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BHUMAHME! KOHKYPC!

My3bIKaHTOB, 00yUaroIUXcs 10 MporpaMMaM OakajaBpuara, CrelaInTera
n Maructparypsl npunmiamaeM K ydactuto B KOHKYPCE HayuHbIX cTyneHue-
ckux pabot no MY3bIKAJIBHOMY COJEPXXAHUIO.

Konkypc npoBoasaT Jlaboparopusi My3bIKaJbHOIO cojep:kanusi Bonrorpan-
CKOT0 TOCYAapCTBEHHOIO MHCTUTYTa UCKYCCTB U KYJIBTYpbI, Kadeapa Mexauc-
LIUIUIMHAPHBIX CIIeHUaIn3auil My3bIKOBEeZIOB MOCKOBCKOW TOCYIapCTBEH-
HoM koHcepBaropuu umenu [1. W. YaiikoBckoro, JlabopaTtopust My3bIKaIbHOM
CEMaHTUKHU Y (PUMCKOTO TOCyJapCTBEHHOTO MHCTUTYTa UCKYCCTB UMEHHU 3arupa
Hcmarunosa u sxxypHan «IIpoGnemsl My3bikanbHOM Hayku/Music Scholarshipy.
Konkypc npuypouen k 10-netuto JIaboparopuu My3bIKaJIbHOTO COEPKAHMSL.

Ha xoHKypc MOryT OBITH MpeACTaBie€Hbl pabOTHI MO IIUPOKOMY CIEKTPY
BOIPOCOB, KACAOLIMXCSI BBIPA3UTENIbLHO-CMBICIIOBOIO Hadajga MY3BIKH: MY3bl-
KaJbHasg CEMaHTHKAa, My3bIKaJbHas MO3THKA, CHEIHMAIbHOE U HECIELUaIbHOEe
My3BIKaJbHOE COJIEpXKaHHUE, SMOLUS B COJIEPKAaHUM MY3bIKH, MY3bIKaJbHas
MHTOHAIIMS, BBIPA3UTEIBHOCTD 3JIEMEHTOB MY3bIKH, MY3bIKaIbHBIH 00pa3, My-
3bIKaJIbHAS JpaMaTyprus, TeMa M HJes MY3bIKaJIbHOTO MPOU3BEICHUS, aBTOP
B MY3bIKQJIbHOM COZIEP>KaHUH, TOATEKCT, My3bIKaJIbHOE COZIEpKaHHE B UCTIOHU-
TEJNbCKOW MHTEPIpPETali U CIYyLIaTelbCKOM BOCHPUSATHH, UCTOPUYECKAs 3BO-
JIFOLMST MY3bIKQJIbHOTO COJIEPIKAHUS, HMHTEPTEKCTYaIbHOCTh, CMBICTIOBOM aCHEKT
B3aMMOJICHCTBUS MY3bIKU C JPYTUMH BUJAMH UCKYCCTBA U T. [I.

Marepuanbl ydacTHHUKAa KOHKYpCa B 3JIEKTPOHHOM BHJIE — TEKCT CTaTbl 00b-
éMoM 8—16 cTpaHMIl M aHKeTa yJacTHUKA — IPUHUMAIOTCA 10 S HosiOpst 2018 ropa.
Pabota, ynoctoennas I mecra, Oyaer OeciuiaTHO OIyOJIMKOBaHa B JKypHaje
«IIpobnembl My3bikasibHOM Hayku/Music Scholarship», BXoasiiem B cHHUCOK
BAK u mexnyHapoanyto nadopmanmonsyto 6asy SCOPUS:

http://journalpmn.com/index.php/PMN

Bonee monpoOHble cBeneHMsT HaxoAATcs Ha caiftax Bonrorpanackoro rocy-
JApCTBEHHOIO0 MHCTUTYTa UCKYCCTB M KyNbTypbl http://Brumk.p¢/index.php/ru/
u JIabopatopun mMy3bikasibHOTO coziepkanus http://muzsoderjanie.ru/nauka.html

KonTakTHasi uHpopmanus:

IIpencenarens OprkoMHTeTa — KaHIAMJIAT TEAATOTMYECKUX HAyK, JOLCHT,
U. 0. pekropa Bonrorpaickoro rocyjapcTBEHHOTO MHCTUTYTA UCKYCCTB M KYJIbTY-
pol Anekcannp [ennanareBuy Benenees: 8 (8442) 97-48-84, vgiikpr@gmail.com

Unen oprrkomureTa — KaHAUAAT GUI0CO(PCKUX HayK, Mpodeccop, MPOPEKTOp
10 Hay4HOH paboTte, 3aBenyromas kaheapoid HCTOPUU U TeopuH My3biku Enena
AnexcanapoBHa ['ymuna: 8 (8442) 97-48-84, 8 902 312 30 06, idma@bk.ru

ITpencenarens X0OpH — JOKTOP MCKYCCTBOBEIEHHUs, Mpodeccop AcTpaxaH-
CKOHM rocyaapcTBeHHOW KOHcCepBaTopuu M Bosrorpaackoro rocyaapcTBEHHOTO
MHCTUTYTa UCKYCCTB M KYJBTYpBbI, 3aBeaytomas Jlabopartopueir My3bIKaabHOTO
coziep>kaHusl Bonrorpackoro rocynapcTBEHHOIO MHCTUTYTa MCKYCCTB U KYJIb-
Typs! Jltonmuna [1aBnoBHa Kazanuesa: 8 927 569 31 61, kazantseva@yandex.ru
1 muzsoderjanie@yandex.ru
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TTomHOTEKCTOBast BEPCHS BBITYCKa pa3MeleHa B cBOOOIHOM gocTymne B Poccnii-
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BBIX KOMMYHHKAIHH, CBSI3U M OXPaHbl KyJIbTYpPHOTO Hacieaus. CBHAETEICTBO
o perucrparmu [T Ne @C 77-66656 ot 27.07.2016.

WHzexc NOANMCKY B Karajore MeXpernoHanbHoro areHTcTsa «Iloura Poccum»
80018.
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«ITO NPOU3BEAEHHE HANMMCAHO B “MOEM COOCTBEHHOM CTHAE”...»
(0 cumdpoHnueckoi nosme Cubeanyca «AyoHHOTap»)

CoBpeMeHHbIE KOMIIO3UTOPH! M UCCIIEIOBATENN MPOAOIDKAIOT BCIYIIUBATECSA B My3BIKy XX Beka. Bc€ nu B Helt
MPHUHAATISKUT IpouutoMy? YTo BOILIO B aHHAJIBI HCTOPHH MY3bIKH, a YTO IO CUX TIOP ITOPOXKAAET UMITYJIECHI HOBALIU?
Crarpsl TIOCBSIIIIEHA MaJION3BECTHOMY counHeHnto Cubennyca — cMMQOHUYECKON MOAME JIsi CONPAHO M OpKecTpa
«JIyonnorap» (1913) Ha ¢uHHOA3BIUHBIE CTHXU W3 mepBoi pyHBl «KameBansy Ommaca JI€mnpora. [list camoro
KOMITO3UTOPa OHO CTaJI0 ATAITHBIM, HAIMKUCAHHBIM, MO €ro CJIOBaM, B «COOCTBEHHOM cTwie». [IpuunHa, 1o KoTopoi
«JlyoHHOTap» He MpUBIEKAET K cebe Takoro MCCIEeNOBaTENbCKOr0 BHUMAaHHS, KaK APYrue CUM(pOHHYECKHE MOIMbI
WHHOBAIIMOHHOH Tpuazas! Havana 1910-x romgoB («bapa» u «OxeaHUAB), COCTOUT, OYEBHUIHO, B SI3BIKOBOM Oaphepe.
Xorts «KaneBana» JIEHHpoTa mepeBe/ieHa Ha BCe €BPONEHCKUE SA3bIKH, OCTHXEHHIE TBOpUYecKoro MeToaa Cubenmyca
TpeOyeT e€ aHaIM3a Ha SA3bIKE OPUTHHAJNA. B cTarbe KpaTko O4epueHB! KOHTYPHI COBPEMEHHOM HayyHOH CHOEIHaHBI,
B COOTBETCTBUHU C KOTOpO# «JlyoHHOTap» MMeeT cTaTyc MHHOBAIMOHHON MapTUTypbl. CTHIb 3TOTO MPOU3BEACHUS
AHAJIU3UPYETCA B aACIICKTC ((KOpHeBOﬁ)) OCHOBBI — TpaJUuIIUN PYHOIICHUA. HeﬂaeTCf{ BBIBOJ O TOM, YTO B CO3JaHHH
WHAMBUAYAJIBHOTO CTHJIS pelatoliee 3HaueHne 11 Cubennyca nMena MOHOAWYECKast KyJabTypa C KUBOH Tpagunueit
PYHOIIGHHS U e€ XapaKTepPHBIMH ITPU3HAKaMH (JIaJJOBBIMH, PUTMHUYECKUMHE, (OPMOOOPA3yIOIINMH), KOTOphIC B HaYaJIe
XX Beka ocMbicieHbl CHOennycoM Kak 0CHOBa (POPMHUPOBAHHUSI CTUJIS, YCTPEMIIEHHOTO B OyyIiee.

Kiroueseie ciiora: Cubenuyc, JIEuupot, «Kanesanay, «JIyoHHOTap», pyHa, pyHOIICHHE.

Jlna yumuposanus: Humosa B. U. «Drto mpomsBeneHne HammcaHo B “MOEM COOCTBEHHOM CTHIIE”...»
(o cumponmueckoit mosme Cubemnyca «JlyonHorap») // IIpobmemsr My3sikanpHOH Hayku. 2018. Ne 3. C. 7-15.
DOI: 10.17674/1997-0854.2018.3.007-015.
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Petrozavodsk State A. K. Glazunov Conservatory, Petrozavodsk, Russia
ORCID: 0000-0002-8056-6076, inverafox@mail.ru

“This Composition is Written in ‘My Own Style’...”
(about Sibelius’” Symphonic Poem “Luonnotar”)

Contemporary composers and researchers are continuing to listen attentively to 20th century music. Does everything
in it belong entirely to the past? What entered the annals of music history, and what up until now generates impulses of
innovations? The article is devoted to a lesser-known composition by Sibelius — the symphonic poem for soprano and
orchestra “Luonnotar” (1913) set to poems in old Finnish from the First Rune of the “Kalevala” by Elias Lonnrot. For
the composer himself it became a landmark composition, written, according to his words, “in his own style.” The reason
why “Luonnotar” does not attract such attention to itself on the part of researchers as do the other symphonic poems of
the innovative triad of the early 1910s (“The Bard” and “The Oceanides”), apparently, is the result of a language barrier.
Although Lonnrot’s “Kalevala” has been translated into all European languages, the achievement of Sibelius’ artistic
method calls for its analysis in the original language. The article briefly outlines the contours of contemporary scholarly
Sibeliana, in correspondence with which “Luonnotar” has the status of an innovative musical score. The style of this
composition is analyzed in the aspect of “root” foundation — the tradition of rune singing. The conclusion is arrived at
that in the creation of the individual style the decisive significance for Sibelius was contained in the culture of monody
chant with the living traditions of rune singing and its characteristic features (modal, rhythmic, form-generating), which
in the early 20™ century have been comprehended by Sibelius as the foundation of his style aspired to the future.

Keywords: Sibelius, Lonnrot, “Kalevala,” “Luonnotar,” the runes, rune singing.



G/\S\

Xy,AO)KQCTBeHHbll;I MNP MY3blKaAbHOTIO MPOM3BEAEHNA

2018,3

For citation: Nilova Vera 1. “This Composition is Written in ‘My Own Style’...” (about Sibelius’ Symphonic
Poem “Luonnotar”). Problemy muzykal'noj nauki/Music Scholarship. 2018. No. 3, pp. 7-15.

DOI: 10.17674/1997-0854.2018.3.007-015.

a My3blkanbHOM (ectuBane B [moyecrepe

10 cents16ps 1913 roga cocTosnack mpemMsb-

epa HOBOrO mpomsBeAcHUs Cubenmyca —
cuM(OHUIECKOM TTOAMBI «JIyoHHOTap» I TOIoca
U OpPKeCTpa, HAlTMCAaHHOM ISl H3BECTHOM (DUHCKOU
neBuilbl, compaHo AiHO Akrte?. CrycTs Mecsil
(10 oxts16ps1) B mceme k Poze Heiomapu Cubenu-
yc cooburm o npembepe «JIyoHHOTap» Kak O mpo-
W3BEJICHUH, HAaIlICAHHOM B «COOCTBEHHOM CTHIIE,
KOTOPBIH (32 MCKITIOYEHUEM APy3€il) MPUHOCUT MHE
TaKk Majo mpusHaHws» [7, p. 176]. Counmnenuro
MIPEIECTBOBAINA TOABl HEYBEPEHHOCTH B cebe u
00JIe3HEHHbIE PAa3MBIIIUIEHUSI O CBOEM TBOPUYECKOM
nyti®. CIyCcTs CTOJICTHE TTOCIIE TPEMbEPhI COUMHE-
HUSL COMHEHHS B TOM, 4TO «JIyoHHOTap» — Hapsay
¢ cumbonnyeckumu mosmamu «bapm» (1913) u
«Oxeanunsn» (1914) — oTHOCHUTCS K «CaMBIM WHHO-
BallMOHHBIM W JCP3HOBEHHBIM MAapTHUTypPaM» KOM-
MIO3UTOPA, y’Ke HEe BO3HUKAIOT [9, p. 197].

@UHCKHE U POCCUICKHE UCCIIEAOBATEIN TBOP-
yectBa Cubennyca UMenn onpeaenéHHoe Ipenmy-
IIECTBO TEpe]l €BPOIEHCKUMH M aMEpHUKaHCKUMHU
B Ooiee TIIyOOKOM TIO3HAHHHU J/CU60L PYHOIICB-
YecKOW Tpaauluu, OBITOBABIIEH Ha TEPPUTOPUN
Ouansaann u Kapenun. OHU ©Menn BO3SMOXXHOCTh
cavluwams (a He TOJBKO U3y4aTh MO HOTAIMAM) Ha-
[IE€BbI, TUTOJIOTHYECKHA CXOAHBIE C TEMH, KOTOpBIE
snan Cubenmnyc. U xors cam Cubenuyc cipiman
KUBYIO TPAIUIMI0O HAPOJAHOW MY3BIKH, PYyHBI U
MPUYUTAHAS HE OBLIM I HETO MaTepHUalioM IS
CO31aHMsI COOCTBEHHBIX MTPOU3BEACHMIA®.

OTOT «ABYSA3BIYHBIN» CTUIH (IO MYyTH KOTO-
poro BmocieAcTBUU momién baprtok) dhopmupo-
Banicsa B Teuenune 1890-x — mawama 1910-x romos
1 00pén CBOM WHIWBUAYAITBHBIA OOMUK B TIO3ME
«JIyOHHOTap», HallMCAHHOUM U HUCIIOJHEHHOM B TOJ
npembepsl «BecHbr cBsameHHO» CTpaBHHCKOTO
U CIYCTSl MEHee rojia mocie mpeMbepbl «JlyHHOTO
[Ieepo» Iéubepra. [IpuzHanue MexyHAPOIHBIM
Hay9HBIM COOOIIECTBOM MapTUTYPHI «JIyOHHOTap
KaK «MHHOBAIIMOHHON W JIEP3HOBEHHON» O3Hada-
€T CMEHY Hay4HOU mapajurMsl B MEXAYHAPOAHOU

...Mue kaosicemes, umo y nac ne monvko
084 PA3HBIX CNOCOOA BbLIPANCATNDBCS,

08a pa3uviX A3bIKA, KAAHCOBLU U3 KOMOPBIX
no00aémces 1uub NPUGIUUMETbHOMY
nepesody Ha Opyeoll...

I'epman I'ecce!

cubenuaHe, HO HE OTMEHSET aKTyaJbHOCTH Jlajlb-
HEUIIeTO0 M3YYCHHS «ABYSI3BIYMs» MY3bIKH Cube-
JInyca KaK OJHOIO W3 JIMIEPOB MY3bIKM XX BeEKa.
TpynHOCTH TIpH3HAHHS 3TOTO OYEBUIHOTO (akTa
Ha MPOTSHKEHUH JUTUTEITBHOTO BPEMEHU 00YyCIIOB-
JICHBI 080liHbIM 08ysa3bivuem Cubenmyca: gepbaib-
Hoim (QUHCKUA M IIBEACKUHN SI3bIKM KOMMYHHKa-
MM ¥ TBOPYECTBA) U MY3bIKAIbHbIM (3aItamHast
My3bIKallbHAsl TPAJUIMs W JAPEBHUN (OIBKIOP
kapenoB). Kakoli Obl MOIIHOW HH TpHU3HABaJIach
«KOpHEeBas» OCHOBa My3bikum Cubenuyca, eBpo-
MEUCKUE KOMIIO3UTOPBI M KPUTHKH CIBIILIAIN €€
peanuzanuio B cioxwuiueiics o Cubennyca cu-
cTeMe 3araJIHOM My3bIKaJbHOU TpagulluM, TO €CTh
«U3HYTpU» 3TOU TpaauLuu, B KOTOPOU aCCUMMIISA-
1S HApOAHOW MY3BIKH Hadajia IMPOUCXOJUTH eIé
B onoxy CpenHeBekoBba. Cubenmyc ke Ha Mpo-
TSDKEHUU JECSATUIIETUI EN HE MO MYyTH aCCUMMU-
JAUMW HApOAHOW MY3BIKH, @ B HAIPaBICHUH CO3-
JTaHUsI COOCTBEHHOTO CTHJIS, «BBIPACTABILIErO» U3
TPaIUINHN PyHOIICHHUS.

Cunbeanyc-2015. «lMepesarpyska»

B 2015 rogy B pamkax 100MIEHHBIX MEPONPHUS-
Tui cocrosuiachk lllectas MexmyHapoaHast KoH(e-
pennust, o utoram koropoir Cambridge Scholars
Publishing wm3nano Tom «Hacnenue Cubenmyca:
K 150-neTHeli romoBimuHe»’. [To MBICIH pemakTo-
pOB, coziepkaHue COOpHUKA IMPEICTaBIsIeT COOOMH
«MOMEHTAJIbHBI CHUMOK», OTpPa)arollui COBpe-
MEHHOE MBIIIICHHE B 00JacTH MCCICOBaHUN Ha-
cnenus Cubenmyca. Crareif, cnenualbHO TOCBS-
méHnbIX «JlyonHoTapy, «bapay» u «OxeaHugam»,
B COOpHHKE HET, W 3TO TMOATBEP)KAAeT 10 KOHIA
HE MIKHUTHIM C MPOIUIOTr0 BeKa CUM(OHHELEHTPH-
cTckuil  Qokyc wuccienoBanus ponu Cubenmyca
B My3bike XX Beka. TeM He MeHee psll crareid —
B. Myprowmsiku, P. Baiin6epra, T. Xayamna, A. To-
ona (B KOTOPBIX AHAIU3UPYIOTCS MPOU3BEACHUS
pa3sHBIX JKaHPOB) — CBHJETEIBCTBYET O «Iepe3a-
Tpy3Ke» B OLEHKE HHANBHUIYaTbHO-CTHIIEBOTO Iy TH
Cubennyca B ero Auajore C 3anaJHOW TpajaHuIIueH
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Y IPUYACTHOCTH K COBPEMEHHBIM CTUIIMCTUIECKUM
TEHACHLUSAM, B TOM YHCJIE B «IIapajUIeNiax U KOH-
TpacTax B XyAO)KECTBEHHOM pa3BuTuu Cubenn-
yca u ll€nbepra» [9, p. 224]. XoTsa KpuTepusaMu
B oreHke Cubenmmyca OCTArOTCS TApMOHUS U JIaj
(BxJIIOUast JaAbl OTPAHWYEHHON TPAaHCIIO3UINH |8,
p. 278]), kK HUM AOOABIAETCSA «OCBOOOKICHHUE OT
TPaAWIIMOHHBIX KOMIIOHEHTOB MEJIOANY, TAPMOHHUU
U PUTMa» U CO3/IaHUE «HOBBIX, CTPOTO COHOPHBIX
XYIIO’)KECTBEHHBIX Tpou3BeacHui» [9, p. 233], uc-
CJIeIOBATEIIbCKUI WHTEPEC K KOTOPBIM OBLIT «ITOJTO0-
rpeT» KOMIO3UTOpaMU BTOPOM NOJI0BUHBI XX BEKa.
BHymuTenbHbli II€peYEHb HUMEH COBPEMEHHBIX
KOMITO3UTOPOB, Ha3BaHHBIX MypTOMSKH, a paHee
H. Opamo®, npsiMO yKa3bIBaeT Ha TO, YTO B TCUCHHE
XX — nayana XXI Beka meEn akTUBHBIA MpoOIECC
CIIyXOBOTO OCBOCHMS My3bIku Crbennyca u moCTH-
JKEHHSI €70 MY3BIKaJTbHOTO MBIIIIJICHHS.

Ha3Banue oTkpeiBatomnieil robuieiiHoe wu3ma-
HUEe cTaThbu MypTOMSIKH MaHH(ECTHpYeT COBpe-
MEHHBIA TPEH]II B MccieaoBaHuu Hacneaus Cube-
muyca: « “Unn/unu?” Her: “U — n”! Ceroassiinue
npobaembl o6paza Cubenuycay [5]. AnsrepHaTHB-
HBIM TIOJXO/ OCTAJICS B IPOIIOM, 3 KMOMEHTaIb-
HBI CHIMOK» COBPEMEHHOTO MBIIUICHUS TPUEM-
JIET TONHOTY JKaHPOB M PAKypCOB HCCIEIOBaHUS
B CHCTEMHOM OCMBbICIieHHH Hacienusi Cubenunyca
kak (peHomeHa My3bikn XX Beka. B koMmosunuu
CTaThbM IPOCMATpPUBAETCA NPHEM IUHAMHUYHOTO
MaHOPAMUPOBAHUS, IOCPEICTBOM KOTOPOTO OT-
KpBIBAIOTCSA pa3Hble IpaHu oOpaza Cubenmyca.
Oddexr mepeszarpy3ku OdeBHACH (Tpexae BCe-
ro) B pacIIMpEeHUH KOJIMYECTBa KaTeTOpUH, MpH-
BJIICKACMBIX JUIS OMpE/eNICHUS/yTOUHEHHS MecTa
Cubenmyca B My3pike XX Beka. Y MypToMsaku
KaTeropuy TMpPeJICTaBIeHb B Mapax OIMIMO3ULUH.
Takux nap gecsath: CuOennyc Kak eBpPONCHCKUit/
(UHCKUI KOMITO3UTOP; KaK TOJIHTU3HPOBAHHBIN/

anONUTUYHBIN;  ypOaHHCT/TIPUPOJOOPHUEHTHPO-
BaHHBIN; «aOCONIOTHBIN/BBIPA3UTEIBHBIN WK
MOJTUYECKUH; CUMQOHUCT/MHUHHUATIOPHUCT; He-

9POTHYHBIA/YYBCTBEHHBIN; CEPbE3HBIN/KOMETNH-
HBIW; XPUCTHAHWH/A3BIYHUK; 0€3 «MeToja»/ume-
IOMHUA «COOCTBEHHBIA ITyTh» WM «HAWICHHBINA
METO/»; KOHCEPBAaTHBHBIN/IPOTPECCUBHBIA |5,
p. 4]. Ilpennoarenue, OTIaHHOE TUXOTOMHH «KOH-
CEPBAaTUBHBIN/TIPOTPECCUBHBIN» (B3aMEH H3BECT-
HOW JTMXOTOMHU «IIpPOrpecc/pecTaBpaius»), BbI-
BOJUT 00CyXJeHHe Bonpoca o mecte Cubennyca
B My3blke XX BeKa 3a Mpejaesbl IPOKPYCTOBa
nmoka KoHmenmuu AnopHo. Ilo mMuenmio Mypro-
MSKH, «“TIPOrPECCUBHOCTD” WIH €€ OTCYTCTBHE

B KaKOW-TO ONpPEIeIEHHBI MOMEHT HCTOPUU MOTYT
OBITH MEPECMOTPEHBI, ... TTOCKOIbKY, B KOHEYHOM
cdére, TOIHKO Ka4eCTBO MY3bIKH UMEET 3HAUCHUE»
[Ibid., p. 23]. Takke «B KOHCUHOM CUETE CTCIICHB
“KOHCepBaTU3Ma’ WU “IPOrPECCHBHOCTH HHUBE-
JIUPYETCs, NN TTepecTaéT ObITh KPUTEPHEM OIICH-
KH, TIOTOMY YTO MY3bIKaJIbHas KU3Hb PEIIAET, YTO
SBJISIETCS KU3HEcTmocoOHBIM» [Ibid., p. 24].

Hia Tuma Xaysmna 150-netnuit robuneit Cu-
Oenmmyca cTajg MOBOJOM PacCMOTPETh €ro MY3BIKY
B KaTeropusix mporpeccuBHbiit/Monepauct’. Ciaos-
HO BTOps no3uuuu Mypromsiku, Xay il He cTaj
KaTeropuvIHO OTBEYaTh Ha BOIIPOC «OpocaeT Jiu My-
3pika Cubennyca BBI30B TPAMUIIAN?», a TIPEAITOUEN
OTBETUTH U «JIa» U «HET» B 3aBUCHMOCTH OT IT03H-
nuu uccnenosares [4, p. 243], XoTsa cOOCTBEHHYIO
MO3HUIHUI0 chOPMYIIMPOBA TaK: «...s BCE OOblIe
Hax0XKy My3bIKy Cubemnmyca 0oiiee COBpeMEHHOID»
[Ibid., p. 255].

@ponTanapHO mpoTuBonocTaBun Cubennyca
[Ién6epry Pon Baiin6epr. lns o6o3HaueHus cy-
MIECTBYIONIEH TEHACHIIMA B OTHOmEHnn Crubemu-
yca HCCIENOBAaTeNb HCIONb30BaJ MOHITHE «WH-
IUBHIyalbHasg coBpeMeHHOCTh» (idiosyncratic
modernity) u ormerun pinusHue Cubenmyca Ha
MY3bIKy KOHIIa XX BeKka (CIeKTpalIn3M 1 MUHUMa-
M) [9, p. 197].

Jns moHuMaHus BBICOKOW olieHKH «JIyoHHO-
Tap», AaHHOW 3ToW mo3Me Cubenmycom, HE0OXo-
IUMO OOpaTUTHCSA K emié OMHOW mape OMIO3UITHI
MypToMsIKH, B KOTOPOH «COOCTBEHHBIN ITyTh» WIIN
«HAWJEHHBIH METO/I» MPOTUBOIOCTABICHBI OTCYT-
CTBHIO «MeTo[a». MypTOMSIKH HAIllOMHIJI OaHalb-
HYI0 HCTHHY: HE BCE€ KOMIIO3HTOPHI OMHCHIBAIIN
CBOHI METOA MJIM 3CTETHUYECKHUE B3MIsAbl. [loaToMy
TOT ¢akt, yto Cubennyc He MUCal HH TPAKTATOB,
HU y4eOHHKOB, HE MOXET OBITh apryMEHTOM IIpO-
THUB HAJIMYHS y HETO COOCTBEHHOTO METO/a; «METO.
MOKET OBITh BCTPOSH U TaKUM 00pa3oM OOHapy-
JKEH B My3BIKE BEJIMKOTO KommosuTopa»® [35, p. 21].
B konne paznena o metone Cubenmyca MypTomsku
pestomupoBan: «DaKTHYECKH, CIEAYS CBOEMY Xy-
JIOKECTBEHHOMY Kpeao B ydeOHo# nekunn B 1896
rony, Cubenmyc cMor OOBEOMHHUTH TaK Ha3bIBae-
MyIO “3amagHyio”’ MY3BIKY, PaCHIUPEHHYIO TapMo-
HUYECKYI0 TOHaJbHOCTh OT Jlucta mo [lebroccw,
Ckpsibuna u pannero LlI&nbepra, ¢ ero coOcTBeH-
HBIMU pe3yJIbTaTaMH, OCHOBaHHBIMH Ha (DUHHO-
KapelbCKOW MOJATbHOCTH C MPUCYLIUMH € BO3-
MoxxaocTaMm» [Ibid., p. 23]. KitoueBbIME KOHIIETI-
TaMU 3[IeCh SBIAIOTCA «00benWHEHHe» (B aHIIIL
opuruHaie — integrate)  «COOCTBEHHBIC HAXOIKH
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Cubenuycal» (B aHn1. opuruHajie — with his own
findings). Merox Cubenuyca, cienoBaTeibHO, 3a-
KITIOYQJICSl B CO3JIAaHMM HOBOW IIEJIOCTHOCTH, MMe-
IOIIeH ACTETHYECKYIO IIEHHOCTH JUIsl KOMITO3UTOpa
U IIOTCHIIHUAJI COBpeMeHHOI‘/'I TEXHUKU KOMITO3HUIINHU.
Crnenyromiass nutara u3 jeknuu Cubenmyca moj-
TBEPXKIIAET U MPOHMCXOXKICHHE €ro METONa, U €ro
Kpeno: « gonaro mén K yTBEp)KJIEHHUIO TOTO, YTO
BCE COBPEMEHHBIE HHTEPECHBIE O0OPOTHI MMEIOT
KpaTKOBPEMCHHYIO IICHHOCTb, €CJIM MX KOpHH HE
JISKAT B HAPOJAHOH My3bIke» [0, S. 105]. Cubenuycy
B 1896 romy 6511 31 rox’.

«KopHeBasi» ocHoBa meToaa Cubeamnyca

MypTOMSIKM TOYHO OIPEAEIINI HUCTOPUUYECKHUN
MOMEHT ICTETHUECKOH M KOMITO3UTOPCKOH 3pelio-
ctu Cubenuyca. B 1896 romy y xommo3uTopa yoice
OvLIU pe3ynbmampl, ¢ KOTOPBIMH B IOCIICIYIONINE
JIECSITUIIETUSL AKTUBHON TBOPYECKOM AESATEIbHOCTU
Cubennyc pa3BuBa CBoi MeTox kommosuiuu'’. On
OBl yOeXKAEH B TOM, 9YTO «KOMIIO3UTOP, HACKBO3b
MIPOHM3AHHBIM HAPOJHOW MY3bIKOW CBOEH POJIHHBI,
00s13aTeThHO W €CTECTBEHHO UMEET JPYTOM B3IIIA
Ha BEIIH, MOTYEPKUBACT COBCEM JPYTHE IETalH,
WINET YAOBIIETBOPCHHE B HMCKYCCTBE COBEPIICHHO
HWHBIM CITIOCO00M, HEXENU Npyrue. B cBoux mpowus-
BEACHUIX OH JIOJDKEH OBITh, OCOOCHHO B TOM, YTO
KacaeTcsl CPEJICTB BBIPAKCHHSI, B BOBMOXKHO OOJIh-
el CTeNeHH CBOOOJICH OT BCETO JIOKAJIBHOTOY [6,
S. 103].

WccnenoBanue paszsumusa caMoro MeTona Tpe-
OyeT aHaiM3a Kasicoozo npousBeneHus Cudennyca,
0COOCHHO aHaM3a (PMHHOA3BIYHBIX POM3BEACHUI
no «Kanesane» JI€nnpora. Ho sTtomy mnpoueccy
JIOJKCH TIPEIIECTBOBATh AHAIN3 UCHONb308AHUS
pe3yibmamog B KOHKPETHBIX TPOU3BEACHUSX, YEMY
n OyzeT MOCBSIICHO AanbHelmee n3noxkenne. Ho
BHaJaJIC — O JICKCUKE, cofiepKanieics B exiuu Cu-
Oenmnyca.

CoXpaHUBIIUHCS TEKCT JICKIWH HAMKCaH
mo-Beacku'!. JIis MOATOTOBKW JIEKIIMHA K IBY-
S3BIYHOMY W3JIaHUIO0 HM3BECTHBIA (HUHCKHH MYy-
3pikoBen M. Opamo mepeBén TekeT Ha (QUHCKUI
SI3bIK. AHAJIM3 JICKCUKU TEKCTa JICKIIUU TOKa3al,
410, Korna Cubennyc roBOpPHII O HAPOJHOM MY3bI-
Ke BOOOIIE, OH McIonk3oBan mouarus folkmusik

(kansanmisiiki — wnapognas wmy3bika), folkton
(kansansdvelméd — Hapomuas menonus), folksing
(kansanlaulu — wnapomnas mnecus), folkmelodi

(kansansdvelmé — Hapoaublii HaneB). B pasuene,
MOCBSILIEHHOM JIPEBHEMY IUIACTY HApOJHOH My-
3pIkd — pyHam (MyproMsiku HazBan e€ (UHHO-
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KapesabCKol), JJeKkcuka n3menmnach: finska folkton
(suomalaisten kansansdvelméd — ¢uHckas Hapon-
Hast Mmenojust), runomelodi (runosdvelmé — Hames
pyHbI), runosang (runolaulu — pynonenwme). Uc-
nonHutenss pyn Cubennyc Ha3zBaln runosangare
(runolaulaja — pyHomeBerr).

CoBpeMeHHBII ~ (UHCKUI  3THOMY3BIKOJIOT,
CIIELMAIUCT IO ApXAMYHOM PyHOIIECEHHOW Tpaju-
nuu I1. Xyrry-XunryHeH B uccrnenoBanuu «PyHo-
neHue B 3anaaHoi bemomopckoit Kapemun B XX
Beke» [2, ¢. 409] ucnonws3oBan TepMuH runolaulu
(pynomienne). llog «aHaTUTHYECKUM  TIOHSITH-
em runolaulu» XyTTy-XuinTyHeH NOApa3yMeBaeT
«IPpUOANTHICKO-QUHCKYI0, OO0JIAZaloIlyl0 BOCh-
MUCIIO)KHBIM Pa3MEpPOM TMECEHHYIO IMO33HI0» [TaM
xKe]. DTHOMY3BIKOJIOT PacCMaTpuBaeT PYHOIICHHE
Kak oumumem: «C TOYKHM 3pEHUS] TOHUMAHUS YepT
PYHOIICHHS, TIOHNMaHHE COBOKYITHOH IIEJIOCTHO-
CTH, 00pa3yeMoi IICHHEM U CTUXOM, SBJISICTCS 00s1-
3aTenbHBIM» [TaM ke, c. 410]. Pynomenme — 310
U «xoj, (POPMBI, MaTepHabHOE BHIPAKEHHE, C TIO-
MOIIbIO KOTOPOTO 3HAYMMBIC BEIIH MPEBPAIIAIOTCS
B IIpelyCMaTprBaeMble KOMMYHHUKAIIUEH CHIMBOIIBD)
[Tam xe, c. 414].

XyTTy-XHUATYHEH NPUIIENT K BBIBOAY O CyILIe-
CTBOBaHHMHM JIByX THIIOB HAIleBa: «HAIeB OOIIEro
TWTIAa ¥ HameB cBajeOHomeceHHoro tuma. Ha oba
THTIA HaleBa MOTYT HUCIIONHATBCS BCE BUBI Iie-
CEH, OJIHAKO C YYETOM TOTO, YTO JMUYECKUE MECHH
MeJINCh OOJIBIICH YacThl0 Ha HAIeB OOIIETO THIIA,
a cBa/icOHbBIE TIECHHU — HA HAlleB CBacOHOIIECEHHO-
ro Tumna» [Tam xe, c. 415]. Cubenuyc, xapakrepu-
3y 3BYKOPSIZI PYH (d—e—f—g—a), yIOMSIHYI O TOM,
gT0 «Korma menonus (melodia) Hocut 0606TIarO-
MUK XapakTep», K TMSATH CTYNEHSIM J0O0aBISIOTCS
emé nse (h—c).

[MonoxxeHHOE B OCHOBY IMO3MBI «JIyoHHOTap»
MOBECTBOBAHHUE O POXKICHIUH MHPO3/IAHUS] OTHOCHT-
€S K 3MUYECKOMY JKaHpY, ClIe0BaTeIbHO, CO3/1aBas
mosmy, Cubenmyc uMen B BUIY HaIleB OOIIEeTo THIIA.
J51 HameBOB 3TOTO THIIA, COIACHO MCCIIEAOBAHUIO
XyTTy-XWITyHEHa, TUIIMYHBI JBYCTpOUne'?, «pas-
PEKEHHEY TTOCIIEAHEr0 TaKTa!®, IBIKEHIE MEIOINT
B npenenax 4—7 cTyneHel, 3HaYMMOCTh COOTHOIIIE-
HUSI JIaJIOBBIX O1op. B pyHONeHnn obmiero Tuma me-
JIO/IMSL ¥ PATM XapaKTepU3YIOTCSl «MUHUMAIHCTHY-
HOU BapUaTUBHOCTBIOM: «IpocTast U dPQeKTuBHAS
OCHOBHas MEJIO/IUSD) MOXKET UMETh OOJIBIIOE KOJIHU-
YECTBO BapHallUi, a «OCHOBHOM PUTM MOXET W3-
MEHSITBCSl C TOMOIIBIO YIJIMHEHHS YIapHBIX PHT-
MHUYECKUX eAMHUI [Tam ke, ¢. 416]. ITo dopme
PYHOIICHHE Ha HAIeB OOIIEro THIA «IPEACTABISET
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c000# BEpEeHHILy CTPOK, OJTHAKO C TEM, YTO BHYTPH
HETIOCTHOU (POPMBI 00BIYHO 0OPA3YIOTCS THPAIBI» 4
[Tam xe], a cama pyHa «(HOpMHUpPYETCsS Ha MPOTS-
JKCHUM TICHUS, 3aKIII0OYasaACh B paMKHU HUMCIOIICTOCH
B IaMATHU NOBECTBOBAHUA, IIPHU IMOMOILIN HCIIOJIb-
30BaHHd CTPOK, BOCIIPOU3BOAMMBIX II0 IIaMATH,
CTPOK, COUHMHSIIOIINXCS TIPU TIEHUH, U (POPMYIIEHBIX
CTpOK» [Tam xe, c. 419].

Teneps, xorna «kopHeBas»» ocHoBa MeTona Cu-
Oenmyca OIMMCaHa, MOXKHO TIPUCTYIIUTh K aHAIIU3Y
nodMbl «JIyoHHOTap», TOUHEe, K aHal3y BOKAIlb-
HOM MapTUX NO3MBI, TAK KAK UIMEHHO B HEH U Npea-
ctaBieH metof, Cnbennyca B aCleKTe TBOPYECKOTO
BOIUIOUIEHUS TpaiAuLMM pyHOIEeHUs. BHuMaHue
Oy/IeT cOCpeIOTOYCHO Ha MEPBBIX JIBYX cTpodax u
CBSI3KE MEXKy HUMHU. DTOTO 00bEMa aHATUTHIECKO-
To Marepuaja 10CTaToO4YHO JJid TOro, 9TOOBI ITOHSTh
HarpaBJIeHre MONCcKoB Crubennycom coOOCTBEHHOTO
CTUJIA U pE3YJIbTaT 3TUX ITONCKOB.

«AyOHHOTap» U TPAAULIMS PYHONEHUS

Cruxu mma mosmel «JIyoHHOoTap» Cubenmyc
B351 U3 IEpBOM pyHBI «KaneBais», IOBECTBYIOIIECH
0 poXIeHHH Mupa U3 sina nrtuisl. Co3masas Ty
pyHy, JIEHHPOT MCHOIB30Ba KAapEIbCKYI0 BEPCHIO
Mmuda. JIFo6onBITHO, YTO AJIS MPHIIOKEHHS K JABYX-
tomHOMY Hm3AaHmnio «KaneBamen (1894-1895) Cu-
Oeyc 0ToOpall pyHbI, IPENICTABIISIONINE, TTIABHBIM
00pa3oM, KapeIabCKyI0 PyHOIIEBIECKYIO TPaJAULIHUIO.
OH ObL1 YOSXKKIEH B TOM, 4TO «(QHHCKAs HapoIHas
TOHaJIbHAsI CUCTEMa YHHUKaJIbHA», HO B CBOHMX IIPO-
U3BEJICHUSIX KOMITO3UTOP «JIOJKEH OBITh, 0COOCHHO
B TOM, YTO KacaeTcs CPEJCTB BBIPAKEHHS, B BO3-
MOXHO OOIbIIIEH CTereHH CBOOOJEH OT BCETO JIO-
KaimpHOTO» [6, S. 103].

Cubenmyc cokparwil JIEHHPOTOBCKYIO PYHY, HO
coxpanu B «JlyoHHOTap» cTpOPHUECKYIO CTPYKTY-
Py, XapaktepHyto s pyH. OcBOOOXK1asCh OT BCETO
JIOKAJIBHOTO, KOMIIO3UTOpP HAapyIIWI TpPaJHIUOH-
HYIO [UIsl pYH CTPYKTYpY CTpodbI's.

Haganenas crpoda Cubenmyca COCTOUT U3
nsTH cTpoK. Hinke nmpuBenén GpparMeHt U3 neppoit
pyHbl «KayeBaibl», KypCHBOM BBIICJICHBI CTPOKHU,
00bequHEHHBIE CHOEIMyCOM B CTPOQdYy.

Aénnport. «KareBara». Ctuxm 111-120:

Jesa 1onas npupooet,

00Ub 8030VUIHO20 NPOCMOPA,
JIOJITO CBSITOCTh COXpaHsLa,

BECh CBOH BEK 01101 HEBHHHOCTh
BO ABOpax 60J'lbl_L[I/IX BO3QYIIHBIX,
cpenp 1oneil HeOeCHBIX POBHBIX.
JKu3Hp HacKy4uiIa TaKas,

Olipa impi, ilman tytto,
kave luonnotar korkea.
Piti viikoista pyhyytta,
idn kaiken impeytta
ilman pitkilld pihoilla,
tasaisilla tanterilla.
Ikdvystyi aikojansa,
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ouostui eldmdtdnsd,
aina yksin ollessansa,
impend eldessénséi
ilman pitkilld pihoilla,
avaroilla autioilla.

onocmoiiena oesuye.

Cmano cKy4Ho, OOUHOKO
HENOPOUYHOM OCTaBaThCs

Cpe/ib ABOPOB OOJIBIIMX BO3AYIIHBIX,
cpedsb noneti HeOeCHbIX POGHBIX.

YV JIéuHpora nepBasi CTpOKa OTJEJIEHA OT BTO-
po# 3amsToi, a mociie BTOPOl CTPOKHU MOCTaBJIEHA
Touka. Takum oOpazom JIEHHPOT cMOIETMPOBa
CTPYKTYpPY KapeiabCKOTO JBYyCTPOYHOTO HareBa.
Y Cubenmyca mocie IepBoi CTPOKH CTOUT TOYKA,
TEM CaMbIM MOJEIMPYETCS CTPYKTypa OZHOCTPOU-
HOTO HareBa KaK MEepBOOCHOBHI BCel CHOENINyCcOB-
ckoii crpodbl. HameB mMeeT Bocxozsiiie-HUCXOIs-
IO HalpaBIeHHOCTh. [T1aBHas oropa fis'® uMeer
TPH CaMOIIOBTOPEHWSI, HO BCE OHU MPHUXONATCS Ha
ciabple oMM TakTa. B KOHIlE HameBa OTCYTCTBYET
TPaJUIMOHHOE «(PUHCKOE OKOHYAHHE», THIUYHOEC
JUTS TSITHIONIBHOTO TaKTOBOTO pa3Mepa, OT KOTO-
poro Cubenmyc 3mech oTkazancs. B HameBax pyH
moOoyHasi omopa Mapkupyerca. B anammsupye-
Moil cTpykrype Cubenmyca paBHOE KOJIWYECTBO
camornoBropenuit nmerot 1l crymens (cexyHmoBoe
COOTHOIIIEHHE TIaBHOW M moOo4yHON omopsr) u 11
CTymneHb (TepIiOBOE COOTHOIIEHHE omop). B mep-
Bo#i cTpoke Cubenmyc NCTIOIB30Bal ISITh CTyIICHEH
M COXpaHWJI XapaKTepHYIO U Hayaia 3ByKOpsa
PYHBI OCJIEOBATEILHOCTh TOH—TIOIYTOH (d—e—f),
HO CMECTHWJI 3Ty MOCJIEI0BATEIIEHOCTh OTHOCHUTENb-
HO HaJaJia 3ByKopsina: cis—e—fis—gis—a. Hu rmaBHas,
HU TIPETEHAYIONIHEe Ha MOOOYHYIO OMOPY CTYIEHH
HE SBJISIIOTCS YOeIUTEeIbHBIMHU, TIO3TOMY Tpebyercs
JaNbHENIIee MeTOJNYeCKoe ABMKEHUE I TPOsic-
HEHHUS CUTYAlMHU C IIaBHOU OIIOpOH J1aja.

Menoaust BTOpPOH CTPOKH XapaKTepHU3yeTcs
HaJMYUEM CKa4YKOB (HUCXOASIINE KBHUHTHI, BOCXO-
ISIIas MOCNeN0BaTeIbHOCTh KBUHTHI M TEPIHH).
3neck pacmmpsieTcs 3Bykopsia (4) v, I0 CpaBHEHUIO
C MeJoauel MepBOi CTPOKH, M3MEHSETCS KOJHde-
cTBO camonosropenuii I, Il u V cryneneil. Meno-
JUsl TPETbEN CTPOKHU SIBISETCS HETOYHOW CEKBEH-
LHAEH MENOANM BTOPOH CTPOKM C MapKHUpPOBaHUEM
III crynern. CekBeHIHS OMHOBPEMEHHO YKa3bIBACT
¥ Ha MOIYISIHI0 B (hOopMOOOpa30BaHMUM, U HA CO-
XpaHEHUE TPEEMCTBEHHOCTH C MHOTOCTPO(MHBIMU
pPYHaMH, B KOTOPBIX MOXKET MOBTOPATHCS MEIOAUS
BTOpOH cTpokH. CEeKBEHLIMs MPUBOAMT K paciInupe-
HUIO 3ByKopsifa (dis) u IPUBHECEHUIO JTOPUHCKON
oKpacku. UeTBépTas U mATasi CTPOKH OObETUHEHBI
€IMHON MeJonyYecKor JuHuen. Menonust 4eTBeEp-
TOH CTPOKM HAUYMHAETCS KaK CEKBEHIHUs TPETheu
CTPOKH M JIOCTHTaeT KyJIbMWHAIMM Ha g, TOCTe
Yero CJeayeT 3Ur3aroo0pa3Helii Criaj BHOBE K g, HO
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OKTaBOM HIKE C TTOCIIEAYIOIINM IOy TOHOBBIM CITY-
CKOM M OCTaHOBKOW Ha fi§, yCTOWYUBOCTH KOTOPOTO
YCWJICHa PUTMOM W TapMoHHeH. B o0omx ciaydasx
TOH g PUTMMYECKM YKpPYNHEH. B 3Tom ycmarpu-
BaeTCsl HapylICHHE JIQJ0BBIX OCOOEHHOCTEH pPyH.
B pyHax «ocHoeHas (pyHKyUs NOIYMOHOBLIX WA208
8 Hanege — CKONbIICeHUe, OHU CBSI3BIBAIOT MEKIY
co00l MUKPOMHTOHAIMH, CyONOINEBOYHbIE 000PO-
ThL. [loJyTOH HE BXOAWT B MX “IUIOTH”, OH OCTAETCA
Ha CTBIKax — B CTOPOHE OT MHTOHAIIMOHHO 3HAYH-
MBIX MOMEHTOB paclieBa — OH Hepenesanmen» [3,
c. 41]. IIpu sTOM B pyHax, B OTNIMYHE OT MEJIOIUU
Cubenuyca, «riaBHas Onopa HUKOTJa HE BBOIUTCS
IOy TOHOBBIM CITyCKOM», «(DPUTUHCKUIN OTTEHOK. . .
OKpalInBaeT He COOCTBEHHO Pa3BEPTHIBAIOILYIOCS
WHTOHAIIHIO, a JINIIb 3BYKOpsI» [Tam xke]. Y Cube-
Jmyca sxe ppurniickuii OTTCHOK OKpaIlliBacT UMCH-
HO JKMBYIO HHTOHAImIO (mmpumep Ne 1).
ITpumep Ne 1 4. Cubennyc. «JIlyoHHOTapY,
COTIPAHO COJI0, TAKTHI 9—22

Tempo moderato
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Ananmu3 nepBodl cTpodbl MOKazal, 4YTO TPHU
coxpaHenuy TIPUHIIMIIOB, CBOMCTBEHHBIX pyHaM
(cTtpoduuHOCTD, TMEPEMEHHOCTH JIAJOBBIX OIOP,
3BYKOpSI[ J0JMICKOrO Jiaja, MpU JOCTPOUKE —
JOPHUIICKOTO), M, ONHOBPEMEHHO, HaApYuleHuu CTe-
peoTHiHOW Mozenu pyH (TSATHCTpodHas ctpoda,
ocrabJeHne PUTMHUYECKOHN MOIACPKKH OIOp B Me-
JIOJINH TIEPBOW CTPOKH, U3MEHEHHE (DYyHKITHH TOITy-
ToHa) Cubenmyc co3maBal My3bIKy, OTMECUCHHYIO
[1€9aThI0 HHIUBUAYATBHOTO CTHIIA.

Bo BrOpoii cTpode moBecTByeTcs 00 oOuTaHNH
JeBsl Bo3ayxa B Mopckoi ctuxun. CIIOKOWHOE T0-
BECTBOBaHHE B NEPBOU CTpode 34eCh CMEHHIOCH
OMHCcaHneM OECIOKOMHOTO OXHIAHHUS POXKIECHUS
IJI0a OT HENOpPOYHOro 3ayaTusi. B BokalbHOU
MEJIONY CYIIECTBEHHBIE M3MEHEHHUS MPOHUCXOIAT
B KOHIE nATOW cTpoku. Huskas Bropast cTyness g
HE OMYCTHJIACh B TOHHKY fis (Kak 3TO OBLIO B KOHIIE
nepBoit ctpodsr). IlocmexoBan HHUCXOAAIMIA CKa-
YOK Ha ¢, a 3aTeM BOCXOJsIIee IBIKEHHE OT € K g.

12

O06pazoBaioch MaXKOPHOE TPE3BYUHE C—e—g, HAXO-
JisIIeecss B TPUTOHOBOM COOTHOILICHWH C HAa49ajioM
BTOPO# CTpOGBI 1 OCHOBHOH TOHATHHOCTHIO TIOIMBI
fis moll. 3necy Cubennyc BCTYIWI B 00JaCTh XPO-
MAaTHKH.

[Tocnenytomias IByCTpOYHAs CTPYKTYpa HE SB-
nsgeTcss BapuaHTOM (ITyCTh JakKe COKpANEHHBIM)
MPENbIAYIINX CTPOK U B ’TOM OTHOUIEHUH «BBITIA-
JTaeT» U3 3aJIaHHOM N3HAYaIbHO CTPYKTYPBI «TEMBI
¢ BapuanusiMu». OHa BBHIONTHIET QYHKIHIO CBSI3-
KH-TIEpexo/ia OT TIOBECTBOBAHHS K MPAMON pedun
JleBbl BO3ayXxa, ¢€ xanode U oOpalieHUI0 K Oory
Vkko!”. Csi3ka-miepexo]] OTACJICHa W OT MpPEebl-
Iyuiedl cTpoku, U oT nocneayromeil. Ho B atoit
CTPYKTYpE COXPAHSIOTCS, KaK B pyHAaX, JIBE OTOPHI.
Css3ka HaunHaeTcs Tpe3pyuneM C dur U, IpOXOoas
gyepe3 Tpe3Byune D dur, ycTpemiiseTcst K BepIln-
He fis? ¢ OCTaHOBKO# Ha HEll. 3aTeM MOCPeCTBOM
MapKHPOBAHHOTO 10YMOHA HAa KOPOTKOM ydacT-
Ke (QOpMBI Yepe3 CEKBEHIMPOBAaHHE COBEpIIACT-
cs MeJoAMYecKas Moxmyisuus B b moll'®. B aroii
TOHAIFHOCTH HadyWHaeTCs BTOpast cTpoda. Ilomy-
TOH B JaHHOW cTpode SBISETCS MHTOHAIMOHHO
3HAYUMBIM MOMEHTOM, NpHYEM TOpa3mo Ooiee
3HaYMMBIM, YeM B TiepBoii crpode. [IpuHIunuans-
Hble W3MEHEHUS, MPOUCHICIINE B ITOU cTpode,
OTHOCSITCSI HE TOJIbKO K CMEHE TOHaJbHOCTH, HO
TaKXe K pPUTMHUYECKONH CTOPOHE U KaHPOBOM MO-
nenu. [lpeobianaroT Xopendeckue BOCXOMSIINC
Y HUCXOJAIINE WHTOHAIIMM PA3HOTO HHTEPBAIb-
HOTO 00BEMa, pa3fenéHHbIE BOCHBMBIMU IMay3aMHu.
EcTecTBeHHBIM pe3yabTaToM HAKOIUICHHS «TSDKe-
CTH B3JIOXOB» SBIISETCA HHUCXOASINEE IBIKCHUE
MEJIOIUN B 00bEME, MPEBHIIIAIONIEM OKTaBy. JTO
MPOUCXOAUT B MOMEHT OOparieHus: Kk 60ory YKKo
(«Oii 11, YkKO, Oor BepxoBHbIi! / [Ipuxonu Ha
30B B HecuacThe»). B uccaenoBanum T. KpacHo-
MOJIbCKOM TpHUYeTHAsT MEJIOAMKA OXapaKTepru30Ba-
Ha KaK «BHEIIHE... IPUHIUANAAIBFHO OTJINYHAS OT
MEJIOJUKNA pyH. beckoHeuHOe MOBTOpEHHE B Ha-
MeBe MPUYUTAHUS MTOXOXKHUX JAPYT HA APyTa Mejo-
Igeckux ¢pas, KoTopoe o0paszyeT pa3BEpHYTHIE,
Pa3HOBETMKHE MOCTPOCHUS, CO3AaET BIEUATICHUE
MMITPOBU3aLMOHHON cBOOOAB» [1, c. 120].

HanMeHbliell CTpyKTypHOH €IMHHILIEH HareBa
MPUYUTAHUN SIBIAIOTCS MEJOAMYECKHEe O00O0POTHI
(sraeiikn), KOTOPBIE COBIIAZAIOT CO CIIOBOPA3IEIIOM.
Y Cubenuyca (Kak U B ciy4ae C IOJIYTOHOM) 3TO
CBOWMCTBO HalleBa MapKHPOBAaHO: T'PAHUIBI MEJO-
JIMYECKUX 000POTOB COBIMAJAIOT HE TONBKO CO CIIO-
BOpA3eNIoM, HO U co cioropasaenom. [Ipu coxpa-
HEHUH PHUTMHUYECKOH CTPYKTYPBI METOJUYECKHIX
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000pOTOB  «4eTBEpPTb—BOCHMas» WHTepBaibHBIA  [Ipumep Ne 2 . Cubennyc. «Jlyonnorapy,
00BEM BapbHpyeTcs, 00pa3ys CETMEHTHI Pa3HBIX TakThl 194-206
JaJIOBbIX CTPYKTYyp. B MoHOpeuurtaruu JleBbl BO3- et e -

== : EEAES AR A S e
JIyXil HOHyTOH 06p a3yeT HE ’EOHLKO nIar CMCICHUA % y -:zi-puo-li val ke-gista-ta, kuuk - si kuuy - mot - ta - ma - ||a:T/
STIEHKH, HO M KAa9€CTBO CaMOU KOHCTPYKIIHH. B mep- "
BOM CJIy4ae, BBINOJHSS (DYHKIHIO CKOJIbXKCHUS, OH  F e ‘

Mi kit - ja - vais - ta Gebik-s oW vaal le.
CBSI3BIBACT IICTIOTOHOBBIC MOCIIEIOBATEILHOCTH, BO su . o ~
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BTOPOM CITydae MOyTOH SIBJISIETCS YaCThIO 3BYKOPSI-
Jla TIOJIy TOH—TOH.

B cnenyromem npumepe (mpumep Ne 2) xymo-
JKECTBCHHAs 3aJa4da BOIUIOIICHHS IPEBPAICHIS
SSMYHOTO OeNKa B JyHY PEIICHA IMOCPEACTBOM 3€p-
KallbHO-CHMMETPHYHON CTPYKTYPHI, BBICTpamBac-
MO# M3 TIOCIIEIOBATEILHOCTH TIOJTYTOHOB, TOHOB H
MOJIyTOpaToHoB. B paccmarpuBaemoii cTpode ocy-
LIECTBIIEH JIAJIOBbI CUHTE3, MOTUBUPOBAHHBIN Xy-
JIO’)KECTBEHHOM Heei.

ti - hik - si tai -

AHanmu3 4epT pyHONeHus B moaMe «JIyoHHO-
Tap» IOKa3aj, YTO IOUCKH COOCTBEHHOTO CTHIIS
Cubenuyc OCyHMECTBISI B MOHOOUYECKOU KYIBTY-
pe, COXpaHUBHICH J#cuU8yl0 TPAIUIMIO PYHOIICHUS,
YTO OTKPHIBAJIO KOMIIO3UTOPY BO3MOXHOCTH TBOP-
YeCKH MpeoOpa3oBhIBATE MOJICIh KapelbCKHX PYH
1 IPUYNATAHUH.

< MPUMEMAHUA (<

! Tecce I. Urpa B Gucep. OMbBIT KU3HCOMNUCAHHS
marucrpa Urper Mozeda Knexra ¢ npunoxeHnem ocras-
mmxcest oT Hero counnenuit // Tecce I'. M36pannoe [mep.
¢ Hem.] / coct. u mpemuci. H. ITarmosoii. M.: Panyra,
1991. C. 273.

2 B mporpammMe BEYEpPHErO KOHIIEPTa 3TO TMPOM3-
BeleHne ObuIo0 Ha3BaHO «HoBas cueHa aisl compaHo
uopkectpa». Cm.: URL: http://www.concertprogrammes.
org.uk/html/search/verb/GetRecord/4733/ (Jlara o6pa-
menus: 28.04.2018). dupmxupoBas MUPOBOM IpeMbe-
poit «JIyoHHOTap» OpUTAHCKUI OPraHMCT, AUPUKED
n kommosutop A. XepOept bprosp, monrue roasl pyko-
BoauBLINi «DectuBanem TpEx xopory». Takoe Ha3BaHMUeE,
BEPOSITHO, IPECIIEIOBAI0 KOMMEPYECKyto 1eib. [1yonu-
Ka paHee ciblliana AKTe, HCHOJHUBIIYIO Ha (ecTuBa-
ne ¢uHampHyto cueny u3 «Camomenm» Iltpayca. Cam
e Bprosp 3Hanm aBTOpCcKOE Ha3BaHWE IPOU3BENCHUS, U
B ncbMe kK Cubenunycy ot 5 aBrycra 1913 rozma oH co-
OOILMII KOMIIO3UTOPY O TOM, YTO AKTE pacckaszaja emy
0 «HOBOM mpowusBeaeHuu ‘‘JlyoHHOTap” uisi COINpaHO
u opkectpa» [7, p. 176]. Ha cnenyrouuii neHp mocie
npembepbl B razere «The Times» npoussenenue Cubde-
auyca ObUTO Ha3BaHO «tone-poem “Luonnotar”» [Ibid.,
p. 177]. B karanore JlanbcTpéMma TakkKe yka3aHa aH-
mos3bIYHAs Bepcusi Ha3BaHUsS kaHpa («Tone poemy)
W aHIJIOSI3BIYHAS Bepcus Ha3BaHus npousBencHus («The
Spirit of Nature») (Dahlstrom Fabian. The Works of Jean
Sibelius. Helsinki: Sibelius-Seura, 1987, p. 105).

3 Hepokoski J. Sibelius: Symphony Ne 5. Cambridge
University Press, 1993, p. 10-11.

4 Ha pasHuily MeXIy MaTepHajaoM U )KHUBOU Tpajau-
uuei ykaspiBan AcadbeB. OObsicHss, nouemy «bopuca
l'ogynoBa» Mycoprckoro Hajo UCTIOIHSATh B TOJJIMHHOM
Buze, oH nucan: «He Mycoprckuil ctan BbIpa3uTesb-
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Hee, a cTuiIb Pumckoro-KopcakoBa yrryOuiics u BbIpOC,
KOIJIa MPOM30LLIO CIMSHHE MY3bIKH MyCOPrCKOro Kak
Marepuaa (a He KaK OMY3bIKAJICHHOTO MHpa HJIeiH
U NIePEXKUBAHUN KOMIIO3UTOpA) C MPUEMAMH COYNHEHHS
Pumckoro-Kopcakoa. “bopuc” ke Mycoprckoro octani-
cs1 cymiecTBoBarh cam 1o cebe» (Mrops I'mebos. K Boc-
cranorienuio «bopuca l'omynosa» Mycoprckoro: ¢0. CT.
M.: My3rus, 1928. C. 15).

5 Jean Sibelius’s Legacy. Recearch on his 150-th
Anniversary. Ed. by Daniel Grimley, Tim Howell, Veijo
Murtomidki and Timo Virtanen. Cambridge Scholars
Publishing, 2017. 401 p.

¢ Opamo mucal, YTO «COBPEMEHHBIE KOMIIO3UTO-
pbl paHblle, YeM HCCIEA0BATENH, YCIbIIaal HOBATOP-
cKkue KadecTBa My3biku Cubenuyca». B ux uncne narua-
uuH [lep Héprop (Per Nergard), dpaniryssr FOr Trodyp
(Hugues Dufourt), Tpucran Miropaii (Tristan Murail)
u Kepap I'pusze (Gérard Grisey), Opuranist [Tutep Mak-
ceein JJaBuc (Peter Maxwell Davies), xopmx ben-
mxamuH (George Benjamin), Onusep Haccen (Oliver
Knussen) u xynmuan Augepcon (Julian Anderson). Cu.:
Oramo I. The Sibelius Problem // Studies in Music and
Others Writings. URL: https://relatedrocks.wordpress.
com/2007/10/01/the-sibelius-problem/ (16.06.2018).
MypTOMSKH TaKX€ 3aTPOHYJI BOIIPOC O BIMSHUU MY3BIKH
Cubenuyca Ha COBpEMEHHBIX KOMIIO3UTOPOB U Ha3BaJ P
UMEH, BKJIIOUAs U TeX, 0 KoM yroMsiHyn Opamo [5, p. 24].

7 Xayann gan cremyrolee OmnpenesieHHe MOAep-
Hu3Ma: «My3bIKalIbHBIH MOJEPHU3M — 3TO TBOPYECKUHN
HPOLIECC, CIIOCOO MBIIUICHHS, MOCPEICTBOM KOTOPOIO
KOMITO3UTOP MBITAETCs OPOCUTH BBI3OB Tpaguuun» [4,
p- 234].

8 CMBICIT BBIP@XKEHHST «METO MOXET OBITh BCTPO-
€H» MOHATEH U3 IPEAbLIYIIUX paccyKaeHui Mypromsaku
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0 TOM, YTO HE BCE KOMIIO3UTOPBI M3JIaraiy CBOM B3IJISIBI
B TeopeTnueckux paborax. CHHOHHMOM METOmy 3/1€Ch
SIBJISICTCSl OPUTMHAJIbHAs TEXHUKAa KOMITO3MIIMH, KOTOpas
¢dopmupoBanacs y Cubennyca Ha NPOTSHDKCHUU JIECSITH-
JIETHH.

® O ToM xe, HO UHaYe MypTOMSIKH Hamucall, pac-
CMaTpHBasl OIIO3MILHUIO KOHCEPBAaTHBHBIN/IPOrpecCHB-
HbIi: «CoOCTBEHHBIN “TIporpeccuBHBIN” myTh Crbenuy-
ca OBbUT OCHOBaH Ha HJice OOBEIMHEHHS JIa 0B HAPOJHOM
MY3BIKM ¥ WX TapMOHHM3alUH C (YHKIMOHAJIBHOU rap-
MOHHEH, CO3/1aHUN TaKUM 00pa3oM s3bIKa, IPH KOTOPOM
rapMOHHYECKasi TOHAJILHOCTD MJIM COOCTBEHHAs! HEOMO-
nanbHOCTh CHOenryca MOTYT YIPaBisTh POU3BEICHU-
em» [5, p. 24].

1"31ech B MEpPBYO OYepelb HYKHO YNOMSHYTb
0 MY3BIKaJIbHOM TPHUJIOKEHHUHU K JIBYXTOMHOMY (DHHCKO-
My nznanmo «Kanesansy (1894-1895), B kotopoe Bo-
17 menoauid. [Togpo6uee 06 atom cm.: FOxkak K. 1.
Bapuanus na temy «Cnbennyc u ¢oapkiopy» // O My3bl-
K€ KOMITO3UTOPOB DUHISHINM U CKaHAWHABCKUX CTPaH:
0. Hayu. ct. [Terpo3aBonck; CII6., 1998. C. 5-17.

'O conepxanuu nekuuu Cubennyca cm.: Humo-
Ba B. 1. My3bika Cubenuyca B KOHTEKCTE KYIBTYPHO-
ucropuueckux nepemeH B OuuisHauu konma XIX —
Hauana XX Beka. IlerposaBopck: M3n-o IlerplV,
2005. C. 142-150.

2B pOoCCHICKOM 3THOMY3BIKOBEICHUH HCIIOIB3YET-
csl TepMHH «cTuxoBod HameB» (Kpacnomonbckas T. B.
[eByeckas xynsTypa HaponoB Kapenuu: oyepku u cra-
1hU. [TeTpo3aBoack, 2007. C. 14).

13 XyTTy-XUNTYHEH 37ieCh UMEeT B BHAY ayrMEHTa-
LU0 JIBYX TTOCIIETHHUX CIIOTOB CTPOKH.

4 CTpOKH HMJIH 9aCTH CTPOK, KOTOPBIMHU MOJIB3YeTCsI
UCIIOJIHUTENb NPU NMEHWH, XyTTy-XWITYHEH Ha3bIBaeT
dopmymnamu.

'S KpacHomosbckas MHIIET, YTO B PyHAX OOBIYHO
cTpooBOIl HameB COCTOMT W3 JABYX CTHUXOB, KOTOPBIM
COOTBETCTBYIOT JIBa MEJIOJMYECKHUX 3BEHA C OKOHYaHNUEM
NIEpBOTO 3BEHA Ha BTOPOI MJIM 4eTBEPTOM CTYIICHHU Jaja
W BTOPOTO 3BEHa Ha IIaBHOW omope Jyazxa. [Ipu paspac-
TaHUM CTPOQBI 10 TPEX-YETHIPEX CTUXOB IOBTOPSIETCS
0o nepBoe 3BeHo, b0 Bropoe (Kpacnomnonsckas T. B.
Vkas. cou. C. 13). [l KapenbCKol pyHOIIEBYECKON Tpaau-
LN XapaKTEePHBI «ByCTPOYHBIC HAIIEBBI C BOCHMHUCIIOX-
HOHM CTPOKOH, B ISATH- JINOO TPEXTOIBHOM TaKTOBOM pa3-
Mepe, ¢ obouHoi onopo# Ha Il crynenm» (FOxak K. 1.
Vka3. cou. C. 12).

' Tloama «JIyoHHOTap» HamucaHa B TOHAJIbHOCTH
fis moll.

'7 BecbMa BEpOSITHO, YTO HJesl MEPexoia BO3HHUKIA
y Cubennyca non BiaustHueM o3MeI JIucra «Jlopenest».

'8 3nech Takke 04eBUIHO BiusiHUE JIucTa.
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MHTepnpeTaums MHOA3bIYHbIX TEKCTOB
B BOKaAbHbIX LMKAax A. CMMUpHOBa

ABTOp CTaThU pacCMaTPUBACT JBCHAIIATh KAMECPHO-BOKAIBHBIX IUKIIOB, HAMUCAHHBIX JMuTprueM CMHPHOBBIM
¢ 1973 nmo 2017 rox, na cnosa V. lllexcniupa, VY. bneiika, C. Konbpumxa, k. Ixoiica, K. Peitn, M. bacé, K. Uccsl,
®. TI'énpaepnuna. bornblias pojb WHOS3BIYHBIX I[MKJIOB B TBOpYecTBe CMHpPHOBa OOYCIOBJICHA TEM, YTO B HHX
Pa3IMYHBIME CIIOCO0AMU peaIn3yeTcsl BaKHEHIas 1J1sl KOMITIO3UTOpa NpodiieMa HHTEPCEMHUOTHYECKOTO MIEPEBO/Ia.

B crarthe aHAMM3UPYIOTCS JIGKCHYECKHE M CEMAaHTHUCCKAE OCOOCHHOCTH TOATHYCCKUX TEKCTOB IIMKIIOB,
3ByYalIUX HAa aHTIUHCKOM, STIOHCKOM M HEMEIIKOM sI3bIKaX, M BIMSHHUE ITUX OCOOCHHOCTEH Ha BHIOODP OTMPEACIEHHBIX
MY3BIKaJIbHO-BBIPA3UTEIBHBIX CPEICTB U KOMITO3UITMOHHBIX TeXHUK. Tak, Hai/ileHa mapauieib MeXa1y BepOaTbHBIM U
MY3BIKaJIbHBIM TOJUA3BIUMEM, XapaKTEePU3YETCs BO3ICHCTBHE JICKCUKO-CEMaHTHUECKOTO TOJISI KIIPUPOJIAy Ha MIUPOKOE
HCIOJB30BAaHUE 3BYKOM300PA3HUTEIBHBIX, COHOPHBIX M aJICaTOPHBIX MPUEMOB, OTPAKCHHE CTPEMJICHUS II03TOB
K MU(OTBOPYCCTBY U CHMBOJIU3MY B MPUMCHCHHUU BH3YalbHBIX 3HAKOB U JJIEMCHTOB MHCTPYMCHTAJIBHOTO TEaTpa.
Baxnyto poib B (hopmupoBaHuu ocoboro mpuctpactuss CMUPHOBA K CEPUUHOCTU CBHITpaiH 3aHATUA ¢ Dumunmom
IeprkoBrYeM — IPOODKATEIEM TPAAUIUI KOMIIO3UTOPOB-HOBOBEHIIEB. B Memnouke, crioco6ax paboThl ¢ CEpUITHBIM
pAAOM, TTOTH(OHNYHOCTH, MUHUATIOPHOCTH (HOPM BOIUIOTHIIOCH BIMSHUE TBOpUeCcTBa AHTOHA BebepHa.

KiroueBsbie cinoBa: komno3utop JAmutpuii CMUPHOB, BOKAJIBHBIIN LUK, TOJIUA3BIYNE, CEPUHHOCTD, MOAJIbHOCTb,
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Interpretation of Texts in Other Languages
in Dmitri Smirnov’s Vocal Cycles

The author of the article examines twelve chamber-vocal cycles written by Dmitri Smirnov from 1973 to 2017
to texts by William Shakespeare, William Blake, Samuel Taylor Coleridge, James Joyce, Kathleen Raine, Matsuo
Basho, Kobayashi Issy, Friederich Holderlin. A large portion of text in other languages in music by Smirnov by
the fact that the problem of intersemiotic translation, which is most significant for the composer, is realized in it by
various means.

The article analyzes the lexical and semantical peculiarities of the poetical texts of the vocals cycles, which are
performed in English, Japanese and German, and the influence of these peculiarities on the choice of certain musically
expressive means and compositional techniques. Thus the parallel between verbal and musical poly-linguity is found,
the impact of the lexical-semantic field of “nature” on broad usage of sound-depictive, sonar and aleatory techniques, the
reflection of the aspiration of the poets towards myth-creation and symbolism in the usage of visual signs and elements
of instrumental theater. An important role in the formation of the special fascination on the part of Smirnov to the serial
technique was played by his lessons with Philip Herschkowitz, the continuer of the traditions of the composers of the
Second Viennese School. The methodology, means of work with the twelve-tone series, the contrapuntal qualities, and
the miniature forms demonstrate the manifestation of the influence of the music of Anton Webern.

Keywords: composer Dmitri Smirnov, song cycle, poly-lingual text setting, serialism, modality, sonorism, sound-
pictorial quality, instrumental theater, William Blake, Matsuo Basho.
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mutpuid Hukomaesnu CwmupHOB (p. 1948)
OTHOCHUTCS K TIOKOJICHHIO «IOCTIIECTHIIECAT-
HUKOB». CTHIIb KOMITIO3UTOpa C(HOPMHPOBAII-
sl TIOJ BITUSTHHEM TaKHX €ro CTapIIMX COBPEMEHHU-
koB, kak 3. Jleaucos, P. lenpun, C. I'ybaiigynuHa,
H. Cupnenpauxos, B. Cunsectpos, 0. Xomnormos,
@. I'epuikoBuY BO BpeMs y4EOB! B MOCKOBCKOH KOH-
ceppatopuu W mpu oOmieHuu B JlomMax TBOpYecTBa
Coroza kommnosutopoB CCCP. HaumbGonee BaXHBIMH
STalaMu MePBOTO — OTEYECTBEHHOTO — IEPHO/Ia TBOP-
yecko Omorpaguu KOMIO3HUTOpa SBILFOTCS: padoTa
penakropoM B u3gareiabcTBe «COBETCKUN KOMIIO3M-
Top» (1973-1980), mocranoBka omep «Tupusas» u
«Tanby» Ha croxeThl Yuubsima breiika Bo @paiibypre u
Jlonmone (1989), yuactre B opraHu3andu HOBOH Ac-
colLMaIy cOBpeMeHHOH My3bIku (1990).

Py6exnoit natoit nius CmupHosa ctan 1991 ron,
KOTJIa OH BMecTe ¢ ceMbEéil mepeexan B BemmxoOpu-
TaHuto, TAe paboran B KemOpumxckom u Kusckom
yHHBepcHuTeTax, B [ongcmurckoM kostemke JIoHa0H-
CKOTO YHHBEpCcHTeTa. biarompusTHbIC YCIOBUS IS
TBOpYECTBA W WCIIOJIHEHUS TPOM3BENEHHUI CIIOCO0-
CTBOBAJIM MPOAYKTUBHOCTH 3apyOeKHOTO TIEpHOAa: 3a
24 roga Ha poJiMHE cCO3/1aH0 59 OMmycoB, 3a TO K€ Bpe-
Mms B Aarmun — 6omnee 120. I[Tocne nepeezna CMupHOB
paboTan HaJg MHOTOYMCIIEHHBIMHU 3aka3amu oT BBC,
BBC Proms, Hemenxkoro paauo, bponcku-Ksaprera,
OKCIIO-2000, opkectpoB Jlonmona, Amcreprama,
JKeneBbl u Ipyrux eBpONEUCKUX U aMEPUKAHCKUX MY-
3BIKAJIBHBIX OPraHU3alui U (pecTuBaeH.

Hnsa tBopuecTBa CMHpHOBa XapakTepHO B3au-
MOJICHCTBUE CEMHOTHYECKUX CHUCTEM Pa3HBIX BHUOB
HCKYCCTBA: My3BIKH, I033UH, TPO3BI, )KUBoNUcH. O60-
raieHue COYMHEHUH B KAHpPaX «UUCTON» MY3BIKH
KOHKPETHBIMH MOHSITUHHBIMU CMBICIIAMH TPOUCXOAUT
HECKOJIBKUMH CIIOCO0OaMU: TPH MOMOIIU IpOrpam-
MHBIX 3arojIOBKOB, (OPMHUPOBAaHUS MY3BIKATBHOTO
Marepuaja Ha OCHOBE MOHOTPaMM, TEXHUKH KPUIITO-
¢onun', purMuueckoro koma asOyku Mopse. Cam
KOMITIO3UTOP THIIIET, YTO «JIETKO MOT ObI MPE/ICTABUTh
cebs B pONM T0A3TA, MOATA-TIEPEBOIYMKA, MUCATEII,
JKUBOITUCIIA, UCCIIEA0BATENs B KAKOW-HUOYIb 00JIaCTH
uckKyccTBa» [5, c. 46]. JleliCTBUTENBHO, SI3BIK BCETna
3aHMMAJI BaXKHOE MECTO B TBOpuecTBe CMUPHOBA, 4TO
MOJTBEPIKIIAETCSI €0 JICATEIILHOCTHIO B KAY€CTBE MY-
3BIKAJIPHOTO U JIMTEPATYPHOTO KPUTHKA, MO3Ta-TIepe-
BOIYMKA. JIuTepaTypHOE NapoBaHHE KOMIIO3MTOpA H
€ro CKIIOHHOCTh K MY3BIKOBEIUECKOW JEATEIbHOCTH
otmeuan FO. Xomonos B ctatse «Hamu B Arrimumy [7].

Emgé B 1968 roxy, Bo Bpemst yuéObI B KOHCEPBATO-
puu, . CMUPHOB HayaJl 3aHUMAThCS IIEPEBOJOM 1103-
3un Y. biielika 1 HaXOIMI ATO 3aHATHE «UYEM-TO IIOXO-
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KM Ha COYMHEHHUE MY3BIKH» (IIUT. 110: [5, ¢. 62]). Bo
BpeMs pabOTHI HaJl IEPBBIM LIUKIIOM HA CTUXH aHIMINH-
CKOTO pOMaHTHKa «BpeMeHa roga» yBieueHue «mepe-
pocio B oOpaieHue B brieifkoBckyio Bepy» [Tam xe,
c. 81]. ImenHo paboTa ¢ TBOPYECKUM HACIEAUEM II0-
3Ta cTaja OHOM U3 MIPUIMH Iepee3a KOMIO3UTOpa B
AHIIHIO U cTIOCOOCTBOBANA TOyYSHUIO CTUTIICHINU B
KemOpumxke. B 3apyOesxHbIii TEpHOA TBOPUECTBA KOM-
MO3UTOP Havall Haubojee aKTUBHO paboTaTh HaJ Iie-
PEBOIOM KaK MaJIOM3BECTHBIX B Poccun aHmmiickux
nostoB XVI-XVIII BexoB (cpemu Hux D.-I. Bpyk,
P. I'eppuk, K. Cmaprt, T. Yarrepton, T. I'peit), Tak u
6onee nonymapHsix (P. bépue, D. Jlup, JI. Kappomn).
Kpome storo, CmupHOB oOpamaercs K TBOPYECTBY
amepukanckux (I. Jlonrdemno, 3. A. Ilo, O. Hom,
V. X. Onen), upnangackux (Jx. Txoiic, V. b. Ueiirc)
aBTOpOB. BaxHoil yacTeio mesTenbHOCTH CMHpHOBA
SIBISIETCS. U3yUCHNUE OCOOEHHOCTEH SIMOHCKOM MO33UHU
U niepeBob! xaiiky M. bacé. Komnosuropy npunanase-
JKaT MepeBO/Ibl HA PYCCKUM 1 aHTJIMMCKUH SI3bIKY MOY-
i 450 Xaiiky?, clejaHHbIe MMOJ PEeIaKinel 3HATOKA
AnoHckoi no33uu Hcao Scynsl.

Takoif OombIIoil 00BEM pabOTHI ¢ MOITHYECKH-
MH TEKCTaMH MOXET ObITh OOOCHOBAaH TEM, YTO HX
nepeBox CMUPHOB HAXOAUT OJIM3KHM K COUYHMHEHHUIO
MY3BIKH M CUHTACT BO3MOXKHBIM TaKXKE NEPEBOI MY-
3BIKAJIFHOTO TEKCTA Ha SI3BIKU APYTUX HCKyccTB. Heco-
MHEHHO, 4TO KpOIOTIMBas paboTa Haja mepeBogami’
MIOMOIVIa KOMITO3UTOPY JIy4YIIe HOHSITH 0COOCHHOCTH
HWHOSI3bIYHOM MO33HH.

