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DOBOJIOIMOHHBII TpolecC €BPOIEHCKOM My3bIKM C OCOOOH CHIION OTpa3wics Ha Cyap0ax >KaHpoB, B TOM
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PELIUTEIHHOTO W KOMIIO3UTOPCKM OCO3HAaHHOIO IIOBOpOTa Ha MYTh IIOMCKOB HOBBIX (OpM M enuHeHus
pasnu4HbIX cTuieil. Habnrogaemblie B HeW CTHIIEBBIE YePThI ObLIN ONPEAEICHbI B UCCIIEI0BATENbCKON JIUTEPAType
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The Ricercar Qualities of the Fugue in C major (“For Constanze”)
by Mozart

The evolutionary process of European music was reflected with special force in the fates of certain genres,
including the ricercar fugue. In the 18th century the fugue became one of the most important points of interconnection
of many tendencies, a polygon of struggle between the interests of the gallant style and the richest contrapuntal heritage
of “learned” music. Complete freedom of choice in regards to the forms, means and possibilities of the “learned”
music was revealed by J.S. Bach in “The Art of the Fugue,” leaving a field for contemplation. An understanding of the
occurring processes was given to the great composers, among which was Mozart. For him the aspiration towards the
juncture of characteristic (and the brightest and most perspective) principles of “learned” contrapuntal music and the
tendencies of the most current music for his time became the meaning for many concrete artistic creations. The article
examines Mozart’s Fugue “For Constanze” (KV. 394) as one of the epochal compositions. Seeming in its outward
appearance to be a lightweight composition, rather accidental in the history of its appearance, the Fugue presented
itself as a personification of a decisive and compositionally conscious turn along the path of search for new forms
and unification of various styles. The stylistic features observed in it were defined in musicological literature (namely,
by Boris Asafiev) as “Mozartian counterpoint.”

Keywords: the evolution of the fugue, ricercar, ricercar qualities, the tonal plan of a fugue, contrapuntal style,
galant style, Mozart’s counterpoint.
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OLIAPTOBCKMH  monupoHn3M. Bo3HHK-

HOBEHHE 3TOrO THIA MONU(OHU3MA, O

Muenuto b. B. AcadbeBa, cBsa3aHO ¢ mpo-
LecCaMy «...JIAZJI0BOM MeNOaU3aIiy. .. CTApUHHON
noMu(oHUU... W JUHAMHUYECKOTO TOJIOCOBEJIe-
HUS...» B COBpeMEHHOUW Morapty My3sIke [2, ¢. 67].
310 sIBNICHUE — Bceobliee, 00beKTUBHOE U, OTpaxast
TEHJICHIIMIO BPEMEHH, TMPHHAIICKUT HE TOJIBKO
B. A. Mouapry. OHO B MONHOW Mepe 3aMeTHO
MW y MHOTHX €r0 COBPEMEHHHUKOB (XOTS OBbI IO TO-
MBITKAM CMATYUTH MPOTHBOPEYHSI, BHI3BaHHBIE pa3-
PBIBOM MEXKIY TATaHTHBIM U «YYEHBIMY» CTHIISIMH).
AcadbeB TeM He MEHee CIpaBeUINB, KorJa OOt
JUISL OTIOXHM TIPUHIMIT UMEHYET «MOIAPTOBCKUMY.
MouapToBCKuili MY3bIKaJIbHbIA S3bIK M 3aKOHBI
(dhopmooOpa3oBanus, B3palIHHbIE TOMOGOHUEH,
WCTIBITHIBAIIA OCTPYIO HEOOXOJIMMOCTD B CTUHEHUH
¢ npuHIUNaMu nonudonnu. VIMeHHO B eMHEHUH,
a HEe B MEXaHUYECKOM COYCTaHUH ITOJM(POHUIECKUX
U TOMOGOHHBIX TPUEMOB (HhOPMOOOpa3OBaHUs'.

Crpemiiennst Momapra K MOUMCKY Haubonee
MPUEMIIEMBIX ¥ JEUCTBEHHBIX (OPM, TOJE3HBIX
Kak Ui SKCTIOHMPOBaHMs MaTepualia, Tak M JUIs
KOHTPAITyHKTUYIECKOW €ro o0paboTku u ¢Ghopmo-
00pa3oBaHus LENOr0, HE MOIIK OBITh OrpaHHue-
HBI TOJIKO MEXaHWUYeCKUM (IOpoi Jake BechMma
OCTPOYMHBIM) OOBEIUHEHUEM Pa3JIUYHbIX 10 (hak-
Type IIacToB. Maeu, BO3HUKILNE B pAHHUH IEpu-
O]l TBOPYECTBA, 00SI3aTEIIEHO CMOTPENIH B OyIyIiiee
U OBUIM CBSI3aHBI C CO3/IaHMEM HEKHUX HPUHIIUIIOB
WMEHHO CIIOKHEHIIETro eMHEHHS, a He C JKCILTya-
Talyen MeMEHTapHBIX NMPUEMOB Moar(OHUN cMe-
[IAHHOH (PaKTypBHI.

SApxum nepuogom xu3HH Morapta ctan 1782
rof. A. DiHmrTeiiH, Been 3a I. AGepToM?, Ha3bl-
BaeT JTOT TOJ «IEepUOAOM couuHeHus Qyr» [19,
c. 159]. JatupoBku Abeprta n DWHIITEHHA HE pac-
XOISTCS  C MOATBEPXKIAIONIMMU JIaHHOE YTBEPXK-
neHue (GakTamu: BOTOM TOAY JCHCTBHUTEIBHO
BHUMaHWe Monapra ObUIO TPHUKOBAaHO K Qyre.
B wactHOCTH, OH CO37a]T 1 HAXOSIIYIOCS B ICHTPE
BHUMaHUs ctatbu Gyry «liust Koncranmumy.

O6a yu€HbIX (Kak, BIpOYeM, U COTHHU JPYTHUX
WCCIenioBaTeNeil) MpeKpacHO 3HAIM O JOCTHKe-
HUSIX IOHOTO KOMITO3MTOpa 3a BCE MPENIIeCTBYIO-
[IHMe TOIBI Kak B 00NACTH MOTUPOHNH BOOOIIE, TaK
1 KOHKpeTHO — B ¢yre. Ognaxo 1782 rox BeIaesUIN
0co00. Bo3HukaeT Bompoc: Mo4eMy MMEHHO 3TOT
roa? YUto xe 0COOEHHOTO MPOU3OILIO B 3TO BPEMsI?
KakoBbl kpuTepuu omeHOK mepuonpa: MorapTom
HAaIMCAaHO MPOCTO OOJIbIIOE Koruuecmeo (Gyr wim
ke K 3ToMy Jno0aBisieTcst ené W OllyTUMasi Hero-

XOXECTh ero Qyr 3Toro BpeMeHu Ha japyrue? Uro
«BIpYr» NpuKoBaio BHEUMaHue Momapra k dyre?
IMouemy mnosBnsiercs ¢yra «dns Koncraniumy,
CTOJIb PEMINTENHFHO OTINYAIOMIASACS IO MHOTHM TIa-
pamerpaM oT (Qyr, UM CAMUM HAMMCAHHBIX (B TOM
qyclie W HEe3aBePIIEHHBIX) B MPEABIAYIINE TOIBI?
3aoctpum BHuMaHue Ha ¢yre «Jlns Koncran-
[UI», KOTOpas JEHCTBHUTEILHO CTOUT OCOOHSIKOM
0TO Bcex (KpoMe HE3aKOHYEHHOHW opraHHoil (yru
g moll) paHHUX QyT.

Kak BuanM, BO3HHKaeT MHOTO BOIpocoB. llpu
3TOM OYEBHJHA WX TE€CHAas 3aBHCHMOCTH JAPYT OT
IpyTa, ¥ 3TO — HE MpocToe coBnanenue. Mccneno-
BaTeNM, KOHEYHO K€, HE UMENIH B BUY CHUTYalHIO,
MPH KOTOPOH MOXKHO MOAYMarh, YTO KOMIIO3UTOP
70 yKa3aHHOTO IMepHoAa BooOIIe He mucan Qyr,
a ykazanHas ¢yra crana neppoid. CoceM HeT. Konb
CKOPO 3TO TaK, TO IIOBTOPHM BOIPOC: UTO K€ CTAJIO
npu4IrHOM BhijeneHus 1782 roga B cratyc 0coboro
«mepuona COYnHEHUs Ghyr»?

Hamomanm, uro naTEepec Momapra K momnudo-
HUU (B 9aCTHOCTH, K (yre) BO3HUK eUI€ B AETCKYIO
mopy. I peannzoBaics OH B COOTBETCTBHH C IIO-
JMy4YeHHBIMH 3HaHUsAMH 0 nonmudonun. I[lostomy
HE CTOHUT YOUBIIATHCSA TOMY, YTO €rO IepBbIe IIaru
B 9TOM HalpaBJIEHUU KypupoBaiuch otuoMm u Ho-
raauaoM OO0epimHOM (1702-1762) — KOMITO3UTO-
poMm 3anpnOyprckod Kameyuiel. bombimoe kommde-
CTBO BepceT, HalMcaHHbIX M. D0epamHoM, ero ke
«[eBsiTh TOKKar u ¢Gyr» (BecbMa 3aMETHBIA JUIS
CBOETO BPEMEHH OIycC) cTanu Juia Momapra moutu
HacTONbHbIME KHUTaMu. Ho D6epnuH yxomut u3
KU3HU, HE YCIIEB 3AJI0KUTh YUYCHHUKY yCTOMUMBBIX
1 TBEPABIX B3MIA0B HAa 3HAYEHUE CHCTEMATHU3HPY-
IOIIMX HABBIKOB M 3HaHWU 0 (yre. CTpeMUTEIBHO
e pa3BUBAIOIIUECS COOBITUS (TPU MYTEIICCTBUS
Mormuapra o Utanuu B 1769-1772 rogax) oTkpbun
nepes] JIIOOOMBITCTBYIOIMIMM B30POM BYHIEPKHH[A
MOTPSICAIONIMN  CIIEKTp NONH(DOHUYIECKHX (QopM,
B TOM 4ucie U (yTH.

MomaproBckue panaue ¢yru (1772-1773)
JIAKOHWYHBI. JTO, B CYIIHOCTH, €mI¢ MOINU(OHU-
YEeCKHe BEpCETHl B CAaMOM MpocToM Buze. M3 HuX
COXPaHUIUCH (COTTIACHO MaHHBIM Katanora Kéxe-
Jis, HO OCIIapuBaeMbIM A. DUHINITEHHOM IO YacTH
MX MOIIAPTOBCKOTO aBTOPCTBA) IBE TAKOBHIX: B G
u B D mukconuauiickom. [Ipu HEBEpOsSTHOM cTpe-
MUTEJIIBHOCTH PAa3BUTUS €r0 3HAHUM U YMEHMI
B COYMHCHUN MY3BIKH B Pa3HBIX CTHIISAX H (op-
Max, BEpCeTHl I KOMIIO3UTOpa OBICTPO CTalu
«TecHb». Ero He mHTEpecoBalil CTONb y3KHE TH-
JMAaKTHYECKUE paMKH JaKOHUIHOHW (hyroodpa3Hoit
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¢dopmbl. MmenHo «(dyroodpasHoii», MOCKOIbKY
JaHHas (opMa UCUEpIIbIBaJIa CBON MMOTSHIIUAN yiKe
B paMKax COOCTBEHHOH 3KCIO3WIHMH. A pas3zmen
pa3BHUBaIONIUi 100 HE yCIeBal HACTYIIUTh, THOO
OBl CTONb KpPaTOK W AMHAMHYECKH HHUYTOXKEH,
YTO yAOBJIETBOPUTH MOJIET MOIIAPTOBCKOTO BIOX-
HOBEHUS OB HE B COCTOSTHUH.

[Toatomy yxe B 1773 rogy KOMITO3UTOPOM Ha-
nucaH psj Gyr (HEKOTOpble OCTaNHCh B HaOpo-
CKax), 3aMETHO MPEBBIMIAIONIINX HOPMBI BEPCET.

Urak, xax BuanM, ¢yra Kak moiupoHUIecKas
dhopma s Momuapra 1o 1782 roga — BOBce HE HO-
BOCTb, a BOT HamucaHHas uM ¢yra «J{ns Koncran-
IUM» — AEeWCTBUTENbHO HOBA. HoBaTopcTBO 3TOM
(Gyru Mbl IO3HAEM B CpaBHEHUH €€ XapaKTePUCTUK
co MHoruMmu (yramm Toro BpemeHH. B Tom umc-
ne u ¢ ¢pyramu camord Momapra. E€ mosBnenue
CBOEOOpa3HO MOABITOXHUIIO cTpemiieHuss Momapra
B IIOMCKax OCOOCHHBIX (hopM moaudonusmMa (oymay-
IETO «MOIAPTOBCKOTO ToudoHm3MaY). OcTaéres
TOJIBKO OOBACHUTH HEPA3PBIBHYIO 0OWHOCHIb TaTh
eé mosiBiieHus ¢ anpeneM 1782 roma. Ho B aTOoM Bo-
Ipoce HeT HUYEro 3arajo4Horo. B muceMe K oTiy
ot 10 anpens n3 Bensr B 3ampiidypr Monapt nu-
HIET, YTO B BOCKPECHBIX MY3HIIMPOBAHUAX y OapoHa
BaH CBHTEHA «...HHMUYETO HE UTPAIOT KpoMme [ enerns
u baxa» [12, c. 258]. JlecsaTs qHEH CIyCTS B MHUCH-
me k Hannepns (ot 20 anpens 1782 rona) Bonbd-
rair coobmaet, yto mourpan Koncranmmum ¢yru,
MOJTy9ICHHBIE OT O6apoHa, a OHA «...CHJIHHO OpaHH-
Ja... 3a TO, 4TO A HE XO4y MMCATh CaMOTO KPacHBO-
r0, 9TO €CTh B My3BIKE» [TaM ke, ¢. 259].

Onnako BoBce He KoncTtanmus BerHyamiIa Mo-
apTa OTKPHITh «IIEPUO]] COunHEeHus Gyr». Beé Ha-
0o0opot. HanBHO monararh, 4TO MOSBICHHUE IHECHI
CBA3aHO C JETKUM T'HEBOM MUJIOW HEBECTHI. Brpo-
YyeM, €CJIM BAyMarhCsl B MpUunHy THeBa KoHcTaH-
IIUH, TO MO>KHO MIPEATIOI0KNTE, YTO OH OB BEI3BAH
HE CTOJIBKO JCHCTBUSAMU KEHHUXA, CKOJIBKO CUTYyalll-
€, TaK II03/1HO NIPU3BABIICH €TI0 K PACKPEIOLEHUIO
CBOEH KOMITO3UTOPCKOH (haHTa3mH.

®yra «lns KoHcraHuum» crajia OTKpOBEHUEM
Momuapra nepen camum cob6oii. Urpas ¢yru, momy-
yeHHbIe OT BaH CBuTeHa, MouapT OblI mopaxkéx
MHOTUM. I B mepByI0 o4epeanr — BHICOKUM ypOB-
HEM €JIMHCHUS NOIM(POHUIECKHUX U TOMO(OHHBIX
OPUHIUIOB GopMooOpa3oBaHus B Pyrax, K KOTo-
pOMY OH CaM MO-MY3bIKAaHTCKA HHTYUTHUBHO CTpe-
muicsa. M He cTonbko (akToM OOHAapYyKEHHOTO
€AMHEHMSI, CKOIBKO CPEACTBAMHU JIOCTHUXKEHHS ITO-
ro enuHenus, kotopeivu U. C. bax (Beap nMeHHO
ero (hyra U3 BTOPOro ToMa «XOpOIIO TEMIIEPUPO-

BaHHOTO KJIaBHpa» urpain Momapt) ero mobwucs.
OCHOBHBIM JXK€ CPEICTBOM Ha 3TOM IyTH OKa3a-
J1lach BeChMa CBOCOOPA3HO M TMPHUBICKATEIHHO HH-
TepupeTHpoBaHHas baxoM puuepkapHOCTH.

Kak OBl HH CcKIambIBanuCh OOCTOSATEIHCTBA
noserieHust gyru «dns KoHcTanmmum», Bompoc
o mpu4ynHax e€ TMOosBICHHUS ocTaéTrcsi TMoka 0e3
moTHOTO OTBeTa. CaMblii OYEBUIHBIN (JICKAIITHII
Ha IIOBEPXHOCTH) OTBET: ONHM3KOE 3HAKOMCTBO
¢ ¢pyramu baxa (n 6aXOBCKMMH NPUHLHUIIAMHU PH-
YepKapHOCTH) yKpermmiio Momapra B cOOCTBEHHOM
[IPaBOTE€ OTHOCHUTEIHHO EIUHEHUS HOBATOPCKHX
MIPUHIIUIIOB CBOEH (TajTaHTHON) S3IOXH C YCTOSA-
MM, IPONOBEAYEMBIMH «Yy4EHOW» My3blKoW. Ho
M 3Ta MPUYUHA, HA HaIl B3MJIAJ, HE SBIAETCS OC-
HoBHOI. Benp ¢dyra «ns Koncranunn» co Bceit
CBOEH, Ka3ajioch Obl, HEOMCUOAHHOU HOBU3HOU
B TBOpUeckoM noptdene Mouapra Obuia HE Tep-
Boi. @yru baxa npusieknu Mouapra He TOJBKO
CBOCH puuepkapHOCThIO. Bexp Momapt ObuT XO-
pOIIIO 3HAKOM C UTAJBSHCKOW (pyrod, BBIpOCIIEH
MMEHHO U3 pUYepKapa W CTaBIIel «BTOpoil ¢op-
Moit puuepkapa» [14, c. 80]. Ero myremectBus mo
Wranuu, obunne ycabIIaHHOW M HMCIIOJTHEHHON
MY3BIKU Prima vista, MHOTOYHCJIEHHBIE UMIIPOBU-
3aIiy Ha 33JaHHYIO TEMY, TBOPUYECKHE KOHTAKTHI
¢ magpe MapTuHU U BOOOIIE — AyX HUTaJIbIHCKOU
¢yru, — Bcé ObTO 3HAKOMO W TOHATHO. 1O ecTh
yke Obuto «cBomM». OH Jake caM MBITalCsS «II0
ropsiuuM ciefaM» nytemecTsuii no Mranuu Ha-
MMcaTh pUYEepKapHyI0 OpraHHyio Qyry B g moll.
ITo nanubM katanora Kéxens (KV 401 (375¢°), ato
OBIJIO CcIeNaHO MPEANOJIOKUTENHHO B 1782 romy.
OTa [MaTUpOBKa MPUHAICKUT A. DWHIITEHHY.
B 6onee mo3mHux m3bickaHusX Bombdranr Ilnar
MpeajiaraeT CYWTaTh BPEMEHEM HANHMCAHHS ITOU
¢yru 1773 ron. Ecnn naruposka B. Ilnara BepHa
(a oHa moAKperusieTcsl pSAAOM apryMEHTOB), TO
MOXHO CYHMTaTh, YTO ITO ObLIA nepsas’ cTonb pas-
BEpHYyTasl puuepkapHas (HO CTaBIIasg yXe «Tpe-
Thell (opmoii puyepkapa») ¢yra s opraHa.
NwmenHo nepBasi, B koTopoit Mouapt (ImycTs UHTY-
WTUBHO) TIBITAJICS PEAIN30BaTh CBOU CTPEMIICHUS
B chepe monupoHuH.

Oprannyo ¢yry KoMro3uTop He 3aBepiiwi. OH
OCTAHOBWJICA TIEPEA Pa3leNioM, MPEAIoaraBIiuM
BKJIIOUEHUE TEAAJIbHON KJiaBUaTyphl. UTO-TO B Hel
He ynosieTBopsiio Momapra. Paboty nomenan Mak-
cuvmnad Ll taasep, orpaHIYUBIINCE, OJJHAKO, TIPHU-
COYMHEHHEM BCEro JIMIIb BOCBMHUTAKTOBOM KOJIBI.
Oaxrrueckn tamgnep ¢yry HE Oonucan, a IUIIH
3aeepwiu. BemymmBasich B My3bIKy B BOCIIPUHHMAs
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IMHAMUKY e€ (opMOooOpa3oBaHus, MOXKHO IPETIO-
JIOXKHTH: HEYNOBJIETBOPEHHOCTH MoriapTa Oblia CBs-
3aHa C HECXOXKECThIO €ro ()yru ¢ TeMH, Ha KOTOPBIX
OH YYWJICSl U KOTOpBIE caM THcai (K npumepy, B hu-
Hanax kBapTeToB’). OIHOBPEMEHHO, O-BUIMMOMY,
€ro He YIOBJIETBOPSUT TEMaTHYECKU MaTepHa, OT-
pakaromuii TpeOOBaHUS ICTETUKH TATAHTHOTO CTH-
JI, HO MaJIOIPUTONHBIM JUIsl KOHTPAILyHKTHYECKON
00paboTKH B AyXe «yd€HOrO» CTHIL. BO3MOXHO,
KOMIIO3UTOP OIIyIIfaJl HEKOTOPYIO HE3PENOCTb, CBS-
3aHHYIO C HEJOCTaTOYHOM OCO3HAHHOCTBHIO CBOHMX
CTpEMIICHHH B TTOMCKaX TOTO €AWHEHHMs, 0Opasers Ko-
TOPOTO OH CMOT OIIyTUTH MOKe — B Pyrax baxa.

Urak, 4To0BI 1aTh OTBETHI HA MHOT'HE BOIIPOCHI,
obparuMmcs Kk aHanmzy cnennpuku Gyru « s Kon-
CTaHIINNY.

Spxoit 0coOEHHOCTBIO SBISIETCA OOpalieHne
K TEMaTu3My, COOTBETCTBYIOIIEMY CTHIIIO BPEMEH
«y4€HOW» My3bIKM. MolapT 3auMCTBYET TEMY
y C. lle#iara (13 Bropo (yru BTOPOI YacTH €ro
«Tabulatura nova», 1624). To ectb Mouaprt, uuTH-
Py TeMy SIOXM paciBeTa KOHTPAIyHKTa, JEMOH-
CTpupyeT (M HE CKpBIBaE€T 3TOT0) CBOE MOHHMA-
HUE POJIM UMEHHO 3TOTO CTHJIS KaK OCHOBBI TEMBI
(yru, mpegHa3zHAuYCHHOMN 7151 KOHTPAIYHKTHYIECKOM
paspabotku®. CiemoBaTeabHO, YTOOBI TPOIEMOH-
CTpUpPOBaTh (HOPMOOOPA3YIOIIUE «CITOCOOHOCTHY
pHUYEPKapHOCTH, HE 00s3aTeNIbHO 00paIarbes K Te-
MaTH3My C SIPKUM{ WHAWBHIYaJbHBIMH HYEpPTaMHU.
Topazno addekrHedd HCnoNb30BaTh MPOBEPEHHYIO
BpPEMEHEM TeMY, KaK dTO ObUIO CBOWCTBEHHO aH-
paM mapoauy MPEaIIeCTBYIOINX JIO0X.

enenanpapieHHbI Xapakrep aelcTBuil Mo-
Lapra MOATBEPXKAAeTCS U MaTeMaTHYeCKH: B Qyre
«Jlms KoHcranmum», cocTosmed u3 67 TaKToOB
B pa3Mmepe 4/4, Tema 3By4uT 35 pa3. A B ¢yre (hak-
tnuecku puuepkape) C. Illeiinra Ha Ty XKe Temy,
nMerome 154 takrta, oHa mpexacraBieHa 49 pas.
Tem campbim y Lllefiara ona 3anmmaet 62 % ot 00-
IIero 3BydYallero «IpocTpaHcTBa», ay Momapra
— bomee 76 %. Kak BumuM, pa3Huiia BHyIIUTEIbHA.
Omna oxaxkeTcsi emé BHYIIMTEIbHEH, €CITU y4ecTb,
yro B ¢yre llleiiara OCHOBHOI «B3HOCY» B OTMEUCH-
HYIO BeINYMHY BHEC OTpOMHBIN (32 TakTa) meaanb-
HBIHI pazzen ¢ TEMOM, U3JI0KEHHOU B MaHepe cantus
planus n B 6ompmom yBenuueHuH. CTEICHh KOH-
LEHTPallMU TeMaTu3Ma y Momapra ropaso BbIIIE,
yem y Uleiinra. 910 HEABYCMBICIEHHO TOBOPUT
0 BBICOKOM 3HAUYEHUU COOCTBEHHO TEeMBI IS (Hop-
M000pa30BaTEIBHOTO TPOIIEcca.

OpHako 3HaYeHHWE TEMBI MOATBEPXKAAETCS HE
TOJBKO TPOJEMOHCTPUPOBAHHBIM  KOJIHYECTBOM
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3aHATOTO «IPOCTPAHCTBA», HO M HEMHUHYEMBIMHU
pPa3sHOOOpa3HBIMU TIPEOOPa30OBAHUAMHU €€ Kak Ta-
KOBOM, pa3HooOpasueM NomuoHUYeCKHX (opm,
B KOTOPBIX OHa Y4YacTBYeT. A IJIaBHBIM apryMeH-
TOM, OOBACHSIONIUM TaKOW yPOBEHb KOHIIEHTPALINN
TEMaTHUYHOCTH, ABJISETCS 3HAYUTENBHOE COKpaIle-
Hue Monaptom (1o cpaBHeHuto ¢ dyroii Ilefinra)
BCEBO3MOXKHOTO BTOPOCTENEHHOro Mmarepuaina. To
ecTb cBsi3u popmbl Gyru Monapra («rperbeit dop-
MBI» pHYEpKapa) ¢ MOTETHHIMH MPUHIMIIAMH OT-
XOJAT Ha BTOpOi IiaH. Ha cMeHy UM UAyT HOBBIE,
WHCIIMPUPOBAHHbIC 3aKOHAMH TOMO(OHHH, MPHH-
UIBL GOpMOOOpa3oBaHHs, O YEM CBHIETEIHCTBYET
u OOoJNpIIOe 3HAYEHHE MOTHUBHBIX NMPHUEMOB pa3BH-
Tusa. O «cKymocTi» MorapTra B OTHOIIEHNWHU K BHe-
TEMaTHYHOMY MaTepHuairy Oy/eT cKa3aHO HIDKE.

Ecnu nponomxuts cpaBHenue ¢ ¢yroit [letiara,
TO OOHAPYKHBAETCS €IIIE OHA BaXKHAsI 0COOCHHOCTh
MOIIAPTOBCKOM (pyru: GOTraTrcTBO TOHAIBHOIO ILIa-
Ha. IMeHHO TOHAJIBHOTO, a HE JaJ0-THUIONAI0BOTO
(mompoOuee cm.: [13, c. 16—-18]), xak y Llletiara.

K xonmy XVIII Beka B comogornmbix KaHpax
u (opMax MHCTPYMEHTAIBHOW MY3BIKH pPOJIb TO-
HaJbHOTO IUIaHA CTPEMHUTEIHHO MOBBIIIAETCS.
OTO MPHUBENO K €CTECTBEHHOMY M 00S3aTCIIEHOMY
BHEJPEHHUIO €ro B «000iiMy» (PopMooOpaszyrommx
cpencTB 1 B nonudonndeckux popmax. Tak, «ro-
HaJIpHOE TIATHOY (TTozmpoOHee cM.: [14, ¢. 84]), akc-
MMOHUPOBABIIIEE MMAPAJUIETHHYIO TOHATHHOCTh I TIO-
SIBUBIIICECS B TOHAJIFHO YCTOWYMBBIX (hyrax KOHIIA
XVII Beka, «pa3pociaochy 10 BHEAPEHUS TEMBI B 1a-
pamutensHOM TOoHaNMbHOCTH. OHO JAN0 MOIIHBIN
CTUMYJ JUTSI IPUBJICYEHHS BCEX MPOYUX aTprOyTOB
aToi ToHanmbHOCTH. M B dyre «lns Koncranimm»
1ocjie HOPMaTUBHOW TPEXTOJOCHON BSKCIO3UIUU
(c TakuM e — HOPMAaTHUBHBIM JUIsI CBOETO BpeMe-
HU — TOHaNBHBIM MaHoM: T — D — T) yxxe B TakTe
8 mosBIIAETCS MpeicKazyeMasi TOHAIIbHOCTD a moll,
YTO MOPOXKAAET OKHJIAHNE BO3MOKHOTO MTOCIEAYIO-
IIETO TPOBEACHUS TEMBI B e moll (3KCTIO3UITMOHHAS
mapa). Ho B ¢pyre Momapra caenan cBoeoOpa3HbIi
pakoxoj 3Toi napsl (e moll — a moll), aT0 U cmpo-
BOITMPOBANIO JaJbHEHIINIA HECTaHTAPTHEIN (HO
B IIpeesiax MepBOM CTENEHN POJCTBA) TOHAIHHBIN
xon Bd moll u F dur. Hakonen, B Takte 46 spko
oOHapyxuBaeT ceds f moll. ITa TOHATBHOCTh TOXE
HaXOJUTCS B MIEPBOM CTENEHU POACTBA K OCHOBHOMU
(C dur), vo ona okpyxeHa d moll u Touuxoi G dur.

A ecnu 1006aBUTB, 4TO 3TOT f moll pacmonaraet-
Cs1 B TOYKE 30JI0TOTO CEYCHHS, TO HETPYIHO YIIOBUTH
OTKPOBEHHOE BO3/ICHCTBHE MMEHHO TOMO(OHHBIX
[0 MPOUCXOXKACHUIO (HOPMOOOPA3YIOIIUX TEHICH-
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Ui (TeCHas CBSI3b MY QYHKIMEH TOHAIBHOCTH
U cTpyKTypoii). IlosBneHne 3T0oil TOHATFHOCTH HE
CMYIIAET cospeMeHHble TIPEACTABICHHS O BO3MOX-
HOCTAX TOHAJBHOTO TUTaHa. JJii My3bIKH Xe TO-
cnenueit yetBeptr X VIII Beka Takoii xo1 He OBLT Op-
JTUHAPHBIM, HOO TOHAIBHOCTH C Pa3HHUILIEH B YETHIpe
3HaKa emé He BIHCAJAach B TPYIIY POJICTBEHHBIX,
BIIOCJIEZICTBMHA OOpa30BaBIIMX TaK HAa3bIBAEMYIO
MEPBYIO CTENEHb pojcTBa. [ BpeMEH NOsBICHUA
¢byru «/Ins KoHcTaHImm» HCHOIB30BAaHHE TaKOM
TOHAJIBHOCTH OBUIO CXOXHM Mo (poHHYECKOH -
(DEeKTHOCTH C «TOHAJBHBIM IISATHOMY» (CBSI3aHHBIM
C BHEJIPEHHEM MapajuIeTbHONW TOHAJIHHOCTH) B MYy-
3pIke KoH1a X VII Beka.

JlamoToHANBHBIH KOHTPACT MEXIY HOPMAaTHB-
HOW DKCIIO3WITUEH W TOCIENYIONUM JBH)KEHHUEM
B OymyImieM sIpKo O4epurBaeT CTPYKTypHBIE TPaHU-
I[bI: TOHAJIBHBIA TUIAH TMPOAOJDKAET MOABEPIaThCs
pemuTeTbHBIM OOHOBIECHUSIM UMEHHO B CBOOOTHOM
paszere.

OuepenHOl OCOOCHHOCTBIO — AHATIM3HPYEMOI
(byru Oe3yCIOBHO SBISETCS YK€ YIIOMSHYTasl «CKY-
MOCThY HETEMAaTH4ECKOro MaTepraia. JTy CKyIOCTh
MIPEACTABIIAIOT MaTepPHUaIbl IPOTHBOCIOKEHUNA I FH-
tepmeauil. [Ippuém n B 3TOM ciiyyae Mouapt uHau-
BUJIyaJieH: MENoJM4ecKas YeThIpEx3ByuHast (hpurypa
MIEPBOTO MPOTHBOCIIOKEHNUS (UMEIOTCS B BUAY 2, 3, 4
JIOJTH TaKTa 3) M3JI0’KEHA CEKBEHTHO B COOTBETCTBHUHU
C CEKBEHIMEW HHMCXOMMX KBAapT Tembl. Ho mpu-
BJIEKaeT 0c000e BHUMAHHUE JPYTOe: OTMOPHBIE 3BYKH
3TOH 4YeTHIPEX3BYUHON (pasbl 0OA3amenbHO TUCCOo-
HUPYIOT (CEeKyH/IbI U HOHBI) ¢ TeMOH. JluccoHupoBa-
HHUE CTAaHOBUTCS YOepICAHHbIM HE3ABICUMO OT TOTO,
KOHTPAIyHKTHPYET 3Ta Mejoaudeckas Qpasza teme
00 IPyroMy Marepranty B MHTEPMEIUSIX WM HET.
Ho BaxxHa He TONBKO yAEP)KaHHOCTH JHCCOHHPOBA-
HHUA, HO U aKTUBHOE y4acTHE 3TOW MEIOJUYEeCKOU
(pazbl B MHOTOYHCIICHHBIX TyOIUPOBAHHUSAX TEPIIHS-
MH (TakT 56), oKTaBamu (TakThl 64—67), 4T0 cooOlIa-
eT 0a30BOMY TPEXTOJIOCHIO YEPThI YETHIPEXTOIOCHS,
XapakTepHOro ckopee st Gakrypel Gravicembalo
(M MCTOPHYECKH CTPEMHUTENBHO HPUOIHKAIONIETO-
cs1 Hammerklavier), Hexxenu amis xiaBecuna. bosee
TOTO, OTMEYEHHOE IMCCOHHMPOBAHHE CHOCOOCTBYET
TOMY, 4TO 3Ta (pa3a, 00pa3ys JOTHUECKH BBHIBEPCH-
HYI0O MEJIOAMYECKYIO JMHHUIO Ha MPOTSHKEHUH 68celi
¢yru, HaumHas ¢ 3-ro TakTa Mo 65-i, MpeTeHayeT
YyTh JIM HE HA POJb BTOPOU TEMBI.

OTMeueHHbIE O0COOCHHOCTH CKBO3HOI'O (PYHK-
IMMOHUPOBAHUS 3TOH MeJIoAMIecKoi (QUurypsl 3a-
TPYIHSIOT (TAKOBO CJIEICTBHUE OTMEYEHHOM «CKYTIO-
CTH») yNOTpeOieHue MHOTHX APYTHX BO3MOYKHBIX
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WHTOHAIIMOHHBIX 00pa3zoBaHmid. JIWb B KOHTpacT-
HOM wmHTepMenuu TakToB 31-34 mosBigercs ot-
HOCHTEIIbHO HOBOE WHTOHAIIMOHHOE O0pa3oBaHUE
(c TpeneoOpa3Hol GUrypoii), KOTOPOE, OAHAKO, HE
TUPAKUPYETCA M HE MPEICTaBIIAETCS KOHKYPEHT-
HBIM JIJISl MEJIOAWYECKON (pasbl, JIexaleid B OCHO-
B€ y/IE€P>KaHHOTO IPOTHBOCIOKEHHSI.

BaxHoi#1 0cOOEHHOCTBIO SIBISIETCS U OOMIIbHOE
WCIIOJIb30BAHNE BCEBO3MOXKHBIX 8EPMUKAIbHBIX He-
pecmanosox.

Urak, dyra «dns Koncranmmum» coznana. [pu-
4éM OyKBaJIbHO 32 HECKOJIBKO JHEH. B ymomsHyTOM
nuceMe K Hannepns ot 20 ampens 1782 roga Mo-
HapT cooOIMI O BIIEYATIEHHUSIX OT MPOUTPAHHBIX
mMm ¢yr U. C. baxa u 0 ToM, 9TO OH OBICTPO «OT-
KJIMKHYJCS» Ha yKOpbl KOHCTAaHIIMM W «OTBETHIDY
Ha HHX 3ToH ¢yroil. Koneuno, s Gonpmioro ma-
cTepa codynHeHHe (YTH 3a CTOJIb KOPOTKOE BpEeMs
HE YIUMBUTEIBHO. Tako CpOK MOXKHO CUUTATh HOp-
ManpHBIM. TeMrr paboTel MorapTa U3BECTECH: KOT-
Jla OH ObUT 4eM-TMO0 YBIICUEH, TO BCE CIIOPUIOCH.
CMor Xe OH COTBOPHUTH CBOM TPH BEITUKUX CHM(]O-
HUU CyMMapHO MeEHbIIE 4eM 3a TpH Mecsna 1788
roja, a 37IeCh — «Bcero Jmmiby» (yra. OgHaKo eciau
ydecThb, YTO JJIsl COYMHEHHs (Ppyru morpedoBanoch
BHUKHYTH, TIOHATh U CHIENaTh CBOMMH Hiaeu (pu-
YepKapoM TpeoMIIEHHBIE) reHuanpHoro baxa, To
MOYHO CUHTaTh, 4yTo (yra «J{ist Koncranum» Bo3-
HUKJIa MTHOBEHHO.

CkopocTh HanucaHus (QyTH CBsI3aHa HE CTOJIBKO
C TIOTPSACEHNEM OT HUCKyccTBa baxa, Hon ¢ TeM, 4To
Mouapt 3a701ro A0 paboThl HajA MPOU3BEACHHUEM
OBUT TOTOB K BOCHPHUATHIO HOBBIX HAEH, a TBOpUeE-
ckue ycriexu baxa (cToias 0cTpo coBHaBIIKE C HIIe-
amMyu MonapTta) OKa3aliuch JHUINb TOW JIECTHHUIIEH,
KoTOpas monxHsIa Monapra Ha 3HaYUTENbHO Oonee
BBICOKHI ypoBeHb. OTMEUEHHAs CKOPOCTh COUMHE-
HUS QyTH 0OBSICHSETCSI HE TOJIBKO TeHHEM KOMTIO3H-
Topa. I'eHnii Hermo3HaBaeM, 3TO BEPHO. DBPUCTHKA
moyTH OeccuiibHA, HO B JAHHOM CJydYae CIeqyeT
MIPUHATH Ha Bepy MBICIb, CTAaBIIYIO a1 YeaoBeue-
cTBa 3aKOHOM: Ars longa, Vita brevis.

CBsi3p MEXIy HACSIMH OJHOTO KOHKPETHOTO
kommosutopa (M. C. baxa) u apyroro (B. A. Mo-
apra) He JOJDKHA OBITH JJIEMEHTAPHO 3PHMOM.
Nnen «HOCATCS B BO31yXE», HO B HY>KHBIN JUIs MC-
KyccTBa (a2 HE I KOHKPETHOTO €T0 CITY)KUTEIIs)
MOMEHT «BJIPYT» BOSHHKAIOT BO BECh POCT U 004-
3BIBAIOT CBOWX BEPHBIX CIY)KUTEIEH MX BOILIO-
1aTh.

Mormapt ObIT TOKOPEH BCEM, C YEM BCTPETHIICS
B (hyrax baxa, HO TIaBHBIM Ha TOT MOMEHT OKa3a-
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JIOCHh TIOTPSICEHNE BUPTYO3HOCTBIO CPEACTB 3KCIIO-
HUPOBAaHUS W PA3BUTHS MY3bIKAIBHBIX MBICIEH
W TEM EJIMHCTBOM TOMOQOHWUH U MONUPOHUH (U
PaBHOTIPaBHOCTHIO WX) B cTwiIe baxa, K KOTopomy
y’Ke€ TaBHO CTPEMHMJICS CaM.

®yra «/lnga Koncranuun», HECMOTpsI Ha BHELI-
HIOIO 320aBHOCTh M KaXYIIYIOCS HECEphE3HOCTh
MIPUYUH TIOSIBIICHUS («THEB» MMWJIOH HEBECTHI),
CTajlla TeM J3IIOXaJbHBIM IpOM3BeNeHHEeM Morap-
Ta, B KOTOPOM OIIYIIAETCS] BHICOKAsI CTETIEHb OPH-
THHAIBHOCTH ¥ C(POPMHUPOBAHHOCTH HYEPT CTHIIA
nonudonnn, HazpanHoro b. B. AcadeBbiM «Mo-
HAPTOBCKUM NONMH(GOHU3MOMY. CTHIIS, TOBIEKIIIETO
3a co00H W JaJbHEeHIIHe JOCTHKEHUS KaK CaMoro
Mouapra (dyra ¢ moll njis 1ByX KIIaBECHHOB, 1103-
K€ MHCTPYMEHTOBaHHAS JUIsI CTPYHHOTO KBapTeTa,
¢unan cumponnn «kOmuTep»), Tak U BCeH MONHU-
(hoHMM B My3BIKE €BPONEHCKON (YnTaili: MHPOBOH,

YTO, BIIpOYEM, TpeOyeT CaMOCTOSTEIHHOTO HCCIIe-
JIOBaHUS).

B cBere cka3aHHOIO CTaHOBUTCS SICHBIM: OCO-
oennocth (yru «ius KoHcTaHumMu» — HE B Kaue-
CTBE TEMAaTU3Ma, HE B €0 HOBU3HE, COOTBETCTBYO-
el 1yXy BpeMeHH (BcrioMHHM, 4To Tema [lleiinra
ObLIa cCO3/IaHa 3aJI0JITO JIO ONMUCAHHBIX HAMHU COOBI-
THIA, a TouHee, enié 10 1624 roga), He B CTETICHH €ro
nHauBHayaneHOoCcTU. He 310 nHTepecoBano Mouap-
Ta TPHU CO3IaHUM (yTH, a BIIOJHE COOTBETCTBYIO-
mast BceM TPeOOBaHMIM «y4EHOW» MY3BIKH IIOXH
0apoKKO MPOIEMOHCTPUPOBAHHAS B HEH puiepKap-
HOCTb. BOT MMEHHO B 3TOM HCTOPUKO-CTHJIMCTH-
YECKOM ITyHKTE IEPECEUYECHMs pa3iudHbIX CTUIEH
(moponMBIINX YIOMSHYTOE €AMHCTBO) I €CTh pa3-
rajka He CTOJIBKO INPUYMH IOSIBICHHS 3TOM KOH-
KpeTHOHN (yTH, CKOJIBKO CO3aHUS YCI08uULl TSl BO3-
HUKHOBEHHSI «MOLIAPTOBCKOTO MOIM(OHU3MAY.

< NMPUMEYAHUA (<

! TepMHH «MEXaHHYECKUE COUCTaHH», KOHCUHO, HE
BITOJTHE KOppekTeH. Ho MHOTHE TeXHNYeCKHe TPYHOCTH,
MOICTEPETAaBIINE BCEX COYMHHTENCH NPH HMCHOJIB30Ba-
HUH OPIMHAPHBIX NONN(POHMYECKUX MTPUEMOB (K IIpHMe-
PY, ABYXTOJIOCHBIX KAaHOHOB B OIIEPHBIX Ay3Tax W T. 11.),
BBIHY/IQJIN 3aHUMAThCS IIONCKaMHU CIOCOOOB COE/HHE-
HUSL 3THX MONM(OHNYIEeCKnX (HOpPM C IJIaCTOM CONPOBO-
XKJICHHS, OPraHW30BaHHOTO M0 3aKOHaM T'OMO(OHHH.
W mHoOrMe Takme cnocoObl 00nananu OTKPOBEHHBIMH
MIPU3HAKaMH WMEHHO MEXaHWYECKOTO COYeTaHWs IuIa-
ctoB. Huuero 3a3opHoro B 3toM He Obu10. Benp MHOTHE
TeXHHYECKHE MPUEMBI 3110Xxu CpeTHEBEKOBbS OITUPAOT-
Csl Ha IO100HbBIE KOHCTPYKTUBUCTCKUE MeTOAbI. [IpakTu-
Ka BeIpaboTana 3ppeKTHBHBIC CIOCOOBI PEIICHHS TAKHX
3a7a4: K HUM OTHOCSTCSI TaK Ha3bIBa€MbIC CMEILIaHHbIC
(OpMBI, CBSI3aHHBIE C MCIIOIb30BAHUEM «CHHTETHYECKO-
ro» [7, c. 377] tuma ¢axtypsl (Topoi 0cTpo HE0OXOaU-
MOTO B KPYIIHBIX OpaTOPHANIbHBIX, ONEPHBIX U CHM(QO-
HUYECKUX IPON3BENICHUSX ), B KOTOPOU MONMN(OHNYECKOE
MHOT'OTOJIOCHE SIBJISIETCS OIOPOH IJIacTa Beyliero, a ro-
MO(OHHOE MHOTOTOJIOCHE O00ECIEeUnBAECT COMPOBOXK/IE-
HUe (akkoMmnaHeMeHT). [10MoOHBIX MPUMEPOB B My3BIKE
XVIII Beka n panpHeHIINUX BpeMEH He cuecTb. OHAKO
B ATOM CIOCOOE OTKPOBEHHO ITPOCMATPHBACTCS HEKUH
UMEHHO MexaHuyeckuti CAHTE3 TIPUHIUIIOB MOIH(OHUH
n rapMoHuu. M306exarp ke ero (B TeX JaJ0TOHAIBHBIX
YCIIOBUSIX) TPAaKTHYECKH HE OBUIO BO3MOXHOCTH. [la
1 Takol HeoOXoAMMOCTH (BO3MOXHO, NO YyKa3aHHOM
Ipu4rHe) He Bo3HMKa0. OHAKO TIIATENFHOE paccMo-
TpeHHe 5TOoro npuémMa (BeCbMa pacIpOCTPAHEHHOTO
1 TIOpOH Jaxe XyIO)KEeCTBEHHO NPHUBICKATEIHHOTO) HE
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BXOJIMT B 33J1a4y HAaCTOSIIEH CTAThH.

2 B. A. Morapr «...Tak riiyOOKo Morpy3usics B CTa-
pOe HCKYCCTBO, YTO MOXHO 0e3 OHIMOKHM JaTHpOBaTh
1782 rogomM Hauajao HOBOIO CTUJIEBOIO IMEPHUOAA B €T0
TBOpuecTBe» [1, ¢. 93].

* PuuepkapHocTb B My3bike U. C. Baxa onpenens-
eTCs HE TOJIBKO M3BICKAaHHOCTBIO KOHTPAITyHKTHUCCKOH
TexHUKU. ONHON U3 TEHACHUUNA pUUYEpPKApHONU TEXHUKH
XVII n Hauana XVIII Beka MOXKHO CUMTaTh BCE Hapac-
TaloIlee CTPEMJIEHHE K «CKYNOCTH» HCIIOIb30BaHUS
Pa3JIMYHOTO BTOPOCTENEHHOTO (HE TEMaTHYeCKOro) ma-
Tepuana.

Jst morera XVI Beka MHOKECTBEHHOCTb MY3bIKaJIb-
HBIX MaTepHaJIOB €CTECTBCHHA: KaXKIas HOBas BepOab-
Has cTpoda TpedoBana (1 momydana) cBOE My3bIKaTbHOE
«ocsemneHne». st ”HCTPYMEHTAIBHOTO priepkapa (oT-
JISTUBILETOCS OT MOTETA) TaKasi MHOXXECTBEHHOCTh yTpa-
THJIA aKTYaJIbHOCTb, & CPEAN OCTABILINXCS B yIOTpeOIe-
HUM MaTepHasioB ObICTpO Hazpena anddepeHuanus Ha
UX TEPBOCTEIIEHHOCTh ((YyHKIMS TeMaTHuecKas) M Ha
BTOPOCTETIEHHOCTD ((PYHKIHMS HE TEMaTHIeCKas).

Tak, NpH WCHONB30BAaHUM YIACP)KAHHBIX MPOTH-
BOCJIO)KCHHH (MarepuaoB, B ONPENEIEHHOM CMBICIE,
HE TEMaTHYEeCKHX) PHYEPKApHOCTh HEMHHYEMO BBI-
3pIBajla HEOOXOAWMOCTH TNPHMEHEHHS BCEBO3MOXKHBIX
KOHTPAITyHKTHYECKUX CPEICTB ISl  YIOPSAOYMBAHHS
B3aMMOOTHOILIECHUH 3THX NMPOTHBOCIOKEHUH C APYTUMH
(B mepByto ouepeb TeMaTHIeCKUMH) Matepruanamu. I1o-
CTETICHHO ()OPMHUPYETCS TaKasi 3aBUCHMOCTh: CHHKACTCS
OOIIBILIOE KOAUYEeCHB0 PA3INYHBIX MaTepHajoB, HO 3aTO
Y OCTaBIINXCS MOBBIIIAETCS UX MEJIOANIECKOE 3HAUYCHNE
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B 1polecce popMooOpa3oBaHMs U TIPH 3TOM 3HAYHUTEIIb-
HO COKpAILAeTCsl XaOTMYHOCTh (CBOWCTBEHHAs PaHHUM
3TanaM) UX KOHTPAITyHKTUYECKUX OTHOIIEHUH.

[ToaTOMy «CKYnoOCTB», YHOBIIETBOpsBILAs 00s13a-
TENILHOCTh TE€PEOCMBICIICHHSI 3aKOHOB CTpoduueckoro
MOTE€Ta, YCBOEHHBIX M PAa3BUTBIX pPUYEPKAPOM «Iep-
Boii popmeI» [14 c. 80], crana ogHOI M3 0coOeHHOCTEH
«rperbel opMbl» pruepkapa B TBopeHusx M. C. baxa
B XVIII Beke.

[IprunHHO-CIEICTBEHHBIE CBSI3U MEXAY CTpemiie-
HHEM K «CKYNOCTH» KOJHYECTBa MaTepHalIOB U MOBHI-
IIEHHUEM POJIM KOHTPAITYHKTUYECKOH TEXHUKH HACTONBKO
MIPOYHBI, YTO JaXke HE MO3BOJISIOT PACCTaBUTh ITH Kare-
TOpUH B JOIDKHOM mocnenoBarensHocTu. Iloxoxe, 4uto
it baxa aTa HesicHOCTh He Obuta moMexoil. OH mpocTo
JieNa To, 4TO OCTaéTcs A0 CHUX MOp HEMO3HAHHBIM OKOH-
9aTeNbHO (TeHUH Hermo3HaBaeM!), HO 4TO «...MbI CMOXKEM
JIMLIb 4yBCTBOBATH, UCIIBITHIBASI TIPH 3TOM 0€3rpaHUYHOE
yousnenue» [17, c. 8].

* N. C. bax ycHaHJ aKIIEHTBI: BO-NEPBBIX, MPO-
JIOJDKUI TIPOLIECC COKpAllleHUs HEOCHOBHOIO MaTepHu-
aja |, BO-BTOPBIX, MOBBICHI (HOPMOOOPA3YIONIYIO POIb
PHUEPKAPHOCTH, I YEro NpOoAOJDKall PACHIUPTh e&
TeXHUYeCKUil apceHan. To ecTb TOT apceHal, KOTOpPbIH,
Ka3aJock, yXKe JaBHO Hcyepral BCe CBOM BO3MOXKHOCTH.
Ho nert, nns baxa — He ucuepnal, HO MPUOOPENT HOBBIEC.
W 310 nouyBCcTBOBAI U IIpUHAI Mouapr.

HccnenoBanue Bomnpoca JAaTUPOBKU COUMHEHHUS Op-
TraHHOW (yrM He BXOAMT B 3aJady HACTOALIEH CTaTbu.
OTMeTuM JHIlb, YTO, HE3aBUCUMO OT JIaThl COYMHEHUS,
OHa JEMOHCTPUPYET TOYHOCTh CTPEMJICHHH KOMIIO3H-
Topa U CBOE «mpeamecTBoBanue» ¢dyre «Jlmst Koncran-
uun». Ecnu npas B. Ilnat, To BCE BRINIAAUT NpeaeIbHO
noru4Ho: dyra g moll — siBHas npeamecTBeHHUIA Gyru
«/Insa KoHcTaHIum) He TONBKO B XPOHOIOTHYECKOM ILIa-
He. Benb paxe ecim oHa Obuia co3gaHa nozxe (To ecTh
B Jickabpe 1782 roma), TO U B 3TOM Cilydae €€ «Ipef-
IIECTBOBAHUE» HE MOXET OBbITh HCKIIOYEHO, UO0 MO-
LIAPTOBCKUIN T€HUI TakoB, YTO 3aayMaHHoe B 1773 rogy
(MHBIMH CJIOBaMU: WHCIIUPUPOBAaHHOE cOObITHsIME 1773
rojia) CMOIJIO MAaTepUaTu30BaTbCs JUIIb B KOoHIE 1782

rora. MoxeT BO3HHKHYTh KOHTPBOIIPOC: IOYEMY JKe
KOMIIO3UTOpP HE BHEC B 3aMbicel 1773 rona KOppeKTUBHI,
COOTBETCTBYIOIIME TpeOoBaHusAM 3moxu 1782 roga? Ort-
BETOM MOXKET CTaTh OOHApyKEHHE HECOOTBETCTBHS PaH-
Hero Marepualia TpeOOBaHHUSIM BPEMEHH I10CIIE CO3AaHMs
¢yru «lnst Koncranummy.

5 Peup B maHHOM ciiydae UIET o KBapretax F dur
(aBrycr 1773) u d moll (centsiops 1773) u o kBapreTe
G dur (31 nexabps 1782). [IpaBna, A. DiiHInTeiH, pac-
Cy)XZIas O TIOJOXHUTEIbHBIX cTopoHax ¢(yr Monapra
B 3THX KBapTeTaX, OOBSICHSIET 3TO BIMSIHUEM M. Taiinua.
OnHako y4€HBI HECKOJIBKO IpPEyBEIWYMBAET 3HAUCHHE
laiinHa B pasButun Mouapra-nonudonucra. B atux ¢y-
rax Mbl OlIyIl[aeM ckopee cwity BiusiHud M. DOepiuHa.
Bo Bcskom ciyuae, BausiHus ['alifiHa CO3BYYHBI 30ep-
JIMHOBCKUM TpaaulMsM. Heckobko OCOOHSKOM CTOMT
¢yra nz xBaprera G dur. Yxke cama Tema (B «CBS3Ke»
C OTBETOM HMEIOIasi B CBOEH OCHOBE T'apMOHHMYECKYIO
nocyenoBarenbHOCTh THHA S — D — T) HOBA. A e€ rpa-
¢uka, Onarojapst HCIOJIb30BaHHIO XapaKTepHEUIIEro
JUISl CBOETO BPEMEHH MEJIOJMYEeCKOro odopoTa U3 xopa-
na «Cunctipotens genitor» ¢ MOCTYNEHHBIM JBIKCHH-
€M BBEpX U C TEpIIOBBIM CKaYKOM B TOM >KE€ HarpasJie-
HHH, [IPEJABOCXUIIAET MEPBYIO TeMy (uHana cuM(pOHUH
«¥Onurepy. UcneitaB Baustaue JI. @peckobanbau (Tema
puuepkapa «Settimo sopra» sol, mi, fa, la, sol), . ®po-
Oeprepa (Tema puuepkapa Ne 4 U3 1MkiIa 6 pUUepKapoB
1658 rona: sol, la, do, si, la, sol) u ¢yr B E dur 1. ®u-
uiepau Y. C. Baxa, oHa COMMKAET 3Ty MY3BIKY C SMIOXOM
BBICOKOM «yU4€HOI» MY3BIKH.

B stom kBaptere (G dur), Takum 00pa3oM, OIlyIia-
€TCsl HalpaBJIeHHe MbICIH MolapTa Ha eIuHEeHHue Ipu-
3HAKOB «YYEHOW» MY3BIKH C IPU3HAKAMU MY3BIKU CBOEH
(ramanTHOM) smoxu. Ho peanuzanusi 5TuX HamepeHUi
orMpanach BCE ke Ha NPHHLMIBI McKyccTBa M. D6ep-
JIUHA.

¢ }O. H. TionuH B BBICHIEH CTENEHH TOYHO cHop-
MYJIHPOBAJ POJb TEMBI B My3bIKE aHAJIN3UPYEMOIl HaMU
SIOXU «CTAphIX KOHTPAIYHKTHUCTOB»: «...T€Ma — 3TO
JIOrMaTt, HENPEIOXKHbIN [IOCTYNAT, B KOTOPbII HY>KHO Be-
PUTH, HO KOTOPBIIl HEe TOBOPUT caM 3a ce0s» [16, c. 258].
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«CBOO0OAHas nyAbcupylowas komno3uums» Aeiicpa Cerepctama
KaK MHAUBUAYaAbHbI aA€aTOPHbIH NPOEKT

Crarbst MOCBSIIEHA XapaKTEPUCTUKE «CBOOOTHOM ITyIbCaIIMN» — KOMIO3UTOPCKOM TEXHUKH, KOTOpasl CIOKUIIACh
B TBOopuectBe Jleiidpa Cerepcrama, KpymHOro (HUHCKOTo Komrosuropa W aupwxépa. TBopuectBo Cerepcrama
YAUBIISIET HEOOBIKHOBEHHOH NPOAYKTHBHOCTBIO: Ha CETOHSI OH SIBIISIETCS aBTOPOM CBBINIE TPEXCOT CHUMGOHUM,
a TaK)Ke MHOTOYHCIICHHBIX COUMHEHUH B MHBIX XaHpax. [10100Hy0 TBOPUECKYI0 aKTHBHOCTH OIPEISIIIIN T€ CIIOCOOBI
COYMHEHUsI, K KOTOPBIM NPpHIIEN pUHCKHUN aBTOD.

WX cTaHOBIIEHHUE 3aHSUIO JUIMTENBHBIN POMEXYTOK: «CBOOOIHAs MylbcHupytomast (aza» y Cerepcrama Havanach
B cepeauHe 1970-Xx, a OCHOBHBIE OCOOEGHHOCTH aBTOPCKOH TEXHHMKH OHPENESNMINCH TOIBKO K KOoHIy 1990-x.
B okoHuUarenbHOM BapHaHTE METOJ «CBOOOJHOM IIyJbcallMM» OKa3alcsl CBsi3aH ¢ cHUM(pOHHYECKOH cdepoil: ero
JEMOHCTPUPYIOT COUYMHEHUs, Bo3HUKIINE HaumHas ¢ 2000-x. OHM mpeacTaBisiroT co0ol OIHOYACTHBIE COHOPHBIE
KOMIIO3UIIMH €JMHOTO XPOHOMETPaXka, CIoNHsIeMble 0e3 aupmxképa (o Cerepcramy — onuparoTcs Ha «BCTPOSHHBIN
JUPIDKEPCKUH MeXaHu3M»). My3blkaJibHass TKaHb B HMX OCHOBaHA Ha ajeaTOpPHOM KOHTPAIyHKTE C HEKECTKO
CHHXPOHHM3MPOBaHHBIMU MEXIy coboil maprusimu. dopMa cuMpOHHMNA COCTOUT M3 HECKONIBKUX (0T 5 1o 8) OJ0KOB,
B KOTOPBIX YepeayIOTCs pa3aeisl 0ojee 1 MeHee KOHTPOJIUpPyeMbIe.

B nenom ocobeHHOCTH «CBOOOJHOM MyJIBCHPYIOIIEH KOMITO3HILIUI» ITO3BOJIIIOT CUUTATh €€ WHIUBHIYAJILHOH
BepcUell ajeaTopuKH M BHJETH MpooOpassl B aMepUKaHCKOM HcKyccTBe 1960-x, B TBopuecTBe Opna bpayna,
Kpucuena Bynoa.

Kimrouessie cnoa: Cerepcram, ajgeaTtopuka, ajJearopHas ciM()OHMS, TEXHIUKA CBOOOIHOM ITyJIbCAIIAHN, BCTPOCHHBIH
JUPHKEPCKUI MEXAHU3M.

IRINA V. KOPOSOVA

Petrozavodsk State A. K. Glazunov Conservatory, Petrozavodsk, Russia
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“Freely-Pulsating Composition” of Leif Segerstam
as an Individual Aleatory Project

This article is devoted to the characteristics of “freely-pulsating composition.” This technique has been developed
in the works of Leif Segerstam — a significant Finnish composer and conductor. Segerstam’s creativity astonishes by its
extremely prolific quality. The composer wrote more than three hundred symphonies and also numerous compositions
in other genres. Such artistically creative activity has been stipulated by those principles of composition which the
Finnish composer has developed.

Their formation and evolution took up over two decades. The “freely-pulsating phase” was initiated by Segerstam
in the mid-1970s, while all the basic features of the composer’s technique were formed by the late 1990s. In its final
variant, the method of “free pulsation” became connected with the sphere of the symphony: it has been demonstrated
by musical compositions written since the early 2000s. These symphonies are essentially one-movement sonoristic
compositions, generally, all of them of the same duration and performed without a conductor (in Segerstam’s words,
they rely on an “built-in conducting mechanism”). Their musical texture is based on an aleatory counterpoint, in which
the various instrumental parts are synchronized loosely. The form of symphonies consists of several (from 5 to 8)
blocks, in which there is an alternation of more and less controlled sections.

In general, the features of “freely-pulsating composition” make it possible to consider it an individual version of
aleatory techniques and to see its preimages in the American music from the 1960s, with the works of Earle Brown
and Christian Wolff.

Keywords: Segerstam, aleatory technique, aleatory symphony, freely-pulsating composition, built-in conducting
mechanism.
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U JUJIS KOTO He cekpet, uto Hoseliasa my-

3bIKa MepelIarHyia rpaHuIlbl KIACCHKO-PO-

MaHTHYECKHX (OpM W KAHPOB, OOHApY-
JKWJIa HOBBIE CIIOCOOBI CO3/[aHUS IMPOW3BEICHHIA,
o0pa3oBaJa HeNbIil PsIT HOBBIX KaHPOBBIX SBJICHHM.
TeXHUKHU KOMIIO3UIMHU, POXKJIEHHbIE BTOPHIM aBaH-
rapoM, CBA3BIBAIOTCS HMEHHO C 3TUM IIPOIECCOM.
OnHako COBpEMEHHBIC TEXHUKH, KPOME TOTO, CTAIIH
CTHMYJIOM K Pa3BUTHIO TPAJAUIMOHHBIX MY3bIKAIIb-
HBIX PECYpCOB: MEPEHHTOHHPOBAHHIO, TpaHchop-
maru (tepmuasl 0. H. Xomomosa) crapsix my-
3BIKAILHBIX (OPM, PEUHTEPIIPETAIIH TTPHBBIYHBIX
skaHpoB. OO0 OJHOM M3 HHMX — ajearopHoOu cumdo-
HUU — NIOUAET pedb B CTATHE.

CrnoBocoueranue «anearopHas CUM(OHHSD)
BBI3BIBAET ACCOLIMAIIMH B IIEPBYIO OYepeab C TBOP-
YECTBOM IIOJIbLCKUX aBTOpOB — Buronbaa Jlioto-
cnaBckoro, Kmmmmroda Ilenneperkoro. OmpHako
UX OIyChl — JJAJIEKO HE CJUHCTBEHHBIC MPUMEPEI
nmomo6uoro poxa. CBoi BapuaHT pean3aliiy ajea-
TOPHBIX TPHUHIWIIOB B cuM(pOHHUECKOH cdepe
cnoxuicst B My3sbike Jleiidpa Cerepcrama (p. 1944)
— KPYIHOTO (PMHCKOTO KOMIIO3UTOpa W AHUPIDKEpA.
B ero tBopuecTBe oopmMmiace caMoObITHAsT Bep-
CHSl aJIeaTOPHUKH; KOMIIO3UTOp Ha3Bal €€ «cBoOo-
HO¥ ImyJibcanuein’.

B ¢uHCKOE MY3BIKaTBHOE UCKYCCTBO aJleaTopH-
Ka npoHukaer B Hadase 1960-x2. K unciny nepBbix
OITyCOB, OOpAIIEHHBIX K alleaTOPHBIM CPEJICTBaM,
otHocsarcst Conarel [-VI (1962-1963) Kapu Pron-
MaHa, HalMCaHHbIe U1 Pa3HBIX COCTABOB; B HUX
aBTOP «IKCIIEPUMEHTHUPOBAII C aBaHTapHBIMH (akK-
Typamu, TJIMCCAaHJ0, MUKPOWHTEPBAJIaMH, ajearo-
PUYECKUM KOHTPAIyHKTOM U TpauuecKoil HOTa-
e [3, . 110]. Taxxe B OUHIISTHANHA TOSBIISICTCS
nepBoe cUM(OHUYECKOE COYMHEHUE, HCIOIb3YIO-
mee anearopuky, — YerBépras cumbponus IiHO-
roxanu PaytaBaapsl « Arabescatay (1962). E€ ¢punan
COCTOMT M3 IECATH PA3[ENIOB IO MATh CEKIUU B Ka-
KI0M. 3ByYaHHE pa3lieJioB 00paszyeTcs MyTEM CBO-
00HOM KOMOMHAITMY CEKITUH MpyT ¢ ApyroM. Hau-
OOJIBIINH K€ KOMIIO3UTOPCKHN OTKJIMK Y (DHMHCKUX
aBTOPOB ayrearopuka monydaer B 1970-e romer.
MNmenHo B 3TOT Nepuoy, no ciaosam Kummo Kopxo-
HEHa, U HaJyayach «CBOOOIHO MyJIbCUPYIOIIAst CTH-
neBast ¢asza» B TBopuecTBe Cerepcrama [Tam ke,
c. 152]. B uenom craHoBIeHHE aBTOPCKON KOHIIETI-
AU 3aHSI0 Ooyiee ABYX ACCATHUICTHH. XOTS CPOK
HeMaJbli, HO B OTHOIICHUH (PUHCKOTO KOMITO3UTO-
pa 3ToOMy MO)KHO HaWTH OOBsSCHEHHE.

XynoxkectBennoit Hatype Jleiipa Cerepcra-
Ma CBOWCTBeH yHUBepcanu3M. Ero Hesaypan-
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Hasg ONap&HHOCTh TNPOSBUIACH JOBOJBHO DPAHO.
C 8 ner oH Hauyan o0y4arbcs B AKaAeMUM UMCHH
Cubennyca: cHagaJia o KJIacCy CKPHIIKH, a 3aTeM
— (oprenurano. Yxke ¢ 9 neT urpan Ha CKpHUIIKE
B HAITMOHATHLHOM MOJIOAEKHOM OpKecTpe; B 18 et
ofepxai moOexy B MPECTHKHOM HAIlMOHAIBHOM
KOHKypCe MHaHUCTOB MMeHu Maii Jluna®, B 19 ner
Jlajl TEPBBIM COJIBHBIA KOHIIEPT B KAYECTBE CKpH-
mada.

Cerepcram oxoHumn Axanemuio B 1963 romy
KaK CKpHUIad4, MUaHUCT U JUPWKEP; 3aTeM Kak JH-
prxkEp MpomoIDKMI o0pa3oBanue B JKyIbspIcKoit
My3bIKanbHOM mmkone B Heio-Mopke’. B nambheii-
e Kappepe AUPHMKUPOBAHME JONTOE BpeMs Ha-
XOIMIJIOCH Ha mepBoM MecTe. CerepcraMmy mocyact-
JIUBUIJIOCH PYKOBOIWTH MHOTHIMH IIPOCIIABIEHHBIMU
KOJJIGKTHBAMH®, U CETOJIHSI OH BXOJMT B YHCJIO Be-
OyIIUX €BPONEHCKUX AUPHUKEPOB, IMO-NPEKHEMY
(HEcMOTpS Ha BO3PACT) aKTUBHO TaCTPOJIHPYET.

B Haugane TBopUecKoit Kapbephl KOMIIO3HUIHS HE
cwibHO TpuBiekana Cerepcrama. XoTs ero mep-
BBIE OITyCHI TIOSBJISIIOTCS YK€ B CTYI€HYECKUE TOIBI
(«JTerenma» s cuMpoHUIECKOro opkectpa, 1960;
COuMHEeHHs1 st rojoca M ¢oprenuano; CrpyH-
HBI KkBapreT, 1962 u np.), HU B XeNbCUHKH, HU
B Hero-Mopke B mepuon yué6er Cerepcram He oc-
BaMBaJl COYMHEHHE cucTeMaTndecku’. Kommosu-
TOPCKHE IITYIWH CTalU TOCTETIEHHO «Habuparhb
Becy» mpuMepHO ¢ 1970-x. OgHako akIeHT Ha Ju-
prképckoit paboTe MOPOnMIT TPAIUINIO COYMHATH
«B TIEPEPBIBaX», NMPEUMYIIECTBEHHO B JIETHHUE Me-
CAIBI. JTO, a TIIaBHOE — MOCTENeHHOE (hOpMUPOBa-
HUE COOCTBEHHOTO B3IVIsiIa HAa MPOIECC CO3AaHUs
MY3BIKH U TIOWCK aJIeKBaTHBIX MPUEMOB — JI0 OIpe-
JIeNIEHHOM TOpBl CAEPKHUBAIM KOMIIO3UTOPCKYIO
MIPOAYKTUBHOCTb.

OO0 OKOHUaHUHM OJKCHEPUMEHTAIBHOTO JTama
u crabmwmmzanun y CerepcraMa KOMITO3HIIMOH-
HBIX METOJOB «CBOOOMHOHN ITyJIbCAIIMI» MOXKEM
CYIUTh TIO ABYM NPHU3HAKaM: PE3KOMY M3MEHEHHIO
MHTEHCUBHOCTH BO3HHKHOBEHHS HOBBIX OITyCOB
U TIepepachpeieNieHHI0 KaHPOBBIX MPHUOPUTETOB.
CornacHo CIHCKY COYMHEHHI®, 3TO MPOU3OILIO
MpUOTU3UTENHFHO K KOHITy 1990-x: Torma cyie-
CTBEHHO BO3POCJIO KOIMYECTBO omycoB Cerepcra-
Ma, Ipyrue )KaHPbl BHITECHIIA CUM(POHUS’.

C navana 2000-x TBOpuecKuit moprdens GpuH-
CKOTO aBTOpa IMOTOJHSAETCS PEKOPAHBIMHU TEMIIa-
mu: Ha cerofus Jlendy Cerepcrtamy nmpuHaAIEKUT
320 (!) cumdonmii, 6onee 30 xonnepros (13 ckpu-
[UYHBIX, 8 BUOJOHYCIIBbHBIX, 4 aJBTOBBIX, 4 (opTe-
MMMaHHBIX, 3 KOHIIEPTa U1 BaTOPHEI ), 30 KBapTETOB,
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0O0JBIIIOE YMCIIO WHCTPYMEHTAIBHBIX H OpPKECTpPO-
BBIX NPOM3BEJCHUH C MHBIMH YKaHPOBBIMH 000-
3Ha4eHNsAMHU. C 4eM COMpSHKEHO CTaHOBJICHHWE HH-
TUBHATYaTEHON TEXHUKHA «CBOOOTHOM ITyIhCAITHI
CerepcTtamMa 1 Kak OHa BBIIJIIIUT B OKOHYATEIHLHOM
BapuanTe? OCTaHOBUMCS HA OCHOBHBIX MOMEHTAX.

O6uK CBOOOAHO MYNBCHPYIOMIETO COYHHE-
HUS U €ro XapaKTEePHBIX KaYeCTB B CaMbIX OOIIUX
gepTax 3apoxkmaercs y Cerepctama Ha pyOexe
1960-1970-x. Kak mumer KopxoHeH, «B 3T0 Bpe-
MA KOMITO3UTOp TPEACTABISIET TOJ CBOOOAHON
MyJabCcalrel TOIBKO JaJIeKo UAYIYI0 CBOOOIY My-
3BIKAHTOB B OTHOIIICHUH PUTMA, & MHOT/A U JIMHA-
MuK» [3, ¢. 152]. Cnenyromum marom cTaiu TpU
MacimTabubIx kBaprera: lecroit (1974), Cenpmoit
(1974-1975) u Bocemoii (1975-1976). Otnenb-
HbIE YacTH B HUX MOJYYWINA XapaKTEPUCTHKY Kak
«cBOOOMHO MyabcHpyomme»'; Kakaass U3 TaKux
yacTeil He MMela HOTHOTO TEeKCTa M Ipenrnoa-
ranxa cBOOOJHYIO MMIIPOBU3AIMIO MY3BIKAHTOB Ha
OCHOBE aBTOPCKHX CJIOBeCHbIX ykazaHwmii'!. Ce-
repcTaM HasBaj TMOJOOHBIA THIT MY3HUIIMPOBAHUS
«OpPTaHUYHBIM MY3BIKaJIbHBIM KaJleWo-
ckomom» [ram sxe]. OnHako najiblre KaMepHOTO
cocraBa MOAOOHYI0 MPAaKTHUKY B TOT MOMEHT IpO-
JIBHHYTH HE yIaI0Ch'2,

Perynspras pabota ¢ cuM(OHHYECKHM OpKe-
CTpoM, Bc€ OoJjblliee OBIAJACHHE €r0 pecypcamu
B MTOCJICAYIOLIEM CJETad €CTECTBEHHBIM ITOMCK
CpPEJ/ICTB BOIUIONICHUS WHTYHUTUBHOW KOMIIO3UIUH
B TOM BHJ€, B KaKOM OHa IpejcTaBisiace Cerep-
cTaMy, IMEHHO B cuM{@oHu4ecKkoil chepe. Brine-
JUM W3MEHEHUs, HaOmiogaeMble B MapTUTypax OT
koH1a 1970-x (B 1978 roxy 6plia Hanncana Ilepsas
cuMmponus) 1o kouma 1990-x.

B o00o3HaueHHOM BpeMEHHOM TIPOMEXYTKE
cuMOHNY ¢ pa3HBIM KoarmdecTBoM dacteit (Ilepsas
—Tpu yacty; YerBépras, 1981 — nBe wim Tpu yactu;
Bocemas, 1984 — nBe wactu U ;p.) CMEHSIOT OfI-
HOYACTHbIE KOMITO3UIIMHM €IWHOTO XPOHOMETpaXka
(c Tpunnats msaroit mo llecThaecaT mepByo — Bee
mo 25 munyT; ¢ lllecthaecar TpeThel U manmee —
BCe 110 24 MUHYTHI'?).

PacmmpsieTcst coctaB opkecTpa: B 3peJbIX CHM-
(hOHMAX OH, Kak MPaBHIJIO, TPOWHOW C yCHIICHHOMN
rpynmoi ynapssix (o 3—4 cekuun), e MHOTO HH-
TEPECHBIX KPAaCOUHBIX TEMOPOB — Harpumep, Iiek-
CaToH, MUJIA U JIp.

W3nyTpu My3bIKabHas TKaHb HCIIBITHIBACT P
npeoOpa3zoBaHuii. B Hel O4YEeBHIHO IOCTEIICHHOE
IBIKEHHE KO BCE O0Jiee TOMOTEHHOMY, COHOPHOMY
3BY4aHHUI0. DTOT Iporecc ObUT CONPSKEH C PaKTyp-
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HBIMH M3MEHEHUSIMH, a TaK)Ke M3MEHEHHEM CaMo-
ro Marepuana. Tak, B UeTbipHaaatod cuMQpoHUH
(1987) wu3nOXKEeHWE HACHIIICHO MPOTIKEHHBIMA
MEJIOIMYECKUMU JIMHUSMH ITUPOKOTO Jrarna3oHa'?,
JIENIATCSA Ha OCHOBHBIE M COMPOBOXKIAIOIINE TOJIO-
ca. @akrypa /[Baauars Tpetneit cumdonunu (1997)
JUIIb OTYACTH COXPaHSET TaKOM XapakTep: CHM-
(OHMA HauWHAETCS BBIPAUTEIHHBIM COJIO (IIei-
TBHI-IIMKKOJIO; HEKOTOpble 3MH30AbI 00pa3yroTcs
MyTéM HMMHUTAIIMOHHOTO HapallMBaHUS Marepuaia
(mampumep, cm. Oyksel E, F mapturypsr). Ognaxo
MO3KE 3TH U TI0100HBIE UM PparMeHThI CTAHOBSITCS
3IIEMEHTaMH OPE/ICTIEHHBIX COHOPHBIX (DaKTypPHBIX
(dhopM: TATEH, TIOJIOC, pOCChIneit U T. . Tak mpowc-
XOJIUT M3-32 OMOPHI 3BYYaHHSI B 3PEITbIX CUM(OHHSIX
Ha pa3JN4YHbIe COHOPHI, 00pPa30BaHHBIE HAJOKECHU-
€M Y3KOOOBEMHBIX JIMHHM, THOO THHUHN, CBI3aHHBIX
C IBIDKEHHEM 0 APKO XapaKTEePHBIM, KPAaCOYHBIM
aKkopzaM (yBeTHICHHOMY, YMEHBIIIEHHOMY TPE3BY-
YHsIM, KBHHT-, KBAPTAKKOp/IaM ), HHTepBajaM (XOZIbl
Ha YMEHBIIEHHYIO OKTaBy, CENTUMY, TPUTOH), 3BY-
KopsimaM (IIeTOTOHOBOMY, CHMMETPHUYHBIM U T. 11.).
He ciyuaiiHo co BpeMeHEM B BBICKa3bIBAHUSX KOM-
MTO3UTOPA 3aXOAMUT PeYb O CBOETO POAa «3BYKOBBIX
CIO)KETax», Ha KOTOPBIX IEPXKHUTCS Ta WIH HHas
KOHCTpYKIUsA. VX OH ommchIBaeT Kak Mepexon OT
OJTHOTO KJIFOYEBOTO 3By4YaHUs (MHTEpBaia, akKopaa,
3ByKa) K Ipyromy (cM., Hanpumep: [8]).

Ho, noxanyii, camble ocg3aeMble HW3MEHEHUS
MpoucXoAsT B obmactu HoTamuu. HabmromeHus 3a
rpadukoii yoexnaiot: k Hadary 2000-X mapTuTypsl
Cerepcrama IIETUKOM IEPEXOIAT Ha aJeaTOpHYIO
opranuzanuto. Eciou Tpunanuaras u YersipHaaia-
Tasi CHM(OHHH TOJIBKO B HEKOTOPBIX MECTaX OIUpa-
I0TCSl Ha (PparMeHThl, CBSI3aHHBIC C OTPAHMYCHHOM
aneaTopuKoii, To 3anuck Bocembnecsar nepsoit, Cto
IIECTHIECAT BTOPOH M Apyrux cuMQoHHil OT Ha-
gajia ¥ 70 KOHIAa ONpEeNseTcsl aJeaTOpHbIM KOH-
TpamyHKTOM. Y CerepcramMa OH MMEET HEKOTOpHIE
0COOEHHOCTH.

Kak 1 momKkHO OBITH, KOHTPAITyHKT OPTaHU30-
BaH 0 MPHUHLUIY KOJJIEKTUBHOTO ad libitum: ot-
JIeNbHbIE TApTUH, COCTABISIONINE MY3BIKaJIHHYIO
TKaHb, IPEJICTABISIOT CO00H 1enb (GaKTypHBIX OJ0-
KOB, KaXIbI M3 KOTOPBIX IPEIIONaraeT moBTope-
HUE ONPEeAENEHHOTO 3BYKOBOTO Marepuaja n-Hoe
KOJIMYECTBO pa3 B Ipeziesiax 0003HaYeHHOTO BpeMe-
Hu. OgHako y Cerepcrama KaKablil U3 3TUX OJIOKOB
MMeeT MPHUONIM3UTENBHBIN XPOHOMETpax (B mMapTu-
Type yKa3aHbl KpaiHre 3Ha4eHus, Hanpumep, 4—11"
i 11-22"), yTo Ben€r K HeXKECTKON CHHXPOHU3A-
1y OJTOKOB MeXIy coOoit. [loaTomy Takas HOTHas
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3anmuch 0OMaH4YMBa, OHA HE (PUKCHPYET peabHOTo
aKyCTHYEeCKOTO pe3yibraTa; B HeH ONOKH, pacmo-
JIOKEHHBIE JIPYT IO JPyroM, Kak MPaBHIIO, BOBCE
He OymyT 3By4ars B OHHOBPEMEHHOCTH. Tak mpowuc-
XOIUT M3-32 BO3POCIIEH BapHAHTHOCTH B XO/I€ KO-
OpAMHAILINYU JIEMEHTOB TEKCTa MEXAy co0o0il. D10
Ka4eCTBO HOTHOM 3aIlUCH — OTPAKEHUE TEX CBOWCTB
OpPKECTPOBOI TKaHM, KOTOPBIX aBTOP HAMEPEHHO
nobusascs.

CerepcTtaM BHIUT OPKECTPAHTOB AKTHBHBIMHU
y49aCTHUKaMH MCTHIOTHHUTEIBCKOTO Tporiecca. «Mou
0003HaYeHHsI, — MUIIET KOMIIO3UTOpP, — JAIOT BO3-
MOYXHOCTB T€M, KTO OTBETCTBEH 3a PO’KIACHHE 3BYKA,
BBIOWpaTh, KOTJa €My POJUTHCA. JDTO HE KOMIIBIO-
TepHBIIl OMHAPHBIA BHIOOD... DTO — CTpATErHYECKOe
TUTAaHMPOBAHHUE 3BYYAIIETO COOBITHS, B KOTOPOM Ha-
CTH 3aBHUCAT APYT OT apyra» [6]. B utore B cBOMX
3peNbIX COYMHEHHUSIX (PUHCKHHA aBTOp MEPEBOAUT
OpPKECTPOBYIO WIpy Ha MPHHLHUI CaMOOpTaHU3a-
un. Takyro cucTeMy OH MMEHYET «BCTPOECHHBIM
JUPIWKEPCKUM MEXaHU3MOM». B OKOHUaTelbHOM
BapHaHTE OHA TOApPA3yMEBaeT UTPYy OpKecTpa Io
3BYKOBBIM OpHEHTHpaM-MasikaM 0e3 ydJacTHi
nupuxépals.

Hakonern, B o0mieM yCTpoMCTBE OIHOYACTHBIX
«CBOOOJTHO MyJIBCHUPYIOIINX CIXKETOB, Pa3BOpadH-
BaIOIIMXCS B Kax1oit cumdonun, CerepcraMm npu-
XOIIUT K ONTHMAaJIbHOMY 1S ceOs pemenuto. Llemoe
JIEJIUTCS UM Ha Pa3elbl, KaKIbIH U3 HUX pacmoia-
raercs Ha OJTHOM apTUTYPHOM JIUCTE (JINCTHI ITOITY-
4JaloT CKBO3HOE OykBeHHOE obo3HaueHwme: A, B, C,
D u T n.). Bee pa3nenst umeror 6onee min MeHee
pa3BEPHYTHIN KOMMEHTapHUil, COAEpKallUil CBOETO
pona 1utaH Oyaymiero 3By4YaHHsS M KOOPIWMHAIIUU
UCIIOJIHUTENEN JApyr ¢ ApyroM. B koMMeHTapusx
(UKCHPYIOTCSI MOMEHTBI, CBSI3aHHBIE C TOPSIKOM
BCTYIUICHHA (KaK TPaBWIIO, YKa3bIBAIOTCS 3Byda-
HUS-«3HAKW», CITy’)Kallie UCTIONHUATENSIM OPHEHTH-
pamu nipu urpe). Takxke B 3THX MOMETKax yKa3aHa
NpUONIM3NUTENbHAS TPOJODKATENBHOCTh  KaXIO0H
CTPaHUIIBI B [IEJIOM.

PaznenbI-cTpaHuiibl UMEIOT CXOXKYIO CXeMy 00-
pasoBaHus. X MOXHO euTh Ha TpH (pas3pl-dTamna:
HAaYMHAIOMNK (SKCMO3UIIMOHHBIN), HEHTPaIbHBIN
u 3aBepmiaromuid. Kpaiinue sBustorcs B O60nb-
el CTENeHH KOHTPOJIUPYEMBIMH (ITOCKOJIBKY
«KOHCTICKT» WX pa3BEPTHIBAHHUS YACTHYHO 3a(UK-
CHUpPOBaH Ha MOJSIX MapTUTYPHI), IEHTPAIBHBIA K
3Tan KOHTPOJHUPYETCA B MEHBbIIEH CTemeHu (ero
peanu3anys HaXOAUTCA B IPAMOM 3aBHCUMOCTH OT
KOOpJMHAIINY TapTUHA OPKECTPAHTOB, OT OCOOEH-
HOCTEH NPOYTEHHS HMH JEeTajeil «BCTPOEHHOIO
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TUPKEPCKOTO MexaHu3May). Dopmy, CKiIaIbIBa-
IOIIYIOCST B pe3yibTare, KOMIIO3HTOpP CPaBHHUBAET
c yéTkamu U HasbiBaeT Rosenkranz-Form'.

B nenom oOcyxmaeMasi KOHIIETIIINS TPEACTaB-
JIIeTCSl TPSAMBIM TIPONOJDKEHHEM U OTPaXCHHEM
B3IA0B (puHCKOTO aBTOpa. [IpmBeném HecKomb-
KO BbICKa3bIBaHmid. Cerepcram cuutaer: «YemoBek
HE JIOJDKEH OMHpPAaThesi TOJMBKO Ha pasyMm. HyxHo
KOMITJIEKCHO HCIIOJIb30BaTh BCE OPraHbl YyBCTB.
He TonpKo BUAETH KapTHHY, CIBIIIATH MY3BIKY, HO
U OUIyIlaTh MX >KMBOTHOM mHTyuuueu. He 3ampe-
mraiite cebe OBITH JKUBOTHBIM. B ueoBeke ecTh Tpu
OCOOCHHOCTH, KOTOPBIMH 3alMyTCsl CIIEQYIOIINe
MTOKOJICHUS YIEHBIX, — HHTYHIHNA, GaHTa3us U TIOA-
CO3HaHHWE. DTH TPU BEIIM OTKPHIBAIOTCA B HACTO-
smeid My3bsike» [S5]. ParmmonanbHOE B MY3BIKE IS
HEro 3cTeTndyecku He mpuemseMo. OH KpUTHKYET
[IIénbepra (BbICKa3bIBasCh AOBOJIBHO pE3KO, Ha-
3bIBasi €r0 «OMACHBIM JUIS MOJONEXKH CyMacIle-
muM») U noaexadoHuro (ronaras €€ «HaCTOSIIUM
MIpecTyIuIeHueM»). [ 1aBHast mpu4YrHA OTTOPIKEHUS
B cnenytomeM: «Onu [LLIErbepr u ero mocienona-
tenu. — /. K.] He IpUCITyIINBalOTCs, pemas, move-
MY CJICTYIOIIHH 3BYK JTOJDKEH OBITH MMEHHO TaKHUM,
— onu OepyT ero u3 Gopmynsl. HopManbHbie oy,
CIIyIIasi 3TH COYMHEHUS, HUYEr0 He MOTYT TOYyB-
CTBOBAaTh, IOTOMY YTO B TAKOM MY3bIKE HET HUUETO
OT TIPUPOABD [TaM XKe].

Ce0st OH HaA3BIBACT HE «KOMIIO3UTOPOM», & «H3-
Ouparenem 3BYKOB»: «S m30payl MHOXKECTBO 3BY-
KOB IS CBOUX... cuM(oHuid. I Bce OHUM BHIBEICHEI
JUIIb W3 JABEHAIATH CyllecTBylommx HoT. Ecin
CIPOCHUTH KOMITBIOTED, CKOJIBKO COYETaHUH 3aJI0Ke-
HO B 9TUX JIBEHAIIIATH HOTAX, OH IaCT TOYHBINA OTBET
— CTOJIBKO-TO MUJUIMOHOB. B Takoil cuTyauuu Jro-
00# HBIHE JKMBYIIUI KOMIIO3UTOP, KOHCTPYHUPYIO-
LU MY3BIKY, 3aBE€IOMO IIPOUTPHIBAET KOMIIBIOTEPY.
A 5 HE KOHCTPYHPYIO, S IBITAIOCH YJIaBIUBATh BEIIH,
KOTOPBIE UCXOMSAT U3 MIPUPOSBI, U3 CAMOTO 3ByKOBO-
ro marepuana» [Tam xe]. Tak ero BOCIpHHUMAIOT
M KOJIJIeTH 1o 1exy. Hampumep, KoMmo3utop u mMy-
3pikOBel Mukko Xewnué mumrer: «Cerepcram He
CTOJIBKO CO3Ma€T OTAEIbHBIE POU3BEACHNUS, CKOJIb-
KO YepraeT U3 eIUHOr0 MY3bIKaJIbHOTO MOTOKA CO-
3HaHuD» (IUT. o: [3, c. 153]). IlosTomy craHOBHT-
Csl MOHATHO, TIOYEMY OONBIIMHCTBO CUMGOHHUU Y
Cerepcrama MMeeT MMOA3arojoBKH, (UKCHPYIONINE
TO WJIM MHOE COCTOSIHHE B 0Oojee moaTHyHOU (hop-
Me: «OauH B J0o1Ke nocpeau ozepa...» (Cumdonus
Ne 18), «lIpuHAB MBICTH TPOCTHTHCA HA BpPEMS
¢ "Horanuel / Accepting the Thought of a Goodbye
to Notations for a While» (Cumdonus No 163)
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nin B 6oee 0600mEHHOM BHe — «MBICITH» Tako-
ro-TO rofa.

KpacnopeunBsr Taxxke 3amerkn Cerepcrama
o0 mporiecce QuKcauy My3bIKH, MHOTOE OOBSICHSIO-
IIFe B ero mapTuTypax: «Bbl TOMHKHBI MHCATh TakK
MEJIJICHHO, — TOBOPHUT KOMIIO3HTOP, — YTOOBI paboTa
He npepbiBasiack. Torma My3bika OyeT mpsaMo mnepe-
XOIuTh Ha Oymary» [6]. «Sl mumry To, 9TO CIBIIIY.
B mporiecce counmHeHusT peaKo MOJIB3YIOCHh JIACTH-
kom» [Tam xe]. IIpu 3TOM mM00aBiseT: 3BYKOBOH
o0pa3 «10 KOHIIa HEBO3MOXXHO OIKCAaTh B CJIOBAX,
TaK)K€ HEBO3MOXKHO €Tr0 M J0 KOHIIA HOTHPOBATH)»
[Tam xe].

Takum 00pa3om, anmeaTopHBIA MPOEKT, BbIHA-
muBaeMblii CerepcTaMoM B TEUEHHE JIOJITOTO Bpe-
MEHH, K MOMEHTY CBOEH KPHCTAJUTM3ANN TTOTY I
BecbMa yOenuTenbHOe BhIpakeHHe. Ero cocras-
HBIMH YepTaMH CTajl OIopa Ha COHOPHYIO My-
3BIKAJIGHYI0 TKaHb, OCOOBIA THIT aJleaTOPUYECKO-
IO KOHTPAIlyHKTa, CBSI3aHHBIA C UTPOM HAa OCHOBE
«BCTPOCHHOTO JHUPIKEPCKOTO MEXaHW3May, HMPHH-
munel Rosenkranz-Form. Wcxomd W3 THIOJIOTHU
3. JleHucoBa, THI ajeaTOpWKH, CIOXHUBIIUHCS Y
Cerepcrama, B caMbIX OOLIMX YepTax JIOJKEH OBITh
OXapaKTepr30BaH KaK MOOWJIBHBIN MO TKaHH, HO
cTabuIIBHBIN O CTPYKTYpE [2].

Cumdponun Cerepcrama, BO3HHUKAIOIIHE
B pPaMKaX «CBOOOJHOW MyJbcaluny, MPeiCcTaBIls-
IOTCSI CAMOOBITHBIMH, & B CHJIY OITOPHI Ha CTIOHTaH-
HOCTh BBICKa3bIBaHUS OKAa3BIBAIOTCS MaJl0 IOXO-
JKUMU Ha IPyTHE eBPOIEHCKIE aJeaTopHbIE OMyChl
B OTOM XaHpe (Hampumep, Bropyio cumdponuio
JlrotocnmaBckoro). Eciam mckare mapaniend Tem
Xy[IOKECTBEHHBIM DEIIEHUSAM, K KOTOPHIM TIpH-
mén GUHCKHUNA aBTOp, UX, MOXKAITyH, MOXKHO YBH-

JIETh B aMEPUKAHCKOH My3bike. Tak, oOuuii 001K
nmaptutyp B cuMponusax Cerepcrama 3acTaBisieT
BCIOMHUTE «JlocTynHbie Gopmbl»y Dpia bpayna:
B 000WX CIIy4asix €CTh JIeJIeHHE Ha pa3fesbl-CTpa-
HUIIBI, CIIOKEHNE TKAaHU U3 HEPUTMHU30BAHHBIX 3BY-
KOBBIX IITEH (X0Ts y bpayHa MobunpHa CTpyKTypa
npu ctabuiibHOM TKaHU, a y Cerepcrtama — Ha000-
poT). BHyTpeHHSS e OpraHW3anus COYNHCHHH
(bUHCKOTO KOMITO3UTOpa — (PYHKIIMOHUPOBAHUE
«BCTPOEHHOTO AMPUKEPCKOTO MEXaHHU3Ma)» — BBI-
3bIBA€T AQHAJIOTHH C «METOAOM IIOJCKa3BIBAHU»
Kpucuena Bynda. Hamomanm, on OpuT peannso-
BaH B aHCaMOJeBBIX Mhecax Hadana 1960-x: [y»-
te | mis aByx doprenuano (1960); Hyate I ms
BaNTOpHBI U QopTenuano (1961), «/ns naru win
necsatu 4yenosex» (1962) m ap. Bee onm crpoun-
JUCh HAa OCHOBE CBOEOOPA3HOIr0 aeaTropruyecKoro
KOHTPAITyHKTa, B KOTOPOM «BBIOOP OAHOTO HCITOJ-
HUTEJS PEryIupyeTcsl TeM MaTepHaioM, KOTOPBIH
03By4YHBaeTCs Apyrum» [4, c. 146].

Cpenn TeX HOBEWIIMX KOMITO3UTOPCKUX TeX-
HUK, KOTOpBIE Jlaja MpaKkTHKa BTOPOTO aBaHTapa,
aNeaTopuKy, MOXKaldyd, MOXXHO OTHECTH K YHCIY
Hambosee OOraThlX Ha BapHUaHTBI CBOETO IMPOYTE-
Hus. M. TlepeBep3eBa, 0003peBasi aBTOPCKHUE KOH-
LEeNINA aJleaTOPUKH, BBIACISAET U aHAIU3HPYET
«MmeTon ciyuyalHbix JerctBuit» [aona Keimxka,
«Meroj] nojckasbpiBanuay Kpucuena Bynda, uaero
«OTKPBITON (hOPMBD», 00YCIOBICHHYI0 MOOMIHLHO-
CTBIO TEKCTa, KOTOPYIO paspadareiBai JOpi bpayw,
u ap. [4]. s Hac Temeps SICHO: B ATOT PSAIT TOJIXK-
Hbl ObITh BoucaHbl ums Jleida Cerepcrama, ero
TEXHHUKa «CBOOOIHOW MyJIbCAllUM», a TaKXKe BO3-
HUKIIME Ha e€ OCHOBE CUM(pOHUM — HUHAUBUIYaIIb-
HBIE COHOPHO-aJICaTOPHBIE TTPOEKTHI.

< MPUMEYAHUA (<

! Jlutepatypa 0 KOMIIO3UTOPE HEMHOTOUYHCIICHHA.
B 0CHOBHOM 3TO aHHOTaIMM K JHCKaM, HHTEPBBIO, He-
GonpIMe cTaTh 0030pHOTO Xapakrepa. Ha HacTosmuii
MOMEHT M3[aHa ofHa MoHorpadus, nocssménHas Ce-
repctamy [7]. Hu B OIHOM M3 HCTOYHUKOB T€XHUKA CBO-
0OIHOI ITyNIbCaluK HE paccMaTpUBAETCSI OAPOOHO.

2 Drambl, OOHapyKHBacMble B MY3BIKAJEHOM HC-
kyccrBe OuamstHanu XX BeKa, UMEIOT PETHOHAIBHYIO
okpacky. Jlo 1940-x romoB IOMHUHHpPYET HalMOHAIIb-
HO-POMaHTHYECKUH CTUIIb, YTBEPKIEHHBIH COYNHEHUSAMHU
S1. Cubemmyca (cumdonndeckoid mosmoit «Kymiepsoy,
nByMsl TiepBeIMH cuMdonmsiMu). Vctopuku  QuHCcKoH
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Mmy3bikn (M. Xeiinué, K. KopxoHeH) BBLIENSIOT EpHoa
MozaepausMa (1920-e rompl), a Takke HEOKIACCHYCCKUI
9Tar, HO 00a OHH HE CXOXKU C [IEHTPaJIbHO-EBPOIICHCKUMHY.

®unckne monepuuctsl 1920-x (Opuect [lenry, Aap-
pe Mepukanto, Bsiine PaiiTio) accHMUITHPOBAIN B CBOEM
TBOPYECTBE IO3THEPOMaHTHIECKYIO CTHIIUCTHKY (MX OpH-
entupsl—P. Barnep, P. IlItpayc, K. [leGtoceu, A. CkpsiouH).
®duHCKMI HEOKITaCCUIIN3M MMel ABe (as3bl — 10- U ToCIIe-
BoeHHYIO (koHelT 1930-x —Havano 1940-x u xowery 1940-x
— 1950-e roasl cooTBeTcTBEHHO). Ha moBoeHHOM »Tare,
numer KaneBn Axo, moj HEOKJIACCHLIM3MOM IOApasy-
MEBAJICS CTUJIb, «HAIOMUHAIOMIUN OXHOBPEMEHHO CTHIIb
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kak CrpaBuHckoro u Pasens, Tak 1 Xungemutau Oner-
repa» [1, c. 6]. B opOury mocieBoeHHOro HEOKJIACCH-
mm3Ma nonanator JI. IlocrakoBuu, C. IlpoxodneB u
B. Baprok [Tam xe]. JJomexadoHUIO (PMHCKHE KOMITO3UTO-
PBI OTKpBUTH 11t cebst Tonbko B 1950-¢ romel, oHa cTaia
CHMBOJIOM BTOPOH BOJIHBI MOJICPHH3MA B (PUHCKOM My3bIKE.

CBoero poga CHHXPOHU3ALUA MEXKIY LEHTpab-
HO-€BpPONEHCKMM ¥ (UHCKHM MY3BIKQJIEHO-UCTOPH-
YECKMM MpOILIECCOM MpOU30ILIa HPUMEPHO C Hadaa
1960-x: aneaTopuueckue U COHOPHBIE COUMHEHMUS MOsI-
Bunuch B Gunnauauu u B LlenTpansHoil EBpone npu-
OIM3UTEIHHO B OJTHO BpPEMSI.

* B uucne COYMHEHHH, MCHONB3YIONIMX aneaTopH-
yeckue cpeacrsa, K. Kopxonen HasbiBaeT UerBépryro
cumdonnto (1971) u npyrue omycel IlaaBo XeliHuHe-
Ha, «Colori ed improvisazioni» (1973) Opuka beprma-
Ha, [Iaryto cumponmio (1976) u «Mobile — ein Spiel fiir
Orchester» (1977) Ycko Mepunsitnena, Konnepr mms
¢arora (1977), Konuepr anst Banropusl (1978), necen-
Hbli 1K «Tens Oymaymero» (1980) mu Tperuii koHIEpT
it goprenmano (1981) Mukko XeHHHE, COUMHEHUS
1970-x SApmo Cepmunst 1 D3po XAMIHHUEMHU.

* KoHKypc MpoXOAUT B XeJIbCHHKH T10]] TATPOHATOM
Axkanemun My3bikd umernn S1. Cubenuyca, IpOBOAUTCS
pa3 B ATk neT HauuHas ¢ 1945 roaa; ¢ 2002 ropa umeer
MeKayHapoaHbli cratyc. Hocur umsa Mait Jlung (ypox-
nénnoit Maiin Unenanunel KonbeBoit, 1867-1942), Bno-
BBl IpennpuHnMarens Apeuaa JInnna, 3aBemaBuield Ha
MpOBE/ICHNE KOHKYpPCa 3HAYUTEIBHYI0 CYMMY.

> Ob6yuenue B Axanemun uMenun Cubenuyca mpo-
Jomkanock ¢ 1952 mo 1963 rox, yuéba B Jkymespre
mmnack ¢1963 mo 1965 rox.

¢ 3a Tpu necstka ner CerepcraM BO3IIABIST MHO-
T'Me U3BECTHBIEC eBPOINEHCKIE KOJUIEKTUBBI MM OBUT B HUX
NPUMIAMEHHBIM  JUPHKEPOM. OTO OINEPHBIE TeaTpsl
Xenbcunky, CrokronbMa, 3amanHoro bepnuna, Bewsl
u Jp.; cuMmpoHnueckne opkecTpsl ABCTpHiickoro, Jlar-
ckoro, IIsenckoro n ®dunckoro paano, CTOKIOIbMCKUIA
n XeNbCUHKCKUI (ruiapMOHUYecKre opkecTpsl, Ounap-
MOHHMYECKHH opkecTp 3emin Peitrmann-Tlpanen n ap.
C nepeyrcineHHBIME  CUM(OHNYECKUMH  KOJUIEKTHBAMHU
UM 3ammcano 0osee 25 nuckoB: Bce cumdonnu U. bpamca,
I'. Manepa, A. Ckpsibuna, 5I. Cubenuyca, a Taxxe mpouns-
Bezienus K. Hunecena, O. Koparonsnaa, B. JIrorocnascko-
ro, I1. Hépropaa, A. lautke, K. brymnans, A. Ilerrepc-
coHa, 3. PayraBaapsl, O. beprmana u ap.

7 CerepcraM B3sJI HECKOJIBKO YPOKOB KOMITO3HIHU
Ha TMOCJEIHEM JTale CBOero oOydeHHs B AKaJIeMHUH
nmenu Cubenuyca, 3aTeM MPOIIEN TOAUYHBIH Kypc KOM-
no3unuu B Jlxynesapae y Buncenra Ilepcukerru.

8 TlonmHBI CHHMCOK MPOM3BENCHUI NpPUBEAEH Ha
caiite ®uHCKOr0o WH(YOPMAIIMIOHHOTO MY3BIKAIEHOTO
LEHTPa, 3A€Ch K€ AOCTYIHBI MEKTPOHHbIE BEPCUH Map-
TUTYp cuMboHuid n apyrux counHenuit (https://core.
musicfinland.fi/composers/leif-segerstam); kpome Toro,
OTAENbHAS CTPAHHUIA, COJAEpXKAalasi CIHCOK BCEX CUM-
¢onmii Kommosurtopa, chopMupoBaHa B Buxumnenuu
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(https://en.wikipedia.org/wiki/List_of symphonies by
Leif Segerstam).

° TloHauanmy KOMIIO3UTOPA HHTEPECOBAIN KaMepHas
cepa (KBapTeT, MHECHI JJIS PA3HBIX COCTABOB) U KOHIIEPT.
Jo 1997 ropa xax/slii To poxaanuck oxoao 10 omycos
(cpemu HUX — ozxHa wiH aBe cuMdonun). B 1998 rony
MOSIBIISIOTCS 17 COYMHEHUH, MSITh U3 HUX — CUM(POHUU
(c ABamauare Tpetbeit mo JIBaaars cepMYIO); B CIICIY-
romeM — 6 cumdoHui 1 5 apyrux counHenuit; B 2000
TOJly YCTaHaBIIMBAETCS CBOCOOpa3HbIA pekopa — 24 cum-
¢onun n 4 «He-cuMmpoHuM». BriocnencrBum TBOpUe-
CKHMI 0ara)k KOMIIO3UTOpa Oy/eT MOMOJIHATHCS MTPEuMy-
IeCTBEHHO 3a cu€T cuMdonuii (ot 10 10 20 exeroaHo).

' TIpuBeaém Ha3BaHMs YacTell ABYX U3 3THX KBapTe-
toB. llecTo#t xBapTert: L. Free-pulsatively (12:46);
Il. Free-pulsatively (11:12); 1. Con moto (07:22);
IV. Adagissimo con spirito di Gustav Mahler (12:08).
Cenbmoit kBaptetT: . Free — but — secure —
pulsatively (19:38); 11. Adagissimo (06:14); 111. Free —
and — secure — pulsatively (12:44).

"' Bece omychl peaHa3HAYaIuCh ISl aHcaMOIst, oc-
HOBY KOTOPOTO COCTaBHJI ceMelHbIi ayat: Jleid Cerep-
craMm (TIepBasi CKpHWIIKAa) M €ro mepBas >XeHa XaHHeJe
CerepcraM (BTOpasi CKpHUIKa). DTO CTAJI0 BaXXHOW NpH-
YHHOM, CIIOCOOCTBOBABIIEH BOIIIIOMICHHIO UIEH KOJUICK-
THUBHOHM UMITPOBH3ALINH.

12 Takoit THIT COUYMHEHHS ObLT peaan30BaH OOIBLINM
COCTaBOM ropaszzio nosxe, B 1990-x, nanpumep, B «My-
3BIKE OpPraHWYHOTO Kajewnockoma» (1991). Dtor omyc
BO3HHK I10 3aKa3y AccoOnManuy (UHCKUX MY3BIKaJIbHBIX
IIKOJI M TIPEJICTABISIET COOOH XAMIEHNHT, PacCUNTaHHBIH
Ha 800 yyacTHHKOB. COIMacHO aBTOPCKUM KOMMEHTapHU-
SIM, IIeJI0€ MOXKET HMETh JII00YI0 NPOJIOIKUTEIBHOCTh
(oT OueHBb KpaTKoW /10 OECKOHEYHOM); B pean3anuy Mo-
TYT y4YacTBOBaTh JIFOOBIC WHCTPYMEHTBI; WCIIOIHHUTEIH
JIOJDKHBI MIMITPOBU3UPOBATH B CTHIIE My3bIkn Cerepcrama.

3B omHoM m3 uHTepBblO CerepcraM OOBSCHSET,
YTO MEPOH XYN0KECTBEHHOIO BPEMEHHU NSl HETO ABIISA-
eTcst posoyukuTesibHocTh CenpMoit cumponnu Cube-
nuyca [5].

4 CumdoHus BIOXHOBIICHA aOpH3MaMi aMepUKaH-
ckoro nodsra Jlona Bpayna, ero 16 n30paHHBIX CTHXOB
JIETJIA B OCHOBY COOTBETCTBYIOIIETO YUCIIA 3MTU30/10B CO-
YMHEHHS, IEPETEKAIOIIUX JIPYT B JpyTa.

'S D10 He eAMHCTBEHHBIN MpUMep B cBoéM pone. Ha-
MIOMHHM, TIPAaKTHKa OPKECTPOBOM WIphI 0e3 IUpHKEpa
JIeKana B OCHOBE JearenbHocTH [lepBoro cumdonnye-
ckoro ancambns (ITepcumdanca), a Taxke Ipyrux Koj-
JIEKTUBOB, YCTPOCHHBIX 110 €ro MOJO0HI0 U BOZHHUKIIHX
B 1920-e roasr B Kuese, Boponexe u Apyrux ropoaax.
VY Cerepcrama nepBoe yKazaHHE Ha HCIOJIHEHHE 0e3
Jupuképa BCTpedaeTcss B opkecTpoBoM omyce «Hors
d'oeuvre» Ne 2, 1998. C aToro BpeMeHH B My3bIKE KOM-
MIO3UTOPA, CO3/IaHHOM ISl OPKECTPa, MOAOOHBIN THI HC-
TIOJTHEHHSI CTAHOBUTCSI HOPMOHA.

'6 Hemerikoe cioBo Rosenkranz sBASETCS OJHUM H3
0003Ha4YCHUH YETOK.
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KoHuept M. bepe3oBckoro «<He oTrBep>ku meHe BO Bpemsi CTapOCTU»
B KOHTEKCTe CTMAe0Opa3yloLMX MPUHLMIOB
pycckon my3biku XVIII cTtoneTus

IIpouecc ocBoenus pycckumu koMmosuropamu X VIII Beka HOBOro Xy10:KECTBEHHOIO IIPOCTPAHCTBA COIIPOBOXKIANICS
MHOXECTBOM IIPOTUBOPEUYMBBIX TECHIACHLMU. SIBICHUS HapOXKIAIOIIEHCS KyIBTYpbl HOBOIO BPEMEHU U JAJIEKO
HE YTPau€HHbIC TPAJULMU MY3bIKAJIBHOIO IPOIUIOrO PACKPhIBAIU CBOM IIOTEHLHUAJ] IPEUMYLIECTBEHHO B pycClle
JIByX CTHJIEBBIX IIOTOKOB: 0apOKKO M KJIACCHIIM3Ma. AJIEKBATHOE WCTOJIKOBAHHE CO3IAHHOTO B 3TO BPEMsl MaccHBa
[IPOU3BE/ICHUM ITPOUCXOAUT IyTEM COIIOCTABIICHUS TCHACHIIUN OTEYECTBEHHON U 3aI1aIHOCBPOINEHCKOM KYJIBTYPBL.

IIpo6nemuoe none monoxenuit J[. C. JIuxauésa o cBocoOpa3uu pyccKOro 0aApOKKO PaCIIMPHUIIN JTUTEPATYPOBEIbI
U My3bIKoBebl. CIIOKMIIaCh TOUKA 3PEHUS, COTVIACHO KOTOPOU pyccKoe 0apOKKo, B OTJIMYHE OT EBPOINEHCKOro, HOCHIIO
ONTHMHUCTUYECKUI XapakTep CO c1a00 BBIPRKEHHBIM TPAarM4eCKUM dJIEMEHTOM. B 3Ty KapTUHY He BIHCHIBaeTC,
OJTHAKO, HACBILIIEHHBIH Tparn4ecKUMH HacTpoeHUIMHU xopoBoit koHIepT M. C. bepesosckoro «He oTBep:xu MeHe BO
BpEMsI CTapOCTH», COBMECTUBILHNIT MPU3HAKH OAPOKKO M KJIACCUIM3MA.

B ocnoBy Konnepra nonoxenst ctuxu (9—13) 70-ro ncanma, OBECTBYIOIIETO O TPArHUECKUAX OOCTOSITEIHCTBAX
xu3Hu JlaBuzma. MaructpaibHbli BEKTOp BepOajbHBIX MOTHBOB PacKphIBAET MOMYJSPHYIO B HCKYCCTBE MOJIHYIO
Jpamaru3Ma TeMy u3rianus. Hanen€Hnas okcripeccueil iekCuka ycuiieHa HalpsKEHHbIM HHTOHALMOHHBIM Pa3BUTHEM,
OXBAaTBIBAIOIINM BCE pa3/iesibl IIUKIa. OMOLMOHAIBHBIN Hakan KoHIlepTa mo3BosisieT IOMECTUTh €T0 B Xy 0)KECTBEHHOE
MPOCTPAHCTBO, CONPSHKEHHOE C TpareAniHOMN chepoil 0TeueCTBEHHOM MY3bIKH, TOH €€ YacTH, KOTopast MPeICTaBiIsIeT
UHIVBUAYaJIbHbIE MOTHBBI YEJIOBEYECKOW UCTOpUM. TparenuiiHas Tema — CKBO3Has A pycckodl Mysbiku. B XIX
BEKE Tparenusi JMYHOCTU Hauboee ApKko packpbita B TBopuecTse [1. M. YaiikoBckoro, B XX Beke — B TBOPYECTBE
M. . DlocrakoBuua. Bepmunoil tparnyeckoro Bocnpusatus mupa XVIII Beka cienyer npusHaTe XOpOBOM LIMKII
M. C. BepesoBckoro.

Kiroyesbie cioBa: Makcum bepe3oBckuii, XOpoBoil KOHIIEPT, pycckasi My3bIka, pycckoe 6apokko, 70-i rcaiom,
TpareaniiHas 00pa3HOCTb, FeHeTHYecKHe Kozbl nckyccrsa, J1. J. llocrakosuy, I1. W. YaiikoBckuii.

BORIS A. SHINDIN

Novosibirsk State M. 1. Glinka Conservatory, Novosibirsk, Russia
ORCID: 0000-0001-8166-2695, chin-d-din@yandex.ru

Maxim Berezovsky’s Concerto “Do not Forsake Me at the Time of Old Age”
in the Context of the Stylistic Principles of Russian Music
of the 18th Century

The process of acquisition of new artistic space by 18th century Russian composers was accompanied by many
ambiguous and contradictory trends. The correlated phenomena of the new emerging culture of a new era and the not
forsaken traditions of the musical past disclosed their potential predominantly in the direction of the following two
styles: the Baroque and the Classicist. An appropriate interpretation of the numerous musical works composed at that
time takes place through comparison of the tendencies of Russian and Western European culture.

The peculiarity of the Russian Baroque was noted in the research works of Dmitri Likhachev. His works formed
the view according to which the Russian Baroque, in contrast to the European variety, possessed an optimistic character
with a very sparsely expressed tragic element. However, this picture of a harmonious, light style does not correspond
with the intense tragic feelings inherent in the choral concerto by Maxim Berezovsky “Do not Forsake Me at the Time
of Old Age,” which combines features of baroque and classicism.
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The basis of the Concerto is formed by the literary text it was set to — verses 9—13 of Psalm 70, which recount the
tragic circumstances of the life of David. The main vector of verbal explanation discloses the theme of exile, which has
always been popular in dramatic forms of art. The musical means endowed with expression are reinforced with intense
melodic development, covering all four movements of the cycle. The emotional intensity of the Concerto makes
it possible to place it into an artistic domain that is congruent with the tragic element of Russian music, the segment
of it which represents motives of individuals in human history. The theme of tragedy runs continuously throughout
the entirety of Russian music. In the 19th century the tragedy of the personality is most clearly expressed in the music
of Piotr Tchaikovsky, while in the 20th century, they are presented most vividly the music of Dmitri Shostakovich.
The pinnacle of the tragic perception of the world in the 18th century is formed by this particular choral cycle by
Maxim Berezovsky.

Keywords: Maxim Berezovsky, choir concerto, Russian music, Russian Baroque, Psalm 70, tragic imagery, the
genetic codes of art, Dmitri Shostakovich, Piotr Tchaikovsky.

pucra yer Tomy Hazanm, Ha pyoexxke XVII—  wmckycctBo XVIII cToneTtwsi B KOHTEKCTE SBICHHI
XVIII cronernii, B OTEYECTBEHHOM KyJAbTYPE  OTEYECTBEHHOW U MHUPOBOM KYJIBTYDBI.
CTaJIM CKJIaJbIBAThCS KOHTYPHI IIpoLiecca, Co- HawnbGonee pe3ynsTaTWBHBIMH B MO3HAHUU

HNpsSKEHHOTO C OCBOCHUEM HOBOTO Xy[IO)KECTBEHHO-  PacCMaTpUBAaEMOro IEpPUOJA CTAIM TPYABI, CO3-
ro nmpoctpaHcTBa. COTKaHHBIA U3 MHOKECTBA HEO/A-  JAaHHBIE MPEACTABUTENAMH Pa3IMYHBIX 00JacTeit
HO3HAYHBIX M JaX€ INPOTUBOPEUMBBIX TEHIACHLUH, TI'yMaHUTApHOIO 3HAHUS YK€ BO BTOPOM MOJOBUHE
3TOT IPOLIECC ONpEAENN CTHWIACTUYECKUM JIaHA-  CToJIeTHs. Benymas posib B pa3BUTUM STHUX TEH-
madt Bcero XVIII Beka. Ero HauOosnee 3Hauumas,  JASHIME, 0€3yCIIOBHO, TPUHAJIEKAIA JIUTEPATyPO-
penbedHas yacTh XapaKTepH30Bajach pEATHsIMH  BEAEHHUIO, UYTO MO3BOJISIET TOBOPUTH 00 M3BECTHON
HapOXXJAIOMIEHCs EBPOMNEHCKH OPHEHTUPOBAHHOMW  CTENEHH HAyYHOTO JUTeparypoueHTpusma. CBoit
KYJIBTYpBL. B OZIHOM IIJIOCKOCTH ¢ HEH COCYIIECTBO-  BKJIAJ B IIOCTH)KEHHE OCHOBOIIOJAraIOIIUX TEH-
BaJi, OJHAKO, JAJieKO HE yTpadeHHBbIE TPAAWLIMW  JCHIIMH 3MI0XH BHECIH U CIEIUATIUCTH B 00JIaCTH
PYCCKOTO MY3BIKAQIBHOTO CPETHEBEKOBbA. My3blka  MPOCTPAHCTBEHHBIX HCKYCCTB (JKMBOIIHCH, apXH-
HOBOTO BPEMEHH KOPPEKTHPOBaja CBOM moreHIan  TekTypsl). Kynsrypa XVIII Beka cTaHOBUTCS Tak-

B COOTHOIICHHHU C XYA0KCCTBCHHBIMHU IIpWHIUIIA- KE MPEAMETOM HCBUIAHHOTO IIPEKAC BHHUMAHUSA
MH BE€KOB MUHYBUIUX. B cnoxuabpIx MEPEIIICTCHUAX MY3BIKOBEIOB, 06paTI/IBHII/IXC${ K eé JKaHpPOBBIM
CTaJIKUBAJIUCh, COOTHOCHIIMCDH, COITOCTABIIAJINCH SIB- 1 CTUIICBBIM q)eHOMeHaM, HHTCTPpHUPOBAHHBIM

JICHUSI TIPOIIJIOT0, HACTOSIIETO, OYTyIIETo C UX IIEH- B TBOPYECTBO OTAEIBHBIX KOMIIO3UTOPOB U KOM-
TPOOEKHBIMH U IIEHTPOCTPEMHUTENBHBIMU CHJIAMH,  MO3WTOPCKOM INKONBI B menoM. Vcciemoanust
JJIEMEHTHI, CBOWCTBEHHBIE KYIbType HAIOHANb-  CIHEUATNCTOB-TYMaHUTAPHUEB B CBOEH COBOKYII-
HOW M 0O0IeeBpoIieiickol, (HaKTOPhl JIOKATFHOrO  HOCTH BCKPBUIM MHOTOOOPA3HBIA CHEKTP XyAO-
U [I00aNBHOTO, TIepu(epuiiHOTO U IOMUHAHTHOTO  KECTBEHHBIX MPOOJIEM CTOJNETHS M PACKPBUIA TE

Xapakrepa. YCIIOBUS, KOTOPBIE U CAEJIAIA BO3MOXHOM Kapau-
[Tonxoxasl, MO3BOJSAIOIIME CHCTEMHO OINMCATh  HAIbHYI CMEHY KYJIbTYPHOU HapajurMsl.
HEOpAWHAPHBIA M TpPaKTUYeCKH 3a0bIThii B XIX AJleKBaTHOE HCTOJIKOBAaHHE MpeoOpa3oBaTeib-

CTOJISTHA MHUP OTOH KYJIBTYpBI, CTalll CKJIAAbl-  HBIX MPOIECCOB MPOUCXOANIIO, IIABHBIM 00pa3oMm,
BarbCsl TOJBKO B INEpBOM TMojoBMHE XX BEKa. B COMOCTABJIEHWU SBJICHUH, NPUCYUIUMX JpEBHE-
HcTopuko-TeopeTuueckuii pakypc €€ OCBOEHHS  PYCCKOM KyJIbType W PYCCKOM KyJIbTYpe HOBOIO
ObUT TIpeACTaBIeH HEMHOTOYHCICHHBIMH pabora-  BpeMeHHu. CTONb e CylecTBEHHOE BHUMAaHUE yIie-
Mmu npexe Bcero H. @. ®dunzpelizeHa 1 0cOOCHHO — JISIIOCH CPABHEHUIO aTPUOYTHBHBIX KaueCTB, CBOM-
b. B. AcadpeBa'. B HMX HAMETHIINCH [BA TIPUHIIN- CTBEHHBIX OTEUECTBEHHOMN M 3aIlaJlHOEBPOIEUCKON
I1a MCCIEAOBAHMS MY3bIKAJIbHOM cCOCTaBiLsltOlIe  KyapType Bropoil mnosoBuHbl XVII-XVIII cro-
SMOXH: SMIUPUIECKUI 1 Teoperndeckuil. OnuH n3  netuil. OOBEeKTUBHBIM OCHOBAaHHMEM ITPOBEICHUS
HHUX PACKpPbIBAJI CBOI NOTEHLMAJ B IOMCKaX HOBBIX ~ TAaKONO0 pOJA AHAJUTHYECKUX IMPOLEAYD CIIY>KHUT
HACTOYHUKOB. BO3MOKHOCTH APYTOro ONPENEIMINCh  COAEPIKATENBHO-CTHIIMCTUYECKUI aHaIu3 CO34aH-
10 XOAy WHTEPIPETAMH JAaHHBIX W BBIPA0OOTKM  HOTO B ATOT IEPHOI MAaCcCHBa XyI0XKECTBEHHBIX
KOHIIETIIINY, CIOCOOHON OCMBICIIUTh MYy3bIKaJbHOE  Ipou3BelneHuid. Kak wW3BecTHO, TOCieaHue pac-

24



2018,1

Musical Genre and Style

0

KPBIBAJIM CBOM MOTEHIIMA B PyCie ABYX CTHIIEBBIX
MOTOKOB: 0apoKko M Kiaccumm3ma. llepBeridi w3
HUX JaTUPYeTCs] CepelnHON (BTOPOIl MOJIOBHHON)
XVII — cepenunoii XVIII Beka. Ilo oTHomeHuro
K N300pa3nUTEIbHOMY HCKYCCTBY U apXHTEKType
MIPUHATO TOBOPHUTH O TPEX 3Tanax OapOKKO: paHHEM
— «MOCKOBCKOM» (Bropas momoBuHa XVII Beka),
cCpemHeM — «meTpoBcKom» (miepBas Tpeth X VIII
Beka), mosgHeM (1730-1750-e rr) [8, c. 6]. My-
3BIKOBE/IBI JIENIAT 30Xy Ha JBa MEepUOoaa, BBIIACISA
pannee (Bropas monoBuHa XVII Beka) u BeICOKOE
(nepsas momosuHa X VIII Beka) 6apokko [2, c. 74].
Tpu sTama pa3BUTHA PYCCKOTO KiaccHIn3Ma 000-
3HAYaI0T BPEMEHHBIMH pPaMKaMH, OXBaThIBAIOIINMHU
30-e roger XVIII Beka — mepBoe pecstmierne XIX
Beka (1730-1750-e rr., 1750-1790-¢ rT., TIepBBIC
necstuaetust XIX Beka)’.

B cpaBHUTENBHON KapTUHE CTUIEBBIX HOPM
MPEXKAE BCETO MPHBICKACT BHUMAHWE MPUXOIS-
muics Ha 1730—-1750-e roapl «CTBIK», CBUACTEIIb-
CTBYIOLIMI O COCYIIECTBOBAaHHH «COCEIHUX)» Ha-
mpaBiieHH: Oapokko M kimaccummsma. Cymas 1o
XyJI0KECTBEHHOM MPAKTUKE, 3TO COCYIIECTBOBAHNE
MIPOIOIDKACTCA M Aajiee, KOTAa KIaCCHIIU3M CTaHO-
BUTCSl JOMUHHUPYIOIINM, a 0APOKKO — «COIYTCTBY-
IOIIUMY, TIepU(EpPHIHBIM HAIIPaBICHUEM.

HanHas cutyanus oObSICHSIETCS XapaKTePHBIMU
IUIST  XYZIOXKECTBEHHOTO TBOpPYECTBAa O0OCTOATENH-
CTBaMH: HAJIMYUEM MEXTy ONM3NeKaluMi CTHIIe-
BbIMU (peHOMeHaMu Oosiee WM MeHee OOIIUPHBIX
MOTPAHNYHBIX (IEPEXONHBIX ) 30H, HHTETPUPYIOIINX
ux npu3Haku. OTAenbHbIE NMPHU3HAKK CXOXKIECHUS
MIPOIOJIKAIOT PACKPBIBaTh ceds M Janee, B MEpHU-
O]l YTBEpIKIICHHSI BHOBb (DOPMHUPYIOLIETOCS CTHIIS.
MMenHO MO3TOMY Aajieko He BCeraa MOXKHO IPOBe-
CTH YETKYIO TPaHb MEXY YXOIAIIEH U HapOXKIA0-
menca Xy10KECTBEHHOM Tpaaulluel, B YACTHOCTH,
MeXTy 0apOKKO U KJIaCCHUITU3MOM.

OmunM u3 nokasareipHbiX 118 X VIII Bexa 00-
pasloB CTHJIEBOTO COBMEHICHUS KaK pa3 M SBIIA-
€TCsl CO3JIaHHbIN B MOCJIEAHUN EPUOJT TBOPUECTBA
(ocne 1774 roma)® Konnept M. C. Bepe3oBckoro.
OT0 00CTOATENHCTBO, B YACTHOCTH, MTOTYEPKUBALET
M. I'. PrinapeBa. Yka3piBas Ha NPU3HAKKU KJIacCHU-
[IM3Ma B XOPOBOM TBOpUYecTBe Kommo3uropa 1770-x
TOZIOB, OHA BMECTE C TE€M IHIIIET, 9TO «3TO BCETO
JUIIb Y€pThI, KOTOPhIE HE CTAHOBATCS Mpeolna-
JAIOMIMMH ¥ HE TOAYMHSIOT cebe oOummii MOHY-
MEHTAJbHBIA MOMU(POHUYECKHH CTHIb OapOYHOTO
XOpPOBOTO KOHIIEPTA, 3TAJIOHOM KOTOPOTO MOXKET
cIyxuTh “He oTBep>ku MEHE BO BpeMsI CTapOCTH »
[9, c. 105].
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Kak yxe oTmedanocs, MHas rpaHb B HUCTOJIKOBA-
Huu Kynstypel XVIII cronerus ompeneneHa coor-
HECEHHEM CYIIHOCTHBIX MPU3HAKOB OapOKKO B €T0
BOCTOYHOEBPOTIEWCKOM ¥ 3allaJJHOM  BapHaHTax
(«cBO€ro» m «4yxoro» 0apokko). M3BectHo, 4TO
nmpobiieMa CBOeOOpasusi PycCKoro OapoKko Oblia
momasTa B uccienopanusax M. C. Jluxauéra. Buep-
BbIe 0003HaYeHHAas UM B crarbe «CeMHaIIaThiil BEK
B pycckoit nuteparype» (1969), ona nomyunna Bce-
CTOPOHHIOIO apTYMEHTAIMI0 B €r0 MOCIEAYIOIINX
pabotax. He BaaBasich B geTany mpeasioKeHHOH yué-
HBIM KOHIIETIIIH, OTMETUM IJIaBHBIE €€ TIO3UIIUH:

1. IlpencraBnsgercss CyHIECTBEHHBIM HCTOPH-
KO-KYJIBTypHOE TIOJIO’KEHHE 0apOKKO MEXKIY peHec-
CaHCOM M KJIACCHIIU3MOM.

2. B Poccun He OBUTO MOATMHHOTO PEHECCAHCa
(OBLTH TONBKO €r0 OT/AETHHBIE 3JIEMEHTHI).

3. «OTCcyTCTBHE peHeccaHca IMOCTAaBHIIO PyC-
ckoe Oapokko B MHO€ OTHouieHne K CpemHeBeKo-
BBIO, YEM B €BPONEHCKNX CTpaHax, rae OapoKKo
SIBUJIOCH HA CMEHY PEHECCAHCY».

4. «Pycckoe 6apoKKo HE BO3BPaTHIIOCH K Cpejl-
HEBEKOBBIM TPAJIUIHSAM, a IOAXBATUIIO UX, YKPEIIU-
JIOCh Ha ATUX TPATHIIHIX.

