian: igrei). These were
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legendary personalities, characterized by a prudent
self-consciousness and adequate perception of
words. Possessing a variety of creative inclinations,
the dzheguaklué to an equal degree could be a
master of the art of the word, sing and play musical
instruments. Not infrequently they were organizers
of ritual performances, as genuine priests they had
knowledge of magic acts and engaged in doctoring.

An exceedingly high social position was enjoyed
by storytellers and songmakers, whose music-
making was a manifestation of the value-conscious
qualities of the people’s culture, who were greatly
respected and had merited authority. Being true
guardians of the musical-poetic folklore and the
tradition of the solo-and-group singing tradition,
the dzheguaklué received its social commission
of preserving the memories of the glorious sons
of the nation who died in various battles or for
other reasons. Thus, along with the fact that the
basic living abilities of the traditional culture were
connected with the mission of being located in the
center of all the events of traditional culture, their
duties included those of creating songs glorifying
the heroic feats, a special place among them was
taken by the memorial songs-dances.

Thereby, the artistic activities of the
versemakers, songmakers, artful performers on
musical instruments and brilliant interpreters of the
song legacy presented one of the important channels
of inner-generation transmission, providing
unconditional preservation for the folk music
traditions. The personality of the dzheguaklué
preserved its relevance up until the mid-20™
century. In our days their songs and instrumental
tunes, presenting the best specimens of the musical-
poetical art, bear witness to the importance of
individual self-expression in the folk art of the
Adyghes.

Traditionally the performance of socially
significant and ethnically definitive song genres
(epical, historical-heroic and lyrical-epical) took

GYy«s—

' A monographic research work about the

phenomenon of the Adyghe folk polyphony has been
written for the first time by Beslan Ashkhotov, where in
his polemics with the conclusions of Marius Schneider
(Germany) and Anna Czekanowska (Poland) that the
bourdon polyphony prevalent throughout the Caucasus
is distinct by special static qualities of the bass line
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place at various social gatherings, festivities,
weddings, and during the periods of Islamic rule,
funerals. An important venue where the art of
eloquence, the mastery of vocal-instrumental and
dance space as demonstrated, was the kunak house
(the house for guests). Taking into account the
ceremonial-etiquette character of this culture in
general, the accountability for the performers’ self-
expression went up measurably in such instances
when such an action took place in the surroundings
of high guests, including people pertaining to other
ethnical groups, authoritative elder and well-known
storytellers and songmakers.

Such an acuteness of the moment was
undoubtedly connected with one characteristic
form of solo-and-group singing common for all the
peoples of the Caucasus, having direct connection to
the question of the correlation between the collective
and individual elements in the functioning of folk
music artistry. Usually a song sung in the solo-and-
group manner of performance was begun by the
soloist, and after a few minutes he was joined by the
bourdon chorus, against the background of which in
a declamatory-improvisational manner the leading
singer continued to perform the tune. Having sung a
few melo-strophes, the soloist, saying the words “it
is coming to you” was able to pass the prerogative
of the performance to any of the people present.
The second singer, after having sung two or three
couplets, then passed it onto a third singer, or
addressed it to the first one with the words “I return
it to you.”

This type of order of transmission of folklore
information was initiated by the mental capabilities
stimulated by the immersion of each member of
society into the ethnical culture in general, and
particularly the ability to participate actively in a
traditional form of music-making. In such a peculiar
way a person was obligated to confirm his social
positions in order not to lose his social position and
the respectful attitude people held towards him.

e & D)

(“pedal bourdon”), vindicates the mobile character of
the bourdon texture (“movable bourdon”), carrying out
a complex dramaturgical role in the song. Applying a
comparative method of analysis in the context of the
song performance throughout the Caucasus, it brings out
a hypothesis about the autochthony of the solo-and-group
form of the Adyghe folksong tradition (see: [1]).
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The Tradition of Polyphonic Singing of the Adyghes

The material for this longstanding research was provided by the rich folk song legacy of the Adyghes, which
covers the various stages of development of ethnic musical genres, from archaic genres of mythological content
to the heroic-historical and lyrical songs of the late 19th century. The originality of the performance of most of the
genres examined in the context of multilevel connections of the soloist and the chorus contains mutually directed
vectors between the musical information itself, the genre, the epochs, the performers and the audiences. All of
this is projected onto the musical form of collective singing, which becomes a basic model of the relationships of
the correlates of the song texture. Therefore the main accent of the phenomenon of Adyghe polyphonic musical
thinking is expressed in dialogueness in the broadest meaning of this concept. The alternating textures of solo and
ensemble singing in the Adyghe songs contain two types of localizations — the vertical and the horizontal. The first
one determines the concrete type of polyphony — heterophonic, stretto, bourdon or the contrasting (polyphonized).
The second one discloses the compositional forms of interaction in their dispersion, where the functional and
dramaturgical exponents of each stratum of the single texture are differentiated.

Keywords: the music of the Adyghes, polyphony, flexible bourdon, creativity of ethnofares, djeguakue in song
writing.
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TpaAMUMS MHOTOrOAOCHOIO NMEeHUS aAbIrOB

MarepranaomM MHOTOJIETHETO MCCIIEIOBaHUS aBTOPY ITOCIYKMIIO Oorareiiiee HapogHO-NIECEHHOE HACIEANE a/IbITOB,
OXBAaTBIBAIOIIEE 3TAIBl PA3BUTHUS STHUUECKON MY3bIKaJIbHOH KYJIBTYPBI OT apXan4eCKHUX >KaHPOB MU(OJIOTHIECKOTO
COZIEPIKaHM JO UICTOPHUKO-TEPONUYECKUX U TUPUIECKHX neceH KoHna XIX Beka. CaMOOBITHOCT MCTIOMTHEHUS OO0ITb-
IIMHCTBA XXaHPOB, pacCCMaTPpUBacMasi B KOHTEKCTE MHOTOYPOBHEBBIX CBS3€H CONMCTA M XOPa, IMEET B3aMOHAIIPAB-
JICHHBIE BEKTOPBI MEXXIY caMOi MH(popManuel, )aHpoM, STI0XaMH, HCIIOTHUTENISIMH 1 CIYIIATeIbCKOM ayJUTOPHUEH.
Bcé 310 mpoenmnpyercss Ha My3bIKadbHYI0 (JOPMY KOJUICKTHBHOTO TIEHUS, CTAHOBACH 0A30BOH MOJENBIO OTHOLIE-
HUIl KOPPETATOB NMECEHHON (aKTyphl, BCIEACTBUE YETO TIIABHBIM aKIIEHTOM ()eHOMEHA aJ[BIICKOTO MHOTOTOJIOCHOTO
MBIIIICHHSI CTAHOBHUTCS JUAIOTHYHOCT B CAMOM ITUPOKOM CMBICTIE JaHHOTO NOHATH. CONbHO-TpymIoBas Gakrypa
B aBITCKUX IECHSIX COAEPXKUT J[BA THIIA JIOKAJIHM3AIMN: BEPTUKAIBHBINA M rOpU30HTANbHBIN. [1epBhIii onpenenser
KOHKPETHBIH THII MHOTOTOJIOCHSI — Te€TepO(OHHBIN, CTPETTHBIN, OypAOHHBIN, KOHTPACTHBIH (TTOIU(POHU3UPOBAH-
HBII). BTopoii packpsIBaeT KOMIO3UIIMOHHBIE ()OPMBI B3aUMOICHCTBHS B MX PACCPEAOTOUCHHOCTH, TAe quddepen-
IUPYIOTCs (DYHKIMOHANBHBIE U IpaMaTyprudecKie MoKa3aTelnr Ka/0To TIacTa eANHON (aKTyphl.

KnrogeBble cioBa: My3bIKa aJIpIr0B, MHOTOTOJIOCHE, TIO/IBMKHBII Oyp/IOH, KpEaTHBHOCTH 3THO(POPOB, KITyaK 1y
B IICCHETBOPYECTBE.
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SO THAT THE SPARK OF MOZART WOULD NOT BE EXTINGUISHED:
CONCERNING THE ISSUE OF HUMANITARIZATION
OF THE PRESENT-DAY EDUCATIONAL SYSTEM*

Introduction. In one of his articles the
remarkable French writer and pilot Antoine de Saint
Exupery noticed that he “was tormented by the
damage that has been inflicted on human essence,
not a separate human being — our entire species is
suffering loss. It is not pity that is harassing my
heart, it is not possible to place one’s confidence in
pity. The concern of the gardener is preventing me
from going to sleep this night. I am saddened not by
poverty — people come to grips with poverty, just
like they come to grips with idleness. In the East
people live in dirt, and this dirt becomes a cause
for happiness ontheir part. [ am saddened by that,
which cannot be compensated by free soup. I am
not saddened by the humps, the apertures, or the
ugliness. What is sad is that in each of these people
the spark of Mozart has been extinguished” [20, p.
40-41]. These words are written by Saint-Exupery in
the mid-1930s, when after a tour of reading lectures
along the Mediterranean coast he came to Moscow
in order to become acquainted with the life of the
foreign country which had aspired towards a new
social order, towards new values. And, as is peculiar
to people living during times of great changes,
hopes were generated that the beautiful future was
very close, nearby, that the time came for a “new
social architecture,” which brings up a new world
based not on the nonentity of personality, “but on
the highest type of practicability in correspondence
with its needs” [12, p. 250].

At that time, in the 1930s, it seemed to many
people that the overcoming of poverty and harsh
economic problems would necessarily guarantee
brilliant, interesting and happy lives for people. This
illusion presented a natural result of dynamic activity
of the industrial age, which generated that boundless
progress which humanity has already ceased being
amazed at, since continuous new discoveries in the
sphere of science and technology have long since

* Translated by Dr. Anton Rovner.

become a norm for our everyday lives. It suffices
to throw a cursory glance at the 20™ century to be
astonished how swiftly technological progress has
overtaken the living space of humanity. Thus in
1901 Italian physicist Guglielmo Marconi created
the first trans-Atlantic radiotelegraphy, and in 1902
American physicist and engineer Reginald Fessenden
invented the radio telegraph connection, which in
the same year began to be used on American ships.
And this was just the beginning, since in 1905 Albert
Einstein would develop the theory of relativity, in
1906 Russian engineer Boris Rosing with the aid
of the Nipkov disc and the electronic-radial tube
would carry out the first television broadcast in the
world, while in 1913 Russian engineer Igor Sikorsky
would already build the four-motored airplanes “the
Russian Knight,” and then “Ilya Muromets” [10].
And subsequently technological progress would
accumulate as a snow avalanche, which it has
already become impossible to stop.

The industrial age has generated great hopes, and
humanity is indebted to it for its “belief in the great
miracle, the greatest promise of unlimited progress,
based on reclamation of nature, creation of material
abundance, maximal prosperity of the multitudes
and limitless freedom of personality... The core
of the new religion of progress was defined by the
triunity of limitless production, absolute freedom
and infinite happiness. The new earthly City of
Progress replaced the City of God. No wonder the
new faith filled its supporters with energy, hope and
living force” [21, p. 9]. In the present day humanity
has already overcome such terrible diseases as the
plague and the smallpox, and doctors are continuing
to search for medicines for other deadly diseases,
achieving considerable success in saving millions of
lives. And it is quite possible that in the foreseeable
future humanity, realizing the uniqueness and value
of each human life, will discover numerous other

125



G/\S\

MexXAyHapoAHbIM oTaeA ® International Division

2016,4

means of its prolongation. Such a step in historical
development seems to be natural and regular — the
motion forward towards new types of knowledge
in the name of improvement of life on earth! It is
a wonderful goal, the patency of which transfers it
into the category of axioms which do not require
proof.

Meanwhile people continue to ask themselves
numerous questions, which arise each time upon the
attempt to comprehend everything that occurs. Has
the human being of our time really become happier
or more perfect than his remote ancestors who did
not yet know those achievements of technological
progress which people of our time have become
accustomed to? Has he become kinder in spirit or
more tolerant? Is he ready for a dialogue of cultures
and civilizations? Is he ready to acknowledge
and understand that the “diversity of cultures and
civilizations of the world means, among other
things, a plurality of models of development of
society and systems of value orientations” [24, p.
8]. The violent events of recent times flaring up in
various countries of the world and fulminating on
us with a frightening constancy, becoming a part of
everyday life, prevent us from giving an affirmative
answer to these questions. They testify to a total
collapse of hopes with which entire generations of
builders of a new world, a new culture and a new
civilization had lived.

They confirm once again that “free soup” is nota
solution for all problems, that it cannot provide that
sole type of nourishment which makes it possible
to preserve the “spark of Mozart,” to preserve the
human element in the human being, barring him from
replacing culture with “counterculture” [18], to lose
the creative element intrinsic only to him. Presently
for every thinking person it becomes quite apparent
that “the art of being” [22] is achieved not only by
means of material production, which comprises
the basis of human activity, but also by means of
spiritual-cultural factors, which it is dangerous to
underestimate. The latter define the relationship
of the present-day human being to the world, his
world-perception, his ability of understanding the
world, the worldview that expresses the spiritual
dimension of its existence, the level of spiritual
maturity of the personality. And one of these decisive
factors, which are conducive to the formation of this
spiritual maturity, is this preservation of the “spark
of Mozart,” that artistic element, the aspiration
towards beauty and perfection, towards the
inheritance of spiritual values accumulated by the

genius of preceding generations, which is intrinsic
to each person not yet deformed by the glitter of
false values, who still open to the world and still
capable of becoming a genuine creation and creator
of culture, ready for dialogue as a spiritual form of
inter-subjective interaction [7, p. 2—13].

Methodology. The realization of this exerts a
great responsibility on the contemporary system
of education, designed to create a propitious
setting for preservation and accruement of the
spiritual potential of humanity. And for these
purposes it is necessary to ‘“demonstrate a mutual
complementation,” to comprehend the diversity of
cultures as a great benefit, “to hear” each “national
world and mind as an instrument with a special
timbre in the symphony orchestra of humanity
and thereby to demonstrate the rich specter in the
present possession of the contemporary civilization
of the Earth” [4, p. 6]. The present-day system of
education bears the responsibility of teaching our
contemporaries to preserve carefully this inimitable
“timbre,” but in order to achieve this result it is
necessary to overview to a considerable degree
those traditional orientations which were formed
during the course of many decades.

Today it has already become an accepted fact that
the acquirement of broad specialized knowledge,
skills and habits is necessary, but insufficient for
a young man or woman to feel securely in the
surrounding world, to present him or herself as a
worthy representative of the human race, a product
and a creator of culture. In each discussion, in each
debate we hear that in the present day, just as it has
always been during the course of the entire history
of the formation of culture, there exists a great
need for the spiritual comprehension of being, in
the realization of its genuine values. And although
following the definition of these values there
inevitably arise arguments, still there are points
present where opinions intersect with each other.
“For instance, the sanctity of life and dignity of
the human being, the principle of liberality, justice,
safety, — if we do not take into consideration the
dignity of the human being, we would not be able
to do anything... Anthropology shows that various
societies survive, not because some abstract rights
are maintained, but because there exists the practice
of defense of dignity. For this reason a sharing of
values enriches culture and society, and this works
out only if there are norms present and everybody
follows them, otherwise there would not be any
trust in each other. All human societies, all cultures
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need to share values, and this is what identity is
based on” [15, p.18].

Such is the point of view of English researcher
A. Pabst, for whom the necessity of applying the
philosophical-anthropological and axiological
approaches in his reflections about the essence
of contemporary education and those models of
globalization that are conducive to the positive
approach of development of culture is apparent. The
principle of value-oriented interaction is considered
by him to be very important for the creation of models
in which the main protagonist is a person aspiring
towards good, justice, towards the flourishing
of human personality, towards the assertion of a
society geared on mutual understanding, where
the “factor of happiness” is actively engaged. One
cannot do otherwise but agree with this point of
view. But how is it possible to achieve the state
when the principle of value-based interaction would
be the leading one in the life of the contemporary
human being? So that it would become such a
mechanism which would find the strength in itself
to overcome destructivity and aggression? So that
it would become a real stimulus for sharing values?
So that as a result of it our contemporaries would
be capable of understanding and accepting “alien”
values, which may be totally unlike ours — the native
and customary ones? So that during the process
of this exchange they would not lose their own
values? After all, each of us understands that for
Russia, whose socio-cultural space is distinct by its
diversity and contrariety, its multidirectionality of
various social and cultural tendencies, undergoing
a very complex transitional period at the beginning
of the third millennium, the necessity is felt very
acutely for preservation of “the spark of Mozart,”
that spiritual element which has always been noted
by researchers of Russian culture, both within the
country and outside it.

But how can we make it possible for it not to be
extinguished in the current of constantly appearing
mundane problems? How can we achieve the state
when the aesthetics of spiritual experience would
become available not only to young people, who
are present in the sphere of humanitarian education
and are used to listening not only to arguments of
reason but the voice of the heart, but for each young
man or woman, irrespective of how pragmatic his
or her attitudes are, and what profession he or she
has chosen for his or her future activities? How can
we convince the representatives of the scholarly-
pedagogical community that the aesthetics of

spiritual experience is essentially that “eternal
fire” which during the course of our entire lives
lights up our paths, preventing us from getting
lost in the “thickets” of contemporary civilization?
And despite the fact that in conversations and
discussions we always encounter the theme of the
specificity of humanitarian knowledge as a special
“Instrument” of cognition and humanitarian culture,
which Yu.M. Shor calls the “culture of human
dimension,” explaining that this is “a culture of
infinity of individual consciousness, a culture
of comprehension of the word in artistic, moral,
philosophical and religious images, a culture of a
loving experience of reality” [23], the problem of
humanitarization of the contemporary system of
education is still very far from having been solved.

In order to solve this problem it is necessary
that the humanitarian constituent really becomes an
inseparable part of the educational process, so that it
would present for everybody a special informational
field that brings them “knowledge-experience” (Yu.
M. Shor) and opens up for people a new angle on
the surrounding milieu, “indicating for the human
being his life, his infinity, his continuity and
agreement with the World and the Cosmos™? [13, p.
4]. It is necessary to find real possibilities for filling
up the educational space of each university with
living breath of humanitarian culture. Only then the
aesthetics of thinking, the realization that “there is
no aesthetics in aesthetics yet, if it is not present
in us” [11, p. 7], begins to combine organically
with the aesthetics of spiritual experience. And the
result of such a synthesis becomes the assertion of
the ethics of responsibility, the understanding that
“the main factor of risk is personified by the human
being himself, as a potentially evil, vindictive,
irresponsible, cynical creature, not scorning any
means or opportunities for annihilating his fellow
beings.” In the opinion of V. A. Kanke, today “the
time has come to acknowledge that the materially
over-armed humanity became weak in the moral
sense. Its frail existence may be dislocated at
almost any moment by global consequences, not
only of the actualization of an evil purpose of a
bunch of scoundrels, but also under the impact of
fatal mistakes made by a politician, businessman
or preacher who lost his or her sense of reality
— anybody who consciously or unconsciously
preaches false values, or does not know any moral
limitations” [8, p. 3-4].

An unending source for shaping the aesthetics
of spiritual experience is the artistic space of
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culture. It is what particularly enables the “spark of
Mozart” to acquire the ability of kindling the fire of
the individual hearth to such proportions, when the
personality begins to experience an entire spectrum
of the strongest feelings upon communicating with
a work of art. And it is particularly then that it
begins to realize that “artists pertain to the leaders
of humanity in their struggle for the pacification and
ennoblement of instincts hostile to culture, when
any of the forms of demonstration of these instincts
becomes outmoded, i.e. falls below the level of
culture and with its treacherous figure hinders
people to progress, when personalities endowed
with an artistic creative force liberate people from
the harm connected with it, retaining the pleasure at
the same time; they transfuse the old instinct into a
newer, more attractive, nobler form. If, on the other
hand, extrusion in any sphere becomes extrancous
in its intensiveness, they are the first to feel the
decrease of pressure, which had weighed most of all
over their spirits; using the newly acquired sphere
of freedom in art, even before the turn became
distinct in life, they indicate the path to the world”
[16, p. 21].

Literature and poetry, music and theater, the
visual arts and sculpture — each of these forms of art
brings its contribution for the transformation of “the
spark of Mozart” into a torch illuminating for the
traveler the path of search for spiritual meanings and
values. The creation within the system of education
of a constantly and actively functioning artistic-
educative environment filled with the beating of
hearts of artists of various times and peoples, makes
it possible for each person to kindle such torch into
his heart and to rush along the path, complying
with these landmarks which develop during the
process of interaction of values with the creators
of the masterpieces of the world artistic culture.
Their great works of art extract young people
from the small, narrow circle of their personal life,
drawing them towards the large circle — towards
the circle of social life. Such is the opinion of L. S.
Vygotsky, which makes it possible for him to come
up with the conclusion according to which “art as
an unconscious element is merely a problem; art as
a social solution of the unconscious — this is its most
probable answer” [3, p. 43].

Discussion. The creation of an actively
functional artistic-educative environment presents a
goal for any educational institution which realizes
to the full extent its social and cultural mission —
the upbringing of a person who is the creator of the

culture of the third millennium. The environments
in which the “strings of community” are born and
strengthened, in which empathy is generated, as is
the ability of overcoming the boundaries of one’s
own “I” and the capability of accepting “alien”
worlds. The works of L. L. Nadirova demonstrate
in a convincing manner how harmful to culture in
general could be the effect of the great achievements
of technocratic civilization, which has taken the
path of ratio-centrism, the absolute priority given to
form and standards, rupturing the links of spiritual
unity and embodying the living orientation of
estrangement and eradication of the human element
in people. She presumes very justly that in such an
environment the possibility arises of transcending
the ‘“black-and-white” picture of the world and
achieving the possibility of viewing it in all of its
iridescence and polyphony, the possibility founded
on synergy, on the dialogue between the human
being and the universe, on the unity of knowledge,
experience and relationship, on the disclosure of the
personal meaning [14].

The disclosure of the personal meaning is the
goal which each reasoning personality inevitably
aspires to. As the Norwegian Slavist, philosopher,
culturologist, journalist and writer Peter Normann
Voge observes, nobody among us who consider
ourselves personalities is able to avoid the chase
“for the incomprehensible magnitude, which we
dub ‘I’ [6, p. 11]. No matter what heights we reach
in our professional achievements, the essence of
our own “I” continues to remain to a considerable
degree hidden under a multitude of seemingly
significant characteristics. It is impossible to come
to know this essence solely guided by the logic or
rational thinking, and it is for this particular reason,
when transforming within an artistic-educative
environment into a subject of artistic activity, (and
this includes the listener, the audience member
and the writer), the young man or woman embarks
on a search for him or herself, on the path of self
determination, the disclosure of personal meanings
and values, in which, according to the fair remark of
psychologist S.P. Ivanov, “his or her human content
is revealed... The spiritual-creative formation
of the volitant subject or personality objectively
emerges in the role of the fundamental factor of
social practice on all the stages of self-development
of the system of “the human being — the world.”
in connection with this, objective perception of
the psychological role of the artistic activity of
the human being, determining in a special way the
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semantic and living “density” of the spiritual sphere
of social practice, presents a highly relevant aim of
the science of psychology” [Ibid., p. 3—4].

This brings forth the most convincing argument
in favor of the necessity of creating and functioning
in the contemporary system of education, where
a professional preparation of builders of the new
world, the artistic-educative environment will be
held in a most prominent position. It is particularly
in such an environment that the need for the
creation of an ideal model of culture arises, making
it possible to hope for a positive development of
the socio-cultural dynamics within the space of the
third millennium. It generates that “maquette” of the
future universe, which manifests the highest values
of humanity, the perceptions of Good and Virtue,
Beauty and Spirituality. And if we agree with the
opinion of V. Karavkin that “culture as the entirety
of what is created and established by the community
of people is always directed not only outwardly, but
also inwardly, acclimates, comprehends and grasps
itself” [9, p. 23], itfollows that the human being
— the product and creator of culture — presents in
himself a unique entity, for which the processes
of knowledge and self-knowledge are inseparably
connected. At that, it must be noted that the processes
of knowledge frequently turn out to be much more
successful than the attempts even to come closer
to that incomprehensible magnitude which it is
customary to indicate with a capital letter, as the
only one and inimitable “I.”

The artistic-educative environment provides
the understanding that “if art indeed teaches
anything (and, first of all — the artist himself), it
is the particularities of human existence. Being
the most ancient — and the most literal — form
of private enterprise, it, whether intentionally or
not, encourages in the human being particularly
his perception of individuality, uniqueness,
separateness — turning him from a social animal
into a personality. Many things may be shared:
bread, lodgings, convictions, even an object of
love — but not a poem of, say, Rainer Maria Rilke.
Works of art, literature in general, and poetry in
particular, turn to the human being in a téte-a-téte
manner, engaging in direct relationships with him
without intermediaries... In other words, into the
zeros which the devotees of universal good and
overlords of the masses attempt to operate art
inserts ‘a dot, a dot and a comma,’ transforming
each zero into a human smiley face, albeit, not
always an attractive one” [2, p. 7]. One of the

greatest 20" century poets, Joseph Brodsky, to
whom this utterance belongs, defined in a very
precise way the essence of functioning of the
artistic milieu — the acquisition of one’s own face,
one’s own view of the world. For Brodsky it is
obvious that aesthetics has been at all times and
has remained “the mother of ethics,” that source
from which personality draws its perceptions of
Good and Evil.

It must be noted that in many educational
institutions there is always work carried out in
creating an artistic-educative environment. Each
one of them solves this problem in its own way. At
the center of such models there may be literature
and poetry, or painting and sculpture, or theater,
which possesses great possibilities for influence
on people’s souls. Among the most successful
models we must highlight the experience of the
St. Petersburg Polytechnic University of Peter
the Great, which was able to create an artistic
environment, in which during the course of ten
years with great success creative personalities
of future builders of the socio-cultural space
of Russia have been nurtured. In 2007 at the
university there was an educational project carried
out, which was called “Musical Semesters at the
Polytechnic University.” In the university’s White
Hall, remarkable for its beauty and nobleness, there
were lectures-concerts organized, which involved
the participation of the symphony orchestra and
outstanding soloists, in performances of which the
students were presented with the possibilities not
only of discovering for themselves a new artistic
space, but also becoming involved in the unique
process of artistic activity: as listeners, researchers
and critics. At this university they they freqently
cite a phrase belonging to Vladimir Grigoryevich
Shukhov — a Russian engineer, scientist and
inventor, who lived in the late 19" and early 20™
century. This phrase in essence became a motto
of this project: “Technical thought is inseparable
from art, literature and music. I cannot think of
an engineer devoid of culture. Without becoming
familiar with Pushkin and Lermontov, Chekhov
and Tolstoy, Repin and Tolstoy, he will not achieve
anything. An engineer must think in a symphonic
manner.”

These are remarkable words, to which one may
only add that thinking “in a symphonic manner” is the
prerequisite of every artistic person, since thinking
“in a symphonic manner” means that a person has
the capability of sensing and understanding all the
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infinite diversity of the world, all of its iridescence
and counterpoint, that he is ready for a dialogue with
the universe, that he aspires to obtaining a totality of
knowledge, experience and relationship, i.e. that the
discovery of the personalized meaning is already
accessible for him, to which L. L. Nadirova invokes
to us in her works. Therefore it may be asserted with
certainty that the artistic-educative program which
was created for the development of the creative
abilities of the future milieu of engineers at the St.
Petersburg Polytechnic University of Peter the Great
is also appropriate to the same extent in a place
where future researchers of outer space or oceanic
depths, medics or biologists, etc. Each of them is
capable of experiencing aesthetical yearning, and
each of them, because his or her formation takes
place in a special artistic-educative environment,
begins to realize that creativity in any field of
activities in one way or another intersects with the
artistic element, with artistic perception, which
we have a right to characterize as a special type
of creative activity calling for exertion of spiritual
forces, quite comparable with what an author of
great masterpieces applies during the process of
their creation.