Bonpimas poms HHOSBBIYHBIX KaMEPHO-BOKAJb-
HBIX IIMKJIOB B TBopuecTBe CMHpPHOBA OMNpeIeiseT-
Csl HE TOJBKO MX KOJIMYECTBOM, HO M TEMAaTHUCCKUM
pasHooOpa3ueM, BIMSHIEM Ha MPOU3BEICHUS JPYTHX
xaupoB*. B karanore counHeHHH, COCTABICHHOM Ca-
MHUM KOMITO3UTOPOM, MOXKHO HaWTH Oojiee IBaaIaTé
[UKJIOB, HAIIMCAHHBIX HA MHOCTPAHHBIX s3bIKax. Ho
HEKOTOpBIE IMKIBI, MMes COOCTBEHHBIC Ha3BaHUS,
SIBJISIIOTCSI PEAAKLUUSIMH WM TEPENOKCHUSIMH OJIHO-
ro ucxonHoro counHenus. Hanpumep, nuxi «Dream
Journey» («I'pé3bl ckutaHwmii») op. 140 Ha cemHan-
nars xaiiky M. bac€ cran ocHOBOM 1 €11€ YEeThIpEX
BOKAJBHBIX IUKJIOB, OTIMYAIONUIMXCS KOJIMYECTBOM
HOMEPOB M MHCTPYMEHTAJIbHBIM COCTaBOM, a « Y-
BUTENBHBIC HCTOpHM» Op. 46c — mua «Wonderful
Stories»® op. 63a. Takxke KOMIIO3UTOPOM OBUIH CO3-
JIaHBI TIEPENIOKEHISI CEMH ITUKIIOB JJISI HHOTO HCIIOJ-
HHUTEIBCKOTO COCTaBA, a OAWH IMKI OBII COYMHEH
B coaBropctBe ¢ Enenoli n Anucoit ®upcoBsivu’.
Bcero ke x Haganmy 2017 roga CMUPHOBBIM HallUCaHO
JIBEHAALATh OPUTHHAIBHBIX HHOS3BIYHBIX BOKAJIBHBIX
IUKJIOB (cM. Tabnwmiry 1).
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Ta6auua 1. HNHos3bIYHbIE KAMEPHO-BOKAJIbHBIE HMKJIBI /. CMuUpHOBa
Haszpanue nukiaa T'on co3nanus HcToyHuK TEKCTa HUcnonnurenbckuii cocras
«Cpenu 3BE31» 1973 mrecthb xaiiky K. Mccbr roJsioc, (teiita, (. / romoc,
op. 12/ op. 12a/ op. 12b (pen. 1999, Ha si1. A3bIKe® ¥ B mepeBojie AKKOpJICOH / rojioc, OasH,
2012) B. MapxkoBoii CKpHUIIKa
«The Seasonsy» 1979 YEThIPE CTUXOTBOPEHUS roJsioc, (ieliTa, aeT, apda
(«Bpemena rozma») op. 28 V. brieiika’® Ha aHIL. 513.
u B nepesoze Jl. CmupHOBa
«Schicksalslieder» 1980 YETHIPE CTUXOTBOPEHUS TOJIOC U OpraH
(«[IecHu cynp0B») op. 31 @. I'énpepirHa Ha HEM. S3BIKE
Y B 9KBUPUTMHUYHOM IIEPEBOJIE
. CmupHOBa
«Fearful Symmetry» 1981 IIeCTh CTUXOTBOPEHUH TOJIOC U OpTaH / rosoc u ¢m.
op. 32/ op. 32a (pen. 2003) V. baeiika'?
«The Visions of Coleridge» 1987 IISITh OTPBHIBKOB U3 COYMHCHUI rosoc u 10 uHCTpYyMEHTOB!!
op. 48 C. Konmppumxa
«Songs of Love and 1988 YETBIPE CTUXOTBOPEHUS rojoc, KJIapHeT, YelecTa,
Madness» V. Baeiika'? Ha aHIII. SI3BIKE ap¢a, CTpyHHOE TPHO
(«ITecHu nro0BU U Ge3yMHUs») Y B OKBUPUTMHUYHOM IEPEBOJIE
op. 49 . CmupHoBa
«Short Poems» 1991 natb ctuxorBopennii K. Poiin royioc u ¢. / Tooc,
op. 60 / op. 60a 2 KJIapHeTa, aJbT,
BHOJIOHYEI, KOHTpabac
«Three Blake’s Songs» 1991 TpH / YETHIPE CTUXOTBOPEHHS COIpaHoO, 2 KJIIapHETa, ajbT,
op. 61 / «Four Blake’s Songs» (pen. 2010) V. Breiika BHOJIOHYEITh, KOHTpabac /
op. 6la COIPAHO, CTPYHHBIA KBAPTET
«Ariel’s Songs» op. 76 1993 YeThIpe IeCHH APHdIIsL KOHTpPAaTeHOP, 2 O10K(IIeH-
(pex. 2003, u3 «Bypuy» V. lllekcrmpa TBI, BUOJIOHYEITh, KJIaBeCHH >
2013)
«Twilight» op. 113 1998 ISITh CTUXOTBOPECHUM compaso, ¢uieiita, KIapHer,
(pex. 2000) JIx. Jxoiica' nepKyccHs, (PII., CKPUIIKa,
BUOJIOHYEIb
«Dream Journey» 2004 ceMHaauarh xaiiky M. bacé roJyioc, ielita, KIapHET,
(«Yume wa kareno wo», Ha SIM. SI3bIKE M B OKBUPUTMHY- | CKPHUIIKA, BHOJIOHYEIb,
«I'pé3bl ckUTAHUNY) HoM niepeBozie [I. CmupHOBa ¢mn. / ronoc u .
op. 140/ op. 140e Ha PYC. U aHII. 53.
«Proverbs of Hell» 2007, 2016 matHaanars «Ilocnosun ana»'® | romoc u .
IlepBas Tetp. —op. 151, u3 kauru «bpakocodyeranue pas
Bropas terp. — op. 185 u aga» Y. brelika
Tpetbs TeTp. — op. 186

Bce wuHOs3bIuHBIE LUK CMHpHOBA MOHOTpa-
¢buunpl'®. B GONBUIMHCTBE MONUA3BIYHBIX IIMKJIOB, 34
HCKJTIOUEHHEM caMmoro panHero («Cpemu 3BE31»), Uc-
MOJTB3YFOTCA MEePEeBOABI KommozuTopa. 1o sa3bIky mos-
TUYECKUX HCTOYHUKOB ITUKIIBI MOTYT OBITh Pa3eeHBI
Ha TPH TPYIIIIHL

1. Anenutickue yuxavi. B 3TOU rpymnme mnpeold-
NaJal0T COYMHEHHUS, BIOXHOBIEHHBIC TBOPUYECCTBOM
V. bneiika. YBiedueHue Mo33ueil M Npo30il aHMIU-
CKOTO pOMaHTHKa Hadajoch B 1968 rony ¢ mepeBonoB
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ero cruxorsopeHuid. B 2015 rogy CmupHOB nucan o
TOM, YTO W ceiuac OJNICHKOBCKHE «UACH TPOIOJIKA-
10T OBITH B IIEHTPE MOero BHUMaHus. Kak u paHsbIe,
OHM OKAa3BIBAIOT OOJBIIOE BIMSHHE HA MOIO MY3BI-
Ky, a Take Ha Bc€, 4yTo s genato» [5, c. 115-116].
B n30paHHBIX KOMIIO3UTOPOM HCTOYHHKAX OOJIBIIYIO
POJb UIPACT AJUIETOPUYHOCTH 00PA30B M UCIHOIB30-
BaHHE 0COOBIX OJIEHKOBCKHX CUMBOJIOB. OCHOBHBIMH
TeMaTUYECKUMHU JIMHUSAMHU ITUKJIOB SIBISIOTCSA TyMa-
HU3M, TUCTapMOHUSI MHpPa, cB0OO/a IF0OBH, IPOTECT
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MPOTUB PEIUTHO3HBIX 3ampeToB. Jlpyrue dYeTwipe
uukia rpymnmsl — Ha cioBa C. Kombpumxka, K. Poaiin,
V. lllexcriupa, [x. J>oiica — co3gaBajiuchk Ha 3aKas,
IIPY 3TOM KOMIIO3UTOPY OBUIH 3apaHee IMPEeAIOKCHEI
TeMOp BOKaJIBHOTO TOJI0Ca M MPHUOIU3UTENBHBIA CO-
CTaB MHCTPYMCHTAJIBHOTO aHCAMOJISL.

2. Anonckue yukavi. O0a LIMKIA TOTUSA3BIYHBI,
«I'p€3pl ckuTaHMI» CHAOKEH SKBUPUTMUYHBIMHU IIe-
PEBOAAMHU CO CTAPOSIIOHCKOTO SI3bIKA HA PYCCKUN U
AHTIMICKUH. B AMOHCKMX IHUKIaX OTpa3sHiuchk obpa-
3bl, Han0oJIee XapaKTepPHbIE AJIS [T033UH XalKy U TaH-
Ka, — B HUX PacKpbIBAlOTCA KPacoTa U MOITUYHOCTh
OKPY’KAIOIIETO MUPa U MPOCTHIX MOBCEIHEBHBIX CO-
OBITHH.

3. Hemeyxuti yuxka. K Hanucanuio «Schick-
salslieder»'” («Ilecen cynpOb») Ha croBa Ppuapu-
xa ['énpnepnuna, coBpeMennuka bneiika, CMupHOBa
HOATOJNKHYJIO MPOYTECHHE POMaHa HEMEIIKOTO POMaH-
tuka «['unepuon, win OtwmwensHuk B I'penum». 10T
POMaH TOpa3uiI KOMIIO3UTOpA, €ro *KeHy U KOJUIETy
Eneny ®upcoBy cBoeil «ITyOMHHOW TaWHCTBEHHO-
cTeio» [5, c. 87]. My3blkanpHash KOHUEHIUS LHKIIA
IpefonpeaesicHa aHTHHOMMSMH TTO3THYECKOTO TEK-
CTa: IBETyLICH NPHPOAE, CHACTHIO, CBETY, MY3BIKE,
JIeTy ¥ FOHOCTH IPOTHUBOMOCTABIISIOTCS O0BIICHHOCTh
MUpAa JIOACH, 3uMa, TEMHOTA, TUIIIMHA U CMEPTh.

Bo Bcex mmKiIax OTCYTCTBYET CIOXKETHAs CBS3b
Mexay HoMepamu. Kommosutop orbupaer moaxons-
M€ 10 KOHIIETIIIUY WX HACTPOECHHUIO CAMOCTOSTEIb-
HBIC TUTEpATypHbIC COUNHEHHS PA3HBIX JIET WK TPYII-
HUpyeT (pparMeHThl U3 MPOU3BEICHUI OTHOTO aBTOPA.
IIpumepom nepBoro noaxoza ssisercs MUK «[pE3bl
CKUTaHUil», Ileé U3 OrPOMHOTO MAacCHBA HaCIEIHs
Bacé ucnonb30BaHbI UMb CEMHAIIATh XalKy (TISATH
B MEPBOW YacCTH, CEMb BO BTOPOM, MTh B TPETbeH),
IIOCKOJIBKY CTPYKTYPHOM Hieel HUKIIa SBJIETCS OTpa-
JKCHHUE CTPOCHUSI HOPMAaTUBHOTO XalKy, COEpKAIIEro
CeMHaJLaTh CJIOIO0B.

Hpyroii moaxox xapakrepeH ansi 1ukna «The
Visions of Coleridge» (op. 48), rae B kadecTBe mo-
STHUYECKOW OCHOBBI HCIIOJIB3YIOTCSI (pparMeHThl U3
HauOonee 3HAUMTEIBbHBIX 1M03M — «Cka3zaHMe O cTa-
pom mMopexone» u «Kpucrabenby, ceMb CTPOK U3 CTH-
xotBopenus «Kaprtuna» («The Picture or the Lover’s
Resolution»), OTpBIBOK M3 NMUChbMA K JpPYTy MO3Ta
Tomacy Ilynro («Letter to Thomas Poole»), a Takxe
€IMHCTBEHHOE IEJIbHOE COUMHEHHE — «nuTadusy.
Bce necHu 3TOro nukiaa OObEAMHSIOT XapaKTEpHBIC
JUIS MUPOBO33PEHHUS M 3CTETHUKU Konmbpumka TeMbl
OJIMHOYECTBA POMAHTHUECKOTO Teposl, Pa3pyIICHHs
IOHOIIECKHUX HAAEX], OOpalleHus K XPHUCTHAHCKOM
BEpE.
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B BepOanbHBIX TEKCTaxX LUKIOB BCEX TPEX TPy
CYIIECTBEHHOE MECTO 3aHMMAET BOILIOLICHUE JIEKCHU-
KO-CEMaHTHYECKOTr0 NoNs «Ipupoaa». Eciu B ciaydae
C SIOHCKMMHU HCTOYHMKAaMH BHHMMaHME K o0pa3am
OpHPOIBI 00YCIOBICHO BIUSHHEM CHHTOM3MA'S, TO
B TBOPUECTBE €BPOIECHCKUX ITO3TOB HAIILIA OTPasKCHUE
HEOIUTATOHWYECKasi TPAaKTOBKA MPUPOIBI, oOpalieHne
K KOTOpo#l pomnut couuHeHus bieiika, ['€npaepiu-
Ha u Kombpumka [3]. He ciywaitHeiM oOka3biBaeTcs
U HCIIONIb30BaHUE NeceH ApUdNsl U3 LIEKCIUPOBCKOU
«Bypm», B 00paze KOTOPOro NepcoOHNUIMPYIOTCS KaK
CHJIBI TIPUPOJIBL, TaK M CBOOOA YEIOBEYECKOTO TBOP-
4eCcTBa.

My3bIKagbpHAs peann3aiys 00pa3oB NPUPOABI He-
PEIKO CBs3aHA CO 3BYKOM300pa3sHTENbHBIMH 3JIEMCH-
TaMH, KOTOPBIE MOSIBIISIFOTCS BCIIE] 3@ TEKCTOM IOCIIe-
JIOBaTENbHO WM UCIIOIB3YIOTCS Ha MPOTSXKCHUH BCEi
MHHHATIOPHI. 3ByKOU300pa3UTEIIFHOCTh CBOUCTBEHHA
JUISL IMKJIOB BCEX TPEX TPYIHII, HO Spue BCETro peau-
3yeTcsl B «AIOHCKUX» IUKIax. OIUH U3 TaKuX IpH-
MepoB — Ne 15 «Dead Leaves» («MEpTBBIE TUCTHSI»)
u3 nukna «Dream Journey» (cMm. mpumep Ne 1). Bee
MIECHM HTOTO ITUKJIA MUHUATIOPHBI 1 OCHOBAHBI Ha ce-
puitHON M MojanbHON TexHukax. OOpa3 urypmamei
OIaBIIEH JIUCTBBI CO3/AH IIPU IIOMOIIHU BA3KOM IOJIH-
(oHMUECKOH (haKTypHl, B KOTOPOIl OCTUHATHO IPOBO-
JATCS TEPLOBBIE CETMEHTHI cepur — P d, h, b, des,
g e es, a, c as, f, fis. CIpyKkTypa cepuu OCHOBaHA Ha
CIICIUICHUH TEPIUH ¢ CEeKyHJAMH W TPUTOHAMH, IPH
3TOM 00pasyloTcs TPH UYETHIPEX3BYUHBIC «MEPTBEH-
HBIE» (UTYPHI KpecTa, B Ka¥KA0H U3 KOTOPHIX ecTh Be-
6epH-rpymma (3-1) u nagoBslit opueHtup (h moll rap-
MOHHUYECKUH, e moll rapMOHNYeCcKui, f ppurniickuii).
B necne ucnonb3oBaHbl 4 POACTBEHHBIX CEPUIHBIX
pama: P, v R, (GyHKIMS LEHTpanbHOrO 1€MeHTa),
[, IR (MpOM3BOMHBIN SJIEMEHT), @ TAKKE MOJOBHHA
psna P, (KOHTPAaCTHEIN 5EMEHT), BEICOTHOE HOIOXKe-
HHE KOTOPOro OO0yCJOBJICHO NPOBEICHHEM Ha CIOBE
«bor» (stm. Kami, arrn. God) Bo Bcex TpExX BapuaHTax
TEKCTa!

Rusu no ma ni
aretaru kami no
ochiba kana.

The god is absent here...
dead leaves are piling
and all is deserted.

Borom no3a0sIT
9TOT KpaH, I¢ JUILb JIACTBA
MEPTBasl LIypPUINUT.
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. CmupHOB. «The Seasonsy,
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ITpumep Ne 1 . CmupHOB. «Dream Journey»,  (cm. mpumep Ne 3) mocreneHHO yracaromias MOpcKas
Ne 15 «Dead Leaves», T. 1-4  Oypsi u300pakeHa MPH MOMOIIU HEOOBIYHBIX CIIOCO-
Graved =cas6 3 0OB 3BYKOM3BJICUCHUS M HMMIIPOBU3AIMOHHON CBO-
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=7 £ e 001bI, HE OTMEHSIONIUX CTPOTOE INPOBEICHUE CEPUH
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— R B b — B naprusx gueitst (I, ) m ansra (I, 1 ).
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=, e, P " o ITpumep Ne 3
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I'erepodoHHOE MONMMOTHBHOE 3ByYaHHUE AKKOM-
MaHEMEHTa MPEPhIBACTCA TOJIBKO B IPEABIKTOBOM pa3-
nene Ha cioBe «MéprtBasy (sm. Ochiba, cM. mpumep
Ne 2) — B kpaifHHX perucTpax 3acTHIBAIOT IPU3pad-
HO-TUXHEC aKKOP/bl, OCHOBAHHLIC HAa CUMMETPHUIHOM
PaCTIONIOKEHUH COCETHUX 3BYKOB Icis (HOMepa 3ByKOB
B CEPHH OT BEPXHET0 HIKHeMY: 8-2-11-3, 4-5-1-9).

ITpumep Ne 2 . Cmupnos. «Dream Journey»,
Ne 15 «Dead Leavesy, 1. 4347
riid s i : Py :
== E== 3 = 3
o.. o- chi. o- chi- ba...
mjort... mjot- va. mjort-va- ja...
and... and all... and all 1s
P . = 5 3.5
3 —
rpp
—3—

33 3 143

B derhpéx ImmKIax, CHEHHATBHO CO3JaHHBIX

¢ aHcaMOJIEBBIM HHCTPYMEHTAJILHBIM COIPOBOXK/ICHU-
eM («The Seasons», «Ariel’s Songs», «Four Blake’s
Songs», «Twilight»), 3Bykon3o0pasurensHbie 3¢ Qek-
ThI JIOCTHTAIOTCS] COUCTAHHEM COHOPHBIX H, B HEKOTO-
PBIX CIIyYasx, aJeaTOpHBIX MPUEMOB C CEPUIHHOCTHIO.
CTpyKTypa HCHOJB3YEMBIX PSIOB YacTO KOHIICIITY-
anpHa: B «The Seasons» uaes MOCTOSHHOTO Mepexo/a,
KpyroBOpoTa BpeMEH rojia BOILIONIAaeTCs B 0TOOpE Ta-
KHX COCEIHUX PSJIOB, IIOCIETHUE U NEPBbIE 3ByKH KO-
TOPBIX COBIAAIOT, 00pa3yst eI POACTBEHHBIX PAIOB.
[Ipumepom Takoro cuHTe3a SIBISIETCS] KBA3UHMITPOBHU-
3allMOHHBIN 313071 Oypu B kozae u3 Ne 4 «To Winter».
Ilecus ocHoOBaHa Ha cepuu, MOCTPOEHHOI MO MPHH-
LUy TOCJIEN0BATENbHOTO CLEIUICHUS «XOJOAHBIX)»
MHTEPBAJIOB TPMTOHA W MaJION cekynabl: P_— ¢, fis, g,
cis, d, as, a, es, e, b, h, f. CHMMETpUYHOCTb CEpHH CJIC-
Jlaja BO3MOKHBIM HCIIOJIb30BaHHUE TOJBKO 24 psIIOB,
MTOCKOJIBKY TIpsiMasi U UHBEPCUOHHAsI (DOPMBI PaBHBI UX
paxoxomaM. Kpome TOUHBIX M COKpAIIEHHBIX IPOBEE-
HUH PsIIOB, BXKHYIO PONb B (haKType UIPArOT OCTHHAT-
HBIE 3By4aHUs CEpUNHBIX I'PYIIl, BHECEPUIHbIE KOH-
TPAIlyHKTbI, B KOTOPbIX CEpUIHBIN Psii UCIIONIb3YETCS
KaK OCHOBA IJIS JIAJIOBOTO 3ByKopsina. B xome mecHu
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Ne 4 «To Winter», T. 142-143
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3ByKOM300pa3UTEIIFHOCTE HE BCErIa CBs3aHa
¢ obpazamu npupoasl — B Ne 3 «While you here do
snoaring lie» (mukn «Ariel’s Songs», cM. mpumep
Ne 4) mpu oMo COHOPUCTUYECKUX MPUEMOB y Oa-
coBoit omokdneittsl («Khrr...» Ha Broxe u MmynbTH)O-
HUKH TIIMCCAH/IO Ha BBIJIOXE) U apreHKuaTo apQsl Ie-
penaércs nmocanbiBaHue crsimux AsoH3zo u [onzano,
K KOTOPBIM 00paInaeTcs TIaBHbII repoil.

ITpumep Ne 4 . CmupHOB. «Ariel’s Songsy,
Ne 3 «While you here do snoaring liey, T. 1-4

Moderato J = ca 54

=i e

While  you

here do snoa- ring
breath out*

PP, gliss 2,

v i LRSS 1 12 12
[Khrr..]

f simile
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B nmanHOM 1K NP MOMOIIM  3BYKOM300pa3u-
TCJIBHOCTU TMPOUCXOAUT TEaTpaIn3alnd HCIOJIHU-
Tenbckoro nponecca: B Ne 1 «Come unto these yellow
sands» nocJie Toro, Kak ApuaJb IPOCHUT IIPHUCITYIIATh-
€ K OKpY)KalollUM 3ByKaM, MY3bIKaHTBl HAYWHAIOT
«IasIThY» U «KyKapekarb» (cM. mpumMep Ne 5), aB Ne 2 u
Ne 3 comuct, B COOTBETCTBUHU C TEKCTOM, COIIPOBOXK1a-
T TIeHHEe 3BOHOM KOJIOKOJIBYHKA.
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Ipumep Ne 5 . CmupHOB. «Ariel’s Songsy, Craperii-cTaphlii py,;
Ne 1 «Come unto these yellow sands», T. 44-49 [IpbirHyma sArymKa Brayon —
OOUHOKHUI BCIUIECK.
- SR VN SS— . .
= e —F ! b+ CTapuHHOMY 3BYYaHHIO CJIOBa COOTBETCTBYET
bur - - then.  Harke ocoOeHHas TeMOpoBasi OKpacka — B IUKJIC HA XalKy

D %g 5 P Bacé crunmzoBaHo 3By4aHue TpagUIIMOHHOTO aHCaMO-

Rec. : = v ; .

? Bowgh -|waweh, JIs1 CaHKEKY, a B IICKCIIMPOBCKOM LHUKJIEC — 3ByYaHUE
™ %g b T speak: aHcamOJIsl eTM3aBETUHCKUX BpeMeH — broken consort™®
Rec. s g i .

2 Bowgh - wawgh, (Ha3pIBaEMOTrO TaKXKe mixed consort, 4To MOJIEPKUBA-

gliss speak: o
v = ; , - e = oT Pa3sHOTEMOPOBBIH COCTAB, MIIH «KOHCOPA Mopim» —
= sSs .
7 P~ Bowh - vavah OT IMCHH TeopeTnka u komnoszutopa Tomaca Mopmn).
é — . e speak: N O06a u3 >THX aHcamOnel TPaJUIMOHHO HCIIOJIL30Ba-
- S ; /_5\ ’ Bowgh -|waeh, JIMCH JUISL CONIPOBOXKICHUS COJIBHOT'O NEHUS.
e e PeskuM nprUMepoM MOJMCTHIIMCTHKH SBJsieTcst Ne 4

Emé omHON 0COOCHHOCTBIO TOATHUKH HMHOS3BIY-
HBIX ITUKJIOB SIBJISICTCS MOJHSI3BIYNE YETHIPEX U3 HUX U
o0parieHue K ayTCHTHYHBIM BapHaHTaM BepOaTbHOTO
TekcTa: MUKIbl «Dream Journey» u «Ariel’s Songs»
3By4YaT Ha CTApOSATIOHCKOM (IIEPBBIN) U CTapOaHTIIN-
CKOM (BTOPOH) S3bIKaxX, OTIMYAIOIIUXCA OT COBpE-
MEHHBIX [IPOM3HOIICHUEM U HAIMCAaHUEM HEKOTOPHIX
cioB. B nukie Ha cinosa bac€, kpome Mcnonb30BaHus
COOCTBEHHBIX NEPEBOAOB HA AHIIMICKUN M PyCCKUi,
KOMITO3UTOp oOparaercst K TpéM MMCbMEHHBIM CHCTe-
MaM SMOHCKOTO TICbMa: MaHbEraHa, B KOTOPOit cocen-
CTBYIOT KHTalckue HeporH(bl KaHA3H U CUIIa0eMBbI
Juis 0003HAUEHHS TPAMMATHIECCKUX OKOHYAaHHUH CJIOB,
XuparaHa — (pOHETHYECKOoe CHUIabudeckoe MHCHMO,
OCHOBAaHHOE Ha CKOPOIIMCHOM HauepTaHWUH HEPOINIHU-
(oB, X3MOEPHOBCKAs MEXIyHapOAHAs CHCTEMA 3allu-
CH SITOHCKHX CJIOB JIATHHCKUMHU OyKBaMM — POMAHI3H.
[IpommuttocTpupyeM MHUCbMEHHBIE CUCTEMBI U aBTOP-
CKHE TIepEeBOIbI Ha MpUMeEpE MEePBOTO0 HOMEpa IHMKIIa
«Dream Journey» — «Crapblil pya», HallUCaHHOIO,
KaK M ApyTue eCHH, Ha CTAPOIMCEMEHHOM SIIOHCKOM
JUTEPATypHOM sI3bIKE OYHT0, OCHOBAHHOM Ha JIMaJIEKTe
ropoza Kuoro u pacnpocrpanénnom B IX—XII Bekax.
PasHuny B 3By4aHUM U HallMCaHUU MOXHO OTMETHUTh
Ha TIpUMepe cioBa «sArymka»: y M. bacé — kawazu,
B COBPEMECHHOM SIMIOHCKOM s13bIKe — kaeru:

Wit CEERCLKOEE
SZNWIPARTEVIEATOEL

Furu ike ya
Kawazu tobikomu
Mizu no oto

At the ancient pond.
Look: a little frog jumps in —
Just a gentle splash...
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u3 «Ariel’s songs» — «Where the Bee Sucks, There Suck
I», B KOTOPOM TOYHO IUTUPYETCS ABYXTOJIOCHAS! OTHOU-
mEHHas necHs. OHa npunuckiBaetcsi Pobepry JxoHco-
Hy (oK. 1583—1633) — aHIIHICKOMY KOMIIO3UTOPY, COYH-
HMBIIIEMY MY3BIKY IS TIO3[HUX IICKCTIUPOBCKUX ITHEC
U, B TOM 4YHCJE, CO3AABIIEMY ABC MecHHU Uil «bypm».
CMMpHOB LIUTHPYET CTApHHHYIO IECHIO 10 COOPHHKY
Ixona Bunbcona «Cheerful Ayres and Ballads» 1659
roga. CHauajna e€ HCIOJHSIOT COIPaHOBas M TEHOPO-
Bast (pIeHTHI, a 3aTeM OHA BapbUPOBAHHO IOBTOPSETCS
B COJILHOHM MApTUH C aHCAMOJIEBBIM CONIPOBOKICHUEM,
rJe 3Bydar HemoJekapoHHbIE 12-TOHOBBIE MENOIUH H
COKYAOKAIIUe» Y3K00ObEMHBIE YETHIPEX3BYUHBIE MOTHU-
BbI? (cM. ipumep Ne 6).

ITpumep Ne 6 . CmupHOB. «Ariel’s Songs», Ne 4
«Where the Bee Sucks, There Suck I», T. 11-16

u P

o]

, -
Voice o—rr 1S Be 1t [ = [=F ¢ |7}
7 ;

Where  theBee sucks, there suck I, In aCow-slips bell 1 lie
H , —— by — Pamiin Y Fay — i hebpts =
Ve. @ 27 ;
PP ~— _— 45 =
) J— = &5
Hpsd. {@} % : 53 o hete ot T
* P = N

My3bIKaNbHBIA S3bIK OONBIIMHCTBA ITUKJIOB CO-
YeTaeT PasziIMyHble MY3bIKAJbHBIC TEXHHUKH: CEpPHH-
HOCTh, MOJANBHOCTH?!, COHOPUKY. BaxkHyI0 pOIb
B (opmupoBanun ocoboro mpuctpactusi CMHpHOBa
K cepuiiHocTy cbirpan @unmunn I'epmkoBud, ¢ KOTo-
PBIM MOJIOZIOH KOMITO3UTOP 3aHUMAJICS TEOPETHUECCKH-
MU JAUCIMIUIMHAMY B YaCTHOM IOPSAKE MapaieIbHO
¢ yuéboit B MockoBckoii koHcepBatopuu. He Oymet
IpEyBEINYCHUEM CKa3aTh, YTO [ epIIIKOBHY B TO BpEMsI
B MockBe OBUI ITIaBHBIM NPOIOJDKATENEM TPaIHIIUMA
KOMITO3UTOPOB-HOBOBEHIIEB, MPOIICALIINM Kypc 00y-
dyeHus1 y Kaxaoro u3 Hux?2. Ha CMmupHOBa HanOOIb-
miee BIMSHUE OKa3alo TBopuyecTBO A. BebepHa, uro
OTPa3WIOCHh B MENOINKE, CIIOC00ax padoTHI C cepueii,
npeoOafaHuy MOMN(POHUYECKUX NPUEMOB, B Tsre
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K MHUHHATIOPHOCTH (popM. MakcuMansHOE BOIUIONICHHUE
MOCTIeTHSI TeHICHINS HAXOOUT B ITUKJIAX, HAITUCAH-
HBIX [0 TPEXCTPOUHBIM XaKy> M MO CTOJb XKe Kpar-
kuM «ITocimoBuiiam Anma» V. bielika.

OOpamieHre K COBPEMEHHBIM KOMIIO3HMIIOHHBIM
TEXHHKAM YacTO COYCTACTCS C MCHOJBb30BAaHUEM PHUTO-
pHdecKuX (GUryp, U3 KOTOPBIX CaMOI pacHpoCTpaHEH-
HOH sBisiercs urypa kpecra. OHa HEPEIKO SIBISETCS
TEMaTHIECKUM SIIPOM U TIOSIBISIETCS B IBYX BapHaHTax:
«OaxoBCKHUiD» KPecT B 00bEME MaJIoi TEPIUH U KPECT,
COCIIMHSIOIIMM JIBE Manble CEKYHIBI Ha PACCTOSHUH
TpuToHa. Hampumep, Bcsi BOKanbpHAasi MapTusi IIEPBOTO
HoMepa u3 1ukiIa «Schicksalslieder» cotkana u3 kpecto-
00pa3HBIX MHTOHAIMH, HA OCHOBE KOTOPBIX MOCTPOEHA
U My3bIKaJbHas TKaHb WHCTPYMCHTAJIBHOM (DaKTypHL.
Bocnpusatuio kpecTooOpa3HbIX MHTOHAIMI KaK PUTO-
PHUECKHX CIIOCOOCTBYET B JJAHHOM CIIy4ae OPraHHBIN
aKKOMITaHEMEHT U npeodraganue adgexra cTpafiaHusL.

Ji1st TBOpUECTBa MOATOB, K KOTOPHIM 00paraercst
CMHpPHOB, XapaKTEPHO HCIIONb30BaHHE IPEIMETOB U
00pazoB, HECYIIMX OCOOBI CHMBOJHYECKHA CMBICI.
NzBecTtHO Hamuyue 0Opa3OB-CHUMBOJIOB B SITIOHCKOM
1Mo33uM, B No3AHUX Tbecax Y. Illekcnmpa, mMudoTBop-
yecTBo Y. breiika, C. Komppumka, ®@. I'énpaepnrna u
k. Jhxotica. OCOOHSIKOM B 3TOM PsIIy CTOMT 1mo33ust Ko-
‘TIMH PeliH — COBpEMEHHOM 1T03TECChl M YIEHOM, KOoTopast
uccnenosana tBopyectBo Y. breiika u C. Kombpumxka,
MHpPOBBIE peNuru ¥ Mudororuio. B eé «Short poemsy»
CJIOKHO HAlTH CHMBOINBI, HO, IO MHEHHIO CMHpPHOBA,
CTUXU HAIIOMUHAIOT AMOHCKME XalKy, a 110 MHEHHIO
HCCIIeoBaTeNeii’t, — BOIIONIAIOT JOKTPUHY U 00pa3sl
HEOIIATOHNU3MA, YTO CO3AaET JOIOIHUTEIbHBIC CMbIC-
nosble noarekcTsl. Hanpumep, Ne 3 u Ne 5 nukna moryt
OBITH PACCMOTPEHBI B paMKaXx IapaJuTrMbl SMaHAIIH:

Ne 3

Ceromus s
B nuio HeGec Benukoe B3VISAHYIA —
U HeOocBOA CUATOIMI TIISIIEN
BHu3 Ha MeHS.

(mep. . CmupHOBa)

Today as |
Look'd up at the sky's great face
I saw the bright heavens gaze
Down upon me.

Ne 5
JloM aTOT Ma,
XOTb ¥ HE MEHbIIIE, YEM BECh MU, —
U s 5e oquHOKO
KuBy BO BCEM, UTO CYIIECTBYET.
(mep. . CmupHOBa)

22

This little house
No smaller than the world
Nor I lonely
Dwelling in all that is.

CoenuHeHNE HECKOJIBKMX CEMAaHTHYECKHX IUIa-
CTOB B JINTEPATYPHBIX MCTOYHHUKAX OPHUTHHANBHO OT-
PasuIoCh B BOKAIBHBIX IUKIaX CMUPHOBA: My3bIKaJIb-
HBIN 1 BepOaIBbHBIA TEKCTHI JOIIOJHEHB! BU3yaIbHBIMH
3HakaMu. Eciam 3ByKOM300pa3uTENbHBIE 3JIEMEHTHI,
no Y. Ilupcy, ABIAIOTCA UKOHUYECKUMU 3HAaKaMu, 110-
CKOJIBKY OCHOBAHBI Ha ITOAO0OMH, TO BU3yaIbHBIC 3HAKH
OTHOCSITCA K MHJIEKCAM, TaK KaK HAIIOMUHAIOT O3Hava-
eMBbIi O0BEKT M0 KakoMy-rbo mpusHaky. [Tpumepom
sABIseTCs Iecras mecHs 1mkna «Proverbs of Helly
(op. 151). Tekct 3TOI MOCTIOBHULBL, KaK U JIPyTHE TIO-
CJIOBHIIBI IUKJIA, TOCTPOCH HA aHTUHOMUSIX:

The crow wish’d every thing was black,
the owl, that every thing was white.

Bopona xouer, 4To0bI BCE OBUIO YEPHBIM,
coBa — YTOOBI BCE OBLIO OCIIBIM.

BusyanbHble 3HAKU IEPEHIMAIOT [IBETOBBIE TPU3HA-
KU 03Ha4aeMbIX OOBEKTOB: KOHTPACT MEXIY pasiesiaMu
3aKJIFOYEH B JIAJJOBOM OCHOBE (MUHOPHASI aHT€MUTOHHAS
MIEHTAaTOHUKA OT CIis U JOPUMCKUM JIaJ OT ¢, HE UMelo-
mye oOIMX CTyNEHEH B 3BYKOPSIIE), METPOPUTMUKE U
¢aktype. Takum 006pa3zoM, My3bIKaIbHbIH TEKCT IEPBOTO
pazzena BRIVIINUT «9EPHBIMY, @ BTOPOTO — «OEbIMY.

Emé ogaum ciocoboM no6aBieHrs BU3yaIbHOTO
TEKCTOBOTO psijia sIBIsiCTCS 00palieHue K HHCTPYMEH-
TaJbHOMY TeaTpy. UepThl 3TOr0 CHHTETUYIECKOTO XKaH-
pa IpUCYTCTBYIOT B YK€ PACCMOTPEHHOM NPHMEpPE U3
«Ariel’s songs». B npyrom muxne — «The visions of
Coleridge» — ucnonHuTEIsIM-aHCAMOIUCTaM MOPYyYEH
BOKJIBHBIM PENETUTUBHBIA KaHOH, B KOTOPOM peyu-
TaTUBOM IIOBTOPSIIOTCSL CJIOBa MONUTBBL. CIHBasCh
B COHOPHBII MOTOK, OHU OyATO OBI 3Byuar B IIOJCO-
3HAaHUU Iepos, KOTOPBI B 3TO JKE BpeMs MOET O CBOEM
onuHodecTBe. MHTepeceH 3((eKT HeTeMIIepupoBaH-
HOIO 3By4aHUs COJbHOM IApTHM, CO3JAIOLIMNCS IPH
MOMOIIY TIIUCCAH0 MEXTY 3ByKaMU MaJIOi CEKyHJIbI.

B MHOS3BIYHBIX BOKAJIBHBIX IHKJIaX CMHPHOB 00-
pataercsi K TBOpUECTBY IIOATOB PA3HBIX CTPAH U SIOX.
BonbIIMHCTBO COYMHEHUI OCHOBBIBAETCS HA IIPOU3BE-
JICHUSX paHHUX poMaHTUKOB (VY. bneiik, @. I'énpaep-
muH, C. Koabpumx), KOTOpPBIX OObEAUHSIET HMHTEPEC
K (punocohuu U CKIIOHHOCTb K MU(OTBOpUECTBY. Takum
00pa3oM, He YIUBUTENICH MHTEpeC K TBOpYeCTBY JIk.
Jlxolica 1 To, 4TO U3 BCEr0 HACIIEAMS BEJIMKOTO JIpaMa-
Typra Bospoxnenus — V. lllekcriupa — Obiia BeIOpaHa
Omu3Kas M0 3CTETUKE POMaHTHUYeCKasd ApaMa «byps».
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B tBOpuectBe /I. CMupHOBa OTpPa3UINCh YEPTHI
COBPEMEHHOTO HaM IIEPEXOJHOT0 THUIA KYIBTYpHI,
K KOTOPBIM, [0 MHEHHIO HCCJeI0BaTesyiel, OTHOCUTCS
TATOTCHUE K CHHTE3Y UCKYCCTB, Iipeoliiaganne )KUBO-
MMUCHBIX MHTUMHBIX XYJI0’)KECTBEHHBIX 00pa30B, UPO-

HUYeCcKuX 1 Metadoprueckux npuémos?. K kynbrype
MEPEXOAHOTO TUIA OTHOCUTCS M TBOPYECTBO PaHHUX
POMaHTHKOB, TI03TOMY OHH OKa3aJUCh OJIU3KH MHPO-
OIIYIIICHUIO KOMIIO3UTOPA U 3aHSIM Ba)KHOE MECTO B
€ro BOKaJIbHOM TBOPYECTBE.

< MPUMEMAHUA (<

' JI. CMupHOB wucronb3yeT 3 BapuaHTa wIKQpOB,
B KOTOPBIX 3aKJIFOUYCHA B3aMMOCBSA3b MEXly OyKBaMH Jia-
THHCKOTO ¥ PyCCKOTO aJ1()aBUTOB U 3BYKaMH, U 2 BapHaH-
Ta — MeX 1y OyKBaMH ¥ HHTEPBaIaMH.

2 CMHpPHOB TI0JIb30BaJICSA M3MaHHBIM B Tokwo «Iloi-
HBIM coOpanueM xaiiky» bacé 1970 rona, BKIFO9arOIIM
HIOJITOPBI THICSIYM CTUXOTBOpeHHH. Kommosuropom Briep-
BbI€ OblJIa NepeBeICHA HAa PYyCCKUIl A3bIK OOJbIIas 9acTh
ctuxoB. [Ipu pabore Hax nepeBogamMu CMHPHOB HCIIONB-
30Ba 20 HCTOYHHUKOB — aKaJeMUYECKHE U COBPEMEHHBIE
M3JaHUs CTUXOTBOpeHUM bacé Ha AoHCKOM, aHIJIMHACKOM
U PYCCKOM SI3BIKaX, a TAKXKE MCCIE0BATENbCKYIO JIUTE-
parypy. [ Gonee MOIHOTO MOHUMAHKS CMBICHA, 3aJ10-
JKEHHOTO B Xaiiky, CMUpDHOB NIPHBOAUT OOBEMHEIE KOM-
MEHTapHuH, COAEp’Kallle NOCIOBHBIH NEPEBOJ CTHXOB,
aHaIM3 OCOOBIX MOATHYECKUE NPHEMOB, Pa3bICHEHHUE
AJUIIO3UH U MapoJuil HA Jpyrue SIHOHCKUE NO3TUYECKUE
U JIpaMaTHYeCKHE COYMHEHUs, 3HAYCHHE HEM3BECTHBIX
€BpOIEIICKOMY YHTATENIO UIMEH COOCTBEHHBIX M SIBICHUH
BOCTOYHOM KYJIBTYPBI.

3 CyLIecTBYIOT M HEPEBOIBI C POXHOTO S3bIKA Ha
aHmuiickuil counnenuit M. JlepmonroBa, A. Ilymikuna,
I'. AepxaBuna, /1. Xapmca, A. Kaszesa u A. IIpokodse-
Ba U 1p. Hanbonpmree BHuManne CMHUPHOB yAETSET T10-
33un O. ManzgenpmTaMa. DMH30AWNYECKH BCTPEYAIOTCS
MepEBOJIBI TIOA3UH U TPO3BI C APYTUX EBPOIEHCKHX SI3bI-
koB: (panimysckoro (M. IIpyct, Exarepuna 11 Bennkas),
Hemenkoro (@p. I'énpaepnun, X. berre, @. Kagxka), na-
tuHCKoro (Demp).

4 Ilukn «The Seasons» («Bpemena roma» Ha cI0Ba
V. Breiika, op. 28) KoMIto3uTOp mpeoOpa3oBall B YETHI-
péxgactayro Cumdonmro Ne 1 mis GonpIoro opkecrpa
«HAIo00Ke TOTo, KaK XyJO’KHHK ITPEBPAIaeT CBOH SCKH3
BKpacogHoe MoIoTHOY [ 5, . 84], ammkit «Schicksalslieder
(«ITecHu cynmp0Ob1» Ha crioBa @. ['€npaepnuaa) op. 31 cran
ocHoBOM i1 Cumponnu Ne 2, HanMcaHHOW 7SI Kamep-
HOTO OPKECTpa, YETHIPEX CONMCTOB M CMEIIAHHOTO XOpa.

5 TlpousBomubiMu oT «Dream Journey» (op. 140 Ha
CEeMHA/ILATh XalKy JJIs Tojoca, (IeHTHI, KilapHeTa, BHO-
noHueny u (oprenuano) sBisttoTces nukitbl «Old Pondy»
(op.140a Ha mecTh XalKy miIs rooca, GueiTsl u dopre-
nraHo), «East or West» (op.140b Ha deTpIpe XaiKy IS
ronoca u (QoprenuanHoro Tpuo), «Departure» (op.140c
Ha IITh XalKy Ui romoca u ¢oprenuano), «Flute of
Sumadera» (op.140d Ha mBa XaiiKy 1151 TONI0CA U (IICHTBI).

¢ Ob6a 1mUKIa HalMCaHBI UL rojioca W doprenna-
HO ¥ TIpeAHa3HaueHBI I JIeTCKOH aynuropuu. B Oomnee
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paHHEM TIEpPHOJIE KOMIIO3UTOP 0OpaTHicS K OAWHHA/IIA-
TH aHIJIMHCKUAM HapOAHBIM CTUXOTBOPEHUSIM B TIEPEBOJIC
C. Mapmaka, B 6oiee mo3aHEeM — K JBCHAIIIATH OPUTHU-
HaJIHBIM CTHUXOTBOpPEHMSAM. [IpH COXpaHEHHMH BOKalb-
"ol Menommu B «Wonderful Stories» oboramarorcs
(akTypa W TapMOHHS aKKOMIIAHEMEHTA, PACIINPAIOTCS
COJIbHBIE (DOPTEIHAHHBIC ATTNU30bI.

7 Cosmectro ¢ Enenoit ®upcosoii (p. 1950), xe-
soit /1. CmupHOBa, u Asymcoit @upcosoit (p. 1986), nx
nouepbio, Obut HanmcaH nuki «Kubla Khan: a Vision in
a Dream» Ha cioBa C. Komspumxka (op. 163,2010-2011),
nmocBsménnbii C. yoalaynmuHo#. 13 nsatu gacteit uk-
s1a CMUPHOBBIM HallMCaHa NepBast U TPEThsL.

8 B HCHOIb30BaHHOM MEPEBOJIE OTCYTCTBYET CIOTO-
Basi 3KBUBAJIEHTHOCTB 10 OTHOLIEHHUIO K OPUTHHAIY, 1103~
TOMY NIPH MCHIOJIHEHUH Ha STOHCKOM SI3BIKE B BOKAJILHOM
TIAPTHU TTOSBIIAIOTCS JOIIOJIHUTENIFHBIE PACIIEBEI.

% TloaTHueCcKoi OCHOBOM cTanu cTUXoTBOpeHus «To
Spring», «To Summery, «To Autumny, «To Winter», Ha-
MIMCAHHBIE TTO3TOM MPEIIOJIOKHUTENBHO B 14 jeT u Bo-
[IeIIKe B €T0 TIePBBIN OITyONIuKoBaHHEIH cOopHHK «Ilo-
sTHYecKne Habpockm». Kak mucan KoMIo3uTop, «KHUTa
9Ta HAYMHANIACh YETHIPHMSI CTUXOTBOPEHHMSMH IIOpa-
3UTENBHOM KPacoThl — OOpAaIIeHUs 03Ta K AJJIETOPHUSIM
BpeMEH rojga <...> OZ[HOBpCMCHHO B 3TUX CTHUXOTBO-
PEHUAX OXBATHIBAJIICS BECh IIMKJ YEJIOBEUSCKOW KHU3HU:
pOXIeHue, I0HOCTh, 3PEI0CTh, CMEPTHY [5, ¢. 80].

10 B nassanum nukna «Fearful Symmetry» rutupy-
eTcs U3BeCTHAA (paza u3 nocnenneit mecHu « The Tiger»,
TaKXKe HCIIONb3yeMasi B OJHOMMEHHOM HCCIIEJOBaHUU
H. ®pas. Ctuxu B34TH U3 pa3HBIX counHeHUH Y. brefika:
«IToaTryeckux HaOpoCcKoBy, «ManyckpunTa PoccerTmy,
«IleceH onbiTay.

" AHCaMOnb 1eCSITH MY3bIKAHTOB BKJIFOYAET HCIIOJI-
HUTeNeH Ha ¢reiite, KapHeTe, BaITOpHE, YIAPHBIX (Tpe-
YTOJBHUK, 3 MTOJBECHBIC TapENKH, TaM-TaM, BHOpadoH),
ap¢e 1 CTpyHHBIN KBHHTET.

12 Takoe Ha3BaHMe JUTA [IMKJIA BEIOPAHO HE CITyYaifHO:
BCE CTUXOTBOPEHHS B3sITHI U3 «Ilo3THUeCKnX HAOPOCKOB
U TIEpBBIC TPH B OpPHUTMHAJIE O3ariaBieHbl Kak «[lecHsy,
a mocnenuee — «besymuas mecHs» («Mad songy).

B Tocnennss necus « Where the Bee Sucks, There
Suck I» cymectByeT u B BepcuM Ul HCIIOIHEHUS B CO-
TIPOBOXICHUH JIOTHU (0p. 76, Ne 4a, 2008).

14 Bce cTuxoTBOpEHMs B3ATH U3 cOopHuKa «Kamep-
Has My3bika» («Chamber Musicy»), Ha KOTOPBIH OKa3aIu
BJIMSIHUE B TOM YHCJIE€ M TEKCThI aHIIMICKUX MaJpUTaJiOB
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XVI Bexa. My3bIKaJIBHOCTb CTHXOB CZellaja UX IOILy-
JISIPHBIMH CPEId KOMIIO3UTOPOB Pa3HBIX CTUIICH.

15 TlepBast TeTpamp BKIOYaeT B ceOs ceMb MECEH,
BTOpast TETPajib — ISTh, TPEThS — TPH.

16 EquHcTBEHHBIM IUKIOM CMHUPHOBA, COUETAIOIINM
B ce0e CTUXU Pa3HBIX aBTOPOB, SIBISIFOTCS « TpH BOKasb-
Hble MUHHATIOPB 0p. 13a, cozganuele B 1974 rony ams
rosoca u (oprenuaHo Ha TekcTsl O. MaHnensinTama,
M. @yxkarassel, O. Xaitsima. [TockonbKy B IIHKIIE OTpaxe-
Ha pyCCKas 093Ul 1 UHOCTPAaHHbIE UCTOYHUKHU HCIIOJb-
30BaHbl TOJBKO B MEPEBO/IAX, TO B YHCIIE WHOSI3BIYHBIX
LIMKJIOB OH HAMH HE PaccMaTpuBaeTCsl.

17 B npkiie ObUIH UCIIONB30BAHBI YETHIPE U3 IISITH K-
BEPUTMHUYHBIX I1epeBOJOB CMHPHOBBIM CTHXOTBOPEHUI
I'énbpepnuna: No 1 «Hailfte des Lebensy» («Cepenuna xu3-
HU»), u3aanHbie . Bunbmancom B coopauke 1805 roxa;
Ne 2 «Der gute Glaube» («/{oOpas Bepa») u Ne 3 «Der
Kiirze» («Kparkocts») n3 «MaleHbKHX O, OIMyOJIHKO-
BaHHbIX B anmbMmaHaxe JI. Hoiidepa «Kapmannas kHura
Juisi oOpazoBaHHBIX skeHIMH» (1799); Ne 4 «Hyperions
Schicksalslied» («IlecHb cyap0bI ['Hepuona) u3 BTropo-
ro Toma pomasa «l unepuoH, wu OTmensHUK B [ permny.

18 Kombpumk, Kak U bieiik, moHMMAaI MPUPOIY Kak
MIPOM3BEACHHE MCKYCCTBA, IPUHIUI OPraHU4ecKoro
€IMHCTBA qyXa ¥ npuposl. CormacHo 3TOMY HPHHILIUITY,
Ka)k[jast 4acTulia, Kakol Obl MEJIKOM OHa HU ObLIa, conep-
JKHT B ce0e “‘CBOWCTBa BCeil MaTepHraIbHOW BCEIEHHOM )
[2, c. 24].

19 Onuum u3 BUIOB broken consort siBisiercst English
consort. 1o uadopmanuu cioaps Muxasst [Ipetopuyca
(1618), B coctaB aHCaMOJIsl BXOIMIIHA TPU CTPYHHO-IIHITKO-

Gy

BBIX HHCTPYMEHTA, JIBA CTPYHHO-CMBIYKOBBIX (BHOJIA HITH
ckpurika) u ¢uieiita (pekopaep win nomepeuHas gueiira).

20 P, JI>KOHCOH ObLI €€ W JFOTHHCTOM, O3TOMY
CwmuphHoB B 2008 romy cozfan BTOPOH BapUaHT 3TOTO HO-
Mepa ¢ JIIOTHEBBIM CONPOBOXKICHUEM.

2! B HHOSI3BIYHBIX BOKAJIBHBIX IIMKJIAX MPEe00IasaroT
y3KOOOBEMHBIE PACKPBIBAIOIINECS JIA/bl, PEXKE MOMKHO
BCTPETUTH JIa/Ibl OTPAHUYEHHON TPAHCIIO3ULIUY.

22 Hauarp 3anstus ¢ [eprikoBrnyeM CMHPHOBY ITO-
coseroBan IOpuii XonomnoB. My3bIkOoBe# JUYHO BUAET
y I'epiikoBruYa TOKyMEHT O IPOXOXKIEHUU IIOJHOIO Kyp-
ca o0yueHus y BeOepHa u 0 mpaBe mpernogaBath KOMIIO-
3UIMIO ¥ TEOPETUUECKUE AUCIUTIIUHBI [13].

2 He Bce HOMepa mukina «I'pé3pl CKUTaHHUI» HaIH-
CaHbl B CEpUHHON TEXHUKE, B HEKOTOPHIX M3 HUX ObIBaeT
CJI0KHO OINPENEIUTh IPAHMIIBI MEXKIY CEPUIMHOCTBIO U
HenoAeKkapOHHOM ABEHAIIIATUTOHOBOCTHIO.

2 Cm.: Shadi Mohyeddin Ghomshei. Platonic
Philosophy in the Poetry of Kathleen Raine // Studies in
Literature and Language. 2012. Vol. 4, No. 1, pp. 101—
106. Philip Sherrard, Kathleen Raine and the Symbolic
Art // Temenos Academy. Published by The Temenos
Academy. 2008, No. 11, pp. 180-208.

2 Me1 onmpaemcst Ha pabotsl: Bypeikuna H. b. Tle-
pexoaHas 31moxa U peduieKCHsi HCTOPUYECKOTo Ipoliecca
// 3Bectusi Poccuiickoro rocyaapCTBEHHOTO Iearory-
yeckoro yHuBepcutera uM. A. 1. T'epriena. 2009. Ne 118.
C. 109-118; Kpusnyn O. A. XynokeCcTBEHHOE TBOpUe-
CTBO B YCJIOBUSIX OTHOCUTEIBHO YCTOMUYHUBOU U NEPEXO/I-
HOM KyJbTYpHOU 3110XH // DcTernka: y4eo. nocodoue. M.:
Acnexr IIpecc, 2003. 434 c.
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Xp1CTHAHCKMM MeTaTeKCT nponoBeaen EBaHreamns
B UCTOPUM NEBYECKOM AUTYPru4ecKom npakTUKm

[IponoBegHHYECTBO BO BCEX XPUCTHAHCKUX KOH(ECCHIX SBISETCS BaXHBIM (AKTOPOM COXPAHEHHUS H
pacripocTpaHeHHs] OMONEHCKUX IEHHOCTEH, KOHIIENTOB W CHMBOJIOB. BCTpOCHHBIE B CHCTEMY JIUTYPTrHYECKOrO
MPOCTPAHCTBAa (MEPOTONHIO Xpama), OHH 0Opa3yloT XPHUCTHAHCKHH METaTeKCT. BakHBIM KaHAIOM TpPaHCIALUN
PETUTHO3HOTO ONBITA KaK B MPAaBOCIABUH, TaK W B KaTONUIM3ME M IPOTECTAHTHU3ME SIBISIOTCS APEBHHUE TEKCTHI
EBanrenuii, oopMIICHHBIE B TECHOINEHUS IO paslelieHus IepkBeil. HecMoTps Ha KoH(peCCHOHANBHBIE pa3TUIHs,
CTPOCHHE UX MY3BIKATBHO-TEKCTOBOTO KOPITyCa COCTABISIET EAMHOE aKCHOIOTHIECKOEe IPOCTPAHCTBO XPUCTHAHCKOM
IIEPKBH BO BCeX e€ urocTacsx. [ ommieTnka peBHIX OUOIeHCKUX TEKCTOB Hen3MeHHa. B ctaThe Ha MaTepurane Bemnkoro
cmaBocnoBus «CaBa B BRIIIHKX bory, 1 Ha 3emiie Mup, B 4eI0BeKax 6JaroBoJICHHE) MPOAEMOHCTPUPOBAHA PeaTn3aIlist
TEKCTa B HCTOPUYECKH M KOH()ECCHOHAIBHO pa3HBIX Tpamuiusix. CpaBHUTECIBHBIN aHAIH3 MEJIOAWYCCKUX JIMHUI
HMHIAIHATOB TIPABOCIABHOTO, KaTOIMYECKOTO M MPOTECTAHTCKOro necHomeHus «Crasa B BRIIHUX bory!» HarmmsagHO
JEMOHCTPHUPYET aHAJIOTUH B KOHCTPYHPOBAHUH MEJIOANH HA JAaHHBIA TeKCT. Menoans BO BCEX TPAAWIIMSIX BKIIFOYAET
BOCXOAAIIee U 00paTHOE HHUCXOIINEe NBIDKEHHE, YTO HEMOCPEICTBEHHO CBA3aHO C TEKCTOM, IPOBO3MNIALIAIOIIUM
TapMOHUYHOE €AWHEHHE IBYX MHPOB — bokecTBEHHOTO (HEOECHOT0) M YEIIOBEYECKOTO (3EMHOTO).

KiroueBele ciioBa: TeKcT npornoBeau EBaHrenus, XpUCTHAHCKUM METAaTeKCT B pa3HBIX Tpagunuax, Bemukoe
CJIaBOCJIOBUE, aHAJIOTMU MEJIOJUYECKUX KOHCTPYKIUM.

Jna yumuposanusi: Anexceesa I. B., JlomOpayckene I. H. Xpuctnanckuii merarekct nponoseneil EBanrenns
B MICTOPHH TIEBUECKOM JINTyprudeckoit npaktuku // I[Ipodiemsl My3sikanbHO#M Hayku. 2018. Ne 3. C. 26-35.
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Christian Metatext of the Sermons of the Gospel in the History
of Liturgical Practice Singing

In all the Christian denominations, the Sermons remains an important factor for the preservation and dissemination
of the Biblical values, concepts and symbols. Forming an integral part of the liturgical domain (the hierotopy of
the church), it forms the Christian meta-text. An important channel for transmission of the religious experience in
Orthodox Christianity, as well as in Catholicism and Protestantism, are the historical texts of the Gospels formatted
into chant prior to the separation of the churches. Despite the confessional differences, the structure of the body of their
musical texts comprises a unified axiological space within the Christian church in all of its hypostases. The homiletics
of the historical Biblical texts is immutable. In the article the actualization of the sacred texts in historically and
religiously different traditions is demonstrated on the material of the Great Doxology “Glory to God in the highest, and
peace on earth, good will towards men.” A comparative analysis of the melodical lines of the incipits (beginings) of the
Orthodox Christian, Catholic and Protestant chant “Glory to God in the highest!” demonstrates visibly the analogies in
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the constructions of the rocking melodies set to this text. In all these traditions the melody involves an ascending line
followed with a reverse descending line, which is directly connected with the text which proclaims the harmonious
unity of two worlds — the Divine (celestial) and the human (earthly).

Keywords: texts of the Sermon in the Gospel, the Christian metatext in various traditions, the Great Doxology,

analogy of melodic constructions.

For citation: Alekseeva Galina V., Dombrauskene Galina N. Christian Metatext of the Sermons of the Gospel
in the History of Liturgical Practice Singing. Problemy muzykal'noj nauki/Music Scholarship. 2018. No. 3,

pp. 26-35. DOI: 10.17674/1997-0854.2018.3.026-035.

JIMH U3 IPKUX TEKCTOB BTOPOH I1aBbl EBaH-
renus oT Jlyku — «CnaBa B BemHUX bory
U Ha 36MJId MUDP» — MOJIY4YWJ IPETBOPEHUE
B pa3HBIX XpUCTHAaHCKUX Tpaguuusax. Kak Imopus
OH BXOJUT B COCTaB KaTOJWYECKOW MECCHI, aHITIH-
kaHckoi suTyprun. Kak CrnaBHMK H3BECTEH W3
IpeYecKUX MCTOYHHUKOB, TIe mepBas crpoda acco-
LHUUPYETCS C aHI'€JIbCKOM IIECHBIO NACTYXOB, IPOIIE-
BacMOM MMM BO BpeMs NOKJIOHEHHUS POAUBLIEMYCS
MJIaJIEHIly XPHUCTY.
Bepcun HadanbpHOM CTpOdBI TEKCTA:
AbEn €v Dyiotolg Oe@® kol éml yiig elpnvn &v
avBpmmolg evd0Kia.
(epeu.)
Gloria in excelsis Deo et in terra pax hominibus

bonae voluntatis.
(ramumn.)

CraBa Bb BBILIHKUXB Oy, U Ha 3€MJI MUAPbH, Bb 4e-

noBbubxs OiroBonéHie. y
(cmapocnasauckuir)

Cnaga B BeIIHUX bory u Ha 3emite Mup, JTroAsiM O71a-

TOBOJICHHE. y
(pyccxuit)

Ehre sei Gott in der Hohe und Friede auf Erden und

den Menschen ein Wohlgefallen'.
(Hemeyxuir)

I'iMH BOIIEN B COCTAB POXKICSCTBEHCKUX CIIYXkKO
¢ Hayana Il Beka B JJaTUHCKOM JINTypruu, B COCTaB
«YTpeHHEH MOJUTBBD — B ANOCTOJIILCKUX IOCTa-
HOBJIEHUSX V Beka, Kak [Jopus crajl U3BECTEH
B AJICKCaHAPUICKOM Komekce V Beka. JIBmxe-
HUEe dTOTO (pparmeHTa Tekcra EBanrenus ot Jlykm
IIPOCTUPAETCS B BEKAX JI0 CETOAHSIIHETO JHS, OHO
peanusyercsi He TOJIbKO B PoxxaecTBe XpUCTOBOM,
HO W B MACXaJBHBIX CIYX0ax KaK MpaBOCIABHBIX
XPUCTHAH, TaK U KATOJUKOB U MPOTECTaHTOB. IIpu
3TOM, KaK ITOKa3bIBAET ME€BUECKAs MPAKTHKA, OIpe-
nengomuM siapom ClaBHHKA SBISETCA TEKCT, TMO-
3BOJISIIOIIMN JaBaTh Pa3HbIE MY3BIKAJIBHBIE ApaH-
JKUPOBKH, IIPOSIBIIAIOIINE HHINBHUIyAIbHOE HAYAJI0
ABTOPOB KaXJOH MY3bIKaJbHOM HMHTEPIPETALMH.
OO6parieHre K THMHY KOMITO3UTOPOB Pa3HBIX KOH-
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(beccHOHANBHBIX TPEANIOYTEHUH B HCTOPHUH MY-
3BIKAJIPHON KYJABTYpBI TPYIHO TEepeAaTh B MOJTHOM
o0péme. Ot Hukomas /lenmyca y mpoTecTaHTOB U
ot Tenecdopa y karomukos g0 . C. baxa (koTopsrii
OBUT MPOTECTAaHTOM-JIIOTEPAaHHHOM, HO BMECTE CO
BCEBO3MOXKHBIMH XOPaJIbHBIMH 00paboTKaMu CO-
31an Karonmdeckyto Meccy /i moll), oT 3HaMEHHOTO
pocniea 1o JI. boprasuckoro u C. PaxmannHoBa y
[IpaBOCIABHBIX MAacTepoB. [la U BCAKUI COBpEMEH-
HBIM KOMITO3UTOp, O0pamiasich K JyXOBHOW Tpaau-
LIMU, HE B COCTOSHUHM OOONTH CTOJIb TIIyOOKYIO 1O
conepkannio ctpody EBanrenms.

TexcT mepBoit CTPOdBI CIaBOCIOBHSI COIEPIKUAT
TPEXUIIOCTACHYIO KBHHT3CCEHIMIO XPHUCTHAHCTBA.
«CnaBa bory Ha HeOecax» — «rOpHEe» coepKaHue
CTpodBI, «HA 3eMJIe MUP» — CaMO€ TJIABHOE YasHue
BCETO YEJIOBEYECTBA, <JIIONAM OJarOBOJICHHE» —
AHTPOTOJIOTHYECKasl CYyTh XpHUCTHAHCTBA. MIMeHHO
IyOWHA cofiepKaHWA BIOXHOBIIIET MAacTEpPOB-MY-
3BIKAHTOB YCTPEMJIISITHCS K 3TOMY TEKCTY B IOIIBIT-
Kax mcyeprarb Ty BECOMOCTb, KOTOpasi BBUIMBAETCS
OOBIYHO B CHIUTA0MUYECKUE HECIOXKHBIE (OPMBI.

Bmecre ¢ TeM HaydHBIII MHTEpEC MPEACTaBISI-
€T CPaBHUTENIbHBIM aHAN3 JIATUHCKUX (KaToJmde-
CKMX), BU3AaHTHICKUX, PYCCKHX (TIPaBOCIIaBHBIX)
U HEMeNKuX (IMPOTECTAaHTCKHUX) HHTEPIpEeTannui
C TOYKH 3pEHHUsI OocoOeHHOCTeH (HopMHUPOBAHUS
B MCTOPMHM MHMPOBOM MY3BIKAJIIBHON KYJBTYpHI CeE-
MaHTHYECKHX (PUTYP — «YCTOHYMBBIX HHTOHAIIMOH-
HBIX 000pOTOBY», cortacHo Teopun JI. H. Hlaiimyxa-
MeToBOU [7]. OATOBPEMEHHOCTh CYIIECTBOBAHIS
MHTOHAIIMOHHOW JIEKCUKH, NepeAaromeil ceMaHTH-
Ky CTOJNb ITyOMHHOTO TEKCTa, SBISETCS B HEKOTO-
POl CTEeNeHM 3araJikoi, Hy>KJarlelcs B HAy4YHOU
apryMeHTaIiH.

B nanHoii cTarbe aBTOPHI ONUPAIOTCS HA penpe-
3eHTaTHUBHBIE MaTepHalbl BU3AHTUHCKUX, PYCCKHX
pPYKOTIHCEH, a TakKe MPOTEeCTaHTCKOTo xopaia Je-
nuyca.

Putopuka, monoxxeHHasi B OCHOBY PEIUTHO3-
HOHM TIpOIOBEAM, ObLIa OMHON M3 CaMBIX BAYKHBIX
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JUCIUTUTAH KaK B BU3aHTUIICKOM 00pa30BaHNH, TaK
1 TI03HEE B 00pa30BaHUU CPETHEBEKOBOW 3arma-
Ho#l 1 Boctounoli EBponsl. MI3BeCTHBIN XpUcTHaH-
ckuii mponoBeanuk Opures (182-251), a 3aTem Bu-
3aHTUICKas narpucTuka B iuile Bacunusa Bennkoro
(330-379), cB. I'puropust borocmosa (330-390),
cB. Moanna 3naroycra (344-394), ce. Edpema Cu-
puna (ym. 373), «ApeomarutuxoB» (IV B.) u oT-
LIOB IIEPKBH MOCIEAYIOUINX BEKOB PacCMaTpUBAIOT
CJIOBO B Ka4€CTBE LIEHTPAJIHHOTO JIEMEHTa yUeHUs
o npornioeau. [Ipu 3TOM BCsl MaTprcTUKA, HAYWHAS
¢ Bacwina Benukoro, nopuépkuBaeT MHOIO3HA4Y-
HOCTb, TIOJIMCEMAaHTHYHOCTH CJIOBA, B KOTOPOM BBI-
paKeHa KaK BHEIIHSS, TAK U BHYTPEHHSIS CYIITHOCTh
YeJIOBEeKa: «...MYJIPOCTH CBOICTBEHHO PaCIIUPATH
coBo»?. K Havany XVI croneTust puToprka u ro-
MUJIETHKA MOy YHIIN ITHPOKOE IPUMEHEHHE B Cpeie
€BPOINEHCKUX T'YMaHHCTOB, & TAKKE PEITMTHO3HBIX
nunepoB. C OMHOW CTOPOHBI, OHHM IO3HAKOMUIIH
COBpPEMEHHBIN UM 3alaIHbIii MUP C BBICOKHIMH 00-
pa3laMu CBATOOTEYECKOW IPONOBENH, C APYrOd —
3aHJIUCH COCTaBJICHHEM PYKOBOJCTB K IIPOIIOBE/-
HuuecTBy: Pelixnmn u3man «Liber congestorum de
arte praedicandi» (1504), Dpa3sm Porrepmamckuit
— «Ecclesiastes, sive concionator evangelicus»
(1535).

lommietnka y TyMaHHCTOB TpPaKTOBaJach Kak
LEPKOBHAsl PUTOPHUKA, TIOMYMHEHHAS, HApaBHE CO
BCSIKOM puTOpUKOH, 3akoHaM [lunepona u Keunru-
JgnaHa. M3 1ByX HanmpaBJIEHUH FOMUIETHKU — NPO-
gemuyeckoeo, HACTAMBABIIETO HA BJIOXHOBEHHOM
MIPOMCXOXKACHUU TPOMOBEON, U PUMOPUUECKOZO,
TPaKTOBABIIIETO MPOMOBEIh KaK BHJ HCKYCHOTO
0paTopcTBa, — TYMAHUCTHI MPENNOYUTAIN BTOPOU.
Hampumep, B 'epManny CO4MHEHUH 110 TOMUJIETUKE
M3aBaJIOCh Ype3BbIYaiiHO MHOTO. Cpenn Hanboee
3HaUUMbIX — counHeHus: Menanxtona «De officio
concionatoris», «De rhethorica», «Unterricht der
Visitatoren an die Pfarren», B KOTOpBIX OH cieso-
Ban Peiixnuuay n Opasmy; «De formandis concioni
bus sacris, sive de interpretatione scripturarum
populari» (1553) A. l'unepus B «Topica theological»
(1564), Tne maen CBATHIX OTIIOB IIEPKBH O IIPOIIO-
BEI CKOMOWHHPOBAHBI CO B3mIsimamu Jlrorepa Ha
Cesmennoe Ilucanme kak aOCONIOTHBIA STANOH
npornoBenu. B counnennn Bemnepa «De modo et
ratione concionandi» (1562) coenuHSIOTCS B OJHO
1enoe uaeu o npomnosenu Jlrorepa 1 MenanxToHa.

Pedopma rommeruxu M. JlroTepa 3akimodanach
B TOM, YTO, COIJIACHO €r0 YYEHHIO, €IWHCTBEHHO
3aKOHHOE€ COZIEp)KaHHE IMPOIOBEAN HCUEPIBIBACTCS
OykBabHBIM 00BsicHeHHeM CpsieHHoro [lucanws,
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MPEAHA3HAYEHHOTO ISl MPOCTHIX JitoAei. LlenbHoro
Kypca romuieTuku JIroTep He COCTaBHII; HO B CBOMX
COYMHEHMSX, 0COOCHHO MPOIMOBE/IIX (IIABHBIM 00-
pa3om B «Tischreden»), oH 4acTo BhICKa3bIBAJICSA 00
OCHOBHBIX MPHHLIMIAX UX opranu3anyn. Ha 6a3e ero
cyxnennii Hekto [lopta B 1586 romy cobpan kaury
«Pastorale Lutheri». ['mmubI JItoTepa, moCTpOSHHEBIC
0 3aKOHAM MCKYCCTBa KPaCHOPEUHs, C MPEKPACHBI-
MH MENOANAMH, OBICTPO OOpeNH MIMPOKYIO MOITy-
JISIPHOCTH W PACHPOCTPAHEHHE B PA3IMYHBIX CIOSIX
HEMEUKOro 00IIIeCcTBa, CTaB YHUKAJIBLHBIM CPEACTBOM
TPaHCISIIUHU PehOPMATOPCKUX UJICH.

HccnenoBanue CTpyKTyphl CEMHO3HUCA IPEBHE-
TO MECHOMEHHA, KOTOPOe HEOOXOIMUMO JIJIsi OCMBIC-
JICHHUSI €T0 CEMHOTHYECKOTO KOHTHHYyMa, Tpebyer
CIEIMATbHOTO TOAX0Aa B PAaCCMOTPEHWH HHIIH-
nutapHoii ¢pas3pl. CorlacHO 3aKOHaM PUTOPHKH,
WMEHHO B 30HE HaYallbHON (pasbl MoMeniasics
raBHbIA Te3uc. s ero odopmicHus U ycuie-
HUS BBIPA3UTENBHOCTH YacTO HCIOJIb30BAINCH
MY3BIKJIbHO-PUTOPUYECKUE  (QUTYpHI, KOTOpBIE
MPEACTABISIN  COO0M MCKYCHBIE MEJIOANKO-PHUT-
MUYECKHE KOHCTPYKIHH, BKJIIOYAIOIINE CaMble
pa3HOOOpa3Hble CHMBOJIBL, AMOJIEMBI, YHCIIOBBIC
KpunTohOHUU. «3HAHUE PUTOPHUECKHUX (PUTYp CTa-
710 00s13aTEeIFHOM YacThIO 00pa30BaHUS My3bIKAHTA:
B HEMEIKMX 3eMJISIX OHO MePeaaBaioCh OT YUUTENs
K YYCHHUKY», — oTMeuaeT [. 3ajHenpoBckas’.

Putopuueckne ¢urypsl OblTM Ype3BBIYANHO
pacnpocTpaHeHbl B My3blKaJIbHOM mpakTuke XVI-
XVII Bexos kak B EBpone, Tak u B Poccuu, orpa-
XKas CIEeUU(PUKY MBIIUICHHS TOr0 HCTOPHUYECKO-
T0 TEepHona, MPOSBISIOIIYIOCS Yepe3 MPUHITUIBI
«IOSICHEHUSD), «KOMMEHTUPOBAHUS», 00pa3oBaHUS
JBYTUTAHOBOCTH (HAJMWYMS JBYX IapajieIbHBIX
CMBICJIOBEIX PSIZIOB):

— TEKCT U KOMMEHTHPOBAHHUE;

— TEKCT W WLTIOCTPAIHs;

— My3bIKa U QUI0CO(CKO-TIOITUYECKHUI KOH-
TEKCT.

Mys3bIkanbHO-pUTOpHUEcKas (urypa, mpen-
CTaBsOmAs  CO0OM  MEeJIOAMKO-TpauIecKyro
(dopmyry, 3a KOTOPOH 3aKkperuisieTcs yCTOMYHnBOE
3HAa4YE€HHE, CIOCOOHA OTHENATHCA OT HCXOTHOTO
TEKCTa U, TOZ0O0HO aQopHu3My, IepeMeniaTbcs B UH-
TeprekcTyaibHoM npoctpancTse. JI. H. Ilaiimyxa-
MeToBa numet: «O0nacTh 3HaueHUH QopMmupyeTcs
YEJIOBEYECKUM CO3HAHHMEM ITyTEM CO3JAHMS CBS3EH
MEXy MY3BIKAJIbHOW Marepueil U BHEMY3bIKAJIb-
HBIM MHpPOM... <...> IIpn 3TOM 3HaKOBOCTH OIHM3KO
MPUMBIKaET K MPEAMETHOCTH, BHEMY3BIKAIbHBIM
accolMalusM, HarIsJHO-00pa3HbBIM W JIHHEH-
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HO-Tpa)MUCCKUM MPEIACTABICHUSIM, UIrpacT Hau-
Ooree 3HAYUTEIHHYIO POJb B ‘‘OMY3bIKAIMBAHUHU
My3bIKalibHOTO”. CaM K€ MeXaHU3M YCTOHYHMB U
MPOSIBIISECT ce0sl ¢ 3aBUAHBIM MTOCTOSHCTBOM, pea-
TH3ysl CBOM CEMaHTHYECKHE BO3MOXHOCTH 0Jaro-
naps (eHOMEHY MHIPHUPYIOLICH HHTOHAIIMOHHOW
dhopmyne» [7, c. 20].

HMmeHHO 1O3TOMY TIPEACTaBISIET HHTEPEC
HCCIIEIOBAHWE  MY3BIKaJbHBIX  MHTEpIpeTalni
CMBICJIOB TIPOIIOBEIHHYECKOTO TEKCTa Ha OCHO-
BE CEMAaHTUKHM 3HAKOBOW HOTAUMH, MPUMEHSIEMOU
B PYKOIMCHBIX MCTOYHHKAX: BHU3aHTUICKOH He-
BMEHHOM, PyCCKOH 3HaMeHHOM. Beb HoTarus Oblia
MIPU3BaHa 10 MPUHIINAITY «OOTOMYXHOBEHHOCTI WJI-
JIIOCTPUPOBATH MOJUCEMAHTUYHOCTh TEKCTA.

O603HaYNM CTPOKHM, NPUBEAEHHBIE B WILTIO-
CTpalusiX, COIVIACHO BU3AHTUHUCKUM U PYCCKUM
3HaMeHHBIM UcToYHUKaM XIII-XV Bekos:

Cnagsa! B Beimaux bory u Ha 3emie mup,
Jueck Bocpuemier Budueem,
Censiiero BouctrHy co Otuem,

JIHech aHTelbl,

MunazieHna poxxamarocs,

BoronenHo ciaBocioBsT,

Crnagsa! B BemmmauX Bory u Ha 3emite mup,
B uenoBenex 01aroBojieHHUE.

PRNAN DD =

3a4MH B IEPBOI CTPOKE CMEHSETCS npeodnoice-
Huem, COIIaCHO Teopuu nponoseau M. bynrakosa,
B cTpokax 2 u 3. llanee ctpoku 4, 5 u 6 cogepxar
usnooicenue tnaBHOW Mmbican CrnaBHuKa. CTpOKH
7 M 8 TPEeACTaBISIOT 3aKll0YeHUe BMECTE C HpPaB-
CTBEHHBIM npuioxceruem. Penpu3Hblii putopuye-
CKHI ITOBTOP MIEPBOM CTPOKU TEKCTA XapaKTEPU3yET
JPEBHUIM CMBICII TE€KCTa U COYETAHHUE NMPUHLUIIOB
MIPOTIOBENIN C APEBHEW dMQATHUECKON PUTOPUKOH.
HpaBCcTBEHHBIM NPUIIOKEHUEM, HTOTOM IICanMa
CTaHOBHTCS Ujes OarofeHCTBHs B MUpe Bcero Ye-
JIOBEYECTBA, YTO W OOECHEeYMBAET HEMPEXOsIIee
3HAQYEHUE 3TOT0 TEKCTA JJIsl XPUCTUAHCKOTO MUpa.

) pasrar

MA. 1. CpepHeBuzaHTuiickas Hotaums. Xl Bek.
(Poccuinckas HaumoHaAbHas GUOAMOTEKA,
Cr16. Pykonucs, Ipey. 82, A. 76)
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MA. 2. Pycckas 3HameHHast GecriomeTHast

1 6ecrnipusHavHas HoTaums. Ctuxmpaps. Xl Bek.

(bnbanoteka PAH, CI16.
MyseitHoe cobpatme. 34.7.6. A. 90 06.)
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MA. 3. CTuxmpapb KpIOKOBbIN, MoAyycTaB. 1357 r.

(TAaBHOE cobpaHue 6UBAMOTEKM
Tpounue-Cepruesoii AaBpbl.

Cruxupapb. @. 304.1.409, ncx. XV Beka,

B OCbMYI0 AOAIO, 319 AnCTOB,
3acTaBKM KMHoBapHble. A. 86 06.4)
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UA. 4. Ctuxmpapb. 1437 T.
(TAaBHOE cobpaHme 6MBAMOTEKM
Tponue-CeprueBoii AaBpbl.

DoHap 304.1. Ctuxupapb. 407. A. 137 06.9)



G/&\

AyXoBHasg My3blKa

2018,3

Il vag KG' H 2bvabig <75 Qeovdnon.
. con
.)QL’ S 1.

Bl i v, S5 ]

=
an .. 8. o2 W -
e, D T o iz e, S ‘)\:‘)33 e

Ao 00k v v bt gog O ¢ wrotor e & ¢
= ¥
> er o
—;-—‘:,_}.‘.. G Sy X S
= -
mooqn wgetst pna o0 Ve s Enope pov
£
b W -
O\~ MR AR
DS 8
d: xeerar n n Bnow Me e e egn oy wud
C s
5\ S L. SR . |
A\ Y > & N ~F
Ny omoypee ee vy 0t 0 RO T GGOULY
R ~» e
\\:-——\,&.— NN \\)\3 [, S
> T =Y
oo o S B pspov o e € lor 7o

0.7{1!
e
183 3y e
2D T T e T

o

GFé',:o 0570 Te € yIev

e

< s
> i
—7

0o oo ys G K

MA. 5. Xpr3aHTnHOBa nocAaepedopMeHHast HoTaums.
CaaBHuk Ipuropmsg NpoTtoncaata. 1849 r. A. 183¢

AHanmu3 UHTOHAIIMOHHON (QOPMYIbI, HAYHHAIO-
et CaBHUK B IPUBEAEHHBIX 00pa3iiax CpeaHEBH-
3aHTUHCKON, PYCCKOM 3HAMEHHOM, XpU3aHTUHOBOU
HOTAallUW, OTpPaXaeT YCTOWYHBOCTH 3aJ0KEHHOTO
B HEW MepBOHAYAIHFHOTO MHTOHAIMOHHOTO 000pO-
Ta, U3BECTHOTO B HayKe KaK «KWJIMCMa» BU3AHTHI-
ckoit Tpaaunuu [9; 12], mim «kyiau3ma» B PyCCKOi
Tpanuiui. OH ncnob3yeTrcs Ha TeKeT «CraBay Kak
B BU3aHTHICKOM, TaK U B PyCCKOM Tpaguruu. JTH-
MOJIOTHSI TEPMUHA — «KaTaHHE» — MepenaéT IUIaB-
HYIO pacKadKy — OTIeBaHHE OTIOPHOTO TOHA BTOPOTO
WM MIECTOTrO Iiaca, 0003HAYEeHHOTO BO BCEX CIIH-
CKaX, BKJIIOYAIOIINX TPEYECKUe NCTOYHHUKH, — TaM
3TO IJIarajabHbIN JerdTepoc. Beicora 3T0Oro0 rmaBHOro
OIIOPHOIO0 TOHA PA3HUTCS B PYCCKOM M BHU3aHTHIi-
CKOM Tpamuiusx. B BuzaHTHICKON — 31O Mu [11],
B PYCCKOH, Cy/Isl IO MCCIIEOBAHUIO CHICTEMBI IT1aCOB,
—pe [1, c. 238]. Be3ne ykazaHO, YTO ITO «IICAIMY.
JHanee 1mo cTpokaMm OYEeBHIHBI COOTBETCTBHUS (YyHK-
U My3bIKaJIbHBIX (OPMYII: UCTIONL30BAHUE (PUTHI
Ha TekcT «Budneem», mpuMeHeHNE KyIU3Mbl WIN
KIJIUCMBI Ha TekeT «Otuey («Patre» — B BU3aHTHIA-
CKOM BEpCHUH).

PacmmdpoBka MHIUNHUTAPHBIX CTPOK PYKOIIHCH
Cruxupaps XV Beka (wi. 3) maét cueayromuii Me-
JIOIMYIECKHUIA 000POT:

¢da Mu ¢a Pe Jlo Pe; mu-¢a Cons pe-mu Mu-¢pa Corms @a Mu
Cna- Ber1 -me -au —u1- X0 bo-—----- Ty

PaznenbHOpeUHbI TEKCT CO3Ma€T KPY>KEBHOE
[IJIETEHUE UHTOHALUK BOKPYT OIl€BaHUs TOHOB Mu,
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Pe, Conv — 6a30BBIX TOHOB BTOPOTO IJIaca 3HAMEH-
HOTO pOCIIeBa.

MexaHu3MBl TPAHCISIUH JTyXOBHOTO OIIBITA,
n3ydeHHsble [. AnekceeBoii [2], mO3BOISAIOT IPOABH-
HyTbCA B TIOHUMAaHUH 3TUX MPOIECCOB HA MaTrepua-
JIe JaHHOM cTaTbu. B CTpyKType Xy[10’)KECTBEHHOIO
MBIIICHHS TPUBEPKEHIIEB HeMenkol Pedopmariin
JeTko OOHapy)kuBaeT ceOsi BIMSHUE KyJIbTYPHBIX
TpaJulUi U TeHaeHUM 3moxu Bo3poxaenus. Pe-
JIUTHO3HOE UCKYCCTBO OBIJIO OOPAIIEHO K IUPOKUM
MaccaMm M CTaBHJIO LIEJIBI0 MPOSICHATH WAEH BBICO-
KOW HayKH — QUIIOCOMUH, TEOIOTHH, STUKH.

1o aTomy e mpuranMIy B 1522 roxy 011 co3aan
xopan «Allein Gott in der Hoh’ sei Ehr», xotopsbrii
CTaJl HOBBIM 3TallOM TPAHCIIUHA CTApPUHHOTO Iec-
HOTICHHSI, OCHOBAHHOTO Ha KAHOHHMYECKOM TEKCTE U3
EBanrenus ot Jlykn «CnaBa B BemHHX bory u Ha
3eMiIe MHUp, B YeJIOBeKax OmaroBojieHue!» (masa 2,
ctux 14). OH sBisgeTCS TepMaHU3MPOBAHHOHN Bep-
CHEl CTapHHHOTO IECHOIIEHHS, N3BECTHOTO B KaToO-
muium3ame kak Gloria, a B Busantnn kak ClaBHUK.
3a TEeKCTOBYIO OCHOBY OBLI B3ST HEMEIKHIl (JrroTe-
poBckwii) nepeBon bubnmuu: «Ehre sei Gott in der
Hohe und Friede auf Erden und den Menschen ein
Wohlgefallen» («CnaBa Bory B BBIIITHHX»)'.