5. bapokko Ha Pycu B Kakoii-TO cTeneHu npu-
HsUTO Ha cebs GyHKuuu PeneccaHca, 1 3TUM «MO-
XKeT OBITh OOBSCHEH JKM3HEPAIOCTHBIM, YEIOBEKO-
YTBEPXKIAOIIAA W NPOCBETUTEIBCKUA XapakTep
pycckoro 6apokkoy [6, c. 204—207].

[IpobnemHoe moONE pa3sMBIIUICHUNH YIEHOTO
OBLIO PACIIUPEHO JPYTUMH TMPEICTABUTEISIMH TY-
MaHUTApHOTO 3HAHUS, B 9acTHOCTH, A. M. [lanuen-
k0. «Tpymamu coznareneli cuurabudeckoi 0331,
MIEPCIEKTUBHOM XUBOIUCU U IAPTECHOU MY3BIKH,
— oTMedaeT oH, — Poccus mpuoOmanace K eBpo-
neickoil MuBUIK3aluu... [Ipu aToM, — mpooiKaeT
WCCIIEZIOBaTeNb, — PyCCKUE 3aMMCTBOBAJIN U3 KYIb-
Typbl OApOKKO JHIIb ONTHMHCTUYECKHE MOTHUBBHI.
Meoumayus, pegpnexcus, OapouHblil NECCUMUIM
ObLIU UM COBEPULEHHO YYIHCObI [KypCUB MOU. —
b. Ll» [7,c. 35].

B pycie aTux B3MISA0B, HO yKE [0 OTHOIIEHUIO
K My3bIKQJIHOMY HCKYCCTBY, PyCCKO€ OapOKKO Xa-
pakrepusytoT JI. B. Kuknanze u B. W. Pabunosud:
«Tparnueckuii 3IEMEHT, CBOWCTBEHHBIH 3alaIHOMY
6apokko, B Poccun ObUT BBIpaXkeH cllabo — pyccKoe
0apokko ObLIO XKHU3HEPaJIOCTHEE, ONTUMHCTUYHEE,
OHO K TOMY € B 3TOM ITaHE CMEUIMBAJIOCh U CO-
YEeTaNI0Ch ¢ YepTaMu peHeccancay [4, c. 27-28].

[Toaseném nmpeaBapUTEIbHBIE UTOTHU:

— HEKOTOpBIE U3 MPHUCYIINX OAPOKKO CTUIIEBBIX
MIPU3HAKOB OBUIM WHTETPHUPOBAHBI B TOCTIETYOIINN
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KJIACCUIM3M, YTO IO3BOJISIET TOBOPHUTH O OAPOKKO,
KOPPEKTHPYIOIIEM KIIACCUIN3M;

— B KYJIBTYpEe PYCCKOTO OapoOKko, B 6apodHOM
000JI0YKEe MPOUCXOAMIIO BOCIPHUATHE PEHECCAHC-
HBIX UJIeH — 00CTOSITENBCTBO, CIIOCOOCTBYIOIIEE €ro
CBETJIOMY, YEJIOBEKOYTBEP)KIAIOLIEMY XapaKTepy,
HE CXOJHOMY C TparndecKuM BapHUaHTOM 3aIiagHo-
€BPOIMENCKOTO 0apOKKO.

Bcé m3noxkeHHoe TO3BOJSIET Janiee 0OpaTHTh-
Csl K CTPYKTYPHBIM M COAEP)KAaTEIbHBIM acleKTaM
mpoussenennst M. C. bepe3oBckoro — 4eThIpEx-
YaCTHOW KOMIIO3UITMH, TWPEIACTABIIAIONIEH co0oit
oOpaszer] KJIaCCHIMCTCKOTO CTHJISI, OMUPAIOIIETOCS
Ha OapoyHble TpagWIMH. DTO OOpaimeHue cpasy
K€ CTaBUT Tepell HaMH TNpoOieMy HWHTepIpera-
LMY, BBI3BAHHYIO HECOOTBETCTBUEM CIIOKHUBIICHCS
B HCCJIEZIOBATENLCKON JINTEpaType XapaKTepUCTH-
KH SMOIMOHAIBFHO-00pa3Horo JaHamadra 3MoXu
U PEenpe3eHTHUPYIOUIETo JaHHYIO 310Xy U30paHHO-
ro HaMH 00bEeKTa BHUMAHHS.

Henp3s He cormacuThes ¢ T€M, YTO JOMUHAHT-
HBIE Ka4eCTBa My3bIKH BTOpOM monosuHb! X VIII Beka
KaK pa3 ¥ JEMOHCTPHUPYIOT TOT CBETJIBIM, yTBEPK-
JAIOMUK XapakTep, 0 KOTOPOM CTOJIh HACTOWYHMBO,
[IOCJIEZIOBAaTENHFHO M, O€3YCIOBHO, C U3BECTHOM J0-
Jiell CrpaBeNTMBOCTH MHIIYT MCCIEA0BATENN. DTOT
MHp «C XapaKTepHOH UISI HETO BO3BBILIEHHOCTHIO
CTpOsl YyBCTB U 00pa3oB, CTPEMIIEHHEM K SICHOM
MPOCTOTE W TapMOHWYHOCTH» [3, ¢. 162] — Mup
PYCCKOTO KJIacCHIM3Ma — UACAITBHO OTPAXKEH B XO-
posom TBopuectBe /1. C. bopTHsiHCKOTO. B KOHTYPHI
3TOTO B IEJIOM TOP>KECTBEHHO-0IarOPOAHOTO, CIIEP-
KAHHO-JIMPUYECKOTO CTHJIISI «HE BIHCHIBACTCS, OJI-
HAKO, HACBHIILICHHBIA TParuueckou 3HEpruei omyc
M. C. bepe3oBckoro — sBICHHE HEOPAMHAPHOE
1 SIBHO IMCCOHHUPYIOIIEE C BEAyIel o0pa3HO-CTH-
JINCTUYECKOU JIMHUEHN PYyCCKOM MY3bIKH TOH AIIOXH.

OcwmbIcIeHre JaHHOM HE CTOJb YX MPOCTOM
1 B ONPEHCIEHHONM  CTENEHH  IPOTUBOPEYUBOM
CUTyalliH 1eJeco00pa3HO TPEeNBapUTh HCTOJIKO-
BaHHEM TEMAaTHYECKU-CMBICIOBOTO HAIOJTHEHUS
Konmepra. BepOanbHBIM HCTOYHHKOM IIMKIIA SIB-
nstoTest ctuxu 70-ro mecanma, KOTOPBIH MOYKHO MH-
TEPIPETHPOBATh KaK YacTh OJHOW M3 TOKa3aTeNb-
HeIx Ui Ilcantupu obpasueix cdep. [locnenuss
MIpeJICTaBIAeT COO0N comepKaTebHO €AUHBIN, HO
CTPYKTYPHO JWCKPETHBIN IHKI, TEeMaTHIECKH CBS-
3aHHBIA ¢ TOBECTBOBAaHHEM O TPAarM4ecKuX 00CTos-
TEJIbCTBAX KU3HM [[aBra BO BpeMEHA €ro TOHEHU I
mapém CaynoM u OercTBa OT BOCCTaBIIETO TPETh-
ero celHa ABeccanoMa. Bapumanun 3TOoH TeMbI U3-
JoxeHsl B ncanMax 21, 30, 34, 40, 68, 69, 70, 108.
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B ocHoBy KonHuepra mnoJIO)K€HBl CTHUXU:
9 (I gacts Adagio — «He otBepxu MeHE...»),
10-11 (II gactp Allegro — «SIxo pema Bpazu MOHU
MHE, U CTPEryIIHH IyIIy MOIO... TJIArOJIOIIe»,
«bor oCcTaBHII €CTh €r0; MOXEHUTE U UMHTE [TIpe-
caenyiite u cxBarure] ero»), 12 (III wacts Adagio
— «boxe Moit, HE ynanucs ot meHe»), 13 (IV gactp
— ¢yra «la mocTeImATCS M MCUE3HYT»). OnHpasich
Ha TCKCT MEPBOMCTOYHHKA, KOMIIO3UTOP pPaCKphbI-
BaeT CoNep)KaHME TeMaTH4YecKux cdep, B mocie-
JOBAaTCJIbHOCTH KOTOPBIX IOJIY4YacT OTPaAXKCHUEC
Bes I1yOuHa koH(unkTa. OnHa U3 chep nocrpoe-
Ha Ha oOpamennu ncanmornesna k bory o momomun
B CUTyallul YHWI)XCHHOCTHU, OTHAAHUA U HE3ACIIy-
KEHHBIX CTpaJlaHU# U, Ka3a10ch Obl, HEN30EKHOM
rubenmn (I-11I gactu: «He oTBepku», «HE yaaau-
Cd OT MEHE», «IOCHEIIH Ha MOMOoIIbY). Jpyras
(II wacTp) — mocesmena npecnexyomuM /laBuga
HeApyTaM. 37ech XapaKTepHU3yIOTCs JeHCTBUS 3710-
YMBIIIUIAIOMIUX, TOPXKECTBYIOMIUX, TIIYMANIUXCA
M KaXIYIIAX €ro THOENH BparoB («IpeciueayunTe
n cxsarute eroy). Iladoc nx obauuenus u Hane-
XKy Ha Bo3Mmesnue couepxuT IV gacte: «lla no-
CTBLAATCA U UCUC3HYT».

HerpynHo 3aMeTuTh, 4TO MarucTpajibHbIA BEK-
TOp BepOaJbHBIX MOTHBOB, 00pa3yloOmUX HEKOTO-
poe momodue (adyapHOro penbeda, pacKkpbiBaeT
OJIHy M3 IONYJISPHBIX B €BPOIECHCKOM HCKYCCTBE
CpenneBekoBbs, Bo3poxaeHus, 6GapoKKO IMOIHYIO
JpaMarusmMa TeMYy HU3THaHUA (rpexonazerI/I;I n Hns-
THaHUA U3 Pas), COMPSHKEHHYIO C HACTPOCHUEM OT-
yasgHusl, 0€3bICXOJHOCTU M HE3aI[UIEHHOCTH JINY-
HoCTH?,

[Tarernuecku npunogHATAas, HaJeIEHHAs Tpe-
BOTOM 3KCIPECCUBHAS JICKCHKA (DUKCHUPYET aTMO-
cdepy Tparmueckoro MUPOOIITYIIEHHS, YCHIEHHYIO
MY3BIKQJIBHBIMU CPCACTBaAMHU C UX HaHpﬂ)KéHHBIM
MCIOANYCCKUM Pa3sBUTHUEM, OXBaTbIBAIOIIMM KOH-
TPAaCTHBIC U BMECTC C TCM o6pa3Ho U HWHTOHAIIU-
OHHO COMpsKEHHBIE pa3iensl IuKiIa. besympeu-
HO peann30BaHHas KOMIIO3UTOPOM HJed CHHTE3a
cjioBa U My3bikH, Jloroca u Menoca, no3Bosuia
06OCTpI/ITL 3MOHI/IOH3J’H)HBII7[ HakKaJl YHUKaJIbLHOI'O
TBOpPEHUS, OE3yCIIOBHO, HECYIIETO B cebe YepThI
aproouorpadugHoctrn. OO0 3TOM CBUACTEIHCTBY-
eT TIyOOKO WHANBHUIYaJbHOE MPETBOPEHHE TEMBI
CTpaJaHHui U OJWHOYECTBA.

OOparuMcs K KIIIOYEBOW M 3aBepllaroiei mo-
CJIeZIOBAaTEeNbHYIO IIeTIb paccykaeHni mpicin. OHa
HaIlpaBJICHA HA YCTAHOBJICHUE KpyTa SBICHUM, TaKk
WJIM HHA4Y€ COMOCTAaBHUMBLIX C IMIaBHBIM OOBEKTOM
HAIlIETO BHUMAHMSA. DTO ITO3BOJIUT «IIOMECTHUTEHY
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KoHuepr B ecTecTBEHHOE JUIsl HETO XyHOXKECTBEH-
HOE MPOCTPAHCTBO, NIPEACTABUB €0 3HAKOBBIM I10-
POXIEHNEM OTEYEeCTBEHHOW KYJIBTYpbI, OIHUM U3
3HaYMMBIX €€ HanpasiaeHUui. PazmeblleHue B 310
IUIOCKOCTH TIpeJjIaraeT HaM MHOXKECTBO 00pa3lioB
MY3bIKaJIbHOIO HCKYCCTBA, B pa3HBIX paKypcax co-
U3MEPUMBIX ¢ TBOpeHHEM bepe3oBckoro.

C npeBHeHIINX BpEMEH MPOU3BEIACHHS PYCCKOM
JUTEepaTypbl, W300pa3UTENILHOTO HCKYCCTBAa, HC-
KyCCTBa MY3BIKUIBHOIO HAlOJHUIMCH JpaMarnye-
CKMMHU M TpareIuiHbIMH MOTHBaMH. B MHOT000-
Pa3HBIX CIOKETHBIX BapHaHTaX HEKOTOPBIX M3 HUX
BOIUIOTWJINCH 3HAYUTEIbHBIE COOBITHS IIEPEIoM-
HBIX 310X U COIPSHKEHHBIE C HUMH 00IIECTBEHHEIC
KOJUIM3WH, HAMUTaHHBIE COMAJIHHBIMU IPOTUBOPE-
YUSMH B YEJIOBEYECKUX OTHOILICHHSIX, OTPAKEHHBI-
MU B Cyab0ax JIroneH, Hapoga, CTpanel. Bemymmmu
B 3TOM PYCJIE MHPOTIOHWMAHHSI CTaIM TEMBI 3alllu-
el OTedecTBa, pacKphIBAIOIINE PA3IHMYHbIE TPAHU
KOHLIENIIIMM HApPOJHOTO M HAI[MOHAJIBHOTO, OTHO-
LIEHUS HApOJa U BIACTH.

Jns Hac, omHako, BaKeH WHOW OOIHMK Tpa-
reIuiHON O00pa3HOCTH, TPEACTABIAIOMINNA MHUP
OTJEIHHOTO YEIOBEKa, TyXOBHBIE I'PAHM €T0 BHY-
TPEHHEU XKU3HU, CHOKETBHI, IIEPEJAIOIINE TPAreIHI0
JUYHOCTH B €€ aOCOTIOTHOM IEPCOHATBLHOM BBIPa-
JKeHUH. B moBecTBOBaHMAX 00 ITHX HHINBH Ty allb-
HBIX MOTHBAaX YeJIOBEYECKOW HCTOPUHU COLHAITb-
HBIE, 00IIe3HaYNMbIE 00CTOSITENbCTBA CTAHOBSITCS
1160 GoHOBEIMHU, TIEpUEPHIHBIMHI, THOO BOOOIIIE
HE BKJIIOYAIOTCS KOMIIO3UTOpaMU B KOH(IUKTHOE
nosie npousBeneHus. YacTpio 3TOro Xy0XKeCTBEH-
HOT'O MAacCCHBa, AKTYAJIM3UPYIOLIETO PpA3JIUYHbIC
CTOPOHBI TpareuiHO-IICUXOJOTMYECKON KOHUET-
LIMH, KaK pa3 U sBJIsSeTcs X0poBas Apama bepesos-
CKOTO0.

OO6pamasch K XxapakTepucTHKe TBopuecTBa be-
pe3oBckoro, E. M. Jleamér GpuxcupyeT Hale BHH-
MaHHe Ha cBs3ax KoHiepTra ¢ My3bIKaIbHBIMH IIPO-
M3BEJICHUSIMH TPEAIIECTBYIOLIETO BPEMEHH. «XOTs
xopoBoii ki “He oTBepxu”, — MUIIET OH, — MIPH-
HAJUIEKUT COBCEM MHOM 3I10XE, HEIKENH ITAPTECHBIE
OapouyHbIle TBOPEHHUS MOCKOBCKHX M KHEBCKHUX Ma-
crepoB X VII — nauana XVIII croneTus, oqHaxo psija
CYLIECTBEHHBIX TEXHHYECKHUX MPUEMOB U METONIOB
COYMHEHHUS TOBOPST HaM O HEPa3phIBHOCTH TPajau-
Uil B pa3BUTUHU OTEYECTBEHHOTO XOPOBOTO MCKYC-
CTBa.

3nech JTOCTaTOYHO YacCThl COBIAJCHHUA KOH-
KPETHOT0 MEJOJUYECKOr0 Marepuaia — HalpuMmep,
MEXy TNIABHOU Temol KoHIepra “He oTBepxu...”
u Mmenonuen necHoneHus B. Tutosa “B30panHoii
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Boesoae” (dpyra “O Tebe, o TebE”), WIH MEXIY
CEKBEHITHEH Ha clioBa “ocKyneBatu” y bepe3oBcko-
IO W aHAJOTHYHOW CEKBEHIMEH ‘‘Tuiady” B OITyce
AHOHHMMHOTO YKPanHCKOTO aBTropa» [5, c. 157].

AHaIOTUA MOXHO TPOOJIKUTH, OOPaTHBIIIHCH
K HEMHOTOYHCJICHHBIM COYMHEHHSIM, CO3JaHHBIM
yke B mociaenHioo Tpetb X VIII Bexa. U3 naubonee
Onmu3kux 1Mo AOyxy omycy bepe3oBckoro ormMerum
HaIOJHEHHBIM TpaypHO-IpaMaTHYeCKUMH 00pasa-
mu xopoBoii koHIepT O. A. Koznosckoro «Ilmaay
U phlIaioy», ero ke PexkBueM MaMSATH IOJIBCKOTO
kopons CraHncinaBa ABrycTa, My3bIKy K Tpareinsm
B. A. Ozepoga, f. b. Kasokauna, I1. A. Karennna.

M Bc€ xe Mo OTHOILIEHUIO K aHAJIU3UPYEMOMY
MIPOU3BEACHUIO Ba)K€H HE TOJBKO B3IVISA B MPO-
[IUIO€ WM HACcTOosIee, HO W B3IISLA B Oyaymiee.
B cBsi3u ¢ 3THM cienyeT OTMETHTh, YTO OCOOCH-
HO 9acTO W MHOTOOOpPa3sHO TpParnv4eckoe Ha4daio
B JKU3HH OTAEIHHON TUYHOCTH BOIUIOLIANOCH PyC-
cknumu Kommnosutopamu XIX—XX BexkoB. I10 Bpe-
MS TIPEACTABICHO IPKUMH 00pa3amMu, IpeaeabHO
OTPA3HWBIIMMH JIpaMaTHYECKUE KOJUTM3UHU OBITHS.
B XX cronerunm KyJbMHUHAIIME€W BOCCO31aHUA
TpareJuiHO-TICUXOJIOTHYECKOH 00pa3sHOCTH SIB-
nsiercst TBopuectBo 1. 1. IllocrakoBuua, B XIX —
I1. 1. YaiixoBckoro. BepuinHoil BocnpusTus Tpa-
Te€IMUHEBIX CMBICIOB aencTBUTEILHOCTH B XVIII
CTOJIETHH CIEAYyEeT IPU3HATH XOpoBoi nukn bepe-
30BCcKOTO «He oTBep:ku MeHe BO BpEeMsI CTapOCTH.
Cronp e CyIIeCTBEHHBIM MPEACTABISICTCS U emé
onHO oOcrositenbecTBO: KOoHIIEpPT cTanm oTmpaBHOM
TOYKOM, Ha9aJIOM TOTO IMpoLecca, B pyciie KOTOpo-
IO B OTE€YECTBEHHOW MY3BIKE€ BIUIOTH IO HAIIETO
BPEMCHU B HHANBUIYATHHBIX aBTOPCKHUX TPAKTOB-
Kax IMpOJOJDKAaeT CBOE pa3BUTHE Tema CTpaJaHui
¥ pa3oyapoBaHUU, KOHUEMINS KOH(PIUKTHOTO MHU-
poBuzaenus. besycinosno npas 6511 b. B. Acadbes,
BEIyIIUNA >KaHPOBO-CTHIIMCTHYECKYIO HCTOPHIO
OTEYECTBEHHOH KIIACCHKH OT MY3BIKAJIbHBIX COOBI-
tuii XVIII cronerns. UmenHno torna ObutM ycTa-
HOBJICHBI T€ OCHOBBI, OJIarogaps KOTOPBIM pyccKas
My3bIKa CTaja OIHUM U3 BEJIMYaWINX ()eHOMEHOB
MHPOBOTO HCKyccTBa. Hekorma mocestHHBIE ceMe-
Ha J]aJTA BEJINKHE BCXOJBI.

@DaxTOopbl, MO3BOJSIOIINE PACCMOTPETh HEKO-
TOpBIE M3 MPOU3BEIACHUN HAa3BAHHBIX KOMIIO3HUTO-
POB B €IMHOM COAEP)KATENbHON MIIOCKOCTH, MOTYT
OBITh MOATBEPXKACHBI M JJa)KEe YCHIJIEHBI IOKa3are-
JIIMH COOCTBEHHO MHTOHAITMOHHOTO Topsiaka. O0-
paTuM BHMMaHHE Ha TVIABHYIO, Ha MEPBBIA B3I,
mpefenbHo mpocTyio Temy Konmepra, mpeacras-
JICHHYIO TIOCJIEJOBATEIbHOCTHIO JABYX CEKBEHTHBIX
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MOCTPOCHUN. B KaX0M U3 HUX TEPLIOBBIA MOIBEM
CMEHsIeTCS CeKyH/JIOBBIM 3aloIHeHHEeM, BO3Bpala-
IOIIIUM MEJIOAHIO K HAYaJIbHOMY TOHY.

[TocpeacTBom ByX CEKBEHTHBIX BOJH MEIOIUS
JOCTUTAET BEPIINHBI, PACTIONOKEHHON Ha PaccTos-
HHAW OKTaBbI OT HA4aJbHOTO 3BYKa (TOHWKH), U 3a-
TEM OITyCKaeTCsl Ha TePIHIO OMATH-TaKH MO CEKyH-
JOBBIM HHTepBajaMm. Jlajgee myTéM CEKyHIOBOTO
OTI€BaHUS, MPUAAIONIETO TEME YepThl JeKIaMallu-
OHHOCTH, TPOHMCXOIUT YTBEPXKAECHHE OCHOBHOTO
3ByKa Jaja.

[Mogo6HOTO poma MOTHBBI, OCHOBaHHBIC Ha
CEeKBEHTHOM [BW)XCHHU BBEpPX C MOCIEIYIONUM
CEKyHJIOBBIM HHCXOXKICHHEM, BXOAST B YHCJIO pe-
npe3eHTanToB My3eiku I1. M. YaiikoBckoro. OHu
00pa3yIoT CBOEro poja Kouykouire GopMyIbl C UX
MHOT000Opa3HBIMHU TPaHC(HOPMALTUSIMH.

BoeITh MOXET, 0COOEHHO SIPKUM NPUMEPOM CITY-
xuT Tema BeryruieHust (Andante, e moll) ecroit
cumdonnu I1. Y. YaiikoBckoro. Jlexxarme B OCHOBE
Cumdponun n Konuepra MOTHBBI-00pa3bl, MepBO-
HayaJIbHO H3JIOKEHHBIE B HU3KOM PETUCTpE, MpH-
JAI0T 3BYYHOCTH (B OIHOM CIy4yae OPKECTPOBOH,
B PyTOM — XOPOBO# TKaHHW) MPAavYHYIO OKpacKy. Mx
CEKBEHTHOE TIOBTOPEHHE Ha 00Jiee BEICOKOM YPOBHE
MIOPOKAAET HMMITYJBC IMOCIEAYIOUIEr0 JAUHAMUYE-
CKOTO HapacTaHus, UCIOJIB3YIOMIETo MOTEHIHAI pa-
HEE HAKOIUIEHHOW 3Hepruu. HanmoMHuUM U TO, 4TO
Ta U Apyras TEMBI UTPAIOT CaMyIO CYLIECTBEHHYIO
pOTb B ApaMaTyprud 3TUX KPyHMHOMAacIITaOHBIX
MPOU3BENICHHUM, SBIAACH (DAKTOPOM, CIIOCOOCTBY-
IOIUM aJIeKBaTHON pean3aly XyI0KeCTBEHHOTO
3aMpICIa.

Wnest Takoro OBMKEHHWS, HO YK€ HWHTEpIIpe-
TUPOBAHHASI KOMIIO3UTOpPOM XX CTOJETHs, pea-
nu30BaHa, K mpumepy, B [lsaToii cumdoHUU
. A. HlocrakoBuya. E€ 4eThIpEXTAKTOBOE BCTY-
mwienne («rema-smmrpady», mo meicmn M. [, Ca-
OMHUHON) 00pa3yeT JABEe CEKBEHIUH BOCXOJISIIETO
JIBIKEHHUS C TIOCIIEAYIOMIMM CITyCKOM MEJIOJUH TI0
CEKYHIOBBIM WHTOHAIIMSIM, CO3/IAlONIMM aTMocQe-
Py TATOCTHBIX pa3ayMuil. DTH k€ 3aKOHOMEPHOCTH
HeTpynHO yBuzaeth B CoHate ajsi anbra U ¢opre-
mano (op. 147) — KynpbMuHAIHM Oo0Jiee YeM JBYX-
COTJIETHETO Pa3BEPTHIBAHUS O0OPa3HO-CMBICTIOBOM
KOHIICTIIIUH, PACKPBIBAIOMIEH CYIIHOCTh Tparmde-
CKOTO OBITHS.

OtmeueHHbIe, 0€3yCI0BHO, HE CITyYaifHbIe CXOI-
CTBa M TOAOOMS emE pa3 IEeMOHCTPHUPYIOT MPOSB-
JIeHNE W3BECTHBIX 3aKOHOMEPHOCTEH: HCTOpHYe-
CKYyIO MPEEeMCTBEHHOCTh WHTOHAIIMOHHO-00Pa3HBIX
MOTHUBOB, BBITIOHSIOMNX (YHKIHIO TeHETUIECKUX
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KOJIOB. DOTH YHHBEpPCAJIUU HUTPAIOT CaMyIO CyIIe-
CTBEHHYIO POJIb B IMIOCTPOEHUH XyH0)KECTBEHHBIX
TEKCTOB, CITOCOOCTBYSI OpPTaHU3aIlMN CTPYKTYPHBIX
KOMITOHEHTOB, HAITOJHSAIONIUX AMHAMUYECKOE MPO-
CTPAaHCTBO KaXXIOTO OTAEIHHOTO MPOM3BEACHUS.
Croip ke BaKHO WX MECTO B MHTOHAI[MOHHOW Ma-
TepHaTU3alliil TPEEeMCTBEHHBIX CBI3€H MEXAY
MPOM3BENCHUSIMH OJTHOW STMIOXH U, HAKOHETI, TPOU3-
BEJCHUAMH, BOHUKIITUMH B Pa3HBIE UCTOPHUECKHE
snoxu. [IpoHu3bIBaroNIe TKaHb CIABIHCKOW MYy3bl-
KH KOIBI-3HAKH PETNPE3CHTUPYIOT HJIEI0 €IMHCTBA
KyJIbTypbl B €€ CHHXPOHMYECKHX M JUaXpOHUYe-
ckux HamosHeHusX. COBOKYNMHOCTh OOJIaaromnx
3aKpeIUIEHHBIM 3HAau€HUEM, OTKPHCTAJIM30BaB-
HIMXCsl BO BpeMeHHU GopM 3BydaHuil co31aéT cMbIc-
JIOBBIE 30HBI, HecylHe B celOe yHacleTOBaHHYIO
CEMaHTHKY, OOJeUY€HHYI0 B yHACIEIOBaHHYIO HH-
¢opmanmio. Beg 3Ta HakoIIEHHAsw 4€JIOBEYECKUM
oOmiecTBOM, COXpaHEHHAs U TepenaBaemas Jaiee
nHpopmarmst 1 obOpasyet, o mbicau FO. M. Jlot-
MaHa, PEHOMEH KYJIBTYPHI.

I'eneTnueckne CcBOHCTBA pPYCCKOM  My3bl-
KU BHepBble ObTH OoTMe4deHHl b. B. AcadbeBsiM
[1, c. 27]. Ha aror Bompoc obpaTuia BHUMAaHHE
M. C. lllaruHsH emé 3a10JIro 10 TOT0, KaK MY3BIKO-
BEJIbI 03a00THIINCH CEMAaHTUYECKUMH IIpoOIeMaMu
TBOpuecTBa. Tak, B BocmomuHaHusix o C. B. Pax-
MaHMHOBE OHA B SMOIIHOHAIbHO-00pa3HOM KITIOUE
Pa3MBIIIIAET O BaXKHEHIel mpobdiaemMe NCKyCcCTBa!
KaK COOTHECTH SPKYIO TBOPYECKYIO WHIMBUIY-
ATHHOCTh KOMITO3UTOPA C JABHO CIOKHBIIHMMICS
TpagunusamMu. CTpemsch pacKpbhITh «HWHIUBUIY-
aTbHO-PaXMaHUHOBCKOE» B UCTOPUH MY3bIKH, OHA
MHLIET O «TOH POAHUKOBOM TBOPYECKOH CHIIE, KO-
TOpast BAPYT Y OJUHOYKH-TBOPIIA BIMBAETCS B pPyC-
JIO yCTOSIBUIEHCSA, MOTy4Yed TpaJulMu POJHOIO
HCKYCCTBa, 3HAKOMOTO C JAETCKUX JIET, U, MOAAep-
KaHHOE BCEM MAaCCHBOM 3TOH TPaguIliH, OHO MO/~
HMMAEeT CBOM COOCTBEHHEIH I0JIOC, CTAHOBAIIMIICS
Ha (oHe e€ BOBCcE HE “NOBTOPSEMBIM JKIIEKTHYC-
CKH”’, HE ‘“DIMTOHCKUM’, a KaK JAETH PAJIOM C PO-
JTUTENSIMU, — BCE OoJiee KPEIHYIIUM, MYKarOIINM,
Bc€ Oosee y3HaBa€MbIM UMEHHO B CBOEM WHIWBHU-
IyallbHOM OTJIMYUH OT MPOILIOTO, OT OTIA C MaTe-
peio» [10, c. 398].

Meiciie M. C. larunsH, 6€3ycioBHO, 3HAYNMAa
JUIA TIOHMMaHUSA (PEHOMEHa KyJIbTypbl, €IUHCTBO
KOTOpO# BBIpabaTHIBAETCsl HE TOJIBKO MOCPEICTBOM
YCTOHYMBBIX, aKTyaJbHBIX IS Pa3HBIX 310X Map-
KupoBaHHBIX (popMm. OHa ecTh pe3yabTrar JBUKE-
HUS — ABIDKEHUS «KPEMHYIIETO U MY’KalOIIero» OT
MPOLIOrO K HACTOAILLEMY, «OT OTLA C MATEPbIO».
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Kynbrypa HE MOXeT mnpeObIBaTh B HEM3MEHHOM,  CaMOCO3HAHUS, KaK HaXOAATCS B HEM PyCCKHE KOM-
3acThIBIIEM cocTossHUH. Hem3bexno sBomonnorn-  no3utopsl X VII-XXI cronernii.
pys, OHa BCEIJa HAXOANUTCA B I0JI€ HALMOHAJIBHOIO

< MPUMEMAHUA (<

! Hamomuum: B 1920 romy, BO3MIaBHB Paspsim  ero sKH3HH KOMIIO3UTOPOM OBUI CO3MaH MOIIMHHBIN IIie-

UCTOpPUM MY3bIKM MHCTUTyTa HCTOPUM HCKYCCTB, JeBp oreuecTBeHHOro uckyccrsa XVIII Beka, counne-
b. B. AcadbeB co3nain rpymiy y4eHHKOB JUIS UCCIEAO-  HHUE, KOTOPOE MOXXHO 0e3 HaTshKeK MOCTaBHTh HAapaBHE
BaHUsl My3bIKaJbHOM KynbTypel XVIII Beka. Pesynbra- C CaMBIMHU BBICOKHMH 00pa3liaMi €BPOIIEHCKOIN My3BbIKH
THI JIEATETHHOCTH KOJUIEKTHBA TOMENIeHBl B COOpHHMKE  — KOHIEPT “‘He oTBep)ku MEHE BO BpeMs CTapoCTH » [9,
«My3blKka 1 MY3bIKaJIbHBIH OBIT cTapoit Poccuny» (1927). c. 155].

B Hero Bomum crateu: b. B. Acadwena («O6 uccieno- 4 B npeBHepyCCKO# Tpaauiuu co3By4dHas KoH-

BaHUU pycckoll My3bliku XVIII Beka u n1ByX omepax LepTy TeMa OoTpakeHa B KOHAake 6-To Iyaca, HCIOJ-
BoprastaCckoro»), A. B. [Ipyxxununa, B. A. IIpokodpeBa,  HsieMOM B HEIENIO CHIPOIYCTHYIO (TIOCIEIHEe BOCKpe-

A. H. Pumckoro-Kopcakosa, A. B. ®unaruna. cenbe nepen Benukum [locTom), B MOKassHHOM CTHXE
2 Kak BHIHO, IEPHOAM3AIINS CTIICBBIX MMOTOKOB He  «ILmau n3rHaHHOTO U3 past Amxamay: «Ceme Amam Torma

SIBIISIETCS JKECTKOW M abcomtoTHOU. E€ oTnenpHBIE HIO- U IUIAKOCs, MPSIMO CNafocTH pasi / Pykamu Ous nwie,

AHCHl Pa3NUYHBI B paboTax IJUTEpaTypoBEIOB, My3bl- W miaromame: MmiocTtuBe, MOMIUTYS Ms». M3BecTHBI

KOBEJIOB, CIICLHAIMCTOB B 00JacTH M300pasutTesibHOro  Qpecku, u3oOpakaroiiue AaHHBIA CIOKET: Halpumep,

HCKYCCTBAa U 3014ECTBA. ¢pecka XVIII Beka xpama npopoka Moanna [Ipeareun
3 «Haubonee BepositHo, — orMmedaer E. M. Jlea- Bounornsl.

mEB, — YTO UMEHHO BO BTOPOM, METEPOYPrCKUA TIEPUOT
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JKaHp MHCTPYMEHTAAbHOIO KOHLLepTa B aAbTOBOM pernepTyape:
ot baxa Ao LLUIHuTKe

B crarbe mpocnexuBaeTcs IyTh JKaHpPa aJbTOBOIO COJIBHOIO KOHIIEPTa Ha NMPOTSDKEHHH BCETO BPEMEHH €ro
CYLLECTBOBAaHMA. BbIieNeHbl NPOU3BENEHHS, COCTABILIOIINE OCHOBY pelepTyapa KOHLEPTHPYIOIIUX ajbTHCTOB:
N. C. baxa (Illecroit bpannenOyprckmii xkoH1EepT), I. @. Texemana, K. Cramuma, B. A. Monapra (Konuepraas
cuM(OHHUS JUII CKPUIIKKA M anbTa ¢ opkecTtpoM Es dur), I. bepmmoza (CuMboHHS IS OpKECTpa C CONUPYIOLIUM
ansToM «[apomen B Utanmum»), M. Bpyxa ([{BoifHO# KoHIEPT Ui KiapHeTa u anbra), [1. Xunnemuta (Konuepr amns
anera ¢ opkectpoM «Der Schwanendreher»), A. Illantke (KoHumept mist ambra ¢ opkectpom) u ap. OTMedaroTcs
HOBATOPCKHE YEPTHI, IPUCYIINE COUNHEHHSIM, U HCIOIHUTEIBCKHE 331491, BOSHUKAIOIHE IIPH 3HAKOMCTBE C  KaXKI[bIM
U3 HUX. BMecTe ¢ skaHpOM KOHLIepTa U3MEHHUIIOCH OTHOLIEHHE K CaMOMY HHCTPYMEHTY: IIOCTEIIEHHO aJIbT CTAHOBHUTCS
PaBHOIPABHBIM COJIbHBIM HHCTPYMEHTOM Hapsily CO CKPHIIKOM M BHOJOHYENbI0. PaciBer sxaHpa npuxomurcs Ha XX
BEK, KOIJja KOMIIO3UTOPBI PACIIMPHIN aJBTOBBIH pernepTyap, OOJIBIIYI0O YacTh KOTOPOTO COCTAaBIISIOT KOHLEPTHI AJI
ayeTa ¢ OpKecTpoM. IIpon3onuio 310 Bo MHOTOM Onarozapsi MOSBICHUIO SPKUX HCIIOMHUTENEH, KOTOPhIE MOKA3aIH
0COOEHHBIN TeMOp ajbTa, ero CIIOCOOHOCTh IepenaBaTbh Pa3sHOOOpa3HbIE COCTOSIHUS deloBedeckor aymm. CeromHs
QJIBT MPOYHO 3aHST MO3ULHUIO CONUPYIOIIEro WHCTPYMEHTa Ha KOHLEPTHOH scTpane. M3ydeHue pasBUTHA JKaHPa
HIOMOTaeT NOHATH NPOLECC CTAHOBJICHUS COIBHOTO aJBTOBOIO HCIIOIHUTEIIBCTRA.

KiroueBble clioBa: MHCTPYMEHTANBHBIA KOHIIEPT, albT KaK COJIbHBIM WHCTPYMEHT, ajbTOBBIA pernepryap,
KOHIIEPTHBIE ITPOU3BEICHHUS [IJIS a1bTa, UCTOPHS AJIbTOBOTO KOHLIEPTA.

ANASTASIA V. SHEVTSOVA

Saratov State L. V. Sobinov Conservatory, Saratov, Russia
ORCID: 0000-0002-1191-8453, svirepova.anastasia@yandex.ru

The Genre of the Instrumental Concerto in the Viola Repertoire:
from Bach to Schnittke

The article traces out the path of the genre of the concerto for solo viola during the course of the entire time
span of its existence. The compositions comprising the basis of the repertoire of concertizing violists are highlighted:
Johann Sebastian Bach (The Sixth Brandenburg Concerto), Georg Phillip Telemann, Karl Stamitz, Wolfgang Amadeus
Mozart (Sinfonia Concertante for Violin and Viola with Orchestra in E-flat major), Hector Berlioz (the symphony for
orchestra with a solo viola “Harold in Italy””), Max Bruch (Double Concerto for Clarinet and Viola), Paul Hindemith
(Concerto for Viola and Orchestra “Der Schwanendreher”), Alfred Schnittke (Concerto for Viola and Orchestra) and
others. Special mention is made of the innovative qualities typical for such compositions, as well as the performance
challenges appearing upon acquaintance with each one of them. With the genre of the concerto, the overall attitude
towards the instrument itself changed: gradually the viola became a full-fledged solo instrument, equal in stature to
the violin and the cello. The zenith of the genre took place in the 20th century, when composers expanded the viola
repertoire, most of which is comprised by concertos for viola and orchestra. This happened in many ways due to the
appearance of brilliant performers, who demonstrated the special timbre of the viola, its ability to convey the diverse
conditions of the human soul. Today the viola has firmly taken up the position of a solo instrument on the concert
stage. Study of the development of the genre makes it possible to understand the process of the formation of solo viola
performance.

Keywords: the instrumental concerto, the viola as a solo instrument, the viola repertoire, concerto compositions for
the viola, the history of the viola concerto.

31



G/ﬁ\

My3blKaAbHbIM XAaHP U CTUAb

2018,1

OHIIEPT OBIT W OCTA€TCsI ONHUM W3 IICH-

TPAJIBHBIX ’KAHPOB KOMIIO3UTOPCKOTO TBOP-

yecTBa. YUTO KacaeTcsl HCIOIHHUTEICH, TO
MMEHHO B KOHIIEPTE Y HUX MMEETCs OOJbIIe BCETOo
BO3MOXKHOCTEH 3asBUTH O cebe, OJIeCHyTh BUPTY-
O3HbIMH CHOCO6HOCT$IMI/I, IIpOABUTL HCIIOJIHU-
TENbCKOE YYThE M JUYHOCTHYIO COCTOSTEIHHOCTb.
CBs13aHO 3TO C CaMOH CyTBIO KOHIIEPTHOTO >KaH-
pa (M3BECTHO, YTO HA3BaHHME €r0 IPOHMCXOIUT OT
JIATUHCKOTO COncerto, 9TO 3HAYUT COCMA3AIOCY).
[IpoTHBOCTOSIHME TPOUCXOTUT MEXKIY COIHCTOM
U opkecTpoM. TeM camblM KpacOYHOCTb U UHTEH-
CUBHOCTb M3JIOKCHHA MY3BIKAJIBHOIO Marcpuaiia
B KOHIIEPTE TpEAToiaraeT He KaMepHyI0 00CTaHOB-
KY, KaKk B COHaTax, a MacIITabHyI0 U APKYIO MOJaqy.
D10 TpelyeTcs U OT OPKECTpa, U MPEXKIIE BCETO OT
COJIUCTA.

AJBT OTHOCUTENFHO HEJABHO CTaJl PAaBHOIPAB-
HBIM COJIMPYIOUIUM HHCTPYMCHTOM CTPYHHOI'O CEC-
MeiicTBa, 4T0 00yCIIOBICHO psiioM (akTtopos. Jio-
0OBb K SIPKOMY CKPHUIIMYHOMY 3BYKY, IIPHIIEIIIEMY
Ha CMEHY NPUDIYIICHHOMY TeMOpY BHOJI, OTIAJH-
Jla CIyIIATeIbCKUH W KOMITIO3UTOPCKUI HHTEpec
oT anpra. Beap mo TemMOpaqbHOMY HAITOTHEHHIO
MMEHHO OH OJIMKe BCEX CTPYHHBIX MHCTPYMCHTOB
K BHOJIE. AJIBT SBISCTCS CBOCOOPA3HBIM MOCTOM,
COEIUHSIOMINM 3II0XY TOCIIOCTBA BHMOJ M CKpH-
NUYHBIN BeK. MSTKOCTB B 6apX3TI/ICTOCTL 3By4YaHUA
YCTYMHJIAa MECTO SIPKOCTH U OCTIEIUTEIHHON BUPTY-
O3HOCTH.

HCCMOTpH Ha TO, YTO HEKOTOPLIC BBIAAIOIINECI
KOMITO3UTOPBIL O6paIlIaJII/ICB K aJIbTy Ha IIPOTAXKE-
HUU BCEW €ro MCTOPWH, MPOTPECCHUBHOE Pa3BUTHE
COJILHOTO aJIbTOBOTO HCIOJHHUTEIHCTBA MPHUILIOCH
Tosibko Ha XX cronerue. IIpocienum HempocTon
IMIyTh pa3sBUTHA ajIbTa KaK COJIbHOTO MHCTPYMCHTaA
Ha TIpUMepe KaHpa KOHIIepTa.

IlosBiienne anpra B KoHIE XV — Hauane X VI
BEeKa O3HamMeHoBano, nmo MHeHuio b. A. Crpyse,
3apOX/IEHNE BCEro CKPHUIIMYHOTO cemeiictBa [7].
AJBT TIpexie BCEX CBOUX COPOIWYEH BOLIEN B CO-
CTaB OPKECTPa BHOJI W 3aHSI NMPOYHOE TOIOKEHUE
cpeHero rojoca. Bo3aMoxHO, 3TOT (akT TeMOpOBO-
TO CXO0ACTBa C BUOJIbHBIM CEMENCTBOM H TMMOCIIYKHJI
MIPUYUHON TIO3THETO PA3BUTHSI COTBHOTO alIbTOBOTO
HCKYyCCTBa.

B Hauane XVIII Beka KOMIIO3UTOPHI HAYMHA-
IOT MPOSBIIATE UHTEPEC K AJIBTY KaK HHCTPYMEHTY,
CIIOCOOHOMY HCIIONTHSTH HE TOJBKO OPKECTPOBHIE
u ancamOneBble mapTu. OIHAKO TOT/IA aNbT emé He
BBIIEJISUICS SPKOM COJNBHOW JEATEIbHOCTBIO U Pas-
HOOOpasueM pernepryapa.
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Cumnraerca, 4YTO Hayalo JABIDKEHHS anbTa
K COJIbHOMY TIbeJecTany Obulo mojokeHo Moran-
HOM CebacThsiHOM baxom, Beab camoe SIpKoe ajb-
TOBOE COYMHEHNE, OTHOCAIIEECs K TIEPBO MTOJIOBH-
He XVIII cronerus, — [llecmoii Bpandenbypeckuii
KoHyepm KoMmmo3utopa. JlaHHOE IpoU3BEIACHUE
HE SIBISIETCSI KOHLIEPTOM IS COJIMPYIOLIETO ajabTa
1 OpKecTpa B mpsiMoM cMmbicie. [Ipexne Bcero mo-
TOMY, YTO COJIMPYET B 3TOM COYMHEHHUH TPyIa, Co-
CTOSIIIAs U3 JBYX aJIbTOB M BHOMIOHUEH. Ho BKman,
BHECEHHBIN JTaHHBIM COUMHEHUEM baxa B pa3Butue
aJIbTOBOI'O UCKYCCTBA, HEBO3MOYKHO IEPEOLICHUTD.

OTMeTHM, 9YTO Ha MOMEHT HANHCAHHUA 3TOTO
KOHIIEPTa ajbT HE SBIBUICS COJHMPYIOMIUM HHCTPY-
MEHTOM U HE OBUT HM30aJ0BaH KOMITO3UTOPCKUM
nHTepecoM Kk cebe. bomee Toro, ¢ mosmmmii XXI
BEKa MOYKHO YTBEPXJaTh, YTO €II€ HECKOPO «allb-
TOBBIA (nary OyJeT MOJHAT HA BEPUIMHY COJIBHO-
r0 KOHIIEPTHOTO HCIIOJHUTENBCTBA Ha PaBHBIX CO
CKpUIIKOM M BHONOHYENb. Kpome toro, Illecroi
BpannenOyprckuii KOHIEPT ABISETCS HE MPOCTO
LIEHHOCTBIO PENepPTyapHOro My3es ajdbTUCTOB. [lo
cell IcHb OH OCTAETCs OJHUM U3 CaMbIX HUCIIOJIHS-
€MBIX U JIIOOMMBIX COYMHEHHWH, HECMOTPS HA 3Ha-
YUTEJIBHOE PAaCIIMPEHHE albTOBOIO perepTyapa Io
cpaBHenuto ¢ nepoi nonosuHoil XVIII Beka. Ero
Xy[A0KeCTBEHHAs! [IEHHOCTh M TEXHUYECKOE Harol-
HEHHE He OCTABIISIIOT PABHOMYIIHBIMA HH UCTIOHH-
TeJlei, HU cIlyliareliei.

CymecTByeT TPEANoIoKEHHE, YTO 3TOT KOH-
1ept ObUT HamuMcaH MepBbIM U3 bpaHneHOypreKux.
Taxke unHTepeceH TOT (akt, uro bax B llectom
KOHIIEpTE YOMpaeT U3 HHCTPYMEHTAJIHHOTO COCTaBa
CKPHIIKH, YeM MpHUIAET 3BYIaHNIO HEXXHBIN Oapxar-
HBI TeMOpaNbHBIN OTTEHOK.

BrinenuM Takke HalKMCaHHBINA B 3TOT MEPUO
Konyepm ona anoma c opkecmpom I'eopea Quaun-
na Tenemarna. B HEM aibT UCHIONHSET COJIBHYIO NAp-
THIO, HO XyJOKECTBEHHAs U TEXHUYECKas CTOPOHBI
COYMHEHHA SBHO YyCTymaioT bpanneHOyprckomy
koHLepTy baxa. IloaTroMy MMEHHO IpPOM3BEACHUE
Bbaxa HeoOxoanMo paccMaTprBaTh Kak OHY U3 OT-
MPaBHBIX TOYEK KOHLIEPTHOTO AIBTOBOTO MCIIOIHH-
TEJIbCTBA.

Bo Bropoi#t momoBune XVIII Bexa ocoOblit
WHTEpeC K ajbTy ObUI MPOSBIECH KOMIIO3UTOpAMU
MaHT€MMCKOHM IIIKOJIBI, B YaCTHOCTH CEMEHCTBOM
CramMu1oB. AJBTHCTBI, B OTIMYHAE OT CKPHUIAUYCH,
HE pacrojiararoT OOUIMPHBIM pemlepTyapoM Iepu-
ona knaccunusma. Hu TIaiinn, Hu Monapr He Ha-
MHCAIN KOHLIEPTOB JUJIsl COJIMPYIOLIErO AJIbTa C Op-
KECTpOM. B anbToBOM penepryape InpeacTaBiIeHbI
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counnenus K. u f. Cramunos, ®. A. Xoddmaii-
crepa, K. @. Ilenwrepa.

[onynsipern Konyepm 0ns anvma ¢ opkecmpom
D dur Kapna Cmamuya, X0TsS mepy cemeiicTa
CraMuI0B TNpHHAIEKAT, KaK MHUHHUMYM, IIECTh
anbToBBIX KOHIEpTOB. B. H. Jlapna ormeuaer, yTto
«KOHIIEPTHI JJISl aJbTa ¢ OPKECTPOM ObLIM Hammca-
Hbl Cramunamu A cOOCTBEHHOTO HCIIOJTHEHHUS.
SIpkue COMMCTHI-BUPTYO3bl, OHH CTUMYJIUPYIOT TO-
SBJICHIE HOBAaTOPCKUX JJISi CBOETO BPEMEHH MPOU3-
BEJICHUM, pacliupss TpaHUllbl BOBMOXHOCTEH WH-
cTpymeHta» [2, c. 130].

HoBaropctBo K. Crammuma 3akirouaercst B ca-
MOM (paKkTe OOpalleHus K KaHPy COJIBHOTO albTO-
BOTO KOHIIEPTa BO BPEMEHA TOCIIOCTBA CKPHUITKH.
Kaxxgast yacTh COYMHEHUS CTaBUT Mepe]l aTbTHCTOM
HOBBIE 33/1a91 — KaK TEXHOJIOTHYECKHE, TaK U XyI0-
JKECTBEHHO-BBIpa3UTeNbHbIE. B counHeHnn mposs-
JsieTCs BUPTYO3HOE HAyaso, JOCEJE HE 3HAKOMOE
aJBTy B COJIBHOM HCITOTHUTEIBCTBE, B CBA3U C YEM
KoHuepr sBnsieTcss Jjisi ajJbTUCTOB HE3aMEHHUMOMU
mikonoi. [Ipo3padHOCTh B U3JIOKEHHH (aKTyphI
Y M3SIIHBIE MEJIOAMYECKIE 000POTHI OIM3KH COYH-
HEHMSIM BEHCKHX KJIACCHKOB. [IpocToil A3bIK M3i0-
JKEHHUSI He TI03BOJISIET YTauTh AaKe Majeniiee He-
COBEPIIIEHCTBO 3BYKOM3BJICUEHHS WJIM MHTOHAIIHU.
B sTOM 0CcOOeHHast CII0)KHOCTH KOHIIEPTOB JIJIs allb-
Ta JaHHOTO MEPUO/IA.

XapakTepu3sys MOATAIHO Pa3BUTHE KaHPa KOH-
1epTa B aJIbTOBOM HMCIOJHUTEIHCTBE, HENb3sI MPOH-
TH MHUMO TE€HHAJIFHOTO COYMHEHUs — KonyepmHuoii
CUM@OHUYU ONI1 CKpUNKU U ATbMA ¢ OPKeCmpom
Es dur Bonvgheanea Amaoes Moyapma. Xotst 310
MIPOU3BEJCHNE HE MPEACTABISAET COOOM KOHIEPT
JUISL allbTa C OPKECTPOM, €ro BIHsIHUE Ha (OPMH-
pOBaHKE COJBHOTO WCIOJHHUTEIHCTBA Ha ajbTe He-
OCIIOPUMO.

B nepuon TBOpueckol AaKTUBHOCTHM BEHCKHX
KJIACCHKOB aJIBT MO-TPEKHEMY CYIIECTBYeT Ha BTO-
pocteneHHbIx ponsax. Hecmorps Ha mo6oBb Mo-
apra K ancam0JeBOMYy MY3HIIMPOBAaHUIO Ha aJIbTe,
KOpOJIEBOW COJBHOTO KOHIIEPTHOTO HCIIOJIHUTEINb-
CTBa B €TO TBOPUYECTBE OCTaBaJlaCh CKpHUIIKa. Tem
bonee 1menHo, yto Bombdranr Amaneit co3maér
HE TOJIBKO JYITHI JJISi CKPUIIKH U aJbTa, HO U Ipe-
kpacHyo Konneprayto cumponuio. B counnenun
JIBA COJMPYIOIINX WHCTPYMEHTa HaXOAsATCS Ha ab-
COJIIOTHO PABHBIX IMO3UIMX, YTO SIBISETCS HOBa-
TOPCTBOM KJIacCHKa. Jly3Thl Al CKPUIIKK W ajbTa
COYMHSUTUCH W paHee, HO OOBIYHO aJbT BBITIONHAI
B OCHOBHOM (PYHKITIO aKKOMITAHEMEHTA, JIUIIb U3-
peaka BbIXoAs Ha nepBbli Iiad. {yman iu Monapt
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M0Ka3aTh, YTO aJbT XAET OombIioe Oymyiiee W OH
Oy/IeT Ha PaBHBIX CO CKPHITKOH, HIIM 3TO OBLI JIUIIb
yAaqHBIN SKcneprMeHT? MOXKHO IpeInoI0KHTh,
yro aBTop KoHneprHoi cumdonun 3arisHyn B Oy-
nyliee, TAE COJIbHOE HCIIONHUTENBCTBO Ha ajbTe
LIMPOKO Pa3BHTO.

Konneptras cumQoHus AN CKPHUIKH U abTa
c opkectpoM Es dur Obuta Hammcana MorapTroM
B pomaoM 3anbioypre B 1779 romy. IlpoumsBene-
HHE COCTOMT U3 TPEX YACTEH, KaKash U3 KOTOPBIX
[I0-CBOEMY DPaCKpbhIBaeT aHCaMOJIEBOE COBEPIICH-
CTBO JABYX CTPYHHBIX HHCTpyMeHTOB. IlepBas uacTh
(Allegro maestoso) 0cOOEHHO MHTEPECHA KaJACHIIH-
eil. [IocKoJIbKY CONMCTOB 1BOE, UMIIPOBU3HPOBATH,
KaKk 3T0 OBUIO TPHUHATO, MPEACTABISAETCS HEBO3-
MOYKHBIM, TTOATOMY MOUApPT MOJHOCTHIO BBIITHCHI-
BaeT KaneHuuio. KonumeprHas cum¢oHHS — OIHO
13 HEMHOTHX COYMHEHHUH KOMITO3UTOPA, KaJICHIIUIO
K KOTOPBIM Hamlmcall OH CaM.

Mormuapt ykazaja Ha HEOOXOIMMOCTh TepecTpa-
VBaTh CTPYHBI Ha ajbT€ MPU HCIIOIHEHUH IMPOU3-
BereHns. CyIIecTBYyeT MPEAIONoXKEeHHEe, YTO 3TO
00yCIIOBJICHO HEYZJ0OOCTBOM TOHAIBHOCTH JUIS JIaH-
HOro mHCTpyMeHTa. Ho ecTh u mHOE 0OBsiICHEHHE:
9TO OBUIO PEKOMEHJIOBAHO ABTOPOM JUIsi OOJbIIEH
AapKocTy 3By4aHrsa. OJHAKO Ha MPAKTHKE YKa3aHHE
HE BBITIOJIHAETCSI.

KonneprHast cuMQoHUs SBISICTCS ISl QJIbTU-
CTOB 3HAYMMBIM COYMHEHHEM IPEXIe BCEro MOTO-
MY, YTO BEJIMKWWA T€HUMN, MMOCTaBUB aJIbT HA OAHY
CTYIIEHb CO CKPHUIIKOH, MPEAPEK ero ColbHOE Oyay-
iee.

HeonHo3HAYHBIME MO3WIIMSAME TIPEACTABICHO
oTHouleHue Kk aneTy B XIX Beke. Komnosutopckuii
WHTEpeC K MHCTPYMEHTY HECOMHEHHO BO3PacCTaeT,
HO TIPOSABIISICTCS 3TO JIUIIb B YCIOXHEHWH aJbTO-
BBIX MMapTuii B opkecTpe u aHcamOisix. K qanHomy
MEpHONy OTHOCATCA 3aMedarelbHble KaMepHBIC
counHeHHus ansg ansTa u ¢poprenmano H. Ilara-
uuHu, . Mengenbcona, . bpamca, M. I'munkwu,
A. Boérana, A. Pybunmreiina. C KOHIIEpTaMH €710
oOctouT mHaye. Hu camu My3bIKaHTBI, HU IyOJTHKa
emé He ObUIM TOTOBBI IIPU3HATH aJIBT CONUPYOIUM
nHcTpyMeHToM. «llokazarensHo, uTo Korma Ilara-
HUHU BIEPBbIE BBICTYNHJ KaK aJbTHCT-COIHCT CO
cBoeit CoHaTol 1151 OOJBITIOTO albTa ¢ OPKECTPOM,
— et uccinenoarens B. H. TopbyHoB, — 10H-
JIOHCKHE CITyIIaTeIH M KPUTHKA BCTPETUIIH 3TO CO-
OnITHe O0e3 PHTYy3ma3may [1, c. 231].

HemHorounciaeHHble anbTOBbIE KOHIIEPTHI 3TOTO
MepHro/ia UCTIONHAIOTCSA PEIKO, UCTIONB3YIOTCS B OC-
HOBHOM Kak yueOHbIH Marepuas. K HUM oTHOCSTCS



G/ﬁ\

My3blKaAbHbIM XAaHP U CTUAb

2018, 1

counnennst Moseda Ily6epra, Mozeda Kiodbdrepa,
Axneccannpo Ponna, AaTonno Pomna.

CaMbIM HCTIONHAEMBIM KOHIIEPTHBIM COYMHEHH-
€M, HalMCaHHBIM I anbTa B XIX Beke, sIBIsSETCSA
Cumghonus 015 oprecmpa ¢ COTUPYIOWUM ATbINOM
Texmopa bepnuosa «laporvo 6 Umanuuy. Hamum-
caHa oHa 1o npocrs6e [larannHu, KOTOPBIA K TOMY
MOMEHTY HpuoOpén ansT padborsl AnToHHMO CTpa-
JuBapu. KoMImo3utrop OXOTHO COINIacWiCs, HO Ha
JieJie BOIUIOTUI YCTPEMIIEHHSI CKOPEE CBOM, HEIKEIU
HCIIOJIHATEJIS.

IIpousBeneHue [uisi OpKecTpa € CONUPYIOLIUM
aJIBTOM M3HAYajJbHO OBLIO 3ayMaHO aBTOPOM IS
aJjbTa COJO, OPKECTpA U Xopa Iox Ha3BaHueM «llo-
cnegare MuUHYTHl Mapun Crioapt». Ho mpu mep-
BOM 3HAKOMCTBE C naptuTypoil IlarannHm mnowsi,
YTO TPOU3BEACHUE BBIXOAUT OoJiee MOXOKMM Ha
cuM}OHNIO, a HE Ha KOHIIEPT, KaK TOTO XOTEIOCh
MY3BIKaHTY. Y ajbTa ObLIO MHOTO T1ay3, M €r0 IroJI0C
TOHYJI B I'YCTOH OpkecTpoBoi dakrype. [TonoOHbIH
BapUaHT HE yCTpanBaj BUPTY03a, JKEINAIOUIETO ObITh
B 3MUIEHTPE MY3bIKAJIBHOrO neicTBa. llaraHuHu
OCTaJICsl HEIOBOJIEH PE3ylbraToM. bepnuo3 mpo-
JIOJKUII ITACATh JAHHOE IPOU3BENCHHE, HO YK€ KaK
cUM(OHHUIO C YepTaMH WHCTPYMEHTAIBHOTO KOH-
uepra. B urore [larannHu Tak HUKOTJA U HE UCTIOJ-
HHUJI 3TOI'0 COYMHEHUSL.

ABTOpOM OBIIa W3MCHEHA W JIMTEpATypHAS
nporpamma npousseaeHus. [Ipyr bepiuno3sa, nost
3. @eppaH, KOTOPOMY BIIOCIEACTBUU aBTOp IIO-
CBATHJI CUM(OHHIO, TIPEJIOKHUI B3ATh 3a OCHOBY
nosMmy k. I'. balipona «IlanomunuectBo Yaiiinba-
T'aponbaa». bepnano3 ocTaHOBUIICS HAa UTATbIHCKOM
3IU30/1€, BO3MOXKHO, B CBSI3U C TEM, YTO JI0 3TOTO
nocetwi Uranuio, 0 4éM ¢ BOCTOPIOM Nucajl B Me-
Myapax.

AJBT Ha IPOTSHKEHUN BCETO COYMHEHUS OJIHIIe-
TBOpsAET OalipoHOBCKOTO Teposi. bepnnos mpumeHmI
3/1eCh HOBEIM MPUEM BOIUIOIICHUST 00pa3a Mmocpe/-
CTBOM JieiiTTeMOpa. Uepes Bce YacTH ajibT MPOBO-
IUT TEMY, CBOEOOpPa3HBIA JIEHTMOTHB, KOTOPBIH
MIPaKTHYECKU HE MPEeTepreBaeT N3MEHEHHH, coXpa-
Hsisl CBOM HETIOBTOPUMBIH OOJIMK, HO TIPH ATOM KaX-
Il pa3 IO-HOBOMY PacKphIBasi COCTOSIHUE Ieposl.
Paznuunble OTTEHKHM HACTpOEHHs OaiipOHOBCKOTO
reposi KOMITO3UTOP TMOJYEPKHUBAET TeMOPaIbHBIM
pasHooOpa3ueM 3By4aHus ajbTa. XOTs 3TO HE KOH-
LIEPT AJIs aJbTa C OPKECTPOM, Kak Toro xeian [lara-
HUHH, HO TIPOU3BEEHNE, HECOMHEHHO, 3HAYNTENb-
HOE B aJIbTOBOM penepryape.

30J10TOI BEK pPa3BUTHS albTOBOIO HCKYCCTBA
npuxogutcss Ha XX CTOJNETHE, MO3TOMY Jro0oe

34

COJIbHOE BOIUIONIEHHME ajbTa 3Haummo. llocie
npembepbl «'aponpna B Utanun» B [laprxckoil
KOHCEPBATOPUH PABHOAYIIHBIX CIyIIATeNeH He
ocranoch. COUYMHEHHE YAWBWIO HEIPUBBIYHBIM
MOJIOKEHUEM aJIbTa Ha CLIEHE M MTOPa3HiIo HHTEpec-
HEUIITUM COYCTaHHEM COJIHMPYIOIIETO HHCTPYMEHTA
u opkecTpa. IlaraHuHu, ycibllllaB KOHEYHBIH pe-
3yabTaT Tpyna bepiuosa, ObL1 mopaxéE.

Breinenmum /[gotinou xkonyepm 0as KiapHema
u anoma Maxkca bpyxa. XoTsi COUMHEHUE HOMUHAJIb-
HO HamucaHo yxe B XX Beke (1911), HecoMHEHHO,
OHO OTHOCHTCS K BeKy pomaHTu3Mma. CBIH KOMIIO-
3UTOpa OBUT MPEKPACHBIM KIIAPHETHCTOM, ITOATOMY
B TBOpUYECTBE bpyxa HEMano cOUMHEHUN IS KI1ap-
HeTa. AHcaMOIleBOe K€ COYETaHHE C ajJbTOM SBHO
OBLIO HHTEPECHO KOMIIO3UTOPY, ITIOCKOJIBKY ITOMUMO
JIBoitHOrO KOHIEepTa UM HanucaHsl «lllecTs mbecy
JUIsl KiapHeTa, ajbra u ¢oprenuano. [lokazarenen
TOT (haKT, 4TO MPEeMbepa KOHIEpTa ObLIa BCTPEUCHA
HETaTWMBHBIMH OT3BIBAMH, YIPEKAMHU B «YCTapeB-
IIEM KOMIIO3UTOPCKOM SI3BIKEY», MPUHAIICIKAIIICM
ymenmei snoxe Ilymana u Mennenscona. Ho,
HECMOTpS Ha JOJTHE TOJbI 3a0BEHUS, KOHIIEPT OBLIT
onyOnmkoBaH B 1942 romxy W Ha CETOMHS SIBISIETCS
BEChMa MOMYJISIPHEIM COYMHEHUEM, €TUHCTBEHHBIM
B CBOEM poOe I MOJOOHOTO COCTaBa.

[IpocnexrBasi MCTOPHIO ATBTOBOTO HCIIOIHH-
TEJIbCTBA J1aKe O030pHO, CTAHOBHUTCS OYEBHIIHO,
YTO MPHUHIUIHAAIHLHO KAaueCTBCHHBIC W3MCHCHIS
KOCHYJIMCh €ro MMeHHO B XX Beke. B Hauane cro-
JIETUs aJIbT BIIEPBHIC 3asIBIJI O ceOe KaK IMOJTHOMpPaB-
HbIA COJIbHBIA MHCTPYMEHT. M ¢ KaXAbIM TOAOM
€ro caBa BO3pacTaia, a psiibl KOMIIO3UTOPOB — I10-
KJIOHHUKOB HHCTPYMEHTA POCIIH.

PentepTyap pacmupsuicsi B TOM YHCIIE W albTH-
CTaMH-KOMITO3UTOPAMH, OCO3HAIONIMMH MAaJIOuKC-
JIEHHOCTh COYMHECHHM JUISI POJHOTO WHCTPYMEHTA.
SpxuM npruMepoM cirykuT TBopuecTBO [laymns XuH-
nemuta. KOMIO3UTOp MPEeKpacHO BIAAEN CKPHII-
KOH, HO mpeanoden el 6apXaTucTeiii TeMOp abTa.
Heonnokparao ractpomupys B CLLHA wu EBporme,
KaK aJbTUCT OH MMeN Oonbmioi ycmex. Kommosu-
TOPCKOE albTOBOE Hacienne XWHAEMHUTA BKIIOYa-
€T COHATHI IS aJbTa COJIO U abTa ¢ (hOpTEnHaHo,
COYMHEHHUS JJIs anbTa M KaMEepHOTO OpKecTpa W,
KOHEUHO, Konyepm 013 anvma c opkecmpom «Der
Schwanendrehery.

ATBTOBBIN KOHIIEPT XWHIIEMHUTA SIBISIETCS OI-
HUM M3 TIEPBBIX COUNHEHUH €T0 3pesioro ctuis. st
OoJtee SIPKOTO BBIICIIEHUS TOJI0Ca alIbTa KOMIIO3UTOD
mpeoOpakxaeT OPKECTpP, COXPAHAS B COCTaBe CTPYH-
HOU TPYNIBI JUIIF BHOJOHYEIH W KOHTPabacsl,
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kak u U. C. bax B lllectom bpannenOyprckoMm koH-
1epre. ABTOp caM Urpajl MapTHIO COUCTA MIPH Tep-
BOM MCIOJHEHUM KoHUepTa. BnocineacrBuu Xus-
JIeMHUT OoJiee TPUALIATH Pa3 UCIIOTHI ero B EBporie
u Amepuke.

Konuepr co3gan Ha OCHOBE CTapHUHHBIX HAPO-
HBIX TIECEH M €TO CYUTAIOT €/1Ba JIU HE CAMBIM SIPKUM
Y TIOMYJIAPHBIM W3 BCEX KOHIIEPTOB XWHIEMUTA.
T. H. JIeBast u O. T. JleonTbeBa, CCHITASICH HA PEAN-
CJIOBHE aBTOpa K KOHIIEPTY, OMHCHIBAIOT €T0 MY3bI-
KaJbHYIO HJIEI0 ciieayromum obpasom: « I Inmisman
MPUXOIUT B BECETYI0 KOMITAHUIO W BBIKJIAIBIBAET
BCE, YTO OH MPUBE3 M3JIAJICKA: CEPHE3HBIE U LIY-
TOYHBIE TIECHU U IO KOHEI[ — TaHIIeBaJIbHas Mbeca.
B mepy ymeHMs M 3aT€MJIMBOCTH OH, KaKk HacTOs-
WA MY3BIKaHT, MPETIonupyeT u Gantazupyer» [0,
c. 240].

B menoM anbsTOBBI KOHLIEPT — COYMHEHHUE SIpP-
KO€, OTBEYaroIee BceM TpeOOBaHUSIM KOHIIEPTHOTO
COJILHOTO HCITOTHUTENbCTBA. AJIBT MpEACTaBlIeH
XUHIEMUTOM BO BCEM CBOEM TEMOpPOBOM U Xapak-
TEPHOM pa3HOOOpa3uu, Oarogaps 4eMy COUHHEHUE
ABIISIETCSI HEOTHEMJIEMON YacThiO MPOTPAMM KOH-
HEPTUPYIOMINX ABTUCTOB.

VYcuneHue MHTEpeca K albTy CO CTOPOHBI IPO-
(eccHOHATBHBIX KOMIIO3UTOPOB OOYCJIOBIEHO
TBOPYECTBOM SIPKUX HCIIOJHUTENEH-aIbTUCTOB.
B Hamell cTpaHe 3TO, NpeXJe BCETO, AJBTUCT
B. bopucoBckuii, KOTOPOMY IIOCBATUIN COUYMHEHUS
MHOTHE KOMITO3UTOPBI-COBpeMEeHHUKH. OH Mpojo-
JKUIT TOPOTY LENOH TIes e MPEKPACHBIX aJbTUCTOB,
Onaronaps KOTOPHIM aJbT 3aHsUI MOUYETHOE MECTO Ha
KOHLIEPTHOM 3cTpaze.

«3aBoeBaHHE» aJBTOM KOHLEPTHOW 3CTPajbl
MPOAOJDKAaeTCsT WMo ceil geHb. OCHOBHBIM IIO-
Kas3aTeJieM IOBBIIIEHHOTO MHTEpeca K ajbTy Kak
COJIBHOMY HHCTPYMEHTY SIBIS€TCS OOJIBIIOE KO-
JMYECTBO KOHLEPTOB, HANMCAaHHBIX B XX BEKeE.
[IpeBocxoaHbIE HMCHOJHHUTENH-AIBTUCTHl CBOUM
MacTEPCTBOM BJIOXHOBJSUIM KOMIIO3UTOPOB Ha
cosmanmne mmeaeBpoB. Cpeau pOCCHICKUX HMEH
B CepeinHe Beka BhiaesATcs B. bopucoBckui,
P. bapmaii u @. [{pyxunun, a B EBponie — T. Pubnp
u Y. [Ipumpoy3, KOTOpoMy OB MTOCBSIIEH 3HAMe-
HUTBIH Konyepm Ons arbma c opkecmpom benvi
bapmoka. D10 counHenue OBIIO M OCTAa&TCA Of-
HUM M3 CaMBIX 3HAUYUTEIHHBIX B aIFTOBOM pPETep-
Tyape. Ero ncrnonnenne o06s3aTenbHO MpPU IPO-
XOKJIEHUH KOHKypCa BO MHOTHE OPKECTPHI MHpA.
OObsicHeHHEe TOMY — HEOOXOAMMOE TEXHHYECKOE
COBEPILEHCTBO HCTOJIHUTENS W BIAJCHHE 3BYKOM
KaK TJIaBHBIM MEPHJIOM CTPYHHHKOB.
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Yrto xacaercs koHIA@ XX CTOJIETHS, OJHUM U3
KITFOYEBBIX MPOM3BEACHUN I albTa C OPKECTPOM
apisiercst Konyepm 0ns anbma ¢ opkecmpom Ano-
@peoa Ilnumre. KoHnepT omienoMisier riyOHHOR
Y HECOMHEHHOW MHOTO3Ha4duTeIbHOCThI0. [lopa-
JKaeT BECOMOCTb 3TOTO MPOW3BEICHHUS Kak B pe-
mepTyape albTHCTOB, TaK M B II€JIOM B TBOPYECTBE
KOMITO3UTOpa. XapakTepusys AaHHOE COYHHEHHE,
B. H. Xononosa orMedaer: «AJIBTOBBIA KOHLEPT
[[THMTKE COCTAaBMII BMOXY B MY3bIKE IS 9TOTO HMH-
ctpymeHnTa. [lociie Hero cBou KOHIEPTHI Il aIbTa
coznanu u Jnucon Jlenucos, u Codus ['ybaiinynu-
Ha, 1 Pomnon Uleapun. Bece o ObLIN BIOXHOBIIE-
HBI MCKYCCTBOM 3aMEYaTelIbHOTO OTE4YEeCTBEHHOTO
My3bIKaHTa, MUPOBOTO “‘anbTa HoMep oauH” FOpus
bammera. WHrepnperanus bammerom koHuepra
[ITauTtke nox ympasneHueM PoxaecTBEHCKOro cTa-
JIa 3TaJOHHOM. U ycIiex 3TUX apTUCTOB Ha MOCKOB-
CKOH TpemMbepe ObUI COBEPIIEHHO TPaHINO3HBIM.
ITocsTuB KOHLIEPT banIMeTy, KOMIIO3UTOP YBEKOBE-
YHJI B TAPTHTYPE €TO UMsI, COCTAaBUB €€, KaK BCETa,
U3 “My3bIKaNbHBIX OykB” ero ¢ammnnn: Baschmet
— 64 eS cHE (uudpa 3 [ wactn). Y Bammera xe
AnsroBeiit KoHLEPT LIIHNTKE OKa3ancs Ha MEepBOM
MECTE I10 YHCITy HCIIONHEHUH Cpeiy IPOU3BENECHUI
XX Beka» [10, c. 188].

Bomtomenne TiryOOKOro ¥ MHOTOTPaHHOTO
ABTOPCKOTO 3ambIciia TpeOyeT OT aJIbTHCTa-HC-
TIOJTHUTENST HEMAJIBIX 3aTpar M0 BPEMEHH, a TaKKe
VMHTEIJIEKTYaIbHOTO ~ HAIPSDKEHUSI M TYIIEBHBIX
cwi. Camblii TpynoéMkuii 3tan paboThl — 3TO pa-
00Ta C TEKCTOM KOHIIEPTa, HECMOTpPS Ha TO, YTO
Ansdpen TappueBny HCHIONB3yeT CTAaHAAPTHYIO
KJIACCHYECKYIO0 HOTHYIO 3amich. B TekcTe Mcmonb-
30BaHbl YETBEPTUTOHHI, a TAaK)KE 3aIHCh Maccaxen
B cBoOO/IHOM yckoperud, | u Il vactu nzo0Omyror
CMEHOH pa3mepa ModTH B KaxaoMm Takre. Heobxo-
MO HEKOTOpPOE BPeMs, YTOOBI yXO HMCIIONHUTENS
MIPUBBIKIIO K 0COOeHHOMY 513bIKYy LIIHUTKE.

[Toce ocBOeHHMs TEKCTa mepe] UCIIOIHUTEIEM
BO3HMKAeT HOBAs 33/1a4a — OXBAaTHTh «MY3bIKallb-
HyI0 TbI0y». KOHIIEpT CII0KEH MO TeKCTy C TEXHH-
YeCKOW TOYKH 3PEHHS U IMPOJOJDKHUTEICH IO Bpe-
MeHHu 3BydaHus (oxono 35 muuyT). OT amprucra
TpeOyIOTCs HeMmalible (PU3MYECKHE CHIIBI, YTOOBI
nociue TpynoéMkoil II yactu Belepxarh 15 MuHyT
¢unana. Y 5T0 TOMUMO BOIUIOMIEHUST HEMPOCTOTO
TBOPYECKOTO 3aMbICIIa aBTOPA.

B Konuepre IIIHUTKE anbT pacKpbIBAeTCS Kak
SPKHUI COIMPYIOIIMM HHCTPYMEHT, HE YCTyIaroUIUil
COpEBHYIOIIEMYCA C HUM OpKecTpy. UTo ocobeH-
HO TPUBJIEKATENbHO I aJbTHCTA-HCIIOIHUTEIS,
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— HEBEpOATHOW TIIyOWHBI 3aMBICEN, PACKpPbIBa-  IOJHUTEIBCTBO CTAJNO0 CTPEMHUTEIBHO HaOMpaTh
fomuiicss Omarogaps TOHKOMY H OCMBICICHHOMY — 00OpOTHI, Oiaromapsi 4eMy MOBBICHIICS KOMITO3H-
BOCIpou3BeZeHNI0O Marepuana. OcoOeHHOe BHAE-  TOPCKHM WHTEpeC K MHCTPYMEHTY. MHOTOYHCIIeH-
HUE aJbTa, TOYHAS Mepegada ero TeMOpPOBOTO pa3-  HbIE KOHIIEPTHI BO3BOAST ajbT HA BBICOTY, paHee
HOOOpa3us («pa3HOTOJOCHA»), MPEACTABIEHHOTO  3aHMMAEMYIO JHIIb CKPHUIKOW W BHOJIOHYENIbIO.
B NIPOM3BEICHNH, HE MOXKET HE TIOAKYIIUTE coiucTa.  [Ipexkae Bcero mMeroTcss B BUAY KoHIepThl uis
[[THUTKE TIpW TOMOIIM ajlbTa BOILIOTHJ BCIO Ma-  anbra ¢ opkectpom C. I'ybaiimynunoit, O. [eHnu-
JUTPY BO3MOXKHBIX 00pa3oB: OT pe3koro capkasma  cosa, I. Kamuenu, M. Tapusepmuena, A. LlIauT-
U rpoTecKa J0 HEXHEWIleW TOHKOCTH W MPOH3M- ke, P. llleagpuna. U no ceit aeHp npociiexkuBaeTcs

TCIIBHOCTU YYBCTB. TCHACHIMA Pa3BUTUA aJIbTOBOI'O UCIIOJTHUTCIILCTBA

Hrak, no XX Beka kaHp aJIbTOBOTO KOHLIEpPTa M, KaK CJIEACTBHUE, KOMIIO3UTOPCKOIO HMHTEpPECa
pa3BHUBAJICS IIOCTENIEHHO M BEChbMA 3aTPyJHUTENb- K MHCTPYMEHTY. M B IEpBYIO ouepenb — K JKaHpy
HO. B IIponwioM cToeTun CONBHOE allbTOBOE HC-  KOHIIEpTA.

< AUTEPATYPA (<

1. TopOynos B. H. AnsroBast My3sika pycckux kommo3utopoB XVIII — nagama XX Beka // FOxu0-Poccuiickuit
My3BIKaJIbHEI anbMaHax. 2004. Bemr. Ne 1 (2). C. 231-239.

2. Japma B. H. XKanp ampToBOrO KOHIEPTa B TBOPYECTBE KOMIIO3UTOPOB MAaHTEHMCKOW IKOJIHI // BecTHHK
KemMepoBckoro rocyiapcTBEHHOTO YHUBEPCUTETA KyIAbTypbl U UCKyccTB. 2014. Ne 28. C. 125-133.

3. Hemuenko A. W. duanor Bpemén B my3bike Anbdpena [lautke // [Ipobraembr My3bikaapHOI Hayku. 2014.
Ne 4 (17). C. 87-91.

4. Jemuenko A. WM. Kommax u momuctmwimcTHka B MCKyccTBe XX B. // M3Bectms Bonrorpanckoro
rocyIapCcTBEHHOro neaaroruyeckoro yuusepcurera. 2005. Ne 2. C. 42-52.

5. Jlebyme M. bax. M.: Mononas reapaus, 2015. 297 c. OK3J1. Mamnas cepus).

6. Jlesaa T. H., JleontneBa O. T. [layne Xunagemur: XKuszub 1 TBopuecTtBo. M.: My3bika, 1974. 449 c.

7. Crpyse b. A. Ilpouecc popmupoBaHust BHONT B CKpHITOK. M.: Mysrus, 1959. 258 c.

8. TapakanoB M. E. CumpoHHsSt 1 HHCTPYMEHTATBHBIN KOHIIEPT B PYCCKOM coBeTCKOi My3bike. M.: CoBeTckuit
xommno3urop, 1988. 271 c.

9. UYepnosa-Crpoii U. B. FOpuii bammer — rpanu coeepiuenctsa. JIbBoB: [Mupamuna, 2003. 208 c.

10. Xomonosa B. H. Kommosutop Anbdpen [llantke. M.: Apkanm, 2003. 256 c.

11. Kemp I. Hindemith. London; New York: Oxford UP, 1970. 59 p.

12. Luttman S. Paul Hindemith: A Guide to Research. New York: Routledge, 2005. 130 p.

13. Solomon M. Mozart: A Life. 1st ed. Harper Collins Publishers, 1995. 640 p.

14. Shaymukhametova Liudmila N. Bach and Newton: Artistic Parallels (About the Creative Content of the Urtext
of the Inventions and Sinfonias) // Problemy muzykal’noj nauki/Music Scholarship. 2016. No. 3, pp. 15-20.
DOI: 10.17674/1997-0854.2016.3.015-020.

15. Shaymukhametova Liudmila N. The Migrating Intonational Formula as a Phenomenon of Musical Thinking //
Problemy muzykal’noj nauki/Music Scholarship. 2017. No. 1. pp. 61-73. DOI: 10.17674/1997-0854.2017.1.061-073.

16. The Cambridge Mozart Encyclopedia / Edited by C. Eisen and S. P. Keefe. N. Y.: Cambridge University Press,
2006. 662 p.

17. Williams P. Bach: A Musical Biography. Cambridge: Cambridge University Press, 2016. 718 p.

06 asmope:

IHleBunoBa Anactacusa BuagumupoBHa, mnpernonasaresb KadeIpbl OPKECTPOBBIX CTPYHHBIX
nHCTpyMeHToB, CapaToBckas rocynapcTBeHHast KoHcepsatopus um. JI. B. Codunosa (410028, . Capatos,
Poccust), ORCID: 0000-0002-1191-8453, svirepova.anastasia@yandex.ru

36



2018,1 Musical Genre and Style 0

< REFERENCES (<

1. Gorbunov V. N. Al’tovaya muzyka russkikh kompozitorov XVIII — nachala XX veka [Music for the Viola
by Russian Composers from the 18th to the Early 20th Centuries]. Yuzhno-Rossiyskiy muzykal nyy al’'manakh [South
Russian Musical Almanac]. 2004. No. 1 (2), pp. 231-239.

2. Darda V. N. Zhanr al’tovogo kontserta v tvorchestve kompozitorov mangeymskoy shkoly [The Genre of
the Viola Concerto in the Music by Composers of the Mannheim School]. Vestnik Kemerovskogo gosudarstvennogo
universiteta kultury i iskusstv [Bulletin of the Kemerovo State University of Culture and Arts]. 2014. No. 28,
pp. 125-133.

3. Demchenko A. I. Dialog vremen v muzyke Al’freda Shnitke [Dialogue of the Historical Time Periods in the
Music of Alfred Schnittke]. Problemy muzykal noj nauki/Music Scholarship. 2014. No. 4 (17), pp. 87-91.

4. Demchenko A. I. Kollazh i polistilistika v iskusstve XX v. [Collage and Polystylistics in the Art of the 20th
Century]. Izvestiya Volgogradskogo gosudarstvennogo pedagogicheskogo universiteta [Proceedings of the Volgograd
State Pedagogical University]. 2005. No. 2, pp. 42-52.

5. Lebushe M. Bakh [Bach]. Moscow: Molodaya gvardiya, 2015. 297 p. (Zhizn’ zamechatel 'nykh lyudey. Malaya
seriya [Life of Remarkable People. Small Series]).

6. Levaya T. N., Leontyeva O. T. Paul’ Khindemit. Zhizn’ i tvorchestvo [Paul Hindemith: Life and Work].
Moscow: Muzyka, 1974. 449 p.

7. Struve B. A. Protsess formirovaniya viol i skripok [The Process of Formation of Viols and Violins]. Moscow:
Muzgiz, 1959. 258 p.

8. Tarakanov M. E. Simfoniya i instrumental 'nyy kontsert v russkoy sovetskoy muzyke [The Symphony and the
Instrumental Concerto in Russian Soviet Music]. Moscow: Sovetskiy kompozitor, 1988. 271 p.

9. Chernova-Stroy 1. V. Yuriy Bashmet — grani sovershenstva [Yuri Bashmet — the Boundaries of Perfection].
Lviv: Piramida, 2003. 208 p.

10. Kholopova V. N. Kompozitor Al fred Shnitke [Composer Alfred Schnittke]. Moscow: Arkaim, 2003. 256 p.

11. Kemp I. Hindemith. London; New York: Oxford UP, 1970. 59 p.

12. Luttman S. Paul Hindemith: a Guide to Research. New York: Routledge, 2005. 130 p.

13. Solomon M. Mozart: A Life. 1st ed. Harper Collins Publishers, 1995. 640 p.

14. Shaymukhametova Liudmila N. Bach and Newton: Artistic Parallels (About the Creative Content of the Urtext
of the Inventions and Sinfonias). Problemy muzykal 'noj nauki/Music Scholarship. 2016. No. 3, pp. 15-20.

DOI: 10.17674/1997-0854.2016.3.015-020.

15. Shaymukhametova Liudmila N. The Migrating Intonational Formula as a Phenomenon of Musical Thinking.
Problemy muzykal 'noj nauki/Music Scholarship. 2017. No. 1, pp. 61-73. DOI: 10.17674/1997-0854.2017.1.061-073.

16. The Cambridge Mozart Encyclopedia. Edited by C. Eisen and S. P. Keefe. N. Y.: Cambridge University Press,
2006. 662 p.

17. Williams P. Bach: A Musical Biography. Cambridge: Cambridge University Press, 2016. 718 p.

About the author:

Anastasia V. Shevtsova, Faculty Member at the Department of Orchestral String Instruments,
Saratov State L. V. Sobinov Conservatory (410012, Saratov, Russia), ORCID: 0000-0002-1191-8453,

svirepova.anastasia@yandex.ru

37



& N3 uctopum 3apyoexxHoi My3biku 25

ISSN 1997-0854 (Print), 2587-6341 (Online) DOI: 10.17674/1997-0854.2018.1.038-045
VIK 787.3

A.A. LINBUHCKAA

Pocmoscras cocyoapcmeennas xoncepsamopus um. C. B. Paxmanunosa
2. Pocmos-na-/[ony, Poccus
ORCID: 0000-0002-2310-967X, lkjI2015@inbox.ru

Kpuctodpep CMMINCOH — NepBOOTKPbIBaTEADb
TeMbl BpEMEH ropAa B MHCTPYMEHTAAbHOM MY3blke

B craree ocBemaeTcs >KM3HEHHBIH W TBOPYECKHWH IyTh aHIIMICKOro Kommosutopa Kpucrodepa Cummcona
(1602/1606—1669) — aBTOpa TIEPBOTO B HCTOPHH €BPOIIEHCKOI MY3BIKH HHCTPYMEHTAJIHHOTO IHKIA «Bpemena romay
(1659). CumricoH ponmics B KaTOIMIECKOH CEMbE B ATIOXY, KOT/Ia KaTONHITN3M B AHIIINH ObUT O(UITHAIEHO 3aIpeié,
MHOTOE B ero 0morpaduu octaércs TaitHoH. CHMIICOH OBUT YHHBEPCAIEHBIM MY3BIKAHTOM: ONECTSIINM BHPTYO30M-
WCIIOTHUTENEM Ha BHOJIE Ja ram0a, KOMIIO3HTOPOM, TEOPETHKOM, negaroroM. He mMess BO3MOKHOCTH OTKPBITO
3aHUMAThCSl KOMIIO3UTOPCKOM AEATEIHHOCTBIO, OH ITyONMKOBal COOCTBEHHBIE COYMHEHHSI B Kade€CTBE HMPUMEPOB
K CBOMM T€OPETHIECKHUM TpakTaraM. [ My3bIKaHTOB, OCBaMBAIOUINX BHOMY a ram0Oa, ero Tpyx «The Division-Viol,
or, the Art of Playing ex Tempore upon a Ground» («Buomna, mmu VickyccTBO Hrphl o rpayHAy», 1667) He yTpaTui
aKTyaJbHOCTH JI0 HAIINX JAHEH.

JInme Heckonpko mpousBeneHUi CUMIICOHAa OBUIM W3HAHBI OTAENbHO: UK w3 12 ¢anrtasmit «The Monthsy
(«Mecsmp) n ki «The Seasonsy («Bpemena roma») st AByxX BHOI fa ramba u basso continuo. Bropoii mpencrasisier
cO0O CBEpXIMKI M3 YETHIPEX MPOrpaMMHBIX (aHTazuii-crout («BecHay, «Jlero», «OceHp», «3umay). Cumicon
CTaJI IEPBOOTKPBIBATENIEM TEMbI BPEMEH Iofia B MHCTPYMEHTANIBHOI My3bIKe 310XH 0apokko. Ero muki BuchIBaeTCs
B TPAJULUK aHIINICKON aHcaMOneBOl My3bIKH. B cpaBHEHHM C COUMHEHHSIMH KOMIIO3UTOPOB MHBIX HAIlMOHAIBHBIX
IIKOJI, TPAKTOBKA >KaHPOB BHYTPH KaXI0H (paHTa3MU-CIOMTHI OKa3bIBa€TCA BECbMa MHAMBHUIYaNIbHONH. JTO KacaeTcs
CTPYKTYpHI (haHTa3Wif, B KOMIIO3UIIMOHHOM IUIaHE KOTOPBIX aBTOP MCXONMJI M3 COOCTBEHHOW HCIIONHUTEIBCKON
npakTukd. Onbir CHMIICOHA B CO3JaHMM MAacIITA0HOTO COYMHEHHS HAa TEMy BPEMEH roza HMOydHiI HPOROIDKEHHE
BO MHOrux counHeHusx X VII u nocnenyromux BEKOB.

KnroyeBbie cioBa: BpemeHa roga B My3bike, Kpucrodep CumricoH, GanTa3us-cronTa, aHIIniickas aHcamoOieBas
(anTazus, BUONA J1a ramoa.
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Rostov State S. V. Rachmaninoff Conservatory, Rostov-on-Don, Russia
ORCID: 0000-0002-2310-967X, lkjl2015@inbox.ru

Christopher Simpson, a Pioneer
of the Subject of the Seasons in Instrumental Music

The article illustrates the life and artistic path of English composer Christopher Simpson (1602/1606—1669), who
wrote the “The Seasons” (1659), the first a such instrumental cycle devoted to this topic in the history of European
music. Simpson was born into a family of Catholics during the time when Catholicism was officially prohibited in
England; many elements of his biography remain a mystery. Simpson was a universal musician: a brilliant virtuoso
performer on the viola da gamba, a composer, a music theorist and a teacher. Not having the possibility to lead an open
life, he published his own compositions as examples to his theoretical treatises. For musicians mastering the viola da
gamba his work “The Division-Viol, or the Art of Playing ex Tempore upon a Ground” (1667) has not lost its relevance
up to the present day.

Only several compositions by Simpson were published separately: the cycle of 12 fantasies “The Months” and
the cycle “The Seasons” for two viola da gambas and basso continuo. The second of them presets a super-cycle of
four programmatic fantasy-suites (“Spring,” “Summer,” “Autumn” and “Winter””). Simpson became a pioneer of the
subject of the seasons in the instrumental music of the Baroque period. His cycle fits into the traditions of English
ensemble music. In comparison with the works by composers of other national schools, the interpretation of genres
within each fantasy-suite remains very individual. This relates to the structure of the fantasy, in the compositional
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structure of which the composer stemmed from his own performance practice. Simpson’s attempt to create a large-
scale composition on the subject of the seasons was later continued in numerous compositions in the 17th century and

in the subsequent centuries.

Keywords: the seasons in music, Christopher Simpson, fantasy-suite, English fantasy for ensembles, viola da

gamba.

Hayaie XXI Beka, Kak U B MPEAIIECTBYIO-

IIEM CTOJIETHH, MY3BIKaHTHI-MCIIONTHUTEIH

COXPAHSIOT YBIEYEHHOCTh CTAPUHHOU MY-
3BIKOW M 9acTO BKJIFOYAIOT B CBOW pemepTyap Ipo-
W3BEJICHUS MAaJIOM3BECTHBIX KOMIIO3UTOPOB. Tak,
B 2005 rogy amepukaHckue ramouctsl Opuaepuka
XbtomaHH U bpaiian @paHKIMH peann30Balu YHU-
KaJIbHBIM MCHOJHUTENbCKUNA TMPOEKT — 3alucalld
Iuck ¢ npousseneHmsiMu Kpuctodepa Cumricona,
MOCBAMEHHBIME TeME BpeMEH rojia, — « The Seasons,
the Monthes & Other Divisions of Time» («Bpeme-
Ha TO/1a, MECSIbl U IPyrHe MEPUOIbl BpEMEHI»)'.
WuTepec ncnomHuTenei molOyxaaeT 3aaTrbCs BO-
npocoM, kto Takoir Kpucropep Cummcon. Llensb
JAHHOW CTaTbu — JaTh KPATKyI0 XapaKTEPUCTHUKY
mmaHocTH CHMIICOHA, €T0 TBOPYECTBA, ONIPEIEIUTh
BKJIaJ] KOMIIO3UTOpPA B UCTOPUIO AHIVIMHCKON aH-
cambreBoit My3biku X VII Bexka.

Nms Cumricona B HacTosIIee BpeMst OYTH 3a0bI-
TO, B OTEYECTBEHHOM MY3BIKO3HAHHH PA0OT, MMOCBSI-
MIEHHBIX €r0 JIMYHOCTU U MPOU3BENEHHAM, (aKTH-
4yecKkH HeT. HekoTopbie cBeieHHs COAECPIKUT KpaTKast
cratbs b. B. JIoOpoxoToBa B My3bIKaIbHOH SHIIU-
korequn [3, ¢t0. 10]; HECKOJIBKO CTpaHUI] OTBEIC-
HO Cumricony JI. C. ['uH30yprom B kuure «Mctopust
BHOJIOHYEILHOTO MCKyccTBa» [2, ¢. 326-3317]2

CeromHa MBI paciiojlaraéM BecbMa CKyIHBIMHU
CBE/ICHUSIMU OTHOCHTEIHHO OMOTpaduu KOMITO3U-
TOpa, 4YTO OOBACHSIETCS HECKOJIBKHMHU MPHUYUHAMHU.
CuMIICOH poawiics B KaTOJIMYECKOW CEeMbE B Hada-
ne XVII Beka, korma B AHIIMHM KaTOJIMKOB CypOBO
npecnegoBain. OduUImraibHO KaTONIMIU3M ObLT 3a-
npeméH B cTpane emé B 1559 romy, a ¢ mosiBiIeHHEM
HOBOTO PEIUTHO3HOTO TEYEHUS — IyPUTAHCTBA —
KaTOIMYEeCKHUEe CEMBbH MOJBEPTaICh PETIPECCUIM
1 TOHeHUsM [8, c. 4464477,

BunuMo, B CBA3M € NPUHAAIEKHOCTHIO
CuMIicOHa K KaTOJM4YEeCKOMY BEpOHCITOBEIAHUIO
MHOrOe Bero Oworpaduu ocTaércsi MOKPHITHIM
TaiiHoH. [laxke matel poxacHus U cMepT CHMIICO-
Ha B JIOCTYIHBIX MCTOYHUKAX MPUBOASTCS Pa3HbIE:
natel poxacHus — 1602 u 1606 ronbl, naTel cMEPTH
- 1669 u 1674.
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O6pazoBanue, Kak 3TO OBUIO TPHHATO B TE
rOfbl B KaTOMMYECKUX CeMbsiX, CUMIICOH TOIYYHII
Bo ®PpaHuuWH, B KaTOMHYECKOM Kouiemxe CBATOTO
Owmepa [18, p. 8]. 3akoHOMEPHO, UTO B JaTbHEHIIIEM
peNUrHs ChIrpajia BaKHYIO POJb B )KU3HU MY3bIKaH-
Ta: B 1629 roxy on 6pu1 pykononoxén B Pume, mo-
cie Jero BCTymui B obmiectBo Mucyca B Borrene
(®panuwms). [Hourn 20 ner CumMiicoH mpoBEN 3a mpe-
nenamMu AHIITUA U Uinh B 1639 romy BepHyJCS HA
POIMHY YK€ B KaueCTBE CBAILICHHHUKA IEpKBU CBsl-
toro Moanna B lapeme [15, p. 59].

K coxanenuto, tHQopMaIms o TOM, KOTJia U TIie
CHUMIICOH TONMy4YHJI My3BIKaJIbHOE€ 00pa3oBaHUe,
OTCYTCTBYeT. MOXHO NPEINONOKUTE, YTO Tep-
BOHA4YaJIbHO OH OOydJaics aoma, a 3aTeM B Pume.
N3BecTHO nHUIIB, YTO 3TO OBLT YHUBEPCATIHHBIN My-
3BIKaHT-TIpo(heccronan: OnecTsImuil BUPTYO3-HC-
MIOJTHUTENh Ha BHOJE Ja ramba, KOMIO3UTOp, TEO-
PETHK, MeAaror.

Bce Buabl My3bIKaJbHONH  J€ATEIBHOCTHU
Cumricona ObUTH CBsi3aHBI C BUOJIOH Ja ramba —
[JIaBHBIM JUISI HETO WHCTPYMEHTOM. JTO OOBSICHS-
€TCs YPE3BBIYANHON IOMYISIPHOCTBIO BHOJIBI A
ram0a B AHmmu B niepBoid monoBuHe XVII Beka.
E€ BocTpeboBaHHOCTH ObLTa 00yCIIOBIIEHA TMOBCE-
MECTHBIM PacIpOCTPAaHEHHEM KaMEpPHON MY3BIKH
Y PaciBETOM KOHCOPTOB — HEOOIBIINX HHCTPYMEH-
TaJbHBIX aHcamOiel. B ux cocTtaB MOITIM BXOOUTH
WHCTPYMEHTHl W3 pa3HBIX CEMEWCTB: Hampumep,
JIOTHS, OacoBas LMCTpa, BUOJa Jia ramba, ¢uieiiTa,
COIIPaHOBAas BHOJA.

CHUMIICOH 3acCIyXWJI PEemyTaluio BHUPTYO3HO-
IO HCTIOJIHUTENSA, XOTA JOKYMEHTAJIbHBIX CBHJE-
TEJIBCTB O €ro BBICTYIUICHHSIX HE COXPAHMIOCH.
UcnonantenscTBY Ha ramM0e OH MOCBATWI CBOH
nepsbiit TpakraT « The Division-Violist, or, the Art
of Playing upon a Ground» («Buona, mim Hckyc-
CTBO MIPBI 110 TPAYHIY»), H3IaHHBIH B 1659 romay*.
Tpyn BBICOKO ILEHUIM COBPEMEHHUKM: Yapibi
Konman, JIxon Jxenkuuc, Mateio JIokk, [[>koH
KapBBapzeH mOCBITHIN €My CTHUXH, KOTOpBIE
ObuUTH OITyONHMKOBaHBI Ha HAYalbHBIX CTPAHUIAX
nepBoro msnanus Tpakrara [14]. B uém Cumncon
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BEChbMa BBICOKO OIIEHHBAJ BO3MOXKHOCTH CBOETO
WHCTPYMEHTA: «...BHONA B pyKaxX OTJIMYHOTO HC-
TIOJIHUTENST MOXKET, 0€3 COMHEHUSI, CUUTAThCS OJI-
HUAM W3 Jy4YIOINX MY3bIKaJbHBIX HHCTPYMEHTOB)»
[Ibid., p. 3].

[TomuMo Ha3BaHHOW PaOOTHI, HE yTpPaTHBIICH
cBoeii aktyanbHOCTH U B X X Bexe, CUMIICOH co3/1amn
JIBa TpyJa B 00JNaCTH TEOPUH KOMITO3HMIMU. Brico-
KYIO OIICHKY COBPEMEHHHKOB MOJYyYHII €T0 TPAKTaT
«The Principles of Practical Music» («IIpuniu-
bl MY3BIKQTBHON TPAaKTUKWY»), W3JAHHBINA B 1665
rofy’. Yepe3 Ba rojia MOSIBUIICS BTOPOH TEOPETH-
yeckui Tpya — «A Compendium: or, Introduction
to Practical Music» («Kparkoe pykoBomcTBO, Min
Bgenenne B My3bIKanbHYIO IPAKTUKY») [2, ¢. 331].
Tpyner CumricoHa ObUTH CTOJb IIEHHBIMH, YTO €r0
nznarens [Ixon [Tneiidopx ucrons3opan pparMeHT
TekcToB CHUMIICOHAa B CBOéM Tpaktare «A [brief]
Introduction to the Skill of Music» («[Kparkoe]
BBEJICHHUE B HCKYCCTBO MY3BIKUY») [6, c. 3].

Kommosutopckyto  gesrensHOCcTh  CHMIICOH
MIOCBATHJI JIByM BHIAaM BHOJ: CONPAHOBOW BHO-
Jie ¥ Buosie Aa ramba. MiMenHo ams mocnenHeid oH
Hamucal OONBIIMHCTBO IPOM3BENeHUA. MHOTHE
n3 HuX CHUMIICOH OITyONMKOBall B TPaKTarax, BBE-
sl UX B Ka4eCTBE HOTHBIX MpUMepoB’. Bo3moxkHO,
3TO OBLJIO CBA3aHO C IOCTATOYHO CIOXKHOM MONH-
TUYECKON M PEIMTHO3HON O0OCTaHOBKOW B AHINIHU.
K 1640 roxy nyputane yxe 3aKpernuin CBOM MO3H-
uK B ctpaHe. OT UX paJuKaIbHBIX Mep N0 Oopboe
C «TPEXOBHBIMH COOIa3HAMM» TOCTpajana B TOM
YHCIie ¥ My3bIKaJlbHAs KU3Hb: IIypUTaHE O0BSIBIIN
podeCcCcrio My3bIKaHTa «SI3bIYECKOM», yHUUTOKAIH
MY3bIKaJIbHbIE WHCTPYMEHTHI, HOTBL. MHOTHE KOM-
MTO3UTOPBI BBIHYKIEHBI ObUTH MyOINYHO OTpPEYbCs
ot mpodeccuoHanbHON neaTensHOCTH. CHUMIICOH,
Oyay4d HE TOJIBKO MY3BIKAHTOM, HO W CBSIIIICHHU-
KOM-KaTOJINKOM, HE MOT ITO3BOJIUTH ce0e MOSIBUTHCS
B CTOJIUIIE, CBOOOTHO 3aHUMATHCSI KOMITO3UTOPCKOM
JIEeSTeNPHOCTBIO. JTO TOATBEPKIAET CIIEXYIOMINN
(akr ero ouorpaduu: CUMIICOH y4acTBOBaJ B AH-
IMICKOM TpakaaHckoi BoitHe ¢ 1643 mo 1644
rompl Ha CTOpoHe posnuctoB. Ilocie ocampl ero
poxHoro ropoaa Mopka oH BRIHYX/ICH ObLT 6€XKaTh.
B 1644 rony CumncoHy yaanoch CKPBITHCS B IIOME-
cthe capa Pobepra Bomnca (CkemmtoH, rpadcrso
JlyakonsHIIHP, AHTIIHS), TJE OH OCTaBaJICs, ITO-BU-
JUMOMY, 10 KOHI[a Xu3Hu [18, p. 7].

Haxonsce B umenun bomica u 'y Hero Ha Ciryx-
6e, CHMIICOH BOCHHMTAJl HECKOIBKUX MPEKPACHBIX
BHOJIMCTOB, Cpeau KOTOpBIX Obutm chiH PoOepra
Bomnca JTxown, xxon Cenr-bap6 u npyrue [12].

40

C Buooii 1a ramba cBsA3aHO W BaXkHEk1ee co-
ypHeHne CUMIICOHA, N3aHHOE OTAETIHHO OT TpPaK-
taroB B 1659 romy, — «The Seasons» («Bpemena
roga»)’. DTO CBEPXITUKII, COCTOSIIUA U3 YETHIPEX
MPOCTHIX IMKJIOB, PAacCHOJOXEHHBIX B COOTBET-
cTBUH O cMeHoH BpeMEH rona: «The Spring», «The
Summer», «The Autumny, «The Winter» («Becuay,
«JIeroy», «Ocenby, «3umMa»). Kakaplii UK HaITH-
caH B aHpe (aHTa3UH-CIOUTHI, B HACTOSIIEE BpeE-
M TPAKTUYIECKH 3a0BITOM, HO PaclpoCTpaHEHHOM
B aHmuiickoil My3bike X VII Beka.

danHTa3UA-CIONTA MPEACTABISIET COO0H 0C00YI0
Pa3HOBUIHOCTH 0APOYHON MHCTPYMEHTAIBHOM CIO-
WThI, 00JIIAI0IIY0 CBOMMH YCTOMYHUBBIMH OCOOCH-
HocTsiMu. 1o maenmio K. ®unga, mepBeie 00pa3ibl
(haHTa3Mi-CIONT TOSIBIJIMCH B TBOPUECTBE aHTIINH-
ckoro kommosutopa Jxona Kymepa ([xoBanHU
Komnpapno), kotopslit n3nan coopuuk u3 24 danra-
3UN-CIOUT JIJI1 OHOW WJIM JIByX CKPUIIOK, BUOJIBI 1a
ramba u oprana (1622). Bce nuknbl cOOpHHKa CO-
CTOAT W3 TPEX Tbec: (haHTa3wu, aJmieMaHAbl (MHO-
ria aire’) uranpsipasl. [logoOHass Momenb (aHTa-
3MU-CIOUTHI ObLIa MOJXBayeHa W pa3BuTa J[»KOHOM
JxenknucoMm, Kpucrodepom ['mb660HCOM, M3THIO
JIOKKOM | APYTUMH KOMIo3uTopamu'’.

CuMIcoH B cBepXmuKie «Bpemena romay mpo-
JTOJDKAET U B TO )K€ BPEMS Pa3BUBAECT YCTAHOBHBIITY-
10Cs TPAJIUIINIO KOJIMYECTBa YacTeil (haHTa3nu-crou-
ThI ¥ €€ *aHpoBoro cocrasa: 1) Fancy (panrazus);
2) Aire; 3) Galliard (ranmbsipna).

[TompITaemMcst KpaTKO OTBETUTH Ha BOIIPOC, Ka-
KOBa crenr(rka TPaKTOBKH XaHPOB U (GOpM Ka-
XKI0H 13 yacTer (hanTazuii-cront CHUMIICOHA.

B kauecTBe mepBOil YaCcTU LMKJIA KOMIIO3UTOP
MCIOJIB30Bal fancy (paHTa3uo) — KaHp, MOTYyUHB-
IMH IIUPOKOE PacHpOCTPaHEHUE B AHNIUKCKOM
koHcopTHOU My3bike XVII Beka. K Hemy obparma-
JIUCh MHOTHE KpyMHEHIIHe KOMITO3UTOpsl: OpiaH-
no ['m66onc, Tomac Jlymo, Yumesm Jloyc, JxoH
Jxenkunce, Tomac TomxuaC u apyrue [9, c. 22].
KoHTHHEHTaNBPHBIE KOMJIETH AHTIUICKUX aBTOPOB
«HE CTOJIb aKTHBHO pa3padaThIBaId THIT aHCaMOJie-
BoH (haHTa3mM, 3aTO SBHO pazHOOOpaszmimu e uc-
MOJTHUTENLCKUIM COCTaB, HanmpuMmep (aHTazuu JUis
nByx Buoi Jlyn KynepeHa wiu e 1is IByX CKpHU-
ok 1 6aca Aanpea @ampkonbepu» [1, ¢. 151].

Amnrnuiickue fancy XVII Beka oTinYaiuch
SIPKOH HAIMOHAJIBHON CHeIUpUKON Mpexae Bce-
ro Omaromapsi TeMOpPOBOI OKpacke, BEIh KOMIIO-
3UTOPBI COYMHSUIM HMX HCKIIOYUTENHHO IS BU-
ompHOTO aHcam6ms. T. B. CmupHOBa oTmMeuaer,
YTO HECMOTpS Ha IOCTENEHHOE YTBEp)KIEHUE
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CKpPUIIKM B MYy3bIKajlbHOW mnpaktuke XVII Beka,
TEeMOPOBO-UCIIOJIHUTEILCKUIA COCTAB aHIJIMU-
CKOW KOHCOPTHOM fancy octalicsi HeW3MEHHBIM [9,
c. 75]. llpennasHadast CBOM KOMITO3UIIMH HCKIIO-
YUTEIHHO 1Sl BUOJ, CHMIICOH IOJTHOCTBIO CIIE0-
BaJI HAIIMOHAJIbHON aHTJIMUCKON TpagulluH.
AncambneBsie fancy XVI-XVII BekoB BcE xe
HOYMHSIOTCS CTPYKTYPHOMY TIPUHIIAITY OTHOYACT-
HOCTH, XapaKTepHOMY JJisl MHOTHX pPaHHHX HWH-
CTPYMEHTAJIbHBIX XaHpoB. OJHAKO B 3TUX paMKax
OyKBaJIbHO Ka)KJ[0€ COYMHEHHE OTINYaeTCs WHAN-
BUIyaJlbHOCTHIO. Fancy u3 uukna «BpemeHna roga»
CuMIicoHa MO)KHO OTHECTH K KOHTPaCTHO-COCTaB-
HOW (hopMe, MOCKOIBKY OHH COCTOSIT M3 HECKOIb-
KX 000COOJICHHBIX U TEMAaTUYECKH HE CBS3aHHBIX
KOHTPACTHBIX Pa3/IeioB, Pa3IMYHbIX 10 (akTypHOI
¥ TeMIIOBOW opranuzaiuu. OOparuM BHHMaHUE
Ha TPAKTOBKY JTOr0 >kaHpa camMuM CHMIICOHOM.
B cBoém Tpakrare «The Division Violist, or, the Art
of Playing upon a Ground» oH U3JI0KHII COOCTBEH-
HBI CTPYKTYPHO-KOMIO3UIIMOHHBIN IUIaH fancy:
1. «Fugue» (®yra); 2. «Contest of division» («Co-
peBHOBaHHME Mexay maptusmmy»); 3. «Grave and
harmonious music» («Cepb€3Hast U TapMOHUYHAS
My3bIKay) (1uT. mo: [17, p. 6]). OnHako ymomsHy-
ThI€ ABTOPCKHE Ha3BaHUS pPa3leiioB U TEMIIOBBIC
yKazaHus B (pakCUMIIBHOM w3JaHun «BpeMEn
roga» He purypupyrot. IlosTomy cremgyer opueHTH-
pOBAaThCS TOJIBKO HA COAEP KaHNE HOTHOTO TEKCTA.
B mpomecce amanmza dantazmii u3 «Bpemén
ro/iay Mbl NPUIILUIA K BBIBOAY, uT0 CHUMIICOH clie-
IyeT cBOeMy 3aMbiciy He OykBanmpHO. Ilo mpen-
JIO)KEHHOMY TUTaHY BBICTPOCHA TOJNBKO fancy W3
mukiia «Ocenby. B apyrux danTasmsx (M3 1HUKIOB
«Becnay, «Jletoy», «3umay) KOMIIO3UTOp YCHIIH-
BaeT KOHTPACT 4Yepe3 yBeIHMUeHHe KOIWYecTBa da-
CTell W MPH TOM KOMOMHHPYET THIIBI KOHTPACTA.
B ¢dantazun 1nmkna «BecHa» MOBTOpSIOTCS W Ye-
penyroTcs nBa paszaena — BUpTyo3Hblid «Contest of
division» u memnennsiii «Grave and harmonious
musicy». ClieyeT OTMETUTD, 9TO BUPTYO3HBIC OCHO-
BaHbl HA OTHOCHUTEIHHO HOBOM MY3BIKAJIBHOM Ma-
Tepuase, a ABa MEJICHHBIX CBA3aHBI MEXy COOOH
TEMAaTHYECKU, HO TAKKe CTPOATCS HAa HOBOW TeMe
10 OTHOLICHHUIO K APYTHM paznenam fancy. Takum
obpasom, panTazus u3 crouts «BecHay cocTout u3
ISATH PA3AeIIoB, U ¢€ 00U TUTaH BEITJBSIIUT CIICITY-
romuM obpazom: 1. Fugue; 2. «Contest of divisiony;
3. «Grave and harmonious music»; 4. «Contest of
division»; 5. «Grave and harmonious musicy.
Hdpyrasi pasHOBHIHOCTh fancy BCTpe4aeTcs
B ukiax «Jlero» u «3umay. B HUX KOMITO3HTOD
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YCHIIMBACT KOHTpPACThBI 3a CUéT BBCACHUA HOBO-
ro pasgena — «Triplay («TpoitHoii»)!': 310 pasmen
B TPEXJIOJIBHOM METpE, OCHOBaHHBIM Ha HOBOM
teMe. OH MOMEIMIEH MEXIY OOpaMIISIOIMIUMH €TO
MemieHHpIMU dacTaMu «Grave and harmonious
musicy.

Xapakrepu3sysl KaxJIblii U3 pasieioB fancy, ot-
METUM, 4TO (paHTa3Wu OTKpPHIBAIOTCS (yroif, KOTO-
pasd OTBEYACT CTUJICBBIM HOPpMaM 3I10XH. Bce YCTBIPC
(yru MMEroT MHTOHAIIMOHHO W PUTMHYECKH SIPKUE
TEMbl CO CTPYKTYPOH «SApO — pa3BEPTHIBAHUEY.
B HagvansHOM OKCIIO3MIHNOHHOM pasacii€ TEMBI IIPO-
BOIATCS B TOHUKO-CYOJOMHHAHTOBOM COOTHOIIIE-
HUH. B MOCIEIKCIO3UIIMOHHOM OCHOBHOE Pa3BUTHE
OCYIIECTBIISIETCs Oiarofapsi CTpeTTaM U IPOBEICHH-
AM TEMbI Ha pa3HbIX TOHAJIbHBIX YPOBHAX.

Oco60ro BHUMaHHS 3aCITy’KUBAET BUPTYO3HBIH,
monBrokHEIN pazgen «Contest of division», ciemy-
omuid 3a ¢yrod. OH NPUBHOCUT 3HAYUTEITHHBIN
KOHTPacT B (aHTa3zuio 3a c4ET CMEHBI (aKTyphI
" XapakKTe€pa HWCIIOJIHCHHA. Temarudueckue CBSI3U
C OCTAJIbHBIMU YaCTAMHU B OTUX pa3acjiax HE IIpO-
CJIC)KUBAIOTCAL.

«Contest of division» cocTOUT U3 ABYX 3TaIOB
pasBUTHs MaTepuaja: CHayala B MapTHHU OJHOTO
M3 4YEeTBIpEX HHCTPYMEHTOB 3BYYHUT BUPTYO3HAs
tema. OcCTaNbHBIE YYaCTHHKH aHCaMOJs CO3IAI0T
TapMOHUYCCKYIO IIOAACPKKY, AaBasA BO3MOXKHOCTb
COJIUCTY TPOJCMOHCTPUPOBATh CBOE TEXHUYECKOE
MactepcTBo. Ha BTOpOM 3Tare pa3BuTHS BCE HH-
CTPYMCHTBI OAHOBPEMCHHO MCIIOJIHAOT BUPTY-
O03HYI0 TeMy JTM0O B YHHUCOH, JINOO MMHUTAIIHOHHO.
[Mogo6Hast MozieTThb KOMITO3UIIHOHHO-CTPYKTYPHOTO
iana paszaena «Contest of division» BcTpedaeTcs
BO Bcex fancy «Bpemén romay» Cummncona. Ects oc-
HOBaHHA T'OBOPUTH O SABHO BLIpa)KeHHOﬁ naee KOH-
LEPTHUPOBaHUsI (COPEBHOBAHUS COJIUCTOB U Yepeio-
BaHWS tutti u s0lo).

[Mocne BUPTYO3HOTO TIOABUKHOTO pasjielna ciie-
JTyeT HOBBINA, CO3MAOIINIA emIé 0oJiee CHIIbHBIN KOH-
TPacT, — YMEPEHHBIN 110 TEMILY 3IM30] B aKKOPIO-
Boii dakrype «Grave and harmonious musicy. Kak
IIpaBuUJIO, OH HAIIUCaH U B JJ;perI\/’I TOHAJIbBHOCTH.

CHMIICOH, KaK BHJUM, CO3/1aJl CBOIO CTPYKTYp-
HO-KOMITO3UIIMOHHYIO MOJIENb fancy, OCHOBaHHYIO
Ha 4YCepCIOoBaHUU SAPKO KOHTPACTHBIX OJIIM30/10B.
@dakT HOBOTO M CBOCOOPA3HOTO MOJX0/a KOMITO3U-
TOpa K TPAKTOBKE JITOTO YKaHPa MOATBEPIKIACTCS
HECOOIOZICHNEM OTHOTO W3 TIIABHBIX MPUHITUIIOB
AQHIIIMHACKON (paHTa3MH, 3aKIIOYAIONIETOCS B «OT-
CYTCTBHM B aHCaMOJICBOH fancy WMIpPOBH3AIU-
OHHOTO, BHPTYO3HOTO MaTepuaja C pa3IHdHbBIMH
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naccaxxam, (pUrypanusMd. ITO MPHHIUITHAAIBHO
OTJINYaeT KOHCOPTHBIC (haHTa3UuH OT COJIbHBIX» [ 10,
c. 24].

Bropas gacte kaxmoil Gpantasun-cionTsl «Bpe-
MeHa roma» — aire. Mcnonp3oBanne CHUMIICOHOM
aire B Ka4ecTBE BTOPOM dYacTW (paHTa3MU-CIOUTHI
He ciyyvaitHo. [1o muenuro T. B. CmMupHOBOH, 3TOT
XaHp ObUI IUPOKO PaclpoCTpaHEH B aHTIIMHCKOM
aHcaMOJIeBOH MY3BIKE, OCOOCHHO B «30JIOTOH Tie-
puom» pa3BuUTHS KOHCOPTOB (B TBopuecTBe Jloyca,
xenkunca, JIokka) [9, c. 28].

B Tpakrare mo xommosunun CHMIICOH ONH-
cai coOCTBEHHOE MOHHMMAaHHUE ITOTO KaHpa: «Airs
JIOJDKHBI OBITH TOXO)KM Ha TaBaHBl, HO C Oonee
TTOJBMYKHBIM H BO3AYUIHBIM JBIKEHHEM» (LIUT TIO:
[17, p. 7]). Bee airs cBepxuukia «Bpemena roma»
Hanmcabl B (hopMe TBOWHBIX BapHalMidi HAa TPayH]T
(basso ostinato). Ix cTpoeHHe BIOJTHE OTBEYA-
€T TpaJuLUsIM KOHCOPTHOM aHITIMHCKON MY3BIKH.
CrpyKTypHBIE TPaHHUIBI TAPTUI B BEPXHUX U HIK-
HUX TOJIOCaX COBMAJAIOT, B CBSI3U C YeM 00pasy-
IOTCSl YETKHE TOCTpoeHusl. Bo Bcex 4eThIpéx airs
TaKUX MIOCTPOCHHUM BOceMb. B HOTHOM TeKCTEe OHU
pasrpaHuyYeHbl 1BOMHON depToi. BepxHue ronoca
COCTaBIISIIOT BRKHEHINNI TU1acT B JopMe Beex airs
«BpeméEH rona», Tak KaKk OHU IPUBHOCST B MY3bIKY
(hakTypHBIH U TEMIIOBBIA KOHTPACTHI.

B ¢opme nBoiiHBIX Bapuanwmii Ha basso ostinato
HaIlUCaHbl U TalbApAbl, 3aBEPLIAIOIIUE KaXKIYIO
(anrazmio-cionuty «Bpemena roma». CHUMIICOH
OXapaKTepH30Bal TalbsApay Kak TaHel «...00mpo-
ro M ropienuBoro xapakrepa» (uut. mo: [Ibid.]).
MHorue KOMITO3UTOPBI-COBpeMEeHHUKN CHMIICOHA
B KaQueCTBE TPeThel YacTh (haHTa3UU-CIOUTHI TAKIKE
4acTO HCIIONB30BaIM MMEHHO 3TOT xaHp (Kymep,
Tomkunc, Jlymo). B memoM ans rambsipa xapakre-
peH yMepeHHO OBICTPBIN TeMII, TPEXJOIBHBIN METD,
AKKOpPAOBBIM CKiIaj, KoTopeld y CHMIICOHAa Tax-
K€ TPUCYTCTBYET, HO YePeAayeTCsl C TOMO(OHHBIM.
BHyTpH ranmesips SpKO TPOSBISIIOTCS (PaKTypHBIC
KOHTPACTHI.

Ha ocHOBe BBISIBIEHHBIX 0COOEHHOCTEH Tpak-
TOBKH KaHPOB M ()OPM B YETHIPEX (haHTA3HAX-CIO-
ntax «Bpemena roga» CuMIICOHA MOXKHO CHEJIaTh
BBIBOJI, YTO 3TO COYMHEHUE B LIEJIOM BIIMCHIBACTCS
B CHEIU(PUYECKYI0 TPAJAUIHIIO aHIJIMHCKON aHcaM-
6neBoit Mmy3bikn X VII Beka. OgHako B CpaBHEHUH
C COYMHEHMSIMH KOMITO3UTOPOB WHBIX HAIMOHAIb-
HBIX WIKOJ TPAKTOBKA JKaHPOB BHYTPH KaXKIOU
(hbaHTa3MU-CIONTHI OKa3bIBAETCSl BEChbMa HHJIWUBU-
IyaJbHON. DTO KacaeTcsl MPEXIe BCETO CTPYKTY-
pol (aHTa3Mil, KOMIO3UIMOHHBIN TUIAH KOTOPBIX
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CumricoH pa3paboTan caMOCTOSTEIbHO, UCXOMS U3
CBOCH HCIIONHUTENbCKOW NpPaKTUKHA. Bripaboras
COOCTBEHHYIO MOJIEIh (DaHTa3UU-CIOUTHI, KOMITO3H-
TOp MOMYEPKUBAET IPHUHLIMII KOHTPACTa, KOTOPBII
CTaHOBHUTCS, KaK WM3BECTHO, BAKHEHIINM XymoKe-
CTBEHHO-3CTETHYECKUM MPHUHIIUIIOM MY3bIKaJIbHO-
T'O ICKYCCTBa dIOXH 0apOKKO.

Uro xe crnomsunio CHMIICOHa Ha CO37aHUE
MPOrPaMMHOTO HHCTPYMEHTAJIBHOTO COYMHEHUS,
MTOCBAMIEHHOTO TeMe BpeMEH rona’?

EcTecTBEeHHO NpEATIONOXKUTH, YTO €ro 3aMbl-
ceJl BO3HUK Oarogapsi 3HaKOMCTBY € TPOrpaMMHON
KJIABUPHON MY3bIKOW AHIIWHW, MPENCTaBICHHON
B TBopuecTBe Yunbsima bépma, [Ixxona bymma, Op-
nmanno I'mb6oHCa — OcHOBaTeNnel IIKOJIbI aHTIIHii-
CKUX BEPIDKUHEIUCTOB, chopMHUpoOBaBIIeics B AH-
muu B koHlle XVI Beka. X TBopuecTBO HOCHIIO
NOMYEPKHYTO CBETCKUI XapaKTep, a IPOU3BEACHMS
BXOJIWJIM B KPYTIHbIE PYKOTIHCHBIE KHUTH («BEpmxu-
HenbHAs KHUTAa jJenu Hesmmy, 1591, «Bépmxunens-
Has kaura Ouriymisamay, 1625). B atux c6opau-
Kax COZIeprKajicCh MPeNtoany, paHTa3uu, BaprHalun
Y IPOrpaMMHBIE IIbECHI Pa3HBIX aBTOPOB — bépna
(«®opryna», «Ha oxore», «CBHCT BO3HHIBI»),
Bymna («byddonsr», «Moé rope», « cam»). Ho
1o CUMIICOHA HU OJMH aHTTTUHACKHUA KOMITO3UTOP HE
€03/1aBajl MacCIITA0HOTO HHCTPYMEHTAIBHOTO COYH-
HEHUS C ONPEAEIIEHHON IPOrpaMMOi.

OTMeTHM, YTO MPOTPaMMHOCTH B paccMaTpH-
BaeMOM courHeHnH CuMIICOHa MMeeT 0000IIEH-
HBIHA XapakTep: B My3bIKE OTCYTCTBYIOT KaKue-Tu00
MpUEMBI  3BYKOM300pa3UTEIIbHOCTH, MPEATIOCIaH-
HBIH TEKCT, CIOXeT, peMapku. EcTe numb obiee
Ha3BaHWE MPOU3BECHNS W Ha3BaHUs KaXAoH (aH-
Ta3UH-CIONTHl — COOTBETCTBEHHO, O NPETBOPEHUU
MIPOrPaMMHOCTH 3€Ch MOYKHO pacCykKAarh, HCXO
M3 XapakTepa KakKJOW MMbeChl, BHIOOpa TOHAIBHBIX
IUTAHOB, PUTMUYECKUX PHUCYHKOB, TAPMOHUYECKIX
peurenutii [Ibid., p. 10].

Wrak, anmmumiickuii kommosutop Kpucrodep
CHMIICOH «BOJICIO CYABOBD) OKa3aJcs IEPBOOTKPHI-
BaTeleM TEMbl BPEMEH rofia B HHCTPYMEHTAJIbHOMN
My3bIKe d1I0XU 0apokko. K coxanenuro, B JOCTyII-
HBIX MCTOYHHMKAaX OTCYTCTByeT HWHGopmanus o0
WCTOPHUH CO3JaHUs MPOU3BEIACHHUI. MBI HE UMeeM
BO3MOXXHOCTH y3HAaTh W HUCTUHHBIE MOOYXIECHUS
KOMITO3UTOPA K COYMHEHHUIO OIyCca MMEHHO C 3TOH
nporpaMmoil. MOXHO, OJHaKo, MPEANOI0XKUTD,
y10 CHUMIICOH CTaBMJ Iepe] co00H Ieab cOo31aTh
MOHYMEHTAJIFHOE MPON3BEACHNE Ha TEMY LIUKINY-
HOCTH, KpyroBopoTra BpeMEH roaa. Bo3MoxHO,
Oymyuu 00pa3oBaHHBIM YEJIOBEKOM U B TEYCHHE
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MHOTI'UX JICT HaXOIJsCh BO d)paHm/m, OH ObUI 3Ha-
KOM C 4aCOCJIOBaMH, YTO MOIVIO BJOXHOBUTh €0 HA
COYMHEHHE ITOI0OOHOTO T'PAaHIMO3HOTO TBOPEHUS,
HO B OOJACTH MY3BIKAQJIBHOTO HCKycCTBa. Takxe
MOYKHO TIPEATIOIIOKUTH, YTO 00paleHne K yHUBep-
CaJbHON TeMe BpEeMEH roja HUKOMM OOpa3oM He
MOIUJIO CKOMIIPOMETHPOBATH CuMIICOHA-KaTOJIMKA
— OTHOBPEMCHHO KOMITIO3UTOPA U CBAIICHHOCITY K-
TCIIA, — HAXOJHUBIICTOCA 110 3TOM IIPUYNHE B BECbMa
CTCCHEHHBIX YCIIOBUAX. Baxuo MMOAYCPKHYTh: IJIA

OCYILECTBJIEHUS CBOETO MOHYMEHTAIBHOTO 3aMbIC-
J1a OH BbIOpas aHpsl U (GOpMBI, HarOoJIee 3HAYH-
MBIE€ M PacIpOCTpPaHEHHBIE B AHIVIMICKOH aHcaM-
OneBOl My3BIKAIbHOW KyJBType CBOETO BPEMEHHU.
Oxazanoch Takxke, 9To CHMIICOH OTKPBLUI, HE IIpe/I-
mojarasi 3Toro, o0coOyl0 Maructpallb B Pa3BHTHH
WHCTPYMEHTAJIBHON IPOrpaMMHON MY3bIKU: BHY-
IIUTENBHBINA CIIMCOK COYMHEHUN Ha ITOMCTUHE BEY-
HYIO TEMY BPEMEH IoJla IPOJOJIKAET IOIOJIHITHCS
HOBBIMH OIyCaMU U B HalllM JTHU.