And this presupposes that the “social
effectiveness of artistic creativity, the impact of
art and literature on the formation of a person’s
character, on his or her worldview, life orientations,
and essential particularities of artistic perception
present a problem that pertains to both art studies
and psychology” [1, p. 465]. This is undoubtedly
so, but it also poses a serious pedagogical problem,
the solution of which is possible only in the event of
humanitarization of education, the inclusion into the
educational space of an actively functional artistic
constituent.

In order to sum up the carried out analysis of
the issue of humanitarization of the present-day
system of education, let us turn to psychologist
and culturologist K. Selchenok, who when
contemplating of the role of the artistic principle in
the life of the human being, asserts with certainty
that “we are all artists without exception. Our
actions depend upon our own perceptions, from our
perception of problems and the intuitive judgment
of the resources which allow us, in correspondence
with our inner nature, to shape the fabric of our
own individual existence... True human happiness
consists in the perception of beauty and the resultant
creation of what is beautiful... At that, each one of
us in the production of the play of his or her life

is simultaneously a playwright, a stage manager,
a critic, an audience member and each one of the
actors at once... The artistic is not in the least a
synonym for the artificial, farfetched or unnatural.
The truly artistic is always something alive, living
and life-creating.” [19, pp. 432-433]. The carried
out analysis makes it possible without any doubt
to concur with the opinion of psychologist and
culturologist K. Selchenok.

For him it is absolutely obvious that “in order
to become a free and happy person, it is necessary
to understand that we are not in the least robots, but
brave and sensitive artists. Such is the only alternative
to the all-absorbing cruelty of the machine-like
civilization. True art is intuitive by definition, since
in its artistry it draws meanings, forms and contents
concealed in the unfathomable depths of the artist’s
soul. It is not possible to teach artistry, but it is
possible to allow it to open up and gain a foothill...”
[Ibid., p. 436]. The artistic-educative environment
in the contemporary institution for higher education
is indeed that venue where artistry is not taught,
but presented with the possibility of disclosing and
establishing such qualities which are indispensible
to each creative personality which set up on the
path of building his or her own universe. Such a
milieu forms the aesthetic attitude towards reality,
changing the angle of its perception. A person begins
to search for and find the beautiful not only in nature
or art, but in everyday activities, in the society in
which he or she lives. The unquenchable yearning
for the beautiful is one of the main characteristics of
a creative personality. The yearning for the beautiful
— this is what makes up that spark, due to which a
person’s creative gift blooms.

Conclusion. It is very important that in the
present day, in our complex and very pragmatic
world, where it is necessary to think constantly of the
market of labor, the competitive qualities of future
graduates of an institute for higher education, their
competency, their readiness to realize in practice
the knowledge they received during the process of
education, it does not suffice for the contemporary
system of education to forget that we are all artists,
since each one of us from the time of our birth is
installed with “the spark of Mozart.” Moreover, so
that everybody who in the present day constantly
turns to the problem of improving the quality of
education, the perfection of the existent system,
would see for themselves that the cognitive interest
and cognitive activity of each student, presently
very remote from the sphere of art, is able, due to
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the “spark of Mozart” disclosed in him or herself,
unexpectedly augment and show him or herself
absolutely new means of self-realization.

And this will certainly occur, if in each
educational institute its faculty members will
realize the necessity of preserving of this spark,
which is part of the inner nature of the human
being, determining the specificity of his or her
individual existence. And the created artistic-
educative environment will adjust the perception
to the achievement of beauty and the creation of
the beautiful. Of course, not a single system of
education is capable of arranging that sole “play of
life”” in which the student of yesterday will begin to
prove him or herself a playwright, a stage manager,
an actor, an audience and a critic. Not a single
system of education is capable of guaranteeing that
in each of these manifestations a person would be
equally gifted.

A Dbrilliant “playwright” may in his or her play
of life turn out to be not a very successful “actor,”
and then his or her grandiose intensions would not
be able to manifest themselves in equally grandiose
achievements. Or, on the other hand, not being
such a brilliant dramatist, not ready to think over in
detail the development of his or her “play of life,” a
talented and bright “actor” would be able to improve
the defects of the intention, to find an unexpected
solution, intuitively applying the resources hidden
in the depths of his or her creative nature. But for
each of its nurslings the system of education must
provide aid in disclosing his or her designation,
to invoke each one to the creativity of his or her
own destiny, designing the process of unfolding the
personalized meaning, which is the most fascinating
and the most fruitful activity in a person’s life. At
the same time, the aesthetic pleasure experienced in
the process “becomes a sign of participation of each
person in the boundlessly open future of culture”
[S, p. 249].

This sign becomes a testimony that the person
begins to sense him or herself the creator of his or
her soul, the creator of culture, and an artist, since
“art is nothing other than feeling.” But, as Auguste
Rodin fairly observes, “without technical skills the
most vivid feeling will be paralyzed. Whom would
the greatest poet turn into in a foreign country,
without the knowledge of the language?” And,
furthermore, he suggests to everybody who yearns
to say their word about their chosen artistic path:
“Patience! Do not count upon inspiration. It does not
exist. The only qualities that are indispensible for
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the artist are: wisdom, attention, sincerity and will.
Carry out your work, as honest toilers” [17, p. 9].
Of course, the great Rodin was not entirely honest
in his utterance. The fact that inspiration does exist
was known to him firsthand. But the essence of this
utterance is that we must not wait for inspiration or
hope only for irradiation, that the artistic gift will
unexpectedly show up by itself. That each person
who realized the creative essence of his or her “I,”
who felt him or herself an artist, most exert the
utmost effort so that the “spark of Mozart” living
in him or her would never be extinguished. And the
aesthetic pleasure generated in the artistic-educative
environment becomes that lever who discloses the
bridges of inspiration, turning everyday work into a
joyful creative act.

Aesthetic  experience, aesthetic  pleasure
influences the structure of motivation upon fulfillment
of professional activities, directing thought towards
a search for the most precise, most effective, most
“beautiful” solution. And we are not at all surprised
when we hear that a mathematician revealed a
formula distinct with a special gracefulness and
beauty, or when colleagues admire the beauty of an
operation carried out by a wonderful house surgeon?
The capability of aesthetic experience emerging
during the process of engaging in professional
activities — this is one of the important indicators
of the integrity and the emotional saturation of
personality, its directedness at the social renewal and
invigoration of contemporary society.

Thereby, we have a right to consider the process
of humanitarization of the contemporary system of
education, the creation in it of an actively functional
artistic-educative environment as a special
factor of cultural politics, as a powerful resource
making it possible to fulfill a social commission
put forward by society which aspires to further
development of the culture of one’s country. The
creation of an artistic-educative environment where
the professional and spiritual elite of our society
is cultivated is a guarantee for overcoming the
narrow-specialized, narrow-institutionalized goals
in teaching and bringing up future specialists. This
guarantee of active participation of youth in the
solution of a broad circle of socio-cultural goals
standing before our contemporaries, a guarantee of
social maturity and activity, the generation of bold
projects, innovational models, new creative styles,
the guarantee of providing integrity in the process
of the professional and personalized formation of
the human being of the 21* century.
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So that the Spark of Mozart Would not be Extinguished:
Concerning the Issue of Humanitarization of the Present-Day Educational System

P

The article substantiates the necessity of humanitarization of the system of education, which is compelled to
constantly overcome numerous contradictions characteristic for the contemporary globalizing world. These include
the sharp crisis of civilization, implicating a growing aggression in society, as well as the specificity of information
civilization, leading to standardization and unification of cultural values and a constantly increasing onslaught of
mass cultures, which is not in the least conducive to spiritual flourishing of humanity. A whole set of significant
aspects of the issue are disclosed, the immense relevance of which is determined by the interest in it on the part of
the members of the scholars’ community: philosophers, culturologists, sociologists, psychologists and pedagogues.
Based on the results of her research, the author of the article presents the chief methodological approaches to the
posed issue and the mechanisms conducive to overcoming the existent contradictions. The conclusion is arrived at,
according to which the humanitarization of the present-day system of education presents an effective instrument of
social adaptation of personality, the realization of its creative potential and, consequently, of social recovery and the
renewal of contemporary society.

Keywords: humanitarization of education, spiritual values, inter-cultural dialogue, aesthetics of thinking, aesthetics
of spiritual experience, artistic space of culture.
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Yrto6bl He yracAa uckpa Mouapra:
K Npo6AeMe ryMaHMTapU3aL MM COBPEMEHHOM CUCTEMbI 0Opa3oBaHuUS

—_— o

B craree 060CHOBBEIBaeTCS HEOOXOANMOCTh TYMaHUTAPU3ALMK CHCTEMBI 00pa30BaHUs, BEIHYKICHHONW IOCTOSHHO
IIPEOI0IEBATh MHOXKECTBO IIPOTHBOPEUNH, XapaKTEPHBIX Al COBPEMEHHOTO II00ATM3UPYIOLIETOC MHpa. JTO U
OCTPBIM IUBIIN3AIHOHHBINA KPU3UC, BICKYIINH 3a OO0 HapacTaHHE arpecCHH B OOIIEeCTBE, W CIeru(puKa WH-
(hopMaLMOHHON UBUIN3AINH, BEAYIIAs K CTAaHJAPTH3aIUN U YHUGHUKAINN KyIbTYPHBIX [IEHHOCTEH, 1 TIOCTOSIHHO
YCHIIMBAIOLINHCS HATUCK MAacCOBOW KyJIBTYPBI, OTHIOAb HE CIIOCOOCTBYIOIIHI yXOBHOMY PAacIBETY UEIIOBEUECTBA.
PackpsiBaeTcs menblid psii 3HAYUMBIX aCIIEKTOB NMPOOJIEMBI, YPE3BBIYAHHYIO0 aKTYaIbHOCTh KOTOPBIX OIPENENAET
HMHTEpEC K HEW CO CTOPOHBI MPEICTAaBUTEIEH HAYIHOH 00IIeCTBEHHOCTH: (HII0CO(OB, KyIbTYPOJIOTOB, COIIHOJIOTOB,
TICUXOJIOTOB, nefaroros. I1o pe3yasrataM MpoBENEHHBIX UCCIEIOBAHUI aBTOPOM CTAaThH MPEICTABICHBI OCHOBHBIC
METOZOJIOTHYECKUE MTOJXO0ABI K BBIABHHYTOH Ipo0iIeMe, MEXaHN3MBI, CIIOCOOCTBYIOIIIE IIPEOAOJICHHIO CYIIECTBYIO-
IIMX IPOTUBOpednii. JleTaercs BEIBOA, COMIACHO KOTOPOMY TyMaHUTAapHU3aIis COBPEMEHHON CHCTEMBI 00pa30BaHUs
SBIIAET c000 2P PEeKTUBHBIA HHCTPYMEHT COIMANBHON aJanTaluy JHIHOCTH, Peann3aiy € TBOPYECKOro MOTEeH-
1[paJa, a CIe0BaTeIbHO, U COLMAILHOTO 03[JOPOBIECHUS 1 OOHOBICHHS COBPEMEHHOTO O0IIECTBA.

KnrogeBble ciioBa: TyMaHHWTapu3anusi 00pa3oBaHUS, NYXOBHBIE IIEHHOCTH, MEXKYJIBTYPHBIH AWAJOT, HCTETHKA
MBIIIJICHUS], 3CTETUKA TyXOBHOTO NEPEXNBAHNUS, XyI0KECTBEHHOE IIPOCTPAHCTBO KYJIBTYPBI.
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«AMEPUKAHLUbI» B POCCUN:
OIMEPA E. ®OMUHA U BAAET K. KAHOBBHNO®

nepa E. M. ®omuHa «AMEpUKAHLBD) U

oaner K. KanoO60MO «AMepUKaHIIBI, WIH

CyactiuBoe KopaOJeKpyIieHHe» ObUIH CO-
yuHeHsl aBTopamu B lletepOypre ¢ 1788 mo 1792
rogsl. Ha cTpaHMmax HCTOpUM PYyCCKOrO MY3bl-
kasibHOro tearpa XVIII Beka Hepelko BCTpedaeT-
Csl TIOBTOPHOCTH JINTEPATYPHBIX MCTOYHUKOB, Xa-
pakrepHas aus penepryapa snoxu IIpoceemenusi.
HccnenoBanus «TearpaibHBIX OJM3HEIIOBY BCAKUI
pa3 MPUHOCAT BHE3AIHbIE OTKPHITUA. Tak, oOHapy-
JKUIUCh HEOXKUJIAHHBIE MCTOPUYECKHE, CHKETHBIE
¥ MY3BIKaJIbHBIE TTApajlIe MEeXAY «AMepHKaHIa-
M — IByMSI MaJION3yYeHHBIMH NTPON3BEACHISIMH.

Tema AMepHKH B HICTOPUH MY3BIKH TaHHOTO T1e-
proa He UCCleloBaHa U MPEICTABISIETCS BEChMa
WHTEPECHOW. AMEpHKa — eBPOTIEUCKUN «aHTHIIOM»
— ¥ cefiyac He Ka)XeTCs HaM MOHATHOW U OJIM3KOM.
Kak Beimmsanenn Ameprka U aMepHKaHIIbI B I1a3ax
Hamux cooreuecTBeHHNKOB B X VIII Bexe?

Kax m3BecTHO, AMEpHKY HacesUld TUIeMEHa
WHJCWIIEB, HE 3HABIIMX NUBWIM3AIMA. AHTUTE3a
«IMKAA aMEepUKaHCKHHA BapBap — OOpa30BaHHBIN
eBporeel MosBiIseTcs B 31oxy lIpoceemenus u
oOHapyXMBaeTCsi BO MHOTHX TeaTPaJbHBIX IPO-
u3BeneHuAX. Takke €BpONEHCKUM yKIIaJ KU3HU
IIPOTUBOIIOCTABISUICS KYJIbTypaM «IK30THYECKUX)
crpad — Typuun, Uaanu, Kuras, u Ameprka Obiia
B ux yuciie. Bo Bropoii nosnosune XVIII cronerns
Ha CLEHaX POCCHUMCKUX TEeaTpoB aMEPUKAHCKas
TE€Ma CTAHOBUTCS NOMYJISIPHOM.

s mpumepa odparumcs k nposiory A. I1. Cy-
mapokoBa «lIpubexumie moOpomerenn» ¢ My3bI-
xoit I Paymaxa u M. IllTapiepa, ¢ xopeorpadueit

He snademenwv s Cepans,
He apan, ne mypox .

3a yumusoeo kumaiiya,
I'pyboco amepukanya,
TTouumame mens nenwvss'.
A. C. Ilymkun

®. Iusdepannra. [IpennonoKuTeIbHO MpeMbepa
CIIEKTAKJII cocTosutach 5 ceHtsops 1759 roma. B
CHeKTaKie ObUIN 3a/IefiCTBOBAHBI TIEBIIBI, ApaMaTH-
yeckue akTépsl (cpenn HUX O. Bonkos u U. Jimu-
TPEBCKUil), TaHNOBIIUKHA. COYMHEHHE HAIHMCaHO B
CTHXOTBOpHOH (opme [7, c. 99-134]. Amneropu-
YecKre ¥ MU(OIOTUYECKHE TIEPCOHaKH MTOBECTBY-
10T 0 nobpozaerensx Poccru, BocxBasssi MOHAPXOB
— Ilerpa I u ero mous Enmzasety. [oGponerensim
MIPOTHUBOIIOCTABJICHEl BapBapCcKHe OOBbIYaW JIPYTUX
HapoaoB. B xome moBecTBOBaHMS pPa3bITPHIBAIOTCS
CIICHKH Mexay napamu AsuaroB, AQpHkaHIEeB u
AwmepukaHeB. AMEpUKaHCKUHN 3130/ CTAHOBUTCS
KyJbMHUHAIMEN CIIEKTaKIIS: aMepUKaHel U aMepH-
KaHKa, OJUIIETBOPSIS M3THAHHBIA U3 CBOMX 3€MEIb
U TIOpa0OIIEHHBI EBPOINEHCKIM THPAHOM HAapO[,
3aKaHYMBAIOT XKU3Hb caMoyOuiicTBoM. [eHnit mon-
BOJZIUT UTOT, Ha3bIBas EBPOIIEHIIEB OECUEIIOBEYHBIMU
1 BOCXBAJISIS IOCTOMHCTBA POCCUICKOW MOHAPXUHU.

I'epounst Tparenuu Bomsrepa «Amnb3upa, wim
Awmepuxanup (1736), nepeBenéHHON Ha pycCKUAl
si3bIK J1. Y. OHBU3MHBIM M U3/1aHHOH B cOOpaHUM
ero counnenuit (1761-1762), mous BOXKIS HMHKOB
Anp3upa, COEAMHMIIA CBOIO JKM3Hb C HMCIIAHCKHUM
KOHKHCTaJ0pOM JTIOHOM ['ycMaHOM, CBIHOM U TIpe-
emHuKoM mpaButens llepy mona AmnwsBapeca. EE
BO3IIO0JICHHBIN 3amMopa, CAUTABIIUNACS TOTHOIITNM,
MIOMHUMAET BOCCTaHHWE W yOHWBaeT conepHuka. Ile-
pen cmepThio ['ycMan npomaeT 3amopy.

Pycckuii akTép M aBTOp ApaMaTHYECKUX IPO-
mBeaeanii [1. A. [11aBUIBIIUKOB COYMHIII JIUPHU-
YEeCKyI0 Tpareauio B JBYX JEHCTBHAX C XOpaMHu U
6aneramu «Jlenca, nnm J{ukne B Amepuke» (My3bl-

* Crarpsl BRIIONHEHA Tipu monaepykke rpanta PTH® «Pycckuii GamerHsiit Tearp Ha pyoexe XVIII-XIX BekoBy,

npoekT Ne 16-0400473.
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ka K. ITouuu, npembepa B MockoBckoM IleTpoBckoM
tearpe, 1799). B nmentpe 31oit ucropun — ricHHAS
aHmIMYaHka JleHca, OKOHYMBIIASA JKU3Hb HA JKEPT-
BeHHOM KocTpe. CIeKTaKiIh HAIMOIHEH OOpPSIO0BHI-
MU CLEHaMH M «3K30THYECKHM» KOJIOPUTOM, TOJ-
4EPKHUBAIOIIUM BapBapCTBO TUKOTO TNIEMEHH.

Hpyras «ameprKaHCKas» HCTOPHS, TTOBECTBY-
OIIasl O KU3HU MHJIEHIIEB-UHKOB, MOJTydniIa KU3Hb
cpa3y B HeckobKux omepax. C 1784 ronga mpu aBo-
pe Exarepunsl Il pabotam UTambsHCKUN KOMITO3U-
top Jx. Captu. On pusé3 B Poccuto cBoro omepy
«Mnamunma» (mpembepa B MmiIaHckoM Tearpe «La
Scalay, 1783) na mubperro ®@. Mopertu. JI. Kepy-
6unn, yuenuk Captu, B 1783 counnnn B Munane
Ha TO e JTHOPETTO OIepy ¢ OAHOMMEHHBIM Ha3Ba-
HueM. B 1788-m (ron co3manus «AMEpHKaHIIEB
E. ®omuna) /. Ynmaposa, CMEHHBIINN HEHAJOIN-
ro CapTu Ha MOCTY MPHIBOPHOTO KOMIIO3UTOpA U
KarenbpMencTepa, Hamucan Ha audperro Mopertu
onepy «Jlea Comrmay. JleiictBue Bcex TpEX mpo-
n3BeneHuil npoucxomut B Ilepy XVI Beka. Mouo-
JIOW KaCTHIILCKUH TBOPSHUH DHPHUKO, TePOM UCTIaH-
CKOW BOIHBI, BRICAKUBAETCA Ha Oeperax MMIEpUU
nHKOB. OH BiroOnsercsa B Mnamuny, /ey Comnna.
Bo Bpewms 3emieTpsaceHust pymuTcs Xpam, B KOTO-
pom cayxutr Wpanuma. DHPHKO crHacaeT BO3JIO-
OneHHyr0 U yoexmaeT e€ Oexarb ¢ HUM. beryenb
novmMansl, U Mpanuny AOMKHBI TOXOPOHUTH 3aKH-
BO. DHPHUKO BBIPAKAET HAMEPEHHUE YMEPETh BMECTE
¢ Wnanunoii. Koposib MHKOB OTMEHSIET CTAPUHHOE
BapBapCKOe HaKa3zaHUeE.

B mocnenytomie rogpl HICTOPUN aMEPUKAHCKIX
WHKOB MPOIOJDKAIN pa3pabaThiBaThCsl HA POCCHIA-
ckoii criene. Hammpumep, B 1804 romy B IletepOypre
craBuinack apama A. KomeOy «/leBa Comnrma» (6a-
netsl Y. Bansbepxa), a B 1820-m L. ngmo cozmgan
«OOoNBIION TeponYecKrii OaneT B MATH ACHCTBUSIX,
YKpaleHHBIN UTPaMU, CBAIIEHHBIMH TaHIIAMH, CPa-
KeHHSAMH, Mapmamu U npod.» «Kopa u Anmonso,
nmu JleBa Comuniay Ha My3bIky @. AHTOHOJIWHH.
JIOMMHAHTON «aMEpPUKaHCKUX» CKHKETOB CTaHO-
BATCSA CpaBHEHHUSA: Mbl — OHH, EBpona — Amepuka,
LUMBWJIM3AIMS — BapBapCTBO, 3aBOEBATEH — PAOBI.
B nannom xontekcte npousBenenus omuna u Ka-
HOOOHO TPUOOPETAIOT OCOOBIN HHTEPEC.

Onepa EBcrurnes MnarseBuua ®omuna (1761-
1800) «AmepukaHie»y Ha TuOpeTTo MBana Anpape-
esnua KprpiioBa counHeHa KOMITO3UTOpOM B 1788
TOAY, OTHAKO MMpeMbepa e€ COCTOSIIACh JIUIIh B PeB-
pane 1800. B rox mepBoii TOCTAaHOBKHU OIEPHI OBLIT
HameyaTtaH KJIaBup, nepemsnaHHeid B 1895 rony y
IOprencona. Ilaptutypa «AMepuKaHIIEB» HE OIMy-

OnukoBaHa. Oniepa NpU3HAHA BBICOKUM 00pPa3oM
PYCCKO# TeaTpanbHOW MY3bIKH, HO TOIPOOHO OHa
HE U3y4eHa.

baner uranssHckoro xomnosutopa Kapno Ka-
HOO0mMO (1741-1822) «Amepukanusl, win Cyact-
JMBOE KOpaOJIEKpYIICHHUE» B HOTHBIX PYKOMHCIX
o3arnasneH «Ballo Americano. AMepHUKaHIbI, HIIH
lactomBoe KOpaOIeKpyIIeHNE». ABTOP MY3BIKH
MHOTO JIET CITy>KHJI pyCCKOMY JABOpY, ymep B Poc-
cun. baner HammcaH cmycTs BCETO YeThIpe Toaa
nociie ornepsl PoMHuHa — KOMIUIEKT COXPaHUBIIUX-
Csl PYKOIIUCHBIX OPKECTPOBBIX MapTUH JAaTUPOBAH
1792 romom?. TTodHOCTBIO My3BIKa OayeTa HEH3-
BECTHA, HOTHBIM TEKCT HE M3JaBaJICs, TUOPETTO HE
oOHapyxeHo. MHTepecHO, uTo Oaner, Kak u orepa
®omuHa, He OBLT TOCTABIIEH cpa3y — IepBas MocTa-
HOBKa cocTosiach He paHee 1798 roma. Bo3mox-
HO, OTKJIOHEHHE «aMEPHUKAHCKHUX» MPEMbEP B TOIBI
npasnenus Exarepuns! Il 6610 cHMIITOMaTHYHBIM
SIBIIEHUEM, O KOTOPOM CKa)X€M OTIEINIbHO.

Bce mocranoBku «AmepukaniieBy ®omMuHa, 0O
KOTOPBIX W3BECTHO NOKYMEHTAJIBHO, MPOXOINIH B
Canxkr-llerepbyprckom bonbmom (Kamennom) Te-
arpe. IIpembepa cocrosiiack 8 despanst 1800 roxa,
CHeKTaKknb Obul MoBTOpeH 24 u 28 sHBaps 1801
rona. B xonre ampens 1800 roqa @omuHa He cTajo.

Bbaner Kano06mo craBuics Ha OJHOHN CLieHE C
onepoil ®omuHa U e€1Ba JI1 HE B TE K€ CPOKU: U3-
BECTHO O mocTaHoBKax 11, 18 ceHTsOps u 2 oKTs-
ops 1799 rona, a 3arem 18, 22 siHBaps, 25 anpens u
24 aprycrta 1800 roma. XopeorpadhaMu CIieKTaKIIs B
pa3Hoe Bpems ykaswsiBanuch JI. dromnop, dx. Kan-
nuanu, . Banboepx. BoisicHUTD, KOMY W3HAYaIbHO
MIpUHAICKAIH CIIeHApuid U xopeorpadus «Ame-
pukaniieB» Kano06uo, Teneps HempocTo. J{romop
(1786—1853) B konme 1790-x ObIT COBCEM FOHBIM.
Kannmanwn, mocrosaHbi coaBTOop KamoO6mo, B
1792 romy, KOTOpBIM AAaTUPYETCs OajeT, yexaia u3
Poccun. Yuenuk Kannmanu WM. BannOepx Hawan
OasleTMEMCTEPCKYI0 AeaTeabHOCTh B KoHIe X VIII
CTOJICTHSI M BIIOJIHE MOT TIOCTaBUTH OaneT B 1799—
1800 romer. OT™METHM Cpasy, UTO orepa « AMeprKaH-
IbD» Ha TIPEMBEPHOM TOKa3e (2 BOZMOXKHO M TMO3/-
Hee) COMpOoBOXKJalach OaneToM ¢ xopeorpadueit
N. . Bansbepxa. HoTHBIN TEKCT omeprl HE comep-
JKUT OaJIETHBIX CIICH, B JIMOPETTO TaKke 00 3TOM
He ckazaHo. CiefoBaTebHO, OajieT MM OajleTHBIC
CIICHBI OBUIM BCTaBHBIMM M MODJIM HE IPHUHAJIC-
*katpb E. . ®omuny. BeickaxkeM rumnoresy, 4to of-
HOakTHBIN Oaner KanHoO60mo «AMEpHKAHITB» MOT
WUCTIOJHATBCS MEXIY IEUCTBUAMH OJHOUMEHHOU
JBYXaKTHOH ornepsl @PoMHHA.
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B 1788 romy omepa Obl1a mpUHSTA K TTOCTAHOB-
ke, HO I1. A. ColiMOHOB, «JIUPEKTOP HAJ 3peIHrIIa-
MU U MY3BIKOI», paCKpUTHKOBaN €€ TeKCT. B oTBeT
H. A. KpbutoB Hammcall micbMO, TIOCTIE KOTOPOTO
OTIepY CHSUJIM CO CIEHBI: «PELIMIICS S OTaTh HA Te-
aTp IpyTylO OIepy MOEro COYMHEHHs, MOJ Ha3Ba-
HUEM “AMepHKaHIbI’, HA KOTOPYIO YK€ U My3bIKa
nosnoxxena r{ocroguHoM | GOMHHBIM, 0J00PEHHBIM
B CBOEM HCKyccTBe OT bomoHcko#l akagemun arre-
CTaToM, JIJTAIOIINM YECTh €r0 3HAHUIO U BKYCY; UTO
K JI0O MOUX pedeH, TO OHU 0JI0OPEHBI TOCIIOAMHOM |
JMuTpeBCcKUM, KOTOPOTO OI0OpPEHHE, 110 €ro Mo3Ha-
HUSM, JUIA MEHsSI HE MEHEee Ba)KHO, KaK M aKaJeMHU-
4yecKui arTecTar <...>. Balie npeBocXoIuTeNbCTBO
M3JIAJI TIPUTOBOP, YTO MOIO OTIEPY HE MOXKHO TIpeJi-
CTaBUTbH, JIOKOJIE HE OyaeT B HEH BBIKUHYTO, YTO
JIBYX €BPOIIEHIIEB XOTAT MPUHECTH HA KEPTBY, U YTO
3TO PEBOJBTUPYET, KaK BbI U3BOJIMIIM CKa3aTh, CITy-
marenei» [4, ¢. 333].