DAS GLORIA IN €XCELSIS

I S I altkfrd)lic) 7 Nikolaus Dectus 1522

Y - ; , :

W—Va = F—T—H—'—:ﬂtlﬁ——r'—’
Al = lein Gott fn  der Héh [ef Ebr und

o]

do=tum daf nun und nim = mer=mehtr uns

t o e s a1 Tt
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Dank fic [ef = ne
tii) = ren  kann kein

Gna = e,

Stha = e, } €in  Wohl = ge=

T
folln Gott

an ung hat; nun

ift grop Fried obn

'y
2 t et

T wi |

Un = ter = [0f, all
2. Wit loben, prei[n, anbeten didy;
fiir defne Ehr wir danken,

daf du, Gott Vater, ewiglidy
regiet[t ohn alles Wanken.

Ganz ungemef[n ift deine Madyt,
fortg[dyieht, mas DeinWll hat be=
WablunsdesfeinenHetren! [Dadyt:

fehd hat nun ein

€n = bde

3. O Je[u Cheift, Sohn eingeborn
deines himmli[dyen Vaters,
Ver[6hner der’, dfe marn peclorn,
du Stiller unfers Hoders,

Lamm Gottes, heflger Herr und Gott:
nimm on die Bitt oon unfrer Not,
ecbarm didy unfer aller.

4.0 Heilger Geift, dubhédyftes Gut,
du allecheilfam(t Tedfter:
oot Teufels Gmalt fortan behit,
die Jefus Chrift evlffet
durdy grope Martrund bittern Tod;
abmend all unfecnJamme und Not!
Darauf wir uns oetlaffen.
Das lat. Gloria in excelsis erdeutfdt von Nitiolaus Decfus 1522
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MA. 6. TumH «Allein Gott in der H6h' sei Ehr»?

[IpencraBuM HeMEUKHUIl TEKCT B MEPEBOJIE Ha
PYCCKUI, KOTOPBIM HAIVIAHO JEMOHCTPUPYET CBOKO
CBSI3b C KAHOHMYECKUM TEKCTOM M MHOI'OBEKOBOM
JUTYPTrUYECKOM Tpaguuen XpruCcTHAHCKIX KOH]ec-
CHH — KaTOJIMYECKON | TTpaBOCIaBHOM (Tadmura 1).
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Ta6auna 1. «CiaaBa bory B BBIIIHUX)

1. Allein Gott in der Hoh sei Ehr 1. la 6ynet Bory B BHIIIIHHUX YeCTb,

und Dank fiir seine Gnade, U CJIaBa, U XBaJieHbe!

darum daB nun und nimmermehr On munocepa, OH ObUI U €CTh

uns rithren kann kein Schade. [lonarens yTemeHps.

Ein Wohlgefalln Gott an uns hat; OH mpex e AHel Hac BO3TIO0UI,

nun ist grof3 Fried ohn Unterlal3, XpHUCTOM OT ajia UCKYTIHJI,

all Fehd hat nun ein Ende. OCBOOOIMIT OT CMEPTH.

2. Wir loben, preisn, anbeten dich; 2. Te6st mb1, OTue Beebnaroid,

fir deine Ehr wir danken, 3a Bce WEeapOTHI caaBuM!

daB3 du, Gott Vater, ewiglich TBoEH BCECHIIBHOIO PYKOM

regierst ohn alles Wanken, Han Bcem MBI MUpOM paBuM.

Ganz ungemessn ist deine Macht, Ho kto e Bacts TBOO moctur?

allzeit geschieht, was du bedacht. Uro Tel BenullIb, CBEPIIUTCS BMHUT,

Wohl uns solch eines Herren! O boxe Bcemorymwmii!

3. O Jesu Christ, Sohn eingeborn 3. C Otuom Eaunoponnsiii CelH,

des, allerhochsten Vaters, Nucyc Xpucroc Ciacurens,

Versohner derer, die verlorn, Te1 B ckopOu cTpakaymmM OnvH,

du Stiller unsers Haders, Tocrions, MUIIB yTEIUTENb.

Lamm Gottes, heilger Herr und Gott: O Arnen boxwuii, B TpyaHbIN Yac

nimm an die Bitt aus unsrer Not, VeaIbplbp MOJIMTBEI Hallleil rac!

erbarm dich unser aller. [Mommnyii Hac, o boxe!

4. O Heilger Geist, du hochstes Gut, 4. O lyx Cearoii! O 6narogars,

du allerheilsamst' Troster: Uss cuna Hac criacaer!

vor Teufels G'walt fortan behiit, Jait myxa 3ma Tel HaM TOTIPaTH,

die Jesus Christ erloset Konps Hac oH nckymaeT.

durch groBe Mart'r und bittern Tod; 3a Hac xe Uucyc Xpucroc

abwend all unsern Jamm'r und Not! MyueHbs, KpecT U CMepTh MOHEC.

Darauf wir uns verlassen. Ha 1o MBI ymoBaem!

O npuHAUIEKHOCTH pPaccCMaTpuBaeMoOro Ipo- 3.Tuma Ne 132 - «Das Credo
TECTAHTCKOIO Xopaia cTapuHHOM autyprudeckod  (Glaubensbekenntnis)» («Bepyro [CumBom Bepbi]»)
TPaIUIIAU CBUAETENBCTBYET Takke ero (yHkmwmo-  (c. 183);

HaJIPHOE 3HaUCHHE: B 60TOCITY>KeOHOM COOPHUKE JTFO-
tepan «Evangelisches Kirchengesangbuch: Ausgabe
fiir evangelisch-litherischen Kirchen Nidersachsens.
Mit Lektions», n3naraom B ['anHoBepe B 1958 romy u
BKJIIOUArOIIEM OoJiee MATUCOT necHoneHui X V—XX
BEKOB, OH BXOOUT B coctaB «Liturgische gesdnge»
(«Jlutypruueckue TEeCHOMEHHs»). DTOT pasfen B
cOOpHUKE MpeJICTaBIIeT COO0H MOPSI0K HEMEIKOH
MECCHI 110 MOJIEJT KaTOJIMYECKOW U OXBaThIBACT Jie-
BATH TUMHOB C COOTBCTCTBYIOIIIMMU Ha3BaAaHUSAMU Ha
JJATUHCKOM U HEMCIKOM A3bIKaX:

1. I'mma Ne 130 — «Das Kyriey» (c. 181);

2.Tumua Ne 131 — «Das Gloria in Excelsis»
(«Cnaga B BeimrHEX!») (C. 182);
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4. Tumu Ne 133 — «Wir glauben Gott im
hochsten Thron» («Msr BepuM, uto bor B BeicIeM
npecroney) (c. 184);

5. T'umu Ne 134 — «Nach dem Credo» («ITocine
CumBona Beps») (c. 185);

6. 'uma No 135 — «Das Sanctus» («Dreimal
Heilig» — «Tpucpsras necHb») (c. 186);

7. Tumu Ne 136 — «Das Agnus Dei» («Arner
boxwuity) (c. 187);

8. I'mmua Ne 137 — «Das Tedeum» («Te Deum
laudamus» — «Tebs, bora, xBamum») (c. 188);

9. T'mmu Ne 138 — «Die Litanei» («MomneHue»,
«Momnbbay) (c. 191).
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B npuBenénnoM o0pasiie Mbl BUIUM 0003HAYEC-
HHUE 3TOro Xopana B 3ariaBuu kak «Das Gloria in
Excelsis» (c nar. — «Ciapa B BbIHUX!») (1. 7).

DAS GLORIA IN €XCELSIS
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Al = lein Gott fn der Hoh f[ef Ehr und
do=tum dof nun und  nim = mer=meht uns

MA. 7. MHumnmuTapHas ctpoka xopaaa H. Aeuwnyca

Cesi3b xopasia H. lenmyca «Allein Gott in der
Hoh’ sei Ehr» co cTapuHHBIMU TpaJMUsIMU TIPOSIB-
nisieT ceOs ¥ B TOM, YTO IIPU KOMIIOHEHTHOM aHaJIN3e
CHUHECTETUYECKUX EANHUI] (MMEeTCs B BUILy IpOLie-
Iypa mepeBojia MeOJUH WHIUIHNTA B BH3YaIbHYIO
IJIOCKOCTh C TOMOMIBIO TaOMHUIBI U JHArPaMMBI)
yaaéTrca yCTaHOBUTH, YTO HEMEUKas MEJIOAUs SB-
JIIeTCs 3epKaJIbHBIM OTPAaXXCHUEM JIATHHCKOW MeJlo-
nmu Gloria XII Beka.

Menonudeckoe JBHKEHHE IPOTECTAHTCKOTO
TUMHA MMEET MPOTHUBOIMOIOKHOE OT JIATHHCKOTO
BOCXOJIsIIIee HaTpaBlieHHe. JDTOT (akT MOKET CBU-
JIETEeTBCTBOBATh 00 aBTOPCKOM MEPEOCMBICICHUN
HemmycoM ctapuHHOTO NecHoneHus. Jlennyc cos-
JaéT UHBEPCHUIO KAHOHUYECKOW TEMBI, IEPEOCMBIC-
nuBas €€ B HOBBIX COIMOKYJIBTYPHBIX YCIIOBHUSX,
BBI3BaHHBIX Pedopmanueii: 3mech, ¢ ofHO# cTO-
POHBI, — aHb TPAIWINH, YBaXCHHE KaHOHY, CBs-
LIEHHOMY TEKCTY; C IPyTOil CTOPOHBI, — N3MEHEHHE
BEKTOpa PUMCKO-KaTOJIMYECKOTO BapHaHTa Ha CBOU
coOCTBeHHBIN pedOopMalMOHHBIA B3MNISI, B KOTO-
POM MOXKHO YCMOTPETH M HEKUil OyHT, IPOTHUBJICHNE
1 YCTpeMJIEHHOCTh K BrirHeMy 6€3 MOCTOpOHHUX
MTOCPEIHHUKOB, TUIHOE OTHOIICHHE K H/Iee U T. 1.

CpaBHUM MHIMNHUTApHBIE (HPa3bl JATHHCKON M
nporecrantckoi Gloria:

-
Gloria in  excélsis Deo,

=

B w_1]

= | 1]

] - . ] 1}

* Et in tera pax hominbus bonse voluntatis.
- -

-

. e.m T - m |
: —_—

- Laudamus te, benedicimus fle,

] T
- 1]
e - 1)
adoramus  te.

o= —u—i-a. L)

* Glorificamus e,

grities agmus

(] (] (]
propter magnam gloriam  tuam.

MA. 8. «Gloria in Excelsis Deo»?
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Paznoxxum wHOMIHUTapHYIO ¢pa3zy JTaTHUH-
CKOT'O THMHA Ha OTACJIBbHBIC TOHBI U C ITIOMOIIBIO
CXEMBI TOJIyYMM BU3YAJIbHBIA KOHTYP MEIOIHH
(Tabnuma 2).

Taoauna 2.
HNuuunurapHasi Mesaoaus JaTuHckoii Gloria

Tereps aHAJOTHYHYIO MPOLEAYPY MPOU3BENEM
¢ rumaoM H. Jlenmyca (Tabmuna 3) u cpaBHEM 3TH
PHUCYHKHU.

Ta6auua 3. UHuunuTapHas MeJjoausi THMHA
H. JJenuyca «Allein Gott in der Hoh’ sei Ehr»

BuzyanbHO XOpOIIO BHIHO, YTO OHH SIBJISIFOTCS
3epKaJIbHBIM OTPAKEHHEM JpyT Apyra. Uto kacaet-
Csl CBS3M MEJIOIMU HEMEIIKOTO XOpajia CO CTapHH-
HBIMU TPAJAUIMSIMUA, TO MOXKHO OTMETHTH CXOXKEe
C HUMH PHUTOPHYECKOE PElICHUE MEJOJWU WHIIU-
nUTa: HavajgbHas (pa3a COCTOUT U3 TAKUX MY3bI-
KaJIbHO-PUTOPUYECKUX (PUTYp, Kak anabasis (rped.
«BOCXOXKJICHHE) — MOCTYNEHHOE JIBUKEHHE BBEPX
(BexTOp, yKa3bpIBaromuii Ha HeOecHbIi, boxkecTBeH-
HBIH MHp) H catabasis (Tped. «HUCXOXKICHUE)
— TIOCTYIICHHOE JIBWKEHHE BHH3 (BEKTOD, YKa3bl-
BaOIINKA HA 36MHOH, YEJI0BEUECKHUI MHp). ITa KOH-
¢durypanus BIOJHE JOTHYHO COOTHOCHTCS C KaHO-
HAYECKUM TEKCTOM, B KOTOPOM OOO3HAdeHBI 00e
ctepbl — HeOecHoe H 3eMHOe: «CraBa B BBIIIHUX
Bory u Ha 3emie mup!».

I'mmu Hukonayca Jlennyca «Allein Gott in der
Hoh’ sei Ehr» cran omHuM 13 TOMYISIPHBIX MECHO-
IICHUH HE TOJIBKO B I'epmaHuu, HO U 3a e€ mpene-
nmamu. K ero mMenoany HEOMHOKPATHO OOpaIaInCh
KOMIIO3UTOPBI Pa3HBIX HCTOPHUYECKUX IIEPHOJIOB:
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T'arc Jleo Xaccmep (1564-1612), Muxasns Ilpe-
topuyc (1571-1621), I'eapux Lot (1585-1672),
Opunpux Bumsrensm Ilaxay (1663—1712), I'eopr
Oumunn Teneman (1681-1767), Morann Ceba-
cthsiH bax (1685-1750), ®ennkec MennenscoH-bap-
tonbau (1809-1847) u mp.

B 1863 rony Karepuna Yunksopt (Catherine
Winkworth, 1827—1878) cnenana onuH M3 CaMbIX
M3BECTHBIX NIEPEBOIOB 3TOTO TMMHA HA aHIJIMUCKUN
s3bIK: «All glory be to God on high, Who hath our
race befriended!»'°

OTOT TMMH €CTh U B PYCCKOSI3bIYHOM HOTHOM
W3IaHUU MPOTECTAHTCKUX mecHoneHnit 1928 ro-
na (mwr. 9), cocrasnmernom M. C. IIpoxaHOBBIM,
. U. Xuakoseim, A. 1. Keme, H. A. KazakoBsiM
U IPpyTHMH COTPYAHUKaMu npu Bcececoros3nom co-
BETE €BAHTEILCKUX XpHUCTHAH JIeHuHrpaza'l

153. la 6yner Bory B HeGecax.

lla Gyaer Cocnoay caasa so sekn. Mc. 103, 31.
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MA. 9. TuMH «Aa byaeT Bory B Hebecax»

Crnemyer OTMETHTh YCKOPEHHE TEMIIOPUTMA
(hopMynBl «KauaHHsD», KOTOpask OUYEBHJIHA BO BCEX
KyJbTypax Temeph yke He Ha cioBo «CiaBay, a Ha
BCIO HavaJbHYyI0 Qpa3y «CnaBa B BBIIIHUX Boryy,
yto HaOmomaeTcst U Bo «BcenomHoi» C. Paxma-
HuHOBA (1i1. 10). XpOHOTON OCMBICIEHHUS KAIHNCMBI
WA KYJIM3MBI YCKOPHJICS, OJJHAKO MPOIIECC pacKad-
KM HE yTPaTUJI CBOEH CEMaHTUKH. «KOJIIIEKTUBHOCTH
CUTYaTUBHOTO JNEUCTBIS» (M0 M. ApaHOBCKOMY)
NPUBOJHNT K «OOIMIETIOHSITHOCTHY U «OOLIE0CTYTI-
HOCTH» 3TOTO JAPEBHET0 MY3bIKAIILHOTO MaTepHaIa.

JL0BOABHO CKOPO (R8HXeHKE MONOBHHAMH)
140 4,
A 5
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MA. 10. C. PaxmaHnHOB. «BceHowHoe 6AeHve»

Tabauua 4. CpaBHuTEAbHAS TA0JAMLA
HHIMIUTOB MPAaBOCIAABHOI0, KATOJIMYECKOT0
U MPOTECTAHTCKOTO MEeCHOMEeHNSs

«Cnasa B BbiliHMX bory!»

| 1.Cna = BagsuW _Hux 60 . ry "
o

T\_/r _

8 RuW
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Cna 8a HuX

C. Paxmanunos. «Bcenominoe 0aeHue»

.
l-l l. -l -
* & in tera pax hominbus bonee volntitis
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Gléria in  excélsis Deo,

«Gloria in Excelsis Deo»

= lefin Gott fn der H6Eh [ef €hr und
do = tum daf nun und nim = met=mehr uns

v
H. Jemmyc. Xopan «Allein Gott in der Hoh’ sei Ehr»

IIpu cpaBHEHMM MEJIOAWYECKUX JIUHUN WHIU-
IIMTOB TPABOCIIABHOTO, KAaTOJMYECKOTO H TIPOTE-
CTaHTCKOTO MecHomneHus «CnaBa B BEIIIHUX bory!»
(Tabmuma 4) HADISIIHO IEMOHCTPUPYETCS CXOACTBO
B KOHCTPYHPOBAHWU MEJIOAWM HA JAaHHBIA TEKCT:
BOCXOJsillIee M O00paTHOE HUCXOAAIIEE IBHKCHHE,
YTO, Ha HAall B3I, HEMOCPEACTBEHHO CBS3aHO
C TEKCTOM, B KOTOPOM IIPOBO3TJIAIIAETCS TAPMOHIY-
HOE eMHEHHE IByX MHpOB — boxxecTBeHHOTO (HE-
0OECHOTO) U YEIIOBEUYECKOTO (3EMHOTO).

< MPUMEMAHUA (<

' Die Bible. Oder die ganze Heilige Schrift des Alten
und Neuen Testaments nach der deutschen Ubersetzung
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von Dr. Martin Luther. Ausgabe 1912. Verlfg Friedrich
Bischoff GmbH. Frankfurt am Main. S. 1266.
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K Bonpocy o metoae uMtupoBaHusi y Aebroccu
Ha npumepe 6areTa «SALMK C UTPyLLKaAMM»

B crarse paccmaTpuBaoTCsl CIOKETHBIE NepecedeHust Mexnay Oaneramu «llerpymka» Hropst CtpaBuHCKOTO
n «Smuk ¢ wurpymxamm» Kioma Jlebtoccn B acmekTe TBOPYECKOH IMOJIEMHUKH ABYX KOMITO3UTOpOB. LleHTpom
WCCIIEIOBAHNS CTAaHOBUTCSI BBIBICHUE IUTAT, HCIIOIb30BAaHHBIX B Oanere JleOroccH, M METOIBI €ro pPaboThI
C 3aMMCTBOBaHHBIM MarepuaioM. B «Sluruke ¢ urpymkamm» Jle6roccu MpuMEHSIET TP TUIIA IIUTAT. DTO U3TI00ICHHBIC
KOMIIO3UTOPOM [JETCKHE TECEHKH, CHMBOIM3UPYIOUINE AT HETO MHUP AETCTBA, HAMBHOCTH M YHCTOTHIL. 3aTeM —
MEJIOIUH U3 M3BECTHBIX KJIACCHUECKUX COYMHEHHH, a TaK)Ke IUTAThl U3 COOCTBEHHBIX OITycoB. JlIsi KOMIIO3UTOpa
Ba)KHA CEMAHTHKA «Iy>KUX» TeM. OH BBOIUT 3TH IUTATHI 3aByaIUPOBAHHO, UCTIONB3YsI OTJECIbHBIN CETMEHT MEJIOIHH,
HCKYCHO BKpPAIUIAET UX B CTHIMCTUKY COOCTBEHHOTO SI3bIKa, HE CTPEMSCHh K Y3HABAEMOCTH IUTHPYEMBIX MOTHBOB.
CaMOCTOSATETbHBIN CMBICJIOBOH ypOBEHBb B Oayere oOpa3yeT psii TE€M, BBHITONHSIOMHNX (YHKIHH JEHTMOTHBOB.
Wx pasBuTHEe M cMbICH ONM3KM BarHEPOBCKOMY IMOHHUMAHMIO HAa3HA4YCHUS JICHTMOTHBOB KaK CaMOCTOSTEIBHO
JEHCTBYIOMINX MY3BIKAIBHBIX «IIEPCOHAXKEH», MPU3BAaHHBIX PACKPHIBATH MOATEKCTHI CIOKETA M IMOIIMOHAIBHOTO
HACTPOCHUS I'epOEB M TEX WU MHBIX cuTyanui. [IpuBenénnas knaccudukanys nUTaT 1aET BO3MOKHOCTh CAEIATh
CJIEAYIOIINE BBIBOJBI: «UyXKHe» HUTAThl y [leOroccH UrparoT M300pa3uTeIbHO-HIUTIOCTPATHBHYIO POJIb, TOTJA KaK
CaMOIIUTHPOBaHHE MPUOOPETAET OTTEHOK MAPOIUH.
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Concerning the Question of Debussy’s Method of Quotation
on the Example of the Ballet “La Boite a Joujoux”

The article examines the overlaps of the plot of Stravinsky’s ballet “Petrushka” with that of Claude Debussy’s
ballet “La boite a joujoux” in the aspect of artistic polemics between the two composers. The focal point of the research
is revealing the musical quotations placed into Debussy’s ballet and the method of his work with derived musical
material. In “La boite a joujoux” Debussy makes use of three varieties of quotations. These are the composer’s favorite
children’s songs, which symbolize for him the world of childhood, naiveté and purity. Then there are melodies from
well-known classical compositions, as well as quotations from his own oeuvres. The composer feels the importance of
the semantics of “alien” themes. He brings in these quotations in a covert manner, applying a separate segment of the
melody, artfully implementing it into the style of his own musical language, not aspiring towards the recognizability
of the quoted motives. A self-sufficient semantic level in the ballet is formed by a number of themes which carry out
the functions of leitmotifs. Their development and meaning are close to Wagner’s understanding of the purpose of
leitmotifs as independently active musical “protagonists” called upon to disclose the implications of the plot and the
emotional mood of the main characters and various situations. The applied classification of quotations presents the
possibility of coming up with the following conclusions: Debussy’s “alien” quotations play a depictive and illustrative
role, while his self-quotation acquires the tint of parody.
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0

xaHpy Oanera JleGroccm oTHOCHWIICS Ha-
cropokéuno. Jlume sHTYy3Ma3zm Cepres
JlsrrieBa, BO 9TO OB TO HU CTajo JKEJaB-
HIETO «3aIOJIyYUTh» 3HAMEHHUTOTO (PAHIy3CKOTO
KOMIIO3UTOpa B aduiy, cMOr 3actaBuTh [ebroccu
nornpoOoBaTs ceds B 3TOM 001acTH MY3BIKaJIHLHOTO
Tearpa. HanmoMHHMM, 4TO IEpBBIA ONBIT UCIOJb-
30BaHusl My3biku JleOroccu B Oanere ObUT CBsI3aH
¢ «lIpemogueit k “IlocienonyieHHOMY OTIBIXY
(daBHa”», xOpeorpapUuEcKd HHTEPIPETHPOBAH-
mol Bamwrmasom HmxuackuMm. OneIT okazaiacs He
CJIMIIIKOM YJAQYHBIM ¥ BBI3BaJl CKaH/AJ, MOCKOJIBKY
TaHIOBIIUK M3JIUIIHE HATYPATUCTHIHO H300paxa
3POTUYECKHE IPE3BI Feposl.
3arem J[eGroccu mumieT mo 3akazy Jlsrwre-
Ba «Urpe» (1912) — oguH M3 MEepBBIX IPUMEPOB
OeccroxerHoro Oanera. B unrepsrio lebroccu co
CBOWMCTBEHHON €My MPOHMEHN BBICKA3aJICS O JKaH-
pe Oanera Tak: «5 He YeNOBEK HayKH; MOITOMY S
TJIOXO MTOATOTOBIIEH, YTOOBI TOBOPHUTH O TAHIIE, 110-
CKOJIBKY CETOJIHSI HUKTO HE TIO3BOJIHT cebe cKa3aTh
YTO-JIN00 00 3TOM JIETKOM M CYETHOM TIpE/IMETE, HE
HaIyCTUB Ha cebs JOKTOpCKOW BaxkHOCTH. [0 co-
YHUHEHHUs Oayera s He 3HaJ, YTO Takoe xopeorpad.
Tenepp — 3HAIO: 3TO TOCHOJWH, BECbMa CHIIbHBIN
B apudmMernke. S emé HE OUYCHB dPYAMPOBAH, HO
BCE )K€ yCBOMJI HEKOTOpBIE ypOKH... Bot, Hampu-
Mep: pas, ABa, TpH; pa3, Ba, TPHU; pa3 1Ba, TPH,
YeThIpE, MATh; pa3, 1Ba, TPH, YETHIPE, MATh, IECTh;
pas, ABa, TpH, pa3, 1Ba, TpU (HEMHOTO OBICTpEe)
— W 3aTeM MOIBOJUTCS HTOL. JTO Kak OyaTo OB
HUYETO HE 3HAYHUT, U a0COIIOTHO BOJHYIOIIE, 0CO-
OCHHO Korja mpobOiema TocTaBiIeHa HEeCpaBHEH-
HeIM HikuuckuM. [Todemy s, Oyaydn 4enoBEeKOM
CIIOKOWHBIM, ITyCTHJICS B aBaHTIOPY, CTOJb YpeBa-
Tyto mocneactsusiMu? [loTomy, 4To mpuxomuTCcs
3aBTpaKaTh, ¥ MOTOMY, YTO OJHAXKIBI S 3aBTpaKal
¢ Cepxem /lsSruneBbIM, YeIOBEKOM YCTpallaio-
UM ¥ OOBOPOXHUTENBHBIM, Y KOTOPOTO 3arlisica-
mu 661 kaMHU. OH TOBOPHJI MHE O CIIEHApHWH, 3a-
ITyMaHHOM HmKWHCKHM, CIeHapuu, CO3JaHHOM
U3 TOTO “HEYJIOBHMOTO”, W3 KOTOPOTO, KaK s IO-
HUMAIO, JIOJDKHA CKJIa/ABIBaThCs OajeTHas mosma:
TaM OBUI MapK, TEHHHC, CIIy4aiiHas BCTpeda JBYX
JIEBYIIEK W MOJOAOTO YeJIOBEKa B IMOMCKax 3are-
pABLIETOCS Ms4a, TAMHCTBEHHBIM HOYHOW MEW3ax
C YeM-TO CJeTKa HeOOPBIM, 4TO BBI3BAaHO THMOIi;
MPBDKKH, TOBOPOTHI, NPUYYIJIUBBIE PHCYHKH B
TaHIEBAIBHBIX A — BCE, YTO HYXXHO, YTOOBI BBI-
3BaTh K KU3HHU PUTM B MY3BIKAJILHON aTMocdepe»
[2, c. 199]. BeaymmuBasce B 3Ty HapTUTYPy, YXO
BBIWICHSET YIUBUTEIbHBIE 00OPOTHI, MPEIBOCXU-
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marone «BecHy cBsamennyo». Cyas mo Bcemy,
CTpaBHHCKHII MOMEHTAJBHO OTpEarupoBasl Ha
HaxOJKH CBOEro KyMHpa M MHOTO€, KaKk OOBIYHO,
JIOPa3BUII, IEPETNIABUB KypPTya3HbIE 3aUTPHIBAHUS
B CyPOBBIE SI3BIYE€CKHE PUTYAbI.

Crnenyromeil 6aneTHOW MapTUTYPOW TOJDKHA
Obuta crath «KaMmay: Hag 3THM counHeHUeM [le-
6toccu paborar B 1910-1912 romax, HO OHO Tak
W OCTanoCh MPH JKU3HM KOMIIO3UTOPA HEOKOH-
yeHHBIM. C omHOHN cTOpoHBI, «Kammy» morecHu-
J1a My3bIKa K MucTepun «MyueHndecTtBo CBSTOTO
Cebacteanaa» (1911), ¢ npyro# — «Suuk ¢ urpym-
kamm» (1913), KoTOpBIN, O CYyTH, MPOTOJKAET
teMy «Urp» m «urpbl». I'epoH-KyKiIbl UIparoT
B «KHUBBIX JIIOZIEH», IEPEKNBAs BIOJIHE YeIOBEUe-
CKH€ YyBCTBa.

CobOcTtBenHo Oanerom [lebroccu mpou3sBee-
HY€ HUKOTJa HE CUHTAJ, TO Mpeasaras UCIOIHATh
€ro TeaTpoM MapHOHETOK, TO BBIIBUTasl MBICIH 10~
py4YuTh TNIaBHBIE ponu AeTsaM. [Ipu sToM rosopm,
4yTo OayieTMeiicTep TYT HU K YeMy M JOCTAaTOYHO
TEAaTPaJIbHOIO PEKHUCCEPA, KOTOPBIM HAMETUT PH-
CYHOK Mm3aHcleH [3, c. 236]. B untepssio 1914
rona JleOroccn BbIckazaics Oosiee MPOCTPaHHO:
«“Smuk ¢ urpymkamu’ TpeArnoyaraeTcs MmaHTo-
MHMMOM Ha MY3bIKYy, HAIIUCAHHYIO MHOH B POXJe-
CTBEHCKMX W HOBOTOIHHUX ajabOoMax g mereit!
[IpousBenenne mnpeaHa3zHadyaeTcs ISl pasBile-
yeHus netell — u He Oosee. Ilpecwr u3 anmpOOMOB
HaJ0 COEAMHHTD, CAEIAaTh U3 HUX TPHU KAPTHUHBL...
Copepxanmne? O, oueHp mnpocrtoe. KaproHHBII
BOMH JIIOOWT KyKJy; OH CTapaeTcs A0Ka3arh e
3t0. Ho KpacoTka m3MeHseT eMy C NOJUIIHHEIEM.
OTO JOXONWT 10 CBEJEHUS BOWHA, U MPOUCXOIAT
y>)KacHbIE BeIIM: OO MEeXAy IEpEeBSHHBIMU COJI-
JaramMu 1 nonumuHeasMu. C1oBoM, BITFOOIEHHBIN
B KpacaBHIy-KyKJIy BOWH TSKEJIO paHeH BO Bpe-
Ma cpaxkeHus. Kykma 3a HUM yXaXuBaeT H... BCE
KOHYaeTCs KaK HeJb3d Jydine. Bel BUauTe, 4TO
3TO HaWBHO... YUCTO MO-AeTcKU. Ho uToObI mepe-
naTh 310 B Tearpe!.. UToObl HAUBHOCTH ObLIA €CTe-
ctBeHHOM!.. YTOOBI y TEHCTBYIOIIHX JIUI] OCTAIINChH
YIJIOBaThIE ABM)KEHUS KAPTOHHBIX MEPCOHAXKEN, X
CMeIIHasi BHEITHOCTH, CIIOBOM — UX XapakTep, 6e3
4ero mbeca TepsieT cMbici!.. He mpencrasisiio cebe
BO3MO)KHOCTH OCYIIECTBUTH 3TOT 3ambicen B Ko-
MHYecKoi omepe» [3, c. 236-237].

Croxer «Slmmka ¢ urpyurkamm» Jlebroccu npu-
HEC XyOOXKHUK AHIpe Oiie, BBITYyCKABIIUN WII-
JIOCTPUPOBAHHBIE KHIDKKH-KOMUKCHI JJIS1  JeTel
C IOCTOsSIHHbIMH Teposmu — Kyxuol, ITonumune-
nem, Coigarom.
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Coxpanunach mepenucka Mexay Omie u [le-
Oroccu, BCKPBIBAIOIIAs HEKOTOPBIE IOAPOOHOCTH
TOTO, KaK CKJIaJ[bIBAJIOCh COTPYIHUYECTBO U pa3pa-
OaTbIBaIach KOHIICIIHNS counHenus'. [lepBoe nmuch-
Mo marupoBano 20 umions 1913 roga m comepkut
nH(popmarmio, uto [lebroccn aHOHCHPOBAJ CBOEMY
n3narento JKaky JlropaHy HaMepeHUE COYMHUTH
OaseT Ha CIOKET Jiie W MPEUIOKMIT 3aKIIOUUTh
KOHTPAKT. A yxe 25 uroisi OHH 00CYKAaf0T JeTalln
WLTIOCTPATUBHOTO OQOPMIICHUS U3aHus (KaK BUII-
HO M3 mHUCcbMa OT 27-ro WioHs, JfopaH pemmi BbI-
IIyCTUTH OTJENBHBIM aIb0OMOM BCE PUCYHKH DJlIe
K «SIIMKy ¢ UTpyIIKamMmn»?).

«Jlebroccn — Auape Dme

25 mtona 1913

Hoporoii Mche,

[IpoctuTe, 9TO 5 BaM JI0 CHX MOP HE OTBETHIL. ..
MEHSI HACTUT THHTHBHUT. DTO CKBEPHO, HEBBIHOCH-
MO, U B TO )K€ BPEeMsI 3TO BOCTIaJIEHHE — €THHCTBEH-
Has BOSMOKHOCTBh COCPEIOTOYNTHCS Ha paboTe.

Bamm pucynkn mens nopanosanu. HyxHo nu
rX BaM BepHyTh? HecMOTps Ha coxaneHue, 4To 5
C HAMH PacCTaHyCh.

Heckonpko HE3HAUNTENBHBIX 3aMEUaHHUH.

Ha nepBoil crpaHuile MajeHbKUH MENAIBOH,
MHE Ka)KeTCsI, PACIIONIOKEH CIHUIIKOM HH3KO. [lo-
mpoOy#Te ero MoOMeCTHTh MPOCTO B IieHTpe. JInbo,
ITOCKOJIbKY COBEPIIEHHO MPaBUIBHO, YTO BBl XO-
TUTE CIENaTh PO3y CAMBIM Ba)KHBIM DJIEMEHTOM,
rmoueMy OBbI JIJIsl 3TOTO HE HCIOJB30BaTh MEPBYIO
cTpaHuIry?®

B cr. W

'Qa Boile clJom_JJoux

u(Pet |'>our enf’u ll-ts

NA. 1

B urore, Bc€ B 3TON MaJIeHBKOM Tpareuu 3aBsi-
3aHO Ha OPOIIEHHOM po3e!

C Tex mop, Kak CyIIeCTBYIOT KESHIIIUHBI U PO3bI,
OTO BCUHAA UCTOPH.

Crpanniia BOceMb — HaCTOSIIIEE Iy/0, 1 BBl MO-
)KeTe npoaoikark. C MOeH CTOPOHBI 51 cepbE3Hee
HavYHy U3ydaTh UTPy Ha Oapabane.

C 6ompmmioit cummarueit, Bam Kion JleGroccmy»
[9, p. 1646-1647].
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[Ipomomxenre oOCyXIeHUS MBI BUANM U B TI0-
CIIETYIONINX MTHChMaX.

«[lebroccu — AHape Dite

29 urons 1913

Hoporoii mcre,

BBI, HaBCPHOC, HC MTOJTYYHJIU MOCTO IMUCbMa U3-
3a ommoOKu B aapece?

S Bac mpocuii, Cpeay IMPOYero, PacloiIOKUTh
PO3y Ha TUTYJIHLHOM JIMCTE, B HCHTPEC, 110/ CJIOBaAMU
“Smmk ¢ wrpymkamu...”, mpudeperas Croprpu3
JUIS CIIeAYIOIUX cTpanull. M, kpome Toro, ata po3sa
HMEET ONpeneaEHHY0 BaKHOCTD JIJIS JIF000r0 mep-
conaxxa. He GecrmokoiTech 3a ClI0Ba, Kacaroluecs
MY3BIKH, KOTOpbIe OyIyT BHadasie KOMMEHTHPOBAThH
MPEABIAYIIYI0 HIUTIOCTPAILINIO0, 3aTeM COZICPKATh
HEO0OXOMUMEBIE YKa3aHUSI.

Co Bceii cepaeyHOCThIO,

Kiton debroccm» [9, p. 1648].

«/[lebroccu — AHape Dite

7 aBrycta 1913

Hoporoii mcre,

S mepexxun qHU 3acyXH, B TEYEHHE KOTOPBIX 5
ObLT TI000CH IO0JII0, OMYCTOMEHHOMY CapaH4oil. ..
OTO0 HE HOBO, HO BCET/a TaK HEMPHUSITHO.

Tem He MeHee mepBas KapTHHA MOYTH TroTOBA!
Most My3bIKa He pagyeT IPOCTOTONH OYEPTAHUM, KaK
BalllM pUCYHKU. MI3BHHUTE €€, IPUHUMAs BO BHUMA-
HUE JOOpbIe HAMEPEHHUS.

MHe mnoKa3aiu penpoAyKIHH, KOTOpPBIE S Ha-
mEN MPEeBOCXOASIIUMHI TO, YTO JEIAETCS OOBIYHO
JUTA WUUTFOCTPAIIHIL; TI0 3TOMY TIOBOZY HE CTOUT KO-
n1e6aThCs, €CIH BBl CTOJIKHETECH C TPYIHOCTAMH.

OdeHb pafl, 4TO MBI JOCTUIIIH COINIACHUS I10 TIO-
BOJIY PO3BI, NTYOOKO YBaXKalOIIHUi Bac

Kiton debroccm» [9, p. 1651].

«Knox [lebroccn — Arnpe Dmre

27 aBrycta 1913

Hoporoii mcre,

W3MyueHHBI COCTOSHMEM MOEH Marepu, Ha-
CTOJIBKO CEpbE3HO OOJILHOM, YTO CHelaeMblid Oec-
MTOKOMCTBOM 51 HE MOT BaM HU OTBEYaTh, HU 3aHU-
Marbcsi HamuM «Sumkom». MHE KaxXeTcs, 4To
HY>KHO Pa3BECTH, PACIOJIOXKHUB 110 yIJIaM, MEJIOANN
[JIaBHBIX TNepcoHaxed. He crouT HampacHo mepe-
Tpy’kaTh JPYTyI0 CTPAHUILY, KOTOpas U TaK 04apo-
BaTenbHa, Kak oHa ecTh! UTO BBI Aymaere o cieny-
TOIIIEM PACIIONOKEHUN ?*
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W3BHUHNTE MEHS, U YBEPSIIO BaC B MOEH HEXHOU
CEpIIEYHOCTH
Kion debroccm» [9, p. 1658 1.

JlononHsas 3T0 MUCbMO, MOMEUIAEM CTPAaHUILY
u3 n3naHus «Snmka ¢ urpymkamu». BupHo, drto
XYJLO’)KHUK ITOJIHOCTBIO IIOCIIEIOBAN IOKEIAHUIM
Komrio3uropa (ui. 3).

PeRSONNAOES

Wrak, JleGioccw, BeCbMa MPUIUPYUBO OTHO-
CHUBIIMINACS K JIEKOPATUBHON CTOPOHE U3IaHUN CBO-
el My3bIKH, THIATEIBHO CIEANI 32 0POpMIICHUEM
KiaBupa «Smmuka ¢ urpymramm». O4eBUIHO, YTO
OH IIPEJICTABIISII ce0e eTo KaK WILTIOCTPUPOBAHHBIN
HOTHBIA amb0OM — MY3BIKQIBHBIH aHAIOT CephH
KOMHKCOB, KOTOpbIC ImyOnukoBas Auape Dite’.

«SlmuMK ¢ UrpymKaMm» — UCTOPUS O TOM, Kak
O’KMBAIOT UTPYIIIKH, KOT/Ia BCE CIIAT, — YIUBUTEIHHO
HanmomuHaeT «CuHIOIO mTHIy» Metepnuaka. Pas-
MBIIIICHUS HA TEMY, YTO KYKJIBI UMEIOT YTy, UyB-
CTBa HE MEHEE TOHKHUE, YEeM JKUBEIC JIFOIH, YBOIST
CIOXET 34 paMKH JIETCKOH CKa304KH. «B3pociocTey
OaseTa IpOSIBIISIETCS U B €r0 MY3BIKAJIbHOM TEKCTE,
MMEIOIIEeM MHOXKECTBO MTOATEKCTOB Oaromapst oOu-
JIUIO IIUTAT.

ITo cytu »T0 — Ganer-napadpas, MpEAINICCTBY-
IOIui OaneTy-macTuy4o, >KaHpy, KOTOPBIN cpasy
nociie IlepBoit MUPOBOI BOMHBI OKa3aJcs MOMYyJis-
pen 6naromapst JsrmieBy (OH 3aka3al HECKOIBKO
0aneToB, OCHOBAaHHBIX Ha MHbECaX KOMIO3UTOPOB
XVIII — nayana XIX Beka, B ToM yucie «llyib-
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YHHEIUTY» 110 pparmMenTam u3 My3biku [leprosesu,
l'anno, [apuzortn n apyrux — CTpaBHHCKOMY;
«JlaBky uynec» mo Poccunn — Pecriurn).

O6paruM BHUMaHHUE, YTO BO BCEX ITUX Oaje-
Tax TJIaBHBIE T€POH — HE JIIOAH, a KyKJIbl WIH Ma-
CKH, JIEUCTBYIOIIHNE KAK JIIOJHU.

B «Slmuke ¢ urpynikaMu» KOHIIEHTpaIus [UTaT
JOCTUTAeT MaKCHUMAaJIbHOW TUIOTHOCTH IO CpaBHE-
HUIO ¢ IpyruMu counHeHusMu Jlebroccn. Kommosu-
TOp 3/1eCh BUPTYO3HO «CMEIINBAET» CBOU H UY)KHE
TEMBI, CO37aBas HECKOIBKO CMBICIOBBIX YPOBHEH
B 3TOM BHEITHE HAMBHOM ITOBECTBOBAHUH O COMEP-
HUYECTBE KOBapHOTO WHTpurana-llommmenens u
npocraka-Comnaara 3a BHUMaHne KykJibl.

Ha nepBbiit e B3mIAn « UK ¢ UrpyLIKamMu
BBIIAIUT TOJIEMUKON (ZOBOJBHO SBHO YHTAEMOM)
co CrpaBunckuM u ero «llerpymkoi» (1911), «xy-
KONBHBINY» ciokeT KoToporo (Ilerpymika meitaercs
3aBO€BaTh BHUMaHuE banepunsl, HO 3a HEH yXaxu-
BaeT Aparr) OTYaCTH MEPEKINKACTCS ¢ «SIIuKoM ¢
UTPYIIKAMI).

Ha mpicniu 0 mosmemMuKke HABOJUT M COYETaHHE
nat. 29 mas 1913 roma B [lapuxe, B TOJIBKO 9TO OT-
KpbiToM Tearpe Ha Enuceickux MoysxX IOKa3aHa
«BecHa cBsmeHnHas, BRI3BaBIIAs PE3KYIO KPUTHUKY
Heb6roccu. B ot ke caMble THH XyI0KHUK-HILTIO-
ctpatop Anape Omie mokasbiBaeT JleOroccu ce-
PHIO CBOMX MJUTIOCTPAMHA-KOMHKCOB IIPO UCTOPHIO
0 «Smuke ¢ urpymkamuy. C urons, xorga Jopan
3aKIJII0YAeT C COABTOPAMH KOHTPAKT (CM. TIEPETIHCKY
BBIIIIC), HAYMHAETCS paboTa HaJl 6aneToM.

OOIIHOCTH CIOXKETHBIX JIMHUH, IO-BHIANMOMY,
BbI3bIBaeT y Jlebioccu jkemaHue MOMPOHHU3UPO-
BaTh B MY3bIKE HaJ «IOCKYTHOCThIO» «lleTpymi-
Kki». Beab B 000MX COUMHEHHUAX LUTATa SBISETCSA
U CPEICTBOM XapaKTEPUCTHKU T€POEB U CO3JaHUS
arMocepsl IeHCTBHS, U CTOCOOOM KOMMEHTaPHSI
«OT aBTOPa», BHIPAKAIOMIETO MO3UIUI0 KOMIO3H-
TOpa.

B «Slmuke ¢ urpymkamm» Jlebroccu nmpuMeHs-
€T TPH THUIIA ITUTAT. DTO U3MIOOICHHEIC IETCKHUE TIe-
CCHKH®, 3aTeM — MEJIOJINU M3 U3BECTHBIX KIIacCHYe-
CKUX COUYMHEHUH, a TAKIKE [TUTATHI U3 COOCTBEHHBIX
OITYyCOB.

Beigenum psijg TeM, OTHOCAIIMXCS K HEPBOM
rpymre.

UzBectHyt0 nerckyro KonbibenbHyto «Dodo,
l'enfant do» («bato-0Oatoriku, autsa»)’ go Jebroc-
cu ucnonb3oBan bermkamun I'omap (1849—-1895)
B mbece «Dodo, l'enfant do» u3 doprenuanHoro
cobopuuka «/IBamnmare mpecy» omyca 58 (mpumep
Ne 1).
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Oty TeMy B JaibHEWIeM OyleM Ha3bIBaTh MO-
TUBOM «Slmuka ¢ urpymkamm». B 6anere oHa 3By-
YUT ¢ HEKOTOPHIMHU H3MEHEHUSIMU Yke B [Ipenronuu,
CIIOBHO WJITIOCTPHPYSl COH HMIPYIICK, CIPSITAHHBIX
B KOpOoOKy (mipumep Ne 2).

K. eOroccu. Ipemtoaus u3 d6anera
«SmuK ¢ urpymkamMm»

[Ipumep Ne 2

s modéré (d=60)

Janee B BepXxHEM peructpe 3ByduT MoTHB Ky-
kel (Mouvt de Valse), Taxke HOCTPOCHHBIM Ha M-
JIOJIMH 3TOM KOJIBIOENTbHOM neceHKH (pumepsl Ne 3 a
u Ne 3 0).

K. Ie6roccn. Motue Kykiibt
n3 Ganera «SImuK ¢ UrpymKaMm»

[Ipumep Ne 3 a

ouvt e
Mout de Vals:

K. [deb6roccun. Tanen Kykist
n3 Oanera «SIIMK ¢ UTPYIIKAMID

[Ipumep Ne 3 6

YKanp Basibca XOpOIIO XapaKTepU3yeT STOT Mep-
COHAX — KOKETJIMBYIO, HEMHOTO JIETKOMBICIIEHHYIO
Kykiy, mpUBBIKITYI0 O4apOBHIBATH M MOBEJICBATH.
Cosznarenn 6anera cO3HATENBHO €€ OTOXKIECTBIISA-
IOT C H3BECTHOH OIEPHOW IE€pOMHEH — POKOBOM
kpacotkoit Kapmen. JlanpHeiliias UHTpUra cTpo-
UTCS MO CXOKeMy creHapuio: Kykma ponser me-
pen CommatoM po3y, BeI3bIBas K cebe cTpacth. Ho
repouns Oanera Jlebroccu — Diute ocTaéres BepHa
Conpary, OBICTPO «pa3raablBash) JETKOMBICICHHYIO
Hatypy llommmunens (mpumep Ne 4 a), KOTOpBIi
0XapaKTEpU30BaH APYrol HApOAHON NECEHKON —
«Pan! Qu'est-ce qu'est 1a» («I1aH, yTo 3T0 TaM? DTO
[Monmumuuens, MagMyasensb...») (mpumep Ne 4 0).
[Ipumeuarensno, yto IlomumuHens — 3T0 dpan-
Iy3CKUI aHajor HTajbsHCKOro [lynpuuHeIubl u
pycckoro Ilerpymiku. Tak HamMeuaeTcs emE€ oaHa
HUTB, cBI3bIBaromas 6anets! Jledtoccn u CtpaBuH-
CKOTO.

K. Jle6roccu. Tema Ionmummuenst
n3 Ganera «SIMMK ¢ UTPYIIKAMI

[Tpumep No 4 a
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IIpumep Ne 4 6 Ilecenka «Pan! Qu'est-ce qu'est 1a»

08

T 14 N
Pan pan! Quest-ce quest 1a? Ceest po-li - chinelle, Mam'zel - le.

i E
Shp

o T v = - -
pan ! Qui est-ce quest 12 ? C'est po-li-chinelle que via ! 1l estmalfait et

'™

T > * 5 v - T
¥ craint e vous déplai - re, mais il espere vous chanter son couplet.

Refrain

Pan, pan ! Quest-ce quiest a ?
Ceest Polichinelle, Mam'zelle.
Pan, pan ! Quest-ce qulest a ?
Ceest Polichinelle que via !

“Toujours joyeux
Il aime fort la danse
Et se balance

Diun petit air gracieux

Refrain

A vous faire rire
Mes amis, il aspire
Car jouncs et vieux
Refrain Ceux qui rient sont heureux
Tl est mal fait

Et craint de vous déplaire
Mais il espere

Vous chanter son couplet

Toujours poli
1l connait les manieres

Refrain

Des locataires
Ceest lui le plus gentil
Refrain

OO0paruM BHHMaHue, 4To J{eOroccu BBOAUT 3TH
[IATaThl 3aBYAIMPOBAHHO, HCIONBL3YSI OTHEIHHBIMA
cermeHT Menoanu. CIOBHO KOMIIO3UTOPY HE BaXK-
HO, YTOOBI CIyIIATEIh Cpa3y HIACHTHUQUIIMPOBAI
3HAKOMBI MOTHB. DTO HEKHWU BTOPOH IUIAH, «JIe-
Talb TeH3aKay, TOTOTHSIONAs O0ITyI0 KapTHUHY.

IIpumeuarenbHO, YTO €IMHCTBEHHBIN pas3, Koraa
Jebroccu B peMapKe TOYHO YKa3bIBaCT IIEPBOUCTOU-
HUK 3aMMCTBOBaHHUS, OH OKa3bIBACTCS JIOKHBIM CJIe-
JIOM, TI0 KOTOPOMY aBTOP ITyCKaeT JIFOOOIBITCTBYIO-
IIUX CIymaTenei 1 KPUTHKOB.

Peub unét 00 anu3one «Brixon ciioHay (mpumep
Ne 5), xorma JleOroccu COUYMHSIET y30pUaTyro MeEo-
nuto-apabecky B myxe Hadana «lIpemronuu k “Ilo-
CJICTIONYACHHOMY OTABIXY (haBHA™».

IIpumep Ne 5

K. debroccu. «Bbixos ciioHay
u3 Oaneta «SIImK ¢ UrpyImKaMm

B cHocke oH pazpscHaer: «CTapuHHBIA HH-
JlyCCKUI MOTHB, KOTOPBIM U B HAIW JHU HAWUTPbI-
BaIOT YKPOTHTENHN CIOHOB. OH IMOCTPOCH Ha TamMe
“5 gacoB yTpa” W 00s3aT€IbHO HCIIONTHICTCS Ha
5/4» [4, c. 11]. Tlecenka «5 wacoB ytpa» («5 heure
du matin») gana B mpumepe Ne 6.

41

[Ipumep Ne 6 Ilecenka «5 yacoB yTpa»

do. Vinecen-ns Gros -

S et ==

sent, Les mar-sonsblan-<his -seat, Les marchéssiemplissent. On

CpaBHHMBas XpOMaTH3MPOBAaHHYIO TeMy H3 Oa-
JIeTa ¢ 3TUM JUATOHUYECKHUM MOTHBYMKOM, MOXK-
HO KOHCTATHPOBATh NPUHIMUIINAIBHOE OTIMYUE UX
3ByKOpsoB. Tak JleGroccu moamrydmBaeT Haa JO-
BEPYMBBIMH HCCIIEN0BATEISIMH, IPUBBIKIIMMU Clle-
[0 BEPUTH NMPU3HAHUSIM KOMIO3UTOPOB. OTCHIIKA
K IIECHE OTBJIEKAET HAC OT APYIroro HaMéKa — MHIyC-
CKHMH yKPOTHUTENb B «SIIKMKE ¢ UTPYILIKAMI) OKa3bl-
Baercsl poacTBeHHUKOM PokycHuka u3 «llerpym-
km» (mpumep Ne 7).

IIpumep Ne 7 W. CtpaBUHCKHH.
Onu3on ¢ PokycHukoM U3 Oanera «Ilerpyiika

GOKYCILIK ATPABTS KA SRS The Magigin Plays ths Fle
2 o PP
0 o fee

CXOIHBIN KOHTEKCT: CoOJibHas duieiToBas
Menonus (a WHIYCCKUM yKPOTHTENb, ACCOIUHU-
PYIOLIMICSA € 3aKJIMHATENEM 3MEH, KOHEUYHO XKe
urpan Ha ¢uieiiTe) BHE3aIHO IMPEPHIBACT UIYM-
Hoe JukoBaHue todmbl. B «Ilerpymke» dDokyc-
HUK TIOSIBIISIETCS MOCPEIU SPMapOUYHBIX TYISTHUN
B IIEpBOM KapTuHE, B «SIMKe C HUrpyHIKaMu»
YKPOTHUTENH CIIOHA BO3HUKAET MEXy CHYIOLTUMU
Kykiamu. 11 B TOM, U B IpyroM ciydae 3TO — He-
KUl (paHTOM, M3 HHOTKyAa MaTepHaTU3YIOIINN-
Csl M HcuUe3alluil 3arajlouHblii nepcoHax. Ho
B «Ilerpymke» ®OKyCHUK BBIMOTHSAET (DYHKIIHIO
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«bora M3 MallWHBI», OXKUBISIONIETO KYKOJNBbHBIX  [Ipumep Ne 10 a [Mecenka «Il pleut bergére»®
repoeB, a B «SmuKe ¢ UrpymKamMm» 3T0 — «IIpo-
XOJHOI» MOMEHT, IAapKUPOBAHHBINA CHIIY3T emié
OJTHOU ITUTATHI.

Bepuémcs k remam Kykubl u Ilonumunens: onu
MHOTOKpPAaTHO 3By4aT B Oajere, BEITOIHSIS (QYHKIHIO
OCHOBHBIX JIEHTMOTHBOB, MapKHPYIOIIUX KaxI0e
MIOSIBJIEHUE TepOEB Ha CIeHe. [peTbuM CKBO3HBIM
JIEHTMOTHBOM SIBISIETCS CaMOCTOSITETIbHBIA MOTHB
— Tpe3ByuHas (daHdpapa, otHocsmascs k Conuary
(mpumep Ne 8).

[Mpumep Ne 8 K. de6roccu. Tema Comnnara
u3 Oanera «Ammk ¢ urpymkamm»  [Ipumep Ne 10 6 ITecenka «Il etait une bergére»

Qentiment militat , 0 . \ )

=y ——ptt + : H—=p—=t—p-
Il é-taitun' ber-gé - re, et ron, ron, ron, petit pa-tapon, il é-tait un' ber-
6 p - -

+ ¥ — —t ¥ [
gé - re, qui gar-dait ses mou-tons, rom, ron, qui gar-dait ses mou-tons.

@uHanbHasA NOJbKA «HA 3HAMEHUTHIA MOTHB)

Emé nBe nerckue mneceHku JleOroccu BBOmMT — (Kak ykasbpiBaeT B pemapke JleOroccu), KOTOPYIO

B TpeTheil KapTuHE. OHa OTKPBIBAETCS «YHBUIBIM  <JIETH TaHIYIOT B BocTtopre» (mpumep Ne 11 a),
neiizaxxkeM. B miyOunHe — BeTxas OBUapHs C pa3-  «C SBHBIM HEYBKEHHEM K 3aMBICITy», — 3TO BapHa-
pylIeHHOH orpanoi W BeiBeckoit: “Ilpogaéres mo  nus Ha Temy neceHku «Fanfan la Tulipe» (mpumep
Cllydaro OBYapHSA™». «Msrko u MemanxoiaumdHo»  Ne 11 0), counn€nHOM QpaHiry3ckuMm maHcoHbe [1o-
(pemapka [leOroccu) 3BydMT macTtopaibHas Meno-  JjieM Omuiem [edpo B 1891 romy. Kak 310 ObL10 npH-
JIVisL, BBITTONHSIFOIIAs pOJIb pepeHa B 3TOH KapTuHe  HATO BO DpaHIMU, K MENOIUM TOMYISPHOW apuu

(mpumep Ne 9). XVIII Beka [eOpo mpuCOYMHII HOBBIM TekcT. K
MOMEHTY, kKorna J[ebroccr oOpaTuiicst K TOM Melo-
IIpumep Ne 9 K. debrtoccn.  auu, DanpaH-TIONBIAH CTaJI TEPOEM TeaTPAIbHBIX

Hauaio tperseit kaptunel Oanera  mbec (0aHY U3 HUX co3nanu [lone Mépuc u XKopx
«Smmk ¢ urpymkamm»y  Cang B 1859 roxy, apyryro — DOamoH JlemeneTse
ne byanbe B 1898-M), xommueckoit omepsl Jlynca
Bapnu, npembepy kotopoii, ObITh MOXeT, [ebroccu
nocetws B 1882 roxy. A Bnepenu Pandana xaano
TpuymdanbHOE 3aBOeBaHNE KHHEMarorpada.

[Tpumep Ne 11 a K. eOroccu. duHanpHas MoabKa
n3 Oanera «SIMMK ¢ UTPYIIKAMIDY

ITo muenuto uccnenoBarens Pobepra Opnemxka,
JHebroccu ucmons3yer BapuaHT neceHkH «Il pleut
bergere» (mpumep Ne 10 a) [11, p. 968], omHako oue-
BHJIHO OO0JIBIIIEe CXOICTBO ¢ (DPUBOIBHOMN TIECEHKOM
«l etait une bergere» (mpumep Ne 10 0).

42
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IIpumep Ne 11 6 «Fanfan la Tulipe»  eOroccu. Korna B nepBoil kapTuHe MOCTEIIEHHO
OXXHBAIOT MEPCOHAXKHU, TO UX AcQHIle MOCTPOCHO
Ha MOTHBax M aJUTIO3USAX U3 PasHBIX (opTernHaH-
HBIX ThEC KOMITO3UTOPA. AHIITUACKUN COJIIATHK,
MapIIUpYyOIMUK 1oJ 3ByKH (uieldTsl u OapabaHa
(mpumep Ne 14 a), oxapakTepu3oBaH MOTHBAMH W3
nbechl «Herputrénox» (mpumep Ne 14 06).

[pumep Ne 14 a K. IebGroccn.
BeIxox anmmiickoro conjaTuka u3 danera
«SnmK ¢ urpymkamMm»

LE SOLDAT ANGLALS.
Mouvt de Marche

TeMmBI M3 KITACCHYECKUX MPOM3BEACHUN B 0Oa-
nere BcTpevaroTcst ABaxkabl. Llutata Mapiia u3
«Paycra» ['yHO mosBisieTcs BO BTOPOHl KapTHHE,
B 3MM30/I€ CPAXKEHUS MEXKAY OTPSIJOM COITATUKOB ﬁ-—-

¥ KOMITaHuen nonumnHenen (mpumep Ne 12). e e e

[pumep Ne 12 K. Jle6roccu. Mapr u3 6anera
«Smuk ¢ urpymkamm»  [Ipumep Ne 14 6 K. debroceu. «HerputéHok»

= [ wfeam™~

—l—

|f marcato
orcs

«CpaneOHbIi Mapi»y MeHaenbcoHa (IpuMep
Ne 13) 3ByunT B MHCTPYMEHTAJIbHON HWHTEPMEANU
B TpEThel KapTHHE, peaBapsis GuHan Oanera.

B «Tanne Kyxiaspy (cM. Beime mpumep Ne 3 6)
ITpumep Ne 13 K. dedroccu. CeaneOHbIl Mapin  yraabsiBaercs orchuika K «Cepenane Kykie» (mpu-
u3 Oanera «fmuk ¢ urpymkamm»  mep Ne 15).

CHANGEMENT A VUE

IIpumep Ne 15 K. Hdebroccu. «Cepenana Kykie»

Allegretio ma non froppe
tris liger of gracieur

rvrtvp’z

it

\\\k%li

Tema «HamekaeT» cilyllaTensM Ha CUacTIMBOE
coequHenne Kykisr u Conpmara, KOTopoe OcTaércs
«3a Kazpom» (pemapka B kiaBupe: «OHH HEeNTyIoTCs

¥ YXOJIAT, MEIJIEHHO HANPABIISSACH K OBYAPHEN ). % ¥ [ J ; 3 .J’ J J P Aﬁ

JloBOJIBHO MHOTO MOTHBOB 0ajieTa OTCHIJIAIOT T
TP p—=——% [ [ T
HAaC K HAalMCaHHBIM paHee COYMHEHUSM CaMOro TR BT P=—rt
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WutoHanuu u purmodopmynsl «OcTpoBa pa-
IOCTW» ciblmarcsa B obmem xoposoze («Ronde
générale»), AyX KOTOPOrOo KOPPECIOHIUPYET
¢ pemapkoit Jle6roccu «KuBo u Beceno» (mpumep
Ne 16).

pumep Ne 16 K. Jlebroccu. «OcTpoB pagocT»

B «Tanne Apnexkuna» (mpumep Ne 17) Bapyr
MIPOCKATB3bIBAET MOTHUB M3 mpemoanu «Dewn, mpe-
JieCTHBIE TaHIOBIIMIED) (Tpumep Ne 18).

[Ipumep Ne 17

K. Heb6roccn. «Taner Apinekunaa
n3 Ganera «SImuK ¢ UrpymKaMm»

K. HeGroccn.
«Dewu, IpesieCTHbIE TAHIOBUIUIIBI

[Ipumep Ne 18
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B ¢uHanbHBIX TakTax BTOPOW KapTHUHBI (IIpHU-
mep Ne 19 a), mo muenuto Pobepra Opnemxa, Cibl-

marcs otroocku «Bedaepa B I'penane» [11, p. 988]
(mpumep Ne 19 6).

K. Jlebroccu.
®wunan Bropoii kapTuHbI 6anera
«SmuK ¢ urpymkamMm»

[Ipumep Ne 19 a

[Tpumep Ne 19 6

K. Jlebroccu.
«Beuep B ['peHane»

La soirée dans Grenade
Mouvement de Habanera

Commencer lentement dans wn rythms nonchalamment gravious

&
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O6pa3 KyKkitbl TOTIOTHSAETCS B TPEThEH KapTHHE
(mpumep Ne 20 a) mapadpazom Ha npenroauio «/e-
ByIIIKa C BOJIOCAMU I1BeTa JibHa» (Tipumep Ne 20 06).
HaCTyx HaurpbIBa€T MCJIOAWIO Ha CTApMHHOM IiIa-
JIIOMO, a «COJIJIAT ¥ KyKJIa IPEIaloTCsl MEIaHXOJHH,
KOTOpPYIO HAaBCBAC€T B HUX MAJICHBKHUC JICPCBAHHBIC
JIyIIU CBHPENb MacTyxa» [4, c. 45].

[Ipumep Ne 20 a K. HeObroccn.

@®parment Tperbeli kKapTUHBI OaneTa
«SmuK ¢ urpymkamMm»
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IIpumep Ne 20 6 K. Hebroccen.
«JleByIlIKa ¢ BOJIOCAMH I[BETA JIbHAY

Tris oalme et dousement expressif ( d=66)

PaccmotpeB nuTathl, BecTpedatoniiecs B Oanere
«Slmuk ¢ urpymkammy, 06CyIM BOTIPOC, KaKoH ce-
MaHTHYECKHH CMBICT BKJIajbIBal B HUX [lebroccn.
OueBuiHa METAPOPHYHOCTH MY3BIKAILHOTO TEKCTA
Oasera, eciu BAyMAarhCcsl B Mapajuleiy, BO3ZHUKAIO-
e MEXIy COAEpKaHHEeM JHOPETTO W CHMBOJIH-
KOU HCIIONIb3YEMBIX TEM.

IIpumeuarensro, uto Korja Jlebroccw muTH-
pyeT HapOOHBIE TECEHKH, TO WX CMBICI M CIOXKET
UTPaIOT M300pa3nuTENbHO-MIITIOCTPATUBHYIO POJIb.
Konsioenbuas «Do-do» mepBblii pa3 3By4HT B MO-
MEHT CHa KyKOJI B fILIHNKe, mecenka o [lomummunene
«TpUBsI3aHa» K 00pa3y OAHOMMEHHOTO Tepost Oae-
Ta, «llacTymka» BBOIWTCA B MOMEHT HIWILTNYE-
CKOW CILIEHBI Y OBYapHH. AHAJIOTHYHBIM 00pa3om
Hebroccu obpamaercss 1 ¢ nuraramu u3 ['yHO n
Menaenbcona.

pyroe nerno, korjaa NosSBISIOTCS TEMBI U3 CO0-
CTBEHHBIX COYMHEHUM. TyT MBI CIBIIINM «T0JIOC OT
aBTOpa» C MpPHUCYIIEH €My €IKOCThI0O M Iapajok-
CaJIbHOCTBIO BBICKA3bIBaHU.

UpoHnuHbl mapaiienu: o0kopa ApIleKHH,
B TPaJUIIMOHHON MacKe YEPHOTO 1IBETA C OTPOMHOM
OoponaBkoii Ha 10y, «03ByUYECH» MOTHBOM, CBS3aH-
HBIM C TIpeNeCTHOH, m3smrHol Deell; AHIITUHACKHIA
COJIATHK BOIUIOMIEH B BHAE MAJCHBKOTO HErpa;
Mudonoruaeckuit «OCTPOB pagoCTH» MEPEOCMEIC-
JMBAeTCA B UTPYLICYHBINA OamaraH4mK.

TpynHo cka3ats, e ucTuHHOE Juno Jlebroccu:
TaM, TJ€ OH «IPUNAAAeT» K MUPY IETCKUX IECEH
(1 emy xouercsi OBITH MOHATBIM JlaXKe PEOEHKOM),
WU TJie OH paHUPOBAH M OCTPAaHEH, JKOHIIIUPYSI
COOCTBEHHBIMH «CIIOBEUKAMI.

[IpaBna, B CTUIIEBOM OTHOIICHUH MEXAY IH-
TaTaMd HET PE3KOro pasrpaHHyYeHHs, KaK 3TO
Habmromaercss y CTpaBUHCKOTO WIIM TIO3JTHEE —
y HlocrakoBrua, Takxke H30IpEHHO padoTasiie-
ro ¢ nuraramu. Ecim yka3aHHBIE aBTOPHI XOTENIH
HanISIAHO TIPOTHUBOINOCTABUTH «SI» U «AHTH-S»
(mo Beipaxkenuto M. I'. Apanosckoro [1]), To, Kak
npencrassiercs, Jlebroccu HCTIONB30BaN IUTATHI
HE IS TOTO, YTOOBI CIyIIATeNb JIETKO «CUMUTAID)
WX C TIOBEPXHOCTH IOBECTBOBaHHUSA. «Yyxoe»
CJIOBO MCKYCHO MHTETPUPOBAHO MM B COOCTBEH-
HBII CTUIIb, MPEXKJE BCEr0 rapMOHUYECKUN, TaK
YTO €ro «4yXepOoJHOCTHY» HE TaK IPOCTO yTaabl-
BaeTCH.

OTMeTHUM Kak XapaKTepHYIO 4epTy si3bIka Oa-
JieTa JOMUHUPOBAHHUE CTUJS KIK-YOK, PUTMOM U
CTHJIMCTUKON KOTOPOTO M3JI0KEHBI MHOTHE 3ITH30-
nbl. TaHer ATOT, IPEeANIeCTBEHHUK perraima, Obii
KpaiiHe TomyJisipeH uMeHHo B mepuoy 1890-1910
rojgoB u s Jlebroccu cuMBOIHU3UpOBaN Oecried-
HYIO JIETKOCTh M BECEIOCTb, KOTOpPbBIE MpPEKIe
BCETO CBS3BIBAJUCH B €T0 CO3HAHUHU OTATh-TaKu
C IETbMH.

«SmuK ¢ UrpymKaMm» BBAETSAETCS MO TUIOTHO-
CTH HCITONIb30BAHMS LIUTAT CPEIU BCEX COUMHEHUI
Hebroccn. Buaumo, mapoauidHBIA CKIag OpPUTH-
HAJBHBIX PHCYHKOB JJuie MOOYIHI KOMITO3HTOpa
MIOMCKATh CIIOCO0 CO3/IaHMs aHAJIOTa MYy3bIKAJIbHBI-
mu cpeactBamu. [laponus y JleOroccu He Guuyer
OKpY’KaIOLIN MHp, a, HATPOTUB, IOMOTAET PaHU-
MO HAaType aBTOpa CKPBITbCS B JETCKHX I'pé3ax
1 WLTIO3UAX. JTO OblIa TIIyOOKO JUYHAS MOTPEO-
HOCTh, TaKk 4T0 Jle0IoCcCHM He CHemwsI JeTuThCA
CBOMM CEKPETOM U a(hUIINPOBaTh BHYTPEHHIOO I10-
TIOTIEKY CBOMX COYMHEHHH, OTUIETasl MPOCTEHBKHE
HapoAHbIE MOTHBUMKH Y30p4aThIMH apabecKamu,
THPIISTHIAMU MTapajlIebHBIX TPE3BY YU, HOHAKKOP-
JIOB, KJIACTEPOB, BCAYECKU ByaIHpys TPaHb «CBOE-
TO» U «IYKOTO».

< MPUMEMAHUA (<

! TlepeBoapl niriceM K AHApe DIUie BBIMOIHEHBI aB-
TOPOM CTaThH IO U3AAHUIO: [9].

2 27 wmions 1913 roma JleOroccu Hamucan DJlle:
«Joporoit Mecrke, He 3aiinére au k rocnoauny diopany
B CJIEAYIOIINK NOHENENBbHUK MeXxay 3-Ms U 5-10? OH Bac
KAET U OyIeT pax oOCyaHuTh ¢ BaMU “SIIMMK ¢ UTpyIIKa-
mu”. C uckpenneit cummarueit, Kion Jle6roccen.
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P. S. OH x04eT BBITYCTHTH OTHEIHHO aabbom» [9,
p- 1636].

3 Cwm. win. 1. XynoxHHUK mociienoBai coBery Jle6roc-
CH 1 TIOMECTIJI Ha ITEPBOH CTPAHUIIE PO3Y B KPYIIIOM 00-
paMIICHUH.

4 Cm. mi. 2. Peub uIEr 0 OBYX MEPBBIX CTPAHUIIAX
MAPTUTYPHl C WUTIOCTPANWsAMH, H3IaHHOH J[fopaHoM
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B 1913 rony. Ilpennoxenus Jlebroccu Kacaiuch NepBOi 7 Tloapo6HO 00 UCTOPHUH KOJIBIOETBHOM CM. B BBIIIIE-
CTpaHUIbl, Ha KOTOpOH (UIypupOBaiM TpHU IVIaBHBIX  YIOMSHYTOH crarbe: [6].
nepcoHaxa — Kykna, [lonumunens u Conaar ¢ HECKOJb- 8 «Kuna-6p1a mactyuika, macia OHa OBeIl H jJie-
KHMH TaKTaMH My3bIKU. BTopas crpanuna, Ha obopore,  Jjana celp. 3a Hell HaOmonmana e€ komka. ITactymika
OblIa MOCBAIIEHA JPYTHM IIEPCOHaXKaM, HO HE COJiepKa-  MPUIPO3MUIIA, YTO €CJIM Ta CYHET B ChIP CBOIO JIaIy, TO
J1a My3bIKaJbHBIX MOTHBOB. PacrionoxeHue, npeioken-  NoNyduT nanku. Komika cyHyna B ChIp 1moJg00pOJaoOK —
Hoe Jlebroccu, Diuie MOTHOCTBIO IPUHSLIL. nacrymka e€ yowna. Ilpuma Ha ucrnoBens, packas-
5 «bonplme u ManeHbKHe JkuBOTHBIe» (1912),  nack, ¥ B KaueCTBE UCKYILICHHUS CBATON OTEI MPUKa3ail
«®Dpanuysckue urpymkn» (1915), «Bokpyr cera 3a 80  mouesnoBarbesi ¢ HUM. VckyIuieHHe OBUIO CIaJKUM, U
ctpanumy (1927), cepun KHIDKEK O BOWHE. HacTyllKa 3axoTena eIme».

¢ O6 ucnomp30BaHUK ACTCKUX MeceHOK y Jlebroccn
HaMH ObLIH OMyOJIMKOBAHBI CTAThU: [6; 7].
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KopHeanyc KapAblo: y MCTOKOB OpMTAaHCKOr0 MMHMMaAM3MA

Cratbst OCBSIIEHAa PACCMOTPEHHIO JIEMEHTOB MUHIMAJIN3Ma B My3BIKE COBPEMEHHOTO OPHTaHCKOTO KOMITO3UTOpa
Kopuemnyca Kapnero. Hccnenosarensamu ums Kapapio cripaBeyiMBO CBSI3bIBAETCS ¢ UAECIMM HKCIEPUMEHTAIN3Ma U
nHaerepmuHm3Ma 1960-x ronos. Brieperie orn nposBuirch B My3bike k. Keiimka, KOTOpEIi oka3ai Ha OpUTaHCKOTO
aBTOpa onpenesnénHoe BnusHue. B counnenusx Kapapto otkpsiTus Keiika HaxonaT HHANBUAYAJIbHOE NIPEIOMIIEHHUE,
MIPOSIBIISIACH B MCIOJIB30BAHMH HETPAJUIMOHHBIX ICTOYHUKOB 3ByKa, IIEPEX0ie K rpaudecKoil HOTAINH, BKITIOYEHUN
HMIIPOBU3AINH, CPEACTB MY3BIKQJIBHOTO T€aTrpa B MPOCTPAHCTBO omycoB u Ap. Kpome toro, Kapasro BeicTyman 3a
MAacCOBYIO JIOCTYITHOCTh MY3BIKAJIbHOTO HCKYCCTBA, YTO BBIIMJIOCH B CO3[JAHME YHHKAJIBHOTO KOJUIEKTHBA — «Scratch
orchestray.

V¥ Kapapio OTCYyTCTBYIOT B CTPOTOM CMbICIIE MUHIMAJINCTCKAE COYMHEHUS, XOTS My3bIKa JaHHOTO HAIPaBICHUS
eMy, 0e3yCIIOBHO, U3BECTHA (3TO MOATBEP)KJAIOT COIbHBIC KOHIIEPTHBIE IIPOTpaMMEI U periepryap «Scratch orchestray).
OtnenbHble MPHUEMBI, CBOMCTBEHHBIE MHHHUMAIN3My (PENETUTHBHBIE KaHOHBI, (ha30BBIM CIBUT), COIAECPKHUT €ro
MacmTabHeI omyc «Bemmkoe yuenue» (1968—1970). Obcyxnenue nByx maparpagoB 3TOT0 COYMHEHHUS MO3BOJISIET
OIIPEAEINTH CHENU(HKY ITPETBOPEHIS MUHUMAINCTCKUX CPEACTB B TBOpuecTBe Kapabio.

Amnanus, IpoeIaHHbI B CTaThe, a TAKXKE OOIIIE 3aKITI0YEHHS O MECTE, KOTOPOE 3aHUMaeT (hurypa KOMIO3UTOpa
B IICTOPUH COBPEMEHHOW OPUTAaHCKOH My3BIKH, TO3BOJIIOT cuuTaTh TBopuecTBOo K. Kapasio npenredeit MuHNMannima
B bpuranuu.

Karouessie ciosa: K. Kapabto, coBpeMeHHas OpuTaHCcKast My3bIKa, 9KCIIEPUMEHTAIN3M, MUHUMaJIU3M, Tpadudeckas
HOTAalMsl, UHIETEPMUHU3M.
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Cornelius Cardew: at the Sources of British Minimalism

The article is devoted to examination of elements of minimalism in the music of contemporary British composer
Cornelius Cardew. The name of Cardew has been justly connected by researchers with the ideas of the experimentalism
and indeterminism of the 1960s. They have appeared for the first time in the music of John Cage, who exerted a certain
influence on the British composer. In Cardew’s compositions the discoveries of Cage find an original interpretation,
revealing themselves in the usage of non-traditional sources of sound, the transferal towards graphic notation, inclusion
of improvisation, means of musical theater into the space of the musical oeuvres and other. In addition, Cardew
advocated the mass accessibility of the art of music, which resulted in the creation of the unique musical ensemble, the
“Scratch orchestra.”

Cardew does not have any minimalist compositions in the strict sense of the word, although the music of this
directions is undoubtedly familiar to him (this is confirmed by the solo concert programs and the repertoire of the
“Scratch Orchestra”). The applications of separate techniques common to minimalism (repetitive canons, phased
shifts) are contained in his great work “The Great Learning” (1968—1970). Discussion of two paragraphs from this
composition makes it possible to determine the specific features of the interpretation of minimalistic means in Cardew’s
compositions.
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The analysis made in the article, as well as the general conclusions of the position held by the figure of the
composer in the history of contemporary British music make it possible to consider Cornelius Cardew the forerunner

of minimalism in Britain.

Keywords: Cornelius Cardew, contemporary British music, experimentalism, minimalism, graphical notation,

indeterminism.

For citation: Koposova Irina V., Alekseeva Alexandra Yu. Cornelius Cardew: at the Sources of British Minimalism.
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peau HampaBlI€HUM My3bIKM BTOPOM IIO-
JoBUHBI XX B€Ka OJHO U3 BEIYUIUX MECT
3aHHMaeT MHUHHMAaJIU3M. 3apOAMBIINCH
B Y3KOM 3KCIIEpPUMEHTAIBHON Cpelle HbIO-HOPKCKO-
ro JayHTayHa, B NEPBYIO OYepedb B COUMHEHHIX
T. Paiiam u JI. M. fura nHavana 1960-x rongos, Mu-
HUMAJIM3M IIOYTH Cpa3y JKe MPHUBIEK BHUMAaHUE aKa-
JMEMUYECKUX KOMIO3UTOpOB 3a mpeaenamu CIIIA:
B Hunepmanmax ato 61 JI. Anapuccen (Louis
Andriessen), B bensrun — K. TyiiBaprc (Karel
Goeyvaerts), B Bearpun — JI. lllapu (Laszl6 Sary),
T. Cemuo (Tibor Szemzd), 8 CCCP — B. Maptsi-
HOB, A. ILsapt, C. 3aramii u ap. (cMm. Hampumep: [3]).
B Bputanuio MUHUMaIUCTCKasi TEXHUKA MPOHUKIIA
Ha pyoOexe 1960—-1970-x' u nony4uiaa cBo€ BOILIO-
IIIEHE B TBOPYECTBE TAKMX aBTOPOB, Kak I. CkeMm-
nToH (Howard Skempton), K. Xo66¢ (Christopher
Hobbs), I'. Bpaitepc (Gavin Bryars), M. Ilapconc
(Michael Parsons), JIxx. Yaiit (John White), M. UsnT
(Michael Chant), X. Ilpanusn (Hugh Shrapnel),
M. Haiiman (Michael Nyman) u 1p. [13, p. 157-171].
[Mo muHeHuto psjma 3apyOeKHBIX HCCIENOBa-
TeNeW, MPUHATHE W aJanTalus MHUHUMaIN3Ma
B bputannu tecHo cBsa3anbl ¢ nmeHeM Koprenmyca
Kapapio (Cornelius Cardew, 1936-1981) (cm.: [9;
13; 14; 16]). Ero nesTenbHOCTh OXBaTHiIa pa3ind-
HbIE C(ephbl: KOMIO3UIINIO, UCIIOMTHUTEIBCTBO, TIe-
JATOTUKY, MY3bIKQJIbHOE MPOCBETUTENHCTBO. Koc-
BEHHOE MPEICTaBIEHHE O 3HAYCHWH TBOPUECTBA
K. Kapnpio ams uctopun OpHUTaHCKOTO MHUHHUMA-
JIM3Ma MO3BOJISIET COCTABUTH OJIUH OOIIEN3BECTHBIN
(dakT: B peleH3WH Ha IMPEMbEPHOE HCIIOJTHEHUE
nepBoro maparpaga «Bemukoro yuenus» K. Kap-
npto*> M. HaiimaH BriepBbie yIoTpeOMII BhIpaKEHHE
«minimal musicy, JaBIIee BIIOCIEACTBUN Ha3BaHNE
TeueHnto B neom® [12, p. 62—64]. CymiecTByromiast
PYCCKOSI3BIYHASA JINTEPATypa MPAaKTUIECKH HE pac-
MoJIaraeT CBEJICHUSAMH OTHOCHUTEIHFHO HMHTEPECYIO-
el Hac oOmactH. JlaHHas cTaThs CTABUT Lieb Ya-
CTHYHO BOCIIOJIHUTE 3TOT IIpober?.
Camoormpenenenne K. Kapapio Hagamocs Ha cTy-
nenueckoit ckambe’. ITo cimoBam JDxona TunGépw,
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MMMAHKCTA U JIpyTra KOMIIO3UTOpa, yXKE 37IeCh OH Ha-
YaJj JIBUTAThCS CBOMM Iy TEM. OITyChl, KOTOpPBIE OBLTH
co37aHbl B rojipl, poBenéHHbie B KoponeBckoi aka-
neMud My3bIkH B JIOHI0HE®, BIOXHOBJICHBI HE CTOJb-
KO YUUTEISIMH, CKOJIbKO counHeHnsaMH A. [11énbepra,
A. BebGepHa, I1. Bysesa’. KoncepBaru3m My3bIKalib-
HOH cpenpl Axamemuu mobymun Kapapro mpomor-
xuTh o0yueHue B [epmanuu. B oOmeii cnoxkHoCTH
MOJIOOM aBTOp TPOoOBUT 3aech Tpu roma (1957-
1960). B ato Bpemst OH mocemiad Kypchl HOBOM
My3blkd B [lapmmranre, Obu1 yueHukom lordpu-
na Kénura® n Kapnxaiinna IlItokxay3eHa, a 3arem
u xoymerou nocuenHero (¢ 1958 mo 1960 rox accu-
ctupoBasl eMy B KEIBHCKON CTyIuMU JIEKTPOHHOU
My3bIkn). OOmIasce ¢ HeMEeNKHM MactepoM, Kap-
b0 MMEN BO3MOXKHOCTh Ha TPAKTHKE MOCTHraTh
MIPEMYAPOCTH CepHain3Ma M OCOOCHHOCTH 3JIeK-
TpOHHOW Kommo3uimi’. Hanbosee mpomyKTHBHBINA
TBOPYECKUI KOHTAaKT co IIITokxay3eHOM COCTOSICS
B 1959-1960 romax BO BpeMsl COBMECTHOW PabOThI
Haj maptutypoit «Carrey. IlITokxay3en, paccMoTpeB
cocobHocTH Kappio, JOMyCTHI €ro 0 «CBATas
CBATBIX» — Tporecca counHeHus:: «OH ObUT BbIIA-
IOIIMMCSI MY3bIKAHTOM, ITOTOMY YTO OBUT HE TOJIBKO
XOPOIINM MHaHUCTOM, HO M OTJIMYHBIM HMIIPOBH3a-
TOpoM. Sl maBas eMy Jienarh Takyro paboTy, KOTOPYIO
S HUKOTJIA HE JIaBal PEX/IE HUKAKOMY IPYTOMY My-
3BIKAHTY; MBI BMECTE paboTaid HaJ HMapTUTYPOH. ..
<...> oH ObUI omIMYHO HMH(pOPMHUPOBaH 000 BCEX
MTOCTIETHIX HOBAIUAX B 00JIACTH KOMIIOZUITUID (ITHT.
mo: [9]). Cam Kapapto BnociaencTBuu Hammcan cTa-
TBIO, B KOTOPOW MOAPOOHO M YBIEUEHHO paccKazal
o corpyaunuectse co K. IITtokxaysenom!’.