< MPUMEYAHUA (<

' Cm.: www(@alfa-prod.com.

2 B 3apy0eXHOM MY3bIKOZHAHUH (PUTYpe MY3bIKaH-
Ta yneneHo Oonbmie BHUMaHus. B cratbe K. @nnpa u3
«The New Grove Dictionary of Music and Musicians»
npusenéH psa pabor o Cumncone: M. Urquhart,
R. Charteris, J. Playford, A. Wood, M. Lock u npyrue
[12, online].

> Oren Kpucrodepa Cumrcona pyKoBoImi akTép-
CKHM COCTaBOM VIOPKIIMPCKOTO MY3BIKAIBHOTO TEaTpa,
KOTOPBIH COIEpKaIn cOCTosATeNbHbIE Karonuku. [o pe-
JUTHO3HBIM TprHuuHaM CHMIICOH-CTApIIMK MpeAnovH-
TaJI TPEICTABIATHCS MPOCTHIM pabourM (OH OTHOBpE-
MEHHO 3aHHMAJICS CAIloKHBIM JieioM) [12, online].

4 CylecTBYIOT [BE peNaKUUH 3TOr0 TpPAaKTaTa.
ITepBoe m3nanue 1659 roga cocTosuio U3 AByX 4acTei:
1. TloaroToBuTeNbHBIE HACTABICHUS HCIIOIHUTEISM;
2. IIpakTuueckue yka3zaHHs U METOIBI MIPHl Ha ramoe.
Bropoe nznanue tpyna nox HasBanueM «The Division-
Viol, or, the Art of Playing ex Tempore upon a Ground»
HOSIBIJIOCH Yepes aBa roja B Jlongone (1661). B mocnen-
HEM BapHaHTe TPaKTaT ObUI pacIIMpeH A0 TPEX yacTei
[2, c. 326]. Bropoe u3nanue Tpyaa COXpaHUIOCH A0 HAIIUX
JTHEH M TOJIb3YeTCs CIIPOCOM CPEAr POEeCCHOHANIOB.

> CoBpemeHHUK CHMIICOHA, KOMIIO3UTOp, BBIAa-
IOLUcd HUCIOMHUTENb HA CONPaHOBOW BuUone J[oH
JbxeHknHC oT3bIBasicss Tak: «Benmkoe mnpousBeneHue
CumricoHa Hay4uT MHp urpars» (UuT. mo: [2, c. 331]).
Vuenuk Jxenkunca JI’'Ocrpanx nucan: «Beakuit nme-
OUMH y cebsl 3Ty KHHTY, HMEET IOJ PYKOH OIHOro M3
JIy4IIUX y4UTeIed B MUpe» [TaM xke).

¢ B tpakrare «The Division Violist, or, the Art of
Playing upon a Ground» (1659) conmepxarcs 8 moaro-
TOBUTEJBHBIX YIPAKHEHUH W 3 TPETIOANN JUIS BHOJEI
na ramba, 20 MUKIOB YIpaXHEHUH 111 0aCOBOW BUOJBI
u basso continuo; B Tpakrare «The Principles of Practical
Music» (1665) — mectb airs 11 ABYX BHOI Ja ramoa;
B Tpakrare «A Compendium: or, Introduction to Practical
Musicy» (1667) — 39 airs anst BEICOKOTO MHCTPYMEHTa
Y BHOJIBI ja ramba [14].

7 To-Bumumomy, CHUMIICOH ObUT 03aJa4eH Co37a-
HHUEM KPYIHBIX POrPaMMHBIX COUMHEHHH Ha TeMy Bpe-
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MEH roja: yepes3 LIeCTh JICT M0CIIe U3JaHus CBEPXLMKIIA
«The Seasons» um ObLT co3maH nUKI U3 12 (danTa3Mid
«The Months» («Mecsp») Uit ABYX BHOJN Ja ramba
u basso continuo [18, p. 15].

8 B npeauciioBuu (akCUMHIBHOTO u3naHus «Bpe-
MEH roiay OMKCaH COCTAaB aHCAMOIIS: IBE BHOJIBI Ja TaM-
0a 00sI3aTeNbHBI, a OCTaJbHEIC JBa MHCTPYMEHTA — IO
JKeJaHuio ucnonHurenel. Hampumep, BepxHuil romnoc
(treble part) MmoxeT OBITH UCTIOJTHEH CONPAHOBOM BUOJIOH
(Iyra viol) unmu ckpuIkoH, a maptust basso continuo npen-
Ha3HaucHa MO0 oprany, 0o KiaBecuny [17, p. 9].

° Tlo muenuto 0. Bouaposa, mepeBon Ha pyccKHit
SI3BIK CITOBA aire KaK «apysh» He BCETa OKa3bIBACTCs KOp-
PEKTHBIM: «...CJIEIyeT OCTABIATh ATO CIOBO O€3 MepeBo-
Jla, ¥ UCIIOJTL30BATh €T0 JIATHHCKOE HAYePTaHUE, TaK KaK
B OOJIBIIMHCTBE CIIy4aeB ¢irs UMEIOT Yallle He BOKaJb-
HYI0, a TaHLIeBabHY0 mpupoay» [1, c. 110]. On taxxke
MULIET O HEJOCTATOYHO SBHOW W OLIYTHUMOH KaHPOBOM
mpupoze [Tam xe]. ABTOP BBIACISACT J[BA BApUAHTA YIIO-
TpeOJieHNs] TEPMUHA gire B HHCTPYMCHTAIILHOU MY3BIKE
6apokko: 1) 3To 0003HaYCHHE HEOOIBIINX CONBHBIX HJIH
aHcaMOJIEBBIX IIbEC, KOTOPHIE MOTYT BXOAWUTH B COCTaB
CIOWT, COHAT, KOHIIEPTOB; 2) TEPMHUH aire UCHONB3YeTCs
JUIst 0003HAYEHUS TEMBI Bapualui, MO0 00LIero uKia
Bapualuil [Tam xe].

10 JI>KEHKHHC B HEKOTOPBIX CBOMX (DAHTa3HSIX-CIOH-
TaX BapbUPOBAJ KAHPOBBIA COCTAaB: HANPUMEP, B (HHA-
JIe BMECTO TalbsIpAbI UCTIONIB30BaI KypaHTy. UHCTpyMeH-
TaJBHBIA COCTaB IMKIIOB TOT *ke, uTo Uy Kymepa: onHa
WIH JIBC CKPUIIKW WA COIPAHOBBIC BUOJEI, TBE BUOJEI
na ramba u opraH. ®anTasun-crouTsl JIokka OpuTH 00Be-
JMHEHBI B HECKOJIBKO cOOpHUKOB: «KOHCOPTHI U1 IBYX
HHCTPYMEHTOBY, «KOHCOPTHI A YeTHIPEX HHCTPYMECH-
TOBY», «Flatt-koHcOpThl». Ero (anTasmm uMeroT Men-
JICHHOE BCTYIUICHHE, a B KaUeCTBE 3aBEPIICHHS CIOUTHI
BMECTO TallbsIPJIbl WIIA KyPaHTHI B IIUKII ObLTa BKITFOYCHA
capabanpa [11, online].

" Tripla, ot nart. triple — TpoiiHol. B My3bIKanbHOI
npaktuke XVII Beka — 0003HaYeHNE TPEXTOIBHOTO Me-
Tpa; UHBIMHU CIOBaMH — BKITIOUCHHE TPEX JOJCH B ONUH
Takt [19, online].



Gy~ M3 nctopum 3apy6e>xx HoOM My3biKMU 2018, 1

< AUTEPATYPA (<

1. Bouapos 0. C. JKaHpsr HHCTpYMEHTANBHOM MY3BIKH 31T0XH 0apoKKo. M.: MockoBckas koHcepBaTopus, 2016.
232 c.

2. Twums0ypr JI. C. Mcropus BHONOHUYEIEHOTO UCKYCCTBAa. BruonondensHas kmaccuka. Ku. 1. M.; JI.: My3rus,
1950. 513 c.

3. Ho6poxotoB b. B. Cumricon, Kpuctodep // MysbikaneHas suaiukronenws / mon pexa. 0. B. Kenmpima. M.,
1981. T. 5. C16. 10.

4. Kropersa T. C. ®opma B my3bike XVII-XX BexoB. M.: Cdepa, 1998. 344 c.

5. JlusanoBa T. H. Uctopus 3anagnoeBponerickoit Mmy3biku 10 1789 roga. T. 1: ITo XVIII Bek. Uzn. 2-e. M.:
Myssika, 1983. 696 c.

6. Ilneitpopn [x. Bremerne B MCKyCCTBO MY3BIKH / mep. m Hayd. komMeHT. [. BmaromatoBa. URL: http://
mustran.myl.ru/conf2010/Blagodatov-Playford-conf-article-ed.pdf (Jara o6pamenus: 9. 02. 2018).

7. TIporomomor B. B. Ouepku u3 mctopuu HHCTpyMeHTaIbHBIX (opM X VI — Havana XIX Beka. M.: My3sbika,
1979.327 c.

8. Poxmpurec A. M. HoBas ucropus crpan EBponsl 1 AMepuku XVI-XIX BB. Y. 2. M.: Bnagoc, 2010. 621 c.

9. Cwmupnosa T. B. AHmumiickue KOHCOpPTHBIE skaHpbl KoHLA X VI — nepBoii uetBeptu X VII BeKkoB: 1uc. ... KaHMI.
nckyccrBoBenenns. HoBocubupcek, 2009. 386 c.

10. CyvuproBa T. B. Crnenmduka anrmmiickoir panHeOapodHOH KOHCOpTHOH (anTazuu // CrapuHHas My3BIKa.
2009. Ne 3 (45). C. 22-24.

11. Field Ch. D. S. Fantasia-suite / The New Grove Dictionary of Music and Musicians. Online.

12. Field Ch. D. S. Simpson [Sympson], Christopher // The New Grove Dictionary of Music and Musicians.
Online.

13. McCart C. The Panmure Manuscripts: a New Look at an Old Source of Christopher Simpson’s Consort Music
// Chelys. Vol. 18. London, 1989, pp. 18-29.

14. Simpson Ch. The Division Violist: or, an Introduction to the Playing upon a Ground. Printed by William
Godbid: London, 1659. 80 p.

15. Urquhart M. A Possible Trace of Christopher Simpson (S. J.) // Chelys. Vol. 27. London, 1999, pp. 59-61.

16. Urquhart M. The Handwriting of Christopher Simpson // Chelys. Vol. 15. London, 1986, pp. 62—63.

17. Urquhart M. The Seasons // Facsimile des manuscripts de Bruxelles, Conservatoire Royal et Oxford, Bodleian
Library, Tenbury Ms. 296-299. Tome XX [Facsimile of Brussels Manuscripts, Royal Conservatory and Oxford,
Bodleian Library, Tenbury Ms. 296-299. Volume XX]. Geneve: Minkoff, 1999, pp. 5-12.

18. Urquhart M. Was Christopher Simpson a Jesuit? // Chelys. Vol. 21. London, 1992, pp. 3-26.

19. Wright P. Tripla // The New Grove Dictionary of Music and Musicians. Online.

06 asmope:

IIudunckass AHacTacusi AJleKCaHIPOBHA, aclIMPaHTKa Ka(eapbl TEOPUU MY3bIKH W KOMIIO3UIIUH,
PocroBckas rocymapctBeHHas koHceparopus uMm. C. B. Paxmanmnosa (344002, r. PoctoB-Ha-/lony,
Poccust), ORCID: 0000-0002-2310-967X, 1kj12015@inbox.ru

< REFERENCES (<

1. Bocharov Yu. S. Zhanry instrumental 'noy muzyki epokhi barokko [The Genres of Instrumental Music of the
Baroque Era]. Moscow: Moskovskaya konservatoriya, 2016. 232 p.

2. Ginzburg L. S. Istoriya violonchel 'nogo iskusstva. Kn. 1 [History of the Art of the Cello. Book 1]. Moscow;
Leningrad: Muzgiz, 1950. 513 p.

3. Dobrokhotov B. V. Simpson, Kristofer [Simpson, Christopher]. Muzyikal naya entsiklopediya [Musical
Encyclopedia]. Ed. by Yu. V. Keldyish. Volume 5. Moscow, 1981. P. 10.

4. Kyuregyan T. S. Forma v muzyke XVII-XX vekov [Form in Music from the 17th to the 20th Centuries].
Moscow: Sfera, 1998. 344 p.

5. Livanova T. N. Istoriya zapadnoevropeyskoy muzyki do 1789 goda. T. 1: Po XVIII vek [History of Western
European Music before 1789. Volume 1: To the 18th Century]. 2nd Edition. Moscow: Muzyka, 1983. 696 p.

44



2018,1 On the History of Western Music 0

6. Pleyford Dzh. Vvedenie v iskusstvo muzyki [Playford J. An Introduction to the Skill of Music]. Translation
and commentary by G. Blagodatov. URL: http://mustran.my1.ru/conf2010/Blagodatov-Playford-conf-article-ed.pdf
(09. 02. 2018).

7. Protopopov V. V. Ocherki iz istorii instrumental 'nykh form XVI — nachala XIX veka [Essays from the History
of Musical Forms from the 16th to the early 19th Centuries]. Moscow: Muzyka, 1979. 327 p.

8. Rodriges A. M. Novaya istoriya stran Evropy i Ameriki XVI-XIX vv. [The New History of Europe and America
from the 16th to the 19th Centuries]. Part 2. Moscow: Vlados, 2010. 621 p.

9. Smirnova T. V. Angliyskie konsortnye zhanry kontsa XVI — pervoy chetverti XVII vekov: dis. ... kand.
iskusstvovedeniya [English Consort Genres from the Late 16th to the First Quarter of the 17th Century: Dissertation
for the Degree of Candidate of Arts]. Novosibirsk, 2009. 386 p.

10. Smirnova T. V. Spetsifika angliyskoy rannebarochnoy konsortnoy fantazii [Specificity of the English Early
Baroque Consort Fantasy]. Starinnaya muzyka [ Ancient Music]. 2009. No. 3 (45), pp. 22-24.

11. Field Ch. D. S. Fantasia-suite. The New Grove Dictionary of Music and Musicians. Online.

12. Field Ch. D. S. Simpson [Sympson], Christopher. The New Grove Dictionary of Music and Musicians. Online.

13. McCart C. The Panmure Manuscripts: a New Look at an Old Source of Christopher Simpson’s Consort Music.
Chelys. Vol. 18. London, 1989, pp. 18-29.

14. Simpson Ch. The Division Violist: or, an Introduction to the Playing upon a Ground. Printed by William
Godbid: London, 1659. 80 p.

15. Urquhart M. A Possible Trace of Christopher Simpson (S. J.). Chelys. Vol. 27. London, 1999, pp. 59-61.

16. Urquhart M. The Handwriting of Christopher Simpson. Chelys. Vol. 15. London, 1986, pp. 62—63.

17. Urquhart M. The Seasons. Facsimile des manuscripts de Bruxelles, Conservatoire Royal et Oxford, Bodleian
Library, Tenbury Ms. 296-299. Tome XX [Facsimile of Brussels Manuscripts, Royal Conservatory and Oxford,
Bodleian Library, Tenbury Ms. 296-299. Volume XX]. Geneve: Minkoff, 1999, pp. 5-12.

18. Urquhart M. Was Christopher Simpson a Jesuit? Chelys. Vol. 21. London, 1992, pp. 3-26.

19. Wright P. Tripla. The New Grove Dictionary of Music and Musicians. Online.

About the author:
Anastasia A. Shibinskaya, Post-graduate Student at the Department of Music Theory and

Composition, Rostov State S. V. Rachmaninoff Conservatory (344002, Rostov-on-Don, Russia),
ORCID: 0000-0002-2310-967X, 1kjI2015@inbox.ru

&P

45



& MexxAyHapoAHbIi oTAeA e International Division 2

ISSN 1997-0854 (Print), 2587-6341 (Online) DOI: 10.17674/1997-0854.2018.1.046-058
UDC/ YJK 784.5

GRIGORY R. KONSON/T. P. KOHCOH

Russian State Social University, Moscow, Russia
Poccutickuii eocyoapcmeennulil coyuanvusiil yHueepcumem, 2. Mockea, Poccus

ORCID: 0000-0001-7400-5072, gkonson@yandex.ru
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The article is devoted to the issue of Handel’s collaboration with the librettists for his oratorios as one of the
most important for the comprehension of his creative process. By revealing the diverse relationships of the composer
with literati, the author demonstrates, how in intensive combined work during the times of Handel’s mature and late
periods fundamentally important features had crystallized: tragic intensification of the plot, conveyance of feelings
of catastrophism and, in connection with this, the deepening of the psychological essence of the main protagonists.
Most of Handel’s librettists comprehended their librettos through the prism of predicatory pathos. This was manifested
especially distinctly in the late oratorios, in which lamenting and religious tendencies prevailed, having comprised two
sides of the ethical-psychological issue. His music standing at the pinpoint of the aesthetics of Classicism connected
with the Enlightenment, the composer presented himself not only an active participant in the creation of his librettos,
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lNpo6Aema coTpyaHnuecTBa leHaeas
C AMOpeTTUCTaMM OpaTOpMIit

Cratbst OCBsillIeHa Mpo0iemMe coTpyaHHYecTBa [eHnmens ¢ nuOpeTTHCTaMu OpaTopuil Kak OJHOM U3 IVIaBHBIX
JUIsl IOHUMAaHUsl TBOPUYECKOIO Ipolecca. BBIABIAS OTHOLIEHHs KOMIIO3UTOpA C JIMTEPAaTOpaMH, aBTOP IIOKAa3bIBACT,
KakuM 00pa3oM B HanpsDKEHHOW COBMECTHOH paboTe B IEpPHOAbI 3pENoro W MO3IHEro TBopyecTBa [eHnens
OTKPUCTAJUIM30BAJIUCh IPUHLUINNAIBHO BAXXKHBIE 4YEPTHI: TparcUilHOE 3a0CTPEHUE CIOXKETA, Ieperadya 4dyBCTB
KaracTpou3mMa U B CBSI3H C OTHM YIIyOJIEeHHWE MCUXOJIOTHYECKOW CYIIHOCTH IVIaBHBIX IepoeB. BONBIIMHCTBO 13
TeHJICTIEBCKUX JTUOPETTUCTOB OCMBICIUBAIN JTHOPETTO CKBO3b MPU3MY HMPOMOBEJHUYECKOro Hadoca. IT0 0COOEHHO
SPKO TPOSIBLJIOCH B TO3JHUX OpaToOpusiX, Te Bo300JIafany CKOpOHas M PETUrHo3Hasi TEHIICHIIMH, COCTaBHBIIHME
JIBE€ CTOPOHBI HPABCTBEHHO-TICUXOJIOTHUECKOH mpoOieMbl. Haxosick Ha OCTpUE ICTETHKH HPOCBETHTEIBCKOTO
KJIaCCHIIM3Ma, KOMIIO3UTOP OKa3ajCs HE TOJIbKO aKTHBHBIM yYaCTHHKOM CO3/IaHMs JIMOPETTO, HO U KOHLIENTYaIbHBIM
JINJIEPOM, HAIIPABJISBILIUM COBMECTHBIM TBOPYECKUH ITpOLIECC.
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for his oratorios presents one of the most  and Jennens together created a vivid picture of his

crucial issues in the aspiration to disclose  apparently decline” [Ibid., p. 244]. Both of them in
the principles of his creative process, although  September 1738 “went carefully through the score
Donald Burrows assumes that the composer had  of Saul/,” and as the result of their interaction greatly
a very reserved attitude towards developing the  benefited in many ways [Ibid., p. 246].
literary-dramatic foundation of his oratorios [7, Moreover, Jeffrey Barnouw writes that when
p. 372]. However, in his analysis of the history  the energetic director of the Haymarket Royal
of the creation of the oratorio Sau/ the scholar  Operatic Theaterin London, Aaron Hill, before Saul

l l andel’s collaboration with the librettists  writes that in depicting Saul’s jealousy, “Handel
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had been composed (1736), suggested to Handel
to dynamicize the first act of the story of Saul,
David and Jonathan as an example of a possible
Biblical drama, it must be observed, both Handel
and Jennens accepted Hill’s challenge. And for the
sake of developing the British oratorio, they both
brought into it new features of interaction between
the character and the compositional structure [6,
p- 63].

Young-Shim Chang is convinced that the
work of Handel and his librettist testified of their
deep knowledge of the principles of the structure
of librettos [9, p. 1]. Moreover, the composer
actively interfered in the librettist’s work. From
Jennens’ letter from September 19, 1738, we can
be certain that his nephew is aware that Handel
changed the placing of separate numbers in the
libretto of Saul. In particular, he transferred the
chorus “Alleluia” from the end of Act I to the
finale of the oratorio, explaining that otherwise
it may have created the impression of being too
long [2, p. 158-159].

Consequently, when the issue was the logic of
form and, most importantly, as it seemed, — of the
content, especially, of the protagonists’ emotional
experience, Handel involved himself into the work
on the libretto, solving important conceptual-
ethical questions (concerning the ethical element
in Handel, see: [13, p. 83]). Is this not because the
composer, having continually been exposed to the
buffets of fate, had acquired the experience of when
particularly, during which critical periods of his life,
the human being appeared in his true guise?

To answer the question of Handel’s attitude
toward the work on the librettos, let us focus our
attention on several indicative examples of his
collaboration with his librettists. At the beginning
of his artistic path the composer used ready
librettos, and example of which was the text of
the well-known German poet Barthold Heinrich
Brockes. His poetical libretto about the story of
Christ was published in 1712. Almost 4 years
later Handel wrote his Brockes-Passion [7, p. 79].
In comparison with preceding German poets, for
example, Menantes (the literary pseudonym of
Christian Friedrich Hunold), Brockes’ libretto was
less heavyweight, affected and sentimental, and
turned out to be adequately composed, permeated
by a single through action with expressive, dramatic
episodes [3, p. 41].

The first librettists in England with whom the
composer worked enthusiastically in the genre
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of oratorio were poets pertaining to conservative
political circles [7, p. 452], who asserted the
principles of the national art of Great Britain. One
of the librettists of the oratorio Acis and Galatea
(2nd version — 1718, 3rd version — 1732) was the
English educator, writer and satirist Alexander
Pope. At the moment of his turning to the present
plot, he had already written his first, Neapolitan
version, Aci, Galatea e Polifemo (1708), composed
by Handel on the libretto of Nicola Giuvo'. The two
other librettists of Acis and Galatea were poet and
playwright John Gay, who wrote the greater part
of this libretto, and scholar, physician and literary
satirist John Arbuthnot. Already during their first
stages of work on the libretto, Handel interspersed
it with Italian musical insertions.

Handel’s work with Cardinal Benedetto
Pamphili also passed in peaceful collaboration,
the latter virtually compared him to Orpheus [11,
p. 26], while the young composer, although not
flattering himself excessively with this appellation,
wrote several cantatas for the cardinal. Pamphili
was the author of the libretto of the first version of
the oratorio The Triumph of Time and Truth (Rome,
1707), of which the composer subsequently made
two more versions (1737, 1757). Such attention
to allegorical oratorio, including L’Allegro, II
Penseroso ed il Moderato (libretto by Charles
Jennens) and The Choice of Hercules (libretto by
Thomas Morell), testified of the sturdy interest on
the part of Handel in the philosophical-instructive
subject matter.

Handel had a more exigent attitude towards
work on librettos for the oratorios, which were
written in the 1730s. The outstanding master
Charles Jennens became his main librettist for
the oratorical genre of his central period (1738-
1744). Ruth Smith writes that in the artistic
sphere he was a progressive figure, studied well
the drama of Shakespeare, whose complete works
he published for the first time in Great Britain
at that time [17, p. 3]. The work on redacting
Shakespeare’s plays, as well as his thorough
knowledge of literature — all of this could not but
have an effect on the tragic interpretation of the
libretto of Handel’s oratorios.

Handel’s work with Jennens marked a turning
point in the history of the composer’s oratorios.
According to Barrows, Saul became the first
composition “that realized the full potential of
Handel’s talents, combining opportunities for
extended arias and choruses with a coherent
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dramatic framework and a strength of character
portrayal that allowed Handel to draw fully on his
operatic experiences” [7, p. 242]. The libretto for
Saul presented many concrete opportunities for
Handel to exercise his musical fantasy. Considering
the context, these innovations did not play the role
of finesse, but served as a means for perfecting the
plot and established an image-bearing dramaturgy
[Ibid., p. 244].

In such a manner the productivity of the joint
efforts of Jennens and Handel revealed itself in the
manner that the rich creative imagination of the
librettist served as an impulse for the composer’s
ingenuity.

They also collaborated in the oratorios Messiah
and Belshazzar. Despite the fact that Jennens for the
most part used the Bible for his source, as Barrows
notes, the poet was guided “by his own imagination
and a perspective of how the potentials of Handel’s
theatrical oratorio could be used in the best way”
[Ibid., p. 243].

Nonetheless, the vanity, which Jennens was
known for, at times hindered their collaborative
work. He wrote a great deal more poetry for
Belshazzar than was required. At the same time,
Handel’s autograph score of this oratorio contained
numerous detailed corrections put in by Jennens.
“affecting the scene-descriptions, the verbal text
and the musical declamation” [Ibid., p. 280].

In general, in the work on Belshazzar Handel
carried out the role of a strict editor controlling the
implacable fantasy of the librettist, but regarding
one issue they turned out to be of one mind: they
intensified the edificatory-ethical foundation of the
Biblical source by means of bringing in the mournful
images of the Babylonian king’s mother Nitocris, as
well as Gobrias, the father of the warrior killed by
Belshazzar, both of whose spiritual leader became
the prophet Daniel. Thereby, in his aria “Lament
not thus, O Queen, in vain!”, where he consoles
Nitocris, his describes the true essence of virtue:
“Lament not thus, O Queen, in vain! Virtue’s part is
to resign All things to the will divine, Nor of its just
decrees complain. The sins of Babylon urge on her
fate; But virtue still this comfort gives, On earth she
finds a safe retreat, Or bless’d in Heav’n for ever
lives.”

The prophet’s moral creed is expressed in the
aria “O sacred oracles of truth [O living spring of
purest joy! By day be ever in my mouth, And all
my nightly thoughts employ. Whoe’er withhold
attention due, Neglect themselves, despising you].”
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Notwithstanding the generally productive
collaboration with Jennens, Handel, as a result
of the somewhat clouded relationship with
him, readily made the acquaintance with other
librettists, such as, for instance, Newburgh
Hamilton, who subsequently became his friend
[7, p. 236]. In the opinion of Katherine Hobbs,
unlike the writers of librettos for Italian opera
as an entertainment genre in a language not
understood by the British, turned to John
Milton’s tragedy Samson Agonistes, where in
the expression of the main protagonist’s tragic
feelings the poet’s autobiographical features
could be discerned. Interpreting the text in an
especially serious manner, Hamilton penetrated
into the emotional states of the main characters.
He depicted Samson in prison and concentrated
his attention on his spiritual unrest and blindness,
and then demonstrated how with the appearance of
Delilah his sufferings were felt with new strength.
To reveal the insincerity of the Philistine woman
in her speech, he brought out the most significant
words from Milton’s text “hear me” [12, p. 50],
which in the hidden force of their infusion, in our
opinion, are comparable to supplication addressed
to the Almighty. Thus, in Psalm 102:1, there is
a plea for Divine assistance: “Hear my prayer, o
Lord; let my cry for help come to you®.” In his
analysis of Hamilton’s libretto, Hobbs justly
marks that he reduced the Philistine woman's
guilt to a minimum, presenting her with the
opportunity to defend herself with assurances of
the sincerity of her feelings. As if having realized
her guilt, Delilah entreats Samson to hear her.

In contrast, Handel did everything to intensify
her guilt. This intensification may be seen in the
fact, according to Hobbs, that Delilah’s supplication,
addressed to Samson, unlike Milton’s texts and,
especially, Hamilton, is aimed not at justification
of her own guilt, from which Delilah elegantly
departs, but on the promise how well Samson
may sense himself beside her; moreover, such
an attempt of manipulation is repeated numerous
times, constantly attracting attention to her sweetly
sounding voice, as the result of which the appeal of
the seductress becomes somewhat obtrusive.

And, indeed, such an impression is created
in the music as the result of frequent vocal and
instrumental extractions of descending sequences,
creating the effect of a cheerless echo. In this
obtrusive quality the researcher discerns traits of
Delilah’s insincerity — the changes of moods in
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her subsequent aria “To fleeting pleasures make
your court [- No moment lose, for life is short!]”
(D major) happen too swiftly. For this reason
Handel’s Delilah with her appeals is characterized
by Hobbs as being more straightforward that
Milton’s and, even more so, Hamilton’s [12,
p. 53-54].

Delilah’s aspirations demanded an ethical
evaluation, which is given on an unfolded moral
platform, formulated in Micah’s aria (in the original
version, entrusted to an Israelite woman, sung
by a soprano): “It is not virtue [, valour, wit, Or
comeliness of grace That woman’s love can truly
hit, Or in her heart claim place. Still wav’ring where
their choice to fix, Too oft they choose the wrong:
So much selflove does rule the sex, They nothing
else love long].”

Froman overview of Handel’s work with Jennens
and Hamilton, it becomes obvious that in their joint
work their librettos acquired dramatic, efficacious
and at the same time lamenting, tragic features. As
a result, profound psychological characters were
created, with which Handel endowed the genre of
oratorio with “Shakespearean” features.

Frequently the librettists in Handel’s oratorios
were priests endowed with considerable literary
skills. In the mid 1740s such were James Miller (the
author of the libretto for the oratorio Joseph and
his Brethren) and Thomas Browton (the compiler
of the libretto of Hercules). In their work, as Leslie
Robarts writes, both librettists turned out to be
drawn into literary projects which compelled the
composer to make various structural adjustments
and corrections.

At the beginning of Miller’s collaboration with
Handel (1731) the poet had a critical opinion of the
composer. He was of the opinion that the right thing
for Handel to do was to return to the ideals of Purcell,
while instead he adhered to a pompous art promoted
by foreign “singing girls” and “vocalizers,” passing
of extroversive entertainment inherent to “shows”
for the noble style.

Such criticism of Handel persisted until 1735,
the year of composition of his oratorio the Feast
of Alexander, set to poetry by British poet John
Dryden, i. e., when the source for the libretto was
found in the national literature [Ibid., p. 140].

The oratorio Joseph and his Brethren (1744),
which includes two scenes taking place in prison
— of Joseph and of his eldest brother Simeon — is
distinguished for its heightened predicatory pathos,
which is expressed in moral preachment, extolling
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the potency of the Creator. God directs fates of
the rulers of the world (the prayers of the chorus
“0 God, who in thy heav’nly hand [Dost hold the
hearts of mighty kings]” and “Eternal monarch of
the sky [, Our cruel crime thou didst descry]”),
of Joseph, and later of Simeon, confined in jail.
At the same time, the oratorio extols the virtue of
modesty (exemplified by Joseph’s conversation
with the Pharaoh “Oh mighty Pharaoh! It is not
me: Interpretation belong to Heav’n; and may the
Lord Jehovah give the King a gracious answer”
and the conversation of Joseph’s wife Asenath
with Phanor: “Phanor, we mention not his highest
glory!”), as well as self-sacrifice for one’s neighbor
(exemplified by Simeon’s moralizing: “Give, give
him [father] up the lad in whom his life is bound.
Oh, let me suffer whatever punishment is doom’d
for him”).

In the choruses of the Egyptians, “Immortal
pleasures crown this pair” and “Hail, thou youth,
by Heav’n belov’d! Now thy wondrous wisdom’s
prov’d” we may hear the laudation of Joseph and
Asenath as being anointed by God.

Such a powerful predicatory platform in Miller’s
libretto conformed to the essence of the Biblical
revelation: “And the Lord was with Joseph,” here
based on a demonstration of unique codices of
virtues, on which Handel’s contemporaries were
apparently oriented.

It was difficult for Browton to work with
the volitional Handel on the oratorio Hercules
[15, p. 145]. The process was, in all probability,
very problematic. It was necessary to search in
the libretto for the most acceptable answers to
the demands of the composer, since this oratorio
never acquired completed forms, even when it was
performed for the first time. Nonetheless, Hercules
by Browton and Handel went down in history as a
specimen of the greatest tragedy>. Robarts considers
it “a tragedy of alleged adultery” [Ibid., p. 145],
Burrows characterizes it as a classical example
of tragedy, since the development of the images
of the main protagonists has a tragic outcome [8,
p- 2]. Paul Henry Lang evaluates it in the context
of the history of the genre as the culmination of late
Baroque musical drama [14, p. 524].

Winton Dean, in drawing parallels between
Sophocles’ Deianira in his tragedy The Women of
Trachis and the heroine of Browton and Handel,
shows how far more tragic her fate turns out to
be in the oratorio. In Sophocles’ tragedy Deianira
is possessed of the direct motivation of jealousy,
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whereas the scholar sees her death exclusively
being the result of an accident. In Handel’s
rendition the heroine consciously leads herself to a
catastrophe, the cause of which turns out to be her
own imagination. In connection with this, according
to Dean, it would be hardly possible to find a more
tragic concept than that created by the ingenious
musician [10, p. 417].

And this is not an accidental occurrence. Many
things are explained by the libretto of Hercules.
Among its sources (Ovid’s Heroides and Sophocles’
The Women of Trachis, Seneca’s Hercules on Eta
and P. Matthew’s Hercules, where Deianira changes
from a woman who committed suicide to a mad
woman, as the result of which her characterization
presents a peculiar compendium of medical opinions
and diagnoses concerning insanity), Browton
added observations adopted from the practice of
addressing mental patients in jails, where they were
led to states of nervous attenuation by whips and
manacles, and from whom he received confessions
before their deaths as part of his practice as a pastor.
In addition, the poet brought in the materials of his
lectures on the subject of Dryden’s Aeneid (iron
beds and chains of furies in Hades, when Aeneas
descended there) [15, p. 157].

In such a manner Browton sharpened the
conflict-related content of the sources he made
use for his libretto for the oratorio by means of
bringing in horrifying realistic details and infernal
elements, as the result of which the fusion of tragic
images expressed by Deianira in her half-mad state
conveyed an experience unique to the music of
that time, that of an erupted catastrophe which had
caused a destructive effect on her psyche.

Starting from 1747 the regular librettist for
Handel’s operas was the priest Thomas Morell,
a friend of two famous Englishmen — the painter
William Hogarth and the Shakespearean actor
David Garrick. Morell was introduced to Handel
by the Prince of Wales as a presumable librettist
for his oratorios*. Handel remained in very good
relations with this poet [6, p. 451], although far from
everything in their mutual work went smoothly. An
example of an irritating partnership was described
by Morell, who had first-hand knowledge of how
Handel execrated the abundance of iambic rhythms,
after which the exhausted and nobly obedient poet
corrected the poetical text which had undergone
criticism (Handel always expressed his critical
remarks explosively and temperamentally) [15,
p. 145]. The readiness on the part of Morell to
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replace phrases with other ones in the text made
their collaboration unusually effective’.

With the appearance of Morell Handel’s
oratorios began to demonstrate a prevalence of a
lamenting and tragic rendition of the plots. They
raised the issues of life and death, the role of
personality in history, as well as fate and chance.
They were all comprehended through the prism of
religious ethics. In his work with Morell, just as
before with Jennens, Handel manifested himself
very actively. Burrows, notwithstanding his
initial affirmation of a reserved role on the part
of Handel on the work on the libretto, wrote as
such: “It is difficult to believe that the composer
himself was not behind the change in subject
matter and emphasis... In Theodora he rejected the
opportunity for an unclouded, even triumphalist,
ending that might have been implied by Morell’s
libretto, and in doing so he repeated a trait apparent
in several other works — Tamerlano, Orlando and
Solomon” [Ibid., p. 338].

Frequently the composer went ahead of the
librettist, playing on the harpsichord the future
episodes of the oratorios, such as, for instance,
“So fall thy Foes, O Lord” from the oratorio Judas
Maccabeus [2, p. 212]. Or he would insist on the
omission of a text glorifying the army’s victory in a
war in the finale of the oratorio Alexander Ball — so
painful for him were his associations of the Thirty
Years War in Germany, the resonances of which
overshadowed his childhood [7, p. 321]. While
redacting the libretto of this oratorio, the composer
also focused his attention on another peculiarity
— the intensification of the tragedy of Cleopatra
in counterbalance to Morell’s initial conception
of the extolling of the true faith. Such a semantic
accent made it possible to disclose her image as
a volitional heroine, who does not renounce her
personal convictions [Ibid., p. 320].

The lamenting-tragic interpretation of the
libretto in Handel’s oratorios made it possible to
reveal in the plot not as much the protagonists’
action as their emotional states. At that, each one
of them necessarily expressed his or her attitude
towards virtue. In the oratorio Jephtha, where the
catastrophe erupts in happiest moment in the life of
the main protagonist, 18 of the musical numbers are
devoted to clearing the ethical idea, and during their
course the overall resistance to the oath of the leader
of Gilead is replaced with conscious consent (in
Jephtha’s aria “Waft her, angels, through the skies
[Far above yon azure plain]”).
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In this manner, the predicatory essence, which
revealed itself earlier in the oratorio Joseph and
his Brethren, in Jephtha passed onto a more active
stage of psychological inculcation of ecclesiastical
maxims, since the concepts of virtue are not simple
asserted here — each participant expresses his or her
own moral creed in regard to it.

A similar situation may be observed in the
oratorio Theodora, where after a demonstration of
the approaching catastrophe at the beginning of the
dramaturgy the germination of the religious-ethical
idea takes place. And the more it is threatened,
the more fanatically it is defended by the main
protagonists. Such is the recitative of Theodora’s
friend Irene prior to the finale “Ere this, their doom
is past [and they are gone To prove that love is
stronger far than death]” and Theodora’s recitative
“Deluded mortal! [Call it not rebellion, That thus
we persevere in spirit and truth, To worship God: it
is his dread command, His whom we cannot, dare
not, disobey, Though death be our reward].”

The religious-ethical idea is asserted in
Theodora’s exit aria “Fond flatt’ring world, adieu!
[Thy gaily-smiling pow’r, Empty treasures, Fleeting
pleasures, Ne’er shall tempt or charm me more.
Faith inviting, Hope delighting, Nobler joys we
now pursue].”

Gy —

I Pope also wrote the scenario for Semele (1744),
based on a previously known libretto by William
Congreve, in its turn, written on the basis of motives
from Ovid’s Metamorphoses for the opera with the same
name by John Eccles. It appeared about 40 years prior to
the completion of Handel’s Semele.

2 Psalm 102:1. The prayer signifies addressing
oneself'to God and a call for help, whereas an outcry [cry.
— G. K.] means a request for something [1].

3 L. Kirillina calls Hercules “an ingenious musical
tragedy” [4, p. 70]. The researcher asserted herself in this
opinion 10 years after its representation by the author of
the present study [5, p. 31, 56].

4 Morell was the author of the librettos for all of
Handel’s late oratorios: Judas Maccabeus, Occasional
Oratorio, Alexander Ball, Theodora, Jephtha, Solomon,
Joshua, Hercules’ Choice, as well as the third version of
The Triumph of Time and Truth.
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Based on Morell’s specific line of thought in
the librettos of Handel’s late oratorios, one may
observe two tendencies situated on different planes:
the lamenting and the religious; these turned out to
present two sides of a single moral and psychological
issue situated at the pinpoint of the aesthetics of
moral classicism.

Upon examination of the collaboration between
the composer and his librettists we perceive that their
work on the librettos revealed the evolution from
dramatically active interpretation of the plots to the
tragic and lamenting-psychological variety with a
considerable intensification of religious didactics.
Along with this, the study of Handel’s oratorio
librettos brought out the lyrical-philosophical line,
connected with allegorical plots. The turn to the high
ethical ideas generated a predicatory pathos. Handel
turned out to be not only an active participant of
the combined creative process together with his
librettists, but their undoubted spiritual leader.

The author of the article wishes to express his
heartfelt gratitude to the Handel scholar and researcher
of the genre of the oratorio Irina Konson for the numerous
valuable comments and considerations expressed by her
during the period of preparation of the present material
for publication.

NOTES ~—o(<

5 According to R. Smith the thoroughness in the
creation of the literary basis for the oratorios was in
many ways conditioned by the circumstance that both
librettists asserted the inherent value of the libretto, in his
evaluation, developing the Dryden tradition. Both Morell
and Miller objected against the thoughtless subservience
of the librettos to the whims of musicians, because of
how this affected the artistic level of the entire work. It
is not impossible, nonetheless, that a certain role in the
perfection of the quality of the librettos particularly of
Handel’s oratorios was played particularly by particular
commercial considerations, since, unlike Jennens, who
could allow himself to offer to the composer the libretto
of Belshazzar as a present, both holy fathers (despite all of
their successful material circumstances) were financially
motivated by working with the composer, although their
honorariums could not exert a considerable effect on
their conceptions [16, p. 30, 31].
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oTpynHHU4ecTBO leHmens c imbperTHcTa-

MM OpaTopuil SIBISIETCS OJHOW M3 IIaBHBIX

MpoOJeM B CTPEMIICHWH BBIABUTH IPHH-
LUIBI TBOPYECKOTO TIpoIiecca KOMIO3UTOPA, XOTS
. Bappoy3s cuutaer, yto [ eHaenb BecbMa caepKaH-
HO OTHOCHWJICS K pa3paboTKe JNTepaTypHO-Ipama-
THYECKON OCHOBHI [7, p. 372]. OgHako, aHAIH3UPYS
HCTOPUIO co3nanus oparopun «Caymy, ya¢HbIN TH-
meT, uto auopertuct Y. JxenHens u cam [ eHnens,
Bomutomas peBHocTs Cayna, «BMECTE IOCTaBWIIN
e€ Ha QyHIaMEHT SIpKOM KapTHHBI HEKOHTPOJHpPYe-
MOTO HPAaBCTBEHHOTO Ma/e€HUSI KOHKPETHOMN JIMIHO-
ctuy» [Ibid., p. 244]. O6a ouu B centsiOpe 1738 roma
«THIATEIbHEUIITNM 00Pa30M aHAIU3UPOBAIH MAPTHU-
Typy “Caymna”», u Onaromapst ©X B3aHMOAEHCTBHUIO
KOHEYHBII pe3yaprar Bo MHOroMm Bemmrpan [Ibid.,
p. 246].

bonee Ttoro, k. BapHbIO mUIIET, 4TO KOTAa
SHEpPruuHblii aupekrop KoposeBckoro omnepHoro
Tearpa XaiimapkeTr B Jlonmone AapoH Xwin emé
1o coznanus «Caynay mpemioxun [enaento quHa-
MHU3HUPOBATh MEPBBIN akT uctopuu o Cayne, lasune
n Monadane xak mprMep BO3MOKHOU OmOnenckon
npambl, ['eanens u JkeHHEH3, 3aMETHM, 00a TIpU-
HSUTH BBI30B Xwiuta. M 9To0BI pa3BUTh aHIIIMICKYIO
opaTropurio, OHH 06a BHECIH B HE€ HOBBIE YEPTHI
B3aUMOJICHCTBUSl XapaKTepa U KOMIIO3UIIMOHHOU
CTPYKTYDpHI [6, p. 63].

. Yanr yBepeH, uro pabora [enmens u au-
OperTrcra TOBOpPWIA OO0 WX TIIYOOKOM 3HAHHUH
MPUHIMIIOB CTPYKTYphI mubperTo [8, p. 1]. Cepx
TOTO, KOMIIO3MTOpP aKTHUBHO BTOprajics B paboTy
nubpertucta. V3 muceMa [xxernensa ot 19 ceHts-
Opst 1738 rona TuIeMsTHHUKY W3BECTHO, UTO | eHenb
B muOperTo «Cayna» MEHsJT MECTOIONOKEHHE OT-
JEJTbHBIX HOMEPOB. B wacTHOCTH, XOp «AITIITYHsD)
c koHua I nefictBus on epenéc B huHAI OpaTopu,
0OBSICHHB, YTO MHAYE OHA MOIJIA KAa3aThCSI CIUIIKOM
TUTHHOH [2, p. 158-159].

CrenoBarenbHO, KOTa pedb Iuia o JIOTHKE Qop-
MBI Y IJIaBHOE — Kacajach COAEP)KaHHs, B 0COOCH-
HOCTHU NEPEXUBAHUNA repoes, [eHnens BKIIOYAICS
B paboTy HaJ THOPETTO, peliasi BaXKHbIE KOHIIENTY-
AITBHO-3TUIECKHUE BOIIPOCH (00 sTMaeckoM y I'eHne-
ns eM.: [13, p. 83]). He motomy 11, 9TO KOMITO3HUTOD,
HEOJHOKPATHO MEPEeXNB YIaphl CyAbObI, CaM HCITbI-
TaJl, KAK AIMEHHO B TaKHe€ KPUTHYECKUE TIEPHOIBI de-
JIOBEK MPE/ICTaBall B CBOEM HCTUHHOM OOTHYIbe?

g oTBeTa Ha Borpoc 06 oTHoIIeHUH | enaens
K paboTe Haj JTUOPETTO OCTAHOBHMCS HAa HEKOTO-
PBIX TOKa3aTeNbHBIX NMPUMEpPax €ro COTpyAHHYe-
cTBa c IMMOperTUcTaMu. B Hayane cBoero TBopue-
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CKOTO TYTH KOMIIO3HTOP MOJB30BAJICS TOTOBBIMHU
JTUOPETTO, TMPUMEPOM KOTOPBIX MOXKET CIYXKHTb
TEKCT U3BECTHOTO Hemelkoro nosta b. I'. bpokeca.
Ero cruxoTBopHOE JIMOpETTO 00 MCTOpPUU XpHUCTA
06110 OMyONHKOBaHO B 1712 romy. A CIycTs MouTH
4 ronma I'ennens Hammucan «Ilaccnonst mo bpokecy»
[7, p. 79]. Ilo cpaBHEHHIO C MPEAIECTBYIOIIIMEI
HEMEIKUMH TI03TaMH, Hanpumep, MeHantoM (Min
MeHnaHTeCcOM — JINTEpaTypHBIA IMICEBJOHUM I103TA
K. ®©. Xynonpna), mubperro bpokeca 6puto Mmenee
TSKEIIOBECHBIM, MaHEPHBIM, CEHTHMEHTAJIbHBIM
Y OKa3aJIOCh HEIIOXO COCTaBIEHHBIM, MPOHU3AH-
HBIM €IMHBIM JCWCTBHUEM C BBIPA3UTEIHHBIMHU JIpa-
MaTHYEeCKAMH du3onamu [3, c. 41].

[lepBeiMu nHOpeTTHCTAMH B AHIVIMH, C KOTO-
PBIMH KOMIIO3UTOp YBIEUEHHO paboTas B KaHpe
opaTopuH, CTaJld MO3THI, MPHUHAJIEKABIINE K IIO-
JUTHYECKOMY KpyTy KOHcepBaTopoB [7, p. 452],
OTCTaMBaBIINX HPUHIUIBI HAIIIOHAIBHOTO HCKYC-
ctBa AHmmuu. OHUM U3 TUOPETTHCTOB OPaTOPUHU
«Amuc u lanares» (2-s1 pen. — 1718, 3-1 — 1732)
OKa3aJICid AHIVIMICKUN IPOCBETUTEND, JIUTEPATOP
u catupuk A. [Toym. K MmoMeHTy oOpaieHus K qaH-
HOMY CIOXKETy yXe Oblia ero mepBasi — HEaroiu-
TaHcKas — Bepcusi «Anwuc, 'amares u [lomudem»
(1708), cozmannas I'ennenem na mudbperto H. JIxy-
Bo'. JIBymMs1 apyrumu udperrucramu «Anuca u Ia-
naren» ObUTH 03T U npamarypr JIx. ['eil, Hanmcas-
mnit OOJBILIYI0 YacTh 3TOTO JIMOPETTO, U YUEHBIH,
MeNUK, JuTeparop-catupuk k. ApderHor. Mx yu-
Operto ['eHzenp Torna Jierko pa3daBuil My3bIKallb-
HBIMU HTATBSHCKUMH BCTABKAMH.

B MupHOM coTpynHHUYecTBE MpoTekaia pabora
lennmenst u ¢ kapauuanoMm b. IMambuim, xoTopsiid
¢daxrryecku cpasauBai ero ¢ Opdeem [11, p. 26],
a MOJIOZOH KOMITO3UTOD, XOTS M HE 00O0JBIIAJCS Ha
3TOT CY€T, HAIKCAJ IS KapJHAaIa HECKOJIBKO KaH-
tat. [lam¢unm ObUT aBTOPOM JHOPETTO IIEPBOH pe-
nakuuu oparopun «Tpuymd Bpemenu u IIpaBab»
(Pum, 1707), mo KOTOpOM KOMITO3UTOP BIIOCIE-
crBuH caenan emé nee Bepcuu (1737, 1757). Takoe
BHHMMAaHHE K aJUIETOPHYECKOW OpaToOpvH, BKIIOUAs
«O Pagocru, INewanu u YMmepeHHOCTH» (JIHOpET-
to Y. JIxennensa), «Bwibop ['epaxmay (imbperTo
T. Mopenna), CBUAETEIBCTBOBAIIO 00 YCTOWYHUBOM
untepece [enmens k ¢puocodcko-Ha3uaaTSILHON
TEMaTHKe.

K pabote Hax nubperTo oparopuii, co3maBaB-
muxcs B 1730-x rogax, I'eHmens oTHOCHICS Ooiee
TpeboBarenbHO. OCHOBHBIM €ro JHOPETTHCTOM
B OpaToOpHajbHOM JKaHpE LEHTPAIBLHOTO Meproaa
(1738-1744) cran Beimatomuiics mactep Y. [xen-
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HeH3. P. CMUT nuIeT, 4To B UCKYCCTBE OH OBLI ITPo-
TPECCUBHOM (UTypO, XOPOIIO U3y4YMII IpaMaTyp-
ruto llexcnmpa, cobpaHne COYMHEHHMI KOTOPOTO
BIIEpBBIE B TO Bpems m3nai B bpurtanuu [17, p. 3].
Penaxtypa meec lllekcrupa, mybokoe 3HaHHE JIH-
TepaTypsl — BCE 3TO, BO3MOXKHO, HE MOTJIO HE CKa-
3aThCsl HA TpareMHHOW TPAKTOBKE JIMOPETTO TeH-
JIETIEBCKUX OpaTOPUil.

Pa6ora Iengens c J[>keHHEH30M 0003HAYH-
Jla TIOBOPOT B MCTOPHHU TEHIENEBCKOW OpPaTOPHU.
«Cayn», kak nameT bappoys, cran nepBbIM MPOU3-
BEJICHUEM, «PEaJM30BABIINM IIOIHBIA MOTEHIIHAI
TaJAHTOB KOMITO3UTOPA, COBMECTHB BO3MOXKHOCTHU
JUTSL PacIIUPEHHBIX aphil U XOPOB CO CBA3HOM Jipa-
MaTyprueu U CHION XapaKTepHOTo ONMCAaHUs, KOTO-
poe no3BonuIo ' eHIero MOTHOCTHIO HCITOIB30BaTh
CBOM1 OIIepHBIN OTBITY [7, p. 242]. JInbperTto k «Ca-
yAay» MPenoCTaBIIO [ €HAeN0 MHOTO KOHKPETHBIX
BO3MO)KHOCTEH IOYHPaXHATHCS B MY3bIKaJIbHOU
(daHTa3uiHOCTU. YUYUTHIBas KOHTEKCT, 3TH HOBO-
BBEJICHHUS HE OBUTH YXWIIPEHUSMH, OHH CIYXKHIU
CPEICTBOM yCOBEPIIEHCTBOBAHUS CIOXKETA, BRICTPA-
uBanu oopasuyto Apamarypruio [Ibid., p. 244].

Takum 00pa3oM, MI00TBOPHOCTE cOt03a J[KeH-
HeH3a W [eHjens nposBuiach B TOM, 4TO Ooraroe
TBOPUYECKOE BOOOpaKEHHE THOPETTHCTA CITY>KUIIO
UMITYJIbCOM K U300PETaTeIbHOCTH KOMITO3UTOPA.

TecHO coTpyAHHYAIM OHH KB OPATOPHUAX
«Meccus» u «Bantacap». HecmoTpst Ha TO, 4TO
JI>keHHEH3 U3 IEPBONCTOYHHUKOB ITOJIH30BAJICA B OC-
HOBHOM bubOnmei, mo3t, kak orMmedaeT bappoys,
PYKOBOJICTBOBAJICSI «COOCTBEHHBIM BOOOpaKCHHEM
Y BUJICHHEM TOTO, KaK HAWIY4IINM 00pa3oM MOTJIH
OBITh WCIOJB30BAHBI BO3MOXXKHOCTH Te€aTpPaIbHOMN
reHJIeeBCKoM opatopum» [Ibid., p. 243].

OpHako THIECNaBHUE, KOTOPBIM  OTJIMYAJICS
JI>keHHEH3, NHOTIa MEIIAI0 UX COBMECTHOMY TPy-
ny. K mubperro oparopun «Bantacap» oH Hanmcan
ropaszio OoJbllle CTUXOB, 4eM TpeboBasioch. [eH-
JICJICBCKHI )K€ aBTOrpad 3TOM OpaTopuu Cojepiall
MHOXECTBO BHECEHHBIX JIMOPETTHCTOM JeTallu3U-
POBAaHHBIX WCHPAaBICHHUH, «3aTParvBaBIINX CIie-
HBI-OTMCAHUS, CIIOBECHBIH TEKCT M MY3bIKAIBHYIO
nexiaamanuioy [Ibid., p. 280].

B nenom B pabote Hag «Bantacapom» I'ennens
BBITMIOJNIHATL POJb JKECTKOTO pPEJaKTopa, CAEPIKH-
BaBIIEro HeyEMHYIO (aHTa3uio JTUOpETTHCTa, HO
B OJHOM OHM OKa3ajHCh EIWHOAYIIHBI: YCHIHIU
Ha3HUIaTEIBPHO-ITHYECKYI0 OCHOBY OHOIEHCKOTO
HMCTOYHUKA ITOCPEACTBOM BBEACHHS CKOPOHBIX 00-
pa3oB MarepW BaBWJIOHCKOTO Iaps — Hutokpuc,
a taxke [00pust — oriia youtoro Banracapom Bou-
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Ha, TYXOBHBIM BOXJIEM KOTOPBIX cTall Mpopok Jla-
uumni. Tak, B ero apuu «Lament not thus, O Queen,
in vain!», e on yremaeT Hutokpuc, roBopurcst 06
WCTUHHOH cyTH noOpoxerenu: «He mmads, mapura,
ropeko Beye! To mobpoaeTensHBIX yen — Kak mpa-
BexaHo locmons Benen (1), Tak MycTh CTEHAHBS MX
MHHYIOT. I'pex BaBuioHa pok peBHYET; JOCTOWMHBI
B3BIIIAT YTEHICHBS — B MUPY HAHIYT OTAOXHOBEHBE
— WIb B BEYHOCTH X KOPOHYIOT» .

MopasibHOoe Ke Kpero MpPOpoKa BBIPAKEHO
B apuu «O sacred oracles of truth» — «Casies, o,
WCTUHBI O€CIIEHHOW MTPO3pavyHON PasoCTH paciBer!
Tel mHSAMH BClacTh yCTa HAIOJNHUING, & HOYBIO
IyMBl B COH KJIOHHIIb. OTBEpPTHET Jap KTO Jparo-
LIEHHBII — AYIIU IIPE3PEET CAMOLIBETY.

Hecmotpst Ha MPOAYKTUBHOE B IEJIOM COTPY/-
Hu4ecTBO C J[>KeHHeH3oM, [eHmenb, BCIEACTBHE
BEChbMa HEMPOCTBIX C HUM OTHOIICHHH, OXOTHO
3HAKOMUJICSL C JPYTMMHU JIHOPETTUCTaMU, HaIlpu-
Mep, ¢ H. XaMunbsToHOM, KOTOpBIM BIOCIEACTBUU
cTai ero apyrom [7, p. 236]. [loat, mo muenuto Kos-
TepuH X000c, B OTIIMYKE OT co3/areici JTUOpeTTo
WTATbSIHCKOM OTephl KaK pa3BIeKaTeIbHOTO XKaHpa
HAa HETMOHSATHOM JUIs aHIJIMYaH s3bIKe, 00paTHIICS
K Tparenuu J[x. Munsrona «CamcoH-0oper, Te
B Iiepeiaue TParndeckux YyBCTB repos MPOSIBUITUCH
u aprobnorpaduueckre depTel modTa. Ilomoiias
K TEKCTY OCOOEHHO CepbE3HO, XaMHIIBTOH MPOHUK
B OMOLIMOHAIIFHOE COCTOSTHHE [EHCTBYIOIIMX JIHILI.
CaMcoHa OH 3amedarsiesl B TEMHHUIIE B COCPEHOTO-
YW1 BHUMaHWE Ha €ro JYIICBHBIX MYKax H CJIEIO-
Te, a 3aTeM IOKa3aJl, KaKk ¢ mpuxoaoM Jlammisl ero
CTpajiaHusi OBLIN MEPEXKUTHI ¢ HOBOH cHiI0i. UTOOKI
BBISIBUTh HEHCKPEHHOCTh (DHIMCTUMIISTHKH, Xa-
MWIBTOH B €€ pedn BBIJCIUI HauOosee 3HAYMMEBIC
CJIOBa MUJIBTOHOBCKOTO TEKCTa «YyCIBIIIb MEHS»
[12, p. 50], xoTOpbIe 1O CKPBITOW CHIIE UX BHYIIE-
HUS, Ha Halll B3TJISI/, COIIOCTABUMBI C TIPOCHOOIA, 00-
paménHnoii k Beespimaemy. Tak, B [lcamome 101:1,
IIOMHMO TIpopoYecTBa 00 MyneHCKOM Hapofe, Co-
JIEepXKUTCS MOIK0a 0 6oxecTBeHHOM momontu: «lo-
CIIOJIH, YCIIBIIIb MOJIMTBY MOFO, ¥ BOILITb MOW K TeOe
Ja IPUAIET .

AHanm3upyd JHOpeTTo XaMWIbTOHa, Xo000c
CIPAaBEJINBO OTMEYAET, YTO TOT MUHUMUIUPOBAIL
BUHY QuUIUCMUMAAHKU, 1TaB BO3MOXKHOCTh €U 3a-
IIMTUTH ceOsl 3aBEPEHUSIMH B UCKPEHHOCTH CBOUX
4yyBCcTB. bynro oco3HaB cBoro BuHY, [lannna ymons-
et CaMcoHa, 9TOOBI TOT €€ BBICITYIIIA.

I'enpens xe cmenam BcE, YTOOBI ycunumo eé
8uHy. DTO YCWIEHWE BUAWTCA B TOM, YTO MOIIb-
6a Hammmer, obpaménnas k CaMCOHY, B OTJIUYHE,
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cortacHo Xo00c, OT TeKCTOB MMIIETOHA U B OCO-
OeHHOCTH XaMWIIFTOHA, HallelIeHa He Ha OIpaBra-
HUE COOCTBEHHOM BHHBI, OT Yero /lanuiia sjieraHTHO
YXONIUT, a Ha obelranue Toro, kak CaMCOHY MOXET
OBITH C HEH XOpoIIo, TPUYEM MOTOOHYIO TOMBITKY
MAaHHUITYJISIIAA TTOBTOPSIET MHOTOKPATHO, TOCTOSH-
HO TIpHUBIIEKas BHUMAaHHE K CBOEMY CIIAJKO3BYyYHO-
My TOJIOCY, B CBSI3U C Y€M IIPHU3BIB O0OJIBCTUTEIHHH-
16l CTAHOBHTCS HECKOJIBKO HABS3UHUBBIM.

W neiicTBUTENBHO, TAaKO€ BIIEYATIECHHUE B MY-
3bIKE CO3MAETCS 3a CUET YACTHIX BOKAJIBHBIX U MH-
CTPYMEHTAJBHBIX BBIWICHCHUN W3 HUCXOISIICH
CEKBEHIINH, TMPOU3BOIAIINX dPPEKT CHPOTIHUBOTO
5Xa. B 3TOM HaBSI34YMBOCTH HCCIIENOBATENIb BUJIHUT
HaMEKM Ha HEUCKPEHHOCTh Jlanmibl — CIMIIKOM
YK JIETKO OCYIIECTBIISIETCS CMEHA HACTPOEHHI B €€
cnenytomieit apun «To fleeting pleasures make your
court» — «Ku3Hb KOPOTKa, YIOBOJIbCTBUS MIPEXOIS-
y, 1oBu MoMmeHT» (D dur). IlosTomy TeHeneB-
ckyto [ammry c e€ mpussiBamu X000C XapakTepu-
3yeT Kak OoJyee MpAMOIUHEHHYI0, YeM y MunbToHa
u TeM 6onee XamrubToHa [12, p. 53-54].

Yerpemnenns: Januisl moTpeOoBaIyn 3THUECKOM
OLICHKH, KOTOpas AAaHa B pa3BEPHYTOH HPABCTBECH-
HOM 1atopme, chopMyIMPOBaHHOMN B apun Muxu
(B opurmHasie mopy4eHHO# M3pannpTsiHKe — cor-
paHo): «It is not virtue» — «He nobponerens [, 100-
JIECTh, YM WIIb CBETa ONarofarh, MPEKPacHBIX JIEB
cepAua cBoM MoOynaT HaM oTaarh. Kapkac KIIOHUT,
YTO BBIOOP 3pPHUT — PEIIeHbE MPUHUMATH: MaiET JII0-
0OOBb B MEUTAHUIX caMOU cebst 1003aTh |».

Hcxons uz 0030pa pador ['enpens ¢ JkeHHEH-
30M © XaMHJIGTOHOM, CTaHOBHUTCS OYEBHIIHEIM,
4T0 B HUX COTPYAHHYECTBE JHOPETTO mpHoOpe-
JI0 ApaMaTU9YeCcKU-IEHCTBEHHbIE W BMECTE C TEM
CKOpOHO-Tparndeckue 4yepTel. B pesynmprare ObLTH
CO3/1aHBbl TIyOOKHE TICHXOJIOTHYECKHE XapaKTephl,
KOTOpBIMHA | €HJeNnp «IIeKCITHPU3NPOBAI» Oparo-
puto.

Hepenxo nmubpeTTrcTaMu B TeHIEIEBCKUX Opa-
TOPUSX OKA3bIBAINCH CBSIIICHHUKH C HEMAJbIM
JIUTEpaTypHBEIM OnbITOM. B cepennnae 1740 romos
TaKOBBIMH SBWINCH J[K. Mwmiep (aBrop aubper-
To K oparopuu «Mocud u ero oparbs») u T. bpoy-
TOH (cocTaBuTeb JuOperTo «Iepakna»). B padore
¢ I'eanmenem, kak numret Jlecnmn Pobapre, oba mu-
OpeTTHCTa OKa3ajJrCh BOBJICUYCHBI B JINTEPATYPHBIE
MIPOEKTHI, KOTOPbIe TOOYIMIIN KOMITO3UTOpA JAeJaTh
B HX CTHXaX Pa3HbIC CTPYKTYPHBIE MTEPEKOMITOHOB-
KU W UCTIPABJICHUS.

B Hauane corpynHuuectBa Muiepa c I'en-
neneMm (1731) mOAT OTHOCHIICS K KOMITO3UTOPY
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kputnaHO. OH cuuTal, 4to ['eHens NomKeH ObLT
BEPHYTHCS K NEPCEIUIOBCKUM HeajaM, a He clie-
JI0BaTh HAIBIIIEHHOMY HWCKYCCTBY, HACa)KCHHOMY
WHOCTPAaHHBIMH «IIEBUYKAMH» W «BOKAIIOKKAMHI,
BBIJIABABIIUMH 32 OJIATOPOJHBIA CTHJIb BHEITHIOKO
pa3BJEKaTEIbHOCTD «I10Y». Takas kputuka [enze-
151 Ipozoskanack A0 1735 roxa, moka He MOsIBHIIACh
ero oparopust «[IpazaHuKk AsekcaHpay, MOJI0KeH-
Hasl Ha CTUXM aHmuickoro noata JIx. Jpaiinena,
TO €CTh KOTJa B Ka4ecTBE MCTOYHHUKA JHOPETTO
cTajla MCIIONb30BaThCsl HAIIMOHANIbHAS JTUTEpaTypa
[Ibid., p. 140].

Oparopust «Mocud u ero Opares» (1744), roe
MOKa3aHbl JIBe CIeHBI B TIOpbMe — Hocuda u ero
crapiiero 6pata CUMeoHa, OTIIMYACTCS NOGbIULEH-
HbLM NPONOBEOHUYECKUM NAGOCOM, KOTOPBIA BBI-
pKEH B HPABOYYCHHUSX, MPOCIABISIONIUX MOTY-
mectBo Co3marens. bor pacmopsixaeTcs cyaproamu
npaButeneit mupa (MonuTBBl Xopa «O God, who
in thy heav’nly hand» — «O Bor, B pyke HeGecHO
9TO [3aMKHYJN cepama mapei moryuux |» u «Ilose-
JTUTENh BeYHBIH HeOa [, 3HAemb, TSHKKO MPECTy-
TUIEHBE |»), HaxomsmuMucs B y3umuine HMocugowm,
a morom CumeonoM. [Ipu 3TOM B OpaTopuu mpe-
BO3HOCHUTCSI CKpOMHOCTH (Oecena Mocuda ¢ dapa-
oHoM «Oh mighty Pharaoh!» — «MoryiiecTBeHHBII
naps! TIpuHAUICKUT HE MHE TO3HAHBS IYyTh, HO
Heb6ecam, n mums [ocmons [lpenBeunsiii mo mu-
JIOCEp/IbI0 CBOEMY OTBET CIOCOOEH JaTh» W Pasro-
Bop xeHbl Mocuda Aszenar ¢ @anopom: «Phanor,
we, mention not his highest glory» — «®anop,
HE OCKBEPHHM K€ BCYE €r0 Mbl BBICIIY CIIaBYy»),
a TaKKe CaMOTIOKEPTBOBAaHUE paau OIMKHETO (MO-
pamuzupoanue Cumeona «Give, give him [father]
up the lad» — «OtmycTH K OTIy TOTO, BOBEK, B KOM
JKH3HH CMBICIT €T0, IyCTh BHINBIO S CTPAJAHUN JHO
TOU Kaphl — MIPOYHIIH JIJISI HETO).

B xopax xe eruntsH «Immortal pleasures
crown this pair — «/lapy¥ KOpoHy BEUHBIX HaCIaX-
nenmit» U «Hail, thou youth, by Heav’n belov’d!»
— «[IpuBer Tebe, roHOWmA, JOOMMBIH Hebecamu!
[yauBHUTEIbHAS MyAPOCTH TBOS TEMIEPh J0Ka3aHa! |»
3ByudT BocxBanieHue Mocuda u Azenar kak 6oro-
M30paHHBIX.

Takast MOIITHAS TPOTIOBEAHNYECKAs IUTaTPopMa
B muOperTo Mujuiepa oTBedana cyTH OMOIeHCKOTO
otkposenust «1 6611 ['ocnions ¢ Mocudom», dysau-
POBaHHOTO 3/I€Ch MOKAa30M CBOEOOPA3HOTO KOIeKCa
noOpojerenei, Ha KOTOpBIE, 110 BCEH OUYEBUIHOCTH,
OBbLT OPHEHTHPOBAH I'eHCICBCKHI COBPEMEHHUK.

T. BpoyToHy TpynHO OBIJI0 pabOTaTh C BOJIEBBIM
I'ennenem Ham oparopueit «lepaxm» [15, p. 145].
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IIporecc, BeposSITHO, OBUI TOBOJIBHO MPOOIEMaTHY-
HBIM. B nmubpeTrTo mpuxoamiochs Mckarh Hamboiee
IpreMJIeMbIE OTBETHI Ha TPeOOBaHHUA KOMIIO3UTOPA,
MTOCKOJIBKY 3Ta OpaTOPHs HUKOT/Ia HE MMeJla 3aKOH-
YeHHBIX (HOpM, J1axe Korna Oblia ocTaBlieHa BIep-
Bble. I Tem He Menee «lepakim» bpoyrona — I'en-
JIess BOIIEN B HCTOPHIO Kak oOpaser] BeIrdanien
tparequn®. JI. Pobaprc cumrTaeT €ro «rparemmeit
MHUMOTO nipemroboaesaus [Ibid., p. 145], bappoys
XapakTepru3yeT Kak KJIACCHYECKHUW MpUMeEp Tpare-
JIVH, TIOCKOJIBKY pPa3BUTHE 00pa30B TIIABHBIX Tepo-
€B UMEET TParudecKyro pa3ss3ky [8, p. 2]. IL. Jlanr
OIICHMBAET €ro B KOHTEKCTE MCTOPHM KaHpa Kak
KyJbMHHALIAIO B IMO3AHE0APOYHON MY3BIKAIbHOMN
npame [14, p. 524].

V. JJuH, npoBozas napamieny mexny [desHupoit
Codoxmna B ero tpareanu « TpaxuHSHKN» U Tepou-
Hell bpoyToHa — I'enzens, MOKa3bIBAa€T, HACKOJIBKO
B oparopun €€ cyap0a OKa3bIBae€TCS TparnvHee.
VY Codoxna [esaupa uMeeT NPsSIMYI0 MOTHBAIHIO
peBHOCTH, a €€ THlenb y4EHBIH BUANUT HCKIIOUH-
TEJIbHO B pe3yJbTaTe HecUacTHOro ciy4yas. Y len-
JIeNd )K€ TepOMHSI CO3HATeNbHO BeAET cels K Ka-
TacTpode, UCTOYHUKOM KOTOPOW OKa3bIBaeTcs eé
coOCcTBeHHOE BOOOpakeHWe. B cBs3m ¢ aTHM, 110
MHeHUIo J(uHa, Bps U MOKHO HAWTH KOHIIETIIUIO
Ooree TparmyHylo, Ye€M 3Ta, CO3/aHHas MY3BbIKaH-
tom-reauem [10, p. 417].

U 310 HE cayuaitHo. MHOTOE B HEH OOBSICHICT-
cs mbperto «I'epakiay». B 4MCI0 €ro HCTOYHMKOB
(«epounapry OBuamsa u «TpaxuusHkm» Codokia,
«I'epkynec Ha Ote» Ceneku u «lepakm» II. Mat-
ThIO, THe JlesHupa mpeBpamieHa U3 caMOyOWHIIBI
B CyMAaCIIEAIIYIO, B CBSA3H C UeM €€ XapaKTepUCTHKA
SBJISIET CBOCOOPA3HBIN KOMIIEHINYM METUIIMHCKIX
MHEHUU O cyMacIiecTBUU) bpoyToH mo0aBui Ha-
OJroZIeHMs1, 3aMMCTBOBaHHBIC U3 TIPAKTHKH O0paiiie-
HUSI B TIOPBME C JYIIEBHOOOJIBHBIMH, TJI€ MX IJIETh-
MU W IyTaMH JTOBOAMJIHN JIO HEPBHOTO HCTOINEHUS
Y KOUX OH IIOTOM B CBO€H MMaCTOPCKOM MPaKTUKE UC-
IIOBE0BAJ Nepes cMepThio. KpoMe Toro, moaT BBéEN
MaTepHalibl CBOMX JIEKIIUI Ha TeMy «DHeua» [[paii-
neHa (keresHsle moctenu u nenu Gypwii B [lomse-
MeJbe, KoTJa Tyaa ciyckancs Juei) [15, p. 157].

Takum o6pazom, bpoyTon o6ocTpuit KOHGIUKT-
HOE COepKaHWE TPHUBICUEHHBIX B OPATOPHIO
MCTOYHUKOB 3a CYET BHEPEHHUS B HUX y)KACAIOIINX
peaNMCTUYECKUX MOAPOOHOCTEN 1 MH(pEpHATHHBIX
3JIEMEHTOB, BCJIEACTBHE YEro CIUIaB TPAarH4eCKHux
00pa30B, BBIPAKEHHBIX B IOIYOE3YMHOM COCTO-
aHAN JlessHUpBI, Tepeaan yHHKaJIbHOE B MY3BIKE
TOTO BPEMEHH TEpeKUBAHIE pa3pa3uBIIeiics KaTa-
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cTpodBbl, OKa3aBIIei pa3pyIIUTEIbHOE IEHCTBIE Ha
€€ IICUXHUKY.

C 1747 roga mOCTOSITHHBIM JTHOPETTHCTOM TEH/IE-
JIEBCKUX OpaTopuii cTaj cBilieHHUK Tomac Mopen,
IpyT NBYX 3HAMEHHUTBHIX aHIIMYaH — XYAOKHHKA
V. Xorapra u mekcnuposckoro aprucra Jl. I'appuka.
Mopenn kak mpeamnonaraeMplid TuoperTuct I enmens
ObUT TIpe/ICTaBiICH €My HPUHIIEM Y3JIbCKUM B Ce-
pemure 1740 romos’. C stum moatom [eHmens ObLT
B OYEHb XOpOIIMX OTHOmIeHusx [6, p. 451], xorsa
JIaJieko He BCE B MX COTPYAHWYECTBE OBUIO IIIAJIKO.
[Ipumep pazmpakarorero mapTHEPCTBA OBLT 3aIT-
caH Mopeuiom, UCTIBITAaBIIUM Ha cebe, kak [eHnensb
MIPOKJIMHAN O0MITHE AIMOMYECKUX PUTMOB, ITOCIIE YETO
yCTaBIIMK 1 ONaropoHO-TIOKOPHBIN TO3T CKOPPEK-
THUPOBAJI PACKPUTHUKOBAaHHBIN cTuX (I'eHmens Bcerna
Jefiall 3aMe4YaHus BCTBUIBYMBO M TEMIIEPAMEHTHO)
[15, p. 145]. TotoBHOCTH MOpEIIIa MTHOBEHHO 3aMe-
HUTP B TEKCTE OJHU (Ppa3bl APYTHUMH JIeNIaNa X COI03
HEOOBIYAHO Pe3yIbTaTUBHBIMC.

C nosiBnennemM Mopenia B TeHIeIeBCKUX Opa-
TOPUSIX CTajla JIOMUHUPOBATh CKOPOHO-Tparmde-
CKasi TPAaKTOBKa CIOKETOB. B HUX MOTHUMAIUCH
BOMPOCHI KU3HU M CMEPTH, POITH TUYHOCTH B UCTO-
puH, a Takxke cyapObl U ciydas. Bce oHM ocMbic-
JINBAJIMCh CKBO3b IPU3MY PEIUTHO3HOM 3TUKH. [ eH-
Jiennb B pabote ¢ MopesuioM, Kak u ¢ JPKeHHeH30M,
MpOsiBUII ce0st 04eHb aKTUBHO. bappoys, HecMoTps
Ha IIEPBOHAYAJIBHOE CBOE 3asIBJIICHHUE O CAEPKAHHOMN
ponu I'ernmens B pabote Haa TUOPETTO, THUCAT TaK:
«TpyaHo moBepuTh, 9TO KOMIIO3UTOP CaM HE CTOST
3a IepeMeHaMH1 TEKCTa B CIOKETHUKE U B CMBICIIOBBIX
aKueHTax... B “@eogope” OH OTBEpPr BO3MOXXKHOCTh
0e3001a4HOTO U TpUyMQalibHOro GrHaja (OHA MOT-
71a OBITH 3aJI0KeHa B THOpeTTo Mopeina) u, TakuM
oOpasom, [ eHienb TOBTOPHII TOT K€ MIPUHIIUII, TTPO-
apuBmmiics [panee. — /. K.] B “Tamepnane”, “Op-
nauao” u “Comomone”» [Ibid., p. 338].

Hepenxo xommo3uTtop mén Bnepenu TuOpeTTH-
CTa, HauTPHIBas Ha KIABECHHE OYAyIIHE SIHU30/IbI
oparopuu, Kak, Hampumep, xop «Tak mamgyT TBOM
Bparu, o, I'ocnoge» u3 oparopun «Myna Makka-
Bei» [2, p. 212]. inu HacTanBai Ha CHATHU TEKCTA,
MIPOCJIABIISIBIICTO B (PMHAJIC OPAaTOPUU «AJIEKCaHIIP
Bbam» mobeny apmun B BOifHE — HACTOJIBKO HEIMPH-
STHBIMU OBUTH €TO accomuanuu ¢ TpuanaruneTHei
BOIHOM B [ epMaHuM, OTTOJI0CKH KOTOPOM OMpadmiid
ero aetctBo [7, p. 321]. Pemaktupys 1u0perto 3T0#
OpaTopuH, KOMIO3UTOp c(oKycHupoBan BHHUMaHHUE
Y Ha JIpyroil 0coOEHHOCTH — YyCHJICHHH Tpareauu
Kieomarpsl B mpoTHBOBEC H3HAYAIEHON MOPEIITIOB-
CKOM KOHUEMIUHU MPOCIABIEHUA WUCTUHHOW BEPHI.
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Takoil CMBICIIOBOM aKIIEHT MO3BOJIMI PACKPHITh €€
00pa3 Kak BOJICBOW TePOUHHU, HE OTPEKAOIIEHCS OT
CBOMX JINYHOCTHBIX yoexaenui [Ibid., p. 320].

CropOHO-Tparndyeckass TpakTOBKa JHOPETTO
B TCHJICTICBCKUX ~OPATOPUSIX Jlala BO3MOXKHOCTD
PACKpBITh B CIOJKETE HE CTOJBKO JICHCTBHUE, CKOJILKO
3MOLIMOHAIBHOE COCTOSIHUE TepoeB. Kaykaplili U3 HUX
IPU 3TOM HEMPEMEHHO BBIKA3aJl CBOE OTHOIICHUE
K noopozerenu. B oparopun «Uedddait», roe B ca-
MbIH CHACTIIMBBIA MOMEHT XU3HU T'€pos pa3pakaeT-
cs1 karacTpoda, Ha MPOSICHEHNE STHYESCKON HIICH OT-
BezeHo 18 HOMEpOB, B TeUeHHE KOTOPHIX BceoOlIee
CONPOTHBIIEHHE KIIsTBE ['amaaickoro BOXIsi CMEHsI-
€TCs 0CO3HaHHBIM coracueM (apus Meddas «Waft
her, angels, through the skies» — «Ha kpbuibsix BeTpa
JlyHOBCHBSI [e€ HeCHUTE B TaTh HEOECHY |»).

Takum 00pa3oMm, MPOTOBEIHUYECKAS CYIII-
HOCTh, IPOSIBUBIIAsACS paHee B oparopun «Mocud
u ero Oparbs», B «Meddae» Bomuia B 00iee akTUB-
HYIO CTaJHI0 TICHXOJIOTHYECKOTO BHYIICHUS Iep-
KOBHBIX MaKCHM, ITOCKOJIbKY TOHSITHS T0OpoieTeN
3[IECh HE MPOCTO JCKIAPUPYIOTCS — KaXK/IbIi ydacT-
HUK B OTHOIICHWW He€ BHIpaXKaeT CBOE cOOCTBEH-
HOE HPaBCTBEHHOE KPEJIO.

CxonHast cuTyaiusi HaOJIOIAeTCs B OPATOPUH
«®Deosiopay, TAe Mociie Moka3a TpsSHYBINEH Kara-
cTpo(bl B Havase ApamMaTypriu UIET npopacmatue
pEeNUTnO3HO-3THYECKOH uaen. U uem Oonblie oHa
HAXOAUTCS MO/ YIPO30ii, TeM (haHaTUYHEe 3alInIa-
€TCs TIIaBHBIMHU TeposMU. TakoBbI peihUHATIBHBIHA
peuntaruB noapyru deomoper Upsubl «Ere this,
their doom is past» — «Tenepp cynapba npezaperie-
Ha [— yMpyT, 4TO0 J0Ka3aTh MOTYIIECTBO JIIOOBU
mpen cMepThio]» u peuntatuB Oeomopsr «Deluded
mortal!» — «[O,] cmepTHBII [cTOWKMIT] B 3a0iy-
xnenbr! He OyHT, 4TO B MCTHHBI XpaHEHbU — Oec-

ctpamiHo bora Bo moutenbu, npen Kem, easa Jjib 4To
B JICP3HOBEHBH 3a0bLIM O MbI IIOBUHOBEHbBE, XOTs O
Y THOCTh — HATPaXKICHBE.

Penurno3Ho-aTrdeckas ujies BBIABIICHA B BEIXO-
Hou apun @eonopsl «Fond flatt’ring world, adieu!»
— «OOMaH4mB, JILCTHUBBIA MHp, TpoImraid. Morrb
VIBIOKH, CMEXa CHJIA, IIYCTHI JIApH, Yap CTPEMHUHA
— cepate B30op oTBopoTuiio. B Bepe HbiHYe yTomait
1 k Hamex e BocTibUTal, pagoCTh YyBCTB CTOJIb OJla-
TOPOJHBIX OOPETEM TOTIA MBI paii».

Ucxons u3 crnennuygeckoro MBIIUICHUS Mo-
penta, B IMOPETTO MO3IHUX opaTopuid lenpens Ha-
OJIFOMArOTCS JIBE JISKAIME B Pa3HbIX IUIOCKOCTSIX
TEHACHIIUW: CKOpPOHAs ¥ PEIMTHO3HAs, KOTOpPEIE
OKa3bIBAIOTCS JABYMsI CTOPOHAMH €IMHOMN HPaBCTBEH-
HO-TICUXOJIOTHYECKOM MPOOJIEMBI, HAXOAMBIIICHCS HA
OCTpHE ICTETHUKH MPOCBETUTEIHCKOTO KIIACCHITA3MA.

[To paccMOTpeHUN COTPYTHUYIECTBA KOMIIO3H-
TOpa U JTUOPETTUCTOB HaM IMPENCTaBISETCSA, YTO
B UX paboTe HaJ JIUOPETTO PACKPhLIACh IBOJIOLIUS
OT ApaMaTU4eCKU-ACHCTBEHHOW TPAKTOBKHU COXKE-
TOB K TPareguilHOH U CKOPOHO-TICHXOIOTHYECKON
C CYIIECTBEHHBIM YCHJICHHEM PEIMTHO3ZHON U IaK-
Tukn. Hapsigy ¢ aTuM B opaTtopuaibHOM JTHOpeTTH-
ctuke [eHens BhIICIMIACh TUPUKO-QUITOCOPCKas
JIWHUS, CBSI3aHHAS C aJICTOPUUECKIMH CIOKETaMHU.
B oOpaiiieHuH K BBICOKUM 3THYCCKUM HICAM POXK-
naJics mponoseaHnyeckui madoc. ['eHmens okaszain-
Csl HE MTPOCTO aKTUBHBIM YIACTHUKOM COBMECTHOTO
C IMOPETTHCTaMH TBOPUYECKOTO TIpoliecca, a ux 0e3-
YCJIOBHBIM JYXOBHBIM JIHJICPOM.

Aemop cmamvu evipadicaem cepoeyHyl0 NpusHa-
menvHocmb 2enoenesedy Upune Koncon 3a yennvie 3a-
MEUaHUsL U COOOPAICEHUS, BbICKA3AHHbBLE €10 8 Npoyecce
Nn0020MOGKU OAHHO20 MAMEPUANA K NYOIUKAYUU.

< MPUMEMAHUA (<

! Tloyn Taxoke co3nain cieHapuii «Cemensi» (1744),
COCTaBJICHHBIH 110 U3BECTHOMY paHee uoperTo Y. Kon-
IpHUBa, KOTOpOE OBIIIO HAITMCAHO 110 MOTHBaM «MeTtamop-
¢o3» OBuamsa Ui OJHOMMEHHOW omepsl JIK. DKKi3a.
OHO nmosBIIIOCH IPUMEPHO 32 40 JIeT 10 BOSHUKHOBEHHS
TeH/eneBCKoi «CeMelnsD».

2 3pech U qajee IepeBo aBTOpa CTaThy.

3 Tlcamom 101:1. MonuTBa O3Ha4aeT oOpamieHue
k bory u mpu3siB Ha Iomotp, a Botwib [mwrad. — I K.] —
mpock0y 0 uém-mmbo [1].

4 JI. KupniuinHa HasbiBaeT «l epakiia» «reHHaIbHOM
My3BIKaJbHOH Tpareuein» [4, c¢. 70]. B momoObHoM MHe-
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HHUM WCCIEA0BaTeNb yTBepauiIachk ciycts 10 yer mocie
perpe3eHTanuy 3TOi HIeH aBTOPOM HACTOSIIIETO HCCIIe-
noBaHwus [5, ¢. 31, 56].

> Mopem1 cran aBTOpOM JHOPETTO IOYTH BCEX
MO3AHMX TeHJAeNEeBCKUX opatopuil: «Myna MakkaBei,
«Oparopus Ha ciydait», «Anekcaaap bam», «®eogopay,
«Heddait», «Comomon», «HMucyc HaBun», «Bribop Te-
pakia», a TaKKe TpeTbel pemakiun oparopun « Tpuymd
Bpemenu u IIpaBasiy.

¢ CormacHo P. CmuT, TIIaTEIBHOCTH B CO3IAHHUHU
JUTEPaTypHOIl OCHOBHI OpaTopuu OblTa BO MHOTOM
00ycIoBiieHa TeM 00CTOATEIHCTBOM, YTO 00a THOpeT-
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THCTA OTCTaWBaJH CAMOICHHOCTH JTUOPETTO, pa3BUBAs
B €T0 OIIEHKE JApaiieHOBCKylo Tpaaunuio. 1 Mopem,
1 Muep pe3ko BO3pakaiu MPOTUB OC3IyMHOTO IOJI-
YUHCHUS TUOPETTO MY3BIKAHTCKUM HPUXOTSIM, TOTOMY
KaK dTO CKa3bIBAJIOCh Ha XYI0)KECTBEHHOM YpOBHE BCe-
ro mpousBeneHus. He HCKIOYEHO, OHAKO, YTO CBOIO
pOJIb B YIYUIICHHH KAa4eCTBA TUOPETTO UMEHHO TeH/IC-

YyecKasl COCTaBIIAIONIAsA, TaK KakK, B omin4yue oT JkeH-
HEH3a, KOTOPHI MOr ceOe IO3BOJHUTH IIPENOIHECTH
KOMIO3UTOpY JINOpeTTo «Banracapa» B momapok, oda
CBATBIX OTHA (TP BCEH MX MaTepHaIbHOW oOecrieueH-
HOCTH) OBbUTM (PUHAHCOBO KOMITO3UTOPOM MOTHBHPOBa-
HBI, XOTS CYIIECTBEHHOTO BIIMSHUS Ha MUX KOHIEIIUH
TOHOpapsl OKa3bIBaTh U HE Moriu [16, p. 30, 31].

JICBCKHUX OpaTOpI/Iﬁ urpaiaa I/IOHpeﬂeHéHHaH KOMMEp-
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life from 1778 to 1791, shedding light on him both as a person and as an artist. In fact, a few of such events were
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famous son: 1) a letter of recommendation for the Queen of France, the sister of the Austrian Emperor; 2) news about
a possibility of a good position at the German National Theatre in Vienna. The clash with Vogler in Mannheim, the
attitude of Mozart towards the other composers of his time (Stamitz and Paisiello) and his progressive interest in forms
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Mucbmo o Xeiicheabpaa Aeonoabay Mouapry:
HOBOE€ NpoYTeHue (KOHTEKCT)

[Mucemo dor Xetidenpaa Jleomonsxy Momapry (23 sHBaps 1778) — 3a0bIToe, HE HCCICAOBAaHHOE YUEHBIMH
n 6uorpadamu Momapra, HO, TeM He MCHEE, aHATTM3UPYEMOE B HaJUIE)KAIIIEM KOHTEKCTE — IBJISICTCS (PyHIaMEHTAIbHBIM
JOKYMEHTOM /ISl OCBEILCHUS M JIyUIIEro MOHUMAaHHsI HEKOTOPBIX KIIFOUEBBIX MOMEHTOB *M3HH Momnapra ¢ 1778 no
1791 rox, mponMBaIOIMM CBET Ha HETO KakK Ha YEJIOBEKa W XyHOXXHHKA. DaKkTHIECKH HEKOTOpBIC U3 COOBITHI OBLTH
HETIOCPEICTBEHHO MPEIONPEAEICHBI COAEPKaHNEM 3TOTO MHCHMA, a APYTHE Pa3BEPHYINCH BOKPYT MTOIyIEHHS MHChMa
¢on Xetidenpma B Manreiime. [Tucemo don Xetidenpia BO3HUKIO U3 psia 3alpOCOB, MOTYYCHHBIX Jleomomsaom
MormapTom OT ero 3HaMEHHUTOTO ChIHA: 1) 0 peKOMEHIaTeIbHOM NMUCHhME /It KOpoJieBbl DpaHImm, ceCTphl aBCTPUHCKOTO
HMIIEpaTopa; 2) HOBOCTH O BOZMOKHOM IOIyYSHHH XOpOIIeil JomKHOCTH B HeMerkoM HalimoHanbHOM Teatpe BeHsI.
Taxxe ananusupyercs koH(UKT ¢ @omepom B Manreiime, oTHomIeHHe Momnapra K APYTMM KOMIIO3UTOpaM €ro
BpeMeHH (TakuM kak Cramuiy, [Tansuensio) u ero pactymuii uHTEpec K popmaM caMopHHAHCHPYEMOTO ITPOBIKEHHUS
Pa3IUYHBIX TIPOEKTOB.

Kitrouessie ciiora: nmuchbma Bonbsgranra Monapra, ¢pon Xeidensa, @orrep, HeMelkas omnepa.

(23 January 1778) has been up to the present  on a stylistic level, between Mozart’s youth and

day largely neglected and even omitted  Mozart’s maturity and how it actually answers a
in Mozart’s biographies and in other works on  series of well known Mozartian open questions.
Mozart’s life'. In reality, a close analysis of its  As Mozart foresaw (February 1778), this letter will
context (and already without a close analysis of  become, to him, only a “cause of annoyance” and
its contents) reveals how this document represents  for many years.

The letter of von Heufeld to Leopold Mozart  a fundamental dividing line in Mozart’s life, also
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1.1. The Mannheim Clash of Teachers

The direct context of the letter of von Heufeld
to Leopold Mozart (Vienna, 23 January 1778) is that
of Wolfgang in serious difficulty, while attempting to
obtain a solid position at the Mannheim Court and of
Leopold trying to wisely direct, at a distance, the steps
of Wolfgang in his quest for a profitable career in one
of the most important European centres of music.
The events in Mannheim are known in their general
facts. Nonetheless, the extremely picturesque and
bizarre description of such events left by Wolfgang
(especially his clash with Vogler, Vice-Kapellmeister
of Mannheim and founder of its local School of
Music) has long obfuscated and is still obfuscating
the real substance of his confrontation with Vogler,
a substance which has remained so far untreated
and practically intact. After all, scholars seem still
more attracted by the uncanniest details of Mozart’s
accounts, thereby causing a sort of distraction.

Both Mozart and Vogler were pupils of Padre
Martini in Bologna. And this was already a motive of
contrast between the two also on a methodological
and theoretical level. Vogler was an unorthodox
pupil of Padre Martini: dissatisfied with his
methods, he left Bologna and Martini’s teachings,
with their roots well grounded in Fux, and chose,
instead, to become the loyal follower of the more
experimentalism-driven and more revolutionary
Padre Vallotti in Padua’. Thus the flamboyant
passage in Mozart’s letter on Padre Martini and
Padre Vallotti about Vogler and the Elector of
Mannheim?, acquires a totally new profundity,
like Vogler’s attack against J. C. Bach (another
pupil of Martini and mentor/friend of Mozart) in
the same letter. In his letter 10 December 1777
Mozart will give an explanation to his father for his
exaggerated expressions on Mannheim events: his
writing childish nonsense and jokes and his lack of
seriousness were necessary to edulcorate the activity
of his adversaries in Mannheim, especially Vogler;
in fact, Leopold was thinking and definitively
convincing himself that, in reality, Cannabich,
Wendling, Ramm and the other so called Mannheim
friends were actually Wolfgang’s adversaries
acting against Wolfgang and ruining his life, and,
since Wolfgang did not think likewise, he advised
Leopold not to bother too much with this issue,
because, affer all, it is not just always possible for
a man to do all what he proposes... To put it shortly,
through his bizarre accounts Mozart is desperately
trying to cover up before his father Leopold the not
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very clear and not too loyal behaviour and the quite
obscure manoeuvres of his Mannheim friends.

The famous ballet between Mozart and Vogler
on “who must pay the visit first” (the letter written in
Mannheim on 17 January 1778, mentioning Vogler
“overcoming his pride”) may ultimately conceal
another subtle reference to the presumed superiority
of the School of Padre Martini to that of Padre Vallotti.
It is a fact that throughout his life Mozart tried to
support whenever possible the other pupils of Padre
Martini (among them J. C. Bach and Myslivecek),
and this is one of the reasons why he selected the
music by Sarti (another pupil of Padre Martini) for
the banquet scene in his Don Giovanni in 1787%. At
this point, the attempt of Leopold Mozart to receive
support and recommendations in Mannheim for his
son directly from Padre Martini (!?) from Bologna
(such attempts will go on in vain until winter 1778)
clearly appears, just from the beginning, an ill-fated
plan destined to fail. Vogler, the dominus of music
in Mannheim, is a fervid adversary of Padre Martini
and of his system and method of teaching. Even the
choice of the old opera singer Raaff, the Mannheim
correspondent of Padre Martini, to present himself
as a supporter of Mozart before the Elector seems
an error: he is old, he is weak, sings well only from
time to time and, despite many words, he appears de
facto not actively involved in backing Mozart and
his Mannheim scheme. If the account of Mozart on
the enquiries of the Prince Elector in Bologna and
Padua on the qualities of Vogler as a composer is
entirely reliable and not a manipulation (see: note 3),
this presents another fundamental point to consider:
in conclusion, the Prince of Mannheim decided to
follow the advice of Padre Vallotti and not that of
Padre Martini. Therefore how could Padre Martini
have ever possibly helped Mozart before the court
of a Prince, who had already chosen Padre Vallotti,
instead of Padre Martini? Thus the Mannheim
confrontation of Mozart vs. Vogler, once purified
from its ridiculous facts, seems rather to present a
war between their mentors, Martini and Vallotti, and
certainly this is essentially what it was in the head
of Mozart’. Nevertheless, there remains the strong
perception that Mozart was seriously misguided
by Cannabich, Wendling, Holzbauer and his other
friends from Mannheim, especially with regard to
Vogler. If they were really and completely honest
with Mozart and not driven by other interests, they
evidently tried, not too honestly, indeed, to use
Mozart by setting him against Vogler in order to get
rid of Vogler®.
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1.2. The “Kind Austrians” Satire
in Mannheim and Mozart in Politics

Another point of the Mannheim events of 1777—
1778, which has usually been omitted or neglected,
is the political context around Mozart in this period.
Mozart would lament in his letter (Mannheim, 28
February 1778) against the sudden death of the
Elector of Bavaria in December 1777 and against the
devil who has trotted out the accursed physician of
the Elector of Bavaria, that Doctor Sanftl, who caused
his death and, at the end, the War of the Bavarian
Succession and the swap agreement between Karl
Theodor Elector of Mannheim, legitimate heir of the
Elector of Bavaria, and Joseph I, Emperor of Austria.
The transaction agreement, which was strongly
opposed by the Germans and by Prussia, in particular,
implied that Karl Theodor was supposed to receive
(at least partially) the Austrian Netherlands, if he
agreed to renounce (at least partially) the acquisition
of Bavaria, in order to give it to Joseph II instead.
Mozart feels that the difficult political situation of the
Elector of Mannheim is one of the reasons why his
Mannheim Scheme is bound to fail miserably. From
the letter of 7 February 1778 we also learn that in
Mannheim there was a German satire against the
agreement of Joseph II, created in Munich, which
already became popular. The satire, titled The Kind
Austrians (and transcribed fully by Wolfgang),
openly accuses the Austrians to aspire to extend their
dominions over the traditional German territories of
Bavaria, under the false pretext of defending Bavaria
from Prussia: “so Bavaria must be calm, because the
Austrian Joseph Il comes to defend her... but what
he claims to defend, he will appropriate at the end.”
And we discover in a letter from Paris (20 July 1778)
that Wolfgang is sad and depressed upon hearing that
the Austrian Emperor was defeated by the King of
Prussia. Even more patent is his letter openly stating
his opposition to the King of Prussia, written while in
company of his German friends (Paris, 31 July 1778:
“I dare not say such a thing in this house”). This
means that Wolfgang felt much closer to the Austrian
Empire than to the German territories... and he was
probably also perceived this way by the German
Elector of Mannheim and by the other German
Mannheim-based musicians: just another Kind
Austrian. So the difficulty for the German Elector in
keeping him in his own service as a musician and
composer may well be a consequence, especially
with an Austrian Emperor being an apparent ally in
an agreement, but an unreliable sovereign, even to the
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point of being too strongly interested in occupying
his own German Bavaria to expand Austria towards
the Rhineland... In conclusion, such political
aspects of the vicissitudes of Mozart in this period
may have characterized the composer’s relationship
with Mannheim and Munich. The strange request of
Wendling from 10 December 1777 (see note 1) of
receiving a recommendation for the Austrian Marie
Antoinette (the sister of Joseph II) from Vienna
through the friends of Leopold in Vienna may have
had also some particular political nuance. Most
likely, even the choice of Piccinni by Baron Grimm
(Mozart’s treacherous patron in Paris; see Paris,
11 September 1778), as opposed to Gluck, may have
carried some special political nuance in opposition
to Austria, since Gluck was the champion of the
Viennese Imperial Court as revealed by von Heufeld
in his letter. In any case, Leopold had told Wolfgang
for a lengthy period of time prior to that to avoid both
Gluck and Piccinni, as dangerous and jealous people.
Nonetheless, the negative answer of von Heufeld
in his recommendation to Marie Antoinette and his
words on the “dangers for morality” would determine
a violent and complicated personal attack against
Wendling and his friend Ramm and would lead
Mozart to leave them progressively and to cultivate
to a much greater extent a friendship with another
family from Mannheim — namely, the Webers.

1.3. Mozart’s Attitude to Criticism
and Cases of Contrary Behaviour

In his usual style of flamboyant criticism, Mozart
rejects the entire letter of von Heufeld as being
“merely a cause for annoyance.” Nevertheless,
an informed reader about Mozart knows that such
outbursts (sometimes dictated by purely professional
rivalry or impulse) often end in a type of behaviour
on the part of Mozart which usually forms a sharp
contrast with what he had previously written.
Unfortunately many positions declared by Mozart
in his writings have been presumed and interpreted
by critics and scholars (and especially in the 19th
and 20th centuries), as normative passages, thereby
presenting numerous problems and much confusion
to music history. In particular, there have occurred
four major cases of Mozart’s ambiguous behaviour,
which require careful evaluation.

Carl Stamitz. Mozart labels him as a “wretched
scribbler, gambler, swiller and adulterer,” while
Leopold Mozart evaluates him as a bombastic and
overestimated composer. Nonetheless Leopold
wants his son to meet him in person during his
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sojourn in Paris, and Wolfgang would dub him
“a real composer” and then will turn to his clarinet
concertos (most of which were composed in 1770s
and 1780s) as reference for his own Clarinet
Concerto K. 622 and his symphonies as a source of
musical formulas, the most famous of them being
the beginning of his Jupiter Symphony’.

Example 1

Symphony Op. 13 No. 1 in E-flat major
(Ist movement)
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Puaisiello. On 16 January 1782 Mozart defines
his music as “miserably written out.” Nonetheless,
it has been long demonstrated how much of
Paisiello’s music subsequently influenced Mozart’s
compositions, as early as in works by Abert, but also
in the most recent research works®. Fragments of
1l Barbiere di Siviglia and Il Re Teodoro were re-
styled a la Mozart and included in Le Nozze di
Figaro, etc. Moreover, in 1784 Mozart received
Paisiello, the miserable one, in Vienna with great
joy and enthusiasm, by offering him to use his own
carriage, by continuously praising him publicly and
even by playing for him (with Haydn, Dittersdorf
and Vanhal) at the famous quartet party at Storace’s,
which de facto presented a kind of welcome party
for Paisiello (a detail often omitted by scholars).

Clementi. Clementi is a particular case,
because his reaction to this ambiguous behaviour
of Mozart was subtly made public by Clementi
himself. Accused of being an [ltalian charlatan and
a pianist mechanicus by Mozart, in 1804 Clementi
re-published one of his sonatas, by adding that
Mozart had heard it and perfectly knew it, because
he was present at the original concert. Clementi’s
friend L. Berger will further explain in his essay
that the theme of that sonata ended up in the The
Magic Flute by Mozart, as the key element of its
overture’.

Vogler. The case of Vogler is quite complicated,
since it has been long obfuscated by the ridiculous
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accounts given by Mozart in his own letters and,
as we have seen, at a certain point, Mozart’s words
became normative. But had Mozart really rejected
Vogler and his music and his theories?

Professor Edward Green has already recently
demonstrated how both Mozart and his father,
notwithstanding Wolfgang’s insults towards Vogler
(but with Leopold behaving more cautiously, having
been, unlike his son, an admirer of Vogler’s work:
see his partially theoretical letter from 11 June
1778 to Wolfgang), studied the books and manuals
written by Vogler, and how Mozart throughout the
1780s subsequently remodelled his own style in
composing, enriching it with a thoroughly studied
application of the principles of chromaticism and
chromatic completion (see: [9, p. 350]). Green
has also emphasized well how Vogler’s theorized
treatment of chromaticism in music, subsequently
decanted by Mozart through his own work and
personal research, may have been later picked
up not only by Joseph Haydn (who started using
such techniques after his personal encounters with
Mozart in 1780s) but also Mozart’s own pupils, in
particular Siissmayr and Attwood (see: [10]). See
also the curious habit of Mozart, at a certain point in
1778, to cite the theory manual of Vogler in a group
with the Violinschule of his father and with his own
music. So, as in the case of Stamitz, Paisiello and
Clementi, with Vogler Mozart likewise behaved
himself in the identical way: what Mozart had at
first harshly criticized, he later applied to his own
music. Moreover, the dramatic “new style,” easily
identified in many numbers of Mozart’s music for
Thamos (which are well related to certain pages of
Idomeneo), requires a more adequate approach by
Mozart scholars. Put aside for a moment the main
influence coming from Benda, suggested by Abert,
they should start inquiring why certain orchestral
sections written by Mozart in 1779 and 1780'° bear
such strong similarities to the orchestral works by
Vogler, such as, for instance, the latter’s Hamlet,
written in 1778 in a fundamentally Mannheim
style (coincidentally, while Mozart was staying
in Mannheim), for which Vogler wrote also a
famous guide to composing music for dramas,
with his point of departure being the intensely
dramatic texts of Shakespeare’s plays (see: [8,
p. xli]). Leopold’s interest in and enthusiasm
for Vogler’s interpretation of musical theory
make clear why such composers as Schumann,
Carl Maria von Weber (who, incidentally, was
a relative of Costanze Weber from Mannheim,
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Mozart’s wife), Meyerbeer, and other 19th century
composers considered Vogler as an important
musician, composer, music theorist, mentor, artist
manager and teacher''. Mozart himself (Mannheim,
17 January 1778), after his bizarre encounter with
Vogler, curiously writes the following words:
“Vogler has invited me to a musical party. So after
all I must stand highly in his favour” (so where is
the theoretical confrontation here?). Nevertheless,
as far as we know, the confrontation which occurred
in Mannheim between the two composers was
subsequently never resolved in any reconciliation,
and Mozart continued to consider Vogler and
his pupils as his worst adversaries (Vienna,
22 December 1781).

1.4. Mozart Reconsidering
the Inequitable Logic of von Heufeld

The case of Mozart’s reaction against the
letter of von Heufeld is in no way different from
the other cases examined so far. Notwithstanding
Mozart’s outburst against von Heufeld’s advice on
independently promoting new opera productions
(Mannheim, 4 February 1778: “taking a chance and
at my own risk”), to acquire conspicuousness before
Emperor Joseph II and his undoubtedly hostile
court, in which Gluck and Salieri ruled supreme,
signs of second thoughts seem apparent in the
autumn of 1778. After his failure in Paris and the
loss of his mother in the summer of 1778, Wolfgang
came to Mannheim, once again. Fascinated by
the works of Benda, Medea and Ariadne, Mozart
decides and accepts the offer to set to music
Semiramis, a duo-drama by the Mannheim-based
intellectual von Gemmingen (who had already
written a letter of introduction for Wolfgang for his
trip to Paris)'?, following the request of the theatre
manager Dalberg, “without a fee” (i.e. “at my own
risk”) (but initially, presumably, for 25 louis d’or:
letters Mannheim, 12 November, 24 November
and 3 December 1778). Nonetheless, it seems that
Dalberg acts in an excessively bold manner by
asking Mozart also to set (in addition to Semiramis)
an entire opera, Cora, to music practically “without
a fee,” and Mozart ultimately rejects the Cora
project (24 November 1778). During his new
sojourn in Mannheim, Wolfgang will finally realize
how his adversaries and rivals widely spread the
rumour that his opera La Finta Giardiniera was a
disaster (the 1775 premiere was actually a success
confirmed by various sources) and hissed off the
boards in Munich: such broadly disseminated and
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uncontrolled rumours, most likely, present another
clue to understanding the irresolute behaviour of
the great patrons, like the Electors, and theatre
managers (and also Myslivecek?) in assigning an
opera commission to Mozart during this period.
Notwithstanding his agreement with Dalberg and
Gemmingen to complete Semiramis when back in
Salzburg, with some sources claiming that Mozart
actually completed this work, even up to this day it
is not possible to identify this duo-drama correctly.
The only extant work by Mozart almost of this
kind is Zaide, which actually Wolfgang would
subsequently take along with him, together with
his opera Idomeneo, to Vienna in 1781, in order
to get, finally, some recognition from van Swieten
and Count Rosenberg... notwithstanding the hostile
environment of the imperial court. So eventually
Wolfgang would resign to the rather inequitable
logic of the letter of von Heufeld, which implies:
“If he needs to do it, he will do it also for nothing.”
And the troubles of Le Nozze di Figaro, an opera,
the support of which, in reality, was privately
guaranteed by the money of Mozart’s patron, the
Viennese banker von Wetzlar (who was willing even
to completely bypass the Vienna imperial court and
present it on stage in other European cities), and
other sad self-funded ventures of Wolfgang, such
as the concerts for the coronation of Leopold II,
are the evidence of how much that terrible logic
of von Heufeld’s letter made its effect on Mozart:
in the attempt (a vain one) to conquer the imperial
interest and bypass or ascend the claustrophobic
and paranoid hierarchy of the official positions of
the imperial court'®, Wolfgang would subsequently
create his own personal drama of his life story.
Following the disaster of Paris in 1778, among
his numerous friends from Mannheim only the
Cannabichs and the Webers would remain steadily
and actively in contact with Wolfgang, despite the
first disapproval of Leopold, who considered the
former as cheats and scammers and the latter as
cynic exploiters of Wolfgang. The other friends,
who had maintained their ambiguous behaviour in
Paris, would be overwhelmed by the tempestuous
epistolary exchange between the father and the son
against them (once again, ignited by those words
of von Heufeld, written in January of that year,
concerning the dangers for morality: see note 1),
and would appear, in the end, to maintain a certain
distance from Mozart during the following years. In
1782 Mozart would marry a girl from Mannheim,
Constanze Weber.
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2. Conclusions

Thus, the time has come to remove the status
of normative exactness to everything left written
by Mozart. Only in this way it is possible to start
comprehending through which paths he, in reality,
absorbed the musical experience and the musical
theory of his contemporaries surrounding him,
and how this was important for him and his artistic
processes. Secondly, the analysis of the direct
context of this letter by von Heufeld reveals how
such letter lies at the very epicentre of a fundamental
series of events, which essentially were directly

Gy —

! This letter is omitted in Anderson, is heavily cut
and briefly treated in Abert, and is usually neglected in
other major works. Only Deutsch puts it in some context
of evidence, but without giving any evaluation. Sadie
gives some brief allusion to second thoughts that this
letter may have ignited in Mozart (see: [14, p. 516]).
For the text in English translation (see: [3, p. 169]).
The letter of von Heufeld was sent by Leopold from
Salzburg to Wolfgang in Mannheim on 29 January 1778
with a supplementary letter penned by Leopold himself,
who added further stress on some of the moral advice
in von Heufeld’s letter against the bad companies, i.e.
the dangers for morality. Wolfgang’s direct reply to this
epistle is his letter written in Mannheim on 4 February
1778. The letter from von Heufeld was caused by two
requests by Mozart to his father: 1. Wendling wanted
a recommendation for the Queen of France, Marie
Antoinette, the sister of Austrian Emperor Joseph II,
from Vienna, through Leopold (Mannheim, 10 December
1777); 2. Mozart wanted some news about the National
German Theatre in Vienna and how to find a position
there at any cost, but through receiving a commission
of some kind (Mannheim, 11 January 1778). About the
negative answer of von Heufeld on the recommendation
for the Queen of France (and, perhaps, the malicious
request of Wendling), one must consider that Gluck was
a personal protégé of Marie Antoinette since 1774...

2 Vallotti’s revolutionary studies were the results of
many years of theoretical research in music and harmony
carried on by his predecessor and teacher Padre Calegari
and by his colleague Tartini. For a detailed treatment
(see: [7, p- 13 and f1.]).

3 Mannheim, 13 November 1777: “When the Elector
happened to be in Bologna, he asked Padre Vallotti about
him and received this reply: ‘Oh, Your Highness, he is a
great man!’. He also asked Padre Martini, who informed
him: Your Highness, he is good; and gradually, as he
becomes older, surer of himself and more solid, he will
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caused by von Heufeld’s letter itself (Mozart’s
broken relationship with the immoral Wendling
and the others from his circle, his friendship with
the Webers, the increasing devastating attitude of
accepting underpaid commissions for works, etc.) or
which flourished around it. The immediate negative
reaction of Wolfgang to this letter is comprehensible,
because it asserted, without doubt, that Mozart, in
January 1778, was not as highly considered as he
thought, and that he was not an established first-
rate composer, but merely a musician who was still
gaining fame through his past formidable reputation
as a child prodigy.

NOTES ~—o( <

improve and will become good. But he will have to change
considerably’”. The account of Wolfgang on Vogler contains
also a few manipulations through patently falsified facts.

4 On the basis of Da Ponte, in fact, the choice of
Martin y Soler as the other composer selected for the
banquet in Don Giovanni seems to be a debt of gratitude
of Mozart towards Martin y Soler, who had secretly
backed the production of his Le Nozze di Figaro in
1785/1786. The absence of music from the La Grotta
di Trofonio by Salieri (1785) is a clear evidence of the
accurate and calculated choice by Mozart. Mozart kept
the Martinian Sarti in high esteem.

5 Instead for the relationship of respect between
Martini and Vallotti (see: [7, p. 13 and ff.]).

¢ Certainly their invitation to Mozart, he naively
accepted, to laugh at old Raaff’s impoverished singing
abilities (Raaff, the supposed supporter of Mozart and
champion of Padre Martini in Mannheim) was not of great
help (Mannheim, 14 November 1777). The ambiguity of
Raaff, as a supporter (he, apparently, had never received
any letter of recommendation from Bologna), is well
described by Wolfgang (Paris, 18 July 1778). Here also
we can read of Mozart’s illusions about the Elector as
someone who would highly consider the advice of Padre
Martini.

7 K. 622 was originally written for basset clarinet
and presented a completion of an unfinished work for
basset horn (K. 584b/621b: ca. 1789/1791). Mozart’s
enthusiasm for clarinets, stemming from his Mannheim
musical experience, caused him even to think of asking
Colloredo to establish clarinets in a Salzburg wind band
on a permanent basis (Mannheim, 3 December 1778).

8 See: [1]and [11, p. 128].

? In 1804 Clementi re-published his Sonata Op. 24
No. 2 by adding this note: “This Sonata <...> was played
by the author before His Imperial Majesty Joseph II in
1781, Mozart being present”’. Ludwig Berger, in his 1829
essay on Clementi, clearly wrote that the beginning of
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this Sonata was inspirational to Mozart for his The Magic
Flute.

" Notwithstanding the numerous problems of
Thamos, it is known how only two choruses were written
probably between 1773 and 1774 and were still not
brought to their final form. After some slight retouching
in 1776, only in 1779/1780 Mozart did entirely rework
and complete the numbers of Thamos, by adding the
famous new orchestral parts and another chorus, probably
for a performance with the company of Schikaneder in
Salzburg.

' After 1865, newspapers even saluted the now
Abbé Liszt as the new Vogler in Music, as in “Dwights

Gy
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Sufi Symbolism in Tolib Shakhidi’s
Televised Ballet The Rubaiyat of Omar Khayyam

In the article devoted to one of the most well-known compositions by the Tajik composer Tolib Shakhidi the
means of reflection of Sufi symbolism in the synthetic genre of the televised ballet are researched. Stemming from the
essential parameters of the symbol (taking into account the formed traditions of study of this category), the authors
propose their own perspective of the issue. The role of the symbol is shown in expounding by artistic means of the
Sufi path of perfection (Tarikat) as a bridge between the two worlds. The orientation on the multilevel complex of sets
(musical, scenographic, choreographical, scenic or poetical) and the specificity of the chief Sufi principle of zohir-
botin (the inner vs. the outer) made it possible to carry out the analysis of the indicated phenomenon on the basis of a
differentiated approach toward symbol. As a result, symbol-images are revealed (the main characters are the Poet, his
Muse and Death), which are the most multifaceted and acquiring the features of allegory and metaphor; symbol-signs,
frequently carrying out the functions of leit-symbols (a pitcher, a chalice of wine, fire, a flute) and in virtue of Sufi
cryptography acquiring signs of the symbol-emblem.

The possession of the verbal row (the sounding Rubaiyat of Omar Khayyam) aids the comprehension of Sufi
conception with its metaphoricity. Research has shown that the examined symbolism is presented on the following
level: in scenic dramaturgy, in the images of the main dramatis personae, in their musical manifestation, in the utilization
of symbolic poetry, in color solutions in the attributive formatting of the televised ballet.

Keywords: Sufi symbolism, televised ballet, Rubaiyat of Omar Khayyam, the principle of zohir-botin, Tolib
Shakhidi.
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Cydumitickas cumBoamka B Teaedanete T. LLlaxuam «Pyban Xarnsma»

B crarpe, MOCBAIMEHHON OZHOMY M3 CaMBIX HM3BECTHBIX COYMHEHHH Ta/HKHKCKOro Kommosurtopa Tommba
[Maxuau, ccneaoBaHbl CIIOCOOBI OTpaKEHUS CYy(DHUICKOI CHMBOIIMKY B CHHTETHYECKOM JKaHpe Tenebaneta. Mcxomst
13 CYIIHOCTHBIX MapaMeTpoB CUMBOJIA (C y4ETOM CIOKMBIIMXCS TPAJULUIl M3y4CHHS 3TOW KaTeropuu), aBTOPHI
MIPeAIaraoT COOCTBEHHBIH B3I Ha Tpobnemy. [Toka3piBaeTCs poib CHMBOJIA B 3KCIIOHMPOBAaHNH XY 0’KECTBEHHBIMU
cpeacTBaMH Cy(pHHCKOTO IyTH coBepIIeHCTBOBaHM (Tapukar) Kak MocTa MeXAy AByMs Mupamu. OpueHTarus Ha
MHOTOYPOBHEBBIM KOMIUIEKC pPsI0B (MY3BIKaJIBHOTO, CIIEHOTpaduieckoro, xopeorpaduieckoro, CIEHHYECKOTO,
MMO3TUYECKOT0) M CIEHU(PHUKY BEAyIIero cy(puiCKkoro mpuHIMNA 30xup-60omuH (BHEIIHEe-BHYTPEHHEE) MO3BOJMIIA
BBITIOJTHUTH aHATIN3 0003HaYEHHOTO (heHOMeHa Ha OCHOBE TH(EpeHIIMPOBaHHOTO MOAX01a K CUMBOIY. B pesymberare
BBISBIICHBl CHMBOJIBI-00pa3sl (maBHBIE mepcoHaxku — Iloat, ero Mys3a m Cmeprts), Hambojee MHOTOTpaHHEBIE
1 oOpeTarolye 9epThl AJUIETOPHH U MeTadOpbl; CHMBOJBI-3HAKH, HEPEIKO BBHIOIHSIONUE (DYHKIHIO JIEHTCHMBOJIOB
(KyBUIMH, Yamia BUHA, OTOHB, (ielita) u B cuty cy(uiickoil TaliHOIIMCH 00peTaroNIe MPU3HAKA CHMBOJIA-3MOJIEMEI.

Hammune BepOanbHOTO psina (3Bywamue pyoan Omapa XaiisiMa) momMoraeT MOHUMAaHHUIO Cy(hUHCKON KOHIICIIIHH
¢ eé metahopruHOCTHIO. MccenoBaHue MOKa3ano, 4YTO paccMaTpuBacMasi CHMBOJIMKA MPECTaBICHA Ha CIIEAYIOLINX
YPOBHSIX: B CIIEHApHOM ApaMaTyprud, oOpas3ax NIaBHBIX JEHCTBYIOUIMX JHI[, MX MY3bIKAJIbHOM BOIUIOLIECHHUH,
B UCIIOJb30BAaHNH CUMBOJIMUECKON TI033HH, LIBETOBBIX PEIICHUSX U aTpuOyTHBHOM O(opMICHNH TenedaneTa.

Kitrouessie ciioBa: cyduiickas CHMBOJIMKA, TeaeOanet, pydaun Xaiisima, npuHiun soxup-o6omun, Tonud Hlaxumm.
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he televised ballet The Rubaiyat of Omar
I Khayyam, composed by Tadjik composer
Tolib Shakhidi in 1980, is one of the first
incorporations of the Sufi theme in Soviet music.
In the conditions of the ideology of that time
projects of ballets in the vein of the Sufi aesthetics
were not encouraged. In this particular case there
is nothing remarkable, however, since the literary
legacy of Omar Khayyam was regarded as being
outside of this tradition. However, research of
Vassily Zhukovsky, Jahangir Dorrie, Paramahansa
Yogananda, Georgy Miloslavsky and Javad
Nurbakhsh bears witness to the fact that Omar
Khayyam pertained to the mystical branch of
Islam. For the composer himself, who grew up in
an atmosphere of veneration of the Tajik-Persian
classical poetry!, the Sufi base of the poet’s legacy
was all too obvious. It is not by chance that in the
same year 1980 he used a fragment of the Rubaiyat
of Omar Khayyam, which served as the epigraph
to his chamber symphony Charkh (charkh -
potter’s wheel) devoted to the comprehension of
the circular flow of life and death. There is no
doubt that the group of musicians the composer
associated himself with initially oriented itself on
this position.

It must be emphasized: the comprehension of
the specified issue requires a preliminary excursus
into the sphere of perceptions of Sufism and its
symbolism. Sufism as a mystical-philosophical
trend, which appeared within the Arab Muslim
civilization after the death of the Prophet
Muhammed, remains up to the present day, is one
of the leading directions of Islamic mysticism. It
owes its popularity in the contemporary world to
the works of Sufi poets (Farid-ad-din Attar, Abd
Al-Rakhman Jami, Jalal ad-Din Rumi, Hakim
Abul-Majd Majdid ibn Adam Sana'1, Hafiz, Omar
Khayyam and others) and its relation to music®. The
medieval poets and sheikhs successfully applied
poetry and music to their sermons and councils
(Mejlis) to attract new adepts as a means of
sublime emotional impact on the auditorium. The
lack of the opportunities to spread their teaching
openly stipulated the use of verbal codes and the
language of metaphors, founded on the leading
Sufi binary principle of zohir-botin (the revealed
vs. the concealed, the outward vs. the inward)*.
This resulted in a metaphorical system, permeated
with symbolic images.

Let us concurrently note that the aspiration
towards the comprehension of the manifestations
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of symbols within the framework of religious
consciousness, culture and art is characteristic
for works of both secular and confessional focus.
Notwithstanding all the diversity of approaches
and positions in the context of the present article
it is important to highlight one joint moment:
understanding the bridge (in the capacity of a
connecting link) between the two worlds — the
empyrean and the earthly (according to Pavel
Florensky), the natural and the spiritual (Nikolai
Berdyayev), the sacred and the profane (Mircea
Eliade), the inward and the outward (Aynulkuzat
Khamadani), the rational and the mystical (Yuri
Lotman), the physical and the metaphysical (Juan
Kerlot), etc.’

Symbolism in Islamic mysticism predominated
not only in the arts of poetry, music and dance, but
also permeated into the sphere of architecture,
painting and calligraphy. “From the very
beginning of its existence Sufism applied symbols
in its anthology, gnoseology, ethics and aesthetics,
organizing on its basis a certain worldview
doctrine and explaining with its help that which
is not amenable to formal logical explanation,”
the researcher Aknazar Kurbanmamadov writes
[4, p. 81]. Thereby, symbols exerted substantial
influence not only on the idea-based and content-
based side of a musical composition, but also on
very its texture and structure.

These artistic resources did not pass by the
attention of 20th and 21st century composers,
such as Granville Bantock, Anatoly Varelas, Philip
Glass, Sofia Gubaidulina, Alisher Latifadze, Karol
Szymanowski, Yuri Yuketchev and others. The
most multilaterally outlined traditions are reflected
in the music of Tajik composer Tolib Shakhidi
(b. 1946). They replicate the values of Sufism —
from rituals and poetry to the recreation of the
images of saints by means of musical language®.

The poetry which regulates the graphic
structure of the televised ballet initially contains
in itself the potential of symbolic interpretation.
Moreover, also because “the art of dance pertains to
symbolic activity, while his language appears with
a remarkable capacity of harmonization of man
with the world” [2, p. 50]. Correspondingly, the
realization of the noted potential in the conditions
of the synthesis of the genre of the ballet and the
principles of cinematic art expands the horizons
and the possibilities of perception.

From hence follows the practicability of
realization of adequately set goals of inner
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differentiation of the category of the symbol, since
this kind of differentiation does not possess with a
generally accepted interpretation up to the present
day and is presented by variants stipulated by the
context.

Inasmuch as during the course of the
undertaken analysis the following nuances in the
manifestation of the Sufi symbolism arose: the
symbol-sign, the symbol-emblem, the symbol-
image, the symbolic metaphor and symbolic
allegory. Despite the fact that Alexei Losev calls
upon us not to mix up these “adjacent [in relation
to symbol. — M. D., S. D.] structural-semantic
categories” [6, p. 143-168], in the existent
literature (especially in Sufi literature) one may
frequently encounter a lack of any boundary lines
between them. In the present article, without
erasing the boundaries set up by Losev, the
symbolic constituent of these categories shall be
considered. Such a symbolization is admissible
not only in line with study of the traditions of
Sufism, but also in the conditions of analysis of the
synthetic genre endowed with the possibility of a
multilevel, poly-modal perception on the basis of
a complex of sets. It is not by chance that Victoria
Alesenkova in the process of studying theatrical
symbolization highlights the multidimensionality
of the theatrical symbol, “one pole of which bears
the symbol, the other pole bears the image, and
the intermediary stage of the development of the
symbol-sign into the symbol-image is the symbol-
metaphor” [1, p. 154].

On the basis of the expounded it is deemed
possible to characterize the symbols indicated
above, placing them (similar to Alesenkova, but in
a more differentiated matter) in between the two
poles.

1) The symbol-sign. Generalizing the
definitions presented in the research literature,
we comprehend it as the material, tangible object
of the outer world, replacing another object in the
inner world and possessing singular concreteness.
Considering the metaphoric quality of Sufi
cryptography such signs frequently possess points
of connection with the metaphor.

2) The symbol-emblem. As a rule, it is not
differentiated in a definitive level from the symbol,
but is marked out as a special, more concrete
symbol. The existence of a context interconnected
with such cryptography is frequently conducive
to the “transformation” of signs and symbols into
emblems comprehensible to the ordained’.
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3) Symbolic metaphor, while possessing
attributes common to metaphors®, in this case is
connected with the aforementioned cryptography.

4) The image-symbol. It is interconnected
with a concrete character endowed with an
expressed connection with the irrational, mystical
world. It must be noted that the image-symbol is the
most multidimensional and multifaceted, frequently
acquiring traits of allegory® and metaphor.

The plot itself of the televised ballet is full
of symbolic metaphors. Let us remind ourselves:
one of the chief attributes of Sufi poetry consists
in the poet invoking the Creator, the Absolute,
presented in the guise of a dialogue with the
Beloved Lady. Nonetheless, the Beloved here
is God, and the entrancement from the Beloved
is the achievement of unity with the Absolute!®.
Thereby, while the audience member who is
unfamiliar with the Sufi conception sees in the plot
the eternal motive of the battle of good and evil,
where the latter bears death to poetic inspiration,
for somebody who understands this symbolism
the main conflict of the one-act ballet inscribed in
the musical score is concentrated on expounding
the Path of Perfection, the Tarikat. On this path
the poet is encouraged by the Forces of Light
(the Sitora Muse), while being counteracted by
the Forces of Darkness (Death).

As the result of the synthetic quality of
the genre of the televised ballet the examined
symbolism in the present opus is revealed on all
levels: the audial (the musical set), the visual
(the scenographic set), the kinesthetic (the
choreographic and scenic set) and the verbal
(the poetical set). Correspondingly, the universal
Sufi binary principle of zohir-botin, discovered
on these levels, discloses the peculiarities of the
dramaturgical conflict in Tolib Shakhidi’s musical
composition. Thus, in the scenic dramaturgy of
the ballet the indicated principle is manifested
most brightly in the juxtaposition of the two polar
opposite worlds: the worldly and the otherworldly.
They are conveyed through two strata: the
autobiographical, real stratum (Khayyam, who
serves in a palace, is surrounded by the Malik-
Shah and the nobility) and the mystical (the poet’s
dialogue with the imaginary Muse and his struggle
with Death). This kind of parallelism (the worldly
and the otherworldly) forestalled the satiation of
the dramaturgy with symbols.

Each of these worlds obeys its own set of laws,
and is endowed with its own set of meanings.
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Already as early as in the musical introduction the
main idea of the ballet is contained — the struggle
between matter and spirit, shown through the
juxtaposition of the sound symbols-emblems —
Death and Love, which forestall the subsequent
appearance of the characters, the analogous
symbols-images — Death and the Muse. The
“beating motive” of Death (with the leit-timbre
of temple-blocks) is sounded thirteen times. This
ostinato writing depicts the implacability of the
motion of time. The answer to the mechanistic
motive is served by the short leitmotif of love —
the softly ringing ascending trichord in the upper
registers of the flute and the metallophone.