JeiicTBre «AMepHKaHIEeB» MPorucxoaut B FOx-
HOW AMepuKe, B TIEpHOJ TOKOPEHHUA WHAECUCKHX
mieMEH mcraHmaMu. Mcmanckuil BEIbMOXKAa M €ro
cinyra Doser U3 NOCeNeHUs 3aBOEBATENIEH OTIPAB-
JISIOTCS HA TIOUCKH cecTphl | 'ycmaHa DnbBHPHIL, I1e-
HEHHON «HAYAILHUKOM aMEPHUKAHIEB» ATIEMOM.
Auem BmoOnén B OnbBupy, a 'ycman u ®orer B
cectép Anema — llumapy u Copety. Atiem 3actura-
€T UX BO BPEeMs CBUIAHUS U BEJTUT C)KE€Ub MCIIAHLIEB.
OnpBUpa BeTymaercs 3a Opara, 1 ALieM BeTTHUKOYyIII-
HO OTMEHsET Ka3Hb. [logocneBminii oTpsia McHaH-
1eB O6epet Arema B TUieH. ['ycMaH B CBOIO odepenb
MpHUKa3bIBaeT ero ocBobonuTh. Omnepa 3akaHYHMBaA-
eTcsi BCeOoOIINM COTIaCHeM, TPH CYACTIIMBBIE Maphl
otnpasistorces B Mcnanuro.

Heg3upas Ha cBoil nporect, KppuloB Bcé-Taku
BHEC M3MEHEHHS B TEKCT M CHOBA IE€pefal OIepy
B TeaTpajbHyl0 aupeknuio. «M 3a cum orBeToM —
numer oH CONMOHOBY, — UMEI ST 4YeCTh XOAWTH K
BallleMy MPEBOCXOAUTEIBCTBY IIECTh MECSIIEB,
BpeMsi, B KOTOpO€e OBl MOTJIa MOSI OTlepa JaBHO HITH
Ha JIpyrux tearpax» [4, c. 333]. Bomokura ¢ mocra-
HOBKOH «AMEPHKAHIIEB» MPOAOIIKAIACh B TEUCHUE
1789 roma. Omepy, coO3IaHHYIO CITYCTS TPH Toja Io-
clle Myra4éBCKUX OYHTOB, CHSUIM C pernepryapa Io
UAeoNIoTHYecKuM npuanHaMm. B mapre 1789 mpou-
3onuta DpaHITy3CcKass PEeBOIONHSI, U OTO COOBITHE
okazanoch perratormmm® [8, ¢. 420]. TIpembepa Oa-
jera «AMEpUKaHIB» MOria ObITh OTKJIOHEHA MO
TEM K€ TIPEATIOTOM.

Ilocne cmeptu Exarepunsr II (u He3amomro
nmo rubenu Ilasna I B mapte 1801) omepa BepHy-
Jlach Ha CIIEHY, HE YTPAaTUB aKTyaJbHOCTH CIOXKETa.

[Ipembepa cocrosiack Oiaromapsi BMEUIATEILCTBY
A. U. Knymmna, npyra u xomeru U. A. Kpsinosa,
KOTOPBI B 3TOT MEPHOJ 3aHWMAJ JODKHOCTH pe-
J)KHUccE€pa U 1I€H30pa POCCHUMCKOM HMMIIEpaToOpCcKon
Tpynnsl. B kimaBupe onepsr 1800 roma m3ganus o
pasMeniaer npeauciioBue, rue onaromaput Jupek-
Topa mMmIeparopckux TearpoB A. JI. Hapwrmkmaa
3a BO3MOXKHOCTbH IPEJICTaBUTh COUMHEHHE Ha CYI
nyOJIMKK W THIIET, YTO COOCTBEHHOPYYHO «OTpE-
TaKkTHpoBa» nuOperTo KphLioBa, 3aMeHHS BecCh
npo3anueckuii TekcT. OO0 00CTOATENBCTBAX TOJI-
TOTOBKH OIIEpHl Ha CLIEHY y3HaéM M3 JOKYMEHTOB
ApxuBa Jlupeknuu WMIEpaTopcKux TearpoB [1,
c. 579-580, 641-642].

OcraBnsis 32 paMKaMH HEOOJIBIIION CTaThH TPO-
0J1eMBbI KOMIIO3UIINH OTIEPBI M OaseTa, CKOHIICHTPHUPY-
€M BHUMaHUe€ JINIIb Ha 0COOCHHOCTSAX MY3bIKaJIbHOM
XapaKTEePUCTHKH «aMEpUKaHCKOW» c]epsl. ABTOPHI
TearpaibHbIX HpousBencHusix XVIII Bexka Hepen-
KO 00paliairuch K COMOCTABICHHUIO E€BPOIICHCKOTO
«9K30TUYECKOT0» MaTepualioB, mpubderas s 3TOro
K U30ILPEHHBIM U OCTPOYMHBIM cpenicTBam. [Ipuayn-
JIUBBIE PUTMBI, CHHKOIIBI ¥ KOMHYECKasi OPKECTPOBKa
COITyTCTBYIOT a()pUKAHCKUM, TYPEIIKUM, a3UaTCKUM
nepcoHakaM orep u 6anero. JlocTaro4HO BCTIOM-
HUTb «IHBIYAPCKYIO», «BAPBAPCKYI0» MY3BIKY, IIPOY-
HO BOIIIEIIYIO B OOMXO.

Oobparumcss k Oanery Kano06uo. banerHbie
HOMEpa BBIIEPKaHBI B IMPOCTHIX MECEHHBIX (hop-
Max. My3bIKaTbHBIA CTHIIL Oaiera BOMpAeT 4epThl
KaK TMOMYJISIPHBIX TAHIIEBAJIBHBIX JKAaHPOB (MEHY?-
Ta, TaBOTA, MOJIOHE3a, TAPAHTEIUIbI, CHIIMINAHBI U
Ip.), TaK W HETAHIEBAIbHON HWHCTPYMEHTAJIHHOU
My3biku. KaHOOOMO coderaeT CIOMTHBIA MPHHIUIT
OpPraHM3alMU C 3JIEMEHTaMH CKBO3HOTO pPa3BUTHS,
IIpeoI0ieBast TPaHUIBI OPMEI.

Uzydyenue cruneBbix ocoOeHHOCTEH Oanera u
€r0 MY3BIKIbHOM IpaMaTypriul O3BOJIAET YIOBUTh
OCHOBHBIE JINHUH CI0KETa, KOTOPBIN HE YaJI0Ch BOC-
CTaHOBUTH. Vcxons n3 Ha3BaHUs Oanera v OMUpasich
Ha nonyispsasle crokersl X VIII Beka, nonsiraemcst
npencraButh (adymy. EBponeiickuii kopabnb Tep-
IIUT KpyIlIeHne y 6eperoB AMepuKH, B KHUBBIX OCTa-
ércst Hekuid repo (Wimm HeckonbKo). [Ipomcxomut
BCTpeda ¢ abopureHamu — nHAeHamu. Bo3moxkHo,
repod 3HAKOMUTCA C MPEKPACHOW HE3HAKOMKOMA.
BosnukaeT KOHQIHKT ¢ €€ OKpyKeHUeM (Harpumep,
TUICH, BAPBAPCKHIA 00T JKEPTBONPUHOIIICHHS, Cpa-
xeHune). Victopus 3akaHYMBaeTCs IyJeCHBIM M30aB-
JICHWEM W 3aKiodeHueM mupa. O003HaYMM 3Tambl
MY3BIKaJIbHON Apamarypruu: Oyps U Kopabiexpy-
menne (3aBsa3ka, Ne 1) — nmupuko-gpamarHgeckas
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30Ha (pa3ButHe, Ne 2—8) — reporko-apamMaTuaecKas
30Ha (TepeoM IeicTBrA U KyiabMuHaIms, Ne 9-20)
— cyacnBas paspszka (Ne 21-24).

IlepBbIit HOMEp OajieTa BIIOJIHE COOTBETCTBY-
€T KapThHEe MOPCKOW OypH, B KOTOPYIO IOMNAJacT
KOpabib. DTOT HOMEP HAYMHASTCSI C 3aTHIIbBS, IIe-
pepacraromiero B yparan. My3blka JOCTHTaeT Jipa-
MaTHYeCKOI KyJIbMHUHAIIMU W CTUXACT, JABHKCHHC
MOCTENIEHHO 3aMeJIsIeTCs U OCTaHaBnuBaercs. He-
CKOJIbKO HOMEPOB OaJieTa TOCBSIIECHBI JINPUICCKUM
1 JHMPHUKO-ApaMaTHYeCcKUM obOpazaMm. DTH HoMmepa
pacIoNnoXeHb! PAAOM, 00pa3ys AMHBINA JTNPUIECKUN
010K B Havase npousseaeHus. bombioe Mecto B Oa-
JieTe 3aHUMAIOT JICHCTBEHHBIC HOMEpa repOMKO-/Ipa-
MaTH4YEeCKOT0 Xapakrepa. B 0CHOBHOM OHU HATMCAHBI
B 6LICTpLIX TeMIIaX, B MUHOPHOM JIajay. Hx MY3bIKa
pa3BUBAETCS CTPEMUTEINBLHO, UCTIOJIb30BAH IIUPOKUI
JIMarna3oH, OBICTPBIE BUPTYO3HBIE MTaccaxH, pandap-
HbIe 000POTHI, MyHKTUPHBIE PUTMBL. OIUH U3 3THX
HoMmepoB (Ne 18), BeposiTHO, OaTanbHast TAaHTOMHMA C
OCTaHOBKaMH Ha KyJbMUHAIIHUSX, IPEPHIBUCTOH (pa-
3Hp0BKOI71, pasMalIMCTbIMU CKa4YKaM#H B MEJIOAWU.

Briaenum rpynny HOMEpPOB, C ITOMOLIBIO KOTO-
PBIX, KaK BUIUTCS, KOMIIO3UTOP OXapaKTepu3oBai
aMepuKaHckux nHaekes (cM. Ne 8, 10, 13, 15, 16,
19, 21, 22, 24). Ix oObeauHSET, MPEXKIE BCETO, MY-
3BIKAJIBHBII MaTepua — IPUXOTIUBBIE PUTMBI, IPY-
OoBaTast MeOaNKa B JyXe HapOAHBIX TaHIEB (TIpH-
mep Ne 1).

K. Kano66mo.
Baner «Amepuxanipny, Ne 8

[Tpumep Ne 1

Allegro assai

[Ipennonoxenne o TOM, YTO 3TO UMEHHO «ame-
pUKaHCKas» My3bIKa MOATBEPKIAETCS B Mapiie
Ne 15, He oTHOCSIIEMCS TIO CTUIIIO K €BPOTIEHCKON
BOEHHOH My3bIke (rmpumep Ne 2).

K. Kano66mo.
baner «Amepukanib», Ne 15

[Tpumep Ne 2

Allegro

[Toxoxxne mpuéMbl HaXOOUM B «AQpPHUKaHCKOM
TaHue» u3 6anera B. Maptun-u-Conepa «llokuny-
tag dunona» (1792), ucionHseMoM HYMUIUICKH-
MU MaBpamu [5, c. 358].

domuH mpeiaraeT 0osiee HEOKUIAHHYIO MY-
3BIKAJIBPHYIO XapaKTePUCTHKY CBOMX aMEPHUKAHILIEB,
TOHKYIO M HPOHWYHYIO. Ero counHeHmne oxBarbIBa-
€T JKaHPOBBIC YEePThI UTAIBSIHCKOU OmephI-Oydda u
reponyecKor omepsl craceHus. Bmecre ¢ TeM, 0HO
COZCPKHUT Pa3rOBOpPHBIE AHMAJIOTH, XapaKTEpPHBIE
U151 ppaHIly3CKOM KOMHUYECKOH OIephl 1 HEMEIIKOTO
3uHrIITIE. Onupasch Ha MY3BIKAJIbHYIO JEKCHKY
MO3[HETO KJIACCHULIM3MA, CO3/1aBas IIPOEBpPONEH-
CKUI BapHaHT XKaHpa (B CPaBHEHHH C €ro ke «SIm-
IUKaMy Ha mojactasey», 1787), GoMHUH HE3aMETHO
MPUBJIEKAaET B «AMEPHUKAHIIEB» HalUOHAJIbHBIN
PYCCKHI 3JIEMEHT.

BnepBbie «pycckuid» KOJOPUT MPOSIBISAETCS B
nmapTisix «amepukaHok» (!) — cecrép Amnema llu-
Mapbl 1 CopeThl, HATOMUHAs MOTHUB TUTACOBON «AX
BbI, ceHn» (mpumep Ne 3).

[Tpumep Ne 3 E. ®omuH.
Omepa «AMepukaniby. KBaprer 1. I, No 1
[Andante moderato]

1 r'y
T o — T 2 e e s

o

He oTpa. . Teck BM Ha . Ipac.Ho, au;onm'mynmsun ox . uk.

MoxHO OBUTO OBl CHECTh 3TOT MY3BIKAJIBHBIN
(¢parMeHT 3a Kyph€3HOE COBMAJIEHHE, OJHAKO B
CIIeHE COXOKeHHUs ucrnannes abopureHamu (1. 11, Ne
13, 14) MoTHB TpOSBISIETCS MBaXIHI. BoKaabHBIC
cTpodsl xopa amepukaniies (Ne 13) cMeHsOTCS Op-
KECTPOBBIMH PHUTYPHEISIMH, BEPOATHO, TIPEAHA3HA-
YeHHBIMH JIJISl TAHIIA WM TAHTOMUMBL. OHH UMEIOT
TaHIEBANbHBIN XapakTep, a MECTAMH HAIlOMHHAIOT
PYCCKHH TUTSICOBOM HAWUTPBIII — IIPHUIIEB MECHU «AX
BBI, CEHI» U OTTEHAIOT CAEPKAHHYIO MOJIHUTBY TOIO-
X, oopaménnyro kK Comaiy (mpumep Ne 4).

[lapTuss BOMHCTBEHHOTO AlleMa HCIOJHEHa B
orepe IpamMaTu3Ma M MaTeTUKH, HachIIeHa MapIie-
o0pazHbiMu U (daHdapHbEIME deMeHTaMu. Ho u B
€ro Marepuaj MPOHUKAET TePON3HPOBAHHBINA Bapu-
aHT pycckoit sscoBoi (x. 11, Ne 14, mpumep Ne 5).

‘YkazaHHBIE IUTATHI Pa3MEIIEHBI B TAPTHSAX aMe-
PUKaHCKUX MHICWIIEB U MOTYT PACIEHUBATHCS Kak
MIPOSIBJICHHE TIPOCTOHAPOTHOTO «BapBapCKOTO» 3je-
MEHTa B CPaBHEHHH C 0J1aropoJICTBOM IIMBUIM30BaH-
HBbIX eBporneieB. My3bikanbHas UpoHus domuHa
HaXOAWUT TIOATBEPKIEHHE B TEKCTE Pa3TOBOPHBIX

138



2016,4

My3blKaAbHbIN TeaTp

0

E. ®omuH.
Ormepa «Amepukannby. [, 11, No 13

[Ipumep Ne 4

[Andantino]

E. ®omun.
Omepa «Amepukanb». . 11, No 14

IIpumep Ne 5
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! CruxotBopenne «K Harasbe» HamucaHoO FOHBIM MO-
9TOM B JIMILIEHCKHE TOAbl U AaTupyercs cepeaunoit 1813
rofa. [TynkuH NOCBATUII 3TH CTPOKH KPETIOCTHOM aKTpHce
nomarsero Tearpa rpaga B. B. Toncroro B Llapckom cere.
TekcT HaNOIHEH YIIOMUHAHUSAMHU NEPCOHAXEH U3 TPOU3Be-
JICHUI1, MOCTaBIEHHBIX Ha CLIEHE TeaTpa. B 1aHHOM OTpBIB-
Ke TO03T, 0-BUIUMOMY, HaMeKaeT Ha omnepsl «Iloxumenne
u3 cepans» B. A. Mouapra, «®eseit» B. A. TTamkeBuya Ha
tekcT Exarepunst 11 («yuTHBBIf KUTaey») 1 « AMepHUKaH-
ey E. Y. ®omuna Ha ubdperTo Y. A. Kpsoiosa.

2 AMepukaHIbl, Wi CuacTIBOE KOpadIeKpyLIeHHE
(Ballo americano). baner B 1 1. My3sika K. Kanoo6wmo //
MB — [4A/0. Amep., Ne 155560, opk. roroca.

muaiioros JmoperTo Kpeuiosa. B ycra ®onera — xo-
MHYECKOTO MEePCOHaXKa — OH BKJIAJBIBAECT BBICKA3bI-
BaHMsA, ITOpOYaIue eBpOHeﬁCKHe HpaBbI, TOrJJa KakK
AneM mpencTaér 3alIUTHUKOM WCTHHHBIX YeTOBe-
yeckux IeHHocTel: «Ayem. XKecrokue ['mmmaniib!
BbI HC JOBOJIBHBI TEM, YTO IMOXHUIIACTE HAIIC 30JI0TO,
BbI XOTUTC JIMIOIUTH HAC IIEPBOT0 COKPOBUIIA: HCBUH-
HOCTH W jaoOpoxerenu»!. Doner mpencraBisieTcs
yUeHUKOM aHzaany3ckoro ¢uiocoda JJona Ilamaro.
Ccputasicb Ha BeNMMYAHIIYIO MOJB3Y (riuocodun
(meBemoMoOi IHKapsiM), OH OOHApPYXHBAET CBOIO
IYNOCTh U HEBEXECTBO: «Ponem. Jla 4TO X MHE
Acinarb ¢ TaKMMU CKOTaMH, KOTOPBIC HE YUWIIM HU
Putopuku Hu @unocopun? Uem MOXKHO pacTporarhb
TEX, KOTOPBIE HEe YMEIOT PaccyXIarh HU obiective HU
subiective? 1 koTopble B ma3a He BuabBagu Jl0oH
Hamaro, Ilenpumino, @epaunanmo? <...>. Doaem.
MOo)XHO 71 3/1€Ch TIPOCBEIIIEHHON JKEHIIIHE OCTaTh-
csi? OHa yMpeT OT CKyKd. Y Bac HET HU KapeT, HU
MOJIHBIX JIABOK, HH YCITIMKOB, HU TIOPOAHOB; a ThHI
caM BUUIIb, YTO 3TO BCJIMKasd MOTEPSA AJIA duno-
copun. Ayem. Y Hac ecThb TO, YTO JIENIAaCT YETIOBEeKa
CYACTIIMBBIM; CEp/IIE, T0OPOIETENb, CIIOKOHCTBHE .
IIpousBenenus, co3ganueie B Poccuu Ha ame-
pI/IKaHCKI/Iﬁ CIOKCT, CBA3aHbl HCBUIHUMBIMU HUTAMU
HACTOPUH U JIMTEPATYPHO-MY3bIKAIBHBIX TEHIACHIUI
smoxu. B Hux CKPBITbI HCUCCIICJOBAaHHBIC PAaHEC
CTHUJICBBLIC HpI/IéMBI U KOMIIO3UTOPCKHUEC HAXOIKH.
CKBO3b MPHU3MY «aMEPHUKAHCKHX» COYMHEHHUH pac-
KpBIBA€TCS HETIO3HAHHOE MPENCTABICHNE PYCCKOTO
o6mmectBa XVIII Beka o «HosBoMm Caerey.

MPUMEYAHUA (<O

3 VI3 nHeBHuKa cekpetapst Ekarepust 11 A. B. Xpario-
Butkoro: «31 [suBapg 1793]. o yrpy aomuo k Es Benu-
yecTBy M3Bectre que malheureux Louix X VI fut decapité
le 10 (21) Janvier 1793 [¢hp.: uto HecuacTHbIH Jlyn XVI
6611 0o6e3rasieH 10 (21) suBaps 1793]. Hanoxen Tpayp
HA IIECTh HefleNb. 3amMedaTenbHo credenue uncen: 10 ['en-
Baps 1775 rona B Mockse ka3HeH Ilyrauesy [8, c. 420].

4 Amepuxkaniel. Oniepa KOMUYECKast B JIByX JICHCTBHU-
sx. Mysbika . @omuna. C IlerepOyprckaro wu3gaHust
1800 roma. Mocksa y II. FOprencona. C.-IletepOypr y
. FOprencona. Bapmasa y I. 3enneBanbna. M., 1895.
155c. C. 10.

5 Tam xe. C. 15-16.
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8. [Xpanosuukuit A. B.] IneBuuk A. B. Xpamno-
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«AMepukaHupl» B Poccum: onepa E. ®omuHa u 6aret K. Kaho66Mo ———————

Onepa E. U. ®omuna «Amepukanubi» (1788) u 6aner K. Kano66mo «Amepukanusl, win CuacmiiuBoe Kopadiekpy-
mwenue» (1792) coznansl aBropamu B [letepOypre. VceienoBanue 3THX MaJlON3y4YeHHbBIX IIPOU3BEICHUH, OCHOBAHHOE
Ha TOKYMCHTAJIbHBIX JIMTCPATYPHBIX U HOTHBIX UCTOYHHUKAX, IIPUBEJIO K HCOXKUAAHHBIM UCTOPHUYICCKUM, CHO)KETHBIM 1
MY3BIKAJIbHBIM TTapaJuICIsIM. CounHeHus O6’be)II/IH${eT ((aMepHKaHCKHﬁ» CIOKET: MHOTUMC MY3bIKaJIbHO-TCAaTPaJIbHbIC
cnekraknu X VIII Beka B jxaHpax mposora, Ipambl, ONepsl U 0aieTa MoCBSIICHb HCTOPUH aMEPHKAHCKUX UHJICHIICB
(uMnepry MHKOB) M MX 3aBoeBaHus eBporneiinamu. Crennueckue cynbobl « AMepukanies» ®omuna nu Kano66umo no-
XO)KH: CIEKTaKIIH HE cpa3y IMOMalii Ha CLIeHY, a 3aTeM cTaBuinch B bonbmiom (Kamennom) tearpe Cankrt-IlerepOypra
B ce30H 1800 roxa, 4yTo MO3BOJISET MpeAroararh UCHONHeHne OaneTa B pamkax omnepsl. Onepa @oMUHA HA TEKCT
U. A. Kpbsutoa B 1788 roay cHSTa ¢ MOCTAHOBKU M3-332 «PEBOJIOIMOHHBIX» COOBITHI CIOXKETa; MpeMbepy Oaera
MOITIU OTKJIOHUTH IO TEM KC IMPCATIOTOM. OCO6BIﬁ HHTEPEC B MY3BIKC COYHMHCHHI MPEACTABIIAIOT TEMATUYCCKUE
XapaKTCPpUCTUKN aMCPUKaHCKUX HHHeﬁHeB, JaHHBIE B paMKaX KJIaCCHYCCKOro CTUJIA. Hx POAHUT HpI/IXOTHI/IBBIf/'I CHH-
KOIMPOBaHHBINH PUTM, rpyOOBarasi MEJIO1Ka, CBOMCTBEHHAsI HAPOJHBIM TaHIAM, OPKECTPOBKA B MaHEPE STHBIYAPCKOM
My3bIku. [Ipu 3TOM @OMUH OCTPOYMHO BBOAUT B OPKECTPOBBIE PUTYPHENIU U BOKAJIBHBIE TEMbl MHJACHLIEB NHTOHA-
IIUH PYCCKOM IUISICOBOM, IPOTHBOTIOCTABIIAS «BapBapCTBOY» JUKOTO TNIEMEHH IIMBUIIM30BaHHOCTH eBponeineB. CKBO3b
NPU3MY «aMEPHKaHCKHX» COUMHEHHH, TOTIOJHSIOMINX CAMOOBITHYIO CTHIIEBYIO 00J1aCTh TearpajibHOW My3bIKH Ha JK-
30THYECKUE CIKETHI, pacKpbIBaeTcs npezacrasienue pycckoro odmecrsa X VIII Beka o Hoom Caerte.
KuroyeBble ciioBa: onepa, banet, pycckuit my3bikanbhbiid Tearp X VIII Beka, umneparpuna Exarepuna I1.

« “The Americans” in Russia: the Opera of Yevstigney Fomin and the Ballet of Carlo Canobbio —

Yevstigney Fomin’s opera “The Americans” (1788) and Carlo Cannobio’s ballet “The Americans or a Happy
Shipwreck” (1792) were both created by the composers in St. Petersburg. Research of these little-known compositions,
based on documental literary and musical sources, led to unexpected historical, narrative-based and musical parallels.
The compositions are united by an “American” plots: many musical-theatrical performances in the 18" century written
in the genres of prologue, drama, opera and ballet are devoted to the history of the American Indians, the empire of the
Incas and the conquest of them by the Europeans. The stage performance destinies of Fomin’s and Cannobio’s “The
Americans” are similar: they were not immediately performed, having been staged at the Large (Stone) Theater of St.
Petersburg a little while later, at the 1800 season, which makes it possible to presume that the ballet was staged as part of
the opera. The performance of Fomin’s opera, set to the text of Ivan Krylov, was cancelled in 1788 due to the presence
of “revolutionary” elements in its plot; the premiere of the ballet may have been taken off the repertoire for the same
reason. Of special interest in the music of both compositions are the musical depictions of the American Indians within
the framework of the Classical style. They are united by fanciful syncopated rhythms, rough types of melodies, typical
of folk dances, and orchestration in the vein of Janissary music. At the same time, Fomin humorously introduces into the
orchestral ritornellos and vocal themes of the Indians intonations of Russian dance music, juxtaposing the “barbarity”
of the wild tribe with the civilized character of the Europeans. Through the prism of these “American” compositions,
complementing the original stylistic domain of theater music written on exotic subject matter, the perception of 18"
century Russian society on the New World is disclosed.
Keywords: opera, ballet, 18" century Russian musical theater, Empress Catherine II.
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KyAbTypHOE HacAeAMe B UCTOPUYECKOH OLleHKe

b. B. ACA®BEB 1 OTEMECTBEHHAS TEOPMA MY3bIKAAbHbIX )KAHPOB

«Bce cyacTivBBIE CEMBH TOXOXKH JIpyr Ha
Ipyra, KaKJas HecuacTINBas CeMbsl HECUaCTINBa
[I0-CBOEMY» — JIF000# U3 J0AeH YNTAIOMINX 3HAET,
Kakoe TPOM3BEICHUE HAUYMHAETCS ITOH (hpas3oil.
«My3bikanbHass GopMa Kak SBICHUE COIHAIBHO
JNEeTePMUHUPOBAHHOE TIPEXKJE BCEro IMO3HAETCA
Kak ¢opma... COIMaIbLHOTO OOHAPYKECHHS MY3bI-
KU B MPOIECCE HHTOHUPOBAHUS) — KAXKAOMY MY-
3BIKOBEy 3HaKOMa 3Ta (pa3a M UM aBTOpa, KOTO-
PpHIii TOIOOHKI 00pa30M HaYMHAET CBOM TIIaBHBIN
TpyA.