Opnako x koHIy 1950-x wmaTepec Kapapio
K CepHain3My HavaJl yracarb. JTa IepeopHeHTa-
uus Oblla MHCIIUPHUPOBAHA AMEPHKAHCKOM MY3BI-
KO#, B mepByro oudepeab omycamu JDx. Keimxa,
B KOTOPBIX OPHTAHCKHUN aBTOp HAIIEN OTIMYHBIC
OT 3aITaJHOEBPOIIEHCKOTO aBaHTapAa COAep)KaHue,
XapakTep MYy3bIKAJIBHBIX MPOIECCOB M OAHO U3
KauecTB, Hanbojee BaXKHBIX JUI €ro TOCIeyro-
IIMX COYMHEHHWH, — COYETaHHE KOHTPOIHUPYEMOTO
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U npousBoibHOro Havyan. [Ipoussenenus Jx. Kein-
ka Kapapro oTkpsut st ceds B 1958 romy, u mpak-
TUYECKH Cpa3y e MOSBUINCH HECKOJIBKO COYH-
HEHHI, TOKA3aTeNIbHBIX B IUIAHE «BIHATHIBAHHS»
HOBOM 3ctetuku. D10 «Two books of study for
pianists» («/IBe KHWTM ymHpaXHEHWH IJIs MTHAHU-
ctoB», 1958), «February Pieces» («®eBpanbckue
mbech», 1959-1961), «Autumn’60» («Ocenp’ 60y,
1960). Kax yxassiBaer T. Xappuc, B opraHuzaiuu
WX MaTepHayia emé ONIyTHMO BIIMSHUE CEepHalln3-
Ma, 4TO BBIP)KEHO B MCIIOJNB30BAaHUH IIKAJ JHHA-
mukn («/IBe kauTH», «DPeBpanbckas mpecay Ne 1)
u jmrensHocTel («DeBpanbckas mbecay Ne 1),
B IYaHTWJIMCTHYHOCTH TKaHU («DeBpasbckas mbe-
ca» Ne 4, «Ocenn’60»), HO B popmMooOpa3oBaHue
3THX MbEC MPOHUKAET HEOTPEACTEHHOCTH U HMIIPO-
BH3AIMOHHOCTH (CM. mogpooHee: [11, p. 55-58]).

Hewmsrmaagnmoe Briedarienue va Kapasio mpons-
BEJIM COBMECTHBIE TBOpUECKHUe IpoekThl [hx. Keiia-
xa u [1. Tromopa, 4To moOyausIo ero co3uarhb moa00-
HBIA TBOpUecKuii coto3 ¢ muanuctoM Jx. Tunbépn.
C 1960 roma, ¢ momenta Bo3BpamieHus Kapapio
B JIOHZIOH, X Ty3T CTAN IPEACTABIATE OPUTAHCKIM
CIIyIIaTensiM COBPEMEHHYIO MY3bIKy. B mporpawm-
Max KOHIIEPTOB (PUTYpHPOBAIH MPEUMYIIECTBEHHO
amepukanuel: [[x. Kerimk, M. ®ennman, K. Byno,
JI.M. Anru np. C 1967 rona Kapasio cran coBmemars
WCTIOIHUTEIBCKYIO JeATEIbHOCTD C MPENOAaBaHIEM:
BEN Kiacc koMros3uuuu B KoponeBckoil akaneMuu
MY3bIKH, a ¢ 1969 roma — Kypc SKCIIEpUMEHTAIBHOM
My3bIkd B Mopnu-koemxe B Jlonmone. OH BeTy-
I B TPYMITy cBOOOAHOM mMITpoBU3anmu «AMM»
(1966), a 3arem BMecCTe CO CBOMMH yUCHUKAMH —
M. [Tapconcom u X. CKeMITTOHOM — CO37aJ1 aHCaMOITb
«Scratch orchestra» (1969). B nenom nesitenbHOCTS,
rxotopyto Kapzpro BEn Ha npoTsokernn 1960-x, Heo-
ObIYaifHO MHTEHCUBHA U Ha TIEPBBIA B3IV KAXKETCSI
pa3HoHarpasieHHOW. Ho mpu BHUMAarenbHOM pac-
CMOTpPEHHH CTAaHOBHUTCS OYEBHIHA OOIIHOCTH BCEX
€ro JIEHCTBUM, UX CBA3b C IOCTENECHHBIM IOIPYXkKe-
HUEM B WJICH UHJICTEPMHUHU3MA.

B o0macTvi KOMITO3MIIMHU B 3TO JECATHIIETHE Of-
HOM 3 m1aBHBIX Tt Kapnapto Oyner pabora Hax rpa-
¢dugeckumu'' n BepOanbHBIMU mapTUTypamu. OmHO
W3 TEPBBIX COYMHEHHMH Takoro poma — «Octet’61»
(«Oxkter’61», 1961) coctomt w3 60 My3BIKATH-
HBIX «COOBITHI» (events), (QUKCHUPYIOUIMX OTHO-
CHUTEIIbHYIO 3BYKOBBICOTHOCTB, PHTM, JIHHAMHUKY
U apTUKYISIHIO B GOpPME TPAJIUIIMOHHBIX W HOBBIX
rpaduueckux 3HAKOB. ToNKOBaHME HEKOTOPBHIX W3
Hux Kapnpro npuBén B ykazaHUAX K HMCIIOJIHEHMIO,
OCTaJbHBIE UMENHU MPOM3BOJIBHYIO TPAKTOBKY; KPO-
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Me Toro, CBo0O0JIa BEIOOpa pacipoCcTpaHsuiach Ha KO-
JIMYECTBO MMOBTOPEHUH KaXKIOTO 3HAKA U TIOPAJOK MX
Berymienust. Jlx. Tun6€pu, BcriomuHas cBoro pabo-
Ty Hajg «OKTETOM», MTUIIET: «3aaadeii U1 NCTIOHH-
Tens OblIa HE TONBKO MHTEpPHpEeTanus KakI0ro 3Ha-
Ka, HO ¥ O0BETMHEHUE 3TUX 3HAKOB B MY3bIKAJIbHBIE
(pasbl, My3bIKAIBHYIO IIeTTOCTHOCTE [17, p. 4].

[TonHbli 0TKA3 OT TPAAULIMOHHON HOTHOM 3aICU
npomsomién B «Tpakrare» («Treatise», 1963—-1967),
HAIMCAaHHOM I10]] BIieyaTiieHneM ot «Jloruko-¢uno-
co(cxoro tpakrara» JI. Burrenmreitna. «Tpakrar»
Kapmpro mmeer 193-crpanmunyio rpadudecKyro
napTuTypy (€€ COCTaBWIM aOCTPAKTHbIC CHUMBOJIBI,
JIMHUM, Pa3M4Hble QUTYpBI), KOTOpasl JiaBajia IoJi-
HYI0 CBOOOIy MHTepIpeTanuy. «B 370 maprutype,
— mumreT A. CpIcoeB, — POJIb KOMITO3UTOPa CBOIUTCS
K MUHUMYMY. <...> KapJpt0 0TKa3bIBa€TCs OT CBOETO
SI3bIKA, OT BCEBO3MOXKHBIX MHBIX KYJBTYPHBIX KOJIOB,
aresuTupys K YUCTONW MY3BIKAIbHOCTH UCTIOTHUTEISD)
[5, c. 208—209]. He umest ykazaHuUii TI0 pean3aiinu,
OITyC TIPEJICTABISIET COOON «PYKOBOICTBO K CBOOOI-
HOW IMITPOBU3AIINH, JAHHOE B 00IIIEM, aOCTPaKTHOM
BHE» [Tam xe, c. 208].

B menom 310 mpousBezieHNE BO3HUKIO HE 0e3
BIMSIHUSL OCTETUKH rpymmbl «AMM»'2. Kapipto
COTpyIHHMYAJI C Hel BO BTOpoi momoBuHE 1960-X,
Urpasi BO BpeMsi KOJUIGKTUBHBIX UMIIPOBU3AIMIA Ha
MIPETaprupoOBaHHOM pOsIe. [ HTapuCT KOJIEKTHBA
Kur Poy cuuraer, yro «Tpakrar» npenHa3HaueH
«POBHO ISl TOTO, YTOOBI 1aTh MCTIOJTHUTENSIM aKa-
JEMHYECKON My3bIKH — JIFO/IIM, KOTOPBIE BCIO KU3Hb
BBIHYKICHBI HTPaTh YyXXHe COYMHEHUS, — BO3MOX-
HOCTh HaKOHEIl 3arOBOpUTH camum» [2]. Jlesrens-
HOCTh «<AMM», 1o cyTH, Obla CBfi3aHAa C MOMCKa-
MH TIOJOOHBIX CIIOCOOOB «TOBOPUTH MY3BIKAHTAM
caMuM». YYacTHUKH aHcaMOIIsa poraraHAnpOBaIn
CHOHTAaHHOCTh TBOPYECKOTO TMpOIEecca, OTKa3 OT
MPUBBIYHBIX 3BYYHOCTEH M (OPM, UCKAIU TIPUHIIU-
bl CBOOOIHOM MMIIPOBH3AINH, ABJSASACH MHOHEPaA-
MH 3TOTO TEYEHHUS B €BPOIEIHCKOM HCKYCCTBE BTO-
poii monoBuHBI XX Beka (cM.: [6, c. 25-26]).

Hakonen kKoMIto3uTop mpruui€n K MbICIU O COLU-
I3l MY3bIKaTbHOTO HCKYCCTBa B IIEJIOM, YTO
BBUTIJIOCH B co3nanue «Scratch orchestran'®. OcHos-
HBIMHA O3CTETUYECKUMU HICSMHU, KOTOPBIX TMPHAEp-
KHMBAJICS JTOT KOJUIEKTHB, OBUIM JEMOKpPaTHU3aIys
KOHIIEPTHOM TPAaKTUKH ¥ TMPOABIKEHHE MacCOBOTO
My3urpoBanus. [IporpaMMel opkecTpa BKITIOHAIN
kak kaccuky (Lllecryro cumdponmro JI. Bar berxo-
BeHa, «MaJleHbKyI0 HOUHYIO cepeHamay» B. A. Mo-
napra, «Pexsuem» U. bBpamca, Bropoii koHuepr mist
topremmano ¢ opkectpom C. B. PaxmanmnnoBa), Tak
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M COBPEMEHHYIO MY3BIKY — COYMHEHHS 3apyOe-
HbIX aBropoB ([x. Keimxa, T. Paitmu, JI. M. SlHra,
M. ®ennmana, @. Pxxescku, K. Bynbga) u yuactHu-
koB opkectpa (K. Kapapro, K. Xo66ca, M. [apconca
u ap.) [18, p. 21]. IIpu 3TOM, TTOCKOIBKY Cpemu op-
KECTPaHTOB OBbUTM HenpodeccHoHaIbHbIC MYy3bIKaH-
THI (JUIS1 HUX WCIIONB30BAIMCH rpaduueckas HoTarust
Y CJIOBECHBIE MHCTPYKIWH), BHICTYIJICHUS] OBUTH JIH-
IIEHBl aKaJEMHUYECKOTO JIOCKA, TMPEACTAaBUIN W3-
BECTHYIO M HOBYIO MY3BIKY B 0COOOM aKyCTHYECKOM
BapHaHTe, CXOXKEM C UTPOH Ha pacCTPOEHHOM HHCTPY-
MEHTE. YHHMKaIbHOCTh 3TOTO KOJUIEKTHBA 3aKIIFO4a-
JIach TaKXKe B MHOTOCTOPOHHOCTH €r0 AESTETbHOCTH.
VYuactauku «Scratch orchestray He TONBKO KOHIIEPTH-
PpOBaIH, HO ¥ COOMPAITUCH TS KOJJIEKTUBHBIX UMITPO-
BU3allMii, TIPOIXYMBIBAIIN pEIepTyap, padoTaam Haj
HCCIICIOBATENLCKUMH TIPOCKTaMH (4acTo (aHTa3mii-
HOTO TIJIaHA), M3TOTABIMBAIN HOBBIE MY3bIKaIbHBIC
UHCTpYMeHTHI (cM. oapobHee: [Ibid.]).

OnucaHHbIE BBIIIE MPUMEPHI JEMOHCTPUPYIOT
MarvucTpajgbHbIe HalpaBieHus nornckoB Kopuenmy-
ca Kapnpro Ha npoTspkernn 1960-x. Ux cymma gaét
y0OeanuTenpHOE MpeICTaBICHNE 0 HEM KaK O TIPOBOJ-
HUKE HOBEUIIEH MYy3bIKA B OpPUTAHCKOH KyIBTYpE.
B kako# crerneHu ero aesTeNbHOCTh OblIa CBsI3aHa
C MHHHMAJIH3MOM?

MunnManu3M (CTaBIIMA OIHUM W3 BBIpaXKe-
HUH KOHTPKYABTYpHI 1960-X TO0B) HE MOT «IIpOWA-
TH MuUMO» Kapzpio, y4uThIBas pa3HOCTOPOHHOCTH
MHTEPECOB U OCOOEHHOCTH TBOPYECKOW JIMIHOCTH.
W3BecTHO, YTO COYMHEHUS MHUHHMAIIMCTOB (UTY-
PUpPOBaNM B €ro COJBHBIX KOHIIEPTHBIX IPOTrpam-
Mmax — Hanpumep, «X for Henry Flint» («X mmst ['en-
pu OmunaTay) JI. M. fdnra — u penepryape «Scratch
orchestray. Tak, KOJJIEKTHBOM HUCTIONHSIIHCH «Poem
(«IToamax) JI. M. Sara, «In C» («B tone o»)
T. Paiinu, «Les Moutons de Panurge» («Osnp! [la-
Hypra») ®@. Pxescku. Taxxe Kapapio omy6nrkoBan
B Pa3HBIX M3JJAHUAX JBE HEOOJBIINE CTAaTHH O MY3bI-
ke Snra: «One Sound: La Monte Young» («Onun
3Byk: Jla Monte Slur», 1966), «The Sounds of La
Monte Young» («3Byku Jla Monte fura», 1967).

HccnenoBarenn TakKe BUAAT OOITHOCTh MEXKIY
oTnenbHeIME onycamu Kapapro m onpeznes€HHbI-
MU COYMHEHHUSMH aMEPHUKAHCKUX MHHHMAJHCTOB,
yaie APyTruX B ’TOM KOHTEKCTe yrmoMuHaeTcs «Be-
JMKOE y4eHHue». IDTO COUYMHEHUE aKKyMYJIHpPOBajo
B cebe pecypchl MHOTHX HAIPaBICHHUN HOBEHIIICH
My3bIkd. T. JI. Tainop Ha3bpIBaeT €ro «Karajorom
3KCHEPUMEHTAIBHBIX My3BIKaJIbHBIX TEXHUK 1960-x
TO/IOB», B KOTOPOM «COCEICTBYIOT IIyMBI, Tpa-
IUIIMOHHBIE W HETPAaJUIMOHHBIE WHCTPYMEHTHI,
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a rpadudeckre 0003HAYCHUSI COSTUHSIOTCS C TIPH-
HATO# HOTanueiy» [15, p. 557]'. Orpaswics B HEM u
muHEMaIN3M. Tak, [[. CMHT — KOMIIO3UTOp, ydacT-
HuK «Scratch orchestra» — cumraert, uto B «Benu-
KOM YUYEHHH» TIONy4YWIIa «PajHKajbHOE BOILIOLIE-
HUE ujest CBOOOJHOTO MOBTOPAa KOMIO3UIIHOHHOTO
SIIEMEHTay, JieKalasi B OCHOBE STHTOBCKOW TThECHI
«X st lenpu @munray [14, p. 6-7]'5. B. Augepcon
paccMarpuBaeT (GopmMooOpa3oBaHHE BTOPOTO Iia-
parpada «Benukoro yuenus» kak onmzkoe «In Cy»
T. Paiinu; B cenbMoM maparpade oHa IpoOBOJIHUT aHa-
soruu ¢ «My3bikoii masTHuka» C. Paiixa (cm.: [8,
p. 88]). O6o3HaUCHHBIC MMapaIeIN 3aCTaBISIOT
OCTaHOBHTKCSI Ha TOM ITPOU3BEICHIH ITOApoOHee!®,
«Benukoe yuenue» («The Great Learningy,
1968-1970'7) — MHOro4acoBoi OIycC, MOCBAIIEH-
HBeI «Scratch orchestra», OpHeHTHpOBaHHBIN Ha
pecypchl ATOTO KOJUIEKTHBA, a CJIE0BATEIbHO, OT-
pasuBimii ero scretuky'®. CoYMHEHHE HAIKCAHO
Ha texct Kondyrms «Da Xué» («a croon)" (cm.:
[8])*. B HéM cemb pa3ienoB, 0003HAYCHHBIX, IO
AQHAJIOTMH C JIMTEPATYPHBIM IEPBOMCTOYHHUKOM,
«maparpadamm». Bropoit naparpad ommpaercs Ha
TPHU Hadajia: CIIOBECHOE, MEJIOIUYECKOe U PUTMU-
yeckoe. X colo3 OcHOBaH Ha CTaOWIBLHBIX M MO-
OWJIBHBIX 3JeMeHTax. TekcT maparpada CKIajbl-
BaeTca M3 (parMeHToB, n3bpaHHbX y Kondynus.
B HuX oBecTByeTCs O Iy TH JINYHOCTH K HPABCTBEH-
HOMY COBEPIICHCTBY, COXPAHEHUIO JOCTOMHCTBA
U criokoiicTBUs. HecMoTpst Ha cocTaBHOM Xapakrep,
TEKCT (MIPUBOAWTCS HIDKE) OOHAPY)KMBAET JIEMEH-
TBI JIOTHYECKON OpraHU3alMU: UMEET JIEKCHUECKUE
MOBTOPHI (BBIICIICHBI KYPCHBOM), pHU(MBEI (BbIIEIe-
HBI XKHUPHBIM). braromapst sTomy cosfarorcsi puTo-
PUYHOCTB | SIPKHI CYTTECTUBHBIN dDPEKT:

Know the point of rest and then have an orderly mode of procedure
Having this orderly procedure on can grasp the azure

that is take hold of a clear concept

Holding a clear concept one can be at peace internally

Being thus calm one can keep one's head in moments of danger

He who can keep his head in the presence of a tiger

is qualified to come to his deed in due hour

st paboTBI TEKCT OBLT pa3feiiéH KOMITO3UTO-
poMm Ha 26 CHHTarM pasHOW MPOIOIIKUTECIBHOCTH,
KOTOpBIE, B CBOIO OdYepe/lb, OObEAMHEHBI B IIATH
IpyMIL, Kak MoKa3aHo B Tabmwmue 1.

[IaT; pazgenam TeKCTa COOTBETCTBYET BOKAIb-
Has MapTHs C TaKUM )K€ YHCIOM TaKTOB M KOJH-
YEeCTBOM 3BYKOB BHYTPH HHX: B IIEPBOM TaKTe —
6 3ByKOB, B OCTaJbHBIX — 10 5, Bcero — 26 3BYKOB
(mpumep Ne 1).
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Taoauna 1. K. Kapasio. «Benmnkoe yuenne».
Bropoii maparpad, koMIoHOBKa TeKCTa

Tpyma 1 2 3 4 5
TeRcT Know the point | Having this orderly | Holding a clear | Being thus calm | He who can keep his head
of rest and then | procedure on can | concept one can | one can keep | inthe presence ofa tigeris
have an orderly | grasp the azure that | be at peace inter- | one’s head in | qualified to come to his
mode of proce- | is take hold of a | nally moments of dan- | deed in due hour
dure clear concept ger
KONIHIECTBO 6 5 5 5 5
CHHTAarM
[Tpumep Ne 1 K. Kapapro. «Benvkoe yueHue».

Bropoii maparpad, BokalibHast MapTHst

HAVING THIS ORDERLY PROCEDURE
KEEP HIS HEAD IN THE PRESENCE OF A TIGER

ONE CAN
TAKE HOLD OF A CLEAR CONCEPT

AN ORDERLY MODE OF PROCEDURE
HOLDING A CLEAR CONCEPT

ONE CAN

THE POINT OF REST

GRASP THE AZURE

THAT IS

BE AT PEACE
TERNALLY
QUALIFIED

H{| TO COME TO HIS DEED IN DUE HOUR

IN.

BEING

THUS

CAIM

HE WHO CAN

AND
THEN
HAVE

Marepuan BHYTpU CTPOKH HEPUTMH30BaH U
MMeEeT HEKOTOpPhIe 3aKOHOMEPHOCTH B CBOEM pas-
BEpPTHIBaHNH. B ero ocHoBe — OECHOIyTOHOBBIE
[IEHTaTOHHbIE TIONEBKH B Tpeaenax cekctsl (1, 2
1 5 TaKThbl) WK cenTUMBI (3 1 4 TaKThl), OXBAaTHIBA-
IOIIMEe JIMara3oH ot ¢’ 1o es’. B 1enom BokasibHas
MapTUs UMEET IATh MOJOOHBIX CTPOK, SIBIAIOIINXCS
[0 OTHOMIICHUIO APYT K JIPYTy 3BEHBSIMHU TPAHCIIO-
HUPYIOIIEH BOCXOJAIIEH CEKBEHIIMM C MaJIOCEKYH-
IoBBIM marom (mpumep Ne 2).

[Ipumep Ne 2 K. Kapaero. «Benukoe yueHue».
Bropoii maparpad, BokalibHast MapTHsI

[IpomBurasick OT TakTa K TaKTy, KOMIIO3HTOP
COXpaHsIeT OCHOBHYIO KOMOMHAIIMIO 3BYKOB, OOHOB-
JISIS OJTMH W3 HUX: HAIIPUMeED, B IBYX MEPBBIX TaKTax
oOmmMu OyayT 3BYKH ¢, d, g, a; 3BYK € CMEHUTCS
Ha f'u T. 1. Jloruka 3TOroO mporecca Clenyromas:
B TIOCJICIOBATEIILHOCTH TaKTOB MOXHO BBIICITUTH
JIBa TIOOOHBIX «ITMKJIa»: TMepBbIid — ¢ 1 Mo 12 TakT,
BTOpO# — ¢ 13 mo 24 takt. DTans! pa3BEPTHIBAHNS B

HUX CBSI3aHBI C IPOJBIKEHHEM II0 TOHAJIHHOCTAM
KBHHTOBOTO Kpyra OT OeOKJIaBUITHON JAUATOHUKU
(TBa TIEpPBBIX TaKTa B KAKIIOM ITUKIIE) B CTOPOHY Oe-
MOJICH, 3aTeM Yepe3 JHe3HbIe TOHAJIBHOCTH 00par-
HO. IIepBblii IUKII 0XBAaTHIBAET KPYI MAXKOPHBIX TO-
HAJIbHOCTEH, BTOPOil — MUHOPHBIX*!. TaKkThl BTOPOTO
«IMKJIA» OMUPAIOTCS Ha TOT XK€ 3BYKOBOW COCTaB,
9710 W TnepBbId (TakT 1 = TakTy 13, Takt 2 = Tak-
Ty 14 ¥ T. 1.), OTHAKO M3-3a MEPECTAHOBKH 3BYKOB
oOHapy)XuBaeTCsi MUHOpHAas okpacka. [locimemanuit
— TaKT 25 — BBICTYIIaeT B POJIM OKOHYAHUS, CHHTE-
3UPYIONIETO MaKOPHOE ¥ MUHOPHOE HAKJIOHEHHSI.

BoxkanpHas mapTusi IMEeT pUTMHYECKOE COTIPO-
BOXKJICHHE, COCTOsAIIEE U3 26 MaTTEPHOB 10 YHCITY
CHHTarM TEKCTa M 3BYKOB BOKAJIbHOW CTPOKH (IIpH-
Mep Ne 3).

[Tpumep Ne 3 K. Kapapro. «Benukoe yueHue».
Bropoii maparpad, maptust ynapHbIx
. s D T3y
e [ddd D2l Dy
o M hoee LTy
Toun fpd—R LDy WNNM
petr pd—d—d D2l Dy e 2L
e prd—d—d 23y soo BRI
. . e Pl Ty
canor o d—d—d AL Dy
llJ Ml D) h:J J\)g
Y s B » 5 B ,
wo el a0 TTT0
Tase HJ—M“ Lt Al ! i) "
saaign L ST e B
spaies Jra—Ld- 3Dl DAy S SIS YSs I
wie el LD dadand J Dy o - TTDLY

Putmudeckas naptuTypa McnoiHsercs Ha Oa-
pabaHnax, B e€ peanu3anuu MoApa3yMeBaeTcs yda-
CTHE HEMY3bIKaHTOB, Mo3ToMy Kapzapio man Bcem
MaTTepHaM Ha3BaHWS, KOTOpHIE, MO €ro CIIOBaM,
BBITIOJHSJIM  «MHEMOHHYECKYI0 (QyHKIuo» [10,
p. 5]. Ilo Temaruke Ha3BaHUsI OOBLETUHCHBI B HE-
CKOJIBKO TPYIII: JIBE «IATEPKU» — BHUJBI UYBCTB H
BENMKHE 03€pa; OfHA «UeTBEPKAa» — MACTH KapT;
YEeTBIPE «IBOWKMY» — MPOTHUBOIIOJIIOKHOCTH M MHU-
(hoJOTHYECKIe TEPCOHAKHU; YETHIPE KEIMHHUIIBIN 2,
Takast kaccupuKanus MOMOrajia HUCTOTHHUTEISIM
OpHUEHTHPOBATHCS B NMPOCTPAHCTBE IMATTEPHOB U
crmoco0cTBOBaja UX OBICTPOMY 3aIIOMHUHAHUIO.
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[NarTepHbl IMEIOT Pa3HYIO MPOJOJKUTEIHHOCTh
U COCTOST W3 KOMOWHAIMHA JUTMTEIILHOCTEH, Tay3,
(dhepmar u dopiiaros. Cpeay HUX BCTPEYAIOTCS PaB-
HoMepHbIe puTMbl (Mary, Imek, Hearing), cuakornu-
posannbie (Polaris, Superior, Spades, Ontario), Tpu-
onbHble (Castor, Pollux, Taste, Michigan, Right, Left)
u jip. TemaTndeckas KaccCUQUKaIys NaTTePHOB OT-
YaCTH COBIIJaeT C UX PUTMHUYCCKAM HAIIOJHEHUEM
(manpumep, Hadasio B mapax «Castor» u «Pollux»
u «Romulusy u «Remus»). B 10 ke Bpemsi Heko-
TOpbIE PUTMBI, HAIPUMEP, CHHKOIA, BCTPEUAIOTCS
B NIATTEPHAX, OTHOCAIINXCS K Pa3HBIM CMBICIIOBBIM
rpynmam (Polaris, Superior, Ontario, Spades).

KakuM 00pa3oM KOOPIHHHPYIOTCS TPU OIUCAH-
HBIX KOMIIOHEHTA: CJI0BO, Menomus u putM? Corac-
HO KOMITO3UTOPCKUM YKa3aHUSIM, BCE YYaCTHHUKU (MX
KOIIMYECTBO HE OTPaHWYCHO) JIETSATCS Ha TPYIIIb,
B KQXKJIOH — HECKOJIBKO BOKAJIMCTOB (OIMH U3 HUX — Be-
Iymuii) u 6apabaHIIuK. | pymier aBTOHOMHBI B CBOMX
JeiictBusix. 1lepBpIMU HAUMHAIOT YIAPHUKH, KayKIbIA
U3 HUX BBICTPAWUBACT CBOW «MapIIpyT» M3 PUTMHYC-
CKHX TaTTEePHOB: MX MOCIEOBATEILHOCTD, KOJIHYe-
CTBO ITOBTOPECHHI U TEMIT BEIOUPAIOTCSI TIPOM3BOJIBHO.
Uepes HEKOTOpOE BpeMsl BCTYIAET BEAYIIUM TIEBEII:
OH HCIIONHSET OJIHY CHHTarMy TEKCTa Ha OJIMH 3BYK,
n30Upast CBOW TEMIT M OPHEHTHPYSCh Ha TPOJIOIIKHU-
TENBHOCTH CBOETO JbIXaHHsl. EMy BTOpAT ocTasbHbIC
BOKAJIMCTBI 3TOM TPYIBI IO TAKOMY € MPUHIIHITY
(cM.: [Ibid.]). M3-3a yka3aHHBIX YCIOBHHN Y)KE€ HA IEp-
BOM 3BYKE TMPOUCXOIUT PACCUHXPOHH3AIMS TMAPTHIA
BOKAJIICTOB. BMeCTO YHHCOHOB BO3HHMKAaeT MONOOUE
PCTICTUTUBHBIX KAHOHOB. 3aTeM, BCIICICTBUE Pa3iHy-
HOM TMPOJOIDKUTENLHOCTH COCETHUX CHHTarM, pac-
XOXIIeHHE enIé Oosiee yCUITMBAETCs, 3ByKH HAYWHAIOT
CKJIaJIbIBATHCS B UHTEPBAIIBL, @ TIO3KE — B AKKOP/IBL.

OxoHuaHwue naparpada peryinmpyercst BeayIum
MIEBIIOM Ka)KJI0W TPYIIIBL. 3aBepiasi eHue, OH JaéT
curHan OapabOaHIINKy CBOEW TPyMIbI, © TOT CPaszy
NepEXOAUT Ha OCIeqHUI narTepH. Takum oOpazom
MOCTETNCHHO OTKITIOYAIOTCS BCE BOKAJIBHBIC TPYII-
mbl. [laparpad 3aBeprmaeTcs 3By4aHHEM yHTapHBIX:
1ocJie CHHXPOHU3AIMY WX MAapTHH C JTOCTHKCHUEM
YHHCOHA MCITOJTHEHHE MTPEeKpaIiaeTcs.

B ornmuuune ot Broporo maparpada cenpMoi He
UMEET PUTMHUYECKOTO COMIPOBOXKACHUS U (PUKCHUPO-
BaHHOH BOKaJbHOW mapTtuu. Ero nmaprurypa onupa-
eTcsl Ha BepOaJIbHYI0 HOTAIMIO HHCTPYKTHUPYIOIIe-
ro tuna® (mpumep Ne 4).

Tekct pa3menéH Ha 25 cHHTarM pa3HOW BelH-
YUHBI U CHa0XEH HEKOTOPHIMHU yKazaHusmu>. OHH
ONPENCISIOT CnOCob uUcnoaHenuss: sing/metb (CHH-
tarMel 1-24), speak/roBopuTh (IOCIEAHSS CUHTAr-
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e C
[Ipumep Ne 4 K. Kapapro. «Benukoe yueHue».
Cenpmotii maparpad, mapTurypa
...... > sing 8 IF
sing 5 THE ROOT
sing13(f3)  BEIN CONFUSION
sing 6 NOTHING
sing 5 (f1) WILL
sing 8 BE
sing 8 WELL
sing 7 GOVERNED
hum 7
----- > sing 8 THE SOLID
sing 8 CANNOT BE
sing 9 (£2) SWEPT AWAY
sing 8 AS
sing17(fl)  TRIVIAL
sing 6 AND
sing 8 NOR
sing 8 CAN
sing 17 (f1) TRASH
sing 8 BE ESTABLISHED AS
sing 9 (2) SOLID
sing 5 (f1) IT JUST
sing 4 DOES NOT
sing 6 (f1) HAPPEN
hum 3 (f2)
..... > speak 1 MISTAKE NOT CLIFF FOR MORASS AND

TREACHEROUS BRAMBLE

Ma), hum/ryneTsb, HareBarh (rocje cuaTarm 8 u 23);
KOIU4ecmeo noemopenuti OGHOM CUHTarMbl (4UcIIo
mepes KaXa0i U3 HUX); HHOTAA OuHamMuKy (Harpu-
Mep, 3HaK «f3» y cuaTarmMbel Ne 3 «Be in confusion»
O3HAYaeT, 9To TPH pa3a U3 TPUHAALATH OHA JOJKHA
MIPO3BYYaTh TPOMKO).

N3-3a oTCYTCTBUS ONIpeNeaEHHON 3ByKOBOM BbI-
COTHI YYaCTHUKH JOJDKHBI 3apaHee JOTOBOPUTHCS
0 TOHAaxX, Ha KOTOPBIX OyIeT BOCIPOMU3BOIUTHCS
TEKCT (KOMITO3UTOP PEKOMEHAYET COCEIHIE CUHTAr-
MBI UCIIOJHSTH Ha pa3HbIX HOTax). Kak 1 Bo BTopoM
naparpade, Kaxaplii MmeBel BHIOMpAET CBOM TeMI
U OPHEHTHPYETCA Ha MaKCHUMAaJIbHYIO MPOIOIKH-
TEJILHOCTh COOCTBEHHOTO JbIXaHUA> . DTU YCIOBHS
BBI3BIBAIOT YK€ OTMEYCHHbIE IPQEKThI: PacCHH-
XPOHH3AIMIO MAPTUH, TTOA00HNE PETIETUTHBHBIX Ka-
HOHOB U ()a30BOTO CIBHUTa, MOSBICHUE PA3THIHBIX
PE3YJIBTUPYIOLIUX CO3BYUHM.

Komnozumust atoii wactu umeer Tpu (a3l —
9KCHOHUPYIOUIYIO (CHHTarMel 1-8), pa3BUBAIONIYIO
(cuaTarmer 10-23) U 3aKIIOYUTENBHYIO (CHHTarMa
25). [IBa mepBBIX pa3zaena, COOTBETCTBYIOIINE KC-
[IOHUPOBAHUIO M Pa3BUTHIO, MOJOOHBI IO CTpOE-
HUIO: HAYMHAIOTCS BCEMH HCIIOJIHUTENISIMUA B yHH-
coH (110 3HaKy —)?, 3aTeM TIOCTEIIEHHO PaCXOIATCS
M 3aBepIuaroTcs OecTekcToBOil cTpokoit (9 m 24
cuHTarmsbl). E€ GyHKIMS — CBECTH HCIIONHEHHE BO-
€/IMHO, YTOOBI Ha4YaTh CIEAYIINN 3Tall BMECTE.

BTopoil sTan ciokHee NEepBOro, OH IOYTH
B JIBa pa3a JO0JIbIIE 110 IPOIOKUTEIHHOCTH U Ooee
HaCBILIEH AWHaAMU4ecKku. HapamuBanue nuHaMuku
IO XO/1y Pa3BEPTHIBAHUS ATOTO Maparpada no3Bois-
€T TOBOPUTH O JIEUCTBUU B HEM 3aKOHOB KPEILICH IH-
pytomieli GOpMBL: B IEPBOM paszielic HHTEHCHBHOE
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3By4YaHUE MPEANHUCAHO NBAXKIBI (3 U 5 CHHTarMsl,
B cyMMe — 3 pasa), BO BTOPOM BKJTFOUEHHE TPOMKHX
(pa3 ydamiaercs 10 CeMHU U MOCTETNIEHHO yIUIOTHS-
ercs (12, 14, 18, 20, 21, 23, 24 cuHTarMsel, B CyMMe
— 10 pa3). KynpMuHammei 3Toro mporecca CTaHo-
BUTCSl TIPOYTEHUE Ha [ 3aKIIOYUTEIBHOW CHHTAr-
Mbl. UepenoBaHue MPONEBAEMBIX, TPOU3HOCHMBIX
1 OECTEKCTOBBIX CTPOK MPHUAAET 3BYHAHHUIO SPKUN
COHOPHBIH AP derT?’.

[TonBoast wTor HAONIOMEHUSM, MBI TPUXOIUM
K BBIBOAY O IPHCYTCTBHH B «BenwkoMm yueHUm»
psla MUHUMAQJIMCTHYECKUX 3aKOHOMepHOCTEH. Tak,
o0a maparpada onuparoTcsi Ha 3ByKOBOI Marepual,
CXOKUH II0O CBOMM XapaKTEPUCTHKaM C MY3BIKOU
aMEpPUKAaHCKUX MUHUMAJIMCTOB: CKYIIOH, HEPUTMHU-
30BaHHbIN (00a maparpada), aHreMUTOHHOH ITPHPO-
nbl (Bropoi maparpad). B ocHoBe dopmupoBanus
TKaHU 000mX maparpadoB JEKUT MPOIECC HeTpes-
HaMEPEHHOM PaCCHHXPOHU3AIIMYU MApPTUH, OMU3KUN
paiixoBCKOMY ()a30BOMY CJIBUTY W PETICTHTUBHBIM
kanoHaMm T. Paitnu. OgHako Bce 3TH CpencTBa CBA-
3aHbl C MHOM, HEKENU B MUHUMAJIU3ME, 3CTETUKOMN
Y TIPUBOJAT K MHOMY XYyIOKECTBEHHOMY pe3yJbTa-
Ty — 3G PeKTy 1ryma, CyrreCTHBHOMY BO3JICHCTBUIO.
A 4TO caMoe IIaBHOE — 3aKOHOMEPHOCTH, BBI3BI-
BaIOI[€ AHAJIOTHH C MUHUMAJIU3MOM, JEHCTBYIOT
B 3TOM OILyC€ BKYIIE C LIEIOMH CYMMOM CPEICTB, CBS-
3aHHBIX C DKCIIEPUMEHTAJIBHBIM HadaioM: rpadu-
4eCKOH M BepOaTbHOU HOTAIMEH, HUCIIOIh30BAHIEM
NpUEMOB MY3BIKAJILHOTO T€aTpa, UMIPOBHU3ALUEH,
YCTaHOBKOW Ha BCEOOIIYI0 TOCTYNMHOCTb IS HC-

MOJTHEHMsI. DTO BIIOJHE 3aKOHOMEPHO, MOCKOJBKY
«Benukoe yueHme» akkymyaupoBaio B cebe pe-
3yABTaThl pa3HOHAIIPABIEHHBIX MOWUCKOB Kapmsio,
KOTOpBIE OH BET Ha mpoTsmKeHnH 1960-X romos.

Omnpenensaa 3HaueHue ¢urypsl Kapapro mms
OpuTaHCKO# KynbTyphl, M. denamMaH ocTaBUII TOY-
HOe 1 EMKOE 3aKIIIOYEHHE: «...JTI000€ HapaBIeHNe
COBPEMEHHON MY3BIKH TPOHUKIO B AHIIIMIO 61aro-
napst Kapapio u u3-3a mHero. Ecnn ceronHs HOBbIE
WJeH OILIYIIAIOT 3/1eCh CBOE JBMKEHHE, TO 3TO IO-
TOMY, 94TO OH JIEHCTBYET KaK AyXOBHAs CHJIa, HPaB-
CTBEHHBIN 1IeHTp. be3 Hero mononoil “He OoT Mupa
cero” koMmo3urtop Obu1 Obl oTepsiH. C HUM ke OH
OCTaBaJICSA MOJION, HO YK€ He Obul moTepsn» [11,
p. 12]. CopaBeymMBOCTh ITHX CJIOB OIIYIIACTCS
B CBS3M C pAacCHpOCTPaHEHHWEM MHHHMajIn3Ma B
Bbpurannn. Xots Ha My3bIKy Kapaero 310 TeueHue
BO3/ICHCTBOBAJIO CKOpEE OMOCPENIOBAHHO, YEM Ha-
MPSIMYI0, IMEHHO B COYMHEHHAX KOMITO3UTOpa MO-
JI0ZI0€ TIOKOJIEHWE OPUTAHCKUX aBTOPOB IOIYYHIIO
MpUMep aJanTalld PEecypcoB MATTEPHOBOW KOH-
CTPYKLIMU U PENETUTHBHOTO METO/la K COOCTBEH-
HBIM XyIO)KECTBEHHBIM HzaesM. Iloatomy BmomHe
3aKOHOMEPHO, YTO AApO OpPHUTAHCKOW JIMHUU MH-
HUMaJIN3Ma COCTABISIOT YYCHHKH W €IMHOMBIII-
nennuku Kapmpio — X. Cxemnron, M. Ilapconc,
X. Hlpamusn, K. Xo66c, a Takke ydacTHUKH
«Scratch orchestra» — M. Haiiman, M. UsHT,
JIx. Yaiit. Bce ckazanHOe MO3BOJISIET cUUTaTh Qu-
TYpY KOMIIO3UTOpA M €r0 TBOPYECTBO CTOSIIUMH Y
WCTOKOB MUHUMaJIM3Ma B bpuranumu.

< MPUMEMAHUA (<

! M. Haiiman B 3710i cBsi3u HasbBaerT 1969-1970
ronel [14, p. 158].

2 Perensusi Oputa omyomukoBana 11 oktsiops 1968
roza B JKypHaie «Spectator.

3 HamoMmHIM, B pa3HOE BPEMsI K My3BIKE TAKOTO pOaa
MIPUMEHSUINCH CIEAYIOMNEe O0003HAYEHUS: «CHCTEMHAs
MYy3bIKa», «IIpoIecCyanbHass My3bIKa», «My3bIKa TpaH-
ca», «TMITHOTHYECKAs! MY3bIKa», «PETIETUTUBHAS MY3bl-
Kay», «CTPYKTypaJUCcTCKast My3bIka» u 1p. [19, p. 135].

4 B 3apy0eXHOM MY3BIKOBEICHHH TBOPYECTBO OpH-
TAHCKOTO aBTOpa M3Y4YEHO JOBOJBHO MOApoOHO. B mep-
ByI0 ouepens otMetuM moHorpadmio T. Xappuca «Ha-
cieque Kopuenmmyca Kapmeio» [11]. B Heilt u3noxena
ounorpadus, B 00IIMX YepTax OMUCAH OONBIION KOpITyC
COYMHEHUH KOMITO3UTOpA, a TAKXKE OXapaKTePH30BaHEI
€r0 3CTETUYECKHE, MONUTHIECKHEe BO33peHus. Crarhu
B. Argepcon, b. C. baiikep, k. Tun6épu, T. [1. Tatinopa
3aTparuBaioOT OTJEIBHBIC BOIPOCHI, CBS3aHHBIE C TBOPYE-
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ctBoM Kapzpto u ero counnenmsimu [8; 9; 15; 17].

5 B nenom tBopuectBo K. Kapapio MoxHO pa3aennTsb
Ha TPH 3Tama: BpeMs KOMIIO3HTOPCKOTO CTaHOBICHUS
(1953-1961), ycnoBHO «aBaHTapIHBIN», WIH «IKCIIEPHU-
MeHTanbHBIY (1961-1971), u «HerTpanbubiy (1971-
1981) — ¢ MOMEHTa BCTYIUICHHS B KOMMYHHUCTHYIECKYTO
MIAPTHIO U OTKa3a OT COOCTBEHHBIX aBAHTAPAHBIX OIyCOB.

¢ B Akagemun Kapapio yumics ¢ 1953 mo 1957
ron Kak KomrmosuTop y XoBapaa Pepriocona (Howard
Ferguson), xax mmanuct — y Ilepcu Yommepa (Percy
Waller) u BuonoHuenuct. B 310 e Bpems caMOCTOSATeINb-
HO OCBOWJI THTapy.

7 Bo Bpewmst yué6n1 Kapasio u P. P. Benner opranu-
30Basi ucnoiHeHue «Ctpykryp» u «Momotka 6e3 Ma-
crepa» I1. byne3a B pamkax neTHel mkonsl B JJapTuHr-
ToHe [17, p. 1]. Byne3oBckoe BimsHNE OOHAPYKHBAIOT
BTOpasi U TPeThs (POPTECITHAHHBIC COHATHI, HAMMCAHHbIC
B 1956 u 1958 rogax.
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8 Ha atoTt (akT, Bcien 3a JI. A. AKOISIHOM, yKa3bIBa-
et A. 0. Csicoes [5, c. 213]. 3apy0OexHbIe UCCITEIOBATEIH
He ynoMuHaroT ums Kénura B pagy yuuteneit Kapasro.

° Tlozxe Kapapio coBepLICHCTBOBAJICS B KOMIIO3H-
mn y Toddpeno IMerpaccu (Goffredo Petrassi) B Pume
(1964).

19 9r1a crares — «Report on Stockhausen’s “Carré”»
(«doxman o “Kappe” LToxxay3ena», 1961) — nomumo
BocriomuHanni K. Kapzapto o pabore ¢ HemMenknm Kom-
MMO3UTOPOM, OTpa’kaeT IOCIeOBaTeNIbHBI MpoLece
CO3/IaHUsSI TTAPTUTYPBI U CONEPXKUT PsiJl aHATUTHYECKUX
BBICKa3bIBaHMH, KacarolIMXcs OCOOCHHOCTEH WHCTpY-
MEHTOBKH, HOTaIMH, (OpMOOOPa30BaHHMsI, OCBEIACT Jie-
TaJIN IPEMBEPHOTO UCTIOTHEHHS.

"' Tnst atoro Kapmpro ocBom rpadudeckuii qu3aitn
B JloHmOHCKO# mkoe neyatu (1961).

12 I'pynmna Havyana cBoé cyiiecTBoBanue B 1965 roxy,
6buta coznana Kurom Poy (Keith Rowe) — rurapa, Jly
I'spom (Lou Gare) — cakcodon, Damu IIpero (Eddie
Prevost) — ynapusie. AHCaMOJb BBICTYIIACT IO CEH JICHb.

'3 Ha3BaHHe MOXXHO TMEPEBECTH KaK «pa3HOIIEp-
CTHBI OPKECTP» WM «Iaparnarolui opkecTp» (He ciy-
YallHO Ha OIHOW M3 a(uII Ha3BaHUE KOJUIEKTHBA ITOMe-
meHo Ha pacuécke). O0a rnepeBoyia BEI3BIBAIOT CBOW KPYT
accoIManuii: «pa3sHOMEPCTHOCTE) COOTHOCUMA C COCTa-
BOM OpKECTpa, BKIIIOYABIINM MY3bIKaHTOB 1 HEMY3bIKaH-
TOB, M C KOHIEPTHBIMH IIPOTpaMMaMH, COETUHSBIINMH
KJIACCUKY M COBPEMEHHBIE COUYMHEHUS; CIIOBO «Ilaparia-
IOLIMI» OTCBUIAET K 3BYKOBOMY DE3yNbTaTy, 3a4acTyio
HaIIOMUHAIONIEMY HEUJICHOPA3/IeIbHBIA Iy M.

'4 lo6aBUM, YTO MO CBOCH HACBHIIICHHOCTH Pa3lidy-
HBIMHM IIPHEMAaMH 3TO COUYMHEHHE YHUKAJIBHO: B HEM CO-
€IIMHEHBI 3IEMEHTHl IMIPOBHU3AIMH, XAIIICHUHTa, My3bl-
KaJIbHOTO TeaTpa, TIIATeIbHO OPraHU30BaHHOTO JICHCTBA.

'S HamoMHuM, 3Ta mbeca SIHra COCTOUT W3 CIMH-
CTBEHHOTO KJIacTepa, MHOTOKPATHO BOCIIPOM3BOANMOTIO
JIOKTSIMU Ha (popTenuano, MpuIEéM YHUCIIO €ro MOBTOPOB
BBIOMpaeTcs MPOU3BOIBHO [ 14, p. 6-7].

'6 Jlpyrue cTpaHMIBI MapTUTYyphl «Benukoro yue-
HUS» TaKkKe HMMEIOT aHaJOIMH C MHWHHMAINCTCKUMHU
omycamu. Tak, HarpuMep, B OCHOBE (hOpMOOOpa30BaHUs
MIEPBOTO U TPETHETO MaparpadoB JIEKHUT TTOBTOP JIEMEH-
TOB Pa3HOW BENMYMHBI (B IIEPBOM — ILECTh Pa3 LEIUKOM
BOCITPOM3BOJIUTCS MAPTUTYPHBIH JIUCT, B TPETHEM — MHO-
TOKPaTHO CKaHAMPYIOTCSI OT/ENBHBIE CIIOBA U CTPOKH).
ABTOpCKHME yKa3aHUs B IIECTOM Iaparpade, 1Mo cyTH,
OJIM3KH STHIOBCKUM KOMITO3UIMAM Havdana 1960-x romos:
pasnuuHble «3BydaHus» (sounds) TOHOBOW M ITyMOBOH
TIPUPOJIBI JOJDKHBI UCTIONHATHCS ONpeeIEHHOE KoJnye-
CTBO pa3, MepeMeskasich C TeHepaJbHBIMU Iay3aMu. Tak
Kak B JIByX Taparpadax — BTOpOM U CEIIbMOM — CPEZICTBa
MHUHHMMaJi3Ma Hanbosee CKOHIIEHTPUPOBAHbI, OHH OBLIH
BBIOpaHBbI 715 TOAPOOHOTO aHAIN3a.

7B HCTOYHUKAX TMPHUBOAATCS PAa3IMYHBIC JAaTh
okoHuaHus npousBeaeHus: 1970, 1971 umm 1972 ron.
MpI Ha3bIBaeM JaTy, yKa3aHHYIO B PYKOIIMCH MapTHTYPEI
Kapnsto [10, p. 2].
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'8 Tak, MHOTHE OCOOCHHOCTH MapTHTYpBl OMpese-
JIMJIa HaNpaBJIeHHOCTh HA HMCHOJHUTEINS, KOTOPHIA He
obnanaer crenuanbHbIMA Npo(ecCHOHaIbHBIMI HaBbI-
kamu. K HIM OTHOCATCS: MCTONB30BaHKUE TpadUUECKOM
1 BepOaJIbHOM HOTAIMK; OITOpa HAa MUHUMHU3HPOBAaHHBIH,
3a4acTyIo dJIEMEHTAaPHbIH 3ByKOBOW MarepHall, MOBTOps-
€MOCTb 3aJI0)KEHHBIX MPOLIECCOB; MOAYEPKHYTO CBOOO-
Hoe (KOJJIEKTUBHOE WJIH MHIIUBHIyaJIbHOE) CIIOIHEHHE.

19 Jlnst pabotsl Kapapro Mcmosp30Ban mepeBos mos-
ta 23psl [laynna (Ezra Pound), u3nannsiii B 1928 roxy.
B cBsi3u ¢ HEAOCTYNMHOCTBIO TOJHOTO TEKCTa HEepeBoa
MIEPBOMCTOYHHKA MBI ONMpaeMcsl Ha ()parMeHTHI, 3auM-
CTBOBAaHHBIE KOMITO3UTOPOM.

2 B mapTtuType «Benukoro yd4eHus» HaXomsT oTpa-
KEHHE KHUTAlCKO€ HCKYCCTBO KaJUTUTpaduH, MEJOaHu-
Ka U PUTMHKA KHTaHCKOTO s3bIKa (CM., Hampumep: [8]).
Bynyuu ydyactHukoM «AMM)y, Kapasto ¢ xomneramu no
aHCcaMOJIIO M3yYall KHTAHCKUH S3bIK, MY3bIKY U KyJIBTYpY
9TOH cTpaHsbl B 1esioM (cMm.: [7]).

2 Kak ormeyaer B. AHIEpCOH, COUYMHEHHE BBI3bI-
BaeT nmapawienu ¢ «In C» T. Paiinu. B oboux cimydasx
WCXOIHBIN MyHKT — nuatonnka C dur, oqHa U3 Jornye-
CKUX OCHOB Pa3BEPTHIBAHNUS — IIOCTETICHHOE OOHOBJICHUE
3BYKOBOTO cocTaBa narrepHoB. Oxnako B «In C» mukmisl
OoJiee MTPOJOIKUTEINBHBI 10 BPEMEHH, 8 TApPMOHHYECKOE
JIBIDKCHUE CKPOMHEH, CBSI3aHO C TOHAJIBHOCTSMH OiH-
xaimrero poactsa: C dur, G dur v F dur (cM. mogpobHee:
[4, c. 195-200]).

22 [IpuBenéM UX Ha3BaHUS TI0 IPYIIIaM: BUIBI 1yBCTB
— Touch, Taste, Smell, Sight, Hearing (ocs3anue, BKyc,
00oHsIHNE, 3peHHE, CITYX); IIeIb CeBepoaMepHKaHCKHX Be-
mkux 03ép — Superior, Michigan, Huron, Erie, Ontario
(Bepxnee, Muunran, I'ypon, Opu, OHTapno); MacTu KapTt
— Spades, Hearts, Diamonds, Clubs (nviku, yepBbl, OyOHBI,
TpedBbl); MPOTHBOIOIOKHOCTH U IMEHA MU(OITOTHIECKUX
nepcoHaxelt — White, Black, Right, Left, Castor, Pollux,
Romulus, Remus (6enoe, uéproe, mpasblii, aeBbiid, Kac-
top, [ommykc, Pomyn, Pam), merpynmmpyemsie — Mary,
Polaris, Imek, Brabazon (Mapwus, [Tonapuc, Umek, bpaii-
0930H).

2 Kak M3BECTHO, BepOasibHasi HOTALHs BMECTO TIPH-
BBIYHBIX HOTHBIX 3HAKOB ONEPUPYET CHMBOJAMH IMHCH-
MeHHOro si3bika. Cormacuo E. JlyOwHer, BBIICNSAIOTCS
JBa e€ THIa — MHCTPYKTUPYIOMMH (Aol yKa3aHHs
0 TIOPSIZIKE MCIIONHEHMST) U aCCOLMATUBHBIH (CO3/1at0IIui
olpese€HHOe 00pa3Hoe MPOCTPAHCTBO, MMITYIIBC IS
MY3bIKaJIbHOM nmnpoBu3anum) [1, c. 42]. Kapasro obpa-
aeTcs K IepBOMY M3 3TUX THIIOB.

2 B 0CHOBE TEKCTa ATOTO pasjesa Jexar HacTapie-
Hust KoHgynus conuanbHO-TOMUTHYECKOTO XapaKTepa:
0 IIEJIOCTHOCTH TOCYAApCTBa, CIIPABEIUINBOM yCTPOHCTBE
o01ecTna.

» [TonoOHBIC KayecTBa CBOWCTBEHHBI U IIECTOMY
naparpady. Ero BepbanbHas maptutypa (uKCHpyeT mHo-
PSIIOK JIEWCTBUI MHCTPYMEHTAIMCTOB M XapaKkTep My3bl-
KaJIbHOTO MaTepualla: OIHCHIBACT Pa3IMYHbIC «3BYyYaHHSD)
(sounds), KOJIMYECTBO WX BOCIPOU3BEICHMUI, BKIFOUCHHUEC
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reHepasbHbIX nay3. [1o yka3aHuto aBTopa, Kaxablil ydacT-
HUK JIOJDKEH JBUIaThCs CKBO3b IAPTUTYPY B CBOEM TEMIIE,
MHOIZIa CHHXPOHHU3UPYACH C APYTUMHU. 3By4aHHE pa3ziena,
C OZIHOU CTOpPOHBI, HATIOMHUHAET OITYChl CEPUAITUCTOB, BbI-
paxkasicb B «TOUEYHOCTW) 3BYKOBOTO PHCYHKA, 3aJaHHO-
CTH IapaMeTpoB, ¢ Apyroil — onbiTel k. Keilmka, mpo-
SIBJISISICH B BBIOOPE 3BYKOBBIX NCTOYHHKOB (MY3BIKIBHBIX
1 HEMY3bIKJIbHBIX ), B CBOOO/IE HCIIOIHEHHUS TAPTUTYPBI.

Gy

2 B kOMMeHTapHusx K ucronHeHuro Kaprapio yka-
3bIBaJl Ha 0053aTENbHO CHHXPOHHOE BXOXK/IEHHE B 1-10
1 25-10 CUHTarMbl, yHUCOHHOE BCTyIuieHue B 10-10 cuH-
Tarmy ¢axyasratuBHo (cM.: [10, p. 24]).

27 Tlo 3agyMKe aBTOpa, UCIOJHEHHE BKIFOYAIO TaK-
K€ 2JIEMEHTBl HHCTPYMEHTAIBHOIO Tearpa: Mocie BOC-
MIPOM3BEACHUS KaKJAOM CTPOKM YYaCTHHKH CBOOOIHO
HepeMEIIaoTcs 0 CLEHE.
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HekoTopble ApamaTypruvyeckme 1 KOMNo3uLlMOHHbIE 0COOEHHOCTH
paHHux onep d. INracca®

Crarps mocBsIIeHa BOPOCy OOHOBIICHUS ONIEPHOTO XkaHpa B TBopuyecTBe P. [Tacca. DToT nponecc 0603HaUMICS
B aMEPHUKAHCKOM MY3BIKAIEHOM Tearpe B KoHie 1970-x u B 1980-¢ romsr 1 ciocoOCTBOBAN BO3POXKICHUIO HHTEpECca
K HanOoJee KOHCEpBATHBHOMY IO MEpPKaM TOTO BPEMEHH JXKaHPy B TBOPYECTBE COBPEMEHHBIX aMEPUKAHCKHX M
3aaJHOEBPOIEHCKUX KOMIIO3UTOPOB. Pechopma onepHOro sxaHpa, BIOCIEACTBUN H3MEHHBINAS IIPECTaBICHUE O CAMON
CYTH MY3bIKaJIbHO-TEaTPAIBLHOTO CIIEKTAKIIS KaK Xy/I0)KECTBEHHOTO SIBJICHUSI, OCYIIIECTBIISUIACH IO/ HETIOCPEICTBCHHBIM
BO3JIEHCTBUEM 3CTETHIECKUX U/IEH TeaTpasbHOT0 SKCIIEPUMEHTAIN3MA, MYy3bIKaIbHOI'0 MUHAMAJIM3Ma, KOHIIENTyaIn3Ma.
B crarbe paccmarpuBaroTcs pamMaTypruuecKie 1 KOMITO3UIIMOHHBIE POOJIEMBI, CBSI3aHHBIC C BHEIPEHHEM B OIIEPHBIN
KaHpP TPHHIMIIOB, XapaKTepHbBIX JUIT HOBOH (DOPMBI NPECTABICHNUS, CIOXKMBIIEHCS B €BPONEHCKOM aBaHTaApIHOM
U aMEpPUKAHCKOM JKCIEpUMEHTaIbHOM TeaTpe. Panume coumnenmss ®. [macca — omepbl «JHHIITEHH Ha Oepery»,
«Carpsirpaxay, «IXHATOH», KOTOPHIE KOMIIO3UTOP OOBEAWHWI B TPHIIOTHIO, IOCIIEIOBATEIBHO BOILIOMIAIOT HACH
OOHOBJICHUSI OIEPHOTO CIEKTaKIs. B mccienoBaHny 0003HAYEHBI TPAIUINHM «TeaTpa >KECTOKOCTH», «3MHYECKOTO
Tearpay, «rearpaadcypaa» (A. Apro, b. bpexr, C. bekker), oka3aBIme BIUSTHAE HA My3bIKaIbHO-TEaTPATbHOE MBIIIICHHE
KOMITO3UTOPA, OIPE/IENICHbl 0COOCHHOCTH BOIUIOIICHMS ITPUHIMIIOB HEIMHEHHON IpamMaTypriy, OXapaKTepH30BaHBI
CIIOCOOBI KOHCTPYMPOBAHHUSI CMBICIA, PACCMOTPEHBI NPHEMBI KOMIO3WIMOHHON OpraHW3alliH, ONHWpPAIOIINEcs Ha
MY3bIKaJIbHO-s13bIKOBBIE HOBauy @. [T1acca, BEIpaboTaHHBIE B MHCTPYMEHTAIBHON MY3BIKE.

KiroueBple ciioBa: aMepuUKaHCKHA MY3BIKIBHBIM Tearp, panHue omepsl @. I'macca, «OWHIITEIH Ha Oepery»,
«Carpsrpaxay, « IXHaTOH», OOHOBJIEHHE OIIEPHOTO JKaHPa.

Il yumuposanus: Kuceera E. B. HexoTopble apamaryprudeckue W KOMITO3UITHOHHBIE OCOOCHHOCTH pPaHHHUX
omep ®. 'macca // [Ipobnemsbl My3bikanbHO# Hayku. 2018. Ne 3. C. 58—64. DOI: 10.17674/1997-0854.2018.3.058-064.
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Certain Dramaturgical and Compositional Peculiarities
of the Early Operas of Philip Glass

The article is devoted to the question of the revival of the opera genre in the musical legacy of Philip Glass. This
process came to view in American musical theater in the late 1970s and 1980s and was conducive to the revival of
what was deemed to be by the standards of that time period the most conservative genre in the musical output of
American and Western European composers. The reform of the operatic genre, which subsequently transformed the
perception of the very essence of the musical-theatrical performance as an artistic phenomenon, was carried out under
the direct influence of the aesthetical ideas of theatrical experimentalism, musical minimalism and conceptualism.
The article examines the dramaturgical and compositional problems connected with the implementation into opera of
principles connected with a new form of perception formed in the European avant-garde and American experimental
theater. Glass’ early compositions — the operas “Einstein on the Beach,” “Satyagraha” and “Akhnaten,” which the
composer combined into a trilogy, manifest in a consistent way the ideas of revival of operatic performance. The
research identifies the traditions of the “Theater of Cruelty,” the “Epic Theater” and the “Theater of the Absurd”
(Antonin Artaud, Bertold Brecht, Samuel Beckett), which have exerted influence on the composer’s musical-theatrical
thinking, define the peculiarities of manifestation of the principles of non-linear dramaturgy, characterizes the methods

* [lyOnuKanus IOArOTOBJICHa B paMKax moanepxusaemMoro POOU Hayuroro npoekra Nel7-04-00198-OTH.
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of construction of meaning, and examines the means for compositional organization founding themselves on the
innovations of Philip Glass’ musical language developed in his instrumental music.

The publication has been prepared as part of project Ne 17-04-00198-OGN supported by the Russian Foundation
for Basic Research.

Keywords: American musical theater, the early operas of Philip Glass, “Einstein on the Beach,” “Satyagraha,”
“Akhnaten,” revival of the opera genre.

For citation: Kiseyeva Elena V. Certain Dramaturgical and Compositional Peculiarities of the Early Operas of
Philip Glass. Problemy muzykal'noj nauki/Music Scholarship. 2018. No. 3, pp. 58—64.
DOI: 10.17674/1997-0854.2018.3.058-064.

XYJIOX€CTBEHHOM M HCCJEeI0BaTEIbCKOM KYJIbMUHAILIMOHHOW TOYKOM B MHOTOJIETHUX TBOD-

MIPAKTUKE WHTEPEC K OMECPHOMY TBOPYECTBY  HYECKUX HDKCIEPHUMEHTaX KOMITO3UTOpa, 00O03Hadas

Owmmna [acca — kpymHEHTIero amMmepukan-  « OWHIITEHHOMY Havallo HOBOTO ATara B dBOJIIOIAN
CKOTO KOMITO3UTOPA, OMHOTO M3 OCHOBOIIOJIO)KHUKOB  aBTOpCKoro cTui [3; 7; 8].
My3BIKaJJbHOTO MHHHMAaH3Ma — HE YTHXACT YXKe 3HayeHne «OUHIITEHHA» I MY3BIKaJIbHON
Oonee copoka jer. Omepbl «OUHIITEHH Ha Oepery»  KylIbTyphl KOHIAa XX BeKa CIOKHO IEepPEOleHUTH.
(1976), «Carpsrpaxa» (1979), «Oxmaron» (1983), Ecinu B TedeHHWE MOYTH ABYX ACCATWICTHH O €rO
«I'paxnanckue BoiHBED (1984), «llamenme Jloma  co3maHMsI aMEPHUKAHCKHE KOMITIO3UTOPHI MPaKTHIC-
Amepay (1988), «llyremectBue» (1990), «benblii  ckm He oOparavch K OMEPHOMY JKaHPY, TO CIe-
Bopor» (1991), «lamuneo Iammneit» (2002), «An-  gyroomue mociie «DWHIITeHHa» TOoAbl, HANPOTHUB,
moMartokey (2007), «Kerutep» (2009), «neanbHplii  03HAMEHOBAIMCH HEOBIBAIBIM BCILIECKOM HHTEpECA
amepukanen» (2011), «[lorepstausnt»y (2013), «Cym»  k omepe. KoMIIO3UTOpHI HE TOIBKO CO3MAN ECST-
(2014), cozmaHHBIE KOMIIO3UTOPOM B COABTOPCTBE KW IPOU3BEACHHH, cpean KOoTopwix «EBpoomepsn»
¢ pexuccépamu-3kcriepuMmentanuctamu Pobeprom [k, Keitmka, «Pa3ubsie moesnay, «Ilemepay, « Tpu
Yuconom, CkortoMm XukcoM, JIu bpyepom, [Turepom  mputunm» C. Paiixa, «Jloktop AtomubIi», «HuUK-
XanjKe, IEMOHCTPUPYIOT MPOLIECChl OOHOBIeHHS My-  coH B Kutae» [Ix. Anamca, «Anitac» M. MoHk, HO

3BIKAJIBHOTO TeaTpa Ha pyoexe XX—XXI BekoB. U CTaJIM ONPENENSATh ONEPHBIN JKaHP Kak IOJe IS
B oTeuecTBEHHOM My3BIKOBEIEHUM MO)XHO Ha-  CMEJIBIX SKCIIEPUMEHTOB U HOBaLUi.
OIromaTh ONPEIENEHHBIN KPEH B M3yUYSHUH TBOPIECKO- «Carpsirpaxa» 1 « IXHaTOH» U3 3HAMEHUTOU TPH-

TO HACJICAUs KOMIIO3HUTOpA. Tpa)Z[I/IIlI/IOHHO nucciaeao- nornn @. I'macca He TMOJYYNJI JOJIDKHOI'O OCBEIC-
BaTCIILCKHUM HWHTEPEC BBI3bIBAIOT MHCTPYMCHTAJIBHBIC HUA B TpyadaX OTCUCCTBCHHBIX yT-IéHBIX, YTO, BO3MOXK-

COYMHEHHS, CBA3aHHBIE CO CTAHOBJICHHWEM aBTOP-  HO, CBSI3aHO C MEHBIIHMM, IO CPAaBHEHHIO C IEPBOI
CKHX DPENEeTUTHBHBIX TeXHHK B 1960-1970-e romel,  omepoii, yIelpHBIM BECOM HOBaropcTa B HuX. O0e
a Tarke MpoONieMbl (OPMHPOBAHHS TIOCTMHHHUMA-  OINEPbI BOCIPHHUMAIOTCSI MY3bIKOBEAAMH KaK COYH-

JIMCTCKOM 3CTETHKH B mpomsBeeHusX 1980-1990-x  HeHws, TpaHCIMPYIOIIKE y)Ke HalJeHHBIE KOMITO3H-
[1; 2; 3; 4]. B cBOIO OuYepens My3bIKAIBHO-TEATPallb-  TOPOM HOBBIE Xy[JO)KECTBEHHBIE TPUHIHUIEL. OTHAKO,

HBbIE PabOThI MacTepa UCCIIEIOBaHbl B MEHBIICH CTe-  Ha Hall B3MIAJ, HCTOpHYECKas 3HAYMMOCTh BCEi
IIEHM, 32 UCKIIIOUEHUEM IIEPBOM OIIEpBHI. TPWJIOTHU HE TIO[UIC)KUT COMHEHMIO. « DHHIITEHHY,
JleiicTBUTENBHO, TIEPBOE KPYNMHOE MY3bIKalb-  OymIydd HEpPBBIM IKCIIEPUMEHTATBHBIM COYMHEHHEM,

HO-TearpanbHOe mpoussenenne @. [macca («DitH-  BCE e HAXOAWJICS 3a TpeAesiaMH OIEPHOTO JKaH-
TeHH Ha Oepery»), 00O3HAYCHHOE KOMIIO3UTO-  Pa, €r0 MOXKHO OTHECTH K OO0JaCTH MY3BIKAJIbHOTO
POM Kak «omepay», UMeNlo pyOeXHOe 3HaueHHe JUid  Tearpa, HO CIIOKHO OINPENeNUTh MPHHAIICKHOCTh
aMEPUKAHCKOTO M 3allaJIHOCBPOIEHCKOTO MY3bl- K KaKOMY-THOO KOHKPETHOMY JKaHpy, B TO BpeMs
KajgpHOTO Tearpa. O6 0coboil ucropuueckoit ponmu  kak «Carpsrpaxa» M « 9XHATOH» OTKPBIBAIOT HOBYIO
«OUHIITEITHA», KOTOPBIM «OTKPHIBAE€T HOBEHINYI0  CTPAHMILy MMEHHO B TIPOYTEHHUH OTIEPHI.

HCTOPHIO aMEpHUKaHCKO#l omepb», mumer O. Ma- ITokasaTesbHBI B 3TOM CMBICIE pa3MblILIE-
HYJIKHHA B CBOEM KPYITHOM HCCIIEZIOBAaHUM O My3bI-  HHS O XaHpe camoro [iacca, BeICKa3aHHBIE 0 U
ke CILIA [4, c. 682]. 3naueHre IPOU3BENCHUS JJII  TI0CIE CO3daHus «DWHITeWHa». Tak, BO BTOpOi
pa3BUTHSL MY3BIKaJBHO-TEATPAIBHON WHAyCTpuH  1oyioBHHE 1970-X KOMIO3UTOpP MUIIET O TOM, YTO
ormeuaetr C. O’Konnen [9, p. 33-34]. A. Kpom, O0H «C OTBpameHHEM» OTHOCHUTCS K TPaaUI[HOH-
E. Homak, /[x. PuuapicoH Ha3plBalOT COYMHEHME  HBIM KaHOHAM JKaHpA, «CIy4alHO CTal ONEPHBIM
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KOMIIO3UTOPOM», YTO IO OTHOUICHUIO K CBOEMY
MIPOM3BENIEHUIO «IIPUMEHSET CJIOBO ‘‘orepa’” Cc He-
xkemaauem» (T, mo: [10, p. 33]). IIpumedarens-
HbI U OoJee MO3AHHME BbICKa3bIBaHMS: «OmepHas
TpaauLusg Ka3aiach MHE Oe3HaJEKHO MEPTBOH,
0e3 mepcreKTUBBl Ha BO3POXKIEHHE B MHUpE Iep-
(opmanca, B koTopoM 5 pabotan. MHe Ka3aiocs,
YTO ropa3fo Jydlle HayaTh ¢ YEro-To Apyroro. s
KaHPOBOTO 0003HaYCHNUS “DUHINTEHHA” 51 TPe.Io-
4yén Obl TEpMHUHY “Orepa” TEPMUH ‘‘MYy3bIKaJIbHBINA
tearp”» [Ibid.]. B My3bIKaibHOM MHpE CIIOKHIOCH
YCTOMYMBOE MHEHHE, 4YTO IPOU3BEICHUE CTallo
OTOXJIECTBIIATHCS C OTIEPON BO MHOTOM Oaroiapst
P. Yuncony, HacTosiBlieMy Ha TakoM 0003HaYCHNUH,
a TaAKXXE ITIOCTAaHOBKAaM COYMHCHUA Ha CHCHUYCCKUX
IUIOIIAJIKaX, aCCOLIMUPOBABIIUXCS CO CPEAOH Obl-
TOBaHUS ONEPHOTO JKaHPa.

BaxxHo, uTo ko Bpemenu paboTel Hag «Carpsarpa-
XOI» TOH BbICKa3bIBaHUM [1acca cyniecTBEHHO U3-
MeHWICA. Yke K KoHIy 1970-x xommo3urtop, XoTs
A OTPHULAET «BEIUKYK TpPAaJHULHIO E€BPOINEHCKOI
OTIEPhI», B YéM MOXKHO OOHAPYKHUTh HOATEKCT, CBSI-
3aHHBIN C OTUYXXJIEHUEM OT TPAJUIIMOHHBIX KaHO-
HOB IOCTPOEHUS ONIEPHOTO CIIEKTAKJISI, HO B IIEJIOM
WCTIBITHIBACT OCOOBIN MHTEPEC K ONIEPHOMY JKAHPY.
Hanee, B mepuog paboThl Ha «DXHATOHOMY, OH 00-
pamaceTcsa K UICTOPUYCCKU CIOKUBIIUMCS OIICPHBIM
dhopmam. HakoHer, B OTHOM W3 WHTEPBBIO KOHIIA
1980-x I'macc 3ameTwit, 9TO IO 3aBEPIICHUHN TPHUIIO-
THH OH «CTaJl ONEPHBIM KOMITO3UTOPOMY (IIUT. T10:
[10, p. 34-35)).

B «Oftamreitney», «Carpsarpaxey, « DXHATOHE»
KOMIIO3UTOP M €r0 COAaBTOPHI MOCIEIOBATEIHEHO
PaCKpbUIN XYHOXCCTBCHHBIC HWACHU, ITOIYYHMBHINEC
PpaHEC aKTUBHOC PAa3BUTUC B OKCIICPUMCHTAJIbLHOM
TCaTpC M HAUICAUINC SIPKOC BOIUIOIICHUC B HOBOH
¢dbopme mpencraBieHus — neppopMance, KOTOPBIHA
monmyunsn OecrperieieHTHOe pa3ButHe B 1970-e
u 1980-e roger B 00acTu My3bIKaJIBLHOTO TeaTpa.
CBsi3b CBOETO TBOPUYECTBA C ICTCTHKOH mepdop-
MaHCa aBTOP HEOJHOKPATHO MOMYEPKUBAI, Ha3bl-
Basd CpeAu UHTCPECHBIX IJId HETO XYA0KCCTBECHHBIX
SIBIICHUI COBPEMCHHOCTH TCaTpaJIbHBIC U MY3bI-
KaJIbHBIC TOCTAaHOBKH <« KmBoro tearpay, «OT-
KpbITOTO Tearpay, «[pymnmsl nmepdopmanca» boba
VYusncona, Mepenut MoHK, pa3BuBaBIINX nepdhop-
MAaTHUBHBIC IIPAKTUKU.

B cBoux omepax [nacc crpemumics co3narb
0CcoObIe YCIIOBHSI KaK JUIsi TBOPUYECKOH NesTeIhHO-
CTHU, TaK U [JIs1 BOCHPUATHA XYAOKCCTBCHHBIX CO-
OBITHI, YTO BBIPA3WIOCH B Pa3pyIlICHUH MPUBBIY-
HBIX T'PAaHMI] MEXJY HCKYCCTBOM U OKpYXKaroulei
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NEHCTBUTENBHOCTHIO, B HOBBIX ISl MY3BIKaJIBHO-
TeaTpaJbHOTO CHEKTaKIs MNpuéMax TIOCTPOCHUS
JpaMaTypriy U KOMITIO3UIINH, a TAK)KE B BOZMOXKHO-
CTSIX B3aMMOJICHCTBHS aBTOPa M WCIIOIHHUTENIEH CO
3pUTETEM.

Tak, omHOM U3 IPKUX HOBATOPCKUX UAeH «DWH-
MITeHAa) CTal0 BKJIIOYEHHE B JApamaTypruyecKuit
npoduiIb CHEKTAKIs HEJIWHEWHBIX METOJOB pas-
Butus. Vcnonp3oBaHMe MPWHIMIA AUCKPETHOCTH
B M3JIOKEHUH MaTepuania, 0TKa3 OT €INHON CIOXKET-
HOW TUHUH U JIOTUKHU PA3BUTHS B ITOJIb3Y U3T0KEHUS
Pa3pO3HEHHBIX 00Pa30B ObLIH PU3BAHBI TIOTPY3UThH
3puTelis B atMocdepy 3moxu A. DHHIITEHHA U BbI-
3BaTh CBOOONHBIE acconMalui. Baxuewei 3ama-
yeid @. I'macca u P. YuicoHa crano «BXuUBaHUEY
B MHp, YBHJICHHBIH 1T0J] 0COOBIM PaKypcoM — Kak ce-
puto Metamop$o3, CBI3aHHBIX C KU3HBIO U OTKPHI-
THUSIMH BeJHKOro (u3uka. CrieHn4ecKkoe BOILIOIIe-
HUE HAa3BaHHBIX UEH CTaI0 BO3MOXKHBIM OJarogaps
9KCHEPUMEHTHPOBAHHUIO C PA3IMYHBIMU CIIOCO0aMHU
MIPECTABIICHUS TEJIa U OPUTHHAIEHOMY MIPOCTPaH-
CTBEHHO-BPEMEHHOMY PEIICHHIO, B CBA3H C YEM
B MIOCTaHOBKE 0c000€ BHUMAHHE Y/IEIEHO ITaHTO-
MHUMHBIM U XOpeorpaduueckuM CIiCHAM.

CrnemyeTr OTMETUTH U TO, YTO B IPOU3BEACHUU
OTCYTCTBYIOT COJIbHBIE BOKAJIbHBIC ()OPMBI, BBI3bI-
BaIOIMEe aCCOIMAINU C ONMEPHBIM kaHpoMm. VM Ha
CMEHY NPUXOIAT HAPOUUTO OECCMBICIECHHBIEC Apa-
MaTHYECKHE MOHOJIOTH Ha TEKCThI MaJIbuNKa-ayTH-
cra K. Hoynca u uHcTpymeHTanbHble coso. MHTe-
pec mpexacraBisieT ¥ paboTa ¢ roJ0coM, KOTOPBIN
TPaKTyeTCs] KOMIIO3UTOPOM KaK aKyCTHYECKHUN WH-
CTPYMEHT, BKJIIOYEHHBIN B MOJUTEMOPOBYIO OpKe-
CTPOBYIO TKaHb.

Hpamarypruss «Carbarpaxm» " «IXHATOHAY
TaKke Jajeka OT TPaJUIMOHHBIX MPEICTaBICHUN
00 omepe. 3mech HAa CMEHY JEHCTBEHHOCTH W CO-
OBITHHHOCTH, BRICTPOCHHBIX B €IMHYIO JINHUIO Pa3-
BUTHS, IPUXOTUT HETMHEHHOCTh, OPTaHN30BaHHAS
C MOMOIIBIO INPUEMOB MOHTaxa. [leMoHCTpupys
MTOBECTBOBAaHUE B Takoi ¢opme, I macc BricTpanBa-
€T ero Kak IEeNOYKy HE CBSI3aHHBIX U HCTOPUIECKHU
HE COTTACOBaHHBIX ATH300B.

Bonee Toro, cMpICIOBOE HAMOJIHEHUE TPaIUIIH-
OHHBIX OTEpHBIX (HOpM (apuii, pEYUTATUBOB, AaHCAM-
Oell pa3IM4YHOTO COCTaBa), BBEEHHBIX B MYy3bIKaIIb-
HYIO TKaHb O0EWX OIep, OKa3bIBaeTCs 3a paMKaMu
3pUTENHCKOTO BOCHPHATHA. KOMIO3UTOp BKIFOUMIT
B COYMHEHUs JApeBHUE s3bIKH (B «Carpsarpaxe» co-
Jep>KaTcs BRIIEPKKH U3 «bxaraBar-ruTel» Ha caHc-
KpHTE, B « DXHATOHE» UCIIOIH30BaHbl OPUTHHAIEHBIE
JIPEBHEETUNIETCKUE TEKCThl M3 «KHUTH MEPTBBIX»
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u OuOIeiickue TEeKCThl Ha UBPUTE), MOMYEPKHYB HX
3BYKOBYIO TIPHPOAY M HUBEIUPYS KOMMYHHKATHB-
Hyto (QyHKIHMIO ciioBa. B cBoeit aBroOuorpaduu oH
yrBepikaan: «OTKa3 OT WCHOJIB30BAHUS MOHATHBIX
TEKCTOB, KOTOpPBIE 3PUTENIb MOT Obl BOCIIPHHHMATh
KaKk BMECTWJIMIIE CMBICTIA, OTKPHIBAET CJIOBY BO3-
MOKHOCTh 3By4aTh KaK €AWHOW TOCIIEAO0BAaTEIbHO-
CTH 3BYKOB» [5, p. 101].

Kpome Ttoro, I'macc npuMeHnnI OpUrHHAaIbHBIN
Croco0 CHUMYJIBTaHHOTO (MJIM MapajuIebHOT0) To-
BECTBOBAHMSL, KOTOPBII YCHJINII CMBICIIOBOM pa3phIB:
TekcT «CarpArpaxm» ONMHpaeTcs Ha JieTeHAapHBIC
COOBITHS M3 BEIMUYECKOTO 31oca «bxaraBar-rute»,
B TO BpeMsS KaK CIEHHYECKOE JEUCTBHE CBA3aHO
C BOIUIOIICHWEM HJIeW HEHACHIBCTBEHHOTO COIPO-
TUBJICHUS, pa3pab0TaHHON WHAMHCKAM ITOJTHTHYC-
ckuM aesiteieM M. [aaan nyist 60pbOBI MHAMMCKUX
oOmuH 3a TpakgaHckue mpasa. lloxoxuil mpuém
HECOBIMAJIEHUS] TPOU3HOCHMOTO TEKCTa M CIICHHU-
4eCKOro JIEeHCTBUS OBLI MCIOIB30BaH U B «JXHa-
ToHe». To ecTh nmoaxon I'macca K onepHoOMy >XaHpy
OCHOBaH Ha KOHCTPYHPOBAaHUH APaMaTypriuy TAKUM
00pa3oM, 4TOOBI TEKCTHI BepOAbHBIA U MYy3bIKalb-
HBIN BKYTIE CO CIIEHMYECKHUM JICHCTBHEM HE CII0C00-
CTBOBAJIM CO3JJaHUIO €AUHON JIOTMYECKON JIUHUH U
ONPEeNeIEHHOIO CMbICTIA.