The symbolic quality of the main images of the
televised ballet (the Poet, the Muse, Death) made
an impact on their musical characteristics as well.
Khayyam the thinker is presented as an antipode
to the court life. His presence is not limited to the
real world, since the glance of the poet is capable
of viewing the hidden world. In the audial set
the real, outer sphere (zohir) is delineated by the
contrast between the dynamics and the pomposity
of social life and the sound image of Khayyam
the observer, who thinks instead of dancing.
His characteristic features are given through
prayer, which emphasizes the poet’s adherence to
Sufism. On the other hand, in the concealed world
Khayyam is characterized by means of dance — in
the duos with the Muse, and in trios, where they
are joined by Death. The characteristic features
of the Muse Sitora as a symbol-image of Love
is disclosed in three variations by means of the
audial, visual and kinesthetic sets. Its musical
characterization demonstrates a predominance
of sounds of the flute and the harpsichords,
which endows the image of Sitora with purity
and light. It is important to emphasize that in
the Sufi semantics the flute plays an important
role, personifying the soul aspiring to move to
the direction of the Creator, and the flute in this
context becomes a symbol-emblem!!,

Another symbol-image in the ballet The
Rubaiyat of Omar Khayyam is Death, which carries
the role of an intermediary between the visible and
the invisible worlds. It is endowed with a personal
sound-emblem — a leit-timbre (the temple-blocks)
and a leitmotif, as well as with personal gestures-
emblems'?. The special trait of the image is that of
a sudden incursion, its appearance in the solo and
ensemble music depicting the other protagonists.
In correspondence with the principle of zohir-
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botin the image of Death is shown on two planes
— the inward and the outward. On the outward
plane it is efficient, characterized through dance
solos, duos and trios. Here the composer utilized
exclusively brass instruments in combination
with the percussion group. On the hidden plane
the sphere of botin) the image is expounded in a
directly opposite manner — as a static observing
protagonist. Hereby it is emphasized: Death is
powerful only in the real world'®, while in the
ultramundane world it is powerless. Concurrently,
let us remind ourselves that the poet, on the other
hand, acquires the dynamicism of dance only in
the hidden world.

In the characteristics of the image-symbols of
the ballet a significant role was played the color
semantics, which possesses special significance
in the aesthetics of Islamic mysticism. Omar
Khayyam 1is presented in white raiment, Death
— in black clothing, and the image of the Muse
incorporates the glimmering of various lights
(white, pink, violet and blue). And this is not by
chance. It is commonly known that the white
color represents innocence, purity of the soul,
detachment from all earthly things, associating
itself with the divine color. The woolen clothes
of the Islamic mystic — the khirka — also solely
white in its color. The meaning of the black color
was interpreted as a sign of evil, adversity and
mourning. It is no accident that “in the Sufi poems
the word ‘black’ appeared as a synonym, and
sometimes as a measure for human villainies, the
sins of Adam’s sons” [7, p. 68].

In the characterization of the Muse there are
gleams of such colors as pink, violet, blue, since
“among the Muslims blue and purple were valued
as colors of mystical contemplation, admission
into the Divine essence” [9, p. 132]. In Tajik and
Persian poetry the blue color is not only the sign
of approaching death and parting, but also the sign
of “the condition of the Sufi at the beginning of the
spiritual path, the departure of the outer and the
acknowledgement of the inner world” [7, p. 70]'.

The creators of the televised ballet were
oriented not only on meanings of colors, but
on attributive-substantive signs of the given
tradition: the pitcher, the wine chalice, fire, and
the vineyard. Thus, for example, the pitcher,
appearing as a symbol-sign, plays the role of a
peculiar leit-symbol. The “cohesive” pitcher
demonstrated at the beginning of the composition
is subsequently shown at various angles, and is
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shattered at the dramatic moments of the ballet.
Basing oneself on Sufi cryptography it is possible
to assert: here it personifies human life. Such an
understanding is unambiguously expressed in
the episode expounded in the form of a symbolic
metaphor, where the poet goes around and
examines pitchers, which momentously assume
the images of people.

The role of another leit-symbol is carried out
by the symbol-sign of the wine chalice. Let us note
that in the works of Islamic mystics the process of
wine drinking holds a special position, since wine
for them is not a material substance, but it signifies
the ravishment with Divine love, the disclosure of
Truth, and becomes the source of the knowledge of
God. In the televised ballet The Rubaiyat of Omar
Khayyam the wine chalice acquires the character
of a symbol-sign and is connected for the most
part with the demonstration of Khayyam in the
real world — not dancing, but thinking, observing
the main protagonist. However, particularly after
this the poet is transferred to the ultramundane
world, where the transformation takes place of the
image from the static to the efficient, involved in
the element of dance. Thereby, the symbol-sign
is complexified, obtaining the attributes of the
metaphor, since in the activities of the Sufis “the
process of psychological concentration on the
object of fascination is compared with drinking
wine, while the wine itself — with Divine love; the
pitcher or the chalice symbolize the heart of the
mystic, the repository of Divine love, symbolized
by wine” [8, p. 122].

An important leit-symbol is also the symbol-
signoffire. Inthe visual set of the ballet it personifies
destruction, the end of human life, accompanying
the image of Death and the Forces of Darkness.
It is symptomatic that in the demonstration of all
the indicated symbols-signs (the pitcher, the wine
chalice, fire) a special role is played by operators’
devices, such as high-speed shooting, combined
film shooting, freeze frame shot, etc. Particularly
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' This atmosphere was created by the composer’s
father, Ziyadullo Shakhidi (1914-1985), one of the
founders of the Tajik compositional school, who knew
Tajik-Persian literature very well and loved it.

with their help the importance of any details
whatsoever is emphasized.

A significant role in the ballet’s dramaturgy is
played by the verbal set. Particularly the quatrains
(the rubai) help disclose the essence of what takes
place and to convey to the listener their idea of the
audial, musical and scenographic sets. Analysis
of these sixteen rubai in the aspect of the Sufi
dictionary of cryptography shows that the verbal
set contains its own dramaturgy, where the first
rubai set the chief “code”: the theme of human
fate and the inevitability of death. However, the
mystical conception of the ballet is distinctly
visible in the three concluding quatrains. They
present the stages of motion of the human spirit,
which realized the proximity of the end. In the first
we see a certain demonstration of weakness and
hesitation. But this is but a momentary weakness.
The human being who believes in the Creator has
only one regret — that in his life, which is nearing
its end, he could have been closer to God. And,
finally, the conclusive rubai presents the strength
of the human spirit, which has known the unity
with God and has perceived itself as His creation.

Summarizing this exposition, let us note
that an adequate analysis of the Sufi symbolism
in the televised ballet The Rubaiyat of Omar
Khayyam called for additional differentiation
within the category of the symbol, as well as the
consideration of the specificity connected with
metaphorical cryptography. This is predetermined
by the synthetic quality of the genre, in which the
symbolism is disclosed in the stage dramaturgy,
the images of the chief dramatis personae and their
musical characteristic features, in the utilization
of Sufi poetry, the color-based solutions and the
attributive organization of the televised ballet.

The authors wish to express their sincere
gratitude to Tajik composer Tolib Shakhidi for the
interview conducted with him and for the materials
graciously provided by him.

NOTES ~—o>(<

2 This kind of confidence is conditioned not only by
the position of the composer, who has developed the Sufi
theme lengthily and consistently in his music, but also by
accentuation (as shown below) on all levels of synthetic
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text of the televised ballet of symbols characteristic
for the poetics of Sufism and aimed at veiling the true
meaning accessible only to the anointed.

3 It is known that the question of the permissibility
of music in Islam remains arguable up to the present.
On the other hand, in Sufism, particularly in some of its
brotherhoods, music comprises an inseparable part of the
rituals.

* The sources of the Sufi principle of zohir-botin
reach in theirroots far back in the history of the pre-Islamic
civilization based on Zoroastrianism and Manichaeism
(which have absorbed in themselves the foundations
of Christianity, complemented by Zoroastrianism and
Buddhism).

> Immanuel Kant speaks about two worlds. For
him symbols in the human consciousness are a means of
correlation between the noumenal and the phenomenal
worlds. However, the philosopher is an adversary of the
transcendence beyond the limits of the rational into the
sphere of the intelligible.

¢ Unlike the aforementioned composers the Sufi
theme permeates the overwhelming number of Tolib
Shakhidi’s compositions. These include the Suite for
Flute and Piano The Recitatives of Rumi (1981), concert
music for fifteenth instruments The Sufi Dance (2000),
Etude-Tableau for piano The Sufi and Buddha (2002),
a piece for violin and piano The Dance of Rumi (2006),
suite for three flutes Conversation of Birds based on
F. Attar (2007), Fantasy for clarinet and piano Poem
about the Hidden Meaning based on Jellaludin Rumi
(2007), poem for chorus The Essence of the Sufi (2014),
the choreographic cantata Khafizname (2014) and
others. In connection with this the absence of research
work in the line of the indicated problem range looks
paradoxical. An exception is formed by the publications
by the authors of the present work. These are the articles
of Marina Drozhzhina (where the manifestation of the
Sufi theme in the compositional works is examined, in
particular, also on the examples of the compositions
of Tolib Shakhidi): Jalal-ad-din Rumi v sochineniyakh
sovremennykh kompozitorov [Jalal-ad-din Rumi
in the Works by Contemporary Composers]. [rano-
Slavica. 2008. No. 3, pp. 52-55; O poetike Jalal-ad-
dina Rumi v kompozitorskom tvorchestve [About the
Poetics of Jalal-ad-din Rumi in Composers’ Works].
Vestnik  Tomskogo  gosudarstvennogo  universiteta
[Herald of the Tomsk State University]. 2012.
No. 360, pp. 65-68. And also the diploma work by
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Dear readers of the journal

“Problemy muzykal'noj nauki/Music Scholarship™!

We are offering you an interview with Finnish composer Juhani Vesikkala.
The conversation took place on August 26, 2017 in Helsinki, during Dr. Anton

Rovner’s trip to Finland.

VYBaxkacMble UUTATENN KypHaia
«ITpobneMbl My3bIKaTEHOM HAyKN!

[Ipennaraem nHTEpBBHIO ¢ (UHCKHM KoMIo3uTopoM FOxanm Becukkana.
Becena coctosnace 26 aBrycta 2017 roga B XeIbCHHKH BO BPEMsI MTOE3IKH

n-pa Autona PoBaepa B OUHIAHIUIO.

Could you tell me, where did you study, who
were your teachers, and how did they influence
you?

I started taking composition lessons when
I was eleven, which was quite early compared to
most colleagues. 1 studied composition mainly
with Jovanka Trbojevi¢ for seven years, who
was a Montenegrin composer living in Finland.
She was one of the first composition teachers in
Finland to instruct composition to children, and
it was quite extraordinary at that time. Thanks
to her pedagogy, I was promptly accepted to the
Sibelius Academy in 2009, where my teacher
was Tapio Nevanlinna. Having almost finished
my bachelor’s degree studies in May 2012,
I went to Graz in Austria to study on an Erasmus
Exchange, where my teacher was professor Beat
Furrer, occasionally complemented by composer
Pierluigi Billone. While there, I also studied music
theory with professor Georg Friedrich Haas and
a few teachers from what seems like a distinctly
Austrian school of thinking about music. I started
composing electronic music and had wonderful
teachers there, for example, Daniel Mayer and
Klaus Hollinetz, who taught me a lot of aesthetics
for electronic music and set this thought forward in
me. Then, when I came back to Finland, I studied
for my master’s degree with professor Veli-Matti
Puumala. I also attended many master-classes
during that time, with such teachers as Magnus
Lindberg. Two times I studied at the Ferienkurse
in Darmstadt. Among the influences 1 had with
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these encounters with people, I could list Furrer
as one of the top five living composers for me. My
preference of other exemplary living composers
tends to fluctuate and I tend to come across their
works in concerts or online, not having met each
of them. These composers would most of the time
include Salvatore Sciarrino, Adriana Holszky, Liza
Lim, and again my former teacher Haas. Typically,
I tend to favor individual works, regardless of who
composed it and trying to see behind how the work
is presented in performance.

Selecting these five examples mostly has to do
with the technical side of composition, the fact that
these “composer brands” even have reliably stable,
fascinating compositional methods, styles, and
sounding results to which I can project my own
work, as well as a large output so I can look into
how I could use the same or similar instrumental
resources even better than they did. This kind of
constant improvement is a central part of my ethics
as a creative person. I remain critical towards
incorporating any outside stylistic influences
directly into my compositions. Regardless of my
thorough and early upbringing in German Baroque
music, for example, my compositions have hardly
any trace of it in the choices of sounds or musical
form, and neither from my interest in the Korean
P’ansori tradition. I also take a critical position on
parts of the compositional aesthetic and techniques
venerated and taught at the Academy and I have
remained a somewhat outsider in Finnish music
life, which for me is a fertile position to be in. As



2018,1

Me>XXAYHapoOAHbIM oTAeA ® International Division

0

to my aesthetics and philosophy of composition
apart from the technical necessities, the lineage
starting with John Cage and continuing all the way
into sound art, nonlinear narratives, improvisation
and comprovisation has enthralled me for years.

How can you describe your musical style and
some of its main parameters?

I have a pluralistic style and avoid sticking to a
“composer brand.” All parameters, even typically
nonmusical parameters such as lighting, graphic
poetry complementing the music, or emotional
sounds by non-vocalists, can exist as tools in
my work though I prefer them to be perceived as
something else than separate main or secondary
parameters in the finished work. I tend to work
considerably with time ranges during which a
particular perceptual chain of events is hopefully
evoked in the listener. The act of composing should
also remain rewarding and meaningful and not
only operate with what listeners probably came to
hear because the motivation for such music would
be unawareness and attachment to the familiar.
Such fixations seem to happen especially with the
consumption of music compared to other artistic
products. If I notice that we need some other kind of
music than what I have done earlier or what already
exists, [ am thus happy to use and slightly develop
my compositional skills to create that music. When
I say pluralistic, I do not mean that I would make
use of elements of generic music that one hears
in a mall, as they would be counter-functional to
my goals, or that I were to compromise and use
elements that do not have appeal to myself. Most
of my music fits within the category of “abstract
concert music.”

It so happens that my music from about 2010
onwards lies close to the kind of German tradition of
instrumental, noise-oriented abstract concert music
where Helmut Lachenmann is regarded a central
figure. I took my first steps, new at the Sibelius
Academy and slightly discouraged by my slightly
monolithic environment in Finland. Still, I formed
my new style of noises independently, while I only
superficially knew about what was being composed
in the German-influenced circles though closely
started to follow it, and paradoxically was not
even aware of Lachenmann’s work at first. Almost
all my work also deals with degrees of perceptual
saturation, crowding or overload, sometimes in
the same way that I have later found out Raphael
Céndo and Brian Ferneyhough doing in their music.
If you would like to know about my adherence to
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national styles, I would position myself outside
them. Former strongholds of national style have
been crumbling down in Europe and in the States
such that trying to discern national influences in
Western and many East Asian colleagues of my
age has finally become meaningless.

When I give fixed instructions about sounds
and time, that is, when writing my scores, there
tend to be complex noises and harmonies, although
I often see harmony and timbre intertwining, as in
the case of multiphonics. I used to be more fixated
on pitch and harmony in my teenage years, partly
due to my background in singing early music, and
partly because my teacher at the time advised me
not to compose noises yet. Later I have understood
that a typically Western obsession with emotionally
laden harmonies is useful in only a few cases of
new music, and in the rest of the cases it is for
reasons of nostalgy and cannot bring new and
urgently needed experiences to new audiences. In
my recent works, harmony may enjoy a mediocre
place in my work hierarchy when composing and
a small or only temporary place in the sounding
result.

I am a proponent of modular composing and
have not found much use for prominent gradual
variations or motivic processes. For me they would
constitute a linear narrative form that is difficult
to break and can sometimes be a patronizing or
forceful way of leading the listener through time,
and that doesn’t leave mental room to project other
sonic paths into the future. Linear narrative is a
feature of most music in strict variation suites or
sonata form, whereas for my present style it is
best to offer several feasible options to the listener.
In my lecture-workshop “Comprovising with the
concert setting — uncertainties and etiquette as
open form” in St. Petersburg in 2016 I also touched
on the aspects in which non-linear narrative goes
surprisingly well with improvisation.

My compositional pluralism means that
each of my pieces can have a different concept,
function, thematic or instrumental set-up, a set
of compositional techniques, and can sound
considerably different from the previous one. This
is because I do not rely on a single audience or
demographic in composing the music I have the
urge to compose. From composition to the next,
I often have completely different instruments, and
I would have a completely different concept for
each piece. My concepts have taken the form of
acoustic music, electronic music, staged music,
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music with improvisation, or I have asked for
improvised elements and combine them with
composed elements. The latter case is called
“comprovisation,” which has been a branch of my
composing since 2014,

I have had such music performed in St.
Petersburg, where I have had two feature concerts
in 2016 and 2017 invited by the Experimental
Sound Gallery on Pushkinskaya 10. The works
are “Remote desires worth missing out” (2016) for
voice, harp and double bass, “consensus” (2016)
for voice, guitar, piano, violin and cello, and
“atem<>metalLL Meantime Interlude” (2013), not
a comprovisation but a piece for two loudspeakers
that inhabits an otherwise interesting role in the
concert etiquette. It is played as a surprise between
any two performances when the stage is being
reorganized and includes sounds of chairs moving,
among others.

My comprovisation “Variations on Commitment”
(2016) has vocalists moving around a circle of
notestands, producing sounds based on which
instruction score is on the notestand they see at any
given time. Its timing is heavily improvised and
the overlapping vocal sounds sometimes obstruct
the perception of its underlying Shakespearean
lyrics. It should be conducted from the middle, and
this concept somewhat evokes the setting of choral
singing in Shakespeare’s time. It is also crucial
that the lyrics are universal enough to still have
implications on us.

There is also a similar work “The Vicious
Circle” (2014), an ensemble comprovisation in
a card game setting, where musical instructions
are given like cards in a game and the situation is
filmed real-time from above so the audience can
read the instructions.

I have tried my hand at composing installation
pieces, though I did not have the chance of getting
them performed yet — it takes effort and the right
conditions to curate a meaningful installation —
meaningful in the sense that it is not right away
a museum piece, but instead placed in a venue
where one typically does not expect installations
to be. I have a concept for an installation at a
library where no music is imposed on visitors,
yet those willing can have a deeper connection
with the installation by listening on headphones
and being live performers for several sensors on
the library shelves. I also have works that I call
“field improvisation recordings” where I have
improvised while recording, and would later write
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down the recording, so that it becomes a piece.
These works have immense emphasis on the
sounds themselves. My formal choices in them are
nonlinear, since I typically reorder the structure
of the recording. In these cases the piece has
remained electronic and no transcription has been
feasible to do, also because there is no standard
notation for those sounds. For some reason, I do
not question the validity of a “tape” piece that
only has identifiable instrumental sounds that are
not processed and could as well be a live recording
of an improvisation session. The improvisation
gets compressed and I try to present its elements
in their ideal form and order. It is not self-
evidently a composition nor an improvisation. It
also differs from a comprovisation because there
were hardly any instructions originally limiting
the improvisation. “The Engendered Voice”
(2015) and “Déploration parisienne” (2015) are
works using this method, and coincidentally
their titles also deal with selectivity — in the first
case about our notions of gendered sounds, and
in the second about how organized violence has
to be condemned but in those places familiar to
us it becomes easier to vocally condemn than in
places we do not know. These field improvisation
recordings have been a useful experiment for my
creativity, and it is something many people must
have done before me.

Were any of your orchestral compositions
performed?

Yes, and quite early on. One of my teenage
works was performed and awarded the first prize
in a composition competition in 2007 and it is
for a chamber orchestra of strings and woodwind
soloists. The Sibelius Academy can afford a
workshop with a one of the local professional
large orchestras, so [ have had as the culmination
of my studies the Helsinki Philharmonic Orchestra
play a workshop on a work of mine in 2016, in
which I present a texturally repetitive idea with
overlapping harmonies and perceptual windows,
and also built on some ideas from my teacher Haas.
Before that, I had organized a reading session
for another movement of the same work with an
orchestra made of instrumental students. I hope to
have my orchestral suite finished and performed
in full sometime. Experiences with orchestras
are becoming rare, which is why I have wanted
to find a novel way even in composing for such
a traditional institution. It is indeed interesting to
think of a composer’s style and orchestral works
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separately because the large orchestra makes for
such extreme conditions for composing.

As a side note on orchestral aesthetics,
between those nine years my aesthetic for
orchestral composing had changed considerably.
There seldom are any pure aesthetics in my music,
largely because the themes that I find and derive
from human life seldom go by a crystalline state
of reduction, isolation, or simplification. I do
appreciate composers when they select a pure
aesthetic though, as in some soundscapes and
minimalisms, where often idealized forms of
sound are used, and they serve another function.
By pure aesthetics, I mean the combinations of
musical attributes that are typically categorised
under one label. I do not intend my music to have
a strict compositional aesthetics, to sound like
minimalism, saturism, the Helsinki school, the
Graz school, New Complexity, Noise Art or any
other label which people can instantly mentally
recall after hearing a few sample works. These
labels have essentially been the working ground of
the composers who have made it useful to establish
those labels. To elaborate on this, I like to think
that most of my stylistic choices are intentional
and that a stylistic choice in composition does
not follow from another stylistic choice. Music
functions with another logic in that sense. It is
not like every texture built on soft and continuous
raspy noises has to be performed in a concert
hall, or has to include development into some
perceptually different category, or eventually has
to alternate with a different texture, for example.
With individual pieces, however, compositional
choices will influence each other.

All my music has combined elements and many
ideas interacting together. The ideas either combine
in my general concept and my compositional
stages working on the piece, or the finished work
has distinct passages that have differing aesthetics.
When [ was using the mass of an orchestra,
I combined vowel formant regions with tetrachords
that are categorized by their density profile, or
there was a spectral chord that transposes and
becomes a warped spectrum in the process, and
that chord was always reinforced by a specific
percussion instrument or a noise which has a high
core frequency that also follows throughout that
process. Orchestral music provided enough mass
for these spectral methods which found their way
into my “Suite for Orchestra” (2014). I can blur
the line between live electronics and live playing,
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leaving many audience members puzzled for an
extended time, which became the central passage
in “boxes, open/close” (2014 / 2016) for alto flute,
piano and 8-channel electronics.

Yesterday you had a microtonal piece for
bassoon, which was performed by Johnny Reinhard.
Do you write microtonal music regularly? What is
your experience with microtonal music? Do you
compose it regularly or only occasionally? What
kind of tunings or temperaments do you use?

My bassoon piece “AvalokiteS§vara” bears
resemblance to the obvious virtuoso repertoire such
as Luciano Berio’s Sequenzas, but its virtuosity
lies in not only the precision of microtones and
multiphonics, it lies in the mental ability of making
distinct and dispersed musical materials meet. It is
thus one of the most difficult pieces a bassoonist
can encounter in the repertoire. I use microtones
more and more. I started with the violin-guitar duo
piece “Colo Cordatura” (2010) using microtonal
deviations or embellishments that rely on their
context, and in earnest in 2012, when I worked on
“Ciaccona con variazioni” for a guitar with frets
for quarter-tones. That work was conceived as
an etude for a course on microtonality. By 2012
I had started using microtones in almost all of my
composing whenever the instruments have that
precision. When I need these pitches, especially
when writing for instruments with entirely flexible
pitch, it is not something that I think of or use as
some microscopic intervals necessarily. I tend to
favor the ambivalent harmonic intervals such as
250 cents. They become part of the grammar for
me. So there I treat them just as I treat any pitches,
and I typically develop a pitch strategy only after
I have done many other compositional choices
for the piece. “Avalokite$vara” is an exception
because [ knew the technicalities of the instrument
thoroughly, having played the bassoon on and off
for over ten years, and also because the 8th-octave
tuning system was proposed by the performer.

What kind of microtones do you use? Have you
used just intonation?

I have never used just intonation or Pythagorean
tuning. Even those times when I have intentionally
used partials of a fundament, I have not constructed
a 7-note or 12-note scale out of them. I mostly use
equal temperaments, such as the 31-tone scale or
the 72-tone scale, which I have used quite a lot,
but again not in a chromatic sense. I would take
a scale in 72-tuning and I would be using only
some of the available pitches so that the perception
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does not become too dense or that of a scale that
someone could fixate to. In this piece for bassoon,
“Avalokite$vara,” 1 use the S8th-octave system
devised by Johnny Reinhard, featuring up to 128
close approximations of partials per octave in non-
equal divisions. Whether or not this work seems
like using a form of just intonation or not then
becomes a matter of terminology. The scale used
proceeds up to the 255th partial in the overtone
series, and I made even more approximations
by choosing a fundament pitch B natural, rather
than the A for which Reinhard had developed all
the microtonal fingerings. Occasionally I also use
spectral elements in my music especially when
they are inherent to the sound itself, so that [ would
make approximations of multiphonic chords into
spectral partials and quite conventionally map
them into the 24-system or the 72-system. The
perception and notation of multiphonic sounds is
the topic of my master’s thesis “Multiphonics of
the Grand Piano” from 2016. I still continue my
research, with one upcoming project involving
piano construction.

My work for ensemble, “Marginalia” (2015),
is my only work in 72-EDO tuning, the smallest
interval being twelfth-tones, and I soon found
such a high precision with an ensemble of live
performers of string instruments to be unnecessary
and impractical. My composition “nanishkad”
(2014) for the Fokker organ in Amsterdam makes
use of 31-EDO tuning.

I am also planning to write microtonal etudes
for different instruments. A lot of my sounds
can be very multidimensional, so in addition to
complexity or reflectivity in terms of pitch it will
likely be also about degrees of the noises idiomatic
to that particular instrument.

Why didyou callyour piece “Avalokiteshvara”?
Were you influenced by Buddhism?

Avalokiteshvara is the compassionate form of
a Buddha, the one with the many hands to serve
humanity. So the concept behind the work is
derived from the statues. For example, I saw some
versions of this form in Vietnam last year, and that
is where I got the visual influence for the piece.
Figures with this concept have dozens of hands,
enabling the enlightened being to help humanity
in the best way. In my conceptual mind, the hands
also result in multiplicity of pitches and virtuosic
precision on the bassoon. I first started sketching
for the piece in the park around the iconic lake
in Hanoi to practice nonattachment from my
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environment as it was Christmas Eve in most of
the Western world. As my work on the composition
progressed, part of the music was influenced by
short lines temporarily chosen from the Lotus Sutra
that I left outside the finished work. This work is
rooted in Buddhist influences from the start and
[ think my whole work ethic as a composer has been
unconsciously informed by the kind of philosophy
that also exists in Western Buddhism, or Engaged
Buddhism. It took me until around 2014 to become
conscious of that connection.

Do you often incorporate some philosophical
or spiritual ideas or any other extra-musical
influences into your music?

There is a part of my musical output which
has spiritual meanings, some of it has social
meanings, while some of it simply has word play
in its title. I have tried to incorporate Japanese
Buddhist-Shinto ideas about spirits and souls in
“Exorcist for the perplexed mind” (2015) when
using the hichiriki, an essentially Japanese wind
instrument that has been described as having
spiritual qualities.

I have limited interest in theoretical philosophy
yet I see myself as an artist who is also an empirical
thinker. Lately, socially urgent themes have found
their way to my titles, such as in ‘“Walkthrough”
(2015) for three actors, electronic sound, lights
and video, my prompt critique reacting to the
organised street violence by police forces in the
United States. [ have personally experienced slight
misuse of police force in Austria as a foreigner,
so there are points of contact to my work, and
the #BlackLivesMatter discussion still goes on
today. Regardless of this specific instance, this
kind of critique has to do with any country that
has any kind of bodies of violence misusing their
trust or policing victimless crimes. Even those
of my pieces that have no lyrics can engage in
societal undertones, such as movements from my
orchestral suite, “Delusional Occidents” (2014—
2015) and “flashbacklash” (2016) about the surge
in immigration-based and orientalist discussion in
Europe.

There also is an ongoing thematic of the acute
reshapings around gender and sexuality, where
I have given titles such as “Remote desires worth
missing out” (2016) for three comprovising
musicians, or ‘“Zweier Lasterkatalog / Catalog
of mutual vices” (2017) for the two traditionally
“dirty” instruments, accordion and saxophone,
among others.
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Occasionally, I will stumble upon interesting
words in different languages, and I find that some
combinations of them make the whole carry more
meaning. It is not that the piece has to be listened to
in the way as suggested by its title. I give a general
topic or an abstract poetic title to each piece, and
I let the listeners be free to perceive what they like
in the music.

My influences from outside music tend to
remain hidden or abstract, especially with my
recent emphasis on instrumental music.

Could you tell me about the society for
composers in Finland of which you are a member?
What kind of activities does this society engage
in, and what is your part in this society? You have
your music performed there. Do you do any of the
organizing?

There are actually two composers’ societies
I am part of. One of them is for the established
composers, the Society of Finnish Composers,
which I joined a few years ago. I am not part
of the board of this society, yet I participate in
its meetings. This year I have written an article
about new choral notation, which was published
on our website. This society is a good chance to
meet with colleagues — we have regular meetings,
and we discuss aesthetic issues and issues about
composers’ working habits. The second society
is called Korvat Auki (Ears Open) and it is not
only intended for composers, but for anybody
interested in listening to, performing or promoting
new music. However, it is attended mostly by
young composers. It started around 1977 founded
by the most notable Finnish musicians as part
of the Sibelius Academy, which itself still does
not provide an extra-academic group for its
composition students. So, many of the members
of this society pursue composition studies at the
Sibelius Academy. Now I am the vice chairperson
of'this society after doing a range of tasks and being
secretary. [ founded our blog in 2016 to revive
discussion about new music in Finnish media,
have been vocal about composers’ societal issues
in general, have performed in our improvisation-
oriented Korvat Auki Ensemble, and functioned
as one of the curators for our intermedial concert
production during Musica Nova Helsinki 2015.

This year there will be even more concerts
than we typically organize, since it is the 40 years
anniversary of our society. We have been applying
for grants, though receiving grants has been
difficult for us in Finland. Part of the reason is
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that we have been viewed as an intermediary stage
between being students and professionals. Our
body of members is very mixed, consisting both of
professionals and young composers, who have not
written much music. Additionally, there are non-
composer new music enthusiasts. What unites us is
that we have this need to have our music performed
and heard, and that music by the way often has
formats or ideas not accepted by many venues or
schools of aesthetic, and we also need to have a
dialogue between ourselves. [ would say, there are
intriguing events to experience this season because
of our anniversary.

Do you have your music performed in other
countries besides Finland?

I would estimate that half of the performances
of my music take place in Finland, and the other
half is performed in other countries — in Europe,
in the United States and in Japan. When living
in Finland, Central Europe has always been an
obvious direction in my musical performing
activities since I was 11 years old. As a composer,
I try to establish more musical contacts in East
Asia, for instance, because I know colleagues
there, and have lately traveled quite extensively
there. I made some recent contacts when
I was in Hong Kong, which has a musical scene
although most funding is given for conventional
classical music, and in Hanoi, Vietnam, where
I am especially interested in their unique musical
instruments, some of which I brought back and use
in my improvisation performances. It is good to
have confluence with different musical cultures
and to find common ground between new music
and different geographical musical traditions.

This far my only work explicitly composed
for a non-Western instrument is “Exorcist for
the Perplexed Mind” (2015) for hichiriki and
fixed sound media (so called “tape” electronics).
It has been performed in the appropriate venues
for both Japanese traditional music and electronic
music, in Tokyo, and at the ZKM in Karlsruhe,
Germany. There is more to expect because [ am
currently working on a composition with almost
free instrumentation that can and should include
some non-Western instruments. The kinds of non-
Western instruments I especially appreciate are
those with agility in vibratos and glissandos, as
well as noisy methods of playing. In my thoughts
of bringing my music, inevitably Western music,
to such countries with long musical traditions of
their own, I have remained on the careful side and



GrG\

MexXAyHapoAHbIM oTaeA ® International Division

2018, 1

still try to learn as much as possible about those
cultures in which I think I have something original
and musically wide-ranging to contribute.

What are your plans in regard to composing
new music or having performances of your
compositions in the upcoming future?

In 2018, I will have a multimedia composition
bearing the working title of “Togetherness”
performed by the Ensemble Garage from Cologne,
Germany. | am currently working on its video
material, and the piece will also include theatrical
action on stage by the four musicians. One layer
is made of personality roles that each of the
performers are given in their choices of sounds and
speaking contours.

The main concept is about the ways in which
people can be connected with or driven apart from
each other, and the sound and visual impulses will
reflect this, for instance by being synchronous for
a while. Put simply, the music is about the simple
types of relations that sound sources can have with
other sound sources. The underlying sounds and
compositional techniques are will be complex,
because what ultimately matters is how the concept

is perceived as coexisting with the sounds and
visuals and how each of them is interesting and
functional in its own right.

The musicians for the ensemble are specialists
in stage music, which means that they will
improvise on their instruments on stage on a high
level — they are virtuosic at that. This composition
also has modules with social themes matching with
the video recording, electronics and performance
by musicians from the ensemble. Of all the
performances planned for 2018, it is my biggest
work in progress.
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«3A€Cb PYCCKMM AyX...»
K 145-AeTmio co AHS poxxaenns C. B. PaxmaHnHoBa

Ha nomro Ceprest PaxmMaHnHOBa BbINIasia )KU3HEHHAsI H TBOpUYECKas CyAb0a, MOJIHAS CYpOBBIX HCIBITAaHHH, Y4TO
OIIPEAEIIATIOCH KOPEHHBIM IIEPEIOMOM HMCTOPHUYECKOI CHTyallnu, B KOTOpod Poccust okasamack Ha caMoM ocTpue
100aIbHBIX IponeccoB. KOMIIO3UTOp B OJTHOM Mepe MPOYyBCTBOBAI M XY0)KECTBEHHO OCMBICIIHII TAKHE KAaTETOPHH,
Kak pycckuti nyms U pycckas udes. [1o Tem ke npuaruHaM Ha3BaHHbBIE KaTETOPHH BBIIBUHYINCH Ha IEPETHIOO JINHUIO
MOWCKa B OTEUECTBEHHOH (MIOCO()CKONH MBICTH, W B IOCTIXKCHHE NAHHOW MpoOieMaTHKy Hamboiee 3HAYUMBII
Bkiax BHEC H. A. Bepasie. Boccosmanune pycckoco nymu B mponsBefeHNAX PaxMaHMHOBA dalle BCETO COMPSIKCHO
C TMEYaIbHBIMU PA3AyMbsMH, C 00PEMEHEHHOCTHIO HECKOHYAEMBIMH 3a00TaMHU M TATOTAMH M HAIOJHEHO W3BEYHOMN
TOCKOM, a pacKphITHe pycckou udeu Oa3MpyeTcs y HErO Ha MPUHINIIE KPAHHOCTEH, MOJSPU30BAHHBIX CYIITHOCTEH,
0 4éM CcO BCeil ompenenéHHOCThIO BBICKa3bIBalics u bepmaseB. CyMpadyHOMY TOHYCY NMPOTHBOIOCTABIUIOCH SIPKOE
JKU3Hemoone. PackpbiBaeTcss 1 MHOM BapHaHT KpaHOCTEH pycCKOro XapakTepa: ¢ OTHON CTOPOHBI, BapBapHCTHKA
PYCCKOTO «MaKCUMAaJIM3May, a C APYTOH, — BHICOTHI [yXOBHOCTH U OTCBETHI «O0KECTBEHHOTO». bepaseB B pycckoM
YEeJIOBEKE OTMEYald YCTPEMJIEHHOCTh K WHOM JKM3HM, K «HE3[EIIHEMY», 4YTo y PaxMaHWHOBa HOpOXIAo
TaKkoe KapAWHAJIBHOE I €r0 TBOPYECTBA KadeCTBO, KaK 3JIETMYHOCTb, CBSI3aHHOE C BHYTPEHHUMH OOPEHUSIMU
Y HanpspKEHHBIMH TyXOBHBIMH UCKaHHSIMU.

KuroueBwie ciioBa: My3bikanbHas KyasTypa Poccun, C. B. Paxmanunos, H. A. bepasieB, pycckasi MEHTaIbHOCTbD,
PYCCKUM MyTh, pyccKas ujaesl.
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“The Russian Spirit is Here ...”
Towards the 145th Anniversary of Sergei Rachmaninoff's Birthday

Sergei Rachmaninoff was allotted a destiny of his life and art filled with harsh ordeals, which was conditioned
by the radical break of the historical situation, where Russia turned out to be at the very cusp of global processes.
The composer felt keenly to the full extent and came to grips in the artistic sense with such categories as the Russian
path and the Russian idea. For the selfsame reasons the aforementioned categories advanced to the front line of
the quest in Russian philosophical thought, and the most significant contribution to the comprehension of the given
problem range was made by Nikolai Berdyayev. The recreation of the Russian path in Rachmaninoff’s compositions
is most frequently contingent with sad contemplation, with the load of endless worries and hardships, and is filled
with incessant longing, whereas the disclosure of the Russian idea is based in his case on the principle of extremities,
polarized entities, about which Berdyayev spoke out with all certainty. Gloomy tones were juxtaposed with bright zest
of life. Yet another variant of the extremities of the Russian character is disclosed: on the one hand, the barbarism of the
Russian “maximalism,” and on the other hand — the heights of spirituality and the gleams of the “Divine.” Berdyayev
highlighted in Russian people the aspiration towards the next life, towards the “unearthly,” which in the case of
Rachmaninoff generated such a cardinal quality for his music as the elegiac quality, connected with inner struggles and
intense spiritual search.

Keywords: the musical culture of Russia, Sergei Rachmaninoff, Nikolai Berdyayev, Russian mentality, the Russian
path, the Russian idea.
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CPaBHEHHH C OTHOCHTEIBHO CIIOKOWHBIM CO-
[UAITBHO-TICHXOJIOTHYECKUM  YKJIaJIOM, B KO-
TOPOM TIPEOBIBAIIN TTOKOJICHHSI TBOPIIOB PyC-
CKOH Xy[JO>)KECTBEHHOH KyJbTyphl XIX Beka, Ha J0JI0
Cepres BacunneBnua Paxmanunaosa (1873—-1943) BeI-
TaJia )KU3HEHHAs! U TBOpUECKas Cynp0a, OIHAas Cypo-
BbIX HcTbITaHUNA. ONPEnersiock 3TO MPEXKAE BCETo
KOPEHHBIM MEPEIOMOM HCTOPHUUECKON CUTYaIIH, 9TO
MIPOMCXOAMIIO B OOIIIEMHUPOBOM MaciTade, HO € 0CO-
00#t ocTpoToit 3aTpoHyiio Poccuio, oka3aBuIyrocst Ha
CaMOM OCTpHE II00aTbHBIX MPOIIECCOB.
3a KOpOTKMH MPOMEXYTOK BpeMeHH, Oymydn
CBUJIETEJIEM CTOJIb IUIAYE€BHOM JU1s1 cTpaHbl IlepBoit
MHPOBOU BOMHBI, TPEX PEBOJIIOLMNA U TIOYTH YyI0M
HE CTaB HEMOCPEICTBEHHBIM OYEBHJIIIEM YXKACOB
I'paxnanckoll BOIHBI, a 3aT€M OKa3aBIIKCh HA YyXK-
OuHEe, KOMITO3UTOP MOMYYWJI JOCTAaTOYHYIO MHUIILY
IUIS TOTO, YTOOBI B ITOJTHOW Mepe MpOYyBCTBOBATH
1 Xy/IO’)KECTBEHHO OCMBICTIUTh TaKHe KaTerOpHH,
KaK pyCCKUll nymuv U pyccKas uoesl.
[ToHATHO, YTO UMEHHO B TO K€ BPEMS U MO TEM
Ke TIPUYMHAM Ha3BaHHbIE KATETOPUH BBIIBUHYIINCH
Ha TEPEeNHIOI JHHHUIO TMOWCKAa B OT€YECTBEHHOM
«TIO0OMYIIpUM», HCTOPUOCOGUM W B Macce SB-
JIeHUH uckyccTBa. Kak HM3BECTHO, B OCMBICICHHUE
JAHHOW MpoOIeMaTHKU Hanbosee 3HAYNMBI BKIIA]
BHEC penurno3nblii punocod Hukomait AnexcaH-
nposuu bepases.
3Ot10 ObuI B cymHOCTH poBecHUK Ceprest Bacu-
JIBEBUYA U MIPOKHUJI OH TIOYTH PABHYIO TIO JUTUTEIb-
HOCTH KHU3HB: POJHUIICS TOJOM ITO3KE KOMITO3UTOPA,
B 1874-M, yMep msaThIO TomamMu mo3xke, B 1948-m,
Tak)Ke MPOBEAS 3aBEPIIAIONIYI0 YacTh XU3HU
B amurpanuy. [IpumeyarenpHO, YTO €ro MOCIeTHUM
TPYZIOM CTajla UMEHHO KHUTa «Pycckasa udesa», 3a-
KOHYCHHAs He3a00J1T0 JI0 cMepTH, B 1946 romy.
Hago nm ymuBmsThCA TOMY, 9TO y 3THX JABYX
COBPEMEHHHMKOB OOHAPYXHBAIOTCA SBCTBECHHBIE
MapaJuIesiu, CXOACTBA U MOJO0HS, TOIBKO BBIPaXKEH-
HbIE Pa3TUYHBIM 00pa3oM, COOTBETCTBEHHO POAY
JIEeSTeTPHOCTH KaXKIOTO M3 HUX. A IEHHOCTH BBI-
CKa3aHHOTO HMH TeM 0oJiee BEJIMKa BBHY TOTO, YTO
OHH SIBJSUTMCH CAaMBIMH BBIAAIOIIUMUCS TPEICTABHU-
TEJISIMHA PYCCKOTO JYXOBHOTO HACIIEAMS, IPHUHAIIE-
JKAIIEro TeM, KTO NpHIIEN B XX BEK U3 IPeIbIay-
mero cronetusi. CKa3aHHOE MO3BOJSET COOTHECTH
¢unocodckue pazaymbs Hukonas Bepasiesa u xy-
ZOKeCTBeHHbIE OTKpoBeHHs Cepres PaxmannHOBa.
Heobxomuma oroBopka: paccmarpuBasi My3bIKY
PaxmannHOBa, MOIBITaEMCSI HCXOAWTH B OCHOBHOM
13 e€ HEJIOKATM30BaHHOTO, BHEBPEMEHHOIO BOCIIPHSI-
THs. 3aMETHM, YTO JIJIs1 ITOAABIISIOIICTO OOJIBIINHCTBA
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CIyLIaTeNel JAAaBHO YK€ HE CYLIECTBYET BOIPOCA
0 TaKk Ha3bIBAEMOW TPAAWIIMOHHOCTH PAaXMaHHHOB-
CKOTO CTHJISI W HaMAETCS HEMaJIo ITOUMTaTeneii, Ko-
Topeie Beren 3a [eopruem CBHUPHIOBHIM MO ObI
ckazarh: «Pycckas My3bIKabHas IIKOJTA BBIABHHYIA
B XX BeKe JIMIITb OJHOIO ITOJIMHHO BEJIMKOTO KOMIIO-
sutopa — C. B. PaxmanunoBay [12, c. 259].

Urax, pycckuii nyms... B npousBenenunsx Pax-
MaHUHOBA HAXOJUM MHO)XECTBO COIPHKOCHOBEHUH
¢ naHHBIM (peHOMeHOM. BHeliHe 3TH COnpUKOCHO-
BEHHUS BEChMa Pa3IMYHBI, OJHAKO B HUX 0e3 Tpyaa
YIABIUBAETCS HEKUIl TOMUHUPYIOIIHHA «O0EPTOHY.
[To3BonuM cebe HECKONBKO KOHKPETHBIX CEMaHTH-
YECKHUX paciuQpOBOK HA ITOT CUET:

— TeMa maBHO# napruu I yactu Bropoil cum-
(oMM, HacTeIyd OT pa3BEPHYTOTO BCTYILUICHHUS TO-
CKITUBO-TSTOCTHYIO HACTPOEHHOCTH, IKCIIOHHPYET
MOTHB >KM3HEHHOTO JBIDKEHUS B OLIYIIEHUSIX MO~
HEBOJIBHOCTH, € LIEMALIE-UCIIOBENANBHON UHTOHA-
LIMEH, B3bIBAIONIEH K COUYBCTBUIO;

— B cuMdoHmueckoit moame «OcTpoB MEPTBBIX
MOYTH BCE BOCIPUHUMAETCS KakK OJHUIIETBOPEHHE
OCCKOHEUHBIX TATOT CYIIECTBOBAHUS U OE3bICXO/-
HBIX ONy’)KIaHWW B CBHHIIOBOH MIJIE JKHTEHCKOTO
MOpsI, B BOJHAaX KOTOPOTO HEOTBPATUMO THUOHYT
JIIOOBIC HAJICXK bl U YIIOBAHMUS,

— B rorpebanbHBIX 3BoHaxX (uHama «Komoko-
JIOBY», KPOME BCETO MPOYETO, 3AI0KEH U 00001mIEH-
HBI 00pa3 THETyIIero, 0e3paJ0CTHOTO KU3HEHHO-
TO MyTH, YTO BBIPA)KAaeTCs 4epe3 AABSIIUi Ipecc
TPEBOT, CTPAaXOB, CKOBBIBAIOLINX HAMPSKEHUH U de-
pe3 ropeds pa3yBEepEHHOCTH;

— B (hopTenMaHHbBIX KOHIEpTax Onarogaps yda-
CcTHIO solo MHOTOE TEepeMeIIaeTcs B IIOCKOCTh
WHAWBHUIyaJIbHO-TMYHOCTHOTO BOCHPHUATHS, U IO-
SIBJISIFOTCSL HECKOJIBKO MHbIE akleHThl. Tak, B I ya-
ctu Broporo koHuepra npu BCEd CyMpayHOCTH
Y OTSATOIIEHHOCTH YYBCTBYETCS BHYTPEHHUIH HEPB
CypOBO-MYECTBEHHOT'O >KM3HEOTHOLICHMS], a B OC-
HOBHOM TeMe TpeTbero KoHlepTa — B BbICHIEH CTe-
MEeHN TPOHUKHOBEHHAs! HOTa Cyry0o0 JMPHYECKOTO
MTOBECTBOBaHUSI.

Uro KacaeTcs OTMEYEHHOTO BBIIIE «OOEPTOHAY,
TO OH Yallleé BCErO CONPSIKEH C MeYalbHbIMHU pas3-
IyMbSIMH, C OOPEMEHEHHOCTHI0O HECKOHYAEMBIMU
3a00TaMH U TATOTaMH, HAIIOJTHEH U3BECYHOU TOCKOM.
OT0 HEM30BIBHO KpecTHBIN MyTh Poccuu, myTh ro-
pecTHBIH, 0€30TpaaHbII.

Pazymeercs, B OECKOHEYHO pa3MarbIBaeMOM
JICHTE HAllMOHAILHOTO OBITHS TO TYT, TO TaM MEJb-
KalOT MTHOBEHBS IyIIEBHOM OTpasbl, a TOPOH BO3-
HUKAIOT LIeble 0a3uChl cBeTa u Omaromaru. bomee
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TOTO, B XOJI€ Pa3BUTUA TOM MIIM MHOW KPYIIHOH Xy-
JI0)KECTBEHHOW KOHIIENIIMU KOMIIO3UTOP HACTONYM-
BO YTBEPXKAAECT MJECIO MPEOIOJICHUS, HEPEIKO BEH-
Yast [[eJI0e CKEPIIO3HO-TePONIECKUM (PHHAIOM.

TeM He MEHee B CO3HAHMM B KaueCTBE OIpe-
JIEJIAIONIET0 Hen30€)KHO 3aKPETUIeTCs] MCXOIHBIN,
«TUTYNBHBIID 00pa3 ¢ TAKIMH €T0 POJOBBIMHU Yep-
TaMH, KaKk CyMpaK, WAYLIMH H3HYTPH ApamMaTuiM
Y IIUPOKUN CIEKTP COOTBETCTBYIOIIMX 3MOIHO-
HAJIBHBIX «PE30HATOPOBY» (OT PA3INYHBIX OTTCHKOB
pycckoro lamento 10 CKOPOHBIX COCTOSHUIN OTKPO-
BEHHO MECCUMHUCTHYECKOTO HAKIIOHEHHUS).

TakuM «capmuTcs» PaxmMaHWHOBY pycckuii
nymv, W €CJIU IPUIIOMHUTb OCHOBHBIE BEXM OTE-
YECTBEHHON MCTOPHUH, TO NPUAETCA NPU3HATH, YTO
BPSI JTM KOMIIO3UTOP OBLT Aanék oT ucTuHel. Ode-
BUJHO, TOYHO TaK K€ HY)KHO JOBEPHUTHCSA €ro KOH-
KPETHO-XY/I0’)KECTBEHHBIM OCMBICIIEHUSAM PYCCKOU
uoeu. Cynsg 1o mpou3BeIeHUSIM PaxMaHUHOBa, OHA
Oasupyercd Ha MPUHLUIE KPaHOCTEH, MONIsApHU30-
BaHHBIX CYIIHOCTEH, 00pa3yIoIIuX B CBOEM pa3Opo-
C€ TIOTYEBCKOE «yMOM POCCHIO HE IOHATHY.

bepnser Bbicka3bIBaeTCs Ha 3TOT CUET CO BCeEil
OnpelieNEHHOCThIO: «Pycckuil Hapoll e€cTh B BbIC-
1Ieil CTENEHH MOJSIPU30BaHHBIM HAPOJ, OH €CTh CO-
BMEILIEHUE MPOTUBOMNOJOXKHOCTEN. .. [Ipupona pyc-
CKOTO YeJI0BEeKa OYCHb MOJIIpU30BaHHaAM) [2, ¢. 5—6].

Brie yxe ropopuiocs 0 CyMpauHOM KOJOPH-
Te My3blku PaxmanuHoBa. Ero HazpiBanu sneru-
YECKHMM IMEBIOM yxoasuieii Poccuu, 4To C TOUKH
3peHHUs] CUTyalluu pyOeka 3I0X BIIOJHE OTBEYajo
JIEUCTBUTEILHOMY TOJI0KeHUI0 Beuied. Ho Bmecre
C TEM B €ro0 3JIETUYHOCTH OBIJIO BHICBEYEHO U HEUTO
BHEBPEMEHHOE, H3BEYHO CBOWCTBEHHOE PYCCKOM
HaType. AMIIIUTYa NPOSBIEHUM 3TOro KadecTBa
npeacTaéT y KOMIIO3UTOpA IMTOYTH HEOOBATHOM: pa3-
JIMYHBIE TPAJalliy TPYCTH M MEJIAaHXOJIHH, HOCTAb-
TUS 10 HECOBIBIIEMYCS ¥ HECOBITOYHOMY, MYYH-
TEJIbHBIM KOMIUIEKC HEYIOBIETBOPEHHOCTH CYLIUM,
HAIUTBIBBI JIENIPECCHN W OTYASHUS, MOABOAMBIINE
K TpaHU Tparum3Ma (M3 pa3sHOIUIAHOBBIX 00paslioB
— pomancel «He moi, kpacaBuma», «OTpPBIBOK U3
Mroccey, «Bcé oTHsUT y MeHs», My3bIKaJabHbIA MO-
MeHT h moll).

1 B T0 5x€ BpeMst PaxMaHHHOBY ¢ HE MEHBILIEH BbI-
Pa3UTENBHOCTBIO YIAJIOCh PACKPBITH CBETIIBIE CTOPO-
HBI OBITHS, TIEpeNIaTh sipKoe Ku3Hemooue. Jlocrarod-
HO HaIIOMHHUTb XPECTOMATHUITHO N3BECTHBIE «BECEHHNE
MOTUBBI» €ro TBOpYecTBa. IIporpaMMHO 3asiBICHHBIE
B KaHTare «BecHa» upomance «BeceHHue BOIBD»,
OHH IIMPOKO PA3JIFJIKCH U IO OECCIOKETHBIM HHCTPY-
MEHTAJIBHBIM TIPOM3BeACHISIM (My3bIKaIbHBIH MO-
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meHT C dur, llpemonus B dur, Dtron-xaptuna Es dur
op. 33 Ne 7u . n.). SIpko BeIpakeHHAs KaXK1a OOHOB-
JICHVIS, TIOJIOBOJILE PACKPETIOMIEHHBIX YYBCTB, OypHOE
BOOJYIIEBIEHHE U PAFAOCTHAS OKPBIIEHHOCTD MPHOO-
peNy B HUX TTOUCTHHE TUMHUYECKOE 3BYYaHHE.

Teneps — 0 Ipyrom nmpumepe MoIIpU30BAHHBIX
KOHTPAcCTOB, 110 IOBOY KOTOphIX bepases ormedan
caenytoniee: «Pycckuil HapoJ HE 3HAJI MEPbI U JIer-
KO BHajan B KpaHOCTH. [IpoTHBOMOIOXKHBIE CBOM-
CTBa B PYCCKOM Hapoje: AECIOTH3M, THUIEpTpO-
(usi TOCYIapCTBEHHOCTH W aHAPXHU3M, BOJBHOCTE;
KECTOKOCTh, CKJIIOHHOCTh K HACWJIHMIO U A0OpOTa,
YeJIOBEYHOCTh, MSTKOCTb, WHIMUBUAYAIN3M, 000-
CTpEHHOE CO3HAHWE JHUYHOCTH W OE3TUYHBIN KO-
JIEKTUBU3M; HickaHue bora u BomHCTBYyIOIIEE 6€300-
xkue; paberBo u OyHT» [2, C. 7].

PaxMaHnHOB mycTh M3peaka (B OTIMYHE OT CBO-
MX MIIQAIIAX COBpeMEeHHUKOB — M. CTpaBHHCKOTO U
C. INpoxo(hrera), HO 3aTparuBaj «OpyTabHBIEY) CTO-
POHBI pycckoil Hatypbl. CBoE Hanbonee OT4ETIMBOE
npenomwiieHe oHU noiayuywid B III yactu Bokauib-
HO-cuMpoHmdeckoi 1oambl «Kosokonay. [lo oTHO-
LIEHUIO K €€ My3bIKE MBICIIMMBI BCEBO3MO)KHBIE aCCO-
[UAIHN: TPO3a, Oypsi, OYIIyIOMIMiA BOTOBOPOT, a/ICKast
MeTeNb, BYJKAaHUYECKOE M3BEP)KEHHUE, HO, MOXKAIYH,
camas Onm3Kasi U3 HUX — COMBAIOIIMIA C HOT «/{uxutl
eemepy» (€CIM BOCIIONB30BAThCSI HA3BaHWEM CTHXO-
TBOpeHus A. bioka nmpuMepHO TOro ke BpeMeHH ).

B moboMm ciydae 310 — OyicTBYIOIIas ciemas
cTUXWs, HeoOy3/maHHas W Heympasigemas. Herpyn-
HO YJIOBHUTH JAEMOHHWYECKHH OTTEHOK, OJHAKO eI
Ooree mpuMedaTenbHa OTKPBITO CKH(CKas OKpacka
(M3BECTHO, YTO KOMITO3UTOP OOXYMBIBAI B T€ TOABI
3ampicen Oanera «Ckudo»). B miemom o06pa3HOCTh
III yacTy npencTaét OIMLIETBOPEHUEM CHIIbI TPO3HOM,
SIPOCTHOM, yrpoxkaronien u 3noseied. E€ axcnancus
HEec€T ¢ co00i CMYyTy MATEKeW U HoXKapuIl (corac-
HO ITyIITKWHCKOMY OIPEICTICHUIO PYCCKOTO OyHTA).

W psimom ¢ momoOHON BapBapuUCTUKON PYCCKO-
ro «Makcumanm3Mma» (kcratd, B «Komokomax» 310
JIEUCTBUTEILHO COBCEM PSAJIOM — B HpelbLAYIEH
Il gactn) HaXOOMM BBICOTHI TyXOBHOCTH, BO3BBI-
IIEHHBIM CTPOU ITOMBICIIOB, YyBCTB U CTPEMJICHUM,
YTO TaK SPKO 0003HAYMIIOCH Y ToKoseHus: Cepebps-
HOTO BEKa, KOTOPOMY IpHHAJIekan PaxmaHHHOB
(xcTaru, MO HEKOTOPHIM JaHHBIM, MoHATHE Cepeod-
PpAHblll 6ex BBEN B 001x0 MMEHHO bepsien).

BrICOTBI TyXOBHOCTH, CBSI3aHHBIE C YTBEPXKIE-
HUEM HPaBCTBEHHOTO WMMIIEPATHBA, MPEAIIOoNaraim
O7arocTHyI0 OTPEHIEHHOCTh YeNIOBeKa, CKJIOHS-
IOIIETOCS Tepell M3BEYHBIM, OTBEPTalOIIET0 TIECH
1 CYeTHOCTh «IIE€HBI AHEW» (CaKpaJbHOCTh TaKOTO
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poZa mopoauiIa ABa BBIIAIOUINXCS MOHYMEHTa MYy-
3bIKaJIbHOTO mpaBociaBud — «Jlutypruto Moanna
3naroycta» u «BceHoiHoe OneHue»).

OTcBeTBl «OOXKECTBEHHOTO» MOXKHO YIOBUTH
W B CTOJh CBOWCTBEHHOM MY3bIKE KOMIIO3MTOpA
MIPUIIONHATOM TOHE XyHO)KECTBEHHOTO BBICKA3bI-
BaHHUSA. XOpOIIO OIIyTHMO 3TO B TAaKOM IpHMEYa-
TEBHOM SIBIIEHUHM €T0 HACJIEAWs, KaK BO3BBIIICH-
HO-OAYXOTBOpPEHHAs JupuKa. MIMeercs B BUILy Kpyr
SMOIMH, BO3HUKAIOIINX, KOTJa TOHKO YYBCTBYIOIIAs
Iymia ocTaéresl HaeMHE C Mei3aKeM, OTPEIIUBIIICH
OT TIPO3Bl W TPEBOJIHEHHWU JKU3HM, PE3OHUPYS Ipe-
KpacHOMY B IIPHUPOJIE, YeM JIOTIONHUTEIFHO MOmTIEp-
KHBaeTCs KpacoTa BHyTPEHHETO MHpa derioBeka ((op-
TeTMaHHbIE TheCchl THa My3BIKaIBHOTO MOMEHTA
Des dur, pomancel «OcTpoBok», «CHpEeHBY, «31ech
XOPOIILIO», MEJICHHBIE YaCcTH psifia cuMQOHUiA U (op-
TENHAHHBIX KOHIICPTOB).

W nwe cioyyaiino momobHast 06pa3HOCTh paciiBe-
Jla UMEHHO B TOW cTpane, rae @énop MuxaiinoBuy
JlocToeBckuil OTBaXKHIICS yTBEPIKIATh, YTO MUAP MO-
JKET CIIACTH TOJBKO KpacoTa.

Teneps BIymaeMmcs B Takoe HaOmoneHne bepmse-
Ba: «B pycCKOM 4eNnoBeEKe BCeria €CTh YCTPEMIIEHHOCTh
K 9eMy-T0 OECKOHEYHOMY. Y PYCCKHX BCEria €cTh
JKaK/Ia MHOM JKU3HH, THOTO MEpPa» [2, ¢. 223]. UToObt
OIIYTHTH 3Ty YCTPEMIIEHHOCTD K Hez0euiHem)y (JFo0u-
Mo€ CITOBO T03TOB CepeOpsSHOTO BEKa), JOCTATOYHO
BCITyIIAThCS B pAXMaHUHOBCKUM «Bokammsy». Ota my-
3bIKa TIOOYKIaeT emé pa3 00paTuThCs K CTONb Kapiu-
HaJILHOMY TSl TROpYeCTBa PaxMaHMHOBA Ka4eCTBY, Kak
3JIETMYHOCTH. PyccKkoe NCKyCCTBO U UCKYCCTBO Paxma-
HUHOBA B 0COOEHHOCTH MPECTABRISIOT MIETUIHOCTh
BaYKHEMILIMM CBOMCTBOM PYCCKOM HaTyphbl.

Y PaxmMaHMHOBa 3TO KaUECTBO HEPEAKO BBICTYIIA-
€T B CONPSLKEHNH C MOMUBOM HCUSHEHHO20 NYMU B €TO
BCEBO3MOXKHBIX MeTaMopgo3ax. OnHa U3 Takux Me-
tamopdo3 ompenenena y bepasesa nonsTrem crpaH-
HuyecTBa. «CTpaHHMYECTBO — OYEHb XapaKTepHOE
pycckoe sBienue. CTpaHHHK XOOWT 1O HEOOBATHOU
pyccKoil 3emiie, uieT npapapl, uier HapcrBa boxb-
€ro, OH YCTPEMJIEH B Jiafib. .. EcTh He ToNbKO (pusmye-
CKOE€, HO M IyXOBHOE cTpaHHH4YecTBO. OHO ecTh He-
BO3MOJKHOCTB YCTIOKOUTBCS HA YEM-TO KOHEYHOM, OHO
€CTh YCTPEMIIEHHOCTh K OeCKOHEUHOMY» [2, . 223].

IIpexpacHoil wiuTrOCTpanuell CKa3aHHOTO MO-
JKET CIIYKUTh TEMa ITIaBHOU naptuu TpeTbero KoH-
uepra. BemymmBasice B momoOHBIA MeENIOC, MENOC
VIUBUTEIHHO TIIACTUYHBINA, CBOOOIHBIN W ITOHC-
TUHE OCCKpaiHWi, TPUXOAMTCS TPHU3HATH CIpa-
BEIUTMBOCTH U Jpyroro Habmronenus bepaseBa (oH
WCIIOJIB3YET IIPH ATOM PEIKOE CIOBO He3ePaHHOCHb,
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TO ecTh — 0e3 rpanui], 0e3 YiICHCHHS Ha TPaHM):
«Pycckas KynpTypa COOTBETCTBOBaja OTPOMHOCTH
Poccun, oHa MorIa BOBHUKHYTH JIMIIH B OTPOMHOMN
CTpaHe ¢ HEOOBATHBIMU TOPU30HTaMHU. .. ECTB co0T-
BETCTBHE MEXJTy HEOOBATHOCTHIO, 0E3rPaHHOCTHIO,
0ECKOHEUHOCTBIO PyCCKON 3€MIIM U PYCCKOM JTyIITH.
B nmymie pycckoro Hapona ecTh Takas ke HEOOBSIT-
HOCTh, O€3TPaHHOCTh, YCTPEMJIEHHOCTh B O€CKO-
HEYHOCTb, KaK U B PyCCKOM paBHUHE» [2, c. 6].

Pycckuii nyms — 3T0 IyTh HECKOHYAEMBIX HC-
KaHUM, 4YTO HAIIJIO CBOE CPEAOTOUUE Y MbICIAILIEH
YaCTH PYCCKOI'O Hapojaad, y MOPOXAEHHONW UM HH-
ternureHuuu. PaxmanunoB u bepngeB npunase-
KaJIi TOMY €€ ITOKOJIEHHI0, KOTOPOE MOXKHO Ha3BaTh
yexoeckum. V1 310 okoneHne pyoexa 31ox HaBCer-
Jla OCTaHeTCA JJIsl HaC MEPUJIOM U 3TAJIOHOM TIPEe-
CTaBJICHUH O PYCCKOM MHTEIUTUTECHINH.

YroOBl MOYYBCTBOBATH MOJYC, CBOWCTBEHHBIN
WHTEIUIUTEHTY YEXOBCKOTO TIOKOJCHHUS, MOXKHO
emé pa3 odparutbes K | vactu Bropoit cumdonnn
PaxmannHoBa. 31mech HaxoAuM ONWH W3 3aMeda-
TEJbHBIX NPHUMEPOB COEAMHEHHUS B MY3BIKaJIbHON
00pa3HOCTH TakuX KaTeTOPHH, KaK pYCCKuli nymb
C er0 HECKOHYAEMBIMU HCKaHUSMH, 21€2UYHOCHb
(3TO THUN MHUPOBOCTIPHSATHSA, THHN >KA3HEOTHOIIE-
HUS) U JUpu3M, 9epe3 KOTOPBI MepenaloTcsl CTOIb
CBOMCTBEHHBIE PYCCKOH JIyll€ COYYyBCTBEHHOCT,
COCTpaJaTeNbHOCTh, TOpsiuee ONeHue cepama.

Pazymeercs, uckaHusi, 0 KOTOPHIX HUAET pedb,
HEU30eKHO CBSI3aHBI C BRICOKUM JYXOBHBIM Hamps-
xKeHneM. VICKaHUs PYCCKOrO YeIoBEeKa OTINYaeT
NnoAu€PKHYTO MPOOIEMHBIA HACTPOW, PyCCKUH HH-
TEJUIEKT BOPOYaET «MHPOBBIMH MTPOOIEMaMm», TIOA-
gac cru0asch MO X HEOMEPHOH THKECTHIO.

Tako#t pycckuil nyme — TyTb TPYAHBIA, My4H-
TENbHBIN, HATIOJHEHHBIN CYMPAaKOM M TSDKKAMH BHY-
TPEHHUMH OOpEHHSIMH, TIOMCTHHE KPECTHBIA IyTh
HanpsOKEHHEWINMX AyXOBHBIX HCKaHUM. Bcé 310
MIPEBOCXOTHO TIPEICTABICHO B MPOHM3BEACHNUM, TIIE
PaxmaHnHOB, MoXanyl, BIEpBBIE OOPEN COOTBET-
CTBYIOIIYIO, HETIOBTOPUMYIO MHTOHAIIMIO, B IIPOU3-
BE/ICHUH, KOTOPOE CTAJIO CBOETO POJIa BU3UTHOM Kap-
TOYKOM Komro3uTopa, — [Ipemronuu cis moll.

Jpamaru3upoBaHHOE ONIyIIEHHE >KU3HEHHO-
ro MyTH HAET U OT TOTO, 4TO, IO bepuseny, «y pyc-
CKHX... BCETJa €CTh HEIOBOJECTBO TEM, YTO €CTH»
[2, ¢. 223]. Ho ¢wmiocod HACTOHUYMBO amneiuIMpyer
1 K CY>KJICHHIO CBOETO AAJIEKOTO MPEANIeCTBEHHHKA,
MIEPBOTO PYCCKOTO 3MHUTpaHTa AnekcaHnapa KBaHo-
Buua ['epuena: «IIpoiioe pycckoro Hapoga TEMHO,
€ro HACTOAIIEEe y>KAaCHO, OCTAETCs Bepa B OyayIee».
[To muenmro bepasera, «3T0 MOTUB, KOTOPBINA OyaIeT
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MOBTOPATRLCS Ha MPOTsDKeHUH Bcero XIX Beka» [2,
c. 74]. A mis Hac SICHO, YTO 3TOT MOTHB MOATBEPXK-
JIaJI CBOIO aKTyaJIbHOCTb M BITOCIIEICTBHH, BIUIOTH JI0
HBIHEIITHNUX JTHEH.

Ecnu ke B3aTh Bpems PaxmaHnHOBa, BpeMs TPEX
pesomonuit (Ilepsas pycckas, DeBpanbckas, 3aTeM
Oxts0pbckasi) u Tpéx BoiH (Ipaxmanckas u Be
MHPOBBIE), TO MOXXHO TIOHSTH BOCTIPHATHE KOMIIO3H-
TOPOM PYCCKOTO ITyTH KaK IMyTH TPArmyeCKUX UCIIbI-
TaHui. BOT OoTKyna Takue MpayHble CTPaHMIBI €ro
TBOpUYECTBA, KaK My3bIKaJIbHBII MOMEHT 4 moll.

Hcropudeckne peanny MOATATKUBAINA U K TOMY,
YTOOBI CYOBEKTMBHO OIIYIIaTh TPOHCXOSIIEE Kak
JTABHO TIpeIBeaeMblii KoHey epeméH. OIHAKO C TOUKU
3pEHUsI PyCCKOTO CO3HAHMS B MOTOOHBIX 3arleuaTieHH-
SIX €CTeCTBEHHEE YCMaTpPUBAaTh HE MPOCTO HEKHUI aro-
KaJIUIICHC, a TO, 4TO bep/sieB MHOTOKpaTHO Ha3bIBaJ
acxamono2udeckol ycmpemaénnocmoio. Y1 cyTh Takoi
3CXaTOJIOTHH OTHIONb HE BO BCEJIEHCKOI KaracTpode.

«Pycckas uznes He €CTb MIesl LBETYLIEH Kyllb-
TYpBl W MOTYIIECTBEHHOTO I[apCTBAa, pyccKas upaes
ecTp acxaronoruueckas uaes LlapctBa Boxberoy,
— nuer bepases. U nanee: «B pycckom cO3HaHUU
ICXaTONIOTUYECKas uiesi MPUHUMAET QOpMy CTpeM-
JieHusI Ko BceoOmeMy crmaceHuio» [2, c. 283]. B ta-
KOM CJIy4ae yIOMHUHABIIUICS YXKE paXMaHUHOBCKUM
«OcTpoB MEPTBBIX) BOCIPUHIMAETCS HE TOIBKO KaK
BCETIOMIONIAIONIAs CTHXUS (HaTaATBHOCTH, HO W KaK
«TIPEIBIKT» K MHBIM HCTOPUIECKUM IEePCIIEKTHBAM.

Poccust, mpu Bcex u3bgHAX U MOPOKaxX €€ MCTo-
puu ¥ OBITHSA, BCETa OCTaBaJIach I paxMaHH-
HOBCKOI'O XY/I0KECTBEHHOTO MUpPAa IJIaBHOW OMOPOi
U IOJIMHHON CBATHIHEH. YHUKaJIbHAsg MeEJIOoAUYe-
CKasl TUIACTHKa, OCCKpaiHss KaHTHJICHA MOPOXK/a-
IOT acCOIMAaNMU C 0e3rpaHUYHOM HIMPBI0 MPOCTO-
POB, C TUITaBHBIM TE€UYEHHUEM PEUYHBIX BOJ, C TPOIIOii,
BBIOIIEICS B IOJIEBOM pa3ioiibe (3Ta Yapyromas
KapTHUHA POJHOW 3eMIIH ¢ e€ HeOpOCKOW KpacoToii
CBOE BBICIIIEE BOIUIOMICHNE ITOTyYMIIa B MEJUIEHHBIX
yacTsix Broporo konnepra u Bropoii cumdonun).

[IpeTBOpEHHOE KOMITO3UTOPOM CHIHOBHEE UYB-
CcTBO OECKOHEUHOI HEKHOCTH, OJaroroBeHMs U I10-
YUTaHUS — U3 CAMBIX 3aMeYaTesIbHbBIX MPHHOIICHUN
Ha anTaph TOro, 4To MMenyercst OredecTBoM. bim-
JKAHMIIyI0 aHAJIOTHIO 3TOMY XyHAOKECTBEHHOMY OT-
KPBITHIO B MIOHMMaHWM Poccuy HaXOOuM B MO33UHU
Anexcanzpa broka, ¢ koropeiM PaxmanmHOBa poa-
HUT W aKIeHT Ha >KEHCTBEHHOCTH obpas3a Poccum,
PAacKpBIBAEMOTO IPEKIE BCETO YEPeE3 JIUK €€ HEBECT
u Marepeii (6mokoBckoe «O, Pycb mos! JKena mos!y).

B orHomennn manHOTO OOpasa HEOOXOIMMO
3aTpoHyTh enié aBa cneunpudeckux mrpuxa. [lou-
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TH TPIOU3MOM MOKET IOKa3aTbCsi YIOMHUHAHHE O
CTOJIb BaKHOM AJisi My3blkM PaxmMaHHWHOBa KOJO-
KkonbHOCTHA. OJHAKO CTOWUT MONYEPKHYTH, YTO IO
HETO ATOT SIPKUI 3ByKOBOM CUMBOJI HALIMOHAJILHOTO
OBITHS UCITOJIB30BAJICS TIIAaBHBIM 00pa30M BO BHEIII-
HEM, KpacodHo-JieKopaTuBHOM Iutane (M. I'mmHka,
M. Mycoprekuii, A. boponus, H. Pumckuii-Kopcaxos).

Y PaxmaHnHOBa KOJOKOJBbHAsE 3BOHHOCTH 00-
peia BHYTPEHHEE U, MOXHO CKa3aTh, COKPOBEHHOE
Ka4eCTBO, CTaB 3HAKOM PYCCKOM MEHTaJIbHOCTH
B €€ TyXOBHO# umocracu (3aauH Broporo xoHmepra
WUTIOCTPHUPYET ITO HAWIydImmMm oOpazom). Taxoit
MHOYKECTBEHHOCTH CEMaHTHYECKOTO CIIEKTPa KOJIO-
KOJILHOCTH HE OBLTO HU Y KOTO HU JI0, HU TOCTIE, U €&
camast HeoOxoammasl (DYHKITHS COCTOSIIA, TTOXKATYH,
B CTPEMJIEHUM «JOCTYy4YaTbCS» [0 YEJIIOBEUECKUX
JTYTII, B3bIBAS K MX TIIYyOMHHOU CyTH.

Hpyroii cnenupuveckuii mMTpUX CBsI3aH € BOC-
TOYHBIM 3JIEMEHTOM, 3pUMO U HE3PUMO BHTaIO-
IIMM HaJ LENBIM PSAAOM COYMHEHHH KOMIIO3UTOPA.
W crout 3aMeTUTH, YTO BOCXOMAS K OOJBINOI Tpaau-
LMW B PyCCKOM My3bIke (HaumHast ¢ [TuHKM, 3aTeM
— Haubonee sipko — y boponunaa n Pumckoro-Kopca-
KOBa), y PaxmMaHWHOBa «OpUEHT» HE UMEET HUIETO
00IIIero ¢ KpacoyHoi 5K30THKOW WM 3THOrpadu-
YeCKUM TOAXO0AOM. /|11 Hero 3To HEYTO BHYTPEHHE
HEOOXOIMMOE, OPraHHYECKH BXOASIIEE CYIECTBEH-
HOM COCTAaBJISIIOLIEH B KOMILUIEKC MPEICTABICHUHN O
Poccun xak cTpaHe, UICTOpUYECKH HaxoAsIIeNca Ha
nepekpectbe EBponsl 1 A3unm, 3amaga n BocTtoka.

Nmenno 06 stom rosopuit u bepases: «Ilporu-
BOPEUYHMBOCTH M CJIOKHOCTh PYCCKOM TYIIH MOXKET
OBITH CBSi3aHA C TeM, 4To B Poccun crajkuBaroTcs
U TIPUXOJAT BO B3aMMOJCHCTBHE JBa MMOTOKA MHU-
poBoii uctopuu — Boctok u 3amazn. Pycckuit Hapon
€CTh HE YUCTO €BPONEHCKUI U HE YUCTO a3UaTCKUU
Hapoq. Poccus ects 1ienas yacTb cBETa, OTPOMHBII
Bocroxko-3aman, ona coenunser nsa mupa. U Bcer-
Jla B PyCCKO# Aymie OOpolnch JBa Hayaia, BOCTOY-
HOE U 3amagHoe» [2, c. 6].

Pa3mprmsis o HemoBropumoctu oonuka Orede-
CTBa, BHOBb BEPHEMCS K MAMITHOMY CTHXOTBOpE-
Huro dénopa TroTuena:

Ymom Poccuro He OHSITH,
ApImHOM 00IIUM HE H3MEPUTH:
VY Helt ocobeHHast cTaTh —

B Poccuto MOKHO TOJIBKO BEPUTD.

B sTOM — ontiiH 13 KiTroueil K ITOHMMAaHUIO Hallel
CTpaHbl U €€ NCTOpUYECKON CyampObl. [[pyroit ko4
bepnsieB Haxonun B IyXOBHBIX OTKpOBEHUsIX JlocTo-
eBckoro. OH ¢ SIBHBIM COYYBCTBHEM HAIIOMHUHAET O
TOM, YTO MHCATENh «BEPUJ B BEIUKYIO OOTOHOCHYIO
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MHCCHIO PyCCKOTO Hapoa, BEPUIL, YTO PYyCCKOMY Ha-
POy HAJJIEKUT CKa3aTb CBOE HOBOE CIIOBO B KOHILIE
BpemEn» [2, c. 282].

PazBuBast mbicib JJocTOEBCKOrO O TOM, UTO pyc-
CKHil Hapon — Hapon-0oroHocer, bepssieB maér cie-
QYOI KoMMeHTapuil: «Pycckuil Hapon — penu-
TMO3HBIA IO CBOEMY THUILy M IO CBOEH IyINEBHOMI
CTpPyKType. Penurnosnoe OSCIIOKOWCTBO CBOHCTBEH-
HO Y HeBepyrluM. Pycckue monu, naxe Korna OHU
YIUIM OT IPaBOCIAaBHs, IPOJOKAIM UCKaTh bora
1 boxXbel mpaB/Ibl, KCKaTh CMBICTIA YKU3HI) [TaM Ke].

[IpencraBnsgercs, 4T0O UMEHHO 00 3TOM HalH-
cano «BceHnomHoe 6aeHue» PaxmanuHoBa. 3Byua-
HHUE 3TON MY3BIKH ITOBOIUT HAC K OAHOMY W3 IICH-
TpaJIbHBIX Bo33peHMid Hukomas AmnexcanapoBuya
bepasesa, koTopoe OH yHacjien0BaJl OT OCHOBOIIO-
JIOXKHUKA ciaBsHOopuiIbcTBa Anekcanapa CremaHo-
BHYa XOMSKOBA, — COODOPHOCHIb.

B TonkoBanuu beppsieBa, «3T0 U ecTh pycckast
KOMMYHHTApPHOCTb, OOIIUHHOCTh, XOPOBOE HAYAIIO»
(kommynumapnocms — WUCTIONB3yeMbI bepaseBbM
0COOBII TEPMHUH-HEOIOTH3M, KOTOPBIi SBIISAETCS IPO-
M3BOIHBIM OT ¢jI0Ba Kommyra). Punocod moguépku-
BAaeT, YTO TMOHATHE COOOPHOCHb HETIEPEBOANMO Ha
WHOCTpaHHBIE S3BIKH: «XpUCTHaHe 3amaja He 3Ha-
FOT TaKOW KOMMYHUTAPHOCTH, KOTOpasi CBOMCTBEHHA
pycckum. Pycckast nnest ecth nes KOMMyHHTapHO-
CTH 1 OparcTBa JIIOACH 1 HapoaoB» [2, ¢. 187].

HmeHHO cOOOpHOCTH Kak BBICIIIEE €AMHEHNE Ha-
LIMOHAJIBHOIO JlyXa IO3BOJIIET PYCCKOMY 4YEJIOBEKY
BO3HECTHCH B OOKECTBEHHBIE BhICH. Llembiid psin Ta-
KHX WIEaTbHBIX MIHOBEHHH Bocco3naH Cepreem Ba-
cuiibeBUYeM PaxMaHUHOBBIM B «JIuTyprum», U oHU
TIO3BOJISIIOT YTBEP)KIATh CIEAYIOIIee: KakuM ObI TPY-
HBIM, IPOTHBOPEYNBHIM 1 OOJIE3HEHHBIM HU OB pyc-
CKUtl nyms, Kakor ObI TYMaHHOH, TPYJHOOOBSICHIMON
1 3araIouHON HU OBLIA pyccKas udest i KaKuM ObI 13-
MEHYHBBIM HU NIpecTaBan Juk Poccun, Bcerna B aToM

< AUTEPATYPA

JMKe ObLIa, €CTh U OyIeT TaKas rpaHb: Pyco céamast.

M B xadecTBe «IOCTCKpUNTYMay. B cepaie
KOMIIO3UTOpa HEUCKOPEHUMO JKHJa Bepa B HEHC-
4epnaeMocTb U HEOJOJUMOCTh Ipemvezo Puma.
UpesBbluailHO CUMIITOMAarTU4Hbl HAMCAHHBIE WM
MTOCJIEIHNAE TAKTHI, KOTOPHIE MOKHO BOCIIPUHUMATH
KakK CBOET0 pojia 3aBelianue. Mimeercs B BUly Koia
¢unana «Cumdponngyeckux tanues» (1940).

E€ wuckoHHO HalMoOHalbHAs TeMa IOCTPOEHa
Ha WHTOHAIIMSX 3HAMEHHOTO pacrieBa, OT He€ BEeT
MIPaBeTHOW HCTOBOCTBHIO M MOTy4Ye-00TaThIPCKIM
pasMaxoM. B comocTaBieHHUH C IpEeAnIeCTBYIONTIM
ITOBECTBOBAHUEM 3Ta MY3bIKa 3ByUUT IIPOPOIECCTBOM
rpaqyleil cnacurenbHOM Muccuu Poccuun B mpen-
CTOAILEM Pa3BOPOTE BOEHHOM 3monen. Y BcrioMuHa-
eTCsl BhICKa3aHHas HecKoJbKo mmodke A. H. Tomcteim
MBICIIB: €ciai OoT Poccun ocraHercs XOoTd OBl OIuH
ye3/1, TO OHA U TOTJ]a HEIPEMEHHO BO3POAUTCS.

Kak MoxHO OBIIO YOSTUTHCS, pyccKuii nymo
U pycckas udes ipeactaBanu y Ceprest BacuipeBrda
PaxmannHOBa HE B BHEe YMO3pHUTEIBHO-(GMIocohu-
YeCKUX TIOCTPOCHWH, a depe3 00pas3b-0000IeHus,
HaIOJIHEHHbIE PEAIbHOM JKU3HEHHOW IJIOTHIO U KOH-
KpPETHO-IyBCTBEHHON OcCsA3aeMOCThIO. U mepenanbt
OTH WCTHHBI €CTECTBCHHBIM, «UEIOBEUCCKAMY SI3bI-
KOM. A TO, 9TO 3TO UCTUHBI, TAPAHTHPYETCS HE TOIHKO
BBIJIAIOIIMMCS TAJTAHTOM BBICKA3aBIIIETO MX KOMIIO3H-
TOpa, HO ¥ BpeMEHEM, KOTyla OHU (POPMHUPOBAIIHCE.

U nonsATHO, uTO B Hadase XX Beka, Ha pe3KOM
M3JIOME WCTOPWH, HA IMMHKE 3MOXaTbHBIX CIIBHUIOB,
HallMOHAIBHBIA THUIT MHUPOYYBCTBHS M HAIIMOHAJIh-
HBIH XapakTep OOHAKUIIA CBOIO CyTh C HEBHIAHHON
SIBCTBEHHOCTBIO M OCTpOTON. Kak OBl HU OIleHUBATh
CIICITAHHOE KOMITO3UTOPOM B JAHHOM HAINPABJICHUH,
JUTsE HAC OECKOHEYHO JPAroleHHO TO, B 4éM yCOM-
HUTBHCS HE MOXKET HUKTO, — TCHHAILHOE MY3bIKaJIh-
HO€ BOIUIOILIEHUE TOTO, YTO HABCEIJ/la 3aKPEIIEHO
ITYIIKUHCKOM CTPOKOH «30ech pycckuti Oyx...».
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OcCo6eHHOCTH neperokeHUst AAS 6asiHa
NPOU3BEAEHMI C HaCbIlLL,eHHOM haKTypo
(Ha npumepe «Bokaansa» C. B. PaxmaHnHoBa)

Co3nanue TpaHCKPUMNIMN M MEPENIOKeHUH TECHO CBS3aHO C MHTEpIpeTalnuedl My3bIKaJbHOTO NMPOU3BEICHUS.
ITono6HOE CBOMCTBO MEpENOKEHU 0COOCHHO OUCBUIHO B CIydae MepepaboTKy COUMHEHHIA, HIMCIOIINX B OPUTHHAJIC
HACBILICHHYIO CIOKHYIO (akTypy. AJanTanusi K HOBHIM HWHCTPYMEHTAJBbHBIM YCIOBUSIM HEPEIKO IpPEAIojaraeT
CYILIECTBEHHOE [IEPEOCMBICIICHHE OPUTHHAIA U CBOOOIHYIO TPAKTOBKY aBTOPCKOW HOTHOM 3allUCH.

B crathe paccmarpuBaroTCs JBa BapuaHTa MepelnokeHus s OasHa «Bokammza» C. B. PaxmanuHoBa,
BeinoHeHHbIe B. A. Cemé&HoBBIM (OasiHHCTOM, mpodeccopoM Poccuiickoil akaneMun My3bIKH UMEHH ['HECHHBIX)
u JI. E. CrenaHoBbIM (J1aypeaToM MeEXIyHApOIHOTO KOHKypca, nmpenojaBareieM [1eTpo3aBoickoit rocyniapcTBeHHON
koHcepBatopun uMeHH A. K. ImasyHoBa). CpaBHeHHE IOKa3bIBACT PA3JIMYHBIH MTOJX0M K TPUCIIOCOONICHHIO [1sl OasiHa
(axtypsl «Bokannzay, 4To 00yCIIOBIEHO 3a7a4aMH, IIOCTABICHHBIMU aBTOPaMH padoT.

B Bepcun CrenanoBa mpociieKUBaeTCs CTPEMIIEHHE COXPAHHUTh BCE JIETANH CIIOKHOH (haKTyphbl, TECCUTYPY T'OJIOCOB,
NOKa3aTh KPacoTy NONU(pOHNYECKON TKaHH, BBISIBUTH LIEGHHOCTh Ka)K/I0T0O roJioca, TPakTysl UX paBHONpaBHO. CeMEHOB
JKE CMEJIO JKepTBYeT JeTalsiMu (pakTypbl, aKIEHTHPYs IMaBHbBII rojloc; OH (YHKIMOHAIBLHO pa3/ieNseT KIaBHATyphl
OasiHa, IPUMEHSICT pa3IMYHbIc TPUEMBI C TIETIbI0 OoJiee penbeHOro mokaza Gopmel. [IpoBeaéHHBIN aHATN3 YOCKIACT,
YTO 3a JFOOBIM MEPEIOKEHUEM U TPAHCKPHIILUEH CTOMT MY3bIKaHT, UMEIOIINI CBOIO MCIIONHUTENILCKYIO KOHIICTIIIHIO
mpousBeieHUs. B pesynsrate pasHoOro mojaxofa K IpoIeccy MEpesioKEeHUS OfHO M TO K€ COUMHEHHE, He MEHSI
NPUHLIMITHAIBHO CBOETO COJIEPIKaHHs, B UCTIOJIHUTEIBCKOM IUIaHE MPUOOPETAET Pa3IMyHbIe OTTEHKH.

Knrouesie cioa: Cepreii Paxmannnos, «Bokanusy, nepenoxenue s 0asHa, TpaHCKpHUIIHS, (akTypa.

ALEXEI P. DEDYURIN

Petrozavodsk State A. K. Glazunov Conservatory, Petrozavodsk, Russia
ORCID: 0000-0003-3128-9612, dedyurinalexis@yandex.ru

The Particularities of Transcriptions for Accordion
of Musical Compositions with Rich Textures
(on the Example of “Vocalise” by Sergei Rachmaninoff)

The creation of transcriptions and arrangements is closely connected with interpretation of musical compositions.
A similar feature of arrangements is particularly apparent in the case of arranging musical compositions which in the
original formats possess rich complex textures. Their adaptation to new instrumental conditions often involves a rather
significant rethinking of the original music and a free reinterpretation of the composer’s musical notation.

The focus of the article is on two transcriptions for accordion of Sergei Rachmaninoff made by Vyacheslav Semenov
(accordionist, professor at the Russian Gnesins’ Academy of Music) and Dmitri Stepanov (winner of international
competitions, faculty member of the Petrozavodsk State A. K. Glazunov Conservatory). The comparison shows two
different approaches to adaptation of the texture of the “Vocalise” for the accordion, stipulated by the individual
challenges that each of the composers of the arrangement placed before him.

Stepanov’s version demonstrates the urge to preserve all the details of the complex textures and tessitura voices,
to show the beauty of the polyphonic fabric, to reveal the value of each voice, by treating them equally. Semenov
boldly sacrifices the details of the texture, focusing on the main voice; he functionally separates the different keyboards
ofthe bayan and applies various techniques in the different sections of the composition for the purpose of demonstrating
more clearly the form of the composition. The carried-out analysis convinces that at the core of every arrangement
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Musical Text and

its Performer 0

or transcription stands a musician who possesses his own concept of performance of the music. As the result of different
approaches towards the process of arrangement, the same composition, without changing its content in principle,
acquires various tints in the sphere of the performance of the music.

Keywords: Sergei Rachmaninoff, “Vocalise,” arrangement for bayan, interpretation, texture.

OBpeMeHHOe mpodeccHoHanbHOe 00yde-
HHE HaIlPaBJI€HO Ha BOCIHUTAHHUE Pa3HOCTO-
POHHE Pa3BUTOTO, MIYOOKO YYBCTBYIOIIETO
Y TIOHUMAIOIIETO MY3bIKy ucnonHutems. [loatomy
o0pa3oBaTeNbHBI TpOIEcC Kak B CPEIHEM, TaK
Y B BBICIIIEM 3BEHBSIX B PABHOW CTENEHH OPHUEHTHU-
pyeTcsl ¥ Ha OpUTHHAJBHBIN perepTyap, U Ha Ipo-
W3BEJICHNUS KiacCHKH. Eciu coBpeMeHHBIE OpUTH-
HaJbHbIE COUMHEHUS 17151 0asHa OTKPBIBAIOT HOBBIHM
MY3BIKaJIbHBIN SI3BIK 1 BO3SMO)KHOCTH WHCTPYMEHTA,
TO TEPETIOKEHUS W TPAHCKPUIIIUH 00pa3IoB My-
3BIKAJIbHON KJIACCHKH CIIOCOOCTBYIOT HOBBIIIEHUIO
o0mieil My3bIKaIbHON KYJABTYphl HCIIOJTHUTENEH-
OassHMCTOB. B CBA3M € ATHM TPaHCKPUIIIINH U TIEpe-
JIO)KEHUS HE YTPAaYUBaIOT CBOUX ITO3UIIUH.
Cozganne m000TO MEPENOKESHNUS WIH TPaHC-
KPHIILIUK TECHO CBS3aHO C IMPOOJIEMOH XyJoxKe-
CTBEHHON HWHTEPIIPETall, CYyTh KOTOPOH 3aKITo-
yaeTcs B NPUAAHUM OHTOJIOTHYECKOTO  OBITHSA
«IOTCHIIMAJIBHON MY3bIKE», 3alIM(pPOBAHHON B HO-
Tax [4]. XyaokecTBEHHOE BOIUIONIEHIE ITPOU3BEIC-
HUS — UHTEPIIPETaLns — 3aBUCHUT OT IICHXOJIOTHYe-
CKMX U MPOo(eCCHOHANBHBIX KAaueCTB MY3BIKAHTA:
€ro My3bIKAJIIbHO-CIYXOBBIX TPENCTABICHUH, WH-
TEeJIEKTa, TEMIIEPAMEHTa, SMOIIMOHAIEHOW OT3BIB-
YUBOCTH, MY3BIKQJIHHOTO OMBITA, HCTIOIHUTENHCKON
BBIIEP)KKH, KOHIEHTPAllMd BHHMAaHUSA, CIIOCO0-
HOCTH KOHTPOJIMPOBATH CBOIO HWrpy [6]. B 3amauy
TPAHCKPUIITOpPA TaK)Ke BXOJUT YMEHHE OTINYATh
XapaKTEPUCTUKH, OMPEIENIAIONNE CYIIHOCTh TPO-
U3BENCHHUS (€ro CTPYKTYpY, KOJOPHUT, CMBICIOBOE
coZiepXKaHne), OT TeX, B KOTOPBIX OTpakeHa €ro
BHEIIHSS CBA3b C 310xou. Ilepen aBropom nepeno-
JKEHHUSI BCTAIOT BBICOKHE TPEOOBaHUS: OH JIOJKEH
HE TOJNBKO BIAJETh OAasHOM, HO M MMETh HAaBBIKU
KOMITO3HUIINH, @ TaK)Ke CIIOCOOHOCTH WHTEpIIpeTa-
TOpa, OBITh BCECTOPOHHE 3HAKOMBIM CO crenuu-
KOW M TEXHHYECKUMHU BO3MOKHOCTSIMH Pa3IHIHBIX
WHCTpyMEHTOB [3, c. 211].
Kanp nepenoxeHnit U TpaHCKpHUIIIKH A5 O6ast-
Ha UMEET OMpeeEHHYI0 uctoputo. B xone ero pas-
BUTHUS B3IVISI HA TEpeNoKeHus] MeHsics. PanHue
obpasmesl (I1. I'Bo3nena, I. Termkesuda, A. iBanoBa
U JIp.) TATOTENH K JETAJbHOMY COXPaHEHHIO HOT-
HOTO TEKCTa U BCEX 0003HAYCHUN OpUTHHAJA (XOTS
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9TO HE BCErJa rapaHTUPOBAJIO COXpaHEHue odpas-
HOoro coxpepkanusi). bomee mozmame (P. Jlumca,
B. Ceménona, B. 3ybunkoro) crpemMuince 3aneqar-
JIETh W TepenaTh CPeACTBaMHU OasHa CYIIHOCTh My-
3BIKAJIFHOTO TPOW3BEICHUS TIpH OoJiee cBOOOIHOM
TPAKTOBKE aBTOPCKOW HOTHOM 3aIIHCH.

ITo muenuto b. b. boponuHa, TexHUKa co3aa-
HUS TPAHCKPUIIIMK 0a3upyeTcst Ha YeThIPEX MPHH-
uunax. JT0 adanmayus — TEXHUYECKOE U aKy-
CTHYECKOE IMPHCIIOCOOIIEHNE TPOU3BENEHUS IS
WCIIOJTHEHHUA Ha APYTOM HHCTPYMEHTE; peayKLus
— U3BSITUE OTJAECIBHBIX COCTABISIONINX (OPMBI HITH
(akTypsl opurvHana; amrumMpukanus — paspac-
TaHue (aKTypbl, a WHOTAA U POPMBI TOAJIMHHUKA
(CBOWCTBO BHPTYO3HBIX 00pPa3lOB TPAaHCKPHUIIIINN);
HaKOHEI, KOHBEPCUS — UMUTAIHS CIIEIU(PUIECKIX
3BYKOBBIX M TEXHHYECKHX XapaKTEPHUCTHK OMpere-
TNIEHHBIX HHCTPYMEHTOB MIPH IMTOMOIIH YCTOWYHBBIX,
HE OTPaHUYCHHBIX HUHANBUIYAIbHBIM CTUJIEM, ITPH-
€MOB, TPUHAIISKAIINX apCeHAy BO3MOXHOCTEH
WHCTPYMEHTA, ISl KOTOPOTO MUIIETCS TPAHCKPHII-
mus [2].

b. M. CrpannomoOckuii B CBOEM MOCOOHH IO
MIEPETIOKESHNUIO MY3bIKAJIbHBIX POU3BEICHUH Tpe/-
JlaraeT BBIIEJATH B JIIOOOM M3 HUX TPU OCHOBHBIX
AIIEMEHTA: MEJIOJUYECKUH, TapMOHUYECKH U (hak-
TypHbIil. IlepBele 1Ba He momJekar U3MEHEHU-
AM ® JOJDKHBI OCTaBaThCsl B IIEPBO3AHHOM BHJIE.
[lepepaboTke momBepraeTcsi B OCHOBHOM TpETHUH
3NIEMEHT — (DaKTYpHBIH, N0/ KOTOPBIM IOJ[pa3yMe-
BAeTCs cama My3bIKaJbHasl TKaHb', onpeaensemMas
XapakTepoM JABIDKEHHS, (Urypanueii, putMom
AT O[5, c. 4]. [lozxe H. A. JIaBBIIOB CBSIKET J1Ba
MIEPBBIX AIEMEHTa C OTHOCHUTEIHHO CTAOMIbHOID
ICPYIIION CPENCTB MY3bIKaIbHOW BBIPA3UTENIBHO-
CTH, a $aKTypy, HapsiAy ¢ TeMOPOM, apTHKYIALNEH,
arorukoM, OTHECET K KOTHOCUTENBHO MOJIBUKHBIMY
CTOpoHaM My3bIKH [3, ¢. 17]. UmenHO oHH, U B iep-
BYIO ouepens (akTypa, MoaBeprarTcs npeodpaso-
BaHUSIM TIpH Tiepenokennu. [lepeocMpicienue hak-
TYpBI LEIUKOM WM €€ OTIENbHBIX KOMIIOHEHTOB,
C O/IHO# CTOPOHBI, OTIpeNeNsIeTCa HeOOX0AUMOCTHIO
COXPaHUTh peabHOE 3ByYaHHe MPOU3BEICHNS B HO-
BBIX HMHCTPYMEHTAJIBHBIX ycioBusax. C mpyrod,
Bce (haKTypHBIE M3MEHEHHS 3aBHCST OT TBOPYECKOM
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WHUIMATUBBI ¥ YPOBHA KOMIIO3UTOPCKOTO MacTep-
CTBa aBTOpA MEPEIIOKECHHS.

OObEKTOM BHHMMAHHUS B HACTOSILNEH CTarbe
CTaJli TIPOM3BENIEHUs, UMEIOIIE B OPUTHHAJIE Ha-
CBHILICHHYIO clOkHYI0 (akTypy. X mepenoxenue
IUisl OastHa MOPOW BBIXOIUT 32 TIPEJeNIbl HCIOIHU-
TENBCKUX PECYPCOB OAHOTO MHCTPYMEHTa U Mpej-
I0JIaraeT CyIIECTBEHHYIO MepepaboTKy OpUruHaIa.
Ona BbIpa)keHa B IIMPOKOM NPHUMEHEHHH KYIIIOP,
CMEIEHUI, OKTaBHBIX IEPEHOCOB, PACIIUPEHUHU
WIN CY)KeHWHU JHana3oHa, U3MEHEHUSX PUTMHUKH,
MPUMEHEHUU Pa3HOOOpa3HBIX CPEICTB WHCTPY-
MEHTAJIBHOTO TiepeBoriomenus [3, c. 14]. Bece atn
MpUEMBI MOTYT OBITH HCIIOJIB30BAaHBI HE TOJBKO
B BBIHYK/ICHHBIX YCIIOBHUSIX, IPH HEBO3MOXXHOCTHU
WCTIOJIHUTH BCIO (DaKTypy, HO H B IENSAX XYJO0XKe-
CTBEHHO-BBIPA3UTEIBHBIX, NI OoOJiee TOYHOU Tie-
penaun My3bIKalbHOTO 00pa3za. CliemoBaTtenbHO,
MpoUECC alalTalliy TPOU3BEICHUN C HACBIILIEHHOU
(bakTypoii UMeeT CBOM 0COOEHHOCTH.

Henz6exxHOCTh pemynupoBaHus ONpeneicH-
HBIX COCTaBJIIOMNX (PAKTypbl CTaBUT aBTopa Iie-
peNokeHus Tiepe BHIOOPOM: YTO TJIABHOE, a YTO
BTOPOCTEINIEHHOE; KaKHe JJIEMEHTHl MPON3BEICHUS
MOJBEPTHYTh TpaHCQOpMAIIHU, a KaKHE OCTaBUThH
HEU3MEHHBIMH, YTOOBI HE HAPYIIUTH KOMITO3UTOP-
ckuii 3aMbIcen. Kax bl TpaHCKpUIITOP pelIacT 3TH
BOIIPOCHI T10-CBOEMY, OPHEHTHPYSICh Ha COOCTBEH-
HYIO HCIIOTHUTENBCKYIO KOHLenuo. Jleranu mpo-
1ecca pacKphIBAlOTCS NPHU CPaBHEHHHM BapHUaHTOB
MIEPETIOKESHUN OTHOTO COUYMHEHHUS, CACTAaHHBIX pa3-
HBIMH aBTOpamHu. B kagecTBe mpumepa npeasaraeMm
OCTaHOBUTHCSI Ha ABYX OAasHHBIX MEPETIOKCHUAX
«Bokanmuza» C. B. Paxmanunosa. IlepBoe u3 HHX
BBITIOJTHEHO JIaypeaToM MEKIyHapOAHOTO KOHKYp-
ca «Kybox Cesepa» (2004), mpenonaBarenem Ile-
TPO3aBOACKOW TOCYIapCTBEHHOH KOHCEpBaTOpUHU
. E. CrenanoBeiM. Jlpyroe mpHUHAIICKAT U3BECT-
HOMY OTE€YECTBEHHOMY OastHUCTY, KOMITO3UTOPY, Tie-
narory, npodeccopy Poccuiickoii akageMuu My3bIKA
M. ['Hecurpix B. A. Cem€noBy. Cpazy e OTMETHM:
00a TepesIoKeHNs B pa3HOe BPEMS HCTIONHSIINCH Ha
ME)XTyHapOIHBIX KOHKYpCaxX, B KOHLIEPTHBIX IIPO-
rpaMMax Y TOJTyYHIIN PU3HAHUE ITyOITHUKH.

Bribop paxmanuHoBckoro «Bokanusa» B xade-
CTBE TIpUMepa JJisi 00CYXIIEHHsI BbI3BaH TEM, 4TO
OITyC UMEET CIOKHYIO HACHIIEHHYIO (DaKTypy, Kpo-
M€ TOTO, OH IOJYYHJI OOJIIIOE YHCIIO TepeioxkKe-
HUH, BKJIIOYas u OasHHble. MHTEpec k «Bokamusy»
HCIIOTHUTENICH-0asTHICTOB  O0YCIIOBIICH TIPUPOIOI
3BYKOOOPa30BaHMSA, OTYACTH CXOIHOW C YeloBede-
ckuM rojocoM. llomumo TOTO, hakTypa codmHe-
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HUS OpPTraHWU30BaHa TakK, YTO TO3BOJISET PACKPHITH
pa3HbIE BO3MOXKHOCTH WHCTPYMEHTA: €r0 Pecypchl
B WCTIOJIHEHUH W IIUPOKON KAaHTWIEHBI, W OOraToi
monn(OHNIECKUMH TTOATOIOcKaMu TKaHU. [lbeca
HACBIIIEHA «TIOIOIIAMIY) MEJIONUICCKUMA JTHHUS-
MU, HTHTOHAIIMOHHO POJICTBEHHBIMHA OCHOBHOM TEME.

Vke Oemiblii B3DIS HAa HOTHBINA TEKCT IMOKa3bI-
BaCT: TEPEIOKCHHSI, BRIOPAHHBIC JUISI CPAaBHECHIS
Y aHAJIM3a, OTIMYAeT Pa3HBIA MOIXO K aanTarii
OPHUTHHAIHLHOTO TEKCTAa K HOBBIM YCJIOBHAM. B Bep-
cun CTemaHoBa MPOCIIEKNUBACTCS CTPEMIICHHE CO-
XPaHHUTh BCE JCTAIN CIOXKHOW (PaKTyphl, TECCHUTY-
PBI TOJIOCOB, MOKa3aTh KPacoTy MOJU(OHHYECKON
TKaHW, BBISBIISI IICHHOCTHh KaXKJIOTO TOJIOCA, TPaK-
Tys UX paBHONIPaBHO. CeMEHOB K€ CMEJIO JKEPTBYET
(haKTypHBIMHU JETASIMHU, CTPEMSICh BBIICIUTH TJIaB-
HBIA TOJIOC — BOKallbHYyI0 maptuto. OH pazznenser
KJIaBUaTypbl OasiHa (DYHKI[MOHAIBHO, MPUMEHSET
pasIuYHbBIe MPUEMEI B pa3zeiiax COYHHEHHUS C Ie-
nel0 6onee penbedHOTO TOKa3za QGopmel. Paccmo-
TPHUM 3TH BapHaHTHI Ooliee MoAPOOHO.

JIume Hagano meecw (T. 1-4) oba aBTOpa pe-
MIAI0T MPUMEPHO OJMHAKOBO. 3ayMUYUBasi, CIIOBHO
JBIONIASsICS MEJIOAUSI COTPAHO TOPYYaeTCsl MMpaBon
pyKe, a pa3MEpEHHEIE U CIIOKOWHBIC aKKOPABI POSIIS
— JICBOM.

A nanee (c T. 5) IepeIOKeHUSI UMEIOT CBOH HIO-
aucel. CTenaHoB TSI TIepenadn TeMOPOBOM KPacKH
OKTaBHBIX YABOCHHUHN HCIOIB3yeT 0achl (KOTOpEIE
B CWJIy KOHCTPYKTHUBHBIX OCOOCHHOCTEH HWHCTpY-
MEHTa Takke UMeEIoT ymaBoeHwms) (mpumep Ne 1).
[Moaronocok fis-e-dis-cis (T. 6), 3By4aluii B Majaon
OKTaBe, TIEPCHOCHUTCSI B IAPTHUIO MPABOU PYKH, UTO
MTO3BOJISIET BBIACIUTE €r0 quHamudecku. Oopariaet
Ha ce0s BHUMaHHe BBIOpaHHBIN CIOCOO 3armcu —
Ha YEThIPEX HOTHBIX CTaHaX. basiH 371€Ch TpaKTOBaH
KaK KaMepHBI aHcaMOnb. Takas 3amuch 1MO3BOIIA-
eT u30exxaTb OONBIIOrO KOJUYECTBa J100aBOYHBIX
HOTHBIX JIMHEEK ¥ TIOMOTAET HCIIOIHUTEIIO JTydIIe
0CO3HABATh OPTaHU3AIINIO TOTHU(POHINYECKOI TKAHU.

C. B. PaxmMaHHMHOB.
«Boxammsy (T. 5-7).
ITepenoxenne mst 6asuaa J1. E. Crenanosa

[pumep Ne 1

[
T
Jgd e - r
s e e T ——
G e e e
o ~—== f i f
Tlpas. ol 1
ra vy +
e ~— {
e £ e
f i
2 EREPYE
a4 H i 3 >
AT e e s s s —
';)“ = -‘SJ JqJ. - e ™ B e 3
33'88F ¥ SH(TTisETTET (TS
Jles. [P]
— \ r
Syt t £ T t
e = —
fe F EP - ]3
"
[5]



2018,1

Musical Text and

its Performer 0

CeMEHOB Tpemyaraet Ipyroe BHACHUC IaH-
Horo (pparmenta. OH OTKa3bIBAETCS OT OKTaBHBIX
YABOEHUU 6acOBOTO rojIoca M CMEMIaeT ero Ha OK-
TaBy BBepX (3-a u 4-a momu T. 1, mpumep Ne 2).
Taxxe mpUMEHsIETCA pelyKLus — MPOIYCKU OT-
JIENBHBIX aKKOPJOBBIX 3BYKOB U TOATOJOCKA fis-
e-dis-cis B Manoil okrase. Vcmomp30oBaHUE ITHX
INpUEMOB MPOAMKTOBAHO HE TOJIBKO MKEIaHUEM
obecrieunTh ynoOCTBO MCHOIHEHUS, HO M CTPEM-
JEHNEM MaKCUMaJbHO pa3Tpy3uTh (akTypy co-
MPOBOXACHHS, CAeNaTh obiiee 3BydaHue Oosee
npo3payHeIM. B manHOM ciydae aBTop mepesnoxe-
HUA CTPEMUTCA COCPEAOTOUUTh, BHUMAHUE Cllylia-
TeNs Ha BBIPA3UTEIHLHOCTH OCHOBHOTO MEJIO/H-
YECKOTO TOJIOCA, KEPTBYS dIeMeHTaMH (HhaKTyphl
(mpumep Ne 2).

C. B. PaxMaHHHOB.
«Boxamm3» (T. 5-7).
[epenoxenue s O0asHa B. A. Ceménora

IIpumep Ne 2

[Lentamente]
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Bo Bropom mpemnoxenun «Bokammza» K Bo-
KaJbHOW MEJIOAMH TPUCOEOUHSIIOTCS JBa IOATO-
JIOCKa B MapTHu (GOPTENHAHO, UIIOKCHHBIC B BHJIC
nysta-nuanora. CremaHoB MOAYEPKHBAET OTOT
JUaior: Grmarogaps WCIOJHEHHIO B Pa3HBIX KIIABH-
aTypax OHH TIOJyYaloT W Pa3IUnYHbIE TEMOPHI, YTO
CHOCOOCTBYET BHATHOCTH MPOU3HECEHUSI MHOTOTO-
nocHoit gaxtypsl (ipumep Ne 3).

CeMEHOB OCTaBIISIET BCE TPH MEJIOIUIECKHE JIN-
HUU B IIPaBOM pyKe, a JIEBOM OTBOIUT aKKOMIIaHU-
pyroulyto poib. B 1aHHOM 31n13071€ OH Takke cie-
IyeT I10 My TH peAyKLUUH, TPUMEHSS PoIycKu (6ac,
T. 2-3 npumepa Ne 4), cMemIeHus: TOI0COB Ha OKTa-
By BBepx (0ac, T. 1 ¥ HIDKHUI U3 TOJIOCOB MapTHU
¢doprenuano, T. 3). TpaHCKpUNITOp HAMEPEHHO W3-
OeraeT HWKHETO PETHCTPA, HE UCTIONB3YET «pbhIUa-
mwue» 6ackl, cy)KaeT O0Iuii AuanazoH, npuodeperas
3TH CPEACTBA BBIPA3UTEIBHOCTH IS KyJbMUHALINN
npousBeneHus (mpumep Ne 4).

[lepBast vacTh Mpon3BeICHIS 3aBEPIIACTCS Map-
THEH (HOpPTENMAHO ¥ CTPOHUTCS HA MOTHBE OCHOB-
HOW TeMmbl. CTenaHoB Onarofaps anruTUKaTypHBIM
HAaXOJIKaM, MCIIOJIb30BaHHUIO TIEPBOTO MAJIbIIA JIEBOM
PYKH JJa)ke Ha BTOPOM DSIIy, COXpaHsSeT BCIO (paxTty-
Py OpHUTHHAJA TOTHOCTHIO (TipuMep Ne 5).
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C. B. PaxmMaHUHOB.
«Boxamm3» (T. 7-9).
Ilepenoxenne mis 6asnaa /1. E. Cremanosa

[Ipumep Ne 3

Poco piu animato
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ITpumep Ne 4 C. B. PaxmMaHUHOB.
«Boxkamu3» (T. 7-9).
[Tepenoxenne s 6asina B. A. Cem&énoBa
Poco piu animato
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C. B. PaxmMaHUHOB.
«Boxamm3» (1. 17-18).
ITepenoxenue s 6asua /1. E. Crenanosa

IIpumep Ne 5

Ilpas.

CemEnoB pemaer 3ToT (pparmMeHT nHade. OH pe-
JyLMpYyeT HWKHUN U3 TPEX UAYIIUX MApauleIbHO
rOJ0COB, a CPEIHUMN, NBWXKYLIUICS TepLUUEH HUXKE,
CMEINAeT Ha OKTaBy BHU3. bilaromaps sToMy JOCTH-
raercs Mpo3pavyHOCTh, KAMEPHOCTh 3By4YaHUSs, BBI-
SBJIETCS SICHOCTh T'OJIOCOBEACHMS Ha JUHAMUKE p
(mpumep Ne 6).

C. B. PaxmMaHUHOB.
«Boxamm3» (1. 17-18).
Ilepenoxenne mis 6asaa B. A. Cem&nona

[Ipumep Ne 6
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Hauano Bropoit wactu mpoussenenus (T. 20)
OTIINYaeTCsi OONBIICH HACHIIEHHOCTBIO (DaKTypBI,
3aMETHOW BH3YalbHO, YTO OMIpEACseT KyIbMH-
HAI[MOHHOE cojepxaHue 3toro ¢parmenra. O6a
MOATONOCKa (OPTENMAHHOW TAPTHU CIHBAIOTCS
B INIOTHBIA «XOp», Pa3BUBAOLIUI IVIaBHBIM MOTHB
MapajuIeIbHBIM JBIDKEHHEM HHTepBaiioB. Hamps-
JKEHHbIC YMEHBIIEHHBIE AKKOPABI COIPOBOXKIACHUS
JIOTIONTHSIOTCS «KOJIOKOJIBHBIMIY X0/1aMH 0acoB.

CrenaHoB BHOBb HAaXOJUT BO3MOXHOCTH CO-
XpaHHUTh Bce deMeHThl (akTypbl. UToObl HE OT-
Ka3bIBaThCS OT «KOJOKOJBHBIX» XONIOB Oaca, emy
MIPUXOANTCS TEPEHECTH YacTh aKKOPAOBBIX 3BYKOB
B IIPaBYIO PYKY, 9TO HE OYEHb OJIaroTBOPHO CKa3bI-
BaeTCs Ha BBIJICJICHIUH MEJIOANU 13 00IIero KOHTEK-
cra (xox his'—dis? 3arnyiaeTcss HKHUMU 3ByKaMH)
(mpumep Ne 7).

C. B. PaxmMaHMHOB.
«Boxamm3» (1. 19-22).
ITepenoxenne mis 6asna /1. E. Crenmanosa

IIpumep Ne 7

Poco piu mosso poco rit.

Ipas.
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CeMEHOB WHave MepeoCMBICIUBaET (akKTypy
JAaHHOTO (parMeHTa, BIEpBble NPUMEHSS Oachl.
B oTnmume ot mpensiayiero BapruaHTa Mepesoxke-
HUS, 37ech OacoBas MapTug HE CTOJNb JIeTalbHA:
BMECTO «KOJOKOJBHOTO» XOAa — BBIIEpIKaHHBINA
0ac, BEITIOTHSIONINN POJIb TIENANN; YMEHBIIEHHBIC
AKKOPABI MMyIBCUPYIOT Ha MPOTSHKEHUH BCETO TAKTA.
MorrHoe 3aroHEeHHE HIKHETO Juara3oHa o0bsic-
HSIET OTKa3 OT OKTABHOTO YIBOEHHS BTOPOTO TOJIO-
ca. Kpome TOTO, JUIMTEIBHOCTH TEpIMH fis'—a’ Ha
nepBeIx goisax (1. 2-3, mpumep Ne 8) cokparieHa
B TpH pa3a (BOCbMas BMECTO YETBEPTH C TOYKOIN),
YTO MOMOTAeT BBIACIUTh MEIOAMICCKUi X0m his'—
dis’ B BOKaJIbHO# IApTHH.

B xynmemunanun «Bokamuzay (T. 27-28) spxkum
BBIIEP)KaHHBIM BBICOKMM 3BYKaM BOKAJHCTa IIPO-
TUBOIMOCTABJISAETCS] HACBIIIEHHBIA HUZKUNA PETUCTP
aKkoMraneMeHrta ¢oprenuano. CTemaHoB coxpa-
HSIET OKTaBHOE YJBOCHHE KOHTPAITyHKTa B HU3KOM
perucTpe, 49ro npuaaét eMy Ha OastHe TyCTOH «BHU-
OJIOHYETLHBIN» TeMOPOBEIiT okpac (mpumep Ne 9).
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C. B. PaxmMaHuHOB.
«Boxamuz» (T. 19-22).
ITepenoxenne mst 6asaa B. A. Cem&HoBa

[Tpumep Ne 8

Poco piu mosso
poco rit.

C. B. PaxmMaHuHOB.
«Boxamm3» (1. 27-29).
ITepenoxenne mst 6asuaa [1. E. Crenanosa

[Tpumep Ne 9

[a tempo]

Tpas.

CeMEHOB B ATHX JK€ TaKTaX OTAAET MPEATodTe-
HHUE BOKAaJIbHOW NapTUH, YCUIIMBas €€ OKTaBHBIM
yaBoeHueM. KOHTpamyHKT >XK€, HalpOTuB, IIpen-
cTaBJieH 06e3 yIBOCHHUH, TPUIEM 13 OKTaBHI BEIOpaH
BEepXHUI rojoc. Takoe pelieHue, ¢ OIHONM CTOPOHHBI,
[IOMOTAET BBIJIEIUTh BOKAIBHYIO MApPTHIO, & C APY-
TOH, — JUIIAeT KOHTPAITYHKT TeMOpPOBOW T'YCTOTHI
u Mouty 3By4danus (mpumep Ne 10).

C. B. PaxmMaHuHOB.
«Boxamm3» (1. 27-29).
ITepenoxenne mist 6asaa B. A. Cem&noBa

[Tpumep Ne 10

[a tempo]
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Haubonee 3HaUMTENHHBI PACXOXKICHHUS B TPAK-
ToBKe Kombl coumHeHwms (T. 33—41). 3mech dop-
TEMUAHO TOBTOPSET IMEPBOE MPENJIOKEHUE TEMBI
I yactu, Ha e€ QoHe y BOKaIMCTa 3BY4UT CBOOOI-
Hbl moAronocok. J[. CtemaHoB mopydaer MCIOI-
HEHUE TEeMbl U MOJIrOJIOCKA MPaBOM pyKe, a JIeBOU
otnaét akkomnaneMmeHT (mpumep Ne 11). braromaps
3TOMY T€Ma M MOJAT0JIOCOK 3By4aT HA OJHOM IHMHA-
MHUYECKOM YPOBHE.
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CeMEHOB BHOBB OTHAET MPEATIOYTCHUE MEIOIH-
YECKOW JIMHUH, Mopyyasi €€ ImpaBoil pyke, a «CBO-
OOMHBII MMOATONIOCOK)», UMEIOIIUIICS B MAPTUU CO-
MIPaHO, OH MACKHPYET B aKKOP/IaX COMPOBOXKICHUS,
KOTOpBIE TIEPEHECEHBl Ha OKTaBy BHIIIE (IIpHMEp
Ne 12). Takoe cmemnienre npuaaér 0CoObINH KOIOPUT
3BYYaHHIO: COMPAHOBBIN MOATOIOCOK CIOBHO TIEpe-
TEKAET U3 MPaBOM PyKHU B JIEBYHO, U3 OJHOH OKTa-
BbI B JIPYTyI0, OH OKa3bIBa€TCS HA 3aJHEM ILIaHE,
3BYYHT 3aByaJIUPOBAHHO, YCTYIasi MECTO OCHOBHOM
teme. Kpome TOTO, TaKMM BapHaHTOM H3JIOKEHUS
CeméHOB n00HMBaeTCa MPO3PAYHOCTH, KAMEPHOCTH
3BydaHHus (QakTypbl, 4YTO TOMYEPKUBAET KOHTPACT
KpailHUX pa3[enoB MPOM3BEACHUS MOIIHOMY 3BY-
YaHWIO CEPEINHBI.

C. B. PaxMaHHHOB.
«Boxamm3y» (1. 33-36).
[Tepenoxxenne st 6asua [1. E. Cremanosa

IIpumep Ne 11

[a tempo]

Tlpas.

[Ipumep Ne 12 C. B. PaxmaHuHOB.
«Boxamm3y» (1. 33-36).

[Tepenoxxenne st 6asiHa B. A. CeménoBa

[a tempo]
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PaccMmoTpeHHble BapuaHThl ajlanTallud MY3bl-
KaJIBHOTO TIPOM3BEICHUSI K HOBBIM HHCTPYMCH-
TaJbHBIM YCJIIOBUAM IOKa3bIBAIOT: MEPEIIOKEHUE —
3TO TBOPUYECKHUH MPOIIECC, ONMM3KUI 10 CBOCH CyTH
K IIPOIIECCY CO3/IaHUsI U UCIIOJIHEHUS MY3BIKH; 3a
M00BIM TIEPENIOKCHUEM W TPAHCKPHUIIIIUECH CTOUT
MY3bIKaHT, UMEIOIIUN CBOE «CIbIIIAHUE» MPOU3-
BEJICHUA U €ro MCIOJHUTEIbCKYI KOHIIEMIIHIO.
brnaropapsi pazHoMy mnoaxony K HalpaBJI€HHOCTH
MEePEJIOKEHUS OJTHO U TO K€ MPOU3BEICHUE, HE ME-
HSIsI CBOCTO COJIEP KaHUS MPHUHITUITHATEHO, IPHO0-
peTaer pa3iM4yHblE OTTEHKH B MCIOJIHUTEIbCKOM
ILUIaHE.
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CrpemieHne COXpaHHTh (DAKTypy LEITUKOM
— BeIyllee B IIEPBOM BapHaHTE MEPETOKECHUS
(I. CremanoBa), C OMHOW CTOPOHBI, ITOMOTAET
nepenars omnpenenéHHble TeMOpPOBBIE KpPACKH.
CoxpaHeHHE TEKCTYPHOTO TIOJIOKEHUS TOJIOCOB
CIIOCOOCTBYeT BHATHOCTH UX IPOU3HECEHUS.
C npyroéi CTOpPOHBI, TaKOW MOAXOA CO3AaET HO-
[IOJIHUTENIbHBIE CIIO)KHOCTH IS HWCIOJHUTENS
(Gompimasi pacTsKKa, HEyTOOHBIC TO3WIINU B Jie-
BOH pyKe), a TAaK)Ke BBIHY)K/Ia€T IEPEHOCUTH YacCTh
AKKOMIIAHEMEHTa W3 OJAHOW PYKH B IPYTYyIO, 4TO
OTPHULIATEIHHO CKAa3bIBAETCS HA BHIACICHUH MEJIO-
ITUYECKUX JTUHUH.

B npyrom nepenoxennu (B. Cem&HoBa) aBTOp
CMEJIO CMEIAET M PEAyIHPYET ToJI0ca, YMEHBIIIAET
JIarna3oH, 0COOCHHO B KPalHUX 4YacTsX, WUCIOJb-
3yeT Menaju3alio W aMIUM(UKAIUIo B KyITbMH-
HaroHHOW yactu. CykeHue oOImero auama3oHa
3BY4aHUS MIPUBOANT K 3HAYUTEIHHOMY COJMKEHUIO
MEJNOINYECKUX JMHHUWA, YTO HEraTUBHO BIHIET Ha
UX TeMOpOBYIO MHAWBHIYaJIbHOCTh. BmecTe ¢ Tem
B. CeménoBy ymaércsi pasrpaHH4HTh JIBE€ KIIaBH-
arypsl MHCTpyMeHTa (DYHKIMOHANBHO (TpaBas —
MEJIOINY, JIeBasg — aKKOMITAaHEMEHT). TeM caMmbIM
JIAHHBIM BapyaHT MEPEIOKEHUsT OoJee ymoOeH st
WCTIOJTHEHUS.

JBa HabOmomaembIx moaxona k dakrype «Bo-
Kallu3a», MO0 CYTH, IPOAOJDKAIOT OIBIT PalbOTHI
C HEH, HayaTblil yX€ caMMM KoMIIo3uTopoM. Kak
M3BECTHO, PaxMaHWHOB clienan OpKecTpOBOE Iie-
peJOXKEeHHEe COYMHEHHSA, KOTOpOoe IpeaHa3Hava-
JIOCh B OpUTHHAJIE ISl Tojoca (CONMpaHo WM Te-
HOpa) 1 opTenuano M 3aMbIKaIO UK POMaHCOB
op. 34. OpkecTpoBasi BepcHs, pacCUMTaHHAs Ha
MHOTOTEMOPOBBIH COCTaB, IO3BOJIMJIA O3BYYHTH
BCE MOTEHIMAIbHBIE MEJIOANYECKHE JIMHHUH, KO-
TOpBIMU Oorara opTenuanHas HapTus. ITo cle-
nano noan(OHU3NPOBAaHHYIO TOMO(OHHYIO TKaHb
OpWTHHaNTa B IIOJIHOH Mepe NOoIu(pOHNIECKOH.
VYxe B paxMaHMHOBCKOM IPOYTEHUH MY3BIKAJb-
Hasg MBICTH B IByX BapHaHTaxX PacKpbIBaeTCs TO-
pa3HoMy. B ogHOM ciiyyae €€ pa3BUTHE CBSI3aHO
C PETUCTPOBBIM TEPEMEIICHHEM MEIOANYECKOM
JIMHUU — JIBUXKEHHEM BHU3 Bo Il yacTu u Bo3Bpa-
HIEHUEM B ICXOAHYIO TECCUTYPY B Koze. B npyrom
OHO ompeesaeTcs GpakTypHOH MOAYIALUEH OT ro-
Mo oHHOU (pakTyps! (epBoe mpemyioxkenue | ga-
cTH) K monudoHnueckoi (2 npemioxkenue | yactu
u manee)’.

Cka3aHHOE JeJaeT BIIOJHE 3aKOHOMEPHBIMHU
(bakTypHBIE OCOOEHHOCTH JBYX IEPEIOKESHHUH, pac-
CMOTPEHHBIX B HACTOAIICH CTaThe, | MO3BOJISET
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YBUETH B K&KIOM M3 HUX OPTaHUYHBIA U IIETIOCT-  IIeMy MOMEHTY HaKOIUIEH B OOJIacTH aJamnTaluu
HBI B3DISI Ha BOIUIONICHHE XYHIOXKECTBEHHOTO  Pa3IMYHBIX TUIIOB WHCTPYMEHTANBHON (akTyphl
3aMbICiIa TaKOTO IIeJeBpa PYCCKOM My3bIKalbHOM K yclioBUsIM OasiHa. [logoOHas paboTa OTKpBIBAET
KJIACCUKH, KOTOPBIM SIBIIIETCS PAaXMaHWHOBCKHM  ITyTh IS MTOMCKA HOBBIX MHTEPIPETAIlUN IIIeeB-
«Boxkanus». POB KJIACCHUYECKOM MY3BIKM — HHTEpHOpETaLui,
CpaBHeHUE pa3IMYHBIX HHTEPIpPETAIUd ON-  CIOCOOHBIX B OyayIIEM IOMOJHHUTL OasTHHBIN pe-
HOM MbeChl SBISETCS AEHCTBEHHBIM CPEACTBOM  MEpTyap.
CHUCTEMaTH3aI[MU TOTO OIBITA, KOTOPHIM K HACTOS-

< MPUMEMAHUA (<

' CBs3b TIOHATHI «My3BIKaTbHAS QaKTypa» U «My- 2 TIpennoxenubie camum C. B. PaxMaHHHOBBIM Ba-
3bIKaJIbHAsl TKaHb» OOCY)KJAeTCsl MHOTMMH aBTOpaMH.  PHAHTHI MoAxona K ¢axrype «Bokamnsza» MOATONKHYIN
[To mueruto U. B. AnexceeBoif, B KOHTEKCTE pa3po3HEH- K MHOTOYHCIEHHBIM ITIEPEIOKECHUSAM 3TOTO COUYMHEHHS,
HBIX M CHCTEMHBIX MPEICTABICHUH O KPUTEPHAX, IIPU-  KaK OPKECTPOBBIM (IIOMHMO DPaXMaHWHOBCKOW BEpCHU

HaJJISKAIINX MY3bIKAIFHOW MaTepuu, HaydHas MBICTs B KOHIlEpTax 3Bydar nepenokeHus M. ['ynaa, K. 3annep-
JBIDKETCS] OT METa(hOPHUECKOTO MOHATHS «My3bIKanbHast ~ JUHTa, B. KnHa), Tak 1 mpeHa3HAuYCHHBIM JUIS COJIUPY-
TKaHb» C €€ HEOTYETIMBBIM ONHMCaHUEM Tpadukd (Gak-  IOIMIET0 MHCTPYMEHTa (IS pIIeHThI, CKPUTIKH, BUOJIOHYE-
Typbl K OPTraHU30BAaHHOMY CMBICIIOM IOHSITHIO «MYy3bl-  JIM, TPyOBI M T. /I.) C COIMPOBOXKACHHEM.