Bopuc Brnagumuposuu AcadneB (1884—1949)
— BBLIAIOIINNCA My3bIKalbHbIA YUEHBIM XX BEka.
Kak nucan ero muaamuii COBpeMEHHUK U KOJljIe-
ra IOpwuit BceBomomoBnu Kenmeimr B cTarbe st
«My3bikansHOM SHIIMKIONenum» (1973), «ero me-
ATENBHOCTh 3HAMEHYET HOBBIM 3Tal B Pa3BUTHUH
MY3bIKQIbHOW HayKu. AcadbeB — OCHOBOIIOJIIOXKHHK
COBETCKOT0 My3bIKOBeZeHHs»' . TTo3nHee B «My3bI-
KaJIbHBIH SHIUKIONEANICeCKU crmoBapb» (1990)
BHECEHA TpaBKa: OAWH U3 OCHOBOIIOJIOKHUKOB.
Kak ObI TO HM OBLTO, HUKEM HE OCIIApUBACTCS, YTO
AcadbeB upe3BbIYAiHO MHOTO CJIENIAN JUISI CTAaHOB-
JICHUS OT€YECTBEHHOI IITKOJIBI MY3bIKO3HAHUS B €TO
COBpeMeHHOM cMbiciie. JlelicTBuTenbHO, Acadben
3aJ1a1 HEKWe HOBBIE BEKTOPHI PA3BUTHUS MY3bIKallb-
HOW HayKH, CIIOCOOCTBOBaNl (HOPMHUPOBAHHIO €&
COBPEMEHHON CHUCTEMbI KOOPAWHAT, — U HAIlle MY-
3BIKO3HAHNE YK€ HEMBICITUMO BHE €T0 TEOPUH HH-
TOHAINY, KOHIenu cuMGoHN3Ma, uiaei B ooOma-
CTH UCTOPHUHU U TEOPHH MY3BIKA K MHOTOTO JJPYTOTO.
Ero paspaborku cramm (QyHZaMEHTOM pa3BUTHS
LIeJIbIX HAyYHBIX HampaBlieHUi. P uccnenoanuii,
HBIHE CTABIIMX YK€ KIACCUKON OT€YECTBEHHOU My-
3BIKAJILHOW HayKH, aneJUIMpYIoT K paboram Aca-
(bbeBa WM MPSIMO OMUPAIOTCA Ha €r0 TPY/IBL, Ha YTO
yKa3bIBalOT camMH aBTOpbl. OTIeNbHBIE OCHOBHBIC
My3bIKaJIbHO-TeOpeTHYecKre unen AcagdpeBa paz-
BHUBAJICH TAKXKe M 3apyOEKHBIM MY3bIKO3HaHUEM, B
YaCTHOCTH, KOHIEMHIHS MPOIECCYaTbHOCTH MY3bI-
KaJbpHOM (hOpMBI ¥ Teopust HHTOHAIMK?, OIHAKO 10

CHX IOP HEKOTOPBIE M3 LEHHBIX UAEH Y4EHOrO — B
CHITY T€X WJIM WHBIX OOCTOSTENBCTB — HE MOTYUMIN
OIIYyTHMOTO HAy4YHOTO pe3oHaHca. Hanpumep, nnen
B 00J1aCTH TEOPUHU MY3BIKAJIBHBIX )KaHPOB, KOTOpas
OTE€YECTBEHHBIM MY3BIKO3HAHHEM Hadana pa3BH-
BaThCs o3Hee. CeromHs mpeacTaBIsIeTcsa BO3MOXK-
HBIM TIPOZENIATh CBOEOOPA3HYI0 PEKOHCTPYKITHIO
acadbeBCKON KOHIIEMIIMM MY3bIKaJIbHBIX >KaHpPOB,
OTHPAsCh HA UCCIIEIOBAHUE €T0 PadoT.
OTTONKHEMCS OT HaYaJBHOTO TE3HCa, YTO JAaH-
Has npoOneMaTrKa, He JIeKJapupoBaHHas B Ha3Ba-
HUSX ITyONUKAIMi W HE BhIJENseMas B KOHTEKCTE
WeH, MOCTOSHHO OCTaBajiaCh B IIOJIEé HAyYHBIX
nckaHuii AcadpeBa W OTIMYANACh TOCTAaTOYHON
Pa3HOCTOPOHHOCTHIO pa3paboTku. BpickazaHHOE
MIOJIOKEHNE HE MOKAKETCS MapaoKCaTbHBIM, €CIIH
Yy4ecTb, 9TO BOMPOCHI JKaHpa, IO CYTH, OPTaHUIHO
BXOJAT B KPYT OCHOBHOH mpoOieMaTuku acadbes-
CKUX HccieioBaHuil. Beab oHON M3 KOpPHEBBIX B
€r0 HayYHOW NEATENbHOCTH (M My3bIKaIbHO-001IIe-
CTBEHHOH TOXke) ObIia MpobiemMaTnka, KacaroImascs
CBSI3U MY3BIKH C JKU3HBIO, — (heHOMEHA MY3bIKATb-
HO20 00weHust, OOIEHUs Yepe3 My3bIKy. VIMEeHHO
3TO B CYIIECTBEHHOHN CTETIEHU ONpEAEseT TeMaTh-
Ky ¥ nadoc Bcero HaydHoro TBopyectBa Acadbe-
Ba. B camoM zeie, ropssyo OTCTauBAEMBbIA YUEHBIM
JUANEKTUYECKUH B3I Ha MYy3BIKaJIbHYIO (OpMy
UAET OT YOSXKIEHNS, 94TO 3TO — (DOpPMa IEeTTOBEUECKO-
ro OOIIEHUS, OCYIECTBISIEMOTO CIIeNU(PHUECKUMU
— MY3BIKQIBHBIMH — cpeacTBamu. [pyras ¢ynna-
MEHTaJbHas Teopus (BhI3peBaBIIas BO B3aMMOCBS-
3M C TIEPBOW) — TEOPHsI HHTOHAIIUN — UMEET TOT JKe
KOpEHb: My3bIKa KaK HHTOHAIIMOHHO-OCMBICIIEHHOE
BBICKa3bIBaHHWE, HA KOTOPOM OCHOBAaHO OOIIEHHE
Kommosutopa, Ncnonmaurenst n Ciymaresns. Meic-
T 0 TIOBOJY MY3BIKaJILHOTO 00pa3oBaHws, Mpo-
CBEIICHUSA, OTACIbHBIE TEOPETHUECKHE W UCTOPH-
yeckue paboThl — OyKBaJbHO BCE (0COOEHHO MOCTe
«IIPO3pEHUs», 0 KoTopoM AcadbeB mucan B MUCh-
me B. B. lepxanoBckomy ot 21 centaops 1924 .,
cM.: [7, c. 138]) mpoHm3aHO 3TON OOLEAMHSIONICH
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u7eel, B CBOIO OYEpeab OTTAYMBABIIEHCS 1O Mepe
oOpareHusi K MHOXKECTBY KOHKPETHBIX BOIIPOCOB.
B cepenune 1920-x romoB AcadneB yCHICHHO pa3-
pabareiBaeT 00s1aCcTh MPOOJIEM, HEIOCPEIACTBEHHO
CBSI3aHHBIX C 3aXBaTHBUIEH €ro TOTAa UJIeed «My-
3BIKAJILHOIO ObITay . Hellb3sl He 3aMETHTh, UYTO «MO-
MEHT TPO3PEHUA» OKa3al IUIOJOTBOPHOE BIIMSHUE
Ha BCIO €r0 IMOCJEAYIONIYI0 AEATEIbHOCTh, — ITO
ObL1a Kak pa3 Ta camas ujiesi, KoTopasi, CJIOBHO Kara-
JIN3aTOp, MIOMOINIA B CPABHUTEIHHO KOPOTKHH CPOK
odopMHThCs 0a30BOM cucTeMe B3I A0B AcadbeBa,
Jlaia UM OCHOBY U IT€PCIIEKTUBY.

Camo obwyenue, 10 AcadneBy, HapsIy ¢ CO3/1aH-
HOW pa3IMYHBIMH CPEICTBAMH HAIPABICHHOCTHIO
(hopMBI Ha BOCTIPHUSITHE, OCYIIECTBISICTCS TPEXKIC
Bcero uepes (obparuMmcsi K aBTOPCKOW TEPMUHOIO-
THH) «OOIIUTENBHBIE», «MacCOBO-PACIPOCTPaHEH-
HBIE» MHTOHAIINH, BXOMAAIINE B «MHTOHAIIMOHHBIN
“karmuran’ 3Mmoxm» (WU «CJIOBAph»), B «CYMMY
MY3BIKI». Byaydn mpuBHECEHBI KOMIIO3UTOPOM B
€ro MPOM3BECHIE, OHU CO3JAI0T BO3MOXXHOCTD JIJIS
MOCJIETHETO OBITh MTOHSITHBIM CITYIIATEIIO0 — «OOIIH-
TEIBHBIM», — CTAHOBSICHh «THUAAMN», «apHaIHUHON
HUTBIO» (cM.: [2, c. 281, 226, 267]) HOBBIX HHTOHA-
1uii 1 3ambicia counHenus'. K kpyry stux «o0uu-
TENBHBIX WHTOHAIUID, HAPALY C THUIIOBBIMH pede-
BBIMH HHTOHALIMSMH, TOYJISIPHBIMA HHTOHAILIUSIMHU
npoEeCCHOHANBHOW MY3bIKH, OTHOCSTCS TaKKe
«CTPaAHCTBYIOIINE U TEPEHNMAaeMble OBITOBBIE WH-
TOHAIIMM» MY3BIKH HenpodeccrnoHanbHol. OHaKo
«TIEPEeMHTOHUPOBAHNE» (BOCIIONB3YEMCSA 3TUM EM-
KM aca(beBCKUM TOHSITHEM) MaTepraia ObITOBOI
MY3bIKH B KOMIIO3UTOPCKOM — OJIMH U3 BaXKHEHIINX
ACIEeKTOB COBPEMEHHOM TEOPHUH JKaHPOB.

Cka3aHHOE W TIO3BOJISIET YTBEP)KIaTh, YTO BO-
MPOCHl TEOPHH MY3BIKAJBHBIX KAHPOB, HUINIE B
Tpyznax AcadpeBa crienraibHO HE 3asBICHHBIE, MTO0-
CTOSTHHO HaXOAWJINCH B €ro moJe 3peHust. Onupasch
Ha pa30pocaHHBIE TI0 MHOTOYHCICHHBIM padoTam
MeIcin AcadbeBa, Kacaromuecss JaHHOW HaydHOM
cdepsbl, MOMBITaAEMCS BOCCO3JaTh €ro >KaHPOBYIO
KOHLIENINIO (B IIMPOKOM CMBICIE — KaK CHUCTEMY
MpeICTaBICHU U COOCTBEHHO IO3MIIMMA, paKypca
BUJICHHS). B IEHTp paccMOTpEeHMs BBLAECTNM TPH €&
aCIIeKTa, BAXHEHIINX U JJI1 COBPEMEHHOU TEOPHUH
JKaHPOB:

— CYIIHOCTb JKaHPa B MY3BIKE;

— SIBJICHHE OTPAXECHUS ((IIE€PEHHTOHUPOBAHUS)
OBITOBOIT MY3bIKH B KOMITO3UTOPCKOM, ¥ CBSI3aHHBIN
C 3TUM, —

— BOINIPOC O COOTHOUIEHWH AAHHBIX, Hauboiee
KPYITHBIX, POJIOB MY3BIKH.

Ho mpexne oOparuM BHHMaHHE Ha JICKCHKY:
caMH TEPMHHBI KaHpOBOU ceprl y AcadbeBa oT-
nu4aTea (Kak U MHOTHE ApPYTHe) HECTaOMIIbHO-
CTBHIO IPUMEHEHHS, BAPUAHTHOCTHIO COOTHOIIEHUS
B KOHTEKCTE ¢ 0003HAYaeMbIM MOHATHEM. 10 ecTb,
C OTHOW CTOPOHBI, BAPbUPYIOTCS TEPMUHOJIOTHYE-
ckre 0003HaYeHHs KaKoro-Tu00 sSBIeHNUS (CHHOHU-
MHU$1), C APYTOH — CMBICII, BKJIAIBIBAEMBIH B TOT WJIN
WHOW TepMHUH (OMOHHMHUS). ANEIUIHPYS K CyIIHO-
CTSIM M HEM3MEHHO CTPEMSCh K IMOIIMOHAIBHOCTH
W BBIPa3UTEIBHOCTH CBOETO CJIOBA, AcadbeB Kak
OyATo cniennaiabHO M30eraeT ennHo0Opasns CTPOro
TEPMUHOJIOTHYECKOTO BBIPAKEHUS — KaK B paHHUX,
TaK U B TO3MHHUX paboTax. ITo MaéT MHTEPECHBII
MaTepHual JJis UCCIIETOBaHMS.

Hanpuwmep, TepMuH «KaHp» BCTpedYaeTcs B pa-
60Tax y4€HOT0, TPaKTHUYECKHU He Ipeoliaaas, Haps-
Iy C TAKUMH CHHOHHMHYECKHUMH — T10 yroTpedie-
HUIO B KOHTEKCTE — BHIPAKEHUSIMH, KaK «00IacThy,
«cdepay, «CTUIIbY, «CTHINCTHYECKHE CION», «CTHU-
JIEBBIE PA3HOBUIHOCTHY, KPA3HOBHIHOCTH (OPMBD»,
<CKaHpOBBIE (OPMBI», «HAPOIHO-HAIIMOHAIHHBIE
(hOopMBI», «MHTOHAIIMM», «3ByYallWe KaTETOPHI»,
«MacCuB», «00pa3oBaHME», «CIOI», «OTPaCiby,
«Pa3BETBICHUS», «BHUIbI U TUIBI My3bIKH» H T. J1.°
EctectBenHO, 4TO, BCTpEYasiCh B APYTOM KOHTEKCTE,
9TH BBIPOKEHHS MOTYT HMETh y AcadbeBa apyroe
3Ha4YeHne. B To ke BpeMst MHOKECTBEHHO 3HAYCHHE
¥ CaMOro TepMHHA ©KaHp» B Pa3HBIX paboTax: oT
«CKaHpa MapInay J0 MOHWMaHUS TepMUHA B Tpau-
LUAX N300pa3NUTEIEHOTO UCKYCCTBA (KaK KaHpHU3Ma
— M300pakeHUsT XapAKTEPHBIX CIICH U3 OyTHHYHON
xwu3nn). [locnennee y AcadbreBa Hanbonee 4acTo
(TunuHbI puMep: [aliiH — «XyIoXKHHK KaHPa).
[TokazaTenpHO ISt OTHOIICHHS K TEPMHUHY <GKaHP»
TO, YTO HH B mepBoM u3fanuu «llyTeBogurens mo
rxorHuepram» (Ilerporpan, 1919), Hu npu ero nmocie-
IyIoIIel nepepaboTke dTOT TEPMHUH TaK U HE OBLI
BbIHECEH Aca(beBBIM B OTICNIBHYIO CTaThi0, XOTA
MIOHSTHE BCTPEYaeTCs BEChMa YacTO B CBS3U C KOH-
KpPETHBIMU MY3bIKJIIbHBIMH SiBIeHUsAMHU. K camomy
nowsimuio xanpa y AcadpeBa Mbl eié BepHEMCSI.

BocrmonezyeMcss  TepMUHOJIOTHYECKOW  BapH-
AQHTHOCTBIO KaK HMHCTPYMEHTOM [UISl BBICHEHUS
B3NIA10B AcadpeBa 0 TPEThEMY M3 IIOCTABICHHBIX
BOIPOCOB — COOTHOIIEHHE OCHOBHBIX >KaHPOBBIX
KJIaCCOB / POZIOB MY3BIKU: «IIEPBUYHOTO» H «BTO-
pUYHOTO», Kak mo3nHee Ha3Ban ux B. A. Llykkep-
MaH («IepBBIN» U «BTOPOi TracT», mo B. J[x. Ko-
HEH) WIN «O0MXOAHOTO» U «IIPENOAHOCUMOTO», TI0
A. H. Coxopy (Umgangsmusik u Darbietungsmusik,
o I. beccenepy).

143



G/ﬁ\

My3blKaAbHbIM XAaHP U CTUAb

2016,4

[epBBlii U3 yKa3zaHHBIX PONOB 0003HAYAETCS
AcadbeBbIM CIIEAYIONIUM 00pa3oM: «My3bIKa Mac-
COBOTO OOIIEHUM», «HAPOIHAS My3bIKaJIbHAS MPaK-
THKa», «MY3BIKa KOJJIEKTHBHOTO XyI0)KECTBEHHOTO
OTBITa», «OOBEKTHBHO-HAPOAHOE XYIOKECTBOY,
«My3bIKa OBITOBas», «TBOPUYECTBO YCTHOW Tpaiu-
mum» U T. 1. O003HAYCHHSI BTOPOTO PO MY3BIKH:
«XY[IOXKECTBEHHAsl MY3bIKa», «My3bIKa HHIUBUIY-
ATBHOTO H300pETeHHS», «WHAWBHIYaJbHOE KOM-
MTO3UTOPCKOE TBOPUYECTBOY, «IMYHOE XyHOKECTBOY,
«HaaOBITOBAsI MY3bIKa», TBOPUECTBO MUCHMEHHOMN
Tpanuuum» u Ap. B 00oux psimax HaMy MpUBEACHBI
TOJIBKO TEPMUHBI, KOPPETUPYIOIINE C COOTBETCTBY-
IOIUM O0O3HAYEHHEM JPYroro poja MY3bIKH Kak
MOHATHUITHAS Mapa.

BricTpoeHHbBIE TIONIApHO, TaHHBIE OHATHUS TO-
MOTalOT OTYETNIMBEE BBIBUTH B3NIAABI AcadbeBa
Ha CYIIHOCTh Ka)/IOTO W3 OCHOBHBIX POJOB MY-
3BIKA ¥ Ha TapaMeTpbl UX pa3AeNeHHs], TOCKOJIbKY
CHHOHUMBI KaX/I0H U3 AByX TPYIII MOXHO BOCTIPH-
HUMATh KakK oTpakeHue (akTa, YTo pazIudeHue po-
0B Oa3mpyeTcss HEe Ha OJHOM, a Ps/ie KpUTEpHEB.
B nenom nmpocmarpuBaroTcs 110 KpaiiHell Mepe IsTh
napameTpoB JTudQepeHnnalny, CBsI3aHHbIX C CO-
IUATGHBIME (DYHKIUSIMH MY3BIKH, XapaKTepoM eé
BO3HUKHOBEHHS U OBITOBAHUS:

— My3bIKa KaK HHCTPYMEHT OOIIeHUS — My3bIKa
Kak c(epa cOOCTBEHHO UCKYCCTBA;

— My3bIKa KaK MPOXYKT yCTOSIBIIEHCS KOJUIEK-
TUBHOW MPAKTHUKN — KaK Pe3ylbTaT HHIUBUIYallb-
HOTO KOMITO3UTOPCKOTO N300pETeHHUS;

— OOBEKTHBHBII XapakTep TBOpuecTBa (Macco-
BOCTh) — JINYHOE TBOPYECTBO (WHANBHTyaJIbHOCTD);

— CBSI3b C MOTPEOHOCTSIMU OBITa — HAJl OBITOM;

— W3YCTHOCTHh XpaHEHWS W Nepefadd — MUCh-
MEHHas QUKCaIus.

Ecnmu o0partuTtbes OT TEPMHUHOJIOTHH HETOCPEe-
CTBEHHO K TeKcTaM pabor AcadbeBa’, TO MpHU3HAKK
pazneneHusi monoiHsoTcs. COOCTBEHHO Kpumepu-
€8 pasjielieHus )KaHPOB Ha OBITOBBIE U MPodeccHo-
HanbHbIe AcabeB He Ha3bIBAET (IBHO MMeES UX, UYTO
Ha3BIBaeTCA, ULl ce0s1), — OH JIUIIIb XapaKTePHU3yeT
KaXIbId pOJ My3BbIKH IO HEeKHM npumeram. Ho co-
[IOCTABJIEHUE 3TUX IPUMET» JAeTaeT BO3MOKHBIM
CIIEAYIOIIMI IIar: BBISBICHHE W CHCTEMAaTH3aIHIO
MapaMeTpoB pasZelieHnsl KaHPOB Ha OBITOBBIE U
npodeccuonanbubie. [Ipomenaem 3Ty omnepanmio,
«TIepeBes» Ha SA3bIK COBPEMEHHOM KaHPOBOW TEO-
puu. Torna MOXKHO 00OOIIUTh, YTO OBITOBBIC, HAPOI-
HBIE U IPOPECCUOHATIBHBIC KAHPbI Pa3THYAIOTCS:

1) mo camoil ¢pyHKIMH MY3bIKH (yTUIUTapHAs
60 XyIOKECTBEHHAS);

2) IO COOTHOIIEHUIO OOIIETO — U JINYHOTO, WH-
JTUBUIYaIbHOTO KaK B O0NaCTH COAEpPXKaHMsI, TaK U
CPEeICTB BBIpa)KE€HUS (B IEPBOM Cllydae — Oropa Ha
MPUBBIYHOE H OOIIEYNOTPEOUTENHLHOE, BO BTOPOM
— UCTOpUYECKasl TeHACHIHNS K MHIUBUAYAIN3aluN
TBOPYECTBA);
3) 1o TUITy KOMMYHUKAIUH:
— pa3nauyYHBl OOCTAaHOBKA U YCJIOBHUS HCIOJHE-
HUA,

— pa3nu4Hbl QYHKIMHA yYaCTHUKOB KOMMYHHKA-
MU (CIIEX0BasH» CIeNHaIN3aIHs My3bIKaHTOB
B Mpo(pecCHOHABbHOM MY3bIKE — U OTCYTCTBHE
TaKOBOH B HAPOJHOM TBOPUYECTBE),

— pa3IMYHA CTENEeHb CIOXHOCTH MY3BIKH Kak
JUTS NCTIOJTHEHHUS, TaK U IS BOCIIPUATHS,

— pa3NMYHbBI CIOCOOBI XPaHEHHs H ITepeadu
MY3BIKH (YCTHBIM U TUCHbMEHHBIH).

Takum 00pa3om, X0Ts B padoTax AcadbeBa HET
CHeHMaIbHO CHCTEMATU3AlNN KPUTEPUEB KAaHPOBO-
TO pasfiefieHus] — B HUX COAEPIKaTCs MPEANOCHIIKN
CO3/IaHUS TAKOW CHCTeMaTU3alllu, MPUYEM BIIOJIHE
coBpeMeHHOH. Heo6xommumo Moq4epKkHy Th: KaKUMHU
OBl CaMOOYEBHIHBIMH HU Ka3alllCh NPUBEIEHHBIC
acadbeBCKUE TIOJIOKECHHUS, HAJIO TIOMHHUTh, YTO MBI
ceifuac Hen30€)KHO BOCIIPHHUMAEM X C TOUKH 3pe-
HUSI CETOJIHSIIHEN MY3BIKaIbHON TEOPUHU >KaHPOB,
KOTOpOH B TO BpeMs emlé He CYIIEeCTBOBAJIO Kak
OTIeNbHOM o0nacTu My3biko3HaHuA. [lo cymecTsy,
AcadppeB Ha HECKOJNBKO NECATHIIETHI OMEperI
3[1ECh pa3BUTHE OTEUECTBEHHOM HayKH (M HE TOJIBKO
OTEUYECTBECHHOIN).

BTopoli U3 Ha3BaHHBIX BBIIIE ACIIEKTOB >KAH-
pOBOM TIpOOIEMaTHKH, OOO3HAYCHHBIA KaK «IIe-
PEMHTOHUPOBAaHKE» OBITOBOM MY3BIKH B mpodec-
CHOHAJBHON KOMITO3UTOPCKOM, 3aHMMaeT ocoboe
MECTO B JCTETHKE M akcuoyornu AcadbeBa ¢ ux
BEAYUINM KPHUTEPHEM >KM3HECIIOCOOHOCTH U 00-
IIe3HAYUMOCTH TPOU3BEICHHS, 3aKIIOYArOIINMCS
B TpeOOBaHNY MHTOHAIIMOHHOW «OOIIUTEIEHOCTI
My3bIkH. HecMoTps Ha mpenMyIecTBeHHyto (par-
MEHTapHOCTH BBICKa3bIBAaHUH 110 JAHHOMY BOIIPOCY,
paboThl AcadbeBa AaHOT IOCTATOYHO SICHOE IPE-
CTaBJIEHUE O B3MIA/IaX YYEHOTO HA CaMO SIBJICHHE.
[TonuepkHEM, YTO 3TH B3IVISAABI IPOHU3AHBI IPUCY-
muM AcadbeBy HCTOPU3MOM.

Hampumep, B crarbe «KynpTUBUpOBaHHUE Ha-
pomHOii mecHu B ropome»® AcadbeB BBLICIACT
«OCHOBHBIE JTaIlbl 3BONIONNN KYJIBTYphl MIECHH B
Topozie», OTIUYAIONINECS OJUH OT APYroro THUIIOM
OTHOIIIEHUS K HApOJHOMY TBOPYECTBY B IIEJIOM.
C Tpems sTamaMu B OCBOEHHH HAPOJHOW MY3BIKH
KOMIIO3UTOPaMU CBsI3aHbl Y AcadbeBa Tpu pa3ind-
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HBIX THIA €€ «IIePEHHTOHUPOBAHIS, O KOTOPHIX OH
MUTIET U B APYTUX padoTax — yKe HE3aBUCUMO OT
XPOHOJIOTHH.

O06006mas (Ha ocHOBe psfa padoT AcadbeBa)
XapaKTEPUCTUKY TPEX THUIIOB «IICPESHHTOHUPOBA-
HUSD» HApOAHOW MY3BIKM B KOMIIO3MTOPCKOHM, HX
MOYKHO TIPECTABHUTD CIEAYIONM 00pa3oM:

— IEePEeMHTOHHUPOBAHKE» C OpHCHTAIMeHd Ha
001I1eeBpOTICCKHE HOPMEBI («II0 HEMEIIKOH KOoJIeey
— «3THOTpAhU3M», KIOAPAKATETHBHOCTE» U «IIUTAT-
HUYECTBOY),

— IEePEMHTOHHUPOBAHKE» C OpHCHTAIMeHd Ha
UCI0 HAPOJHOCTH W HAIMOHAIBHOCTH («CTHIIN3a-
TOPCTBO»),

— «(IepEerHTOHMPOBAaHME)» C OpHEHTAIWeH Ha
CMBICTI ¥ Ka9€CTBO CaMOro MaTepHaia, ero cBoeoopa-
3re (HapOIHOE KaKk OCHOBA «3BYKOPEUM» KOMIIO3UTOP-
CKOTO MTPOM3BEJCHHS ) — «METOJ] 3ByKO-MBIIIIICHUS.

B «Kawure o CrpaBunckom» (1929, nepBoii pyc-
CKOM KHUTE O KOMITO3UTOPE) 3aXOAUT pedb eié 00
OJTHOM YpPOBHE OTOOpa)KCHHUs >KaHPOBOCTH — TIpe-
JIENbHO a0CTParupoOBaHHOTO, KOTJA BOIUIOIIAETCS
HEe KOHKpPETHBIN THUMaX, a cama ujaes xanpa. Korma
CO31aéTCsl 38VKONOHAMUE — «CBOET0 pofa MY3bI-
KaJIbHOE ICIEPaHTO» («B CMBICIIE HE3aPaKEHHOCTH
HAI[MOHAIBHBIMH M OCTPO 3MOIIMOHAIBHO CYOBEK-
TUBHBIMU WHTOHAIUSMH SI3bIKa») [1, c. 256].