HampoTtuB, BcCe COCTaBISIOIINE CIIEKTAKIISA
JOJDKHBI OBUTH TIOAJIEPKUBATh HEKYHO pa3oOIIéH-
HOCTb, CO3/1aBasi ceMaHTH4YecKuil Bakyym. Cormac-
HO aBTOPCKOMY 3aMBICITY, BAKHEHIIIYIO POJIb B IIpe-
OJIOJICHUH CMBICJIOBOTO pa3pbiBa MEXIy oOpa3zamu
MY3BIKaJIbHBIMU U CHEHUYECKUMHU JOJDKHO WTPATh
3pUTENIbCKOE BOCHPHUATHE. 3PUTENIb MOXKET MEH-
TaJbHO KOHCTPYHPOBATh CMBICHBI, MCXOAA U3 CBO-
€ro JIMYHOTO COIMOKYJIBTYPHOTO OIBITA, U, TAKUM
o0pa3oM, CTaHOBHTHCA coaBTOpoM uzien. Kommo-
3UTOP OOBSACHSII, YTO POU3BEACHNE JTOHKHO OBITH
«TIEPCOHAIM3UPOBAHO 3PUTEIEM», HYTO HMEHHO
«CTIOCOOHOCTh KOHCTPYHMPOBAHUS 3PUTEIEM CMBIC-
JIOB MPHUIAET COUMHEHHIO CONEPKaTebHOE HAIOJ-
Hexue» [6, p. 71].

Ilpuém mnapasuienbHOTO MOBECTBOBAHUS, PEYb
0 KOTOPOM IIlJIa BBIIIE, OKa3bIBAET BIMSHUE U HA Xa-
pakTep IpaMaTyprudeckoro pasButus. [IpuHImNBI
noctpoeHns «Carpsirpaxm» U « IXHATOHA)» HE CTO-
COOCTBYIOT CO3/IaHUIO JCHCTBEHHOCTH U COOBITHII-
HocTh. CTaTH4YHAas «JIpaMaTyprus» orep OCHOBBIBA-
€TCs Ha COeTMHEHUH 3aMKHYTHIX, 3aCTBIBIITUX CIICH.
«®Depma Toncroro», «IIporuBocTosiHME M cmace-
Hue», «Maptun Jliotep Kunar» n3 «Carpsrpaxm»
n «Koponamus OxHarona», «9xHaroH U Hedepru-
iy, «[opon/Taneny, «'uMu», « PyuHbI» 13 « IxHa-
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TOHa» THIIOTETUYECKH MOTJIN OBI CYIIECTBOBATH KaK
OTAENbHbIE MUHIMAJIUCTCKIE TPON3BEICHMS.

Onnako Onaromapsi crienuuuecKoMy MY3bl-
KaJIbHOMY Pa3BUTHIO B OIE€pax MOXKHO TOBOPHUTH
O TIPOSIBICHWM AWHAMUKH B cTaTthke. My3bIKa,
OCHOBaHHAas Ha PETIETUTUBHBIX TEXHUKAX PabOTHI
C MaTTepHOM (MPOLECCHI AATULIMK U CYOTpaKIUK),
CroCcOOCTBYET CO3/JaHHMIO OIYIICHUS JBUKCHHS
MMOCPEJCTBOM IOCTETIIEHHO HAKAILINBAEMBbIX H3-
MeHeHu#d. Jlist TOoro 4ToOBl CTPYKTYypHpPOBAaTh
JOJITHE CTaTHUYHBIE ONIEPHBIE CIIEHBI, KOMIIO3UTOP
MIPUMEHIIT TOBTOPSAIONINECS TAPMOHIYECKHE MMaT-
TEepHBI, HA KOTOPBIE HAKJIAJbIBAJIOCh MEIOIHYe-
CKO€, pUTMHUYECKOE, TEMOpPOBOE U THHAMHYECKOE
pas3BuTHE.

B kayecTBe mOKa3aTeNbHOTO MpUMeEpa MpHUBE-
IEM KOMIO3UIMOHHYIO OPTraHU3aIUI0 CIEHBI, OT-
kpeBaromeit  «Carpsirpaxy». KommosnnmonHyto
OCHOBY 3/7IeCh 00pa3zyeT HUCXOAALINI TrapMOHH30-
BaHHEII TeTpaxop (¢ 6acoBoii muHueH f~es—des—c),
KOTOPBI TIOABEPraeTcs MOCTENEHHOMY PHUTMHUYE-
CKOMY H MEJIOJUYECKOMY PACIIUPEHHUIO C TIOMOIIBIO
no0aBieHusi OMHOTO 3ByKa. IIporecc 3ToT MHOTO-
KpaTHO TOBTOPSETCA /0 TEX MOp, MOKa apreKu-
pOBaHHas TapMOHWYECKas IOCIEJ0BATEIbHOCTD,
NepBOHAYAIBHO JlaHHAs B pa3Mepe 5/8, He pacuiu-
putcs 1o pasmepa 8/8. [TocTeneHHOe PUTMHYESCKOE
pacuIpeHne conpoBoXkKaaeTcst GaKTypHBIM YILIOT-
HeHueM. K HadunHaIOMIMM JBMKEHHWE BHUOJOHYENN
M JJIEKTPHYECKOMY OpraHy IOAKIIOYalOTCA ajbT,
KOoHTpabac, JepeBsHHBIE TyXoBble. Jlanee o06o3Ha-
YEHHBIN aJTMTUBHBIN MTPOIIECC BHOBB ITOBTOPAETCS
BO BpeMs BCTyIuieHus naptuu ['anmam (1. 25), 3arem
Kpummnasr (. 55). MakcumanbHOE PHUTMHYECKOE
(yBenmueHue KOMMYECTBA JUIMTEIHHOCTEH B TaKTe
no 17/8), dakrypHoe (ABMIKEHHE OT HECKOJIBKHX
WHCTPYMEHTOB K OPKECTPOBOMY fufti) U AUHAMUYE-
ckoe (pa3BUTHE OT p K f) paclIMpPEHHE POUCXOIUT
rocJe BCTyIuieHus xopa (. 77).

KoMNO3UIIMOHHOMY €IMHCTBY BHYTPH KayKIOU
OTIEpHI, a TAK)KE TPUJIOTHH B LIEJIOM CIIOCOOCTBYET
BKJIIOYCHHE TMOBTOPSIONINXCS MY3BIKAJIbHBIX TEM,
o0pa3yronmx KOMIO3WIMOHHBIE apku. VIMeHHO
OHH BBICTYHAIOT B Ka4€CTBE OMOPHBIX TOYEK B MPO-
[lecCe 3PUTENBCKOTO KOHCTPYHPOBAaHUS CMBICITA
1 CITOCOOCTBYIOT HOHUMaHHIO aBTOPCKOTO 3aMBICIIA.
Kpatko ocTaHoBHMCSl Ha XapaKTEPUCTUKE «TEMBD»,
OTKpBIBatOIIEH anmmior «xHaroHay. C TOUKH 3pe-
HUS aKaJeMHYECKOTO WCKYCCTBO3HAHHS aHHBIN
MY3BIKQJIbHBIA MaTepHall CIOKHO Ha3BaTb TEMOW,
TaK KaK OH TNPEICTaBIsIeT co00i MpPOCTYIO rapMo-
HUYECKYI0 TOCIEI0BaTEeIbHOCTh, H3JIOKEHHYIO
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B apIe/PKUPOBAHHOM BUJE HA OCHOBE HUCXOIALIEH
IUaTOHWYeCKor nuHUM Oaca (e—d—c—h). OmHako
B KOHTEKCTE€ MY3BIKaJIbHOW KOMIIO3WLIMK OTHIIOTa
[IOCJIEZIOBAaTENIFHOCTD TPUBJIEKaeT K cebe BHUMA-
Hue. IIpyu TperbeM M 4YETBEPTOM IPOBEIECHUU HA
He€ HaKJIaJbIBAKOTCS HadaabHble 3ByKU [Iposora u3
«OuumTeHay. OTMETHM, YTO paHEE «TEMay 3Byda-
Jla B CIieHe KopoHanuu DxHaroHa (akT I, ciiena 2),
B ruMHe OxHarony (axT I, cuieHa 4) u B mHTEpIIO-
nun. E€ mosBiieHne OBLIO CBSI3aHO C BBEICHHEM
Marepualia U3 CleH NepBoi omepsl. «Tema» mpo-
Boamiack U B «Carbsirpaxe» (B IIEpBOU CIIEHE OHA
3HaMEHOBaJIa Hayano padoTel ['aHmu, a B 3aKIII04H-
TENBHOMN — €ro MONMUTUYECKYIO TI00eny), U B «JiH-
mTeitHey (B MATH KOJEHHBIX CIIEHAX — MOPTpPETax
y4IEHOTO).

OTmeTnM, 4YTO «TE€May» 3Ta HE PaCKPBIBAET
BHYTPEHHETO COCTOSTHHS KaKOTO-JIMOO Teposi u He
(buKcupyeT U3MEHEHHH, CBSI3aHHBIX C PACKPBITHEM
obpaza. E€ ycmoBHO MOKHO 0003HAYUTH «TEMOM
TPUIOTMMW», IOSIBICHUE KOTOpPOMl CBSA3aHO € pac-
KpBITHEM HU7eH, OOBeTUHSIONEeH TPH, Ha MEPBBIA
B3IVISL, pa3iuuHbIX NpousBeneHus. Ounun [nacce
HAMEPEHHO OOpaTHIICS K JIEreHJIapHbIM UCTOpUYe-
CKUM JINYHOCTSIM, IEPEBEPHYBLINM MPEICTABICHUS
0 MHpe B Hanbojee KOHCEPBAaTUBHBIX KYJIBTYpPHBIX
WHCTUTYIHSIX. Ab0epT DHHIITEHH CBOMMH OTKPBI-
THUSAMHU TIOKa3asl 6e30peXHbIe BO3MOXXHOCTH €CTe-
CTBEHHOHAyYHOTO 3HaHUs. [lomuTnaeckuit u oore-
CTBeHHBIN Jujep Moxangac I'aHau, MONIyYUBLINNA
nms «Maxarma» («Benukas mymia»), pazpaboran
HJICI0 HEHACWJIBCTBEHHOIO COIPOTUBIIEHUS, KOTO-
PYIO B3SUIM Ha BOOPYKCHHE MOCIEAYIONHE OOpIIbI
3a COIMalIbHBIC MTPaBa. DXHATOH paJuKaIbHO 0OHO-
BWJI PEIIUTHO3HBIE ITPEICTABICHUS B CTOPOHY MOHO-
TEN3Ma, 4TO IOTPSICIIO YCTOU HE TOJIBKO IPEBHEETU-
MIETCKOTO OOIIEeCTBa, HO W JPEBHEH NMUBUIH3ALNU.
BeposTHO, KOMIIO3UTOP CTpEMMIICS IOAYEPKHYTh
TOCITOJICTBO HJI€H HaJ] IEPCOHAXaMHU M COOBITHAMHU.
Wnewn, cBs3aHHOM CO 3HAYCHUEM BKIIaJa OTACIIHEHOM
JINYHOCTH B UCTOPHIO YEJIOBEUECTBA.

Hna nonnmanus nogxoja [macca Kk My3bIKalib-
HO-TeaTpaJIbHOM JpaMaTypruv He0OX0IMMO OCTa-
HOBUTBCS Ha UAEAX «IIHUUYECKOTO Tearpa», «Tea-
Tpa abcypaa», «Tearpa KeCTOKOCTH», OKa3aBIINX
BJIMSIHHME HAa TBOPUYECKOE MbIIUIEHHE [nacca u
OTIPEETNBIINX €T0 OOpalieHne K My3bIKaIbHOMY
Tearpy.

CrnexyeT OTMETHUTH, YTO HHTEPEC KOMIIO3H-
TOpa K Tearpy SpKO NPOSBUJICA €ulé BO BpEMEHA
o0ydeHus1 B yereHnapuoi mxkone Hamm bymamke
A 3HAKOMCTBA C TBOPYECTBOM BBIIAKOLIUXCS €B-
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POTEMCKUX TeaTpalbHBIX IpamMaTyproB, a TaKke
C pemepryapoM €BpOINEHCKHX TeaTpoB, 3HAMEHU-
TBIX COBPEMEHHBIMH MOCTaHOBKaMu. B cepenune
1960-x I'macc ctam y4acTHHKOM (a 3aTeM MY3bI-
KaJIbHBIM PYKOBOAHTENIEM) HKCIEPHUMEHTAIBHON
TeaTpaibHON Tpymnmbel «Mabou Minesy, rae mep-
Bble TIocTaHOBKM mhec b. bpexta m C. bekkera
OCYIIECTBIINCH 10/ pykoBoAcTBOM JI. bproiiepa
u camoro C. bekkera.

[Mapwxckue Brieyatienus u padora B «Mabou
Mines» crmocoOCTBOBaIH POXKICHHUIO HOBATOPCKUX
naen B onepHoM tearpe Imacca. B yactHocTH, eMy
oKazajics OnMM30K OpEeXTOBCKMN MPHEM IOTpYyXKe-
HUS U «BKUBAHMD 3PUTENS B MUP HPOU3BEACHUS.
BeposTHo, KOMIIO3UTOpa MPUBIEKIA WUACS COEAH-
HEHUS TPOTUBOPEUAIINX IPYT APYry SJIEMEHTOB,
CBOWMCTBEHHAs «AMUYECKOMY Tearpy» (TepMHH H3
teopuu b. bpexra), a TakKe MPUHIUI TOCTPOCHUS
JpaMaTyprudecKoro LejIoro Ha OCHOBE MOHTaXa.
B paccMatpriBaeMbIX ONEPHBIX COUMHEHHSIX MOXKHO
00HapyXUTh W TPONOJKEHHE TPAJAWULIMHU, CBA3AH-
HOM C BBEIEHHUEM B T€ATPAIBbHYIO TIOCTAHOBKY <«A(h-
(hexTa OTUYXJAECHUA» — MPEICTABICHUS U3BECTHOTO
SIBIICHUS C HEOXKUIAHHOTO paKypca, CIIoCOOCTBYIO-
IIETO MPEONOJICHUIO aBTOMaTH3Ma U CTePEOTUITHO-
CTH BOCIIPHATHS.

B omnepax Inacca BOIVIOTWMIMCH NPUHUMIIBL,
HamlpaBjiCHHbIE HAa HApYyIIEHWE JOTHUYHOCTH IIO-
BECTBOBAHMS, XapaKTepHbIE IS aOCypIAHCTCKHUX
meec. B paccMmaTtprBaemMoil TPHIOTHH, KaK U B CO-
guHeHusx C. bekkera, XK. XKene, I'. [Tuntepa, mo-
CTYIIK{ TIEPCOHAYKEH JTUIIEHBI JJOTHKH, a MUD TIpeI-
cTaér Kak HarpoMoxaenue (axrtoB. Hapymenue
MIPUYUHHO-CIIEZICTBEHHBIX CBA3EH NPU COXPaHEHUU
BUIUMOCTH JIOTHYHOTO ITOBECTBOBAHMS ITO3BOJIAET
3pUTEITIO JIOLyMBIBaTh MPOUCXOAIIee, HCKAaTh pa3-
TaJKi aJOTUYHBIX CUTyallud B XOJE€ BOCIPHUATHUS
COYMHEHUS W B PE3yJbTaTe aKTUBHO BKIIIOYATHCS B
Mporecc KOHCTPYUpOBaHus cMbIcia. ['epon «Tearpa
abcypaa» co3Aar0T BUANMOCTh KOMMYHHKAIIUN, UX
peUb COCTOWT U3 OTACIBHBIX PEIUINK, B KOTOPBIX HE
HaOJIONAETCS CBSI3M MEXIY CJIOBOM H ITOCTYIIKOM,
YTO HAIUIO OTPAXKEHHE B PACCMOTPEHHBIX COYHHE-
HUSX.

OTMeTHM, YTO TPaauIUs NOAUYEPKUBAHUS 3BY-
KOBOH (My3BIKaJbHON) M OTPHIIAHUE KOMMYHHKa-
TUBHOW TNPHPOABI BEpOATBHOTO TEKCTa BOCXOAUT
K TeOprH AHTOHHHA APTO, YbH 3CCE M MaHU(ECTHI
OKa3alld OrpOMHOE BJIHsSHUE Ha (opmMHUpoBaHHE
aMEPUKAaHCKOTO U €BPONEHCKOrO aBaHTapHOTO Te-
arpa cepenuHbpl XX Beka. Pexuccép orpuuan nu-
TepaTypHOCTh TeaTpa, OTKa3bIBAJICS OT BEpOATbHOMN
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BBIPA3UTCIIbHOCTH, IIpCajiarasi B3aMCH TpaJulluOH- CBA3AaHHBIC C KOMITO3MIMOHHO-ApaMaTypruicCKum
HBIX OHWAJIOTOB CEMAaHTHYCCKU HArpy>XCHHBLIC KC- PEIICHUEM, TaK U JICKAIINEC BHC XYI0KCCTBCHHBIX

ctel. llocpencTBoM MOIIHOTO BO3ACHCTBHS HA  COOBITMH MPUHIUIBI B3aHUMOJCHCTBHS MEXAY aB-
YyBCTBA U 3MOLMU 3PUTEINS — NIABHOTO IIPUHIMIIA  TOPOM M 3putesieM. Ecin nepBblil co31a€T yCciioBUs
«rearpa KECTOKOCTH» — (PaHIy3CKHH PEeKUCCEP Ui BOCHPUATHS U KOMMYHUKAIMH, TO MOCIIEIHUHA
CTpeMuJIcsi OOOWTH pPacCylOK M €ero 3aBHCHMOCTh  HE TOJBKO HWHTEPIPETHPYET MPOUCXOIsIIee, HO U

OT SI3bIKA U NPUBECTU 3pUTENEH K MHCTUHKTUBHO-  IPUHMMAET aKTUBHOE Y4aCTHE B MEHTAJIIBHOM KOH-
My MTOHUMAHHUIO XyJIOKECTBEHHOH paboThl, aKlleH-  CTPyHpoBaHHMU TpomsseneHus. CojpepkaHue orep
TUPYS] BHUIMaHUE HA W300pakeHWU U 3Byke. CBOe-  CTAHOBHUTCA YHHKAJIbHBIM OYKBAJBHO JUTS KayKI0-
00pa3HbIi MHTEPHALMOHAIBHBIN SI3bIK, B KOTOPOM  TO 3pPHUTENS M 3aBUCUT OT €T0 JINYHBIX aCCOIMALINH,
HAa [IEPBBIN IUIaH BBIXOAST €r0 aKyCTHYECKUE CBOM-  KOTOPBIE BMECTE C TEKCTOM, MY3BIKOM M CLEHUYE-
CTBA, IIPEJCTABIEH B XOPOBBIX CIIEHaX W MOHO-  CKHUM JEHWCTBHEM IIO3BOJSIIOT MM CyIIECTBOBATh

norax «JWHINTEHHa» dYepe3 coib(eKUpOBaHUE  KaK LEIOCTHOHN GopMme npencrasinenus. Jpamaryp-
3BYKOB U UTPY CO CTPYKTYpPOH TEKCTa (BBIYMTAHME  TI'MUECKHU NpOQMiIb ornep, 00beIUHEHHBIX KOMIIO-
10 MPUHIUITY aJJTUIMN OTJCIBHBIX CJIOB U3 Qpa3),  3UTOPOM B TPUIIOTHIO, OOPUCOBBIBAETCSI COTTIACHO
B «Carpsrpaxe» U «IXHATOHE» — Yepe3 UCIONb30-  METolaM W MpuéMaM HEeITWHEHHON IpaMaTypruu.

BaHHE «MEPTBBIX» S3BIKOB. B omepax sipkue Bu3y-  BHEIIHIO CTAaTUYHOCTh CLEHUYECKOM KOMIIO3U-
aJbHBIE 00pa3bl, 3HaYEHHWE KOTOPHIX OTPAHWYEHO  IIUH M OTCYTCTBHE SIPKO BBIPRXKEHHOTO JIpaMaTHye-
BepOaIbHO, PACKPBIBAIOTCSA MOCPEACTBOM IIACTH-  CKOTO JAEHCTBHUS KOMICHCHPYET KOMITO3UIUS MY3bI-
YECKOI0 JEHCTBUSA, YTO OIPEACINIIO BKIIOYEHME  KallbHas, KOTOpPAas OCHOBBIBAECTCS HA HENPEPBIBHOU
B MPOU3BE/ICHUS TAHIICBAIBHBIX CICH U IUIACTHYE-  JIOTUKE JUHAMHUYHOTO pa3BUTHA U (OpPMHpPYET
CKHX JKECTOB. CBOEOOPA3HYyI0 LIUKIMUYECKYIO CTPYKTYpy. MeTonbl

Taxkum oOpa3zoM, panHue onepsl Ilacca 1mojgo-  OpraHu3aly KOMIIO3UIMM BKIIIOUAIOT pa3paboTaH-
JKWJIA HadaJjo MPOLECCy paANKaIbHOTO OOHOBIEHNST ~ HbIe [71accoM B WHCTPYMEHTAJbHOHW MY3BIKE pe-
J)KaHpa, HAMETUBLIEMYCsI B KOHLIE XX BEKa B TBOP-  IIETUTUBHBIE TEXHUKH, & TAKXKE MPUEMBI CO3/1aHUA
YECTBE AMEPHUKAHCKUX KOMIIO3UTOPOB. [3MeHe-  My3bIKaJbHO-TEMAaTHYECKUX apoOK. My3bIKajabHbINA

HUSI KOCHYJIUCH CaMOW CyTH ONEPHOTO CIEKTaKIsA,  TEKCT MPU3BAH «CHMBOJIM3HPOBATEY UAECH, KOTOPHIE
BKJIIOYasg KaK €ro BHYTPEHHHE 3aKOHOMEPHOCTH,  OTCYTCTBYIOT B TEKCTE BepOajbHOM.
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Camo3aMmMcTBOBaHMe B TBOpYeCcTBe KOMNo3uTopoB XX Beka:
K MOCTAaHOBKE NPoO6AeMbl

CaMmo3anMCTBOBaHHE — OCOOBII THUIT TEKCTOBOTO 3aMMCTBOBAHUS, aTPUOYTHBHBIM IPU3HAKOM KOTOPOTO SIBJISIETCS
anessInys K cCoOCTBEHHOMY PaHee HallMCaHHOMY MaTepHally U BKIIOUEHHE €T0 B HOBYIO Xy 0’KECTBEHHYO IIEJIOCTHOCTb.
Ha npaxtuke oH peanusyer cedsl B IByX OCHOBHBIX (hOpMax — MOBTOPHOTO 0OpAIlleHHUsI K [IEJIOMY [TPOU3BEACHUIO JTNO0
K ero ¢parmenty. Pe3ynbrarom paboThl ¢ COUMHEHHEM SIBIISIIOTCSI aBTOPCKHE PEIAKIMH, TIEPEIOKEeHNUS, OPKECTPOBKH,
CIOMThl Ha OCHOBE TeaTpajbHOW M KHHOMY3BIKH, JKaHpOBble TpaHcKpunuuu. Camo3auMcTBOBaHHE (parmeHra
COOCTBEHHOT'O TEKCTa MPEJCTaBICHO aBTOLIUTHPOBAHHUEM.

ABroruTara sBIsSeT co0OW OCOOBIM THUN 3aMMCTBOBAHHS, C OXHOW CTOPOHBI, THIIOJIOTHYECKH POJICTBEHHBIN
Ooniee MIMPOKOMY SIBICHHIO — IIMTUPOBAHMIO, C APYrod CTOPOHBI, OONANArONIMi Crequ(dUYeCKUMH OTIHYHSIMH.
Cpenu TPU3HAKOB, OMNpPEACNSIOMNX CYIIHOCTh LHUTAThI, B YCIOBHSAX EJUHCTBA aBTOPCTBA IEPBOHMCTOYHHKA
U TEeKCTa-pelunyueHTa Hanboiee akTyadbHBIMH SIBIISIOTCS MAacIITa0, TPaHUIIB], CTENICHh Y3HABAGMOCTH U (DYHKIIUH.
Ilepeuncnennble mapaMeTpbl BBICTYNAKOT KPUTEPUSAMHU THUIIOJIOTM3allMM ABTOLMTAT B XyHAOXKECTBEHHOM IIPAKTHUKE
KOMITO3UTOpOB XX BeEKa.

MaciitaOHblii KpUTEepHil aBTOLMTATHl (UKCUPYET BHMMaHUE Ha MOKa3aTelie TOYHOCTH €€ BOCCO3/aHusl.
CoOTHOIIIEHNE TPaHHIl HCTOYHHKA CaMO3aMMCTBOBAaHUS U 00BEMa €r0 BOCHIPOHU3BEICHHSI B HOBOM TEKCTE ITO3BOJISET
BBIJICJIUTh MaKPOABTOIMTATY, aBTOLUTATY-pparMeHT U MUKpoaBronutary. [1o cremeHn y3HaBa@MOCTH aBTOLUTATHI
muddepeHInpyOTCS Ha SBHBIE W CKpBIThIE. B HOBOM TeKCTe NPHBHECEHHBIH 3JIEMEHT BBITIOJIHSET pPa3IMYHbIC
KOMITO3UIIMOHHBIE U CEMaHTHUYECKHE (DYHKIINH.

KiroueBnie cioBa: TekCcTOBOE 3aMMCTBOBAaHUC, HUTUPOBAHUC B MY3BIKC, CAMO3aMMCTBOBAHHUC, aBTOLMTATa,
TMEPBOUCTOYHUK.

Jns yumuposanus: Pomanen M. C. CaM03auMCTBOBaHUE B TBOPYECTBE KOMIIO3UTOPOB XX BeKa: K MOCTAHOBKE
rpo6aemsl // [Ipobaembr My3sikanpHOI Hayku. 2018. Ne 3. C. 65-71. DOI: 10.17674/1997-0854.2018.3.065-071.
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Self-Derivation in the Oeuvres of 20th Century Composers:
Towards Setting the Problem

Self-derivation presents a special type of textual derivation, an attributive sign of which is the appellation towards
the composer’s own previously written material and its inclusion into a new artistic integrity. In practice, it realizes
itself in two basic forms — a repeated turn back to a complete work or to a fragment of it. The results of this type of
work on one’s own compositions are the composer’s new versions, transcriptions, orchestrations, suites composed
from music for theater or cinema, as well as genre-related transcriptions. Self-derivation of a fragment of a composer’s
own musical text is labeled as self-quotation.

Self-quotation presents a special variety of self-derivation, on the one hand, typologically related to the broader
phenomenon of quotation, and on the other hand endowed with specific differences. Among the characteristic features
determining the essence of quotation, in the conditions of the unity of authorship of the primary artistic source and the
recipient musical text the most relevant are the scale, the boundaries, the degrees of recognizability and the functions.
The enumerated parameters present the criteria of the typologization of self-quotations in the artistic practice of 20th
century composers.
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The proportional criterion of self-quotation fixates attention on the indicator of the precision of its recreation. The
correlation of the boundaries of the source material for self-derivation and the scale of its recreation within the new
musical text makes it possible to highlight the macro-self-quotation the self-quotation of a musical fragment and the
micro-self-quotation. Based on the degree of their recognizable features, self-quotations may be differentiated into
apparent and concealed ones. In the new musical text, the incorporated element carries out various compositional and

semantic functions.

Keywords: derivation of the musical text, quotation in music, self-derivation, self-quotation, primary musical source.
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MY3BIKQIEHOM HCKYCCTBE HCTOpPHS CYILECTBO-

BaHUS MPHEMA CaMO3aMMCTBOBAHUS HACUHUTHI-

BaeT yxe Oonee TpEx cronetuit. Kaxknas smoxa
BHECJIa CBOW BKJIaJ B €r0 Pa3sBHUTHE, OOHAXKas pa3ind-
HBIC TPaHHW 3TOTO MHOTOJIMKOTO siBieHMs. Ha Hawans-
HOM dTane — PeHeccanc u 6apokko — mpuéM camosa-
HUMCTBOBaHHS (PyHKIIMOHMPOBAII B (hopMe aBTOMAPOIUH
— KOMIIO3UTOPCKO# TiepepaboTKu (MHOTIa BeChbMa Cy-
HIECTBEHHOM) OJTHOTO omyca B Apyroii. C omHOM cTopo-
HBI, 3TO OBUTO IIPOIUKTOBAHO NMPAKTUIECCKUMHU YCIIOBHU-
SMH paboTBl 0apOYHBIX MAacTEPOB — HEOOXOIUMOCTHIO
B KpaTdailliie CpOKH cO3[4aTh HOBOE MPOU3BEICHUE
K OIIpeeIEHHOM JIaTe, C IPyTroi — KOPPECTIOHANPOBAIIO
C ACTETUUECKUMHU HOPMAaMH MY3BIKAIEHOTO MCKYCCTBA
3TOXH — PEMECIICHHBIM TTOIX0/IOM K COYMHEHHUIO MY3bI-
KH, (paKTHUYIECKUM «JIeTIaHbeM» €€, B TOM UHCIe, U U3
yXKe «TOTOBOTO» Marepuaa’.

[Nomynspuzanus QeHoMeHa CcaM03auMCTBOBA-
HUSI B SIOXHM KJIACCHIM3Ma M POMAHTH3Ma IIpHBEa
K MOBBIIICHUIO XYI0XKECTBEHHOH 3HAYMMOCTH JAHHOTO
npuémMa: 30Ha ero (PYHKIHMOHAIBHBIX BO3MOXKHOCTEH
IPOCTHPATACH OT PabOTHI C IETOCTHBIM COUYHMHEHHEM
(aBTOpCKME pEmAKIMM, CIOUTHI Ha OCHOBE TeaTpallb-
HBIX COYMHEHUM, MHCTPYMCHTOBKH U TICPEIIOKEHHS)
JI0 BKJIFOUCHUSI (PparMeHTa TEKCTa B Ka9€CTBE BAXKHOTO
ceMaHTHuYeckoro 3Haka. Ocoboe MecTo mpuéM camo-
3aMMCTBOBAHUS 3aHsI B UcKyccTBe XX Beka. FIMeHHO
B ATy 3M0XY pab0Ta ¢ COOCTBEHHBIM PaHee HAITMCAHHBIM
MaTepUaJIOM CTajla 0OBEKTOM CMENBIX XyHOXKECTBEH-
HBIX AKCIEPUMEHTOB, 3aTPOHYB TBOPYECTBO KOMIIO3H-
TOPOB PA3INYHBIX HAIIMOHAIBHBIX IIKON M CTHJIEBBIX
ycrpemiienuit — ot C. Paxmanunosa, C. IIpokogse-
Ba, JI. llocrakoBuua, I1. Xungemura no A. [IauTke,
P. lllenpuna, B. Cunseectposa, . Jluretu u ap.

KonngectBo apreakToB My3BIKQIBHOTO HCKYC-
ctBa XX BeKa, COAEpXKAIUX 3aUMCTBOBAHUS CBOEU
(paBHO Kak M 4y>KOI) My3bIKH, HCUUCISIETCS COTHS-
MH, a YHCJIO «IIPUBHECEHHBIX JIEMEHTOB» B OIHOM
MIPOM3BEICHUH — AecATKaMu. Kak Hemoxoxu Jpyr Ha
Jpyra ciay4ad CaMO3aMMCTBOBAaHMSA, TaK Pa3IHUHBI
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Y IPUYHHBI, 3aCTaBJISIONINE KOMIIO3UTOPOB MOBTOPHO
oOpamarbcs K CBOMM paHee CKa3aHHBIM «CIIOBAM.
CaM03aMCTBOBaHHE HEPEAKO BHICTYMAaeT CIocoOoM
pellleHus] YUCTO TPUKIANHBIX 3aaad (mepepaboTka
CcOOCTBEHHOTO MPOM3BEICHHUS HA HOBOM 3Tarle TBOpUe-
CKOTo IMyTH; anpoOanusi HaliIeHHBIX 3BYKOBBIX (hopm
B MHOM KaHPOBOM, JpaMaTypruuyeckoM U cCeMaHTHYe-
CKOM KOHTEKCTE; «IIPHUMEHEHHE» HepeaTn30BaHHON
WIM HEeyJayHO pealli30BaHHON paHee TBOPYECKOM
UeH U JIp.), a TAaKKe CIYKUT MPOBOJAHUKOM BasKHOM
nH(pOpMAIIUY — B KaU€CTBE CEMAaHTHYECKOTO 3HAKA aK-
LHEHTHPYET, YCUIUBACT WIH Pa3bsACHIET TBOPUECKHIA
3aMbICell KOMIIO3UTOPA.

O mnpuyMHAX aKTyaJd3allid BHUMAaHHUS COBpe-
MEHHBIX KOMIO3UTOPOB K paHee HAalMCaHHOH CBOei
U 4YyXOH My3bIk€ B OTEYECTBEHHOM MY3bIKO3HAHHH
BriepBble 3aaymancs A. Coxop. B cratbe «Hexotopsie
UJCHHO-3CTeTUYECKUE TPOOIeMbl COBETCKON MY3BIKH
70-X rooBY MCCIEeNoBaTeNb OTMeYall, YTO TOTajlbHas
SMAaHCHIAIMS PHEMOB 3aMMCTBOBAHHS M CAMO3aHM-
CTBOBAaHHUS CBsi3aHa CO CTPEMJICHHEM «OCMBICIHUTD
napajuielbHO € CyIbOOH XyIOXKHHUKOB M Cyab0y TBO-
PUMOTO MMH HCKYCCTBA, B JIAHHOM CIIy4ae MY3bIKH,
e€ mpouuioe, HacTosee M Oyayllee, TaK CKa3aTb,
B MUPOBOM Maciutabe. My3blka, cle10BaTeIbHO, CTa-
HOBHUTCA HE TOJBKO CPEICTBOM pa3MbIILICHUS, HE
TOJIBKO SI3BIKOM BBICKA3bIBaHUSA, HO U €T0 MeMol, ero
npedmemom [Kypcus moit. — M. P.]» [7, c. 12].

JleliCTBUTENEHO, OKUHYB PETPOCIICKTUBHBIM B3IJIsI-
JIOM MY3bIKaJIbHOE UCKYCCTBO IPOILIO BeKa, TPUXOIUM
K BBIBOIY, 4T0 B XX CTONETUH MY3bIKa CTaHOBHTCS
U CyObeKTOM, U OOBEKTOM XY/I0KECTBEHHOW peduiek-
cun. OHa SBISETCA LIENbIO U OMHOBPEMEHHO CPENICTBOM
U MHCTpyMEHTOM TNo3HaHuA. OOBEKT S3TOro Mo3Ha-
HUS — «BCS MY3bIKa, CYIICCTBYIOIIAS M KOTZIA-JTH-
00 cyuiecTBoBaBILas Ha 3emie» [TaM ke], a oqHa U3
KJIFOUEBBIX TPOOIIEM — aBTOp U TBOPUMAsi KM MY3bIKa,
JUIS pellieHus KOTOPOH «KOMITO3UTOPBI 3aHOBO OTKPBI-
BalOT UCTOYHHMKU BIOXHOBEHHUS HE TOJIBKO B IO3THYE-
CKOM, HO U B COOCTBEHHO MY3BIKaJbHOM HAaCIEIHN»
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[7, c. 10]. CumrmiroMaTH4HO, 4TO B XX BEKE MOSBIISAIOT-
Csl TaKUe PAa3HOBHIHOCTU MY3BIKAJIBHBIX KAHPOB, KaK
aBroOHorpadus, aBTOMOPTPET, aBTOMEMOPHAJI, B KOTO-
PBIX KOMITO3UTOP SIBIIETCS U UCCIECHOBATENEM, H 00b-
€KTOM HCCIIeIOBaHMS, 0003peBasi 1 OCMBICTIMBAs CBOIO
JKM3HBb CKBO3b IIPU3MY COOCTBEHHOTO TBOPUECTBA.

W3yueHne OCO3HAaHHBIX aIpeCHO-aTPHOYTHBHBIX
TEKCTOBBIX TIEPECEUCHUN SIBISIETCS OIHOM W3 IIEH-
TPaJbHBIX MPOOJIIEM COBPEMEHHOTO MY3BIKO3HAHHS,
0 4éM CBMJETENbCTBYIOT TpyAsl M. ApaHOBCKOIO,
JI. TaBpusnoBoit, A. Jlenucosa, JI. Kpriosoi, C. JIas-
poBoii, O. JloceBoii. OnHako paboTa B JaHHOM Ha-
IPABICHUH OCYIIECTBISICTCS MPEUMYIIECTBEHHO Ha
YpOBHE COYMHCHUIl pa3NUYHBIX aBTOPOB, TOTJa Kak
paccMoTpeHre cOoOCTBEHHO (heHOMEHa TEKCTOBOTO
CaMO03aMCTBOBaHMS B COBPEMEHHOM OTEUECTBEHHOM
MY3BIKO3HAHUU OCTAETCs PaKTUUECKU terra incognita.
DuUKCcUpYsl HAIMYME TEKCTOBBIX IIEPECEUEHUN BHYTPU
UHJIUBHUTyalbHO-aBTOPCKOTO HACIEAMs, MY3BIKOBE-
JBl 3a4acTyl0 OCTABJSIIOT 32 KaApOM INPHYHHBEL, IO-
Oy’kmarolye KOMIIO3UTOPOB IOBTOPHO 0OpaIaThCst
K COOCTBEHHOMY Marepuaily, IIeJIH €ro HCIOIb30Ba-
HHsI, METOABI padoThl, popmbl TpeTBopeHus. CTpeMu-
TEJIFHO BO3POCIINII B COBPEMEHHOM HCKYCCTBE aBTO-
puTeT 00JIaCTH TBOPYECTBA, CBA3aHHOM C anesuisiue
K COOCTBEHHBIM paHEee HAMCAHHBIM IIPOM3BECHUSM,
emé Oosxee OOHAXKUI U aKmMyaIu3uposas Ha3peBIlyIo
HEOOXOINMOCTh KOMILUIEKCHON MpOopaboTKu mpobiie-
MBI CAMO3aMMCTBOBaHUSI.

IMockonbKy My3bIKaJIBHO-TEKCTOBOE CAMO3aUM-
CTBOBaHUE INPEICTABISIET COOOH CIIOXKHYIO M IIOKa
emé He BIIOJHE HCCIEJOBAaHHYIO MY3BIKOBEIYECKYIO
npoOieMy, Mbl KOCHEMCS JIUIIL TOTO €€ aclekTa, Ko-
TOPBIIl HEOOXOAUM JJISI OIpENENICHHs CYTH SIBICHUS
U CHCTEMAaTH3allMM MPOLECCOB, CBA3aHHBIX C €T0
(DYHKIIMOHMPOBAaHUEM B XYAOKECTBEHHON IPAKTUKE
KOMITO3UTOpoB XX BeKa, 4TO M COCTaBJISET IEIb Ha-
CTOSIILIEN CTaThU.

MHOXeCTBEHHOCTh (POPM IPOSIBICHUST TEKCTOBBIX
B3aHMOJICHCTBUI Ha ypOBHE TBOPUECTBA OJJHOTO KOM-
MO3UTOPA TAET OCHOBAHUS TOBOPUTH 00 0OIIIeM IMpHH-
IIUIe, UIMEHYEMOM HaMHU KaK «CaMO3aMMCTBOBAHUEY.
JlaHHOE NOHSATHE TPAKTYETCS! MIUPOKO: 3TO PA3TUIHOTO
poia mepecedeHus MEXIy TeKCTAMU B paMKaX HMHIU-
BUJIyaJIbHO-aBTOPCKOTO HAcJeAUsi, KOTOphle BO3HHKA-
I0T B pe3yibTare amne/uIilUU K paHee HAMUCAHHOMY
COOCTBEHHOMY MaTepuaiy ¢ MOCIEAYIOLUIMM BKIIOYE-
HHEM €r0 B HOBOE COYMHEHHUE. BIM3KOpOICTBEHHAs
CBSI3b TEKCTA-UCTOYHUKA ¥ HOBOTO TEKCTa MO3BOJIAET
aBTOpaM KpaifHe CBOOOTHO — C TOUKH 3peHust 00bEéMa,
COXPaHHOCTH NEPBOMCTOUHHKA, METOJIOB pabOTHI — 00-
pamaTscsi ¢ UCXOAHBIM MatepuanioM. IlosTomy omHOM
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Y3 IJIaBHBIX CIOKHOCTEH HccnenoBanus peHoMeHa ca-
MO3aUMCTBOBAHUS SBIISIETCA THOKOCTb, TOABHKHOCTD U
HU3MEHYMBOCTH (hopM ero pyHkumoHuposanus. Ha Ham
B3NS, IPUEM CaMO3alMCTBOBAHHS B HCKycCTBE XX
BeKa peajmsyeT cebs B MOBTOPHOM paboTte ¢ 1enoct-
HBIM COOCTBEHHBIM IPOM3BEACHHEM M €ro (pparmeH-
ToM. Kaxknpiif u3 3THX OJIOKOB IMOABEP)KEH BHYTPEH-
HEMY [€JICHHIO, KPUTEPUSIMU KOTOPOTO BBICTYIAIOT
METOJIbI Pa0OTHI CO BTOPUYHO HCIIOIb3YEMbIM MaTepu-
aJloM, a TaK)Ke MPUYMHBI, TOOYAUBIINE KOMIIO3UTOPA
BHOBb OOPaTUTHCA K CBOUM COUMHEHHUSIM.

OpnHoit u3 Hambonee pacnpocTpaHEHHBIX (GOpM
paboThl ¢ LIEJIOCTHBIM paHee HallMCaHHBIM MPOU3Be-
JEHHEM SIBJISIIOTCA aBTOpckue penakuuu. Co3gaHHbIe
MPAKTUYECKH OJHOBPEMEHHO C MNEPBOMCTOYHHKOM
WM 110 UCTEYEHUU AJUTEILHOTO BPEMEHH, OHU TpH-
3BaHbl «BIOXHYTh HOBYIO JKM3HbB)» B COOCTBEHHOE CO-
YUHEHUE TOCPEICTBOM €ro «mepenpoureHus». 11os-
TOMY MX MOXHO OOBEAMHUTH B €IMHYIO TPYMILy IOA
oOIIMM Ha3BaHUEM onycuvi-rileggere (UTall. — «UUTATh
cHOBa»). llenn BO3HMKHOBEHHUS ABTOPCKHUX peHaK-
UMi pa3HOOOpa3Hbl: BOCCTAHOBIEHHE YTPAdyeHHOTO
NepBOMCTOUHUKA (cropeBminx B Benukyio Oreue-
CTBeHHYI0 BOWHY maptutyp Cumdonun Ne 1 [1920,
1957], Koumepra mms QopTenuaHo ¢ OpPKEeCTPOM
F dur [1934, 1963], Conatsl ans ¢poprenmano [1912,
19491 JI. PeByuxoro; yrepssHHON napTutypsl Konuep-
ta s poprenuano ¢ opkectpoM Ne 2 C. [IpokodreBa
[1913, 1923]); noaroroBka cOOCTBEHHOI'O COUMHEHUS
JUIA TIPEJICTaBIIEHUs] B MHON MCIIOJHUTENBCKON U CITy-
maTeNnbeckoi cpene ((ppaHiy3ckas pemakius Onepsl
C. IIpoxodresa «Urpok» aist OprOCCEIBCKOTO Tearpa
[1916, 1927]); KOPPEKTUPOBKA «II0 TOPSIIUM CIIEIIAM)
MPOXJIaJHO BCTPEUYEHHOrO MyOnHuKoi omyca (OCBU-
CTaHHas Ha TpeMbepe omepa «Magam barrepdusiin
k. Ilyuunman ObUTa OTpPEJaKTUPOBaHA aBTOPOM U
MpeACTaBlIeHa IMyOIIUKe CITyCTs ABa Mecsla — B Mae
1904 roma); aBTOPCKHH TMepecMOTp COOCTBEHHOTO
MIPOM3BECHUS HA HOBOM BHUTKE TBOPYECKOW OHOrpa-
¢un (penakimu Yeréproit cumdponnu C. ITIpoko-
¢dwesa [1930, 1947], Conarsl 115 KaapHeTa U ¢arora
@. [ynenka [1923, 1945], Konnepra mis ¢oprenrano
c opkectpom Ne 1 C. Paxmanunosa [1891, 1917], one-
psl «Jlean Mak6et Muenckoro ye3na» /1. IllocrakoBu-
ya [1934, 1962] u ap.). BaxxHo oT™METHTB, YTO CO3/1aH-
HbIE uepe3 OONbLION MPOMEXYTOK BpEMEHH aBTOPCKHE
pelaKIMU ABIISIOTCS HE TOJBKO «YIYUILEHHOM» Bepcu-
ell y)ke CyIIeCTBYIOLIEro MPOU3BEICHUS, HO HEPEIKO
U «3€PKaJIoM» 3BOJIIOIIMU KOMIIO3UTOPCKOTO CTHJIS.

Emé omauM cmocoOoM camM03anmMCTBOBAHHUS Iie-
JIOTO TIPOHM3BEICHMS SIBIIETCS TEMOPOBOE ¥ JKAaHPOBOE
«IIEPEMHTOHUPOBAHUE» COOCTBEHHOI'O paHee HalMCaH-
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HOTO TEKCTa C LEJIBIO IEPEHECEHHS €r0 B UHYIO CHTY-
aTUBHYIO Cpely Ha IIpaBax «IOIyCTHMOIO BapHaHTa)
MEPBOMCTOUHUKA. DTO AA€T MPaBO BBIIEIUTH CIEAYIO-
IIyI0 KIaCCU(HUKAIIMOHHYIO TPYHITy — Onycel-opzione
(uTain. — «BapuaHT»), B KOTOPYIO BXOASAT TPAHCKPHIIIINH,
HHCTPYMEHTOBKH, OPKECTPOBBIC CIOMTHI Ha Marepuae
MY3BIKQJIBHO-TEATPAIbHBIX COUYMHEHWH W KUHOMY3BI-
ku’. He3aBUCHMMO OT XaHPOBOTO HAKIIOHEHHSI TPOU3Be-
JICHUSI-BApHAHTA, IIOBOJA, OOYUBIIEr0 KOMIIO3UTOPA
K €ro CO3JaHuI0 (IOMyJSIPH3aIis CBOETO COUYMHEHMS,
ajanTanys Il ’HOTO COCTaBa, PacInpeHre UCTIOIHHU-
TEJILCKOTO pPerepTyapa KOHKPETHOTO KOJJIEKTHBA WIIH
COJIUCTa, HEOOXOAUMOCTh B KpaTdailline CpoKH Hpes-
CTaBUTh «HOBOE» MPOW3BE/CHKE), 1 00bEMA BOCIIPO-
U3BEICHHS 3aMMCTBOBAaHHOTO MaTepuaia (COXpaHEeHHUE
BCEr0 TEKCTA B TPAHCKPHIIIMAX M MHCTPYMCHTOBKAX,
€r0 COKpalICHUE B CIOMTAaX ), BHOCUMbIC TEMOPOBBIMH H
JKAHPOBBIMHU CPEICTBAMM M3MEHEHHS HE BIICKYT Kade-
CTBEHHOT'O NEPEPOXXICHIS 3aUMCTBYEMOTO MaTepHaa,
a JIMIIb MHTEPIPETUPYIOT €r0 Ha IIpaBax OfHOIO U3 Ba-
PHAHTOB IIEPBOUCTOYHUKA.

Hepenko TekCT Ienoro Mmpou3BEACHUS, K KOTO-
pOMY amesuIupyeT aBToOp, HozABepraercsi Ooee pagu-
KalbHOH TpaHchopmanuu (pedb UAET o0 (paKTHIeCKOM
«TIEPEeKPanBaHUNY €T0 MyTEM CBOOOIHOM MEePEKOMITO-
HOBKHM MY3BIKaJIFHOTO Marepualia, ero COKpalleHus,
a MocJie — 3aMEHOU WITU JIOTIOJTHEHUEM HOBBIM). B aTHX
Clly4asix clegyeT TOBOPUTh 00 onycax-trasformazione
(utan. — «upeobpaxkeHuey). OOBEKTaMH TAaKOTO «IIe-
PEpOXKICHUSD)» MOTYT BBICTYyNaThb HEOOHApOJIOBaH-
HBIC WIN «HEOLEHEHHBICY» COUMHEHMS — HaIlpumep,
MarepuaJ HE MONy4YUBINEH CIEHHYECKOrO BOILIO-
menus onepbl «OrHennbit anrem» C. IIpoxodneBa
(1927) Bomnotuncs B Tperbeit cumdonun (1928),
a sanpeinénnas ['mtnepom onepa I1. Xunnemura «Xy-
noxHUK Maruc» (1934) B ToM ke Tomy «mepeponu-
Jachk» B OOHOMMEHHYIO cuMboHuio. B psae ciaydaes
onycul-trasformazione  SBISIOTCS. MY3BIKAaJIbHBIMU
MPUHOUICHUSIMA HU3BECTHBIM KOJUIEKTUBAM HIIM HX
pykoBogutensiM. B wactHocTH, YUerBépras cumpo-
Hust C. IIpokogresa (1930), ocHOBaHHAst HAa MaTepH-
ane Oaneta «bmyaHbiit cei» (1928), Obla HanMcaHa
o 3akazy BOCTOHCKOro cHM(OHHUECKOTO OpKecTpa
k ero 50-netHemy robunero; cuMmponus «I'apMoHuUs
mupa» I1. Xungemura (1951), npetBopsiromas mare-
puan ogHouMEHHOM omepsl (1957) u mocesmEHHAsS
mBeiiapckomy nupmképy II. 3axepy, mpuypoueHa
K 25-11eTHI0 pyKOBOAUMOTO UM baszenbckoro opkectpa.
Heo6x0a1M0 0TMETUTh, YTO IPU HECOMHEHHOI Onn3-
KOPOJICTBEHHOH CBSI3M Ha TEKCTOJIOTMUYECKOM YpPOBHE
onycoe-trasformazione ¢ X IEPBOUCTOUHUKAMU, BHO-
CHMBbIE IIPeo0pa30BaHuUs B paHee HAMUCAHHBIN TEKCT
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MPUBOIAT K (DOPMUPOBAHMIO MPUHLIUITHAIBHO HOBOM
XyHOXECTBEHHOM nenocTtHocTH. Kak crneactue, u3
BCEX BBILICONMCAHHBIX (HOPM CaMO3aMMCTBOBAHUS Lie-
JIOTO HMPOU3BEACHUS onycoi-trasformazione sBISIOTCS
HauboIee yIanéHHbIMU OT CBOMX «IIpapoIuTencii».
Yacto KOMIO3HMTOpHL, TOBTOPHO OOpaasch
K COOCTBEHHOMY MaTepHaiy, paboTaloT He C Le-
JIOCTHBIM MPOU3BEACHUEM, a JIUIIb €0 ()ParMEeHTOM.
VYnpasgHeHue 3THYECKUX U IOPUANYECKUX HOpM (TI0-
CKOJIBKY TEKCT-JIOHOP UM TEKCT-PELUNUCHT’ SBIISIOTCS
HMHTEIJICKTYyaJbHOH COOCTBEHHOCTBIO OFHOTO YEJO-
BeKa) 0O0yCIIOBIHMBAET Ype3BBIYANHO CBOOOIHOE 00-
palieHre ¢ 3IeMEHTaMH COOCTBEHHBIX paHee HaIu-
CaHHBIX TEKCTOB — KOMIIO3UTODPHI KaK amelIupyloT
K XOPOIIIO U3BECTHBIM COYMHEHHSIM, TaK U BOBJICKAIOT
MaJIOM3BECTHBIM WJIM HEU3BECTHBIM BOBCE MaTepHa;
0CcO0BIM 00pa3oM MOAUEPKUBAIOT HATMYHE CAMO3anM-
CTBOBAaHHMS B TEKCTE-PELUIMEHTE MIIH ke, Ha000poT,
— MacKHpPYIOT MPUCYTCTBHE TAKOBOTO, PACTBOPSAS €T0
B KOHTEKCTE. 3aUMCTBOBAHHBIN JIEMEHT MOXET JIOKa-
JIM30BaThCS B Ipesienax HeOOMBIIOro yJyacTka HOBOTO
MPOU3BEACHUS WIIM K€ MHOTOKPAaTHO TOBTOPATHCA
B PasNUYHBIX MOAU(UKAIMIX, TO €CTh BBICTYIATh
00BEKTOM pa3BUTHS. B HOBOM TEKCTE OH MOXKET OBITH
BOCCO3/1aH KaK B CBOEM IIEPBO3AHHOM BHJIE, TAK U CO
3HAYUTEIbHBIMA U3MEHEHUSIMH, YTO MAKCUMAJILHO 3a-
TPYIAHSET €r0 CIyXOBYIO aTpUOyLHIO.
CKoJIbK0-HHOY/Ib YHUBEPCANbHON 1e(DUHUITNN Ca-
MO03aMMCTBOBaHMA ()parMeHTa TEKCTa, YUUTHIBAIOIICH
OTIMCaHHBIE CIIOPHBIC MOMEHTBHI, Ha CETOAHS HE CyIle-
cTByeT. MBI Ipe/taraeM BKIIIOUCHUE 3JIEMEHTa paHee
HalMCaHHOTO COOCTBEHHOTO IIPOM3BEJCHUS B WHOM
OIIyC Ha3BaTh aBTOLUTATON (OT Tped. autos — «cam»),
MOCKOJIBKY, BO-TIEPBBIX, 3TO HAMEPEHHOE 3aUMCMBO-
8anue cobcmeeHHOU paHee BBICKa3aHHOU MY3bIKAlb-
HOU Mblcau; BO-BTOPBIX, BOCIIPOU3BEICHHE HE BCETO
TEKCTa, a JIUIIb ero (parmenTa. Agmoyumama — 3mo
MOuHOEe UNU OMHOCUMENbHO MOYHOE B80CHpOU38ede-
Hue 91eMeHma cobOCMBEeHHO20 paHee HANUCAHHO20
meKcma 6 HO8OM NPOU3Ee0eHUY, PYHKYUOHUPYIOUe20
8 HEM 6 Kauecmee UCMOYHUKA UHpOpMayuu Uiy A6.s-
101e20Cs MAmepuanrom porHCOeHUst HOB020 COYUHEHUSL.
B My3bIKOBENEHUH, B paMKaxX M3ydeHHs mpooie-
MBI B3aUMOJICHCTBUS CBOEH U 4dyXoi peuu, chopMu-
poBaJiCsL psii MPU3HAKOB, OMPEICIIMIOIUX CYIIHOCTh
uutartbl. OHU U3 HUX OTHOCSTCS K TEKCTY-JAOHODY,
TO €CTh K TEKCTY, SIBIISIOLIEMYCS] HICTOYHUKOM LIUTATHI;
MIPU3HAKK BTOPO TPYIIIBI pENPE3EHTUPYIOT TEKCT-pe-
LUUIHEHT — HOBBIA TEKCT, B KOTOPOM LIUTHPYEMBbIi
Marepuall HaXoAuT CcBOE BoIUIOLIeHUE. B ycmoBusax
€IMHCTBA aBTOPCTBA TEKCTOB HE BCE MPU3HAKU LIUTH-
POBaHUSL COXPAHAIOT CBOIO AKTYaJbHOCTh, MOITOMY
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HanboJlee 3HAUMMBIMU TSI aBTOIIMTATHl MBI Tpeiia-
raeM CUMTaTh Macuimab, epanuybl aBTOLUTATH, cme-
nenw eé y3nagaemocmu u pyHKyuiL.

MacurtaGHblii KpuTepuil UKCHpyeT BHUMAaHNE HA
MIOJTHOTE BOCIPOU3BEACHHS MEPBOUCTOUYHHKA — BEChH
KOMIIJIEKC BBIPA3UTENIBHBIX CPEICTB, OAMH OO IpyI-
na MPU3HAKOB (FapMOHUs, MeJoaAus, QaKTypa, pUTM
U T. ). [paHUIIbI aBTOIIMTATHI YKA3bIBAIOT HA «KOJHYE-
CTBEHHOE» COOTHOIICHHE HCTOYHHMKA CaMO3aHMCTBO-
BaHMA U 00BEMA €ro BOCIIPOM3BECHUS B HOBOM TCK-
cTe. B Tex cimydasx, korjaa BHyIIUTENbHAS IO 00BEMY
3aUMCTBYyeMas My3bIKaJIbHasI MBICIIb CTAHOBUTCS 3HA-
YUTEIBHON YaCThI0 «HOBOTO» COUMHEHHS, MBI UMEEM
JIeno ¢ MakpoaBTouuTarod. Hampumep, aBrorurara
MapTU3aHCKOM NecHH U3 KHHO(uIpMa «BonogaeBckue
qam» (1937) B Cumdonnyeckoit mosme «OKTAOPIO»
(1967) M. IlocrakoBuya; mecHs «lIpomaii, cBite,
IpolIai, 3emMiie» U3 BOKaJIbHOTO IKiIa «Tuxue mec-
Hu» B IV vactu «PexBuema i Jlapucs» B. Cunbse-
cTpoBa. Boccosganue B TeKcTe-peLlUIMEHTE MHHU-
MaJIbHOTO CTPYKTYPHOTO 3JIEMEHTa TEKCTa-IOHOpa
II03BOJISIET TOBOPUTH O MUKPOABTOLIUTATE: aBTOIUTA-
Ta HauyalbHOTO Menoxuueckoro obopota Ilpemronnu
cismoll (1892) B punane Dneruueckoro Tpuo Ne 2 «I1a-
MSTH BeTTUKOTo xyfaoxHuka» C. Paxmanunosa (1893);
IepBoro ckpunmunoro koHuepta (1957), Konuepra
i goprenuano ¢ opkectpoM Ne 1 (1960), «/luamo-
ra» JUis BUOJIOHYEIH U CeMH MHCTpyMeHTOB (1965),
Konnepra mis ckpunku u ¢goprenuano Ne 2 (1966),
Conartsl st ckpunku 1 gpoprenuano Ne 2 (1968) u ap.
B «Lebenslauf» (1982) A. xutke. [Tomumo 3TOTO,
CYILIECTBYET €IlI€ MPOMEXKYTOUHBIN BApPUAHT COOTHO-
IICHUS TEKCTa-UCTOYHUKA M HOBOTO TEKCTa, KOTOPBIH
MOXKHO OTpEAeTUTh KaK aBTOIUTATa-QparMeHT, 4To
CBOAUTCSI K BOCIPOHM3BEJCHUIO B TEKCTE-PELIUIHEH-
Te HEeOONbIIOH, HO YETKO y3HABAaeMOIl CTPYKTYypHO-
CEMaHTHYECKOH eIMHUIBI TEKCTa-IOHOpA: aBTOIU-
TaTa TeMbI IIEpBOH Mbechl TpeTheil uactu «Co3epra-
HUe» (opTenuaHHoro nukia «My3blka B CTADHHHOM
ctune» (1973) B Cumdonun Ne 5 B. CunbBectpona
(1982); BocmpousBeneHne Tembl BCTyIuieHUs | yac-
™1 Cumbponuu Ne 1 (1925) u BTOpO TeMbl TIIaBHOM
naptun ¢unana doprenmanHoro Tpuo Ne 2 (1944)
. HlocrakoBuuya B BoceMom kBaptete (1960); BTO-
poii Tembl X yacTu ero xe YeTblpHaauaroi cumdoHuu
B VI wactu «Houb» «Croutsl Ha cioBa Mukenanmke-
70» ¥ ap. Horna 4€TKyro rpaHuIly M1y MaKpoaBToO-
LUTATOI 1 aBTOLUTATOI-(hparMeHTOM MMPOBECTH I0CTa-
TOYHO CIIOKHO, MOCKOJIbKY MEXIY HUMH CYILIECTBYET
TECHasl B3aUMOCBSI3b — OCOOEHHO B TOM ClIy4ae, Korna
LHUTUPYETCST Pa3BEPHYTBI «y4acTOK» TEKCTa-I0HO-
pa, KOTOphIii 00nagaeT OTHOCUTEIbHOU CTPYKTYPHOM
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3aBEpIIEHHOCTBIO M HECET ONpeNeN€éHHYI0 CEMaHTH-
YecKylo Harpy3ky. M Bc€ xe cienyer UMeTh B BUAY,
YTO WHTOHALIMOHHO-TEMaTHU4YeCKUil (h)parMeHT MOXKET
BOCIIPOM3BOJUTD JIMILb JIEMEHT MY3bIKaJIbHON TEMBI,
TOTJa KaK MaKpOaBTOLIUTaTa BOCCO3AET €€ LIETHKOM.

Huddepennmanust aBTouudTaT MO CTENEHH y3HA-
BaEMOCTH CBf3aHa C OLIEHKOW TOrO, HACKOJBKO CaMo-
3aMMCTBOBAHUE BBIIEJIIEHO U3 KOHTEKCTA. A8HbiMu
asmoyumamamu Ha30BEM Te, aTpUOyLHsI KOTOPBIX HE
BbI3BIBACT 3aTPYIHEHUN MPU CIyXOBOM BOCIPHATHH:
HarpuMep, TeMaTHYECKU Marepuall ModMbl «9 sHBa-
pa» (Ne 6) mukina «JlecaTh XOpOBBIX MOM» IJIS CMe-
LIaHHOTO X0pa a cappella Bo 1l yactn OnuHHAAUATOM
cumbponnn JI. IllocrakoBuya, Tema ero xe «llecHn
0 BCTPEYHOM)) U3 MY3BIKH K KUHOPHITEMY «BCTpedHbIi
(1932) B my3bIkanbHOM Komennu «Mocksa, Yepémyi-
km» (1958). Te camo3anuMCcTBOBaHHMS, KOTOPBIE PacTBO-
pPEHbI B KOHTEKCTE, 3aKaMy(IUpPOBaHbl B HEM U BBISIB-
JIEHUE KOTOPBIX TPeOyeT He TOJBKO CIIyXOBOTO OIIbITA,
HO U OoJee NIyOOKOro aHAJTMTUYECKOro MoAxXoaa K My-
3bIKaJIbHOMY TEKCTY, MpeAjaraeéM Ha3BaTh CKPbIMbIMU
asmoyumamamu. [IpumepamMn TaKOBBIX SBJISIOTCS: Ha-
yanbHas (pasza Karepunsl «Cepéxa! Xopomuii Moit!»
u3 KaptuHel 9 omneprl «Karepuna M3maitnosay (1962)
B 3aKJIIOYUTENBHOM YacTu YeThIpHAJLaToOro KBapreTa
(1973) A. UlocrakoBu4a, Takke TeMa HAILECTBUS U3
ero Cenpmoii cumdonuu (1942) B maBHo# naptui | ya-
ctu Bocemoii cuM¢ponnu (1943) u B Hagae pa3paboTKu
IV vactu ITatHaguaroi cumdonuu (1971).

ODyHKLIMU aBTOLMUTAThl, KaK W Lenu e€ BBele-
HUS, ONPENeNSIOTCA HCKIIOUYUTEIBHO KOHTEKCTOM H
3alpoOrpaMMHUPOBAHbl  XyAOKECTBEHHBIM 3aMBICIIOM
KOMITO3UTOpa. Briltou€HHAs B HOBOE IPOM3BENCHHE
U Tepelladyd BaKHOTO, 3aIlu(pOBAHHOIO aBTOPOM
COOOIIEHHS aBTOLUTATA, SIBJIAACH 3HAKOM JPYTOro co-
YUHEHUS, «IIPEICTaBUTENbCTBYET OT HETO B HOBOM 10
MPUHIUITY pars pro toto (4acTh BMECTO LIETOT0)» [5,
c. 127]. [ToaToMy Kak 0COOBIH XyT0)KECTBEHHBIN MPH-
&M peanusyeTr ceds JIMIIb NPU YCIOBUM CIIyIIATelb-
CKO naeHTUUKaIUK 1 aTpuOynun. Eciu ske Matepu-
aJIOM CaM03auMCTBOBaHUs BBICTYIIA€T MaJIOU3BECTHOE
WJIM HEU3BECTHOE (B TOM YHCJIe M HE3aBEPLIEHHOE) CO-
YHHEHHE, aBTOIUTATy HEBO3MOXKHO aTpHOyTHPOBATH
Ha CIJIyX, @ YCTaHOBUTh €€ HaJHMYue MOXKHO JIMIIb [IPU
Oonee TOIPOOHOM H3YyYCHHUH TBOPUYECKOTO HACIICIHS
KOMITO3UTOPA.

Ha xoMIo3uimoHHOM ypOBHE aBTOLUTaTa MOXKET
BBITIOJIHATE!

— DKCIO3UIMOHHYIO (DYHKIHIO — BXOIUTH B HOBOE
MIPOM3BEJCHUE HA IIPaBax MeMaAmuyecko2o dleMeH-
ma 7 OBITh BOKHOM COCTaBILIIOUIeH (yHIaMEHTa ero
My3BIKaIbHOH (opMBl. Hampmmep, ucmonb3oBaHue
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. HlocrakoBuueM HadajabHON TEMBI CBOETO IOHOIIIE-
ckoro Ckepuo Ne 1 mns opkectpa fis moll (1919) B xa-
YeCTBE TEMAaTHUECKOW OCHOBBI (DOPTENHaHHONH MUHHA-
TIOPHI «3aBOHAs KyKJIa» U3 IUKIIA «JleTckas TeTpaan»
(1944-1945), BBenenue Temsl | yactu poprennanHoro
mkia «Otpakerns» (1925) b. JIsTommHckoro B Kaue-
ctBe sieiirtembl CuMponnu Ne 4 (1963);

— CepEeIMHHO-PA3BUBAIONIYI0 (DYHKITHIO — B UHCIIC
WHBIX 3aMMCTBOBaHUI W CaMO3aMMCTBOBaHHI OBITH
KomMnonenmou My3bIKaJbHOTO pa3BuTHsA. Tak, B My-
3bIKaJIbHYI0 TKaHb «Apronoprpera» P. Illenpuna
(1984) «Bpe3aHbD» MOHTaXHBIM CIOCOOOM W TOJa-
HBI B BHJIC CBOCOOPA3HBIX HAIJIBIBOB-BOCIIOMHUHAHUM
PENpe3eHTaHThl TeaTPAIbHBIX OMyCOB KOMIIO3UTOpA
(6anetsr «Kouék-TopOyHok», «AnHa Kapenunay,
«Yaiika»; omepa «MEpTBbIE AYIIN»), €ro KOHLEPT-
HBIX couynHeHui (BTopoil KoHUEpT a7 opkecTpa
«3BOHBIY, TpeTuil popTennuaHHbIi KOHIEPT), a TAKXKE
KPYIHBIX BOKaJbHO-CUM(OHHUYCCKUX IPOU3BEICHUI
(«Ioatopusi», «JleHnH B cepaie HapogHOM»). Kpome
3TOTO, BOBJIECUEHHBIH B HOBBIE CTPYKTYypHO-KOMIIO3H-
LUOHHBIC OTHOIIEHMS, 3aUMCTBOBAHHBIH (DparMeHT
MOXET COXPAaHATh CBOIO HE3aBUCUMOCTH U (DYyHKIIHO-
HHUPOBATh B HEM Ha IpaBax peniuxy. TakoBbI BOCIIPO-
W3BeeHHE BTOpoW TeMbl X udacTu YeThlpHaAuaTou
cumdonuu (1969) B VI wactu «Houb» «Croutsl Ha
cioBa Mukenanmxenoy» (1974) mepen Tparmueckum
MOHOJIOTOM JIUPUYECKOTO repost «MHe caJko cHarh,
a mylmie — KaMHeM ObITb, KOTJja KPyTroM I030p U Ipe-
CTYIUICHBE...», YK€ YIOMUHABIIAsICS aBTOIMTATa Ha-
yanpHOU (hpa3el KatepuHbl W3 mocneaHel KapTUHBI
omnepsl «Katepuna M3maiinosay «Cepéxa!l Xopomuii
Moit!» B 3aKmounTeNnbHOM yacTu CTpyHHOTO KBapTeTa
Ne 14 J1. llocTakoBu4a;

— 3aKJIFOYUTENbHYI0 (DYHKLIUIO — aBTOLUTATa SB-
JAETCSA KYIbMUHAYUOHHBIM NPOGO32NaLUeHIeM, BEHIAs]
co00ii IpamMaTypruueckoe pa3sBuTHe, HalpuMep, B Jite-
rudeckoM Tpuo Ne 2 «IlaMsTH BEIUKOTO XyHOXKHUKA»
C. PaxmaHnHOBa (LUTaTa HAYaJIbHOTO METIOJMUYECKOTO
obopota [Ipemtonuu cis moll), BV yactu «PexBuema s
Jlapucsy B. CunbBecTpoBa MpOLUTUPOBAH (hparMeHT
MOCIEAHETO 3aBEPIIEHHOTO MIPU XU3HU JIapuChl (AKEHbI
KOMIIO3UTOpa) pou3BeAeHus — «BecTHUK-1996x.

B Tex cnywasx, KOraa MCTOYHHUKOM CaMO3aHM-
CTBOBaHUS BBICTYNAET MaJOU3BECTHOE NPOMU3BEIE-
HUE, CEMAaHTHKa aBTOLUTAThl BEIPAKEHA MEHEE SIPKO,
YeM B TeX CilydasX, KOrja KOMIIO3UTOp amnejuIupyeT
K XOPOIIIO U3BECTHOMY COOCTBEHHOMY OITyCYy ¥ BBOJHT
€ro (pparMeHT ¢ LeNblo 000TalIeHus COAePKATEIbHO-
ro MOTEHIMalla CBOETO HOBOTO COUMHEHUs. B Takom
clly4ae ceMaHTH4ecKHe ()YHKLUHU BBITYKIO OYepUEHBI
Y 3aKJIFOYAIOTCS B CIIETYIOIIEM:

— WUTIOCTPATUBHAS — aBTOIUTAaTa JAETAIbHO MPO-
PHUCOBBIBAET COOBITHSA MY3bIKQJILHOTO IIOBECTBOBAHUS,
JienaeT ux 0oJee 3pUMBIMU;

— KOMMEHTHUpYIOIIasg — 3aUMCTBOBaHHBINA (par-
MEHT «yTOUYHSIET» aBTOPCKHi 3ambices. B OonbInH-
CTBE CIly4aeB HCTOYHUKAMHU AaBTOLIUTAT, BBOJUMBIX
C LETBI0 Pa3bsICHEHUS] aBTOPCKOTO 3aMbIcia WIN HIl-
JOCTPALUU COOBITHH, KOMIIO3UTOPHI M30UPAIOT MYy-
3bIKANIbHBIC (DPArMEHTHI, 3aKPETNHBIIMECS B IMMaMSTH
ciymaresiel ¢ BepOaJIbHON COCTaBISIONIEH, KOTOpas,
MIOMYTHO «BCILUIBIBAs» B CO3HAHUU CYOBEKTOB KOMMY-
HUKAIIUH, CIOCOOCTBYET OOJIbIIEH KOHKPETHKE COMep-
JKaHUSI CaMO3aUMCTBOBAHMS;

— XpOHOJIOTUYECKasl — aBTOLUTAaTa OTChUIAET HAC
HE CTOJIBKO K CAMOMY MPETEKCTY, CKOJIBKO KO BPEMEHH
€ro CO3JIaHus;

— CHMBOJIMYECKAs — aBTOLIMTATA SBJISETCSA 3HAKOM
IUTSL CaMOT0 aBTOPA, | SIpo e€ 3HAYeHUs C(HOPMUPOBA-
HO W3 JINYHOCTHBIX CMBICIIOB KOMITO3HTOPA.

HameueHHble B JaHHOI cTaTbe pa3HOOOpa3HbIE
(bopMbl (PyHKIMOHUPOBAHUS MPUEMA CAMO3aUMCTBO-
BaHHS B TBOPYECTBE KOMIIO3UTOPOB XX BEKa HE HC-
YEPIBIBAIOT BCEX ACHEKTOB MCCIEAOBAaHUS CIOXKHOU
1 MHOTOTpaHHO# npobnemsl. [lanbHeiiee e€ uzyue-
HU€ BUJIMTCS B TIOMCKE OTBETOB Ha BOIIPOCHI, CBSI3aH-
HBIE C MPUYMHAMH, MOOYKIAIONIIMH KOMIIO3UTOPOB
MOBTOPHO 0Opamarbcsi K COOCTBEHHOMY Marepua-
Ty, TEJSIMA €TO HCIIOJIb30BaHUS, CII0cO0aMu paboThI
u 1ip. OTBETHI HA 3TH BOIIPOCHI TIOMOTYT TITy0Xe Tpo-
HUKHYTh B TBOPUYECKYIO JTAOOPATOPUI0 KOMIIO3UTOPA,
MIPUOTKPHITh 3aBECYy HaJ TAaWHOW POXKIEHUS HOBOTO
COUMHEHUS, Pa3raiaTh CKPHITHIE CMBICIIOBBIC TIOATEK-
CTHI IPOU3BEICHUH 1, KaK CIIEICTBUE, — 0CO3HATH CYTh
COBPEMEHHBIX XY/I0’)KECTBEHHBIX MPOIIECCOB.

< MPUMEMAHUA (<

! Hapsmy ¢ aBTomapoueii B 310Xy 6apoKKO aKTHB-
HO IIPUMEHSJICS NPUEM NapOoAHNM, XapaKTepU3yOLuics
CO3/1aHHEM HOBOTO TIPOHM3BEACHHUS B Pe3yibTaTe CBO-
00HON KOMIIOHOBKHM HMEIOMIETOCS B HAJIMYUU MY3bI-
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KaJIbHOTO MaTepraia COUNHEHUS IPYroro aBTopa.

2 B crarbe «Omychl-BapuanTsl B TBOpYecTBe M. Pa-
BEJIS» MBI OTMEYalld, YTO Ha3BaHHWE NAHHOW KJIACCH-
(UKaMOHHOHN TpymIe Ha€TcsS MCXONIsS W3 TOJKOBAHUSA
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TOHATUS «BapUaHT» KaK «Pa3sHOBUIHOCTH, BUJIOM3ME-  HYIO Pa3HOBHAHOCTb NEPBOMCTOYHHMKA, HECMOTpPS Ha
HEHUs 4ero-nmuoo» (uut. mo: [6, c. 27]). B uHTepecy- TO, YTO OOJIBIIMHCTBO M3 HUX JKMBET CaMOCTOSITEIBHOM
IOIIEM HAc acmekTe AaHHOE OMpelefieHWE MOJHOCThI0  JKMU3HBIO HE3aBUCHMO OT CBOMX «IIPApOAUTENEH.
OTBEYAET CYTH SIBJICHUS: «HOBBIE)» MPOU3BENEHUS, CO3- 3 TepMHUHBI «TEKCT-IOHOP» M «TEKCT-PEIUMUEHTY
JAaHHBIE B pe3ynbTare M3MEHEHHUs TeMOpa W jxaHpa,  npuHamiexar A. Jlenucosy [4].
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The article is devoted to the analysis of the musical culture of England of the first half of the 18th century and
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of Italian opera and Italian singers on the British stage witnessed the development of the music of London-based
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phenomenon was played by the German émigré, the Saxon composer Handel, who developed a high aesthetical taste
among the English. The liberation of the art of music from the preponderance of entertainment-oriented Italian opera
is examined on the basis of the mutual influences of the music of Handel and the works of the English composers
— William Boyce, Thomas Arne, Maurice Greene and Michael Christian Festing, which results in the birth of the
monumental genre of national oratorio permeated by high moral ideas. However, it was particularly Handel who
as the result of his music, directed towards high ethical ideas assumed the leading position in the English musical
culture. His oratorios, written to many diverse plots (Biblical, mythological, Christian vernacular), excelled the
specimens of his contemporary English composers and achieved the meaning of the “cultural phenomenon” of the
epoch.
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leHAEAb M aHFAMIACKasi My3blkaAbHasi KYAbTypa

Crarps TOCBSILEHA aHAJIH3Y MY3BIKaJIbHON KynbTypbl AHmIMM nepBoil monoBuHBl XVIII Beka ¢ mo3unmit
B3aUMOJICHCTBHS TPAIULUHA aHTIIMICKON, UTAIBSTHCKOW U HEMEIKOW MY3bIKH. ABTOp MOKa3bIBacT, KAKUM 00pa3oM BO
BpEMsI TOCIIO/ICTBA Ha OPUTAHCKOM CLIEHE UTAJBSHCKOM ONephl Pa3BUBAIOCH TBOPYECTBO JIOHAOHCKUX KOMIIO3UTOPOB,
OpPHEHTUPOBAHHBIX Ha caMoObITHOE Hacneaue I'enpu I1épcenia, n kakyro pojib B 3TOM MPOLECCe ChITpall CAKCOHCKHUIT
xomniozutop I'eopr ®punpux I'enpens — Beixomen u3 lepmaHuu, CyMeBIIMH DPa3BUTh y AHIIMYAH BBICOKUH
screTH4eckuii BKyc. OCBOOOKAEHHE MYy3BIKAJIbHOIO MCKYCCTBA OT 3aCHIIbsl Pa3BIIEKATEIbHOTO UTANIBSHCKOTO TeaTpa
paccMarpuBaeTcsl Ha OCHOBE MEPEKPECTHBIX BIUSHUM TBopuecTBa [ eHIens M aHINIMUCKUX KOMIIO3UTOPOB YWIIbsMa
Botica, Tomaca ApHa, Mopuca ['puna, Maiikna ®ectunra. Mcxoas u3 3Toro, B CTaTbe BBIABISETCS, KaK pOXKIAICS
IIPOHU3AHHBIN BEICOKOM MOPaIbHOU UIeeli MOHYMEHTAJIbHBIN XKaHp HALlMOHAJIILHOM OpPAaTOPUU U KaK UMEHHO [ enzens,
Orarofapsi CBOeMy MCKYCCTBY, ODHEHTHPOBAHHOMY Ha BBICOKHME ITHYECKUE MICaIbl, 3aHSUI JTUIUPYIOILEe MOJI0KEHNE
B OpUTaHCKOW MY3bIKaJIbHOW KynbType. Ero oparopuu, co3maHHble Ha MHOTrooOpa3Hble CroKeThl (OuOneiickue,
MupoIoruyeckre, XpHUCTHAHCKO-KMTHHHBIE), TPEB30LUIA O00pa3lbl MPOU3BEACHUH OpPUTAHCKUX KOMIIO3UTOPOB-
COBPEMEHHHUKOB U MPHOOpPENH 3HaYEHHE KYJIBTYPHOTO ()eHOMEHA MOXH.
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t the time of Handel’s arrival in London in
A1710 the musical culture of England was

quite contradictory. One of its tendencies
was connected with significant achievements. The
rise of the musical culture in the capital already
in the first decade of the 18th century was noted
by Donald Frederick Cook: “...the presence in
London of so many foreign musicians, especially a
number of violinists and singers from Italy, helped
to create a favourable climate for London’s most
striking innovation of the eighteenth century, the
introduction of Italianate opera in 1705 [7, p. 25].
The other tendency was identified for a perceptible
decline of the level of moral and artistic criteria.
Donald Burrows writes that in 1706, when at the
Drury Lane Opera Theatre Giovanni Bononcini’s
opera, written on a striking plot and permeated
with new English recitatives, achieved an immense
amount of success, the English composers had,
nonetheless, lost their stage initiative here [5,
p. 64]. There was a scarcity of sophisticated opera
composers: the early London operas were written
in the genre of pastiche, having been to a certain
degree modified from the recognizable Italian
compositions [Ibid., p. 65].

Such a state of affairs likewise characterized the
English musical culture at a later period — during
the 1730s. Darryl Jacqueline Dumigan writes
that after 1733 productions which pertained to
“‘serious’ English opera ceased, being subsumed
by the myriad of diverse entertainments offered
at the many theatres” [10, p. 14]. Basing herself
on the observations of Judith Milhous and Robert
Hume, she specifies that one of the reasons for the
decline in British opera composed at that time was
the broad recruitment of the leading artists engaged
here for participation in the work of other theaters,
where the repertoire, as it would seem, was quite
traditional, i.e. Italianized. The other, as Dumigan
concludes based on information drawn from Phillip
Lord, was in the professional level of English
singers, which was substantially lower than that of
the Italian vocalists who predominated the stage of
the Royal Theater.

On the basis of the observed characteristic
features of British culture, Dumigan comes up with
the conclusion that, even though separate isolated
English operas did enjoy a certain amount of success,
their productions seldom brought along great
monetary profit. For this reason, in the conditions
of the beginning of the season of 1733, when in
connection of the intensive development of Handel’s
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second operatic enterprise, any competition of the
English composers with him was perceived to be
something extremely dilemmatic [Ibid., p. 14].

All in all, the London audiences of that time
were captivated by the outward splendour of Italian
opera, costly and effective singers and, above all
else, “exotic castrati [for a London opera theatre],
elaborate sets and dramatic music” [6, p. 7]. Paul
Henry Lang writes that “opera audiences in 18th-
century London — as too often in 20th-century New
York — were interested in singers and singing, not in
the music itself” [19, p. 243].

A comparable “entrainment” in England to
the same degree as opera, in the opinion of Ernest
Walker, was the genre of oratorio, since in the
practice of church service of the Anglican church
of that time there were few possibilities for the
expression of spirit (in all likelihood, what is meant
hear is the ethicized sacred-religious content) with
which, for example, the church cantatas of Johann
Sebastian Bach were permeated. The Passions
of Handel demonstrated that at the basis of their
tradition in Germany at that time lay the conception
of pietism, which in its musical manifestation would
appear to an average London listener as something
dull and irrelevant [21, p. 229].

Taking into consideration Walker’s evaluation
of the meaning of pietism in the music of Handel',
it would hardly be appropriate to agree with the
researcher’s radical thought of Handel’s oratorios
as of a genre of entertainment. They demonstrated
maturation of new tendencies which testified
of the composer’s inclination towards a tragic
comprehension of non-tragic plots. Already in the
second edition of “Acis and Galatea” (1718) in
an attempt to contradistinguish something new to
Italian opera he created an oratorio which exceeded
the first edition. This pastoral showed an expansion
of the scales of tragic imagery, which, in addition,
was also tapered by the introduction of the grotesque
image of Polyphemus.