KaIbHBIA TekeT [1, ¢. 111].
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K n3y4yeHuto npou,eccoB TPAHCASILMM BU3AHTUMCKOM
LLePKOBHOM NeB4YeCKOM Tpaamumm B uckyccrse Poccuun n Kopem

Cratbst IEMOHCTPHPYET aBTOPCKYTO 0a30BYI0 METOOJIOTHIO BU3aHTHICKO-PYCCKIX CPABHUTEIBHBIX HCCIIEAOBAHUH
1 JaéT Tpe/CTaBIeHHEe O HOBOM PaKypce, B KOTOPOM pacCMaTpUBAIOTCS TOIXOABI K M3YYEHHIO PaclpOCTPAHCHUS
LIEPKOBHOTO TEHMS B IpaBociaBHOM Tpagunuu Kopen. Marepuanom Hccie0BaHHS BU3aHTHHCKO-PYCCKOW dYacTh
SIBIISIFOTCS] MHOTOYHMCIICHHBIE PYKOITMCHBIE NCTOYHNKH MIEBYECKUX KHUT U y4eOHBIX MOCOOMIT 110 IIEPKOBHOMY TTEHHIO
Busantun u [peBreit Pycu ¢ XI mo XIX Bek (6onee 450 pykommceit). [Ipomece amanTanmuy m3ydaics aBTOPOM
JMaXpOHHO B TPEX AacleKTax: COXpaHEHHE TOMMIIETHKH TEKCTOB, aJaNTallMOHHBIC INPOIECCHl B TEPMHUHOJIOTHH
TIEBYECKHUX PYKOBOJICTB, METATEKCT CUCTEM BU3aHTHICKOTO MXOCa M PYCCKOTO IJ1aca, IMO3BOJISIOMINI SICHEE MTPOSIBIATH
Meloandeckoe TBOpuecTBO. CpaBHUTENBHBIN aHANN3 JorMarnka «BceMupHyIo ciaBy» B BH3AaHTHICKOH, pycCKOH
1 KOPEHCKOW MPaBOCIaBHON TPAANIUAX OTPAKaeT W30MOP(H3M TEKCTOB, NX TOMIJIETUKH, MYy3bIKAJIbHOH CTPYKTYpBI
U MEJIOANYECKUX OKOHYAHUH CTPOK MPH TPAHCIISIMN TCHETHYECKH N3HAYaTbHONW BH3aHTHICKOM TPAAHINK B pyTHe
3emin. Menonuaeckoe cBoeoOpasie Hy KJaeTcsi B TAIbHEHIINX NCCIIETO0BAHMSIX.

KnrodeBbie c10Ba: METOLOIOTHS aJalITALIMOHHBIX UCCIIE0BaHU I, TOMUIIETHKA TEKCTOB, TEPMUHOJIOT S TEBUECKUX
PYKOBOZCTB.

GALINA V. ALEKSEEVA

School of Arts and Humanities of the Far-Eastern Federal University
Viadivostok, Russia
ORCID: 0000-0001-6733-9429, alexglas@mail.ru

Concerning the Study of the Processes of Transmission of the Byzantine
Tradition of Church Singing in the Art of Russia and Korea

The article presents a summary of the main conclusions of the author’s basic methodology of comparative research
of Byzantine and Russian music and sheds light upon their new perspective, which helps examine approaches to
study of dissemination of church singing in the Orthodox Christian tradition in Korea. The material for research of
the Byzantine-Russian part is presented by numerous manuscript sources of church singing books and textbooks of
church singing of Byzantium and Ancient Rus from the 11th to the 19th century (over 450 manuscripts). The process
of adaptation was studied by the author diachronically in three aspects: the preservation of the homiletics of the texts,
adaptational processes in the terminology of church singing texts, the metatext of the systems of the Byzantine Echos
and the Russian Glas, which make it possible to reveal more lucidly the melodic artistry of the music. A comparative
analysis of the hymn to Mary the Theotokos “Worldwide Glory” in the Byzantine, Russian and Korean Orthodox
Christian tradition reflects the isomorphism of the texts, their homiletics, the musical structure and the melodic endings
of the respective lines upon the transmission of the genetically original Byzantine tradition into other lands. The
melodic peculiarity of the traditions is also present, but is in need of further research.

Keywords: the methodology of adaptational research, homiletics of texts, terminology of guidebooks of church
singing.

BH3aHTHUICKOTO FWCKYCCTBa B CJIaBSIH- KOBHOE IICHHE B CTPaHaX, MPHUICPKUBAIOITAXCS

CKUX 3eMJISIX, 10 MHCHUIO aBTOpa JaH-  IPaBOCIAaBUs, IPHU KAHOHMYICCKON OOIMHOCTH CITy-
HOU paboOTHI, MMEET HECKOJIBKO AaCIEeKTOB. DTO  KEOHOTO MOPSIKa MMEET CBOW HAITMOHAILHEIN KO-
aJamnTamus, BO-TIEPBBIX, TEKCTOB, BO-BTOPHIX,  JIOPHUT.

MeTozlonomsI HCCJIEOBAHUA aJanTallid  — HaleBOB, a B-TPEThUX, — MaHepbl nenus. Llep-
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ABropoM crareu B 1983 romy ompeneneHs!
MPUHLMIIBI OPTaHU3AlMU 3HAMEHHOTO pOCIeBa Ha
Mmarepuasie 900 mecHONEeHW PYyCCKOM IeBYECKOM
kaurd Okronx XIV—XIX BekoB (cM. MOHOTpadHIO:
[2]). bt w3y4eHbl TOMIJIETHKA TEKCTOB U CTPO-
eHHe TIECHONCHUH, CcHOPMYIUPOBAHO ITOHATHE
aca. ABTOPCKOE MOHATHE «CTPOKH» 3HAMEHHOTO
pocrieBa 3aKperieHo B «My3bIKaTbHO-IHIIUKIIOE-
TTYIEeCKOM ciioBape» [6].

OmpeneneHue raca aprop nanee yrouansur. Co-
OTHECEHHE BBICOTHBIX YpPOBHEH Menomuko-rpadu-
YeCKHX (OPMYN C CUCTEMOW UX (YHKIMOHHPOBA-
HUsSI B (OpME TIECHOTIEHUH OIpeAeNEHHOrO Iyaca
JIaJl0 BO3MOXHOCTH B 1996 Tomy ompenenuts erac
Kaxk cucmemy opeanu3ayuy neCHoOneHuti Co CIeayro-
MM KOMITJIEKCOM Ka4deCTB:

1. Onpedenénuvim cocmagom menoouxo-epagu-
yeckux gopmyn u cnocobamu ux cOOmHoOULeHU.

2. JlagoBoil opraHu3anued Kak J1a0o6oli cu-
cmemotl, B KOTOPOW YCTOM BBIPRXKEHBI KOHEYHBIMHU
MeNOJMKO-TpaduueckumMu  GopMyaaMu, MOOOYHEIE
OTIOPBl — TPEAKOHEYHBIMH (OpMYIIaMHu, HEYCTOU
— 3ByKaMH, KOTOPBIMH HE 3aKaHYMBAETCS HU OFHA
(hopmyna rinaca.

3. IlomuuHEHUEM MeENOOUKU PopMyn NPUHYU-
nam OnopHOCMU MHUKCOAMATOHHYECKON .1a00801l
cucmemsl enaca [4, c. 126; 1, c. 234].

ABTOp MTOCTaBWJI 3a/1a4y U3yYEHUS CPABHUTEIb-
HOTO acTeKTa: aJlanTaliy BU3aHTHUIICKOTO TIEHHS Ha
Pycu uepes packpsIThie paHee mapameTpbl. beum
UCCIEI0BaHbl TPYAbl BU3aHTUHCKUX Y4EHBIX XI—
XVI BexoB Muxauina Ilcenna, I'eoprus [laxumepa,
Huxonsr I'puropsr, Manyuna Bpuennus, Moanna
[Inycuaguna, Manyuna Xpucada, uepoMOHaxa
I'aBpumia, Moanna Kykysens, TpakraT «ArHoImo-
JIUT», BU3aHTUICKHE Managuku. PaccmMorpenue Bu-
3aHTUICKOM MY3bIKaJIbHOM TEOPHM I10KA3aJI0, 4TO
eBporneiickas Teopus My3blkn XIX—XX BEKOB He

Taoauna 1. CoBMemiéHHAsA cHCTEMa [NIaca-uxoca

BIIOJIHE YSICHWJIA OCOOEHHOCTH CTPYKTYphI BHU3aH-
THUHCKOTO HMXO0CAa, CYMTas €ro 3BYKOPSAIOM C He-
CKOJIBKUMH OItopamu U He Oosee. Camu ke aBTOPHI
BHU3aHTHUHCKUX TPAaKTAaTOB U MPEXIE BCETO aBTOPHI
«ATHOIIONNTa» MTOHUMAJIN UXOC KOMIUIEKCHO: y4H-
THIBAJIU U HA0OP MYy3BIKAJIBHBIX (DOPMYIT, U CUCTEMY
WX OTIOp B IECHOTIEHUH UXO0CA, U JIaJ0BOE HAKIIOHE-
Hue comnpspkeHuit omop [13, c. 43—44]. Hamu 6pun
oOHapy>XeHbl TEPMHUHBI, pacKpbhIBalOIne 0003Ha-
YeHHbIE MmapameTphl. B utore Opima copmmpoBa-
Ha o0benmMHEHHAS MOJENb Iaca-uxoca [4, c. 266],
Oonee moapoOHO omucaHHas B MoHorpadpuu 2007
roxa [1, c. 234] (cm. Tabmuy 1).

Tumonornyeckn ONW3KHE CTPYKTYpHl HXOca
Y Tiaca Jaji Pas3HbI MEJOAWYECKHUH pe3yabrar
MpY COINOCTaBJIEHUHU MEeBUYECKON Tpaaunuu Buzan-
tun U JpeBHell Pycu B ToM BHJE, B KAKOM MBI €€
npeacTasisgeM ceitdac. B 1996 rogy xomruiexke usz-
MEHEHHH B MY3BIKQJIHHOM S3BIKE CPEIHEBEKOBBS
IIpH [IEpEXO/IE€ OT BU3AHTUNCKOM K PyCCKOM 3HAMEH-
HOM HOTalMu OBUT IOKA3aH Yepe3 U3yUeHHE CHCTEM
nxoca u maca. [lpu cpaBHeHNN TECHONICHHIA CITY K-
051 BenukoMydeHulle Bapsape B 12 BU3aHTHHCKHX
ciuckax ¢ XI mo XIV Bek u B 24 pyccKuX CIHCKax
¢ XI o XVIII Bek AMaxXpOHHO B PETPOCIEKTUBHON
MapTUTYpe OT cJiora K CIOTY M OT 3Haka K 3HaKy
OBLIH TIOKA3aHBI CY>)KEHUS U PACTSKEHUS IEBUECKUX
CTPOK, KOHCTAHTHBIE JUIA KaKIOW M3 M3y4aeMBIX
Tpanuiuii. beuta mokasaHa u cneruduka rpadu-
KM 3HAKOB HOTAIlMH, 3aKPEIUISIoNas «cBow» dop-
MYJBHOCTB C CAMBIX MEPBBIX M3BECTHBIX MCTOYHH-
KOB CITyOBI, C/IeTIaHbI BBIBOJIBI O BHICOKOW CTETIEHN
CaMOCTOSITETIHHOCTH PYCCKOM MEJIOIUYecKOi Tpa-
TUIAH TIPY COXPaHEHUH CTPYKTYPHOTO KaHOHA Iec-
HOTICHUH CITY>KOBI.

[locnenyromme uccnenoBaHUs aBTOpa MO3BO-
JUIA yTIyOUTh W3yYeHHWE IPOLECCOB aJalTaluu
TEPMUHOB TIEHUSI PYCCKUX a30yK M OTYACTH JAIOT

nxoc
«THOPUCTUKIN» UJEN ‘ «JUJIOTUKN» UJEN
ONOPHO-38VKOPAOHASA @opmynvhas noocucmema
noocucmema noocucmema J1a008bIX HAKIOHEHUL

Mecoc, TeTpadoHus,

Ha0C B HXOCE AMMXHMBI), arodecenc

HUXUMATOC (I/IXI/IMBI, €HUXUMBI +CITUXUMBI=

HaTsDKEHHE BHJIA alluXuM, JOpHUIiCKue,
(bpuruiickue u T. 1. TPOIIBI

IUIAC

00BEM 3ByKOpsIZa, YCTOH,
OOOYHBIE OTIOPHI,
HEYCTOH B IV1ace

LIUOHHBIM (DYHKIIUSM

IIOIICBKH, (l)I/ITLI, Ja CoriiaCcHO KOMITIO3H-

OoJbIIIKe, MaJTbIC HITH YKOCHEHHBIC
najwl cortacHo Teopuu C. CMmoneH-
CKOTO
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NpPEICTaBICHHE O MEJIOJUKe HareBoB'. B My3bI-
KaJIJbHOW TEOpWH TEHUS CYIIECTBYET TEPMHUHOJIO-
THsl, TIO3BOJISIONIAs MPOCIEANTh MPOIECCHl ajar-
Talli{ CaMUX HAIleBOB M UX HAUMEHOBAHHUH, TECHO
CBSI3aHHBIE C SI3BIKOBBIMHU MPOILIECCAMH, TIIATEIHHO
n3ydeHHbiMu E. BepeliarHbIM ¢ JpyrdMU JIMHT-
BHCTaMHU. B CBSI3M € 3THUM HCCIEIOBATUCH TPO-
LIECChl B3aUMOJECHCTBUSA «TOPHEIr0» H «JIOJBHETO»
B TepmuHonorun CoriacHuKa, pyKomucHu bubmmo-
teku Poccuiickoil akamemuun Hayk (32.16.18) XVII
Beka. OmyOaMKOBaH IEJIBIH P cTaTei’,

YCcTaHOBIIEHO, YTO aJalTalis TEPMHHOB T€O-
pHUU TIEHHS CBA3aHA C YETHIPHMS MPOIECCaMU: HC-
MI0JIb30BAHHEM BHU3aHTUHCKOTO TEPMHUHA KaK Kallb-
KH; Tepenayeid MHTOHAUMOHHOTO BU3aHTHHCKOIO
COJICP)KAHUS CJIABIHCKUMHM IMOHSATHSIMH; HCIOJIb-
30BaHUEM CJIOB-THOPHUIIOB; CO3aHHEM COOCTBEH-
HO CIIaBSHCKHUX TepMuHOB. llpommmoctpupyem
JaHHBIE MPOLIECCHl HA MPUMepPEe KOHKPETHBIX Tep-
MHHOB:

a) 3aMMCTBOBaHHE TepMHHA (KaibKa) — XeJIeu-
Meoca, KyJu3Ma;

0) mepejadya rpeyecKoil (POHETHKOM, 3amucaH-
HOM pycckuMHy OyKBaMH, MEHTaJIbHBIX MbICIe(hopM
MHTOHHUPYEMOTO BH3aHTUHCKOTO CMBICHA (KaJbKH-
poBaHUE CMEICNIa) — Ku3Ma (B IEPEBOAE C rpede-
CKOTO — 00BHBaroIas), yapa (3adeprbIBaHIE BOBI),
narera (3ByK MEpHOTO MaJieHHsI BOJBI), My4a (TIpe-
BOCXUIIICHHE MYYCHHUS), Terera (KOHEI), Iaromma
(cunpHbIN TUTaY) (cM. Wit 1 u3 A30yku bubnuoreku
Poccuiickoil akagemuu Hayk, pykormuch 32.16.18,
1. 314);

B) HCIIOJIb30BAaHHE CIIOB-THOPUIOB — KOJIOJIOETIe-
0C (KOJI0JIO — PYCCKHUM KOPEHb, €1€0C — TPEUECKUl);

') CO37aHNE COOCTBEHHO PYCCKHX TEPMHUHOB —
pyTBa (peIuarh), mepexinyue (MepeKyingKa), maapa
(mmamuts) [3; 10].

Ha 1m1yOmHHOM ypOBHE TEBYECKOW TPaJHIIHH
TPONCTBEHHBIN W30MOPGU3M — STHMONOTHS (TIPO-
HCXOXKICHHE) TEPMHHA + XapakTep pacreBa + co-
Jiep KaHue TeKCTa — 00ecIeunBall He MPOCTO CUHTE3
3JIEMEHTOB IIPABOCJIABHOM IEBUYECKOH Tpaguluu
B OOTOCITY’KEOHOM NEHUCTBE, a NpOOsuUdicCeHUe My-
3bIKANILHO20 00PA3A-NAPAOUSMbL 8 UCTOPUU OYX08-
Hotl mpaduyuu. Hzomopdusm XyoosicecmeeHHbIX
cpeocme 8b1800UNL CIULEBOU KAHOH Mpaouyuu Ha
VPOBeHb MemameKxcma nocieoHell.

Emé oaun myTh u3ydyeHus mpoliecca ajanrta-
UM — CPaBHUTEIBHBIN aHAM3 TEKCTOB B Pa3HBIX
TPaIUIUSAX COMTACHO WX TOMWJIMH. OTO Ba)XXHO
[IPY U3YYCHUH JBHXKCHHS TPAIUIMK MPABOCIABUS
B Apyrue 3emud. Tak, mocie MOMBITOK CO3[aHus
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mpaBociaBHONW muccuu pycckumu B Kopee B 1897
romy, TEepexoja 3TOW MHCCHH «H3 PYK B PYKID»
(ppanIry3sl, aMepuKaHILIbl, SMOHIBI, PYCCKUE, Tpe-
ku), B 2004 romy HakoHen Obuta oOpazoBana Ko-
pefickas mutpononus. Pemenunem CBSIIEHHOTO
cuHofna KOHCTaHTHMHOMONBCKOW  IPaBOCIABHOU
LIEPKBU MTPUXOABI OBLIM CO3aHbl HE TOJIbKO B Cey-
ne. Ha ceronns B Kopee nu3BecTHO 7 IEpKOBHBIX 00-
ITUH, 25 MEepKBEH, TEUCTBYET KEHCKU MOHACTHIPD.
B yciexe pacmpocTpaHeHHs XPHUCTHAHCTBA BaX-
HYIO POJIb ChITpai nepeBox bubiamm Ha KOpeUcKumit
s3bIK (1887). IIak XpmxyH u Co CaHHIONB, OIH-
pasich Ha KUTalickuii iepeBox buOnuu, BRITOTHIIN
MepeBOJ] Ha KOpeUCcKuil A3bIK, a moTinaHaubl Pocc
1 MakvHTalp CIMYWIM NIEPEBO C OPUTMHAIOM HA
rpedeckoM s3bike [8]. B 2017 romy mcmomHminock
110 et co mus ocHoBaHus Poccuiickoit [[yxoBHOM
muccuu B Kopee.

ABTOpY CTaThbu TOCYACTIMBUIOCH TOTYYHTH
HOTBhl MY3BIKaJbHOTO MaTrepuana KOpeWcKoM mpa-
BOCJIABHOHM IIEPKBH U3 PYK PYKOBOAWUTENS IIEPKOB-
HOT'0O XOpa IPAaBOCIIABHOIO XpaMa cBatoro Hukonas
B Ceyne, Haxopsmerocs mox ropucaukimein Kon-
CTaHTHHOIIOJNIbCKOTO TaTpuapxara. PyKkoBoauTensh
LIEPKOBHOTO XOpa COJIBHO MCHONHHI JOTMAaTHK
«Bcemupnyto cnaBy». Ero aynuosanuceh ocyiie-
ctemia O. B. PamoBka, MeTonucT kadeapbl ucTo-
PUHM HCKYCCTBa M KyITBTYphl MOpPCKOTO yHHMBEPCH-
tera umenu I. M. Heensckoro.

B xonxe amcuasl xpama Casaroro Hwuxomas
B Ceyne Buamm boropomuity Opanty 3HameHme
— C pacmpocTépTIMA pyKaMH | MiajgeHnem Hu-
CyCOM B M€JaJbOHE HA IPYAH, — KOTOPYH) MOXHO
TaKke Ha3BaTh Bemmkxoil Ilamarmei, 3aImuTHHIICH
npaBociaBHOR Bepsl (cM. ¢oto 1). Hmxe Boropo-
TUIBL TT0 00€ CTOPOHBI HAXOMATCS 12 amocToNOB:
[0 TpaByl0 PyKy OT boropomuiiel mepBBIM CTOWUT
[1érp, a cneBa nepBeiM — I[laBen. OgHOpsiIHAs an-
TapHasi MEPEeropoiKa HE 3aKPHIBAET OT HAC KOHXY
Y HANoJIHAET XpaM CBETOM. 31eCh, B KOPEHCKOM
Xpame, TOBTOpPEHA THITMYHAS HWKOHOTpadwus amo-
cronoB. Hannucn chenaHbl Ha KOPEHCKOM SI3BIKE.
[Ipennexamas nkona csitoro Hukonasi BeITIONHE-
Ha B TPAAUIMOHHOM TO3THEBU3aHTHICKOM CTHIIE.
B nkone Her mHAMBHIyanu3aluu oOpas3a, KaKoBas
ObLIa XapaKTepHa JUIsSi MECTHBIX TPAIUIMNA pa3HbIX
cTpaH nocie najeHus Buzantuu. OTpakeHa JINIIb
HazuJaTe’bHas M MPOIOBeTHUYECKas uues oopasa.
B 10 e BpeMst umeetcsi uKoHa cBitoro Hukounas,
MOMEIIEHHAS B alTapHbII MKOHOCTAC 1O IPaBYylO
pyky ot boroponunpsl 3HaMeHue u Beies 3a Hel ke
B UKOHOCTaCHOM PSYy.
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®oto 1. Xpam Cearoro Hukoaas B Ceyae
(doTo: O. Panoska)

WkoHOCTAC — OMHOPSIHBIA, OOIEr4EéHHBIH,
B HEM Xpucrtoc [laHTOKpaTop pacmoyioKeH cieBa
OT IOJIyOTKPBITBIX LIAPCKUX BPaT, a PSIAOM C HUM —
WNoann [lpenreua n apxanren Muxann. Crnpasa oT
apckux Bpar — boropoauma Arnocopurncca, a 3a
Heil — Woann 3matoyct (ubo cBsatoit Hukomait),
BCJIE]1 3a KOTOpBIM — apxaHren ['aBpuni. Mkonocrac
OTPa)kaeT yCTAHOBKM HMMEHHO 3TOr0 Xpama U ero
ynpasuteneid. UatepecHo, uro ameropus CBAToro
[yxa B COOTBETCTBYIOILMI MPa3gHUK B KOPEUCKOM
XpaMe MPUCYTCTBYET B BHJIE CKYJIBITYp TroiayOs Ha
JIPEBKAx-0II0PAX, B TOM YHCJIE U PACIIMCAHHBIX UKO-
Horpaduuecku. B aToM 3akiroyaercsi cBoeoOpasue
UHTEPBEPA.

BHemHuii BUA COOpPYKEHHS OTPAXKaeT IPHUH-
LUIIBl LEHTpUYEeCKoro xpama. HapyxHble apka-
Il alleJUIMPYIOT KaK K UCTOPUYECKUM KOPHSIM
LIEPKOBHBIX COOPYXKEHHM, TaK U K COBPEMEHHOMY
KOHCTPYKTUBU3MY. lIBETOBOE pElIEHHE HHTEphe-
pa aKLEHTHPOBAHO HA BBICUIMX IIpenesnax IypIry-

pa ¥ roryooro: ImypIyp cKopee aMapaHTOBBIH, YeM
MPOCTO MYPITyp, a MBET TPAHCICHACHTHBIX cdep —
roy0oii, TPaHUYNAT C U3YMPYAHBIM W CTAHOBUTCS
Oupro30BbIM (PoTO 2).

®oTo 2. BHewHui BMA xpama Ceatoro Hukoaas
B Ceyae (dpoTo: O. Panoska)

ABTOpPOM JTaHHOW CTaThbU TMPOBEACHO CpaBHE-
HHUE TEKCTOB JOrMaTHKa « BceMupHyIo ciaBy» B BH-
3aHTUICKUX, PYCCKUX U KOPEUCKUX ITPABOCIIABHBIX
WCTOYHHKAX: B 4-x Bu3aHTHHCKHX cruckax (XIII-
XIX BB.), 16-TH cnmckax B pyCCKOM 3HaMEHHOH
tpaanuuu (XIV—-XIX BB.) ¥ HOTHOH BEpCHH KO-
petickoil mpaBociaBHOU mepkBu CBsroro Hukomas
B Ceyne. Kak Buamm, cTpykTypa TeKCTa COXpaHEHa
(Tabmuma 2).

lTommieTnka TeKcTa TECHOIIEHHUS BBIJEIICHA
npobenamu. IlepBeIii pa3men: 3a4uH W MPEATIOKE-
HHE, BTOPOU — U3JI0KEHUE, TPETUN — HPABCTBEHHOE
MIPIJIOKEHNE M YeTBEPTHIN — 3aKmrouerne. Hadmro-
JTaeTCsl M3BECTHAS JIOTUKA MY3bIKATHHOTO BBICKA3bI-
BaHUS, KOTOPasi B OKOHYAHMIX BCEX ITAIIOB TOMUIIAN

Tabauua 2. CpaBHUTeIbHAs TA0JIMLA CTPYKTYPbI TEKCTOB TPEX Bepcuil

I'peuecknii Tekct

Pyccknii Tekct

Kopeiicknii Teker

Tnv moykooptov dokoy (o)

mv €& avhponov oTapELcaY

KOl TOV AEGTOTLY TEKOVSAV (TaL)

THV ETOVPOVIOV TOALY (TTeL)

vuvnowpey Mapray tvn Ioapbevov (mo)
TOV GOMUOTOV TO ACHX KUL TOV TLGTMOV
70 eYKOAAOTIGHO (o)

av TN yop avederydn ovpavog (A §)
KoL veog Tng 8eotntog (mor)

QUTL TO LEGO TELYOV

™mg exBpog Kabslovso

E1PNV] AVTELOELEE (TTQL)

kot 10 Baoihewov nveote (o)

TOVTNV OVV KATEYOVTEG

TNG MLIOTEWG TNV QYKL (o)
VIEPUOLYOV EXOUEV

Tov £{ avtug 1e€bevia Kvprov (mo)

BOPGELTO TOLVLV ()

Bopoelto Aaog 1oV Oeov (Tar)

KO Yap 00T0g TTOAEUNOEL TOVG ££BpOVg
WG TOVTOSVVOLOG.

Beemupnyio crnasy /

OT YCIIOBCK IPO310mIy¥o /
1 Bajgpiky poxamyio, /
He6ecHyto 1Beps /
BocmomM, Mapuio [lesy, /
BCCILTOTHEIX IICCHB

¥ BEPHEIX yRoOpeHue:/

Cu 60 sBHCS HEGO

u xpam Bosxccersa; /
Cus nperpaxxzenue
BPXK/B! Pa3pyIIMBIIM, /
MUp RREJIE

u apcreue oTBepse. /

Curo y60 mMymie

REPHI YTREPXIEHNE, /
TTo6opHuKa HMaMBI

u3s Hes poxxamarocs Focioga. /

Jlepaaiite y6o,
Jep3aiire, monue Boxum, /
u60 Toit mobeaur Bpar, /
saxo Beecunen.
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B PYCCKOW BEpPCHH IIEPBOTO Ilaca UMEET OJHY U Ty
ke (HopMyJly OKOHYAHMSI: KYJIHU3MY, WU KHIIUCMY,
COIIaCHO BHM3aHTHUHCKOMY MPHUHIIMITY KaJbKHPOBa-
HUSL OTOro TepMHHA. Boropoamyen «BcemMupHyro
CJIaBy», 3allMCAHHBIM CpEJHEBU3AHTUIICKON HOTa-
nued u xpansimuicsa B pouge Cepacthsinopa (270
IA Ne 44, 1, n. 126 06. — 127) Poccwuiickoii rocy-
JapcTBeHHON OmbOnmmnorexu (Wi 1), JeWCTBUTENBHO
[TO3BOJISICT BBISBUTH KHJIMCMY B OKOHYaHMSX BCEX
0003HAYCHHBIX ATAIOB TOMUJICTHKH [TECHOTICHUS.
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NA. 1

PacimmndpoBka 3THX 3TanoB pa3BOpPaYMBaHUS
TOMMJIUM TEKCTa B COBPEMEHHOM I'peUECKON Bepcru
BBIDISIIAT CIEAYIOMIMM 00pasom::
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MA. 2 B. DTan 3 roMMAMM TeKcTa
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MA. 2 1. DTan 4 roMMAnMmM TekcTa

B coBpeMeHHOI rpeueckoil Bepcuu BUUM OJIMH
TaKT AOMOJHEHHS K POCIIEBY OKOHYAHUS, paCIInpsi-
IOIIEMY MEJIOANYEeCKHe KpacKu HameBa (Wi. 2 T).
Pycckue BapuaHTHI JorMaTuka BO BcexX 16 cmckax
3 pykornucerr Oxronxa XVI-XIX BekoB B 3THX Ke
TOYKaX TEKCTa MMEIOT, KaK YK€ YKa3bIBaJIOCh, Ky-
mm3My (cM. wi. 3). Crenuduka puUTMUKH PyCCKON
KyJU3MBI, KaK H3BECTHO, 3aKJII0OYeHa B CHHKOIIH-
POBaHWH, BBIICJICHUHA CHHKOIOH OIOPHOTO TOHA
conv. B Cornacuuke 32.16.18 (ua 1. 320 u 320 006.)
BUIUM KYJIU3My C TOATEKCTOBKOH, BBIIEISIOMIEH
arormuecKy UMEHHO TPETHUH C KOHIIA (Jale BCEero)
3HaK 3HaMEHHOW HOTAlMd — CTaThi0 C MOAYAIIH-
€M WJIM C MOJBEPTKOM: «KOJIOJIOEJIe0CY, «KYJIN3Ma
NoJTHAs», «KylIh3Ma JBoeuyeabHas» (Wi 4 u ).

MA. 3. PeTpocnekTnBHas napTnuTypa AorMatmka
«BcemMunpHyio caaBy», cTpokmn 6 1 7,
3aBepLuaoLLme 3tan 1 roMMANKM TeKCcTa
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MA. 4. CoraacHuk 32.16.18, A. 320
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MA. 5. CoraacHuk 32.16.18, A. 320 06.
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0

Bropoii, a yanie TpeTuid ¢ KOHLIa CJIOr B Ha3BaHUU
(hopMyITBI BBIZICIICH CTAaThEH € MOAYAIINEM H paciie-
BAETCSl CUHKOIIOM.

B rpedeckom TekcTe MBI HabOIIOmaeM JTOT Ke
CHJUTA0MYICCKAN CIIOTOMCYUCIUTEIHHBIA TTPHHIIHII,
OJIHAKO B MPUMEPAX HET CUHKOIL.

Kopeiickas Bepcusi jormaruka ma€T OKOHYA-
HUS BCEX DTAIIOB BHOBB HA OJIM3KOM IO MEJIOIHYE-
ckoit BosiHe (opmysie (ui. 6). [Ipu atom dopmyna
OoJiee TOXOIUT HA BU3AHTUHCKII MIEPBOUCTOTHUK,
HEXEJIM Ha PYCCKYI0 CUHKOINMPOBAHHYIO KYJIHU3-
My. brmnu3octe oOHapyXHWBaeTCS B CTPEMIICHHUH
COXpaHUTh WHTOHAIMOHHYIO BOJIHY M BBICOTHBIE
YPOBHU OKOHYaHHUU CTpOK. OUeBHUIHA TIPsSIMAs KO-
OpIWHAINS C IPEYECKOl Bepcuell OoroponuyHa:
MOBTOPHI OKOHYaHUU CTPOK Ha pe, OJUH U TOT K€
WHTEPBAIBHBIA 00bEM cTpok. Kopelickas Bepcus
TEeKCTa, Oojee MPOCTPAHHOTO, YeM TPEUCCKUi,
MpeTepIeBacT BApHAHTHOE TIEBYCCKOE MPeodpaso-
BaHHUE, COMIACYIOLIEECs C CUCTEMOM aKIEHTHOCTH
Kopernckoro si3bika. Ho y»xe ceroiHst noHATHO, YTO
B YCIIOBHUAX OTHPABJICHUS MPABOCIABHON CIY>KOBI
Ha KopelckoM si3bike B xpame Castoro Hukomas
B Ceyne amanTanus BH3aHTHICKOM IEBUECKOM
TPaJAUIMA B HOBBIX YCJIOBHUAX IMOJIYy4aeT HOBYIO
JKU3HB.

MA. 6. HoTaums Kopenckoro Aormatmka Ha TEKCT
«0ECMAOTHBIX MECHb 1 BEPHbIX YAOOpPEHMe»
(okoHYaHMe 3Tana 1 roMMAMmM)

IIponeccel NpeeMCTBEHHOCTH B Mepefaye Lep-
KOBHOM TPaJUIMU B PA3HBIX KYJIbTypax OTPa’KEHBI
B OTUX IIpUMEpax. breuta BeImonHeHa CpaBHUTECIIb-
Has MApPTUTypa MPETBOPESHUN TEKCTa OOTOPOTUIHA
B pa3HbBIX Tpaauiusax. COBEpIIEHHO SICHO, YTO MPO-
JABMOKCHHEC HOTALlMMW AOTMAaTHKa U 10 CECTrOAHSIIHC-
To JHS COXPAaHWIO CTPEMIIEHHE K KaJbKHUPOBAHUIO
OKOHYaHWH. BU3aHTUICKYIO MTEPBYIO CTPOKY 3aBEP-

miaeT yo anoctpodoc ¢ KIAcMOH; PYCCKyIO Bep-
CHIO TIEPBOM CTPOKHM 3aBeplIaeT XaMuia, Onm3Kas
10 HauepTaHUIO. Pa3Has MEHTaJIBHOCTHh IPHUBOAUT
K pa3HbIM BHYTPEHHUM HAIMlOJHEHHUAM CTPOK, OFHA-
KO HaIJISZTHO OOHAPYKUBACTCS JKEJIAaHHE COXPAHUTD
JIaJJOBOE HAKJIOHEHHE IIECHOIIEHUS BO BCEX BEPCUSX
(TIOBTOp CTPOK Ha pe M OKOHYAHHE TIECHOMEHHS Ha
pe), Oiu3Kuii aMOUTYC CTPOK (0COOEHHO IPeUecKoi
1 KOpEHCKoil), yKa3aHHe Ha MEPBBIH NXOC WU TEp-
BBII IVIaC, YCTOMYMBOE COXpaHEHUE KyJIbMUHALM-
OHHBIX TOYEK TEKCTa.

Yro kacaercs 3aBepLUCHUS IEPBOrO 3Tara ro-
MHJIMU TEKCTA JOIMATHKA, — IOCIEAHUE TPU CTPOKHU
paszena Ha ciioBa «BocnouM Maputo [leBy, / Gec-
IUIOTHBIX TI€CHb / W BEPHBIX YIOOpEHHE» BO BCEX
TPEX TPAAULIKAX UMEIOT OKOHYAHUS HA OJHHUX U TEX
XKe Omopax: pe, colb, pe. AHaIN3 TPEAIIECTBYIO-
IIMX CTPOK MEPBOTO paszelia B IPeYECKOM, pycCcKon
1 KOPEHCKOM BEpCUsIX IOKa3all, 4TO Ha TeKCT «Bia-
JBIKY POXALIYIO» TpedecKasl U KOpeicKkas BepCUHU
JOTMaThKa MMEIOT OKOHYaHWE Ha ¢ha, B TO BpeMs
Kak pycckas — Ha mu. MIxoc «mpoToc» B BU3aHTHI-
CKOH Tpaauuu, cyzst o padboram Xyro Triuibsipaa,
I'puropus Craruca [14, p. 24], umen ABe IIaBHBIC
ONOpBl Ha pe U .. Pycckuil mepBblil I1aC HUKOT-
Jla HE UMl OIopbl ¢ha B JIAJOBOM HAKIIOHCHUH
(cM. paboThl aBTOpa JaHHOW craThH). Kopeiickas
BEpcHUsi K TOMY K€ paclieBaeT TeKCT B Ooiee Impo-
CTPaHHOM CTHJIE, YEM ATO IPOUCXOIUT B IPEUECKUX
U pycckux ucTouyHukax. llomckm papyroi, Oomee
KpaTKOW KOpEWCKOH BEpCHUM II0Ka HE AAIA PE3Yiib-
TaToB.

Takum o6pa3om, Aake MepBOHAYATHHBIA aHa-
JIN3 BBISBISIET Pa3Hble MY3bIKAJIbHBIE BEPCHH OJI-
HOI'O U TOTO K€ JJOrMaTH4eCKOI0 TEKCTA, COXPAHSI-
FOIIETO U TEKCTOBYIO, U MY3BIKAJIIBHYIO CTPYKTYpPY
KaKk KaHOHAa XPHUCTUAHCKOW Tpaawnuu, HO 0be-
CIIEYMBAIOIIETO €€ HalMOHAIbHOE CBOeoOpasue.
OdopmiieHne xpama corinacyercs ¢ MepoTONHUei
PEJIMTHO3HOTO MCKYCCTBa, (opMHpYIOMIEH, co-
macHo paboram A. Jlugosa!, oOmIMe TPUHIIMIIBI
OpraHM3allH CAKPaJIbHOIO NPOCTPAHCTBA, BbIPA-
JKaeMble B CHHEPTHH BCEX HCKYCCTB B 0OTOCHy-
KeOHOM JIelicTBe.

< MPUMEMAHUA (<

! Paborta ¢ meBYeCKHMMH a30yKaMH MPOAOIKACTCS

u ceroans. B 2017 roay omyOMMKOBaH KOJJIEKTUBHBIH
TPYA, MOCBSAMIEHHBIA 3JNEKTPOHHON a30yKe 3HAMEHHOTO
nienust [7].

2 Cwm. pabotsr: Anekceera I. B. Jluckypc noHsThii:
BU3AHTUHCKUH «ATHONONUT» U PYyCCKas TEOPHUS My3bl-
K1 // DTOT MHOTOOOpa3HbIii MUp My3bIKHU. [IpuHOIIEHUE
Mapky ['enpuxoBuuy Apanosckomy: co. ct. K 80-neruro
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M.T. Apanosckoro. M.,2010. C. 102-114; Anexceesal’ B.
CakpasibHBI CJI€[l TPEYECKOr0 HMMEHH B HMHTOHALUH
pycckoil 3HaMEHHOW MOMNEBKH: HOBBIC IOIXOABI B W3-
YUSHHHU BOIPOCa aJaNTalliM IIeBUYECKOM Tpaauimu (Ha
Marepuae pycckoil nesueckoi a30yku X VII Bexa u3 bu-
6mmorexn Akazemun Hayk 32.16.18) // KoMmmyHuKamu
B MCKYCCTBE M Hayke: cO. MarepuasioB KoH(]. U3 IMKIa
«I'puropseBckue ureHus». M., 2010. C. 69-84; Anekce-
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O6psiAbl M NEeCHU XKM3HEHHOTro LMKAQ B EHMCelicKkoM palioHe
KpacHosipckoro kpasi (no pesyAbtatam (pOAbKAOPHbIX 3KCMEAULIUHA
KpacHOSIpCKOro MHCTUTYTa UCKYCCTB)"

Enuceiickuii paiton KpacHosipckoro kpasi, e 0CHOBY KPECTbSIHCKOI'O HACEJIEHUSI COCTABIISIIA IIOMOPBI, SIBIISETCS
OIHUM U3 CaMBbIX PaHHHX MO 3aceneHuio B Cubupu. OOpsabl KU3HEHHOTO IUKIIA TPaJUINOHHON KylIbTypsl IloMOphs
(poxnenue, BCTYIUIEHHE B Opak H CMEPTbH) UTPAIIK OONBIIYIO POIb U O(GOPMIUIHCH PUTyaJaMH MEPEXOIHOTO THIIA.
B crarbe paccmarpuBaeTcsi HX MECTO B PaMKaX «KOPHEBOID KyJIBTYDBI, @ TAK)XKE B CBETE pa3pyIIeHHs (HONBKIOPHON
Tpagunuu XX — Hayana XXI Beka.

OOpsaap! knu3HEHHOTO IMKIa EHMcelickoro paifoHa HaxomsaTcst Ha nmepu(epun UCCIeA0BATENHCKOTO BHUMAHUS.
HckmioueHrne cOoCTaBiseT MY3bIKANBbHBI MaTepuan TPaIWIIHOHHBIX COOpaHWN MONOAEXKH, 3a(pUKCHPOBAHHBII
B HanboIee moHOM BHIEe. B dombkiope EHnceiickoro paiioHa 3aKperuIeHbl SIIeMEHTHl PUTYAIOB MEPEXOAHOTO THIIA
KaK Ha ypOBHE OOPSAIOBBIX ACHCTBUIA, TaK U Ha ypOBHE (DYHKIIMOHNPOBAHUS )KaHPOB MY3bIKAIBHOTO (onbkiopa. Tak,
XapakTep 3ar0BOPOB M OBITOBAHHE KOJIBIOCTBHBIX IECEH, NMEIOMINX OXPAHUTENbHYIO (DYHKIHIO, CBHIECTEIBCTBYIOT
0 NpUOMMKEHHOCTH PeOEHKA K «TOMY CBETY» M IOABEPKEHHOCTH €ro BIMsHWIO. Hanwdme OpadHBIX 37IEMEHTOB
B TPAIULMOHHBIX COOPAHUSIX MOJIOAEKH JOBOCHHOTO BPEMEHH YKa3bIBACT HA X WHUINAINOHHYIO HAIIPABICHHOCTb.
OcobeHHOCTH CBaeOHOTO O0psida MO3BOJSIOT OTHECTH €r0 K THIY «CBagb0a-TIOXOPOHBD», XapaKTepHOMY W IS
«KOpHEBOW» KyABTYpHI [IoMOpBs. ABTOpPBI OKA3BIBAIOT, YTO TPAJUIIMOHHAs CBansOa EHMcelickoro paiioHa mcuesna
B TIOCIICBOCHHOE BpeMsl. [I0XOpOHHBIM OOpsi MCCIEIYyeMOTro PerHoHa COXPAaHMI CBOE 3HAUCHHE Kak O(QopMIICHHE
071aromoyYHOTO MEePEX0a YETOBEKA C «3ITOT0» CBETAa HA «TOT», IIPH ITOM 3aKPEITMIICS U MY3BIKJIbHBIH KOMIOHEHT
puTyana, NpeACcTaBIEHHbIN )KaHPOM TPUUUTAHUI.

Knrouebie cnoBa: ¢onbkiaop Cubupu, GonbkIopHO-3THOrpaduieckne IKCIeTUINHT, BeYEPKH, 00ps mepexoa,
KOJIBIOEJIbHBIE, CBaIeOHBIN 00pS I, MPUUNTAHUSL.

IRINA N. SHKREDOVA, MARIA M. CHIKHACHYOVA, LARISA D. EKARD
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The Rites and Songs of the Life Cycle in the Yenisey Area
of the Krasnoyarsk Region (based on the Results
of the Folk Music Expeditions of the Krasnoyarsk Institute of Arts)

The area adjoining the Yenisey River in the Krasnoyarsk Region, in which the basis of the peasant population
is comprised of the Pomors, has been among the earliest settled regions of Siberia. The rites of the life cycle
of the traditional culture of Pomorye (birth, marriage and death) played a crucial role and were formed by rituals

* MccnemnoBanne BBIMONHEHO MpH (GUHAHCOBOHN moaaepxke Poccuiickoro GpoHma GhyHIaMEHTATbHBIX HCCICIOBAHUM,
[paButenscTBa KpacHosipckoro kpast, KpacHosipckoro kpaeBoro (poHzia MoAaep KK HayYHOH U Hay4YHO-TEXHHYECKON
NeSITeTPHOCTH B paMKax HayyHoro npoekra Ne 17-14-24601.
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of transitional types. The article examines their place in the “primary” culture, as well as in light of the destruction
of the folklore tradition in the 20th and early 21st centuries.

The rites of the life cycle of the Yenisey area are situated on the periphery of attention of researchers. An exception
of this is provided by the musical material of traditional gatherings of youth recorded in the fullest manner. In the folk
music of the Yenisey area the elements of rituals of the transitional period are anchored — both on the level of ritual
acts and on the level of the functioning of genres of folk music. Thus, the character of exorcism and the prevalence of
lullabies possessing a protective function bear witness to the child’s proximity to the “other world” and the amenability
towards its influence. The presence of marital elements in the traditional gatherings of young people in the pre-war
time indicates at their initiatory directedness. The peculiarities of the wedding rite make it possible to relay it to the
type of “wedding-funeral,” which is also characteristic to the “root” culture of Pomorye. The authors demonstrate that
the traditional weddings of the Yenisey area disappeared in the post-war era. The funeral rite of the studied area has
preserved its significance as an arrangement of the successful transference of humans from “this” world to the “next”
one, at that, the musical component of the ritual, demonstrated by the genre of lamentations, has also been preserved.

The reported study was funded by Russian Foundation for Basic Research, Government of Krasnoyarsk Territory,
Krasnoyarsk Region Science and Technology Support Fund to the research project Nel7-14-24601.

Keywords: folk music of Siberia, folklore-ethnography expeditions, evening gatherings, rite of transition, lullabies,

wedding rites, lamentations.

OpsIIbl J)KU3HEHHOTO IUKJIA SIBIISIFOTCSI BaXK-

HOM COCTaBISIOIIEH TPAJUIUOHHON KYib-

TypBl, TIOCKOJBKY COIHAIBHO-BO3PACTHOM
CTaTyC KaKIOTO YIeHa COOOIIECTBa ONpeaeNnseT Al
HETO HOPMBI OOPSIIOBOTO U OBITOBOTO MOBEJICHUSL.

Haponnass kynerypa Enuceiickoro paiioHa
KpacHosipckoro kpast OTHOCHTCSI K (POJTBKIOPHEIM
TPaJUIKSIM BTOPHYHOTO (DOPMHUPOBAHUS, HO IPH
9TOM JIaHHBIA PErvoH ABISETCS OIHUM M3 CaMBIX
paHHUX 110 3acenennio B Cubupu: MHOTHE IEpeB-
HU U noc€nku EHucelckoro pailoHa BemyT CBOIO
ucroputo ¢ nepsoit Tpetu XVII cronerus. B cocra-
BE PYCCKHUX KOJIOHHUCTOB, 3aceyiaBiInx EHuceckuii
paiioH, mpeobnananu nepeceneHusl n3 CeBepHOTO
u LentpanbHoro [ToMopbsi; B MEHbIIIEH Mepe cpenu
MIPUIIUTBIX JIFOEH BCTPEUATHCh BBIXOALBI U3 IPYTHX
yacreii crpanbl. MccnenoBareny cuOupekoro My3bl-
KaJbHOTO (DOJIBKIIOpA OTMEYAIOT MPEUMYIIECTBEH-
HYIO POJIb CEBEPHOPYCCKUX TPAAMIUN B MPOIECCE
(hopMHPOBaHHS CTAPOKUIIBIECKON KYIIBTYpBI, B TOM
4yuCle ONupasch Ha MaTepualibl Enucelickoro paio-
Ha KpacHosipckoro kpas [5; 6; 8].

B «kopueBoit» st EHuceiickoro paiioHa Kyib-
Type IlomMopss 0OpsAABI )KU3HEHHOTO KA UMENH
OTPOMHOE 3HaueHHe: MOMHUMO PHUTYaJlOB, CBSA3aH-
HBIX C POXKJIEHHUEM peOEHKa, 37eCh CyIIeCcTBOBaJa
pasBuTas cHCTeMa KOJBIOCNBHBIX TIECEH U TIECEH,
COTIPOBOXKIAIONTUX Tepuoy aercTBa. CpameOHBIM
o0psin OBIT OAHMM W3 LEHTPAJBHBIX, a ITOXOPOH-
HO-TTIOMUHAJIBHBIN OOPSAIOBBIN KOMITJIEKC COMPOBO-
JKAAICS 0053aTeIbHBIM UCTIOTHEHUEM TPUYUTAHHN.
Opnaxo B Cubupu TpagullOHHAs KyJIbTypa mepe-
CeJICHIIEB C TEYCHHEM BPEMEHH pa3BMBAIACh, Ipe-
oOpaxkanach IoJ| BIUSHHEM Pa3JIMYHBIX (PaKTOPOB

1, KaK CJICJICTBUE, IPHOOpesia CaMOOBITHEIN OOJIHK.
B cBsi3u ¢ 9THM TIpesicTaBIsCTCS BaXKHBIM TpOaHa-
JU3UPOBATh, KAKOE MECTO 3aHUMAJH OOPSJIbI JKU3-
HEHHOI'O LMKJIA B KylbType EHMcelckoro paiioHa
Y KaKUMH >KaHpamMH ObLIT MPEACTABICH MY3bIKaIIb-
HBI KOMITOHEHT 3THX 0OPSIOB.

OOpsinpl KU3HEHHOTO IMKIa B EHmCeiickoM
paiioHe HaXOAWIHNCh Ha TepUepHH HCCIenoBa-
TEJILCKOTO BHUMAaHUS, MMOCKOJIbKY HE OBUTH CTOJb
pa3BUTHI, Kak Jpyrue OONacTH TPaJAUIUOHHON
KyJABTYpBI. MICKITIOUeHNEM SIBIISIOTCSI TOJIBKO TPaJIv-
[IHOHHBIE COOPAHUS MOJOAEKU U UX MY3bIKaTbHEII
Marepua, 3apUKCUPOBAHHBINA B HANOOJIEE MTOTHOM
Buze [5].

@D oNBKIOPHO-ITHOTpaQUICCKUE IKCTICTUITIH
KpacHosipckoro WHCTHTYTa MCKYCCTB Ha TEPPHUTO-
puu EHuceiickoro paitona KpacHospckoro kpast
npoxonuny Tpwxabl: B 1989 n 1990 romax, a 3atem,
MoCiIe 3HAYUTENBLHOTO TepepbiBa, — B 2017 romy.
Pabota sxcrenummii 1989-1990 ronoB Benach B Ta-
KX JIEpEBHSX, Kak Bopoxelika, MakoBckoe, Manas
benas, MapunosueBo, Hukynuno, HoBomaapuso,
Slnanp, a Takke B cene SpmeBo. B 2017 romy mpe-
noyaBaresisiMu KpacHOSpCKOrO HHCTUTYTa UCKYCCTB
B paMKax TpoekTa «DonbKIoOpHO-3THOrpaduieckast
skcniequuus 1o Enuceiickomy paiiony KpachHosp-
CKOTo Kpasi» O0butn oOcnenoBaHbl ropoaa Enmceiick
(ocuoran B 1619) u Jlecocubupck (0OCHOBaH Kak Je-
peBas MaxkmakoB JIyr B 1640), mocénok Ycrb-Kemn
(ocuHoBan okono 1620), céma — YanoOpimieBo (0cHO-
BaHo B Hadane XVII Beka), [lnoTOuine (0cHOBaHO
B 1664), IlortamoBo (ocHoBano B 1670-x TOHAX),
[Toromaeso (ocHoBaHo B 1640—-1650 romax). OxHako
ecim BO Bpems akcrieauiuit 1989-1990 rogos mc-

105



GrG\

My3blkaAbHas KyAbTypa HapoaoB Poccum

CIIENIOBATEII OTMETHIIU BBICOKYIO CTEIICHb
coxpanHoctd (ompkiiopa B EHncelickom
paifoHe, To pe3ynbrarsl dKceauuuu 2017
roja CBHUJCTEIBCTBYIOT O CTPEMHUTEIBHOM
pa3pylieHHHd TPAAULAOHHOM KYJBTYPBI.
Tem He MeHee B X07Ie MOCIIEIHEH dKCIIeU-
UK OBUTH 3aricaHbl cooOmeHus o QyHk-
LIMOHUPOBAHUN HEKOTOPBIX CEMEWHBIX 00-
PAIIOB, a TaKKe 3a(pMKCUPOBAHBI HECKOIBKO
00pa31oB My3bIKaJIBHOTO (DOJIBKIIOpA.

Nudopmanun o My3bIKaabHOM (OIb-
KJIOpE, CBSI3aHHOM C JIETCTBOM, YYacTHH-
KaM# SKCIICTUITMU OBUIO COOpaHO Majo,
U JIeJI0 HE CTOJILKO B OCOOCHHOCTSX Iia-
MSTH HOCUTEJEH TpaJullMu, CKOJIbKO
B YCJIOBUAX HUX XHU3HU II€pHoJa ACTCTBa
Y MOJIOJIOCTH, TJIe HE OKa3aJIoCh MECTa HU
KOJIBIOEILHBIM IICCHsAM, HU IIOTCIOKaAM, HH
urpam ¢ aetbmu. Ho Tem Oosee eHHBIMU
CTAHOBATCA O6Hap}OKeH}Hﬂe CBHUIACTCIIb-
cTBa OBITOBaHMS 3TUX XaHPoB B Cubu-
pHu, 0COOEHHO B CBETE€ TOTO, YTO IAHHBIE
[IECHU TPAKTHYECKH He (DUKCHPOBAIHCH
W HE OINHUCBHIBAINCH HCCIIEIOBATEISIMHU.
Bo Bpewmst axcnenunmu 2017 rona B Exn-
celickom palioHe KpacHosipckoro kpas
ObUTH 3amucaHbl 00pa3ibl KOIBIOCTHHBIX
MeCeH — OCHOBHOTO IIECEHHOTO aHpa,
COINPOBOXKJABIIEro peGEHKAa Ha MPOT-
JKCHHU IICPBBIX JBYX JICT )KHU3HHU. 3anucu
cnenanbl B cene Yanooimeso ot A. U. Kpu-
BOHOCOBO (1932 roma pokJaeHHs) U B CeJie
ITnmor6ume ot H. C. Teneyrosoii (1936
ro/1a POXKICHIS).

Konpibenpubie, 3aduKcUpOBaHHBIE
B YUanOpmmieBo  u [Tnorbumie, mocTpoe-
Hbl 110 HNPHUHIUITY HCHOJHCHHUA PpPa3HbIX
CIO’KETOB Ha OAWH HAIICB, YTO ABJIACT-
Cs TUNUYHBIM U1 (YHKIMOHHPOBAHUS
JKaHpa. B KonpIOeTbHOW, WCIIONHEHHON
A. . KpuBoHOCOBOI, 00bEANHSAIOTCS TEK-
CTOBBbIE OJIOKH C yrpo3aMu («KOJOTYIIEK
HaJaI0» M «THI HE Oerail Ha JTy»)OK»), ¢ 00-
pamieHrueM K YTOMOHY, CIOKET ¢ oOerra-
HHEM IIOKYIIOK, paccka3 o Ilenareromke,
obpamienue k byke (mpumep Ne 1).

B komeibenbhoit H. C. Teneyrosoii
(mpumep Ne 2) aHaNMOrM4YHO YepemyIOTCS
TPH CIOXKETa: O CEPEHHKOM BOJYKE, O TIO-
KyIIKaX M O pacHpeleleHUN XO3UCTBEH-
HBIX oOs3aHHOCTEW B cembe («Ilomén
oTeII 3a peI0OI0. ..»).

2018, 1
IIpumep Ne 1 Komnpi6enpHas (c. YanOpimeso)
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1. Baro, Garomiku, 0aro,
Konotymek nanato,
Konorymek nBaanars nsTh,
Bynet BoBa kpenko crars.

2. Bosa criu na Bosa criu,
YroMoH Te0s1 BO3bMH.

YromoH, yroMoH,

IlycTh nprcHUTCA CAAKUI COH.

3. baiiku-no6aiiku
Kymuto Tebe kuraiiky.
A Hawmapro bemHOMY
Tabakepky MeTHYIO.

4. Tel MO#1 cimankuii 1a 0ackom
ITomén no Boxy ¢ JOCKOM.
Hamén nenexky —

Kynun nesymiky.

Kynun neBymiky —
[Tenareromky.

IIpumep Ne 2

J=90

Gy - mer Bo - Ba kpem - kKO cnamb.

5. Ilenareromika Mos,
Briiinu B3aMysx 32 MEHSI.
Te1, TaTapuH-OycypMaH,
Tlocaagun e€ B kapmaH.
Ona mraver i1a peBeéT —
TarapuH 3a ymu gepé€r.

6. Baro, Garomiku, 0aék,
TeI He Oeraii Ha JTYKOK,
TeOst MBIIIIKH CHEIAT
Wiy sepku.

7. Baro, 6aromiku, Oaii-0aif,
IToiiau, byxka, nox capait
IToiiau, byka, nox capait,
OB1aM (KOHsSIM) CEHa He JaBaii.

8. OBIIBI CCHA HE €JIAT,
Tebe ciaTeHbKHU BEJIAT.
TeOe criaTeHbKHU BEJIAT,
Kpenko rma3oHbKH 3aKaTh.
3ackInai, 3aceinau,
Kpenko rmasku 3axumaii.

KonrioenpHas (c. [Lnorowuiie)
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1. Baro, Garomiku, 0aro,

He noxmucs Ha kpato,
IIpunér cepenbkail BOIUOK,
Tebst cxBaTHT 32 OOUOK.

2. baiiku-no0aiku
Marepu — kuTaiiky,
A otuy-noasneny —
CBeTTy IyTOBHITY.
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[Momeén orer 3a per6010,

Mars nomnuia KOpoB JOUTb,
Oren momén cBUHEH KOPMHTb.
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Janneie KoipIOeNbHBIE OOHAPYKUBAIOT YEPTHI
CXOJICTBA C CEBEPOPYCCKUMH OaiKaMu, OMUCAHHBI-
mu B padbore b. b. EdumenkoBoit «CeBepHble Oaii-
ku» [3]. OOIIHOCTD MPOSIBIISICTCS B CTPOCHUH KOJIBI-
OEIbHBIX — MO3THYECKOM (CBOOOIHOE UepeoBaHNE
HECKOJIbKUX CIO)KETHBIX MOTHBOB) M MY3BIKAJIbHOM
(mamneBBI KOJIBIOETBHBIX MeceH EHnceckoro paloHa,
Kak ¥ OONBIIMHCTBO O0pa3IoB, OITyONMKOBAHHBIX
EdumeHKoBOM, OTHOCATCS K pa3psimy 1e3ypHpOBaH-
HBIX BPEMEHHHUKOB C BOCBMUBPEMEHHBIMH (hopMyia-
MH CJIOTOBOTO pHTMa). KpyT Cro’keToB, OXBaueHHBIX
B TIPUBEIEHHBIX KOJIBIOCNIBHBIX, TAKXKE TUITUYEH IS
ceBepHOpycckux Oaek. Jlake Ha3BaHWE CTapUHHOMN
PYCCKOM KOJTBIOETBKH — «JTFOJTBKAY, «3bI0Ka» — MOJKET
yKa3bIBaTh Ha 00IINE KOPHHU EHUCEHCKOM U CEBEPHO-
pycckoii pONBKIOPHBIX TPaIUIHHI.

ITomuMo KOJBIOCHIBHBIX, B ceie IlmorOuie ot
H. C. TenmeyToBoil OBLIM 3alHMCaHBI JBE MOTEIIKH,
o0e — Ha OJIMH HAaIeB, ONUPAIOLINIICS HA pUTMHUYE-
ckuii tun «KamapuHckoit»: «Pactarypuxa Tenery
nponana, / Ha Tenmery Oananaiiky 3aBena, / bama-
Jaevka HaurpbiBaet, / Pactarypuxa HarusceiBaert, /
CBoeii 3a1HUIIEN HATPAXUBACTY, «3AIPATY 5 KOIIKY
B JIOXKKY, a KOTéHKa — B TapaHrac, / [loBe3y cBOrO
pactpény B KpacHosipck J1a Ha 1oKas».

JKaHpBl KONBIOETBHONW W MOTEMIEK OTHOCST-
Csi K MaTepUHCKOMY (OJBKIOpY, TOrna Kak coO-
CTBEHHO JIETCKUH (OIBKIOP B IKCIECTUIIMOHHBIX
3anucsax 1o EHucelickomy palOHy IpencTaBieH
JKaHpaMH KOJISIKH, Tpomaps 1 3aKiandku. Bo Bpe-
Ms 00xoma ABOpoB Ha CBATKA JETH TEIH KOJIS-
KH, COBEpIIaiy o0psi/] BEICEBaHUS (KIIOCEBAHUD),
MO3/PaBIIsid X0351€B CIEUATbHON KOJISIKOU C TEK-
ctom «Ceto, Beto, oceBaio». B xone sxcnequmuit
1989 u 1990 rr. 3amucaH U pOXKAECTBEHCKUNA TPO-
napb, KOTOPBIH Mpu 00Xo0/1e ABOPOB AETH MENN Ha-
PALY C KOIAIKaMH.

Emié onuH xaHp JeTCKOTO POIBKIOPa — 3aKJIN-
Ka JOXK[I0 — ObLI 3anmcad B akcnequimn 1989 roma
B cene Huwxnemanpusno u B nepesHe Maitas benast.
[Mo cnoBam WHPOPMATOPOB, 3aKIMUYKY C TEKCTOM
«loxauk, nOXKIWK, TIepecTaHby MeNH, PacCUNUTHI-
Bas Ha OOpaTHBIH MPOM3HOCUMOMY TEKCTY D QEKT,
KOTJa JOKIh Ha4dMHAJICS Tocie 3acyxu: «JloXIp,
JOXK]Ib, TiepecTanb, / 51 noexy B Hapacrans / Bory
MOJIUTBCS, XPUCTY TOKIOHUTHCs / Kirounkom-3a-
MOUYKOM, HIEJIKOBBIM LIBETOYKOMY. JlaHHAs 3aKiIny-
Ka HCIIONHSUIaCh B MaHEpEe PUTMH30BAHHOTO CKaH-
TUPOBAHMS.

B xone sxcnenuimii 1989 u 1990 roga Onu1 co-
OpaH OOIIMPHBIM MaTepral O MPOBEACHUN BEYEPOK,
B TOM 4YHCJI€ O MECHSX, 3By4alluX BO BpPEMs CO-

Opanuii Mononéxku. Tpamunus eHUCEHCKHUX Bedé-
POYHBIX TIECEH TMONydniIa HAydHOE OCMBICICHHE
B paborax O. B. Kpaxanésoii [5]. MccrmenoBarenn
OTMedaeT OpadHyIo HalpaBJIeHHOCTh COOpaHU MO-
nonéxu 14—16 7ner, Ha KOTOPBIX BCE BEYEPOUHBIC
MIECHU 3aKaHYHBAJIICH (TIOLEIOBKAMMIY.

B BoeHHbIE U TOCTIEBOCHHBIE TOABI MPOU30IILIA
TpaHchopMalsl Beu€pOUHON TpajuIiKU, BhI3BaH-
Has pAAOM MPHYNH, CPEAH KOTOPBIX 3HAUUMBIM CTa-
JI0 pe3Koe M3MEHEHHUE MPOIIOPIUI B COOTHOIICHUN
JKEHCKOTO W MY>KCKOTO HAaceleHHs, B TOM 4YHCIIe
cpeny MoJoa&xku (ITOCIEBOCHHOE OOIIECTBO CTAJIO
MIPENMYIIECTBEHHO XeHCKUM). OCOOEHHOCTH BO3-
PACTHO-TIOJIOBOM CTPYKTYPBI CEITCKOTO HACEIEeHUS
CIOCOOCTBOBAIM UCUE3HOBEHHIO BO3PACTHOM -
(dhepenmanuu cobpaHuii MOJIOAEKN, OTMEUCHHOM
B XOJI€ KCIEAUIMNA MpoUUIbIX JeT. Tak, B 3KcIe-
muiusix 1989—1990 romor ObLIM 3a(hUKCHPOBAHBI
CBelleHHs O TUudPepeHInanuy Be4EpoK TOBOSHHO-
r'O BPEMEHH T10 BO3pacTy YYaCTHUKOB Ha COOpaHuUs
rpynmel 10—13 et ¢ Bemymied poibi0 WTPOBOTO
JyeMeHTa B Beu€pkax W coOpanmsa rpymnnsl 14-16
JIET, BKIJTIOYAIOIIIE MHOKECTBO «IOLIETYHHBIX» UTP.
[lo cBeneHMsM, MOTyYEHHBIM B XOJE SKCIICAWIINN
2017 ronma, Ha BeYEPKH BOEHHOTO U MOCIEBOECHHO-
ro BpeMeHH cobupanuch AeBymku ot 13-14 ner
1 IOHOIN — Maypauku ¢ 10 JeT u crapire, a Tak-
YK€ MOIVIM MPUITH MOJIONIBIE 3aMYy’KHHUE KCHITUHBI
C MYXbsIMH (KaK IpaBujo, T, y KOro emé He ObUI0
neTeii). BeposTHO, UMEHHO ¢ HUBETTUPOBAaHUEM BO3-
PACTHBIX OTPAaHWYCHHUN CBSI3aHBI TaKWE M3MEHEHUS
B XOJIe TIPOBEJICHUS BEUEPOK, KaK YaCTHIHAS 3aMe-
Ha XOPOBOJHO-WIPOBBIX MECEH AETCKUMH HIPaMu
Y yCUJICHHE POJI UTPOBOTO HaYaja B IIEJIOM, a TaK-
K€ OTpaHWYCHHE WM TOJIHOE OTCYTCTBHE «IIOIIE-
nyiHbIX» Urp. Ho ecnu TpagunnoHHBIE COOpaHUs
MosIoAEKN B EHUCEHCKOM palioHEe COXPaHSIIUCh 10
1950—-1960-x romoB, TO TPAAUIIMOHHBIN CBaICOHBIN
o0psizT McuesaeT y’Ke B BOCHHOE BPEMH.

Cubupckuii cBafeOHBI 00psa (B TOM HHCIE
€ro My3BIKaJbHOE HaIlOJHEHHE) HEOJHOKPAaTHO
OKa3bIBAJICS B LIEHTPE BHUMAHUS HCCIIEIOBATENEH.
Tak, B pa3IH4HBIX MyOJIHKAIUSIX Ha MPHUMEpPE OT-
JENBbHBIX TPaIWIUil ONMCAaHBI COCTaB W MOPSIOK
0OpSTIOBBIX ACHCTBU, MPUBOAATCS TEKCTHI U Harle-
BHI CBaieOHBIX meceH. [Ipu 3ToM oTmedaeTcs, 4To
10 MHOTHM TTapaMeTpam cuOupcKast cBaapr0a oOHa-
PYXUBAeT TUIOJIOTHYECKOE POACTBO C CEBEPHOPYC-
CKHM cBazicOHBIM 00psiom [1]. B HacTosmee BpeMs
TPaJUIMOHHBINA cBajicOHbBIN 00psin KpacHospckoro
Kpasi LEIOCTHO MPEICTABIEH B MyONUKALNAX TONb-
KO OITHOH TpaauIliei — cBaan00ii AepeBHN bricTpas
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MunycuHckoro paitona kpas [10]; cBageOHbIe mec-
Hu EHncelickoro paiioHa mpeacTaBieHbl B ITyOnH-
KalWAX eIUHUYHBIMH IPUMEPaMH, X0 €HHCEHUCKO-
ro cBazieOHOTO 00psiAa TaKKe HE OBLI OMHCAH.

B samucsx sxcrequnmii KITMHW 1989-1990 ro-
J0B nH(popMarliust 00 0COOCHHOCTIX U XOJ€ CBaJlb-
0b1 (urcupoBamach B Kaxmoi agepeBHe. Cormo-
CTaBJIEHUE 3TUX JIAHHBIX (3a49aCTyI0 OOpPBIBOYHBIX)
MO3BOJISICT OTHECTH 00psn EHuceiickoro paiiona
K CEBEPHOPYCCKOMY THITY «CBaab0a-TIOXOPOHBI.
B nmanHOM THIIE CBagLOBI JOMUHUPYIOIICH SBIISET-
Csl IMHUS WHUIMAIMOHHOTO Tepexofa HEBECThI U3
TPyNIbl AEBYIIEK B IPYMNIy 3aMYy)KHHX >KEHIIHH.
B cBs3u ¢ 3TuM Hanbomee pa3BEPHYTHIMU B CTPYK-
Type oOpsga CTaHOBSTCA OTambl, MPOBOIUMBIC
B IOME€ HEBECTHI, BO BPEMs KOTOPBIX MPOHCXOIUT
IIOCTEIIEHHOE €€ OTYYKIEHUE OT CBOEH CEMBU U CO-
LHAOKYAbTYpoi rpynnsl. Tak, B EHucelickoMm paiio-
HE BO BpeMs MOATOTOBUTEIHHOTO TEepHoja U B Ka-
HYH CBajIcOHOTO JIHS HEBECTa MPOBOMMIA BCE CBOE
BpeMS C TIOAPYKKaMH, HaBCeTrna Mpomiasich ¢ HUIMU
U CO CBOEM NpekHel u3Hbto. PacrieTaHue Kochl,
KOTOpPO€ TIOBCEMECTHO OCYIIECTBIISIIOCHh B CBae0-
HBIA JIeHb (B HEKOTOPHIX c€lax — A0 Impuesa xKe-
HUXOB, B JIPyTHX — BO BpPEeMs 3aCTOJbS B IOME HE-
BECTHI), BCET]a COMPOBOXKAAIOCH TJIau€M HEBECTHI.
B mekoToprix cé€max (cemo MakoBckoe, JSpeBHS
Bopoxeiika) coxpaHwicst oOps| NPOIaHUs ¢ Kpa-
COTOM, KOTOPBIN BKIIOYAT B ce0sl HE TOIBKO pac-
IJIeTaHWe KOCHI, HO U JJapEHHE JICHT MOIpPY>KKaM:
«Bo3bpMuTe, MONPYKKU, MOIO KPACOTY, OOJIbIIE MHE
HE KpacoBaTbCa».

OTAMYUTENBHOW 0COOEHHOCTBIO CBaJIbOBI-TIO-
xopoH Ha Pycckom CeBepe sBisAiach puUTyasbHas
0aHs, Kyla HEBECTY BOAMIN B KAaHYH CBaIbOBI U I7Ie
HEBECTa OKOHYATEIHHO Tepsuta («CMBIBaJay ¢ ce0s)
MIPU3HAKU CBOETO IIPEKHEro craryca. B nmepeBHe
HuxkynmnHo 3adukcupoBaH paccka3z O CBaJIeOHOM
OaHe, re MOAPYXKKH HE TOIHKO MBUIA HEBECTY, HO
W Tagand o OyaymieM 3aMyXKecTBe, a TaKKe Meln
MECHU 3POTUUECKOr0 cojiepxaHus: «Molcs, YCOK,
/ TlpomebiBaiics, ycok, / Tebe 3aBTpa, ycok, / Jlanyt
MsAca KyCOK». AHAJIOTHYHBIE paccKasbl 0 OaHe U 00
WCIIOJTHEHNUH TTOJ00HBIX TIeceH (PUKCUPOBAIINCH U B
JIPyTUX CHOMPCKUX Tpaaunusix [9].

Benuanwne, cTporo 3akperiéHHOe B CTPYKType
CeBepHOpyccKoro o0psana, B Enmcelickom paifo-
HE TakXe SBISIIOCh o0a3arenbHbIM. Kak mpaBwuio,
Cpa3y mocje BEHYaHHsS HEBECTe Jeialid HOBYIO —
KEHCKYIO — MPUYECKY: 3aIIeTal JBE KOCHI, yKiIa-
JBIBAJI UX BOKPYT TOJIOBBL, @ TMOBEPX MOBS3BIBAIIN
marok. Ciaemyrontuii 3Tar cBaap0bI — IEHTPATBLHOE

3aCTONbE — TPAAULIMOHHO MPOXOIWI B IOME KECHHU-
xa. Bo Bpems sxcniequtuii 1989 u 1990 romga 65010
3alMCaHO HECKOJBKO CBaJEOHBIX IECEH, B OCHOB-
HOM BKJIIOYAE€MBIX B JOBEHEUHBIE OTaIlbl CBajb-
Obl. DTO TIpomaibHBIC CBafcOHBIC (MCIIONHSIIACH
B JIOME€ HEBECTHI, Hanpumep: «B3olay s Ha ropy»,
«He cnynry aTy KpacoTy») u Moe3KaHCKHE MECHH
(compoBoOXAaONINE IBIKEHUE CBAI€0HOTO TI0e3/1a,
Hanpumep: «He Oputo rocTeil, a BAPYT Haexaim,
«Ofii, cBaryIka, o, OaTIOIIKaY).

Kak crmemyer u3 COBpeMEHHBIX OMPOCOB, B BO-
€HHOE U II0CIIEBOEHHOE BpeMs B EHMCEICKOM paiio-
He CBaJbObI MTepecTay UrpaTh BOOOIIE, JaxKe peru-
CTpanurio Opaka B CEIbCOBETE MOIIINA OTIOXKHUTH 0
poxnaeHusi mepBoro ped&nka. TolbKO CBAaTOBCTBO
OCTaBaJIOCh (DOPMATBHBIM 3TAIOM, TOCEe KOTOPO-
TO «CXOAWIIUCH W XKHUIm». Takum oOpa3om, Ha Haml
B3IJISI/I, MECTHAsI cBaab0a co Bcel e€ crerupukoi
B 3TOT MEPHOJ OblIa yTpadeHa.

BuoBs cBanp0b1 Hawanu urpars ¢ 1960-x rogos,
HO 9TO OBUI yke Japyroil oOpsin. B coBpemenHoM
cBazp0e aKIEHTHPYIOTCI OOMEHHBIE OTHOIICHUS
MEXy CTOPOHOM )KEHUXA U CTOPOHOU HEBECTHI, BbI-
paXCHHEM KOTOPBIX CTAHOBUTCS SI3BIK KYTUIH-TIPO-
naxu. [Ipu cBaTOBCTBE HEBECTY BHITOPTOBBIBAIOT.
B neHb cBajgpObl yuyacTHUKaM CBaJIeOHOrO Toe3/a
MIPUXOIUTCS OTKYMAaThCs, YTOOBI TIOMACTH B JIOM
HEBECTHI, TAe e€ HeoOXoAMMO BBIKYNUTH. [locie
peructpannu Opaka, Koraa MOJOAbIE KaTaloTca, UM
MEPETOPAKUBAIOT JOPOTY M, OIATH K€, MIPOe3]] He-
00X0MMO OIUTaTUTh. UTO YK TOBOPHUTH O 3aCTOJNBE
B JIOME KE€HHXa, BO BpEMsI KOTOPOTO MPOAAIOT Onu-
HBI, TIEJIbMEHH, MOCYIy, MECTO JKEHUXa U HEBECTHI
U T. 1. [loMrMO TOPTOB ¥ BBIKYIIOB B XOJI€ CBaIbOHI,
BaXHOE 3HAYCHHE MMEIOT JeJIOBBIE BCTpedH (CBa-
TOBCTBO), COBMECTHBIE 3aCTONbs, B3aUMHBIE Ofa-
pUBaHUsA, BCTPEYH W MPOBOABI YIaCTHUKOB 00Opsiaa
MIpH UX TIepee3ax C OHOTO MECTa KHUTEIhCTBA Ha
Ipyroe.

Taxum 00pa3oM, BMECTO OPHEHTAIINY HA CEBEP-
HOPYCCKYIO TPaIUIMIO C MpeodiiaanneM WHHUIHA-
[IMOHOTO TIaHa pUTyala B COBPEMEHHOW cBaan0e
peanu3yeTcs JIMIIb KOMMYHHUKAaTHBHO-OOMEHHAs
JUHUSA, 9TO B OONBIIEH CTEIICHH XapakKTEPHO IS
cBaZpObI BOCTOYHOCHABSHCKOTO 3amaga. OgHako
B OTJIMYHE OT 3allaJHOM CBaJbObI U JaXKE B OTIMYUNE
OT cBagwLOBI, 3anucanHoi B 1989 romy, coBpemen-
HEI 00psiT CBaieOHBIX TIECEH HE COACPIKUT.

[ToxopoHHbI#i 00psa, 3aBEepIIAIONINN 3€M-
HOW IyTh YeJIOBEKa, SIBIISIETCS Hauboyee KOHcep-
BaTUBHBIM Cpeau OOpAI0B >KM3HEHHOTO ITUKJIA.
[Ipu cpaBHEHUHU ONMMCAaHWN MOXOPOHHOTO 00psIa
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B EnnceiickoM paiione, 3aUKCHPOBAaHHBIX OT CTa-
PUKOB M OT JOCTaTOYHO MOJIOJBIX XKHUTeJIeH, 0OHa-
pyxuBaercd, yto 3a nocineaane 60—70 neT oH He
IpeTepnen CyueCTBEHHbIX U3MeHeHUU. I1ockoib-
Ky TIOXOPOHHBIM 00psix Ha BCEH PyCCKOM 3THHYE-
CKOM TEppUTOPUU THIIOJIOTHYECKA OIHOPOJIEH,
OCTAaHOBHUMCS JIUIIb Ha €r0 OTIWYUTENbHBIX 0CO-
O6eHHOCTAX. PernoHanpHbIe pa3Inyus MOXOPOHHO-
ro oOpsiga CBSI3aHBI C HAJHMYHEM U Pa3BUTOCTHIO
TPAAHUIIH IOXOPOHHBIX TPUYNUTAHUH.

Ha Pyccxom CeBepe mnprryeTHas Tpaaunus
Obuta HamOoJee pa3BUTA, YTO HAIUIO OTpPAKEHUE
B CHOMPCKHUX CTapOXWiIbdeckux obpsmax. Hccme-
JIOBaTeIM CUOMPCKOTO (OJIBKIOpPa OTMEUAIOT, YTO
B IIPOIIJIOM TPAIUIMS TPUIATAHUS BO MHOTHX
pernoHax CuOumpu mMesa yCTOMYMBBIMA XapakTep
[9]. Ho ony0nukoBaHHBIE MPUYETHI MIPECTABISIOT
Hanbuuit Boctok n 3anaanyio Cubups, B TO BpeMs
kak EHuceiickuil pailoH U KpaCHOSIPCKUE IPUYETHI
JI0 CHX TIOp He OBUIM BBEJCHBI B HAYYHBIH OOMXO]I.
Ilpu stoM B Enucelickom paiione KpacHosipckoro
Kpasi MMOXOPOHHBIE NMPHUYMUTAHUS 3By4aT B HEKOTO-
PBIX cénax o CHUX IOp.

Ot xurenbHuLB cena Yanowimero A. W. Kpu-
BoHOCOBOH (1932 roma poxnaeHus) yYaCTHUKH
SKCHENUIIUN y3HAIH, YTO COBCEM HEIABHO B 3TOM
celie HU OJTHU TIOXOPOHBI HE OOXOAMIIUCH 0e3 Tpu-
yuTaHuid. OTCYTCTBHE MPUYNTAHUI HA MOXOPOHAX
OCYXIIaJoch, TOBOpmIN: «YTO 3TO 3a TOXOpPOHBI
— Jaxe He monpuuuTanm». [IpuunTars HauWHAIH
cpazy mocie cMeptu Onmm3kux. [Ipu aToM B paMrax
MOXOPOHHO-TIOMUHAIEHOTO 0OPSIIOBOTO KOMILIIEKCA
MPUYUTATh MOXXHO OBLIO TOJNBKO O TOXOPOH; Ha
MIOMUHKAaX MPUYATATh OBbLTO Henb3s1. OHAKO Tpaan-
[IUS] TPUYUTAHUN HE UCUEPIIBIBACTCA TTOXOPOHHBIM
o0psiIoM; TIPHYUTATh MOXHO OBUIO B Ji000€ py-
roe Bpems, Npru4éM Kak Ha KJIafOuIie, TaK U I0Ma.
«I11nbko obumHO Tebe, MHOKO rope OoJbIIoe — Oe-
TYT Ha KJIaJIOHIIE U IPUIUTAIOT», — TOBOPST B CEJIE.
Anexcannpa VnpuHUYHA TpUBeNa MpUMep Hadajaa
takoro mpuueta: «OH, pomumas MOS MaMOHBKa,
Oif, HUYETO-TO THI HE 3HACIIH-TO, KaK-TO MHE OO0Ib-
HO-ZI0CaHO-TO...».

Hcxons u3 TpUBENEHHBIX JaHHBIX, MOXHO
NPEANONOKNUTh, 4To B YanObimeBo mpeodnana-
JU TIPUYMTAHUS MMIIPOBHU3AIIMOHHOTO XapakTepa,
TUNIUYHBIE 17151 (YHKIHOHHPOBAHUS 3TOTO KaHpa
B TIOXOPOHHOM 00psie. UTo ke Kacaercss MpUYu-
TaHWH «B JIFO00E JPyroe BpeMs», TO UX MOXKHO
pa3genuTh Ha TOMHHAJIbHBIE W TaK Ha3bIBa€MbIC
IIPUYUATAHUS «HA Cllydai», MIpU4EM 110 MaHEpe HUC-
MIOJTHEHUSI OHU HE PAa3ITUYAINCh MEXILy COOOH.

ITocne Bompoca cobupareneil o CyIecTBOBa-
HAW TPAIUIHN CBaACOHBIX MpUIUTAHUN AJeKcaH-
npa MnpnHMYHA paccka3ania, Kak e€ OTHOCEeNbuaHKa
OJTHAXTbI «BO BCE KIIaOUIIIE) MPHUYUTATIA 110 JI0UKE,
coOuparomieiicss BRIATH 3aMyK. OnHAaKO HET OCHO-
BaHUI IPEJIIONAaraTh, 4To 3TOT IPUYET ObLT YaACTHIO
cBaIcOHOrO 00psaa; OOCTOATEIILCTBA BO3MOXKHOIO
3aMy’KeCTBa CKOpEe CBUIETEIHCTBYIOT O HMPUIHUTA-
HUM «Ha Cclly4aii». MaTh HeBeCThl ObUIa HACTPOEHA
MIPOTHB KEHHUXA M BCUECKH MPEMATCTBOBATIA 3TOMY
Opaxy. OmHaxapl )KCHUX TMpHeXal u yBE3 e€ IT0dYb
K cebe momoii. Ilocie aToro Mare W romocmwia Ha
BCE Kianoue.

[TouTtn Bce, KTO yMea MPUYUTATh, B HACTOSIIIEE
BpeMs MOKuHYnMH YanOwIieBo: KTO yexand, a KTo
ymén B MUp MHOM. MoioA€Xb O CyIleCTBOBAaHUU
MIPUYETOB 3HAET, MOCKOJIbKY HEOJHOKPATHO CIIBI-
majia uX Ha KJIag0uIlne, HO TPAAHUINIO Y CTAPHKOB
HUKTO HE TIEPEHSIL.

B apyrux o0crienoBaHHBIX HACENEHHBIX ITyH-
krax Exucelickoro paiioHa HaM TakXe COOOIIHIIH,
YTO Ha KJIaJI0HIIE HYKHO MPUYUTATh, HO IS 3TOTO
JKSHIIWH, BIAACIOMINX TpaauLvel (TIaKanbIluil),
Hpumamany u3 apyrux cén. I[lnakanemuna Ha mo-
XOpOHaX MPUYUTAIIA TAK, YTO HEBO3MOXKHO OBLIO HE
3aryiaKath, HE3aBUCUMO OT TOTO, HACKOJIBKO ONN3-
KuM ObIT yMepiuid. [IprautaTs MOXKHO OBLIO TOJIb-
KO THEM, HOUYBIO HE puuuTaiIn. I1o cBUAETENBCTBY
Pancer MiBanoBasr Hemuunosoii (1933 roma poxe-
HuUs), nepeexasuieil B ropon Jlecocubupcek B 2001
roay, B cocenqHeM KazaumHckoMm palioHe, Tie OHa
MIPOKKJIA BCIO JKM3HD, TAKXKE MPHUYUTANNA Ha TOXO-
POHAax W Ha KJIa0HIIE, a KTO HE YMEJI — HAaHUMAaJIn
TIJTaKaTBIITHIL.

Takum 00pa3oM, Ha NAaHHBIA MOMEHT H3BECT-
HO O CYIIECTBOBAaHUHM KMBOHM MPIYETHON TPaIuINN
B Ennceiickom paitone Kpacnosipckoro kpas. OgHa-
KO 3ammcarh mpudeT B xoze dkcnenutuu 2017 roga
(xax u panee, Bo Bpems sxcreauuuii 1989-1990 ro-
JIOB) HE Y/IAJIOCh, IOCKOJIBKY 3TOT YKaHpP CYIECTBYET
B TPEX Pa3HOBHIHOCTSX: ONHA U3 HUX — IOXOPOH-
HBIA TIPUYET — HCIOJIB3YeTCS TONBKO B TPaIUIAN
MOXOPOHHOTO 00psiza, JBe Jpyrue (MOMHHAILHBIHA
MIpUYeT W MPUYUTAHUE «HA CIy4ai») UMEIOT Mpuy-
POUYEHHOCTh K OJJTHOM M TOM K€ JIOKallu{, a UMEHHO,
HCTIONHSAIOTCS TPEUMYILECTBEHHO Ha Kiaaowuiie. Co-
OTBETCTBEHHO, BOBMOXXHOCTb 3aIMCaTh MPHYUTAHUS
MOXET MPEJCTaBUTHCA COOMpPATENsIM JINOO Ha MOX0-
poHax, MO0 MPH COBMAIACHUU CPOKOB SKCIETUINN
C IOMUHAJIBHBIMU THSIMHA — BceoOmum Poaurens-
ckum aaéM (Pamynunei) wnmn Tpourneit (B HEKOTO-
pBIX cirydasx — Tpounkol poauTeNbCKoil cy000TOM).
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AHanu3 CBEJICHUM, MTOJTYYEHHBIX B XOJIC DKCIIE-
JULIUN pa3HbIX JIET, TOKa3all, 4YTO CTPYKTypa U Ha-
[OJIHEHUE OOpSIOB >KM3HEHHOro LHKJIa B EHH-
CeiickoM palloHEe TMpeTeprnenu MO0 OTHOLICHUIO
K «KOpPHEBOW» KYJIbTYpEe CHJIbHbIE HW3MEHEHUS,
yCyTyOuBIECsS Ha MPOTSDKeHWH XX Beka. Bos-
MOXHO, B MCCIENYEMOM pallOHE CyLIECTBOBAIA
pa3BUTas pOAIIbHAS OOPSIHOCTH, XOTS JaHHBIE
o Hell He Obutn 3adukcupoBanbl. KonbiOenbHbIE
MIECHU COXPaHWIN TPU3HAKH CEBEPHOUW Oaiikw,
HO ceilyac Tpaauuus HaXOJUTCS Ha CTaJUU HC-
ge3HoBeHUs. OOpsin MHUIMANMK OBLT BOILTOMIEH
B CBaJh0€ CEBEPHOPYCCKOTO THUIIA W MPEIIIECTBY-
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MecHu B yecTb 60ra rpoma U MOAHUM
B aAbIFCKOM 00psiae «LLLbIOAD yAXK»

«I1lp1673 ymx» (mecHs-Tanen B 4ecth 11Inbne) — KynbTOBO-00psAI0BOE NEHCTBO aBITOB, KOTOPOE MOCBSIICHO
6ory rpoma 1 Monuuu LlInbne, pacnopsikaroneMycs )KHU3HBIO M CMEPTHIO jroel. O0psi coBepiacs He3aBUCHMO
OT T0Jla, BO3pacTa M COLMAJIBHOTO ITOJIOKEHUS ydacTHUKOB. OOpaiieHne K OOKECTBEHHOH cuile, Ha/lenEHHOMN
MOTYIIECTBOM, MPOMCXOAMIIO Yepe3 MEeCHU-MOJICHUs, TaHEell ¥ CONPOBOXKAAIOCH JKepTBONpUHOIIEeHHIMHU. 111nbne
— HenepcoHU(UIMPOBaHO-3pUMOe O0XKECTBO M HE MMEET 3aBEPIIEHHOIO BH3yaJbHO-ONpPENeNIEHHOr0 o0pas3a Win
cuMBosia. ONUIEeTBOPSIst TAMHCTBEHHYIO CHITY CTUXHH IIPUPOIBI, OHO IOJTYYHJIO JIUIIb CIIOBECHOE OTIMCAHHUE B MTECHSIX-
MOJICHUSIX, MY MpeIHa3HAYCHHBIX. B MecHIX Bo3HUKaeT U MuUGOIOTHUecKuii 00pa3 aBoiinuka [1Iudne — Ema (ums
Wnsu-npopoka).

B crarbe paccMarpuBaroTcs ECHH, HCHONHsAEMbIE B 00psiie aabiroB «Lp16ms ymk» — «Emy, «Yo Ema, yo Em,
Emspu-nonmaii!», «Em, Emd...», koTophle SBISIOTCS MPAMBIM 0OpaleHHeM K GOXECTBY M BBINONHSIOT (DYHKIIHIO
puTyansHOTO ouuineHus. ONpenensoTcs CTaOWIbHbIC MPU3HAKH WX HCIOMHCHUS, IpaMaTyprus oOpsja, COCTaB
YYaCTHHUKOB M T. 1. MI3y4eHBI MapKUpOBaHHBIC (DYHKIIUH MIECCH, ajpecoBaHHbIX Oory [1Inbie, a Takke TpaHCHOopMAaIus
n OudyHKIMOHAIBHOE 3HAYCHUE TIECEH B 00Pse BBI30BA 0K/ « XBbIHIATYAIIIIN.

KiroueBbie cioBa: My3bIKanbHBINA (onbkiop aabiro, IlIubme, Ema, Emapu-nonmaii, XaHreryarma, agsIrcKue
00psABI, aIBITCKAIN 00 BEI30BA JOXKIS.

ANGELA V. GUCHEVA

Northern-Caucasus State Institute of Arts, Nalchik, Russia
ORCID: 0000-0001-8683-9189, anggucheva@mail.ru

Songs in Honor of the God of Thunder and Lightning
in the Adyghe Ritual “Shchyble Udzh”

“Shchyble udzh” (dance in honor of Shible) is a cult-ritual act of the Adyghe devoted to the god of thunder and
lightning Shible commanding people’s lives and death. The ritual was performed by everybody regardless of their
sex, age or social position. Addressing the divine force endowed with might passed through the supplication songs
and dances and was accompanied by sacrificial rites. Shible, a divinity regarded in a non-personalized way, does not
possess a finished visually determinate image or symbol. Personifying the mysterious force of elemental nature, it
received merely a verbal description in the prayer songs designated for it. In the songs the mythological image of
Shible’s double, Yela, makes its appearance, as well as the name of the prophet Elijah.

The article examines songs performed in the rites of the Adyghe, “Shchible udzh” — “Yeleh,” “Uo Yeleh, uo Yeleh,
Yeleritsoppai!”, “Yeleh, Yoleh...”, which appeared as a direct address to the divinity and carried out the function of ritual
purification. The stable indications of their performance, the dramaturgy of the ritual, the makeup of its participants,
etc. are determined. The marked functions of songs addressed to the god Shible, as well as their transformation and
bifunctional significance in the rite of invocation of rain “Hyentseguasheh” are studied.

Keywords: folk music of the Adyghe, Shible, Yela, Yelari-tsoppai, Khantseguasha, the Adyghe rite in honor of the
god of thunder and lightning, the Adyghe rite of the challenge of rain.
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Opsil Ui MHOTHUX HapOJIOB SIBISLJICS CHUM-

BOJIOM YCTAHOBIJIEHHBIX 000)KECTBIEHHBIX

COLIMAJBHBIX B3aWMOOTHOIICHWH, HO HE
B CaKpaJIbHOM, a B OOBIZICHHOM ITOHMMAaHUU C OpHU-
eHTanuell Ha Hacrosmiee u Oymymiee. Ero mMoxHO
paccMmarpuBarh Kak JKECTKO 3alporpaMMHpPOBaH-
HYI0 BO3MOYKHOCTH TEPEBOJIa CBSIMIEHHOTO Ha 00-
WEAOCTYMHBIA SI3bIK 3BYKOB, JIBUKEHUH, CJIOB, IO-
CPEACTBOM KOTOPBIX ITPOCTHIE CBOMCTBA U I€UCTBUA
peoOpa3yroTcs B CHMBOJIBI, TEM CaMbIM Tepsisi IIPO-
CTPAaHCTBEHHYIO M BPEMCHHYIO 3aKpEIIEHHOCTD.
g o6psana xapakTepHa HEM3MEHHOCTh BOCIIPOU3-
BEICHUS ONPENENEHHBIX PUTYaJOB, TAHIIEB, MTECEH,
HO TIPH 3TOM — C OOJNBITMMU UMIIPOBU3AITUOHHBIMH
BO3MOXXKHOCTSIMH BHYTPHU KaKAoro u3 Hux. O0psn
UMEET EIMHBIN «KOI», B CBOIO OYEpPEedb pa3Aessio-
LIUIICS Ha HECKOJBKO COBOKYIIHBIX «KOAOB». VM
MOTYT SIBIISITBCS. MHCTPYMEHTAJIbHBIM HaWTPHIII,
MECHS, TaHeIl, >KePTBONPHHOIICHHE, MHPIIECTBO
T 1.

B nanHo#i crarhe paccMarpuBaeTcs KyJIbTO-
BO-00ps10BOe JAeicTBO ambiroB «ILIpIOns  ymx»
(mocn. «ymk' BuecTh 0Oora rpomMa U MOJHHH)
— oOpainenue k 6ory rpoma u Monuuu IlluGie
nocpeacTBoM necHu. CoracHO KiaccH(pHUKAIUU
agsirckux neced C. Xan-I'mpes [17] u H. dy6po-
BuHa [11], mecHn B 4eCTh OOTOB, 3BydYaIIHE BO
BpeMs NPA3THHUKOB, COCTABISIOT TPYIIy penucu-
o3nbix necen. Y XaH-l'mpes BcTpeyaercsl MOHS-
THE mxbInubllo op30 (IECHS B 4€CTHh BEPXOBHOTO
Oora/00ecTBa), Mol KOTOPBIM OH IOJ[pa3yMeBacT
«TIECHH, WCIIOJHAEMBIE NPU MUPIIECTBAX B YECTh
[n6ie, HA A3BIYECKHUX MPA3THECTBAX U HA TIPOUNUX
)xeprBOonpuHOMICHUIX» [17, ¢. 113]. KymbroBeie
obpamenust mxvanwyvllo op’0 NUCTIONHSIIICH KaK
ruMH OoraM min audupam0O; OHU JOIDKHBI OBLITH
yOequTh CHUIIBI TPUPOIALI MIPUHECTH 0OmuHEe Oma-
TONoOJy4YHe U yAa4yHbli roa. B ykazaHHbIX pabo-
Tax MOAMEYEHBI XapakTep W MaHEpa MCIOTHEHUs
— (TOYTHTENBHO, C OTKPBITBIMHU TOJIOBAaMU» [TaM
xKe, ¢. 112], xak u BO BpeMs Mpa3IHUKOB B YECTh
Ipyrux si3praeckux 6oros. IlecHs mmeer pasmud-
HEIC JIOKabHBIC Ha3BaHusA. Tak, C. AyTmiesa mec-
HIO B 9eCTh OOkecTBa HazbiBaeT «ChHIOID y3pam»
(mecus B wects Cri0me) [1, c. 150], . I'ynua npu-
BOJWT Ha3BaHWE aipr auja v aipi‘a (IECHS B 4YECTh
rpo3sl) [5, c. 5-6].

Kak cBumeTenbcTBYIOT (PONBKIOPHO-3THOTPA-
¢buueckre Marepuaibl, puTyaibHas mecHs «Em»?
WCTOJHSJIACh MPH yAape MOJHHHM WIM Ha MOTHIIE
yOWUTOTO MOJTHHEH , YTO CaMO€ BayKHOE, TUPIIECTBO
Y TaHIIbI BCETJ]a HAYMHAINCH CIIOBaMH, «0OpamiéH-

HeIMU K Oory Illubie... W OKaHYMBAIKCH TIpHIIC-
BoM meceH “Oit Ene, oit Ene”» [3, ¢. 114]. B omy-
ONMMKOBAaHHBIX HCTOYHHWKAX TPEICTABICH JIHIIb
onmuH oOpaser maHHoTo XaHpa — «Yo Em, yo Em,
Empu-tionmait!»® («HapoaHble MeCHU W MHCTPY-
MEHTAJIbHBIC HAWTPHIIIHN ageiroBy, T. 1 [14]). D10
«O Ena, o Ena, Ena-nonmaii!» — KpyroBoi TaHer
MO3/IOKCKUX KabapAWHIEB, MUCIONHAEMBIH BOKPYT
youToro MosHueH [TaM ke, ¢. 81-84]. B ampirckoit
Ke Tpamuluu 3aQUKCUPOBaHO HECKOIBKO BapHaH-
ToB «I1BION? ymK», KaKOBBIMH SBISIOTCS «Emdpun
nonmait!», «Ems, Em...» u apyrue, xpansmmecs
B HayuHOM apxuBe Kabapamno-bankapckoro wuH-
CTUTYTa TYMaHUTAPHBIX UCCICIOBAHUIT",

[IpencraBnennsle 00pa3Ibl OTHOCATCS K HaW-
Oonee IPEeBHUM XKaHpaM OOPSIOBOW TIECEHHOM
TPaAHNINH YepKeCcoB (aabIroB). TpaauiinoHHO mec-
HU WCIIONHSAIOT 3aleBajla U IpyMia MeBIOB (eixc),
edxcby), TAE NOMHUHHPYIOIINM SBISIETCS XOPOBOE
Hauano. [IpuMedartenbHass 0COOCHHOCTh TIEPBOTO
oOpasna cBs3aHa C TeM, YTO IECHS HAYMHAETCS
KEHCKHUM XOPOM ey (0 HApOJHOM MHOTOTOJIOCHUHU
cM.: [2, c. 88—89]). YcranaBnuBaeTcs OnpeaciéH-
HOE PUTMOWHTOHAIIMOHHOE 3ByYaHHE, TJe MO3TH-
YECKHUI TEKCT COCTOMUT M3 OJIHOM MOBTOpSIOIIEiCA
tdpassr «O Ena, o Ena, Ena-nonmaii!y, BocxBassto-
et 60xecTBO. MHOTOKpaTHBIN €€ TOBTOP co3/1a-
€t addekr 3aknTuHaHMS, 3ByYaHUE exCy TPU ITOM
HOCHUT BOJIEBOM, TOP>KECTBEHHO-BEJIMYECTBEHHbBIN
Xapakrep.

KontpacT o0pa3yeT BCTyIIJICHHE COJIUCTA C TIO-
CIIEIOBATEIbHBIM JTMHAMHUYECKAM W MEJIOANYe-
ckuM cranoM. IlapTus conrcra sBigeTca MpIMbBIM
obpareHneM, JTUMIEHHBIM CIIOKHONH KOMITO3UIIHH
Y TIOOTHYECKOH (QOpMYJbI, TJe CIaBsIT U BeJlU4a-
0T End: oH BenHK, MOTY4, TPO3€H, HET €My paB-
HBIX («Emdp, smeiic...»). Ilocme xaxmgoro cTu-
xa cieayer pedpeH ¢ HEeM3MEHHON HUCXOZsIeH
(hpazoif, UCTIOTHAEMOU OIHOBPEMEHHO COJHUCTOM
u xopoM («Yo Ena, yo Ena, Ena-mionmmaii!»), mosro-
psrolencss nBaXAbl. YHHUBEPCAIbHBIM MPUEMOM
pasTUYHBIX (DOJIBKIOPHBIX TEKCTOB OT KOPOTKHX
BepOaNbHBIX (OPM JO 3arOBOPOB SIBISETCA IIO-
BTOp OMpenenéHHbIX (PparMeHTOB TPU, CEMb HIIH
JeBATh pa3. s neceH «Eam» XapakTepeH IOBTOP
Ommkaimux (parMeHTOB TEKCTa [Ba M TPH pasa.
C ero nmoMoIpio co3nagrcst 0coObld PUTM — OJTUH
M3 BAXHBIX JJIEMEHTOB CaKpaju3alliy JeWCTBa.
[laptun commcTa o excy COCTaBISAIOT MOTHBHBIC
AYEHKH, TOCTPOEHHBIE B OHOTHITHOM PHTME, YTO
MMeeT JIBOsIKoe 3HaueHue. PernpusHoe moBTopeHue
MapTUU excy, C ONHOU CTOPOHBI, NPUAAET YEPThI
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3aMKHYTOM CHMMETPHUYHOCTH, a C APYTOil, — conep-
JKUT UMITYITBC JUIS JajdbHEHIero passutus. Pedpen
CTAaHOBHTCS 3a4MHOM TiecHU (mpumep Ne 1).

[Ipumep Ne 1 «Yo Ema, yo En, Emspu-njonmaii!»
KpyroBoii TaHe MO3JOKCKUX KabapAHHIICB
BOKDYT YOUTOTO MOJHUEH®
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ITox 3Byku necuu «Yo Eind, yo Ena, Ens-non-
mait» («O Ema, o Ema, Ena-monmait») ucnomHsics
HETIOCpenCTBeHHO U TaHel «LLBIoms ymK».

Ocoboe MH(DOIOTHYECKOE 3HAUYCHUE HMEIU
TEMIT WCIIOJHCHHSI, OIpeAcHEéHHas WHTOHAITHS,
rpoMKOCTh U T. 1. Ilecun Benuuanus End 3Bydanu
Ha OJTHOM JBIXaHWH, B TIOJTHBIN TOJIOC, TAK KaK CUH-
TaJIOCh, YTO TOJBKO MPU TAKOM YCJIOBHH BO33BaHUE
Oynet ycnpimado. [lpu cemMmuoTndeckoil Harpyske,
HaIlpaBJICHHON Ha TOJIOC, YEIOBEK IBITAJICS COCIH-
HUTH HEOO (00XKECTBO) M 3eMITIO (YEIOBEKa), YTOOBI
HayaTh OTCYET CAKPAJILHOIO BPEMEHH IS OOIICHHUS
¢ OOKECTBOM.

B yka3aHHBIX MECHIX HH pa3y HE YIOMUHACTCS
nms 6ora rpoma — [1Iubne (mpumep Ne 2). M3 MHO-
JKECTBA UMEH HCIIOJIB3YETCS JIMIID XPUCTHAHCKUI
BapuanT umenu Mnue unu End, a takxke «uMeHa

«Em, Ems... Ena, Ena...
IIcpiromaxe opany.
[ancyrckast mecHsA-o0paleHune
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HEKOT/Ia YOWTHIX MOJHHEH IIONCH, KIWYKHA KU-
BOTHBIX W Ha3BaHUS MOPaXEHHBIX €10 MPEIMETOB)
[1, c. 150].

Ha crpanmmax okypHanma «Westermanns
illustrierte deutsche Monats-Hefte» (1868, Ne 24)
BCTPEYaEM WHTEPECHBIC CBEICHHS C OMHCAHUEM
COCTaBa WCITOJIHUTEJICH INECHU B YeCTh Oora Tpo-
361 Adbl (Afey): «Bce xutenu cema cobuparorcs
Y IpUOSIMKAIOTCS K HeMmy [yOMTOMY MOJIHHMEH. —
A. I'], TaHIlys, pa3fAeNuBIINCh HA JIBA XOpa, OJUH
u3 KoTophIx NOET Voi-tha, a npyroit — Koi-tha» [18,
c. 602]. Iloxoxkue cBeneHus: BCTpedaeM B paboTax
C. T. 3Banba, rme Takke BCe YYACTHUKH OIUCHI-
BaeMOro 00psAaa yCIOBHO JIENHMIINCH Ha JBa XOpa,
TP 3TOM «OJHA MOJIOBHHA T1eTia XopoM “Bo-etma”,
a npyras “Yaymap-oy”™» [12, c. 33].
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YKa3aHHBIE TIECHU 3BY4YaJH BO BpEMS T'PO3BI
W Ha nupax. B mepBoM ciydae, Kak mosiaraer 3T-
Horpad C. T. 3Banba, «mecHE#l BBITIPOCAT Yy TPO-
MOHOCHOTO 0Ora XOpOIIyl0 NOTOJy; a Ha MHpax
OmaromapsAT ero 3a Japbl, KOTOPBIMH MOJB3YIOT-
cd... Torma omuH W3 MUPYIONIMX HaYMHAET Iec-
HIO clioBaMH: “AH4YBa JayKBa 3Jbllixa xxaypa!’®
(boxxe Benmukuit, munocepausblit!)» [12, c. 33-34].
Conuct mocTosHHO IOET XxBajieOHBIE cjoBa, 00-
paménnsie K BceBpimaemy: «“O, TbI, KOTOPBIX
C TPOMOM ¢ He0a cIrycKaeTcs, ¢ MOJHHel Ha HeOOo
MOJHUMAETCS; KOTOPOMY HM3BECTHO TEJO IecKa
Ha JTHe MOpPCKOM™ U T. 1. Kakapli KymuieT 3akaH-
4YUBaeTCs CIOBOM “Ax-may” (Bmambiko, Bemukwuii
rocioguH). Korna 3ameBana mporo€r KyImieT, TO
XOp, pa3AenEHHbIN Ha JIBE YacTH, MOBTOPSET IO-
ouepéNHO TOT JXK€ KYIUIET HENPEMEHHO IO TPHU
paza» [Tam xe].

[Mpumeuarenen TOT ¢axt, 4To MOMUMO 00Opa-
uieHust K Ade Bo BpeMs rpo3bl, abxa3bl MMOKOT XBa-
neOHbIe TECHH B YeCcTb OOTHMHHM (MY3BI) TO33UHU
AnuBsl-HyuBsr (Anschwa-Niichwa) u B HuX BocC-
XBAJIAIOT XOPOIIYIO MOTOAY, «CTPEMATCS B NaHHBINA
MOMEHT MopaaoBaTh 6ora rpomay [18, c. 602].

Bo Bpemst oOpsima cTapeimnHa HEOIHOKpAT-
HO oOpaliaercs ¢ HAIOMHUHAHUEM K IPUCYTCTBY-
IOIUM, YTO «BCE, Ye€M MBI HaclakJaeMcs, €CTh
Omaromate TOCHOAHS, W YTO 32 3TO MBI JOJKHBI
6naromaputs ero» [12, c. 33-34]. BocxBanenus
B YecTh Oora rpoMa M MOJHHH Ha 3TOM HE 3aKaH-
YUBAIOTCA, TaK KaK Ha BCeX MPa3gHUYHBIX MTHPIIE-
CTBAX CaMbIil CTApEHIINNA U YBaXKa€MbIil My X4YHHA
00513aTeNbHO JOJKEH OB HATOMHHUTH TOCTAM, YTO
HEOOX0aUMO TMOONaromapuTh O6ora rpomMa W MOJ-
HUU 1 OOTHMHIO AHYBY 3a Bce Oiiara, KOTOpbIE OHU
npenogHocsT. [locne 3Toro oAuH U3 MPUCYTCTBY-
IOIUX HAa4YWHAET XBaJIEOHBIE PEYM B YECTHh BEIHU-
KOT0 MWJIOCEepAHOro Oora u oOpamaercss K HeMy
co canoBaMu: «Tbl, 0 Tel cyckaenibCs ¢ TpOMOM,
Te1, o T'ocmoau, Tl MOJHWMMACHIBCA C MOJHHEH,
TbI, KOTOPBIN 3HAET KaXKIyI0 MECYHMHKY B Mope!».
Kaxaprif cTux 3aBepiaercs cioBamu: «Anschwa-
Nuch (AnuBa-Hyu), Benukuii bor!» (wiu boruns),
3aTeM TPUIIEB TIOBTOPSIETCS XOpOM TpH pasza [18,
c. 602].

Hdpamaryprusi 3By4aHuss Xopa, IO-BUIUMO-
My, CBfi3aHa C MOKa30M KOHTPACTHBIX AHAJIOTOB
COJIUCTA U XOpa €Ky WM JKEHCKOTO W MYKCKOTO
xopoB. ®opMa U3TOKEHUS U PA3BUTHE MY3BIKAJIb-
HOTO Marepuaja CBA3aHBl C TAKUM MPHUEMOM, Kak
COJIMPOBAHME OJHOTO WJIH TPYIIIHI HCTIONHUTENEH,
TOT/Ia KaK IHUaJOTUYHOCTH OOYyCIIOBJIEHA TTOKa30M

o0enMHU TpyIIaMd BHUPTYO3HBIX BO3MOXKHOCTEH
WCIIOJIHEeHUA. JJaHHBIH THI crtocOOCTBOBAJ pa3BU-
THIO UTPOBOM JIOTUKH, CIIOCOOHOCTH K MMIIPOBH-
3aIiH U T. 1., YTO JEJIaJI0 HE TOIBKO 3TH NECHHU, HO
U BECh OOpsi/l HE 3aCTHIBIICH CHCTEMOM, a JKUBBIM
B3aMMOJICHCTBYIOMUM OpraHu3MoM. CTaOWUILHEI-
MH TPU3HAKaMH OCTABAJIHCh COYETAHHE COJHHO-
0 ¥ XOPOBOI'O MEHHUS, KAHOHUYECKH YCTONUMBBIN
TEKCT oOpalieHus: K 00KECTBY BO BpeMs 00psio-
BBIX IIEPEMOHHUH, a TAaKKe JHAIOTHU-COTOCTaBIIE-
HUSL MEX]Y COJNBHBIM/XOPOBBIM HAuaJioOM H MYXK-
CKHM/KCHCKHM 3BYYaHUEM.

@DOonBKIOp AN TaK Ha3BIBAEMBIX MIIAIOMHUCH-
MEHHBIX HapOJOB OBLI 10 TOABIECHUS MUCHbMEHHO-
CTH CBOETO pPO/Ia YCTHOM JIETONHCHIO, B KOTOPOI
(huKCUpOBaTNChL OCOOCHHOCTH MHPOBO33PEHUS
¥ MUPOTIOHUMAHUS, MEHTAIUTET TOTO HWJIN HHOTO
9THOCA, €0 ATHYCCKHUI ¥ 3CTCTHYCCKUM HJICaIbI.
He saBngercss MCKIIOYEHHWEM B 3TOM OTHOIIECHUHU
Y TPaJAWIMOHHBIA 711 MHOTHX HapozoB KaBkasa
anoc «HapTer», rae B OMHOM M3 BapHAHTOB IIIH-
Hatig o baguaoko (ITmmbagsiOK0) HapTE CoCcpy-
KO, XbIMbIII U baJiIuHOKO — TJIaBHbIE FEPOU — CO-
pesHytoTcsa B tanme «lp6my ymx» [15, c. 112].
JlaHHBIF MOTHB B MIIWHATIE OOCTOSTEIHHO pas-
paboraH, U B HEM OTPaKEH TPOEKPATHBIN MOBTOP
KaK XapaKTEpHbI NMPUEM HUCIOIHEHUS B JAHHOM
kaHpe. Ciemyet oOpaTuTh BHUMaHHE U Ha TO, YTO
B MIIMHATIE COXPAHWJIOCHh Ha3BaHHWE OOPSAIOBOU
necan «Emd» («Enay), 9To yKa3pIBaeT Ha HUCIOJb-
30BaHWH HApTaMH UMEHHO necHU o0psiaa «11p10ms
VIDKY.

B obpsae «p16m> ymk» 3BydYaHue IECHH,
KaK ¥ TaHIa, BRIMTONHSIO (PYHKIIUIO PUTYaJIbHOTO
ounteHna. C4UTanoch, 4To JUIIb UCIOJHHUB Ta-
HEII ¥ TIECHIO, YeJIOBEK MOT OYHCTHUTHCS, a II0CIIe
PETUTHO3HBIX IEPEMOHHI 1O HCKYTUICHHIO T'pe-
XOB pa3pemniaercs MOJHATh yMEPIIETOo M YHECTH
ero mist morpeberus» [18, c. 602]. Ito B mepByto
odepeab CBA3aHO C TEM, YTO YEJIOBEK MIIU KUBOT-
HOE, YOWTBIE MOJHHUEH, CUMTAIOTCS «COOCTBEH-
HOCTBIO BIIacTEIMHA HeOa», U OITOMY «HE pas-
pemraeTcs MpUKacaThCs» K HUM [TaM xe]. MecTto
3aXOPOHEHUSI CTAHOBMWJIOCH POJOBOW CBATHIHEM,
I7le JaBaJid KJISTBBI W MPOCUIN O HUCHOCIAHWUU
TTOXKJIA.

[lecun «Em» mepenuin u B oOpsi BBI30BA J0-
K11 «XBoHIPryamp» ' ¥ cTamu BHITOIHITE CIIOK-
HOe Ou(yHKIMOHAJIFHOE 3HAYEHHE, CBSI3aHHOE
C IIaBHOM MapKUpOBaHHON (QYHKIMEH BeTUYaHUS
OokecTBa B codeTaHUH ¢ (DYyHKIMEW BbI30Ba J0-
xas [13, c. 13]. Jannas TpancdopMalys Hamuia
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OTpPaXXCHUE U B TMOJ3THYECKOM TeKcTe: oOpa3z Emd
JOTIONHMWICA 00pa3oM XaHIEeTyamrd, a K MOTHBY
M300MIHSI, SIKOOBI MPUHOCHMOTO C YIapoM TpoMma,
npuOaBUIICS MOTHB BBI30Ba-3aKIMHAHHUA IO
(mpumepsr Ne 3, 4).
[Ipumep Ne 3 «XBIHIPTryaI 36170113p3

(«Xanneryamry MbI Bonum!»).
KabapauHckas ieCHs BBI30Ba JOKI'!
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TakuMm 00pa3om, ecHst 0OpamieHus K 00XKECTBY
BBICTyHaJIa BaXHBIM (PaKTOpOM TpUAaHHUA 00pH-
JIOBOMY pHUTyaldy CakpajJbHOTO Xapakrepa, B IIO-
NOOHBIX OOpameHusIX OTYETIMBO PaCKPHIBAIOCH
CTpEMIICHHE YEJIOBEKAa TPUOIMUZUTHCS K OOKECTBY.
B peanbHOI AeWCTBUTENEHOCTH 3TO OBLIO JKEIaHUE
YeyloBeKa IMOCPEICTBOM KOMMYHHKAaTHBHOTO aKTa
crenarb OOKECTBO COyYAaCTHHUKOM aKTa 4YesoBeue-
CKOM KU3HeNeITeNbHOCTH. KOHEUHBIN ke pe3ysibTar
OBLIT HaNpaBJIeH Ha JOCTIDKEHHE KEITaeMOro MyTEM
BO3ZIEWCTBHUS Ha KOCMOC CHJION PUTYaTU3UPOBAHHO-
TO CJIOBA, SIBIISIONIETOCS CaKpaJbHBIM (DOHOM BCEW
00ps0BO# 1IepeMoHnU. Pojib TeceH, UCHONHSe-
MBIX B 00psiie «ILBIOmd ymx», 3HAaYUTENBHO 1IHUpeE,
HEeXXeTN O3By4YHMBaHHE OOpPSIOBOTO MPOCTPAHCTBA!
BO-TIEPBBIX, TECHS BBINOJHAIA CAKPAIBHYIO POIb
0011eHHs ¢ 00)KECTBOM; BO-BTOPBIX, IIECHS 00J1a1a-
Jla OYMCTUTENBHBIM CBOICTBOM; B-TPETHHX, CBOUM
YCTOHYMBBIM XapaKTEpPOM UMeJIa CHCTEMO0Opa3yro-
Liee 3Ha4CHUeE I JOKAJIBHON I'PYyIIbL.

OyHKIMS BeTUYaHUs 00KECTBa B TIECHE CO Bpe-
MEHEM Iepennia B oOps BBI30BA JOXKIA, HO TpPHU
9TOM OHAa HE yTpaTWjia TPOWYHOTO CHHKPETHU3Ma
Onaronmapsi acCOIMaTHBHOM CBSI3M JIOXKIIS W rpoMa
[13]. BenencTBue NpUHATHS XPUCTHAHCTBA aJbIra-
Mu putyanbHas necHs «llubne ymx» Obuta mepe-
angpecoBaHa Minbe-nipopoky. MI3BecTHO, YTO ropHbIE
IIarcyTy M ceddac BO BPEMs 3aCyXH YCTPaWBaIOT
UTpHIA B 4YecTh Oora rpoma wimu rpo3sl 1lnGie
Y OJHOBPEMEHHO B YECTh €0 XPUCTUAHCKOTO JIBOM-
Huka Emxd — Mneu-rpomoBepikna, 4ToOBl TOT HHC-
MIOCJIAJ JIFOAAM JOXKIb.

S NMPUMEYAHUA (<O

' Voo — oOpsiioBO-pHUTYaJIbHBIN TaHEel YepKEeCOB

(azpIroB), BBITOMHSIOMMK (QYHKIMIO oOpamieHust Kk 0o-
JKECTBaM, IIOKPOBHUTENSIM-TOTEMaM poja u T. 1. TaHIo-
PBI — IOHOIIM U JIEBYLIKH, B3SIBIINCH 33 PYKH, IBHXKYTCS
T10 KPYT'y IIPOTHB X0JIa COJHIIA ITO My3bIKY JIH00 Oe3 Heé.
B Hacrosimee BpeMsi YK HOTEps «CakpalbHbIe (yHK-
LUK KaK croco0 oOpalieHust K BBICIIMM CHJIaM U IpH-
o0pén wWrpoBble, pa3BIcKaTeNbHBIC Npu3HAKW» |10,
c. 46]. DTOoT TaHel, OCTABIIUNUCS CIUHBIM B JIBUKCHUSX,
nmeet 6onee 200 HauUTPHILIEH, HECKOJIIBKO Pa3HOBHIHO-
creit: «Txamxo ymk» («TXbammxys ymok» — advle.) — YK
B YecTh BepxoBHoro Oora; «llubme ymx» («pr6ms
YIK» — aodvle.) — YK B 4ecThb 0ora rpomMa W Tpo3bl;
«Dapurymx» («D3pblyKk» — advie.) — YK B YECTb I10-
BENUTEIS OcHbl; «YIDK Xypen» («YIDK Xbypei» — aowie.)
— KPYIroBOW YK B YECTb HEBECTBI, HCIIOIHIEMBIN

¢ necHel; «'yama ymk» («[yaup ymk» — aosie.) — yIk
B 4eCTb KHSATMHM WM cBekpoBH; «Heica ymx» («Hpico
VIDK» — aobie.) — YK B 4€CTh HEBECTBI; «YIUK TYPBIT»
(«Ymx Tlypertly» — adsie.) — yIK, UCTIOTHACMBIN OTHOM
napoit u np. [Tam xe, c. 50-51].

2 En> (Ena) —agpirckas opma nmenu Vnbu-npopoxka.

3 Ionnaii BOCXOOUT K MMEHH OCETHHCKOro 0Oora
rpoMa, 3HAY€HUE KOTOPOTO YTPAYEHO.

4 ®onoreka MHCTUTYTa r'yMaHUTAPHBIX UCCIICNOBA-
nuii (MT'N), Ne 38/9, Ne 139/10.

5 3Byko3amuch 1 3anuck Tekcra 3. [1. Kapnanrymesa
(1968) B xyrope CoxonoBo Kypckoro paiiona Craspo-
MOABCKOro kpas ¢ ronoca Taucun BacunseBHsl [ukuie-
Boi — 3arreBaibl (p. 1901); mapruto exy mnena e€ mmaamas
cectpa Kcennst BacunseBna Jlsmuna (p. 1913). @onoteka
UI'N, 38/9. Horaus B. X. baparynosa [14, c. 81-84].
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¢ 3ByKO3amucCh, 3alUCh TEKCTa IPOU3BEACHBI B ayiie
KyiiopimeBka Tyancuuckoro paiiona KpacHomapckoro
kpast (1972) ¢ ronoca Maxmera HaryueBa — 3amneBaisl
(p. 1898); maptuto exy nenu Cynu IlloBoTox (p. 1904),
XapyH Haryues (p. 1898), Uunpuc Tudosuu Hary-
yeB (p. 1905), Taiixau Kyamxa (p. 1908), Unbsc Tyko
(p. 1907), Uunpuc Xyrarosuu Haryues (p. 1907), bekup
Kyamxka (p. 1917), Muxamkepu Madaren (p. 1902), Ca-
rug Haryues (p. 1888), Mnbsc Haryues (p. 1899). Tekct
sanucan H. P. MBanokoB, notanus B. X. baparyHnosa.
®donotexa UT'U, 139/10 [14, c. 85-86].

7 3xech U Aanee MEpPeBOJ aBTOpa CTATHH.

8 Anschwa (AnuBa) wmu Anuschwa (AHy4Ba) siB-
JsieTcst o0IMM UMeHeM st 6oxecTB. Amiza (Amria) —
OTOHb.

° Tounee: ax 0y.

10 Xoonyseyaws (xvonys — nonara, 2yauys — 00ru-
HS, KHSTUHS) — OOpSJ BBI3BIBAHUS TOX[ISA Yy aibIrOB.
XaHIeryamia MbICIHIAch B JKCHCKOM OOJIMKE W SIBIISI-
€TCsl €TMHCTBEHHBIM BU3YaJIM3HUPOBAHHBIM O0KECTBOM.
JlepeBsiHHYIO JIOonaTy HapsKald B JKEHCKYIO OJEXKIY,
B3ATYI0O y OJHOM W3 CTapeWIINX >KCHIIWH ayia, WM
BMECTO JIONATHl Jiesianu uyydeno. Ha miero xykie Be-
A OXepelibe — 3aKOMYEHHYI0 1enb. E€ crapamuch
B3ATH B JOME, IJie ObUIM CiIlydan CMEpPTH OT yraapa

MonHuel. Yyueno HaszeBanu Xeowyseyawss (Kasruus-
Jlonata) WM «JoxkueBas Kykia». OOpsii BbI3bIBaHUS
JOXIS TIPOBONMJIM B INATHULY, B HEM Y4acTBOBaJIH
JeTH W JKCHIIMHBI, HENPEMEHHO Bce Oochble. Xbow-
yseyawvy Opanu TOA PyKHM M HAYMHAIW ILECTBHUE IO
ayny. OcraHaBIMBasICh BO ABOPE TOTO HJIM HHOTO JI0Ma,
YYaCTHUKH IIPOLIECCHHU TEJIN NECHIO, 32 YTO UM JaBajH
pa3iuYHble KyIIaHbsi U JIEHbI'H, a TaKXke 00513aTeabHO
obnuBasn Bopoil. Ha 3akmrounrensHOM aTane oOpsiio-
BOTO IIECTBHsI BCE YYaCTHUKM COOMpanuch Ha Oepery
PEKH, Chealln KylIaHbsi, KOTOpble coOpaiy mpu ooxoe
JIBOPOB, ITOCJIE YETO HAaYMHAIIOCh Bceooiee (00s3aTenb-
HO€) KyNaHue, CONPOBOXKAAEMOE BECEIBIM BU3IOM TEX,
Koro Opocanu B peky. Kymanu Bcex B opexie, mpuyém
HE TOJIBKO YYaCTHUKOB 00psi/ia, HO U IPOXOXKUX, He3a-
BHCHUMO OT I10J1a, BO3pacTa U cTaryca.

! 3pyko3anuch 3. M. Hanoea (1959) B Hanpunke
¢ rornoca 3apamyka Kapnaurymesa (p. 1918). Texker 3a-
mucan 3. I1. Kapganrymes. @onoreka UT'U, Ne 46/14.
Horanus B. X. Baparynosa [14, c. 78].

12 3pyko3anuch 3. I1. Kapnanrymesa (1969) B ayne
CBobona JlazapeBckoro paitoHa KpacHomapckoro kpast
¢ ronoca Lpix Xymrosoii (1954-1970). Texct 3anu-
can H. P. Usanokos. ®onoreka UT'U, Ne 5/8. Horarus
B. X. baparynosa [14, c. 80].
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CoBpemeHHoCTb Hukoaag lNonoea:
HOBM3HA MY3blKM — HOBM3HA MUPONPEACTaBA€HUS

Hukonaii ITonoB — sipkuii poCCUICKUN KOMIIO3UTOP MOJIOZOTO IOKOJEHMSI, IPOU3BENEHUS KOTOPOTO IOCTOSIHHO
UCTIONHSIIOTCSL Ha pPOIWHE M 3a pyOekoM. B ero MupoBO33peHHMH COBMEIIAIOTCA CaMoO€ JpPEBHEE M caMoe
coBpemeHHOe. O0BekTaMu (HHIT0CO(PCKOTO M MYy3BIKaJIHFHOTO MBIIUICHHUS BRICTYIIAIOT KocMmoc, ¢pusndeckoe 3BydaHue
MHpa, @ B HICTOPUH YEIOBEUECTBA — apXaNKa M HOBBIC TEXHOIOTHH. My3bIKaIbHBIHN A3bIK CHHTE3UPYET KIIACCHYECKHE
TeMOPOBBIE 3By4YaHUsS C JEKTPOHHBIMH, a Takxke ¢ BupeopsiaoMm. H. ITonoB pomuics B bamkoprocrane, okoHUMI
MOCKOBCKYIO KOHCEPBATOPHIO, y4JacTBOBAJI B MAacTep-KJIaccaX MHOTHX 3apyOeXHBIX KOMIIO3HTOPOB-HOBAaTOPOB.
BupneoMys3bikanbHbIE TPOW3BENEHHUS OH CO3JAET B COAPYXKECTBE C HECKOIBKMMH BHACOXYIOXHHMKaMH. B crarbe
BeIIesstoTes counHeHns 2013 ropa: «[lecHs Ynpapen mo ckaHOHHABCKOMY (OIBKIOPY ¢ BHIeopsaoM J. KeunHa,
A. CxopHsaxoBoit; «Aptpa» ¢ Bugeopsnom T. Iloxapea, D. Kurna (m muratoir m3 «Ilmscok merommx»
W. CrpaBuHCKOTO, yCIBIIIAHHOW Ha JAWCKE KOocMHUeckoro ammaparta «Bosimxep»); «Hubupy 20/13» mo motuBam
rymepo-akkanackoit mudonormu ¢ Bumeopsgom A. CkopaskoBoii, D. KeunHa. Pemmas Bompoc 0 COOTHOIIEHUH
ayAnaJbHOTO M BH3yaJbHOTO, [lomoB momyckaer u 3Bydanue 0e3 Bupeopsiia. TakoB OfuH n3 BapuaHToB ero «llecHu
VYibapbI», paHHUE COYMHEHNUS [UIs OastHa, CTPYHHBIX, yIapHbIX. 151 HETO 0COOEHHO Ba)KE€H SMOLMOHAIBHBIN «IOCHIIDY
MY3BIKH CITyIIaTeIIo.

KnrodeBbie ciioBa: Mosopie KOMITO3UTOpsI Poccuu, anexkTponHast My3bika, «IlecHst Yabapei», «Aptpay, « Hubupy
20/13», T. IToxapes, A. CkopHusikoBa, O. KeunH, 1. CTpaBUHCKHIA.

VALENTINA N. KHOLOPOVA

Moscow State P. 1. Tchaikovsky Conservatory
Moscow, Russia
ORCID: 0000-0003-3368-1503, v_kholopova@mail.ru

The Modernity of Nikolai Popov:
Novelty of Music — Novelty of his World View

Nikolai Popov is a talented Russian composer of the younger generation, whose music is regularly performed in his
native country and in other countries. His worldview combines together the most ancient and the most contemporary
parameters. The objects of his philosophical and musical thinking are the cosmos, the physical sound of the world,
and in the sphere of human history — antiquity and new technologies. His musical language synthesizes classical
instrumental timbres with electronic sounds, as well as with video footage. Popov was born in Bashkortostan, graduated
from the Moscow Conservatory, participated in the master-classes of many innovative composers from outside of
Russia. He created video-musical multimedia compositions in collaboration with several video-artists. Especially
noteworthy are his compositions from 2013 — “The Song of Uldra,” writted in collaboration with Andrew Quinn and
Alena Skornyakova, based on Scandinavian folklore, “Artra,” written in collaboration of Todor Pozarew and Andrew
Quinn with a quotation from the “Danses des adolescentes” from Stravinsky’s “The Rite of Spring” heard on a disc
of the spacecraft Voyager, “Nibiru 20/13” together with Skornyakova and Quinn, based on motives from Sumerian-
Acadian mythology. For the most part finding solutions to the issue of correlation of the audio and the visual effects,
Popov also admits pure sounds without video footage in some of his compositions. Such is one of the versions of his
composition “The Song of Uldra,” as well as his early compositions for bayan, strings and percussion. The emotional
“message” to the listener provides a specially important component for him.