Taxum o0pa3om, HE onepupysl, KOHEIHO, JIEKCH-
KO 0oJjiee MO3JAHEro My3biko3HaHUs, AcadbeB, 1O
CYIIECTBY, OTPa3ni B CBOMX pabOTax BCE OCHOBHBIE
YPOBHHU «000O0IICHHS Yepe3 KaHp» (BOCIONIb3yeM-
csl TepMHHOM A. A. AJBIIBaHTa): OT «paclieBaHUI
B CHIPOM BHJE» JIO0 «3BYKONOHSTH:S». BrIsiBreHue
WHMBH/IyaJIbHOIO METO/Ia MMPETBOPSHUS HAPOIHBIX
JKaHPOB B TBOPYECTBE TOTO MJIM MHOTO KOMIIO3HUTO-
pa — OAMH W3 BaXHEHIIMX aCIEKTOB €r0 XapakTe-
pucTtuku AcadneBbiM. [101 TaHHBIM YIJIOM 3pPEHUS
y4EHBI OICHMBAET MPAKTUYCCKH BCEX KPYIMHBIX
PYCCKHX KOMIIO3UTOPOB.

Wrak, aHann3 TEKCTOB MOKAa3bIBaeT, 4To pado-
Tl AcadpeBa cofepKaT IIUPOKOE OCMBICIICHHE
BOIIPOCOB U B CBSI3U CO BTOPHIM U3 BBIICICHHBIX
HaMH acCMeKTOB TEOPHUHU KAHPOB — I10 TIOBOIY Ipe-
TBOPECHHS >KAaHPOBOCTH B KOMITO3UTOPCKUX TIPO-
U3BEACHUAX, MPUYEM KaK B CMBICIC MPETBOPEHUS
JKQHPOBBIX MCTOKOB TE€Maru3Ma, TaK W JKaHPOBOU
MoJIeNH B 11estoM. Beé 3To pa3padarsiBaeTcst ¢ TOMO-
b0 YHUBEPCAIBHOM, B €T0 TOHNMAHHUH, KAaTCTOPHH
«uHTOHAIMKW». HO nHTOHANMSA Kak eHOMEH KHBOK
MPAKTUKHA MMEET Y HEr0 KOMMYHUKATUBHBIC JETEp-
MUHAHTBI, OHa caMa — OCHOBAa «OOIIUTEIHHOCTH»
MY3BIKH W WHCTPYMEHT YEJIOBEUECKOTO OOIIECHUS

yepe3 My3bIKy (4TO M MaHU(ECTHPYETCs B MEPBOU
¢dpaze «My3bIKaabHOM GopMbI», TPUBEIEHHON B Ha-
yase cratsi). OMHaKO KOMMYHUKaTHBHBINA TapaMeTp
OTHOCUTCSI COBPEMEHHOM HAYKOH K YUCILy HE TOJb-
KO KaHPOPA3IMYUTEIBHBIX, HO KOHCTUTYHPYIOIINX
JKaHp — 3/1€Ch MOXKHO COCJIAaThCS Ha KIIaCCHYECKHE
JUTA MY3BIKQIBHOM TEOpHH XKaHPOB paboThl Banb-
tepa Buopsr [20], Kapna [Jansxayza [14], I'epmana
Hamyzepa [15], A. H. Coxopa [9], a Taxke Y4EHBIX
CJIEAYIOIIETO MOKOIeH!Usl. MHOTHE U3 HUX B paziind-
HOM (hopMe BBICKa3bIBAIM MBICIIH O POJIH JKaHpa Kak
«MEINaTOpa» MEXIY MY3bIKAHTOM M CIyIIaTesIeM,
MEXJy MYy3bIKaJbHbIM UCKYCCTBOM M OOIIECTBEH-
HoM cpenoit. 1 31ech Mbl «penpu3HO0» BO3BpaliacM-
Csl K TIEPBOMY BOIIPOCY — O CYIIIHOCTH >KaHpa.

Emé Ha «1epBoii BOIHE» MY3BIKAJIBHOM COLM-
OJIOTHM B POCCHHCKOM MY3BIKOBeIeHHH AcadbeB
HaCcTOWYMBO OOpaiman BHUMaHHEC HAa KOMMYHHKa-
TUBHBIE JICTEPMUHAHTHl (PYHKIIMOHUPOBAHHS Pa3-
JIUYHBIX BUIOB MY3bIKH, (DaKTUYECKHU 3aKJIaJbIBas
TEM CaMbIM TPEANOCHUIKA I TOCIEAYIOIIETO
Pa3BUTHS HOBOM OTPAcii TEOPETHUECKOTO 3HAHMS.
Taxk, B «/lo6aBmeHum» k epBoil KHUTE «My3bIKaTh-
HOW (GOpMBI», coepkaieM 00o0mIeHus HalozIe-
HHUHA YYEHOIO «HaJ TIPOLECCaMU MY3bIKAJIBHOTO
CTaHOBIICHHS M KpHUCTaUTU3alMd (OPM MY3BIKH
B YEJOBEYECKOM CO3HAHHW», B Kau€CTBE OT/ENb-
HOTO TyHKTa BblAeneHo: «7. Kareropmm dopm u
BHIBl CTAHOBJICHHS MY3BIKH OOYCIIOBJIEHBI eIIé
LEJBIM PsioM (PaKTOPOB, HA KOTOpPHIE JI0 CHX TIOP
ObUT0 Masio oOpaleHo BHUMaHHe. JTO — yCTaHOB-
Ka Ha “TIPOCTPAHCTBO” W HA CPeIy CIyIIaTeynei» [2,
c. 186]. 1 nanee AcadbeB MpUBOIUT Psiji IPUMEPOB
3aBHCHMOCTH JKaHpPa OT yCJIOBHI €ro peatn3aluy,
oT o01IecTBEHHBIX (JOpM OBITOBaHUS MY3BIKH, 3a-
kmouasi: «WTak, My3bika KOHIIEPTHO-CUM(pOHHYE-
CKasi ¥ KaMepHas, My3blKa CaJIOHHAsI U JOMAIITHI,
IUICHIpHAS >KaHPOBas MY3bIKa VYJHI, TUIOMIAACH,
cazoB, OynbpBapoB, Kade, My3bIka MBIIIHBIX MPa3/I-
HECTB, BEJIMYaBbIX MPOLIECCUH U T. 1. — BCE 3TO Tpe-
OyeT pa3NMUYHBIX BUIOB OPOPMIICHHS...» [TaM XKe,
c. 188].

JloBOeHHOE My3BIKO3HAaHHE HE CO3/1ajJ0 TEOPHUHU
JKQHPOB — Ha4aJio €€ MHTEHCHBHOTO Pa3BUTHA Kak
0Cc0o00r0 HampapjeHHsI TEOPUU MY3BIKH MPUXOIWT-
Csl y’K€ Ha BTOPYIO NMOJIOBUHY XX B., KOIJA TEOpe-
THUYECKasi MBICITb TEPEKIIIOYAETCS, YCIOBHO TOBOPA,
C <OKaHPOB» Ha (OKaHP», U OCHOBHBIM BOIIPOCOM,
BOKpYT KOTOporo (opmupyercss mpoOiIeMHOe IoJie
HOBOI1 TEOpHH, CTAHOBUTCS BOTIPOC YMO MaKoe My-
suikanshoiil scanp?’ Ho B 1920-e roms! ObUT cenan
BKHBIN 1Iar: NEpEeHOC BHUMAaHUS C «BHYTPEHHEU
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KHU3HH» OTIENLHOTO MPOW3BEACHUS Ha (YHKIUO-
HUpPOBaHME MY3BIKH B ONpeneiéHHOl cpene, 00-
[IeCTBE, YTO M OMNPENEIUIIO paccMOTpenue «hopm
COLIMAJIFHOTO OOHApy)KeHHs My3bIKm». Takoil pa-
Kypc, KaK yKe TOBOPHJIOCH, ObUT CBSI3aH CO CTa-
HOBJICHUEM MY3bIKaIbHON couuonoruu. Kak 3Hak
BpEMEHHU, B MY3BIKOBETYECKHI JIEKCUKOH aKTUBHO
BXOIUT MOHATHE «MY3bIKaNbHBIN ObIT» (b. B. Aca-
¢wes, b. JI. SIBopckuii u ap.), KOTOpPOE B COLHAIEHO-
OPHEHTHPOBAHHOM HCKyCCTBOBEIEHHH BCE IIHpE
WCTIONIB3YETCSl HapsAAy C aHAJIOTHYHBIMH TOHATHS-
MU — «JIUTEPaTypHBIA OBIT», «TearpaibHBIA OBIT»
u T. 0. [ToquepkHEM U elg onHy napauienb B UCKa-
HUSX MY3BIKO3HAHUS M (PUIIOIOTHH TEX JIET: 3TO MO-
HSITHE «MHTOHAIMNY KaK ()eHOMEHa KOMMYHHKAIIHH.
Ero mpaktudecku B OJHO BpeMsi pa3padaThIBaiOT
b. B. AcadneB u M. M. Baxtusn, Bropoit — Ha Mmare-
puaje CIOBECHOTO TBOPYECTBA, MEPBBI — MY3bIKH,
HO TaK)Ke ONupasch Ha QUIOIOrnIecKoe 3HaueHne .

B 3amagHOM My3bIKO3HAHUH JTaHHAS TEHACHINS
(1920-e rompl) ObUTa OTMEUYEHA MPEXKAE BCETO IO-
sBrieHreM pabot 'enpuxa beccenepa, cpeau KOTo-
PBIX C TOYKH 3pEHUS] CTAHOBJICHHUS TEOPHH JKaHPOB
OOBIYHO BBIACTISIOT (hpailOyprekuit joknan « OCHOB-
HBIE BOIIPOCHI MY3BIKaJIbHOTO ciblmmanuss» (1925),
rae, nojaemMusupys ¢ Pumanom, beccenep hopmysnu-
pyeT mojoxeHne 06 0coboM IMPUHITUIE MY3bIKaIhb-
HOM KOMMYHHUKAINH — «JIeHICTBEHHOE 00palieHne ¢
Mmy3bikoi [Umgehen mit Musik] B obmiectse» [13,
S. 12]. MBI HE MOXeM C yBEpEeHHOCTBIO CKa3arTh,
3Ha) U AcadbeB IMEHHO 3Ty paboty beccenepa.
B «My3bikanbHol (hopMe» OH YIIOMHHAET CTaThiO
«Studien zur Musik des Mittelalters» — B «psny
BIYMYHBBIX aHAJIUTHYECKUX PabOT», KOTOPHIE MO-
MOTJIM €My «JIOBEpYHBEE OTHECTHCHh K JABHO YKe
popalaThIBaeMBIM MHOIO TIPOOJIeMaM MY3bIKallb-
HOro OQOpPMIIEHHS W TMOYYBCTBOBAaTh MOJ COOOIO
TBEPIYIO MOUBY» [2, c. 27-28].

Kak MoxxHO BuzeTh, AcadbeB BbICKa3an HeMa-
JIO TEHHBIX MBICICH W TOJOXKCHHM, KOTOphIe 00-
pPEeTaroT aKTyaJlbHOCTh B KOHTEKCTE COBPEMEHHON
TEOpPUHN MY3BIKAJIBHBIX KaHPOB. Ho mOCKoNmbKy 3Ta
Hay4Has 00nacTs AcagbpeBbIM, KaK 1 COBPEMEHHBIM
€My MY3bIKO3HaHUEM, TOT/Ia emE He 000CO0sIIaCh,
TO €ro B3MISbI Ha KaHPOBYIO MPOOJIEMATHKY HE
OBLTH CKOHIIECHTPUPOBAHBI M B KaKOH-JTNOO CIIenu-
anpHON pabote. Kpome Toro, AcadbpeB, akKTHUBHO
HCCTIEMys )KaHPOBYIO 001aCTh MY3BIKH U (haKTHUe-
CKHU pa3padarbiBasi KATETOPHIO KaHPA, JOCTATOYHO
penxo ynorpeOiser caM TePMHH <GKaHp» (MpUIéM
y Hero mpeobnanano, Kak yxe TOBOPUIOCH, CIIO-
BOoynoTtpeOieHne B TPagulusx H300pa3uTeT-HOTO

HcKyccTBa). JlanHas 0COOEHHOCTh CTAHOBHUTCS II0-
HATHOH! B UCTOPUYECKOM KOHTEKCTE.

Emé na nayano XIX Beka cioBo genre B Poccun
yroTpedisuii Bo GpaHIly3ckoM Hanucanun. Kak, Ha-
npumMep, 3To GUKCUPYET OIMH H3 cioBapeit 1828 rona
(crares o 6uonorum). B mureparypoBenueckuii oou-
XOJI CIIOBO «OKaHP» (B PYCCKOM TPAHCKPHUIILIUH, JIJIS
o0o3Ha"YeHusT pojioB ymTeparyphl) BBET A. H. Bece-
soBckuii B 1860-x IT. — B pycie noiemMuku ¢ [ erenem.
Ho u B xon1e XIX B. 0AMH U3 pyCCKUX KPUTHKOB KHU-
ru bproHeThepa UCTIoIbp30Ball 3TO CJIOBO KakK MOT4EP-
kHyTO MHOs3bIuHOE: «GENRE, T. €. “pon”». D11 dak-
Tl puBOAUT JuTeparyposen A. C. Cy66otun [10,
c. 16-17], ormeuas, 9T0 OHOM W3 MPUIHH TAKOTO OT-
HOIIIEHHs K TepMUHY ObUT aBToputeT B. I benmHcko-
T0, Yepe3 CTarbio KoToporo «Pa3nenenne mo3s3nu Ha
POIIBI U BUIIBD B PYCCKYIO JINTEPATYPHYIO HAyKYy TIPH-
1A apUCTOTEIEBCKO-TEreeBcKas cucremaruka |10,
c. 12] (dpanmysckoro TepmuHa «okaHpy beTMHCKHIA
He wuCons30Bai). CBOIO poib Ha OMPEICIEHHOM
JTane ChIrpajd M3BECTHBIC HUTHIIMCTUYECKHE WJIEH
B. Kpoue, orBeprasiero B ero «Jcreruke» (1902'")
YKaHp KaK KaTerOpHIO, TPOTHBOPEYAIIYIO0 CAMOW CyTH
nckyccrBa. [lokaszarenpHO, 4TO B «ODHIMKIONEIH-
geckoM cioBape» @. A. bpokraysa u U. A. Edpona
aBTop crarbu «OKanpy» (1890, T. 22) yka3piBaeT (Buau-
MO, YUYHTBIBAs JIOCTATOYHO OIIyTHMOE K 3TOMY Bpe-
MEHH HETaTHBHOE OTHOIIEHHNE K «KJIACCHUIIICTCKOMY»
MOHATHIO POJa B CpeAe JIUTEPaTypOBENOB) JIUIIb
OJIHO 3HAa4Y€HHE — HMCKYCCTBOBEIUECKOE: «OBITOBAS
JKHMBOITICh, 3aHUMAETCsl N300payKeHNEM CIIeH U3 00-
IIECTBEHHOW M YaCTHOM >KHU3HU (C. 722).

Yro kacaetcst cepbl My3bIKH, TO COILIEMCS Ha
nuccepraiuio M. A. TlpecHskoBo#'?, u3yduBInei
OoJiee cTa POCCHICKUX M3JIAaHUN YKa3aHHOTO TIEpH-
0J1a: 37IeCh TaKXe IOJIb30BAIMCH CJIOBOM «POi», a
He (QpaHIly3CKUM «KaHp». B aTOM cBeTe cTaHoBHT-
csi Oonee MOHATHBIM TpennodreHre AcadbeBbIM
TEPMHUHOB «pOm» U «BHUI» — «xkaHpy». C 1920-x
TEPMHH (©KaHp» MOMy4YaeT PacHpOCTpaHEHHE Kak
B JINTEPATypPOBENEHNU (31€Ch OOJBIIYIO POJb CHI-
rpaja TaKk HaspiBaemas «(opManpHas IIKOJIay,
OTHOIIIEHUE K KOTOPOM BIOCIEACTBUU OBLIO HEO-
HO3HAYHBIM), TaK ¥ B My3bIKOBeieHUH. [Ipu 3TOM,
KaK TOKa3bIBaeT B yHNOMSAHYTOH cratbe CyO00OTHH,
BILTOTH 10 1960-X IT. 3HaYCHNE TEPMHUHA «KAHP)» B
PYCCKOSI3BIYHOM JIUTEPATypOBEIEHUH OCTaBaIOCh
Pa3MBITBIM, TaK KaKk €My He MpHIaBald CaMOCTO-
STEJIHHOTO 3HAYCHHSA, 3aMEHSSI CIOBAMH «pPOI»,
«BHI», «PA3HOBUIHOCTHY, «BUJ POAa» U JaXKe «He-
Koe BHIoBOE moHsATHEY [10, ¢. 5—6]. D10 HEe MoIIOo
HE OKa3bIBaTh BIMSHUI U Ha MY3bIKO3HAHHE.
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Taxum 00pa3oM, OPHEHTUPYSICH HE HA MepMUH
«CKaHp», a Ha CaMo NoHAmuUe N Ha npedcmasieHus
0 MY3BIKJIBHBIX XaHpaxXx W uUX (QyHKIHOHUpPOBa-
HUU, TOABIISICTCA BO3MOXHOCTH TOBOPUTH O [0-
CTaTO4YHO paSBHTOﬁ KOHICHNIUU MY3bIKaJIbHBIX
*KaHpoB y AcadreBa. JlaHHas cTaThs — pe3ynbTar
IIOIIBITKX BOCCO3aTh JTY «BHUPTYaJIbHYIO» KOH-
[ENIuo, coOpaB MO MHOXKECTBY paboT yd&Ho-
ro meranu («masib») HEKOW o0me kapTuHbL B
paccpenoTOYeHHOM BHJE€ M HE MapKHpOBaHHBIC
CHEIMATLHBIM TEPMHHOM <CKaHP» MBICITH Acadbe-
Ba, KOTOPBIC MOITIN OBl BBI/IBUHYTb €0 Ha pPOJIb
OJTHOTO M3 MPEATEY COBPEMEHHOTO YUYEHHS O JKaH-
P€ B MY3BIKEC, HC OKa3aJid JOJIKHOI'O BJIIMAHUA Ha
(dhopmupoBaHue HOBOH Teopun. OTHAKO HEJIb3S 3a-
6BIBaTB, YTO HE OAHO ITIOKOJICHHC OTCUYCCTBCHHBIX
MY3BIKOBEAOB BLIPOCJIO ITOJ BO3IICI7[CTBI/ICM TpyaoB
u uneit AcadbeBa, ero HaydHOW METOJONOTHUA —
TOTO, YTO OOpPa3HO HA3BIBAIOT «IIKOJIOH Acadnbe-

Ba». «be3 mpeyBenuueHUs MOXKHO CKa3aTh, — IH-
can JI. JI. lllocrakoBuy eme B 1943 romy, — 49To
MbI, MY3BIKAHTBI COBETCKOHM (popMaiuu, Tak Wiu
HWHa4Y€ — BCC €TI0 YUYCHUKU U IMUTOMIIBI. O]IHPI Cl1y-
maju €ro JEKuuu, Apyrue€ BOCIIUTHIBAIUCH 110 €T0
KHHUTaM, TPEThbH HCIBITHIBAIA Ha cebe ero Omaro-
TBOPHOE BJIHMSHHUE Yepe3 00IIyro atMochepy uaei
U TOYCK 3pCHUA, UM CO3JaHHYIO W BOKPYI' HETO
CIOXKHUBIIYIOCS (IHUT. T10: [7, ¢. 433]).

N x0T B cUly HCTOPUYECKUX IIPUYHMH HET OC-
HOBaHHUU YTBEP)KJaTh, YTO Aca)beB CTOSUT Y UCTO-
KOB OTE€YECTBEHHOM TEOPUH >KAHPOB, — HECOMHEH-
HO TO, YTO B3ITIAAbI y‘IéHOI‘O Ha XaHp KaK ABJICHUC
MY3bIKAJIbHOTO HCKYCCTBa OTIMYAJIMCH OOJIBIION
Pa3BUTOCTBhIO M Pa3HOCTOPOHHOCTBHIO, YTO OH HC-
CJICOOBA XaHp B €0 KOHKPETHBLIX IPOABJICHUAX U
OTPpAXXCHUAX, IPOABUTAACH K 3BHAYUTCIIBHBIM TCOPEC-
THYECKUM 000OIICHUSIM, HE TMTOTEPSBIIAM U CETOI-
Hi CBOIO HEHHOCTH U NEPCIICKTUBHOCTD.
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de Boris V. Asaf'ev (1884—1949): Tesis doctoral. Madrid:
Universidad Autonoma de Madrid. Facultad de Filosofia y
Letras; Departamento de Musica, 2008. 998 p.

3 O pa3paboTKax TMOHSTHS «MYy3BIKAIBHBIA OBITY
B 1920-e roasl cMm. crateio B. II. ®omuna «Cormono-
rudeckre (OpMbl OCO3HAHMS MY3BIKAIBHON JKH3HH H
KyJBTYpBI B My3bIKO3HaHUH 20—X roroB» (My3bIKambHOE
HCKYCCTBO M Hayka: c¢0. cT. M.: My3sika, 1978. Brm. 3.
C. 191-214). NoguepkHéM, uTo popMUpOBaHUE TaHHBIX
B3MI1I0B Y AcadybeBa IIUTO B pyciie OypHO pa3BUBaBIICH-

Cs1 B T€ TO/IBI My3BIKAJIbHOM COIIMOJIOTUH, KOTOPAsi B CBOIO
odepenb OblIa BBI3BaHA K JKU3HW HOBOH TOTJa HAyKOH —
COIMOJIOTHEH MCKYCCTBA, M TEHJCHIMS 3Ta HOCHIA 00-
IIeeBPOIICHCKII XapakTep (cM. moapoOHee B MacmTad-
HOM 0030pe B kH. H. HoBaka [19], 4. 2 «Musiksoziologie
in der DDR unter Beriicksichtigung der UdSSR»).

4 O «mpopacTaHUm» 3THX HICH B OTEYECTBEHHOM
MY3bIKO3HAHHUHU CM., B YaCTHOCTH, cTaTbio JI. H. [Haiimy-
XaMETOBOMH, MOCBAMIEHHYIO «MUTPUPYIOIINM HHTOHAIIH-
OHHBIM (hopmynmam» [12].

* Crieunduka CTUIIS TEKCTOB AcadbeBa U €ro TepMH-
HOJIOTHH CaMH TI0 ce0e y)ke He pa3 CTaHOBIIINCH TTpeMe-
ToM uccinenoanus. CM., Haripumep, crateu T. B. Uepen-
auueHko [11] u E. A. Horunoi [6].

¢ IIpuBoauTcst mo paboram AcadbeBa «Kommo3urop
— ums emy Hapom» (cMm.: M30pannsie Tpyner. M.: M3a-Bo
AH CCCP, 1955. T. 4. C. 17-21), «ITamsitn YaitkoBcko-
ro» (cm.: Tam xe. C. 26-30), «CuMmdoHIIECKHE STIOIBDY
[3], myOmukannu «KpaTkuii KOHCIIEKT JIeKIuii mpodec-
copa b. B. AcadreBay (JI.: Toc. o6wen. pad. Mu-T, Mys3.
otzaen, [1929]. Bem. 1).

7 VkaxeM, Ipex/Jie Bcero, Ha ctartbu 1926-1927 rr.
«My3bIka ropona u nepeBHm» (cMm.: AcadoeB b. B. Us-
OpaHHBIE CTaThH O MY3bIKAJIbHOM IPOCBEIIEHUN 1 00pa-
3oBannu. M.; JI.: My3bika, 1965. C. 38-43), «Pycckas
HapOAHAs TECHS U €€ MECTO B IIKOJIEHOM MY3BIKaJIbHOM
BocnuTaHUM U oOpazoBanmm» (Tam xe. C. 102-117),
«bpIToBast My3bika nmocie OxrsOps» (cM.: HoBast My3bI-
ka. Tox 2, Beim. 1 (V) // Oxtsa0ps 1 HOBast My3bIKa. JI.:
Tputon, 1927. C. 17-32).

8 Cm. B ku.: Acadre b. B. Pycckas myssika: XIX u
Hayano XX Beka. 2-e uzf. JI.: Myssika, 1979. C. 100-110.
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® Umenno Tak — «Was ist eine musikalische Gattung?»
— Ha3bIBaeTcs u3BecTHas crarbs K. lanbxaysa [14].

100 ¢unonornyeckux «KOPHSIX» CBOEH TECOPUU WH-
TOHAIMH THIICT B KHAUTE «Mos )ku3Hb» cam AcadbeB — B
CBSI3H C UHTEPECYIOIIUM E€T0 «IPOIIECCOM “TIePe0CMBbIC-
JIEHUSI” OT SMOXH K AIO0XE JIEMEHTOB ‘“MYy3bIKaJIbHO-HH-
TOHAIIMOHHOTO cloBaps’™»: «Kak ¢uiomory MHE 3TOT
mporecc ObUT TABHO U3BECTCH B PEYCBOI MHTOHAIIMU U
HU3MEHEHMsIX cMbIcia ciioB» (AcadeeB b. B. O Oanere.

Crarbu, peueHsuu, BocnomMuHanus. M.: Mys3bika, 1974.
C. 253).

" Pycckuit mepeBon — 1920 roga (mep. ¢ ut. B. Sko-
BEHKO), nepeusnan B 2000 roxy.

12 TIpecusikoBa U. A. CTaHOBIICHHE PYCCKOS3BIYHOM
MYy3BIKaJbHO-TEOPETUYECKON TEPMUHOIOTMU B OTEue-
CTBEHHBIX MY3BIKAIBHBIX pyKoBoAcTBax koHna XVIII —
nepBoii nmonoBuHbl XIX BB. (1773-1862): muc. ... kaHn.
uckyccrBoseieHus. Kasans, 2004.
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b. B. AcachbeB 1 oTeyecTBeHHast TEOPUSI MY3bIKaAbHbIX )KAHPOB —————————

Hacnenne Brinatomerocst My3sikanbHoro yuéHnoro b. B. AcadreBa nopaxkaer He TOJIBKO OOIIMPHOCTHIO, HO U Pa3-
HOCTOPOHHOCTBIO. MHOTHE ero pa3paboTKy cTaiu (yHAaMEHTOM Pa3BHUTHS LENBIX HAIPaBIECHUH OTEYECTBEHHOTO
My3bIKO3HaHUS. Hapsimy ¢ aTuM, HEeKOTOphle M3 IIEHHBIX niei AcadbeBa B CHIY TEX WM MHBIX OOCTOSTENHCTB HE
TTOJIYYHJIN OLITy TUMOTO HayYHOTO pe30HaHca. B yacTHOCTH, nien B 00J1aCTH TEOPUH MY3bIKaJIbHBIX )KaHPOB, KOTOpPast
B OT€YECTBEHHOM MY3bIKO3HAHUU Hadajla pa3BUBATHCA MO34HEE. Tak, HECOMHEHHOM aKTyalbHOCTBIO Ul JAHHOTO
HaIpaBJICHUs] COBPEMEHHOI Haykn 001afaloT MbICIH AcadbeBa 0 KOMMYHHKATHBHBIX A€TEPMUHAHTaX (YHKIINO-
HUPOBAHHUS PA3IMYHBIX XKAaHPOB, O BU/IAX «IIEPEMHTOHUPOBAHUS) OBITOBOI MY3BIKM B KOMIIO3UTOPCKOH, IIpodeccH-
OHaJBHOH U T. 1. B onope Ha nccnenoBaHue psaa TPyIoB YIEHOTO OKa3alach BO3MOXHOM cBOeoOpa3Has «peKOH-
CTPYKIH» acabeBCKOM KOHIETIINN MY3BIKaJIbHBIX JKaHPOB. B IIEHTp paccMOTpeHUs BEIHECEHBI TPU €€ acleKTa,
BROXHEHIINX U U1 COBPEMEHHOI TEOpPHH: CYIIHOCTDH )KaHPa B My3BIKE, SBJICHHE OTPaXKEHHUS OBITOBOW MY3BIKH B
KOMIIO3UTOPCKOH M CBA3aHHBIN C 3TUM BOIIPOC O COOTHOLICHWH JAaHHBIX POIOB MY3bIKH. AHaIN3 TpynoB AcadbeBa
MTOKa3bIBACT, UTO, XOTSI OH He pa3padarhiBajl COOCTBEHHO >KaHPOBYIO TEOPHIO (B MY3bIKO3HAHHU €TO BPEMEHH OHA
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eme He BLIﬂeJ'IfIJ'IaCB), UM BbICKa3aH IICJ'ILIﬁ pAa TEOPECTUUCCKUX O606H1€HI/II7[, HE NMOTCPSABHINX CBOIO FJ'IY6PIHy, nep-
CIICKTUBHOCTb U CCTOJHA.