Nonetheless, initially Handel’s arrival had not
brought in any changes into the general atmosphere
of London, since the intentions of the promoters
of Italian opera were in many ways aimed at the
perfection of their own abilities. They were carried
out by means of an increase of Italian musicians (or
musicians who had undergone professional training
in Italy), “whether those be singers, players or
composers” [4, p. 62]. And this goal was achieved
by the ambitious business partnership of Jeremy
Collier and Aaron Hill [Ibid., pp. 62-63]. But,
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most importantly, Handel himself came to England
to realize the opportunities connected with Italian
opera, which as Peter Holman writes “largely
concerned him for the first twenty years of his life
in England” [14, p. 6].

From the enumerated utterances it follows that
by the time of Handel’s arrival England was in need
of a composer of such a scale who would be able
to continue the development of national art after
Purcell at an appropriate ethical height. Some of
the musical public figures saw Handel as such a
composer (for more detail see: [17, pp. 74—87]). The
aforementioned playwright, manager and energetic
director of the Haymarket Royal Opera Theater
Aaron Hill (1685-1750), who dreamed of the
creation of an English opera, met Handel with open
arms, turning to him with the request “to deliver us
from Italian bondage; and demonstrate, that English
is soft enough for Opera, when compos’d by poets,
who know how to distinguish the sweetness of our
tongue, from the strength of it, where the last is less
necessary” (cit. from: [16, p. 178]). And during
Handel’s turn towards the creation of oratorio
Hill became the catalyzer of his artistic ideas in
cooperation with Jennens [3, p. 63].

Being the author of the opera scenario of
Handel’s “Rinaldo” in English, Hill turned out to
be one of the numerous witnesses of this opera’s
stunning success (1711), which even echoed on
the popularity of the composers who were his
contemporaries, Thomas Clayton, Nicola Haym and
Charles Dieupart. Deploring their circumstances,
they were compelled to turn to the public and ask for
its benevolence in regard to its nearest production
in Mr. Clayton’s estate [13, pp. 814, 820]. (It must
be remembered that prior to Handel’s arrival they
manifestly aspired to become the leaders, although
hardly always being successful in their attempts
[Ibid., p. 810].)

It is quite natural that in the 18th century British
musical culture the oratorio remained in the shadow
of its starry “neighbor” — the opera. And the very
term “oratorio,” as Walker writes, both Handel
and his audiences understood as incorporating the
most diverse choral compositions (for example, the
Chandos Anthems), which at a much later time may
have been interpreted as pertaining to cantatas [21,
p. 229].

But in connection with the maturation of new
tendencies in the musical culture of England in the
1730s, by the time Handel had already composed
three British oratorios (“Esther”, “Athalia” and
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“Deborah™), it is necessary to trace out the formation
of the national oratorio, for which aim it required to
throw light upon the crisscross influences of Handel
and the well-known British composers of that time
period.

William Boyce (1711-1779) was the first British
composer who wrote an oratorio on a text in English
(“David’s Lamentation over Saul and Jonathan”
from 1736). Handel, in all likelihood, was so inspired
by it (moreover, his inspiration coincided with the
wishes of Hill, who instigated the composer from
Saxony to write his “Saul”), that in two years after
the production Boyce’s work Handel created his
own oratorio “Saul” (1738) and showed in the finale
a full-fledged picture of a nationwide lamentation
for Saul and Jonathan, having included in it three
mournful arias of David.

In Boyce’s oratorio (the first version of which
was written in 1736 and the second — in 1744),
created on the biblical plot of David lamenting
about King Saul and his son Jonathan killed during
the war with the Philistines, mournful images
predominate. It consists of 19 numbers, including
the orchestral introduction, 4 choruses, 5 arias, 1 duo
and 8 recitatives (it must be noticed that in Handel’s
oratorio “Saul” only the first of its two expositions
consists of 19 numbers, while the entire composition
is comprised of 79 numbers). The tendency towards
dramatic action is merely projected in David’s
elevated directed aria “Take this Bracelet” and the
final chorus of an analogous character “How are the
Mighty fallen!” [8], during which the people come
out of their state of lengthy mourning and warm up
for dynamic actions. Features of dramatization are
also revealed in David’s recitative “David resum’d,
his Soul afflicted” (No. 5) and in the “interrogation
scene” of the Amalekite (No. 11-13), in which
David’s irate aria “How cou’d Conscience hush her
Stings?” is a highlighted number.

While Boyce did exert a certain amount of
influence on Handel, Thomas Arne (1710-1778),
who was the leading composer of British theatrical
music at that time, was himself under the influence
of the composer from Saxony. However, different
opinions have emerged about the music of Arne.
Yuri Bocharov writes that his music up to the late
1740s showed a predominance of “the Baroque
style of Handel, enriched with the incorporation
of separate intonational and rhythmical elements
derived from English folk music” [1, p. 9] and
subsequently revealed more distinctly the gallant
early Classical style.
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On the other hand, Todd Gilman, while
considering Arne the greatest British composer [11,
p. 1], relies on the judgment of Charles Burney, who
is convinced that already by the 1740s Arne had
recommended himself as an original lyricist, which
was demonstrated by his masque “Comus” written
to the poetic play of John Milton (1738). In it the
composer had demonstrated “a light, airy, original
and pleasing melody, wholly different from that of
Purcell or Handel, whom all English composers had
hitherto either pillaged or imitated” [11, pp. x, 78],
while Arne’s melodicism created “an era in English
Music; it was so easy, natural and agreeable to the
whole kingdom, that it [became] the standard of all
at our theatres and public gardens” [Ibid.]>.

In the summer of 1742 Arne arrived from
London to Dublin, where he directed the productions
of Handel’s oratorios®. And in 1744 he directed
the production of his own oratorio “The Death of
Abel.” However, similarly to his oratorio “Judith”
(1761), it has not been preserved. What survived to
our days was only the radiant “Hymn to Eve” (in
C major) from the oratorio “The Death of Abel,”
in the traditions of Easter chants. Thereby, Handel’s
influence on Arne and his own formation as an
original British composer went in parallel routes.

Another composer who experienced the
influence of Handel was Maurice Greene (1696—
1755), who was fascinated with his music from the
very beginning. But as the result of his subsequently
emerged relations with Giovanni Bononcini (1670—
1747), he turned out to be in opposing camps with
Handel (the Englishmanwas friendly with Bononcini,
while the composer from Saxony was hostile to
him). This state of affairs led to the occurrence that
Bononcini and Greene created a society competing
with Handel — the Apollo Academy, which for the
most part promoted the music of three leading
British composers: Greene, Bononcini and Festing®*.
All of this could still be tolerated by Handel, but
the main cause for Handel’s disaffection towards
Greene was the latter’s appointment to the Chapel
Royal, where Handel saw only himself as qualified
for that position’.

Greene composed the oratorio “Deborah and
Barak™®, written approximately in 1732 (we should
remind ourselves that a year from hence, in 1733,
Handel composed his own oratorio “Deborah”),
as well as the oratorio “Jephtha,” performed at the
Royal Theater (composed in 1737, libretto, most
likely, written by John Hoadly’, 1711-1776). The
tragic element in it was highlighted by the second
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act, in which the necessity ofthe choice between duty
and love provided, according to Claire Seymour,
“greater opportunity for heart-wringing and human
sacrifice”. Such a type of excruciation was revealed
in the image of Jephtha, which contained elements
of inner personal conflict: “...curst be the Day that
gave me Life — yet, let me not blaspheme, but bow
submits to Great JEHOVAH’s Pleasure” [15, p. 10].

At the same time, the dramaturgy of the
development of the image of the main protagonist
was distinguished by the fact that according to the
plot his self-sacrificing daughter accepted her lot
resignedly. For this reason, Greene’s work was
substantially closer to the biblical text than Handel’s
oratorio with the same title.

Among the composers previously mentioned by
us was Arne’s teacher Michael Festing (1705-1752).
This was yet another composer who had experienced
the influence of Handel. In his instrumental
compositions of his early (Baroque) and middle
(early Classical) periods it is possible to trace the
influences of his teacher Francesco Geminiani. In
addition to this, the appliance of sudden dramatic
modulations and unexpected tonal shifts became
the basic reason his music was compared with the
“Spanish” harmonies of Domenico Scarlatti’. But
starting from 1742, when Festing was appointed
as musical director of the Ranelagh Gardens, his
attention became concentrated solely on vocal
compositions. Essentially, he achieved his fame
particularly with his odes and cantatas. They are
unique in that they made use of “extended aria forms,
inventive orchestration, and dramatic gestures that
were more English in character than in the Italian
tradition” [Ibid.]'°.

As a whole, the panorama of British music in
the early 18th century shows that it developed not
only from Italian, or the merging of Italian with
French music, as Johannes Mattheson considered
[12, p. 46], but was based on its own national
sources, expressed in the English genres of the
masque, the ballad opera and the anthem. The fact
that 18th century British music had to be evaluated
as a new and original phenomenon, albeit emerged
on the basis of various intonational sources, was
something that the well-known English poet,
playwright and politician George Granville was
convinced in [Ibid.].

In the examined conditions of the musical life
of Britain Handel, notwithstanding the fact that
he aroused quite an ambiguous reaction (both
fascination and envy ofthe composers who competed
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against him) maintained a leading position. It was
provided by his aspiration to create such an art that
was oriented on high ethical and aesthetical ideals.

An outstanding example of such art in the
future would be the oratorio of English composer
Sir Edward Elgar “The Dream of Gerontius” (1900)
set to verses of the dramatic long poem by English
cardinal John Henry Newman. Its main protagonist
is the devout elder Gerontius experiences unbearable
sufferings. Their cause is his desire for life, which his
stridently passionate arioso demonstrates. However,
they provide disharmony with the expressively
funereal orchestral Prelude and his mournful burial
service dirge in part of the funeral mass “Kyrie
eleison”. But the sharpest contrast appears in the
episode of the Soul appearing before the demons in
Purgatory. This classic oratorical image (stemming
from Emilio de Cavalieri’s “Rappresentatione di
anima e di corpo” and in its personifications forming
a stable element in the work of Handel (about this
see: [18]), is presented in contrast not to the Body
but to its infernal masks (the topos from the sphere
of English fantasy). From this type of contrariety,
it becomes apparent that in the protagonist’s inner
personal conflict there is also a grotesque passionate
conflict (between the personality and the crowd)
included here, which is resolved in the traditions of
Bach and Handel.

Overall, early 18th century British oratorio was
in many ways presented by lamenting images, and
the tragic element was created on the basis of the
same conflation of the principles of German, Italian
and English dramaturgy as in the music of Handel.
The composition of such as an oratorio became

Gy —

' Although Handel’s parents were not official
followers of Pietism, the ethical principles of that sacred
variety of Lutheranism, stimulating toward a worldwide
help of one’s neighbors, was accepted by them (for more
about this see: [17, p. 81]).

2 Nonetheless, in his youth, in order to be admitted
to the concerts of the Royal Academy, Arne put on a
servant’s livery and penetrated into the upper gallery,
from where, among many other compositions, he also
heard his oratorio “Athalia” (1732) (see: [1]). Together
with Edward Purcell (the composer’s son), Handel,
William Boyce and Johann Pepusch, and others, Arne
in 1738 founded a beneficiary musicians’ society, which
subsequently obtained the status of a Royal Society.
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possible as the result of the interaction of several
constituent parts:

— the systematic promotion of religious
ethos immersed in the British element into mass
consciousness of the British listener;

— the mournful-dramatic manifestation of the
plots;

— reliance on the vernacular European genres
and, first of all, those which emerged in Italy (aria,
recitative, duo, trio);

— incorporation of the typically national genre
of the anthem;

— bringing in the intonational German chorale;

— the small scale of the musical forms on the
level of the genre of the cantata.

At the same time Handel’s monumental oratorio,
created on numerous diverse subject matter (biblical,
mythological, Christian hagiographic), excelled
the musical specimens of the 18th century British
composers and, just as all of his music, achieved
the significance of a “cultural phenomenon” (a
definition of Suzanne Aspden applied by him to the
composer’s entire musical output: [2, p. 207]). This
was conducive to the development of the English
musical taste, which in many ways determined the
formation of the high culture of Great Britain in the
subsequent centuries.

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(<

3 Handel's creative life included the participation
of Arne's closest relatives: his wife, the talented singer
Cecilia Young, who achieved renown by her performances
in Handel’s operas ‘“Ariodante” and “Alcina,” and
subsequently — in the composer’s oratorios; his sister,
Sussanah Cibber, a singer and one of the best dramatic
actresses in England, in 1742 participated in the Dublin
premiere of Handel’s “Messiah.”

4 Two composers from this community (Greene and
Festing) were connected by relative bonds: Festing’s son
Michael was married to Greene’s daughter Catherine.
See: Michael Christian Festing. URL: http:/www.
worldheritage.org/articles/Michael Christian Festing
(16.04.2018).
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5 See: [Slade R.] Maurice Greene // Eighteenth
Century English Music. URL.: http://rslade.co.uk/18th-
century-music/composers/maurice-greene/ (09.04.2018).

¢ Although Smither considers the genre of
“Deborah” to be undramatic and does not qualify this
work as an oratorio [20, p. 200], we assert on the basis
of the manuscript from the library of the University of
Rochester that the work in question is an oratorio. This
is testified by the title page of the oratorio [9], which
furthermore saw the light of day during the year of the
work’s premiere. Moreover, the scholar assumes that
Greene’s composition did not exert any influence on
Handel’s oratorio. However, what is important to us is the
trend of thinking itself, which stipulated the possibility of
impact of the Conception of one musical composition on
the other on the level of the subject matter.

7 Howard Smither notes that the published libretto
does not contain any indication of authorship, however,
in the manuscript preserved in the London Library the
author is indicated as John Howdley (see: [15]), whereas
Winton Dean and Otto Deutsch name Burne[t] as the
librettist [20, p. 360]. In all obviousness, they have in
mind the well-known Scottish historian, public figure
and religious activist Gilbert Burne[t].

8 Seymour C. Maurice Greene’s Jephtha // Opera
Today: Opera News, Commentary, and Review’s All
around the World. 10 Nov. 2014. URL: http://www.
operatoday.com/content/2014/11/maurice greenes.php
(16.04.2018).

9 See: Michael Christian Festing. Op. cit.

1% Another composer who was influenced by Handel
was the outstanding musician, violinist, harpsichordist
and organist John Stanley (1712-1786). From 1734 he
worked at the Church of the Society of the Inner Temple,
where Handel especially came to enjoy his performances
on the organ. See: [Slade R.] Stanley, John // Eighteenth
Century English Music. URL: http://rslade.co.uk/18th-
century-music/composers/john-stanley (16.04.2018).
Notwithstanding his almost total blindness, this musician,
who had a phenomenal memory also conducted Handel’s
compositions. Not coincidentally, six years after his
“Jephtha” (1751), Stanley wrote his own oratorio (1757),
which was successfully performed, at the basis of which
lay the same biblical story, rewritten into a libretto by John
Free. But because this oratorio has not been preserved
[20, p. 36], no analysis of the mutual musical influences
between Stanley and Handel is carried out here.

y3bIKaJIbHAS KyJIbTypa AHITIMH K TIPHE3-

ny Tenpens B Jlongon B 1710 roay Obiia

BeCcbMa NpoTuBOpeunBoil. C OmHOM CTO-
POHBI, B TIEPBOM JIECATHIIETUH BEKa B CTOJNHIIE Ha-
Omonancs momgbEM MY3BIKAJIBHON KyJIBTYpBI, UTO
ormeuan @. Kyk: «...nmpucyrcreue B JIoHA0HE CTONIB
MHOTHX HWHOCTPAaHHBIX MY3BIKAHTOB, B OCOOCHHO-
CTH 3HAUUTENIHOTO YHCJIa CKpPHUIaYel U TIEBIIOB U3
Wrannm, moMoro co3aaTh OMaronprusaTHRIA KIUMAaT
IUIs HanOoJiee 3HaMEeHATeNIbHOTo coObITHs JIoHT0-
Ha XVIII crometust — npeacrasinenus B 1705 roxy
UTAIBIHU3UPOBAHHOM ortepbi»” [7, p. 25]. C apyroit
— 0003HAYMIIOCHh 3aMETHOE TaJICHUEe YPOBHS XYJI0-
JKECTBEHHBIX Kputepues. [I. bappoy3 nuier, 4yro
B 1706 romy, xorma B tearpe pypu-Jleitn omepa
Jx. boHoHunnu «Kamuiia», HalmMcaHHas Ha sip-
KU CIOKET M MPOHU3aHHASI HOBBIMU aHIJIMACKUMHU
peuMTaTiBaMH, 3aBO€Baja LIyMHBIN yCIeX, aHIINH-
CKH€ KOMIIO3UTOPHI, OTHAKO, CIICHUYECKYIO MHHIIN-
aTuBy yTpatuii [5, p. 64]. He nocraBano uckymeén-
HBIX OINEPHBIX KOMIIO3UTOPOB: PAaHHUE JIOHJAOHCKHE
orepbl ObUIM HAMTMCAHBI B )KaHPE MACTUY40, OyIydn
B OMpeeIEHHOM CTENCHH MTPeoOpa3oBaHbl U3 y3Ha-
BaeMbIX MTAJbIHCKUX Mpou3BeacHuii [Ibid., p. 65].

* 3I[eCB " fJajiec rnepeBo] aBTopa CTarbu.

77

[MogoOHOE moOJNOXKEHHE XapaKTepU30BalIo aH-
[JIMACKYIO MY3bIKaJIbHYIO KYJIBTYpPY U B O0Jiee 1Mo3/-
Huii iepuoa — 1730-e ronpr. 1. JApIOMUATIH MHUIIIET,
yto nociae 1733 roma mocTaHOBKH CIIEKTaKJIEH, KO-
TOpBIE OTHOCHJINCH K «‘‘CepbhE3HON” aHTIMHCKON
omepe, [(QakTHuecKu| MPEKPATHUINCH, YCTYIHB
MECTO Macce pa3HOro pojia pa3BIICKATEIHHBIX MY-
3BIKAJIGHO-CIICHUYECKUX TIPEACTABICHHUMN, IIEAPO
npemIaraeMeIx psimoM Teatpos» [10, p. 14]. Ommpa-
sich Ha HaOmoneHus k. Munbxayc u P. Xsroma, oHa
YTOYHSET, YTO OIHOM M3 MPHUUYMH yIajKa co3aBae-
MOW aHINIMMCKOM Omephl CTajo MIMPOKOE IPHUBJIE-
YEHUE 3a/IeCTBOBAHHBIX 3/1€Ch BEAYIUX apTHCTOB
K y9acTHIO B paboTe JAPYTUX TEaTpoB, TIE perep-
Tyap OBLIT BIIOJIHE TPAJAUIIMOHHBIM, TO €CTh UTAJIbsI-
HU3UPOBaHHBIM. J[pyras mpudmHa, Kak 3aKiItodacT
JpIOMHTPH HA OCHOBE CBEACHHM, IMMOYEPITHYTHIX
y @. Jlopaa, kpbuiach B mpo(ecCHOHAIBHOM YPOB-
HE aHTIMACKUX TICBIIOB, KOTOPHIN OBLI CYIICCTBEH-
HO HHUXC HTAIBIHCKHAX, TOCIOJCTBOBABIINX Ha
onepHoii ciiene Koposesckoro tearpa.

Hcxonss W3 OTMEYCHHBIX XapaKTEPHUCTUK aH-
[JIMACKOW KyJNbTYpbl, J[BIOMUISH [€Ja€T BBIBOJ,
YTO, XOTSl OTAEIHHBIC AHTIIMICKUE OMEPHl W TOJh-
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30BaJIMCh TMOMYJIAPHOCTBIO, MPHOBUTE WX PEITHU3BI
MIPHHOCHIIH peako. Ha 5TOM 0CHOBaHMH B yCIIOBHSIX
Hadaia ce3oHa 1733 roma, Koraa B CBSI3U ¢ OypHBIM
pa3BHUTHEM BTOPOTO ONEPHOTO HpeAnpusTus I ene-
7 KOHKYPEHIIMS CYIIECTBEHHO BO3pOCIa, COTEp-
HUYECTBO C HUM OpPHTAHCKHX KOMITO3UTOPOB TIpEI-
CTaBIISIIOCH BEChMa 3aTpylIHUTeIbHbIM [Ibid.].

B memom noHmoHCKas ImyONHMKa TOTO BPEMEHH
ObUTa TIOKOpeHa BHEIIHWM OJIECKOM HTaJIbsHCKOM
OTIEPbI, HICKYCCTBOM JIOPOTHX U 3()h()EKTHBIX IEBIIOB
U TIPEKIE BCETO «IK3OTUUECKUX [JUIA TOHJOHCKOTO
OTIEPHOT0 TeaTpa] KacTpaTroB, HCKYCHBIX AEKOpaIUil
1 [HeoObIYaifHO| APaMaTHIEeCKOTO HaKala My3BIKID
[6, p. 7]. II. JlanT mumiet, 94To «JIOHAOHCKAs OTEep-
Has nyomnuka B XVIII Beke, Kak CIWIIKOM YacTO
u B Hero-Mopke XX cronerus, Gblia 3aHHTEpECO-
BaHa B MEBIAX U MEBUIAX, HO HE B CAMOM MY3bIKE»
[19, p. 243].

B Takoil e cremneHu, Kak W orepa, «pas3ple-
4eHHueM» B AHIVINH, [0 MHEHHIO . Yokepa, cTaia
oparopusi, IOCKOJIBKY B TNPAaKTHKE OOTOCTYKEeHUI
AHIIIMKAaHCKON IEPKBM TOTO BPEMEHH OBUIO Majo
BO3MOKHOCTEH I BRIpOKEHHS Tyxa (TO-BHIANMO-
My, 3THU3UPOBAHHOTO JTyXOBHO-PEITUTHO3HOTO CO-
JepKaHus1), KOTOPBIM, HAaIIpUMeEp, IPOHNU3AHBI LIep-
xoBHbIe KanTarel M. C. baxa. Ilaccuons! [ennmens
MIOKa3aJi, YTO B OCHOBE WX Tpagunuyu B [epmannn
TOTO K€ BPEMEHH Jie)Kala KOHIIETIIUS THeTH3Ma, KO-
TOpasi CPeIHECTATUCTHYECKOMY JIOHIOHCKOMY CITy-
IaTEIT0 B CBOEM MY3bIKaJIbHOM BOILIOLIEHUH MOTJIA
[TOKa3aThCs CKY4YHOH 1 HeymecTHoM [21, p. 229].

[IpuHMMas yOKEpOBCKYIO OIEHKY 3Ha4E€HHUS
nueTu3Ma B TBopuecTBe ['eHzens', Bpsia I MOXKHO
COTJIACHTBHCA C PAIUKAIbHBIM MHEHHEM YYEHOTO 00
oparopusx [ eHaens kak o pa3BiieKaTeIbHOM JKaHPE.
B Hux BBI3peBanM HOBBIE TEHIEHINH, CBUAETENb-
CTBOBAaBIIIHE O CKJIOHHOCTH KOMIIO3UTOpa K Tparu-
YECKOMY OCMBICIIEHHIO HETParn4ecKuX CIOXKETOB.
VYxe BO BTOpoOil pemakuuu «Amnmca u lamarem»
(1718), B mOMBITKE MPOTHUBOIOCTABUTH HTAJbSIH-
CKOH OIlepe HeuTO HOBOE, OH CO37aJl OPaToOpHIo, KO-
TOpas MpeB3olUIa MepByI0 penakuuo. B aToit nac-
TOPAM MPUHIMITHAIEHO PACIIUPUINCH MACIITAObI
TpareaniHoi 00pa3HOCTH, 320CTPEHHOHN K TOMY K€
BBEJICHHUEM I'poTecKoBoro oopasa [lomudema.

OpnHako B 0011yr0 armocdepy JloHaoHa npuess
['ernenst mepBoOHaYaNbHO ITEPEMEH HE BHEC, TOTOMY
YTO yCTPEMIICHHUS IPOMOYTEPOB UTAIBSHCKOHN OTIe-
pBI OBUTH BO MHOTOM HarleJIeHbl Ha COBEPIICHCTBO-
BaHHE CBOMX COOCTBEHHBIX BO3MOXHOCTEH. OHH
OCYIIECTBISUINCh 3a CYET yBENWYECHHS HTaJbsIH-
CKHX MY3BIKAHTOB (JINOO MY3BIKAHTOB, IPOILIEI-
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mux B Mramuu npodecCHoHaNbHYIO MOATOTOBKY),
«BHE 3aBHCUMOCTH OT TOTO, OBUIN JIN OHU IIEBLIAMH,
WHCTPYMEHTAJINCTaMU WM KOMIIO3UTOpamm» [4,
p. 62]. 1 mens 3Ta aMOUITMO3HBIM JIEIOBEIM TIap-
tHepcTtBoM [[x. Kombepa — A. Xwmna Obuta go-
crurayTa [Ibid., p. 62-63]. Ho rmaBHOe — 1 cam
Iennens npuexan B AHIIHIO, YTOOBI pean30BaTh
BO3MO)XHOCTH, CBSI3aHHBIE C UTAJIBSIHCKON ONEPOi,
Kotopast, kak nuuier 11. XonbmaH, «3aHUMaNa €ro
TIepPBBIC TBAIATH JIET )XKU3HU B AHTIIHN» [14, p. 6].
W3 npuBen€HHBIX BBICKA3BIBAHUM CIELYET, UTO
K IpuOBITHIO | eHens AHIINS Hy)XJalach B KOMITO-
3UTOpE TAKOTO MacmiTada, KOTopbiit Ob mocie [1Ep-
CelTa CMOT TPOJIOJDKUTH PAa3BUTHE HAIIMOHAIBEHOTO
HCKYCCTBa Ha JIOJDKHOW ATHUYECKOW BBICOTE. Takoro
KOMITO3UTOPa HEKOTOPhIE OOIECTBEHHO-MY3bIKAb-
HBIE Aeareny yBuaenu B lennene (06 atom cm.: [17,
p- 74-87]). Ha3zBauHsIi1 BBIIIIE IpaMaTypr, MEHEIDKED
W SHEPruuHbld nupekrop KoponeBckoro omnepHoro
Tearpa Xamapketr Aapon Xwmr (1685-1750), med-
TaBIIMK O CO3JaHUM AHIIMICKON OmNepbl, pagylIHO
BCTpeTHa leHaens, oOpaTuBIINCh K HEMY C TPOCH-
60ii: «OcBOOOIMTE HAC OT Y3 UTAIBSHCKOTO SI3bIKA
[OKa)KUTE, YTO aHIIMACKUN TOKE TOCTATOYHO MSITOK
it Oniepsl, Korma 3a He€ OepyTCsl TIOATHI, KOTOPEIE
3HAIOT, KAK OTIMYUThH CIaJOCTHOCTh Hallel MaHe-
PBI IPOU3HOIIEHHS OT €€ CHIIBI, KOTZa TIOCJIEIHEE HEe
CTOJh HEOOX0muMO» (IUT. o: [16, p. 178]). U Xumn
BO BpeMs moBopoTa [eHens Kk co3naHuio opaTopun
(baKTHYEeCKHN CTajJ KaTalin3aTopoOM TBOPUYECKHX €ro
uzaeu B coapyxectse ¢ JxeHHeH30M [3, p. 63].
Bynyun aBrOpoM OmNEpHOTro cueHapus TeHIe-
JIEBCKOTO «PHHAJIBI0» HA aHITIMHACKOM SI3BIKE, XHWJLT
OKa3ajicd ONHUM W3 MHOTOYMCIICHHBIX OYEBUALIEB
OTIYIIUTETHHOTO ycrexa 3Toi omepsl (1711), gro ot-
PasmiIoch Jake Ha MOMYJISIPHOCTH COBPEMEHHBIX €My
kommno3utopoB T. Kneittona, H. Xauma u Y. [pronap-
ta. CeTys Ha 0OCTOSITENBCTBA, OHU ObLIN BBIHYKICHBI
00paTuTheA K MyOIHKe M MMPOCHUTH €€ OIaroCKIOHHO-
CTH TI0 OTHOULICHHIO K OMNFKANIIeH CBOCH MOCTaHOB-
ke B uMeHnn muctepa Kietitona [13, pp. 814, 820].
(Hecmotpst Ha ToO, uTO 1m0 Tipme3na lenmens B mo-
MIBITKaX CO3/IaHUA B AHIIINH UMATbAHUSUPOBAHHOU
OTIEpbI OHU SIBHO, XOTS M JAJIEKO HE BCET/Ia YCIIEIIHO,
CTpeMHIKCh ctarh Juaepamu [Ibid., p. 810].)
BronHe ecTrecTBEHHO, YTO B AHNIMKCKON My-
3BIKAJIBHOM KynbType Hadana X VIII Beka oparopust
OCTaBaJlaCh B TEHH CBOETO 3BE3AHOTO «COCEHa» —
OTephl. A TIOJl TEPMUHOM «oparopus» U I eHnens,
u ero mybnmka, kak numer E. Yokep, moHuManu
caMbI€ pa3HbIe XOpOBBIE MPOU3BEIEHUS (Hampumep,
UYeHaoccKre aHTEMBI), KOTOpbIe B 0ojee Mmo3aHee
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BpeMsi BIIOJIHE MOTIIKM Obl WHTEPIPETUPOBATHCS
B Ka4eCTBE KaHTaTHBIX [21, p. 229].

Ho B cBsi3u ¢ BbI3peBaHMEM HOBBIX TE€HJICHIIUI
B MY3BIKaJIbHOU KyibpType AHrmu 1730-x romos,
korja ['eHzienp yxe cTaj aBTOPOM TPEX aHITTMHCKUX
oparopuii («Ichupby», «Aramusn», «Jledopay), He-
00XOAMMO TPOCIIEANTh CTAHOBJICHHWE HAIMOHAIb-
HOH opaTopuH, JUIsl 4ETO MPOSCHUTH IIEPEKPECTHBIC
BIMSHUS [€H/IeNst ¥ U3BECTHBIX OPUTAHCKUX KOM-
MO3UTOPOB TOM IMOXHU.

Yunvam boiic (1711-1779) — nepBeIif aHIIHIA-
CKUI KOMIIO3UTOP, HAITMCABIIMI OpaTOpHUIO HA aH-
rutickuii TekeT («ILmaa Hasuma mo Cayny u Ho-
Hadany», 1736). ['eHmenb, o Bcel BHUIUMOCTH,
OBUT HACTOJBKO €10 BIOXHOBIEH (BIOXHOBEHHE
K TOMY K€ COBIAJIO C )KeJlaHueM A. Xwiuia, MHALN-
MPOBABIIETO CAKCOHIIA HamucaTh ceoezo «Caynay),
YTO Yepe3 J1Ba To/ia Mocie 00MCOBCKOM MMOCTAaHOBKU
T'engens coszman coOCTBeHHYIO opatopuio «Caym»
(1738) u mokazain B (huHane pa3BEPHYTYIO KAPTUHY
BceHapoaHoro miada mo Caymy u Monadany, BKIO-
4yuB B He€ TpU cKOpOHbIe apun JlaBua.

B oparopun boiica (nepast penakuus — 1736,
BTOpas — 1744), onuparomeiics Ha Onbneiickuii cro-
ket o JlaBuae, ckopOsIeM O MOruOIIMX B BOWMHE
¢ punmuctumnsanamu nape Cayne u ero ceie Mo-
HadaHe, JOMUHUPYIOT CKOpOHBIe 00pa3bl. OHa co-
nepkuT 19 HOMEpoB, BKIIIOYAIOIINX OPKECTPOBOE
BCTyIUIeHHE, 4 xopa, 5 apuil, 1 aysT u 8 peunra-
TUBOB (3aMeTuM, 4To B oparopuu ['ernens «Caym»
TOJIBKO TIEPBAs U3 IByX IKCIIO3HIIMA COCTOUT U3 19
HOMEpOB, a Bcé mpomsBeneHue — u3 79). Tennen-
oSl K IpaMaru3My JIMIIb HaMeueHa B MOABEMHO-
ycrpemnénnoit apuu Jasuna «Take this Bracelet»
(«Bo3bpMu ceit [1iapckuii Thi] OpaciaeT») U Hocie-
HEM XOpe aHaJIoTWYHOro xapakrepa «How are the
Mighty fallen!» («Kax Obiim, manu, 9To Mory4u!
[/Iexxat, mopybieHsl, Bo mpaxe]») [8], B koTopom
HApPOJI BEIXOJUT U3 COCTOSHUS AITUTEIHHON CKOPOU
Y BOOJYLICBIISICTCS. HA aKTHBHBIC JeHCTBUS. UepThl
JpaMaTu3aluy MPOSIBIICHBI TAKXKE B peunTaruse Jla-
Buga «David resum’d, his Soul afflicted» («Crtpana-
eT BHOBb nyma JlaBuga», Ne 5) u B «criene ompoca»
Awmanexutsanna (Ne 11-13), rne BeinensieTcsa rHEB-
Hast apus Jasuna «How cou’d Conscience hush her
Stings?» («Kak MOXXHO pa3yM yCTIOKOUTE ?»).

Ecau bolic oka3an Hekoe Bo3aelcTBre Ha ['en-
nena, o Tomac Apn (1710-1778), xoTOpBIil OBLI
BEYILLIUM KOMIIO3UTOPOM aHITIMICKON TearpaabHOU
MY3BIKM TOTO BPEMEHH, CaM HAaXOIWJICS TION BIIUS-
HUeM cakcoHa. [IpaBaa, B OTHOIIEHNH TBOpUECTBA
ApHna cnoxxunuch pazaeie MHeHHS. FO. bodapos nu-
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IIET, 9TO B €70 MYy3bIKe 710 KoHMa 1740-X toMuHUPO-
Bana «OapodHas CTHIMCTHKA [eHmens, oboramén-
Hasg TPUMEHEHHEM OTACIbHBIX HWHTOHAIMOHHBIX
U PUTMHYECKHX 3JIEMEHTOB, 3aMMCTBOBAaHHBIX W3
aHruickoro ¢onbkiaopa» [1, ¢. 9], a B Oynyiiem
Bc€ Oosee 4YETKO CTal MPOSABIATHCS TaJTaHTHBIN,
PaHHEKJIACCUYECKUN CTUIIb.

T. I'mnbmad ke, cuutast ApHa BeJIMYaiIlvM aH-
ITUHACKAM KoMITo3uTopoM [11, p. 1], ommmpaercs Ha
cyxnenue Y. bépuu, yOexa€HHOrO, 4TO TOT yXKE
Kk 1740-m romam 3apeKkoMeHIoBasl ce0si KaK caMo-
OBITHBI JTUPUK, O Y€M CBUJIIETEIHCTBOBAJIA €TO
macka «Komyc» Ha ctuxu [x. Munsrona (1738).
B Heil koMIIO3UTOP NMPOAEMOHCTPUPOBAIT «JIETKYIO,
BO3AYIIHYIO, OPUTHHAIBHYIO W TPHUATHYIO MEJO-
JIMI0, TIOJIHOCTBhIO OoTIM4Hyto oT [l€pcenna wiu
I'ernenst, KOTOpyI0 0 CHUX TOpP BCE AHIIUNCKHE
KOMITO3UTOPBI JTUOO 3aMMCTBOBANIH, JTUOO €W TOj-
paxamu» [11, pp. X, 78]. Menonusm ApHa co3main
«B QHTJIMHCKOM MY3BIKE IIETYIO 31I0XY; OHa ObliIa Ha-
CTOJIBKO MPOCTOW, €CTECTBEHHON W MPUSATHOW MJid
BCErO KOPOJIEBCTBA, YTO [cTaja] B HAIIMX Tearpax
U cKkBepax obpasiom coBepuieHcTay [Ibid. ]

Jletom 1742 roma Apu u3 JloHgoHa mepeexat
B [lyOnuH, Tme pyKOBOAWI TMOCTAHOBKaMH Oparo-
puii Tennenst®’, a B 1744-M moctaBiiI CBOIO OpaTo-
puto «Cmepts ABensi». K coxanenuro, oHa, Kak U
ero oparopusi «tOmnude» (1761), He coxpaHunace.
Mo Hac pomén nump CBETIbIMA, B TPaAUUHMAX Mac-
xanpHOTO niecHoneHust «I'umu EBe» (C dur) u3 opa-
topun «Cmeptb ABensi». Takum 06pa3zoM, BIHUSHNE
I'ernenst Ha ApHa IPOMCXOANIIO B IIEPHOA €T0 CO0-
CTBEHHOT'O CTAHOBJICHHS KaK CaMOOBITHOTO aHTJINH-
CKOTO KOMIIO3UTOPA.

JpyrumM KOMITO3UTOPOM, HWCHBITABIINM BIIHA-
mue lennens, 6611 Mopuc [ pun (1696—1755), u3-
Ha4yaJIbHO BOCXHMILABIIMICA ero TBopuecTBoM. Ho
M3-32 CIIOKMBIIUXCS BIOCJTEICTBUU OTHOIICHUN
¢ Jx. bononunnn (1670-1747) I'pun u I'ennens
OKa3aJiich BO BpaxJIeOHBIX yarepsix. Takoe mono-
JKEHUE TPUBEJIO K TOMY, yT0 boHOHuuHM U I'puH
co3laiy KOHKypHpyromee leHaemo oOmecTBo —
Axkanemuro ATIOJUTOHA, T7Ie B OCHOBHOM IIPOIIaraH-
JUPOBAJIACh MY3bIKa TPEX BENYIIMX AHIIMHUCKUX
Komro3utopoB: I'puna, boiica u ®ecrunra?. Onna-
KO IVIaBHOM pUUYMHOM HenpusizHu ['ennens k [ puny
cTano Ha3HaueHue Toro B KopomeBckyro kamemry
(Chapel Royal), B To Bpems kak [eHnens Bugen Ha
3TOM MECTE TOJIBKO CaMoro ceos’.

I'pun 6p11 aBTOpOM Oparopru «llecus eGopsl
u bapaka»®, nanucanuoi oxono 1732 roga (Ha-
IIOMHHUM, 4TO 4epe3 roxa, B 1733-Mm, Obla co3gana
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U TeHIeNeBcKas opatopus «Jlebopay), a Takxke uc-
nonHeHHoi B Kopoesckom Tearpe oparopuu «Med-
¢ait» (1737, mubperro, BepositHo, J[x. Xoymmm').
TparemuiineiM B Hel ctan Il akT, Te HeoOX0MUMOCTD
BBIOOpa MEXITy JIFOOOBBIO U JIONITOM J[aBaJia, KaK IH-
mer K. Cetimyp, «OOIbIIHe BO3MOXHOCTH IS T1O-
Kaza Tep3aHMs CepAla [B CHUTyalluu| MpPUHECEHUS
4esI0BedecKoi skepTBhI»®. Takoe Tep3anve OBLTO pac-
KpbITO B 00pase Meddasi, rae comepikainuch dIeMeH-
TBl BHY TPHJINYHOCTHOTO KOHQITUKTA: «...curst be the
Day that gave me Life — yet, let me not blaspheme,
but bow submits to Great JEHOVAH’s Pleasure»
(«Yto manm MHE XKHU3HB, ICHb MPOKIIAT Oy/k [!], HO 60-
TOXYJIBCTBO 1103a0y/lb — BO MPax MOKOPHO HHUCXOJS,
HWerossl cnaBy ycmansa») [15, p. 10].

Jpamaryprus e OpaTopuH XapaKTepH30BaJlach
TEM, UYTO IO CIOXKETY >kepTBeHHas j1oub Meddas 6e3-
POTIOTHO TIpUHKUMAJIa CBOKO ydacTb. Ha 3Tom ocHoBa-
HHUU MOJKHO CYIIUTB, YTO Tipou3senenue [ pruHa ObL10
CYLIECTBEHHO ONmKe K OMONEeiiCKOMy TEKCTy, YeM
OZIHOMMEHHas oparopust [ eHens.

Cpelut KOMITIO3UTOPOB BBIJICITHM TAKKE YUUTEIS
Apna Matixna @ecmunea (1705-1752). 910 — emé
OJIMH MY3bIKaHT, MCIIBITABIIMN BiIMsHUC [eHIes.
B ero MHCTpyMEHTAJIbHBIX MPOU3BEACHUAX PaHHE-
ro (6apouHoro) m cpemHero (paHHEKIACCHYECKO-
r0) MEpUOIOB 3aMETHO BO3JICHCTBHE €r0 yUUTEINS
®p. Jxemunuanu. Hcronb30BaHHE BHE3AIMHBIX
JpaMaTHYSCKUX MOJIYJISALUNA W HEOKUIAHHBIX TO-
HaJIbHBIX CIBHIOB SBUJIOCH UCTOUYHHUKOM JUIS CPaB-
HEHUS €r0 MY3bIKH C «HUCIAHCKUMH» TapMOHUSIMHU
. Cxapnarti’. C 1742 rona, xorma ®ecTuHT OBLT
Ha3HauY€H MY3BIKaJIbHBIM aupexTopoM Ranelagh
Gardens (umerorcs B Buay Penenbckue caabl
— HeoOBYalHO MOMYISPHBIN MyOJMYHBIA IapK
B OKpecTHOCTsIX JIOHZI0Ha TOrO BpEMEHH), €ro BHU-
MaHHe OOIbIlIE COCPEAOTOYMIIOCH HA BOKAJIBLHBIX
Mpou3BeNIeHUsAX. B cylmHOCTH, OH IpUOOPEN ciaBy
Onaronmapst cBouM ojiaM M KaHTaram. OHU YHHUKAaITb-
HbI TEM, YTO B HMX HMCIIOJIb30BaHbl «PACIIUPECHHBIC
dbopmer apum, m3obperarenbHAs OPKECTPOBKA H
JpaMaTHYECKUE DIIEMEHTBI, KOTOPBIE 110 CBOEMY Xa-
paxrepy, ckopee, HaXOAWINCh B chepe aHTITMHCKIX
TpaguIui, 4eM UTaabsHckux» [Ibid.]!.

B nenoM xapTuHa aHIIMICKON MY3bIKM Hadalia
XVIII Beka moka3bIBaeT, YTO OHA pa3BUBAJIaCh HE
TOJBKO M3 UTAIBSHCKOM WM CMEIICHUS MTaJbSH-
CKOM ¢ (ppaHITy3cKol, kak cuutai M. Marrecon [12,
p. 46], a onmpanack Ha COOCTBEHHBIC HAITMOHAIb-
HbIC MCTOKH, BbIPQKCHHBIC B aHIIMHCKUX JKaHpax
Macku, OaJiagHON oTepsl, aHTeMa. B Tom, uTo 6pu-
Ta"ckyto My3bIky X VIII Beka cienyer paciieHuBaTh
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KaK sIBIIEHHE HOBOE U CaMOOBITHOE, XOTSI U BO3HUK-
Iee Ha OCHOBE Pa3HBIX MHOHAIIMOHAJIBHBIX HUCTO-
KOB, ObUT YOEXIIEH W3BECTHBIH AHTIMHCKHUHA TOIT,
npamarypr u nonutuk Jxopmk I'pansuis [Ibid.].

B paccMorpeHHOl 00CTaHOBKE MY3bIKATHHOU
)ku3Hu bpuranum I'eHnens, HECMOTpS Ha TO, YTO
BBI3BIBAJI BEChbMa HEOJHO3HAYHYIO pEakUuio (BOc-
XHIIEHUE U 3aBUCTh KOHKYPEHTOB), 3aHUMAJI JIUAH-
pyroriee monoxkenrne. OHO 00eCIeInBaIOCh CTPEM-
JICHWEM CO03/1aBaTh HCKYCCTBO, OPHEHTHPOBAaHHOE
Ha BBICOKHE 3TUYECKUE U ICTETUICCKUE HJICATHI.

BrigaromumMcesi mpuMepoM TaKOTO HMCKyCCTBa
B OyIyIeM sSIBUJIaCh OpaTOPHs aHIITHHCKOTO KOMIIO-
3utopa Josapoa Ineapa «Con I'eportms» (1900)
Ha CTUXHU APAMaTHYECKOM II03MbI aHIJIMHCKOTO Kap-
nuHana [x. Heiomana. E€ repoil, Haxonsmuics
MpHu CMepTH OrarodecTuBhIi craper [ eponTuii nc-
MIBITBIBAET HEBBIHOCUMEIE CTpagaHus. X ncrounmk
— JKeJIaHHUe KU3HH, O YEM TOBOPST €ro MPOH3UTEIb-
HO-CTpacTHbIe aprno30. OIHAKO OHM AMCTAPMOHH-
PYIOT C 3KcpeccuBHO-TpaypHoii [Ipentonueii opke-
CTpa U cKopOHBIM ero orneBanueM (paszuen «Kyrie
eleison», Andante). Ho camblii OCTpBI KOHTpPacT
BO3HUKAaeT B anu3onae [y, npeacraromnieii nepen
neMoHaMu B YwncTmiuiie, — KIacCHYeCKUil oparo-
puanbHbBIi 00pa3, uaymwmii u3 «lIpencraBmenus
o Jlyme u Tene» 3. KaBansepu u B CBOUX OJHIlE-
TBOPEHUSX SBUBLINICS yCTOWYUBBIM B TBOPYECTBE
I'enpens (06 atom cm.: [18]). O6pa3 3TOT HaH B Ipo-
THUBOIIOCTABJICHUH He ¢ TeJoM, a ¢ ero nHepHaIlb-
HBIMH MapKHPOBKaMH (Tormoc w3 cepbl aHTIHA-
cKkoil QanTacTuKu). M3 Takoro mpoOTHBOMCHUCTBHS
SIBCTBYET, YTO BO BHYTPWJIHMYHOCTHOM KOH(JIHKTE
repos 371eCh 3aJI0KEH enlé U TPOTECKOBO-TTACCHOH-
HBIH (KOHQIIUKT JINYHOCTH U TOJIIIBI), PEIIEHHBIN B
Tpanuuusax baxa u I'enpens.

B nenom OpuraHckas oparopust Hadana X VIII
BEKa BO MHOTOM IIPE/ICTaBIICHa CKOPOHBIMU 00pa3-
[IaMH, a Tparudeckoe ObUTO JOCTUTHYTO HA OCHOBE
TOTO € CIUTaBa MPUHIIUIIOB HEMEIKOH, WTajbsH-
CKOI 1 aHIJIMIMCKOH Jipamarypruu, uro u 'y I'ennens.
Coznanne momnoOHOM OpaTopur CTaI0 BO3MOKHBIM
B pe3yJIbTaTe B3auMOICHCTBUS HECKOIBKIX COCTaB-
JISTOIIHX

— CHCTEMHOTO TPOJIBI)XEHUS B MacCOBOE CO-
3HaHMe OPUTAHCKOTO CITyIIaTes sl aHMTH(QUITUPOBaH-
HOTO PETUTHO3HOTO 3TOCA;

— CKOpOHO-IpaMaTHYECKOrO BOIUIOMICHUS CIO-
KETOB;

— OTIOpPbI Ha OBITOBABIIINE €BPONIEHCKIE KAHPHI
Y TIpeXJIe BCETO Te, KOTOPBIE 3apoaAninch B UTamun
(apus, peanTartus, Ayd3T, TPHO);
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— HCIIOJIB30BaHUs THUIIMYHO HAIIWMOHAJIBHOIO
JKaHpa aHTeMa;

— IMPUBJICYCHUSA MHOHAIIMOHAJIBHOTO — HEMCEII-
KOTO XOpana;

— MaJtoi MacmTabHOCTH (POPM Ha YPOBHE KaH-
pa XaHTarkl.

MonymeHTanbHas ke oparopus lennpend, cos-
JlaHHasT Ha MHOTOOOpa3HEIE CIOKETHI (Ombneiickue,
MH(OIOTHYECKHE, XPHCTHAHCKO-XKUTHIHEIC),
MPeB30MuIa 00pa3Isl OPUTAHCKUX KOMIIO3UTOPOB
XVIII Beka u, Kak BCS €ro My3blKa, JOCTUIVIA 3HA-
YeHHsI «KYNBTYpHOTO (peHoMeHa» (ompeneieHne

C. DOcnzeH, mpuMeHEHHOE KO BCEMY TBOPYECTBY
KOMIIO3UTOpa, cM.: [2, p. 207]). bmarogaps atomy
OBUT pa3BUT AaHIIMWCKUHA MY3bIKAJIBHBIA BKYC, BO
MHOTOM OTIpeNIeUBIINN (POPMHUPOBAHHUE BBICOKOM
KyJIsTypbl bputanuu nmocneayonmx cToneTHi.

Asmop cmamovu evipadicaem cepoeunyio npu-
3HAMENbHOCMb 2eHOenededy U UCCIed08aAmento
arcanpa opamopuu Upune Koncown 3a yennvie 3a-
MeuaHusl u COOOPANCeHUs, BbLCKA3ZAHHbBIE €10 8 NPO-
yecce n0020MoOBKU OAHHO20 Mamepuana K nyoau-
Kayuu.

< MPUMEMAHUA (<

! XoTst opumanbHBIMU IPHBEPIKEHIAMH [THETH3MA
ponutenu ['enaens He ObIIN, STHUECKHUE IPUHIIMITBI 3TOH
CaKpaJbHON Pa3HOBUAHOCTH JIFOTEPAaHCTBA, MOOYXKIaB-
1€ KO BCEMEPHOH MTOMOIIN ONIMKHUM, OHU BOCIPUHSIIH
(mompobuee cm.: [17, p. 81]).

2 OmHaKo B MOJIOMOCTH, YTOOBI MOMACTH Ha KOHIIEP-
Tb1 KoposneBckoii akagemMun, ApH HaJeBal JIUBPEIO CIIy-
TH U NIPOHUKAJ Ha TANEPKY, TIE CPEAN IPOYUX COUHHE-
Hui [ennens ciryman u ero oparopuro «Atamus» (1732)
(cm.: [1]). CoBmectHo ¢ 3. [I€pcennom (CBIHOM KOMITO-
suropa), ['ennenem, V. Boiicom, U. [lenymem u ap. Apa
B 1738 romy ocHOBam OIaroTBOPUTEIHHOE OOIIECTBO
MY3bIKaHTOB, KOTOPOE BIIOCIEICTBUHU IOMYUYHIIO CTATyC
Koponesckoro.

* B TBOpueckoil xu3Hu [eHmens ydacThe TpHHH-
Manu OnmKaiIine pONCTBEHHWKM ApHA: JKeHa — Ta-
nanTiauBas nesuna Cecunus SIHT, TOCTUrIIAs H3BECTHO-
CTU MCIOJHEHHEM COJIbHBIX NAapTuil B omnepax lenpens
«ApHomaHT» U «AJBIMHAY», a BIOCICACTBHH U B Opa-
Topusix; cectpa — Cycanna Cub0ep — meBuma M onHa
W3 JIyYIINX JApaMaTHdecKuX akTpuc AHrmun. B 1742-m
roy OHa y4acTBOBajJa B JyONMHCKOIl IIpemMbepe reHje-
neBcKor «Meccum».

4 Isoe u3 aroro coxapyxkecrsa (I'pun u decTHHT)
ObUTH CKpEIJIEHBl POACTBEHHBIMH Yy3amu: CcbhiH Oe-
ctuHra Maiikn Obut skeHarT Ha godepu [puHa Kotpun.
Cm.: Michael Christian Festing. URL: http://www.
worldheritage.org/articles/Michael Christian_Festing
(16.04.2018).

> Cm.: [Slade R.] Maurice Greene // Eighteenth
Century English Music. URL.: http://rslade.co.uk/18th-
century-music/composers/maurice-greene/ (09.04.2018).

¢ Xorst Cmupnep cumraer xaHp «JleOops» Hempa-
MaTHYeCKIM M Kak opatopuio He kBammpuuupyer [20,
p- 200], Ha ocHOBe aHaIHM3a MaHYCKpPHUNTA U3 OHOIHOTE-
K1 YHuBepcuTeTra Podectepa MBI yOexkIeHBI, UTO PEUb
uaét uMeHHo o6 oparopuu. OO 3TOM roBOpUT €€ TH-
TyNbHAs CcTpaHMIa [9], KoTopas K TOMY ke YBUIeIa CBET
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B I'OJl IPEMbEPHI IPOU3BEACHMS. Y UEHBIN NOJAraeT, yTo
Ha TeHJICNICBCKYI0 OpaTopuio nponsBeneHue [ puna Bins-
HUsI He oKa3ano. OnHaKo HaM BayKHA MIMEHHO TCHICHIIHS
MBIIIJICHUS], 00YCIOBUBIIAs HA YPOBHE CIOKECTHKH BO3-
MOKHOCTB BO3/I€HICTBUSI KOHIICIIIIMN OTHOTO COUYMHEHHS
Ha Jpyroe.

7 X. CMuziep OTMEYaeT, 4TO OMyOIMKOBAaHHOE JIU-
OpeTTo HE COAEPXKHUT yKa3aHHUS aBTOPCTBA, OJHAKO
B MaHyCKpHITe, XpaHameMmcs B JIoHmoHckoi 6ubnnore-
ke, aBTopoM 3HaunTcs [xor Xoymmu (1711-1776) (cm.:
[15]),a V. Aun u O. [loiiu Ha3bIBAIOT JINOpETTHCTOM BEp-
meta [20, p. 360.]. ITo Bceit 0O4eBHIHOCTH, OHH MMEIOT
B BU/ly KPYITHOTO MIOTJIAHJICKOTO HCTOPHKA, OOIIECTBEH-
HOTO W penuruo3Horo nestens [ unbepra bépuera.

8 Seymour C. Maurice Greene’s Jephtha / Opera
Today: Opera News, Commentary, and Review’s All
around the World. 10 Nov. 2014. URL: http://www.
operatoday.com/content/2014/11/maurice _greenes.php
(16.04.2018).

 Cwm.: Michael Christian Festing. Op. cit.

0 Emié oHUM KOMITO3UTOPOM, HAXOAMUBIIMMCS TTOJT
BiusiHUEM [ eHens, ObUT BBIAAIOIIUIICSA MYy3BIKaHT, CKPH-
mad, kjaaBecHHUCT W opranucT Jxon Crammm (1712-
1786). C 1734 roma on pabortan B mepkBu OOmectsa
Taitnoro Xpama, kyna ['ennens crnenuanbHO NPUXOIUIT
HACJIAUTHCS €ro OpraHHbM HcKyccTBoM. Cwm.: [Slade
R.] Stanley, John // Eighteenth Century English Music.
URL: http://rslade.co.uk/18th-century-music/composers/
john-stanley (16.04.2018.). Borpexu odT# MoIHO# ciie-
MIOTE, 3TOT MY3BIKAHT C (J)EHOMEHAIBHON MaMATHIO AHU-
prxupoBan u npousseneHusmu ['enpensa. Hecnydalino
ciycTs mecTh JeT nocue ero «HMeddas» (1751) Cran-
JIM HalMCaJl YCIIEIIHO HCIIOIHEHHYIO CBOIO OPAaTOPHUIO
(1757), B ocHOBE KOTOpOIl Jexajla OTHOWMEHHAs Ou-
Oneiickas ucropus, nepenanHas B imoperro k. Opwu.
Ho nocxonpKy 3Ta opatopus He coxpanunacs [20, p. 36],
aHaJIM3 My3bIKaIbHBIX B3auMOBIHAHINA CToHIHN U [eHe-
JI51 3]1€Ch HE MIPOBOIUTCS.
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Introduction

In setting out to produce his own contemporary
English version of Miiller’s poems set by Schubert
in his Winterreise (the premiere of which was
performed by him together with pianist Alexander
Polyakov under the title “Winter Journeyman” on
19 April 2018 at Ekaterinburg’s Dom Muzyki), the
singer-translator, who is the author of this article,
sought to develop a work that could be maximally
understandable to contemporary audiences, remove
perceived barriers to enjoyment of ‘serious’ vocal
music, and at the same time preserve as much of the
sense and flavour of the original German version as
possible [20].

Although in many ways similar to the author’s
previous attempts of poetical translation, one of
the additional challenges presented by Winterreise
consisted in the striking domination of Miiller’s
text by Schubert’s music. While Wilhelm Miiller
was a well-known and even popular poet during
his time [14; 15], it is doubtful if he would be so
widely celebrated today were it not for Schubert’s
musical settings of his poems [18; 19]. And, despite
the wonderful perceptivity of Schubert’s music to
the overall mood of Miiller’s Die Winterreise, his
setting assimilates the German verse in ways that
present particular challenges to the translator who
aims to be faithful to both the music and the text.

Form and Content

In discussing Schubert’s choice to remove the
definite article from the title of Miiller’s poetic
cycle!, Tan Bostridge observes that the composer
did two things:

First, he made the work his own, something distinct
from its originating material and owing no loyalty to it
beyond the use he could make of it in moulding it to his
own purposes. Secondly, he made it more abstract, less
definite, more open — without its definite article — and,
from our perspective, more modern. Winterreise has a
starkness which is utterly true to its material in a way
that Die Winterreise would not be. Anyone can own this
journey [2].

In moulding (Die) Winterreise to the present
author’s own purposes, chiefly interms of preserving
its singability, it was determined that wherever
Schubert’s rhythmic and phraseological structures
diverged from those of the original poet, it would be
necessary to give priority to the music. This resulted
in a number of critical choices, the implications of
which will be discussed in detail later. However,
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in setting out to translate Schubert’s Winterreise
into English, it was accepted from the outset that
not all of the problems would be solvable in formal
terms alone. In this connection, to the extent that
a poetical text is presented as a ‘translation’, one
cannot disagree with Derek McCulloch’s statement
that “...fidelity of content is, and must be, the sine
qua non” even if sometimes “...for all our efforts,
that may not be the case”[13, p. 12]. In terms of such
fidelity (and associated ethical issues concerning
the “rights of the original songwriters” and/or “risk
of misleading audiences”), Peter Low accepts that
compromises and interchanges in song translation
“are not optional but essential.” Discussing the
choices made by Eric Blau and Mort Shuman when
they wrote the Broadway show Jacques Brel is
Alive and Well and Living in Paris, which presented
musical works by the Belgian singer-songwriter
in English, Low distinguishes between song
translations (in which there is “extensive transfer
of material from the source text, with a reasonably
high degree of semantic fidelity, particularly with
respect to its main features”), adaptations (where
there may be “extensive and significant departures
from the semantic fidelity”’) and replacement texts
(defined as song lyrics “created to be used with a
pre-existing melody, yet manifesting no semantic
transfer from the text previously sung to that
melody”) [11, p. 231].

The Criterion of Singability

In discussing the question of singability, Low
cites Richard Dyer-Bennet — the legendary 20th
century folk singer and translator of Schubert-
Miiller’s other great song cycle Die Schone
Miillerin — as having formulated the following four
guidelines:

1. The target text must be singable — otherwise any of
the other virtues it may have are meaningless.

2. The target text must sound as if the music had been
fitted to it, even though it was actually composed to fit the
source text.

3. The rhyme-scheme of the original poetry must be
kept because it gives shape to the phrases.

4. Liberties must be taken with the literal meaning
of the text when the first three requirements cannot
otherwise be met [10, p. 91].

In endorsing these guidelines, it may be added
that in order to be able to perform a song with
conviction, a singer must completely assimilate its
text, not only making it his or her own, but also,
in so doing, essentially becoming the narrator and/
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or character. In practical terms, this process of
assimilation requires the singer to commit the song’s
text and music entirely to memory. Here, when
discussing memory, it is necessary to emphasise
that one does not refer to the simple retrieval of
information from grey matter, as a computer might
read from a hard drive — or even to muscle memory
alone[2]—butratherto a whole complex of intricately
interconnected mnemonic resources, including the
precise repetitive coordination of breath, gesture,
organs of articulation, musical cues, other cues in
the external environment, emotional responses
(including those in real-time from a live audience),
etc. Evidently, it is much easier to commit a text to
memory if that text is in the singer’s native language
— and considerably easier again if the singer is the
author or translator of that text. Nevertheless, all
other things being equal, some texts are easier to
memorise — and, at the same time, more ‘singable
— than others: the criterion of ‘singability’ appears
to largely coincide with W. H. Auden’s definition of
poetry as “memorable language” [1].

What is it, then, that makes a translated text
singable / memorable? According to the Russian
Acmeist poet Nikolay Gumilev, the nine formal
elements which must be preserved by a translator
of poetry are:

(1) the number of lines, (2) meter and measure, (3) the
alternation of rhymes, (4) the character of enjambment,
(5) the character of rhymes, (6) the linguistic register, (7)
the metaphor type, (8) special devices and (9) transitions
of tone [5].

Rhythmic substitution

It is important to note here that the preservation
of meter and measure does not necessarily imply
equality of syllable count. In other words, singability
may be preserved or even enhanced when bridging
phraseological differences between source and target
languages by using rhythmic substitutions, which
may either be analysed in terms of metrical feet* or
musical tuplets’: e.g., in prosodic terms, iambs and
trochees may be doubled, halved or substituted by
anapests or dactyls; in musical terms, duplets may
be substituted by triplets or quadruplets; or vice
versa. This process may also result in a masculine
rhyme* being substituted by a feminine rhyme®, or
vice versa. In musical terms, these substitutions
may also give rise to an anacrusis®. McCulloch’s
observation that

in many poems a rhyme scheme a-b-a-b occurs. In

practice, by making the b-rhyme the dominant rhyme
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and adopting an a-b-c-a scheme, a more natural flow

can be achieved, without having audibly deviated

from the original form [13, p. 11]
may also present a useful additional qualification of
Gumilev’s rules for Acmeist poetry.

In his discussion of singability, Peter Low drily
notes that singable translations have been attempted
and used with sufficient frequency that the task has
been “given some legitimacy” and that the making
of such translations is consequently “valid, at least
sometimes.” At the same time, he acknowledges
some sympathy for the view — held especially
strongly with respect to German Romantic lieder
— that “singing songs in translation is a bad idea.”
Two reasons suggested for this are “the strong
claim of the original language: only the source text
offers the actual words set by the composer, with
all their phonic features such as rhymes and vowel-
sounds, and of course their integral meaning” and
“the defective nature of most target texts,” which
are “often marred by forced rhymes and unnatural
language, so that performers simply cannot sing
them with conviction.” singable translations per
se <...> arguments based on a few unsuccessful
examples do not constitute valid objections to
singable translations per se” [10, p. 88].

Intelligibility of the Sung Language
The Prosodic-Musical Alignment of Stress

Johnson et al. empirically investigated the
hypothesis that stress-matched sung stimuli are
likely to be more intelligible than their stress-
mismatched equivalents. In other words, since stress
in English may be used to distinguish minimal pairs
of lexical items, e.g. CON-tent (n.) and con-TENT
(v., adj.), and pairs of syllables in words or phrases
may exhibit either a trochaic (DUM-da) rhythm or
an iambic (da-DUM) rhythm, the extent to which
these patterns are aligned with musical stresses
(e.g. beats 1 and 3 are naturally stressed in a 4/4
bar) in any setting of a text to music will result in a
reinforcement of the text’s prosodic rthythm by the
musical rhythms. The results of the study strongly
confirmed the hypothesis that prosodic-musical
stress alignment increases the intelligibility of sung
language [9].

Melisma versus Syllabism

In its long development from mediaeval
plainchant to lieder and beyond, the overall
tendency in Western vocal music for composers to
take a less melismatic’ approach to setting text and a
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corresponding trend towards more syllabic?® settings
may be observed. The results of an empirical
study investigating the intelligibility of sung texts
supported the hypothesis that the greater the number
of notes assigned to a syllable, the less likely the
sung text is to be intelligible to an audience [9].
Nevertheless, melisma continues to be a feature
of contemporary western vocal styles, especially
as popularised by Whitney Houston, whose use
of the technique — e.g. in the Dolly Parton song
I will always love you — has influenced a whole
generation of popular singers including Beyonce,
Christina Aguilera and Jennifer Hudson. However,
many critics have taken issue with the subsequent
“overuse” of melisma, noting Houston’s good taste
in saving melisma “for just the right moment”, e.g.
in accentuating every ‘I’ and ‘you’ in a song whose
emotionality is structured around an interpersonal
relationship [4].

In attempting to translate (Die) Winterreise
into English, the present author aimed to limit the
departures from the prosodic meter and measure
of Miiller’s verses to those specific cases where
Schubert had already done so. Moreover, in order
to increase the intelligibility of the sung text [9],
as well as to increase the contemporary feel of the
text, the choice was repeatedly taken to reduce
Schubert’s melismatic tendency in English where it
was possible to do so while remaining reasonably
faithful to Miiller’s poetic sense. Thus, for example,
while in Die Wetterfahne Schubert uses nine
musical notes to set the word aufgestecktes (two for
the first syllable, one for the second, four for the
third and two for the fourth), in “The Weathervane”
it turned out to be possible to achieve a much lower
note/syllable ratio without providing any significant
disturbances to Schubert’s music.

Example 1 Op. 89,D 911, No. 2
i=80 ~
0y \ \ A \ e =
@L = = e =]
You fool not to no-tice be - fore that the spite-ful e - scut - cheon affixed to the tow - er— was— fake!
Er  hitt— es e-her be mer - kensol-len, des Hau - sesauf - ge - steck tes—Schild,
Melisma certainly holds its place in

“Weathervane,” however, especially when the
music conveys the emotion of rising indignation.

Example 2 Op. 89, D911, No. 2
=80 o~

[ S - e T N —

=g = - e 0
The toy of spoilt_ brat_  con cei ted and  proud?
Tt Kind_ St i ne— rei he Braut.
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Again, in Rast, where Schubert’s music has
stretched Miiller’s prosodic meter in applying two
notes per syllable in the phrase Riicken fiihite keine
Last, in “Respite” it was possible to apply a 1:1 note-
to-syllable ratio without reducing Miiller’s semantic
meaning (the legitimacy or otherwise of expanding
Miiller’s semantic meaning will be discussed in
detail later in this essay).

Example 3 Op. 89, D 911, No. 10

= ~
stressed;

my  shoul-ders by my knap-sack stwap were
- - Las

Der Ri - cken -~ fikl - e kei = ne

However, in a pivotal section of “Dream of
Spring” (Friihlingstraum), the opposite principle
was applied. Since melismatic singing is often
interpreted as suggesting ‘“heightened emotion”
[22], it seems clear that Schubert used the technique
here in order to create just such an emotional effect.
Thus, in English translation, where the words ‘mélée’
and ‘delight’ respectively refer to the chirruping of
songbirds and the happy laughter of carefree lovers,
the more melismatised eh-he-he... and ah-ha-ha...
seem more evocative of these sounds than less
melismatised von or a possible English preposition
or conjunction placed in this position.

Example 4 Op. 89, D911, No. 11

=90

Repetition, variation and expansion

In their study of factors affecting the
intelligibility of the sung language, Johnson et
al. also empirically investigated the effect of
repetition in relation to an extensively studied
area of psycholinguistics known as the ‘repetition
priming effect’. Limiting their enquiry to the effect
of single-word repetition on the intelligibility
of the text, the authors observed that immediate
repetition, in which the same word appears in
successive trial, increases intelligibility, whereas
delayed repetition, where the same word appears
with a single intervening trial involving an
unrelated word, had no appreciable effect on the
intelligibility of sung language [9].

In setting Miiller’s poems to music, Schubert
makes extensive use of repetition [2], whether
of words or phrases within a line, single lines,
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multiple lines or whole stanzas, which results in
a significant increase in both the overall number
of poetic lines and the length of some of the lines.
Moreover, while in most cases Schubert is content
simply to repeat Miiller’s phrases and lines in
their entirety, in some cases he applies variation,
sometimes expanding on Miiller’s meaning in
doing so. This presents an interesting challenge
for a translator who wishes to remain maximally
faithful to the form and content of both Miiller
and Schubert. Should Schubert’s tendency to vary
and expand the textual phrase be reduced in order
to stay more faithful to Miiller? Or, if accepting
the validity of Schubert’s variation-and-expansion
approach, is there any good reason not to go further
in varying and expanding into the parameters of
the new language and associated cultural context
where it is possible musically?

Following Schubert’s example, as well as
that of the legendary Russian translator of poetry
Samuil Marshak [3], the present author took
a number of opportunities to further vary and
expand on Miiller’s phrases and lines in spots
where repetition (and/or variation and expansion)
was involved in their original musical setting. This
kind of variation-and-expansion approach can be
seen not only as a stylistic feature, but also as a
means of overcoming such problems of translation
which may tend to be solved in the context of
prosaic texts (where strict rhythmic constraints do
not apply) by using paraphrasis’®. In other words, in
some spots where it was not possible to find a line-
by-line solution some of the connotative lacunae
were carried forward periphrastically into the
repeated lines and reintroduced there in the form
of variation and/or expansion. In the following
discussion, Miiller’s original German lines are
represented in italics, Schubert’s repetitions
in plain text and the present author’s English
variations and expansions in bold.

In the first verse of “Sweet Dreams”, for
example, Schubert’s repetition of the mother’s
notion of marriage is expanded to reveal the implicit
— and disapproving — presence of the father (to
whom Bostridge refers in terms of “absent dramatis
personae” [2]):

Das Mddchen sprach von Liebe, The girl showed admiration;

Die Mutter gar von Eh Her mother said we'd wed,;
Das Médchen sprach von Liebe, Returned infatuation;

Die Mutter gar von Eh Her father wished me dead!
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In verse 2, the couplet quoted below could have
been adequately translated by using a standard
cliché of song writing, such as those featured in
Cat Stevens’ Moonshadow or Van Morrison’s
Moondance. Expansion of this image, rather than
simple repetition of it, produced:

Es zieht ein Mondenschatten My only true companions,
Als mein Gefihrte mit, Moon-shadows dart and flit
Es zieht ein Mondenschatten Through eerie glades and canyons

Als mein Gefahrte mit, As cloud and shade permit.

In the third verse, the declaration concerning the
essentially free nature of love — again, essentially
presenting standard poetastic fare — was expanded
in English within the overall poetic schema of the
song to note its possible converse, i.e. attachment
to property. It should be noted that, in this case,
a small quantum of Miiller’s and Schubert’s
semantic meaning (‘from one to another’) has
been sacrificed:

Die Liebe liebt das Wandern

Gott hat sie so gemacht

For love was born to wander —
It's how things have to be
Von einem zu dem andern. All riches made to squander.
Gott hat sie so gemacht It's how things have to be!
Schubert’s obeisance to the norms of German
versification does not always imply similar formal
constructions in English. In repeating the following
line towards the end of Die Wetterfahne, Schubert
may have felt that dropping was would not be in
conformance with these norms, whereas ‘was I’
in English, which takes up an extra quaver in the
anacrusis of the first iteration of the line, certainly
does not require to be repeated in the second (and
would create a serious rhythmic disturbance,
reducing singability, if attempted):

Was I just another of her
playthings?

Was fragen sie nach meinen
Schmerzen?

Was fragen sie nach meinen  Just another of her

Schmerzen? playthings?
Example 5 Op. 89, D 911, No. 2
é : 14 r. v 14 ===

er  play - things?
ie nach meine  Schmerzen?

In “Frozen Inside” (Erstarrung), which has an
ABCAB strophic structure, we see an example in
the ‘B’ stanza of Schubert’s repetition of Miiller’s
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text die Erde at the level of the phrase within the
unit of the line. In the case of the English translation,
‘the earth’ bears repeating twice.

Mit meinen heiflen Trinen,

Bis ich die Erde, die Erde
seh’.

With my hot tears to penetrate

The earth, the earth, the earth
below.

In the ‘C’ section, a more intricate pattern
emerges in which Schubert repeats lines 3 and 4 in
lines 5 and 6 and then repeats line 1 and 2 in lines
7 and 8. This palindromic approach fits well into
the overall symmetry of the song, in which the ‘C’
section is sandwiched between two layers of ‘A’ and
‘B’; thus, the flowers slumbering under the snow
can be seen as the ‘kernel’ or central image of the
song:

Wo find' ich eine Bliite,

Wo find' ich griines Gras?
Die Blumen sind erstorben,
Der Rasen sieht so blaf3.
Die Blumen sind erstorben,
Der Rasen sieht so blal3.
Wo find' ich eine Bliite,
Wo find' ich griines Gras?

Where can I find a flower,
Where do I see green grass?
The flowers are all slumbering,
The lawn a white morass.

The flowers are all slumbering,
The lawn a white morass.
Where can I find a flower,

Where do I see green grass?

In the concluding B section, Schubert applies
his own variation, substituting erfroren (‘frozen’)
for the similar-sounding erstorben (‘dead’) on the
repetition. This presents an opportunity to further
vary and expand to supply some otherwise missing
nuances in the translation and set up the final lines
for delivery with a suitable rhetorical peroration:

Mein Herz ist wie erstorben,
Kalt starrt ihr Bild darin;

My heart is like those flowers,
All shrivelled up within;

Schmilzt je das Herz mir But when the Spring shall

wieder, come at last
Flief3t auch ihr Bild, They'll grow and blossom
ihr Bild dahin! in here again!

Mein Herz ist wie erfroren, My heart is like an icicle,

Kalt starrt ihr Bild darin; All frozen up within;

Schmilzt je das Herz But when the Spring doth
mir wieder, come at last

Flieft auch ihr Bild, It melts, and blossoms,
ihr Bild dahin! once more, within —

Ihr Bild dahin! Her form again!

In “Linden Tree” (Der Lindenbaum), the song
described by Thomas Mann as being about “nothing
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but death” [12], the line Hier find st du deine Ruh’!
(‘Here may you find your repose’), which first
appears as quoted sylvan speech in the special
(present) subjunctive mood!’ at the end of the fourth
stanza, is echoed three times in the sixth and last
stanza in the general (or past) subjunctive!: Du
findest Ruhe dort! Given the relative awkwardness
of conveying these different subjunctive moods
in scanned English verse (‘there might you have
found your repose’ is a possible ‘literal’ translation
of the second variant), a variation-and-expansion
approach was employed, including repeating a line
from stanza 4 that is not repeated in Schubert’s
stanza 6 structure:

Time has flowed since that
encounter

Nun bin ich manche Stunde

Entfernt von jenem Ort, And miles that now interpose,
Und immer hor’ich’s
rauschen:

Du findest Ruhe dort!

But still I hear that whispering:

Here may you find your
repose!

Since then for hours been
wandering

Nun bin ich manche Stunde

Entfernt von jenem Ort, Long miles that interpose...

Und immer hor’ ich’s Come, 0 weary journeyman —

rauschen:
Du féndest Ruhe dort! Here may you find repose!
Du fandest Ruhe dort! Here may you find repose!

In “Torrent” (Wasserflut), Schubert repeats the
fourth line of every stanza to create a form of refrain
standard to both German and English versification
norms. In English, however, it was possible to
repeat the definite article in one stanza to create
an attractive rhythmic effect at the same time as
drawing the listener’s attention to the singular and
undivided nature of what is symbolised by ‘ocean’.
(It should be noted that while Miiller-Schubert may
imply ‘ocean’ in this song, it is not explicitly stated;
however, the image does appear explicitly in related
contexts elsewhere in the cycle, e.g. “Will-o’-the-
wisp”):

Nimmt dich bald
das Bdchlein auf-

Nimmt dich bald
das Béchlein auf.

Into the stream and ocean
below

Into the stream and the ocean
below.

In expanding Miiller’s fifth and last four-line
stanza in Auf dem Flusse (“Upon the Water”)
into an eleven-line concluding stanza, Schubert
employs a complex repetitive structure in which
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line 5 repeats line 4, line 6 repeats line 1, line 7
repeats line 2, line 8 repeats line 3, and lines 9, 10
and 11 again reprise line 4. The insistent repetition
of this final line, in which sibilants and fricatives
are similarly combined in the original German
and translated English lines, becomes almost
incantatory in its invocation of the desired change
of state (from brittle Winter to liquid Spring, from
inauthentic existence to authentic Being), building
on the spell-like visual effect of the graphic images
inscribed in the ice:

Mein Herz, in diesem Bache
Erkennst du nun dein Bild?

Ob's unter seiner Rinde

My heart, upon the water

Do you see your image now?
Will your hard integumentum
Wohl auch so reifsend schwillt? Now shatter with the spring?
Wohl auch so reilend schwillt? Will it shatter with the spring?
Mein Herz, in diesem Bache
Erkennst du nun dein Bild?

My heart, upon the water

Do you see your image now?
Ob's unter seiner Rinde Will your hard integumentum
Wohl auch so reiflend schwillt? Now shatter with the spring?
Wohl auch so reiflend schwillt? Will it shatter with the spring?

Wohl auch so reilend schwillt? Now shatter with the spring?

In “Retrospection” (Riickblick), which has a
strophic ABCDA strophic structure, Schubert’s
simple repetition of the narrator’s recollection
of the shining eyes of his former lover in the
contrasting ‘D’ section is varied and expanded in
English to distinguish between a simple, directly-
recalled image using a past participle construction
(the act of retrospection), and a more emotionally-
involved ‘brimming over’ (psychological) effect
(of retrospection) using the present participle of the
verb ‘transmit’:

Und ach, zwei
Maédchenaugen glithten.

And oh, two bright eyes, all
consuming,

— Da war's gescheh'n
um dich, Gesell!

Und ach, zwei
Maédchenaugen glithten.

Transmitted atoms of delight.

And oh, those bright eyes,
all consuming,

— Da war's gescheh'n
um dich, Gesell!

Transmitting atoms
of delight.

In the final ‘A’ stanza, Schubert employs
extensive repetition to emphasise the rat-like nature
of the psychological state of retrospection. Like a
rat caught in a maze, the narrator observes himself
returning again and again to mentally assume the
same position with respect to the house of his former
love. Schubert’s fourth and final repetition of the
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final line in Miiller’s fifth stanza has the character of
a peroration. Here all repetitions have been formally
replicated in English to produce an almost identical

rhetorical effect:

Kommt mir der Tag
in die gedanken,

Mocht' ich noch einmal
riickwarts seh'n.

Mocht' ich zuriicke wieder
wanken,

Vor ihrem Hause stille steh'n.

Kommt mir der Tag in die
gedanken,

Mocht' ich noch einmal
riickwirts seh'n.

Mocht' ich zuriicke wieder
wanken,

Vor ihrem Hause stille steh'n.

Mocht' ich zuriicke wieder

Whenever that day comes
to mind

I must this notion entertain

In retrospection I'm inclined

To stand before that house
again

Whenever that day comes
to my mind

I must this notion entertain
In retrospection I'm inclined
To stand before that house

again

In retrospection I'm inclined

wanken,

To stand before that house
again

Vor ihrem Hause stille steh'n.

To stand before that house
again.

Vor ihrem Hause stille steh'n.

In the rhythmically-complex “Will-o’-the-
wisp” (Irrlicht), the elusive and treacherous ghostly
atmospheric light, represented musically by dotted
semiquavers, demisemiquavers and triplets, is
characterised in the text in the form of repetition,
stated first in a strongly-accentuated trochaic meter
and second in a smoother, more rapid syllabic flicker.
Here, rhythmic substitution and expansion in the
English translation was able to further accentuate
the rapidly flickering effect:

Alles eines Irrlichts Spiel! All deceptive plays of light!
Alles eines Irrlichts Spiel! All are just deceptive plays of light!

Example 6 Op. 89,D 911, No. 9
s=70 —~ o~ =
e
- 14

tive plays of light!
nes Irr = lichts  Spiel,
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In “Dream of Spring” (Friihlingstraum), which
has a strophic ABCABC structure, Schubert uses
repetition in the ‘C’ stanzas to reprise lines 1 and 2
of Miiller’s stanzas in lines 3 and 4, also repeating
Miiller’s line 4 in line 7. These repetitions were
varied and expanded in English as follows:
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Doch an den Fensterscheiben, But, verdant, at the window,
Wer malte die Bldtter da? Those fronds still intertwined.
Doch an den Fensterscheiben,
Wer malte die Blatter da?

1hr lacht wohl iiber den
Traumer,

So verdant, at the window,
Still green shoots intertwined.

Have pity upon the dreamer,

Der Blumen im Winter sah?  To illusion to be consigned,

To illusion to thus be
consigned.

Der Blumen im Winter sah?

The “Corbie” (Die Krdhe) presents an
example of metaphoric adaptation in an attempt
to overcome what might otherwise have been
a risk in contemporary English of collapse of
the ironic register and consequent regress into
sentimentality. In the concluding stanza of the
original German, the narrator rhetorically asks
his corvine stalker if it will finally show him an
example of faithfulness unto death. Here Miiller’s
black humour compares the faithless beloved
unfavourably to the carrion bird; however, the
clear implication — and source of dramatic irony
— is that the crow is only following him because
it senses his isolation and impending death and is
thus waiting for an opportunity to peck his eyes
out. In choosing to substitute a slightly different
poetic schema, in which the narrator is no longer
subtly blaming his ex- for her unfaithfulness,
but now actively considering his own role in his
predicament, variation and expansion are used to
elaborate this concluding thought:

Nun, es wird nicht weit mehr
geh'n

An dem Wanderstabe. On this path to stumble.
Krihe, laf$ mich endlich seh'n Corbie, shall I this way know

Further can I hardly go

Treue bis zum Grabe! How to be more humble?
Krahe, 1a3 mich endlich seh'n Corbie, help me this way know

Treue bis zum Grabe! How to be more humble!

The theme of abandonment, prevalent
throughout the cycle, is represented in “Milestone”
(Der Wegweiser), which has an ABCC strophic
structure. Here, in the ‘B’ stanza, although the
reflexive verb sich treiben is not directly translated
by either of the English passive verb constructions
‘exiled to’ or ‘abandoned to’, these interpretations
are certainly implicit elsewhere in the song’s text.
Therefore, the choice was taken to vary and expand
in English in order to try to better capture the
implied meaning:
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Habe ja doch nichts begangen, 1 am not a common felon
Daf3 ich Menschen sollte
scheu'n, —

Daf ich Menschen sollte
scheu'n, —

To endure such loneliness
To endure such loneliness

Welch ein torichtes Verlangen Yet to such a fate befallen,
Treibt mich in die Wiistenei'n? Exiled to the wilderness —

Treibt mich in die Wiistenei'n? Abandoned to the wilderness!