Keywords: young composers of Russia, electonic music, “The Song of Uldra,” “Artra,” “Nibiru 20/13,” Todor
Pozarew, Alena Skornyakova, Andrew Quinn, Igor Stravinsky.
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nkonait Anexcanaposud [lomos (p. 1986)
MIPUHAJUIEKUT CAaMOMY MOJIONOMY Ha JaH-
HBIIl MOMEHT ITOKOJIEHUIO POCCUNCKUX KOM-
mo3uTopoB. Hapsmy ¢ A. Xybeesbim, C. MakoBCKUM
OH yXe oOparwi Ha ce0s BHUMaHHE aKajJeMuue-
CKHX MY3BIKaHTOB SIPKOW HOBHU3HOM MY3BIKaJIHHOTO
s3pika. H. ITomoB cranm mobGenuteneM KOMITO3UTOP-
CKHX KOHKYpPCOB Kak B Poccum, Tak u 3a TpaHHIEH.
Ero mpowusBeseHUs] UCIONHAIUCH HAa (ECTHBAISX
«MockoBckasi OCeHb», «MOCKOBCKHI (Hopymy,
«pyroe npocTpaHcTBO», «YnapHele nHU Mapka
ITexapckoro», «Opus 52», «Oxcmozurus XXy,
«EBpona — Asusa», «PecTuBaib HOBOH MY3BIKH
Munasnckoil  KoHcepBaTopun», «BeHennaHckas
OoueHHaNe», (eCTUBANb JIEKTPOAKYCTHICCKONH MYy-
3pikn «EMUTest», «l'eprues-¢ectuBans — 2017»,
(decTrBanb HOBOM My3bikH «reMusik» u ap. OH u3-
OpaH «KOMITO3UTOPOM B PE3MICHINM» AHCAMOIIS
«l"anepes axryanbpHO# My3bikIm» (TAM-AHCaMOIB)
Ha 2015 rox, pesunentom LleHTpa UCKYyCCTB U Me-
muarexnonoruii B Kapncpys (I'epmanms) B 2017
roay. OnpHako myOIUKaIK, KpOMe CIIPaBOYHBIX Ma-
TEPHUAJIOB M €AUHUYHBIX HHTEPBbIO, T/I€ paCCMAaTPH-
Basiock 6wl TBOpuecTBO H. ITomoga, oTcyTCcTBYIOT..
Bokpyr 3HauMTENBHONH MY3BIKM BCErAa Cylle-
CTBYeT 3HAuUWTENbHAs WHTEJUIEKTyalbHas aypa —
dunocodckre, ICTCTHUSCKHE, OOIIEXYI0KECTBECH-
HBIE WJEH U MPEACTaBIeHuA. MHUpPOBO33peHIECKas
no3unus [TonoBa cBoeoOpa3Ha U OTIIMYAETCS CHH-
TE€30M KpalHOCTEM: caMoe ApPEBHEE U CAMOE COBpeE-
MeHHOe. B otnmmume ot nmokonenus C. ['ybaiaymnu-
Ho#t, A. llluutke, P. lllenpuna, XymoKeCTBEHHOE
MBIIUICHHE KOTOPBIX B 3HAYUTEIHHOW CTEMEHHU
HalpaBJsUIOCh  XPUCTHAHCKOM  peJUurueu, 4Yro
MPUBHECIO B UX MY3BIKYy «KPYMHOCTH» 00pa3oB
¥ OTPOMHYIO SMOLIMOHANIbHYIO cuiy, [lomoB HUKOT-
Jla peUTHEH HE BIOXHOBILUICS (MMEIOTCS B BUITY
TpaAuLIHOHHBIE MUPOBBIE penurun). OOBEKTOM €ro
¢unocodckoro 1 My3bIKaIbHOTO MBIIIUICHUS MIPE/T-
cran Bech Kocmoc, Bcs Bcenennasi, Takxke BeCh
3ByYallui W PE30HHUPYIOMUN B (PU3MUECKOM IPO-
CTpaHCTBE MUD, a B ICTOPUH YEIOBEUECTBA — apXa-
WKa, APEBHOCTh, (POJIBLKIIOP, S3BIYECTBO, HAYYHEIC
OTKPBITHS ¥ HOBBIE TexHomoruu. [Ipu 3TomM B Mu-
POBOCTIPHSATHH OCTaJlach MPHUBSI3Ka K COOCTBEHHO
YEJIOBEYECKOMY, MOCKOJIBKY HCKYCCTBO TBOPHUTCS
YeloBeKoM, Onarofmapss demy ocoboe 3HaueHUe
B MIPOM3BENIEHUAX TPUAAETCS IMOIMOHAIHEHOMY
Hadasty. Ero B3 Ha My3bIKy UMEET U €IIE OJHY
CTOpPOHY — OIIyIIeHHE e€ TAMHCTBEHHOCTH M 3ara-
JIOYHOCTH, HEBO3MOXKHOCTH KOTIIA-TUOO OBITH I10-
CTUTHYTOH 10 KOHIIA.
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[lo xapakTepy My3BIKaJbHOTO S3bIKa TBOPYE-
ctBo IlomoBa oOmamaer TeM apceHajoM IpHUEMOB
U cpeAcTB, KoTopelid mpucym XXI Bexy (roBopsT
0 «TPEThEM aBaHTap/Ie»), KaK y (ppaHITy3CKoii cary-
panbHo# mkonbl (. benpocsH, S. Pooen, P. Cen-
110), y poccuiickux komrozutopoB HO. Kacmapoga,
C. Maxkosckoro, f. Cym3unoBckoro, A. XybOeesa.
J1a HEX XapaKTepHO HE TOJNHKO MOYTH IONTHOE U3-
OcraHre 3By9aHHMA Ma)kopa-MHHOpa (KOTOpBIC emIé
tak BaxHbl mus C. I'yGaiimynmunoit, O. [lenncona,
A. llnuTtke, P. lllenpuna), HO omopa Ha HOBEHIINE
CHOCOOBI UTPHI HA TPATUIIMOHHBIX HHCTPYMEHTAX,
«TpenapupoBaHme» 3TOro HHCTpyMeHTapus. [IpuH-
LMITHAITBHYIO K€ HOBU3HY BHOCAT JBa BaYKHEHUIINX
KOMITOHEHTA: 9/1eKMPOAKyCmuyecKue mexHoiocuu
u cunmes ¢ mynomumeoua (kak y WM. Kedamumm,
A. Hamkaposa).

Kaxum mytém ITonos npumén Kk 0CBOCHUIO 3TUX
IBYX HalpaBJIEHUH TBOpPUYECTBA, IOIYYHB CTaH-
JapTHOE 00pa30BaHME B POCCUUCKOM By3e? Ydach
B MOCKOBCKOIM ~ KOHCEpBAaTOpUM,  MapajuiesIbHO
y4eOHOMY TIPOIIeCCY OH HEOJHOKPATHO CIyIIal Ma-
CTep-KJIacChl PsiJia COBPEMEHHBIX 3apYOEKHBIX KOM-
no3utopoB: M. Aurnpe, ®@. benpocsna, A. T'occena,
@. JleBu, @. Jlepy, P. Cenno (®panuus), M. Oyp-
rona (benerus), O. buanku, U. ®enene, O. Oun-
munen (Uranust) u ap., mocemnan MeXTyHapOIHbIE
JIETHHE Kypchl HOBOU My3biku B lapmmrazare (I'ep-
MaHUs), yYacTBOBaJ B PA3IMYHBIX MEXIYHAPOJ-
HBIX MEXAUCIUIUIMHAPHBIX JIA00paTOPUSX HOBOM
my3biku (I'epmanns, Urtamusa, Poccus). Ilo atomy
moBoay oH roeoput: «Kommosuropckoe obpa3oBa-
HUE B By3€ OTIIMYAETCS HEKOW KOHCEPBAaTHBHOCTHIO,
A IyMalo, C 3TUM HHUKTO HE CTaHeT CIopuTh. Kom-
MTO3UTOP MOTy4yaeT 6a3oBble 3HAHMS OT “A” 1m0 “S”,
HEO0O0XOAUMBIE IS €70 Hpoq)eccm/l. <...> Mue 1uu-
HO 3TH MacTep-KJIaCCHI AT HEBEPOSTHBIN TOTIOK
K pa3Butuio» [3].

UTto e KacaeTcs BHIPAOOTKH MM COOCTBEHHOM
¢mrocodckoil TO3WIMH, CUHTE3UPYIOIIECH ApeB-
HOCTb M COBPEMEHHOCTb, TO K HEH BEIET MOCTO-
SHHBIH, YIIOPHBIA MMOUCK HOBOTO 3HaHMs. Obparum
BHUMaHHE Ha HEKOTOpble (akThl OUOrpaduu KOM-
no3utopa. Pommincs IlomoB B mpoBHHIHMAIBEHOM
Oamkupckom ropojge bernebee, rme u Hawanm cBoé
My3bIKaJIbHOE 00pa30BaHHWE B PAfOHHOW MY3BI-
KabpHOH mikojie B kiacce E. Ilepemenumsr. B Yde
okoHumn CpemHHN CHEeNUAIbHBIN MYy3bIKaJIbHBIHA
KOJUIEIDK TIO Kjlaccy OasiHa, 3aHUMasiCh U KOMIIO3H-
nuei (xknacc 6assHa — H. MaxHel, Ki1acc KOMIIO3H-
unu — M. Xucamytauaos). IlepBerii mar x mpeoao-
JICHUIO WHEPLUWHU caenaj yke B OasHHOM Kiacce.
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basH Torga nmoHuMascs TOJIBKO KaK HApPOAHBIA MH-
CTPYMEHT, W pernepryap ObUI COOTBETCTBYIOIIHH.
He >xenast uaru 1o 3Tou muHum, Hukomai oThICKa
HOTHI TIPOW3BEJEHUN COBPEMEHHBIX KOMIIO3UTO-
poB — Bi. 3omorapéra, C. ['ybaligynnHONW — H HC-
monHAT uX. OpUTHHATEHO MPHOOIIHIICS K MY3BIKE
A. Illautke: nHanmucan «®aHTa3WI0 HA TEMBI
A. HIauTke» s TpéX O6AsTHOB C IIUTaTaMH U3 pas-
HBIX COYMHEHHUI KOMITO3UTOpa. A HEoOasHHBIE CO-
YHMHEHUS OBIJIM HE TOJHKO HOBBI IO TAPMOHHYECKO-
My SI3bIKY, HO M HECJIBIXaHHBI TI0 CIIOCO0AaM WIPHI
(manpumep, y ['yOaiiqymnHON — OastHHbIE «CTOHBD)
IICCAH0, TSDKETBIE B3JJOXH MEXOB HHCTPYMEHTA).
[Mo3mHee, ucnpoOOBaB CBOM CHIIBI B MY3bIKE JUIS
(doprenmano, opraHa, CTPYHHBIX, OH MPOJOIKAI
counHsATh Ut OasiHa: «Onuradus» (2005), Keun-
TEeT A5 OasiHa, IBYX CKPHITOK, aJIbTa U BHOJIIOHYEIIH
(2006), Conara mns Gasma (2007). [IpoyuuBmmch
BCETO JIUIIb T0/ B Y GUMCKON aKaJeMHH UCKYCCTB,
Huxonaii ITonoB noctynuin B MOCKOBCKY10 KOHCEp-
Baropwuto (2006).

B 3TOM mpocnaBieHHOM By3€ OH OIpEEIHICs
B kimacc B. AradonamkoBa. Tam, Kak | paHBIIIE,
ToHHamMu u3ydan naprutypbel [. IlocrakoBnua,
C. [Ipoxodrera, H. MsickoBckoro. A niegaror gaBai
€My MHOXECTBO NPO(ecCHOHAIBHBIX COBETOB, 32
KOTOpBIE yUEHHUK BCerna ObUT U ocTaércs emy Oma-
TOAApEH.

Ha naganenbIX Kypcax KoHcepBaropuu llomos
counHs1 B ayxe lllocrakoBmua u uepe3 Kakoe-TO
BpeMs MOHSUI, YTO €My B 3TOM CTHJIE BCE COBEPIIICH-
HO SCHO W OH HE MOXXET MPOCTO TOBTOPSATH S3BIK
npyroro komro3utopa. Oco3Han Takke OKOHYaHKE
B MHPOBO My3BIKE OTPOMHOTO [TEPHO/Ia TOHATLHON
cuctembl. OUIyTUB NOTPEOHOCTH B YEM-TO COBEp-
eHHO HOBOM, Ha Il kypce koHcepBaTopuu IpUIIEN
B kiacc counHenus M. Kedanuau c nenpo ocBo-
WUTh TEXHUKY 3JIEKTPOAKyCTUYECKON KOMIIO3HIIHU.
Kedanmnan xe HEe TOTBKO BOCHPHHSI OMBIT OTEYE-
CTBEHHOH DJICKTPOHUKH, HO W paboTal B 3apyOex-
HBIX 2JIEKTPOHHBIX cTyausx — @panuuu, [ epmannn,
benerun, CHIA. B mampHeirieM B 3IEKTPOHHOM
TexHuke Hukoail mpoJBUHYIICS CTOJb NAJIEKO, YTO
B HacTOsilee BpeMms, paboTras B HAYYHO-TBOpPYE-
ckoM lleHTpe aueKTpoakyCTUUEeCKON My3bIKM Mo-
ckoBckoil koHcepBaropun (LIDAM, pykoBogmMom
WN. Kedanmnan), cran BeayIM «3IEKTPOHITIKOMY,
6e3 KOTOpOTro HE 0OOXOANUTCS HA OAMH KOHIIEPT ITOTO
poa B My3bIKJIbHBIX 3a71aX MOCKBEI.

Ho u norpyxeHne B MHp 3JEKTPOHHON MY3bI-
KH, KOTOPBI KaxkeTcs OecnpenenbHbiM, [lomoBy
[IOKa3aJ10Ch HenocTaroyHsiM. Crenyromeil cryme-

HBIO BOCXO)KJIEHUS JJI HETO CTAJIO BHUJIEO, TOUHEE,
MyJIBTUMENNA, YTO B OMpENeiEHHbIE TOABI TPE-
CTaJIO KaK HeYTO CaMO€ HOBOE. A B MyJIbTHUMEHA —
TaKkke He0O03pUMBIN MHp: 3ByYaHHE, ABIKYIIUECS
(urypsbl, IBET, CBET.

Kakumu xe cTpeMiIeHHAMH HampaBisuicsd 3TOT
HEYKJIOHHBEIM mporpecc? PommBmmchs B bamku-
pun (He Oyay4d OamKUpoOM IO HAIIMOHAIHLHOCTH),
OH C JIETCTBA MHTEPECOBAJICSA HE3allaJHBIMU IIEp-
BOOCHOBaMH KyNIbTYpbl WM MBIIUICHHSA. EMy Obutn
OTKPBITBI ¥ SI3BIYECTBO, W MCIAMCKasi pPEJUTHs.
BonpmmmHCTBO Bepyomux Oamkup COCTABISAIOT
MyCYJIbMaHe-CyHHUTHI. B Hapoae xe COXpaHUINCh
00psABI OT SA3B[YECKOTO MPOIUIOro. A IO MHEHHUIO
[TomoBa, crapsie KynbTypsl IpOpPacTaroT U B Oonee
no3aHue. bamkupckuil Hapo MPUHAUIEKUT K Hau-
Oonee npeBHUM, ero omnuckiBanu [eponor u Ilto-
jgeMel. M BOT 3Ta IpEeBHOCTh MCTOKOB M YBJEKaja
ITonoBa, oH BuAEIN B HEH IIyTh K IIOCTHKEHUIO Bee-
JneHHou. Ilpu TakoMm akileHT€ B CBOEM CO3HAHUU
Ha apeBHocTH-Beenennoii-Kocmoce, ero He craiu
HMHTEPECOBATh KJIACCUYECKUE PEJINTUU — HU UCJaM,
OKpPY’KaBIIIHI CO BCEX CTOPOH, HU XPHCTHUAHCTRBO.
OH pmaxe ycMOTpen B HHX CIOCOO YIIpaBieHUS
JOAbMH. B s3bIYECTBE K€ aBTOpP HOBEHIIEH My-
3BIKM YBHJIEN IIyTh BO3BPALICHHUS K M3HAYAIHHOMY,
MepBO3AaHHOMY, YicTOMY. CpaBHHM: M O PYCCKOM
s3prdecTBe uccnenonarens O. [ImaronoB mucan, 9To
«SI3bIYECTBO JUISl HALIMX IPEJKOB — CKOPEE JyXOB-
HO-HPAaBCTBEHHAS KYyJIBTYpa, YeM Peurus» [4].

[Ipr 5TOM UM BBICOKO LIEHUTCS XYAOKECTBEH-
HOE Hacleaue, NOPOKAEHHOE, B YACTHOCTH, XpH-
CTHAHCTBOM. B TakoMm OTpeIrieHnu OT caMux peiu-
TUI BOSHUKAET JIO0OIBITHAS ITapajlieh ¢ OHOM 13
YCTaHOBOK CETOIHSIIHETO THS: B BEJIMKOM H IIepe-
JIOBOM BO MHOTHX OTHOIIEHHsIX Kurae mpaBuTensb-
CTBO 3alpeTUIO PEJIMIUI0 JJIs BceX wieHoB Kom-
MYHHCTHYECKOH naptuu (Manaar ot 16 urons 2017
roza). A uuciienHocts wieHoB KITK npubnmkaercs
K 90 MUJIZTHOHAM YEJIOBEK.

S3prueckne OAIIKUPCKHUE 3JIEMEHTHI BBI3BIBAIOT
y IlonoBa moatnyeckoe BocxuineHne. OH THOOUT
3By4aHHe Kypas, a 3TO — SI3bIYECKUNA WHCTPYMEHT.
Ero BocTopraioT HapomHbIe JETeHAbI, Hampumep,
KaK CTOsUI TPOCTHHK M OT BeTpa 3anei. Beé aTo cBs-
3aHO C KOUEBOH )KM3HBIO APEBHUX OALIKUD, CTEIBIO,
nosieM. 11 0OCHOBBI TaKOro HAPOJHOIO MCKYCCTBA —
He eBporneiickue. I103ToMy 0H ciycTs rogsl OXOTHO
MIPUHSUT 3aKa3 Ha OalleT « ApKauM», KOTOPBIN BBIPOC
W3 €ro OJHOMMEHHON MYIBTUMEAUNHON KOMIIO3H-
nuu. EMy gopora ramnoresa o ToM, 4TO IpeBHeHnIee
roponumie Apkaum (III-II Teicsuenerus mo H. 3.)
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MOTJIO OBITh MpapoguTeNieM OAIIKHPCKUX IOCeNe-
auii’. TIpu 3TOM 9K30THKA (DOJBKIOpA BIICYATISICT
ITonoBa 1 B pycCKOM HApOAHON MY3BIKE: OH MHOI'O
e3nui B akcnieauuuu ¢ B. IIypoBbiM, ciblian nec-
HU U CEBEPHBIE, U 10kHbIE. [10 ero MHEHU!0, BCE 3TO
— A3BIKM CO CBOHMMH CJIOKUBIIMMUCS CHCTEMaMHU,
U UX OIIACHO COBMEILATh C APYTMMHU CHCTEMaMU:
OHM TOTAA JIOMAIOTCSL.

B opuruHanpHyr TeaTpaJbHY!O IIOCTaHOB-
Ky Ha 49 MuHyT npeBparwica «Apkanm» [lomosa
npu ydactuu mneBuisl M. bamamosoil. Coumne-
HHUE OBbLJIO HAa3BaHO «ayIMOBH3YalbHBIM JKCIIEpH-
MEHTOM» | UCTOJIHEHO B [IpuBOIKCKOM Quimnane
TocynapcTBEHHOro LIEHTpa COBPEMEHHOIO HCKYC-
ctBa (I'ICH) «Apcenam» Hmxaero Hosropoma
(2013). CumBONMHYECKUI CIOKET OOBITPHIBAT BH]I
ropoauiia ApKauM C €r0 KOJbI[AMH — BHEIIHUM
¥ BHYTPEHHUM — U 3TIM30/bl XU3HU JIPEBHETO de-
JIOBEKA C €ro OXOTOH (JIyKH, CTpemBl, pora oJie-
Hel), HaJleBaHMEM BEHKA Ha JCBYIIKY U T. 1. s
COBEpIIICHHUS ITUX JIBUKECHUN MOTPEOOBATUCH TaH-
HOPBI-MUMBI, OJTUH U3 KOTOPBIX BOILIOIIAT MY>K9H-
Hy B THOETCKOH roOKe-Opiokax. A mneuT-reponHeit
cTaja Iorwuas AeByLIKa, IOHAYaly COBEPILArOIIas
OMOBEHHE JIMLIA, 3 B KOHLIE 3aCThIBAIOIIASL B BEHKE
U3 IWIIMA Ha QOHE KPacHOTO Kpyra-coiiHIa U 4ép-
HOTO Kpyra-HouM. [TIaBHOM My3BIKJIBHON uaeeu
CTaJl CUHTE3 COBPEMEHHOCTHU B BHJIE NIEKTPOHUKH
C apXaukol KAaK «BHEBPEMEHHBIM» HApOIHBIM IIE-
aueM (M. banamosa), Urpoi conmcTa-mepKycCcH-
OHHCTa Ha IIaMAaHCKOM OyOHE W APyTUX YIapHBIX.
[Ipu 3TOoM 3BywaHus BapraHa M Kypas Obutn oOpa-
00TaHBl B MapTUX 3NEKTPOHMKH. KyabMmuHanmein
JeiicTBa SIBUJICS SMU30 CTOHOB W IUIauei (Jaxe
B QJIEKTPOHHON MAapTHH) C BIEYATISIOIINM MHMaH-
COM BOKPYT pa3OMTOro 3epkayia (BMECTO WKOHBI).
Xy[10’)KECTBEHHBIM PE3YJIbTATOM CTAJIO BTATMBAHUE
CIIyLUaTeJIsI-3pUTENs B HEKYI0 MAarui B Ha3BaHHBIX
9K30THYECKH-S3bIYECKIX DJJIeMEHTaXx W B (paHTa-
CTHYECKH-3araJOYHON AIEKTpoHHOHN maptuu. Ciu-
BasCh JApamaryprudeckd, o0e CTOpPOHBI CHHTE3a
COXpaHWIIN CBOIO crienu(uKy, U HapogHas JeiTTe-
Ma HHMKAaK HE «CJIIOMAJIaCh» B CTOJIb HOBATOPCKOM
OKpyXkeHud. Ho U BOCIpHUATHE TaKoro ayauo-
BHU3YaJIbHOIO «IIPOAYKTa» OKa3aJloCh, KaK CKas3all
Obl [MHKa, «pPaBHOAOKIAAHBIM 3HATOKAaM H IIPO-
cToit myOmuke» [2].

Emé oauH TearpanbHbId NPOEKT, CBSI3AHHBIN
¢ OAIIKUPCKUM HApOAHBIM SIIOCOM, NEPBBIN
MOJIOASKHBIM HAIMOHANBHEIN Oaner PecmyOmm-
ku bamkoprocran «BomHas kpacaBuiay («Xbly-
XBUTBLY»), HamucaHHbBIH IlomoBEIM MmO 3akasy

Bamkupckoro  xopeorpaduueckoro  Koyiemka
nM. P. Hypeesa (2015). Xopeorpadgom BwICTyIHII
P. AGymaxmaHOB.

Pagom ¢ apxamkodi HaxomuTcs M MH(OJIOTHS.
OObeauHseT MX MaHsAIIas 3arajJo4yHoCTh, TaWH-
CTBEHHOCTb. Tatina BOOOINE MOHKHA CUYHTATHCS
OJIHOM M3 ICTETUYECKUX KaTEeropuil B UCKYCCTBE.
ABTOpY CTaTb¥l JOBOJWIOCH PACKPBIBATH OTY HJIEIO
B cBsi3u ¢ TBopuecTtBoM C. I'yGaiimymuuoit [7], Ko-
TOpasi, KCTaTH, B CBOMX B3IVISAAaX HA MUP U UCKYC-
CTBO, Oy/ly4H TaTapo-pyCCKOM IO HAITMOHATIHHOCTH,
BbIpOCIIEH B cTonuue Tarapuu, 3amisiplBayia 3a
MIpeIeNbl XPUCTUAHCTBA B SI3bIYECTBO M ITAMAHU3M,
Haxo[s CO3BYyYHE CBOEMY MHPOIIPEICTABICHUIO
B TBOpYECTBE JIOOMMOTrO0 MMo3Ta — yyBama I. Ajiru,
B POy KOTOPOro ObLIY IIaMaHBbI.

MuQOoIOrnIecKuM CI0KETOM BIOXHOBIIECHO CO-
gunenue [lomosa «Ilecus Yapapen» mist ancamOIIs
(ckpurnka, daeiiTa, KIIapHET, BUOJIOHYEIIb) U JICK-
tponuku (2013). Kak wame Bcero ObIBaeT B TBOp-
YECKOW JKM3HH 3ITOTO KOMIIO3UTOPA, HMITYIHCOM
IO CITY>KUJT OTIpeeIEHHBIN 3aka3. AncamOib «Cry-
Jsl HOBOU My3bIKM» MOCKOBCKOW KOHCEPBAaTOPUHU
OCYIIIECTRIISIT HOPBEKCKUH MTPOCKT, TAE HAIO OBLIO
otpasuth n1u60 Hopaeruto, mubo TBOpUecTBO I pH-
ra. CHoHCOpPOM BBICTYIIAJIa HOPBEXKCKast He(TsIHAs
kommanus. C peanoxeHneM co3aarh My3bIKy CTy-
nust ooparmiiachk k [TormoBy. Tot cHagasa momgymai o
TPUTOBCKOM MaTepuale, Hadal COOTBETCTBYIOIIYIO
paboty, HO oHa He molwia. Torna oH MOrPy3HICs
B CKaH/IMHABCKUI (OJNBKIOP W TaM OOHAPYXUII
(baHTAaCTHYECKUI TIEPCOHAX, HAIMPABUBIIMHA €r0
Ha TEeMy OXXHJIAEMOTO IMPOWU3BEACHHUA. YIbapa —
KpacuBasi JOEBYIIKA, )KUBYIIas B ropax, BEpOJIOM-
HO 3aMaHUWBAIONIas MYTHUKOB M yOMBAromas HX.
B aBropckoil anHoTanuu K npoussenenuto Ilomnos
HaIucal: «..TOBOPAT... B Jiecax u ropax Hopeerun
CIBIIIATCS TIOPOM TYIKHE W ME€YaJbHBIE 3BYKH...
Paccka3piBaroT... 3ByKHM STH BO3HHUKAIOT BMECTE
C TIOSIBJICHHEM KpPacHBOTO, B CHHEM IUIaThe U ¢ Oe-
JIO¥ JIEHTOM B BOJIOCAX CYLIECTBA [10 UMEHU YIIbApa
— 3TO €€ 3ByKHU... NECHHU... [0BOpAT, ... CBOIO Tali-
HYy OHA CTaparelibHO CKpBIBAeT OT Jrozei...» . Ho
HE KOHTPACT KPAacCOTbl M KECTOKOCTH «3aMaHUID)
3neck H. ITonoBa. B ycTHOM KOMMEHTapuu OH JAai
Jpyroid BapuaHT ujeu npousBeneHus: «Korma s
M3y4all 3TH UCTOPUH, TO HATKHYJICS OyKBaJbHO Ha
cnenyromue ciosa: “Ilecan Ynpapsl — 3ByKH, KO-
TOpBIE YACTO chbImarcs B ropax. OHH 3BydaT THXO
Y neYajabHo”. DTOT 00pa3 3BYKOB B ropax M CTal
OTIPaBHOW TOYKOHM I CO3JaHUSI MOEU KOMIIO3U-
uun» [3]. U nobasun: «Kak ykazano B Mugax, oHa
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OJleTa B Pa3HOIBETHOE IJIAThE, ITH IIBETa KaK pa3
Y OTPa)XKEeHBI B HAILIEH BU3yaln3alum» [TaM xe].

UroObl TOBOPHUTH O XYAOKECTBEHHOM peIIe-
HUW, HEOOXOAMMO NPHHATH K CBEJCHHUIO BapHa-
TUBHOCTH NTaHHOTO Mpou3BeneHus, yro y Ilomo-
Ba CTAJIO IIOCTOSIHHOW INPAaKTUKOW B COYMHEHUAX
C BUJIEO M 3neKTpoHUKOU. «IlecHs Ynpapel» nme-
€T BapHaHTbHI: C UTANBSHCKUM BHUICOXYIONKHIKOM
O. KBUHHOM, € MOCKOBCKHUM BHIEOXYIOXKHHKOM
A. CxropHsKOBO#i, 0e3 Buacopsiaa (kak y AncamOst
coBpeMeHHOM My3biku «Campay», Y da), ¢ apyrum
COCTaBOM MY3BIKaHTOB, IJI€ BMECTO KJapHETa —
cakcoon (xkax B TAM-Ancamb6mne). Hanbonpmum
npuOIMKEHUEM K MUQY, Ha Halll B3IVISM, CTaHO-
BHUTCS BapuaHT CKOpHSAKOBOHW. OCHOBHBIM I[BETOM
BBICTYIIA€T CHHUH, OT CHHETO I[BETa IIaThs YIIb-
npbl. OH CMEHSIETCS TPOMEXKYTOYHBIM TEMHO-3€1E-
HBIM U KOHTPAaCTHBIM CBETAIIUMCS KENTHIM. [lanee
CHOBa BO3Bpallla€TCsi CUHUHA CO CBOMM JKEJITHIM
KOHTpacToM. Takoe BO3BpalIeHHE OTBEYACT MY-
3BIKAIBHOW CTPYKTYpE MPOMU3BENCHMS, UMEIOLIECH
yéTKkHe TpEX4YacTHble odepTaHus. Mys3plka Hayu-
HAeTCs C TOHYAUIIETOo Ieh3axka rop, ¢ Tuxux ¢ua-
JKOJIETOB CKPUIIKH W BHOJOHYEHH (mpumep Ne 1).
OpHAaKo 3TO COBCeM He TOT 00pa3 HEXXHOTO yTPEeH-
HETO paccBeTa, KaKoW Mbl 3HaeM 10 nbece ['pura
«YTpo» u3 my3sIku K «Ilepy I'toaTy». 3necs cpasy
Ke TTOCJIe Hauaja pa3faroTcsl TPEBOKHBIE TOCTYKH-
BaHUS, a 3aTeM W MpPaYHEWITNe B3bIBAHUS BHOJIOH-
yenu B HU3KOM peructpe (mpumep Ne 2). [leizax
OKpalIuBaeTcsl OIIyIeHHEeM HenoOpod cTpaHHO-
ctu npoucxoasuiero. «IlecHn» xxe Yapapsl 3Bydar
B BUJIC Pa3BUTON NONH(OHUH TOJOCOB aHCAMOIS
(mpumep Ne 3). Ho ronoca 3tu B cepeanHe Mbechl
MIEPEXOAST B IBCTBEHHBIE CTOHBI Y CTPYHHBIX HH-
cTpyMeHToB (rpumep Ne 4). 3akaHUIMBaeTCS MPOU3-
BEJICHUE PACTBOPCHUEM MH(]OJIIOTHYECKOW KapTu-
HBI B JIOJITUX CTUXAIOIIUX 3BYKaX.

[Tpumep Ne 1 H. Ionos. «Ilecust Ynbapbi»
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Urto xe sBNAeTCS BeAyUIUM B JaHHOM Ibece —
3pUTENBHBIA WU 3ByKOBOM psn? HecomHeHHO, BCs
SMOLIMOHAIFHO-TICUXOJIOTHYECKass Ja YaCTUYHO
Y KapTUHHAas CTOPOHA (TOPHBIH Mei3aX) BRIPayKEHBI
B My3bIKE 00TaTHIM pa3HO00Opa3ueM MPUEMOB UTPHI.
Buneopsia, npunxymanusiii CKOpHSKOBOH, JTUIIb €€
JIOTIOJTHSET, XOTS U 00oramniaeT napajuieIbHbIM dJie-
MEHTOM CIOJKeTa — 00pa30M oracHou KpacoTsl. On-
HaKO XOPOILIO M3BECTHBIM BUIICOXYNOKHUK KBUHH
HE TIOCYHUTAN HEOOXOMUMBIM UATH IO 3TOMY MYTH.
On npuBHEC THUIIE 000COOIEHHBIE KOHTYPHI CTPYH-
HBIX WMHCTPYMEHTOB B BHJE JETajed MeTajunde-
cku-ronyboro 1mBera. [lpuMewarenbHO © TO, 4YTO
MIPOM3BEJCHUE OKa3bIBAETCSI COCTOSBIINMCS BOOO-
e 0e3 BHUIEOpsIa, KaK 3TO MPOAEMOHCTPHPOBAT
YHOMSIHYTBIH y(hUMCKHiA AHCaMOlIb COBPEMEHHOMN
My3bIkH «Campay».

Bo3sBpaiadchr K 1I€JIOCTHOW CHUCTEME MbIILIe-
Hus Ilomoma, emé€ pa3 OTMETUM, UTO JIPEBHOCTb,
apxanka, (hOJBKIOp, JIETEHIIBI COCTABISIOT B HEH
BaXHBIN CIIOCOO MPOEHUPOBAHUS HA CaMO€ KPyTI-
HOE M HEOOBSTHOE, YeM sBisieTcs Beenennas, Koc-
Moc. Kommo3ntop BCIOMHHAeT IPEBHHUX TPEKOB,
COCQMHSIBIIMX B CBOEM CO3HAHWU MY3BIKYy (WH-
TepBajbl), MATEMAaTUKy (YHCIIA) C COOTHOIICHHEM
IUTAHET, YCTPOMCTBOM MHUPO3IaHHS (aCTPOIOTH).
«51 yBepeH, 4TO KOCMOC U My3bIKa CBA3aHbBI HETIO-
cpelcTBeHHO», — cuutaer Ilomos. [dymas o mpa-
KyJBTYpax, OH MO3BOJISIET cebe Takyro MeTadopy:
«Kocmoc — emié GonbIiiast mpaxkylnsTypa, 4eM Jiodast
KynsTypa Ha 3emiiey». M B To jxe BpeMs AJIs 4eJIoBe-
ka XXI cronetus Kocmoc, ecTecTBEeHHO, HAITOJTHSI-
€TCsl 3HAaHUSIMH, HE BEJJOMBIMH HHKAKHUM JPEBHUM
310XaM.
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[Iponssenenus [lomosa, Hanbonee TECHO CBS-
3aHHBIE C KOCMHU3MOM, — 9TO «Artra», «Nibiru
20/13» (06a 2013 roga) u «<NGC 300» (2014). Tpe-
Th€ Ha3BaHHUE OTHOCHUTCH, COIIacCHO Bukwumeaww,
K OnvpKaiIieMy CKOTUIEHHUIO TaJaKTHK, BTOPOE TpH-
MHUCHIBAIOT TUIAHETE W3 IIyMEpO-aKKaJCKOH MH)O-
JIOTHH, TIEPBOE MPUAYMAHO CHEIHAIBHO.

«Artray («ApTpa»), MyIbTHMEIUIHAS KOMIIO-
3UNMA U yAAPHBIX, JJIEKTPOHUKHA U BHAEO, IOS-
BHJIach Onaromapst mpemiokennio M. Ilekapckoro
CO3J1aTh MbECY JJIsi €ro aHcamoONs yJapHbIX B CBS-
3u co 100-metreM mpoBana (MMEHHO Tak OBLT 03-
ByueH 3aka3 llexapckoro) «BecHBI CBSIIEHHOI»
CrpaBunckoro B 1913 roay. Ilocesimena ona u3-
BecTHOMY niepkyccuonucty Jl. Ilénkuny. B Ha3Ba-
HUH CIIJIENIMCH HECKOJIBKO MaJMHIPOMOB CO CIIOBOM
art — UCKyCCTBO: art-fra M arts KaKk paKoxold 4acTu
¢damunu CrpaBuHckui — yksnivartS. Ilo MEHeHHIO
TlonoBa, n00OK 3aKa3 MOXKHO HACBHLITUTH CBOUMH
cOOCTBEHHBIMH HyiesiMH. VM OH pemmn oOpaTuThCest
He K nmaptutypam CmpaBUHCKOTO, a B3STh Ty IIUTa-
Ty €ro My3bIKH, KOTOpas 3allicaHa. .. Ha JUCKe KOC-
MHYECKOTO anmapara «Bosmkep» (0MHOTO U3 ABYX),
ormpasieHHoro B 1977 romy aMepuKaHIIaMH 3a
npenens CoaHeYHON cucTeMbl. M3 m0305109€HHOTO
JIMCKa JJIsl NHOIUIAHETSIH POCCUNUCKUI KOMIIO3UTOP
otoOpat jBa ()parMeHTa: NPUBETCTBUE HA 55 S3bI-
Kax Mupa (TaMm ecTb U PyCCKHii) 1 OTphIBOK «llms-
COK ILieronnx» u3 «BecHsbl cBsanieHHOW». IIpu mo-
MOIIH TEKTPOHUKH (Ppasbl Ha 55 sI3bIKAX OH CHKa
B OIUH KOMIUIEKCHBIH 3BYK, 4 OCHOBOM IapTHH
yIApHbIX clienan putMudeckuid nosrop. [locrenen-
HO (urypa puTMHYECKOro MOBTOpa CTasa pa3Bép-
THIBAThCSl B y3HaBaeMmylo murtary n3 CTpaBHHCKO-
ro: TO, YTO Ka3aJoCh «HEYUTAEMBIM», PACKPBLIOCH
KaK 3HAaKOMOE. Y3HaBaeéMble 3BYKOBBIE AJIEMEHTHI
«[Insicky mIeToaNX» MPOCIIEKUBAIOTCS B OCHOBHOM
B IAPTUHU JNIEKTPOHUKH. [locMOTpUM Ha TEXHUKY
MIPOpacTaHus MUTATHl TAK)KE M B MAPTUU YIAPHBIX.
Hampumep, B T. 275-276, 280 mpocTymnaior €€ put-
MHUYECKHEe MOTHBBI KaK TpymIbl M0 4 HOTHL. XOTS
BBIUMCJICHBI OHHU CIIOKHEe: IMyTEM 0CO00H 3JieK-
TPOHHOM MOAM(HKALINK Tooca YeloBeKa (pumep
Ne 5). BT. 311 ocTaércs nump onuH MOBTOPSEMBIN
akxopa n3 CTpaBHHCKOTO (37€Ch Ha 5 IIecTHaALa-
THIX), @ PABHOMEPHBIA PUTM JHUTAaBPHl CHHXPOHHO
nyonupyet otoT put™ (pumep Ne 6). [Tocie aToro
SBHAsg LUTaTa B AIEKTPOHHOM BOCIPOU3BEIACHUU
BcTymaeT B T. 321. SIpkas tema m3 CTpaBUHCKOTO
B BUJIE TIEPUOINYHOTO PUTMA C PE3KO alephuOINy-
HBIMH aKIEHTaMH COCTAaBJISIET B Pe3y/bTare TeMa-
TUYECKUI OCTOB Tpou3BereHnd. OTTEHseTcsS OHa

TOJILKO ITyaHTUIIMCTHYCCKUM «IIEHHEM» BHOpadoHa
(mpumep Ne 7), MOMBOASIIETO K PACTBOPSIIOIIEMYCS
3aBEPIICHHUIO TIHECHI.

[Ipumep Ne 5 «ApTpar
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MynbTuMenuitHas mpeca «ApTpa» HMeEeT 1Ba
BapHaHTa BUAEOpPsIa: IEePBOHAYAIBFHO C cepOOM
T. IloxapeBsiM, MHOTO TO3kKe — ¢ 3J. KBHHHOM.
[Ipu co3maHum TpPOM3BENECHHUS BU3yalbHas CTO-
pOHa 3aKkjajabIBaiachk B HETO cpasy xe. lloaTomy
MMeeT CMBICT OXapakTepu3oBarh perrenne lloxa-
peBa. OHO cocTaBisieT NapajuIeIbHbIN Pl UMEHHO
K npenomiernio [lomoBeiM My3biku CTpaBHHCKOTO.
CHauana, KoTIa nuTara eme CKpbITa, TO ¥ pUCYHOK
BechbMa a0CTpPaKTEH: NIOTOK MEJIKUX OellbIX HEepOB-
HBIX KPY>KKOB Ha u€pHOM (poHe. A xorma «Ilmscku
LIETOJINX» 3By4aT Yy>K€ COBEPILIEHHO SBHO, TO CBOU
«IUISACY HAYMHAET U KPYT B LIEHTpe dKpana (doto 1).
JuaaMuyeckn oTMeudeHBl Jaxke akieHtsl y Ctpa-
BHHCKOTO: KpYT JENaeT Ha HUX HEKHE CBETOBBIC
«BBIOpOCHI». HeoxumaHHO MeIbKaeT KOHKPETHKa

®oTo 1. «ApTpar
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PUCYHKA: HApOYUTO MPUMHUTHBHBIC W300pa)KeHUs
JIONeH W )KUBOTHBIX, KaK B JJOUCTOPUYECKUX IIa-
MATHUKAX KyJAbTyphI ((oTo 2).

®oTo 2. «<ApTpar

[TosiBisIIOTCS M APEBHUE OPHAMEHTHI — TeOMe-
TPUYECKU-CIIUpANIbHBIE, [[BeTOYHBIe. M 31O ecre-
CTBEHHO OTBedaeT 3cTeThke CTPaBHHCKOTO B €T0
3HaMeHUTOM Oainere. bmke k koniy Iloxapes
CUYMTACT HYXHBIM 3aMKHYTh ()OpPMY BO BpPEMEHHU
Y MIPOCTPAHCTBE: yCTPAaWBaeT penpu3y HadaiabHO-
ro abCcTpaKkTHOTO MOTOKA C 100aBI€HHEM OBICTPO-
ro MeIbKaHAA B HEM MOMEHTOB U3 cepeauHbl. OT-
CTyTas 31€Ch OT NapPTUTYPbI, OH MOMOIHSIET IeJI0e
COOCTBEHHO MY3BIKAILHOW JIOTHKOH. «ApTpay,
3aJyMaHHas KaK OpPraHWYHOE ayJHOBU3yaJbHOE
€AMHCTBO, U OKAa3bIBAETCSA BBICOKOXYIOKECTBEH-
HBIM BOIUIOIIEHUEM 3TOH HIEH, pacKphiBas TeM
CaMbIM 3aKJIIOYEHHBIN B Ha3BaHUU CMBICI: art —
HCKYCCTBO.

B «Nibiru 20/13» («Hubupy 20/13») nmns
IBYX CKPHIIOK, allbTa, BHOJOHYENH, KOHTpabaca
u anekTpoHuku [lomoB mo crokeTy oOpamaercs
K KocMoJiorudeckoi mudosorud. Hubupy — mo-
HSTUE ITyMEPO-aKKaJCKOH MH(OIOTHH, B Pa3HbIX
TOJIKOBaHUSAX — 3arajJiovyHas IJIaHeTa, KoTopas, 1o
MPEJCTABICHUSM JPEBHUX, JIOJDKHA ObLIa Bpe3aTh-
cs B 3emutro U oryouts e€ B nexabpe 2012 rona.
[IpousBenenne OBUIO CO3MAHO IO MPEATIOKEHHUIO
T. TpuHIeHKO IS PYKOBOIMMOTO €HO aHCamOIs
«Opus posthy. CoBMeCTHBIH HPOEKT aHCcamOIs
I'punnenko u LleHTpa 3MEKTPOAKyCTUUECKOH MY-
3bIkM IMOCKOBCKOW KOHCEpPBATOPUU HAa3bIBaJCA
«ITocranokanuncuc B mMalle» 1 ocymecTBIsICS
B Mae 2013 roma, 9TO OTpak€HO B Ha3BAaHUH COYH-
HEHMS, a B UI'PE CJIOB €LIE COAEpKaJICd HAMEK HA
NpeJCKa3aHue KOHLA cBeTa IuieMeHeM Maiis. Ho
B Mae 2013 roza ObLIO BIIOJIHE SCHO, YTO BCEJICH-
CKOHM KaracTpo(bl HE MPOU3OILIO, OTCIONA U UACS
«mocranokanuncucay. Ilomumo IlomoBa, B KOH-
uepre ydactBoBaiu kommo3zutopsl U. Kedanmman,
A. Hamxapos, X. I'poceman (CLIA), JIx. Qxynu-

aHo (Uramus).

Uro xapakrepHo misa Ilomoa, mpousBeneHHe
nMeeT pasHble BapuaHThl. OUH KacaeTcs MHCTPY-
MEHTAJIBHOTO COCTaBa: BMECTO CTPYHHOTO KBHH-
TeTa y4acTBYeT CTPYHHBIM KBapTeT. [[pyroil oTHO-
cuTCcs K BHAeopsaay: nmoMuMo CKOpPHSKOBOH, CBOE
MpeacTaBieHue o My3bike mokazan Ksuaa. OO6a
BHUJEO0 OBIIM CHEJAaHBI MO3KE MY3BIKH W HE UMENN
MPSIMOTO OTHOIIEHHUS K CO3MaHMIO Thechl. OqHAKO
B 000WX HAOMIONAIOTCS WU KOCMU3MA.

B >xaHpe MynpTUMEIUIHON KOMIIO3ULIUN IIPO-
W3BEICHHE HE MOXET HE OBITh MHOTOCIIOWHBIM.
Onun cinoit «Hubupy» — My3bIKa JUisi CTPYHHOTO
KBUHTETa, 3amicaHHas B OOBIYHON MapTUTYpe.
Kommo3nmmst mmeeT NATHYACTHYIO KOHIIEHTPHU-
geckyio cTpyktypy A B C B1 Al co cBs3koii me-
pen Al u komoii. Tema A HaumHAETCSI BHICOKMMH
TpenemymumMu (paaxojJeTaMu CKPHUIOK, PHCYIO-
MU HeOecHoe mpocTpaHcTBO (mpumep Ne 8).
Tema B Tuma ocCTpaHEHHOIO CKEPLO COAEPIKHUT
Kak Obl OeCIOKOIHOE ABIKEHHE KM3HH (TIpUMep
Ne 9). Tema C ¢ MOHOPUTMHUEH TOJTOCOB OTIATEH-
HO HAallOMHWHAET HEKoe MOoAOo0Me XOpaja, CIOBHO
oTmeBaHus. Bo3maBisieT TeMy Jaxe Tpe3BydHe
¢ moll (!), IBHO OKpaIuBaromiee My3bIKy B Tpayp-
HO-TOpkecTBeHHBIH TOH (mpumep Ne 10). B xome
rojoca CTPYHHBIX CIIOBHO PacTBOPSIOTCS B 0e3-
KU3HEHHOM IIpocTpaHcTBe Beenennoit (ppp, npu-
€m Oe3 BubOpato y rpuda). Ho momiuHHas HOBU3HA
COYMHEHHUS HAYMHAETCS C KOMIIO3UIIMOHHON aK-
TUBHOCTH 3JIEKTPOHUKH. KOMIIO3UTOP pa3bscHSET:
«M3Ha4anbHO CO3MAETCS SJIEKTPOHHAS YacTh Map-
TUTYPHI, IIOTOM U3 HEE KaK OBl BHIHUMAIOTCS HEKO-
TOpBIE TOJIOCA, KOTOPBIE B TabHEHIIIEM ITepeopKe-
CTPOBBIBAIOTCS B MAPTHH JKUBBIX HMHCTPYMEHTOB.
Janee atu tuHUK O6OJBIIE HE 3ByYaT B JIEKTPOHH-
K€, a OCTAlOTCS TOJIBKO y aKyCTHYECKHUX HHCTPY-
MeHTOB. llo3ToMy Npu HCHOTHEHWH COYMHEHUS
co3maéTcs BIeYaTieHne, 9TO JIEKTPOHUKA Ha HUX
pearupyeT Wiu IpoAospKaeT ux nuHuu. [lpu cos-
JaHuu ke BCE naET Hao0OPOT: Ues — Marepuat —
ANEKTPOAKYCTUUECKAsT KOMITO3UIIHS — HOTBI»*.

[Mpumep Ne 8 «Hubupy 20/13»
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Hcxonst u3 naeu, KOMIIO3UTOP OJIYYaeT B CBOU
PYKH HECIIBIXaHHBIE 110 BHIPA3UTEIIbHOCTH TEMOPBI.
biarogapsi UM BCE 11€510€ TPOHU3BIBAETCS IKCTpa-
OpIMHAPHON TPEBOTOM M XKyThi0. Tak «cpabarbiBa-
€T» JIETCHJApHBIM CHOKET. YK€ HadaJlbHOE TpeIe-
TaHbE TPEMOJIO HE KAKETCS CIIOKOHHO-HEOECHBIM.
A cTpaHHOE «CKEepIIO» HAIOJIHSAETCS alOKaTUITH-
yeckoil TpeBoroil. U 34ech NOSABISAETCS caMoe HEBe-
PpOSITHOE: pa3facTcsl HEKUI CTpalIHbIN, Myraronui
ToJIOC — HE YENIOBEYECKUH, HE 3BEPUHBINI, HE Mexa-
HUYECKUN, a UAYIIUA HeBeIoMO oTKyaa. KoHeuHo,
B HEM Kak OyJTO 3ByYMT caM amoKajuIicuc. B 3By-
KOBOM oTHowmeHuu IlonoB ero mocrtpoun, coeau-
HUB BHOJIOHYENH C MPEOOPa30BaHHBIM SIEKTPOHHU-
KO 4YeJI0OBEYECKUM IolocoM. B maprurype oH He
3anucad. KoHuenuus cCOYMHEHHs OCYLIECTBISIETCS
TOJIBKO C IIPUBHECEHUEM JJIEKTPOHHOW COCTaBIIA-
IOLLEH U ITOKa3bIBAET OHA HOBATOPCKUH, BIEKYIIIHMM
B fasiekue chepbl SIKCIPECCHU IIyTh HOBEHIIICH My-
3BIKH.

OOparnM BHEMaHHE W Ha BUACOPS, COUMHEH-
Helii CkopHsKOBOH. B HEM B Kpackax u pHUCYHKE
MIPOCIIEKUBACTCS CIOKET OT YUCTOTHI HEeOa K JIBU-
JKEHHIO CMEPTOHOCHOW IiaHeThl. Yuctora Heda
nepesjaHa CBETIO-TOIYOBIM [IBETOM C TIOTOKOM He-
CYILLIUXCSI CHHUX TOYEK. BCKOpe BO3HUKAET pUCYHOK
o0OpaméHHbIX pyT K ApYyTy OBajoOB W HEOONBIION
KpacHbIi map. CTpamHelii ronoc u300paxk€H cro-

CcO0OM «B3pBIBA» W3 €AMHON TOUYKH BO BCE CTOPOHBI
pa3HbIX, HO HE CBETJIBIX TOHOB. B Koje KpacHbII
ap CTAHOBUTCS YIPOXKAOILIE KPYIIHBIM, & B CAMOM
KOHIIE 2KpaH MOTpyXaeTcs B TEMHOTY. Takum 00-
pasoM, ayauo- U BUJIEOPSIIbI BBIACPKAHBI B Pa3HbIX
CTPYKTypax: BUJICO — B CKBO3HOU (opme, aynmo —
B KOHLeHTpHueckoi. Ho Hemapaienusm cocras-
JIIOIIMX B IIbECAX, CO3JAHHBIX ABTOPAMM Pa3HBIX
CIIELMAIbHOCTEH, 3aKOHOMEPEH.

HoBatopckuil moBOpPOT MOKOJEHUE POCCHIA-
ckux 30-JEeTHMX KOMIIO3UTOPOB  COBEPIIHIIO
U B TakOod COBCEM HETEXHOJOTHYECKOW oO0yacTu,
KaK MYy3BIKaJdbHBIE dMONUHU. CTPyKTypHBIA TPO-
rpecc IOCJIEBOCHHOIO aBaHrapAa B CBOEH Kyilb-
MmuHaiuu y bynesa n Bo mHorom y IllTokxaysena
MOJABEN K OTKa3y OT TEX MUMETHUYECKHUX IMOIUIA, KO-
TOpbIe BbIpabaTeiBaauchk B EBpomne, HaumHas ¢ 3m0-
XU 0apOKKO, M HACBITHJI MY3BIKY HCKIIOUYUTEIHHO
OMOIMSIMHU JHEPreTHYCCKUMU®. A 1ejas Iuiesijia
KoMIIO3uTOpOoB XXI Beka Hamuia HEOOXOTUMBIM
BEPHYTHCSI MMEHHO K MUMETHYECKHM SMOIIHSIM,
HO MpHaja UM BpeMEHAMH HECIBIXaHHBIH OOJIHK.
ITokazareneM akTyaJbHOCTH CJEJIAaHHOTO IIOBO-
poTa MOMET IOCIYXXWUTb, HAaIlpUMEP, COUYNHEHUE
C. Makosckoro «Kpuk» (2014)°. B naptutype ka-
JKJIOM HOTHOM CTPaHUIIE COOTBETCTBYET CTpaHULIA
C Ha3BaHHWEM ONHOU n3 12 3MonHii, B KOTOPOH 10JI-
JKE€H MCIOJIHATBCS HOTHBIM TEKCT: T'HEB, alarwus,
slidopus u T. 1.

[ToroB HUTIE HE COCTABISUT KAKHX-THOO CIIH-
CKOB AMOLIMM, HO CaMOMYy SIBICHHIO 3MOLMHU OH
npuaaéT HCKIUUTENbHOE 3HaueHue. Ha Bormpoc,
HaMEpPEHHO JIM OH, KaK IPEJCTaBUTEIb CBOETO II0-
KOJIEHUS, ClI€Iall IOBOPOT, BO3BPALLAOIIMMI My3bIKE
eé npupony, kommnosurop oreserui: «He cnenuans-
HO, HO €CTECTBEHHO». XO0JI €T0 PACCYKICHNUN TAKOB:
My3bIKa MIPOU3BENICHA YEJIOBEKOM, TI03TOMY JTr000¢
MIPOSIBJICHHE YETI0BEYECKOIO B TBOPUECTBE — CHAaYa-
Jla 3MOLHMsA, TTIOTOM MY3bIKa, HO HEe HaobopoT. Ha-
DJISLTHBIN TIPUMeEp JUTS HeTo — QOJIBKIIOPHBIC TI1a4H,
KOIZIa HapoOJHBIE MacTepa BCEJSIOT B CBOE IIEHUE
YyBCTBO IOpsl.

Onnako camu THIIBI dMouui st [lomoBa Bo-
BCE HE AneMeHTapHbl. [0 MHEHHIO KOMIO3UTOpA,
€CIIM BBIPA3UTh B MY3bIKE CTAaHIAPTHYIO PagoCTh,
nonmyuutcsi Kabanesckuii. Uy XMy eMy OKa3bIBa-
10TCs U OaHaNbHBIE TPYCTh, TOCKA, Becenbe. [maB-
HYIO POJIb SMOLIMK OH BHJAUT B TOM, 9TOOBI CO3aTh
MY3BIKQJIBHBIM IMOCBUI JUISI BCTPEYHOM peaxiuu
yenoBeka. U ata peakius MOXXeT ObITh pa3nuyHON
B 3aBUCHMOCTH OT BOCHPHSITHS WHIWBHIA. Takum
o0pa3oM, AnanazoH 3MOIMH B My3bIKE HACTOSIIETO
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BPEMEHH 3aMETHO IIUpPEe, YeM COXpPaHWIa MY3bI-
KaJibHas TPaJANLIHSL.

Ecnu oGpaTtuThCsl K MOKAa3aHHBIM BHIIIE€ COYH-
HeHusM [lomoBa, TO MO)KHO OTMETHUTH CIIEIYIOIINE
SMOLIMOHANBHBIE COCTOAHMA. B mpencrtaBneHnn
«ApKanM» HCTIONHSIEMass B HAPOJHOM CTHJIE KO-
neI0eNbHAS TTOJTHA [TTyOOKOTO CIIOKOMCTBHSA, OKpa-
HIEHHOTO MSTKUM, HO MO-(DONBKIOPHOMY «HEW-
TpaJbHBIM» TeMOpOM TEBHIBI, Wrpa Ha OyOHe
JIOCTHTaeT OONBIIOrO BO30OYXAEHHS, a B Apama-
TUYECKOW KyJbMUHAIMHN B 3ByYaHUHU MOSBISIOTCS
CTEHaHUs W HarTypainucthueckuil miad. B «lleche
Vibapel» HaYambHbIE THXO TAHYIIUECS (OHBI ObI-
CTPO JAOMOJHAIOTCA, KaK OTMEYajoch, HacTOpa-
KUBAIOUIIMH PUTMHYECKUMHU TOCTYKHWBAaHUSIMU
Y MPaYHBIMH B3BIBAaHUSIMH B HU3KOM DETHUCTpE,
a B cepeauHe MOSBIIOTCS (pas3bl ¢ OYEBUAHBIMHU
B3/I0XaMU U CTOHaMHu. B «ApTpe» THXoe, cBeTiIOoe
Hayajo CMEHSETCS HANpsKEHHO MYyITbCHPYIOIINUM
putMoM 1uTarhl n3 CTPaBUHCKOTO, a 3aT€M ITOTOJ-
HAETCA Pa3MATYAIONIUMU MEBYYHMH 3BYKOTOUYKaMHU
BuOpadona. B «Hubupy» xe Bce smommm Haje-
JIEHBl OCTPaHEHHOCTBIO B CBSI3M C YPE3BbIYANHBIM
MHU(DOIOTHYECKU-aIOKAIUIITHIECKAM  CIO’KETOM.
Haxxe HavyanbHBIA «HEOCCHBIN» 00pa3 OBICTPO
MIPOHMKAETCA BCTPEBOXEHHOCThIO. MpoHndeckn
OECIIOKOMHO «CKEpIOo», TpaypHO-TOPKECTBEHEH
«xopam». Kpome toro, kak ObuIo 0c000 moguép-
KHYTO, HaWJIeH YHUKAJIbHBIN MO yCTpallaroleMy
3¢ (dekTy HEKUH HEBEIOMBIH TI0JIOC, B KOTOPOM
aKyCTHYECKHE 3JIEMEHTHI — BHOJIOHYENb U YeJIOBe-
YECKUW TOJI0C — MPENapupOBaHBI 3JIEKTPOHUKOM.
Bce naHHBIE puMeEphl 3MOLMA — MUMETHYECKHUE,
HO IPUTOM HETPAAMIHOHHBIE, YTO TOBOPUT O HO-
BOM 3aBOEBAHHH MOJIOJBIX KOMIIO3UTOPOB IO CPaB-
HEHUIO C HaCKACHHEM JHEPIeTUYECKHUX AMOLHUN
y CTPYKTypalucToB, HoBaTopoB XX Beka. MX neil-
CTBEHHOCTH 110 OTHOIIIEHHUIO K CIYIIATEII0 U OTIpe-
nensiercs [1omoBbIM Kak «TO IIaBHOE, YTO OH XOTel
OBI CKa3aTh.

[TomoB COYMHMI K HACTOSIIEMY BpeMEHH 00-
Jiee 4YeThIpEX IEeCATKOB MPOM3BEIACHHUN (BKIIIOUas
paHHHE), B CIIHCKE €T0 OIMYCOB BHUIHBI OMpPEAeEH-
HBIE TPEATIOYTEHHS U N30EeTaHMsI UCTIOTHUTEIhCKIX
cpeacTtB. Ero noka He MHTEpECYeT camblii mMacco-
BO-TIOMYJIAPHBIA TeMOp — BOKaji. B menwm emuH-
CTBEHHOE HCKJIIOU€HHE COCTaBIsIeT CTHUIM30BaH-
HBI HApPOIHBIN TOJIOC B MMPEICTABICHUN « ApPKarM»
(oTTyma BBIJENEHBI B OT/ENbHBIE HOMEpa MECHU
«l'ope» n «MoxHo mozHarn»). [lorpyx€n kommnosu-
TOP MCKITIOYHUTENHHO B MHCTPYMEHTAJIN3M CO B3aH-
MOJIEUCTBHUEM €TI0 C MEKTPOHUKOU U MYJIBTUMEIHA.

W3 mHCTpyMEHTOB BeChbMa IPUBBIYHBIM CTAHOBUTCS
0astH (aKKOPJICOH), C KOTOPBIM CBSI3aHO €ro HCIION-
HUTEJIBCKOE 00pa3oBaHue, a TOT, HaunHas ¢ 'y0aii-
JyJIUHOM, CTajl aBaHrapJHbIM MHCTpyMeHTOM. Ilo-
MuMo paHHer CoHarbl i OasiHa, «My3bIKH» s
0asiHa, CTPYHHBIX W yaapHbIX, [Tomos co3mxan HoBa-
TOpckyio «bromexaHuky» ISl aKKOpJEeOHa, dJIEK-
TPOHHUKH, BHJCO U CBETa, a Take «Martellato/2»
JUIS. aKKOPJICOHA, SIIEKTPOHUKH U Buzeo, «H/5» s
aKKOp/IEOHA U AIEKTPOHUKH, BBEN 3TOT TEMOp B CO-
yrHeHust «Cantando ma non troppo» amns QienTsl,
OastHa, cakcooHa, AEKTPOHUKH, «Drar MOJIOABIX
c Buneo, «ANF-93» mns ancamOinsi u 3I€KTPOHU-
KA. 3HaUMTEIbHOE BHHMAaHHUE YIENEHO YAapHBIM:
«kraMP» u «Artray Ui yIapHBIX W 3JIEKTPOHHUKH,
«Erwartungy ans ymapHbIX, aHCaMOIIsI, 2JIEKTPOHH-
KM U BHJI€0, «Duo-D» 115 ynapHbIX, 311€KTPOHUKHU
u Buzeo. Ilpu stom B «kraMP», 3akazannom Map-
koM [lekapckuM, UMsi UCIIOTHUTEIIS 3aIIM(POBAHO
B Ha3BaHWH, B pakoxoaHoM mopsake: Plekarsky]
Mark. CoBepmieHHO HEOOXOAMMBIMH, Onaromaps
CBOE TMOKOCTH, BBICTYNAIOT CTPYHHBIE: CKPHIIKA,
BHOJIOHYENb (YKa3bIBAIUCH (BIIaXKONETHI, glissando,
kaatwieHa B «Ilecae Yapape» u «Hubupy»), Tax-
K€ KBHUHTET, KaK BapHaHT — KBApTET CTPYHHBIX
(B «Hubupy»). IIseca «Espace a la S» mns ckpwr-
KW, DJIEKTPOHUKH W BHJIEO BBIACIACTCS TEM, YTO
B OCHOBY TIOJIO’KEHBI OTpBIBKH 13 Lllectn kampucos
C. lappuHO, B CBOIO 0Y€peh OTPAKAIOIINX KapH-
col Ilarannnu, u «uutupoBanue» IlomoBa 3akiro-
YJaeTcsd B BOCHPOHM3BEACHHUH CKPUIINYHBIX KECTOB
B (hakType. YOuBIAET CBOEH JIMPUYHOCTHIO BEIY-
11ast TeMa BHOJIOHYEIIN B COYMHEHHUH 0] HA3BaHUEM
(u3-3a ciydas B Onorpadpun) «KCI_23/11» ans Bu-
OJIOHYEINH, JIIEKTPOHUKHU U BUAEO. Penkoe oOparie-
HUE K QopTenuano copepxutcs B «SynchroSynthy
1t (hoprenmano, SIEKTPOHUKH U BUe0. B aHCcamo6-
T BBOAATCS W JyXOBBIE C HOBEHIIMMHU NPHEMaMU
ncnojgHeHud. Kiaccudeckuit OpKecTp HCHONB30-
BaH TOJIBKO B CPABHUTEIHHO PAaHHUX COUYMHEHHSX:
«Uyno-nepeBo» Ui uTena U CUMPOHIUYECKOTO Op-
KecTpa, cuMmoHnueckuit pparmeHT «Raggst» (nu-
wioMHast pabora B MOCKOBCKOH KOHCEpBaTOPHH,
Ha3BaHHUE — UTPA CJIOB).

B cBA3u co cTONIbP NPUHIUIMAIBHOU POJIBIO
JNIEKTPOHHUKH TIepe]l KOMIIO3UTOPOM BCTaja Ipo-
Onema orcueo2o u Hearcusoeo (xorma-to I'yGaitaynu-
Ha Ha3BaJla TaK CBOIO €IMHCTBEHHYIO JIEKTPOHHYIO
meecy — «Vivente — non viventey, 1970). A sta mpo-
Onema Qurocoduuna. My3bika Kak KHBOE cTajia
s [lomoBa KpuTepueM TakKe M B XyJI0)KECTBEH-
HOM OIleHKE MPOU3BEICHHI: €CIIM OH OIIYIIAET ATy
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(GKHBOCTB)» B MY3bIKE KaKOTO-JIHOO KOMIIO3UTOPA,
OH TOTOB €€ CiIylIaTh, U HA00OPOT. DIEKTPOHHBIE
CpEeICTBA JJIsl HETO MOAETMINCH Ha KUBBIE U MEPT-
BbIe: BCE, UTO 3ByYHT B PEabHOM 3€MHOM aKyCTH-
YECKOM MPOCTPAHCTBE — KUBOE, TOTOBBIE 3BYKH Ha
KOMIIbIOTEpE — MEpPTBOE. M K IPOCTPaHCTBEHHO
JKUBOMY y HETO OTHOCSITCSI 3By4YaHHE W KOMHATHI
WIH YAUIBI, ¥ CKPUIl ABEPH, U 3aIIyCKaeMBIH MO-
TOp, W CKpEXeT IpeccyeMoro Mmeramia (Tociea-
Hee UCnojib30BaHO B «kraMP»). Ilo ero omryime-

HUIO, IITyMBI OOTaye «INCTUILTHPOBAHHOTO» 3BYKA.
W 3pech OTKPBIBACTCSl CEKPET COAEPIKATEINBHOCTH
1 3KCIIPECCUM JIEKTPOHHOM «MaTrepun» KOMIIO3H-
TOpa: OHA IIPOU3BENIEHA OT «OKUBOI'0» MaTrepHaa.

Muponpeacrasienue IlonoBa yHUBEpCAIBHO:
ero BiekyT KocMoc u nereHasl, 3BydaHue 3eMiu
1 UCKYCCTBO JIFOACH, IPUTOM U HE3allaMsTHBIX Bpe-
MEH, U COBPEMEHHOCTH. [ [pOHU3aHHOCTB K€ ero Xy-
JIOKECTBEHHOTO BOOOPaKEHUS <GKU3HBIO» BCAKHUN
pa3 npuaaéT HOBU3HY MY3BIKE.

< MPUMEMAHUA (<

' B nmaHHO# cTaThe MCMOJB30BaHbI Oeceibl aBTOpa
¢ Huxonaem IlonoseiM 20 ampenst, 16 u 22 utons 2017
roza.

2 B Hay4yHOM MHpE JO CHX TOpP IHCKYTHPYyeTCs
BOIIPOC O CBA3M KYJIBTYphl ApkauMa C Pa3HBIMH HBIHE
CYIIECTBYIOIIMMHU KYJIBTYpaMH U si3bIkaMu. OOIIHOCTD
¢ Bamxupuell BbIpaxkaeTcs B NMpHHAIUICKHOCTH Oari-
KHPCKOTO $I3bIKa, KaK M CJIOBa «apKamuM», TIOPKCKOU
JUHTBUCTUYECKOH TIpymme, I1e «apkKaum» O3Ha4aeT
«CIIMHAY, «XpedeT». A B YETHIPEX KHIIOMETPAxX OT TOpo-
JuIa pacrnonoxkesa emé u ropa Apkaum. Kpome Toro,

< AUTEPATYPA

Ha FOro-BOCTOKe bamkoprocrana OblIM HaleHBI Mmoce-
JICHUS TUTIA TOPOAININA ApKanM.

> Apxue Ctyauu HOBOH My3bIKH Tpu MOCKOBCKO#
KOHCEPBAaTOPHU.

4 OtBeT Ha BOmpoOC aBTOpa crathi OT 10 OKTAOpPS
2017 roxa.

5 MuMeTHYEeCKHE 3MOLMH — MOIPAKAIOUINE YeN0-
BEUECKUM YyBCTBaM, JHepreTnieckue — oOlnazaromue
TONBKO HANPSDKCHUSAMH U pa3psiikaMH, MOABEMaMHU
u criajiaMu. Beejenue noHsaTuii cM. B KH.: [6, c. 77-78].

¢ Ero ananms ga" B kd.: [1, c. 199-203].
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KOHTPKYAbTYpa M BM3yaAbHasi aypa pPoK-My3blKU

Pok-My3bika, poauBmiascs B cepeanHe XX Beka, CONPOBOXKIANACh IyXOM OyHTapcTBa M CKaHIaJaMH.
J7st BOIUIOIICHHUS] MPOTECTHBIX HACTPOCHMI MOHAIO0O0WICS OCOOBIA rpauyecKuid sI3bIK, HApyLIABIIMKA IpaBUiia
tunorpadukd B odopMileHHH anp0OMOB, IUTAKaToB, (GJIACpOB W KypHANoB, (amH-poTorpaduii W KOHIEPTOB
My3bIKaHTOB. CIIOXKHIINCH 00IIHME 3aKOHOMEPHOCTH: BIIMCHIBAHNE MaT€pHaia B OCHOBHBIE XY/IOXKECTBEHHBIC TEUCHHUS
U crenupuyeckue OCOOCHHOCTH, MPOAUKTOBAHHBIC HICSIMH AW3AMHEPOB W My3blkaHTOB. CpelH HalpaBlICHUI
«KIJTACCHYECKOTO POKA» HAHMOONBIITNHA TpadraecKuil 3pPeKT momyqr1 CTHiIb icuxoaeiuk (psychedelic) ¢ pamyxHpIMEI
nBetaMd M apabeckamu. POK-Tpymmbl co3maBaid COOCTBEHHBI HMUK, BH3YaIU3HPOBAIM ILOY CBETOBBIMH
sdpdexramu. K cepenune 1970-x rpaduka ICHX0IETNIECKOr0 CTUIIS TOPOHIIA IUTACT aHAST PayHAa, IPOTHBOCTOSBIINI
MacCOBOW KynbType: maHK-Tpaduky (punk graphic), rpamk (grunge), anmerpaysaayto mnpeccy (underground press),
noanoneHEI koMuKC (underground comics). B konne XX Beka B pOK-My3bIKe CTal JOMHHHUPOBATh MEHHCTPUM
— Oe3nnyHas TeHACHLU 0e3 SPKO BBIPAXKEHHBIX CTHIIMCTHYECKUX 0COOCHHOCTeH. B rpaduueckoM au3aiiHe BO3HUKIN
reTeporeHHple W (parMeHTapHble TEHICHLMH, KOTOphIE BBIPA3HMINCH B O(QOPMIICHHH HOCTEPOB M MY3BIKAIBHBIX
ap00MOB. B menom rpaduueckuii si3pIK pOK-KYJIBTYPBI CBSI3aH HE CTONBKO C HAMpPABJICHUSMH POK-MY3bIKH, CKOJIBKO
¢ 00pa3HO-CMBICIIOBBIMH YCTaHOBKaMH OYHTapCKOro IyXa.

KiroyeBbie c0Ba: pOK-My3bIKa, KOHTPKYJIBTYPa, NCUXOACIHNKA, (hIH3UHBI, MaHK-rpaduKa, TPaHk, KOHIEPTHBIN
moctep, 00oXkKa aap00Ma, Tpecc-Kol.
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Rostov-on-Don, Russia
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Counterculture and the Visible Aura of Rock Music

Rock music, which emerged in the mid-20th century, has always been surrounded by a spirit of rebellion and
scandals. The manifestation of a protest language required a special graphical language transgressing the rules of
typography in the formatting of albums, posters, fliers and magazines, fashion photographs and concerts of musicians.
General recurring rules have emerged: inscribing the material into the main artistic trends and the specific peculiarities
dictated by the ideas of designers and musicians. Among the trends of “classical rock” the greatest graphical effect
was obtained by the psychedelic style with rainbow colors and arabesques. The different rock groups created their own
personal images and virtualized their shows with lighting effects. By the mid-1970s the graphics of the psychedelic
style generated a strata of the underground which withstood the mass culture: punk graphics, grunge, underground press
and underground comics. At the end of the 20th century the mainstream began prevailing in rock music, presenting
a faceless tendency without vividly expressed stylistic peculiarities. In graphic design there appeared heterogencous
and fragmentary tendencies, which were expressed in the formatting of posters and musical albums. In general, the
graphic language of rock culture is connected not as much with the directions in rock music as with the image-related
and semantic notions of the rebellious spirit.

Keywords: rock music, counterculture, psychedelics, funzins, punk graphics, concert poster, album cover, dress
code.
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OJTHA POK-MY3BIKH, POIUBIIECHCS W3 IyXa

MpoTeCcTa, COMpPOBOXKIAJIach €€ o0cyxuae-

HUSIMH B TIpecce, peKjIaMol M CKaHJaTaMU.
Jia BOTIIOMIEHHS SHEPTHH MPOTECTHBIX HACTpOe-
HUH, MapAMKUX Ha KOHIIEPTaxX POK-TPYIII, MOHAI0-
Owicst 0CoOBIN TpadUUeCcKHil sI3bIK, KOTOPBIA CTal
HapymeHneM TpaBui Turnorpaduku. Peub unér
0 BU3yaJIbHO-TPa(UIeCKOM OKPYKEHHUHU U COTIPOBO-
KICHUU POKa M KOHTPKYJBTYpPBL, O CBO€0Opa3sHOU
«aype» pok-my3biku. HoBbIi Tpadudaeckuii s3bIK,
c(hOpMUPOBABIIMICA B aHAPXUUECKHU-OYHTAPCKOM
nyxe, — ncuxonenuka (psychedelic), nank-rpadu-
Ka (punk graphic), Tpamx (grunge) — CTAaHOBHUTCS
B2)KHBIM aCIIEKTOM KOMMYHHKaIIMU HH()OpPMAaIIMOH-
HOW 310Xu. BusyansHo-rpaduyeckas npe3eHTanus
POK-MY3BIKH peann3yercs B CIIEHHYECKOM 0(opM-
JICHNH KOHLIEPTOB, TUIaKaTax M ¢aepax, B peCIeK-
TaOENBbHBIX MY3bIKAJIbHBIX KypHanax u (hIH3MHAX
(fanzine), domH-PoTorpadusx My3bIKaHTOB, B JTU-
3aifHe KOHBEPTOB JJIsi BUHWIA, (QHIbMaxX H BHIEO-
KJTUTIax.

B MaccuBe TEeKCTOB W rpaduyeckux 00pa3oB
MOKHO BBIAETUTH O0IIME 3aKOHOMEPHOCTH — BIIH-
ChIBaHHE MaTepHajia B OCHOBHBIE Xy/I0’KECTBEHHBIE
TEUCHHsI, a TAKKE CIeNUPUIECKUEe O0COOCHHOCTH,
MIPOAWKTOBAHHBIE HWAESIMH [HU3alHEPOB W MY3BI-
kaHToB [19]. OmHako Bompoc rpaduyeckoro s3bI-
Ka — 3TO mpoOdiieMa BU3YyaJIbHON BBIPA3UTEIHLHOCTH
KOHKPETHOTO KOHIIEpTa, TECHH MW HWHCTPYMEH-
TaJHHOTO TMpOM3BeAeHH. [Hadye roBops, 3TO BO-
MIPOC, YeM SIBJISIETCS «aypay»: MPOCTHIM HAJIOKEHH-
€M XyIOKeCTBEHHOTO CTWJISI Ha TIPOU3BEIACHNE HITH
0COOBIM SI3BIKOM KOMMYHHUKAITUH, COOTBETCTBYIO-
LM HaIPaBJICHUIO POK-MY3bIKH.

Pox-My3bIka BO3HHKAEeT B pyciie CYOKYyTBTYpBHI
outHukoB (beat generation). Bce, k10 MaHude-
CTHpPOBAJIM CBOIO HMHIWBUIYaJIbHOCTB, JBHTasiCh
MIPOTHB TEYEHHS PECTIEKTa0eTFHOTO 00IIECTBa, HC-
MIOJTB30BAJIN KAPTOH, HA3bIBAIN Ce0S XHUIICTEPaMH,
OUTHUKaMU, JPKa3HUKaMH, OOTTHUKaMH, OJEPKIUMBI-
MH, TaHIIEBAJIN POK-H-POJUI, HOCHJIA HEPSIIINBBIC
TOKUHCHI M KOBOOHMKH. «JlyX sipMapKi», pOKIEHHBINA
CYOKYNBTYpOH, ObIIT BOCIIPUHSAT POK-MY3bIKOii [12].

Cpenorounem KyabTypHOU JKU3HU B TIEPBOM MO~
noBuHe 1960-x romos cranossTcs Jlonmon, Hero-
Mopxk, Can-OpaHiycKo, B KOTOPBIX (OPMUpPyETCs
«but» Kak Oonee KECTKUN BapHaHT POK-H-POIIIA,
PUTM-3HA-0TI03a U coyna. BoO3HUKaeT IBHXKEHHE
XU ¢ HIS0oTHEH Benmnkoro oTkaza, OposKHu-
4yecTBa U cBOOOMHOMN M00BU. CKIIaIbIBACTCS KOHTP-
KyJIbTypa — KyJabTypa, IOCTPOEHHAs Ha OTPUIIAHHH,
COCTOSIIIAsl U3 PA3JIMYHBIX CYOKYIBTYp TpOTECTa.

OOmuk xunmu (packiemeEHHbIe JHKHHCHI, OYyCHI,
OpacneTbl, Tosica, JJIMHHBIC BOJIOCHI H capadaHbl)
CBHJICTETILCTBYET, YTO MPUHIIMITY MPOHU3BOAUTEIIh-
Horo Tpyna — [IpomMerero — MpOTHBONOCTABIISETCS
nyx Wrpbl v Hacnaxzaeuus — Opdeit 1 Hapuwmcc:
«Opduaeckuit Ipoc nmpeodpasyer ObITHE: OH YKPO-
IIaeT JKECTOKOCTh OCBOOOXKICHHEM. Ero si3pik —
necHsi, ero Tpyx — urpa. JKusup Hapuwmcca — ato0
KpacoTa M co3eplianrue. DTH 00pa3bl YKa3bIBAIOT HA
ACTETHUECKOE M3MEPEHUE KaK OCHOBY WX IPHUHIIU-
ma peampHOCTH» [3, ¢. 183]. bpomskaUdgecTBO 110
Wunnun m Adranucrany NPUBHOCUT B 3alaIHYIO
KYJBTYpY YBJICUECHHE HAPKOTHKAMH, CApH W SIPKHU-
MU Oarukamu. Crioco6aMu 0cBOOOXKIECHHS JTMYHO-
CTH OT TyT KOPBICTH, XaH)KECTBa M JDKU OOIIECTBa
OOBSBIAIOTCS CBOOOIHAS JIFOOOBb, HAPKOTHUYCCKUI
TpPaHC H POK-My3bika. Kak pasHOBHIHOCTH Oprua-
CTHYECKH-IKCTATHYECKOW TPAKTUKH POK-MY3bIKa
naéT BBIXOJ OYHTapCKUM HACTPOCHHSM U CTaHO-
BUTCS CTUMYJIOM «TICHXOJICITHUECKON PEBOIIOLIUIY.
CBoOoma, moHATasT KaK pacIIMpeHrue CO3HAHUS
NyTEM NpHUEMA rajuIFOLMHOTEHOB, CTUPAOLIUX T'pa-
HUIIBI MEXTy JIFOJIbMH, BOTUIONIAETCS B TICHXO/IEIH-
YECKOM CTHJIE C €T0 SPKHMH, PaJTyKHBIMHU IIBETAMH
u apabeckamu. [lepBbie BOJIHBI TICHXOJETUYECKOTO
pOKa CKIIQJIBIBAIOTCS MOJ] BIHMSHUEM (DOJIK-POKA,
STHUYECKOW MY3BIKH (part) ¥ MCIOJIh30BAHUS HH-
ctpymenTta cutapa (1965-1966). B Amepurke xutom
cranosurcsi «Eight Miles High» pok-rpymmer THE
BYRDS, B bputranuu pacnpocTpaHsioTcsi KOMIIO-
sunuu rpynn THE BEATLES, YARDBIRDS, THE
KINKS. Cpemn HampaBieHHH «KIaCCHYECKOTO
poka» (1966-1973), takux kak Out (beat), mor-
pok (pop rock), bonk-pox (folk rock), nporpeccus
(progressive), 6mo3-pok (blues rock), TOXKHBII POK
(southern rock), msarkuit pok (soft rock), TSHKENbIA
pox (hard rock), noxanyii, HanOoIbIIHH Tpadrdae-
ckuil 3 PEKT mosyyaeT NCUXOACINICCKUI CTHIIb.
BomoniennemM 1cUXoieIMYecKoro CTHIIS SB-
JISIFOTCSI KOHIIEPTHBIC IUTAKaThl K )ECTHBAIIAM JIH00-
BU, aBTOPaMH KOTOPBIX CTAHOBATCS JH3aiHEpHI
Maiikn Muarmum (Michael English), Buktop Mo-
ckoko (Victor Moscoco), Maptun Illapn (Martin
Sharp), PoGepr VYuciu (Robert Wesley), Puxk
I'puddun (Rick Griffin), Haiimken Yaiimyt (Nigel
Waymouth) [17, p. 1242—-1265]. CumBonmndecKkum
AIIEMEHTOM, BBIPKAIONIMM HACTPOCHHUE «JIETeH
I[BETOB», CTAHOBATCSI NMECTPHIC LBETHI HA IIJIaKaTe
Munrona [neiizepa (Milton Glaser), mocssmiéH-
HoM boby Humany (1967), u Ha KoHBepTe anbbo-
Ma ot OHtoHn Kemmn (Anthony Kelly) u Crennu
Mayca (Stanley Mouse) mis «American Beauty»
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(1971) rpymmet GRATEFUL DEAD. Pymopamu
TICUXOJICINYECKOW MY3bIKH BBICTYIIAIOT KYPHAIBI
«O0Z», «IT» u«Gandalf’s Garden» B Jlonmone,
«East Village Other» 8 Hio-Hopke, «San Francisco
Oracle» B Can-®pannucko [2].

OCHOBHBI€ YePTHI ICUXOJETNKH — 3TO H30BITOU-
HOCTh U OyiiHas paHTa3usl, SKIEKTHKA, TATOTCIOmast
K peOycaM, u3ompéHHble apabecKku U BHThIC OYK-
BbI, STHHYECKUE MOTHBBI, IECTPBIC KPACKU CHUSHHUSI
nIHEBHOTO cBeta day-glo [16, p. 334-335]. Onnako
Ba)kHa HE (hOpMalIbHAsI CTOPOHA CTHIIS, & €T0 CMBICI:
«Hamm mnakarel — BCEro JIMIIb NepBasi MaJeHbKast
CTYIICHbKA Ha TyTH K MACCOBOMY IPOCBETICHHUIO
(Haifmxen YaiimMyT); pedb HIET O TyXOBHOM OCBO-
OOXJCHUU OT PENPECCUBHBIX OKOB IHBUIIM3AIUH
[4, c. 69-75]. Ocoboe 3HaueHue mHPHUOOPETAIOT
KOHBEPTHI JUISI BUHHJIA, TICPBBIMU U3 KOTOPBIX CTa-
Hossitcst anbbom THE BEATLES «Sgt. Pepper’s
Lonely Hearts Club Band» (1967), odopmiteHHBI#
ITutepom breiikom (Peter Blake), u ¢oroxommax
st amsboma THE DOORS «Strange Daysy» (1967)
ot JIrxoana bpoacku (Joel Brodsky).

B psine ciryuaeB KOHIIEPTHI POK-MY3bIKH TATOTE-
IOT K TeaTpalibHOCTH, TPYIIIBI CTPEMSATCS CO3/1aTh
COOCTBEHHBI HMMWIXK W BU3yaJlH3HPOBATh IIOY.
Pazymeercs, ucmonb3yroTcst cBeToBble 3(dEKTHl,
KOTOPBIC TIO3BOJISIOT aKIEHTUPOBATH PUTMUYECKYTO
CTPYKTYPY MY3bIKH. 3HAMECHUTHIM Ky TIOPbE 3aKa3bl-
BAIOTCS CIIEHMYECKUE KOCTIOMBI, 3 KOTOPBIX CTO-
UT YHNOMsHYTh koMOuHe30H [Ipuma boyu (David
Bowie) or Momkn Smamoro (Yohji Yamamoto),
kopcetr Manonnsl ot JKana-IToxst Toree (Jean-Paul
Gaultier), menepuny Mapuimaa Mancona (Marilyn
Manson) ot I'apera I[Tsto (Gareth Pugh).

JBun boyu cTaHOBUTCS CBOCOOpa3HBIM T'eHe-
patopoM mMIDKEH U cTIiied. OH KaXkKIoe JeCATH-
Jetue MeHseT o0passl, clieHapun. Kak Ha koHIep-
Tax, TaK W HA TUIaKarax W amb00MaxX HCIONb3yeT
(aHTa3ulHBIE KOCTIOMBI H MaKHsDK: 00pa3 WHOILIA-
nHetssHuHa B «The Rise and Fall of Ziggy Stardust»
(1972), anprep-aro my3bikanta B «Aladdin Sane»
(1973), mpaszgHOro apmcrokpara B «Station to
Station» (1976) u npyrue.

OnHako Jeno He MPOCTO B «IIOCTAHOBKE» KO-
CTIOMHPOBAHHOTO 1110y, @ B OTPHLIAHUH TPAJIHIIUOH-
HOW pelurum, XamxecTsa 1 Mopainu. CyOKyIbTypbI
VBIICKAIOTCS HETPAJAUIUOHHBIMEA PEIUTUSMH, Ha-
YiHAs OT JA3CH-OyIau3Ma 10 OKKyJIbTu3Ma. B koH-
HEePTHl POK-MY3BIKH BIUIETAIOTCS MUCTHKa, (aHTa-
CTHKa, caraHu3M, co3narcs armocdepa Makadpa
u yxaca (BLACK SABBATH, KISS, THE WHO,
LED ZEPPELIN, GRATEFUL DEAD, ALICE

COOPER u ap.). Pok mpoBo3miiamaeTcst «CaTaHiH-
CKOM MY3BIKOI», HO HACTOSAILMI XOPPOP BOCIIPUHU-
MaeTcs ¢ JoJiel IoMopa.

K mavamy 1970-x mcuXoAenWYecKUil CTHIIb
B KyJIBTyp€ ¥ MY3bIKE HCCAKAET, OCTaBHB paayXK-
Hy1o Tpaduky. Ha 3T0ii mouBe ckiaapiBaeTCs IUIacT
aHJierpayHja, MNPOTUBOCTOALLIUA  MEHHCTpUMY
Y MaccoBOM KyJbType, — TapaXHbIi pok (garage
rock), a TakXKe TMOAMONBHBIA KOMUKC (underground
comics) W aHaerpayHmHas Tmipecca (underground
press). B 1yxe KOHTpKYAbTYpBI (popMHUpyeTCst TIOA-
IIOJIBHBI KOMHUKC € YEPHBIM HOMOPOM, IOIUIBIMHU
Y OCTPOYMHBIMH HUCTOPHSAMH, CagU3MOM H CEK-
CyaJIbHBIMM HEHNPUCTOMHOCTAMU. XyIOKHUK Po-
oept Kpam6 (Robert Crumb) HaurHaeT BBIIYCKaTh
«Zap Comix» (1968), pemaxmus «IT» m3maér xyp-
Han «Cyclops» u nevaraer ceputo «Nasty Tales»
(1972). Ocobyto momyasipHOCTh MPHOOPETAIOT KO-
MuKchl yxkacoB — «Skully (1970), «Bogeymany»
(1969), «Fandagor» (1970), «Incest Fear» (1970),
«Up from the Deep» (1971), «Death Rattle» (1972),
«Gory Stories» (1972), «Deviant Slice» (1972),
«Two Fisted Zombies» (1973). HmmoctpaTops
Ixon Xommcrpom (John Holmstrom), Jlerc Mak-
mun (Legs McNeil), PoGepr Kpam6, Apt Illmm-
reasMad (Art Spiegelman), ['mnbepr O'CamnuBan
(Gilbert O'Sullivan), T'mn6epr Llenton (Gilbert
Shelton), ['>pu [antep (Gary Panter), bumn [pud-
¢ur (Bill Griffith) hbopmupyroT ypommsoro nepco-
HaXka, CIIOCOOHOTO TpUMacaMH ¥ HECYPa3HBIM IIO-
BEJICHHEM HIOKHPOBaTh MyOnuKy. KoHBepTsI B myxe
CKaHJAJIbHOTO KOMHKCA JUIS CBOMX allbOOMOB 3a-
ka3eiBaroT: Pobepty Kpamby — JIxenuc J[xormmH
(Janis Joplin) («Cheap Thrills», 1967), Huony Ilap-
ky — ®ponk 3amma (Frank Zappa) («The Mothers
of Invention», 1970), Kepuny Petirany — SONIC
YOUTH («Goo», 1990). U3mMeHneHus: B KOHTPKYIb-
Type BBIPAXAIOTCSI B HApPACTAaHUH HEMPUCTOWHOTO
MIOBEIEHNs, a B rpahuike — B pOCTE 3HAUEHUS IPOTe-
CKa 1 4EPHOTO OMOpa.

Bo Bropoii nonoBuHe XX BeKa KOHTPKYJIbTYypa
pa3BHBaeTCs B CUTyallUd IOCTMOJAEpPHA, KOTOpas
XapakTepu3yeTcs MOoTepel LEeHTPUPYIOUINX HIE0-
JIOTUH 1 pa304apOBaHUEM B OOJIBIINX MUPOYCTPOH-
TeNbHBIX MpoekTax. OCO3HaHME TOTO0, YTO B KyJIBTY-
pe BCE «yXe CKa3aHO», MPUBOAUT K IIUTHUPOBAHHUIO
MIPOIIIOTO, KJIEKTHUKE, PAIUKATBHOMY ILTIOpaIN3-
My, UPOHUH W JIEKOHCTPYKTHBH3MY. [loToMy B Ha-
gase 1970-x TonoB B KOHTPKYJIBTYPHOM JIBUKECHUN
1 POK-MY3BIKE JOMHUHHPYET MEHHCTPUM — Oe31ud-
Has, BCeAaHas TEHACHLHUs 0e3 SIPKO BBIPAaKEHHBIX
CTHIMCTHYECKUX OCOOCHHOCTEH M 4ETKO OYepUCH-
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My3bika B CUCTeMe KYAbTYypbhl

HbIX rpaHull. VCckitoueHrueM, MOXKalyH, sBIseTCA
nporpeccuB-pok (progressive rock) — YES, PINK
FLOYD, GENESIS, KING CRIMSON, HO B me-
JIOM SIpKUI MHIUBUAYAIN3M MPEICTaBUTENEH mep-
BOU BOJHEI TepsieTcs [S]. MOXXHO OTMETUTH JIOMU-
HUPOBaHUE XapA-poOKa, B KOTOPOM BEAYIIYIO POJIb
urpatot rpynnsl DEEP PURPLE, LED ZEPPELIN,
GRAND FUNK RAILROAD, URIAH HEEP. Co-
OTBETCTBEHHO, B Irpa)M4eCcKOM [AM3aiiHEe BO3HUKAa-
IOT TeTEepOreHHbIe U (hparMeHTapHbIC TEHJICHIINY,
KOTOPBIE BBIPAXKAIOTCS B OQOPMIICHUH TIOCTEPOB
1 MY3BIKaJIbHBIX aJTbOOMOB.

Ju3aliH KOHBEPTOB JUIsl BUHWIA CTaHOBUTCSA
MoJIeM JKCIIEPUMEHTAIBHOW THIIOTpadUKH, 37eCh
HaOmIomaeTcsl Kak B3aMMOAEHUCTBUE C OOJBIIMMU
XyJIO0KECTBEHHBIMH CTHJISIMH, TaK W OPUTHHAIHHOE
pelieHne KOHKPETHBIX cOOpHUKOB My3bIkH [1; 10;
14]. CoxpansieTcs HEraTUBHOE OTHOIIEHHE K II0-
JUTHKE, COIUAIBHON >KM3HH M Mopaiu. B pycie
MelHCcTprMa JUIsi 0(OpPMIICHHST KOHBEPTOB Ha4H-
HAaeT MPUMEHATHCS asporpadusi, co3aaromas oe3y-
KOpH3HEHHOE TaMmypHoe m3obpaxenue [9, p. 36],
a TaKXe UCIOJIb3YyEeTCsl MEXKIyHApPOIHbIN HIBEHUIIap-
cKkMi ctuib — koHuepTHble wiakarsl THE VELVET
UNDERGROUND (1970), DAVID BOWIE AND
SPIDERS FROM MARS (1972), 1GGY POP
WITH RAMONES (1977), THE CLASH (1981),
DEAD KENNEDYS (1985), PIXIES (1986). Ho
HU TEXHUKa a’porpaduu, HU panydoHaIM3M IIBel-
LIAPCKOTO CTWJISL HE COOTBETCTBYIOT AUOHUCHUHUCKOMN
SHEPTUU POK-MY3bIKH. CBOCOOPa3HBIM MPOTHBOIIO-
CTaBJICHUEM OCHOBHOMY TpPEHIY CTaHOBUTCS H-
3aifH Ui «MHTEJUIEKTYaJbHOT0» pPOKa, B KOTOPOM
MPUCYTCTBYIOT AJIEMEHTHI adcypaa — 3TO paboThHI
Cropma Toprepcona (Storm Thorgerson), koto-
peiit st kaxporo anpboma PINK FLOYD cosna-
€T 0coObIii BU3yaNbHO-TpapUUecKuil KoHIeNT [7,
p- 251-261]. Brpouem, pemeHus B Iyxe Mom-apra
BBIOMBAIOTCA M3 MEHMHCTPUMA — TaKOBBI KOHBEPTHI
Ouau Yopxona (Andy Warhol) ais THE VELVET
UNDERGROUND AND NICO (1967) uTHE
ROLLING STONES «Sticky Fingers» (1971).

CrpemiieHre OCKOPOUTH OOBIBATENS, HAPYIIUTH
COLIMOKYNBTYPHBIE HOPMBI — 3TO CEKCyallbHBIE MPO-
BOKAIMH, KOTOPbIE HUKAaK HE COOTHOCATCS C MY3bI-
koii: obnoxkkn Huka ne Bumis (Nike de Ville) s
ansboma ROXY MUSIC «Country Life» (1974),
Hopmana Cudda (Norman Siff) — qns Kapnu Caid-
MoH (Carly Simon) «Playing Possum» (1975), Iu-
tepa Cemis (Peter Seville) — mis PULP «This is
Hardcore» (1998). PagukansHOe HapyIieHue Tady —
9T0 (hoTorpaduu HECOBEPIICHHOIETHUX HA KOHBEP-

2018, 1

tax SCORPIONS («Virgin Killer», 1976), BLIND
FAITH («Blind Faith», 1969), Manbskonsma Ma-
kinapeHa («Bow Wow Wow, See Jungle!», 1981).
OTpuiianue Xopomero BKyca, XOpOIIero anu3aiHa,
xopoiieid (GopMbl — HOBash BOJIHA B rpaduyueckoM
J3aifiHe, COIPOBOXKIAIONIEM pPOK-MY3bIKy. CTo-
HUT OTMCTUTHL PCAKLHUIO Ha I/ISGBITO‘-IHOCTB cTUJIel
Y HaIIPABJICHUM, TOIBITKY YCTPAHEHMS 3HAYUMOTO
W CO3/IaHUs «ITyCTOTO» 00pa3a, KOTOpBIH BOOOIIE
HE acCCOIMHUPYETCS C MY3BIKOH: «OeNblii amp00M»)
Puvapna l'amunbsrona (Richard Hamilton) it THE
BEATLES (1968), xopoBa Cropma Toprepcona
y PINK FLOYD («Atom Heart Mother», 1970),
pamuoBonHbl I[Tutepa Cesuins — JOY DIVISION
(«Unknown Pleasures», 1979).

O6mnoxKa s BUHMIIA, a 3areM u st CD sBisi-
eTCs JJI qu3aiiHepa mpo0JieMol MOMCKa OTBETa Ha
BOIIPOC, Y€MY JIOJDKHA COOTBETCTBOBATH Ipaduka
anpooma. My3bike? XymOXKECTBEHHOMY TpEHIY?
WNmu?.. Jlemo HE TOTBKO B TOM, YTO MY3BIKaJIbHBII
U BU3yaJbHBIA JMCKYpPChl HMEIOT PAa3HYK 4YyB-
CTBCHHYIO MOJAJIbHOCTb, HO M B TOM, 4YTO HOpOI>'I
MY3BIKaJIHBIA ab00M TpeAcTaBiseT coOO0W KOH-
iomepar ctuwiei. Tak, Hanmpumep, anpoom THE
CLASH «London Calling» (1979) couetaet B cebe
PUTM-3HA-0J1103, CKa, pokabwuii u np. B odopm-
JICHWW KOHBEpTa Ucroib3oBaHa (ororpadus [Tona
CuMoHOHa, pa30MBaIOIIETO THTApy Ha KOHIEPTE,
a oopMIIeHHEe 3aUMCTBOBAHO C IIEPBOTO allbOOMa
Onsuca Ilpecnu (1956). Ilomyunnack SKIEKTHKA
¢ 90 PEKTOM KUCTEPUM» POK-MY3bIKH, MOHTaX, KO-
TOPBI MIMEET Majo OOIIEro ¢ MPeaCcTaBICHHBIMHI
Ha IrpaMILUIaCTUHKE CTUIIAMHU. Kaxk IIpaBUJIO, B IIpEC-
3CHTAlUN POK-MY3BIKU BCcé CBOJHNTCA K JMHAMUKE
— OHEPruuv, BOIUIAM, pUTMaM, UCTCPUH, CKaHJaJIaM
U IIPOBOKALIMSIM. B 3TOM «KOHTPKYJIBTYpPHON» arT-
Mocdepe pazHOOOpa3HBIX HAPYIICHUN MPABUI TH-
HOl"pa(i)I/IKI/I 1 MOpaJIbHBIX HOPM, B aAllIOJIMTUYHOCTH
" aHapXU4YCCKOM XaOC€ HUKTO HEC HUIICT BU3YaJlb-
HBIH SKBUBAJIEHT POK-MY3bIKHM, HCU3MCHHA JIMIIb
peknaMHas (pyHKIHUS — CO3AaTh MPUBJICKATEIBHEIN
00pa3. Yepes skcriepuMeHTaIbHbIC 00I0KKH, (IH-
3WHBI, KOMUKCBI, IIPECCY aH/erpayH1a U OOBITphIBA-
HUC XyIO)KECTBEHHBIX CTHJIEH mom-apra, abcypra,
croppeann3mMa | IICUXOACIUKA (OPMUPYETCS HO-
BBIH SI3BIK KOMMYHUKAIUH.

[Topoii mecHM U POK-0aLIAIBI TIOCBAIICHBI JIFO-
IOAM CTpaHHBIM, Yy’KaKaM U OTIICIICHIIaM, TEM, KOT'O
OTTOpTracT 06IIIeCTBO, a TaK¥KE 3JIbIM, SIOMCTUYHBIM
Y HEHOpMAaJbHbIM. 1 HOBBII TOMYOK KOHTPKYJIBTY-
pe maér maHK-pok. MoJojaéxHoe MaHK-JBUKEHHE
00pa3oBaHO TpeXxae Bcero My3bikoil. B bpuranun

134



Music in the System of Culture

0

2018,1

MaHK-POK HOCHUT aroJMTHYHBIA Xapaktep, B CLIA
ocTaérca Ccyrybo CTHIMCTHYECKHM IPOTECTOM.
VY maHKOB BBI3BIBAIOT HEHABUCTH pPa30OraTeBIIUC
POK-TPYIIIBI, TOIUTHYECKAs] CHCTEMA, COLMANbHAs
HECIPaBENIMBOCTh U 0€3padoTHIIa, JI0XKb, TOaBa-
eMasl TENEeBHIACHHEM | IITHIIEBBIMU >KypHaJIaMH,
Oyp>Kyas3Hble IIEHHOCTH OOTaTcTBa W I'pa)KIaHCKO-
ro KoH(popMHU3Ma. DCTETHUKA HACHIIHS POK-MY3bIKH
MIPOBOLIMPYET arpecCUBHbIE HACTPOEHHUS MOJIOAE-
KU,

Kak uzBectHO, B bpuranun naHk-peBOIIOLUIO
naunHaroT SEX PISTOLS c mecheli «Anarchy in
the UK» u THE DAMNED c¢ «New Rose» (1976);
Hactpoeane mnonxBareiBator THE CLASH, THE
EXPLOITED, BUZZCOKS, THE JAM wu np.
B AMepuke BBIXOJUT OJHOUMEHHBIA  aJbOOM
RAMONES (1976), 3a KOTOpBIM CleAyeT BOJIHA
OpyTanpHOM 1 HeoOy3manHo My3biku MCS5, PATTI
SMITH GROUP, VELVET UNDERGROUND,
BAD RELIGION, RICHARD HELL, IGGY POP
& THE STOOGES #u np. [1aHK-pOK yIpomaeT My-
3BIKY JIO TPEX aKKOPJIOB, HO MPHUHOCHT JIpaiiB, Obl-
CTPBIA M KECTKUU CayHJ C IOAPBIBHBIMU U SI3BU-
TEeTBHBIMH TeKcTaMu [6; 18].

[IpoTuBOCTOSIHME WHIYCTPHUH  3BYKO3AIHCH
c e€ MacCOBBIM pacIpOCTPAHEHHEM T'pPaMILIACTH-
HOK, KOMMepIHaIn3aIfei My3bIKaJIbHON KyJIbTYPbI
U KyJbTYPHOH MOHONOJIMM pOXaaeT B bpuranun
u CIIA npakruky do it yourself (DIY, «cnenai
cam») — KaXIbId M3MaéT CBOM KypHal, KayKABIH
UTPAET U 3aMHChIBAET CBOIO MY3bIKY, K&XKIBIH MBITA-
eTcs cTaTh rpaduuecKuM Au3aiiHepoM. AHTUTIOTpe-
OuTeNnbCcKas MPaKTHKa JOMAIIHUX MOAEIoK (home
taping) —3TO TIepEeNUCHIBaHUE C INCKA HA ayJUOoKac-
CETHI U pacrpocTpaHeHne (PIH3UHOB IMyTEM Kcepo-
xormpoBaHus. «CaMu3aar», KOTOPIA HEIb3s TpHU-
oOpectn B OnmKaiilieM My3bIKaJbHOM MarasuHe,
SBJISIETCSI HOHKOH(QOPMHUCTCKOW peakiueit Ha 00Ib-
1ve JIeHOIBI, MACCOBYIO KYJBTYPY, OQHUIMATBHYIO
mpeccy U MOTPeOUTENbCKUE TPE3BI TTISTHIIEBBIX XKYyP-
HalloB. bypHas TBopuecKas )KU3Hb BbITUIECKUBAETCA
B XaOTHYECKUH TOTOK MY3bIKAJIbHBIX (DIH3MHOB,
CAENAHHBIX «OT PYKH», HO BEChbMa 3MOIMOHAIb-
HBIX, JIOMAIOMIMX JIOOble TpaBwia THIIOTpadu-
ku. IlepBeie «cammzmare»y — «Punk Magazine»
B Hero-Mopke u «Sniffin’Glue» B Jlonmoue (1976)
— o6cyxmarot rpymiiel RAMONES, PATTI SMITH
GROUP, SEX PISTOLS u ap. I'paduuecknii 361K
(hPH3MHOB pacCUUTaH HE CTOJIBKO Ha Tepenady HWH-
(dopmarum, CKOJIBKO Ha BOILUIb, CKaHIAJ, dKCIpec-
CHUBHOE BBIPQXECHHE OSMOIIMI, COOTBETCTBYIOIIEE
SHEPTHH POK-MY3BIKH [5, ¢. 90-95].

[IpoTuBocTOsIHNE CYOKYNBTYpHl TTAHKOB MEWH-
CTPUMY BBIpa)kaeTcs He TOJHKO B JIO3YHTaxX «cre-
Jail cam», «CEeKC, HAPKOTHKH W POK-H-POJLD», HO
U B KOCTIOMHPOBaHHON arpuOyTHKe, IpH3BaH-
HOW BO3MYIIAaTh OOBIBATENsl, — 3TO MHUPCHHI, HPO-
Ke3, IIUIMBI, Tary, HAIIUBKH, 3HAYKH, KOXKaHbIC
OpacneTsl, OIIEHHUKH, OAEXKIa C MOHCTpaMH, 4e-
pernaMu ¥ KyJbTOBBIMH My3blkaHTamu. [lo cyTw,
B MAHK-JIBIDKEHUH (OPMHUPYETCST APECC-KOA, YTO
BOCIIPUHUMAET Kaxaas MOCIenyIomas CyOKyib-
Typa, CO3/aBasi CBOM 3HAKW HMJCHTU(PHUKAINY, XKe-
CTBl ¥ KOCTIOMBI, COOTBETCTBYIOII[HIE TOMY HJIH
WHOMY HaIlpaBJICHUIO POK-MY3bIKH. B ommume ot
WMHTEIJIEKTYIBHOTO aHJerpayHaa, MaHK OTCTau-
BaeT (PHIMCTEPCTBO «IIycTOoro TMokoneHus» (blank
generation), HalpaBIEHHOE TNPOTUB IPETECHIINO3-
HOCTH U CaMOJI0BOJILCTBA MacCOBOM KynbTypbl. Ho-
Bas BOJHA MaHK-POKa — 3TO aMEPUKAHCKHUI XapaAKOp
(hardcore) 1980-x TOmOB, KOTOPBIM OTIMYACTCS
YCKOPEHHBIM TEMIIOM, arpecCHBHBIMH pU(Qamu,
OpytampHOCTBIO W HeoOy3maHHocThio  (DEAD
KENNEDYS, THE REPLACEMENTS, SONIC
YOUTH, MEAT PUPPERS, FUGAZI). I'pynmnst
VELVET UNDERGROUND, MC5, STOOGES,
DISCHARGE nemoHCTpupyIOT )KECTKOE 3BYUaHHE,
37IOBEIINi cayH/, OECUNHCTBYIOT Ha CLIEHE U KYIb-
TUBUPYIOT 6e300paznoe [11]. Bomomennem xapa-
KOpa, WM aHapXO-IIaHKa, CTaHOBATCA rpynnsl THE
CARE, JOY DIVISION, DEAD KENNEDYS,
BAD BRAINS, MINOR THREAT, D.O.A., BIG
BOYS uTHE OFFSPRING. Ilecan co3matorcs
aloJIMTHYHbBIE, aHTUOYP)Kya3HbIC, OTPUIAIOIIUC
nake CBOOOTHYIO JIOOOBB, MOCKOJIBKY HEHABHCTh
K 0011eCTBY OTPEOJICHUS IPOHU3BIBAET BCE.

[MaHK-KynbTYpa pa3BOpauMBacTCs B CUTyalluu
[IOCTMOZIEPHA, a TIOTOMY IIUTHPOBAaHWE CTHIIEH
Y paJIMKaJbHBIA TUTIOPA3M XapaKTepHBI JJIsl BU-
3yanbHO-Tpaduveckoll aypbl pok-my3biku. [padu-
YEeCKH TN3aiiH albOOMOB, IOCTEPOB, KOHIIEPTHBIX
(maepoB u GyTOONOK — 3TO OOBITpHIBAaHHE pa3-
HBIX XYJIOKECTBCHHBIX CTHIICH, XKaHpPOB H 0o0Opa-
30B. DKJIEKTHKA ITO3BOJIIET OXapaKTEePH30BaTh ATY
rpaduKy Kak «HCKyccTBO Tpabexka» [8, p. 198].
B nank-nu3aiiHe KOHBEPTOB ISl BHUHUJIA MOXKHO
3aMETUTh BIHMSHHE TPECCHl aHAerpayHnaa: (paH3u-
HOB, HACJIOGHHE OOPBIBKOB TEKCTOB | (hoTorpaduii
— THE CLASH «City of the Dead» (1977); npume-
Henne komukcoB — SONIC YOUTH «Gooy (1990),
DOOKIE «Green Day» (1994); u€pro-6emoit do-
torpaduu — JOY DIVISION «Closer» (1980), THE
REPLACEMENTS «Sorry Ma, Forgot to Take
Out The Trash» (1981), DISCHARGE «Punk And
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Destroy» (1993), RANCID «...And Out Come
the Wolves» (1995); BILIIOTH 10 KOHIEHTyalln3-
Ma CIUIOIIHOTO TeKCcTa Ha KoHBepre rpymmbl XTC
«Go 2» (1978).

HecMmoTpss Ha MOCTMONEPHHCTCKYIO BCESI-
HOCTh MaHK-TpaduKH, CyOKyJIbTypa BHOCUT HEYTO
HOBO€ B f3bIK KOMMYHHUKaluu. Peub uMAET 0 KOH-
Bepre anbboma SEX PISTOLS «Never Mind the
Bollocks Here's the Sex Pistols» (1977) u mnakare
«God Save the Queen» [[xeiiMu Puna (Jamie Reid).
B paborax wucnonb3oBaH TpadapeTHeld MWPUQT,
C TOYKH 3peHus] TUrorpadukd HauMeHee yho0o-
YuTaeMblil 1 6ecayBCcTBeHHBIN. [IprMEeHEHHBINA KakK
«IPBITAIONIAN TEKCT» 3TOT MWPH(PT, ¢ OMHON CTOPO-
HBI, OTBEUACT aHAPXMUYECKOM IHEPreTUKE MTaHK-POKa
u npuHnuny DIY-(3H3KHOB, a ¢ APYroil CTOPOHHI,
Croco0 «BBIPEXKHU U HAKJICH) HAIIOMHHACT aHOHUM-
HBIE 3aIlIUCKH NIPECTYITHUKOB U3 AETEKTUBOB. Takoil
mpudT, HaHECEHHBIH Ha (hoTorpaduio KOpOJEBHI,
CTaHOBHUTCS yMaJICHHEM W OCKOpOJIEHHMEM BIIACTH
pecnekrabenpHOoro obmecrsa. He cmyuwaitno He-
Bt bpoynu (Nevill Brody) nepenevaran riakat
B xypHasie «The Face 42» (1983), B koTopoM cpe-
na oOmeHus co3naéres MyTéM CMEIICHHS MUCEM
(baHaTOB W cTaTel peAaKINy, PEKJIaMbl U IHU3aliHa,
BPYYHYIO CJICIAHHBIX 3ar0JIOBKOB M CKaHJAIbHBIX
n300pakeHnH.

I'paduka, paspaboranHas B ¢paH3MHAX, AIBOO-
Max W IJIaKaTax, HauuHaeT pa3BUBAThCS B HAIPaB-
neansix metan (metal), rotuk (gothic) w Tpamx
(grunge). Ecnii roBOPUTH 0 CyOKYIIBTYpax, UX UMU/-
’)Kax W MPUCTPACTUSIX, TO HANPABICHUIO TSKEIBINA
pox (hard rock) comyTCTBYeT IBIIKECHUE POKEPOB,
x3BU-MeTan (heavy metal) n Tpam (trash): BLACK
SABBATH, JUDAS PRIEST, IRON MAIDEN,
MOTORHEAD, MANOWAR, RAINBOW, VAN
HALEN, METALLICA, SLAYER, MEGADETH,
PANTERA. MerammcTsl U TOTHl TPUBEPKEHBI
yépHoMy npecc-koxy. OmHaKO pa3nu4yaroTcsi MEH-
TaNATETOM. ECIIM MeTalucThl OTCTaWBarOT KyJbT
CHJIBHON JTMYHOCTH W TPUICPKUBAIOTCS arpecCUB-
HOTO W MPadHOro oOJIMKa, TO TOTHI Ooiee pomaH-
TUYHBI, CyMPaYHBIA JIyX MENaHXOJIMU OHH 4epria-
IOT B OCTETHKE (QHIHMOB YKAaCOB M I'OTHYECKUX
pomMaHnoB. B o0nactu rpaduyeckoro ausaiHa M TO,
W JIpyroe HampapJIeHHE HCIONB3yeT o0pa3bl MOH-
CTpOB, BAMITUPOB, YEPEIOB, CKeleToB. [Iporcxoqut
IPOTECKHOE TPEyBEINYCHHE yXKaca, KOTOPOE I0-
CTHTaeTCsl CPEJCTBAMH KOMHKCA, C IPUMEHEHUEM
SPKUX KOHTPACTOB TCHUXOJeTUKH. CTOHUT yIIoMsi-
HYTh MOHCTpyO3Hble Tuiakatel J[xedda Ieiizepa
(Jeff Gaither), obnoxxku anpbomoB Jlepeka Purrca
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(Derek Riggs) mis IRON MAIDEN u Ixedda
Kamvunuca (Jeff Cummins) mms MEGADETH
[15, c. 166-167]. Bc€ »to HEe Gonee ueMm Bapua-
UM TaHK-rpaQuKy, HAYEero HoBoro. I[loatomy
JNYYIIUMH KOHBEPTAaMH TpPH3HAHBI 00pa3bl, Ja-
nEKHe OT MOHCTPOB gothic W metal, — HapUMep,
¢dororpaduu nerei, cuenanubiec CTUBOM DBPUIOM
g ansboma U2 «War» (1985) u Pobom ®Pwure-
pom mis «Nevermind» (1991) ot NIRVANA [15,
p. 152-153, 198-199]. Umumk ToTa SIPKO BOILIOIIA-
eTcs B U3JAHUAX U MOJIOAEKH, WHTEPECYIOIIEeH-
csl My3bIKOM W yITUYHBIM cTuiieM. B sxypHane «The
Face» mnyOnmkyrorcs Qoroceccun «Apparitionsy
(1984), «Veiled Threats» (1985), «Taste of Arsenicy
(1996), «The Clinic» (1997), B xxypHane «Dazed &
Confused» — «Neverland» (1996).

Jpyroe HampaBlieHHE — TpaHX — CTaHOBHUT-
Cs NpsIMOM JEMOHCTpaluell I10CTMOIECPHUCTCKOU
rpadukn. PoxamHO#N cTuns grunge OKa3bIBaeTCA
BapUaHT aJbTEPHATUBHOTO pOKA, POIUBIIHUICS
B Cuomiie B cepenune 1980-x romoB. Jmst rpymm
NIRVANA, ALICE IN CHAINS, DINOSAUR,
SOUNDGARDEN, SKIN YARD, PEARL JAM,
THE SMASHING PUMPKINS xapakTepHBI He-
OpeXHOCTh W 0e3a/1abepHOCTh, OOMIIME TUCTOPII-
Ha, KOHTPACTHBIE YEpPEJOBAHUS «TPOMKO-THXOY,
MECCUMUCTHYHBIC TEKCThI HAa TEMY OJHMHOYECTBA,
armaTHd M OTYYXKICHHUSA. OTOT CTHIb CTAHOBUTCS
MPSMBIM MTPOTUBOBECOM CTHIIIO JIUCKO C €r0 SIPKU-
MU KpackaMHu W PaJIOCTHBIMU MEJOIUSIMH, OH BBI-
pakaeT HEHABHCTh K POCKOIIW U ramypy. B momy
CTHJIb I'paHX BXxoauT Omaronaps muaepy NIRVANA
Kypry KoGeitny (Kurt Cobain), KOTOpBIi MOSIBIIA-
€TCsl Ha CLEHE B 4€M IONAJIO0 U MOET O JIFOACKOU
TyNocTd, Oe3bICXOAHOCTH M cKyke. Hecmorpsi Ha
TO, 9TO K KOHITy 1990-X My3bIKa TpaH)X HCCSKAer,
OHA POXKIAET MOJY, B KOTOPOW HAYMHAIOT MCIIOJb-
30BaThCs JIBIPHI, MOTEPTOCTH B ONIEK/IE, Oe3pazmep-
HbIe pyOamku u nmomapamanHas 00yBb. Monoaéxp
OTHOCHUTCSI HPOHHUYECKH K JIUTE, MOZE «OT KyTIOp»
(haute couture) n cOMaNbHON JKU3HU, HCIIONB3YS
JKJIIEKTUKY, HECOBMECTUMBIC IIBeTa U (paKTyphl.
Bnaromaps xoyuieknuu B ynHYHOM cTHie Mapka
Jxerikooca (Mark Jacobs) (1993), rpaHx BXOmuT
B MOJ1Y, 3aIIOJTHSET TIISTHIIEBBIC KYPHAJIBI KaK «Map-
TUHAJIbHBINA IHK.

bnaromapss maHk-rpadguke (IH3UHOB U O]
BIIMSIHUEM MY3BIKW TPaHK BO3HUKAET 3aITyTaHHBIN
W YCIIOKHEHHBIH CTHIIb B TpaQMUECKOM JH3aid-
He. OTOT cTHib paspadareiBaerca [[pBumom Kap-
coaoM (David Carson) B My3BIKQIBHOM >KypHaJIE
«Raygun» (1992-1995). IlpurmyméHHble TOHA,
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NOTEPTHIE TEKCTYPHI, TSITHA, KISKCHI, [aparyHEbI,
IBIPBI, OOpBIBKHM CJIOB W OykB, mceBuorpaddutu
U peTpoyTypu3M — CIIOBOM, «Tpsi3Has rpaduxa»
CTAHOBUTCS CIIOCOOOM OGOpMIICHHUS KYPHAJIOB
Y KOHIIEPTHBIX TOCTEPOB POK-MY3bIKH. CTHIIb XKYyp-
HaJla OTJINYAeTCs NEKOHCTPYKLNEH, NCKAKEHUIMHU
Y HACJIOCHUSIMH, TPAaBMAaTU3MOM BH3YyaJbHBIX 3IIe-
MEHTOB T10]] BIMSTHHEM 3MOIMOHANBHOH addekra-
UM pOK-My3bIKH [13, p. 192-193].

B curyanuu moctMmojiepHa, Korua nHpopManu-
OHHAs cpefa Meperpy’keHa MOTOKaMHU HOBOCTEH,
peKnaMoii, KOAUPOBAaHHBIMU TEKCTAMHU WU MAacCOM
0aHaTBHOCTEH, CTHJIb TpaH)X oOpeTaeT IBOWHOM
cMbIci. Bo-mepBbIx, 3T0 cmocob nepeHecT! BHU-
MaHWE€ YHTaTells C TeKCTa Ha rpadukKy B ciydae,
KOT/Ia 3TH TEKCTHl IyCThl W OaHadbHBL. VMeHHO
C TaKUM IIOJIOKEHUEM JeJl YUTATeNIb CTAJIKUBACT-
Cs B JKypHamax o MOJe, My3bIKe W KyibType. J[3-
Bun Kapcon (David Carson) ngenaeT HHTEPECHBIM
JKypHAJI 32 cu€T rpauKu U «UTPHI TEKCTa IPOTUB
CMBICIIa», B KOTOPOM TPHUCYTCTBYIOT OaHalbHbBIE
JIUANOTH MY3bIKIBHBIX (paHATOB. Bo-BTOpHIX,
«Tps3Has rpaduKay TO3BONSIET HCIONB30BaTh

YEeJIOBEYECKYI0 CIIa00CTh — paccMaTpuBaTh Jie-
Talld W pasragplBaTh pedyChl CIOXXHOTO U 3aIy-
TaHHOTO TekcTa. Ha 3Ty ocoOeHHOCTH BOcCHpH-
aTusi oOpainaer BHMMaHue Ounpun [periman
(April Grayman), npeicTaBUB MPOEKT BKIIAIBIIIA
K xxypHany «Design Quarterly» u cratbto «EcTh
nu cmbicn?» (1986). Ilo cytu, TpaHX CTaHOBHT-
csl crmocoOOM CO3aHus THOPHIHOW 00pa3HOCTH,
TeXHoJNIoTHeH (BBIoXKH (fision), MOHTaXKOM TEKCTA,
KapTUHOK, AWarpaMM, PUCYHKOB C pa3HOH ryOu-
HOU IPOYTEHUS.

Utak, KOHTPKYIBTYpa cIOCOOCTBYeT (Gopmu-
POBaHHIO HOBOTO TIpaMUECKOro S3bIKa U3 «IyXa
MY3BIKI», U3 Pa3HBIX HAIPaBIEHUH POKa — MCUXO-
JeTTUKY, TaHK-Tpaduku u cTuist Tpamk. OgHaKo
oopMIIeHHE TOCTEPOB M KOHBEPTOB [JIi BUHMJIA
BECHhMa MaJio CBSI3aHO C HAIPABICHUSIMHU POK-MY3bI-
ku. OOpa3HO-CMBICIIOBBIM COJIEP’KaHHEM ITOCTEPOB,
KOHBEPTOB H PEKJIaMbl CTAHOBUTCS OyHTapCKui
IyX — KOJJTaXX CTHJIEH M TEKCTOB, HCKYCCTBa M Ka-
paxyinei, mopHorpagHYECKHid dMaTaxx U UPOHHUSI, a
TaKXKe Jipecc-Koj (paHaTOB TOTO WITM HHOTO HAIpPaB-
JICHUS POK-MY3bIKH.
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AHaAM3 MY3bIKaAbHOTO NMPOU3BEAEHUS U NMPOOAEeMbI peLienumum

B cBsi3u CO 3HAYUTENBHBIM HHTEPECOM PA3IMYHBIX 00JaCTEH T'yMaHUTApPHOTO 3HAHMA K IPOIEcCaM BOCIPHUSITHS
¥ MHTEPIPETAlNH TEKCTOB KyJIbTYyphl B MOCICIHUE JIECSTUIETHS BCE OONBIIIYIO MOMYIIPHOCTh IPHOOPETACT TEOPHUS
peLenuuu U pOXAEHHBIN €10 HOBBIM MEXAMCIMIUIMHAPHBIA MeToq HcciienoBaHua. CTaThsi OCBELIAET HEKOTOpBIE
aCTIEKTHI aKTyalM3alid B MY3bIKOBEAUECKHUX HCCIIENOBAHHMSIX METOMOJIOTMU PELENTUBHOM 3CTETHUKH, 00namaromeit
3HAYUTENBHBIM [TOTCHIINAJIOM B OTHOLICHUH aHAJIN3a My3BIKJIbHOTO pon3BeieHN. Ero npenaraercs BbICTpauBaTh
B COBOKYIHOCTH M3yUYCHHUS TEKCTYaJIbHON 3HAKOBOCTH, C OJHOH CTOPOHBI, I MEXaHH3MOB CMBICIIOBOTO KOAMPOBAHUS
U JEKOANPOBAHUS CMbICIAa B MPOLECCE CO3AaHMS M BOCHPHUATUS TEKCTa, — C JAPYroil. AHanIM3upys My3bIKaJIbHOE
COYMHEHHUE Yepe3 PAJ ero KOHKPETHBIX COLHUAIbHO-UCTOPHUYECKHX, TPYMIOBBIX M WHAWBUAYaTbHBIX BOCIPUATHH,
paccMmaTpuBas €ro B HCTOPUYECKOH pa3BEPHYTOCTH, My3BIKOBE-MCCIIEIOBATENb AKTUBHO BOBJICKAET HOBbIC MOHATHS
B OCMBICIICHHE TPUPOJIBI TEKCTA. TeM CaMbIM pean3yeTcs uies 4eJI0BEKOMEPHOCTHU: CyOBEKT i JINYHOCTh, NHTEHIINS,
MOHNMaHME, HHTEPIIPETalysl, NHTEPIPETaTUBHAS IIporpaMMa U Ip. PaccMaTpuBatoTCst 1Ba yCTOSIBIIMXCSL B 9CTETUKE
U JINTEPaTYPOBEICHUH MOAXO0AA K TPAKTOBKE PELENIUH: KaK (OPMBI XyT0KECTBCHHOTO BOCIIPHUATHS U Kak (popMbl
MEKKYJIBTYPHOTO B3aMMOAEHCTBHUS, — M BBIABIAIOTCA HEKOTOPBIE CTPATETMH W3YUCHUsS] NPOSBICHUH pELEHINU
B OTHOLLICHUH MY3bIKaJIbHBIX (DEHOMEHOB.

KiroueBnie ciosa: Me)KZ[HCIJ,HHJ]HHaprIﬁ oaxoa, METoao0JI0TuA, My3bIKaJ'II>HI)II‘/II TCKCT, peucnuus, My3blKajibHasa
KOMMYHUKaIKA.
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Analysis of a Musical Composition and the Problems of its Reception

In connection with the considerable amount of interest on the part of various branches of humanitarian knowledge
in the processes of perception and interpretation of texts of culture during the last few decades a great amount of
popularity has been gained by the theory of reception and the new interdisciplinary method of research generated by
it. The article illustrates certain aspects of actualization in musical research works of the methodology of receptive
aesthetics which possess significant potentials in regard to analysis of musical compositions. It is proposed to array
it together with study of textual significance, on the one hand, and the mechanisms of semantic coding and decoding
of meaning in the process of creation and perception of the musical text, on the other hand. In analyzing a musical
composition through a number of its concrete social-historical, group and individual perceptions, examining it in
historical unfolding, the musicologist-researcher actively involves new concepts in the comprehension of the nature
of the text. Thereby the idea of human measure is realized: the subject and the personality, intention, understanding,
interpretation, interpretative programs, and the like. Two approaches towards the interpretation of reception,
long-standing in aesthetics and literary criticism, are examined: as forms of artistic perception and as forms of
intercultural interaction. Certain strategies of study of manifestations of reception in regards to musical phenomena
are demonstrated.