Krouesnie cioBa: b. B. Acaq)},eB, MY3BbIKO3HAHNE, MY3bIKAaJIbHBIC JKaHPbI, TCOPUS JKaHPOB, KOMIIO3UTOPCKOC NIEpe-
WHTOHUPOBAHUC HapO,HHOﬁ MY3BbIKU.

Boris Asafiev and the Russian Theory of Musical Genres

The legacy of the outstanding musical scholar Boris Asafiev is phenomenal not only in its breadth, but in its diversity.
Many of his elaborations have provided a basis for development of entire different directions of Russian musicology.
However, some of Asafiev’s ideas, due to various circumstances, have not received their due perceivable scholarly
resonance. This is especially true in regards to his ideas in the domain of the theory of musical genres, which has
begun to develop in Russian musicology at a later date. Thus, an undoubted reality for the present direction of
contemporary scholarship is presented by Asafiev’s thoughts on communicative determinants of functioning of
various genres, on the types of “re-intonating” of vernacular music in the composers’ professional and other kinds
of music. In reliance on the research of a number of the scholar’s works, a peculiar kind of “reconstruction” of
Asafiev’s conception of musical genres became possible. Three of its aspects, which are also extremely important
for contemporary music theory, are brought into the core of examination: the essence of genre in music, the
phenomenon of reflection of vernacular music in academic music and the question about the correlation of these
types of music connected with it. An analysis of Asafiev’s works shows that even though he did not develop the
theory of genre proper (it was not yet fully developed in the musicology of his time), he asserted a whole set of
theoretical generalizations, which have not lost their profundity and perspective today.

Keywords: Boris Asafiev, musicology, musical genres, the theory of genres, compositional re-intonating of folk
music.
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CUHTE3 BAAETA U CIOUTbI B TBOPYECTBE AAPUYCA MUINO

ajieT 3aHrMMaeT 0cob0e MEeCTO B TBOPUECTBE
Hapuyca Muiio. D10 onpemeneHo He TOJIBKO
KOJTMICCTBEHHBIMH  TOKA3aTEIISIMHU KOM-
MO3UTOPOM B ATOM JKaHPE CO3MAAHO IIECTHAIIAThH
COYMHEHUH, — HO U TE€M, YTO B TAHIICBAIBHO-CIIE-
HUYECKHUX MPOU3BEACHHSIX (DPAHIy3CKOTO MacTepa
HE MEHee SPKO, YeM B €r0 CIOWTAaX, MPOSBIIIA CEOS
TBOpUYECKasl WHIUBUIYyAILHOCTh, TSATA K TIOUCKY U
JKCIIEPUMEHTAM.
Kak BUAHO uU3 MPEICTABICHHOW TaOJHUIIBI,
Muiio obparmancs k OaneTry Ha MPOTSKESHUU BCEU
CBOEM JKU3HU.

Tab6auna 1. banernsie npousBeaenus /. Muiio
B XPOHOJIOTHYECKOM MOPsIAKe

Ne Haumenosanwue Oanera Ton co3manus
1. «YenmoBek U ero KenaHue 1918
2. «BBIK Ha KpBIIIE» 1919
3. «CoTBOpeHHE MIpay 1923
4. «Camar» 1924
5. «lomy6oit axcpeccy 1924
6. «Beep JKanHBI» 1927
7. «MpIcTm» 1933
8. «Mowceii» 1940
0. «BeceHHne urpon» 1944
10. «Komoxomay 1946
11. «Anam Mupyap» 1948
12. «Cup1 NakoBa» 1949
13. «CO0p JTMMOHOBY 1950
14. «Po3a BeTpoB» 1957
15. «Betka nTuipy 1959
16. «Coop BHHOTpaia» 1960

Komno3uTtopa naHHBIA >KaHp IPUBIIEKAT MHO-
TMMH KaueCcTBaMM: MCKOHHO IPUCYIIEH eMy 3pe-
JMIIHOCTBIO;  BO3MOXHOCTBK)  COIIOCTaBICHUI
pa3HBIX XapakTepoB B paMKaxX €IWHOMN CIOMKETHOM
JIMHUY; SCHOCTBHIO (POPM, JIOITyCKAIOIIEeH MPH STOM
HCIIOJIb30BAHUE CJIOXKHBIX TEXHUYECKHUX NPUEMOB;
CHUMBOJIMYECKOM MPUPOAOH TaHLA, PACKPBIBAIOIIECH
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DIyOWHY CMBICTIOBBIX IOJTEKCTOB; COCIUHEHUEM
KJIACCHYECKUX TPAIUIUA ¥ HOBBIX PaJIUKATHHBIX
uaeii. OueBuaHO, uTO OanerHas 3cretuka J[. Muiio
BBIPOCTIA HAa HAIMOHAJIBHOM mMouBe. MHOTHE €ro
MIPOM3BECHHUS] TPEEMCTBEHHO CBA3aHBI C KOMeE-
musimu-6aneramu Moibepa — Jlomu [5, ¢. 296],
MPOHUKHYTHIMH 3J000THEBHBIM COZICPKAHUEM U
JKU3HEHHOCTBIO XapakTepoB. baneram /1. Muiio Tak
’Ke, Kak U counHeHusiM Monbepa — Jlromim, cBoii-
CTBEHHBI SICHAs JIOTMKA Pa3BHUTHA, YETKOCTH (HOpM
1, TNIAaBHOE, OTI0pa Ha KOMITO3UI[MOHHBIEC TIPUHITUTIBI
TaHIIEBaJIbHON CIOUTEL.

MoxHO yTBepkaaTh, 4To OaneTsl Muiio — Ta
xaHpoBast cepa, B KOTOPOI MPHUHIUIIBI CIOUTHO-
CTH BBIp@)KEHBI Hanboee SpKo. ITO 00YyCIOBICHO
psAaoM (GaKkTOpPOB UCTOPUUECKOTO XapakTepa. [Ipe-
7€ BCETO, CIIeyeT yKa3aTh Ha TO, UTO OaeT «BBI-
pOC» U3 CIOUTHI, HAIIOMHUM, 4TO B X VI Beke 3TuM
TepMHUHOM o00O03HaYanu Xopeorpadudeckue HO-
Mepa IMoj MY3bIKY HOIMYNISAPHBIX TaHIEB [TaM Xe].
HecomHeHHO, 9TO BO MHOTHX TeaTpajbHO-CIe-
HUYECKUX NPOU3BEICHUAX Muilo mnposBieHue
CIOWTHBIX IPHUHIUIIOB KOMITO3UIIUU OOYCJIOBIIEHO
MIPOYHBIMHU CBSI3IMHU C TPAAUIHAMH (HPaHITy3CKOTO
banera (mepuoma mo pedopmel HoBeppa) n uta-
JMBIHCKON KOMEINN MacoK, YTO MO3BOJIIET KOMIIO-
3UTOPY MPUBHOCHUTH JIETKOCTH U ICHOCTH B MY3BIKY
Y TIPH 3TOM JAEMOHCTPUPOBATH OOTATCTBO BBIPA3H-
TEJIHHBIX BO3MOXKHOCTEH M3TIO0JIEHHOTO UM JKaH-
pa CIOUTHI.

HaGmronennss ©Hax mporeccoM KaHPOBOTO
B3aUMOJIEHCTBHA OaJeTOB M CIONT B TBOPYECTBE
Muiio naioT OCHOBaHHUS CYAUTh O JBYCTYNEHHOU
npupojie 3toro ¢peHomeHa. [lepsast — HachIeHHE
0aJIeTHOTO CTIEKTAKJIISl CBOMCTBAMU CIOMTHI, ITO3BO-
nsonee 6e30roBOpOYHO aTpUOyTHPOBATH CIOMT-
HYIO IPUPOAY COUMHEHMU. Bropas — npsamoe «ie-
pepactanue» 6ajiera B CIOMTY, KOTJa OAWH JKaHP
CTaHOBUTCS IOBOJIOM JUJIS CO3/IaHUSI HA €70 OCHOBE
JPyTOro, 4TO (PUKCHUPYETCSI aBTOPCKON peMapKOii:
baner-cronra.

PaccmoTpum, Kak MpOMCXOIUT HACHIIEHHE Oa-
JIETHOTO CIIEKTaKJIs YepTaMH CIOWTHI Ha TpUMEpe
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6amera Mwiio «beik Ha Kpeime». Ciemyer oTme-
TUTH, YTO KOMITO3UTOP 3aJyMBIBAJ JJAHHOE MPOU3-
BEJICHUE B COBEPLICHHO MHOM >KaHPOBOW ILIOCKO-
CTH, PACCUMTHIBASL HA UCIIOJIb30BAHUE COUMHEHHOU
UM MY3bIKH B priibMe, Harmoooue KuHoneHT Yapiu
YanuHa, B TO BpeMsl BecbMma nonyisipHbix. [Toaro-
My M3HAYaJIbHO aBTOpP cKopee ObUT HACTPOEH Ha Ha-
MMACaHNE CIONUTHI K GrtbMy. OTHAKO MICHHBIN BIOX-
HoButenb «lllecrépku» XKan Kokro mnpemnoxuin
KOMIIO3UTOPY APYIoi *KaHpPOBBII paKypc — IpeBpa-
[ICHUE CO3/1aBaeMOTO IMPOU3BENCHNS B OaJICTHBIN
crekraxyb. KoMmos3uropy noHpaBuiach 3agyMKa
KokTo, KOTOpBIl Hanmucan K yk€ FOTOBOM My3bIKE
crieHapwii Oanmera-maHTOMUMEL. Mpaes ompaBnama
cebsa. buersr Ha mpeMbepy OBLTH PacKyIUICHBI, a
B JanbHElIeM «bbIK Ha KpBIIey MpHoOpEN 60h-
LIYIO MOTMYJSPHOCTB.

OcranoBuMCS TOoApoOHEe Ha BOIpOCce Ipe-
TBOPEHHS B JTaHHOM COYMHEHUH CIOMTHBIX IPHH-
uumoB Kommnosunuu. Ilpexae Bcero, ykaxem, 4To
YKaHPOBBIMHU UCTOKaMH MY3BIKH B O6anere «bpIk Ha
KpBbIIIE» SIBUINCH TOPOJCKHE «YJIUYHBIE» TaHIIBL.
Kak ormeuaer JI. Kokopesa, npousBeneHue ume-
JIO «CKaHJAJIbHYIO PENyTaLHUIO ... OTYaCTH M3-3a
OaHAJIBHBIX MENOIWH TAaHTO M MAaTYHUIIeH, yCIbI-
maHHbIX Muiio Ha kapHaBase B Puo-ne-XKanelipo
Y BKIIOYEHHBIX B MapTuTypy» [4, c. 38]. Tanue-
BallbHasg My3blKa OyKBaJIbHO TPOHH3BIBAET BCE
counHeHue. Menonuu, ONM3KHE MO XapakTepy K
n3mo0neHHpIM Muiio xaHpaMm Opa3uiIbCKUX TaH-
1eB («TaHro, Mardumieil, cam00, MOPTYTaIbCKUX
bamo» [7, c. 135]), cMeHSIOT ofHa APYTYIO U UMe-
FOT CBETJIBIM, )KM3HEPAJOCTHBIM, a MOPOH U 3aXu-
rareabHbI XapakTep. OMOIIMOHAIBHBIN «ITyIbC)»
TaHILy, IPE¥XKJE BCEro, 3aAaET PUTMUYECKUI pUCy-
Hok. Hampumep, B Teme pedpena (Oaner omupa-
eTCsS Ha KOMITO3UITMOHHBIN KapkKac (GOpMBI POHJIO)
pUTMBI caMOBl (OPMHPYIOT AKTHBHBIH CTpEMH-
TEJIbHBIA, TMPA3THUYHO OKpalIeHHBIH o00pa3, B
«TaHue nByX >KEHIIUMH» CIBIIIHBI XapaKTepHbBIE
PUTMBI TaHTO, @ B MEUICHHBIX H3SIIHBIX TeMax
MPOIVISIABIBAIOT JIETKUE Mardyumd. Takum oOpa-
30M, CMEHSIOLME APYT Ipyra TaHLeBaJbHbIE pa3-
HOXapaKTepHBIE 00pa3bl BBISBISAIOT TECHBIE CBSI3U
Oaysera C CIONTHBIMU NPOM3BEIECHUSIMU KOMIIO3H-
TOpa, MOCTPOCHHBIMH Ha MPHUXOTIMBBIX PHUTMax
Opa3mIIbCKOM TaHIEBAILHOM MY3BIKH, C XapaKTep-
HBIMH TYHKTHPHBIMH, CHHKONHUPOBAaHHBIMH pHT-
MaMH, OIIOPOX Ha JIBYJIOJIbHBIM pa3Mep, IHUPOKUM
WCIIOJIb30BAHUEM MPUEMOB PUTMHYECKOH MO Qo-
HuH. braromaps s3tomy obpasyercst CBoeoOpa3HbIit
BTOPOM >KaHPOBBIH JIACT, AKTUBHO ITPOSIBISIOLIUNA

ce0st B paMKax Oanera.

Hecmotpst Ha oTcyTcTBHE B COYMHEHHH «bBBIK
Ha KpBILIE» HOMEPHOW CTPYKTYPHl (OZHOAKTHBIN
Oaner), B ero opMe NPUCYTCTBYIOT SICHBIC UJICHE-
HUS Ha pasfeNbl. ITO ONIyIIEHUE TIYOOKHX IE3yp
BO3HUKAET O1aromapsi HAIWYHUIO TOJHBIX KaJaHCO-
BBIX 000POTOB B OKOHYAHUH KaXKJOW TEMBI, HECMO-
Tps Ha TO, YTO MEJIOANKO-TAPMOHNYECKOE 3aBepIie-
HHUE Pa3[eNioB HE MOAIEPKUBACTCS, KaK 3TO 4acTO
ObIBaeT, May3upoBaHUEM B rojiocax opkectpa. Pomib
TAKOH BPEMEHHOUN TI'paHU BBIIOJIHSAIOT HECKOJIBKO
CBSIBYIOIINX TAaKTOB, OCHOBAHHBIX Ha 00mux op-
Max JABIDKEHUS, JIMIIEHHBIX MEJIOAHMYECKOro Hava-
Jla, C OMOPOI Ha MPOCTHIE TOHWKO-IOMHUHAHTOBBIE
rapMOHHYECKHE Mocie0oBanns. IMeHHo Tak aBTop
MapKUpyeT 3aBeplIeHHEe BHYTPEHHHUX pa3IeiioB
dbopmel. Bo Bpems 3Toif CBOEOOpa3HON «CMEHBI
JeKOpanuiny 3ameisieTca TeMn (pPUTeHYTO), CHH-
JKAeTCs, TIOYTH CTHUXaeT AuHamuKka. Bc€ ato dop-
MHUpYET Y CIIyIIaTeNs YyBCTBO 3aBEPIIECHUS OJHOTO
KOMTIO3UITHOHHO-CMBICIIOBOTO OJIOKa W OXHJIaHUE
Hadajia ciemyromero. biaronapst atTum cpeacTsaM,
MIPOM3BEJCHNE BOCTIPHUHIMAETCS KaK IeJI0e, HO pa3-
JenéHHoe Ha HeOObIIIKE YacTH, MOAOOHBIC ITbecaM
B CIOUTE.

Bonbiryto poib B coznanuu 3¢ ¢dexra CIOUTHO-
CTH UTPAET W MPHUHIIUI KOHTPACTa, IPOSBISIONTHI
cebss Ha TEeMaTHYEeCKOM, TEMIIOBOM, IWHaMHYe-
CKOM, TeMOPOBOM, TOHAJILHOM YPOBHSX. «3asiBIsi-
€T» K€ OH O CBOEM IPUOPUTETHOM 3HAYCHHUH YXKE
C TepBbIX TakToB Oanera. Tak, «bbIK Ha KphIIIe
OTKpHIBaE€TCS Ma)KOPHOH TeMo#-pedpeHOM — ax-
TUBHOMH, SIPKOM, CTPEMUTEIBHOM, U3/1araeMou op-
kecTpoM tutti. KoHTpacToM 3ByUHT Ciiemyromas 3a
HEW MeJJIeHHas, TUXas U CIOKOWHAs JUPUYECKast
MEJIOJUSl CTPYHHBIX HMHCTPYMEHTOB B COIIPOBO-
KICHUH BBICOKHX JIEPEBIHHBIX TyXOBBIX (10 MH-
Hop). Emé pa3 momguepkuéM, 4TO TaHIEBaIbHBIC
KAHPBI, Pa3INYHBIE 110 CBOEMY IMOIIOHAIBEHOMY
HAaKJIIOHEHUIO, CMEHSIOT APYT ApPYyra Ha MPOTsHKe-
HUW BCEr0 COYMHEHHWS: HallpUMeEp, MOCIE SPKOTO
Mpa3gHUYHOTO TaHTo B «TaHIe ABYX JKEHIIMH»
ciemyer Ooyiee CIIOKOWHAS MENOAMS MaT4yuIa, 3a
KOTOPBIM BHOBb BO3BPAI[A€TCs 3BYYaBIIHI paHee
3aKUTATEeNIbHBI pUTM camObl (Tema bapmena).
[TonobHoe yepemoBaHNEe KOHTPACTHBIX TEM, B CO-
YeTaHWU C OTMEUEHHBIMH OCOOCHHOCTSMH BHY-
TPEHHETO KOMITO3UIMOHHOTO YJICHEHUS (OPMBI,
CO3/1aI0T WJIIIO3MIO HOMEPHOM CTPYKTYpPHI, acco-
LHUHUPYIOLIENCS C COUTHOCTBIO.

OtmeueHHBIH APPEeKT MOMIEPKHYT U aKTHUB-
HOCTBIO TEMOpPOBBIX KOHTPACTOB, OOYCIOBIEHHBIX
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0o0pa3HBIMU W JUHAMHUYECKUMH Iporieccamu. Tax,
MIOJIHBINM COCTaB OpPKeCTpa UCTIONHSET pedpeH u sip-
KH€ JKM3HEYTBEPXKJAIOIINE TEMBI, TAaKUe KaK «Ta-
Hell bykmekepay», «rpa Havanace». MenjieHHbIE
JTUPUIECKUE TEMBI MOPYUYEHBI TO BBICOKUM CTpPYH-
HBIM, TO CONUpYyIomeMy KiapHeTy. K HUM MoryT
O0ABIATHCA HMHBIE HWHCTPYMEHTAJbHBIE KpPACKH,
HO KaK OTTeHsoume, (POHOBBIE, TOMYEPKUBAIOIIUC
WHANBHUyaJbHOCTh TE€MBL. Tak, Hampumep, IMpo-
ucxoaut B «Tanie Ionuieiickoro», rie tema 3By-
YUT TMPUDIYIIEHHO, ¥ CTPYHHBIX HHCTPYMEHTOB, K
KOTOPBIM BO BTOPOM IMPEJIOKEHUH JTOOABIISIOTCS
MIOJITOJIOCKH JIEPEBAHHBIX TYXOBBIX. VICKiioueHue
COCTaBIISIET yAapHas IPyIIIa, B XapaKTePUCTHKE JIN-
pUdecKoil 00pa3HOCTH HE MPUHUMAIOIIAs yYACTHA.

EnuHCTBEHHBIN IapaMeTp, He IPUMEHSIOLIHNACS
B CO3JIaHMU KOHTPAcCTa, 3To pazmep (2/4). Bo3moxk-
HO, 9TO MPOJUKTOBAHO CHENM(UKONH Opa3mIIbCKUX
TaHIEB, C XapaKTEPHOH I HUX ABYAOIBHOCTHIO,
B CHUTY YE€TO KOMITO3UTOP COXPAHSAET MPUCYIIYIO0 UM
METPUYECKYIO IPUPOTY.

[IposiBI€HNIO CIONTHOCTH B OOIIMX KOHTYypax
OaJIeTHON KOMITO3UIIUA CITOCOOCTBYET TaKkke YET-
Kas CTPyKTypa BHYTPEHHHX pa3JeNoB, C Ipeoda-
nanreM npocThix (opMm. COOTBETCTBEHHO, pa3jie
pedpena — «bapmen», a Bcuen 3a HUM U «Urpay,
«Hrpa nerpa», «CupeHa NoIUIMHM» HAMUCAHBI B
¢dopme nepuona. [Tepsorit anuzon «Kade npunnma-
eT roctei», a Takxke «llossnenne Xenmuny», «Ilo-
apneHne Myxunn», «Kade-momounasy, «Tanen
Byxmekepar, «Bockpemenue [lonuneiickoro» onu-
paroTcs Ha 3aKOHOMEPHOCTH IPOCTOM [IBYyX4acT-
HOi (opmbl. B mpocTolt TpéXuacTHOH MOCTPOCHBI
«Tanen Ilomuueiickoro», «MyxunHbly, «TaHeln
Canomen», «Moinsanimey. Vcroas30BaHHE CI0XK-
HBIX (POPM — CKOpee MCKIFOYCHHUE, KaK, HalpuMep,
CIIO)KHAsl JByX4acTHast B «TaHro ABYX >KEHIIMH»
i TeMa bapMeHa B 3aKiroueHun.

Hepenxo nmpocteie ¢popMBI KOMITIO3UTOP YCIOXK-
HSET YepTamMy BapHallMOHHOCTH, KaK, HalpruMep, B
paznenax: «llommmeiickuity, «Tresanime. Sortiesy.
A B «Tanme Herpay Mwuiio BBOAUT MATUYACTHYIO
poH1000pa3Hyo GopMy. MOKHO OTMETHUTh, YTO B
OaseTe, KaKk W CIOUTax KOMITO3UTOPA, HAOIIONaeTCs
ycIo)KHEHNE (POPMBI K CEpEIMHE U KOHILY POU3Be-
JCHUSL.

Takum oOpazom, B Oanere «BBIK Ha KpBIIIE)
MIPOSIBWIINCH B Pa3HOM CTETEHH BCE YePThI TaHIIE-
BaJIbHOM CIOMTHI: KOHTPACTHOCTh, TAHIIEBAJIHHOCTH,
JIAKOHUYHOCTH (POpM, KaMEpHBIN COCTaB OpKecTpa
U JTaXkKe PU3HAKH HOMEPHOH CTPYKTyphl. OTMeUeH-
HO€ TII03BOJIAET KOHCTaTHPOBATh B3aWMOBIHSHUE

CIONTHOTO M OaJIETHOTO XaHPOB B PACCMOTPEHHOM
6anere Muiio.

KayecTBeHHO MHOW YpPOBEHB KaHPOBOTO B3au-
MOBIIMSIHUSL OajieTa M CIOWTHI, OTMEYEHHBIH HaMu
paHee Kak MpsMoOe «IepepacTaHue» Oajera B CIO-
WTY, €CTh PE3yJAbTaT MAKCHMaJbHOTO HAKOIUICHUS
4epT CIOMTHI B pamkax Oanera. Takux jKaHPOBBIX
«MUKCTOB» Yy Muito Hemano. Hampumep, Ha ctpa-
HUIAX CBOEH aBTOOMOTrpaduy KOMIO3UTOP MHUIIET,
4To «3a0aBbl pagu» u3 12 snuzonos Oanera «Ca-
JIaT», «IpEeIHAa3HAYE€HHBIX KaK CIEeIUalbHO IS
KapHaBasia», OH cocTaBui cioouty «KapraBam B
Okce» [7, c. 203]. baner «MpIcnm» KOMIIO3UTOP
TaKXe TepeleNbiBacT B (POPTEMUAHHYIO CIOHTY, a
«Cabl MaxoBa» H3HAYAIBHO OIMpPEesaeT, KaK CIOu-
Ty ¢ Xopeorpadueil uiu OAJIETHYIO CIOUTY, TAC YXKE
B KaHPOBOM HAMMEHOBAHWY OTMEYEHA OpraHUYHas
CBSI3b UCCIIEAYEMBIX KaHPOB.

OcTaHOBHMMCSI B KauecTBe MpuMepa Ha Oayere
op. 294 «Cusl Makosay. [IponsBenenne pa3neincHo
Ha IITh OTAeNbHBIX HOMepoB («Ilomymika MakoBay,
«CoH mnepBbIit: HeOecHas JiectHuia», «IIpopoue-
ctBO», «CoH BrOpOi: Ooprba ¢ TEMHBIM aHTEIOM
u 6marocinoBeHnEM», «VI3panib») COOTBETCTBEHHO
CIONTHOMY IpuHIMINY Komnosuuuu. HecmywaiiHo
OHO HOCHUT Ha3BaHHE «DaJieTHas CIOMTa», TO €CTh
aBTOP OTKPBITO 3asIBJIIET O COCAMHEHUH JBYX JKaH-
poBbIX Mozenielt. COUMHEHHE pacCUUTaHO Ha KaMep-
HBI WHCTPYMEHTAIBHBII COCTaB: rO0OW, CKPHIIKA,
aJbT, BUOJIOHYENh, KOHTpabac. KamepHOCTh mposiB-
nsieT ce0s He TONBKO B OTHOIIEHHH OPKECTPOBOTO
cocTaBa. 371ech, Kak U B Oanere «bbIk Ha KpbIIe»,
MPOCTHIE JABYX- U TPEXUACTHBIC (POPMBI (HEPEAKO C
YyepTaMH BapHallMOHHOCTH) €CTECTBEHHO CMEHSIOT
Apyr ApyTa.

['apMOHMYECKyI0 OCHOBY pa3[esioB COCTaBIIS-
IOT TPEBATMPYIOIINE aBTEHTUYECKHE 00OPOTHI, YTO
TUINAYHO U JUISl CIOMTHBIX npou3BeneHuit 1. Muiio.
Homepnas cTpykrypa coxpaHsercss yacTW4HO. 1pu
Pa3NUYHBIX 10 MacHITabaM MepPBBIX HOMEpa (IBYX- U
TpEXIACTHBIE KOMITO3HIINH) CIEAYIOT 03 MmepephiBa,
OJIHaKo Onarofapst 46TKO 0003HAYCHHBIM KaICHIIUAM
Y CMEHE TOHAJIBHOCTEH, OHH HE CIIMBAIOTCS BOEANHO,
a COXPAHSIOT CTAaTyC CaMOCTOSTENbHBIX Pa3ZesioB.

B 6anere «Cupr MakoBa» He MEHeEe SIPKO, YeM
B «bbIke Ha KpbIme» MaéT o cebe 3HaTh KOHTPACT
TeMm. OHAKO 3/I€Ch OH MPOSIBISIET Ce0s CKopee He
B JKaHPOBO-TAHIEBAJIHHOW MPUPOAE TEMaTHU3Ma, a
B UX 00IIeM XapakTepe, CMEHE TeMIIOB, TOHAJb-
HOCTEH, JUHAMHYECKMX OTTEHKOB. Tak, rnepaas
yacth «llogymika MakoBa» 3KCIOHUpPYET TEMY HE
TaHLEBAJIBHYIO 10 MPHUPOJE, OHA 3BYYUT y T000s
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B COIIPOBOXJIEHUHU CTPYHHBIX HHCTPYMEHTOB IIPO-
CBETJIEHHO U CIIOKOHHO, OY/ITO BUICHUE, C ME/IJICH-
HBIM MCAWUTATUBHLIM pa3pacTaHUEM B IIPOLECCE
pa3BuTus.