Finally, in “Bravado” (Mut!), which has an AAB
strophic structure, Schubert’s repetition of all four
lines of Miiller’s final stanza in the concluding ‘B’
section permits a complex variation-and-expansion
approach to develop the Nietzschean notion of
the ‘death of God’ [16] alongside a consideration
of Heidegger’s concept of ‘thrownness’ or
Geworfenheit [7]. While, of course, Schubert and
Miiller preceded both famous German philosophers
(Schubert died 16 years before Nietzsche was born),
these important concepts were clearly already in
the process of gestation during the Early Romantic
period:

Lustig in die Welt hinein
Gegen Wind und Wetter!

Cheerfully, into the world,
Scorning wind and weather;

Will kein Gott auf Erden sein, God is dead, yet we’ve been
hurled,

Sind wir selber Gotter! Dashing, hell-for-leather;

Lustig in die Welt hinein

Gegen Wind und Wetter!

Will kein Gott auf Erden sein, God cares not that we’ve been
hurled:

Let’s be gods together!

Merrily, into the world,

Scorning wind and weather;

Sind wir selber Gotter!

Conclusion

Unavoidable trade-offs in song translation
between singability, intelligibility and faithfulness-
to-source have been discussed on the example of
a contemporary English translation of Schubert’s
Winterreise in terms of rhythmic substitution,
prosodic-musical stress alignment and melisma-
versus-syllabism, as well as repetition, variation and
expansion. While the resultant text is demonstrably
singable and intelligible [6], choices taken during
the translation process that reduce faithfulness-
to-source may raise legitimate questions as to the
extent to which “Winter Journeyman” should be
properly considered as a ‘translation’ of Winterreise
at all; instead, it may be thought of as an ‘adaptation’
(or ‘adaptive translation’). However, due to
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complex issues concerning the relationship between
linguistic form and content, it is also possible that
such questions cannot be conclusively resolved
one way or the other [8; 17]. Ultimately, perhaps
only bilingual speakers of both source and target
languages, who also have an intimate knowledge of
the musical and historical backgrounds of the work
in question, are qualified to make such a (subjective)

judgement. Nevertheless, audiences may respond
to sung texts — whether translated or original — on
their own terms: such a response is likely to be
subjectively experienced in terms of the perceived
‘authenticity’ (or otherwise) of the sung text. This
question concerning the perceived authenticity of
sung (translated) texts will be explored in detail in
a future work.

Gy NOTES (<o

I Miiller’s poems were originally published under
the title Die Winterreise (“The Winter Journey”),
whereas Schubert’s song cycle was published under the
title Winterreise (“Winter Journey”).

2 Rhythm and meter in English poetry. URL:
http://www.writing.upenn.edu/~afilreis/88v/meter.html
(14.05.2018).

3 Tuplets. URL: https://musescore.org/en/handbook/
tuplets.

4 E.g. ‘wed’/ ‘dead’ — one-syllable words, or words
that end on a stressed syllable.

5 A stressed syllable followed by an unstressed
syllable, e.g., ‘landing’ / ‘standing’.

¢ One or more unstressed notes before the first bar
line of a piece or passage.
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TaTtapckas rpam3anmcb Havana XX Beka:
N6parum ApamaHToB

B magae XX Beka OgHOW W3 TpaHEH KYJIBTypHOW JKU3HH POCCHIICKOTO OOIIECTBA CTAHOBHTCS IEATEIHHOCTD
rpaMMO(OHHBIX KOMMaHuH. I'pamMMo(OHHAs MIAaCTHHKA, BBICTYIAIONAs HOBBIM CPEACTBOM MAaccOBOM WH(OpMAINH,
OTpaXXaeT TOPOICKYI0 MY3BIKAIBbHYIO KyIBTYpy Tarap. Ha ceromsst paHHWE 3aIliCH TEPBBIX TaTapCKHX HCHOIHUTEIEH
OCTAIOTCSI MAJIOW3YYCHHBIMH. P/l BBIABICHHBIX MCTOYHHKOB TAaéT BO3MOKHOCTH aBTOPY BIICPBHIC BBECTH B HAyUHBI
o6opot rpammodorHBIe 3amick Moparnma AnaMaHTOBa — MOMYISIPHOTO UCTIONMHAUTENISI TATAPCKUX MIECEH Hadajia MPOIILIOTO
BeKa. AZJaMaHTOB — 3TO CLEHMYECKHH ICEBJOHHUM TaTapCcKOTO >KypHAJNCTa, TEaTPAITBHOIO JACATENS W IMEePEBOIUHMKA
No6parnma Ky (1885-1936). Knetimo «Bpara Hapona» (peabmmuTrpoBaHHOTO B 1957 romy) Ha HOJTHE TOABI CTEPIIO CICIBI
TBOPYECKOH IESITEITHHOCTH SIPKOTO MPEICTABUTENIS TIEPEIOBOI TaTapCKO MHTEIUTUTeHIMHI. PaccMoTperie rpaMmMo(OHHBIX
3ammceil AlaMaHTOBa SIBISIETCSl YacThIO BO3POXKACHMS JOOpOro MMEHH M TBOPUYECTBA IEBI@, Yl TOJOC 3allMCHIBAIN
xommanus «I pammodony, hupmer «DaBoput-pexopm» 1 «JIupodon». Pemepryap apTrcTa BKIIIOYaeT 00pa3Ibl TaTAPCKOi
TIPOTSDKHOM JIMPUKHY U KYJIBTOBOM My3bIKH MyCYIIbMaH, TOPOJICKHE IIECHH M KyIUIETHL. BBEIeHNE B ICCIIEI0BATENBCKOE TT0JIE
rpaMMO(OHHBIX 3amnceil AJTaMaHTOBA OTKPBIBAET HOBBIE CTPAHHIIBI HCTOPHHU IPaM3aINCH TaTaAPCKON MY3BIKH.

KnroyeBble cioBa: TaTapckasi My3blka B Tpam3anucH, rpamMMmodonHas iactuka, «['pammodon», «30HOGOHY,
«JIupodon», TaTapckas necHsl, UCIIOIHUTEIN HAPOIHBIX IIECEH.

* Translated by Dr. Anton Rovner.
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place in Russia at the turn of the 19th and 20th

centuries presented a moment of breakthrough
in the sphere of culture as well. These changes found
their reflection in all the varieties of artistic activity:
literature, theater and music. The efflorescence of
cultural life was aided by the technological achievements
getting a foothold in the beginning of the 20th century:
the cinematograph and the developing Russian film
production, as well as the activities of gramophone
companies. The gramophone made its way into Russian
urban way of life, becoming an integral part of the
Tatars’ culture. Music, drama, theater, poetry, folklore —
all of these manifestations of a dynamically developing
society at the confluence of the centuries were reflected
in the gramophone record. Essentially, the gramophone
became, along with the press, an absolutely new means
of mass information of the beginning of the 20th century.

The distribution and popularization of the
gramophone among the Tatars, the study of early
recordings of the first Tatar performers, the chronology
of gramophone records, the recordings of the first
Tatar performers, the chronology of gramophone
recordings, the repertoire of Tatar musicians, among
them, singers, — all of these have not been given due
attention among scholars. The author has introduced
into scientific discourse the topic of gramophone
records with recordings of the first Tatar performances
from the beginning of the 20th century: Kamil
Mutygi-Tukhvatullin, Mariam Iskanderova, Mirfaiz
Babadzhanov, Khusain Yusipov.

During the course of the search for materials, the
author brought to light a number of sources related
to another early 20th century popular performer of
Tatar songs, Ibragim Adamantov. His name was
mentioned in the Russian pre-revolutionary press in
connection with his performances in various literary-
musical evenings, in published lists of gramophone
records and in comments of his contemporaries.
Unfortunately, at first it was not possible to find any
information about Adamantov. However, the author’s
acquaintance and communication with Maryam
Ibragimovna Akhmetgalieva, a Kazan-based member
of the Journalist’s Union, produced a positive result
in this search. Knowing that one topic for studies
of the author of the article was the history of Tatar
gramophone recordings, Akhmetgalieva informed her
that Ibragim Adamantov was the stage pseudonym

The social and political transformations which took
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of the Tatar journalist, theater worker and translator
Ibragim Kuli (1885-1936), her uncle, the elder brother
of Maryam Ibragimovna’s mother, Ummugulsum
Gabdelvakhitovna. Particularly under this name of
Ibragim Adamantov (‘adamant’ is an archaic name
for ‘diamond’), Kuli performed in literary-musical
evenings and made his gramophone recordings.

Ibragim Kuli (Ibragim Gabdelvakhitovich Kuliev)
was born on September 9, 1885 in the city Bua of
the Simbirsk gubernia (presently — in the Republic of
Tatarstan) into a family of a sales representative. After
completing studies at the madrasah “Mardzhania” in
Kazan in 1904, Ibragim carried out the responsibilities
of a proof-reader in the publishing house “Karimov
Brothers.” After completing studies at the Kazan
Magistral School [1, p. 30], Kuli worked in various
years in the newspapers ‘“Kazan mokhbire” (“Kazan
Herald”), “Yoldyz” (“Star”) and “Koyash” (“The Sun”),
where the journalist’s first articles were published. After
the October (Bolshevik) Revolution Kuli became the
executive secretary of the newspapers “Kyzyl bairak”
(“The Red banner”) and “Eshche” (“The Worker”).

From the end of 1921 until his arrest in December
1932 Kuli worked at the Tatar state book publishing
house, wrote articles about Gabdulla Kariev, Khusain
Yamashev, Ibragim Teregulov, as well as reviews
of theater productions. Together with writer Gaziz
Gubaydullin (G. Gaziz), Kuli prepared and published
the voluminous ‘“Tatar Calendar,” which stood
several editions. Thus, the calendar for 1923 included
articles about the October Revolution, questions of
education and enlightenment, articles about Gabdulla
Tukay, Gabdulla Kariev [Ibid., p. 45]. Kuli engaged
in translations, compilations of dictionaries jointly
with other authors (Ismagil Ramiev, Mukhitdin
Kurbangaliev, Rizautdin Gazizov) [3, p. 141].

On December 22, 1932 Kuli was arrested
as “a participant of the nationalist insurrectional
organization, the Peasant Ittifak.” He was soon
released, but on August 23, 1935 he was arrested for
a second time. This time he was accused of being a
“participant of a counterrevolutionary literary group
creating anti-Soviet works.” Kuli was condemned
by the Especial Council of the NKVD of the USSR
to three years of labor camp and sent to the ITG
(Karlag) [4, p. 388], where he died on January 31,
1936 (the Dolinka village of the Karaganda Region).
After having been accused of participating in a right-
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wing Trotskyist nationalist, terrorist, diversionary
group, on May 11, 1938 in Kazan Kuli’s son Salikh
Ibragimovich, director of the Kazan College of
Communication Service was shot [Ibid.]. The Kulis,
father and son were rehabilitated in 1957.

Ibragim Kuli, a brilliant representative of the
young progressive Tatar intelligentsia of the beginning
of the 20th century, has left a perceptible imprint in
the history of Tatar journalism, literature and culture.
He communicated closely with the outstanding Tatar
writers, journalists, musicians and actors of his time
and for many years was connected with the activities
of the Tatar theater. Kuli took on the role of one of
the active pioneers in the formation of the Tatar club-
theater activities. His collaboration with the emerged
theatrical troupe “Sayyar” and his search for repertoire
brought Kuli to the first translations of Russian plays [3,
p. 140]. In Kuli’s translations the works of L. Kiryanov,
S. Shimansky and G. Drigilli were acted out on stage [5,
p. 66, 67]. Kuli’s devotion and love for the theater were
so great that sometimes he carried out the responsibilities
of a souffleur in the productions of the theatrical troupe
“Sayyar” at the “Eastern Club” (“Sherek kluby”).
A number of photographs has been preserved in which
Kuli was depicted together with theatrical actors.

During that period Kuli, who had a low baritone
voice of a pleasant timbre, performed under the
pseudonym of Ibragim Adamantov as the performer of
songs set to contemporary poets and Tatar folk songs.
His friend, founder of Tatar dramaturgy, Galiasgar
Kamal (1878-1933), having known about this,
brought into the plot of his comedy “The Secrets of
our City” (“Bezneng sheherneng serlere) the singer
Ibragim Adamantov. Thereby Kamal highlighted the
popularity of this singer among the people.

Ibragim Adamantov’s gramophone recordings
are especially interesting. Analysis of the published
catalogues of the gramophone records and the lists
of records in the Tatar periodical press has made it
possible to establish that Adamantov’s voice was
recorded by the company “Gramophone” and the firms
“Favorit-rekord” and “Lyrophone.” On July 21-22,
1909 in Kazan the representatives of the “Gramophone”
company headed by agent Ivre Kholms carried out a
session of Tatar recordings. This immense sessions,
according to the data of the “The Orient Catalogue”
of the British discographer Alan Kelly, included over
eighty recordings of Tatar performers [6]. At first hand
“the well-known Tatar singer (baritone), performer of
folk songs and art songs” Ibragim Adamantov made ten
recordings for the gramophone company “Zonofon” —
the daughter enterprise of the “Gramophone” company.
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In this session our attention is drawn by recordings
of two compositions in performance of Ibragim
Adamantov. For the first time in Tatar gramophone
recording of the beginning of the 20th century the genre
of the composition has been defined as an art song

“romans” in Russian): “The Captive” (“Makhbus”),
an art song (Galiasgar Kamal) (No. X-4-102824), and
“The Dream” (“Tosh”), an art song (Galiasgar Kamal)
(No. X-4-102825). Basing himself on the Tatar oral
folk song tradition, Galiasgar Kamal in 1908 wrote
the poem “The Captive” in the style of the bait genre,
which immediately became immensely popular
among the people. According to writer Galimzhan
Ibragimov, “...Galiasgar Kamal is endowed with a
heartfelt singing style. His dastan named ‘Makhbus’
was known by heart by the entire Tatar youth. He did
not leave the stage for over fifteen years” [2, p. 267].

In the article “Our Music (Gramophones)”
(“Muzykamyz [Grammofonnar]|”) the well-known
Tatar journalist, poet Sagit Syuncheley also mentioned
Adamantov’s gramophone recordings: “The voice
of Mr. Ibragim is staid, albeit not fully organized in
full. Adamantov has one song — ‘The Dream.’ This
particular song he can be proud of”'.

As part of Ibragim Adamantov’s gramophone
repertoire we find the so-called “hymns of the
Shakarids,” which were popular among the Shakarids
in the beginning of the 20th century, — sada: “The
First Sada” (“Berenche sada”) (No. 4-102828) and
“The Second Sada” (“Ikenche sada) (No. 4-102829),
released on the records of the “Zonofon” company.
Information has been disclosed about the recording
of four duets of Ibragim Adamantov with singer Garif
Sahib: “The Sakmarian” (“Sakmar’) (No. X-2-104014),
“The Boot” (“Bashmak”) (No. X-2-104015), “Oh,
Innocent Child” (““Ai, narasyi bala”’) (No. X-2-104022),
“Love” (“Makhabbat”) (No. X-2-104023).

Adamantov’s subsequent recordings were made
in November 1909 in Kazan by representatives of
the German gramophone firm “Favorit rekord.” In
the section “male solo” the singer recorded “Sada I”
(No. 1-275055) and “Sada II” (No. 1-275056).
Furthermore, there are “solos” of Ibragim Adamantov
— the recording of the songs “Ashkazar” (“Ashkazar”)
(No.1-275057)and “Journey” (“Safar’’) (No. 1-275058)
accompanied by a violin. Here we also discover three
audio recordings of Adamantov, one of which, “A Sales
Representative, Comical Couplets” (‘“Prikashchiklar,
kolke”) (No. 1-277001), was performed with the
accompaniment of a harmonica. The audio numbers of
the performer, representing the typical repertoire of the
pre-revolutionary singers of satirical songs, judging
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by their titles, deride riches, greed, drunkenness,
hampering the growth of society: “The Drunk and
an Earthquake. A Comical Narrative” (“Iserek
Hem zilzile. Kolke”) (No. 1-277002), “Merchants.
A Comical Story” (“Baylar. Kolke”) (No. 1-277003),
“The Son of a Merchant. A Comical Story” (“Bay
betche. Kolke”) (No. 1-27-7004).

Adamantov’s gramophone recordings were also
made for records of the German firm “Lyrophone.” In the
“Catalogue of two-sided records of the new Kazan Tatar
recording of the ‘Lyrophone’” the singer was represented
as a “well-known performer of folk songs and art songs
(baritone) ™. It must be mentioned that the titles of all the
compositions recorded by Adamantov on the records of
the “Lyrophone” coincide with the titles of the recordings
on the records of the “Zonofon™: “The Captive, an art
song by Galiasgar Kamal” (No. 6019), “The Dream, an
art song by Galiasgar Kamal” (No. 6020), “Ashkazar”
(Bashkir folk song)” (No. 60-21), “Let this City Perish,
Child” (“Korsun, balam, bu kala”) (No. 6022). The
recordings also present the male duo (ike ir tavyshy) of
Ibragim Adamantov and Garyif Sahib: “Love, a Tatar
folk song” (“Mekhebbet, tatar khalyk zhyry”’) (No. 6024),
“The Shoe” (“Bashmak’) (No. 6024), “The Waters of
Sakmar” (“Sakmar su’y”) (No. 6026), “Salim babay, a
legend” (“‘Selim babay, khy’yaliy”’) (No. 6023).

The ambiguousness of the attitude towards
gramophone recordings by Tatar performers has
also been reflected in the evaluation of Adamantov’s
recordings. Thus, in the newspaper, “The Herald of
the Truth” (“Bayanel’khak) under the pseudonym
“One Tatar” (“Ber tatar”’) an anonymous author writes:
“On the records which have recently appeared on sale
in musical stores we have become acquainted with
the surnames of Messrs. Ibragim Adamantov and
Garyif Sahib. These gentlemen have until now been
distinguished by their ability to feel and to sing Tatar
folk songs rather beautifully”. However, by analyzing
the recording of the song “Salim Babay, a Legend,” the
author levels criticism at performers who “sang the text
of a well-known early song with a different melody, as
a folk ditty, thereby altering the entire meaning of the
song and the depth of its content”™. Let us mention that
this is one of the devices in the performance practice
of Tatar singers — the transference of texts well-known
songs onto new melodies. This is a sort of search for
new song forms peculiar to the emerging urban musical
culture. In the gramophone repertoire of popular
singers Kamil Mutygi-Tukhvatullin, Khusain Yusipov
and Mariam Iskanderova we find such examples.

Ibragim Adamantov in duo with singer Akhmed
Latif recorded on gramophone records “Lyrophone”
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two specimens of genre of the cult music of Muslims
— “Tarauikh, in the fast season of Ramazan (sacred
singing)” (“Teravikh [tesbikh Ramazanda]”) (No. 6027)
and “Takbir, Prayer of Kurban-Bairom (sacred
singing)” (“Tekbir, Korban beiremende”) (No. 6028),
indicated in catalogues and on labels of records as
“Sacred Singing” (“Giybadet koe™).

A vivid interest is aroused by the gramophone
records themselves discovered during the research
— a priceless source for studying the history of
Tatar music on gramophone recordings. In Kazan,
in one private collection the author unearthed the
sole preserved “Zonofon” gramophone record of
Adamantov introduced into scientific discourse. These
two recordings of the singer denoted as “a solo for
male voice” were carried out during the sessions of
the “Gramophone” company in Kazan in 1909. On the
label on one side of the record of the “grand” format
there is a recording of the song “Ashkazar, a folk song”
(No. X-4-102826), and on the other side there is the song
“Kursun, balam” (“Korsyn, balam, bu kala,” “Child, let
this City Perish”) (No. X-4-102827) accompanied by
a piano. Both on the record and in the catalogues the
name of the accompanist is not indicated. In addition
to this interest has been aroused by the commentary of
the well-known violinist Hilarion Kozlov (1861-1933),
who made a great contribution into the musical culture
of the Tatars in the beginning of the 20th century. In his
“Historical Presentation” he asserts that the organizer
of the gramophone recordings in Kazan was the well-
known folk musician, violinist and pianist Gali Zaipin
(1875-1918)°. According to Kozlov, the distinctive
feature of the playing of Zaipin himself was that “he
improvised on the piano in the form of various grace-
notes, passages, arpeggios and played tremolos on note
as a mediator on the mandolin”®. Upon an aural analysis
of the recording of the song “Ashkazar” such a manner
of playing is perceived. The presumption suggests itself
that Zaipin could have been Adamantov’s accompanist.

The unavailability of Adamantov’s records is
explained, first of all, by the fact that singers and
musicians who became victims of repressions had all of
their documents, books and musicians were confiscated
from them, which were frequently destroyed. Even
their names turned out to be under prohibition. This is
vividly seen from the example of one of the very first
representatives of the arising new Tatar culture, Ibragim
Kuli-Adamantov. For numerous decades Maryam
Akhmetgalieva’s closest relatives, namely, his nephews
— the editor of the Tatar Book Publishing House and her
brother Ilyas Akhmetgaliev — a major scholar, Doctor
of Technical Sciences, Professor, have unsuccessfully
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engaged in search for gramophone recordings of his Consequently, the discovered gramophone
uncle. The discovered gramophone record was copied,  recordings of Ibragim Adamantov open up new pages
digitalized, with the labels photographed, and passed on in the history of gramophone recording of Tatar music.
to Maryam Akhmetgalieva.
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Interview

Oleg Polyansky:
About Piano Technique and Pedagogical Work®

Oleg, you are a winner of many competitions
and a concert performer. You were born in Kiev and
studied in Moscow. For the first time you achieved
renown particularly in Russia as a winner of the
P I Tchaikovsky Competition. Why did you,
nonetheless, move to Cologne?

It turned out that way by chance! I had a
girl, a violinist, who had studied at the Moscow
Conservatory with Professor Maya

interest in European music, and the government
invests a great deal in culture. In other words, it must
be acknowledged that the public must be educated,
prepared, or else there would be no contact with the
hall.

You tour a lot around the world, have been
to various countries, and you frequently come
to Russia. What can you say about the audiences

attending concert halls? Where are

Glezarova. She went to Leipzig to
the J. S. Bach Competition. I also
went there as an accompanist. We
did not pass onto the finale, we
played only on the second tour of the
competition. But the jury included
Sashko Gavrilov, a Professor of the
Hochschule fiir Musik und Tanz
Koln, who invited my girl, Susanna
Grigoryan, to study in his class. I came
to Cologne in 1993 for company. |
also enrolled into the Hochschule fiir
Musik und Tanz Ko6ln, into the class
of Professor Pavel Gililov. This is how we ended
up in Cologne, where I still live.

As a performer do you establish contact with the
audiences in the hall during your performances?
Do you feel the reaction of the public, and does it
inspire you?

The process of establishing the contact with
the audience in the hall during a concert is very
difficult to explain. But without this mastery over
the hall, which implies a certain magic, cannot have
a good concert. I had experience of performances
in China. I tried to play in a concentrated manner,
to exert influence emotionally and spiritually, as
if by means of hypnosis, but nothing came out of
this. The audiences in China in most cases are not
prepared for perception of a culture alien to them,
notwithstanding the fact that there is an immense

* Translated by Dr. Anton Rovner.
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the most grateful listeners?

The best listeners are those
who come to concerts to receive a
supersensitive charge and human
warmth from performance of music.
It is impossible to substitute alive
concert with listening to recordings
of various compositions at home.
Thankful listeners may be present in
different countries of the world, but
most often these comprise educated
listeners. I would not like to single
out any countries, but, nonetheless, I must mention
Europe, USA, Japan, Russia, Ukraine and Belarus
in this regard. Usually these countries have a very
perceptible audience, many people having a good
grasp of music, who do not necessarily have to be
musicians.

I love to perform in concerts in Russia. In
Russia there is for the most part an educated and
intelligent audience with high artistic and musical
demands, so there do exist people who have the
capacity of being “hypnotized” by a performance.
My most fortunate performance in my life was the
performance at the second tour of the Tchaikovsky
Competition in 1998. 1 was especially pleased
with the second movement of Schubert’s Sonata
in A major, and my rendition of it even extracted
applause after the slow and tragic movement. It was
there that the most intensive conquest over the hall
in my life took place!
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How is the repertoire for your concert tours
formed: do you have any particular professional
strategy?

Usually my program includes four different
styles: Classicism, Romanticism, Impressionism
and 20th century music. I especially love playing
Debussy. I always try learning new repertoire, love
to remember previously learned repertoire and
always interpret it somewhat differently.

Only twice during my life 1 performed a
program of compositions by a single composer:
it consisted of the most popular Sonatas by
Beethoven — the “Patethique,” the “Moonlight,”
the “Tempest” and the “Apassionata.” And there
was also a program of compositions by Franz Liszt:
6 Transcendental Etudes, the Don Juan Fantasy, the
12th Rhapsody and a few other pieces, performed
in commemoration of the bicentennial from the
composer’s birthday.

How many hours a day does a concert pianist
laureate, who in addition has to deal with students
of the most different ages and levels of preparations
practice?

I taught at the Hochschule fiir Musik und
Tanz Koéln in 2007-2012. Presently I am trying
to perform as many concerts as possible and give
master classes.

I practice 3—4 hours a day on the average.
During an intensive concert tour, I can play up to
6-7 hours a day, frequently practicing at night,
when it is possible to concentrate easier.

Piano technique in the conditions of mass
professional musical education (intermediary and
advance) to a certain degree reminds a conveyer.
How do you evaluate the Russian academic
education?

Piano technique, whenever it is present is always
a very good thing! Upon the possession of “piano
technique” it possible to pursue artistic goals in
music, but piano technique is not only dexterity of
fingers. I remember myself at the first course of the
Gnesins’ Institute: all the piano students of the first
course had to perform a Partita or Suite by Bach.
During the process of preparation of a concrete
complex composition, namely, the Sixth Partita,
they were able to acquire at one an entire aggregate
of skills of playing the piano: Bach’s articulation,

playing in the Baroque style, as well as contrapuntal
hearing. I am very grateful for these revelations to
my teacher Alexander Alexandrov. He led me in the
many things I had to know in order to learn such
ingenious music. I find such a “Soviet” method of
tests with concrete musical subject matter to be very
useful for the development of young musicians!

Can you name any distinctive features of
teaching piano technique in Germany, Europe, in
Asia?

In the pianistic upbringing of performers from
Asia — Japan, Korea, China — I practically never
have to engage in technical issues, but they do have
some problems with perception of European musical
culture in general, the problem of awakening
human emotions during the performance of the
music. In Germany and in Europe in general some
students encounter problems with piano technique,
sometimes even certain defects in their technique,
but at the same time their perception of music is
diversified and without clichés.

One of the steadfast traditions gaining
considerable dynamics each year in the whole
world is the mania for competitions. What is it — an
illness, a drug supporting self-esteem and vanity, or
a necessary form of upbringing for the performer?

Competitions discipline young musicians.
Without them there are few chances to take a
hold on the concert stage. But in the West many
musicians manage to make their careers without
compositions. This requires support of other
factors: certainly, musical talent, luck, connections
in the musical world, finances for public promotion.
During the last few years I myself have worked
as a member of the jury of piano competitions in
Russia, Korea and Greece. [ am for fair adjudication
on competitions!

An important question is the one concerning
development of technique. Have you been taught
dexterity of fingers in some special manner, or have
you acquired your mastery through your work on
the repertoire?

Unfortunately, in my young years as a pianist
I had not exerted enough attention to physical
difficulties, being quite lazy in terms of playing
scales, arpeggios, etudes and other constructive
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compositions, and only towards the age of 30
I understood that this was a mistake. One must
deal with technique on any musical instrument
seriously. But in my childhood I was simply very
busy: concurrently I studied the cello and also
became involved in football and table tennis.
At the same time, I put a lot of time into sight-
reading — this also greatly develops technique and
musical intuition. So it could be said that virtuosity
developed by itself in my playing. Professor
Alexander Alexandrov demanded from me first
of all physiological freedom. With any kind of
physiological impact it becomes impossible to
play in a virtuosic manner and with a good, warm
and speaking sound.

When working on articulation with students,
do you involve demonstration of your own
playing during your lessons? Does this not form
imitativeness, lack of independence of actions and
thinking?

I love demonstrating performance at the
instrument. [ love explaining questions related to
pianistic technique, at the same time attempting to
develop musical logic and thinking in my students,
so that they could perform music on the piano as if
in an orchestra.

What are your impressions from international
competitions? What would you like to wish to their
future participants?

The most important thing in competitions is
to be well-posed, technical, to play within the
frameworks of the style, not to try to strike a line
for oneself, — all of this presumes a certain amount
of uniformity of performance, but real talent will
always stand out in this case.

Among my wishes to young participants of
competitions: to love music, to learn to influence
the public musically, to expand your opportunities
for performances on stage.

And the concluding question: what do you think,
what determines to the greatest extent the destiny and
the bright future of a young performer: what comes
from God, or, among things, from the teacher?

The teacher, of course, presents a very important
element; frequently the teacher must sacrifice a lot
in order to bring up a great artist. Talent is also
extremely important. Otherwise, the public would
not attend the concerts of this artist.

Usually those musicians concertize and play on
stage who cannot live without this!
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Bceo6uiee MCKycCTBO3HaHMe: TeopUus M NpaKTUKa

MHOroBeKOBasl TPAJAULUS HAyK, CBS3aHHBIX C XyIO)KECTBEHHOH KyJBTYpOH, IMOYTH Bcerna Oblla OpHEHTUPOBAHA
Ha pa3[ebHOE BOCHPUITHE KaXKI0H M3 oTpacieil HcKyccTBo3HaHUs. HplHe HamedaroTcst HOACTYIbI K (pOpMUpPOBaHUIO
BceoO11ero (YHHUBEPCaIbHOI0) HCKYCCTBO3HAHMS KaK HAyKH, CTPEMSIIIEHCS K BCEOObeMITIOLIEMY OXBaTy MHOXXECTBEHHOTO
apeajia OCHOBHBIX (DaKTOB, UMEH, SIBIICHUI M TEHICHIMH MHPOBOM XYIOKECTBEHHOH KyiabTypbl. CTaHOBIIEHHE 3TOM
MeTaHayKH KOPPECIIOHIUPYeT IPHOOPETarOUM BCE OOIBIIYIO aKTyaJIbHOCTB IIPOIeccaM II00aIu3aliy YeI0BeYeCKOro
CO3HAaHMA. ABTOp YTBEPXKIAaeT, YTO MYJBTHAMCLUMILIMHAPHBIA MOJIXOA CaMbIM HACTOSTENBHBIM 00pa3zoM Tpelyer
UCIIOJIB30BaHUs B XyJOKECTBEHHBIX UCCIICAOBAaHMUAX KIACTEPHOM TEXHOJIOTUH, YTO B JAHHOM Cly4ae I0Apa3yMeBaeT
UHTErPalMi0 PECYpPCOB DPA3JIMYHBIX OTPACICH HCKYCCTBO3HAHUS JJIsl KOMILUIEKCHOTO OCBOEHUS XYIOKECTBEHHOIO
IPOCTPAHCTBA BO BCEM ero MHOrooopasuu. [Ipu 3ToM He0OX0AUMO UCTIONB30BATh METOA XyIOKECTBEHHOTO aHAJIN3a, IPH
KOTOPOM CTEPKHEBOM CTAHOBUTCS KOHLICIILIMOHHAsI OCHOBA IIPOU3BEICHU . BCeM 3TUM OTKpBIBAETCs IEPCIIEKTUBA BBIX01A
3a IIpeiebl CleUalbHOM HayYHON TUCHUILIMHBI K TOPH30HTaM O00LIE3HAYMMOro I'yMaHUTapPHOT'O 3HAHUS C TIOCTPOCHUEM

* Translated by Dr. Anton Rovner.
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XyAOKECTBEHHOU KapTHHBI MUpa. Oco3HaBast UCKYCCTBO KaK CBUETEILCTBO MOPOIUBILIEH €ro 3MOXH, OL[EHUBAs €r0 Kak
CBOCOOpPa3HbIi MHCTPYMEHT MO3HAHMS, BBISIBIISAS €T0 BO3MOXXHOCTH B TUIaHE MOJIEIIMPOBAHMS OOJIMKA MHUpPa U YellOBeKa,
MBI TIproOpeTaeM Oorareiime, oka Majo M3ydeHHBIE Pecypchl KpacOYHOH M MHOTOMEPHOW MCTOPHUYECKON MaMSTH,
TI03BOJISIONIEH CYIIIECTBEHHO PACIIMPUThL M 000TaTHTh HAIlIM NpeJicTaBIeHus. B oOpasoBarensHOi cpene hopMupoBaHue
OOHOBJIEHHOTO MHPOIIOHUMaHHMsI, OCYIIECTBIIIEMOE TIPH YYaCTHH BCEOOIIEro MCKYCCTBO3HAHUS, HAMITYyUIINM 00pa3oM
TO3BOJISICT pean30BarTh 0a30BBIA mpenMeT «MHpoBasi XylOKECTBEHHas KynbTypay. s pa3pabOTKM H3JI0KEHHOU
kxoHenuu B CapaToOBCKOM KOHCEPBATOPUU CO3[AaH EAMHCTBEHHBIM B POCCHUICKHX By3aX «LIEHTp KOMIUIEKCHBIX
XyIO)KECTBEHHBIX MCCIIE0BaHMI». PykoBomuTeNbh IEHTpa — TOKTOp HCKyccTBOBeAEHMs, ipodeccop A. U. Jlemuenko.

KimroueBbie ciioBa: BceoOlliee HMCKYyCCTBO3HAHWE, MYJIBTUANCIUILTMHAPHBIN ITOIXOJ, KOHICHIIMOHHBIN METO,
XyIO)KeCTBEHHAsI KapTiHa Mupa, CapaToBckas KOHCepBaTopus, LICHTp KOMIDIEKCHBIX XYI0KECTBEHHBIX HCCIICIOBAHHMA.

Ll yumuposanus: {emuaenko A. Y. BeeoOriiee nCKycCTBO3HAHKE: TEOpHUs U pakTuka // TIpo0ieMbl My3bIKaIbHON

Hayku. 2018. Ne 3. C. 102-108. DOI: 10.17674/1997-0854.2018.3.102-108.

he centuries-old tradition of academic
I disciplines connected with artistic culture
has almost always been and still is now in
every way directed at a ramified perception of each
of the branches of art studies (the chief of which
are philology, art studies as a discipline related to
the visual arts and architecture, musicology, drama
studies, and, since the 20th century, also film studies).
Such specialization is absolutely natural, due to the
vividly expressed specificity of any type of artistic
creativity, and absolutely indispensable, since it
provides the prerequisites for in-depth studies of the
corresponding sphere of the arts. In recent times in
the milieu of scholars of various specializations one
can observe an aspiration to transcend the boundaries
of their profiles. And more and more often attempts
are being made to write research works being at an
intersection of contiguous spheres of art studies.
Thus, still in many ways spontaneously and mainly
in the form of preliminary approbations, there
are prerequisites beginning to take shape for the
formation of a universal art studies as a discipline
aspiring to an all-embracing diapason of a multiple
areal of the basic facts, names, phenomena and
tendencies of world art culture.

It is apparent that this meta-discipline can
and must develop itself relying on the immense
supplies of observations and generalizations of all
sorts accumulated within the various directions of
art studies. And this development is conceivable
only along the line of integrating comprehension
of preceding experience, which is expressed in
an integral and complex approach to the analyzed
material. By way of an indispensable conditions
there is a provision of a span of all types of artistic
creativity producing at the present stage, with the
concurrent exception in their examination of any

barriers or “separation walls.” What is born in
mind here are the customary boundaries between
the various arts, and between them a rubrication
according to types and genres. For another thing, the
capacity of the researcher is intended to rise above
the regional specificity towards what comprises the
essence of the world artistic process.

The aforementioned does not mean that the
peculiarities and color defined by the material
of any given art, type of mentality and body of
traditions of one national school or other are to be
ignored. The question is in that the accentuations of
all these moments it is preferable to correlate with
the drawing out of the general and the mainstream
in the development of spiritual culture taken in its
international shearing strength. This is how all kinds
of localizations and the inevitable unilateralism
of the researcher’s quest are being overcome. An
integrated approach with the reliance on mutually
supplementing resources of various arts and the
various national schools, characteristic for it,
makes it possible to formulate the broadest possible
generalizations.

The formation of a universal art corresponds to the
processes of globalization of human consciousness,
which are presently achieving a continuously greater
topicality. These processes have been determined by
the overall historical situation which has definitively
been determined towards the beginning of the third
millennium: the unviability and even the impossibility
of any kind of national aloofness, and a growing
interconnectedness of everything taking place in the
contemporary world. The multi-disciplinary approach
we are discussing demands most emphatically the use
of cluster technology in artistic research. This term,
applying the word “cluster,” in this sense presumes
an integration of resources of various branches of art
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studies for a complex reclamation of artistic space in
its diversity and integrity.

About the conception-based method
of artistic analysis

When the examination of a separately taken
musical composition is at issue, which in the
study of the world artistic culture presents one of
the crucial moments, the most productive method
is perceived to be the conception-based method of
artistic analysis.

In art studies and pedagogy various methods
of artistic analysis are used — from the consistently
descriptive to the problem-based generalizing
types. At the same time, one widespread demerit of
this is the fact that study of musical compositions
sometimes expresses itselfin a sum of various types of
observations, aspects and angles not connected with
the logic of a unified, cementing core. In the capacity
of such a core the conception-based foundation of
the musical composition may serve most effectively
of all. It is particularly the conception as the idea-
and content-based substrate, the expression of which
is ultimately (whether consciously or intuitively)
what the artist aspires to, which presents the highest
unifying factor, bringing all and everything in the
particular composition to a semantic wholeness. By
means of such an approach it becomes possible to
direct the analysis towards that super-task which
determines the essence of the examined composition.

The main point of conception-based analysis is
that pride of place goes to the exposure of the image-
related semantic content, and all the components
of argumentation (from the general historical
particulars to technological computations) become
subservient to the disclosure of the corresponding
aspects. In other words, the goal of the present
analytical method is not in the means of expression
as such, but in expression proper, i.e. the image,
character, idea and conception emerging on the
basis of the utilization of certain means. At that,
an ascent is carried out from the solely artistic to
broader culturological and sociological categories,
and from them — to comprehension of the universal
panhuman content inherent in the analyzed musical
composition. Consequently, this refers to the
understanding of some particular artefact as an
artistic testimony of the time period which created
it, as art modelling the image of the world and the
human being by the means inherent to it.

Presently art studies are closely approaching the
conscious aspiration to view in artistic culture not

only a set of various types of phenomena inherent to
various peoples and time periods, the comprehension
of a concretely historical experience of mankind
undergoing evolution, reflection of society and the
inner world, the motive-dynamic and the emotional-
psychological sides of human existence, the style
of living and the overall atmosphere of existence.
When speaking of the method in question, it is
necessary to highlight the moment connected with
historical subject matter. What is meant here is its
inevitable actualization. The utterance of Vissarion
Belinsky is well-known: “We question and examine
the past so that it would explain to us our present
and hint to us about our future” [2, p. 18].

Subsequently, this thought was variedly
elaborated upon numerous times, and one of such
variations has been formulated by Lion Feuchtwanger:
“I never intended to depict history for its own sake...
I cannot imagine that a serious novelist working
with historical material would see in historical facts
anything other than an artistic theme, which gives
him the opportunity to express himself, his own
perception of life, his time, his understanding of the
world, in a more efficient manner” [4, p. 3].

Ultimately, such estimations lead to the
conclusion that in a strict and precise meaning of
the term historical subject matter as such does not
exist at all — in one way or other it turns out to be
the theme of contemporaneity, since everything in
the art of the given time period correlates directly or
indirectly with the relevant problem range.

The actualization is predetermined by the very
specificity of the artistic process, the pivotal role of
which is played by the artistic personality, which is a
wholehearted product of its time, so the elaboration
of historical subject matter is usually carried
out on the basis of stylistic norms and structural-
technological resources corresponding to the level
of artistic thought of the current historical stage.
The so-called historical color of a composition
upon closer scrutiny always turns out to present
exclusively the outer shell beyond which one can
discern present-day characters and manifestations.

The functions of the usage of historical subject
matter in topical aims are plenty in quantity. It can
appear as a sort of metaphor, allegory or allusion,
evoking associations and parallels of time periods,
events and characters. Historical subject matter helps
disclose the vital problem range in juxtaposition with
the experience of a remote time, to endow the depicted
entity with the desired illumination, makes it possible
to open the curtain over what is still unclarified in
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contemporaneity, has not yet been revealed distinctly
and is perceived only in an intuitive manner.

Thereby, the historical subject matter emerges
not as something self-sufficient, but serves as a
special artistic tool for the manifestation of images
of modernity, which makes it possible to connect the
inner meaning of compositions bearing historical
subject matter with a topical condition of existence.

The use of cluster technology and the
conception-based method in artistic research works
opens up the perspective of passing beyond the
limits of specialized scholarly discipline towards
the horizons of a generally valid humanitarian
knowledge.

About the super-task
of universal art studies

Such a departure may be realized along the paths
of creating an artistic picture of the world, which
appears as a “super-task” of universal art studies.
And the content-, idea- and conception-based
aspects of the artistic material, in their turn, end
up forming the unifying foundation of the complex
study of the phenomena of spiritual culture.

Historical scholarship, philosophy, aesthetics
and the art studies of recent times demonstrate a
greater interest in questions of modeling of the
artistic picture of the world. In all appearances there
appeared an imperative need in the expansion and
deepening of our perceptions of what takes place
with the human being and with the environment
surrounding him. It is no longer possible to satisfy
this need by the customary means of social-historical
analysis, which induces researchers to turn to those
little-studied resources which art possesses thereof.

The artistic picture of the world is a system
of generalized perceptions of one historical time
period or other, which is formed as a result of
comprehension of works of art pertaining to the
given period. Beyond the seemingly illusory
qualities of the artistic texts there lies concealed an
immense continent of human existence depicted in
a peculiar manner, presented both in the spectrum
of ideas, incentives and motivations, as well as in
all sorts of possible emotional, intellectual, moral-
psychological and motive-dynamic manifestations
(one of the attempts at creating an artistic picture
of the world — see [3]). Presently art studies have
closely approached the conscious aspiration to
see in artistic culture the memory of the ages, the
imprinting of the concrete historical experience of
humanity undergoing evolution, reflection of society

and of the inner world of the human being, the
entire diversity of the boundaries of his existence.
Reclamation of this memory in its sufficient fullness
is possible only upon the conditions of complex
study of all the arts developing in that time period,
since notwithstanding the commonality of the object
and its functions each one of them presents its own
aspects in the disclosure of the common problem
range — this is particularly what is served, in the
long run, by their specific peculiarities, determining
the autonomy of any kind of artistic creativity.

Not leaving out of account this indispensable and
very fruitful specification, it is proper to emphasize
that even more important is the commonality of
tendencies and attitudes determined by a common
feeling of people who belong to one and the same
period of time.

What also unites the various arts is their
correlation with philosophical knowledge and social
history in terms of the fixation of what occurs with
the world and with the human being. There are
many points of intersection and crisscross moments
between artistic memory and the scientific picture
of existence. However, many of the phenomena
reflected in art appear absolutely in a new light.
In addition, in the artistic chronicles there exists a
reflection of a broad circle of observations, which
usually remains beyond the vision of historical
science, which for the most part operates by means
of facts and events. Art brings in such perspectives
of “spectral analysis” of life processes and touches
upon such strata of existence, which are practically
unattainable for comprehension from the customary
positions. The most important of them is connected
with the spiritual world of man and with his
emotional sphere — both in the typological whole and
in the myriad individually inimitable manifestations.

This is why we ought to hearken to the assertion
uttered back at the dawn of human history by
Aristotle: “An artistic depiction of history is more
scientific and more accurate than a precise historical
description. The poetical art permeates into the very
essence of the matter, whereas a precise account
gives merely an enumeration of the particularities”
[1, p. 85].

Perceiving art as a testimony of the period
of time which generates it, evaluating it as a
peculiar instrument of cognition, bringing to
light its possibilities in terms of modeling the
image of the world and of man, we acquire the
richest, still unstudied resources of a colorific and
multidimensional historical memory, making it
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possible to expand considerably and to enrich our
perceptions of the occurred and the occurring.

The aforementioned provides the foundations
for formulating the following conclusions:

— artistic memory enriches significantly our
knowledge of the world and the human being, gives
in many a different dimension in apprehension
of existence, since it possesses its own means
of achievement of life processes and brings out a
number of absolutely self-sufficient perceptions and
aspects;

— a full-fledged reconstruction of the model of
existence of any particular period of time is possible
only on the basis of a synthesis of generalizations
which are inherent to the philosophical, social-
historical and artistic pictures of the world.

To summarize, by way of a conclusion, it is
possible to assert that in reliance on principles and
methods of universal art studies it is possible to
achieve an integral perception and understanding
of world artistic culture, and this, in its turn, may
become a serious premise for integral perception
and understanding of everything which happened
and is happening on our planet.

About the tutorial discipline
“World artistic culture”

As a direction of thought and knowledge, art
studies are quite self-sufficient. However, the genuine
power of any science reveals itself in its practical
application, when from an isolated laboratory-
abstract locus it passes onto forms of rather broad
existence, thereby acquiring justifiability of its
existence and its full value. With the greatest amount
of consistency and regularity this is realized by
means of universal education in its various stages.

What is it that induces to bring in more and more
actively the horizon of corresponding knowledge
during the various stages of education? First of all,
the concept of education is absolutely unthinkable
outside of mastery of at least the minimal amount
of knowledge in terms of the basic art forms. And,
second, the contact with the world of artistic images
brings in its inimitable aspects into that multifaceted
synthesis, which in common usage is dubbed the
interest and taste to life.

It is also generally known that exposure to
the wealth of artistic culture makes our feelings
more refined and sensitive, and their spectrum
more saturating and ramified. Moreover, special
research has shown that the development of the
anthropogenic era is in need of “replenishment”

from art, since this helps overcome the inevitable
hypertrophy and even the inferiority of the urbanized
and “digitalized” intellect due to the impact of the
impulses of associative thinking, uninhibited fantasy,
and elements of paradox and unpredictability, all of
which are characteristic for artistic creativity.

It is natural to begin the formation of a renewed
world outlook carried out with the aid of universal
art studies right from the school bench. This is what
particularly, to one degree or another, the basic
subject of “world artistic culture” is designed to
achieve, having been introduced starting from the
1980s in Russia on the level of general and special
high school education.

Presently, in connection with the processes
of humanitarization of contemporary education
the question of introducing this subject into the
institutions of higher education in Russia is also
being raised. Its instruction in two levels presumes
for the most part an introductory and descriptive
mastery of the materials in intermediate educational
institutions (high schools, gymnasiums, lyceums,
colleges) and its problem-range generalizing
presentations in higher educational programs.

Needless to say, this material must be varied
depending on the age group of the corresponding
group of students, with the consideration of the
accessibility and possibilities of more or less
adequate perception. Independently from all of this,
particularly the all-inclusive of all types of artistic
creativity (literature, the visual arts and architecture,
music, theater, and in the 20th century also cinema)
is perceived to be the most preferable.

Moreover, the unifying basis of such an
education can and must be served by content-, idea-
and semantic-based aspects and overall stylistic
tendencies. The meaning-generating component, if
placed at a central position, becomes very effective
not only from the point of view of its function of a
unifying pivot, but in terms of the greatest amount
of communicative qualities for an auditorium of any
level of erudition.

If one is to speak of a completed system of
interaction of a course of world artistic culture with
subjects of a specialized philological or some other
kind of cycle, the all-embracing decision (what
is meant here is chiefly higher, university-level
education) is perceived to be next in order.

Education is carried out on the basis of a
consistent mastery of the large-scale historical
periods in their evolutional motion from the depths
of the centuries to the present time. This instruction
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is carried out in a cluster-like examination of all the
necessary constituent parts of artistic culture, and
at a maximum the subjects related to social studies
also become involved here — history, philosophy,
aesthetics, etc. In this case the broad panoramic
overviews of the state of the artistic culture of a
given historical period are combined with a detailed
examination of what is usually studied in traditional
philological or artistic disciplines.

The summary mastery of the art created by the
masters in the form of a systematically elaborated
retrospective of artistic creativity is capable of
significantly enriching the inner world of man,
bringing him close to the ideal of a comprehensively
developed personality.

The undoubted relevance of the examined
approach is also determined by the wish to stimulate
through a universally integrating perspective of
the world artistic process the aspiration towards
knowledge and cognition of universal tendencies and
regular laws of development of earth civilization.

In other words, the goal is to develop by means
of formation of an integrated, all-embracing view
of world culture the capabilities of the individual
to think and feel globally, as is required by the
perspective of progress of mankind in its entry into
the third millennium.

The Center for Complex Artistic Research

With the aim of realizing the expounded the
conception the Center for Complex Artistic Research
has been founded at the Saratov Conservatory. Its
main aims consist in the following:

— a consolidation of research fellows aspiring
to carry out complex artistic research (the Saratov
Conservatory — Saratov — the Volga region — Russia
with the departure to international cooperation);

— the development of a methodology of
complex artistic research and carrying out practical
scholarly work in studying the world artistic process
in its various historical stages;

— building an artistic picture of the world
interpreted as an instrument of cognition of existence
and the richest resource of historical memory;

— affirmation of universal art studies as a new
scholarly direction based on principles of integrative-
global knowledge and the implementation of its
achievements into educational practice;

— thepreparationand publication of fundamental
scholarly works on the history of art, taken as a
whole (“The Ancient World,” “Antiquity,” “The
Middle Ages,” “The Renaissance,” “The Baroque

Period,” etc.), as well as monographic works and
compilations of articles on various issues of more
specialized character;

— the preparation and publication of an
“Encyclopedia of Art” (Literature, the Visual Arts,
Architecture, Music, Theater, Cinema) and a set
of specialized reference books (“Artistic styles,
schools and trends,” “From the Artistic Treasury of
the Volga Region,” etc.).

The positions indicated above testify of an
undoubtedly innovational and unique character of
the activities of the Center. The core of the Center
is comprised by its fulltime employees — Doctor of
Arts Alexander Demchenko and the Senior research
associates —Candidate of Arts Victoria Alexeyenkova
and Natalia Korolevskaya. Among the part-time
employees there are specialists in the field of art
studies, philology, culturology and a number of
other disciplines from various cities of Russia and
other countries. They include 16 scholars holding
degrees of Doctors of Sciences (leading research
associates), 25 holding degrees of Candidates of
Sciences (senior research associates), as well as
young scholars (junior research associates).

From the time of its foundation and up to the
present day there is work carried out on fundamental
research “The Universe of the Word, Color and
Sound” in 12 volumes and the “Encyclopedia of
Art” in 3 volumes.

A number of fundamental publications is
being prepared for publication: the monograph
“Mirovoy khudozhestvenny protsess. Evolyutsiya
i zakonomernosti” [“The  World Artistic
Process. Evolution and Regular Laws”], the
encyclopedic editions “Entsiklopediya avangarda”
[“The Encyclopedia of the Avant-garde”],
“Khudozhestvennye muzei mira” [“The Artistic
Museums of the World”], “Shedevry arkhitektury”
[“Masterpieces of Architecture”], etc. The
periodical publication of collective works of the
series “Dialog iskusstv 1 art-paradigm” [“The
Dialogue of the Arts and Art Paradigms”] began.
Each of the three already published editions opens
with extended program material written by the
editor and compiler Alexander Demchenko, and the
chain of these preambles is called upon to outline
step by step the entire panorama of the world artistic
process through presentation of the corresponding
generalizing thoroughfares. The essays and articles
written by the participants of the project in the
published compilations demonstrate an exclusively
broad range of the researched material and the
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utilized methodological approaches, including
synergy and cognitive science: analysis of the so-
called epochal styles, the crossover connections and
syntheses of various arts, the principles of creativity
and the reception of meaning-generation in the
sphere of art, the migration of the archetypes of
the spiritual tradition in the space of West-East, the
evolution of the artistic avant-garde, the texts and
implications of Soviet music in the context of the
ideologems of socialist realism, the issues of post-
dramatic theater, rock music in its reaching out to
generally valid concepts, etc.

In Saratov and in a number of other Russian
cities the work of the Center includes systematic
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being may acquire qualitatively new perspectives.
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The Evolution of the Method of Teaching Playing at Sight in Piano Classes”

The ability of a piano pupil to read from sight, to perform compositions that are new for him is considered to be an
extremely important skill of a musician. The first guidebooks for musical pedagogy appeared in Western Europe in the
16th and 17th centuries, however reading from sight had not been singled out as a separate issue. The active search for
the most effective ways of teaching sight-reading in the piano class began from the mid-20th century. Since the 1970s
there have appeared works of musician scholars who comprehended theoretically the process of reading from sight. In
them the essence of this skill is revealed with a reliance on psychophysical regular occurrences, which are examined
also from the positions of the level of the preparation of the pupils. What becomes characteristic is the activization of
the integral process of perception and sounding out of sight-reading in non-traditional creative forms. Among these
are classes in small groups, in which special conditions are created for effective consolidation of skills. They make it
possible for a pedagogue to apply interactive methods of instruction, including didactic games. Innovative forms of
ensemble sight-reading on the basis of semantic structures of the composer’s musical text developed at the Laboratory
for Musical Semantics of the Ufa Institute for the Arts present a system of methods of non-traditional ensemble music-
making, where reading musical texts in piano classes is done on the basis of role playing with the use of keyboard
synthesizers.
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DBOAIOLIMSI METOAMKHM 00YUYeHUSs Urpe ¢ AMCTa B Kaacce dpopTenuaHo

YMeHHUe YnTaTh ¢ JINCTA, NCTIONHATh YISHHKOM HOBBIE /ISl HETO IMTPOM3BEICHUS CUUTACTCS YPE3BBIUYANHO BAXKHBIM
HaBBIKOM My3bIKaHTa. [IepBbie pyKOBOACTBA 110 MY3BIKaJILHOM egaroruke nosiBuinck B 3anaanoit Espone B XVI-XVII
CTOJIETHSIX, OJHAKO YTEHHUE C JIFCTA HE BBIIEISUIOCH B OTJEIBHBIA BONPOC. AKTUBHBIM OMCK HanOosee 3 QeKTHBHBIX
myTell 00ydYeHUsT YTCHHUIO ¢ JIFCTa B Kitacce (opTenuaHo Hadancs ¢ cepequabl XX Beka. C 1970-x TomoB MOSBUIIHNCH
TPYAbl YIE€HBIX-MYy3BIKaHTOB, TEOPETUIECKH OCMBICIHBAIOIINX MTPOIIECC UIPHI C JINCTA. B HUX BBIABISETCS CYyIIHOCTH
JAHHOTO YMEHHMS C OIOpOH Ha MCHXO(U3UOIOTHYECKIE 3aKOHOMEPHOCTH, KOTOPBIE pacCMaTpUBAIOTCSI B TOM UHCIIE
W C MO3WIHUHA YPOBHS MOATOTOBKH OOydaromuxcs. XapaKTepHOW CTaHOBUTCS aKTHBH3aIMs IIEIOCTHOTO IpoIiecca
BOCTIPHAITHSI M O3BYYMBAHHMS WTPHI C JINCTA B HETPAJUIIMOHHBIX KpeaTHUBHbBIX (hopmax. OmHON M3 TakWxX SBISIOTCS
3aHATHS B MAJION TPYIIITE, TZIE CO3/AAI0TCS 0COObIE yCIOBUS U 3 QEKTHBHOTO 3aKPETUICHHS HaBBIKOB. OHH MO3BOJISIOT
TIe/Iarory NIPUMEHITh HHTEPAaKTHBHBIC METOIBI OOYUEHHS, B TOM YHCIIC TUIAKTHIECKHE UTPhL. IHHOBaIMOHHBIE (OPMBI
aHcaMOJIEBOTO YTEHHUSI C JINCTA HA OCHOBE CMBICIIOBBIX CTPYKTYP aBTOPCKOTO TEKCTa, padpaboranusle B Jlaboparopnu

* Translated by Dr. Anton Rovner.
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My3LIKaJ'IBHOﬁ CCMAaHTUKHU y(l)I/IMCKOFO HWHCTUTYTAa HUCKYCCTB, NPCACTABIAOT CUCTEMY MCTOAWK HETPAJAUIMOHHOI'O
aHcam0J1eBOro MY3ULPOBAHUSA, T/IC YTCHHUC MY3bBIKAJIbHOTO TCKCTA B KJIACCC (l)OpTeHI/IaHO IPpOUCXOAUT HAa OCHOBE

POJICBBIX UTP C YHACTUEM KIIABUIIHOI'O CUHTE3aTOpa.

KnrogeBbie cioa: (opTenuano, 9TeHHE HOTHOTO TEKCTa, UIPa C JINCTA, KPEaTUBHBIE METOAWKN MY3BIKAIEHOTO
00yueHHs, ”THTOHAIIMOHHBIHN 3Ti0M, JlabopaTtopus My3bIKaIbHON CEMaHTHKH.

Jns yumuposanus: Kapagaposa T. Y., Xmensuuiikas O. H. DBomonust MeTOAUKN 00yUeHHS UTPE C JINCTA B KIlacce
¢doprenuano // TIpobmemsl My3bikanbHON Hayku. 2018. Ne 3. C. 109-117. DOI: 10.17674/1997-0854.2018.3.109-117.

earning to read a musical text, understanding
I and experiencing the emotional-semantic
content and reflecting the artistic image by
means of the keyboard presents the aim of every
professional musician. The outstanding “readers of
notes” included Wolfgang Amadeus Mozart, Franz
Liszt, Mily Balakirev, Modest Mussorgsky, and
many other pianists, including Sergei Rachmaninoff,
Alexander Goldenweiser and Svyatoslav Richter
were very good sight-readers. The ability to
sight-read, i.e. to read the notes and the musical
text, presents a most important constituent part
of the professional performance aggregate of the
pianist. The recognition of the present position has
accompanied the entire history of piano pedagogy
to a greater or lesser degree. Incontestable is the
fact that the success of playing at sight is stipulated
by the presence of an effective methodology of
instruction of this integrative ability.

The methodical manuals for instruction of
playing at sight have appeared in the history of
musical pedagogy and performance starting from
the era between the 16th and the 18th centuries, in
works by Western European musicians, but have not
been differentiated into separate methods. In many
ways this is connected with the syncretic character
of the musician’s activities, his compositional
creativity, and the art of the improviser. It is
well-known that for a long time composers had
practically never endowed their musical texts
with performance commentaries, whereas musical
notation, as is well-known, had been subjected to
essential transformations and “realized” by the
performer: the ornamentation of the melodic line,
the deciphering of the figured bass, the techniques
of transforming the urtext by means of creation of
doubles, variations, arrangements, transcriptions and
improvisational modifications of the musical text.
Improvisational technique as a means of interaction
with the initial musical text could not avoid being
reflected in the process of reading the notes during

the process of playing itself, which was demonstrated
in relation to the musical score as the foundation for
manifestation of this ability. It is also known that for
a long period of time in some European countries
certain distinctions could be found in the methods
of notation of musical compositions, and this may
have presented a certain degree of encumbrance
during the process of reading music at sight. Thus,
Francois Couperin noted that musicians who were
not French played their compositions worse, since
they did not understand the nuances of musical
notation: “We notate the music differently from the
way we perform it” [10, p. 29].

Only towards the end of the 18th century the
artistic transformations of the primary musical text
were replaced by a type of performance art which
was based on rigorous study of the musical score,
and composers began to object sharply to the free
use of the composer’s musical text on the part of
performers. This free attitude towards musical
notation pushed the composers towards writing out
the elements of the musical text in a more precise
manner, which previously were left to the discretion
of the performer.

Towards the 1830s and 1840s the methods for
instruction of playing the piano more often began
to include concrete recommendations of regulatory
characters from outstanding pianist pedagogues
(Franz Liszt, Robert Schumann, Anton Rubinstein,
Hugo Riemann, Grigory Prokofiev, Boleslav
Yavorsky and others). However, in general,
these recommendations possessed the character
of utterances and observations, and did not
presume any systemic associations. The change
of priorities among the performance skills led to
the phenomenon that in the 20th century the most
characteristic image of a musician became that
of one who was engaged solely in performance
activities, nothaving been taught either composition
or improvisation. If the musician combined several
specializations in his activities, this was rather than
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exception than the rule. The narrow specialization
of the pianist, his orientation on interpretation
and performance of compositions on the basis of
the composer’s musical text determined the work
with the composer’s musical text as the prioritized
regulated form of the performer’s activity. The
thesis proclaimed by Heinrich Neuhaus as the first
principle for teaching piano playing “At the service
of the composer!” presents the criteria for the
attitude towards the musical text on the part of the
contemporary pianist and musician in general. We
find confirmation to this in the words of Svyatoslav
Richter: “The performer is a mirror. To play music
does not mean to distort it, but to subordinate it
to his individuality” (cit. from: [14, p. 104]). It is
known that at the end of his performance career
Svyatoslav Richter played solely from the score,
not for reasons of bad memory, but as the result of
his aspiration to manifest the composer’s musical
text in the sound of the instrument in an absolutely
precise manner.

The search for the optimal methods of
instruction of playing compositions of various
styles has been rendered active since the middle of
the past century. Manuals have appeared in large
numbers, developing skills of playing at sight
with the domination of the educatory material
(editions of Sophia Lyakhovitskaya, Vladimir
Gitlits, Mariya Sharikova, Faina Bryanskaya and
Lyudmila Efimova, Rita Khorunzhaya and others).
Simultaneously one may observe the aspiration to
place the formation of the skill of playing at sight
into the context of the theory of the musical text
and research of issues of the performance process
where an important component is the interaction
of the visual, aural and kinetic domains. Many
Russian musicians have worked in this direction,
including Boris Militch, Lev Barenboim, Mikhail
Lehrman, Tamara Berkman, Raisa Verkholaz, Lili
Vespremi, Gennady Tsipin and others. The interests
of pianists from other countries, such as Lorina
Haivl, Sidney Lawrence, Wilhelm Keilmann,
Elsie Bennett and Hilda Kipp and others lie in the
sphere of visual perception of the musical score
text and the visual-motive components of playing
at sight. The problem of teaching musical scores at
sight is also studied by piano instructors who are
also accompanists (Victoria Poldolskaya, Evgeny
Shenderovich and others), as well as musicians who
play other instruments (Gennady Shakhov, Igor
Yudin and others), whose works are, incidentally,
based on conceptions of pianist-scholars. Many
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methodological recommendations have a positive
character, however, comparative analysis of these
works has revealed an essential contradiction:
yielding the leading role in playing at sight and the
aural sphere, the practical recommendations develop
for the most part visual-motive coordination.

A new stage began in the 1970s. At that time
a number of scholars carried out the attempts
to comprehend in a theoretical way the process
of playing at sight, basing themselves on
psychophysical regular occurrences of the processes
(Faina Bryanskaya, Lali Gorelashvili, Konstantin
Tsaturyan, Yana Serebryanaya, Victor Sradzhev,
etc.). In her generalization of the practical and
theoretical experience of several generations of
pianists, Bryanskaya substantiates an idea according
to which the developed capability of playing at
sight is a “manifestation of a highly developed
functional system based on the close interaction of
sight, hearing and motility, and at the same time the
action of this system is carried out with the active
participation of attention, will, memory, intuition,
creative imagination” [3, p. 38].

The idea of a complex solution of the problems
of instruction of playing at sight are developed by
Pavel Berezhansky [2] and Vladimir Golovanov
[4]. The principal difference between these manuals
is that the theoretical analysis of the process of
playing at sight is illustrated with music examples, a
demonstration of practical techniques. Nonetheless,
just as in the case of the previously mentioned
authors, there is a discernible contradiction present
between the practical methods of instruction,
directed at the development of visual-motoric skills,
and theoretical perceptions, in which the leading
role is reserved for the aural sphere.

The instructive-methodical manual of
Khorunzhaya is concentrated on the “perception
and cognition of the expressive-semantic meaning
of the primary complexes of piano music” [17, p. 6],
but the author underestimates the role of the motive-
motoric habits in the process of playing at sight,
instead concentrating her attention on compositions
in the fingering position of the interval of a fifth.

A significant contribution to the comprehension
of the psycho-physical processes of playing at
sight was made by the works of Gorelashvili,
Tsaturyan and Sradzhev. The theoretical research
works by the first two of the named authors
were examined and verified during the course
of experimental work. Gorelashvili has drawn
our attention to the psychological foundations
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of professional performers’ playing at sight, has
studied the interconnection of the visual perception
of the musical score text with operative memory
[6, p. 4]. Relying on an electromagnetic method
of notation of the motion of eyes upon perception
of the musical score text, Gorelashvili has proven
that highly qualified playing at sight is impossible
without a reliance on the movability of developed
types of coordination of various kinds, including
the “speed of coordination of performing motoric
reaction” [Ibid., p. 80]. But the motoric sphere has
in practice not found its reflection in its theoretical
model of the process of playing at sight.

A great amount of significance in the
development of the method of instruction of this
complex skill is attributed by Tsaturyan, who
comprehends the process of playing at sight as
an artistic means of communication with the new
musical material the aim of which is the emotional-
semantic experience of the musical text. The
foundation of this method of the “codes of reading”
elaborated by the scholar [18, p. 126].

Sradzhev expounded an integral conception
of psychophysiological structure of the ability of
reading at sight [15]. The essence of this conception
consists in the multi-channeling of control of the
musician’s motility and the scholarly proof of the
presence of simultaneous visual-motoric and visual-
aural-motoric connections each of which carries
out its function during the process of reading. The
present conception presents the methodical base
of the method of Tatiana Karacharova [7], which
is intended for the category of musicians whose
technological components of the ability to play at
sight sharply lags behind the basic technical skills
of playing, which is explained by an interference of
skills and reduces reading at sight to the level of
analyzing a composition.

The basis for the improvement of the skills of
playing at sight in this methodology is formed by the
following positions: playing at sight is an integrative
ability, a structurally holistic activity; at the basis of
playing at sight lies the conception of two means
of directing the motility; these generalized skills
comprise the basic foundation of the technological
side of being able to read music at sight; the crucial
link of the motive-motoric basis of playing at sight
— dexterity — makes it possible to adapt the motility
of the instrumentalist performer to new unexpected
challenges and makes it possible to achieve artistic-
musical and motive-technical goals; the activation
of the incessancy of the integral process of playing

at sight is possible with the aid of both a specially
organized psychological notion, as well as with the
aid of the rhythm-based and stylistic functions of
electronic instruments. The solution of challenges on
the technological level consisting of forming basic
components of ability, overcoming the interference
of skills and achieving a continuity of the process of
sounding out by playing musical scores at sight in
many ways takes away the barriers to reaching the
level of an emotional and image-related rendition of
musical texts.

Activation and acceleration of mastery of the
ability of playing musical scores at sight is aided
by the use of such a form of instruction, such as
teaching a small group (2-5 people) [16]. The
conditions created during such a class are capable of
replacing the notion of imagined playing on stage,
and also provide the instructor with a number of
new possibilities.

Organization of piano lessons on which not one
but several students of the class are present, and
sometimes even the entire class, has been practiced
from as early as the mid-19th century. Franz Liszt,
Anton Rubinstein, Anna Yesipova, Felix Blumenfeld,
Heinrich Neuhaus and many others have conducted
individual classes in the presence of their pupils and
outside listeners. Since the early 20th century this
kind of practice has continued, and not only in the
classes of conservatories, but also in musical schools
and circles. This is testified by theoretical works by
Mikhail Feigin and Evgeny Efrussi, Maria Barinova,
Vera Mikhelis, Jeanne Chistoserdova and other
pedagogues. The conclusions arrived at by these
authors have confirmed that musical performance
lessons conducted in small groups enhance the
effectiveness of the educational process, bring in
new stimuli, raise motivation towards learning and
become a source for creative growth and active
development of the learners. The conditions of
small groups create conditions aiding the solution of
many tutorial challenges which in light of objective
reasons it is difficult or impossible to create during
individual lessons. During lessons in small groups
it becomes possible to apply interactive methods
of instruction and organize such types of activities
which optimize the entire process of learning to a
considerable degree: sight-reading competitions,
combined listening and interactive analysis by
fellow-students of sight-read compositions,
performance of piano ensembles, etc. On the one
hand, lessons in small groups serve as a foundation
for studying in concert conditions, and on the other
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hand, fit in with the “system-based developing”
direction of instruction in the piano class. Arseniy
Shchapov called this direction the “line of special
development” [24] and attributed great significance
to playing at sight (along with preliminary study of
musical compositions and transpositions), which is
expressed in the extension of the pupils’ musical
perspectives, the development of their emotional
sphere, creative independence, deepening of their
reaction to the musical compositions’ diverse
content, replenishment of the supply of performance
skills.

Some of the methods applied during lessons
in small groups and conducive to the activation
of teaching the ability to sight-read are analyzed
by Olga Khmelnitskaya [16]. “Conversations at
the piano” belongs to the category of interactive
methods and may be applied upon study of
theoretical aspects of reading musical score texts
at sight, discussing the technological difficulties
associated with this process. The instructor has
the opportunity from a scientific point of view to
elucidate to several students simultaneously such
concepts as the “interference of skills,” “dexterity,”
to explain the algorithm of the process of sight-
reading and its regular laws.

Conducting musical activities in the form of
games becomes an effective means for mastering
the ability to sight-read music. Thus, a performance
competition for the best sight-reading of a musical
composition, which in its essence is a competitive
game, motivates the students to a considerable
degree towards a qualified and sustainable self-
preparation. The game “the teacher and the
student” is a basic game making possible to create a
multitude of modifications. The student performing
the role of the teacher becomes to direct the process:
he places the goal independently, finds paths of
solution of complex performance goals, explains,
shows, controls and evaluates the play of his fellow-
students.

The necessity to explain, to demonstrate the
musical material requires the musician to appear
prepared and competent, which stimulates an
intense preparation for the lessons. In the conditions
of a small group it becomes possible to imitate the
situation of a public performance. Joint listening and
subsequent analysis of the compositions presents a
very efficient method, since it mobilizes the students
to a maximally professional performance.

One may attribute to this field of theory
and practice of sight-reading Liudmila

Shaymukhametova’s conception of semantic
analysis of the primary musical text, from which
a set of innovational methods of reading musical
texts in the form of ensemble music-making has
evolved. The author has created a musicological
school of practical semantics and has developed
a universal interdisciplinary didactic system
of dialogue-etudes (intonation-based etudes)
combining two differently directed traditions of
reading musical texts mentioned in the beginning of
the article: the classical-romantic and the baroque
[20]. The first is demonstrated by textbooks where
musical pieces (or fragments of pieces) from the
pedagogical repertoire are “read” at a piano lesson
by the teacher in four hands or two pianos in forms
of role playing on the basis of proposed theatrical
scenes and various scenarios [22; 25]. The second
makes use of ready-made models of reading the
musical texts in the traditions of baroque amateur
music-making, since the practical “schools” of
sight-reading with the participation of the clavier
were instructive compositions and domestic
albums [5; 8; 9; 14]. In the family of J. S. Bach
these purposes were served by the “Notebook of
Anna Magdalena Bach,” the “Klavierbiichlein by
Wilhelm Friedemann” and the “Inventions.” In
Mozart’s family these were the “Notebook of the
Eight-year-old Mozart” and the “Notebook of Anna
Maria Mozart (Nannerl)” [27]. These were not as
much compilations of repertoire pieces as “schools
for sight-reading,” meant to instruct how to unfold
a clavier sketch into an ensemble score with the
aid of various substitutable instruments or with the
participation of two partners among clavier players
who imitated a “quasi-orchestra” on their clavier
instruments. [t was a “school” without a single word,
solely through purposefully recognizable graphics
of the musical text provided knowledge about the
universal semantical structures of the musical
texts and served as a guide towards the action of
reading and transforming the text. The semantic
structures incorporate, first of all the % — the
“vertical dialogue,’

b

where the utterances of the
soloist and the ensemble sound simultaneously;
solo-tutti — the “horizontal dialogue,” in which
the utterances of the soloist and the ensemble
sound at alternate times. An important meaning is
also born by the “duo of soloists” (solo — solo),
presenting the widespread model of the culture
of instrumental ensemble performance of various
styles. The enumerated models, which present
stable indications of the music-making practice,
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are constantly encountered in the musical texts
of clavier compositions as its content-based and
situational signs, and hence serve as a basis for
the development of role playing in such subjects
as “There is a rehearsal of a historical orchestra
going on” [19; 21], “We are playing the organ,”
“Entertaining orchestration” [1; 12; 25; 26], etc.

Each participant of an ensemble undergoes
transformation into a Musician (one or several)
performing his or her utterance (or an entire part) in
the overall semantic score of a musical composition.
This makes it possible not only to read the graphics
of a musical score text (with its purely technical
division into the upper staff with the melody and
the lower one with the accompaniment), but also
to discern the lexicography of the musical text: to
understand the structure of its content, to determine
the main protagonists — the participants of the music-
making scenes, to find typical dialogic models and
to follow he occurring events.

An original school for reading musical texts
is provided by the category of the early dances of
the 17th and 18th centuries, since they presume a
variant type of unfolding and repeated re-exposition.
This has served as a cause for development of role-
playing games and imitation of those kinds of
forms of music-making activities different from a
replication of the composer’s musical text “precise”
in its details, characteristic for later periods. A
distinguishing feature of many pieces from the
baroque period in the marked situations is that pieces
written for two hands and usually performed on one
piano usually possess the opportunity of unfolding
the musical text on one piano (4 hands) or on two
pianos (in 4, 6 or 8 hands) into a quasi-ensemble or a
quasi-orchestral score. In addition, the musical text
is sight-read without any preliminary preparation or
special kind of notation [21].

Many examples of methodological elaborations
carried out by the research associates of the
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Laboratory of Musical Semantics (http://lab-ms.
narod.ru/index/0-32) present musical works by
composers of the baroque period (or their fragments)
in which the creators of the clavier compositions
made use of the theme of music-making (playing on
musical instruments — solo and in ensemble). These
include the dance pieces by J. S. Bach and his sons
from the “Nottebuchen,” as well as the numerous
dance pieces by Purcell, Telemann, Bohm, Rameau,
Tiirk, Armand, St. Luc, Marpurg, Blow, Weckerlin,
Krebs, Krieger and others. Music-making at home
of the baroque period is predominantly a culture of
ensemble music, so the content of 17th and 18th
century dance pieces for clavier begin to demonstrate
plots and images of ensemble music-making which
existed in the musical milieu itself [19].

Thereby, the methods of instruction of sight-
reading have undergone a lengthy and fruitful path
of formation and development. In many ways it
depends on the level of research of various areas
of academic musicology. Presently a steadfast
tendency of the connection between scholarship
with practical elaborations of instruction of playing
at sight has been discerned taking into account the
different levels of mastery of the piano and the level
of sight-reading skills. The psychophysiological
peculiarities of the integrative process of playing at
sight, which have formed a methodical foundation
of methods have been studied in sufficient depth.
However, how practice shows, playing at sight
even today remains the “Achilles’ heel” for many
musicians. According to Oleg Shulpyakov, “it is
premature to assert that we are already in possession
of an edifice of a scholarly method of instruction
of performance mastery... This process is to a
considerable degree complex, lengthy and laborious,
and we must exert a fair share of common efforts
before it would be crowned with genuine success”
[23, p. 9]. This assertion can in full measure be
designated to sight-reading music.
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The St. Petersburg Theme and the “Unknown Mily Balakirev”
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“The Musical St. Petersburg: the Past and the
Present” — this is the broad boundless theme which
has been arduously developed by the well-known
St. Petersburg-based scholar Tatiana Zaitseva. At
the same time, the research process apparently
accelerates its motion, which is demonstrated in
all obviousness by the theorist’s work of recent
years. Almost each year is marked with a regular
multipage “volume” of this series. Most impressive
are Zaitseva’s monographic works which testify
of the broad spectrum of her scholarly interests:
“Tvorcheskie uroki M. A. Balakireva. Pianizm,
dirizhirovanie, pedagogika” [“The Artistic Lessons
of Mily Balakirev. Pianism, Conducting, Pedagogy”]
(St. Petersburg: Kompozitor — St. Petersburg,
2012), “Sokrovishcha Rossii:  Dukhovnaya
muzyka M. A. Balakireva” [“The Treasures of
Russia: The Sacred Music of Mily Balakirev”]
(Moscow: Muzyka, 2013), “M. A. Balakirev.
Polnoye sobranie dukhovnykh sochineniy” [Mily
Balakirev: A Complete Compilation of Sacred
Works”] (Moscow: Muzyka, 2015), “Vladimir
Nilsen: Mysli vslukh” [“Vladimir Nilsen: Thoughts
Out-Loud”] (St. Petersburg: Kompozitor, 2016).
The author has prepared a third compilation of
articles and materials from the series initiated by
her “Balakirevu posvyashchayetsya” [“Dedicated
to Balakirev”] (St. Petersburg: Kompozitor, 2014),
where she appears both as an editor-compiler and
an author of articles. Moreover, she has written
numerous articles in various publications about
outstanding St. Petersburg-based musicians which
promise the creation of new monographs.

Maybe the St. Petersburg-based love for her
native city, its unique culture has been dictated by
her loyalty to the “theme of St. Petersburg.” This
theme has matured as a life-based phenomenon,
gradually, little-by-little transforming Zaitseva’s
works imperiously into organic constituent parts of
the St. Petersburg epopee and putting them together
into a new unified whole.

The richness and diversity of this subject matter
has been determined by the numerosity of the heroes
of Zaitseva’s research studies: Dmitri Bortnyansky
and Johann W. Hessler (Hapler), Piotr Tchaikovsky
and Nikolai Rimsky-Korsakov, Anatoly Lyadov
and Sergei Lyapunov, Sergei Prokofiev and Dmitri
Shostakovich, Boris Arapov, Alfred Schnittke and
Sergei Slonimsky, pianists Irina Golubovskaya and
Vladimir Nilsen. But the crucial figure with which
all the aforementioned masters turned out to be
connected in one way or another for Tatiana Zaitseva

was Mily Balakirev. Research about it comprised
the core of the St. Petersburg epopee created by the
scholar. And this is justified: this is a person who
has done extraordinarily much for the development
of the Russian musical art the influence of which is
perceptible today as well. However, this master of a
truly Renaissance type remains underestimated by
researchers or performers.

The works of Zaitseva in many ways fills in
the gaps. Six published monographic works are
devoted to Balakirev, and what is important: these
works transmitted the knowledge about Balakirev
onto a new level. Zaitseva’s research does not only
complement and intensify the explorations of her
predecessors. The author discloses in a convincing
matter the themes that were little developed and not
even announced in scholarly literature about the
composer — as it was, for instance, in his church
music. The researcher discloses for us a new
Balakirev whom we had not known before, limiting
ourselves, predominantly, to his characteristic
features as the head of the “Mighty Handful.” It
turned out that he was also a brilliant pianist and
conductor, an ingenious pedagogue who established
an inimitable school of composers and pianists,
an outstanding creator of Russian musical culture,
who has done unusually much in the spiritual and
musical domains.

The discovery of the unknown Balakirev was
continued by the researcher in her final monograph
“M. A. Balakirev. Put’ v budushcheye” [“Mily
Balakirev. A Path to the Future”] (St. Petersburg:
Kompozitor, 2017), which came out in time
for commemoration of the composer’s 180th
anniversary (stemming from the date of his birth
on January 2, 1837, following the New Style of the
Russian calendar). Up until now, the knowledge
of Balakirev has been turned predominantly
“backwards,” to the 1860s, whereas in contrast,
in Zaitseva’s new book, symbolically titled, there
is an accentuation of the aspiration of the entire
multifaceted activity of the musician forwards, into
the future. In what connection, the vindication of
this the author finds in the “post-crisis” period of
the composer’s life and artistic creativity (1883—
1910). This period, which has remained up till now
practically unilluminated in scholarly literature, is
made central by Zaitseva in her narration. And, as
it turned out, a multitude of incorrect musicological
clichés have accumulated in the evaluation of “late”
Balakirev, which migrated from one edition into
another.
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Examining the figure of Balakirev, the author
concentrates on those aspects of his activity which
in the perspective of the master were the most
important at the final stage of his life. This includes
his service at the Capella and the immortalization of
the memories of his favorite composers, Glinka and
Chopin. It also includes the master’s own music, in
which he allowed himself to concentrate, as well as
issues of the creative process.

And, once again, one marvels at the multiplicity
of novel approaches, which had not previously been
featured in works about Balakirev and frequently
little developed in scholarly musicological literature.
Thus, for the first time the master’s musical legacy
is examined in the aggregate of its three closely
connected branches, the secular, sacred and folklore.
For the first time in connection with Balakirev, in the
context of the problem range of his compositions, the
dedications made by him are studied. The latter can
be seen as metamorphoses of the composer’s mutual
relations with members of the tsar’s family, along
with the dramatic changes in his relations with his
favorite “Korsin’ka.” It seems that the prologue to
the new monograph is served by the chapter about
Balakirev’s library, which immerses the reader into
the composer’s inner, sacrosanct life, frequently
concealed from unauthorized eyes. Or it is a detailed
examination of the activities of Balakirev the critic
and instructor of the new generation of scholar-
musicians from different countries, not limited at all
to natives of Russia.

The characteristic features of the “Mighty
Handful” is what provides the subject matter which
attracts researchers most often. Tatiana Zaitseva also
turns to this theme, disclosing it in its summarizing
chapter “Ot ‘Moguchey kuchki’ k Novoy russkoy
shkole” [“From the ‘Mighty Handful’ to the New
Russian School”]. And here the author discovers a
multitude of new important details of pedagogical
strategy of the great teacher, who had brought up the
legendary cohort of “Balakirevians.” From small bits
gathered from various documents, correlating the
master’s aspirations with academic conclusions of
contemporary pedagogical science, Zaitseva reveals
in greater detail than it has been done up to now,
how Balakirev brought up his protégés, and what
were the stages of his pedagogical process. Most
attractive is the author’s hypothesis in connection
with the name of the circle as the “Mighty Handful”
given by Vladimir Stasov, which Alexander Serov
mocked, about which Nikolai Rimsky-Korsakov
expressed his discontent, whereas the critic could

paraphrase Pushkin’s definition of the circle of the
lyceum, where he studied, as “our poor handful.”

Putting forward her scholarly positions, Zaitseva
presents argumentative proofs from documental
sources, trying to consider various points of view.
All of this restructures the previous research field,
serving as a source of new knowledge about
Balakirev — knowledge which is based not only on
the expansive strata of archival documents brought
in by her for the first time, but also on new concepts,
which in their turn serve as the source of the birth of
new knowledge, new creative practices.