Keywords: interdisciplinary approach, methodology, musical text, reception, musical communication.
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co3HaHne OOYCJIOBICHHOCTH (EHOMEHOB

MY3BIKH YHHBEPCAINSAMH, JIEKAIIMMUA 32

MpeaelaMi UMMaHEHTHBIX 3aKOHOB MY3BI-
KaJIbHOW OpTraHM3alyH, TOOYKJaeT YUEHBIX K CHH-
T€3y METOJOJIOTHH, 3aMMCTBOBAaHHBIX M3 Pa3HBIX
chep HAyyHOrO 3HAHUSA. My3BIKOBEIbI CTPEMSTCS
YCOBEpUIEHCTBOBATh HAYYHBIM U MOHATHUIHBIN UH-
CTPYMEHTapH, IPEANPUHIMAIOT TOMBITKA CO3/a-
HUS HOBBIX METOJOB aHAJIN3a — CEMHUOTHYECKHX,
(heHOMEHOJIOTHYECKNX, TePMEHEBTHYECKHX, COLH-
oJoruueckux M ap. M kak mokas3plBaeT MpPaKTHKA,
BO3HWKHOBEHHE HOBBIX W OPUTHHAIBHBIX TIOA-
XOIIOB B HCCJIENOBAHWN OOBEKTOB MY3BIKaJIbHOU
KyJIBTYypbl HE MPHUBOAUT K BBITECHEHUIO TPAIHIIH-
OHHBIX KOHIIETIIIMH, a CIOCOOCTBYET yMHOKEHHIO
MHOTOMEPHOCTH HAayKH O MY3BIKE M OpraHMYHO-
My €€ BKJIIOYCHHIO B CIOXHYI0 W MOOWIBHYIO
CTPYKTYPY COBPEMEHHOTO TYMaHUTApPHOTO 3HAHUS.
B cBs3uc 3TUM, HECMOTPS HA 3HAYUTEIIbHBIN OIBIT
MEXIHUCIUIUIMHAPHBIX KOHTAKTOB (CPEIN KOTOPBIX
JUIUPYIOT COIO3BI MY3bIKO3HAHUS M (DUIIOJIOTHH,
My3bIKO3HaHHS W (uinocoduu, My3BIKOZHAHUS
¥ COIMOJIOTHH), BOIIPOC O MEKIUCIHUIIIMHAPHOCTH
M METOJOJIOTHYECKHX IMOMCKAaX MO-TPEXHEMY aK-
TyaJIEH.

Kaxxmas HOBasg MeTOomomorM4ecKasl Mapajaur-
Ma, MPHUCYTCTBYIOIIAass B KOHKPETHOM HayYHOM
M3BICKaHUH, OTBEYAET 33 CBOM «IIpeaMeT» OOIIero
«TONIA» HWCCIeNOBaHWA. B My3BIKO3HAHHMH TaKo-
BBIM «IIOJIEM» SIBIIIETCS BCSI Xy OKECTBEHHO-MY3bI-
KaJbHas MpaKTUKa, CBOASIIAsACS MO KpailiHel mepe
K TpEM OCHOBHBIM acCIleKTaM H3Y4YeHHS: CaMOMY
MY3BIKaJIbHOMY IIPOU3BEIECHUIO, ITPOLIECCY €ro COo-
3[IaHUSI U €TO MOCHEAYIONEMY OBITHIO B KYIIBTYpE,
YTO U 0o0ecreynBaeT BKIIIOYCHNE B HAyKy O MY3bI-
K€ CMEXKHBIX TUCHUTUINH. TakuM 00pa3om, B UTOTE
BCE OTpaciii HayKH O MY3BIKE OKa3bIBAIOTCS 00pa-
MEHHBIMH K OJIHOMY OCHOBHOMY OOBEKTY — MY-
3BIKAJIBHOMY OIIyCYy, B KOTOPOM, «KaK B Y3JIOBOM
ITyHKTE, IePECeKaloTCs My TH JII000H MPaKTHIECKON
JESTETFHOCTH B OOJIACTH MY3bIKH, JIIOOOW MY3BI-
KaJIbHOHM Haykm» [3, c. 6].

He otBepras cmpaBeqMBOTO BBICKa3bIBAHUS
My3bIKOBena A. ByIkoro, oTMeTHM, 4TO B MPaKTH-
K€ Hay4YHOTO W Y4eOHOTO MY3hIKOBEIYECKOTO aHa-
JI3a MY3BIKQJIBHOIO IPOU3BEIACHUS KAK HEKOEIo
TEKCTOBOTO MHBapHaHTa JOMUHHUPYET 3aBEepIIEHHAS
CTPYKTypa, oOnajaromas CMBICIOHATPYKEHHON
A 3CTETHYECKHU LICHHOM BHYTPEHHEH OpraHu3alu-
eil. Ora alcomoTH3asl B MY3BIKO3HAHUH JIUIIHh
OJTHOTO W3 PEABbHBIX CBOMCTB MY3BIKAJIHHOTO IMPO-
M3BEICHMSI HEOAHOKPATHO OTMEYaJlach MCCIEI0Ba-

temsimu. Tak, I. Opnos, HampuMep, CYUTaT OCHOB-
HBEIM 320 TyKJICHUEM «BHJIETh B MTAPTUTYPE TOUHBII
W TIONHBIN rpaduvecKuii SKBUBAJIICHT MY3bIKH — €€
OOBEKTUBHBIA M CaMOJOCTATOYHBIA aHaior» [8,
c. 190], a M. ApaHOBCKHUI TOAIEPKUBAII, UTO «IAXKE
B KYJIBTYpE MUCbMEHHON TPATUITUN MY3bIKaTbHBIN
TEKCT TOJIbKO HAaUWHAETCS C HOTHOTO TeKCTa, HO Ja-
JIEKO BBIXOJHUT 3a ero mpeneis» [1, c. 7].

[Ipy TakoM aHaIUTUYECKOM TIOAXONE MY3BI-
KaJIbHOE ITPOM3BECHIE BOCITPHHUMAETCS KaK HeKas
cTabniabpHAsS TEKCTyaslbHAsh 3HAKOBOCTH, IPOTrpaM-
MHUPYIOIIast XyJ0’)KECTBEHHOE BOCTIPUAITHE CMBICIIO-
BOTO fpa COYMHEHHUS M OKYTHIBAIOIIASl 3TO AP0
YCTOHYHMBBIMH CMBICIIOBBIMH CJIOSIMH. 3a TPaHBIO
ocTaéTcs TMOHWMaHHE TOTO, YTO XYIOXKECTBEHHBII
CMBICT M HEHHOCTh MY3BIKAJIbHOTO MPOW3BEICHUS
HE TOXKJCCTBEHHBI €r0 3HAKOBOW (hopMe U HE MO~
JIAIOTCSI TPOSCHEHHUIO TONBKO C IMOMOIIBIO METO-
JIOJIOTUU CTPYKTYpPHOTO aHaiu3a. B monHoil mepe
cUCTeMa IMPEIMETHBIX 3HaYeHHWH, CMBICIOB M 00-
pa3oB, 3aKpEIIEHHBIX B KOHKPETHOM 3HAKOBOM
cioe, oOHaXkaeTcs TOJBKO B IPOILIECCE MHOTOBa-
PUAHTHOTO B3aWMOJICHCTBHS aBTOPA M CITyIIATeNs;
MY3BIKaJIBHBIA OIMyC MPHOOpETaeT HOBBIM OHTOJIO-
THYECKHH CTaTyCc — CTaTyC XyIOXKECTBEHHOTO IPO-
W3BEJCHHUS] — M CTAHOBHUTCA OOBEKTOM pEIETINY.
Ecnmn kmaccuueckoe My3bIKO3HAHHE HCXOIUT U3
OLICHKH TIPOM3BEACHUS C TOYKU 3peHHus (HopMalib-
HOTO aHalln3a, a CMBICT €r0 HHTEPIPETHPYETCS
WCXOZSl U3 aBTOPCKOTO 3aMbIC/Ia MM KPUTHYECKO-
TO B3IVISIa yUYEHOTO-MY3BIKOBEA, TO PEIETITUBHAS
3CTETHKA MOIXOIUT K MCKYCCTBY CO CTOPOHBI IPO-
1ecca XyIoKeCTBEHHOTO BOCIIPHSTHSA, «pasrepMe-
THU3HUPYIOIIET0» UCTOPUIECKH MEHAIOIIUICS CMBICIT
¥ IIEHHOCTH ITPOU3BEACHHUS.

CroXHOCTh ¥ MHOTOACHEKTHOCTh (heHOMEHa
PEIHNHIEHTa, BOCIPHHUMAIONIETO MY3BIKAJIbHBIN
TEKCT, HEBBISIBJICHHOCTh €T0 MIPUCYTCTBHA B TEKCTE,
€ro poju B KOHCTPYHMPOBAaHUH INPOU3BEIEHUS aK-
TyaIm3upyIoT oOpareHue k 3tou npodieme. [lpu
TakOM pPaKypce My3BIKaJbHOTO aHajHn3a B IEHTpE
BHHMAaHU OKa3bIBACTCSI HE IEPCOHA CITYIIATENs M
WHTEpIIpeTaTopa U He 0OBbEKTUBHAS MaTepHs, a ux
JUAJIOT KaK B3aWMOJICHCTBHE IByX MOIIHBIX CMBIC-
JIOBBIX CTPYKTyp. [loHMMaHWE Ba)KHOCTH TaKOTO
Pa3BoOpOTa MY3bIKO3HAHUS B CTOPOHY PELENTHBHON
Hay4YHOI MapagurMbl, O3BOJISIOMIEH HCCIeT0BaTh
MIPOLIECCHI B3aMMOJIEHCTBHS XyI0KECTBEHHOTO TEK-
CTa, C OIHOW CTOPOHBI, M CO3HAHMSA, MBIIUICHUI
penunienTa (a Takxke [eNoro psjua Apyrux (akro-
POB), — C ZIpyroii, MPOCIIEKUBACTCA B PSAE COBpe-
MEHHBIX HccliefoBannid. My3bsikoBes] A. X0XJIOBa
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CUHMTAET, YTO «BBICTPAWBAHHME CMBICIA XYIOXKE-
CTBEHHOTO TEKCTa Ha 3ape TPEThEro ThICTUelne-
THA JETePMUHUPYETCA JIHUYHOCTHIO ITO3HAIOIIETO
CyOBeKTa, YTO CBHJETEIHCTBYET O 3HAYUTEIHHOM
YCUJICHUH POJIU YeN06eKa UHMEPRPEMUPYIOU|e2od
[9, c. 6]. DToMy moAXOMy CO3BYYHA W ITO3UIIHSL
T. BykuHOH, KOTOpas paryeT 3a CBEPLIEHUE PEBO-
JIOIMKA B MY3BIKO3HAHHH, 0a3UpyIOIIEics Ha Me-
tamop(o3e craryca CIylIaTesis B MY3bIKAJIbHOM
HayKe «OT a0CTPakTHOTO PELHUIINEHTa, YCIOBHO
CYIIECTBYIOIIETO 3a IPAHBIO AHAIN3HPYEMOTO TeK-
CTa, — K KOHKPETHOMY, HCTOPHYECKH HU3MEHYHUBO-
My IIE€PCOHAXY, UTPAIOIIEMY aKTUBHYIO, €CIIH HE
OTIPEIENSIONIYI0 POIb B KYJIBTYpPHOM IPOHU3BOJI-
cTBe» [2, c. 83].

[lomynspHOCTH PELENTHUBUCTHKH KaK HOBO-
0 MEXAUCHUIUIMHAPHOTO METONa HCCIIEeIOBAHUS
B TIOCJICTHUE NIECATHIICTUS OBICTPO Habupaet 00o-
POTHI Ha BOJIHE 0COO0r0 BHUMAHMS TYMaHHUTaPHBIX
HayK K TpOIeccaM BOCTIPHUSATHS U WHTEPIPETALNU
TEKCTa KyJIbTypbl. MHCTpyMEHTapuil pelenTuBHO-
IO aHaJH3a UCIOJIB3YETCS B HAyYHBIX M3BICKAHMIX
npejicTaBUTENel COUOIOTHH, HCTOPUU TIpaBa, (hu-
nocoduu u, B HAMOONBIICH CTENEHH, (PHUIOIOTUH
— HayKH, K HACTOSIIEMY MOMEHTY YK€ JKCTpario-
JIMPOBABIIECH 3TOT HMHCTPYMEHTAapUil B KyJIbTypO-
JIOTHIO, TEOPHIO M HMCTOPHIO HCKYCCTBA, a TaKXkKe
B MYy3bIKO3HaHHE'.

MHoOTrO4HCIeHHbIE KYJIBTypOJOTHYECKHE, HC-
KyCCTBOBEIUYECKHE, JINTEPATYypPOBEAUYECKHE HCCIIe-
JIOBaHHUS, TIOCBANICHHBIE W3YyYEHUIO PpEHENINH,
JEMOHCTPHPYIOT pa3zHooOpa3ue TMOAXOJOB K TIO-
HUMaHHMIO 3TOro siBieHus. Ho B mTore Bce OHU
PacKpBIBalOT CyTh, 3aKJIIOYAIONIYIOCS B ITOHH-
MaHUH TEKCTa KyJIbTYpbl HE KaK €IMHOXIBI CJIO-
JKUBIIEHWCS AAHHOCTH, @ KaK OTKPBITOTO SIBJICHHUA,
XyJOKECTBEHHAasl IIEHHOCTh M CMBICIOBOE IIOJIE
KOTOPOTO HCTOPUYECKH MOOWJIBHBI W IMOJIAIOTCS
HIEPEOCMBICIICHHIO B MPOLIECCE BOCIPHUSITHSI .

[Ipn aHanu3e KOHKPETHBIX MY3bIKAJIBHBIX IPO-
M3BEJICHUI MOTYT OBITH MCIIOIB30BaHBI JIBE CTpaTe-
THH PEUENTUBHOTO TOAXOMAa, CIOXKHUBIIHNECS B Ty-
MaHHUTApHBIX HayKax. Bo-NepBBIX, peyenyus xax
@opma eocnpusmus  Xy00dCeCmEEeHHO20 MeKCma
(XynoKecTBeHHasi  pelernius), o0yCIOBICHHOTO
BO3/IEWCTBUEM DJIIOXHM, HAIMOHAJIBHON KYIBTYPHI,
TICUXOJIOTHYECKUX OCOOCHHOCTEH  PpEelUIHeHTA.
MMeHHO TakOoBa OCHOBHAS HJEs POTOHAYATLHIUKOB
peuentuBHO# dcretuku B. M3epa [4] u X. Slycca
[11], BBIIBHHYBIIMX YWTAaTENs KaK CMBICIOOIpE-
JIENAIONIEr0 CyObheKTa, aKkTyalH3UpYIOMEro CMbIC-
JIOBBIE 3HAYEHUS, 3a/JaHHBIE TEKCTOM ITOJl BO3JEH-
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CTBHEM KOHTEKCTa BOCIPHUSITHS (B IIEPBYIO O4EPE/Ib,
COIHATBHO-KYJIBTYPHO-UCTOPHIECKOTO0). B 3TOM
aCTIeKTe WCIIOIb30BAaHUE WHCTPYMEHTApHUS pe-
LIENTUBHOIO TOX0/1a MOIVIO OBl CIIOCOOCTBOBATH:
aHaIN3y CHCHU(UKA BOCIPUATHA TE€X WIH
HWHBIX MY3BIKAJIBHBIX TEKCTOB CIYyIIATEIbCKON ay-
TUTOpPHUEH Ha Pa3HBIX UCTOPUICCKHUX U KYJIBTYpPHO-
COIIMAJIBHBIX dTallax pa3BUTHS OOIIECTRA;

— WU3YYCHHIO DBOJIONNUH WCIIOJIHUTEIHCKUX WH-
TEPIPETATOPCKHUX CTPATETHI;

— ONHCAHUIO (PYHKIMOHUPOBAHHUS SA3BIKOBBIX
KOMIIOHCHTOB W BO3MOXKHOCTEH CIyIIaTeIbCKOTO
OTKJIMKA Ha HUX;

— HCCIENOBAHUIO CTPYKTYPHBIX CIIOEB pEIel-
A — TIaMSTH, TIPEACTABICHUSA, OXKHUIaHUS, BOOO-
paXCHUS;

— B3aWMOJCHCTBHUIO OIBITA KU3HEHHOTO U 3a-
JIO)KEHHOTO aBTOPOM B TEKCT XYI0KECTBEHHOTO
MIPOU3BEACHUS — C OIBITOM WHTEPIIPETaTOpa u JIp.

Bo-BrophIX, peyenyus xax opma medxcKyno-
MypHO20 83aumooelicmeusi, B Tpolecce KOTOPOi
MPOUCXOJUT  «KYJIBTYpOCOOOpa3Hoe —oOparieHue
K MPU3HAHHOMY KJIACCHYECKUM HACIEIAHIO C Iie-
JBI0 KYNBTYPHOTO OCBOCHHSA, BOCIPHUATHSD» [6,
¢.309], chopmupoBanach B paMKax KOHLICIIUH JI1-
ajora KyJieTyp, pazpaboranHoir M. M. baxTuHbIM.
OnHako eciy MOHSITHE «MEXKYIBTYPHBIA TUATIOTY
MPOSICHSIET OOITHE 3aKOHBI B3aUMOJICHCTBUS KyJIh-
Typ, TO TIOHSTHE «PEIETIIHSD «IIO3BOJSET 0003HAa-
YUTh KOHKPETHBIC IMPOIECCHl BOCHPHSTHS HacIe-
JIAST MHOM KyJIBTYPBI B OBITOBAHUS DTOTO HACICIVIS
B WMHOKYJIBTYPHOH cpee Ha ypOBHE MHOTOYHCIICH-
HBIX Mukpomuaioros» [10, c. 19-20]. [Ipu Takom
pakypce aHanu3a B (pOKyce OKa3bIBACTCsI pEIeTIIns
Kax aoanmayus mexcma Kyjibmypvl B HOBBIX COIIH-
aJIbHO-MCTOPUYECKHUX YCIOBHIX B (hopme nepecos-
JIAaHUS HAa €r0 OCHOBE €II¢ OJHOTO ICTETHYECKOTO
00BeKTa, KOT/Ia TBOPUCCKUIN YUTATEIh BBEIXOIUT 3a
paMKH TOJILKO BOCTIPHATHS IPETEKCTa W oOparma-
€TCS K CO-TBOPYECTBY. DTOT aCIEKT TOHUMAaHUS
TEPMHUHA BBIBOJUT Ha MEPBBIN IJIaH MPOOIEMY HMH-
TepIpEeTaINH TEKCTa-00pasia mpu ero nepeoCcMbIC-
JIEHUW B TIPOIIECCE HOBOTO TBOPUECKOTO aKTa.

B 3TOM OTHOIIEHUHU PELIENTUBHBIA MOJIX0A MOT
OBI OBITH TTOJIC3CH MPU OCBEIICHUH TaKUX MPOOIEM,
KaK:

— OTIPEJICIICHUE IIEHHOCTHO-CMBICIIOBBIX JIOMU-
HaHT TOTO WJIM WHOTO KYJIBTYpHO-HCTOPHYECKOTO
repuoja, CenuuKn UX «IIpOpacTaHms» B COBpE-
MEHHON MY3bIKaJIbHOW KYJBTYpE, a TAKXKe TpaHC-
(hopmanmu mox UxX BO3ACHCTBHEM IIEHHOCTHOTO CO-
JIepKaHuA MOCIIEIHE;
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— BBISIBJIEHUE TE€He3uca, LeJed U METOJO0B pe-
[EMIUA TE€X WIM WHBIX KYJIBTYPHBIX (DEHOMEHOB
B MY3HIKE;

— YCTaHOBJIEHHE MPUYNH YCTOWYMBOCTU U IIO-
MyJISIPHOCTH TEX WM HMHBIX TEKCTOB KYJIBTYPHI
B MY3BIKaJbHOM BPEMEHHU H TIPOCTPAHCTBE;

— paccMOTpeHue crienuuKy Iepeco3nanus Ha
OCHOBE PELENHPYEMbIX TEKCTOB KYIBTYpPbl HOBBIX
XyJ0KECTBEHHBIX 0OBEKTOB KOMIIO3UTOPAMH, MPH-
HaJJIeKAIUMH K Pa3TUYHBIM 3TI0XaM U CTHIIUCTH-
YEeCKUM HAIpaBIICHUSIM, U JIp.

O6a 00603HaueHHBIX TOAXONA K aHAIU3y MY-
3BIKAJIPHOTO MPOM3BENEHHUS CTABIAT BO IABy yIia
Ue0 CyObEKTHOCTH — «YEIOBEYECKOTrO H3Mepe-
HUS» TEKCTa W, B OTIMYHE OT €ro TPaJAWUILMOH-
HOTO BOCIPHATHS KaK HEKOEH CcaMOmoCTaToOqyHON
3HAKOBOW pEaNbHOCTH, AaKTyalIH3WpYIOT IpoIlec-
CBI TEKCTOTOPOXKIEHUS M TEKCTOBOCIPHUATHS Kak
orpeenstomue GakTopsl IEHHOCTHO-CMBICIOBOM
MIPOrPaMMBbl COYHMHEHUSI.

Buumanune wuccnenoBarenst okycupyercss Ha
B3aMMOCBA3SIX:

— TEKCTa W KOMMYHHKAaHTOB XYIOXKECTBEH-
HO-MY3bIKQJILHOTO Tporecca (C OZHOH CTOPOHBI,
TBOPIIA-aBTOPA, a C JIPYTrOil — CO-TBOPIIA-UCIIOIHH-
TeJIst/CIymaTessi/ APyroro aBropa, HHTEPIPETUPYIO-
LIETO TEKCT-IIEPBONCTOYHUK);

— TEKCTa M HCTOPHKO-COIMOKYIBTYPHOTO KOH-
TEKCTa.

B Texcre BBIABIAIOT CITOCOO BOIIJIOIICHUS HHIM-
BHyaJTbHO-aBTOPCKOW KapTHHBI MUPa KaK CHCTEMBI,
MTO3BOJISIONIEH JeTaTh BEIBOABI O CBOEOOpa3nuH BOC-
MIPUATHS, TIO3HAHHUA M OLEHKHA KOMIIO3UTOPOM HeE
TOJIBKO CO3/IaHHOTO MM XyA0)KECTBEHHOTO, HO M pe-
ILHOTO TIpocTpaHcTBa. HemoBropuMocTs 0TOOpa-
KAeMOTO B TEKCTE€ MHUPOBOCIIPHATHS KOMITO3UTOpA
HAXOIWT OTKJIMK B M3BEYHO aKTyaJbHOH B MY3bI-
KO3HAaHWU TeM€ WHAMBHIYaTbHO-aBTOPCKOTO CTHIIS
U JPYTHX TOHSTHAX, ACCOLUUHPYIOMIUXCS ¢ pado-
TOW TBOPYECKOTO CO3HAHUS (ABTOPCKAash MHTCHIIHA,
aBTOpPCKasi WHTOHAIMA, aBTOPCKas CEMaHTHKa, aB-
TOpCKas KapTHHA Mupa, oOpa3 aBropa u ap.). Ecou
METO/I BBIYJICHEHUS! KOMIIOHEHTOB, MapKHPYIOIINX
ABTOPCKYIO MHIMBHUIYaJbHOCTh HA YPOBHE JIEKCH-
YECKOM, CUHTAKCUYECKOM M KOMIIO3MIIMOHHOW Op-
TaHW3aLMU MY3BIKQJIIBHOTO TEKCTa, JaBHO OCBOEH
My3BIKO3HaHHEM, TO camMa (uUrypa KOMIIO3UTOPA,
€ro MHIUBUIYaJIbHO-aBTOPCKOE MUPOBHUACHHUE, KaK
nuiet JI. Kazaniesa, mo-npexHeMy «yCKOJIb3aeT»
OT MY3BIKOBEIa-UCCIIEAOBATENS, & MEXaHU3MBI «ET0
MOPTPETUPOBAHMSI, €0 CAMOBBIPRKEHHUS B 00pa3-
HO-XyHIO)KECTBEHHOH CHCTeME COOCTBEHHOTO IIpO-

W3BEIICHUSD TIPEICTABIAIOT OUEBUIHYIO CIIOKHOCTb.
Bo mHOrOM, Kak cumTaeT McciemoBarelb, 3T0 00y-
CIIOBIIEHO TE€M, YTO «B CPaBHEHHWH C JIMTEPATypoOit
W JIPyTUMHU HCKYCCTBaMH aBTOP KaK XyHTOXKECTBEH-
HBIH KOMIIOHEHT MY3BIKaJbHOTO IPOW3BEACHUS
obnamaer ¥ WHOM crenu(UIHOCTHIO:! B OTIHYHC
OT ONpEeAe’EHHOCTH W JIOKAIN30BAHHOCTH B CJO-
B€ WJIM MOPTpPETe, OH HE CTOIb KOHKPETH3UPOBAH,
a Oonee aOcTparupoBaH, NOpoi naxe 3demepeH
n “pacruteiBaatr’... Be€ 310, pasymeercs, nenaer 3a-
TPYIHUTEIHHOH ero aTpuOyIHIo CIIyIIaTeNIeM U My-
3BIKOBEIOM-HCCIIeIoBaTeemM» [5, c. 20].

My3bIKaIbHOE MTPOM3BECHIE HCCIENyeTCa KaK
CPEICTBO KOMMYHHKAIIMH JIMYHOCTEH KOMITO3H-
TOpa W PELUNHUEHTa, KaKIbIH M3 KOTOPHIX 00ma-
JaeT CyOBEKTHBHBIM BHICHHEM MHpa W OTIIMYa-
ercs (GOPMUPYIOMUMH 3TO BUICHUE 3HAYCHUSIMH
W IEHHOCTSAMH. B OCMBbICIieHHEe TEKCTa aKTHBHO
BOBJIEKAIOTCSA HE TOJBKO aHAIN3 €T0 OOBEKTHBHON
MaTepHaIbHO-3BYKOBOM CTOPOHBI, HO M TPOIECCHI
CYOBCKTUBHOTO KOJIMPOBAHUS U JCKOAMPOBAHUS
CMBICJIIOBOM MPOrpaMMBbl COYMHEHHUS B KOHTEKCTE
BHEIIHUX CBS3€H MPOW3BENCHHUS C PEANbHOCTHIO
U KyJbTypOH COBPEMEHHOH HCTOPUYECKOM AIIOXH,
C NIPEAILIEeCTBYIONIENH U TMOCIEAYIOMEeH Xy/l0xKe-
CTBEHHOH M OOIIEKYJIBTYpPHOH Tpaauuueid, ¢ o0-
IIECTBEHHBIM MHEHHEM, OIEHKOW MY3bIKAIbHBIX
KpuUTHKOB W Tp. KoHewHo, ass My3bIKOBena, He
AMEIOMIETo (DAKTHIECKUX CBENCHUU O KOHKPETHOM
ABTOPCKOM WHTEHIIMM W CIECHU(PHUKE BOCHPHUSTHS
peanbHOl CITyIIaTeNbCKOW ayAuTOpHUei, 3TH cyOb-
eKTBl XYAOXXECTBEHHOTO TIpOIlecca CTAHOBSITCS
MPEaNoIaraéMbIMi  CYIITHOCTSIMH, HaAETISEMBIMU
HE YHUKAIbHBIMH WHAWBHUIYaJbHO-TUYHOCTHBIMH,
a TPYIIOBBIMU XapakTepucTukamu. OZHAKO TaKoe
YIpOIIEHHE KOMMYHHKATHBHOW CHUTYaIlil TOXeE
MPOAYKTUBHO, TaK KaK MO3BOJISET BBIIEIHUTD O0IINe
3aKOHBI 1 MEXaHW3MBI PEleNlnt, KOTOPhIE MOTYT
CTaTh YHHMBEPCAIBbHBIMH JUISI PA3IMYHBIX CITyIIa-
TEJIHCKUX COOOIIECTB.

Taxum 06pa3zom, oreHKa My3bIKaTBHOTO MTPOU3-
BEJICHUA KaK OOBEKTa XyHO0)KECTBEHHOU pereninun
CO3MaéT MPUHIUIHAIFHO HOBBIE METOJOJIOTHYe-
CKHE W KOHIIETITyaJIbHbIE OCHOBBI JUIS €TO aHajn3a
W TIO3BOJIAET BBISBUTH ITOIBWXHBIN, «ITyIbCHPY-
IOLIMKW» XapakTep €ro MHOIOMEPHON CMBICIOBOM
CTPYKTYPBI IIPH MHOTOYHUCIIEHHBIX IIEpexoJiax oT 3a-
MBbICTIa K XYy/IO)K€CTBEHHOMY BBICKAa3bIBAaHHIO, OBE-
IIECTBIEHHOMY B MY3bIKAJIbHOM TEKCTE, OT TEKCTa
K TPOU3BEACHHUIO, BOCIPHHUMAEMOMY CIyIIaTe-
JieM, a 3aTeM U K HOBOMY 3CTETHYECKOMY OOBEKTY,
CO3/1aBa€MOMY Ha €r0 OCHOBE APYTHUM aBTOPOM.
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O cTapMHHOM TaHLLEBAaAbHOM MY3blke
M BO3MOXKHOCTSIX €€ M3y4YeHUs! B AETCKOM MY3bIKaAbHOM LLKOAE

Heo06xoanmbIM acrieKTOM My3BIKAJIBHOTO 00Opa30BaHUs, HAYMHAS C €T0 IIKOJIBHOM CTYICHH, SIBISETCS OCBOCHUE
CaMoOTI0 <«I3bIKa» MY3BIKH C €ro CHeHu(pUIecKnMH BO3MOXHOCTSAMH. B mpomecce 3TOro 0oCBOEHHS OONIBIIOTO
BHUMAHHS 3aCITy’KHBAIOT >KAaHPOBBIE CPEACTBA MY3BIKH, ITOCKOJBKY >KAaHPBI, KaK IPaBHJIO, OTIMYAIOTCS BBICOKOM
CTEICHBIO BHYTPEHHEW KOPPENALNH CTHIIMCTUIECKUX M COJEPIKATENIbHBIX IPH3HAKOB. My3bIKaJIbHBIH S3bIK 00TaJaeT
OOIIMPHBIMHI W HEMPEPHIBHO OOHOBILIIOIIUMICS (QOHIAMH <«JIEKCHKI», OOTaTCTBO KOTOPOIl 00YCIOBIEHO HE TOIHKO
COOCTBEHHO XKaHPOBBIM MHOT000pa3neM My3BIKH, HO U MHOToo0OpasueM (opM €€ BOIUIONMICHHUS B KOMITO3HTOPCKOM
TBOpuecTBe. HeoOxommmoii 0a30i »KaHPOBOTO HOIXO0AA SBISIETCS] 3HAKOMCTBO C CaMHMHU KaHPaMH M CITIOCOOHOCTh UX
HETIOCPEICTBEHHOTO pacio3HaBaHus. CKBO3b MIPU3MY (GKaHPOBBIX OCHOB» B JIETCKOM BOCIIPUSTHU OOPETAIOT YEPTHI
JKMBOH PEaTbHOCTU M SI3BIKOBOM KOHKPETHOCTH BCE OCTAJIbHBIE CTOPOHBI My3bIKAJIbHOTO HCKYCCTBa. B cTarbe naHHBIN
TE3WC PaCKPHIBACTCS Ha IPUMEPE OCBOCHHS <«JICKCHKID CTAPHHHON TaHIIeBaIbHOU My3bIkd (Peneccanca ' bapokko).
[Ipemmaraercs aganTupoBaHHAs A7 HAYaIbHOW CTYIICHH 00pa30BaHUS METOAMKA TBOPUECKOM MPAKTUIECKON pabOTHI,
B OCHOBE KOTOPOH JIEXKHT JESITEIbHOCTHOE OOpAaIleHHE K MY3BIKAJIBHBIM «MOJAEISAM»; OFHAKO IMPUHIMIBI 3TOH
METOIVKH NMPUMEHUMBI I B KOHTEKCTE UCTOPHYECKH OPUEHTUPOBAHHBIX AWCIMIUINH CPEIHETO U BY30BCKOTO 3BEHA,
0COOCHHO MO HCIOIHUTENBCKUAM CIENHATBHOCTAM.

KiroueBble cioBa: My3bIKaqbHOE 00pa3oBaHHE, JKaHp, KAHPOBOCTh, CTAapWHHBIC TaHIBI, capabaHna,
KOMIIO3MIIMOHHO-TAPMOHHYECKas (popMyIIa.
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About Historical Dance Music and the Possibilities
of Studying it in Children’s Music Schools

An indispensable aspect of musical education, beginning with its school stage, is the mastery of the very
“language” of music with its specific possibilities. In the process of this mastery greater attention must be bestowed
on the genre-related means of music, since genres, as a rule, are distinguished by a high level of inner correlation
of stylistic and content-based features. The language of music possesses broad and continuously renewable funds
of genre-related “vocabulary” the wealth of which is stipulated not only by the genre-related diversity of music
per se, but also by the variety of the forms of manifestation of the aspect of genre in musical compositions.
An indispensable basis of the genre-related approach is the familiarization with the genres themselves and the
ability to recognize them directly. Through the prism of “genre foundations™ all the other sides of the art of music
acquire features of living reality and contrast of language in the perception of children. In the article the given thesis
is disclosed on the example of mastery of the “vocabulary” of historical dance music (from the Renaissance and
Baroque periods). A methodology for creative and genre-related practical work, adapted for the elementary level of
education, is proposed, at the core of which is a pragmatic approach to musical “models”: however, the principles
of this methodology are also applicable in the context of historically oriented disciplines of high-school and higher
educational levels, especially in studies of musical performance.

Keywords: musical education, genre, genre field, historical dances, Sarabande, compositional-harmonic formula.
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Y3BIKAJIBHYTO IIKOJTy B 00pa30BaHUH MY-

3bIKAHTa HENb3sl Ha3BaTh MEPBOM CTyIIe-

HBIO TIO3HAHUS MY3BIKAJbHBIX peaIbHO-
CTEH MHUpa, HO ATO, MOXKET OBITH, IIEPBEIHM JTam €€
OCO3HAHHOTO OCBOEHHS. 3a4acTyI0 3TO COMPSKEHO
¢ mapamgokcoM: JIMII mms pebéHka — kak Bpara
B XpaM My3bIKH, HICKYyCCTBO KOTOPOIl OH HAYMHAET
[IOCTUTaTh B MEpPy MPHICKAHUI U CIIOCOOHOCTEH,
HO TIpY 3TOM OBITOBas 3ByKOBasi Cpeaa MOCTENEHHO
ocTaéTcs UL HETO Kak ObI 32 CTEHaMH ATOTO BeJU-
KOJIEITHOT'O Xpama.

«HckyccTBOY, IO OIIPENEIEHUI0, — 3TO MacTep-
CTBO, HCKYCHOCTb, HO U HMCKYCCTBEHHOCTb — B OT-
JIUYHAE OT «HATypaJbHOCTH» TOTO, YTO HAXOAWUTCS
3a IPENEIaMH UCKYCCTBA B CTPOTOM CMBICIIE 3TOTO
moHATHA. MeXay TeMm, KakK MOKa3bIBaeT HUCTOPHUS,
BBICOKO€ MY3BIKaJIbHOE HCKYCCTBO Ha MPOTSKECHUN
CBOETO CYIIECTBOBAaHMS AaKTUBHO MOANMHUTHIBAIIOCH
MHOTOYHCIICHHBIMHU «MYy3bIKaMH» OKPYKaBIIEH 3TO
HCKYCCTBO Xu3HH. [loHMMaHme TMOMOOHBIX CBA3CH
HACBIIIAeT BOCTIPUATHE MY3BIKH (JaKe OTIaIEHHBIX
3M0X) TOJTHOKPOBHBIMH KpacKaMH M >KU3HEHHBIMU
CMBICTIaMH. BONBIIyI0 poib B pa3MBIKAaHHUHM CBOE-
00pa3HOro «aKaIeMHUIeCKOTO N3O0 SIIOHU3MAY, He-
PEAKO IPUCYLIETO BeCcbMa TPYAOEMKOMY IIpoLeccy
MY3BIKAJIbHOTO 00pa30BaHMs, WIPAET BOCHHUTAHHE
YYTKOCTH K >KaHPOBOI CTOPOHE MIPOU3BEACHUN.

’KanpoBsle OCHOBBI MY3BIKH — IO CHX IIOp
HauMeHee pa3pabOTaHHBIN pa3nen MY3BIKaJIbHON
TEOPUH, OCOOCHHO MIKOIBbHON'. MexXay Tem KaH-
POBOCTh MMeeT OOJBIIOE 3HAYCHHUE B KOMILIEKCE
BBIPA3UTEIBHBIX CPEACTB MY3BIKH, a 3a4acTylo —
JIETEPMUHHPYIOIIEE, MOCKONBKY JKaHPBI, KaK IMpa-
BUWJIO, OTJIMYAIOTCS BBICOKOM CTEIIEHBIO BHYTPEHHEN
KOPPETSAIUN CTHINCTHYECKUX M COAEPIKATEIbHBIX
npu3HaKkoB. [[oaToMy yke Ha Ha4aJIbHOM JTare My-
3BIKAJIFHOTO 00pa30BaHMS BAYKHO YICNATH TOJKHOE
BHAMaHHUE XaHPOBOMY BocmHTaHuio. Ha nanHOM
arane (JMI, JIIM) sTo, mpexae Bcero, 0cBoe-
HHE CaMOW >KAaHPOBOM <JIEKCHKU» U IOCTEIEHHOE
pacirpenne KaHpOBOU pyaunuy (IpoIiecc, KOTo-
PBI, BIPOYEM, HE YXOIUT U3 AESATEIBHOCTH MY3bI-
KaHTa U B JaipHeimeM). IMeHHO 3Ta «JIeKCHKa»
HACBII[AeT KOMIO3UTOPCKYIO MY3BIKy MHOTOYHC-
JICHHBIMH aCCOIMAIMSIMA W CMBICIIOBBIMH CBSA3SI-
MU, COXpaHsisl MaMATh O TOM KOHTEKCTE, B KOTOPOM
OHa c(OpMHpOBANIACh, U MPHUBHOCA COOTBETCTBY-
IOLIEE COIEPKAHME B TEKCT MY3BIKAJIBHOIO IIPO-
n3BeneHus. Ilocnennee taxke TpebyeT BHUMAaHUSA
B MY3BIKaJbHOM OOpa30BaHMU: TPU BOCIPHITUN
MY3bIKH Ba)KHO HE TOJBHKO y3HABaHHE >KaHPOBBIX
OCHOB TE€MaTU3Ma, HO U OCO3HAHME XapaKTepa UX

MPETBOPEHUSI B MPOU3BEIAEHUU, MOHUMAHHUE pa3-
HOOOpa3HBIX BO3MOXKHOCTEH HCITOIB30BAHMS KaH-
POBBIX HCTOKOB Kommo3uTopamMu. CKBO3b MPHU3MY
JHCAHPOBOU OCHOBbI B JIETCKOM BOCIPHUATHH 00pe-
TalOT YepPThl )KMBON peajbHOCTU U S3BIKOBOM KOH-
KPETHOCTH BCE€ OCTaJIbHbIE CTOPOHBI MY3bIKAJIBHOTO
HCKYCCTBA.

OmHo W3 HampaBiICHUH MY3BIKAJIBHON >KaH-
poBoctu — manyesarvhoe. B JIMII 3HakoMcTBO
C TaHLEBAJIbHBIMU KaHPAMU Pa3HbIX 3MIOX U HapO-
JIOB YpE3BbIYAITHO BaKHO — U JUIsl OCBOECHUS S3bI-
Ka MY3bIKM Pa3HbIX 3M0X, U JJI1 TOHUMaHUS KOH-
KPETHBIX NPOU3BEJECHUMN, TAK UM UHAYE CBA3aHHBIX
C TaHLEBAJIbHOM JKaHPOBOCTHIO. B NTaHHOM cTaThe
pedb NOMIET O CTAPUHHBIX TaHLAX B My3bIke Bo3-
poxxaeHus 1 bapokxo.

CrapuHHBIC TaHIICBAIBHBIC JKaHPHI MOTYT OC-
BauBarbcs B JIMIII Ha pa3HbIX nipeaMeTax, cpeau
KOTOPBIX: CIETHATBHBI HHCTPYMEHT (3TY MY3HI-
Ky 4YacTO BKJIIOYAIOT B IEAaroruyeckuil pemep-
Tyap, Ha4WHAs C MIAIIINX KJIACCOB), PUTMHKA,
MY3bIKaJIbHasl JJUTEpaATypa, My3blKalbHasl rpaMoTa
u np. Takoe 0CBOEHHE MOXKET HOCUTh KaK Teope-
THYECKUH, TaK M TPAKTHUECKHI XxapakTep®. bomee
LIeJICHAIIPaBJIEHHOE O3HAKOMIJIEHUE C MaTepralioM
U MOJCIISIMH CTapUHHBIX TAHIIEB CIIOCOOCTBOBA-
J10 ObI aKTUBHOMY ()OPMUPOBAHHUIO MY3bIKAJIbHON
SPYAUIIMK W OOIIEMYy TBOPUYECKOMY pa3BUTHIO
ydalerocs.

TaHueBaAbHbIEe «XapaKTepbl»
M UX BAMSIHME HA MY3bIKaAbHbIM SI3bIK 3MOXM

Tanen — camocrosiTenbHas BCEJIEHHAs 4eio-
BeuecKor KynabTypbl. M. Bosnomwun nucan: «Mup,
pasapoOsIeHHbIN TpaHEHBIM 3€pPKajIOM HAIIUX BOC-
MPUATHH, TMONTy4aeT CBOIO BEYHYIO BHEUYBCTBEH-
HYIO HETBbHOCTh B JBIDKEHHSAX TaHIA: KOCMHYE-
ckoe ¥ (DU3HOIIOTHYECKOE, YYBCTBO M JIOTHKA,
pasyM M TO3HAHHWE CIWBAIOTCA B €IWHON MOdMe
Tanmna» [4, c. 395]. Tanenm — 3TO W HMCKYyCCTBO,
W pa3BieueHue, U OOIIEeCTBEeHHBIH uiean, u 00-
LIECTBEHHBIN pUTyasl. B pa3Hble 31I0XH, B pa3HOM
cpene y TaHIla MOTJIO OBITh Pa3iIMYHOE MpeJHa3Ha-
yeHue: o0psIoBOE, Marm4eckoe, KyJabTOBOE, Iie-
pEeMOHHABHOE, BOCIHUTATEIHHOE, XYIO0)KECTBEH-
HO-3cTeTn4Yeckoe. MHOTOOOpa3ue TaHIa OrpoOMHO,
€CJIH YYUTHIBATh TIIYOMHBI UCTOPHH U IMPOCTOPHI
reorpaguu, a TakKe MHOTOCIONHOCTH 001e-
CTBEHHOH CTpaTH(HUKAIINY.

B cBoE BpeMs TaHIleBaibHAsI My3bIKa ChIrpasa
3HAYMUMYIO POJIb B CTAHOBJICHHH SI3bIKA MY3BIKAIIb-
HOTO MCKYCCTBa Ha CTAJIU{ €T0 CaMOOIIpeIeTIeHUs
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(amoxa Bospoxnenus). Bennko 6bU10 B 9TOM I11a-
HE TaK)Xe 3HAUYCHHEC MHOTOUYHCICHHBIX CBETCKUX
BOKAaJIbHBIX KaHPOB, I7I€ MYy3BIKaJIbHAA «JIEKCUKa»
(dhopmupoBaack 1oJi BO3ACHCTBUEM CIIOBA U TOTO
WM MHOTO K HEMY OTHOIIICHUS, CBOW BKJIaJ BHO-
CHJIH pa3HOOOpa3HbIe 0OMXOTHBIE )KAHPHI IIEPKOB-
HOU My3bIKU. UTO KacaeTcsi TaHLia, TO BaXKHO YUH-
TBIBaTh: BO BpeMeHa PeHeccanca u bapokko enié
He OBLII0 MPUHIUITHATHFHOTO Pa3IMIUSI MKy TaH-
11eM OBITOBBIM U CIICHUYECKUM. 3HATOK HCTOPHUKO-
osrroBoro taunia M. B. BacwibeBa-PoxnectseH-
ckasi mumer: «Xopeorpadus OIepHO-O0ANETHBIX
npencrasinennit XVI, XVII u nauana XVIII Bekos
COCTOsJIa U3 TEX )K€ TAHIIEB, KOTOPbIE MPUIBOPHOE
00IIeCTBO MCIIONHSUIO Ha 0alaX U IMpa3J HeCTBaXx.
Tonpko B koHue XVIII Bexka mpoucXoauT OKOHYA-
TEJIbHOE pa3TpaHWYeHHE OBITOBOTO W CIIEHUYE-
cKoro TaHIeB» [3, c. 69]. Ilpu paznuymnu MmapuipyTa
JIBIDKCHUS, IpaUuecKoro pucyHka (gacto Ooiiee
CJIOXHOIO Ha CI[eHE) OOIMMMHU OBLIM ILIard, Imojo-
JKEHUSI TOJIOBBI M PYK, MOKJIOHBI, MO3BI, MaHEPHI
u T. 1. HaOmromasncsa MOCTOAHHBIA B3aMMOOOMEH:
OajeTMelCcTephl apaHXUPOBAIN OBITOBBIC TAHIIBI
JUTS CIICHBI, a CIICHMYECKHUE TAHI[BI MOTJIN MEePexo-
IuTh B OanmpHBIC 3aibl. IHTEpeceH B 3TOM muiaHe
npumep raBota. OH ynmomuHaetcs emé B «Opke-
sorpaduu» (1588) Tyano Apb6o (PKana TaOypo),
HO B XVIII Beke MpoUCXOIUT BTOPOE POXKIAEHHUE
raBota, U MpH 3TOM, Kak noguépkuBaer Bacumnbe-
Ba-PoX/IeCTBEHCKasI, «B IBOPIIOBBIC W OaJbHBIC
3abl OH MPHUXOOUT HE C CENbCKUX IPa3THHUKOB,
a CO CIIEHHYECKUX MTOIMOCTKOBY [3, c. 94].

To ke MOXHO CKa3aThb O COOTHOIIEHHH MpH-
KJIQTHOW W HETPUKIATHON (TO €CTh JJIA CIyla-
HUS) TAHIEBAJBHOW MYy3bIKA. TaHelm B €ro pas-
HOOOpPA3HBIX TMPOSBICHUS OBUT JKUBBIM SI3BIKOM
KOMITO3UTOPCKOTO TBOpYecTBa. K TaHIIEBaJIbHBIM
pUTMaM ¥ XapaKTepHOCTH IIHPOKO oOparraercs
WHCTPYMEHTaJIbHAs MY3bIKa, KOTOpas B 3TO Bpe-
MsI MHTEHCHBHO Pa3BHMBAETCA M 00Oramaercs, 4ro
nmaét ocHoBaHue ans 0o6o6menuss M. C. Jlpycku-
Ha. «MHCTPpYMEHTAIbHAs MY3bIKa B CBOEM pa3BH-
T npuMepHO BIoTh a0 XVIII B. Hepa3pbiBHO
CBsi3aHA C OBITOBBIM TaHIEM», HE UCKIIOYAs, YTO
WHTEPECHO, «MY3BIKy IIepKOBHOTO oOpsima» [7,
c.28]. B mpumep y4EHBIIH IPUBOIUT IPOU3BEACHUE
N. Marre3oHa, KOTOPBI, «HE CMYTHUB PEJIUTHUO3-
HOTO OJaro4ecTHsi COBPEMEHHHKOB, MOT CO3/1aTh
B 1739 1. u3 Memomuii psiia XOpaJioB CIOUTY, CONEp-
JKaIyr0 MEHY)T, TaBOT, capabaHy, Oyppe U IOJo-
He3» [TaM xke]. M. B. BanoB-bopenkuii mutupyet
ciosa JI. Mepcoe («Le tableau de Paris», 1772):

«HpIHe B mepkBax B camble TOP)KECTBEHHBIE MI'HO-
BEHbsI apHIiKH, capabaH/bl, MCHYIThl U PHIOJIOHEI
Ha oprane urpaiot» [12, c. 284]. Ha 1o, yTO TaHme-
BaJIbHOCTh MPOHHUKAJA TOT/Aa B PAa3INIHbBIE KAHPO-
Bble cepbl, oOpaman Baumanue U. @. Crpasun-
CKHIA, pa3bsCHSSI CBOM MeTOJ paboTHI Haa OameToM
«Tynpunnenna»: «THCTpyMEHTaIbHas WU BOKaJIb-
Has, TyXOBHas WM cBeTckas, My3blka XVIII Beka
BCA SIBIAETCS B M3BECTHOM CMBICJIE TaHIIEBAJIHLHON
My3bIKoi» [17, ¢. 172].

TaHIpI, KOTOpBIE IMHPOKO OBITOBAaIM B pas-
JUYHOW cpefie, MPeACTaBIsuI co00il HE MPOCTO
JIBUKEHUE M1OJ1 OIIPEAECIEHHBIA PUTM, — OHH 3aKJTIO-
yaiu B cebe, 4TO CBOMCTBEHHO JKaHPY, TUITMYHOE
cojiepKaHHe M CrocoObl BOIUIONICHUS. B TaHmax
3arevyariaeBaIich TakKe HOPMBI TOBEACHMS, THIIBI
KOMMYHHUKAIIAH, a €€ — 0co00To pona «Xapakre-
pbI», Kak 3TO Torma HaswiBanu®. TakuMm oOpaszom,
KOT/Ia KOMITO3UTOPHI 3aTeéM O0pamainch K 3TUM
TaHLlaM, OHH, TPEXK/IEe BCETO, BOCIIPON3BOAMIIHN Xa-
pakrep. To ecTb co BpeMeHeM, KOTJa TaHIeBaIb-
Hasg My3bIKa Hadasia epexoanuTh U3 pa3psia My3bl-
KU JJIS IBWDKEHUS K BUAY MY3BIKH JJISl CIyIIAHUS
(cBOOOAHOM OT MpUKIanHOW (QyHKIMH), OHA TIPO-
JIOJIKaJia TOBOPUTH TEM K€ A3BIKOM — KUBBIM, JKH-
BymuM. Mcde3ana TOJABKO OAHA COCTAaBISAIOIIAS
— Xopeorpaduyeckas, Ja ¥ TO JHIIb BHEIIHE,
MIPOJOJDKAsl MOACIYAHO «PEKUCCHPOBATH» BbIpa-
3UTENBHOCTh U COAEPKATeNbHOCTh 3By4anus. He-
MIPHUKJIAHAsE My3bIKa, OTBJIEKASACH OT XOpeorpapuu
u 6e3 e€ moMoIH, MPOoAOIDKaNa BOCIPOU3BOUTh
«XapaKTepbl» TAaHIIEB, KOTOPBIM YK€ ObLIM Halije-
HBI YUCTO MY3BIKaJbHbIE SKBHUBAJICHTHI. DTO OBLI
OIWH U3 TyTeil (OpMUPOBAHHS HHTOHAIIMOHHO-
ro cJI0Baps TOW WM WHOW 3IIOXH, MY3BIKalbHOMI
JIEKCUKH, KOTOpas MoJydajla B KOMIIO3UTOPCKOM
TBOpYECTBE COOCTBEHHYIO IKH3Hb. HeKoTopble
HCCIIEIOBATENMN Jlake YTBEPXKAAIOT, 4To 10 XIX
BeKa He ObUIO abCTPAKTHO-MOTOPHON MY3BIKH —
BCSI MOTOpHKa Oblja >KaHPOBO JHOO MpPOTrpaMM-
HO KOHKpeTHOH. OO 3TOM ’Xe MHUIIET, Hampumep,
B. Ix. Konen: «lina my3siku XVII u XVIII cro-
JIETUH TIOHATHSA TAHIEBAJHLHOCTH W MOTOPHOCTH
OTOXACCTBISLIUCEY [9, c. 287].

[Ipu sToM cama TaHIEBaidbHas My3bIKa ObLIa
BecbMa BocTpeboBaHa B 1o Bpems. Tak, XK. b. Jla
bopx numrer B cBoéM MacmTabHOM Tpyme «OmbIT
O CTapMHHON MU COBPEMEHHON MY3BIKE» I10 ITOBOLY
Opomrtops! boiie 0 My3bIKanbHOM BBIPAa3UTEIHHOCTH
(1779): «ABTop naét MpeArnouTeHHE MY3BIKE TaH-
1a Iepe] BCeMH JPYTUMHU, © MBI HE 3HAEM, BIIOJIHE
U oH Hempay» (mwt. mo: [12, c. 35-36]). [loaro-
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My CTOJIb BXXHO IJIsl IOHUMAHHUA MY3BIKH JTAHHON
3MOXM WMETh TpPENCTaBIeHHE 00 OONMMKe TaHIIEB
TO# mopsI*. DTO OTMEYANT U CaMH COBPEMEHHHUKH.
Hanpumep, emé B 1687 roay ¢paHiry3ckuii opra-
HHUCT U KoMIo3utop AHjape Pe3oH pexomeHaoBa
My3bIKaHTaM TIPY 3HAKOMCTBE C HOBBIMH ITb€CaMHU
oOpamarh BHHMAaHHE, «HE HAlIOMUHAIOT JIU OHHU
capabaHzy, JKUTY, TaBOT, Oyppe M Ipyrue TaHIBD»
(tuT. mo: [6, c. 77]).

«Xapaktep» TaHIAa — K09 K MOHHUMAaHHIO
A HCIOJHEHUIO TEeX MPOU3BEICHUW CTapUHHOMI
MY3bIKH, KOTOpas ¢ HUM cCBsizaHa. Kak wu3Bect-
HO, B CTapoOil HOTAllMH HE BBHICTABISUINCH TEMIIBI,
OUHAMUKA, apTUKYIANHS, HIOAHCHI U T. 1., 4TO,
KOHEYHO, 3aTPyAHSAET MPOYTEHHE ITHX TEKCTOB.
Ho ecnu B TuTyne TOH WM WHOW TBECHl OBLIO
0003HaueHHE TaHIla, OHO OMPEHENSIO M TeMIT,
U AMHAMUKY, U TPUEMBI apTUKYIAIUU. A camoe
[JIJaBHOE — TOHYC, DHEPTeTHKY M TOT CaMBbIH «Xa-
pakTep» My3bIKH, €€ OMOILMI0 U HHTOHAIUIO, a 3TO
y’K€ IUKTYET HUCIIOTHUTEIIO TEMII U XapakKTep 3BY-
yaHusA. DTO BechbMa IIEHHO, €CNIM Y4YeCTh BOOOIIE
CBOMCTBEHHYIO MY3BIKaJIbHOW HOTAIUU (Iaxke 0o-
Jiee MOJIHOM B MO3AHEHIINe 3110X1) 0COOEHHOCTS!
caMa My3bIKaJbHas MHTOHALUA B TOJHOM 00BEME
HE MOXeT ObITh B Hell 3aMKkcupoBaHa, — B HOTa-
LMY JaHBI JUIIH ONPEAeNIEHHbBIE «KOIBD), KOTOPHIE
emé Ha/Io yMETh paciiupoBaTh ¢ MO3UIHNA KYyJb-
TypBl, IPUYEM HE TOJBKO CBOEH, HO U TOTO BpeMe-
HH, KOTOPOMY JAHHBIM HOTHBIM TEKCT IpUHAJJIE-
kUT. TakuMm 00pazoM, My3bIKaldbHas MHTOHAIUS,
[0 CyTH, MIET HE OT TEKCTa K HCIIONHUTEIIO,
a OT uCmomHUTENs B TekcT. [losTomy Hamo Boc-
MIUTHIBATh MPEXKAE BCETO KYJIBTYPHOTO MY3BIKaH-
Ta (M cioymarens TOXe), KOTOPBIH, IO CJIOBaM
B. B. MeaymieBckoro, crioco0eH «CBOOOIHO YH-
TaTh UCTOPHIO YEJIOBEYECKOTO AyXa IO KHUTE WH-
ToHaru» [13, c. 243]. DTOT Hporecc — HAyIUThCS
TaKOMY «YTEHHIO» — 3aHUMAaeT Y My3bIKaHTa BCIO
€ro KM3Hb, HO K HEMY HaJl0 MPUCTYTAaTh KaK MOX-
HO paHbIIIe.

Hauunas ¢ snoxu Bo3poxaeHus TaHIy OTBO-
WA TOCTOWHOE MECTO B CHCTEME BOCIUTAHUA,
OH CTajJl HEOOXOAMMBIM KyJIBTYPHBIM HaBBIKOM
cBeTckoro uenoBeka. Ha pybexe XV—-XVI Bexor
PEe3KO BO3pacTaeT YUCIIO YYUTENEH TaHIEB, MOSAB-
JIAIOTCS CTIENHANIbHBIE TPAKTAThl M TO, YTO MOXKHO
Ha3Barh y4yeOHHMKaMHu. TaHueBalbHas KyIbTypa,
KaKk M MYy3bIKaJbHAs B I€JIOM, IWHAMHUYHO pa3-
BuBanach. IlosBasiiicy BCE HOBBIC TaAHIIBI, BUJIO-
M3MEHSUIUCh CTapble, MEHIaCh MOAA. DTO TaKXKe
ClIelyeT YYHUTBHIBaTh MpPH OCBOCHHUH CTApUHHOMN

MY3bIKHA: OJWH TaHEI] MOT CYIIECTBEHHO TpaHC-
(hopMupOBaTECST B CICAYIOMIMH HCTOPUUCCKUN
nepuojl, B Jpyroi crpane. Becbma H3MEHUIUCH
XapaKTepbl MHOTHX TaHIIEB — CpPeIy HUX IaBaHa,
KypaHTa, TaBOT, MEHY3T U JApyrue (CcMm., Hampu-
Mmep: [8; 15]). OcraHoBHUMCS Ha IpuMepe capadaH-
IIbI, KOTOpas MpeTepriesia 3HAYUTENbHbIE TpaHC-
dhopmarum.

CeroassrHue IpeACTaBICHU O capadaHae 1mo
OoJbIIIeH Mepe MPUITUCHIBAIOT €l XapaKTep BO3BHI-
IIEHHBINA, CEpbE3HBIA — BIUIOTH JO TParu4eckoro.
B moarBepxneHMe MOXXHO TPHUBECTH HE TOJBKO
COOTBETCTBYIOIINE BBICKAa3BIBAHUS M3 MY3BIKOBE-
YeCcKuX padoT W U3 y4eOHWKOB, HO M IENBIH PSJI
MIPUMEPOB UCTIOIB30BAaHUS 3TOTO KaHpa Kak Mpoood-
pa3a TeMarn3Ma B TNPOW3BEIEHHSIX COBPEMEHHBIX
KOMITO3UTOPOB, B TOM YHCJIE€ CHM(OHUYECKHX.
310 ¢punan VII cumdponnn locrakosuua (. 179),
IIT gacte Ilaroit cumdbonuu Ilpoxodrena (. 67),
[Ipemromus 10 Bropoit cumponnn Uleapuna, I1s-
tasg cuMmponus Kanuenu (1. 3-4) u 1. 1. Beé arto
OIYyTHMO Pa3HUTCS C PAaHHUMH ITAllaMU HUCTOPUHU
capabaHbI.

Ilepsrie ynmomuHanug o Heil (B Mcmanum, co
BTOpOi monoBHHBI X VI Beka) BecbMa HETaTHUBHBI.
E€ ocyxaroT MOpaiaucThl, 0 €€ HEYECTUBOCTH MH-
uryT Murens ne Cepsanrec u Jlome ne Bera. E€ nc-
MTOJTHEHHME TTOJ] CTPAaXOM TSHKETOTO HaKa3aHuUs 3a1pe-
maeT KopoieBckuit 3aukT 1583 roma, Kactrmbckmit
coser B 1630 romy. Capabanay Kak HENpPHCTOMN-
Helil (bawdy) TaHel ABaX/bl YIOMHHAET B CBOUX
Ipecax aHNIMUCKUI MOAT, Ipamarypr U TEOPETUK
ben IxoHcoH. BMecTe ¢ TeM 3TOT TaHel 3aKpe-
IJISIETCS B aHNIMACKOM MHCTPYMEHTAJIBHOM CIOMTE
— KaKk NpaBWIO, B KayecTBE MOABHIKHOTO (HHAIA.
Yapne3 Koynman, cinyxxusmuii npu asope Kapaa 11,
B cioBape «HoBwiii Mup anrmuiickux cioBy (JIoH-
noH, 1658) na€t capabanpe ciemyromiee omnpeaeie-
HUeE (BHIMMO, OIHO U3 CaMbIX paHHHX): «a kind of
Lesson or Air in Musick going with a quick time
[BUI YacTH WM apud B MY3BIKE, HAyIIeld B ObI-
ctpom temne]» (umt. mo: [27]). Ilozgnee Tomac
Mbiic B cBoell kHATE «My3bIKaJIbHbIA ITAMSITHHUK
(1676) mumer: «Serabands are of the Shortest
Triple-Time; but are more Toyish, and Light, than
Corantoes; and commonly of Two Strains [Capa-
0aH/BI — CaMOT0 KpaTKkoro TPEXIOJIBHOTO pa3Mepa,
HO OHM OoJiee HecephE3HbIE U JIETKHE, YeM KypaH-
ThI, 1 OOBIYHO M3 ABYX Menonuii]» [Tam xe]. Cun-
TaeTCs, UTO «HOOMIM3ANKs capabdaHabl B AHTINH
Hadanachk ¢ @panyecko KopberTsl, 100MMOTO TH-
tapucta Kapna Il (cMm., Hampumep, MMOCBSIIEHHBII
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koposto coopuuk «La guitarre royalle», 1671). Ha
KOHTHHEHTE Tpajauius OBICTPOil capabaHIBI Mpo-
cnexuBaercss BIUIOTh A0 Kopemnu u Buanbaw,
y KOTOPBIX OHAa BCTpPEYaeTcs HapAay C MEIJIEHHOU
Pa3HOBUIHOCTBIO.

B XVII cronernn capabaHia TpOHHKAET BO
®paHuuio, e €€ AEep3KUil XapakTep MOCTENeH-
HO CMSTYaeTcs, a TeMI 3aMeJIseTcsi, MHOTAa JI0
Grave. «bmaropomnymo» capabaHTy TaHIIEBaJ
cam JlromoBuk XIV. B cruennueckoid Bepcuu HC-
MOJIB30BAIMCE 00a Tma — y Jliomnu, Hampumep.
B OapouHoli My3bIKe 3aKpEIUISIOTCS, TaKuM 00-
pasom, JiBa BHJa capabaH/bl: OBICTPON MCIIAHCKOU
(«Zarabanda spagnola») u MemieHHOH (paHIly3-
ckoi («Sarabanda francesa», wucm. «garavanda
frangesa»). B mo3mHeOapodYHBIX CIOWTax capa-
Oanga craHoBuTcs, 1o cioBam T. H. JIuBaHOBOMH,
«TONJIMHHBIM JIMPUYECKUM IIeHTpoM mukiaay [11,
c. 70]; Torma, BUIUMO, U THUITU3HPYETCS CEMAaHTHKA
’)kaHpa. FIHTepecHo, uto B cBOEM «basere Hauuiiy,
3aBepIIameM KoMeauio-0aner «MemaHnuH BO
nBopsiHcTBe» (1670), JItonmmu ucnons3yeT capaban-
Iy JUISl HECKOJIbKO KOMHYECKOW XapaKTepPHCTHUKU
ucrmanneB. B «3OrmonTe» berxoBena capabanna,
TaKXKe SBIISIONIASACS MY3BIKATBHOW XapaKTepUCTH-
KO MCHaHIeB, 00pETaeT TOPKECTBECHHBIM M JaXKe
rPO3HO-BEJIMYECTBEHHBIA OOJIMK. DTOT OETXOBCH-
CKAH CHMBOJI OKa3al, BHUANMO, CYHIECTBEHHOE
BIIMSIHUEC Ha JNAJBbHEHIYI0 TPAKTOBKY capabaHJbl
B KOMIIO3UTOPCKOW My3bIke. UTO ke Kacaercs ca-
Moro Tadia, To eulé XK. XK. Pycco nucan B cBoém
«My3bikansHOM ciioBape» (1768) o capabanme kak
00 ycrapeBmiell U He HCIHOJB3YIOMIEHCS — «pa3Be
YTO B KaKHUX-TO CTapbIX (PaHIly3CKHUX OMepax»
(tuT. mo: [27]).

IToncka3koil B OCBOEHUHM XapaKTEpOB CTapHH-
HBIX TaHIIEB MOXKET CTaTh JIUTEparypa. Tak, B mpo-
u3BeeHmsx lllekcnimpa oOHapyXuBaeTcs CBOe-
oOpa3Hasi aHTOJIOTHS TaHIEBAIbHBIX aJUICTOPHH.
W HeobxommMo 3HATh XapaKTephl TAHIEB, YTOOBI
TOYHEE MOHATH, CKayKEM, HPOHUIECKYIO (hpa3y capa
TobOu u3 mbecwl «JIBeHaanaras HOUb»: «OTUYETO ThI
HE XOIUIIb B LEPKOBb TIBAPIO M HE BO3Bpalla-
embcs 1oMoi KypanTtoi? S Obl MHa4Ye HE cTymad,
Kak Jpkuroi» u T. A. (3-s1 cuena | akra). Mimn ka-
namOyp bearpuue u3 mpechl «MHOTO IIyma U3 HH-
yero»: «CBaToOBCTBO, cBajpba W pacKasHHE I10XO-
KU Ha MIOTIAHJCKYIO JKUTY, MEXep M CHHKIIEHC)
(1-s1 cuena II axra). Eciiu MBI He 3HaeM SI3bIK TaH-
1IEeB, HaM OyJaeT He MOHSTHO, YTO XOTeJ CKasaTh
[lexcnup, ecnu 3HaEM, — CMOXKEM JIydIlle OIIEHUTh
UTPY CIIOB U KPAacKu 00pa3oB.

[TomuepkuéM emi€ onrH MOMEHT: pa3nuyain 00-
MIECTBCHHBIN (TUIIOBOW) TaHEI] — U WHIUBUIYyaJH-
3UPOBAHHBIN «y4EHBIN (TaHeI] 3HaTOKa, CBEAYIIIETO
B 3TOM HCKYCCTBE, HE 00s13aTe/IbHO MpodeccuoHa-
na). JInst 5TUX JBYX BHJOB TaHIIEB OBLIO XapakTep-
HO pa3HOe COOTHOIICHUE Xopeorpaduu U My3bIKH.
B THmoBbIX Ha mepBoM Mecte Oblia Xopeorpadus,
KOTOpasi OCBaMBaJIaCh BMECTE C YUYHUTENIEM; MY3bI-
Ka 3/1ech JNO/DKHA ObUIa MPOCTO COOTBETCTBOBATH
CTPYKType IBW)XeHHusA. VIMEHHO 3Ta BeTBb INpH-
KJIQJIHOW TaHUEBAIbHON MY3bIKM MOpOJMIIA «KBa-
IpaTHBIN» IEPUOJ, CTPOr0 CHMMETPUYHBIE CHHTAK-
CHYECKHE TIOCTPOCHHUS, COCTABHYIO INOBTOPHOCTH
U T. 1., B HEW paHblIe, 4YeM B JPYTHUX OOJACTIX
pEeHEeCCaHCHOM MYy3BIKH, B 3IIOXY TOCIIOJICTBA MOJH-
(oHMM 1 MOIATHHON TAPMOHUM HaYaja MPOSBIATH
ce0st roMooHHas pakTypa M TOHAIbHAS PYHKIHO-
HaJIbHOCTh. B «TaHI1aX y4€HBIX 3BOIOLNI, KAK UX
TOT/Ia Ha3bIBAJIM, — COBCEM MHOE: Ha TIEPBOM MECTE
ObLTa My3BIKa, IPUIEM KeJaTeTbHO KaKk MOXHO 00-
Jiee U3MEeHYMBast (MEHsUIa CBOU XapakTep, pa3Mepsl,
TEMIIbI, pPHTMUYECKUI PICYHOK), U TAHLIOP JTOJKEH
OBLT yMETh MOJACTPOUTHCA MOJ 3Ty MY3bIKY. IloHAT-
HO, 9TO 3HAYUTENFHYIO POJIb 37€Ch UTPaa UMIIPO-
Bm3arus. Kak mucan ['ymeensmo D6peo B «Tpakra-
Te 00 uckyccrse tanna» (1463): «Korma my3sikanT
MpeIaraeT BaM pa3HbIe TEMITBI M 3aCTaBIISET Bac
MIEPEeXOIUTh OT cajbTapeiibl K OaccaaHcy, a oOT
baccmanca K KakoMy-HHOyZIb JIPyroMy TaHILY, BBI
BCeraa JOJDKHBI JABUTAThCAd B COTNIACHHU C €T0 HH-
CTPYMEHTOM, MIOTOMY 4YTO WHa4e OyJeTe TaHIeBaTh
B CHJIy IIPUBBIYKH, HO HUKOTJa — 110 BEJICHHUIO yMa
u paccyaka» (mmt. 1mo: [10, ¢. 31]). Dty cmocob-
HOCTh, KCTar, ['ylbelbMO O0O3HAYMI MOHATHEM
«apus».

OnHu U Te Ke TaHIBI, TAKUM 00pa3oM, MOTIH
OBITOBAaTh M KaK TUIOBBIE OalbHBIC, M KaK MHIIHU-
BHIyaJN3UpOBaHHbIE «y4€HBIE». OOpaTUMcs emé
pa3 k mpumepy capabanael. B XVII cronetnn ona
ctana OaJbHBIM MPHUIBOPHBIM TAaHIIEM, HO MOIJa
OBITh W TPEAMETOM «YYEHBIX HBomonmit». Co-
XpaHUIIOCH LIEHHOE OMHCaHue capabaHibl, COIHHO
WCIIONHIEMON HCKYCHBIM TaHIIOPOM, CHAEaHHOE
ab6arom ®pancya [Tomeem (1671). OTo onmcanue
aHanu3upyer ¢ nozunuii purtopuku Poza IIprokema
[26]. LlemnkoM TEKCT OMUCAHUS MPUBOAUTCS B MO-
Horpaduu JI. JI. IIbiacBoii, Mbl ke BOCIIpOU3Be-
IEM JHUIIb OTAETbHBIE OTPHIBKH, CBHAETENHCTBY-
IOIIMEe KaK O XapakTepe TaHIa, TaK U O MOMEHTE
MMITPOBU3AaMOHHOCTH: «CHadaja OH JIBHUTAJICA
0]l BEIMYECTBEHHYIO M Pa3MEPEHHYIO MEIIOIUIO
B MENJICHHOM TeMIIe, Jiefiasi peryssipHbIe KaJaHCHI,
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Y TaHIEBaJ C COBEPIIEHHO 0YapOBATENbHOM Tpa-
UeH U C TaKUM OJIaropocTBOM, KpacoTou, CBOOO-
JIOH, YTO, Ka3aJI0Ch, OH 00J1a/1aJ1 BCEM BEIHYHEM KO-
pOJIL U UMEJ CTOJIh JK€ BHYIITUTEILHBIN BU, CKOJIh
JOCTABIISUT yAOBOJIBCTBHE. <...> [lopoif, B TeueHne
MEJUICHHBIX U TOMUTEJIBHBIX CAWHHI] BPEMEHU OH
MTOCHUTAJT MPUCYTCTBYIOIINM HEKHEBIE U CTPACTHEIE
B3IJISIBL, & 3aTEM, Ka3aJI0Ch, yCTaB OBITh JTF0OE3HBIM,
OH OTBOJMJI CBOU B30PHI — KaK OyATO JKeJask CKPHITH
CBOE YyBCTBO, M TTOPBIBUCTHIM JIBM)KCHUEM CIIOBHO
OTHUMAJ Jap, KOTOPBIA Mpexae npepiarai. <...>
Bpemst oT BpeMeHH B OypHBIX M CTPEMHUTEIBHBIX
pUTMaXx TaHIIOP BEIPaXKaa THEB U SPOCTH, HO TIOTOM
BBI3BIBAN eI OoJsiee CIAJIOCTHYIO CTpacTh Oolee
YMEPEHHBIMU JIBIDKEHUSMHU, B3ABIXas W CIIOBHO
3aMHpasi, B TO BpeMsI KaK B3IV €r0 CTaHOBHIICS
paccessHHBIM. Heckombko BOTHOOOpA3HBIX JIBHIKE-
HHU €ro PyK U KOpIryca — HEOPEKHBIX, HECBS3HBIX,
HO TIO-TIPSKHEMY CTPACTHBIX, JEIAA €r0 TaKhuM
BOCXUTHUTEIIEHBIM M 0YapOBATEILHBIM, YTO B TIPO-
JOJDKEHUE BCETO TaHIA OH 3aBOEBBIBANI CTOJb JKE
MHOTO CEpJIell, CKOJb MpebInan 3putenein» [14,
c. 210-211].

C HUCTOpPUYECKON TOYKH 3PEHHS Ba)KHO OTMeE-
TWTh, YTO Ha paHHEH cTaguu (HOPMHUPOBAHUS TaH-
LIEBAIBHOTO «pemepTyapa» 3moxu BospoxaeHus
COOCTBEHHO MY3bIKaJbHAas COCTABISIONIAS TAHIICB
HEpeaKo ObliIa, BUIUMO, JOCTATOYHO HEHTPaIbHOU
u obOpeTanma XapadKTepHOCTh HWMEHHO B CHHTE3E
C TeM WM MHBIM 00pa3om nBmxeHud. Tak, Tyano
Apbo, Kacasich My3BIKH, COITPOBOKTAFOIICH TAHIIHI,
nical: «VICIoMHATEeTH-HHCTPYMEHTIUCTHI MHOTAA
WTpaloOT TaBaHy MEHee TsKeNo, B Oojee JErKoM
OBOKEHUHU <...> W TOIrJa OHA Ha3bIBACTCSA I1acca-
menmo» (rut. mo: [1, ¢. 17]). Hemapom Tak mmpo-
KO OBIJIa pacIpoCTpaHeHa y MY3BIKAHTOB MPAKTHKA
«JIBOWHOTO yTOTPEOICHUS) TaHIEBATHHBIX MEJIO-
JIAH, KOTJIa OTHA U Ta YK€ MY3BIKa, JIUIIb C H3MEHE-
HUEM TEMIIa, COMPOBOXKAANa M TaHEI] CIIOKOHHOTO
mara, 1 OBICTPBIM MPBDKKOBBIA. Co BpeMeHeM, 10
Mepe (GOpPMHPOBAaHUS XapaKTepa TOTO MKW HHOTO
TaHIIa U TI0J] BO3JCHCTBUEM ATOTO XapakTepa, Kpu-
CTaJUTM30BAJICS KOMITJIEKC BBIPA3HTEIBHBIX MY3bI-
KaJIbHBIX CPEJICTB, TECHO CBSI3AHHBIX C HUM.

lNpakTHyeckme acnekTbl OCBOEHMUS
MY3bIKaAbHOIO Si3blkKa
TaHL,eBaAbHbIX XkaHpoB B AMLL

B JAMIII ob6paienne K TaHIICBAIBHONW MY3BIKE
Pa3HBIX 310X MOXET MPOUCXOANTH BO MHOTHUX (oOp-
max. Jlaynee pedbp NOUIAET O My3BIKAJIBHO-TEOPETH-
yeckoM nukie. Hampumep, B paMKax TaKuxX JUCIH-

nH, Kak «Cioymanne My3bIKn», «My3bIKanbHAas
JTUTEpATypay», IEIeCO00pa3HO YAETUTh BHUMaHHE
3HAKOMCTBY C «XapakTepaMu» CTapUHHBIX TaHUEB
U WX PacliO3HaBaHHUIO B KOMITO3UTOPCKHUX MPOHU3-
BEJICHUAX, 00JIee TOTO — BBIABICHUIO CMBICIIA HC-
MOJIb30BAHUSI KOMIIO3UTOPOM JIAHHBIX KAHPOBBIX
UCTOKOB. B «PUTMUKE» €CTh CBOM BO3MOMXHOCTH:
OT JIBUTATeJIbHOW UMIIPOBU3AIMHU B JyX€ CTUJIS CO-
OTBETCTBYIOIIETO MPOU3BEJEHUS 10 OCBOEHHUS OT-
JIeNTbHBIX THIIOBBIX 1A U (UTyp AaHHOTO TaHma. Ha
3aHATUSIX TI0 UMIIPOBU3ALIMU HA UHCTPYMEHTE IIO-
JIE3HBIM TIPEACTABISACTCS MPAKTUIECKOE MPUOOIIIe-
HUE K TeM (opMaM My3bIKaJIbHON NESTCIbHOCTH,
C KOTOPHIMH OBIJIO CBSI3aHO (PYHKIIMOHHPOBAaHUE
CTapUHHOW TaHUEBAJIBHOW MY3bIKM, — B 4YaCTHO-
ctv, (hopMaM HMMIIPOBH3ALMOHHBIM: B JyXe TOIO
WJIM UHOTO TaHIA 110 CBOMCTBEHHBIM JIJI1 HETO PUT-
MHUYECKUM PUCYHKaM U TapMOHHYECKUM MOJIEIIAM.
ITocnennue Takxe MOTYT TOMOYb B OCBO€HHH IPO-
CTEUILIMX aKKOPIOBBIX MOCJIEIOBAHUI HA 3aHATUSIX
10 MY3bIKaJIbHOW T'paMOTE WJIM TEOPUU MY3BIKH —
OCBOCHUU HE aOCTPAKTHOM, a CBSI3AHHOM C XKUBOM
MY3bIKOH.

Ommpasice Ha COOCTBEHHBIA IIEAarOTHYCCKHUMA
OIBIT, aBTOP NpenjiaracT BO3MOXKHBIM METOJ s
MTOTOOHBIX TBOPUECKUX 3aHATHI.

Oman nepsviii. 'apMoHHUECKOE COMEPIKAHUE
CTApUHHOW TAaHLEBAJIbHONH MY3bIKH, OCOOEHHO
B THIIOBBIX TaHIAX, OBUIO MPENMYIIIECTBEHHO (hop-
MYJIBHBIM: 3TO M OTJENIbHBIE YCTOIYNBEBIE 000POTHI,
W IeTble TOCJIeN0BaHUs (TPOrpeccrui), COOTBET-
CTBYIOIIIHE 10 MacmTabaMm KojieHy (hurype) Tanma.
IIpu sTOM CMEHa rapMOHHUN BO MHOIOM JE€TEpPMHU-
HUPOBAJTAaCh TAHLEBAJIBHBIM JBI)KEHHEM W Oblia
€ro OoTpaXXeHUeM, a (ppa3oBbie OKOHYAHUSI MY3bIKH
KaJbKUPOBAIH KaJICHIIMM TaHIA. TakuM oOpasom,
MOYKHO TOBOPHTH HE TPOCTO O TaPMOHHUYECKHX,
HO O KOMIIO3HIIMOHHO-TAPMOHHUYECKHUX (OpMyJIax.
Hepenxo onm momydanu Ha3BaHWSA TeX WM WHBIX
TaHIIEB, XOTS CYTh KaK pa3 B TOM, YTO OHH UCIIOIb-
30BaJIMCh B Pa3HBIX TaHNax. [laMiTh My3bIKaHTOB
XpaHHuIa MHOKECTBO TOIOOHBIX (OPMYI, KOTOPHIC
OHHM TIPUMEHSIH, KOMOMHHDPYS U TpaHCPOpMHUPYS
BO BpEMsA HMIIPOBU3ALMOHHOTO AaKKOMIIAHEMEHTa
TaHIyIomKM. /{7151 OCBOEHHUS caMOro MPHUHLIMIIA Ta-
KOTO pojia UMIIPOBHU3AINH — 10 TOTOBBIM MOZEIISIM —
MOXKHO OTPaHUYUTHCS HECKOIbKUMH (hopMymamMu’.
BaxHo, 4T0OBI OHM 3ay4MBANUCH Cpa3y B UYETKOU
¢opme: B JaHHOM cilyyae, BOCBMHTAKTHOTO IIO-
BTOPHOTO ME€pPHONa C OCO3HAHHOW «PH(PMOBKOIDY
CEepeIUHHON M 3aKJIIOYUTETHHON KaJIeHINH.
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Musical

Education 0

Ta6auna 1. KoMno3uunoHHO-rapMoHu4ecKue
(opMyJIbI peHeCcCAHCHBIX TaHIeB’

Foua | 1 V |1 VII|II VII[1 V°| 1 V [1VII|IIVI|[1VI
1v 1v

A MeaZOl 1 VII op  |HVI1 V1 VID| oY T VI 1V T

R I v I v’ 1 v | V| I

romanesca | III | VII 1 Ve | o | vil |1V | I

IIpuBenéHHble 4YETHIPE IOCIEIOBAHUSA COCTO-
AT TOJBKO U3 TPE3BYUHil, B3SITHIX HA TOM WU MHOMN
CTYNEHH Jaja-Mofayca (TOHSITHE «TOHAJIBHOCTH»
K CTapuHHOU My3blke emé He mpuMmeHumo). Ka-
KAO0E Tpe3By4dre 0003HAUEHO MOPSAIKOBBIM HOMeE-
pOM CTyIIeHH, Ha KOTOPOH MOCTPOEHO, MPH 3TOM
pumMcKas 1udpa 0603HaYaeT MaKOPHOE TPE3BYUHE,
apabckass — MHHOpHOe. Bce Tpe3Byuusi Maxop-
HBI JIUIIb B naccameyyo MoOepHo, B OCTAIbHBIX
Tpéx Qopmynax Tpe3ByuHe MEPBOW CTYIEHU HC-
MOJIB3yeTCs KaK B MUHOPHOM, TaKk U B Ma)KOPHOM
BapHaHTaX. 3aKIIOYUTENIBHOE TPE3BYYHE BO BCEX
(dopmynax Bcerma MaxopHO. Kak MOKHO BUJIETH,
nepBbIe JIBe, Oosee JUIMHHBIE, (YOPMYIIBI SBISIOTCS
BapHaHTOM JpyT JpyTa, Pa3indasich JIUIIb MOPSI-
KOM YepeIOBaHNs TPEX aKKOPZOB B MEPBBIX TAKTAX
KaXX/I0TO W3 TOBTOPHBIX TPEIJIOKEHUM: B ghonuu
ato Tpe3Byuus 1 — V — 1 — VII cryneneit, a B nac-
cameyyo anmuxo 1 — VII — 1- V (3meck Bo BTOpoM
takte VI cTynens BMecTo 1 sBnsieTcs Oonee xapak-
TEPHBIM BapHaHTOM I MCIAHCKOW MY3bIKH). Po-
MaHecKa — 3TO, 10 CYTH, COKpAlll€HHBI BapUaHT
¢onuu u naccameyyo anmuxo: OOMMX TSI HUX
TPETHhETO-4e€TBEPTOTO U CEIBMOr0-BOCHMOTO TaK-
ToB. JlaHHass «koMOMHATOpHKa», 0€3yCIOBHO, 00-
JIeryaer 3allOMUHAHME.

3a0anue smoeo 3mana: UrpaTh KaKA0€ U3 de-
THIPEX TOCJIENOBAaHUN HaM3yCTh B 4ETKOU (opme
nepruosia Kak B JBYXJOJNBHOM, TaK U B TPEXIONb-
HOM MeTpe, ObIcTpee WM MeUICHHEe, B Pa3HBIX
«TOHAJIBHOCTAX).

Oman emopoii. OTOUpaETCS HECKOIBKO pac-
npocTpaHéHHBIX B Tepron PeHeccaHca — paHHEro
bapokko TaHueB u cocrapnsiercs (IpU orope Ha
MY3bIKY, TUTEPATYPY, )KUBOIIUCH COOTBETCTBYIOIIECH
SIIOXW) CBOEOOPA3HBIN CIIOBAPh UX «XaPaKTEPOBY.
[IpencraBuM mpUMEPHBINA psi HA3BaHUH, U1 yH00-
CTBa 3alIOMHHAHHSI U COOTHECEHHsI TaHIIEB PacIio-
JIOKHMB HMX B Buje TaOnuibl. Bece TaHIBI yCIOBHO
pa36buTel Ha MemneHHblE W ObicTphle. [logoGHOE
oTpe/ieNicHHe TeMIa, KOHEYHO, OTHOCHUTENHHO, HO
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BCE K€ B JICBOW IOJIOBHMHE TAOJIMIBI CTPYIITHPO-
BaHBI TaHITBI, MEIJICHHEIC B Oonbie (capabanna,
MaBaHa, IAcCaKayvs) WM MeHbIIeH (0coOeHHO
(dpaHIy3cKas KypaHTa) CTEIICHH; TOTIa KaK B TIpa-
BOH IMOJIOBHHE TaOIUITHI CKOHIICHTPHUPOBAHEI TAHIIBI
Ooyiee WM MeHee MOJBMXKHBIC. B 00enx rpymmax
TaHubl JuddepeHIupoBaHbl TakKe MO METPYy —
JIByXJIOJIbHBIC U TPEXI0NbHBIC®.

Tabauna 2. PuTMuyeckne XapakTepucTHKHU
TaHIEeB

BBICTPBIE

TPEXAONbHBIE

MEJJEHHBIE

ABYXAOABHBbIE

TPEXAONbHbIE ABYXZOJbHBIE

IMABAHA CAPABAHJIA | CAJBTAPEJLIO | CHITWIHAHA

MACCAMENIO | MACCAKAJIUSA | TAJIBAPOA TABOT

KYPAHTA
(ppannysckasn)

KYPAHTA

(uTanbaHCKAdA)

AJLTEMAHJIA BEYPPE

3adanue smoco smana: B TPOIECCE 3HAKOM-
CTBA CO CTAPUHHOM TaHLEBAJIBHOM MY3BIKOW IIO
AMEIOIHUMCSI HOTHBIM TyONHKAITUsIM W ayJauo3a-
MACSM BBISIBUTH CaMble THIIMYHBIC I KaKIIOTO
M3 JaHHBIX TaHIEB PUTMOGOPMYIbI (OJHY-IBE)
u Bhmcats B Tabmuiyy. Kak m B ciaydae ¢ akkop-
JIOBBIMH TIOCTICIOBAHUSMH, BBISICHUTCSA, YTO OTH
puTMO(OPMYJIbl KIMEIOT CXOACTBO: KaK, HalpUMeEp,
B ITaBaHE M IIacCaMEIllo, HO C 3aTaKTOBOM JOJCH
B mocienHeM U 0e3 3arakTa B IEPBOM; OJIMHAKO-
Basg puTModopMysaa MOXET ObITh B MMaccaMerlo
U aJuIeMaHJe, HO pa3Indue B 9yTh 00JIee TTOBHXK-
HOM TeMIle ajuieManibl. OpHeHTHPYSCh Ha COCTaB-
JICHHBIM CJIOBApUK «XapaKTEPOB» M 3aOTHECHHYIO
PUTMHUYECKYIO TaOIUITy, MMOCIENOBAaTEIIEHO UTPaTh
YETBIPE BBIYYCHHBIC KOMITO3WIIMOHHO-TAPMOHHUYE-
ckue (GopMyJibl B pPUTME M — IJIaBHOE — XapaKkTepe
JIBCHAIIIATH TAHIICB.

Oman mpemuii. Yke TIEpBBIC JBa dTama AT
HEKOTOPOE IPEACTABICHUE O CaMOM TEXHHUKE UM-
[IPOBU3aLUN [0 «TOTOBBIM MOZEISAM» WIM «Ila-
omonam». Ha cnemyromeM »dTame Jg00aBISIOTCS
HaBBIKM (aKTYpPHOTO BapHUPOBAHMS MOJENEH WIIH,
B COOTBETCTBYIOLIEH 3I10XE TEPMUHOJIOT U, TEXHU-
KM «JUMUHYUPOBaHUS». B TaHLEBAIBHON My3bIKE
OHO MOXET OBITh PUTMHYECKHAM, MEIOINIECKUM
U TapMOHMYECKMM. B mpocrteiiliem BapuaHTe —
3TO pUTMH3AIMS M HEOONbIIas MEeIOAHU3alusi To-
70coB (akTypbl B paMKax 3aJlaHHOH TaHIIEBaJIb-
HOW MOJIeNIM U CTWIA 3Moxu. HaunHate ocBOoeHUE
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MOJ00HOW TEXHWKH W 3/I€Ch YMECTHEe C BBISBIIE-
HUS U 3ayYMBAHMSI IIOBTOPSIOIIMXCS B ATOM MY3bI-
K€ «KJIMIIE»: PATMUYECKUX OTOMBOK B KaJCHIUX,
MEJIOJMYECKUX OO0OPOTOB B CEpelMHE IMOCTpOe-
HUS, CBSI30K U T. 1. MOXXHO 3arOTOBUTH HECKOJIBKO
CTUJIBHBIX «BUHBETOK» JUISl YKpALICHUS KaJCHIIMH,
KOTOpBIE BCeTna ObLIM B apceHalie My3bIKaHTa TOTO
BPEMEHHU: Pa3bIIPhIBAEMBIC HA 3aBEPIUAIOIIEM AaK-
KOpZI€ WJIH TOCJe HETO OHW OOBIYHO YK€ HE MBIC-
JUIUCh B paMKax XOpeorpapuueckoro mephosa,
KAK M 3aKJIIOUUTENbHBIA PEBEPAHC TAHIYIOLIUX.
Menoauzanus rojaocoB €CTECTBEHHEE BCEro Ja-
€TCs B MEUICHHBIX TAaHLAX C XapakTEpHOH I
HUX TIACTHYECKOW KaHTHieHoW. OJHaKko HE CTO-
AT HA4YMHATh JUMUHYUPOBAaHUE C IIEPBOIO TAKTA,
IIOCKOJIBKY OH JIOJDKeH Hambojiee TOYHO 00O03Ha-
YUTHh PUTM TaHIA (Takas peKOMEHIAIUS COAepKa-
Jach B TpakTarax). biaromaps IUMHUHYHPOBAaHHUIO
«KBaJpaTHBII» MEPUOJ MOXKET IPOINOPLHOHAIBHO
YKPYIHSTHCS, KOT/Ia, HapUMep, KaKaasi TapMOHUS
bopMynBl oruu WK naccameyyo aHmuko pasbl-
TpbIBa€TCA HA METBIA TAKT WM JaXKe ABa (TaKUM,
KCTaTH, ObUT OAWH W3 MyTel BO3HHUKHOBEHHUS CTa-
PUHHOM JBYX4acTHOW ()OPMBI, CTOJIb XapaKTepHOH
JUTsI TaHIIEBAJILHOM MY3BIKHM d10xHu). Hepemko Ha
OCHOBE OJIHOM rapMOHUYECKOW MOJIEIN BO3HHUKAIIN
HEeOOIbIINE TAHIIEBAIBHBIC CIOMTHI U3 JIBYX-TPEX
KOHTPACTHBIX TaHIEB («IIPaKTHKa JBOWHOTO YIO-

TpeOIeHUs»): TIpU CBOOOAHOW OPHEHTAIMH B TaH-
LIEBAIBHBIX «XapaKTepax» W BIAJICHUMU IPAKTH-
YECKUMHU HaBBIKAMH HMIIPOBU3AIMH MY3bIKAHThHI
MOTJIM OAHY M Ty K€ I'apMOHHUYECKYI0 (HopMyiy
pasbIrpbiBaTh CHa4Yajla MEIJICHHO M ABYXO0JbHO, a
3areM OBICTPO U TPEXIO0JIBHO, UMIIPOBU3UPYS MY-
3bIKY B KOHKPETHBIX TaHIEBAJIbHBIX KaHpaX.

3adanue 3moeo 3mana: UMIPOBU3NPOBATH HA
OCHOBE Ka)J0H M3 BBIyUYCHHBIX KOMIIO3UIIHOH-
HO-TapMOHUYECKUX (DOPMYJI pa3iMuHbIC BapUaHThHI
MapHBIX MMOCNIEA0BATSILHOCTEH MEIJICHHOTO U ObI-
CTPOro TaHIA: HANpUMEp, MaBaHbl M TaIbSIPIBI,
MaccakajJiy M calibTapeiio, capabaHabl U raBoTa
U T IL

[IpennoxkeHHass METOAMKA TBOPYECKOH pado-
Thl B Yy4eOHOM Kypce MOXKET ObITh NpPHUMEHHMa
HE TOJILKO Ha YPOBHE HAa4aJIbHOI'O MY3BIKAJIBHOIO
o6pazosanus (AMII u [JIIM), HO U B KOHTEK-
CTE MCTOPUYECKH OPUEHTHUPOBAHHBIX AMCIMILIAH
CpeIHET0 W BY30BCKOTO 3BEHA (OCOOEHHO IO WC-
MOJIHUTEIBCKUM CIEIUaIbHOCTIM). KOHKpeTHBIE
METOJIUYCCKHE pPa3pabOTKH MOTYT BBINOJHATh-
Cs MeJaroramu, BEIyIIMMH TOT MJIM MHOHM Kypc,
U CaMHUMH CTyIACHTaMH. 3aJadeil MaHHOW CTaThbHU
OBLIO IPEUIOKHUTH MOJ00HOE HANpaBICHUE YKaH-
POBO-IIPAKTUYCCKUX HM3bICKAHUH, KOTOPOE MOXKET
CTaTh U TOJIE3HBIM, U MOYYUTCIIBHBIM, U YBJICKa-
TEJIbHO MHTEPECHBIM.

< NMPUMEYAHUA (<

! B Kako#-TO CTeNeHH BOCIHOJIHHUTH 3TOT Mpober
Mpu3BaHo ObUIO ydeOHOe mocoOwe, Co3JMaHHOEe Ha Ka-
¢denpe TeOpHMH My3BIKH YpaJbCKOW KOHCEPBATOPHH
«llIxonpHOE CONMB(EIIKNO: TEOPETHUECKHE OCHOBEI
npaxkTudeckoro kypcay [5]. I[pecaenys nenbro 3a10XUTh
Oonee MoiHOE M OOBEMHOE MPENCTABICHHE O CaMOM
YCTPOUCTBE MY3BIKH, aBTOPBI BBICTPAUBAIOT CUCTEMY
3HAaHUH 00 ATOM «YCTPOWCTBE» MO IIATH IVIaBHBIM T1a-
pameTpaM, OINpPEAENSAIONMM BHYTPEHHIOI CTPYKTYpY
BCEr0 MIKOJILHOTO Kypca. OTO TaKue OpPraHU3YyIOIUE
CTOPOHBI MY3bIKaJIbHOTO HCKYCCTBa, KaK 3BYKOBBICOT-
Hast, BpeMeHHas, (akTypHas, QopmooOpasyiomas wu,
B KadecTBe 00oOmiaromieH, >xaHpoBas. MOXHO peKo-
MEH/IOBAaTh TaKXe CBA3aHHOE C TEMOH NaHHOM CTaThbU
opUrHHaNbpHOe y4yeOHoe mocobue must JAMIL, peanusy-
I0II[EE€ aBTOPCKYI0 METOANKY «MHTOHAIIUOHHBIX ITIOJJOBY»
B (hopMe aHCamMOJIeBOTr0 MY3HIIPOBAHHS, pa3paboTaHHOE
B Jlaboparopnu My3bIKaIbHOW CEMaHTHUKH Y PUMCKOH
roCylapcTBEHHON akageMuu uckyccts: lllaiimyxame-
toBa JI. H., Tpynuna JI. C., bonsmakosa T. C. Ponessie
urpsl B kiacce ¢oprenuano. CIoKeTbl My3HUINPOBAHHS

B TaHIIEBAIBHBIX MbeCax 3ala HOEBPONEHCKOTO OApPOKKO
[21]. Cm. Takxe ouepk . U. Baszurosoii: [2].

2 Hemanoe BHUMaHHE JaHHOMY HAITPaBICHUIO Y-
nsiercst B pabotax JI. H. IllaiimyxameToBoit 1 e€ eanHO-
MBIIIJIEHHUKOB (CM., Hartpumep: [19; 20; 21]). CymHocTs
METOANYECKOr0 MOAX0Aa CaMH aBTOPBI OMPEAEISIOT KaK
«U3y4E€HUE MHTOHAIIOHHOM JIEKCHUKU 4Yepe3 aKTUBHYIO
“peueByr0” My3ULUPYIOUIYIO JAesTeNbHOCThY [20, c. 26]
Ha OCHOBE (paKTYPHBIX, PUTMHUYECKHX, TapMOHUYIECKUX
WHBAPHAHTOB, (HOPMYII-KIIUIIIE.

3 I'peu. charakter — oTnu4MTENbHAs 4YepTa, MPH-
3HaK. [IoHATHE «XapaKTepa» BOCXOAUT €IIE K PUTOPUKE
U TIO3TUKE AHTUYHOCTH, OHO CBSI3aHO TAKXKE C IOHATUEM
aTOCa (éthos C TPEYECKOr0 — «XapaKkTepy», HPaB», «Iy-
IIEBHBIN CKIa1»). Y ApPHCTOTENS 3TOC, Cpely MPOYero,
TPaKTyeTcsl Kak croco0d M300paKeHUs Xapakrepa 4eso-
BEKa 4yepe3 CTUIIb €r0 pedyd. [IpuMeHsI0Ch 9TO MOHATHE
U K UCKYCCTBY TaHIIOBHIVKOB — «TaK KaK OHH UMEHHO
MOCPEACTBOM BBIPA3UTENbHBIX PUTMHUECKUX JBUKEHUN
BOCIIPOM3BOAAT XapaKTephl, NyIIEBHBbIE COCTOSHUS U
nerictBus» (Apucrorens. [loatuka, 1447 a).
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4 Tlo oTHOLIEHHIO K My3bike 3moxu JIromoBuka XIV
cM. 00 aTom moapobHee B crathe JI. 1. [TermaeBoit [16].

> Ha ceromsst B CHTyallMd yTPa4€HHOW HMCIOIHH-
TEJNBCKOW TPAJHUIIIU BO3MOXKHBIM IMTYyTEM PEKOHCTPYKIIUU
TeMIa MPOU3BEACHUS CTAPHHHOW MY3BIKA MOXET CTaTh
xopeorpaduyeckas «arnpoodanusy TOH My3bIKH; 00 HH-
TEPECHOM 3KCIIEPHMEHTE, B IIpOIlecce KOTOPOro BO B3a-
UMOJICHCTBUH MY3BIKAHTOB M TAHIIOPOB YCTaHABIHBAJICS
ONTUMAJIFHBIN TUAITa30H TEMIIOB ISl KUCTOPUICCKH UH-
(hopMHUPOBAHHOTO» TPEICTABICHUS TAHICBAILHOW MY-
3BIKH 2110XU bapokko, cm.: [22].

¢ Cm. o HuX, HanpuMep, B ctatbsax P. Xanacona [24],
T. b. bapanoBoii [1], B cOOTBETCTBYIOIIMX CcTaThsIX «My-
3BIKAIBHON YHIIMKIIOTICUI).

7 Hassanusi npuBenéuusix (opmyn — folia (do-
nus), passamezzo antico (CTapUHHOE MACCaMeIIo),

passamezzo moderno (HOBOE TacCaMEIIIO0), Fomanesca
(pomaHecKa) — CBsI3aHBI C K IMEHAMM» PEaJbHO OBITOBAB-
LIMX TaHIEB, OJIHAKO OHU CTOJb YaCTO HCIIOIb30BAIUCH
U B JIpyTHX TaHLAX Pa3HOTr0 Xapakrepa (a Takke B HeTaH-
LIEBaJIbHOW MY3BIKE), YTO NPEBPATWIINCh B rapMOHUYE-
ckue GopMyisl obmero nopsaka. Takum obpasom, ciie-
JyeT pa3nnyarh, HalpuMep, GoJHio KaKk KapHaBaJIbHBIHA
«moremHbli» Tanen XVI B. U Gonuio kak rapMoHUYe-
CKYIO (a HEepeIKo M MeJIOJMKO-TapMOHHYECKYI0) (hopmy-
JIy B OCHOBE I1aBaHbl, FaJIbSIP/Ibl, BUIBSIHCHUKO, ()POTTOIIHI,
apuM U T. 1.

8 JIByXIOJBbHBIX TAHIEB B 310Xy PeHeccanca ObLIO
MEHBIIE — BO3MOXXHO, €€ IeHICTBOBAIIN CPEIHEBEKOBEIC
MIPE/CTaBICHUS 0 NEPPEKTHOM U UMIEP(PEKTHOM PUTME,
a TaHIbl, KaK art, CTPEMIINACH K COBEPLICHCTBY.
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nO/\MCbOHM'-IECKMe npon3BeA€HUA B cbopme CTAPHUHHbLIX TaHLEB
B YCAOBUSAX aHCamMbAeBOro MY3HULUUPOBAHUSA

My3bIKaNbHYI0 KYIBTypy OapOKKO OTIHMYAIOT [BE IICPBOCTCIICHHBIC TPAJHWIINU: HHTEPEC K TaHIaM
U OJHOBPEMEHHO — K aHcaMOJeBoMy My3uImpoBanuio. O0e HAlITH OTpa)KeHHWE B MHOTOYHMCIICHHBIX KaHPOBBIX
Pa3HOBUIHOCTSAX KIABUPHBIX TAHIEBAIBHBIX MBEC, MPEACTABISMIONINX BO3MOXXHOCTH BAPHAHTHOTO HCIIOJHECHUS
WX B JIBYX pa3HBIX CIOKETax: TAHIICBAJILHOM M TIPEACTABIAIONIEM CICHBI MYy3WIUpOBaHUA. VcmomHseMbie
B aHcaMONeBO# ¢opMe TaHIBI MPEANONATATH BapHaHTHOE Pa3BEPTHIBAHMEC M MHOTOKPATHOE MEPEH3IIOKEHUE
MIePBOHAYAIFHOTO KIIABUPHOTO 3CKU3a JJII MEHSIOMIETOCS HHCTPYMEHTAIBHOTO COCTaBa. TBOPUECKAM PE3yIETATOM
CTAaHOBHJIOCH TPeoOpa30oBaHNe CBEPHYTOTO B KJIABHP 3CKU3a B BapHAIUH, TyOIH, HCIIONHATEIBCKIE MTEPEITOKCHIS
U apaHXUPOBKH.

B npanpHelmeM TpH CMEHE «TAaHIECBANbHOW» JOMHHAHTHI W C PACIBETOM COJBHOTO KOHIICPTHOTO
HCIIOTHUTENECTBA Ta TPAAHUINS YTpaTUia 3HaYCHHE: IByCTPOYHBIC SCKHU3BI CTAIH 03BYYHBATHCS CONBHO (MMEHHO
TaK, BOIIPEKHU UX MPEIHA3HAYCHUIO, K TIPUMEpY, HCTONHAI0TCS ceiiuac «aBernun» U. C. baxa, mpecsl n3 « HOTHBIX
teTpaneit» Auabsl Marganensl, Bunsrensma ®punemana, «Hotasie Terpagm» cembn Jleomonpna Monapra - 1ip.).
Bo3poxkaeHne KpeaTHBHBIX aHCAaMOJIEBHIX (HOpM OBITOBON MY3WUIIUPYIOMICH MPAKTHKHA 0APOKKO PeabHO BO3MOXKHO
B COBPEMEHHOM TIPEMONaBaHUM (OPTEMHAHHOTO aHCaMONId TpPH aKTyall3allid TMapTUTYPHBIX IIPU3HAKOB
KIIaBUPHOTO TEKCTA ITyTEM €T0 pa3BEPTHIBAHUA B 4, 6, 8 pyK, Ha IBYX POSULAX (B TOM YHCJE C YIaCTHEM KIABUIITHOTO
cuHTe3aTopa). [lomoOHas MpakTHKa aJeKBaTHO OTpakaeT TPAAWIINI0 MY3HIHPOBaHUS 0apOKKO KaK aHCaMOIIeBO
KyIBTYPBl U COOTBETCTBYET IPEACTABICHHBIM BO MHOTHX KIABHPHBIX TEKCTaX IMPHU3HAKAM quasi-OPKECTPOBBIX
3By4HOCTeH. B cTaThe mokazaHbl MPUMEpH aaNnTaldyd TEXHOJIOTHH Pa3BEPTHIBAHUS KIIABHPHOTO TEKCTA B quasi-
OpPKECTPOBYIO MApTUTYPy Ha penepTyape HAYMHAIOIINX MHAHUCTOB W3 paszaena mporpammbl «llommndormdeckue
MPOM3BENCHUSA B (hOpME CTApUHHBIX TAHIICBY.

KirroueBeie cioBa: CTaprHHBIE TAHIIBI, KJIIABUPHAS My3bIKa OapOKKO, aHCaMOJIeBOe MYy3UIMPOBaHUE, TTONA(OHUS
B JIETCKOM MY3BIKaJIbHOM LIKOJIE.

LIUDMILA N. SHAYMUKHAMETOVA

Ufa State Institute of Arts named after Zagir Ismagilov, Ufa, Russia
ORCID: 0000-0002-1355-9677, lab234nt@yandex.ru

Contrapuntal Compositions in the Form of Historical Dances
in the Conditions of Ensemble Music-Making

The musical culture of the Baroque era is distinguished by two paramount traditions: interest in dance forms and
simultaneously — ensemble music-making. Both found reflection in numerous diverse genres of dance pieces for clavier,
presenting the possibility of variant performance of them in two different domains: the domain of dance and the one which
presents images of playing musicians. Performed in the form of ensemble music, the dances presumed variant unfolding
and repeated re-exposition of the initial keyboard sketch for a changing instrumental ensemble. The artistic result was
the transformation of the sketch contained in the keyboard score into variations, doubles, performance transcriptions
and arrangements. Hereafter, upon the change of the “dance-related” dominant idea and with the reviviscence of solo
concert performance this tradition lost its meaning: the sketches notated on two lines started being sounded out in a
solo manner (this is particularly how, for example, J. S. Bach’s Inventions, the pieces from the “Notebook of Anna
Magdalena” and Wilhelm Friedemann, the “Notebooks” of the family of Leopold Mozart and other such pieces are
presently performed, notwithstanding their primary purpose). The revival of creative ensemble forms of the everyday
music-making practice of the Baroque period is tangibly feasible in present-day instruction of piano ensemble upon the
actualization of the ensemble-related principles of the keyboard text by means of its unfolding into music for 4, 6 or 8
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hands or for two pianos (including the participation of the keyboard synthesizer). Such practice reflects in an adequate
manner the tradition of music-making in the Baroque period as a culture of ensemble music-making and corresponds
to the features of quasi-orchestral sounds presented in many keyboard texts. The article demonstrates examples of
adaptation of technology of unfolding of keyboard music into a quasi-orchestral score on the repertoire of beginning
pianists from the section of the program “Contrapuntal Compositions in the Forms of Historical Dances.” In a number
of cases there is a description provided of the possibilities of application of the keyboard synthesizer.

Keywords: historical dances, clavier music from the Baroque period, ensemble music-making, counterpoint in

children’s music schools, keyboard synthesizer.

MpaKTHKe OOydeHUs HAYMHAIOIIWX IHAHU-

CTOB IIUPOKO PACIpPOCTPAHEHBI U SBIIAIOT-

csl 00s13aTeNTbHBIMU pETIepTyapHbIE CITUCKH,
o0o3HaueHnbple B nporpammax JIMIII kak «IIbecsl,
HalMcaHHble B ()OpPME CTAPHHHBIX TaHIEB». [Ipu
W3yYEHUHN CTWIMCTUKH 3TOXH OApOKKO HCHONB3Y-
forcs Tannbl X VI-XVIII BekoB: capabanzaa, xKura,
MIO3€T, PUTOZIOH, KypaHTa, macmese, Oyppe, MeHy-
9T U ap. Hexotopsle M3 HUX, HUMEIOLINE «HETaH-
[IEBAbHBIC» Ha3BaHWUA (HapuUMep, «ApHsI» WU
«IIpecay), TakKe UMEIOT yCTONYHMBBIC TaHIICBAIIh-
HbIe TIpU3HAaKH (MEHy3Ta, capabaHIbl, CHUIMINA-
Hbl). ConepkaHue TaKuX MbeC OOBIYHO TPAKTYETCs
C TOYKH 3pEHHMS UX TAHIEBAJIbHOW JKaHPOBOW MpHU-
pPOIBI C aKIEHTOM BHUMAaHMS Ha Pa3U4YU{ TaHIIE-
BaJbHBIX IBMKEHHUH, 0COOEHHOCTAX TeMIIa, PUTMa
u pasmepa. OTHAKO TaHIBI UMEIOT HE TOJIBKO pa3-
JNYWs, HO ¥ MHOTO OOIIMX YepT: B MUTPUPYIOIIEH
U3 TEKCTa B TEKCT MOBTOPSIONIEHCS WHTOHAIIMOH-
HOH JICKCUKE, a TAK)KE B YCTOMYMBOM, JIETKO y3Ha-
BaeMoil rpaduike KIHIIEe U aKyCTHYECKUX 00pa3oB
WHCTPYMEHTAIBHOTO MY3UITUPOBAHMS.

WupiMu cnoBaMy, B KJIaBHPHOM TEKCTE TaH-
[EBAJBHBIX TheC Hapsly ¢ M300paKeHWEM TaHIa
(a mHOM pa3 W BMECTO HETO) MPHUCYTCTBYIOT IpPHU-
3HaK{ HEKJIABUPHOW MPUPOJIBI — KUTPHI B aHCaMOJIe
U opkecTpe». Pemarommm 151 BbIOOpa Ha4WHAIO-
MM HWCTIOJHHUTENEM AMHAMUYECKOTO IUIaHa, BBI-
Pa3UTEIbHON apTUKYISALUN B MOJOOHBIX CIydasix
SBIISIETCS] TO, YTO TJIABHBIE T€POU TAaKUX NbEC — HE
Tannopel, a My3bikaHThL. [Ipy 3TOM ABYXCTPOYHUK
— penyuupoBaHHas KIIaBHPHAs 3aIMCh — COXPaHseT
MPU3HAKHN quUasi-TapTUTYPBl U BOIUIOIIAET aKyCTH-
Yyeckrne 00pasbl pa3INYHBIX HHCTPYMEHTOB: COJb-
HBIX U 3BydallluX B aHcamoe.

OTHMYnTETHHBIM MTPU3HAKOM MHOTHX TTheC Oa-
POKKO B OTMEUEHHBIX CHUTYallUiX SBJSIETCA TO, YTO
B HANMCaHHBIX JUISI JBYX PYK W HCIIOJHSAEMBIX
00BIYHO Ha OJHOM (POpTENMUaHO Mbecax HMEEeTCs
BO3MOXXHOCTh DPa3BEPTHIBAHUS TEKCTa HA OJHOM
¢doprenuano (B 4 pyKkH) WIK HA JIBYX HHCTPYMEHTAX

(B 4, 6 m 8 pyK) B quasi-aHcamOJIeBYIO0 U quasi-
OPKECTPOBYIO MApTUTYPy. YUYaCTHHUKAMHU DPOJIEBBIX
UTPp B TaKOM CJydae SIBJISIOTCS HECKOJIBKO (MHHU-
MaJbHO /IBa) MCIIONHUTENS, & TBOPYECKUM PE3YIb-
TaTOM aHCaMOJIEBOTO MY3HWIIMPOBAaHUS CTAHOBUTCS
npeoOpa3oBaHre TMEPBOHAYAIBHOTO  COYMHEHHUS
B Bapualuy, AyOiH, UCIIOJHUTEIHCKUE MePeIoxKe-
HUSL U apaHXHPOBKH.

B npemnaraemoi crarbe MOpeCTaBlICHbI MPO-
M3BEACHUSI KOMITO3UTOPOB JIOXU Oapokko (mbo
UX QparMeHThl), B KOTOPBIX aBTOPaMHU KIIABUPHBIX
COYMHEHHH WCIIONB30BATIMCh CIXKETHl MY3HIIU-
poBaHusl (MIpbl Ha MY3BIKaJBHBIX HHCTPYMEHTax
— colo u B aHcaMmOie). DTO TaHIICBAIBHBIE TTHECHI
N. C. baxau ero ceiHOBe# u3 « HOTHBIX TeTpaaeii»,
a TaK)ke MHOTOYHMCIICHHbIC, HACHIIICHHBIC IJIACTH-
YEeCKOH JIEKCUKON TIHECHI €T0 COBPEMEHHHUKOB.

BrIToBOE My3uIIpOBaHKE IMOXH OAPOKKO — ITO
MIPEeNMYIIEeCTBEHHO aHcamOneBas KyjiabTypa, M03-
TOMY B COJECpKaHUM KIIABHUPHBIX TaHIIEBAILHBIX
MIbEC MOCTOSHHO TMOSBIUTUCH 00pa3bl My3HIUPYIO-
X aHcaMOiell, KOTopble OBITOBAJIM B CaMOM My-
3pIKaIbHON cpene [2; 7—13]. B marepmane takmx
bE€C TPOCMATPHUBAIOTCS AHATOTHYECKUE MOIEIN
KOHIIEPTHOHM MPaKTUKN OApOKKO — 8epmuKaAIbHble
U 20pU30HMANbHBIE OUANOSU.

B BeprukaipbHOM auMaliore PeruiiKHA COJIMCTA
U OPKECTPAaHTOB MPOU3HOCITCS OTHOBPEMEHHO:
co;‘;fsuo; B TOPH3OHTAJIILHOM Juajore solo — tutti
OHH 3By4ar nmoodepénHo. BaxkHoe 3HaueHne nMeer
CaMOCTOSITEIbHAST KOHCTPYKIIHS «JIy3T COJHCTOBY,
MIPEJICTABIIAIONIAs HE MEHEE pPaclpOCTPaHEHHYIO
MOJIeTTb KOHIIEPTHOH TpakTHKu. OHU MTOBCEMECTHO
BCTPEYAIOTCSI B CMBICIIOBOM OpPraHM3alUN TEKCTOB
KJIABUPHBIX COYMHEHUH U MOTYT pacCMaTpHUBAThCS
KaK CIOKETBl U CICHApHU JJIsl IPAKTHYECKOTO y4a-
CTHS B HHCTPYMEHTAJIbHOM MY3HIIUPOBAHUHU.

B My3unmpoBaHUM y4acTBYIOT ONUH, JIBa, TPU
n Oornee ucmomHHUTENEH (MUHUMYM — JBOE: Y4H-
TeNlb U YYCHUK) pa3HOTO BO3pacTa Wi YPOBHS Qop-
TENWAHHOW TIONTOTOBKH. 3aJaHusl BBITOIHSIOTCS
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B aHcamOneBoil (hopMe B YCIOBHSIX YTCHHS «C JIH-
CTa» KJIAaBUPHOTO JIByXCTPOUHHKA ITyTEM €r0 pa3BeEp-
TBIBAHHUS B quUASi-OPKECTPOBYK HapTuTypy. llpu-
BEJACHHBIEC HWXKE IPUMEPBI TAKOIO Pa3BEPTHIBAHUS
[TOKa3aHbl HA OCHOBE YpTeKcTa 0e3 MPUMEHEHHS pe-
JAKTOPCKUX YKa3aHUH, YTO NA€T BO3MOKHOCTh y4e-
HUKY II0J] PyKOBOJCTBOM YYHTEJNSI CAMOCTOSTEIBHO
COCTaBJISITh AMHAMHIYECKH, TEMITIOBBIA U apTUKYIIS-
LIMOHHBIH IIJIJaH COUUHEHHUS.

BepTukaabHbIi AMaror

OO6pa3sl  CONMMPYIONINX HHCTPYMEHTOB (So0lo)
W aHcamOlli HU3KUX MY3bIKaJbHBIX WHCTPYMCH-
ToB (Continuo) 9acTo BCTPEUAIOTCS B KIIABHPHOM
My3bike XVII-XVIII BekoB B BEpTUKAJIBHBIX KOH-
cTpyknusax. Solo (Memomus) pacmoyiaraeTcs Ha
BepXHEH CTPOKE, CUMBOIHU3UPYS aKyCTHYECKHE
00pa3bl MEJIOJUYECKUX WHCTPYMEHTOB: CKPHUIIKH,
¢ueiiTel, TOOOS WM WX Pa3sHOOOpa3HBIX CcoOvYeTa-
HuW. HKHAS CTpoKa KIAaBUPHOIO TEKCTa BOIUIO-
maeT naptuto Continuo depe3 aKyCTUYECKHe 00-
pa3bl HU3KUX HHCTPYMEHTOB. VICTIONHSIOT IUaIoru
COJMCTa M aHCaMOJsl yYaCTHUKH POJEBOM HIPHI
B (OpME UHIMOHAYUOHHO20 IMI00d, KOTOPBIN CIy-
KHUT YIPKHEHHEM JJisi BBIMOJHEHUST MHOXECTBA
MIPOMEXYTOUHBIX 3/IaHHI, BO3HUKAIONINX HA MyTH
K KOHEYHOM 11eJIM — 03BYYHMBAaHUIO CMBICJIIOBOM Tap-
TUTYPBI IPOU3BEICHNSI.

Jnist  BBITIONIHEHWST WHTOHAIMOHHBIX JTIONIOB
W HCHOJHEHUS IbeC B POJIEBBIX UTPax MpOU3BeJIe-
Hus koMno3utopoB XVII-XVIII BekoB MOTYT OBITH
0COOBIM 00pa3oM CTPYNIHPOBAHBI C pa3IeICHU-
€M poJieil Ha Conucmog W YYacTHHKOB aHCaMOs
continuo. I1Ipu 3TOM TpeOyeTCsl yYUTHIBATH TEMOPO-
BbIe 0COOCHHOCTH X 3ByYaHHsS B UMHUTAIIUH Ha CO-
BPEMEHHOM (POPTEIHAHO.

solo

MOAe/\b AHanora ...

solo

TunoBas KOHCTpyKuMs [uanora —-=—
TPUPYET B KJIABUPHBIX MPOU3BENEHUAX U3 OTHOTO
TEKCTa B APYTOil U MpencTaBiseT co00M 3HAK My-
3UIMPOBAHUS aHCAMOIEBOW KYJIBTYypbl TOTO Bpe-
MEHH.

B mpumepe Ne 1 mpeyiokute y9eHUKY ChITparh
naptuio Continuo (6acoByIO CTPOKY TEKCTa) Ha «BH-
OJIOHYEISIX» C YIBOCHHEM OJHOTOJIOCHOH JIMHUHU
0aca; BEpXHIOIO CTPOKY — Solo (MeIoauio) MCIoi-
HUT Ha «cKkpuike» naptHEp. IIpu noerope Tekcra
C TIEepPEexX0/IOM Ha BTOPYIO BOJIBTY MOXKHO 3aMEHHUTh
«CKPHIIKY» Ha «QIEHTY»: JAJIsl 3TOTO >KEeJaTeIbHO
CHENaTh PETUCTPOBKY: MCIIOIHHUTH MEJIOIHUIO C TIe-
PEHOCOM €€ Ha OKTaBY BBEPX.

MU-

2018,1
[pumep Ne 1 Menyst u3 «HotHO# TeTpanu
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B npumepe Ne 2 npu moBTOpe ¢ TepexonoM Ha
BTOPYIO BOJIBTY YYEHUK MOXKET 3aMEHHTH «CKPHII-
Ky», TpPO3By4YaBIIyl0 B TIEPBOM BapHaHTe, Ha
«prneity», 106aBUB yKpalIeHUs] B BUIE MOPJAEHTA
Ha CHJIBHBIX JIONSAX KaXKJAO0TO TAaKTa.
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OO0pamasi BHUMaHUEe Ha CHHTAKCHYECKOE diie-
HEHHUE MEJIOJHH, MPEIOKNUTE YUCHUKY PacCTaBUTh
BHYTPHU HEE CMBICIIOBBIE JIUTH.

B mpumepe Ne 3 menoanio MOKHO MCTIOTHHTH
C IEpEeHOCOM Ha OKTaBy BBepX IO ¢pazam: B Ju-
anore «CKpUNKu» (TakTel 1-4 B mepBol OKTaBe)
u «dneitel» (Bropas ¢pasza, TakTel 5—8 Ha OKTa-
By Bhimie). [laptus Continuo octaHeTcss HEM3MEH-
HOH M €€ HYXHO CBIIPATh HA «IBYX BHOJIOHYEIIAX)
WIN Ha «KOHTpabace U BUOJIOHYENIN» B OKTaBHOM
YABOCHHHU.
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B nerckom ¢opTenuaHHOM penepryape B pas-
nenax mnporpammbl «llomudonmueckne mpowus-
BEIICHHS» YacTO BCTPEYAIOTCS COYMHEHHS 0e3
Ha3BaHuil. OHM 0003HAYAIOTCS aBTOpPaMHU U pe-
naktopamu kak «IIbecws». Takue npous3BeneHus
colep>XaT 3arajky JJisi UCIIOJHUTENA, KOTOPBIH,
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KaK MMpaBWIIo, MBITAETCS pa3odpaTbest B UX COAEP-
J)KaHUM MHTYUTUBHO. Ha oCHOBe aHanuza Kiroue-
BbIX MHTOHALMH MOXHO OIPEIAEIUTh, KAKUE TEPOU
Y4acCTBYIOT B MY3bIKAJIBHOW IIbeCE U KakHe JeH-
CTBUA OHU BBINOIHSIIOT (TIOIOT, UTPAIOT, TAHIYIOT).

B mpumepe Ne 4 HanmcaHHas aBTOPOM MEJIOANS
MOXXET OBITh TOpy4eHa «IByM (uelitam», mpuuém
PEIUIMKa-«3X0» IPO3BYYUT HA OKTABYy BBILIE HAa-
nucanHoro. [laptuio aHcamOns MCHIOTHHUT BTOPOM
napTHEP HA «IBYX BUOJOHYEINSX», TUOO0 HAa WHBIX
HU3KHX HHCTPYMEHTAX 3MOXU OAPOKKO.

IIpumep Ne 4 XK. Apman. IIseca
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B npumepe Ne 5 nopyuure y4eHHKY B NApTHH
Solo NCIOTHUTD IEPBBIE BOCEMb TAKTOB HA «CKPHII-
Ke» — IJIaBHO, TIeBy4Ye, Ha Jieraro (B MepBOi OKTa-
BE€), @ BTOPBIE BOCEMb TAKTOB — Ha «dueite» (BO
BTOpOi OkTaBe). Continuo WCTONHAT MapTHEP Ha
«ZIByX BHOJIOHYEJSIX» (B OKTaBHOM yziBOoeHUH). [Ipu
MOBTOpE TEKCTa (3HAK PEempu3bl) MapTHEPHI MOTYT
MIOMEHSATHCS MAPTUSIMHU B 3€pKaIbHOM OTPAKEHUU:
OacoBasi CTpOKa IPO3BYYHUT B BEPXHEM DPETHUCTPE,
BEpXHSS CTPOKAa — B HM)KHEM. UTeHHe TekcTa Ka-
JKIAOH CTPOKH IMPOUCXOAWT B KIIOYaX aBTOPCKOTO
OpHUTHHAJA.

IIpumep Ne 5 I. ®. Teneman. Ilbeca
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B mpumepe Ne 6 mpemioxuTe y4eHUKY IIpe-
00pa30BaTh HIDKHIOIO CTPOKY M CBHITPAaTh HapTHIO
Continuo. laptust Solo Mpo3By4HT «HA ABYX (Ieii-
Tax» C pacmupeie]eHHeM PEIINK MEXIy pa3HbIMU
pykamu 1o peructpam (taktel 1-2: 1-s dueiira,
neBast pyka; TakThl 3—4: 2-a reiira, mpaBas pyka).
[Taptus Continuo MoXxeT ObITh YKpallleHa MOPJICH-
TOM Ha CHJIBHBIX JIOJISIX KaXXA0Tro 4€THOTO (TIpH TMo-
BTOpE — KaKJJOT0 HEYETHOTO) TAKTa.

0
[Ipumep Ne 6 Ne 24 u3 «HoTtHOU TeTpaan
Annel Marganensr bax», BWV Anh.128
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[Ipu nosrope Tekcra Continuo (B 3TOM B TIO-
CJIEIYIOIIUX TpUMepax) UCHOIHUTEh MOXKET TIpe-
00pa3oBaTh PUTMHUYECKUI PUCYHOK B JIPyTUE PUT-
Mo(opMYIIBI B TIpeNiesiaX CioBapsi MHTOHAIIMOHHOM
JIEKCHKH, TIPUCYIed AaHHOMY cTwio. HanbGonee
pacrpocTpaHeHbl CIeyIolne TaHeBalbHble (u-
Typbl: puTMO(hOpMyIia JAKTUIINIECKOTO [1ara, pUTM
ara, putModopmysia capabaunasl [1; 2; 7; 8].

He MeHee yacTo B TeKcTe BCTpEYalOTCs BEp-
TUKaJIbHbIE (3€pKajbHBIC) MEPECTaHOBKH 0003HA-
YEHHON KOHCTPYKIIMH, MMEIOLEH CXEeMy %’Z’m;
a Takxe NpuéM divisi BHyTpH KaXIOW W3 HUX:
solo_divsi, sl __. 71160 3epKajo TOM ke CXEMBI:

b

continuo continuo  divisi

continuo  divisi

solo
continuo

solo

B ranmeBanpHBIX mbhecax 0apOKKO ¢ CIOXKETa-
MU MY3HUIUPOBAaHUA Y aBTOPOB 4aCTO BCTPEYAIOTCS
3epKaJIbHbIC 3alIUCH MCXOHOW JINATIOTHICCKOM MO-
JIeNIA B BHJIE %, B KOTOpPOH 3a COJTMCTOM 3aKpe-
TUICHA HIDKHSS CTPOKa, a 3a aHcaMOJIeM — BEpXHSisl.
B sToM cimydae ponu COMUPYIOMUX TapTUH OepyT
Ha ce0s HU3KKe HHCTPYMEHTHI (pumep Ne 7).

W3 6oratoro apceHana HHCTpyYMEHTapHs 0apod-
HOH KYJIBTYphl B COBPEMEHHOM OIBITE HAYMHAO-
IeT0 MY3bIKaHTa BpAd JIA MOTYT GBITB mnpeacraBiic-
HbI BCC KOHKPETHBIC HCTOPUYICCKUE Pa3HOBUAHOCTHU
WHCTPYMEHTOB. Ho BmomHe BoCTpeOGOBaHHBIMHU
MOTYT OKas3aTbCid «BHOJIOHYCIIN», KOTOPBIC B IIO-
TOOHBIX MTPUMEPax BBHITOIHSIIOT POJIb «3EPKATBLHOTO
COJIO».