Crnemyromas 3a Heit Bropas 9acTh « COH TIEpBBII:
HeOecHas JIeCTHUITAY 0oJiee TIOABIDKHA, C XapaKTep-
HbIM NMILIMKATO y CTpyHHbIX. HO, HecmoTps Ha
pa3HHQHBIﬁ XapakTep, BTopad 4aCTb MHTOHALIMOHHO
CBs3aHa C nepBoil. IIpu 3aBepiieHUH TEM TEMIT He-
CKOJIBKO 3aMeIIeTCs] B O’KUIAaHUM HOBOTO pasJiena.
ITocnemyrormmii kKOHTpacT emé Ooyiee CyIIECTBEH.
Tak, getBépTas gactb «CoH BTOpOii: Ooprbda ¢ TEM-
HBIM QHTEJIOM M OJIarOCIIOBEHHWEM» MPEACTaBIACT
COBEpILIEHHO MHOM XapakTep, M0 CPABHEHUIO C TIpe-
JBIIYIIMMHY YacTIMH. DTO caMasi akTHBHas, o0Jiaza-
IOIasi CTPEMUTENIBHBIM XapaKTepOM Ibeca ITUKIIA.
OcHOBY €€ cocTaB/IIeT akKTUBHOE BOCXOISIIe-HHC-
XOJIAIIIEE IBHIKEHUE [TAaCCaXKHOIO THIIA, C OOMIBLHBIM
HCIIOJIb30BAaHUEM NpUEMA DIHCCAHIO, YTO CO3AET
3¢ EeKT BUXPEBOTO JIBIKSHUS, PEali3yeMOro CHia-
MU CTPYHHOHM T'PYyHIIbI HHCTPYMEHTOB. Clemyromas
qaCTb — «I/I3paI/UIL», HanpoTuB, MCAJICHHAs, I1JIaB-
Has W criokoiHast. [lociae OypHoW ueTBEPTOH yacTu
mATas BOCIIPUHUMAETCA Ooiee pPe3KUM KOHTpac-
TOM, HEXEIJIH TepBhIe aBa HOMepa. TakuM 00pazom,
KOHTPACT YCUJIMBACTCA K KOHITY IIPONU3BCACHMA, KaK

3T0 OBIIO B CIOMTaX CTAPHHHBIX MAaCTEPOB.

Urak, B xopeorpaduueckux COUYHMHEHUSAX
J. Muiio opraHnu4HO NPEACTAaBIECH CHHTE3 CIOWUT-
HOro u OaneTrHoro >xaHpoB. bomee Toro, «TpaHc-
MMOHUPOBAHNE)» CIOWTHBIX MPUHIUIIOB HAa HWHBIE
YKaHPOBBIE MOZICIH, B IAaHHOM CIIy4ae — Ha OaJleThl,
CTAHOBUTCS XapaKTEPHOM 4YepTOM MOoYepKa aBToO-
pa. B ux ucrnonp30BaHUU MPOSBIAIOTCS 3HAYNMBIE
oOmecTrIeBbIe YepThl TBOPYECTBA KOMIIO3UTOPA,
a UMEHHO, TATOTE€HHE K TaHIEBAJbHBIM JKaHpaM C
Oropoi Ha TOPOACKOH (oNBKIOp, Ipamaryprus,
OCHOBaHHAas Ha «KaJpOBOI» CMEHE KaPTHH-3apUCO-
BOK, JJAKOHHYHOCTH )OPM, SICHOCTh TApMOHHH, MHO-
TOYPOBHEBOCTbH MPOSBICHUS MPUHIUIA KOHTPACTa,
(YyHAUPYIOIIETO BOIUIOIIEHHE KPATKHUX, HO peibed-
HBIX TI0 My3BIKaJIbHOW 00pa3HOCTH KapTHH-BIIEYaT-
neHuit. Bcé 310 crocoOCTByeT pean3alnuu OJHON
M3 BEAYIIHNX JJIS XyIOKHUKA Uil 0 6e3rpaHnIHOM
paszHooOpaszun mupa. OTKpBIBask MEPCIEKTHUBHI 3a-
SIBJICHHOM TE€MBI O POJIY JKaHPOBOI'O CHHTE3a B TBOP-
yectBe JI. Muiio, cienyer OTMETUTb, UTO CIOUTHBIE
MIPUHLIMITEI HAXOAAT CBOE MPETBOPEHUE HE TOIBKO
B OaneTax, OHM PacIpOCTPAHAIOTCA Ha OMEPHEIE, a
TaKxKe Ha CHM(OHUYECKHE U KaMEPHBIE MPOU3Be/Ie-
HUS, BBICTYIIAs! B POJIM CTUIIEBOW JOMHHAHTHI TBOP-
YECTBA B LIEJIOM.
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CuHTe3 6areTa U clouTbl B TBOpUecTBe Aapuyca Muiio

Baner — oguH M3 BeIyNMX jKaHPOB B TBOPUECTBE BBIIAIOIIErOCs (GpaHIy3ckoro koMmmnosuropa XX Beka lapuyca
Muiio. Henpexonsmunii ”HTEpeC KOMITIO3UTOPa K 3TOMY JKaHPY OOBSICHAETCS €r0 0CO00H 3pENUIIHOCThIO, BO3MOXK-
HOCTSIMH COTIOCTABJICHUI pa3HBIX XapaKTepOB B paMKaX €AMHOW CIOKETHOM JIMHUH, TPOCTOTOH U SICHOCTBIO (hopM,
CHUMBOJINYECKOH MPUPOJON TaHIA, PACKPHIBAIOIIETO TIIyOMHY CMBICIOBBIX MOATEKCTOB, COCIUHEHUEM Kilaccuie-
CKHX TPaJUINHi U HOBBIX paJUKaNbHBIX UICH.

OtrankuBasick OT (hakta 0co00¥ ponn cuHTe3a MCKYcCTB B XX CTOJNETHH W OPraHMYHOTO HCIIOJIb30BaHHS
CHUHTE3MpYIOIllero Hayana B TBopuecTBe JI. Muilo, aBTOp cTaTbu yTBEP>KIAeT, YTO OAHUM U3 3HAUUMBIX AJI KOM-
MO3UTOPa MUKCTOB SIBJIISIETCS BO3JEHCTBHE Ha €ro 0ajeThl MPU3HAKOB CIOUTHOTO jkaHpa. OO0CHOBAaHUE TATOTEHUS
Muiio k JTaHHOMY THITYy CHHT€3a OCHOBAHO Ha MCTOPHUYECKHUX MPEANOCHUIKaX B3aUMOBIMSHUS €70 COCTABIISIOMNX
— CBSI3SX C UTAIBSHCKOHW KOMEAHNEH Macok, a TaKkke Ha ToM, 4To B X VI Beke 1oJy TepMHHOM OalieT mo/ipa3yMeBain
xopeorpaduueckre HoMepa MoJi My3bIKy IOIYJSPHBIX TaHIEB. ABTOPOM BBLICISIOTCS ABa IMYTH B3aUMOBIHSHUS
MCCIIEIyeMbIX JKaHPOB: HaCHIIIEHHUE OAaJETHOTO CIEKTAKJIs CBOHCTBAMHU CIOWTHI, MTO3BOJISIONIEE aTpUOyTHPOBAThH
CIOUTHYIO NIPUPOAY NMPOU3BEACHUH, U MPSMOE «IepepacTaHue» Oajieta B CIOUTY, KOrJa OAWH KaHpP CTAHOBUTCS
MIOBOJIOM JIJISl CO3/1aHus Ha ero 6ase — apyroro. MccnenoBanue 3Tux GopM CHHTETHYECKOTO €AMHCTBA, OCYIIECT-
BJIEHHOE Ha OCHOBE OJJHOAKTHOro Oayieta «bbIk Ha KpbIe» u 0aneTHo# ctouThl «CHbl MakoBay, M03BOINIO KOH-
CTaTHpOBaTh Pa3HYIO CTEIEHb IMPOSBICHUS B HAa3BaHHBIX OajlieTaX TaKMX YEpT CIOUTHOTO JKaHpa, Kak ornopa Ha
TAaHILEBAJIHO-XaHPOBYI0 OCHOBY, HOMEPHAs CTPYKTypa, JOMUHUPOBAHUE IIPUHIIUIIA KOHTPACTA, KOMIIO3UI[UOHHAs
IIPOCTOTA Pa3esoB 1EJI0T0.

KuroyeBbie ciioBa: Oaner, clonTa, CHHTE3 KaHpoB, Japuyc Muiio, ¢ppaniysckas «lllectépkay», «bbIk Ha KpbIie»,
«CHusl HaxoBay.
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The Synthesis of Ballet and the Suite in the Music of Darius Milhaud

Ballet is one of the leading genres in the music of the outstanding 20™ century French composer Darius Milhaud.
The composer’s lasting interest in this genre could be explained by its special spectacular qualities, possibilities of
juxtaposing various characters within the framework of a single plot, the simplicity and clarity of form, the symbolic
nature of dance, which discloses the depth of semantic implications, combinations of classical traditions with new
radical ideas.

Stemming from the fact of the special role of synthesis of the arts in the 20" century and the organic use of the
synthesizing element in the music of Darius Milhaud, the author of the article asserts that one of the combinations
significant for the composer is the impact on Milhaud’s ballets of traits of the genre of the suite. The substantiation
of the composer’s attraction to this type of synthesis is based on historical suppositions of mutual influence of its
components — connections with the Italian masque comedy, as well as the fact that in the 16" century the term of
ballet presumed choreographic numbers set to the music of popular dances. The author highlights two ways of mutual
influence of the examined genres: saturation of the ballet performance with attributes of a suite, making it possible to
attribute the suite-like nature of the compositions and the direct “outgrowth” of the ballet into the suite, when one genre
becomes the cause for creating another one on its foundation. Research of these forms of synthetic unity carried out on
the basis of the one-act ballet “Le Boeuf sur le Toit” and the ballet suite “Les Reves de Jacob” has made it possible to
assert various levels of manifestation in the aforementioned ballets of such features of the suite genre as a reliance on
the dance genre foundation, numbered structure, the predominance of the principle of contrast, and the compositional
simplicity of the respective sections of the entire work.

Keywords: ballet, suite, synthesis of genres, Darius Milhaud, the French “Les Six,” “Le Boeuf sur le Toit,” “Les
Reves de Jacob.”
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MPO®ECCNOHAAbHbDBIE 3ABOAEBAHNA CTYAEHTOB
BY30B KYAbTYPbl U UCKYCCTB U UX TTIPO®UAAKTUKA
CPEACTBAMU ®OUN3UNYECKOU KYADBTYPbI

emymiasi KOHIENTyalbHasi OCOOEHHOCTh CO-
BPEMEHHOMN CUCTEMBI (PU3MUYECKOTO BOCITUTA-
HUS TIPE/ICTaBIIeHa yCTaHOBKON Ha KOMILIEKC-
HOoe (hopMHUpOBaHHE OCHOB (DM3MUYECKON KYIBTYPBHI,
KOTOpasi paccCMaTpHUBAETCS BO B3aUMOCBSI3U CO BCEMHU
COCTAaBJISIFOLIIMMU OOIIEeH KyIbTyphl YeloBeka. Bak-
HO€ MECTO B JAaHHOM IIPOIIECCE OTBOAMTCS KYJIbType
310pOBOTO 00pa3a JKU3HU, BO MHOTOM OIPEAEIISIO-
el Qaxkrop 310poBbsA. MomepHu3alys CHCTEMbI
BBICIIIETO MTPO(ECCHOHATIBHOTO 00pa30BaHUs JIUK-
TyeT pEIIeHHE BOIPOCOB COXPAaHEHHS M YKperuie-
HUS 3]I0POBbSI BCEX YYACTHHKOB 0OPa30BaTEIbHOTO
npouecca. Kak ormedaer U. E. Konosanos, usyua-
IOIMHA 0COOEHHOCTH (PU3NIECKOTO BOCITUTAHUS CTY-
JICHTOB-MY3bIKAaHTOB, MOJICpHU3AIIMS HAIIPaBJIeHa Ha
pa3BUTHE «MOTHBAIIMOHHO IEHHOCTHOW OpHEHTa-
WY, ... TPO(PECCHOHATBHO 3HAYUMBIX MCHXO(U3H-
YeCKUX U (DYHKIIMOHAIBHBIX CIIOCOOHOCTEH, TTOBBI-
HIeHHE KadecTBa NPO(ECCHOHAIBLHOTO OOYYCHHSD)
[5,c. 25].
3aHATHA  TPOQECCHOHATBHBIM  HCKYCCTBOM
JUTST MY3BIKAHTOB HEPEOKO CTAHOBHUTCS HMCTOYHH-
KoM 3a0oneBanuid. [Ipy 3TOM 17151 CTYJICHTOB BY30B
MY3BIKQJILHOTO TPOQMIS «...COCTOSIHUE 3I0POBbSI
U HU3Kas (hu3nMveckas IMOJrOTOBICHHOCTh CTaHO-
BATCS. TOPMO30M B COBEPIIIEHCTBOBAHWHU HCIIONHU-
TEIbCKOM TEeXHUKH...» [2, ¢. 23]. UToObI 3TOMY HE
MOJIBEPraThCs, MperonaBaTensM (pu3nieckoro Boc-
MUTAHMS CIEAYeT yANIATh 0co00e BHUMaHue (Hu3n-
YECKOH MOJTOTOBKE CTYACHTOB BY30B MYy3bIKaJIbHO-
ro nMpouilsl, TaKk KaKk «OPraHMYHOE U €CTECTBEHHOE
MY3BIKaJIbHOE€ UCKYCCTBO BO3HUKAET TOJIBKO TOTIA,
KOT/Ia TEJIO UCIIOITHUTENS JOCTATOYHO TPEHHPOBAHO
¥ THOKO, 9TOOBI YyTKO pearupoBaTh Ha CMEHY Oy-
IIIEBHBIX MIEPEKUBAHMMN. ..» [TaM xKe].
Y4éHple-IpakTHKH HE pa3 o0parair BHUMaHie
MIEIarOrOB-MY3bIKAaHTOB HAa HETaTHBHBIE MOCIE-
CTBUS TIEPEHAIPSDKEHUS, SABISIOMNECS TPUIHHON
MHOTUX 3a0oneBanuii. K CHmkeHHIO TpodeccHo-
HaJBHOW PabOTOCTIOCOOHOCTH BENET IMepeyToMIIe-
uue. Kak otmedaer C. Tar, «...mpodeccroHanbHbIC

0o0JIe3HN MOTYT OBITh 3a4acTyi0 B CBSI3U C Herpa-
BHJILHO C(OPMHUPOBAHHBIMH MTPO(HECCHOHATBLHBIMU
HaBbIKAMH, HETOCTATOYHBIM TIOTEHIIAIOM COMATH-
YECKOTO 310pOBbS ¥ MOPPODYHKIIMOHAIBHBIX pe-
3€pBOB aganTanuu opraamsmay [9, c. 11].

Camoe pacnpocTpanéHHOe MPOoQeCcCHOHANTBHOE
3a00NeBaHNe CpeAr MY3BIKAHTOB — JIMCKHUHE3US,
XapaKTepU3yIOMasca pacCTPOWCTBOM KOOpIMHA-
LMW JIBUTATEIbHBIX IEHCTBHIA, B TOM YWCIIE U TpU
BBITIOJTHEHNHU TpodeccnoHanbHOW paboTel. 3abo-
JIEBaHUE TPOSBISIETCSl KaK cOOM (U3HOIIOTHYECKON
pabOTHI MBI, MPUYUHON YeTO CTAaHOBATCS (PH3H-
YecKre OCOOCHHOCTH OpraHu3Ma, a TakkKe HeJo-
CTaroyHasi TPEHWPOBAHHOCTh HCIOIHUTEIHCKOTO
ammapara’.

Ot mpodeccHoHANBHBIX 0OO0Ne3HEH HCIBITHI-
BalOT JUCKOM(DOPT U TEPAIOT pabOTOCIOCOOHOCTH
MHOTHE MY3BIKAaHTBI, B CBA3H C 4eM IpobiemMaMu
JBUTATEIILHOTO amiapara JO0JDKHBI 3aHUMAaThCs HE
TOJILKO BpauH, (PU3NOJIOTH, HO U By30BCKHE MPEIo-
JlaBaTelll My3bIKH ¥ (U3HUYECKO KyJIbTyphl. B TO
e BpeMs BOIPOCHI MPOQUIAKTHKH Tpodeccuo-
HaJbHBIX 3200JIeBaHMi BCE eMMIE HeTOCTATOTHO Pa3-
paboTaHEI.

Psin nccnenoBarenel CUUTAIOT, UTO BaXKHO U3Y-
YECHHE B3aMMOCBSI3M MEXIY (PU3NUECKON aKTUBHO-
CTBIO M OTCYTCTBHEM OOJIe3HEH cpelr MOJIONEKH,
MOCKOJIBKY 3TO MOXET 00ECIeUnTh MPEUMYIIEeCTBA
Ui 00pa3oBaTelbHBIX OpraHU3alil 10 BCEMY
Mmupy?. Ou3ndeckas akTHBHOCTh IMEET MHOTO Tpe-
MMYIIECTB MO0 OTHOIIEHHUIO K 37J0POBBIO, BKIIIOUYAs
CHIDKEHHE PHCKAa OXHPEHUS W HETaTHBHOTO BO3-
JENCTBHA CTpecca, UTPAET BAXKHYIO POJIb B MMPENOT-
BpallleHWH XpOHWYECKUX 3aboneBanuil. JlokazaHo,
YTO CHUCTEMATHYECKOE BBIMIOJHEHHE (U3UIECKUX
YIPaKHEHUH CHOCOOCTBYET YKPEIUICHUIO Kak (u-
3UYECKOT0, TaK H ICUXUYECKOTO 37I0POBbS.

CeroHa CIIEUANNCTHI IPU3HANN, YTO 3aHATHS
CIIOPTOM, aKTHBHBIA OTJBIX, PETYJSAPHBIC (HU3HUe-
CKM€ Harpy3Kd OKa3bIBaIOT IOJIOKUTEIHFHOE BIIHS-
HHE Ha psaa HaKTOPOB PHUCKA, CHIDKAS UX. 3MOPOBEIi
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o0pa3 KU3HU MOMOraeT u30exarb MHOTHX 3a0oJie-
Banuit'. CremoBaresibHO, OOJBIIYIO YacTh IPOSB-
JIEHUW HE3T0POBBS MOXKHO IPEIOTBpAIaTh, €CIH
peanu3oBbIBaTh 3((EKTHBHBIE IPOrpaMMbl Tipodu-
JIAKTUKH, OTIMPASCh B TOM YHCJIE U HA JTOCTHKCHIS
CIIOPTUBHON MEIUIIUHEIL.

K coxanenuto, memaroru-My3bIKaHTEl HE HaXo-
JIIT BPEMEHU I 3aHATUH BOTpPOCaMH MPOQHIIaK-
THKA TPO(ECCHOHATIBHBIX 3a00JIeBaHUN Y CBOHMX
CTYICHTOB, KpOME TOTO, OHH HE MMCIOT 3a9acTyIO
HEOOXOAMMOMN TEOPETHUYESCKOM MTOATOTOBKHU, Kacaro-
ieiics JaHHOM 00IacTH.

AKTyanpHBIC HCCICAOBAHUS CO BCETO MHDA,
Kacaroluecss pa3judHBIX AaCTICKTOB BO3ICHCTBUS
VIpaKHCHUN, HAIIETICHHBIX HA YITYYIICHHUE TI0Ka3a-
TeNel 3710pOBbsl, Mpe/icTaBieHbl B xKypHaie «Hay-
Ka TPEHUPOBKH U (PUTHEC» . YUEHBIE TTOKA3BIBAIOT
MPEUMYIIECTBA PETY/ISAPHBIX (DU3MUCCKUX YIpak-
HEHUU, CHIKAIONINX PUCKU TUTIOKUHETHICCKUX 3a-
OoJeBaHUH, TaKMX, KaK CaxapHbBI TUadeT, UIIeMHU-
yeckasi O0JIe3Hb Cepila, OCTEONopo3, PATUKYIINT,
OXXUpeHue. B To jxe BpeMs peryisipHbIe TPCHHPOBKH
3HAYMTENIBHO YIYUIIIA0T 00IIIee CaMO4YyBCTBHE, I10-
MOTAIOT IPEOJ0JIETh CTPECC, JIETKYIO IEMPECCHUIO.

CoBpeMeHHbIC MPEACTABICHUS O MMOJb3e (u-
3UYECKONM AKTUBHOCTU B MPEAYIPEKICHUN JIHK-
BHJIAIINW TTOCJICICTBUNA Pa3IUYHBIX 3a00JICBaHUM,
KOTOPBIC BBI3BIBAIOT 03a00YE€HHOCTH BO BCEM MHPE,
m3noxkuiia B cBoeit craree L. Tanaka [14, ¢. 1150].
«Du3udeckas akTHBHOCTD SIBIISICTCS OJHUM W3 HaW-
0oJiee BaKHBIX IIIATOB B TOM, YTO AMEPUKAHIIBI BCEX
BO3PACTOB MOTYT MPEANPUHATH, YTOOBI yIydIIUTh
CBOE 37I0POBBE», — 0TMedaeT X. Koyamr B cOopHuke
«Pexomenganmuu mo (GU3NYECKONW aKTUBHOCTH IS
aMepUKaHIeB U 0030p HaydyHOW JuTeparypsi» [11,
c. 115].

CrieruanbHbIe KOMIUICKCHI YIIPKHEHHUH 110 JIe-
4eOHOM TMMHACTHKE, TIPEIHA3HAYCHHBIC JIJIS CTY/ICH-
TOB-UCIIOJHUTENICH, UMEIOIIUX PO(ECCHOHATBHBIC
3a00JeBaHwMsI, TIPEAIaraloT OTCUYCCTBCHHBIC TTe1aro-
TH-MY3bIKaHTHI (cM.: [4, ¢. 69]). B mporecce ymopHoit
paboTHI HCTIONHUTENEH HAJl TEXHUICCKUMH TPYIHO-
CTSIMH TIPOU3BEICHUNA MY3BIKAJIbHBIA HHCTPYMEHT
ITOPOI CTAHOBUTCS HE TOMOIITHIKOM B TBOPUYECTBE,
a HEKMM TI0J00WeM CIOPTUBHOTO TpeHaxépa. Pe-
3yABTaTOM 3TOTO OKAa3bIBACTCSI HAKAIUIMBAIOIIASCS
yCTaJ0CTh, MOsBIICHUE 00JICH, pa3BUTHE MPOdECCH-
OHAJILHBIX 3a00JeBannid. Ha myTu moncka BeIxosa u3
MOJOOHBIX CUTYaIi OPUTHHAIIBHBIN CIT0CO0 coBep-
IICHCTBOBAHMSI TEXHUKH MY3BIKAaHTOB pa3padoraia
A. A. HImuar-IlknoBekas. s paOoTel Ham Tex-
HUYECKU CIIOKHBIMU MECTaMU TPOM3BEICHUN OHA

MIPEIIOKHIIA UCTIONB30BATh «IEMEHTAPHbIE TEXHH-
yeckue Qopmynb (cM. moapobHee 06 stom: [10,
c. 60]).

Hmers pa3zBuThle, HATPEHHPOBAHHBIC MBIIIIIBI
JUI  WCTIONHUTENS sBIseTcs TpodeccHoHaIbHON
HEOOXOIMMOCTBIO. DTOr0 MOYKHO JIOCTUYb, 3aHHUMa-
sIChb (PU3NIECKON KyJIBTYPOH M pa3NnuYHbIMUA BUIAAMU
cnopra. OgHO W3 TIABHBIX (PU3NYECKUX Ka4eCTB,
BOXKHBIX JUISI MY3BIKAHTOB — BBIHOCIHMBOCTH. Kak
MOKa3bIBAET aHAJIN3 MPOPECCHOHATBHOW esITeNb-
HOCTH, CyIIECTBEHHO Pa3BUTh BBHIHOCIHNBOCTb MOX-
HO TIPU PErYJISPHBIX 3aHATHAX IIaBaHueM. [laHHbIH
BHUJI CIIOPTA IOMOTAaeT KOOPIUHUPOBATh, COTJIACOBBI-
BaTh JIBIKEHHE BCEX OCHOBHBIX MbIml. IlnaBanne
TaKKe MOMOTaeT pacciabuTh T€ MBIIIIBI, KOTOPBIE
HaXO/ATCS B TIOCTOSITHHOM THIIEPTOHYCE M Hamboiee
MOZBEP>KEHB! OOJIBIIMM HAarpy3kaM BO BpeMs Ipo-
JOJDKUTEIBHBIX 3aHATUH Ha MY3bIKAJIbHOM HHCTPY-
MEHTe.

[IpenMymiecTBEHHBIM BHIOM CIIOPTa JUISI MYy-
3pIKaHTOB cuuTaeT miaBanue O. B. becconosa [3].
[TonoxxurenbHOE BIUSHUE 3aHATUNA IJIaBAHUEM Ha
MOBBIIIICHUE 3JAaCTUYHOCTH CyCTaBOB OTMEYaeT B
ceoux paborax M. E. KonoBanoB, momuépkuBasi,
YTO 3TO «TIO3BOJISICT HCIIOTHUTEIO dPPEKTUBHO OB-
JAETh ... TEXHUYECKUMH 3JIEMEHTaMH, OCBOCHHE
KOTOPBIX BBHIY CJIa00# pa3BUTOCTH KauecTB OBLIO
3aTPYAHUTETBHBIMY [5, . 25].

3apyOeKHbIC HUCCIIEAOBATEHN CBUICTEIHCTBYIOT
0 TOM, YTO CPEAH CHOPTCMEHOB HEMAIYIO MOIYJIsIp-
HOCTh HaOHMpaeT TOTPYKEHHE B XOJOIHYIO BOAY
MOCJIe TPEHUPOBKH, IOCKOIBKY CHIKAET YTOM-
JIIEMOCTh W YCKOPSIET MOCIETPEHHPOBOYHOE BOC-
craHoBiieHue’. CIIOPTUBHBIA OMBIT OJIArOTBOPHOTO
BIIMSTHHSI BOZIBI Ha OPTaHMU3M BO3MOXKHO HCIIOJNB30-
BaTh U My3bIKaHTaM B MPaKTHKE 3aHATHH (u3nde-
CKOU KyNBTypOil.

IMpodeccnonanbHOMYy  COBEPIICHCTBOBAHHIO
MY3BIKAaHTOB Y€pe3 pa3BUTHE AMHAMUYECKON KOOp-
JIUHAIMH, CHITBI U THOKOCTH KHCTH, PETYIHPOBAHNE
(yHKIMHA 3pEeHUsl CIIOCOOCTBYIOT TaKHWE€ CIIOPTHUB-
HbIC UTPbI, KaK 0aIMUHTOH U HACTOJIbHbBII TCHHHC'.