Moaeab Ananora

IIpumep Ne 7 Menyst n3 «HotHol TeTpanu
Annbl Marganens bax», BWV Anh. 118
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B mpumepe Ne 7 mpensiokure ydeHUKaM Haii-
TH TE€POEB CIOXKETa MY3HIIUPOBAHUS, PACTIPEICITUTD
POJNH ¥ WCIIONHHUTH MbECY HECKOJIBKO pa3 MO-pas-
HOMY: 1) mapTwro conmcra — B IUAJIOTE «IBYX BH-
OJIOHYEIIeH»; 2) mapTHIO colucTa — B TeMOpe (¢a-
roTa ¢ HOBOH apTHKyIsuueil; 3) B My3bIKaJIbHOM
nuanore Solon Continuo; 4) B My3bIKaJIbHOM JTHa-
sore Continuo n Solo (B 3epKaJbHOM OTPAKEHUH).
Temn, nMHaMUKa W apTUKYISALUS PACCTABISIOTCS
CaMOCTOSITEIIbHO, B COOTBETCTBHU C HM30paHHBIMU
CMBICIIOBBIMH CTPYKTYpaMH.

solo divisi

MoaeAb Ananora

continuo
B cOopHMKax OBITOBBIX TAaHIEB HEPEIKO
BCTpEYaIOTCA 00pa3lbl 3alyCH aBTOPCKHUX IIpe-
o o solo
o0pa3oBaHMit F?{ppanon MOJENH ——-— B IpO-
M3BOJHYIO: 2 JTON TEXHHKOW, MO BCEH
continuo
BEPOSITHOCTH, IOJNB30BAJIUCH MY3HUIUPYIOIINE
MOONUTENN BBUAY MNPOCTOTHI W PE3yIbTaTHBHO-
CTH JAeicTBUU 1Mo mpeoOpa3zoBaHui0. B momenun
solo divisi o
——, BCTPEYAIOUICHCSA BO MHOTHX KJIABMPHBIX
TaHIIEBAIBHBIX MbECAaX, PEIUIMKU COJINCTA 3BydaT
B TOPU3OHTAJIBHOM amanore. Tak, B mpuMmepax
Ne 8, 10 (mmst cpaBHEHHS ¢ TOCIEAYIONTUMH TIpe-
oOpazoBanmsmu B npumepax Ne 9, 11) nmpuBogut-
Csi IEpBUYHBIA aBTOPCKUHU TekcT. B mpumepax
Ne 9, 11 BuaHO, Kak mapTUs COMUCTA pa3BEPHYyTa
CaMHM aBTOPOM B BEpPTHUKAJIBHBIH AHANOT COJH-
solo divisi
CTOB IO MOACIH ————

continuo

ITpumep Ne 8 Ne 40 u3 «HoTHO¥ TeTpaan
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ITpumep Ne 11 Apwus 3 «HotHoii TeTpagn

Anner Marganens bax», BWV 515b
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B npumepax Ne 9, 11 nmapruto Solo B BepxHei
CTpPOKe, 3aliCaHHyI0 B BEPTHUKAJIBHOM JAHAJIOTE,
YYEHUK OymeT MCHONHSTH IByMS pyKaMmu divisi —
C pasielieHueM Ha MapTUH Ha BHIOOp — CKPUIIKH,
¢uteiTel, ToOOM U duieliTa niaM cKkpunka U Quei-
ta. Pone Continuo B 6acoBoii 1yONUpOBKe C UMU-
Tanue aKyCTHYeCKHX 00pa3oB JBYX BHOJIOHYE-
nedt (WM BHUOJIOHYENH M KOHTpabaca) WCIIONHUT
apTHEP.

B mpumepe Ne 12 monens BepTHKaIbHOTO
JUanora MoXKeT OBITh IpeJcTaBieHa Ooiee pas-
BEPHYTOM KOMIO3MLMEN C MOMOILBIO 3€pKalb-
HOW NEPECTAHOBKM NAapTUU BO BpPEMs HCIIOJIHE-
Hus pernpussl. bacoBas cTpoka mpu e€ nmepeHoce
B BEPXHUH PETHCTP MOIYYHUT CTAaTyC COJBHOHN
MapTUX B TOPHU30HTAJIBHOM JIHayiore rodos (Tak-
Tol 1, 5) u QueliTel (TakThl 2, 6) C TMOCIEqyIO-
UM OJHOBPEMEHHBIM HX 3ByYaHHEM (TaKTHI
3-4, 7-8).

[TapTun BBHICOKMX MHCTPYMEHTOB NpPU UX Te-
peHOCe B HIDKHHH PETHCTP CIOCOOHHI mpeodpa-
30BaTh CTPYKTYpYy NMEPBUYHON MOJENH JHAIOTa,
3HAYUTENbHO pAaCHIMPHUB TPOCTPAHCTBO B Ha-
npaBJiieHHH OO0BEMHOTO cTepeo3BydaHus. B yc-
JIOBUAX CIIOKOWHOTO Te€MIa M IUIABHOW apTHUKY-
nAuuu TeMOpoBas ApaMaryprHsl akTyalu3upyer
3JI0KEHHYI0 B TEKCTE UJIEI0 1aCTOPAJIBHOIO CHO-
KeTa.
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Moaeab Ananora ..o

[TapTtus ancam6isi BO MHOTHX TEKCTax TaKke
mpencraBieHa divisi, B TOM YHCJEC OIMHAKOBBIX
mo TemMOpy («IBe BHOJIOHUENIH») HHCTPYMEHTOB.
Bo Bcex oOpa3nax mepBHYHON 3amucH (MIPUMEPHI
Ne 13, 14) maptus Continuo 3amucaHa KOMIIO3H-
TOpaMH JIByXT'OJIOCHO. YUYEHHK OyleT HCIONHATH
e€ JByMsl pykaMH Ha BOOOpa)kaeMbIX MHCTPYMEH-
Tax W3 YMClia BRIOPAHHBIX TEMOPOB, POJIb CONHCTA
ceirpaeT napTHép. Bo Bcex ykasaHHBIX IpHUMepax
MIPY UCTIOTHEHUH PETPU3bI MAPTHEPHI TAK)KE MOTYT
JIeNIaTh 3€pKabHbIE IEPECTAaHOBKU JHATIOTHIECKIX
MapTHUH.
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solo

B cuenyrommx aByx mpumepax (Ne 15, 16)
OYEBHJ/IHA aBTOPCKAs 3alllCh YK€ YIOMHHAEMBIX
BBIIIE 3€PKANbHBIX MEPECTaHOBOK mapTuii: Solo

pactmonoxeHo B HuxHed cTtpoke, Continuo (c ne-
JIEHWEeM Ha JiBa UHCTPYMEHTa) — B BepxHel. [Ipex-
JIOKUTE YICHUKY BBIOPATh POJIb U MCIIOTHUTE Clie-
OyIOIIHe MPUMEPHI B AHWANIOTE, MPEIBAPUTEIHHO
0o0CyIMB W PAcCTaBUB B TEKCTE TEMII, TUHAMUKY
n aprukymanuio. [laptus divisi ucnonusercsa aBy-
MS pyKamH.

IIpumep Ne 15 Wranesuackas apus u3 «HorHoi
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[op130HTaAbHbBIN AMAAOT
coAucTa u opkecrtpa: Solo — Tutti

B xmaBupHoii wmy3sike XVII-XVIII Bekos
BCTpEYaETCs HE TOJBKO BEpPTUKAIbHAS, HO U TOpU-
30HTaJIbHASI KOHCTPYKITUS: MOJIENb auanora Solo —
Tutti. B ominuve OT BEPTUKAJIBHOTO JUajora, rie
pemmuku Solo m Continuo 3By4anw OZHOBPEMCH-
HO, B TOPU3OHTAJIBHOM JIMAJIOTE PEILTHKH COJHCTA
(WM TPYNIIBI CONIMCTOB) M OPKECTpPA 3ByUaT Mooue-
pénHo.

Opnum u3 Hanbosee pacIpoCTPaHEHHBIX BU-
JIOB TOPU30HTAILHOTO JHAajiora OB CIOKETHBIH
THTl (JIMHAMHYECKOTO JHAJIOTra», CO3JAI0NIeTOo
9X0-3QheKTsl ¢ 00S3aTelNbHBIM YepeAOBaHUEM
forte u piano. Kak u B NpeAblAyNIUX CIydasx,
B Ka)XJIOM HHTOHAI[MOHHOM OJTHJIC YYaCTHHKHU
poJieBol UTphl OyAyT MCHONHATH Ha (oprenua-
HO poiiu (NIEeHTHI, CKPUTIKH, BUOJIOHYEIH B BUJIC
solo wmnum TpencTaBIATh aHCaMOJIeBOE IIEI0e —
tutti, Tog4EPKUBAEMOE B IIPOLIECCE WUIPHI JUHA-
MHYECKH.
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Ayat

B nocnenyrmomux mpuMmepax U3 TaHUEBalb-
Hbix mhec Kpebea, Kpurepa, Tiopka, 1. C. baxa

3BIKAILHBIN Juajior ABYX COJIMCTOB.

(Ne 19-22) B aBTOPCKOM TEKCTE MPEICTABICH My-

3a mepBBIM
COJIICTOM 3aKpeIlieHa BEPXHSS CTPOKa, 32 BTOPHIM

— HHUXXHSA.

Bo BpEMs UCIHOJIHCHUA MHTOHAIIMOHHOI'O 3TIO-

Jla BaYKHO YAENSATh BHUMaHHE TeMOPOBOM apTHKY-
JSAMUN — UMUTHPOBATH 3ByYaHHE BOOOpakaeMoro

Hcnomaurento IMpEaOCTaBIIACTCA

WHCTPYMEHTA.

, KOTOpBIN pernaMes-

THUPYETCSI pETUCTPOM U HaOOpPOM OPKECTPOBBIX UH-
CTPYMEHTOB, paclpoCTpaHEHHBIX B My3bIKe 0apoK-

BO3MOXXHOCTH BBIOOpa TeMOpa

KO. Ba)xHO BHUMaHUE K IPABUWIBHON apTUKYISILIUU
U BO3MOYKHOCTH 3€pKaJbHBIX IIEPECTAHOBOK B pe-

Menyat n3 «HoTtHo# TeTpanu

[Tpumep Ne 22

Annbl Marganensl bax», BWV Anh. 120

3yJIbTaTC CMCHBI POJICH.

o

Bo Bcex mpumepax ¢ ydacTHEM «JydTa COJHU-
CTOB» BO3MOKHBI M3BECTHBIE IO MPENBIIYIINM 3a-
JaHUSAM MPUEMBI TTpeoOpa3oBaHus epBOHAYAIBHO-
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r0 TEKCTa: PErMCTPOBKA, IyOIUpPOBKA, 3epKallbHas
MepeCcTaHOBKa MapTHii, yKPAIICHHS.
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Wrak, B mporecce BBHIOIHEHHUS 33JaHUN BO3-
MOXXHO C(OpPMUPOBaTh pPsii YHUKAIBHBIX H TI0-
JIE3HBIX TSI HAYMHAIOIIEr0 MY3BIKAHTA HAaBBIKOB,
MOCKOJIbKY YYEHHKH OCBAaWBAaIOT HETPAIHIIMOHHBIE
KpeaTuBHEIE (OPMBI pabOTHI C TEpPBOHAYATHLHBIM
ABTOPCKHUM TEKCTOM:

1) yd4acTBYIOT B Ouanocuueckoli My3bIKallb-
HO-pEYeBOM KOMMYHHKAIIMH, AKTHBHO HCIIONB3YS
HaBBIKH MPpeoOpazoBaHus (BEPTHKAITHHYIO 3€pPKailhb-
HYI0O TIEPECTaHOBKY, PETUCTPOBKY, IyOIHPOBKY,
yKpalieHie CETMEHTOB TeKCTa U JIp.);

2) ywarcs pa3BEPTHIBAHHMIO TEPBOHAYAIBHO-
IO aBTOPCKOTO TeKcTa (YPTEKCTa) B CMBICIOBYIO
quasi-opKecTpOBYIO U aHCaMOJIEBYIO MAPTUTYPY;

3) oBiameBalOT CEeMaHTHYECKWMH IIpeICTaBIIe-
HUSIMHU B JIMania30HE CIOBAPS MUTPUPYIOIINX HHTO-
HAIIMOHHBIX (popMyI OAPOKKO;

4) yuyarcst TpaMOTHOW M BBIPA3UTEIHHON apTH-
KyJSIUM TEKCTa Ha MHTOHALIMOHHO-OOpa3HOM oc-
HOBE;

Gy

AUTEPATYPA

5) ydarcs mepen3IoKEeHUI0 TEKCTa MYTEM CO3-
JAaHUS Bapualliii W WHBIX TPAIAUIIMOHHBIX Oapody-
HBIX KOMHO3I/II_II/II71, IIPUHATBIX B OLITOBOM My3UlU-
POBAaHNU JIIOXH,

6) OBIAAEBAIOT MEIOCTHBIM «IIAPTUTYPHBIM»
BHJEHHEM CMBICIOBBIX CTPYKTYp, HEOOXOAMMBIX
IJId 4YTCHUA MY3BIKAJIbHOT'O TEKCTa JIF000TO CTHIIA
(B TOM UHCIE «C JHCTa») Ha BCEX JTalax ero oc-
BOCHHUSI;

7) W3y4amT B TEUEHHUE KOPOTKOIO BPEMEHH
(B OTIIMYME OT AOJITOBPEMCHHOI'O TPaAUIHUOHHOI'O
pemnepTyapHoOro IMoaxoaa) OOoNBIIoe KOIUYIECTBO
MY3BIKAJIBHBIX IPOU3BEACHUM, pacIIpss CIIyXoO-
BbIC IIPE/ICTABICHHUS U TIPUOOPETAst ONBIT OOIICHUS
CO CTHJIEM DIIOXH.

Hepe‘II/ICJIeHHLIe HaBbIKH, B UTOI'C, aKTyaJIbHbI
KaK JJid rpaMOTHOTO (CeMaHTI/I‘IeCKOFO, rpaMMaru-
YECKOTO U CI/IHTaKCI/IIIeCKOI‘O) BOCIIpUATHA TCKCTA,
TaK U I KPEaTUBHOI'O, TBOPUCCKHU aKTUBHOTI'O B3a-
HMOHeﬁCTBHH C HHMM HAYMHAKOIICTO NUCITOJIHUTECIIA.

~N O
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TekcTbl 0 My3blke AASI A€TEM U IOHOLLeCTBa:
C. lNpokocbeB B pocCUtCKMX yUeOHMUKAX
no My3blkaAbHOU AuTepatype 1970-1990-x roaosB

YueOHuky no MysbikanbHOW suTeparype B CCCP kak oOsi3arenbHas 4acTh 00pa3oBaTeNbHOTO Ipolecca
JETCKUX MYy3BIKaJbHBIX IIKOJI W YYWJIHII NMOSBUINCH B KoHIE 1960-x — mHawane 1970-x romos. M3HauanbHO
OHM OBUIM CBSI3aHBI C HJECOJIOTUYECKH-BOCIIUTATEIbHBIMA (YHKUUSMH, 4YTO XapaKTepHO JUIS COBETCKOTO
LIKOJIFHOTO 00pa3oBaHUsl, OCOOCHHO B T'yMaHHUTapHOW cdepe. YUYeOHHKH 10 JUTEparype, BEPOSTHO, CTald
00pa3oM METOJUYECKOrOo IMOJAXoAa AJIs YYeOHHKOB IO MY3BIKAIBHOW JHTepaType. DTO Hauboiee SBCTBEHHO
MIPOSIBIJIOCH B OJIOKE O COBETCKUX KOMIIO3UTOPAX: B CTHJIMCTHKE TEKCTa, IEMOHCTPAIMH MPOM3BENEHHH, TIo1ade
6uorpaduyeckoro MaTepuaa, aklleHTHPOBAaHUU Ba)KHBIX B MJICOJIOTMYECKOM IJIaHE PAKypCOB B COBETCKOM KaHOHE
TBOPLIa — COBPEMEHHHUKA U COOTEUECTBEHHUKA.

Bynyun Oe3anprepHaTHBHBIM M BBIXOIS OIPOMHBIMH THpakamH, ydeOHHK «CoBerckasi My3bIKaJIbHas
muteparypa» U. A. Ilpoxoposoii u I. C. Ckynunoii (mox penakmueit T. B. [TormoBoii) co3naBain isl HAUMHAIOIIHX
MY3BIKaHTOB 00pa3 «coBeTckoro kommnosutopa» Cepres [Ipokodnesa. Yueonuk (mon penaknueir M. C. Ilekenuca,
no3nHee M. D. Putrnx) 3akpemsn u QUKCHpOBall Y MOJOABIX NMPO(ECCHOHANIOB HIICOIOTMYECKH KOPPEKTHBIN
KaHOH KOMIIO3UTOpa C YCTOWYMBBIM pPENEepTyapHBIM CIHCKOM U OINpeNelI€HHBIM PaKypcoM JUIsl BOCIPHUSITHS
U HUCTIONHEHHUS €r0 MY3BIKH.

W3menenue uneonorun B Poccnu MOBNMSsIO M Ha «CIIOBO O MY3BIKE», HO TpaHC(hOpMaluu odpasa KOMIO3UTOpa
B OOHOBJIEHHOM IIKOJHHOM YUE€OHHUKE TEX K€ aBTOPOB (aKTHBHO THpakUpyeMoM a0 Hadana 2000-X) mpakTH4ecKu He
MIPOM30IILI0, KaK ¥ B HOBOM H3JaHUU JUISl My3BIKIBHBIX yuuini (penakrop-cocrasurens E. E. Jlypanauna). [Ipn
YBEJIMYCHUH KOJIMYECTBA aHAIM3UPYEMBIX COUMHEHNH BepOasbHbIl 00pa3 [IpokodbeBa ocTayicsi B paMKax COBETCKOTO
My3BIKaJIbHOTO KaHOHA, IJie JEKJIapUpOBanach CBS3b C KOMIIO3UTOpaMH «Moryueil Kydku» K NpPeeMCTBEHHOCTb
C MpPEICTaBUTENIIMU BEHCKON KIACCUYECKON IIKOJIBL.

KnrogeBrte cnosa: Cepreii [Ipokodbes, yueOHNKH, My3bIKaJIbHAS JUTEPaTypa, AETCKHE MY3BIKAJIBHBIC IIKOJIBI,
MY3bIKaJIbHbIC YUIHIIHIIA.

LYUBOV A. KUPETS

Petrozavodsk State A. K. Glazunov Conservatory, Petrozavodsk, Russia
ORCID: 0000-0003-3344-2318, lkupets@yandex.ru

Texts about Music for Children and Young Musicians:
Sergei Prokofiev in the Russian Textbooks
on Musical Literature of 1970-1990th years

In the USSR, textbooks on music literature as an obligatory part of the educational process in children’s music
schools and colleges appeared in the late 1960s and early 1970s. Initially, they were associated with ideological and
educational functions: the creation of the young musicians of the Soviet musical picture of the world already fixed in
university textbooks with an invariable set of names, compositions and their verbal characteristics. All this formed the
Soviet canon of the composer, which was contemporary and compatriot.

Being unique and distributed in huge circulations, the school textbook “Sovetskaya muzykal’'naya literature”
[“Soviet Musical Literature™] by Irina Prokhorova and Henrietta Skudina (ed. Tatiana Popova) created for the beginning
musicians the image of the “Soviet composer” — Sergei Prokofiev. The next level — the textbook for the college (editor-
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in-chief Mikhail Pekelis, then Margarita Rittikh) — grounded in young professionals an ideologically correct canon of
the composer with a stable repertoire and clear position: how to listen and play his music.

The change in ideology in Russia after 1991 influenced the “musical word,” but the transformation of the composer’s
image practically did not happen — neither in the updated school textbook, nor in the new for Music College (ed. Elena
Durandina). With the increase in the number of analyzed works, the verbal image of Prokofiev remained within the
framework of the Soviet musical canon where the connection with The Mighty Handful was announced and continuity

with representatives of the Viennese classical school.

Keywords: Sergei Prokofiev, textbooks, Soviet music literature, music schools, music colleges.

3BecTHble CTpokH «EBanremus or HMoaH-

Ha» — «B Hauasie 6110 CI10BO...» — BIOJ-

HE YMECTHBI B KadecTBe anurpada K ore-
YECTBEHHOMY MY3BIKaJbHOMY oOpa3oBaHuio. Kax
HU T1apaIoKCaIbHO 3BYYHT, HO UMEHHO CIIOBO (Ha-
3BaHME, JKaHP COYMHEHHS, er0 MporpaMma, CIOBO
YUUATENS WU K€ TeKCT yueOHMKA 110 MYy3BIKaJIbHOU
JUTEpaType) JCKUT B OCHOBE (POPMUPOBAHUS MY-
3bIKAJIBHOM KapTHHBI MUpa y IIKOJIBHHMKA. B co-
BPEMEHHOM HAay4HOW HMHTEPIPETALUMU 3TO MOXHO
Ha3BaTh BepOaJbHON TMpPeTyCTaHOBKOM, KOTOpas
OyZeT BO MHOTOM BJIHMATH Ha COOCTBEHHBIH CIiTyIa-
TEIBCKUI OIBIT MOJIOBIX MY3BIKAHTOB: CHavasa
HAaYMHAIOIINX, a TIOTOM YK€ CO3HATeJIbHO M30paB-
IMX MY3BIKY Tpodeccueii’.

TekcTel 0 My3bIKe (OMOTpadumu KOMIO3UTOPOB,
BBIOOp COYMHEHMH M paccKas3bl O HHUX) BCETa NMe-
IOT CBA3h C ONPEAENEHHBIM KYJIBTYPHO-HCTOpHYE-
CKUM JaHTIIAPTOM U HACONOTHYECKUM KITUMAaTOM
cTpadbl. JlaHHBIA Te3MC yOeAUTENBHO qOKa3aja
M. T. Paky Ha npumepe QOpMUpPOBAaHUS MAHTEO-
Ha MY3BIKaJbHBIX KJIACCHKOB B PAaHHECOBETCKYIO
U CTAJIMHCKYIO OIIOXHM, KOrja OTOOp MEepCOH |
WHTEpIpeTanus UX XU3HU U TBOPYECTBA B Bep-
OaNbHBIX TEKCTaX pa3HBIX JKAaHPOB CTanu 0a3oi
JUTST COBETCKOM MY3BIKaJIbHOW KapTWHBI Mupa [12].
[Ipomomkas 3Ty Hay4HYIO M0, OCMBICIHBACMYIO
B paMKax pPELENTHUBHBIX HCCIIEAOBAHUM, MOMBITA-
eMCsl TIPOaHATTN3NPOBATh UHBIE TEKCTHI O MY3bIKE, a
UMCHHO — YYeOHUKH 0 MY3bIKaJIbHOH JInTeparype
JUTSL TETCKUX MY3BIKaJIbHBIX mKod (nanee — JAMIII)
¥ MY3BIKQJIBHBIX yUMUIAL]. MOXHO NPEIIONI0KHNTS,
YTO, MOJAOOHO WHBIM aHAJOTMYHBIM yYeOHBIM W3-
nmanusiMm B CCCP, 3tu y4eOHMKH OBLIM MOIIHBIM
WHCTPYMEHTOM, XECTKO PEeTIaMEHTHUPYIOUIUM 00-
pa3 Jar0060r0 KOMIIO3UTOpa M TPOIECC CIyIIaHHS-
MOHWMAaHUS €ro My3bIKH. bynyun 6e3amprepHaTuB-
HBIM ¥ BBIXOJIS1 OTPOMHBIMU THPAKaMH, IIKOJIHHBIN
y4eOHHUK CO3[aBa Il HAaYWHAIOIMINX MY3BIKAaHTOB

«coBetckoro» IIpokodreBa’. A ydnIUIIHbIH y4eo-
HUK 3aKperuisl ¥ (UKCUPOBAT y MOJIOIABIX IPO-
(beccnoHaNIOB MACOIOTUYECKH KOPPEKTHBINH KaHOH
KOMIIO3UTOPA.

KaHoH komno3uTopa
B COBETCKMX y4YeOHMKax

C 1970-x m BmoTh A0 Hayama 1990-x romos
C. C. IlpokodneB GurypupoBas B eOuHCmMeeHHOM
yuebnuke 0as /IMIII, BbITyIIeHHOM H (YHKIHO-
HUPYIOIIEM B paMKax JUCHUILTHHBI «CoBeTcKast
MYy3bIKQJIbHAs JIUTEPATypay. ITUM MOUCTHHE Oect-
cerutepoM ObuT yaeOHUK «Co8emcKas My3blKanTbHASL
aumepamypa» U. A. [Ipoxoposoti u I. C. Ckyounou
(noo peoaxyueti T. B. Ilonosoti). Ero nepBoe u3na-
Hue BoIuIO B 1972 rogy (M.: My3sika). o 1989
roja OIyOJMKOBAaHBI €MIE ACBATH M3MaHui. Takas
0e3aIbTepHAaTUBHOCTh 3a(MKCHUpOBaHa B 0OMIEH
HJICOJIOTHH COBETCKOTO 00pa30BaHus U CHeU(pUKE
COBETCKOW MY3BIKJIBHOM KapTHUHBI MUpa, KOTOpas
JOJDKHA ObllIa TPAHCIHPOBATHCS U (PUKCUPOBATHCS
yepe3 yueOHBIE TEKCTh. B KadecTBe MporHo3upye-
MOTO pe3yJibTaTa UMEHHO TaAKHM CITIOCOOOM JIOJKHO
OBUIO C(OPMHUPOBATHCS E€NUHCTBEHHO MPaBUIBHOE
BUJICHUE/CITBIIIIAHUE MY3BIKAJILHOTO TEKCTa y IOHO-
r'o My3bIKaHTa U HE TOJBKO Y HEro.

Y4eOHUK yHHUKalleH KakK MO TMPOJOJDKUTEINb-
HOCTH €r0 HCIOJb30BaHHSA, TaK H MO 00BEMaM
npoaax. OH aKTUBHO NEpen3JaBaliCs BIUIOTH IO
1993 roga noctarodyHo GONBIIMMH THpPAKaMH: Ha-
npumep, B 1984 roxy — 100 ThIcSY 3K3eMILTSIPOB
C BechMa CKpOMHOH IeHo#t B 25 komeek*. IToa-
TOMY MOXKHO C YBEPEHHOCTBIO YTBEP)KAATh, YTO
MHOXECTBO IOKOJICHHH NpPOQEeCCUOHATBHBIX MY-
3BIKAHTOB W JIIOOUTENCH MY3bIKH (AaKTHUECKH 10
HAIIUX JTHEHW BBIPOCIIO UMEHHO Ha 3TOM B3IVIsIC HA
[Ipoxodrena.

ABTOpPOM TJIaBBl O KOMIIO3UTOpE ObuIa [ enpu-
emma (Eecenusn) Ceménoena Ckyouna (Ckyouua-
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Kapnunckas) (1931-1986). O6006mas e€ mpodec-
CHOHAJIbHYIO0 OHOrpaduio, MOKHO KOHCTAaTHPOBATh
BEChbMa IUPOKYIO c(hepy MHTEPECOB B MY3BIKE: OT
paHHero 0apoKKO 10 COBPEMEHHOCTH, OOpalleHne
KaKk K COBETCKMM, TaK U 3alaJHOEBPOINEHCKUM
aBTOpaM. BHUIHBI akieHT Ha MOIMYJISPHU3aTOPCKOM
HampaBJIeHWH B MY3bIKQIbHOM  JesTeTbHOCTH
W crienuaim3anusi Ha TBopuecTBe IIpokodbeBa
B aTOH chepe’.

Kakwue 6a30BbIe 271eMeHTHI B KOHCTPYHPOBAHUN
oOpasza IIpoxodbeBa 3asBiicHbI €0 B y4eOHUKe?
Onu urypupyror yxe B OCHOBHOM Iiujie (cBoe-
o0pa3HOl aHHOTAIMM TJIaBHI), a 3aTe€M pPacKphIBa-
I0TCS B OMOrpauueckoil TiaBe M CHEIUATbHBIX
pasjenax o0 COYMHEHUSX®:

— BEJIMKUN KOMIIO3UTOP-KJIacCUK XX BEKa;

— CMEJIbII Xy[NOKHHUK-HOBAaTOp, HO MUMEIINN
KpEeTrKHe TPEEeMCTBEHHBIE CBA3H C TPATUIUSAMU
My3bikn pycckor (I'mmaka, bopomun, Mycopr-
ckuii, Pumckuii-KopcakoB) u mMupoBoii (BeHCKHUE
KJIACCHKH);

— Oe33aBeTHas JMO00BH K POAMHE W HEKOM-
(dhopTHOCTH TIPeOBIBAHUS 32 €€ TIpe/IeIaMu;

— MHOTOTPaHHOCTh 00pa3Has W JXKaHpPOBas
(c moMUHUpYIOIIEH 3PIMOCTBIO MY3BIKH);

— OrPOMHOE BJIHSIHHE €T0 MY3bIKH Ha MHOTHX
KOMITO3UTOPOB (03 yTouHeHHH (paMutmii);

— JIWYHBIE KadecTBa (NMOAYEPKHYTHI JBa: JET-
CKOCTB/HEMIOCPEICTBEHHOCTh H YyBCTBO IOMOPA).

MudonorusupoBantbiii  00pa3  IIpokodnesa
mpeacTaér 34ech B Ka4eCTBE KyJIBTypHOTO Tepos
COBETCKOM DIIOXH: KOMNO3UMOPA-adenma poo-
HOU UCMOPUU U CKA30YHO2O (PONbKIOPA KAK CYMU
pycckoeo/cogemckozo Hapooda. DakTHYECKH B JI0-
CTYITHOW JJIsi IOHOTO Bo3pacTa (opMe M3araercs
MU} 0 COBETCKOM YEIIOBEKE C €ro MaTpHOTHYECKOM
JOKTPUHOHU, Pearnu3yeMoi Kak CIIy)KeHHE Hapomy,
JKECTKOU AMXOTOMHEH J00pa U 371a U OTPEIEIISIO-
IIUM ONTHMHACTUYHBIM MHPOOIIYIIIEHUEM.

B kadectBe aHanm3a BBIOpAaHBI WCKITIOYNTENb-
HO HCTOPUKO-NATPUOTHYECKHE M CKa304YHBIE CO-
yuHeHUst [IpokodbeBa: «Anekcannp Hesckwuity,
«3onymka» u Cenpmast cumbonus. [Ipuuém npu-
OpUTET B TBOpPYECTBE OE30TOBOPOYHO OTHAH CO-
BETCKOMY TEpPHONy KaK JydllleMy, XOTs B Ouorpa-
(um yrmoMHHAIOTCA M COYMHEHHS MHBIX MEPHOIOB
¢ KparkuMmu xapakrepuctukamu: Ilepsbiii u Tpe-
THil  QoprenuaHHble KOHLEpPTH, Kiaccumueckas
cumdonns, « aakuii yréHok». [Tyakrupom 0603Ha-
YeHBI AJIEMEHTH BEPCHH O OJyTHOM CBIHE, HO BCE
OHH J€3aByHPYIOTCS HEOONBIINMU O00bEMaMH TIPH
YIOMHHAHUHA 3TOTO BPEMEHH M €r0 HETaTUBHOU

OIICHKOW. YmoTpeOiseMasi JEKCUKa CaMOH TJIaBbI
MMEET HApOUYUTO BO3BBIIIEHHBIA U MAaTETUYECKUN
ToHyC. CONEpKUTCS MHOTO MOPAaJTbHO-HPABCTBEH-
HBIX OTCBIJIOK.

CraHgapTHBIE ~ KOMIAKTHBIH  TPOBEPOYHO-
JTUIAKTUYECKUI OJ0K COCTOMT M3 BOIPOCOB M 3a-
JTaHUW TI0CJIE KaXKIOM TeMbl IaBbl. VX 1elbro
SIBIISIETCS. TIPOBEpKAa TOYHOTO 3allOMHHAHUS WH-
dbopmanmu: pacckasicume duocpaguro (0OCHOBHBIC
coObiTus Jxu3Hu IIpokodbeBa), Odatime 06wWyI0O
Xapaxkmepucmuky meopuecmead, HA308ume 8aic-
Helluwue COYUHeHUsI KOMRO3UMOPA CO8EMCKO20 Nne-
puooa. Bce mpoBepodHBbIE BOMPOCH MOAETHPYIOT
HEU3MEHSEMBbIHl KapKac y4eOHOro TeKCTa, HeIBY-
CMBICJICHHO TIOATAJIKMBAasl ydallerocs K ero mexa-
HUYECKOMY 3allOMHUHaHMIO0. Bompocsl He TpeOyioT
MOVMCKa MHOTO MaTepHalia Wil paKypca: ydaruncs
JOJDKEH HAWTH M MaKCUMAallbHO TOYHO IIepecKa-
3aTh HYXHBIH (parMeHT y4eOHHKa, MOATBEPIHB
3alaHAs TMPAKTUICCKUMH YMEHUSMU ¥ HaBBIKAMH
— Urpoii Ha (popTenruaHo OCHOBHBIX TEM COUMHEHUH
(HameJaTaHHBIX B CAMOM Y4€OHHUKE WM XpecToMa-
THH K HEMY).

MHOXECTBEHHbIE JeTajdbHbIe OINHUCAHHUS CIO-
KETa-MIOCTAHOBKU W ABHAs BU3yaJIN3aldsl MY3bI-
KU Jaxe B paszmene o cuMboHUH (HECMOTpPS Ha
3asBICHHYIO 3PUMOCTh KaK XapaKTepHYIO 4YepTy
My3bik [IpokodbeBa) SBISIFOTCS BEAYIIMM dlie-
MEHTOM BCero yd4eOHHMKA (M HE TOJBKO 3TOrO)
U B IJaBax O JAPYTHX KOMIIO3UTOpax. Beposdr-
HO, 3TO OBUIO CBSI3aHO, OTYACTH, KaK C HEIOCTa-
TOYHOH TeXHMYeCKol ocHaméHHocTteio B CCCP
(Tonmeko ¢ 1976 Toma B cTpaHe MacCOBO CTaJI IIPO-
M3BOIMUTHCS I[BETHOW TenmeBU30p «PyOumH-714%),
Tak U C OCOOEHHOCTBIO MPOTPAMMHON MOTUTHKU
Ha COBETCKOM TEJEBUICHUHU (IIPEUMYIECTBEHHO
Ha BCEH TEPPUTOPHH CTpaHBI OBLJIO TOJBKO JBA
KaHala, I7e aKaeMHYeCKOH My3BIKE OTBOAMJIACH
cUMBOJIMYECKH-(QOHOBas GyHKIHUs). Be€ 310 BKY-
e TPOBOIMPOBAJIO0 CUTYalHIO, KOT/IA MOAABISIIO-
niee OOJNBITMHCTBO IIKOJIHHUKOB MOTIJIO YBUJIETH/
YCHBIIIATh ONepy TOJNBKO 4Yepe3 TeKCT y4eOHHUKA.
TeM caMbIM y4eOHHK BBICTYNAal B POJIA YCTHOTO
paccka3unka — coBeTckoro «l omepay.

B menom e 3ToT yueOHUK HAXOAWJICS B 00IIEM
TPEH/I€ COBETCKHUX YYEOHUKOB IO JIMTEpAType, Io-
CIIeZIHEE IOKOJIEHHE KOTOPHIX MOSBHJIOCH Kak pas3
B Hayayie OpeXHEBCKOM amoxu. MoxHO HaOmoaaTh
001y 0 MOZIETb U TTOAXOJ. Tak, COracHoO HCCIIEIOo-
Banuto E. P. [lonomapéBa, 1yl COBETCKUX IIKOJb-
HBIX Y4€OHHUKOB I10 JTUTEPAType XapaKTEePHbI CIETy-
TOIIIME TTapaMeTPBI:
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— «OOmas KOHIEHITNS ITHX yYeOHUKOB CTa-
Jla pacIuIbIBYaTON W 3KIIEKTHYHOH. CoxpaHsoTcs
MAaTPUOTUIECKHE WHTEHIMH ITOCIEBOCHHBIX JIET...
MupoBoe 3Hau€HHE PYyCCKOM COBETCKOM JIMTEpaTy-
PBI TO-TIPEXKHEMY OpraHu3yeT Bce TpakToBKm» [11];

— «llogmeHnser aHanu3 pa3BEPHYTHIM U KOM-
MEHTHPOBAHHBIM TIEpecKa3oM coaepkanus... lle-
pecka3 co3maéT WIUTIO3UIO TOJHOTHI M TOAPOOHO-
CTH PAacCMOTpPEHHUsI, 3allONHss JII000€ KOIUYECTBO
CTpaHHI [TaM xkel;

— «J1J1s MaTpuoOTHYECKON KOHIIENIIUH, BBICTpaU-
Ba€MOU NpY NOMOLIY PUTOPUUECKUX KOHCTPYKLIMIA,
nepecKa3 CTAHOBUTCS HE3aMEHUMBIMY [TaM ke].

Urak, IIpokodneB npeactaér B yueOHHUKE A
JAMII xak cosemckuii meopey My3biKalbHO20 UC-
Kyccmea 05 WUpOoKux Macc, Rampuom-Hoeamop,
KOMOPblll YeIuKomM oOmcmaueaem uoeu co8emcKo-
20 Hapooa u eepum 8 e20 npekpacHoe oOyoyuiee.
AHaNOTUYHBIA COBETCKHIl KAaHOH 3BYYHUT B OT-
HOIIEHWH MHOTHX COBETCKHX IHCAaTeNed M IOo-
stoB XX Beka (B ciyuae ¢ [IpoxodbeBbIM — 310
MasikOBCKMi, yHOMMHAEMBII MIPULEIBHO B [JIABE
0 KOMITO3UTOpE)’.

B coBerckoil My3bIKaJIbHOW I€JAaroruke Ha-
CTOWYHMBO JIEKJIApUPOBAJICSI METOMOJIOTHUYECKUI
MIPUHLUT IPEEMCTBEHHOCTH 3HAHHUMN: IIIKOJIA — Y9HU-
nume. BecbMa HamIsIIHO OH NMPUMEHEH B IVIaBE O
[IpokodreBe B mEepBOM BBINYCKE EIMHCTBEHHOTO
y4eOHMKa UId MY3BIKaJIbHBIX yummmi] «CoBet-
CKasi My3bIKaJIbHas JMTepaTypa» (mox penakuuei
M. C. Ilekenuca). Ero mepBoe m3maHue BBIILIO
B 1963 rony (msaTtoe — B 1981). Dta mpeemcTBeH-
HOCTh OKa3ajach CBfi3aHAa, B IEPBYIO OdYEpE[b,
C aBTOPOM: IIPAKTUYECKU Bcs TaBa o [Ipokodrese
onua Harmrcana 1oit ke . C. CkynuHo# (32 HCKITIO-
yeHneM mnaparpada o «BoiiHe U Mupe», aBTOPOM
kotoporo ctana M. C. bpyk, u orgactu o «Pomeo
u JIxynberre» mepa P. K. IMupumsau®). U eciu
YYEeCTbh, YTO YUEOHUK JUISi MYy3BIKAIBHBIX IIKOJ T10-
SBHJICS. HECKOJIBKO MOKE, TO MOXKHO JOMYCTHTh
HE TOJHKO MPUHIMIHAIBHO OOMMK B3MIA Ha 00-
pa3 IlpokodpseBa u ero TpakrtoBKy’. Orurymaercs
U CXOXHUH CTWJIb W3JIOKEHHS, MCIIONb30BaHUE OJI-
HUX U TE€X XK€ CTHINCTUIECKIX O0OOpPOTOB U IIHUTAT,
U JIaKe BbIOOp COUMHEHMM a1 aHanu3a. OOmuMu
cramu: «Aunexcannp Hesckwit», Cenpmas cumdo-
Hus, Tperuii koHuept, «BoitHa u Mup», «Mumo-
netHocTH», «Pomeo u Jlxynserra». HoBeIM OBLIO
mump BKIodeHue CenpMOi COHATHI M, HA00OPOT,
OTCYTCTBHE «3O0IYIIKN.

Tem campIM, B y4eOHHKE ISl YUYWIIUI]
MO-TIPEKHEMY TOANEPKUBAJICS MPHUHLUI TPE3EH-

TaIMX TPOHU3BEICHUN HCKIFOUYMTEIBHO COBETCKOTO
nepuoaa (Tak, B Hadaie mnaparpada o KoHIEpTe
MIOTYEPKHYTO, YTO OONBIIMHCTBO €ro TeM OBLIO
coumHeHo emé B Poccun, 6€3 yTouHEHUS, YTO ATO
6pu1a He coBeTckast Poccust). Bce ocHOBHEIE TTOCTY-
Jatel o0Opasza «coserckoro I[IpokodneBa» BbIIEp-
JKaHBl U YTITyOJIeHBI 32 CYET IUTAT CAMOTO KOMIIO-
3UTOpa U MY3BIKAJIBHBIX aBTOPUTETOB (HAIpUMeED,
B. B. Acadnera u A. Onerrepa). COOCTBEHHO aHa-
U3 MY3BIKA TIPEACTaBIseT co0oi ommcaHue eé
3ByYaHHUs C JEMOHCTpamued mpodh)ecCHOHATBLHON
TEPMHUHOJICKCHKH: (OPMBI, MPHHIUIIOB Pa3BUTHS,
TOHAIBHOCTH U Jp. OMTHOBPEMEHHO aBTOp B TIOJI-
HOH MEPE UCIIOJIB3YCT XYyOOKCCTBCHHBIC OIMMCAHUA
" JIIUTCThI, U TOrAa pa3acj HallOMUHACT q)paI‘MeHT
poMaHa, aHHOTAalluM K TI'paMIUIACTUHKE WM OaXKe
PELIEH3UI0 Ha TIPEMbEPY/IIOCTAHOBKY: «yHpyeue
K6éapmogvle TIATH», «COKPYWUMENbHbIU VCMpeM-
AEHHBLI Momuey. VICTIONb3yeTcss MHOTO 3aKaBBIUCH-
HBIX CJIOB, KOTOPBIE MPUIAAKOT ITOMY TEKCTY SAPKYIO
SMOIMOHAJIBHOCTH 1 Cy6’beKTI/IBHOCTB.

Hosniit/cTapbiit Mpokocbes
B MOCTCOBETCKOE AeCSATUAETHE

N3menenne uneonornu B Poccuu mocme 1991
rojia TIOBJIMSUIO U Ha «CJIOBO O My3bIKe». B 1993
rony yaeOnuk juis JIMII Obut BRIMYIIEH ¢ HHBIM
BapHaHTOM Ha3BaHHA — «My3bikanbHas aumepa-
mypa cosemckozo nepuooa» — u o 2001 roma
AMeI ITh nepeusnanuii (1993, 1994, 1997, 1998,
2000). Bpixoas m0CTaTOYHO OONBIIMM MJIS TOTO
BPEMEHU THUPAKOM — 5 ThICSY IK3EMILIIPOB, OH,
Ka3aj0Ch Obl, JOHKEH OBLI CTaTh MEPBBIM IPEJ-
CTAaBUTEJEM IIOCTCOBETCKMX y4eOHHMKOB. Ho Bce
n3MeHeHus B iiaBe o [IpokodseBe okazainch HU-
YTOXKHBI W KOCHYJIMCH HMCKJIFOUUTEIBHO 3aMEHBI
MPUIIATATCIIBHOTO «OYpoHCYa3Hblily Ha «3ANAOHO-
esponelcKully U U3bSITUI HECKOIBKHUX COBETCKHUX
KIIAIIE — «CMPAHA CO8emosy, «BblCOKUe uoeuy,
«knaccuku  mapkcusma-nenunuszma»'®.  IlpaBna,
ObLIM W HOBOBBEICHHUS: B CIHCOK OCHOBHBIX
COYMHEHUHN 3apyOeXHOTO TMepuoja 100aBIECHBI
nBe omepbl — «MannaneHay um «OTHEHHBIA aH-
res». HensMeHHBIMU OCTaauCh U OJIOKH BOIPO-
COB, U Jia)Ke HOTHBIC MPUMEPHI, (POTOMATECPHAIIBI
u aBTorpad pykomucu mnepBoi crpaHunbl Celb-
Mol cuMponnu. [lo-mipexxHEMY OTCYTCTBOBA pa-
KypC «KOMIIO3UTOP M TOJHMTHKA» (C MOCTAaHOBIIE-
HusiMu 1948 u 1958 romoB) W MOBTOpSUICS Kak
AKCHOMa IMMacCaXX «TOCKa IO POAUHE» B KaueCTBE
OCHOBHOW NPHYMHBI BO3BPAIICHUS KOMIIO3UTOpa
Ha poauHy, HO yxe B CoBerckuit Coro3.
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B 1996 romy mosiBWIICS HOBBIM yYEOHUK IS
MY3bIKAJIbHBIX YUMJIMIL, Ha3BaHHE KOTOPOTO TAKKE
TPaHC(POPMHUPOBAJIOCH B KOHTEKCTE MHBIX COIIM-
ATBHO-TIOJINTUYECKUX YCIOBHUHA. Temeph 3TOT yueo-
HUK Ha3bIBaJIC «OmeuecmeenHas My3blKalbHAs
aumepamypa», i B €r0 nepeom 8binycke TMOCIETHISA
(uetBépras) masa mocesmeHa Cepreto CepreeBu-
gy [IpokodreBy''. ABTOpamMH TEKCTa CTaJIU MEIaror
MOCKOBCKOT0 MY3bIKaJIbHOIO yUHIIHIIA UMeHH [ He-
cunbIX Upuna Asepuesna ITucapesckas' (pasmen
0 Ouorpaduu kommo3uropa) u mpodeccop Mo-
CKOBCKOW KOHCEPBATOPHH, JOKTOP MCKYCCTBOBEIE-
uus Jlioomuna [mumpuesna Huxumuna'®. Marepu-
an Muppuot Ceménosnuvl bpyx'* IOIHOCTBIO MEPEIIEN
U3 TIPEKHETO COBETCKOTO BapHaHTa yueOHuka. Ymo
JHce UBSMEHUNIOCH?

[lepBoe NPHUHLIMIHAIBHOE H3MEHEHHE — 3TO
yBEJIMYCHUE TPOM3BENEHUN JUIA aHanmu3a: 100aB-
JICHBI COYMHEHUSI KaK PaHHEr0 PYCCKOro MHepHo-
na — Kiaccuueckast ciMQOHUS, TaK U COBETCKOTO
— Ilstas cumdponms. I[lpousoma mepecTaHOBKa
U B KOMIIO3UIIMH IJIaBbl, TO €CTh H3MEHUIIACh CBOEC-
oOpa3Hasi Mepapxusi COYMHEHUI: BMECTO BEYHOTO
Oectcemtepa — «Anekcanapa Hesckoro» — Ha Bep-
muHe nosiBwinch «Pomeo u JIkymnberra», cCOOT-
BETCTBEHHO BEIYIIMM >KaHPOM CTajla HE KaHTara,
a bayietr. B xoHIIe T1aBbl BBEAEH XpoHOTpad KUIHH
M TBOPYECTBA KOMIIO3UTOPA, CIHCOK COYMHCHUUN
W JIUTepaTypa O HEM, TA€ €CTh YETHIPE AMHUCTOISP-
HBIX MCTOYHHKA, CPEIH KOTOPHIX — M CaMOE€ CBEXKEE
n3panue 1991 roga: «Cepreii [Ipokodres. [lneBHn-
ku. IIucema. becenpl. BocmoMuHaHMS Y.

KapnunanbHo mnepepaboran Ouorpaduueckuit
naparpad, HO BbIOpaHHBIE IUTAaThl camoro lIpoxo-
(bpeBa U XapaKTEPUCTHKH KOMITO3UTOPA — «X)00dC-
HUK-2YMAHUCT, CbIH C80€ll pOOUHbBIY — CTPAHHBIM 00-
Pa3oM CO3Jar0T TOT e 00pa3 COBETCKOTO My3bIKaHTa
C ero peBONIIOLMOHHOCTHIO M JIIOOOBBIO K Maccam
ciymareneii. CTHIb M3NOKeHHs1 OMorpaguy BHOBB
HAIIOMHMHACT XYIOKSCTBCHHBIH POMaH, IJIC MCIIOJb-
3YIOTCS  Ka4€CTBEHHO-CYObEKTHBHBIC ITAHCTHPH-
yeckue xapaktepuctuku: C. TaneeB — «uymkui»,
«000pwItY, «obsizamenvhbliy; P. Inmusp 3aHuMaercs
¢ Cepéxeii (ymorpebieHa yMEHBIIUTEIBHO-TIACKA-
tenbHast Gopma); A. JISIOB — «006pwiii u ocmpo-
ymubliy;, Apyx6a ¢ H. MSACKOBCKHUM — «npounas
u ceemnasy. TakoB ke MOAXON M K XapaKTEePUCTUKE
COYMHEHUMN: B «BOCHNOMHHAHUSAX» — «XpoMamuxa
ea3kaa», a B «HaBaxneHUsIX» — «ocHo8Has mema
grnacmeyemy», «BCMynumenbHvle MAaKmol 3amMaéH-
HbI»; 32 MY3BIKOH B TIbeCaxX OIMyc 12 CTOUT «o30p-
HOt, 000podywiHO-uporuunblli [Ipokogvesy.

HoBmectBoM MOXHO cYWTaTh TO, 4TO (PaKTH-
YecKH Bech OMorpaduyeckuii maparpad sBisieTcs
HEeKUM paipkectoM «ABrobuorpadum» C. Ilpo-
Ko(bbeBa, TO €CTh CaM KOMITO3UTOp CO31aéT CBOWM
abpuc TakuM, KaKUM XOTeNl Obl €r0 BHIETH; ILIIOC
B TOIICPKKY OepyTcsi IMTaThl W3 ra3eT U M-
ceM. Ho camplii ciaoxHbIi amemeHT Ouorpadun
— npuunny Bo3Bpamenus B CCCP — aBrop pazze-
na OOBSCHSET MPAKTHYCCKH TaK ke, KaK U paHee
I'. Cxynuna: Tocka mmo poxauHe. Jlake ymoMiuHaHHE O
MmocTaHoOBJIeHNU 1948 rofa m ero ne3aBynpOBaHUN
B 1958 momano B yucOHHMKE BCKOJIB3h KaK HEKas
CIIy9aifHOCTh, KOTOpAs HE CJIUIIIKOM CHIIBHO TTOBIIH-
sJ1a Ha KOMITO3UTOPA.

Takast ke OegolicmeeHHOCHb  CBONCTBEH-
HAa W aHATUTHYeCKMM maparpadam. Hanpumep,
B «Pomeo u JIxynberTe» Hapsany ¢ yKa3aHUEM Ha
MIPUHLIMITEI KHHOMOHTaa U CTIeNU(UKY TIacTH4e-
CKOTO 3K€CTa, UCIOJB3ys MPOEeCCHOHANBHYIO JIEK-
CHKy (KJacTephl, TBEHAMIATUTOHOBAS JIHATOHIIKA)
U pe3lOMHpPYS HOBAaTOPCKHE YEPThI OajieTa B KOHIIE
IJ1aBBI, ABTOP YaCTO MEPECKA3bIBAET CIOKET, KaK 3TO
Jleaja ero crapiias KoJulera ABaaiarh JIeT Ha3asl.
Wy xe B 1yxe NOMYJISIPHOM PELICH3UU Ha IOCTa-
HOBKY CpaBHHBA€T CBOM BIIEYATIIEHUS OT IIECTH
KapTuH Oanera ¢ cosepranneM «CUKCTHHCKOM Ma-
JIOHHBD) WX CKYIBITYp MHUKETaHIKeIo.

be3 coMHeHus, HOBBIH TpPEHI B OCMBICIIE-
HUM obOpasa [IpokodbeBa BUICH U B CTPEMIICHUH
K OOBEKTHBH3AlMU 3a CUET BKIIOYEHHUS KOMIIO-
3UTOpCKOW BepOaibHOH pedrekcuu, BBEICHHS
OOJIBIIIOT0 MacchBa paHee HE YINOMWHABIIMXCS
HUCTOPHUKO-KYJIBTYPHBIX (haKTOB — MO 3apyOEIKHOMY
M COBETCKOMY IE€pHOJaM, U Jake 3a CU€T BIep-
BbI€ YIIOMSHYTOH >keHbl [Ipokodrena — JIunbl. 13-
MEHSAETCS 1 TIOHMMAaHHE aHaJIN3a MY3BIKH: BMECTO
KBa3W-peleH3nil aBTOPBI MBITAIOTCA OOBSICHUTH
KOMITO3UTOPCKYIO TE€XHUKY W JIOTHKY MY3BIKaJb-
HOTO MBIIUICHHS, YIOTPEOAs CriennaibHbIe Tep-
MUHBIA CTPEMSIChK JIOTHIHOMY —Yy>K€ B HAyIHOM
MJIaHe — TEKCTY: TE3UC — €T0 Pa3BUTHE, AeTaNbHBIN
aHanu3, OOBACHEHWE-IPUYMHBI, PE3IOMe-BBIBO/I.
Hecmotps Ha 310, 06pa3 IIpokodresa, oTinyascey
0O0JIbIIICH IEIOCTHOCTHI0, 00BEMHOCTBIO, PeNbed-
HOCTBIO M (aKTOJIOTUYECKOH JOCTOBEPHOCTHIO,
ocTaéres JBOWCTBEHHBIM. bruorpadus koMmno3uTo-
pa mo-TpeXHEeMY BBIIEp)KaHa B MaHETHPUYECKHUX
TOHAaX, a aHallu3 MY3BIKAIBHBIX TPOU3BEICHUN
OamaHCHpPYeT MEXKAY CTPYKTYPHO-QYHKIHMOHAIb-
HBIM W XyJIOXeCTBeHHbIM. TOT (hakt, yTO T7IaBa
0 «BoitHe m Mupe» ocraBiieHa 0€3 W3MCHCHWH,
MOJITBEPIKAAET MPEIIONIOKEHNE O CO3HATEIbHON
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MIPEEMCTBEHHOCTH COBETCKOTO yUCOHIKA, KOTOpas
BOJIBHO WJIM HEBOJIbHO MPOYMUTHIBAJIACh U B HOBOMU
BepcHuM KOHIA XX Beka.

BeposiTHO, 3Ty JBYCMBICIEHHOCTh-IIEPEXO/I-
HOCTPH OINYIIAJIM U CaMH aBTOPHI YICOHBIX H37a-
HUM KOHIIA CTOJIETHUS, TOTOMY 3aKOHOMEPHBIM UTO-
roMm Hadana XXI Beka cTan BBIXOJ I1€JI0H JTHHEUKU
pa3HBIX YYEOHWKOB Il JETEed W FOHOIIECTBA,
KOTOpbIE€ MO TMPaBy YK€ MOXHO Ha3BaTh MOCTCO-

BeTckumu. Kakum xe Cepres [IpokodseBa u ero
MY3BIKY 9TH YYEOHUKH NPEAJaraioT BHICThb-CIIbI-
IaTh-TIOHUMATh TOKOJIEHUIO Next — IMOJHOCTBIO
ceTeBoMy mokoneHnio? OTBET Ha 3TOT BOMpPOC —
yKe JIpyrasi HCTOPUSI TEKCTOB O MY3BIKE, KOTOpast
BO MHOTOM BIHMCBHIBAETCS B 00JIaCTh ITyOTUIHOM
uctopuu'> U (QyHKIHOHHPYET, CKOPEE BCETO, YXKe
HE 110 3aKOHAM MAaxIr0dHOBCKON «l'amaktuku I'y-
TeHbOepray.

< MPUMEMAHUA (<

! TloxpoGHee o BIMSHUU BepOaTbHON PEyCTaHOB-
K Ha (OPMHPOBaHME MY3BIKAIBHOM KapTHHBI MHpPA Y
IIKOJIBHUKOB cM.: [18].

2 O COBpEeMEHHOM TIPEJICTABICHUH IO (GHIOCODHUN
MY3BIKaJIbHOTO 00pa3oBanus cM.: [17]. O630p My3bIKalb-
HOTO 00pa3zoBaHMA B coBpeMeHHOM Poccun cm.: [20].

3 O criennduke COBETCKOTO yYeOHHKA MO PYCCKOM
MY3BIKQTBHOM JuTeparype ans JJMII cm.: [6].

4 B CCCP 1984 roga Ha 25 KOIEEeK MOKHO OBLIO
KyIUTh: | OWIIET JeHeKHO-BEUICBOH JIoTepeH, 25 Kopoo-
KOB CIIMYEK, | LIOKONMAAHYI0 MenanbKy, 1 mauky «Pyc-
CKUX TIETbMEHEW», 5 T0e37I0K Ha MeTpo, | OMiIeT B KHHO
JUTS B3pOCTBIX, | Topoackoit 6aroH (22 xom.), 1 mmoMoup
(19 xom.), 12 mITyK IMIKOMBHBIX TETpaei (10 2 KOII. 3a IIIT.).

5 TlompobHee 06 aBTOpe cM., Harpumep: [12; 13].

¢ 3mech u manee cM.: [15].

7 O COBETCKOM KaHOHE I103Ta B IKoje cM.: [1; 10].

8 O Pyszanne Kaprosue Iupunsa (1922-2009) —
KPYIHEHIIEM COBETCKOM CIEIHAINCTE MO0 TBOPUYECTBY

M. Mycopckoro cM., Hanpumep, Ha caiite Poccuiickoii
akajeMuu My3bIku UM. [ HecuHbIx [2].

° 3meckn manee cM. miasy o C. C. ITpokodrese: [16].

3nece u ganee cm.: [14].

" 3nech u panee cm. miasy o C. C. Ilpokodwese: [8].

12 Cm. epconanpuyto crpanuity U. A. TTucapeBckoit
Ha caiiTe My3bIKaJbHOIO YYMIUINA MUMEHH [ HECHHBIX
[10], a Takxe memoriam [4].

3 JI. I. Hukuruna (p. 1939) sBnsietcst aBTOpOM Tiep-
BOH U EOMHCTBCHHOH POCCHIICKOW MOHOTpa(Uu O CHM-
¢onmssx M. BaitaOepra.

4 O M. C. Bpyk (1904-2001) kak aBTOpE IMEPBOIL CO-
BeTcKkoit MoHOTpaduu o K. buze cm.: [5].

15 Public History (my0nu4Has uCcTopus) — J0CTaTou-
HO HOBOE HAIpaBJICHNE B UCTOPHUYECKOH HayKe, BOSHUK-
mo B 1970-e rr. B CIIIA u Kawnane, 3areM pacmpoctpa-
Huioch B EBpone. B Poccun nosisnsiercs ¢ 2012 roaa.
[MonpoOHee muCKyccMM M TEMATHKy 3TOH JUCHIUIUTHHEI
cm.: [3; 19].
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TBop4eckass akTUBHOCTb AMMHOCTHM
U CTYAGHTOLLEHTPUPOBaHHOE 00yyeHHne

TBopueckass OesTENbHOCTD SIBISIETCSl ONHUM M3 HamOojee AEHCTBEHHBIX CIIOCOOOB BCECTOPOHHETO Pa3BHUTHS
JUYHOCTH, OJHAKO CEeromHs HaOmomaercs Ae(UIUT TBOPUYECKOTO MPOSABIEHHS uesoBeka. CKOppEeKTHpOBaTh
CJIOXKMBIIYIOCS CHTYalMIO TTOMOXKET MPUBIICUCHNE AKTYaTbHBIX M 3(G(PEKTUBHBIX METOJOB TBOPUECKOTO Pa3BUTHUS.
OnmHNM M3 caMBIX BaXXHBIX SIBJISIETCA 0Opas3oBaTenbHas cpena. IMeHHO B ycnoBusIX 00pa30BaTeIbHOTO yUPEKICHUS
MIPOMCXOANT Pa3BUTHE OOMBIIEH YacTH JIOAEH — PELUNMEHTOB HCKyccTBa. [IpoGmema TBOPYECKOrO OTHOIICHHMS
K JCWCTBUTEIHHOCTH — OMHA M3 OOCY)KIaeMbIX Ha BeAyMWX HaydHBIX EBpomeiickux ¢opymax. BoctpeboBanHOi
CTaHOBHUTCS, B YaCTHOCTH, KOHLIETIIUS CTYACHTOLIEHTPUPOBAHHOTO 00YYIEHUs, HAPaBICHHOTO Ha aKTUBHOE Pa3BUTHE
YyBCTBA CAMOCTOSITETIFHOCTH, pedIeKCHBHBIN MeTof| yaeOHoro npomecca. [logxomsment i pemeHns 3asBIeHHON
MpoOJIeMbl CTAHOBHUTCSI M KOHIEMIMS BOBJIEUEHHUSI CTYACHTOB 4Uepe3 NMPH3MY COTBOPYECTBA, INE AKIEHT CTABUTCA
He Ha (opManmbHON e€ peaim3alnd, a Ha TOMIMHHOM BKIIIOYEHHH B COTBOPYECKHH 00pa3oBaTeNbHBIN Iporecc.
JlaHHBIE KpPUTEPHH COOTBETCTBYIOT MO3UIMAM JINYHOCTHO-OPUCHTHPOBAHHOIO MOAXOAA, B KOTOPOM CaMbIMHU
IJIaBHBIMH CTAHOBSTCS AEATEIBHOCTHO-TBOPUECKU METOA M MPHHIUI IPHPOA0CO0Opa3sHOCTH. VX ocymiecTBiIeHHe
UTPaeT PEIIAIOIIYI0 POIb B MPOLECCE TAPMOHUYHOTO PA3BUTHS JTMYHOCTH. ABTOp CTAaThbH HANpPaBIsieT BHUMAaHHUE Ha
TBOpUECKYIO cucteMy bonecnaBa SIBopckoro, BHECIIETO CYLIECTBEHHBINA BKJIAaA B Pa3BUTHUE MY3bIKAaJIbHOW KYJIBTYPBI
n oOpaszosanust Poccum. Akryanusanusi oOpa3oBaTeNbHBIX NPHUHIMIOB SIBOPCKOTO B HOBBIX COLMOKYJIBTYPHBIX
YCIOBHSIX JIaCT BO3MOXKHOCTB BBIMTH Ha CIEAYIONINH YPOBEHb TBOPUECKOTO Pa3BUTHS TMIHOCTH.

KiroueBele ciioBa: TBOpYeCKass aKTHBHOCTb, MY3BIKalbHas JEATENBHOCTh, MPHUPOAOCO0Opa3sHOE pa3BUTHE,
caMopa3BUTHUE, CTYACHTOLIEHTPHUPOBAHHOE 00yUCHHE, TUIYHOCTHO-OPUEHTUPOBAHHBIH TOIXO/.

NATALIA YU. KIREYEVA

Saratov State L. V. Sobinov Conservatory, Saratov, Russia
ORCID: 0000-0001-7036-6508, sanatal 004@yandex.ru

Creative Artistic Activity of Personality
and Student-Centered Education

Creative artistic activity is one of the most efficient means of an in-depth development of personality, however
at the present time one may observe a deficit of creative manifestation of human beings. The current situation may
be corrected by means of incorporation of relevant and effective methods of creative development. One of the most
important of their types is the educational milieu. It is particularly in the conditions of an educational institution that
the development of the majority of people — the recipients of art — take place. The issue of a creative attitude towards
reality has been one of those discussed at one of the leading European forums. One of the sought-after conceptions,
in particular, is that of student-centered education, directed towards an active development of the feeling of self-
sufficiency and a reflexive method of the process of learning. Also appropriate for solving the declared problem is
the concept of implicating the students through the principle of co-creation, where the accent is placed not on its
formal realization, but on a genuine involvement in the co-creative educational process. The given criteria correspond
to the positions of a personally-oriented approach, in which most important are the active-creative method and the
principle of congruity with nature. Their actualization plays a decisive role in the process of harmonic development of
personality. The author of the article directs her attention towards the creative system of Boleslav Yavorsky, who made
a substantial contribution towards the development of musical culture and education in Russia. The actualization of the
educational principles of Yavorsky in new sociocultural conditions presents the possibility of passing to the next stage
of the creative development of personality.
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BOpYECKasl JEATENbHOCTh YEJIOBEKa — BaXK-
HEWINUI CIoCOo0 IOCTIDKEHHUS I[EJIOCTHOTO
pa3BUTUA JUYHOCTH. My3BIKaJIbHO-TEAT-

paibHOE MCKYCCTBO SIBJISIETCSI OMHUM W3 HambOoee

YBIJIEKAaTENbHBIX BUAOB TBOPYECKOUN NEATENHHOCTH,

TaKk KaK CHHTE3HWpyeT B cebe apyrue BUIBI HC-

KyCCTB. DTO MO3BOJISIET My3BIKAJILHOMY TeaTpy cle-

HUYECKH BOILIONIATH TEMBI U HJIEH, KOTOPhIE MOTYT

MIPETIOTHOCHUTHCS SIPKO U 3peHInHO. B comepxannu

MIPOU3BEACHUN ITOTO JKaHpa IMOIHUMAIOTCSI Camble

DIyOOKHe MpoOieMbl JIFOOBU W BEPHOCTH, JKHU3-

HU ¥ CMEPTH, CMBICIIa YeJIOBEYEeCKOro ObITHs. Bces

najuTpa o0pa3oB W YyBCTB, 3aJIOKEHHBIX B IPO-

W3BEJCHUHN, BBIPAXKAETCS MOCPEACTBOM MHOTO-

TPaHHOTO MY3BIKAJIFHOTO SI3bIKa W MCIOJIH30BAHUS

BCEBO3MOXHBIX KHHECTETHYECKHUX CPEICTB BHIpa-

3uTeNbHOCTU. borarcTBo QopMm momaunm Mmarepua-

Jla, apceHall KOMIIO3UTOPCKUX U MCTIOTHUTEIHCKIX

MpUEMOB, 3alEUaTIIEHHBIX B MY3BIKAJIBHBIX MPOU3-

BEJICHUSIX, Pa3BUBAIOT IIYINY, CIIOCOOCTBYIOT (hop-

MHUPOBaHHIO BOCTIPUATHSI MUPa BO BCEH €T0 Kpacore,

CIIO)KHOCTH ¥ MHOTO00pasuu nposieineHnid. OHaKo

CIOCOOHOCTH K TAaKOMY ITyOOKOMY M BCECTOPOHHE-

MY BOCTIPUSTHIO IIPOSIBIAETCS CETOHSA Y HEMHOTHX.

CoBpeMeHHBIE CpEeACTBa MAacCOBOW HH(OpPMALINU

TPAHCIUPYIOT yNPOIEHHBIE (POPMBI MYy3bIKAJIBEHO-

IO W TeaTpajbHOTO HMCKYCCTBA, KOTOpHIE OOJbIIE

paccuMTaHbl Ha pa3BIIEKATENIbHOCTh, & HE Ha BO3-

BBIIIEHHE U PA3BUTHE YEJIOBEKA, B PE3yIbTATE YEro

myONiMKa CTaHOBUTCS BCE MEHee CIIOCOOHa K BOC-

MPHUATHIO BBICOKOXY/IOKECTBEHHBIX MTPOU3BEICHHN.

Ho Mexay npocToToi 3cTpagHbIX IPEICTABICHUI

U IPOCTOTOM Xy OKECTBEHHBIX TBOPEHUH — Cylle-

cTBeHHas pasHuia. Tak, Hexorma b. JI. fSIBopckuii

nucain: «B XyaokecTBeHHOM MPOU3BeIeHUH BaXKHO,

YTOOBI MPOCTOTA AOCTUTANACH CIOKHOCTBIO Kak

3aMbICiIa, TaK M TeXHUKH. [IponsBenenus, KOTOpbIe

MIPOCTHI TIO 3aMBICTY ¥ MPOBEACHUIO €r0, — HE JKU-

ByT noaroy» [15, c. 3]. B 3HaunTEIPHOM COYMHEHUHT

HCKyCCTBa 3aJI0)KEHO MHOTO CMBICIIOB, MO HEO00-

XOIMMOCTH OHH MOTYT IPEICTaBaTh B Pa3IUYHBIX

pakypcax, 4To IMO3BOJIIET COXPAHITh aKTyaJIbHOCTh

IIPOU3BEACHUS JAKE B CAMYIO OTAAIEHHYIO OT Bpe-

MEHHM ero co3aaHus snoxy. Ho B coBpemMeHHO# co-

[IUOKYJIBTYPHOM CUTYaIlul OY€BUIHBIM CTAaHOBUTCS

TO, 9TO OOJNBIIMHCTBO CIyIIATENIeH TePSET CIIOCO0-

HOCTH K BOCTIPUSITHIO TTyOWHBI M CJIO)KHOCTH KJIac-
CUYECKUX IPOU3BEICHUN.

[ToTepst MHOrOypOBHEBOCTH BOCHPHUSATHS OTHA-
CTH CBsI3aHa W C yTPaTOH IEIOCTHOCTH JINYHOCTH,
BOCCTaHOBJICHHE KOTOPOI CTaHET BOSMOXKHBIM pHU
aKTyaJIM3aliy [JIABHOTO Ka4eCTBa YeI0BEKa — TBOP-
YECKOW aKTUBHOCTH. LIeNbHOCTH MBIILICHUS, OMU-
patomierocs Ha OOIIECTBEHHYIO MPAaKTHKYy M Ha €&
oco3Hanue, b. JI. SIBopckwmii cuntan TpeGoBaHHEM
COBpEeMEHHOTO eMy TBopuecTBa. OmHOM U3 maB-
HEHIIMX OCOOCHHOCTEH CBOEro BpeMeHH B cdepe
JTYXOBHOM KU3HU OH CUMTAN CTPEMIICHHE «IIPE0I0-
JIETh UCTOPUYECKH 0Opa30BABIIUIACS pa3phIB MEX-
Iy pa3syMoOM, SMOIIMOHAIBHOCTBIO M MTPAKTHYECKON
neiictBeHHoCcThION [13, c. 23]. CroppekTupoBarh
CIIOKMBIIYIOCS CHUTYAI[MIO0 TIOMOXKET IPHBIICYCHUE
aKTyaJIbHBIX ¥ 3QQEKTUBHBIX METOAOB TBOpYE-
ckoro pa3Butui. OZHUM W3 CaMbIX JEHCTBEHHBIX
Y BCEOXBATHBIX SIBJISIETCSI, TIPEXK/IE BCero, 00pa3oBa-
TenbHas cpena. IMeHHO B yCIOBHAX 00pa3oBaTeb-
HOTO YUPEXACHUS IMPOUCXOIHUT Pa3BUTHE OOJbIIEH
YacTH JIIOAEeN — peuMnueHToB uckyccrtsa. [1o Hame-
My MHEHHIO, (DOPMUPOBAHHIO LEIOCTHOTO MHPO-
BOCIPHUATHUS JINYHOCTH CIIOCOOCTBYET MCIIOIB30BaA-
HUE JUYHOCTHO-OPHEHTHUPOBAHHOTO MOAXOAa MpHU
B3aUMOJCHCTBHUH JIOJCH B IICJIOM, a Tak)Ke, B 4acCT-
HOCTH, TIPH B3aMMOJEHCTBUH IENarora M ydeHuKa
B CHCTEME 00pa30BaHUs.

ITepBocTeneHHoOM 3ana4yeil JaHHOW cTaTbu CTa-
HOBHUTCSI PAacCMOTPEHHE HEKOTOPBIX MPUHIIUIIOB
JIUYHOCTHO-OPHUEHTHPOBAHHOTO TOAXO/AA, a TaKXKe
WCCIIEZIOBAaHUE TPUMEPOB TPAKTUYECKOTO IPHMeE-
HEHUS JAaHHOTO TOJIXOJa B TBOpUECKOil chepe u3-
BECTHBIMH 3apyO€)KHBIMH H OT€YECTBEHHBIMH Ma-
cTepamu. LleHTpanpHOE MECTO 3aHMMAET U3ydEHUE
cuctemsl b. JI. fIBopckoro, BHECIIErO CylIECTBEH-
HBI BKJIaJ B Pa3BUTHE MY3BIKAIBHOW KYIBTYPHI
n oopazoBanusi Poccun. CoxpaHeHHEe W pa3BHTHE
TaKOTO TMOJXOJa IacT BO3MOXKHOCTH YCOBEpPIICH-
CTBOBaTh CHCTEMY COBPEMEHHOTO OOpa30BaHUS,
B KOTOPOM Ha TIEPBOE MECTO BBIMIET HAES TBOP-
YeCKH aKTUBHOTO, IPHUPOAOCOOOPa3HOTO Pa3BHUTHUS
YeJ0BEeKa.

Ha miaBHO# crpanune noprana denepanbHbIX
TOCYIapCTBEHHBIX 00pPa30BaTENbHBIX CTAaHAAPTOB
BBICIIEro oOpa3oBaHus (B pasgene «JoKymMeHTHI
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JUIsT OOCYXKIEHUS») pa3MeméH TOKyMeHT «Pa3Bu-
THE CHUCTEeM 00eCTieueHHUsT KadeCcTBa B BBICIIEM 00-
pa30BaHMHU: €BPOMEUCKHU pakypc (Ha marepuaiax
EBpomnelickux (popyMOB 10 00eCIIEUEHHIO KauecTBa
Beiciiero obpasosanus 2013-2016 rr.)»', B KOTO-
POM JaH aHAIMTHYECKHH 0030p HCCIEI0BaTEIb-
CKHUX padoT BEAYIIUX EBPOMEHCKUX YUEHBIX [8].

Ha JleBsitom hopyme GeccriopHO THAUPYIOIICH
BBICTYIIA€T KOHILEIIIUS CHYOeHMOYeHmMPUpOBaAHHO-
20 00y4eHus, KOTOPOE B YCIIOBHUSIX COBPEMEHHOTO
pedopmupoBanus BEICIIETO 00pa30BaHUS BO3BO-
IUTCS B PaHr TpuopHTeTHBIX. OnHako (hopMHpPO-
BaHHE OCHOB 3TOTO MOAXO0/1a IPOUCXOAUT eIé B Ha-
gaige XX Beka B Tpymax @. X. Xeitopma (1905)
C JAJIbHEWINUM HJCHHBIM IPETBOPEHUEM TaKUMHU
uccinenoBarensimu, kak Jl. Herom, K. Pomxepc,
K. Tlnmaxe (pasBuBaroriee obydenue) u M. Hoyms
(camonanpasisieMmoe oOyuenue). [Ipu sTOoM HaeH-
HbIE€ HMCTOKH [ESTENbHOCTHOTO IOAXOAA YXOIAT
KOpHsIMU B nanékoe npouutoe. Tak, npeBnuit ¢u-
nocod u meicnutens Kuras Kondyuwmii roBopwi:
«To, uto 51 caplry — 5 3a0bIBaro; TO, YTO S BHXKY
— MOMHIO; TO, YTO 5 JIeJar0 — s MMOHHMAIO»; WJIH,
HampuMep, y ApHUCTOTeNs HaxXOOuM CIexyrolee:
«Bemam, KOTOpBIE MBI BBIYYHJIH 0 TOTO, KaK MBI
WX CAeNaJv, MBI yuuMcs, aenas ux». Hemeuxomy
11oaTy U MblcauTeno . @. I'ére npuHaanexar cio-
Ba u3 «®aycray: «B Jlesnuu Hauano beitus». Mbl
BHIUM, YTO 3HAYEHHE JEATEIHHOCTHOTO MPUHIINIIA
[0 TOCTOMHCTBY OLICHUBAETCSI MHOTUMHU y4EHBIMU
B pa3Hble BpemeHa. OHAKO CErOfHS CYyIIECTBYET
OIMaCHOCThH MOTEPSITh OCHOBY OCHOB. VIMEHHO 103~
TOMY TaK Ba)KHO aKTyaJIM3UPOBaTh OCHOBOIIOJNIATa-
OIIUE JIEHCTBEHHbIE METOBI B HOBBIX COLIMOKYIb-
TYPHBIX YCIOBUSX.

Taxk, nesSTeIbHOCTHBIM METOJ CTaHOBHUTCS OJI-
HAM U3 CaMbIX DJIaBHBIX B CTYIE€HTOOPHUEHTHPO-
BaHHOM OOYYeHHH, TZ€ COBPEMEHHBIE HCCIEI0Ba-
TeNW BBIACTSIOT ciexyiomme Kputepuu: «Omopa
Ha aKTHUBHOE, a HE MacCHBHOE OOy4YeHHE; aKIECHT
Ha TIyOOKOe M3y4YeHHEe W IOHUMAaHKE; MOBBIIIICHNE
OTBETCTBEHHOCTH W MOJAOTUYETHOCTH CO CTOPOHBI
CTY[EHTOB; PA3BUTOE YYBCTBO CAMOCTOATEIHHOCTH
y ydalerocsi; B3anMO3aBUCUMOCTb MEXJy Mpero-
JaBaTesIMA W yYaIlUMHUCS; B3aMMHOE YBaXXCHHE
B OTHOIIEHUSIX MEXAY YUAIIUMHUCS U MIPEroiaBaTe-
nieM; pedIIeKCUBHBIN MTOAX0/ K Y4eOHOMY MTPOIECCY
CO CTOPOHBI W TMPEToAaBarelis, W ydamerocs» [8,
c.37]. lloguepkHEM, UTO TP TAKOM MTOXOE TPOKIC-
XOJIUT HE «IPOCTasi epejiava CTyIeHTaM (aKToBy —
MaccuBHOE UHPOPMUPOBAHUE, a CO3/IAHKE YCIOBUIA
JUTSL aHATTUTHYECKOH, TTPOOIEMHO-TIONCKOBOM pabo-

Thl CTyACHTa U IeJarora, Jaioliel BO3MOXKHOCTb
BCEM YYacTHHKaM 00pa30oBaTelIbHOTO IMpoIecca
OCO3HAaTh OTBETCTBEHHOCTb 32 JaJbHEHIIMI IyTh
3HaHuil. bonee TOro, akTUBHBIN MAPTHEPCKUI KOH-
TaKT B Ipolecce 00pa3oBaTelbHON AESTEIIbHOCTH
MO3BOJISIET HEMOCPENCTBEHHO TIPUBJIEKATh pedsaT
JUTSL peTLIeH s BOIIPOCOB IO TOCTPOSHUIO CaMOM CH-
CcTEeMBI 00pa3oBaHwS.

Ho crpemnenune martu 3a mepemnoBBIMH Hes-
MU 3araJHOEBPONEHCKOT0 00pa30BaHUs 3a4acTyio
MPUBOANUT K TOMY, 4T0 B Poccum BBOASTCS HOBBIE
CTaHapThl 0e3 MU3y4eHUs] OCHOBOIIOJATAIOIINX pPe-
(hopMHUpYIOMIKX MPUHLIUIIOB, TO €CTh BHEAPSIOTCS
TOJIbKO BHemHue (Gopmbl. Hanpumep, oreuecTBeH-
HBIH nckyccTBoBed A. M. JleMueHko oTMedaeT, 4To
HOBBIE MHCTPYMEHTAIbHBIE METOIBI, NMPU3BAHHBIC
YAY4YIINTh Ka4eCTBO 00pa30BaHUs, HEPENKO IMOHU-
MAIOTCS M HCTOJIKOBBIBAIOTCA TOBEPXHOCTHO, a, CIIe-
JIOBaTeJIbHO, ¥ MPUMEHSIOTCS BechMa (OpMabHO
[5]. Ha aT0 oOpamraror BHUMaHUE U 3al1aHOCBPO-
neiickue ucclienoBareian. PaccMOTpUM B KaueCTBE
IpUMEpPA «KOHLENIUIO BoBIeueHUs . T. Xappucon
B ctarbe «Co3qaHne KOHIENIMHA BOBJIEUEHUS CTY-
JIEHTOB 4epe3 MPHU3MY COTBOPYECTBA» CTAaBUT Iie-
pen coboil ITaBHYIO 3a/1a4y: U3JI0KHUTh KOHIICTIIHEO
BOBJICUCHHS CTYZICHTOB U 0003HAYHUTD €€ B COOTBET-
CTBHH C OTpeneneHHon cxeMoil. « OCHOBEIBAsICh HA
YenocmHoM nooxooe, — CUUTAET HCCIEAOBaTEIb-
HUIa, — MpeyaraemMas cXxeMa KOHIENTYaIn3upyeT
BOBJICUCHUE CTYACHTOB B NpoYyecc cOmeopiecmad,
KOTOPBIM BKJIIOYaeT B ceOsl psijl KIFOYECBBIX acIieK-
TOB, COCTaBJISIIOIINX KPYT BOBJICUEHUS CTYIEHTA. ..»
[8, c. 23]. ABrop ommpaercs Ha WCCIICIOBAHII
B. Tpaynep, B KOTOPBIX BBIJEJISAIOTCA TJIaBHbIE
COCTABIISIONINE BOBJIEYEHHS CTYACHTOB, KakK TO:
«aKmueHoe coemecmHoe o00OyyeHue; y9acTUE B UH-
MEHCUBHOU aKaJeMUYECKOW NeATeNbHOCTH; pa3-
susaiowiee obwerue c npodeccopcKo-Mpernoaana-
TEJIBCKUM COCTaBOM; 8KIIOUEHHOCHb 8 0002aueHue
00pa30BaTENbHOTO MPOIECCA; YYECIMBO NPUIHAH-
HOCMU ¥ NOOOEPIIcKU CO CTOPOHBI 00pa3oBaTellb-
HBIX COOOIIECTB YyHUBEpcUTeTa. .. Ha mepBsIif utan
BBIXOAHT He abcmpakmuoe 8osjieyeHue CTYIeHTOB,
a TO, KaK OHO JIOCTHTaeTCs M 0Jis1 Ye20 OHO HEeoOXo-
Mo [KypcuB moit. — H. K.]» [8, c. 93].

Hawubonee BaxxHO B JaHHOI KOHIETIIMU TO, YTO
MMEHHO YPOBEHb TOAJMHHOTO BOBJIEYCHHSA HAET
BO3MOXHOCTh TECHOTO U JIOBEPYHMBOTO KOHTAaKTa
MEXy YIEeHHKOM H ME€AaroroM, B IPOTHBHOM CIIy-
Yae MPOMCXOIUT AMCKPEAWTALUS ITaHHON CHCTe-
MBI, TaK KaK 4YeJOBEK, HE MMEIOMINHA MOTNHHOTO
BHYTPEHHETO CTEPXKHS, CIOCOOEH JIMIIL «UTPATh
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M0 TIPaBHIIAMY, HEPEIKO MCTIONB3YS YCIOBHUS HTPHI
TOJBKO B CBOIO moOub3y. llpnuém B OonmpIimHCTBE
ClIydaeB MOJ0OHAs CUTyallUsl He MOXKET UMETh HU-
4ero oOIIero ¢ HACTOSIINM KOHTAKTOM, TTOCKOJIBKY
UCXOIUT OT (POPMAIILHO TMOCTPOCHHOTO BHEIIHETO
oTHouIeHus K npoucxonsaumemy. Tak, T. Xappucon
CpaBHUBaeT BHelIHee (HOpMalbHOE BBIOJHEHUE
JaHHBIX TPUHIWIOB | MOJIMHHOE BHYTpPEHHEE
nmpeobpa3zoBaHMe, €ClIM JaHHbIE NIPUHIMIBI pean-
3YIOTCS B MOJHOM Mepe: «B camMoM Jiese, akleHT Ha
YHCTO TEXHUYECKOM/PAIIMOHAILHOM AacIleKTe MO-
JKET IPOTUBOPEUHTD HALIEMY ITOHSATHIO BOBICYECHHUS
¥ IO0Y’KJaTh CTY/IEHTOB JEMOHCTPUPOBATh UCKITIO-
YUTENHHO (PyHKIIMOHATBHOE TIOBEJCHHE, “UTpasi 1O
npaBwiam’... Toraa xemaeMble pe3yiabTaTel HE Oy-
IYT JOCTHTHYTBI, JIaXKe C pallMOHAaJIbHOM/ TeXHUYe-
CKOM TOYKH 3PECHHsD», — ITUIIET OHA [TaM ke].

B orTeuecTBEeHHBIX HCCIEIOBAaHUIX CETONHS
CTaHOBHUTCSI Bc€ Oonee BOCTpPeOOBAHHBIM U JIMY-
HOCTHO-OPHEHTHUPOBAHHBIN MOJAXO0J K Pa3BUTHIO
yenoBeka. OCOOEHHO OH aKTyaJeH ISl TBOPYECKOU
JESTePHOCTH, TaK KaK IJIaBHBIM B €TO KOHIIETIIINN
CTAaHOBHUTCS JESTENbHOCTHO-TBOPYECKUN MPHUH-
uui. JlesTenbHOCTHBI METOH MO-pa3HOMY Tpak-
toBancsi uccaenosarensiMu (C. JI. PyOunmTeiin,
A. H. Jleontses; JI. C. Boirorckui, I1. I1. baorckuii
u M. 4. bacos, JI. b. Onpkonu, 1. 5. Iagsnepun
u 1p.). UnTepecHoil mpeacrasnseTcs pa3padoTka
MIPUHLMTIA «EAWHCTBA CO3HAHUS U IEATEIBHOCTH,
npexcrasiednoro C. JI. PyOunmireitHoM B cra-
Tbe «IIpUHIMI TBOPYECKOW CAMOAESATEIBHOCTI»
(1922). 3nech y4€HBII TOBOPUT O TPOIIECCE MTO3HA-
HUS UMEHHO KaK TBOPYECKOH AesTenbHoCTH. TBOp-
YyecKkasi caMo-JesITeNIbHOCTD SBIISIETCS TIaBHOM OcC-
HOBOW Ju1s1 nosrydeHust 3HaHUs: «CyOBEKT B CBOUX
JESTHUSX, B aKTaX TBOPYECKOH CaMOJESITeTbHOCTH
HE TOJBKO OOHApY)KMBAaETCS W MPOSBIAETCSA; OH
B HUX CO3HMJAETCS U omnpenensercs. .. JIumsp B co3n-
JAHWH... STUYECKOTO, COIMAIBLHOTO IEJIOTO CO3UIa-
€TCsl HPaBCTBEHHAs JMYHOCTh. JIWIp B opranuza-
[IUU MHpa MBICTIEH popmupyeTcst MpicauTensy |10,
c. 106]2. To ecTh MBICIIH M JA€ATEIBHOCTE TOMOTAIOT
peanu3anyy mpolecca CaMOOIPENeNIEHUsI U CaMo-
co3yganms. YeoBek KHUBET HE IS TOIO, YTOOBI
IyMaTb, OH JAyMaeT AJisl TOTO, YTOOBI XHTb. [Ipo-
CTO€ IOHMMaHKe WH(OPMAIH KOPEHHBIM 00pa3oM
OTIIMYAETCs OT 0CO3HAHHOTO MPUHATHS (PAaKTOB, TIO-
3BOJISFOIIETO TBOPYECKU AEHCTBOBATH.

BriBesieM Ha mnepBbId MJIaH €€ OJHY BAXKHYIO
U7CI0, KOTOpy chopMmynupoBaid PyOuHITElHH,
— TmpobieMy OCO3HAaHHOCTH W HEOCO3HAaHHOCTHU
neiictBus. «Co3HaHUE — OTO OCO3HAHHOE OBITHEY,

— KOHcTarupyeT yuénslil. He mpocto «mmonumaemoe
OBITHE», @ 0CO3HAHHOE, 3HAYHT, HE TOJIHKO MBICIICH-
HO, HO ¥ YyYBCTBEHHO oboraménHoe. Mexmy moHs-
TUHHBIM TIPUPAIICHUEM CMBICIOB W OCO3HAHHBIM
JUYHOCTHBIM JIESTEIILHOCTHBIM ITpeoOpa3oBaHreM
HUMEETCS CYIIECTBEHHAs pa3HULa. Y YEHBII TOBOPUT
0 BO3MOXHBIX BIMSHHUAX HA MPOIECCHI TOATUHHOTO
OCO3HAaHU$, KOTOPBIE BO3HUKAIOT BBU/IY TOTO, HAa YTO
BBIHYK/IEH OPHUEHTHPOBATHCS YEJOBEK IPU COIH-
anpHOM amantanuy. HecMoTpst Ha TO, 4TO 3TUM TIO-
JIOKEHHSIM TIOYTH CTO JIET, MBI M CETO/IHS HE 0CO3Ha-
€M B IIOJIHOM Mepe CIPaBEJIMBOCTh M 3HAYMMOCTD
JIAHHBIX CYXXJIeHUH. bosee TOro, 3T MOCTYJaThl
MIPETBOPSIIOTCS B )KU3Hb BEChbMa HEOCHOBATEIHHO
BBHJly CMEIIIEHHUS aKIIEHTOB B CTOPOHY MaTepHallb-
HOTO W WHTEIUIEKTYaJIbHOTO («YMCTBEHHOE Jeii-
CTBHE») Pa3BUTHS, MPH KOTOPOM IPOUCXOAUT yKE
MIOYTH TOCTHTIIEE CBOETO MHKA OTYYXACHUE OT pe-
IBHOCTU | HaOMonaeTcs JAeTepMUHHUPYEeMasi 3TH-
MU TPOIIeCCaMH aCUMMETPHS Pa3BUTHS JTHYHOCTH.

J1a jocTHKEeHNsT paBHOBECHUS YEJIOBEKY HE00-
XOIMMO Pa3BHUBATHCS C TMOCTOSHHBIM OIIYIICHHEM
eAMHCTBA ¢ noanuHHOU IIpuponoi, a He IpOTUBO-
IIOCTaBJIEHUs eil. B TaHHOM Cilydae akTyaIn3upyem
MIOHATUE Npupodocoodpasznocmu. O TPUPOTOCO-
00pa3sHOM pa3BUTHUHU YEJIOBEKAa TOBOPWUIIM MHOTHE
y4EHBIE U paHee, HO, K COXKAJIEHUIO, UX YTBEPKAE-
HHS OCTAJMCh TOJBKO HAa YPOBHE TEOPETHUYECKOIO
OCMBICIICHHUS, HE AOWAS 0 CTaJAUU MPAKTHYECKHUX
nerictuit. CerogHs Ta MpodiieMa CTOUT Tepes ye-
JIOBEYECTBOM HACTOJIBKO OCTPO, YTO OCTaBUTh €€
TOJIBKO B TEOPETUYECKOM BHJIE YK€ HE TPEICTaB-
JIIeTCSl BO3MOXKHBIM. Ba)XHBIM CTaHOBUTCSI aHAIU3
1 IIEPEOCMBICIEHUE JOCTH)KEHUN YUEHBIX C IOce-
IYIOIIUM IIPETBOPEHUEM B IIPAKTUUECKOH EATENb-
HOCTH, B YaCTHOCTH, B 00pa30BaTeIbHON U KyJIbTY-
poorpaHu3yoIIeH.

Tak, cerogHsi BHOBb BO3HHUKAeT MHTEpEC K 00-
cyxnaernto manHod mpoOmemsr [1]. Tlompobromy
WICCIIEIOBAHUIO POJIM MIPUPOIOCOOOPA3HOCTH B Pa3-
BUTHH JIMYHOCTH TOCBsAIIeHa pabota I. A. Xaps-
KOBCKO# [12]. ABTOp akuIEHTHpPyeT BHMMaHHE Ha
TOM, YTO TPUPOJOCOOOPA3HOCTh MMEET 3HAYCHHUE
HE CTOJBKO KaK MpPOSBICHHE BUTAIBHBIX YEPT,
CKOJIBKO KaK pPECypcC, COAEp)Kalluil Bce IPEIIO-
CBUJIKM ¥ BO3MOXKHOCTH ISl peaju3aliy JTyXOB-
HOro MOTEeHIWaJla JUYHOCTH. Ha Ham B3mIsn,
HanboJiee SICHO W aKTyaJdbHO CPOPMYIUPOBAHBI
YepThl BOCIHTATEIHHOTO IpoIecca B KOHIETIIUN
II. A. AMOHAIIBHJIN: YEJIOBEK — «BBICIIICE TBOPE-
uue Ilpupoasr n Kocmoca u Hecér B cebe mpucy-
IIFe UM YepThl MOTYIIECTBA W OE3rpaHUYHOCTHY;
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MIOJUTMHHOE CTAHOBJEHHWE JIMYHOCTH BO3MOXHO
JUIIb B YCIOBUSX COXPaHEHUS «UEIOCTHOCTU
mpupoasl peOEHKa»; 0Opa3oBaHHE SIBISETCS 4a-
CTBHIO BOCITUTAHMS — 3TO «EIUHBIN MPOIECC TyXOB-
HO-HPaBCTBEHHOTO Pa3BUTHS», KOTOPOE OCYIIECT-
BIISIETCSI «C TIOMOIIBIO CaMOW XHU3HHU IO 3aKOHaM
rymManHoCcTW» (IUT. 11o: [12, ¢. 12]). CrouT nmomguep-
KHYTh, YTO W€ BEAYIIETO POCCHICKOTO Meaarora
u ricuxoniora 1. A. AMOHAIIBIIN CXOXHU C HEKO-
TOPBIMU MO3UIMSIMHA KOHIIETIIINN 3HAMEHHUTOTO OTe-
YECTBEHHOTO MBICIUTENS U €CTECTBOUCIIBITATENS
B. U. Bepnaackoro, pa3pabareIBaBIIeTO B IIEPBOI
nojioprHe XX Beka MoHsATHE Hoocdeps (chepa pas-
yMma), KOTOPYIO, [0 €T0 MHEHHIO, COCTABIIAET B TOM
4rciie ¥ SHEProuH(pOpMAIIHOHHAS 000I0UKa 3eMITH.
Ha He€ 3HaunTenbHOE BIMSHUE OKa3bIBAIOT MBICIIN
TOfIeH, MX ACHCTBUS 1 00pa3 xu3Hu. Ecimu uenoBex
pa3BHUBaeTCs TAPMOHUYHO, B COOTBETCTBHH CO CBO-
€l TyMaHUCTHYECKOH JTyXOBHOU ITPUPOIOH, TO HOO-
cdepa HachIIaeTCs MOJIOKUTEIBHOM YHepruei [3].
Kak TopK0 4enoBeK yXOIuT OT CBOET0 MONIMHHOTO
«sI», OH HaYMHAeT OOpHOYy HE TONBKO C CAMUM CO-
00, HO ¥ C COLIMYMOM, YCHJIEHHO NMPOTHUBOIIOCTAB-
nss ceba okpyxamomemy mupy. COOTBETCTBEHHO,
MIPOMCXOAMT HE TOIBKO IICUX03MOIMOHANBHBIN KpH-
3UC, HO W CHIDKAETCAd MOPAIBbHO-3THYECKHIl ypo-
BEHb COCTOSHUS 4eloBeKa. Takum oOpa3oM, MpHH-
UI TPUPOJOCOOOPA3HOCTH UTPaeT BaKHEHIIYIO
poib B GOPMHUPOBAHUH LIEIOCTHOW JTMYHOCTH, YTO
MIO3BOJISIET YEJIOBEKY OIIYyIaTh W OCO3HABaTh ceOs
HE TOJIBKO TPa)XTaHWHOM OOIIIeCTBA, HO M TPaXKaa-
HuHOM Bcenennoil. IlepBbIM mokasareneM TOro,
YTO TPUHIUI PHUPOIO0CO00PA3HOCTH PeaTu3yeTcs
B ITOJTHOW Mepe, ABISETCS TO, YTO C BO3PACTOM Yy
yesoBeKa BCE OOJbIE pacKPHIBACTCS MHTEIUIEKTY-
aJbHBIA U JYXOBHBIN IOTEHLMAJ, a TAKXE BO3pac-
TaeT MOAJIUHHBIN HHTEepeC K 3HaHUAM. CerogHs Mbl
MOXEM 3aMETHTh, YTO B OOJIBIIMHCTBE CBOEM MOJIO-
JI0€ TTOKOJICHHE OBICTPO TepsieT MHTEPEC K 3HAHHSM,
IYXOBHBIA TOTEHIMANl CHUYKAETCSI, HPaBCTBEHHBIN
YpOBEHB MaaeT.

Wrak, mnmes mprupomocooOpa3HOCTH HMITOHH-
poBajla MHOTUM MY3BIKAJIBHBIM JEATENSAM, KOTO-
pBIe Takke OOpallaivch 3a WACHHBIM BIOXHOBE-
HUEM K TpyZaM HM3BECTHBIX yUEHBIX, B YACTHOCTH,
k Bo33penusim WM. I. Ilecranouuu. I'maBHble uneu
OBUTH 3aJI0’KEHBI B OCHOBY CHCTEMBI MY3BIKaJIbHO-
ro Bocriutanus «lynsBepk» (cepennna XX Beka)
HeMelKoro kommno3uropa u neaarora Kapna Opdda,
KOTOPBIi OCHOBHOE BHUMAHHE YIENISI TEM CIIOCO-
06aM pa3BUTHS, KOTOPbIE UMEIH CBOEH LEJbI0 pac-
KPBITh IPUPOIHBINA MTOTEHIIMAT MOJIOIOTO Y€JI0BEKa.

KonoccanpHyto poiib B paccMarpuBaeMoil cCUCTEME
UTpaeT deticmaennviii memoo. Jlesuzom opdoBIiie
CTaHOBHUTCS cienyromee u3pedenne llecranorm:
«Kaxnmprit y3HaeT IuIib TO, 9TO caM MpoOyeT ciae-
narey. Hemenkoe HazBanue «Schulwerk» roBoput
camo 3a ce0s: cocrodiee U3 IBYX YacTei, OHO Iie-
peBoautcs kak «OOydyenue nerctBuio». CooTBeT-
CTBEHHO, npezcrasutenn «lllynmpBepka» HaleaeHb
Ha TMpHOOIIEHNEe K aKTUBHOMY TBOPYECTBY, HEIO-
CPEICTBEHHOE BKJIIOYCHHE PEOST B TeaTpaIbHO-MY-
3bIKaJIbHOE JeiicTBO. CaMbIM INTaBHBIM CTaHOBUTCS
WMEHHO cam meopuecKuli npoyecc, v JUIb TOTOM
y>K€ OLIEHUBAETCSI PE3yNbTaT.

Mertonnueckas cucrema Kapma Opda moxer
OBITh MEPCHECCHA HA HALIMOHAJIBLHYIO ITOYBY JTIFO00H
CTpaHbl, YTO TO3BOJISIET HAWUTH MHTEPECHEHUINE
3JIEMEHTHl B HAPOJIHOM JOCTOSSHUM W OJHOBPEMEH-
HO BIOXHYTH B HETO HOBYIO *KU3Hb. VI3BECTHBI MTPH-
Mepbl agantanuu Metofa «lllymeBepka» B cTpaHax
3anamnoit EBporsl, a Takke B Snonun u CILIA. Ha
PYCCKHI S3BIK TIEpeBeAEH MEPBBIA TOM (pelaKius
B. A. Xununa); HekoTopbie Metonsl Kapima Opda
npumenstor T. 3. Tiotronaunkosa, T. A. bopoBUK,
E. I. 3abypusesa, H. H. IlepyHoBa u ap.

OmauM W3 SPKAX TMPUMEPOB TMPUMEHEHUS
JUYHOCTHO-OPHEHTHPOBAHHOTO TIOX0/la B OTede-
CTBEHHOH Ie/IarOTUKE W MCKYCCTBOBEJCHHUH SBIIS-
etcs nesrenbHOCTh b. JI. SIBopckoro. Ompenensist
TJIaBHBIN TIpenMeT ero uccienoanwii, M. I. Apa-
HOBCKHI Ja€T ciemyromee obobmaromniee 0003Ha-
YeHHe: «4ENIOBEK M My3blka» [2, c. 43]. bonecnasa
Jleomonpa0BrYa MHTEPECOBAITN BCE BOIIPOCHI, Kaca-
fomuecs 3HaYCHUS U QyHKITMOHUPOBAHUS MY3BIKH,
€€ OHTOJIOTMYECKON ykopeHEHHOCTU. boiee Toro,
MOYKHO C yBEPEHHOCTBIO YTBEpPXAaTh, YTO HadaB-
IIFecs] KOT/Ia-TO TOMCKHA OTBETOB Ha BBINIEYKa3aH-
HBIE BOIPOCHI 10 CHX IOpP OCTAIOTCS OTKPBITBIMU,
a CIIeIOBATEIbHO M aKTyaJbHBIMHU.

IIpu nepenaye My3BIKaJbHOTO OIBITA INIABHOU
cBoeil 3ajaueid SABOpckuil CTaBWJI BOCHHUTaHUE
TBOPYECKM AKTUBHOW JIMYHOCTH KaK IO OTHOIIe-
HUIO K COYMHUTEIHCTBY M UCIOJHHUTENBCTBY, TaK
Y TI0 OTHOIIEHUIO K BOCIIPHUATHIO XYJ0KECTBEHHBIX
npousBeeHu. TpyIHO HE COIIACUTHCS CO CleNy-
IOIUMH CIIOBaMH Benukoro yuutens: «llemaror-
MY3BIKaHT JIOJKEH HE TOJBKO 00y4aTh, HO U BOCIIH-
TBIBaTh»; «HEOOXOAMMO BhIpaOaThIBaTh U3 peOEHKA
HE TMAacCHUBHOTO 3pUTENS XU3HU, a €€ aKTUBHOTO
Y4aCTHUKA, TBOPYECKOTO CTPOWTENS OymyIiero»
[13, c. 132]. Ha TBOp4€ECKYIO0 aKTUBHOCTH KaK OJTHY
W3 TJIaBHEHWIINX COCTABISIOUINX B MCIIOJHUTENb-
CKOM JEesATEIHbHOCTH O0paliacT BHAMAHHE B CBOCH
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pabote, MOCBAMIEHHON HCCIICIOBAHMIO ITEIarOTHye-
CKHX acmekToB SIBopckoro, JI. I. T'opioBa [4].

[ns SIBopckoro npu pa3BUTUH MY3BIKAJIBHO-
IO MBIIUIEHUSI Ba)XHO OBUIO HE TOJIBKO YCBOCHHE
UMEHHO MY3BIKaJbHBIX 3HAHWH, HO U Pa3BUTHE
AKTUBHOTO SMOLIMOHAIILHOTO BOCHPHUATHUS, TO €CTh
(dhopMHpOBaHHE TaPMOHUYHO PA3BUTOH JHYHOCTH
Ha OCHOBE €JWHCTBA PAIlMOHAIHHOTO MU 3MOIHO-
HanbHOro. B onnom u3 nucem k /l. J[. IlocrakoBu-
gy SIBOPCKUI UILET: «...51 yTBEPKIAL0, YTO 3MOLU-
OHAJIFHOCTh MOXKET MPOSBIATHCA TOJIBKO BOJIBHO,
UMITYJILCHBHO, TIPH BOJIEBOW CBOOOIE, ITPH BOJICBOI
CaMOOPTraHM30BAHHOCTH JMYHOCTH, TPU BO3MOXK-
HOCTH €€ pa3yMHOIO BOJIEBOTO BO3ACUCTBH» [13,
c. 607-608].

s mocTHKEHNsT OCHOBHBIX 00pa30BaTebHBIX
uesnei SIBopckuil Takxke co3aaBall 10CTaTOYHO Mac-
mTa0Hble KOJUIEKTUBBI — JAETCKHI OpKECTp U XOp,
KOJIMYECTBO YYaCTHHKOB KOTOPBIX MOIJIO AOCTHU-
rarb 350, npu 3TOM pedsita UMEIH BO3MOXXHOCTH
CaMH YIpaBIATh TaKUM OOJIBIINM COCTaBOM, MpHU-
4éM He TOJIBKO Ha PENETULIMAX, HO M HAa KOHLIEPTHOMI
acTpane. «Jlerelr HamoO MOKa3bIBaTh Kak OymyIIHX
B3pPOCIBIX, @ HE KaK CaMOOBJICIOIINE PAPUTETHI. ..
JleTcTBO ecTh MOATOTOBKAa MY)KECTBEHHOCTH, a HE
KyHCTKamepa», — yTBEpXKAaJl Y4HTEIh [TaM e,
c. 591]. OH He TOJBKO CTPEMHIICS K TOMY, YTOOBI
JIETH KauyeCTBEHHO WCIIONHAIN MY3BIKY, HO U IO-
OIIPSUT BCSIKOE MX CTPEMIICHHE K COYMHHUTEIHCTBY
M CaMOCTOSITENIbHBIM ~ OpKecTpoBKkaMm. IlepBocre-
MIEHHBIM B €TO CHCTEME OBIJIO aKTMBHOE HAKOILIE-
HUE MY3BIKaJbHBIX BIeUaTieHWi. Yepe3 CHOH-
TaHHOE BBIPAKEHHE TBOPYECKUX MPOSBICHUNA OH
OJIHOBPEMEHHO 3a/IeMCTBOBAI CEHCOPHO-MOTOP-
HBIE, 3pUTENIbHbIE W pedeBble peakuud. s mo-
CTIDKEHHUS DTOH LIelH MpHBIEKa TaKhe CPelCTBa
BBIPA3UTEIHFHOCTH, KaK CO3/JaHHE OPUTHMHAJIBHBIX
TEaTPaTN30BAaHHBIX  KOMIIO3WIHMHA:  MY3bIKalb-
HO-TUIACTHYECKUE JCWCTBA, HHCIICHUPOBKH (opre-
MraHHBIX MuHHATIop u neceH (O. I'pura, @. Ilo-
neHa, @. [llybepra) ¢ nucmnonb30BaHNEM KOCTIOMOB
U IeKopaurid. B My3BIKambHBIX, JIBUTaTE€IbHBIX
U JINTEPaTypPHO-PEUEBHIX BBIPAKEHUAX TaKXKe II0-
OIIPSUTHCh WHUITUATUBHOCTh B UCIIOJIH30BAaHUH BbI-
pa3HUTEIBHBIX CPEICTB U COOCTBEHHOE UMIIPOBU3H-
poBanwue. Tak, B 3HAUNTEIHLHON Mepe pa3BUBAIOCH
HE TOJIBKO 3PUTENbHO-ACCOIIMATUBHOE MBIIILICHHUE,
HO U BECh KOMIUIEKC TBOPYECKUX CIOCOOHOCTEH:
KMHECTETUYEeCKHe, N300pa3suTeNbHbIe, JIUTeparyp-
HbIe 00pa3bl CIIOCOOCTBOBANIN MOSIBICHUIO MY3bI-
KaJbHBIX U Ha000poT. [legaror o4eHp TIaTeNbHO
oTOMpan BBICOKOXYHIOKCCTBCHHBIH yUeOHBIN Ma-

Tepua, CrioCOOHBIN BHI3BIBATh Y YUCHUKOB ITy00-
KM€ YyBCTBa M SIPKUI YMOLIMOHAIBHBIN OTKIHMK. OH
CTapajicsi IPUYy4IUTh PeOAT K yMCTBEHHOH NHCIIH-
IUTMHE W OCO3HAHUIO MPOUCXOSIIEro, HE MPOCTO
Hay49HUTh MpPEIMETY, a HAyYUTh MBICITUTH U CO3/1a-
Bath. C TeueHHEM BpPEMEHHM B TBOPUYECKOM IIpak-
THUKE OCYIIECTBISUIOCH MOCTENEHHOE YCIOKHEHHE
WCIIONIb3yeMOT0 MaTepualia, HapalluBaHWE TOHSA-
THA M nOpexncraBieHud. My3blkallbHas IpamoTa
BXOAMJIA B y4€OHBIA MPOIIECC ECTECTBEHHO M HE-
HaBA3YMBO, C €€ MOMOIIbI0 CUCTEMATU3UPOBAIINCH
Y YTOUHSJINCH TOJNIy4eHHbIE paHee 3HaHUs. Mys3bI-
KaJlbHasl pedb, MY3bIKAIBHBIN SA3BIK TPAKTOBAJINCH
KaK JKHBOE€ «CPEACTBO OOIIEHHA, CIOco0 obie-
HUS», C TIOMOMIBIO KOTOPOTO CJIEZ0BAI0 0QOpPMUTH
TBOPYECKOE 3aJJaHUE C COXPAHEHHEM IPHHIIUIIOB
U cnenupuKd COBPEMEHHOTO CTHJISA, HO «HE JKOH-
[JIMPOBaHUE OMEPTBEIBIMU (GOpMyJIaMu Hecylle-
CTBYIOIIEH YyXe SIIOXH, HECYIIECTBYIOLIETO 0o01Ie-
CTBEHHOTO TIporieccay [Tam xe, ¢. 5S71].

[lemarormueckas cucrema SIBOpckoro maBa-
na OonplIve pe3yiabTaThl U IMOJIb30Bajach KOJOC-
CaJbHBIM ycIiexoM. MHOTHE BOCIUTAaHHUKH CTall
B OyaylieM HaCTOANIMMH XyOOKHUKAMH W YCIIeII-
HBIMU TIpoecCHOHANBLHBIMU TUpHKEpaMu. Takast
K€ yCTaHOBKa JaBajiach SIBOpCKUM U Ooiee crap-
[eMy TOKOJCHHIO — BOCHUTAaHHHKAM KOHCEpBa-
topuii: «KoHcepBaropusi cama JA0KHA OBITH THO-
KHM YYpPEXJCHHEM, U BBIITyCKaeMbIE €10 JIeATENN
1 paOOTHUKH... JOJDKHBI CyMeThb B JII000H MOMEHT
[IOCTYNaTeIbHOTO BWKEHHUS HCKYyCCTBa OPHUEHTH-
pOBAaThCS U HAXOAUTH TO PYCIO, [0 KOTOPOMY JBH-
JKETCSI )KU3HBY [TaM ke, ¢. 134]. [To cytn, b. J1. Bop-
CKHH «IIPEO/IONIEBAET» BO3PACTHYIO MCHUXOJIOTHIO
¥ TOBOPHUT O TOM, YTO Ba)XKHBIM SIBISAETCS HE TONb-
KO oOoramieHve W pa3BUTHE MaMsITH IOCPEICTBOM
M3yYEHUS U UCTIOHEHUS MTPOU3BEICHUN MY3bIKaIb-
HOTO HCKYCCTBa IPOLUIOTO, HO H OCBOOOXKICHHE
WHTYUWIIUH, Pa3BUTHE TBITIIMBOCTH B IIOMCKE HOBBIX
po06JyieM, METOOB Pa3BUTHA JIHYHOCTU. McTopud-
HOCTh W OCHOBATEJIbHOCTh TEOpUH SIBOpPCKOTO HE
TOJIBKO HE yCTapeBaroT, HO M JAIOT BO3MOXHOCTH
COBEpPIIICHCTBOBATECS HA TOW JK€ MPUHIUIHAIb-
HOI OCHOBE B OOHOBJIEHHBIX ycioBusaX. Hanpumep,
BHOBB O0OpaIaeTcsi K BaXHEHIM BbIBoaM SIBop-
CKOTO OTHOCHTEIIBHO 00pa3oBaTeNbHON JesiTelNb-
HOCTH COBPEMEHHBIH TENaror M MCCIeI0BaTelb
H. A. Kopenuna [6].

Hrak, ocHOBHOH 3a7aueil COBPEMEHHOIO MY-
3BIKaHTA SIBJISIETCS OCO3HAHWE TOTO, YTO HapsAy
C MHTEJJICKTyaJIbHBIM Pa3BUTHEM YEJIOBEKa BaXK-
HO COXPaHWUTb, HE MOTEPATH TO MOJIMHHOE, YTO
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COCTAaBIISIET pecypc AJs IIOJTHOLEHHOIO TBOpYE-
CKOTO Pa3BUTHUS JTUYHOCTH. BaXHBIM CTaHOBUTCS
[IEPECMOTP METOANYECKUX OCHOB MPETIOAHECEHNUS
MY3bIKaJIbHOTO HCKYCCTBA, B YaCTHOCTH, IIEPEOPHU-
€HTAIUs YeIOBeKa B BOCIIPOU3BEICHUH U BOCIIPH-
ATAW MY3BIKaJIbHOTO TBOPYECTBA C OI[CHKHU PE3yIib-
TaTta B CTOPOHY LIEHHOCTH CaMOM JEsITeNbHOCTH.
OTO aKTyaqu3upyeT NeATEeIbHOCTHBIA MPUHIHUI,
CTaBIIMH IJIaBHBIM B JMYHOCTHO-OPHUEHTHPOBAH-
HOM TOAXOAE K XYIO)KECTBEHHOW AESTENbHOCTH,
KOTOPBIN Ha€T Oe3yCIOBHbIE pe3ylbTaThl. YeaoBek
BCECTOPOHHE DPAa3BUBACTCS, y HETO PaCKphIBAET-
C CIOCOOHOCTHP MHOTOYPOBHEBOTO BOCIPHATHS
MHpa, YTO HAIPSIMYIO BIUSET HA OTHOIICHHE K BBI-
COKOXYHOKECTBEHHBIM Tpou3BeneHusM. [Ipume-
HEHHE JMYHOCTHO-OPUEHTHUPOBAHHOTO TOAXO0Ja
B pyciieé KOHIIETIINH CTYIEHTOIEHTPHUPOBAHHOTO
MY3BIKaJIbHOTO O0yYEHUS CETOMIHSI MOXKET CO3/IaTh
HOBBII ypOBEHb B3aWMOJIEHCTBHUA CTOPOH. OTO
TaKke Ja€T BO3MOXKHOCTH OTKPBITHA HOBBIX TO-
PU30HTOB (YHKIIMOHHPOBAHUS MY3bIKAJILHOTO HC-
KyCCTBa B IPOCTPAHCTBE COLIMYyMa, YTO HETIPEMEH-

HO JOJDKHO IOBJIMATH U HA IYXOBHO-HPABCTBCHHOC
COCTOSTHHE POCCUHCKOTO 001IecTBa B 1mesioM. Benb
KaK COBEPIICHHO TOYHO IOJYEPKHYJIa OJHA W3
uccienosareneii 3. B. ®omuna, yxe «Ha pydexe
TPETHCTO THICAYCIICTUA CTAJI0O OUCBUIHO, YTO TCX-
HOT'CHHAasl LIUBUIN3ALNSA, ITIOCTYIUPYIONIAsi BCECHU-
JIMe MaTepUabHO-IIPeoOpasyoinel AesITeIIbHOCTH
palMOHAIBHO-OPTaHM30BaHHOTO YEJI0OBEKA, HCUEP-
naja ce0sl... ¥ HUKaK1e BHEIIHUE CIIOCOObI pelle-
HHUSA HE MOTYT YCTPaHUTb HEIYT'H YE€I0BEYECTBA,
MMOCKOJIbKY OCTaBJISIOT HEM3MEHHOW BHYTPECHHIOO
npupoxy denoseka» [11, c. 3]. UemoBedecTBO 005-
3aHO OCYIIECTBUTH CO3HATEIbHBIA MEPEXOM B HO-
Byt0 (ha3y pa3BUTHS, IJ€ ONPEACIISIONIMM CTAHET
HOTpeGHOCTB BHO}Z[JII/IHHOﬁ pcaiuzanv JINYHO-
CTH Yepe3 aKTUBHYIO TBOPUYECKYIO IESTEIbHOCTD.
Crout m00aBUTH, YTO TOJIBKO B TAKMX YCIOBHSIX
CTAaHET BO3MO>XHBIM HOI[JII/IHHBIﬁ HUHTEPEC K MYy-
3BIKAJIBHBIM TIPOU3BCACHUAM, OCHOBAHHLIN Ha
OTKPBITOM TBOPYECKOM B3aPIMOI[eI71CTBHPI CTOPOH
KOMMYHUKAIIUU B MIPOCTPAHCTBEC XYIOKCCTBCHHO-
I'0 UCKYCCTRBa.

< MPUMEYAHUA (<O

! Jlata pasmemenus: 17.10.2017.
2 Ba)KHO NOMUEPKHYTh, YTO 3TO ObLIO CHOPMYITHUPO-

BaHo eul€ o npuxona JI. C. BeIroTckoro B Hayky, 10 €ro
METOJIOJIOTHYECKUX Pa3padoToK.

< AUTEPATYPA (O

1. A6npaxmanosa M. B., Baneesa P. P. Pa3paborka mnpuHIMIIA TPUPOTOCOOOPA3HOCTH B COBPEMCHHOM
OTCUCCTBEHHOI mearoruke // @yHnamenTanbHbie uccnenopanus. 2015, Ne 2 (13). C. 2940-2943.
2. Apanosckuii M. I'. Teopetnueckas kounennus b. JI. SIBopckoro // ICKyCCTBO My3BIKH: TEOPUS U HCTOPHSL.

2012. Ne 6. C. 41-60.

3. Bepnanckuii B. . Xumuueckoe ctpoenue ouocdepsl 3emmu u e€ okpyxkenus. M.: Hayka, 2001. 376 c.
4. Topnoaa JI. I UcnionHuTensCcKast AEATEIBHOCTD B PA3BUTUU TBOPUECKON aKTUBHOCTU MY3BIKAHTA B TEOPHU

b. JI. sIBopckoro // Kant. 2014. Ne 4 (13). C. 117-119.

5. Hemuenko A. U. [Ipoekt npenoaaBaHus 0OOIUX AUCIUIUIMH B My3bIKQJILHOM By3e // [IpoGneMbl My3bIKaIbHOM
Hayku. 2017. Ne 1 (26). C. 137-142. DOI: 10.17674/1997-0854.2017.1.137-142.

6. Kopemnmna H. A. Hctopuueckoe 3HaueHue pnestenpbHoctd b. JI. SIBopckoro B mepuon CTaHOBJIECHUS
My3bIKallbHOTO oOpaszoBanust Poccuu // Hcropudeckne, ¢uiaocodckue, MONUTHYECKHE W IOPHIMYECKHE HAyKH,
KYyJIBTYPOJIOTHSI U MCKYyCCTBOBeZieHue. Bonpockl Teopuu n mpaktuku. 2015. Ne 12/2 (62). C. 112-115.

7. Tlecranomm U. I'. U36pannbie nenarorundyeckue mpoussencuus. B 3 T. T. 3. M.: [Ipocserienue, 1965. 632 c.

8. PasBurue cucrem oOecriedeHUs] KayecTBa B BBICIIEM 0Opa3OBaHUM: €BPONEHCKHH pakypc (Ha marepuanax
EBporneiickux ¢popymMoB 1o obecrneueHuto kayecTa Boiciiero oopazosanust 2013-2016 rr.). M.: HUTY «MUCuCy.
2016. 248 c. // Ilopran denepanbHBIX TOCYIAPCTBECHHBIX 00pa30BaTEIbHBIX CTAHIAPTOB BBICIIECIO OOpa30BAHUS.
URL.: http://fgosvo.ru/uploadfiles/metod/FULL%20TEXT %?20baydenko.pdf ([lara obparienus: 29.01.2018).

9. Py6unmreiin C. JI. OcHoBbl 06mieii ncuxonorun. CI16.: ITurep, 2003. 713 c.

10. Pyounmreiin C. JI. [lpuHuun tBopueckoi camopnesteabHocTH // Bompocsl neuxonoruu. 1986. Ne 4.

C. 101-108.

180



2018,1 Musical Education 0

11. ®omunua 3. B. UenoBedeckass JyXOBHOCTh: OBITHEC W IIEHHOCTH: MOHOTrpadus. 2-¢ u3fd., nepepad. Capartos:
CaparoBckas roc. koHcepBatopus um. JI. B. Cobunosa, 2015. 232 c.

12. Xapwkosckas I A. [IpuponocooOpa3HOCTh Kak TeOpEeTHYEeCKasi OCHOBA BOCITUTAHMS: HCTOPUUECKUH aCIEKT:
JiC. ... Kaua. nea. Hayk. [lsturopck, 2003. 186 c.

13. ABopckuii b. JI. Bocnomunanus, crateu, nepenucka. T. 1. M.: Coerckuii kommnosurop, 1971. 712 c.

14. SBopckwuii b. JI. M36pannsie Tpyasl. T. 2, 4. 1. M.: CoBerckuii komnosurtop, 1986. 358 c.

15. SBopckmii b. JI. Jlekmuu. dupmxépctBo, ciymanune U ¢oprenuaHo / [ocynapcTBEHHBIH My3bIKaTbHBIN
TexHukyM. Caparos, 1925. 27 c. Pykonuce xpanutcs B Apxuse CapaTOBCKOH roCyJapCTBEHHOM KOHCEpBAaTOpUU
um. JI. B. CobuHoBa.

16. Harrison T. Conceptualising Student Engagement: A Co-creation Perspective / Working Together to Take
Quality Forward: a Selection of Papers from the 8th European Quality Assurance Forum, 2014. Belgium: European
University Association ASBL, pp. 51-58.

17. Marschall B., Schulte C., Vorwalder S., Wagner F. (Hg.) Ein Ende der Kunst: Kritische Theorie, Asthetik,
Gesellschaft (Kritische Kulturstudien). Berlin u.a.: LIT, 2014. 256 S.

18. Prchal M., Messas L. How to Make Quality Assurance Processes More Meaningful to Teaching Staff —
a Proposal from the Field of Music // 11th European Quality Assurance Forum, 2016. URL: http://eua.be/Libraries/
eqaf-2016/papers/prchal_messas2016.pdf?sfvrsn=0 (29.01.2018).

19. Straberger M. Kunst und Kultur ist uns im wahrsten Sinne des Wortes heilig 5 / SYN obszon. Variationen des
Erregenden. 2014. No. 9, S. 47-57.

20. Vettori O., Loukkola T. Dealing with Engagement Issues — an Examination of Professionals’ Opinions on
Stakeholder Involvement in Quality Assurance // Working Together to Take Quality Forward: a Selection of Papers
from the 8th European Quality Assurance Forum, 2014. Belgium: European University Association ASBL, pp. 32-38.

06 aemope:

Kupeea Haranbs FOpbeBHa, KaHIUIAT MCKYCCTBOBEICHUS, JOICHT Kadenpbl UCTOPUM U TEOPUU
UCIIOJTHUTEBCKOTO HCKYCCTBA M MY3BIKAILHOM Me1aroruku, CapaToBcKasi rocyJapcTBeHHast KOHCEPBATOPHS
uM. JI. B. Cobunona (410012, . Caparos, Poccust), ORCID: 0000-0001-7036-6508, sanatal004@yandex.ru

< REFERENCES (<

I. Abdrakhmanova M. V., Valeeva R. R. Razrabotka printsipa prirodosoobraznosti v sovremennoy
otechestvennoy pedagogike [Development of the Principle of Naturalness in Modern Russian Pedagogy].
Fundamental 'nye issledovaniya [Fundamental Researchs]. 2015. No. 2 (13), pp. 2940-2943.

2. Aranovskiy M. G. Teoreticheskaya kontseptsiya B. L. Yavorskogo [The Theoretical Concept of
B. L. Yavorsky]. Iskusstvo muzyki: teoriya i istoriya [ The Art of Music: Theory and History]. 2012. No. 6, pp. 41-60.

3. Vernadskiy V. I. Khimicheskoe stroenie biosfery Zemli i ee okruzheniya [The Chemical Structure of the Earth’s
Biosphere and its Environment]. Moscow: Nauka, 2001. 376 p.

4. Gorlova L. G. Ispolnitel’skaya deyatel’nost’ v razvitii tvorcheskoy aktivnosti muzykanta v teorii
B. L. Yavorskogo [The Performing Activities in the Development of the Creative Activity of a Musician in the Theory
of B. L. Yavorsky]. Kant [Kant]. 2014. No. 4 (13), pp. 117-119.

5. Demchenko A. I. Proekt prepodavaniya obshchikh distsiplin v muzykal’nom vuze [The Project of Instruction
of General Disciplines at a Musical Institution for Higher Education]. Problemy muzykal noj nauki/Music Scholarship.
2017. No. 1 (26), pp. 137-142. DOI: 10.17674/1997-0854.2017.1.137-142.

6. Korepina N. A. Istoricheskoe znachenie deyatel’nosti B. L. Yavorskogo v period stanovleniya muzykal’nogo
obrazovaniya Rossii [The Historical Significance of the Activities of Boleslav Yavorsky in the Period of Formation
of Musical Education in Russia]. Istoricheskie, filosofskie, politicheskie i yuridicheskie nauki, kul'turologiya i
iskusstvovedenie. Voprosy teorii i praktiki [Historical, Philosophical, Political and Legal Sciences, Cultural Studies
and Art History. Questions of Theory and Practice]. 2015. No. 12/2 (62), pp. 112-115.

7. Pestalotstsi 1. G. Izbrannye pedagogicheskie proizvedeniya: v 3 t. [Pestalozzi J. H. Selected Pedagogical
Works in 3 Volumes]. Volume 3. Moscow: Prosveshchenie, 1965. 632 p.

8. Razvitie sistem obespecheniya kachestva v vysshem obrazovanii: evropeyskiy rakurs (na materialakh
Evropeyskikh forumov po obespecheniyu kachestva vysshego obrazovaniya 2013-2016 gg.) [The Development of
Systems of Provision of Quality in Higher Education: a European Perspective (on the Materials of the European Forums

181



G My3bikaAbHOe obpa3oBaHue 2018, 1

on Quality Assurance in Higher Education 2013-2016)]. Moscow: NITU “MISiS”. 2016, 248 p. Portal Federal 'nykh
gosudarstvennykh obrazovatel 'nykh standartov vysshego obrazovaniya [Portal of Federal State Educational Standards
of Higher Education]. URL: http://fgosvo.ru/uploadfiles/metod/FULL%20TEXT_%20baydenko.pdf (29.01.2018).

9. Rubinshteyn S. L. Osnovy obshchey psikhologii [ The Fundamentals of General Psychology]. St. Petersburg:
Piter, 2003. 713 p.

10. Rubinshteyn S. L. Printsip tvorcheskoy samodeyatel’nosti [The Principle of Artistic Amateur Performance].
Voprosy psikhologii [Questions of Psychology]. 1986. No. 4, pp. 101-108.

11. Fomina Z. V. Chelovecheskaya dukhovnost’: bytie i tsennosti: monografiya [Human Spirituality: Being and
Values: Monograph]. Saratov: Saratov State L. V. Sobinov Conservatory, 2015. 232 p.

12. Khar’kovskaya G. A. Prirodosoobraznost’ kak teoreticheskaya osnova vospitaniya: istoricheskiy aspekt: dis.
... kand. ped. nauk [Congruity with Nature as a Theoretical Basis of Education: a Historical Aspect: Dissertation for
the Degree of Candidate of Pedagogical Sciences]. Pyatigorsk, 2003. 186 p.

13. Yavorskiy B. L. Vospominaniya, stat’i, perepiska [Memories, Articles, Correspondence]. Volume 1. Moscow:
Sovetskiy kompozitor, 1971. 712 p.

14. Yavorskiy B. L. Izbrannye trudy [Selected Works]. Volume 2, part 1. Moscow: Sovetskiy kompozitor, 1986.
358.

15. Yavorskiy B. L. Lektsii. Dirizherstvo, slushanie i fortepiano [Lectures. Conducting, Listening and Pianoforte].
Gosudarstvennyy muzykal’nyy tekhnikum [State Musical College]. Saratov, 1925. 27 p. The manuscript is located in
the Archive of the Saratov State L. V. Sobinov Conservatory.

16. Harrison T. Conceptualising Student Engagement: A Co-creation Perspective. Working Together to Take
Quality Forward: a Selection of Papers from the 8th European Quality Assurance Forum, 2014. Belgium: European
University Association ASBL, pp. 51-58.

17. Marschall B., Schulte C., Vorwalder S., Wagner F. (Hg.) Ein Ende der Kunst: Kritische Theorie, Asthetik,
Gesellschaft (Kritische Kulturstudien) [ An End to Art: Critical Theory, Aesthetics, Society (Critical Cultural Studies)].
Berlin v.a.: LIT, 2014. 256 p.

18. Prchal M., Messas L. How to Make Quality Assurance Processes More Meaningful to Teaching Staff —
a Proposal from the Field of Music. /1/th European Quality Assurance Forum, 2016. URL: http://eua.be/Libraries/
eqaf-2016/papers/prchal_messas2016.pdf?sfvrsn=0 (29.01.2018).

19. Straberger M. Kunst und Kultur ist uns im wahrsten Sinne des Wortes heilig 5 [Art and Culture is Sacred
to Us in the Truest Sense of the Word 5]. SYN obszon. Variationen des Erregenden [SYN obscene. Variations of the
Exciting]. 2014. No. 9, pp. 47-57.

20. Vettori O., Loukkola T. Dealing with Engagement Issues — an Examination of Professionals’ Opinions on
Stakeholder Involvement in Quality Assurance. Working Together to Take Quality Forward: a Selection of Papers from
the 8th European Quality Assurance Forum, 2014. Belgium: European University Association ASBL, pp. 32-38.

About the author:

Natalia Yu. Kireyeva, Ph.D. (Arts), Associate Professor at the Department of History and Theory of
Performing Art and Musical Pedagogy, Saratov State L. V. Sobinov Conservatory (410012, Saratov, Russia),
ORCID: 0000-0001-7036-6508, sanatal 004@yandex.ru

&P

182



	obl_18-1_P
	pmn_1-18_P_new4.pdf