HccnenoBanusi COCTOSHUS 370POBBS CTYACHTOB,
npoBenéHabie Hamu B CapaToBCKOM KOHCEPBATOPHH,
XapaKTepU3yloTCi CIeMYIOIMMHA  TOKa3aTeJsIMU:
MEPBOE MECTO 3aHUMAIOT 3a00JI€BaHUS OTIOPHO-IBH-
raTebHOTO ammapara (CKOJHMO3); BTOPOE MECTO —
3aboneBaHus PykK (IUMCKUHE3Ws, Ooie3Hb PeliHo,
CHHIPOM KHCTEBOTO TYHHENSl, HEBPOMHO3WT); Ja-
Jiee CIIEAYIOT MBIIICUHBIC 3a00IeBaHMs (MBIIIICTHEII
Crma3M, MBbIIIEYHass HEBPAITHs, CTaTHYecKass KOH-
TPaKTypa MBIIIIIbI), 3200JI€BaHUs COCYIOB (BapHUKO3-
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HOE pacIIMpPEHHE BEH), TOJIOCOBBIX CBSI30K, OPTraHOB
JIBIXaHUSL, KEYI0YHO-KHUIIIEYHOTO TPAKTa, CTOMATHT.
VY crynentoB I-1I kypcoB, cormacHO HaOIIONCHUM,
Ha TMEPBOM MO3UIUK CTOAT 3a00JI€BaHMUs TIO3BOHOY-
HHKa (CKOITHO3), 1ayiee — 3a00JIeBaHus PYK, COCY/IOB,
OpPraHOB JIbIXaHUS, KETyJOYHO-KUIIEYHOTO TPAKTa,
TOJIOCOBBIX CBSI30K (OCTPBIN JIAPHHTHT, XpOHHYE-
CKHUl JIapUHTHUT), CTOMATHT, CEPACYHO- COCYANCTHIE
Y MbIIIEYHBIE 3200I€BaHMs.

OOmiast kapTMHa O HEKOTOPBIM TMPOdeccHo-
HaJIbHBIM 3a00neBanusAM y ctyaenTos I kypca otm-
YyaeTcsl OT KapThl 32a00JI€BaHUM CTYIEHTOB MIIAJIIIIX
KypcoB. Tak, y BOKQJIMCTOB-TPETHEKYPCHHUKOB HaIle
BCTpeYaroTcs 3a00I€BaHMSI OCTPHIM JAPHHTHTOM, T1e-
pexozsipe B XpoHuIecKyto gopmy. B rpymiry prcka
M0 JTAHHOMY 3a00JIEBaHUIO, KaK W3BECTHO, BXOMAAT
MIPEACTAaBUTENN «BBICKa3aHHON pedr» (MEeBLbI, Y4IH-
Terns, AuKTopsl). Ha crapmmx Kypcax dare 6oieror
OpOHXHMTOM BOKAJHCTHI, My3BIKOBEIbI U CTYACHTHI,
UTPAIOINe HA YAApHBIX U JTyXOBBIX MHCTPYMEHTAX
(6pouxutom, TpaxeutoMm). IlepBoe mecTo Tak xe,
kaKk u y cryaeHToB I-1I xypcos, 3anumaror 3abore-
BaHUS TIO3BOHOYHMKA (CKOJIMO3). Y THAHWCTOB pas-
BUBAIOTCS pa3UYHbIC 3a00JIEBaHNS PYK U B IIETIOM
MBIIIEYHbIE 3a00JIEBaHNA: TUCKUHE3HS, MbIIICYHBIN
Cra3M, MBIIIIEYHas HEBPAJITHsl, HEBPOMHUO3HUT.

IIpy ucnosHeHUM BHUPTYO3HBIX IPOU3BEACHUN
My3BIKaHTaM HEOOXOAMMa BBIHOCIMBOCTH, 0€3 KO-
TOpOI MY3BIKAaHT HE MOT OBI BBIIEPKHUBATh OOIb-
IIyI0 HAarpy3Ky W HalpsDKEHHE PENeTHIINOHHOMN pa-
00THI, a TaKke MPOJOLKUTENBHYIO UTPY BO BpEMs
KOHLIEPTHBIX BBICTyIUIeHUH. OnHAaKO TpPEHUPOBKA
Ha BBIHOCJIMBOCTH JIOJDKHA OBITH CTPOTO periaMeH-
TUPOBaHa, TaK KaK NpPU MEPEHANpSKEHUH MOTYT
MIPOSIBUTHCSI HETAaTUBHBIE IOCIIEACTBHSA, TPUBOJIS-
HIxe K mpogeCCHOHAIbHBIM 00JIE3HSIM, TPEOYOIUM
CHeMaTU3NPOBAaHHOTO JieueHus. [lepeHanpspkenne
MOYKET MMPUBECTH HE TOJHKO K OOJIEBBIM OIIYIICHU-
SIM, HO JiaKe K OTPaHHYEHHIO TPYIOCIOCOOHOCTH,
a M3peliKka ¥ HeOOXOMMOCTH NepeKBAT(DUKAIIHH.

W3ydeHne maHHOTO BOIPOCA BBIHYXAAET, K CO-
JKAJIEHUIO, KOHCTATHPOBATh (DaKT yBEIUUCHHS TIPO-

(eccroHanbHBIX 3200JIEBaHUH y CTApIICKyPCHHKOB
XyJIOKECTBEHHBIX By30B. O/HA M3 NPUYMH JaHHO-
TO HETaTUBHOTO SIBJICHUS 3aKJIFOYAETCSl B TOM, YTO
OONBIIMHCTBO TIEPBOKYPCHUKOB HE BEIYT 3A0pPO-
BBII 00pa3 xu3HU. CTpeMHUTCA K HEMY JIUIIb MaJias
YacTh CTYACHTOB (OCHOBHBIMH DJIEMEHTAMHU CUUTAS
3aHSATHS CIIOPTOM, OTCYTCTBHE BpPEIHBIX TPHUBBI-
gek). CTyaeHTBI, 3aHUMAIONIHECS B CIIOPTHBHBIX
CEKIMSIX U UMEIOIUE CIIOPTHBHBIC pa3psjibl, CUU-
TaIOT, YTO MX 3TH MpoOIeMbl UX He Kacatorcsa. He-
KOTOpBIE CTYACHTHI Ha3bIBaIOT AneMeHThl 30K, ko-
TOpBIE HE BCET/a yIaéTcsl pean30Barh: coOmoaaTh
MPaBUIBHBIA PEXXUM IMUTAHHUS U MPOBOAUTH BPEMSI
Ha BO3IyXE.

Pe3ynbsraTel CONMONIOTHYECKUX HCCIIETOBAaHUN
YYEHBIX Pa3NUYHBIX BY30B NEPEKINKAIOTCSA C aHKe-
TUpOBaHUEM CTyneHTOB CapaTOBCKOW KOHCEpBATo-
pHH.

Cpenu OCHOBHBIX (DaKTOPOB PHCKa 3I0POBbHS
CTYJCHTBl KOHCEPBATOPHUH HA3bIBAIOT KypeHHE U
37I0YNOTPEONICHHE AJIKOTOJIEM, KaK CTepPEOTHIIBI
MpoTaranjsl 37I0pPOBOTO 00pa3a >KM3HM, a TaKkKe
OTMEYAIOT MEePerpyKeHHOCTh Y4eOHOro IMpolecca,
HEOCTATOK (PH3MYECKOW aKTHBHOCTH, COCTOSIHHUE
OKpy’Katoliei cpensl [6, c. 6083].

BonbIIMHCTBO CTYAEHTOB, BEAYIIMX YCIOBHO
HE3JI0pOBBII 00pa3 KU3HH, YIOTPEOIIIOT aJTKOT0JIb,
KyPST, HETPABWIBHO MMUTAOTCS U IIPOBOJST MHOTO
BpEMEHH 3a KOMITbIoTepoM. HekoTopeie u3 cryneH-
TOB WHTEPECYIOTCS BOIPOCAMH 30POBOTO 00Opa3za
KU3HU, HO OOJBIIMHCTBO Ja)K€ HE 3aTyMBIBAIOT-
cs Hax TMONB30M momoOHoW nHpopmarmu. YacTh
CTYAEHTOB CYHTAIOT, YTO OHH CIIUIIKOM MOJIOZFI,
9TOOBI 3a00TUTHCS O 370pOBRLe. OUueBUIHO Oecmey-
HOE OTHOIIIEHHE MOJIOAEKHU K CBOEMY 30POBBIO U
JNeQUIUT MpomaraHsl CpeICTBAMU MAcCOBOW HH-
dhopmanmu 3mopoBOoro oOpasza ku3HU. llpm sTOM
HEJO0CTAaTOYHOE OCO3HAHME CTYIEHTaMH MIIaJILINX
KypCOB BaXKHOCTH (PM3UUYECKOM KyJIBTYPHI HE IMEET
TEHJCHINU K U3MEHEHHI0. MHOTHE MOJIOAbIE JIIONN
CUMTAIOT, YTO 3aHATUS PUINUECCKOUN KYyJIBTYpOH IO~
JIE3HBI, HO HE 003aTeIIbHEI.

< MPUMEMAHUA (<

106 stom mutnyT A. A. Hecrepos u C. Tar (em.: [7,
c. 12]).

2 Cwm., B uactHoctd: Amlani Neha  Mukesh,
Fehmidah Munir. Physical activity affects the absence
of disease? // Journal of Sports Medicine, July 2014,
Volume 44, Issue 7, p. 887.

3 Cwm.: Brymer Eric, Davids Keith. Designing the
environment to promote physical and psychological
benefits of physical activity: a Multidisciplinary
perspective // Journal of Sports Medicine July 2016,
Volume 46, Issue 7, pp. 925-926; Amlani Neha Mukesh,
Fehmidah Munir. Physical activity affects the absence
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Volume 44, Issue 7, pp. 887-907; Mutikainen Sara,
Fer Tiina, Karhunen Leila, Marjukka Kolehmainen,
Kainulainen Heikki, Lappalainen Raimo, Koala M.
Urho. Predictors of increased physical activity during
the 6-month observation period among overweight and
sedentary healthy young men // Science & fitness. Pte
Ltd, 2015, Volume 13, Issue 2, pp. 63-71.

4 Cm.: Jacobsson Jenny, Timpka Toomas. Classi-
fication of prevention in sports medicine and epidemiology
// Journal of Sports Medicine, 2015, Volume 45, Issue 11,
p. 1483.
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MpodceccroHarbHble 3a60AeBaHUSI CTYAGHTOB BY30B KYAbTYPbl U UCKYCCTB
1 ux NpodoMAaKTHKa cpeAacTBaMKu PU3UYECKOH KYAbTYPbI

B crarbe paccMaTpUBAIOTCS Pe3yNIbTAaThl CCICAOBAHMUS IPHYUH U (GAKTOPOB Pa3BUTHA NPOeCCHOHANBHBIX 3a00IIe-
BaHUH y CTyACHTOB KOHCEPBaTOPHU. YCTaHOBIIEHO, YTO IPHYMHAMH HUX SBISAIOTCS HENPABHIBHO cHOPMUPOBAHHbIE
npodeccruoHaIbHBIC HABBIKU, HEJJOCTATOYHBII OTEHIHAI COMaTHYEeCKOTO 310poBbs. VccaenoBanus BEIIBUIN QakKT
yBeHYeHUS MPOoPeCCHOHATHHBIX 3a00ICBaHUN U PACIINPEHHUS KapThl caMuX Oose3Hel K crapmmmM Kypcam. UToObt
JOCTHYb BBICOKHX PE3YJbTaTOB B NMPO(GECCHU MY3bIKaHTa HEOOXOAUMO IOIACPKUBATH aKTUBHBIM TOHYC MBILII U
HX 3IacTHYHOCTb. ClleI0BaTeNbHO, aKTyaJIeH BOIIPOC ITOBBIICHUS H IIOCTOSIHHOTO MOACPIKaHUS BBICOKOTO YPOBHS
(bu3MYEeCKOl OATOTOBICHHOCTH CTYACHTOB. My3bIKaJIbHOE HCKYCCTBO OyIeT OPraHWYHBIM M €CTECTBEHHBIM B TOM
clly4ae, KOTr/ia MCIIOJHUTEIb (PU3HYCSCKH JOCTATOYHO TPEHUPOBAH U T'MOOK. 113 3TOTO ClieyeT, 4To pa3BUTHIC U Tpe-
HUPOBAHHBIE MBIIIIBI Y My3BIKAHTOB — 3TO )KU3HEHHAs H 0COOCHHO — MpodeccHoHanbHas Heo0XoauMOocTb. JJocTHyb
9TOTO MOXKHO, 3aHUMAsiCh 3MMHUMH U JISTHUMHU BUJAMH CIIOPTA, FTMMHACTHKOM, CIIOPTUBHBIMU MI'PaMH.
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J1nst My3BIKaHTOB BCEX CHENHUAIBHOCTEH TIaBHBIM (DPU3MUECKUM KadyeCTBOM SIBJSIETCS] BRIHOCIMBOCTB. Kak cBue-
TENBCTBYET aHaJIN3 MPO(ECCHOHATBHON JESITEIbHOCTH MY3bIKaHTOB, Pa3BUTh €€ MOXKHO IIPU PETYISIPHBIX 3aHATHSIX
IUTaBaHUEM, KaK (pU3MOJIOTHIECKH 000CHOBAHHBIM MTPOQHIMPYIOIIM BHIOM CIIOpTa. TeM He MeHee, y CTy/IEHTOB KOH-
CepBaTOPHU HE TIPOUCXOUT OCO3HAHMS PO (PU3UUECKOH KYIBTYpHI (OOJIBIIMHCTBO CYMTAIOT (PU3UUECKYIO KYJIBTYPY
JIETIOM TI0JIE3HBIM, HO HE 00s13aTeNIbHBIM).

KnrodeBbie ciioBa: nmpodeccuoHambHbIE 3a00IeBaHus, IBUTATEIbHBIC PACCTPOICTBA PYK, IEpEHATPSKCHUE MYCKY-
JIaTypbl, TOHYC MBIIII, 3IaCTUYHOCTH MBI, MBIIICYHAsl HeBpalTus, prusndeckoe 3710poBbe, (hu3nuecKkast MoaroToB-
JICHHOCTh, UCTIOJIHUTEIILCKUH ammapart, NpoQuiInpyronui cropr.

Professional Diseases of Students of Educational Institutions of Culture
and the Arts and their Preventive Maintenance by Means of Physical Culture

The article examines the results of research of the causes and factors of development of professional diseases among
students of artistic educational institutions and conservatories. It is ascertained that the reasons for this are presented
by improperly formed professional skills and insufficient potential of somatic health. Research has revealed the
fact of increase of professional diseases and expansion of the card of the diseases themselves to senior university
courses. Professional diseases of musicians start developing at the stage of formation of the musician’s personality
or, in other words, during the period of development of performing and artistic skills as a result of the violation of
the natural physiological laws of the work of the muscles and their functions. This may be caused both by distortion
of work skills and physical features of the organism, as well as the insufficiency of training of the performing
apparatus. Successful work on the part of musicians requires active tension of muscles and their elasticity, so
this results of the constant rising of the question of improving the level of students’ physical preparedness, which
presents the basis for a high level of physical health. An organic and natural sound of music happens only when
the body of the musician is sufficiently trained and is flexible to respond to changing emotional experiences. It is
necessary to develop and train the muscles, to practice various varieties of sports, gymnastics and athletic games
applicable for the winter and the summer. Analysis of professional and artistic activities of musicians shows that
physiologically grounded profiled sport for them is swimming, which is conducive to development of stamina. This
presents the crucial physical quality for musicians of all specialties. Nevertheless, conservatory students do not
come to an awareness of the role of physical culture: most of them consider physical activity to be a useful but not
indispensable activity.

Keywords: professional diseases, movement disorders of the hands, muscular neuralgia of the performing musician,
the musician’s physical health, the musician’s performing apparatus, profiling sport.
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AABOPATOPUN MY3bIKAABHOTIO COAEPXXKAHUSA (BOATOTIPAA) — 10 AET

JecsaTs neT TOMy Hazad, MEPBOTO CEHTIOPS
2007 roma B ogHOM U3 y4eOHBIX aynmuTOpuil AcTpa-
XaHCKOW KOHCEpBAaTOPUHU coOpajiach TpyIa My-
3pIKOBeIOB. Tak Havanuch IlepBbie uTeHUS 110 My-
3BIKAJIBHOMY conepkannio. Co CIeayromero rojaa
OHH TIEpEeMEeCTHIIUCH B ropoa Bonrorpan u cramu
OTKPBIBaTh KaXKJbI HOBBIA yueOHBIN T01. Bekope
Ha 3ToM (yHmameHnte chopmupoBanack Jlabopa-
TOpHUA MY3bIKaJIBbHOTO conepkanus. E€ 6a30ii cran
Bonrorpaackuii ”HCTUTYT UCKYCCTB M KYJIBTYPHI,
HO B cocTas JlabopaTropry BOIILUTH MCCIIEIOBATEIH
W TEeNarord M U3 APYTUX PEruoHOB: AcCTpaxaHW,
Kpacuonmapa, Maiikona, CapartoBa, KpacHosipcka,
MockBbl. Yu€HbIE U NENarord ¢ pasHbIMU TBOP-
YECKHUMH WHTEPECaMU U cyap0amMu 00beAMHIINCH
B KPENKYI0O M IENEyCTPEMIIEHHO DPa3BUBAIOIIYIO-
Cs HAay4YHO-TIEJaTOTHYECKYI0 IIKONY, BO3TJIaBIsie-
MYIO IOKTOPOM HCKYCCTBOBEJICHHSI, Mpodeccopom
JI. I1. Ka3aHueBOM.

HesrensHOCTS WIeHOB Jlaboparopun MHOT000-
pasHa. [Ipexxie Bcero, OHa 3aKITIOYAETCS B HAYUYHbIX
uccned08anusx, OXBaTbIBAIOIINX OOJBIITYI0 00TaCTh
MO3HAHUA, CKOHIICHTPHPOBAHHYIO BOKPYT CMBICIIO-
oOpazoBanus. CMBICIOBOW AacleKT MY3BIKH CTaj
«0o0ImuM 3HAMEHaTeleM» BeChMa Pa3sHOOOpa3HBIX
MIPOEKTOB, IIO3BOJIMB Kaxk1oMy wieHy Jlaboparopuu
HallTH CBOM, MHJAMBHUIYAJbHBIA aCIEKT WU3YUYEHUA.
BripabareiBaembie B Jlabopatopuu uaew Jerid B
OCHOBY JTMCCEPTAI[IOHHBIX MPOEKTOB. 3a MPOIIe/-
HIMe Tojibl cemMepo wieHoB JlabopaTopuu yCIenHo
3aIIUTHIN KaHIUIATCKUE AMCCEPTalld, IBOE —
JIOKTOPCKHE.

Pe3ynbraThl HMCCENOBaHUN PETYISIPHO IOKa-
3BIBAIOTCS HA €XETOAHBIX Hayunvix Umenusx, xo-
TOpBIE TIO0 CyTH CBOEH CTajH CHEIHAIBLHBIM TBOD-
YECKHUM MPOEKTOM, T7IE€ BBIIBUTAIOTCSI HOBBIE HICH,
anpoOUPYIOTCS HOBBIE MCCIIEOBATEIbCKUE aCIIEK-
ThI, JOKJIAJBIBAIOTCS TEKYIIUE PE3YIBTAThI, TOBO-
JSITCS UTOTH MHOTOJNIETHHX padoT. [IpoBoavMeie B
JlaGopatopun mcciaenoBaHUA BBIHOCSTCS Ha CyI U
Ooree MHMPOKOI OOIECTBEHHOCTH. DTO MPOUCXO-
IUT Ha BCEPOCCHMCKHX M MEXIyHAPOTHBIX Hayd-
HBIX KOH(EpeHIHIX. 3a MPOIIEeAIINe TOIbl aBTOPHI
BeICTYIII B Mockge, Cankr-IletepOypre, Capa-
toBe, Bonrorpane, Actpaxanu, MiBanoBke Tam60B-
ckori obnactu, Kaszanu, Canasare, Coun, Kypcke,
ITerpo3aBoncke, Kpacuosipcke, Camape, Maiixore,

Bomxckom. Oco00 BBEIACTAINCH YIaCTHS B TaKUX
OTBETCTBEHHBIX MY3BIKOBEIYCCKUX (opyMmax, Kak
[epssiit (Cankr-IlerepOypr, 2013) u Bropoit (Mo-
ckBa, 2015) kourpeccol Poccuiickoro obmiecTsa Te-
OpUH MY3BIKH, KOH(pEpeHITHS «JoCTHX)EeHNS U TIep-
CIIEKTHBBI MEXIUCIUILTNHAPHOTO MY3BIKO3HAHUS,
nocBsménHas 20-meTuio Kapeapbl MEKIUCITATLIIN-
HAapHBIX CIHeNUaIn3aluil My3bIKOBEI0B MOCKOB-
ckoif koncepBaropun (Mocksa, 2011). [TocTtenenHo
reorpadusi BBICTYIUICHHH pacIIUPSETCS U OXBa-
TeIBaeT 3apyoexne — Jlonnmon u Hapem (Bemuko-
Opuranusi), Apunsl u Canonuku (I'perust), Jleren
(benwrmst), Jlykky (WMtammst), Ilpary, [dayraBmuic
(JIatBus), Bunwshtoc, benrpan, Onenute u [LeBen
(bonrapwust), TOunmcn.

[TocTosiHHO oOCyIIECTBIsIEMasl HCCIEeI0BATENb-
CKasg paboTa HaXOMWUT CBOE OTpakeHHWE B ITyOiH-
Kanwsix. B mepByto ouepenp, ciaemayeT Ha3BaTh TPHU
BBIIIYCKa MaTepUajIOB HAyYHBIX YTCHUU 11O OOIIUM
Ha3BaHUEM «My3BIKQIBHOE COIEpKaHUe: IIyTH HC-
cnemoBaHus (pex.-coct. JI. I1. Kazanmesa): Bem. 1.
Kpacnomap: XOPC, 2009, 156 c.; Beim. 2. Maiikor:
Marapun O. I, 2012,199 c.; Bem. 3. ActpaxaHsb:
Bonra, 2016, 182 ¢. Croma ke cienyer oTHeCTH 18
MoHorpaguii. OnyOIMKOBaHbI JECATKHA CTaTeH, B
TOM YMCJIE B )KypHajax, peneHsupyemoix BAK u 3a-
pyOexHBIX m3naHusax. HekoTopsie KHUTH U CTaThU
TIOJTYYFUTY TIPU3HAHKE HAyTHON OOIIECTBEHHOCTH, a
WX aBTOPHI YIOCTOCHEI 3BaHUM JIaypeaToB U JUILIO-
MAaHTOB KOHKYPCOB.

EcTtecTBeHHO, UTO MCH, BEI3PEBAIOIINE B XOJIE
Hay4YHBIX HCCIIEAOBaHUN u UTCHUH, BXOOAT B yueo-
Houltl npoyecc. TakoBbIE TONYYHIIN MPAKTHYECKOE
BHEIIpEHHE B YUEOHBIX Kypcax « Teopus My3bIKamb-
HOTO coJlepKaHUs», «My3BIKaIbHOE COMEpKaHNE»
1 «My3BIKQTBHOE COACPIKAHUE B KOHTEKCTE KYJIh-
Typsl». B nccnenoBanne CyniHOCTHOTO Havajia My-
3BIKH BOBJICKAIOTCS U CTyACHTHI. OHU BBITTOIHSIOT
JIUIIOMHBIE PabOTBl M pedeparbl Mo MY3bIKaIb-
HO-COZIEp)KaTeIbHOW TeMmaTuke, M0OWBasCh MpHU
ATOM TOJIOKUTEITBHBIX PE3YIIBTATOB.

B mone 3penus unenos Jlaboparopuu mocto-
STHHO HaXOIWUTCS ¥ TPOOJIEMaTHKa MemoouKuy npe-
nooasauus My3bIKAJIbHOTO COJEPKaHHSI, BOIPOCHI
OCHAIICHMSI 3HAHUSMH W TIEarOTHIYCCKUMHU yCTa-
HOBKaMH KOJIJIET, pa0OoTaoImux B YYCOHBIX 3aBe-
nenusix. Tak, JI. II. Ka3aHueBa BbicTynuia ¢ ma-
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CTep-KJIaccaMy MO MY3bIKAIbHOMY COICPKaHHUIO B
[TerpozaBonckoi koHCcepBaTopun uM. A. K. I'ma3zy-
HOBa u PocroBckoil koHcepBaTopun uM. C. B. Pax-
mannHOBa (2013). OHa >xe mpoBena Kypc JEKIUNA B
Bbenopycckoil akagemMuu My3bIKH, MacTEpP-KJIacChl B
Yuusepcutere uM. A. W. I'epriena (Canxt-Ilerep-
Oypr) u My3sikanpHoM yuriuiie [Inesena (bosra-
pust) (2014).

MHorocTopoHHSsT nedarensHocTs JlaGopato-
pUU  MY3BIKQJIBHOTO COIEp)KaHHS OTpaKeHa Ha
CIECIMAIILHOM, IOCTOSHHO OOHOBIISIEMOM CaiiTe
www.muzsoderjanie.ru. [lpu sToM HayuHas, Iie-
Jarornyeckas 1 METOAWYecKas BETBU ITOW Jed-
TEJIHHOCTH HE CTPAJAIOT «T€PMETHYECKOI» 3aMK-

HYTOCTBIO — OHU KOPPECIOHIUPYIOT C TEM, UYTO
nenmaeTcsl B ONMM3KUX 10 TeMaTHUKE HAy9IHO-TIea-
TOru4YecKux cTpykrypax Poccun: Ha xadempe me-
KIUCHUIUTMHAPHBIX cniennanu3anuii MockoBcKon
rOCyIapCTBEHHON KOHCEPBATOPUH (3aBEIYIOMIAS —
JIOKTOp MCKyccTBOBeaeHus, npodeccop B. H. Xo-
jonioBa) u B Jlaboparopuu My3bIKaJIbHOW CeMaH-
TUKH Y (HUMCKOTO TOCYIapCTBEHHOTO HHCTHUTYTa
HUCKYCCTB (PYKOBOIUTEIh — JOKTOP MCKYCCTBOBE-
nenusi, npodeccop JI. H. IllaiimyxameToBa). Bce
BMECTE B3SThIC, OHH BIIMCHIBAIOTCS B MacIITaOHOE
Hay4YHO-TIEJIaTOTHIECKOe HAIlpaBIICHHUE, pa3BHUBac-
MOE€ OTEYCCTBCHHBIM MY3BIKO3HAHUEM, — «MY3bI-
KaJIbHOE COJIECPIKaHUE).
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MY3bIKAABHOE
COAEPXAHHME:
NMYTH HCCAEAOBAHHUS

Mys3bIKaabHOE coAepiKa-
HHE:
HHMSI: COOPHMK MaTepH-
aJIOB HAy4YHBIX YTeHMil
/ pen.-cocr. JI. I1. Ka3zan-

nmyTu HuccjiaeaoBa-

CéopHuic mamepuanos
HaY4HbLX Ymenuil

nesa. Actpaxanb: Boira,
2016. Bem. 3. 183 c.
ISBN 978-5-98066-189-2

B u3nanum omyOnMKOBaHBI TOKIAABl YIACTHH-
KOB HAyYHBIX YTCHHHA IO MPOoOIeMaM MYy3bIKajlhb-
HOTO COJIepXKaHHA, COCTOSBIIMXCSA B Bonrorpane B
2012 1 2013 rr. B HUX HanUTK OTpa)KEHHE BOIPOCHI
*aHpa (onepsl, ciM(pOHUH, OaIa b, MEJIOIPAMBI),
MY3BIKaJIbHOW OOpa3HOCTH, CEMaHTHUKH TOHAIBHO-
CTH, WCITIOHHUTENHCTBA B MPodecCHoHANEHOW MYy-
3BIKE U (OJILKIIOPE.

Jiisi  My3BIKaHTOB-TIPO(ECCHOHANIOB, CTY/CH-
TOB MY3BIKaJbHBIX By30B U CPEIHUX MY3BIKATBHBIX
Y4IeOHBIX 3aBEACHUM, a TakKe YUTarele, mHTepe-
CYIOIIUXCS TPOOIeMaMy MY3BIKaJIbHOTO NCKYCCTBA.
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