No matter which sphere of Balakirev’s
activities Zaitseva would illuminate — whether it be
performance, pedagogy or literary critical works,
all of them are connected in the closest possible
way with the composer’s creativity and literally
breathe with his music. Balakirev appears within
the context of the culture of his time, of his Russia.
All of this illuminates in a new way the living,
unfreezing image of Balakirev with his tragic life
and posthumous fate.

Zaitseva’s books attract attention not only
by their scholarly thoroughness and freshness of
perspective of what seem to be textbook figures of
Russian music, which are revealed by new, unusual
sides. Her fundamental scholarly discoveries are
expounded in an engrossing manner, which make
them accessible not only to scholars, but also to
students and music fans. A unique role in this is
played by the typography of the editions, in which
everything — the binding, which in some measure
repeats the fanciful “framework” of Balakirev’s
editions which came out during his lifetime, the
inside front covers, which reproduce the covers of
the composer’s editions, the rich set of illustrations
with a large number of photo materials published
for the first time — is aimed at confirming the
scholarly positions of the book’s author, who
aspires to immerse the reader into the atmosphere of
that remote epoch, “the cursed questions” of which
sound remarkably contemporary today.

The only thing left to do is to wish the scholar
successful new monographs in the field chosen by
her, since the theme chosen by the researcher is in
its nature non finito.

Alexander I. Demchenko, Dr.Sci. (Arts),
Professor at the Music History Department,
Saratov State L. V. Sobinov Conservatory,
ORCID: 0000-0003-4544-4791,
alexdem43@mail.ru

120



2018,3

Me>XXAYyHapoOAHbIK oTAeA ® International Division

0

MNMeTepOyprckas Tema u «Hen3BecTHblt M. barakupeB»
T. A. 3anueBon

«Mys3bikanbsHbil [TeTepOypr: npoiuioe u HacTo-
Aliee» — BOT OrpoMHasi, 0e30pekHas TeMa, KOTo-
PYIO Ha MPOTSHKEHUH OoJiee YeThIPEX ECATKOB JIET
HEYTOMHUMO pa3padarbIBaeT W3BECTHHIN meTepOypr-
ckuii yuénsiii T. A. 3aiinesa. [Ipuuém nccnemnosa-
TEJIbCKUH MPOoIeCC BHO YCKOPSAET CBOU X0/, O YEM
CO BCEHl OUEBHIIHOCTHIO CBHUJICTEIBCTBYIOT PabOTHI
aBpropa mnocjieaHux JieT. EnBa M He KaXIblil roA
03HAMEHOBAH OYEPEAHBIM MHOTOCTPAHUYHBIM «TO-
MOM» cepud. Briedarnaror MmoHorpaduueckne Tpy-
N6l 3ai11eBOM, CBUAECTEILCTBYS O IIUPOKOM CIICK-
Tpe €€ HaydHBIX MHTEpecoB: «TBopueckue ypoku
M. A. banakupesa. [lnaausm, THpmKUpOBaHHUE, TIe-
nmarorukay (CI16.: Kommosutop, 2012), «CokpoBu-
ma Poccun: [{yxoBHas my3sika M. A. banakupena»
(M.: Myssika, 2013), «M. A. banakupes. [lomHoe
coOpaHre IyXOBHBIX counmHeHuin» (M.: My3sika,
2015), «Bragunmup Hunbcen: Mpicin Bemyx» (CII6.:
Komnosurop, 2016). ABTOopoM OBUT MOATOTOBJIECH
TpeTuil COOPHUK CTaTell M MaTepUalioB U3 MHUIIM-
HUPOBAaHHOM €10 cepul «ballakupeBy MOCBSILACTCS
(CII6.: Kommosurop, 2014), rae oHa BBICTYIIAET U pe-
JTAKTOPOM-COCTaBUTEINIEM, U aBTOpOM cTareid. Kpome
TOTO, O BBIJAIOIIMXCS MY3BIKaHTaX-MeTepOyprKIax
€10 B Pa3HBIX M3AHUSIX HATMCAHBI MHOTOYHCIIEHHBIC
CTaThU, KOTOPbIe 00EMaloT POXKIICHHE HOBBIX MOHO-
rpadwuii.

briTh MOXeET, I000Bh yUEHOTO-TIETEPOYpPIKIIA
K POAHOMY TOpPOITY, €r0 YHUKAIBHOH KYJIBTYpe Mpo-
JIUKTOBaja TMPENaHHOCTh «IeTepOyprcKoi Teme».
Tema 3Ta BBI3peBaa, MOI00HO KUIHEHHOMY SIBIIE-
HUIO, TOCTETIEHHO, HCIIO{BOJIb, BIIACTHO MPEBpAIas
pa3HOXaHPOBEIC TPYILI 3aHIIEBOM B OPraHHMIECKUE
COCTaBHBIE YaCTH METepOyprcKOi ATOMEH U ciaras
UX B HOBOE €INHCTBO.

MHOTOMMKOCTh TEMBI OINpeAenia MHOXKe-
CTBEHHOCTh T€POEB HCCIENOBATENbCKUX IITYIUH
Sainenoit: [|. C. boprasuackuit u U. B. T'eccrnep,
I1. Y. YaiixoBckuit u H. A. Pumckuii-Kopcakos,
A. K. JIsnos u C. M. JIsnynos, C. C. IIpokodnen
u 1. JI. lllocrakoBud, b. A. Apanos, A. I. [llaut-
ke u C. M. Cnoammckuii, nnanuctel H. U. Tomy-
oosckast 1 B. B. Hunbcen. Ho kitoueBoit gpurypoii,
C KOTOpOM B TOW WM MHOH Mepe OKa3ajaucCh CBs-
3aHBI BCe Ha3BaHHBIE MacTepa, i T. A. 3aiire-
Boit ctanm M. A. banakupes. MccnenoBanust o HEM
COCTaBWJIM CEPAIEBUHY METepOyprckoi 3IoIieH,
cnaraeMoi y4€HbIM. W 3TO crpaBenuMBO: BOT KTO
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cemnan HeoOBIYaifHO MHOTO JIJIs1 Pa3BUTHSI PYCCKOTO
MY3BIKaJIbHOTO ICKYCCTBA, BIUSIHNE KOTOPOTO OIIy-
TUMO U ceromHsa. OmHAKO 3TOT MacTep BOUCTHHY
PEHECCAaHCHOTO THIIa OCTAJICS HEOOLEHEH KaK UC-
CJIEZIOBATEINSIMHU, TaK M MCTIOTHUTEIISIMH.

Bo MHOrom BOCHONHSIOT 00pa30BaBIIMKCS
mpoben Tpynbl 3aineBoii. Eio moceameno bama-
KHPEBY IIECTh MOHOTpadUUECKUX M3NAHUM, U, YTO
Ba)KHO, T PabOTHI epeBe 3HaHue 0 bamakupe-
BE€ Ha HOBYIO CTyIleHb. MccaenoBanus 3aiilieBoil He
TOJIBKO JAOTIOJHSIOT U YIIIyOJISIFOT N3BICKAHUS TIPE/I-
[IECTBEHHUKOB. ABTOp YOEOHMTEIHHO PaCKPBHIBAET
TEMBI, MaJI0 pa3pabOTaHHBIE W Ja)XXe HE 3asABJICH-
HbI€ B HayYHOHW JIUTEpaType O KOMIIO3UTOPE — Kak
3TO OBLIO, K MPUMEPY, C €r0 LEPKOBHON MY3BIKOM.
UccnenoBarens OTKphIBaeT HaM HOBOTo banakm-
peBa, KOTOPOTO MBI He 3HAJH, OTPaHUYHBAsCH TIpe-
MMYIIECTBEHHO €r0 XapaKTepUCTHKON KaK IJIaBbI
«Moryue#t kyukm». Okazanoch, 4To 3T0 ObUT emé
1 OnucTaTenbHBIA MHAHWUCT U AUPIDKEP, TeHUANb-
HBIW TEJIaror, CO3/1aBIIMi HEMOAPAXKAEMYIO IIKOIY
KOMITO3UTOPOB M THAHUCTOB, BBIAAIOIIUIACS CTPO-
WTEIb OTEYECTBEHHON MY3bIKAJIbHOW KYJIBTYpBI,
CAeNaBIINK HEOOBIYaliHO MHOTO Ha AYXOBHO-MY3bI-
KaJIbHOM TIOTTPHIIIE.

OTkpbpITHE HEW3BECTHOTO bamakmpeBa wuccie-
JIOBaTeNb MPOAOIDKHI B TOCIEAHEH MOHOTpaduu
«M. A. banakupes. IIyts B Oymymiee» (CII06.: Kom-
no3utop, 2017), xotopas BeinuIa B cBeT K 180-11€-
THIO KOMITO3UTOPA (€CIM BECTH OTCYET OT JaThl €T0
poxnaenus 2 staBaps 1837 roma mo HOBOMY CTHIIIO).
o cux mop 3Hanme o bamakupese ObUTO0 0OpaIIeHO
MIPEeNMYIIEeCTBEHHO «Ha3amy, K 1860-M romgam, B HO-
BOM ke KHHre 3aiilieBoi, CHMBOJMYHO HAa3BaHHOM,
— HaNpOTHB, aKIEHTUPYETCS yCTPEMIEHHOCTH BCEH
MHOTOTPaHHON JESTENbHOCTH MY3bIKaHTa BIEPE,
B rpsayuiee. IIpnuém noka3aTesibcTBO TOMY aBTOP
HaxXOOUT B «IOCIEKPU3UCHOMY TEPHOAE >KU3HU
u TBopuectBa kommosuropa (1883-1910). Ilepu-
0], KOTOPBIN A0 CHUX TOP OCTaBajCs MPAaKTUIECKU
HEOCBEUMIEHHBIM B HAYyYHOH NHTEparype, 3aiieBa
JieJlaeT IEHTPAIbHBIM B CBOEM IIOBECTBOBAHMU.
W, xaKk BBIICHWIIOCH, HAaKONMJIOCh MHOXECTBO HE-
BEpPHBIX MY3BIKOBEJUYECKHX KIHWIIE B OICHKaxX
«mo3aaero» bamakupeBa, KOTOpbIE KOYEBaIH U3 OfI-
HOTO M3JIaHHA B APYTOE.

PaccmarpuBast gurypy bamakupesa, aBrop co-
CPEIOTOYMBAETCS Ha TEX acCHeKTax €ro JesiTelb-
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HOCTH, KOTOPBIE B TJla3ax MacTepa ObLIM CaMBIMU
B2)XHBIMH Ha «(QUHAILHOM» B €r0 JKH3HU JTare.
Oto ciyxba B Kamemre, yBekoBeunBaHUE MaMSATH
mo0MMBIX TBOp1OB — [tmHKH 1 Illonena. Dto cob-
CTBEHHOE TBOPYECTBO, HA KOTOPOM OH HAaKOHEI-TO
TTO3BOJIHII Ce0€ COCPEIOTOUUTRCS, a TaKXkKe TpooIe-
MBI TBOPYECKOTO MPOIecca.

W onate nopakaemnibcst MHOKECTBEHHOCTH CBE-
KUX TOAXOAOB, emE He (UTYPUPOBABIIUX B pabo-
Tax 0 bamakupeBe u 3agacTyio Majo paszpaboraH-
HBIX B HAy4YHOH MY3BIKOBEIYECKOW IJUTeparype.
Tak, BIIEpBBIE TBOPYECTBO MacTepa paccMaTprBa-
€TCsl B COBOKYITHOCTH €r0 TPEX TECHO CBS3aHHBIX
BETBEH: CBETCKOW, JYXOBHOH H (OIHKIOPHOI.
Bnepseie B cBA3u ¢ bamakupeBbIM B KOHTEKCTE
MpOOJIEMAaTHKN €TO MPOU3BEICHUI U3y4YaroTCs CHe-
JaHHBIE UM TOcBsmeHus. Mnmu — meramopdo3bl
B3aMMOOTHOIIEHU KOMITO3UTOPA C WIEHAMH Iap-
CKOH CEMBbH HapsAy C IpaMaTHYHBIMH [TEpEeMEHAMHU
B OTHOIIECHUSX C T0OuMBIM «Kopcunbkoii». [Ipomo-
TOM K HOBOM MOHOTpauu CIIy>KUT TJIaBa o0 Oayiaku-
PEBCKOi OMONMOTEKE, MOTPYKAIOIIAs YATATENS BO
BHYTPEHHIOIO, COKPOBEHHYIO JKH3Hb KOMITO3UTODA,
3a9acTyi0 CKPBITYIO OT MOCTOPOHHHX Ia3. Mmm —
oapoOHOE paccMOTpeHue AesTenbHocTH bamaku-
peBa-KpUTHKA W HACTABHUKA MOJIOAOTO TOKOJIECHUS
MY3BbIKAHTOB-YYEHBIX U3 Pa3HBIX CTPaH, OTHIOAb HE
TOJILKO BBEIXOAIIEB 13 Pocchm.

XapakrepucThka «Morydeil Kydku» — BOT TEMA,
HamboJiee YacTO MPWBIIEKABINAS HCCIIEIOBATENEH.
Oo6pamaercs k Het u T. A. 3aiirnieBa, packpbeiBas e¢
B utoroBoii mase «Ot “Moryueil kyukn” k HoBoit
pycckoii mkone». W 3mech aBTOp OOHApYyXHBaeT
MHOKECTBO HOBBIX BaXXHBIX MOAPOOHOCTEH meia-
TOTMYECKOW CTPATETHH BEIMKOTO YYHUTENs, BOCIIH-
TaBIIETO JIETEHAAPHYIO KOTOpTY Oanakupesies. 1o
KpYIUIIaM, COOpaHHBIM W3 pa3HbIX JOKYMEHTOB,
COOTHOCSI yCTPEMJIEHHUSI MacTepa ¢ HAyYHBIMH BBI-
BOJIaMH COBPEMEHHOM TIeIarOrHIeCcKoi HayKH, 3ak-
meBa moapoOHee, YeM 3TO OBUIO CIEIAHO JO CHUX
0P, BBISBIIAET, Kak bajakupeB BOCIUTHIBAI CBOMX
MTOJIOTIEYHBIX, KaKOBBI JTalbl €r0 IEAarormdecko-
ro mporecca. IlpuBnekarenpHa rumoresa aBropa
B cBs3u ¢ gaHHbiM B. B. CracoBbIM Ha3BaHueM
Kpykka «Morydas Kydka», IO TOBOXYy KOTOPOTO
nponusupoBaid A. H. CepoB, BbICKa3bIBall HEIO-
BosibecTBO H. A. Pumcknii-KopcakoB, a KpUTHK MOT
nepedpazupoBaTh MYIIKUHCKOE OMpPEIeNICHUe JIH-
LIEHCKOTO KPY’KKa «Hamla OeHas KyJKay.

BriBrras cBon Hay9IHBIC TIO3UIHH, 3alTICBa TPH-
BOJMT apryMEHTHPOBAaHHbIE T0KA3aTeNILCTBA U3 JIOKY-
MEHTAJILHBIX MCTOYHHUKOB, CTapasCh y4eCTh Pa3HBbIC
TOYKHU 3peHUsl. BCE 3TO nepecTpyKTypupyeT peKHee
WCCIIE0BATENbCKOE TI0JIE, CITY>KUT UCTOYHIKOM HOBO-
ro 3HaHUs 0 banakupese — 3HaHMS, KOTOPOE 3HKIETCS
HE TOJIBKO Ha BIIEPBBIE BBOANMBIX €10 OOIIMPHBIX IJIa-
CTaxX apXMBHBIX JOKYMEHTOB, HO M Ha HOBBIX KOHIIETI-
IUSIX, B CBOIO OY€pe/lb CTABIINX MCTOYHHKOM POXKIe-
HUSI HOBOTO 3HAHUSI, HOBBIX TBOPYECKUX MPAKTHK.

Kakyro Obl cdepy OanakupeBCKol mesTellb-
HOCTH HU ocBemiayia 3aiineBa — Oyab TO UCIOTHU-
TEJIHCTBO, NENAroTHKa, JTUTEPaTypHO-KPUTHUECKHE
TPYZbl, — BCE OHU TECHEWIINM 0Opa3oM CBSI3aHBI
C TBOPYECTBOM KOMIIO3UTOpa, OyKBAaJbHO IBIIIAT
€ro My3bIKOH. banakupeB npeacTaér B KOHTEKCTE
KYJIBTYpBl €ro BpemeHu, ero Poccuu. Beé ato mo-
WHOMY BBICBEUHMBAET )KMBOM, HE3aCTHIBAIOIINNA 00-
pa3 bamakupeBa ¢ ero Tparuyeckou >KMU3HEHHOW U
MOCMEPTHOH CyIbOOH.

Kuurn 3aiinieBoil mpuBIEeKalOT HE TONBKO Ha-
YYHOW OCHOBAaTeIbHOCTHIO, CBEKECTHIO B3MNISN/AA HA
Ka3aJioch OBl XpeCTOMATHIHHBIE (PUTYPHI OTEYECTBEH-
HOW MY3BIKH, KOTOPBIE OTKPBIBAIOTCS HOBBIMH, HE-
OXHUIAaHHBIMH cTopoHaMu. EE€ QyHmameHTanbHbIC
Hay4YHbIE€ M3BICKAHHUS YBIEKATEIIbHO HAIKCAHBI, YTO
JIeNIaeT UX JOCTYIHBIMHA HE TONBKO YYEHBIM, HO U
YHaIIUMCS, B II0OUTENSIM My3bIKH. CBOIO POJIb UTpa-
€T B 3TOM O0OPMIICHUE M3IaHHH, T1IE BCE — MEPEIUIET,
OTYACTH MOBTOPSIIOIINI 3aTEHINBYIO «PaMKY» IIpH-
YKM3HEHHBIX OaaKUpEeBCKHUX M3MaHWH, Gop3allpl, rie
BOCTIPOW3BEACHBI OOJIOKKH COYMHEHUI KOMITO3HUTO-
pa, 6orarslii KIUTIOCTPATHBHBIN PsiJI CO MHOKECTBOM
BIIEpBBIC MyOIMKYeMbIX (hoTOMaTepuaioB — Harle-
JIHO Ha MOATBEPIKACHNE HAYYHBIX MO3UIUN aBTOpa
KHUTH, CTPEMSILEToCs MOTPY3UTh YUTATENs B aTMO-
cthepy Tol MaNEKON BIOXH, CIIPOKJISATHIE BOMPOCHDY
KOTOPOU ITOPOM 3BydYaT yAUBUTEIBLHO COBPEMEHHO.

Ocraércs aumb noXKenaTs y4éHoMy Ha n30paH-
HOM €10 TMOTIPHILE HOBBIX MOHOTpaduii, nOo JaHHas
TeMa UCCIIeJOBaHHsI TI0 TIPUPOJIE CBOCH — non finito.

Anexcanap NBanoBuyu JleMuyeHKo,
JOKTOp UCKYCCTBOBCICHMU,

npodeccop Kadeapsl HCTOPUU MY3BIKH,
CaparoBckast rocyqapCTBeHHAS
koHcepBaropus uM. JI. B. CoOuHoBa,
ORCID: 0000-0003-4544-4791,
alexdem43@mail.ru
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Two systems of nonverbal acoustical
communication exist possessing an inherent richness
and diversity of intonation. Such are the spheres of
sonic behavior of infants and birds. However, as
it turned out, except for the aforementioned most
general attribute, they are also connected by other
moments. The comparison of the signals of children
and birds undertaken in the monograph made
it possible to discover the presence of common
features in their melodic “vocabularies,” functional
and communicative characteristics and principles of
coordination of semantics and structure.

In all appearance, the underlying cause of the
pointed cause is the closeness of the means of
sound-generation in the verbal activities of children
of infant age and the vocalizations of the bird
kind. Scientists have established that this regular
occurrence is stipulated by the presence in both
of other coincidental genes as well, fulfilling the
connections between the cerebellar cortex and the
vocal circuit and modifying their activities during
the periods when a child learns how to speak and a
bird — how to sing.

It is symptomatic that melodic formulas
analogous with those represented in infants’ and
birds’ vocal signals are also stated in archaic folk
music of various peoples. Thereby, in the given
case we are dealing with universals regulating the
organization of melos in many acoustic spheres,
moreover, such that are not directly connected with
each other and refer to the most complex issue
of universal parallelisms in the development of
intonating. The study of this phenomenon pertains
to one of the topical goals of contemporary science.

Additional information:

Telephone: +7 902 44 16 242,

tkalugnikova@mail.ru

Announcement

Tatiana I. Kaluzhnikova. Vocalizations of Children and Birds: an Attempt of Comparison
(Towards Articulation of the Issue) / Urals State M. P. Mussorgsky Conservatory.

KanyxnnkoBa T. 1. Bokanu3amum neTei W OTHI: ONBIT CpaBHEHHA (K MOCTAaHOBKE
mpobaemsbl) / Ypansckas TocyJapcTBeHHas KoHcepBaropus uM. M. II. Mycoprckoro.

CyIIeCTBYIOT JBE CUCTEMbI HEBEpOaIbHOM aKy-
CTUYECKOW KOMMYHMKALUU, KOTOPbIM CBOMCTBEHHO
HCKJTIOYMTEIbHOE HHTOHAIIMOHHOE 00TaTCTBO U pa3-
HooOpa3ue. TakoBbl chepbl 3ByKOBOTO TIOBEICHHUS
MiazneHneB u ntul. OJHaKo, Kak 0Ka3ajoch, KpOMe
Ha3BaHHOTO CaMOro OOIIETo MPHU3HAKa, UX CBS3BI-
BAIOT U ApPyrue MOMEHTHI. [Ipeanpunsaroe B MOHO-
rpaduu cpaBHEHUE JNETCKMX W NTHYBHX CHTHAJIOB
[TO3BOJIMIIO OOHAPYKHUTH HANWYNE OOIINX YepT B UX
MEJIOANYECKUX «CIOBapAX», (DyHKIIMOHANBHBIX WU
KOMMYHHKAaTHBHBIX XapaKTEPUCTUKAX, MPUHLHUIAX
KOOPAMHALIMY CEMAHTHKU U CTPYKTYPBL.

[lo Bceld BUAMMOCTH, TIIyOMHHOW TNpPHUYUHON
OTMEUEHHOTO CXOJICTBA SBISETCS OIM30CTH CIOCO-
00B 3BYKOIIOPOXIECHUS B PEUCBON JAEATEIHHOCTH
JleTell MJIaJICHYECKOrO BO3pacTa M BOKAIM3ALMUAX
[epHAThIX. YUEHBIMU yCTAaHOBJIEHO, YTO 3Ta 3aKO-
HOMEPHOCTh O0YyCJIOBJIEHA HAIMYHEM Y TeX U APY-
TUX COBIAJAIOIIMX I€HOB, OCYILECTBISAIOIINX CBA3U
MEXKIy KOPOH MO3ra U BOKAJIBHBIM TPaKTOM M H3-
MEHSIOIIMX CBOIO aKTUBHOCTbH B TOT IEPUOJ, KOTAA
peOEHOK yUUTCS TOBOPUTH, a ITHIIA — MIETh.

CHUMIITOMaTYHO, YTO MeEJOoAMYecKne (Gopmy-
JIbl, AHAJIOTMYHBIE TEM, YTO NPEJCTABICHBI B MJla-
JIEHYECKUX M NTUYBMX TOJOCOBBIX CHrHajiax, 3a-
(UKCHPOBaHBI TaKXe B apXamdecKOM (OIBKIIOpe
pasHbIX HapojoB. Takum 0Opa3oM, B JaHHOM CIy-
4yae Mbl UIMEEM JEJI0 C YHUBEPCAIUIMHU, PETYIUPY-
FOIIMMH OPTaHHU3aLUI0 MEJIOCAa BO MHOTHX, IPUTOM
HaIIpSIMYI0 HE CBSI3aHHBIX JPYT C APYIOM, aKyCTH-
yeckux cepax ¥ OTCHUIAIOIIMMM K CIIOXKHEHIIeH
pobJieMe SBOJIOIMOHHBIX MapauIeTU3MOB B pa3-
BUTHM UHTOHUPOBaHHU. E€ u3yueHue npuHaaiexutT
K YHCIYy aKTyaJIbHbBIX 337a4 COBPEMEHHOHN HAyKU.

JononuureabHas nHGpopManus:

mo Teua. +7 902 44 16 242,

tkalugnikova@mail.ru
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The Web of Science Core Collection
database began the indexation of scholarly
works based on the materials of the international
scholarly conference from April 23-28, 2017
“Iskusstvovedenie v kontekste drugikh nauk v
Rossii i za rubezhom: Paralleli i vzaimodeystviya”
[Art History in Context of Other Sciences in
Russia and Abroad: Parallels and Interactions],
comprised of 81 articles of activists of science,
education and culture well-known in Russia and
other countries.

The project is realized with the assistance of the
Russian Foundation for Fundamental Research (No.
17-04-14080) at the Moscow State A. G. Schnittke
Institute of Music, having gathered scholars —
representatives of Cambridge, the University
of Rome Tor Vergata, the Hunan University of
Science and Technologies, the Moscow State
M. V. Lomonosov University, the St. Petersburg
State University, the Russian Academy of Sciences,
the Moscow State P. I. Tchaikovsky Conservatory,
the Russian Institute of Theatrical Art (GITIS),
the St. Petersburg State N. A. Rimsky-Korsakov
Conservatory, the Russian Gnesins’ Academy of
Music, etc.

The Conference was founded in 2009 as a
continuous project and in its time became one of
the most authoritative interdisciplinary forums
of Russia in the sphere of scholarship related
to art. Prior to 2014 it was organized annually,

Art History in Context of Other Sciences in Russia and Abroad: Parallels and
Interactions: Collection of Works of the International Academic Conference, April 23-28,
2017, Moscow. Ed.-comp. by Grigory R. Konson. Moscow: Soglasie, 2017. 870 p.

HckyccTBOBeieHHE B KOHTEKCTE ApYyrux Hayk B Poccun u 3a pybesxom: IMapanmenu
) W B3aMMOJCHCTBUS: COOPHUK HAayYHBIX TPYIOB MEXAYHAPOIHOIH HayyHOIl KOH(pEepeHLUH
§ e #| 23-28 anpens 2017 roga, Mocksa / pex.-coct. I. P. Koncon. M.: Cornacue, 2017. 870 c.

subsequently — once every two years, in 2015 —
upon support of the Russian Humanitarian Scholarly
Foundation (No 15-04-14040). The project brought
together over 500 scholars from over 250 academic
institutions functioning in 30 countries in Europe,
North America and Asia.

The author of the project, chairman of the
organizing committee and editor of the compilation
is Doctor of Arts, Professor of the Russian State
Social University, Leading Research Associate
of the Institute of Cinema and Television (GITR)
Grigory R. Konson.

The project has been covered by the media,
including the National Observational Television
Channel “Prosveshchenie” [“Enlightenment”].

The mission of the project is the preservation
of the cultural past and the search for new
humanitarian values. The main themes deal with
the perfection of the perspective observational
models and the improvement of the quality of
preparation of academic texts in the sphere of
humanitarian and social sciences, as well as a
broad range of questions in the domain of the art
of classical and popular music, theater studies,
the history and theory of cinematography, the
interaction of folklore and professional creative
art of the near and far abroad. Separate attention is
given to the psychological-sociological problem
range.

The project is planned to be continued in 2019.

B 6a3e nannbix Web of Science Core Collection
Hayajach MHAEKCAIMs COOpPHHKA HAY4YHBIX TPYHOB
[0 MarepuajgaM MEXIyHapOAHOW HayyHOM KOH-
thepenmuu 23-28 anpens 2017 roga «MckyccTBo-
BEJICHUE B KOHTEKCTE APYyrux Hayk B Poccuu u 3a
pyoexxom: Iapamienu 1 B3aUMOACHCTBUS», BKIIO-

garomiero 81 crareio m3BecTHBIX B Poccuu u 3a eé
npenesaMu esTeNicii HayKu, 00pa30BaHus U KyiIb-
TYpBL.

[IpoexT peanuzoBan npu nojaepxke Poccuii-
ckoro (oHma GyHIAMEHTAIBHBIX HCCICIOBAHUM
(Ne 17-04-14080) B MOCKOBCKOM TOCYIapCTBCH-
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HOM HWHCTUTyTe My3blku umeHH A. I. Hlxutke,
cobpaB yu€HbIx — npencrtaBurencii KemOpumxa,
Pumckoro ynusepcutera Top Beprara, XyHaHcko-
o YHUBEPCUTETA HAYKU M TEXHOJOTHM, MOCKOB-
CKOTO TOCYJapCTBEHHOTO YHHMBEPCHUTETa HMEHHU
M. B. JlomonocoBa, Cankr-IleTepOyprckoro rocy-
JIapCTBEHHOI0 YHUBEpcHUTETA, Poccuiickoil akane-
MHH HayK, MOCKOBCKOM roCyapCTBEHHOU KOHCEP-
Baropuu umenu I1. U. Yaiikosckoro, Poccuiickoro
HHCTHTYyTa TearpanbHoro uckyccrBa (ITUUTHUC),
Canxrt-IlerepOyprckoit rocygapcTBEHHOW KOH-
cepparopun uMmern H. A. Pumckoro-Kopcaxkosa,
Poccuiickoil akajieMun My3bIKM UMEHU [ HECUHBIX
u Jp.

Kondepenmus 6pm1a co3mana B 2009 rogy kak
MIPOIOJDKAIOIINICS TPOEKT M CO BPEMEHEM cTajia
OHUM M3 CaMBIX aBTOPUTETHBIX MEXCIEIHaan3a-
UOHHBIX (opymMoB Poccun B chepe Hayku 06 wc-
kycctBe. Jlo 2014 roma mpoBOAWMIIACH E€XKETOIHO,
Janee — onuH pas B 2 rofa, B 2015 roxy — npu noa-
Jepxkke Poccriickoro ryMaHWTapHOIO HAay4HOI'O
donna (Ne 15-04-14040). [IpoekT 0ObEAMHUI CBBI-
me 500 yuénpix u3 6omnee gem 250 akageMHIeCKUX
yupexaeHnid, QyHkuuonupyromux B 30 crpanax
EBporer, CeBepHoit AMepuky U A3uH.

ABTOp TpOEKTa, MpeacenaTess OpraHu3aluoH-
HOTO KOMHTETA U PEJaKTOP-COCTABHUTENL COOpPHUKA
— JIOKTOp MCKyCCTBOBeneHus, nmpodeccop Poccnii-
CKOTO TOCYAApCTBEHHOTO COIMAJIFHOTO YHUBEPCH-
TeTa, BeAyIUMH HaydHbld coTpynHUK WHcTuTyTa
kuHo u tenesunenus ([MTPa) I'puropuit Pada-
anbeBud KOHCOH.

[Ipoekt ocemancs 8 CMU, B Tom uncie Ha-
LMOHATFHBIM 00Pa30BaTENbHBIM TEJIEBU3MOHHBIM
kaHajoMm «IIpocBenieHue.

Muccunsi mpoekTa 3aKJIIO49aeTcs B COXPaHEHHH
KyJBTYPHOTO TIPOLUIOTO M TIOWMCKE HOBBIX T'yMaHH-
TapHBIX [eHHOCTeH. OCHOBHBIE TEMBI KacaloTCs CO-
BEpILIEHCTBOBAHMS TEPCIIEKTUBHBIX 00pa3oBaTeib-
HBIX MOJIENEN U TIOBBIIICHNSI KaueCTBa MOATOTOBKU
aKaJIeMHYECKUX TEKCTOB B c(epe TYMaHHUTAPHBIX U
OOIIIECTBEHHBIX HAyK, a TAK)Ke HIMPOKOTO KPyra BO-
IIPOCOB B 00JIACTH KJIACCHYECKOTO M ACTPATHOTO MY-
3BIKAJIFHOTO HCKYCCTBA, T€aTPOBEACHUS, HCTOPUH U
Teopur KnHeMarorpada, B3auMoeicTBus GoIbKIIO-
pa u npohecCHOHATFHOTO TBOPUECTBA ONMKHETO U
JabHETO 3apy0exbs. OTaebHOe BHUIMAHUE YACTs-
€TCs TICHXO0JIOT0-COMOJIOTMYECKOM TIPOOJIEMAaTHKeE.

[Ipoekt mmanupyercst Kk npogokeHuio B 2019
romy.
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B 2017 romy B CaparoBckoil TOCyJapCTBEHHOU
KOHCEPBAaTOpUM BhILIIA B CBET MOHOrpadus Banenrtu-
Ha EBrenneBnua Xanenkoro «OT3BydYaBIiee...», U yxKe
B HBIHEIIHEM TO/ly COCTOSIIOCH €€ BTOpPOE JOMOJIHEHHOE
U3aHue.

Ckazath 00 3TOU MyONMKAIMK, YTO OHA YHUKAJbHA,
— He CKa3aTh HUUYEro. JTa KHUTa JOJIT0K/IaHHA HE TOJIBKO
JUId KOHCEpBaTOPHUH, HO M AJIS KyJIBTYpHOH 0OIIecTBEH-
Hoctu CapaTtoBa, OHa cTaja 3HAYUTENFHBIM COOBITHEM B
00J1acTH T'YMaHUTApHOTO 00pa3oBaHus. borareiimas Mo-
3aMKa UCTOPUKO-aPXHUBHBIX MAaTepHAJIOB U CBUIETEIBCTB
COBPEMEHHHUKOB O KyJIBTYpHOM Hacienun CapaToBCKOTO
Kpasi paCKphIBaeT UCTOPUIO 3aPOXKIACHHUS M CTAHOBICHUS
MY3BIKQJIBHOTO UCKYCCTBA.

Pa3roBop 0 naHHON KHHIE€ CTOMT Hadarb C TOTIO,
YTO OHa NPHHAIICKHUT Tepy He NPOoPeCCHOHAILHOIO
Jnuateparopa, a My3blkaHTa. Banentun EBrenbeBuu Xa-
HEIIKHUH, B3SBIIUN Ha ce0sl MOUCTHHE TUTAaHTCKUH TPYA
apxuBapuyca, coOupareisi mMarepuana O MY3bIKaJIbHOM
ucropun CaparoBa, — IMAHKCT, IIEAAror, npogeccop Ka-
¢denpsl cnenmanbHOro goprenuano CapaToBCKOH rocy-
napcTBeHHO koHcepBaropuu umenu JI. B. CoOuHoBa,
rae oH npopaboran 6oee monyseka (¢ 1965 mo 2017 r).
Joinroe Bpemst OH BEN KPONOTIMBBIE UCCIIENOBATEIbCKUE
U3BICKaHUS B 00JIaCTH UCTOPUH MY3BIKaJIbHOMN KyJIBTYpHI
CaparoBa u CapaTtoBckoii ryOepHHH, OITYyOIMKOBAB CBbI-
mre 50 crareit. I BOoT Ha §2-M rofy JKM3HU OCYIIECTBUII
CBOIO 3aBETHYIO MEUTY — BBIIIYCTHJI KHUTY, Ha IIECTHCTaX
C JIMIIHUM CTPaHUIAX KOTOPOHM KYJIBTypHbIE COOBITHS
CTPSAXHYJIH C ce0sl mpax BpeMEH, 00pETS BTOPYIO JKU3Hb.
Hcropusi My3bIKalabHONH M TeaTpaJIbHOM KU3HU ropoza,
HOPTPETHI My3bIKAHTOB, KOMIIO3UTOPOB U UCTIOJIHUTEIICH
MO3aIPOIIJIOr0 U MPOIIJIOr0 BEKOB CIIOBHO OXKMBAIOT Ha
CTpaHHUIAX W3JAHUA, U IS YUTAIOUIETO 3Ty KHUTY CIIO-
Ba «IHAJIOT KYJIBTYP», «CBA3b BPEMEH)» IEPECTAIOT OBITH
T GUTYPOH pedH.

B npenucioBun, Ha3BaHHOM HEHMMOBEPHO EMKO —
«Kuwura xxuzaun», Hatanest Bnagumupoaa Koponesckasi,

BJIOXKHBILAsE OTPOMHEHIIUN TPy B MOJATOTOBKY W3AaHHS
K ITyOIMKaIy, IpUBOAMT ciioBa Banentuna EBrenseBu-
ya: «MHe OBLIO HHTepeCHO OOJIbINe Y3HATh O TEX JIOASX,
0 KOTOPBIX HMYETro He ObLIO U3BECTHO, U 51 HaYall KOMarh.
D10 OBUIM MO-HACTOSIIEMY BEJIUKUE JIFOAM, TaKue Kak
Mensenes, CnuBuHckuii, Dxcuep, Pynoned... Y Obu10
0OHTHO, YTO OHU YHJIYT, U HUKTO O HUX HE BCIIOMHHUT...».

[TamsTh U yBaXKeHHE, YEro Tak 4acTO HE XBaTaeT B
COBPEMEHHOW CYeTHOM >KHM3HHU, CTalld TOJYKOM K KpO-
MOTJIMBOH paboTe 1Mo cOOpy MCTOPUYESCKOTO MaTepHasia
0 TBopueckoii xu3Hu CaparoBa. OO UCTOPHUH CO3MAHHUS
Tpyna Haranes BnagumupoBHa nuiier ciepyroliee:
«Kuura B. Xanenkoro pocia u 3peiia cama co0Oii: BbI-
XOIWJIa OTJIENBHBIMU CTaThsIMHU, KOTOpBIE IOMOIHSIN
OoubnoTeuHble (POHIBI KOHCEPBATOPHH, MYOIMKOBAIUCH
B KOHCepBaTopcKkoi razete “KameprtoH”, re crenuanb-
HO 7151 XaHEIKoro Obu1a OTKpeITa pyopuka “U3 ucropun
koHcepBaTopun”’. CuctemMarnyeckue MyOMuKaluu, 0Co-
6enHo B npennsepun 100-1erust CaparoBckoii KoHcepBa-
TOpHUH, IPUIATH UCTOPHUUYECKON TeMe PE30HAHC, CIeaB
e€ cdepoil MOCTOSIHHOrO BHUMaHHs KOHCEPBAaTOPCKOM
o0uiecTBeHHOCTH. Tak YTO €CIIM Mbl CErofiHs J0CTaTOu-
HO OCBEJIOMJIEHBI O MEPBBIX 11arax TPETbEH POCCUNCKON
KOHCEpBATOpHUH ¢ e€ KopudesMu, To BO MHOTOM OJiaroia-
pst ctapanusaM B. Xanenkoroy.

[ToMHMO papUTETHBIX JOKYMEHTOB, B KHHUIE Ipe.-
cTaBJeH OOIIMpHEeHNI U penyaiinuii poromarepuan —
BHJIBI CTAPOTO rOpo/ia, 31aHH, TaK UJIM MHAUE CBSI3aHHBIE
C MY3bIKaJIbHBIMU COOBITHSAMH (T€arpbl, My3y4WIIHILIE,
KOHCEpBATOpUSI ), TPOrpaMMbl U a) U1 KOHIIEPTHBIX BbI-
CTYIUICHUI 3HAMEHUTBIX MY3bIKAHTOB U, KOHEYHO, MOPT-
pPEeTBl MY3BIKAJbHBIX M TeaTPaJbHBIX AEATENIeH IpOI-
JIOTO.

TexcTOoBOE MPOCTPAHCTBO HCCIEIOBAHUSA OPraHU-
30BaHO IO CTPOTOM XPOHOJOIMH, KOTOpas HE MeIIaeT
eMy OCTaBaThCsi 00bEMHBIM, MHOTOOOPa3HbIM U TapMo-
HUYECKH IeJIOCTHRIM. Ilocie mpouTeHus cKiaabIBaeTCs
CJIO’KHAsl, MHOTOCJIOWHAsI KapTHHA, PUCYIOLIAsi, OIHAKO,
JKUBOM OpraHu3M MY3bIKAJIbHOM KYJIBTYPBI B €10 T'€HE3H-
Ce M JBIDKEHHUH.

HccrnenoBanue OTIMYAETCS MOCIEIOBATENEHOCTHIO
B OCBELICHMU My3bIKaJbHOW >kn3HM CaparoBa. K unc-
JIy BKHEHWIIMX IOCTOMHCTB KHUTH OTHOCHUTCSI TO, YTO B
Hell BHepBble ObIa CUCTEMHO CTPYKTYpPHpOBaHAa MaHO-
pama My3bIKaJIbHBIX cOObITHIT CapaToBCKOil IyOepHHH.
HeunmMoBepHO TpymHO OBLIO MPUBECTH K €AWHOMY 3Ha-
MEHATEJIO U BBICTPOUTH B JIOTHYECKYIO MOCIIEI0BATENb-
HOCTb CTOJIb OOLIMPHYIO HHPOPMALIUIO. APXUTEKTOHUKA
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00BEMHOTO TPY/a OXBaThIBAET 3HAYNUTEIbHBIA HCTOPUYE-
ckuii epuoa — ¢ 1873 mo 1958 ron — u npeacTaér ciox-
HOl MHOIOYPOBHEBOH CTPYKTYpO#l, B KOTOPOW Hapsay
C IENaHTUYHO BBIBEPEHHOH XPOHUKOM MYy3bIKaJIbHOU
JKU3HU Topojia BEAETCs KUBOM paccka3 O raCcTpOJIbHBIX
CHEKTAKJIAX OMEPHBIX TPYII, OJaroTBOPUTEIBHBIX KOH-
HepTax M OTKPBITBIX yUeHHuYeckux Bedepax. OtTaens-
HOE€ BHUMAaHHE OTBOIWTCSA KOHI[EPTaM TacTpoiEpoB —
BOKAJIUCTOB, HHCTPYMEHTAJIUCTOB, THAHUCTOB.

My3bikajibHast xku3Hb CaparoBa U ryOepHUH He ObLia
OTBJICYEHHOI, a IIIJIa B HOTY C COIMAIbHO-00IIECTBEHHBI-
mu coObrTusiMu XIX u XX BEeKoB, 1 IOTOMY aBTOp Ipel-
BapseT €XErogHble XPOHMKH My3bIKambHOTo CapartoBa
XPOHHKAMU HUCTOpUYECKHid cOOBbITHH. Bcé 310 co3maér
OIITYIIIEHHE TTOJIHOTO MOTPYKEHUS B IIPOIILIOE — OT3BY4YaB-
mree. .. Ho 6maromaps aBTopy — poIioe BHOBb OXKMBIIEE,
BCTYINHUBIIIEE B AUAJIOT C YATATEIIEM.

ITo muenmio H. B. Koponesckoif, «B. Xanenxwuii
B3sUT Ha ce0s MOMCTHHE TUTAHWYECKHH TPy BOCCTaHO-
BUTh UMEHHO TO, YTO TPyJZHEE BCETO MOANAETCS BOCCTA-
HOBJICHHIO — JKHBYIO MY3bIKalIbHYIO armocdepy». Jleu-
CTBHUTEJIHHO, aBTOP MPHUBOAUT OTPOMHEHIIIEE KOTHIECTBO
OT3BIBOB MY3BIKAIBHBIX KPUTHKOB, OMYOJIMKOBAHHBIX B
TOPOJICKUX Ta3eTax, M0Cie MPOYTEHHsI KOTOPBIX HEBOJIb-
HO HaIpalinBaroOTCs BBIBOJIBI, BO-IIEPBBIX, O OOraTcTBe U
MHTEHCUBHOCTH MY3BIKaNbHOM ku3HU CaparoBa, BO-BTO-
PBIX, O CTHJIMCTHKE M MY3BIKaJIHON 3pyAMPOBaHHOCTH
JIOPEBONIOLIMOHHBIX XKYPHAJIUCTOB U, B-TPETHHUX, O TOH
MY3BIKAIbHOM, MOMCTHHE BONIIEOHON aype, B KOTOPYIO
ObUTM BOBJICUEHBI HE TOJBKO MCIIOJHWUTENH, KPUTHUKH,
HO U ciymatenu. Hanpumep, B pyOpuxe «KoHuepTs ra-
CTPONEPOB-NIMAHUCTOBRY» aBTOP IPUBOIHUT OT3BIB HEKOETO
«®D. A.», onyOnukoBaHHbIN B «CapaToBCKOM BECTHHKE)
3a 1911 rox (Ne 22 ot 28 stHBapsT), 0 BEICTYIUICHUH 24-71€T-
Hero A. PyOunmreiina: «Konuept Aprypa PyOuHmTei-
Ha 3aMHTEPECOBaJl CapaTOBCKUX MeEJIOMaHOB. Mosoaoit
MUAHKCT 00NalaeT KOJOCCAIbHON TEXHUKOW, JJI KO-
TOPOM, MO-BUJAUMOMY, TPYIHOCTEH HE CYLIECTBYET, YTO
OH M JI0Ka3aJl Iepejfadeil 4pe3BhIYaiiHO TPYAHOTO 3TIO-
na JIucra v monoHesa As dur, HCIIOTHEHHEIX B OEILIEHOM
temrie. CIIOBOM, CO CTOPOHBI BHeLIHEH I. PyOuHmTeiiH
— muaHuCT Onectaumii. Heckonpko MHOE BIeYaTiIeHHE
0CTaéTCs OT BBISBICHUS BHYTPEHHETO COIEPIKaHUS IIbEC.
[Tpu GonblIOM TeMIepaMeHTe MHOTOE eIl YCKOJIb3aeT
OT B3DVIAJa apTUCTa, YTO BIPOYEM BIOJIHE OOBICHUMO,
TaK Kak KOHIIEPTaHT emé o4deHb Mojoa». [1omoOHBbIi
pa3bop AEMOHCTPHPYET, HACKOJIbKO IPUTA3ATEIbHBIMU
OBLIH 3arIPOCHl MPOBUHIIMAIBHBIX KPUTHUKOB U 3pUTEIICH
K UCIOJHUTEIO, YbH KOHLIEPTHI B T€ TOMBI C OOIBLINM
ycrnexoM npoxoAusid B ABctpun, Utanuu, AHTINH.

W 310 — TONBKO OHO M3 3HAMEHHTHIX UMEH, YIIOMU-
HAeMBIX Ha CTPaHMI[AX H3AHUS, a IIPEICTaBICHBI elé

A.H. Cxpsi6un, C. B. Paxmanunos, @. W. [lansmun, 5. Xei-
¢er, C. C. IIpoxodses, U. Tohman, . Kydenuk, JI. B. Cobu-
HoB, M. E. Mengenes, C. M. Kozomynos, 1. Y. CiuBUHCKMIA,
C. K. Oxcnep, I. 3. Kontoc, B. I. Bpannt, JI. B. Poctporo-
BUY, Oparbs . 5. u Sl. f1. Taeku, JI. M. Pynonbsd u MHOTHE
JpyTHe, BIMCABIIHE OJIECTSIINE CTPAHHLIBI B JIETOITHCH MYy-
3bIKaJIbHOM %ku3HU Poccuu.

Ota KHHra, OE3yCIOBHO, CTaHET BaKHBIM HH(OpMa-
IIHOHHO-TIO3HABATEIIFHBIM PECYpCcOM Il BCEX HHTEpe-
CYIOIIMXCSI MY3bIKaJJbHOM M B LEJIOM XY[I0’K€CTBEHHOM
KynbTypoit CapaToBCKOTO Kpas. OTO HOUIMHHO HCCIIeN0-
BaresbcKas paboTa, MOCKOJIBKY HPE/CTABISAET HE TOJIBKO
cO0p HH(POPMAIMOHHBIX CBEICHHI, HO U aHATIUTHKY KYJTb-
TYPHOTO NIPOCTPAHCTBA M OOIIECTBEHHO KHU3HH, OIpese-
JISFOIIMX MaruCTPaJIN XyHI0XKECTBEHHOTO IpoIiecca.

Bcé 310 B 11€710M MO3BOJISIET YTBEPK1aTh, YTO PEIICH-
3upyemas paboTa JISKUT B pyCiie HOBOT'O UCCIIEI0BATEINb-
CKOTO HalpaBlICHHs, OCHOBAHHEM KOTOPOTO BBICTYIIAeT
KYJIBTYpOBEIUECKUM KOHIENT C TEHACHIMEN K HCTOPH-
KO-apXMBHOM KOHTEKCTYyaJIbHOCTH M3y4EHHUS MY3bIKH.

BoccraHoBneHne MOTEPSHHBIX U Pa30pBaHHBIX CBS-
3eil, BO3BpalleHHe 3a0bIThIX MIMEH — TAKYIO 3a/1a4y 110CTa-
BUJI Tiepes] co00it aBTOp U, HECMOTPS Ha €€ TPYIOEMKOCTh
U BPEMSI3aTPAaTHOCTb, YIIOPHO MIEN K LEIH, YTOObI B KOHIIE
MYTH MPU3HATECS: «...HauYUHAs CeH TPyH, S M HE NOMBIII-
JISUT O TOM, YTO KOIJa-HUOYJb OH IIPEBPATHTCSI B KHUTY.
To, uTo ynaBamoch HaWTH (PELEH3WH M OT3BIBBI Ha KOH-
LEePTHI ¥ CIEKTAK/IN) B COXPAaHUBIIHNXCS B apXUBE ra3eTax,
a TOpOo# ¥ OOPBIBKAX ra3eT U )KypHAJIOB 0e3 J1aT U HOMe-
POB, KOTOpbIE MPUXOJUIOCH COOTHOCUTD C aUIIaMH HUITA
OoJiee paHHMMH Ta3eTHHIMH aHOHCaMH, MyOJIMKOBAJIOCH
OTHENBHBIMH CTaThbIMH B mepuomguke. Ho mMeHHO 3TH
MyOJIMKAIMY TIOMOIIIM YBHIETh CO3/aBaBLINECS B Pa3HbIC
TOZIbI MaTepHalbl Kak ofHo 1enoey (13 peun B. E. Xaner-
KOro Ha npe3eHTauuu KHurd B Mae 2018 roga). Koneunyto
«UHTErpalyio B MOHOTpa(uiecKoe N3laHnue» 3THX Mare-
puanos BanentuH EBrenpeBuY paccMaTrpuBaeT «Kak Ipu-
HOIIIEHHE KOHCEPBAaTOPHM», C KOTOPOH €ro KHU3Hb CBA3aHa
Ha NPOTSDKEHUH MHOTHX JIECATHIICTHH.

BesycioBHO, 3TO HE HOCIEIHHE CTPAHMIBI MYy3bI-
KaJbHOM JIETONHCH TOpoja, B KOTOPOM IPOJOIDKAEeTCA
aKTHBHAsA KyJIbTypHas, TBOpUECKasl >KU3Hb, U OyTyLIHii
HCCIIEIOBATENIb YBEKOBEUUT €€ B HOBOM TpyAe, Te UM
B. E. Xaneuxoro 3aiiMET cBOE 1OCTOWHOE MECTO.

Cgetiana IlerpoBua llabikoBa,

KaHJHMIAT UCKYCCTBOBEICHUS,
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repMEHEBTMKa KaK ME€TOAOAOIMA
3AMOXU NMOCTMOAEPHA U MOCTINMOCTMOAEPHA

CoBpeMeHHBII MUP CTOUT Ha OPOTe MIECTOTO TEXHOJIOTMYECKOTO YKJIa/la, OCHOBY KOTOPOTO JOJKHBI COCTaBUTh
HayKOEMKHeE, UIH «BBICOKHE», TEXHOJIOTHH U KOHTYPHI KOTOPOTO YK€ HAYMHAIOT CKJIA/IbIBATHCS B Pa3BUTHIX CTPaHax
Mupa. MarepuanbHyI0 OCHOBY 3IOXHM IOCTMOAEPHA M TOCTIIOCTMOAEPHA COCTAaBIIAIOT JOCTHXKEHHS IIITOTO M
HIECTOTO TEXHOJOTMYECKUX yKianoB. KynbTypa COBpEeMEHHOIO MOCTHHAYCTPUAIBLHOTO OOIIECTBA — 3TO KYJIBTypa
TEeXHHKH, TEXHOJOTWi u uHpopManuu. Bce 3HaHMS MarepHain30BaHbl B TekcTaX. HeoOXOIMMOCTh MOCTHXKEHHUS
MHO)KECTBA CMBICJIOBBIX IIJIAHOB TPEOYeT Pa3MBIIUICHUH M MHTyHLIUH. L{enblo naHHO# cTaTbu sIBIsIETCS YSCHEHHE
cre(UKY TTOHUMAHUSI TePMEHEBTUKH B (QUIIOCOPHUN MOCTMOAECPHU3MA. AHTHPALMOHATUCTUYHOCTh KaK OCHOBHAS
XapaKTepUCTUKA MOCTMOJIEpHU3Ma OOYCIIOBHJIA YCHIICHHE €r0 BHUMaHUs K cdepe CO3HaHHs CyObeKTa MO3HAHMS.
K. Hdeppuna nzydaeT peajbHOCTh KaK TEKCT, B KOTOPOM TepMEHEBTHUECKHUN METOA HaéT BO3MOXHOCTH YCBOEHHS
CMBICJIa 3HAKOB JIFOOOTO BHJIa MBICTHTENBHOM AedrensHocTH. M. DyKko paccMaTpuBaeT KyJIbTypy Kak COBOKYITHOCTH
TEKCTOB, NPEACTABIAIONINX pa3lUYHble AacleKThl JKU3HH. MeToJ TepMEHEBTUKH B IOCTMOACPHHU3ME HMeEeT
KOHIIENTyaJIbHOE 3HadeHue. Uepes conepexnBaHne, MHTYUIHIO TePMEHEBTHKA CIOCOOHA PEKOHCTPYHPOBATh KAPTUHY
COOBITHH, KOTOpPBIE MPEACTaBAT MHOE BUACHUE KapTHHBI Mupa. [locTMOmEpHH3M TpaKTyeT MOHMMaHHE KaK CII0CO0
CYIIECTBOBAaHHUS YEJIOBEKA, II0ATOMY HaJleJI1eT TepMEHEBTHUECKUI METOl OHTOJIOIMYECKUM cTaTycoM. B HoBoi Mozmenn
KYJIBTYpBI CyIIECTBYIOIINE MOHSITHS U KAaTETOPUU CTAHOBSITCSI 0230BBIMU JIJIsl CO3/IAHUSI HOBBIX CMBICIIOB, HJIEH, HOBOI
KyJIBTYypHOI mapagurmbl. ECTeCTBEHHBIM OKa3bIBAETCs MEPEXO]] B Chepy CO3HAHMS, YTO MOPOXKAAET IPoOIeMy TBOpPLA
U ero TBopeHus. biiarogapst mmpoxo GpyHKIMOHAIBHOCTY TEPMEHEBTHUYECKHI METOI B (hHI0CO(UHU TOCTMOIEpHU3MA
CUMTAeTCsA OAHUM M3 BOKHEHIIHNX ISl aHAIM3a COBPEMEHHOTO YeIoBeKa U MHUpa.

KaroueBble caoBa: TEXHOJIOTMYECKHI YKiaa, mocTMOACPH, MOCTIIOCTMOACPH, (1)I/IJ'IOCO(1)I/I${ MnoCTMOACPHN3MA,
FCpMCHCBTI/I‘leCKI/Iﬁ MCETOJ, TCKCT KYJIbTYPbI, BHCPALNOHAJIbHBIC METOAbI TO3HAHUSA, UHTYULIUA, Cy6’B€KT IIO3HaHUA.

Jna yumuposanus: Apramxuna T. A., [apésa H. A. I'epMeHeBTHKa KaK METOJONOTHS SIOXH MOCTMOIEpHA
u octnoctmozepHa // IlpobneMsr my3bikanbpHOM Hayku. 2018. Ne 3. C. 128-136.
DOI: 10.17674/1997-0854.2018.3.128-136.

TAMARA A. ARTASHKINA, NADEZHDA A. TSAREVA

School of Arts and Humanities of the Far Eastern Federal University
Far Eastern State Technical Fisheries University
Viadivostok, Russia
ORCID: 0000-0001-7806-7182, tam.artand@gmail.com
ORCID: 0000-0002-6179-3978, nadezda58@rambler.ru

Hermeneutics as a Methodology of the Post-Modern
and Post-Post-Modern Eras

The contemporary world stands at the threshold of the sixth technological structure the basis of which must be
comprised of the knowledge-intensive, or “high” the technologies, the contours of which are already beginning to form
in the developed countries of the world. The material foundation of the Post-Modern and Post-Post-Modern eras is
comprised of the achievements of the fifth and sixth technological structures. The culture of the contemporary post-
industrial society is the culture of technics, technology and information. All knowledge materializes itself in texts.
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The necessity for achievement of a multitude of semantic planes demands reflection and intuition. The aim of the
present article is to clarify the specificity of the understanding of hermeneutics in the philosophy of post-modernism.
Anti-rationality as the main characteristic feature of post-modernism has stipulated the intensification of its attention
towards the sphere of the creation of the subject of knowledge. Jacques Derrida examines reality as a text in which the
hermeneutic method presents the opportunity of mastering the meaning of signs of any type of thinking activity. Michel
Foucault examines culture as an aggregate of texts presenting various aspects of life. The method of hermeneutics
in Post-Modernism possesses a conceptual meaning. Through empathy and intuition hermeneutics is capable of
reconstructing the picture of events which present a different perspective of the picture of the world. Post-Modernism
interprets understanding as a means of existence of the human being, and for this reason it endows the hermeneutical
method with an ontological status. In the new model of culture the existing concepts and categories become basic for
the creation of new meanings, ideas and a new cultural paradigm. What becomes a natural occurrence is the transferal
into the sphere of consciousness, which generates the problem of the creator and his creation. As the result of wide
functionality the hermeneutical method in the philosophy of Post-Modernism is considered to be the most important
for analysis of the contemporary human being and the world.

Keywords: the technological mode, the Post-Modern, the Post-Post-Modern, the philosophy of Post-Modernism,
the hermeneutical method, the text of culture, supra-rational methods of cognition, intuition, subject of cognition.
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OHATHE KYyNbTYpHl B POCCHHCKOM COITHAJIb-

HO-TYMAaHHTAapHOM IIO3HAHUHU B IIOCIICAHUE

TPUIUATh JICT JBaKIBI MEHSJIO CBOH JIOTH-
YEeCKHUH CTaTyC: COBEPIIMICS IEepexol OT OOIIeHayd-
HOU kareropuu 1990-x romoB K MOHATUIO KOHIENTA
B mocnennee necsrwierne. CMeHa JIOTHYECKOTO CTa-
Tyca MOHATHS «KYJIBTYPa» OOBACHIETCS TEM, UTO Ka-
TETOpHs SIBISIETCS MIPEACTHHO OOLINM IOHSTHEM, HE
HUMEET POJIOBOTO TOHATHS U SBISETCS PE3yNbTaTOM
3aBEPIIAOIIETO aKTa a0CTPArupOBaHUS OT IPEAMETOB
UX 0COOCHHBIX ITpHU3HAKOB. OHAKO yKe caM (pakT Ha-
JIMYHSI HECKOJIBKUX COTEH OIPENeICHUH KYJIbTypHI TO-
BOPHT 00 OTCYTCTBHUH POJIOBOTO HOHSTHUS «KYIBTYPa»
U INIaBHOE — 00 OTCYTCTBHUHM JIOTHYECKON oTepanuu ad-
CTparupoBaHus IIPU €ro omnpeaencHuu. B 1o xe Bpe-
M1 SKCIUIMKALIMS HApaBJeHA HA BBIIBICHHE CMBICIIA
HOHATHSA, PENpPE3CHTAlUI0 OOINEro NpeCTaBICHHS
O TIOHSTHH C ITOMOIIBbI0 KOHCTATALMN HEKUX CBOWCTB
WM KauecTB (peHOMEHa KynbTyphl. Bcemu aTumm xa-
PaKTEepPUCTUKAMH 00JIaIaeT KOHIICIIT.

B coBpemeHHOI poccuiickoi Tpaauuu KyibTypa
BCE yalle paccMarpuBaeTcs Kak ¢opma OBITHS, KOTO-
pas moaBepraeTcs OMpenelNEHHBIM TpaHC(OpMAIIM
[2]. O1u TpaHChOpPMAaIM TPOUCXONAT MO HEIOCPE/-
CTBEHHBIM BO3/ICHCTBHEM MIATOI TOCIIE BOSHUKHOBECHUS
pedn, M300peTeHUs MUCbMEHHOCTH, KHUTOIICYaTaHus,
pamuo U TeneBUACHUs WH()OPMALMOHHON pPEBOIIO-
I[UY, KJIIOUEBBIC 3HAKA M CHMBOJIBI KOTOPOH — KOM-
nproTep, Mynsrumenua, Murepuer. Ilepsele npusHaku
TpaHchOpMalMK  KYJABTYpbl ObUTH  3a()MKCHPOBAHBI
B Pa3HBIX CTpaHaX B 3aMaJHOM COLMOJIOTHU B KOHIIE

1960-x — nagane 1970-x rogos (I. M. Maktosn [16],
A. Mons [18], E. Macyna, 1. benun [3] u ap.). [Tocaeno-
BaTeJIbHBIC 3Talbl TpaHcHopMalru KyIbTyphl Kak (op-
MBI OBITHSI HALIUTH CBOE OTpa)KEHHE B TEPMHHOJIOTHH,
ObUT BBIABUHYT TEPMUH «IIOCTHHAYCTpUAIIBHOE OOIIe-
cTBO». 3. A. Apad-Omibl otMeuaert, uto B 1980-¢ ronsl
KOHIIETIIUS TTOCTUHIYCTPUATBHOTO OOLIecTBa, HE U3-
MEHsIsI CBOETO COIMATbHO-I)KOHOMUYECKOTO COIepiKa-
HUSI, TIONy4aeT pa3BUTHE B TEOPUH HH(DOPMAITHOHHOTO
obmiecrtna [1, c. 497-498].

B T0 ke BpeMs B 3an1aIHOEBPONENCKON HCTOPHO-
rpadun U Qurocodhun MOSBUICS TEPMUH «IIOCTMO-
JiepH» Kak 0003HaueHHeE 3MOXH, CIEAYIOIEH 3a MOXO0M
WHAYCTpUaIN3Ma M CBSI3aHHOW C MaJeHHeM HIe0JO0-
THYECKHUX, HALIMOHAJBHBIX, PEIUTHO3HBIX OaphepoB,
¢ (opmupoBanueM HHPOPMAIMOHHOTO OOIIECTBA H
CO3JIaHMEM YHHBEPCAIbHBIX KOMMYHHUKAIIHHA.

Kak Bugum, ans o06o3HaueHHs COBPEMEHHOMN
HUCTOPUYECKON JIOXM HAJINYECTBYET Y¥KE YCTOSB-
LIMCA TOHATHUHHBIN Psii MOCTUHIYCTPHAIbHOE 00-
IIeCTBO — WH(OPMALMOHHOE OOIIECTBO — IMOCTMO-
nepH. Mcnonb3oBaHue pa3inyHONW TEPMUHOJIOTUU [JIS
0003Ha4YeHUsI OIHOTO M TOTO ke (heHOMEHa TOBOPHUT
0 JMCIMIUIMHAPHON Pa30OLIEHHOCTH UCCeq0BaTeei,
AHAJM3UPYIOIIMX JIUIIb Ty CTOPOHY SIBIEHHS, KOTOpas
OTHOCHUTCA K IPEIMETHOMY TIOJIIO UX HAyYHOH AesATelNb-
HOCTH, U BBIICIISIOIIMX TEM CaMbIM Pa3JIM4HbIC Xapak-
TEPUCTUKHU U Ka4eCTBA U3y4aeMoro (peHOMEHa.

[onsTuio «mocTMonepH», 0003HAYAIOLIEMY HO-
BYIO HCTOPHUYECKYIO 3I0XY, aJJEKBaTHO COOTBETCTBYET
MOHATHE «IIOCTMOAEPHHU3M» KaK COLUOJIOrMYEcKas,
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HUCTOPHUKO-(prnocockast ~ KOHIETIUS  BOCIPHITHS
MHpa B 3MOXy NocTHHAycTpuanuiMma. Iloctmonep-
HU3M OBLJT BBIAEIIEH 3aI1aJHBIMH COLIMOIOTaMH B KOHIIE
1980-x romoB kak crienu(puiecKoe IBICHUE B UCTOPHH
u conuonoruy. O0Iee TOHUMaHUE TOCTMOAECPHU3MA
paspaborano (QpaHiy3ckumMu  (unocodpaMu-mocT-
crpykrypanuctamu M. ®@yko, XK. Heppuna, XK. boa-
puiispom.

B Hacrosimee BpeMst Ha CMEHY KOHIISTIIIUSIM IIOCT-
MOZIEpHU3MA IPUXOAAT KOHIICTIUH IOCTIIOCTMOJCP-
HU3Ma (Apyroe Ha3BaHHE — MeTamojuepHu3M). OaHH
HCCIICIIOBATeIM OTMEUAIOT, YTO IOHATHE IMOCTIOCT-
MOZIEPHU3Ma OTHOCHUTCS K IIUPOKOMY Kpyry Hapabo-
TOK B KPUTHYECCKOH TEOpHH, (HPUIOCODUH, HCKYCCTBE,
JUTEpaType, apXUTEKType U KYJIbType, HalPaBICHHBIX
Ha TIpeojoJICHHE IMOCTMoAepHM3MaA. [lpyrue, cpemu
koTopbelXx — O. A. MUTpOILIEHKOB, YTBEPKAAIOT, YTO
«¥ MHPOBO33pEHHE, U IIEHHOCTH MOCTMO/IEPHA U TI0-
CTMOJICpHM3MA HCUCPIIBIBAIOT CBOM IOTEHIINAN, a Ka-
TEroOpHH MOAEPHA U IOCTMOJICPHA HE CIIPABIISIOTCS
C OCMBICIIEHHEM PEATIbHOCTH, HE YCIIEBAIOT 3a €€ BbI-
3oBaMm» [17].

OnHako kakue Obl KOHIENIIMU U TOPHU Pa3BUTHS
COBPEMEHHOM KyNbTyphl MBI HU pacCMaTpHUBaNU, UX
BCE OOBETUHSIOT /IBE KaUeCTBEHHBIC XaAPAKTEPUCTHU-
ku: 1) mpocTpaHCTBEHHBIH MacuITad OXBaTra aHaNHU-
3UPYEMBIX SIBIICHUI U ()CHOMEHOB; 2) HHTepIpeTaLUs
CIOCOOOB OBITHA C HE(HUKCUPOBAHHBIM CTATYyCOM.
I'panuiel pernoHa pacnpoCTpaHEHUs 3THX (heHo-
MEHOB JETEPMUHHUPYIOTCS CKOPOCTBIO U YpPOBHEM
pacIpoCTpaHEHUs] IPOMBIIIJICHHON, HAayYHO-TEXHH-
YEeCKOM MM Hay4YHO-TEXHOJIOTMYECKOH PpEBOJIIOLUIA,
MEHSIIOIUX YCJIOBUSI KU3HEACATCIBHOCTH, CHCTEMY
LEHHOCTEH YeJIOBEUECKOr0 COOOIIECTBA U PETHOHBI
MOJIUTUYECKOTO WM 3SKOHOMUYECKOTO IOJUMHEHUS
WY B3aUMOJCHCTBUSI PA3HBIX TOCYIapCTB.

C HemaBHETO BPEMEHU OJJHUM U3 CAMBIX MOMYJISpP-
HBIX CTal TE3UC O HEOOXOJUMOCTU OIEPEXKAIOLIEro
PasBUTHS HAayKH U JUHAMHUYHOH peanusanuu e€ 10-
CTIXKEHUH. DTa TEHICHIMUs Halula CBOE OTpa)KeHUE
B MOHATUH «TEXHOJIOTHUYECKUH YKIaJ», MOSBICHUEM
KOTOPOTO MHp 00513aH U3BECTHOMY POCCHICKOMY yué-
Homy-3koHomucty H. JI. KongparbeBy, pa3paboras-
mieMy TEOpUI0 LUKIMYHOCTU B dKOoHOMUKeE [14]. DTa
Teopusl MOMy4Mia AajibHeillee pa3BuTHe B paboTax
A. C. JIeeoBa u C. FO. I'ma3zbeBa 1o COBpEMEHHBIM
Ha3BaHUEM «TEXHOJOTMYecKuil ykiany [15; 6].

B Hacrosimee BpeMsl pasinyaroT IIECTb TEXHO-
JIOTMYECKUX YyKIanoB. OCHOBYy 4YeTBEPTOro ykiana
COCTaBIISICT Pa3BUTUE 3HEPreTHUKH C HCIOJIb30BAHU-
eM He(Tu U He(TENPOAYKTOB, ra3a, CPEACTB CBS3H,
HOBBIX CHHTETHYECKHX Marepuanos. [losBunuce u

LIIMPOKO PacHpOCTPAaHWINCh KOMIBIOTEPHI U TIPO-
rpaMMHbIE IPOAYKTHI Uit HUX. [1aThIi yKiIan onupa-
€TCsl Ha TOCTHKEHUS B 00JaCTH MHUKPOIJIEKTPOHUKH,
nH(pOpPMATUKH, OMOTEXHOJIOTHH, TEHHOW UH)KEHEPUH,
HCIIOJIb30BaHNS HOBBIX BHUJIOB 3HEPI'MH, MaTEpHaJIOB,
OCBOEHHUSI KOCMHYECKOIO IPOCTPAHCTBA, CITyTHHUKO-
BOM CBsI3U M T. 1. [IporHo3upyercs, 4To MIECTON TeX-
HOJIOTHUECKHUH yKJa]l Oy[IeT OCHOBBIBAaTbCS Ha Pa3BU-
THU HayKOEMKHX, MU «BBICOKUX», TEXHOJIOTHI. DTO
OMOTEXHOJIOTUH, HAHOTEXHOJIOTHH, POOOTOTEXHHKA,
TEXHOJIOTUHU BUPTYaJIbHON pEealbHOCTH.

YcnoBHO TOBOpPS, B OCHOBE KYJIBTYpPBl IOCTMO-
JIepHa JIeXaT YeTBEPTHIM U MATHIN TEXHOIOTHYECKHE
ykinanel. KyneTypa mocrtmoctMonepHa Oazupyercs
Ha JOCTHXEHMSX MATOTO M B KAKOH-TO CTENEHH MpO-
THO3ZUPYETCS Ha IIECTOM TEXHOJOTMYECKOM YKIAJe.
OpHo#t U3 0COOEHHOCTEH MOCTIIOCTMOASPHUCTCKOM
KapTHHBI MUPa SBJISIETCA TO, YTO MOCTIOMOAECPHU3M
HE TOJIBKO OTKa3bIBAETCS OT MHTEPTEKCTYaJIbHOCTH,
3apoXKJIeHHe KOTOpOil ObLIO AeTepMHUHHUPOBAHO HH-
(OpMaLlMOHHBIMU TEXHOJIOTHSIMHU, a MEePEeXOJUT Ha
KauyeCTBEHHO HOBBII YpPOBEHb BOCCO3JaHUS IEp-
UENTUBHBIX M KYIBTYPHBIX IUIACTOB HH(OpMAIuu.
O. A. MUTpOLIEHKOB BBIAENSIET YeTHIPE KOMIIOHEHTA
MOCTIIOCTMOZIEPHA, OTYETIUBO CIOKHUBIINXCS K Ha-
CTOSIILIEMY BpEeMEHH: BUPTyalIU3alus MPOCTPAHCTBA
COLIMAIbHBIX B3aUMOJEHCTBUI; CO3MaHHE TEXHO-
00pa3oB Kak CBOEOOpa3HbIX aTTPaKTOPOB COLMATb-
HBIX B3aMMOJICHCTBUH; «TIIOKATH3AIMI» COOOMIECTB
B paMKax TII0O0amu3aluy; TPaHCCEHTHMEHTATIH3M
[17].

Kynerypa coBpeMEHHOro MOCTHHIYCTPHUAIbHO-
ro oOmiecTBa — 3TO KyJIbTypa TEXHHKH, TEXHOJIOTHH
u nHpopmarmu. MHDOpMaMOHHOE OOIIECTBO POXK-
JaeT MHTEPHET-IPOCTPAHCTBO — TIIOOANBHBIN MHUp —
MHUDP BO3MOXXHOCTeH. Bce 3HaHMA MarepuaIn30BaHBI
B TekcTaX. HeoOX0qMMOCTh TOCTIKCHUST MHOXKECTBA
CMBICJIOBBIX IUIAHOB TpeOyeT OT 4MTaTessi pa3MbIL-
JIeHn 1 uHTyuluu. Llenpo NaHHOW CTaThU SBISAET-
csl yACHEHUE CIEIU(HKH TOHUMAHUS TePMEHEBTUKU
KaK METOJ0JIOTMH BOCTIPUATHSA, IOHUMAHUS U aHAIHU3a
TEKCTOB KYJIBTYPBHI.

MoCcTMOAEPHUCTCKMIA NOBOPOT
K repMeHeBTHKe

[IpobieMa TepMEHEBTUYECKOTO aHAIH3a TEKCTa
B IOCTMOJIEPHHI3ME, «TI0CTMOJEPHICTCKOTO IIOBOPOTA
OT DIIUCTEMOJIOTUHU K TEPMEHEBTHKE)» PacCMaTpUBACT-
csa B psne uccnenoBanuii (E. I'ypko [7], A. bsikoBa
[12], A. Bapeiruna [4], T. Urnrona [13], H. LapéBoit
[22] u ap.). ABTOpPBI OMpEAESIOT HECIYYaHHOCTh
oOpalleHusl K TepMEHEBTUKE B (PHIIOCO(QUU MTOCTMO-
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JEpHU3Ma, CBA3aHHYIO, IIPEKAE BCEro, C aHTHPALHO-
HaJUCTUYECKON MO3UIMEN 3Toro HarpaBieHus. s
IIOCTMOJIEPHU3MA T'€PMEHEBTUUECKUN aHalIM3 Kak
BHEPAIMOHAIBHBIN SBISETCS IPHOPUTECTHBIM.

JleHCTBUTENBHO, TEOPETUKU IIOCTMOAEPHU3-
Ma CJEIyl0T OCHOBHBIM IIOJIOKEHUSIM I'€pMEHEBTH-
yeckoro Meroga. Ho cyTb «IIOCTMOIEPHUCTCKOTO
IIOBOPOTAa K I€PMEHEBTUKE» 3aKJI0YaeTCs HE TOJb-
KO B 3TOM. Bo-mepBbIX, Fr€pMEHEBTUYECKUM METOA
B [I0CTMOJIEPHU3ME UMEET IPUOPUTET CPEAU IPYIUX
METOJI0B N03HaHUs. Takoe BHUMaHUE K FEpMEHEBTH-
YeCKOMY MeEToxy 0OyCIOBIMBAET €Tr0 HCIOIb30Ba-
HHUE BO MHOTHX HAY4YHBIX JUCHUIUIMHAX. BO-BTOPHIX,
B punocoduu mocTMoaepHI3MA FTepMEHEBTHKA ITPEI-
CTaeT HE CTOJIbKO UCKYCCTBOM TOJKOBAaHUS TEKCTOB,
CKOJIbKO OHTOJIOTMYeCKUM ydeHueM. IloHsaTue Tekcra
II0JIy4aeT OHTOJOTMYECKOE 3HAYEHUE M paccMarpu-
BaeTCs KaK yHHBepcalbHas cyOcTaHIus. B-TpeTbux,
B [IOCTMOJIEPHU3ME F€PMEHEBTUKA 3aMEHSIET JIUCTE-
MOJIOTHIO. TeopeTuky MOCTMOAEPHU3MA PAa3BUBAIOT
uneto M. Xaiinerrepa o rocnoJicTBe repMEHEBTUKH
HaJ JIUCTEMOJIOTUEH: «IIOHUMAHUE U TOJKOBAHME
COCTAaBIISIIOT SK3UCTCHIMATIBHOE YCTPOHCTBO OBITHSY
[21, c. 164]. ITonnMaHue TpakTyeTcs HE TOJIBKO Kak
Croco0 Mo3HaHMs, HO U KaK CIIOCO0 CYIIECTBOBAHHUS
4eJI0BEKa.

WuTepnperanus Nno3BOJSET MOJHO IPEACTaBUTH
TEKCT KyJIbTypbl Ha BCEX YPOBHSX €r0 CTPYKTYpBI,
IPOHUKHYTH B €T0 NIyOHHHBIN CMBICII, CTPYKTYPHUPO-
BaTh HESCHBIC, IPOTUBOPEUNBLIC (DOPMBI MpOU3BEIe-
HUs, IOHATH XapaKTep U IICUXOJIOTUIO aBTOPA.

O6LLee NOHATUE TEKCTA KYAbTYPbI

IoHsITHE «TEKCT KyIBTYpPhD» SIBISETCS AJs Hac Oa-
30BBIM. Kak cnenyer U3 MIMEHH JaHHOTO MOHSTHUS, IPU
€ro OmpeneNeHNH — JNS(QUHUINN WIH SKCIUIHKALUH
— JIOJDKHA PeasM30BbIBAThCS ONEpalys OrpaHUYCHUS
nonarus. Kaxymasics mpocrora 3TOH JIOrM4eCKOM
OTlepaIlii HEPEeIKO HPUBOAUT K OTOXKIECTBICHHIO
HNOHSTHH «TEKCT KYNBTYphD» U «XYHOXKCCTBEHHBIH
TEKCT», UTO HE BCEIZa SBISIETCS IPaBOMEpPHBIM. Tak-
XK€ MpPU OMpPEAENEHHBIX YCIOBHUSX IMOHATHUS «TEKCT
KyJNbTYpPbI» U «KYJIBTYPHBIH TEKCT» MOTYT OBITH TOX-
JIECTBEHHBIMH.

H. A. Cum06uprnea oTME4aeT, 4TO TEPMUH
«TEKCT KYJIBTYPBD) «IIpeIoiaraeT Mpouecc mpodre-
HUsI COOBITUH, AeHCTBUH, (aKTOB, apTe(hakTOB U HUX
HOCJEAYIOIIEE OCMBICIEHHE CYyOBEKTOM KYIBTYpBI,
yHoTpeOsieTcs Kak OYCBHIHBIN M BOCIPHHHUMAETCS
B OOJBIIMHCTBE CIy4aeB KaK €CTECTBEHHOE SIBJICHUE,
He TpeOyrollee KOHTEKCTyallbHOTO TMoscHeHus» [19,
. 27]. OnHako aHanu3 Hay4YHbIX MyONUKaIMi IOMO-
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raeT BBIABUTH CIEAYIOIIKE crienu(pUUecKre Mpu3Ha-
KM TEKCTa KyJABTYpBI: 1) TEKCT KyJbTYpbl HE BCeraa
SIBJISIETCSI MaTepUaIbHBIM 00BEKTOM; 2) 3TOT OOBEKT
00s13aTeNBHO SBJIETCS HOCUTEIIEM ONpeeIEHHON UH-
dhopmanuu; 3) aTa MHGOpPMAIUs 00S3aTENBHO JTODKHA
oOyagare onpeAenéHHbIM CMBICIOM; 4) mepenaya uH-
(hopMalMy MOXKET OCYILIECTBIATHCS C IOMOIIBIO HEKO-
el mocnenoBaTeNbHOCTH 3HAKOB; 5) TEKCT KYJABTYPHI
HamnpaBJIeH Ha ONpeleNéHHYI0 CUMBOJIM3ALUIO KyJb-
TYPHOTO sIBJIEHUS WU (DeHOMEHa; 6) TeKCT KyJIbTyphI
MpearoiaraeT BU3yalbHOE MPOYTEHHE WH(POPMaLIUH,
cozepkaieiica B o0bekTe. JlaHHbIe XapaKTepUCTUKH
TEKCTa KYyJIBTYPbl MO3BOJSAIOT YETKO ONPEAETUTh MO-
HATHE «TEKCT KYJIBTYPBD».

«MeTo KyJIBTYpOJOTUYECKOW HWHTEpIpeTaliu
OTKPBIBAET BO3MOKHOCTD MPOYECTh HCTOPHUKO-KYIb-
TYpHBI KOHTEKCT, OKPYXKAIOIIUKA TEKCT KYJIBTYPHI:
MOJIyYUTh MPEACTaBIEHUE O TEHACHIHIX BPEMEHH,
HaCTPOECHUAX OOILIECTBa, BESIHUSIX MOJBI, COLMAJb-
HO-KYJBTYpHBIX MPaKkTHKax, HpaBax, 0ObIYasx, Tpa-
munusax. Cpencrsa, npeAHa3HauYEHHbBIE 1715 XPaHEHUS
U nepenadyrd MH(GOpMaLnu, CaMU CTAHOBATCS 3HAYH-
MBIM OOBEKTOM U I apXeojora, W IUisl UCTOPHKA,
U U KyJBTYpOJIOTa, TaK KaK UMEIOT UCTOPHUECKYIO
U KyJABTYPHYIO 3HaUUMOCTh. OOBEKTHI KyJABTYpHI 3a-
KJIFOUAlOT B cebe mHpOopMaIiio 00 31oXe, BpeMeHH,
MecTe, JMYHOCTH, TPEOYIOLIYI0 CHCTEMHOT'O MpoyTe-
HUsl, qeKkonupoBanus U ocmbicienus» (H. A. Cum-
6upuesa [19, c. 27]).

[TockonbKy B colepKaHUU MOHATHUSA «TEKCT KyJb-
TYPBD» OOHAPYKUBACTCS HH(POPMAIIMOHHAS COCTABIIS-
Ioll[asi, TO MIPU aHAJIN3€ TAKUX TEKCTOB IIMPOKO MpH-
MEHAETCSl WHGOPMAMOHHBIA TOoAX0A. B mmpokom
CMBICJIC TaKOM MOAXOA OO0O3HAYaeT HCCIICAOBaHHE
moboit uHdpopmanuu mro0eMu cpeactBamu. C 3TOH
TOYKH 3pEHUSI MEXTY TIOHATHSIMH «apTe(aKT», «TEKCT
KYJBTYPbI», «KKOHTEHT» HAONIOAaeTCs CUIIbHAS KOoppe-
JIAHS. 3aMETHM, YTO CIIOBO «KOHTEHT» — 3TO MpsAMasi
KaJIbKa ¢ aHDIMHCKOTO CJIOBA «contenty», 03HAYAI0IIETo
«conepkanue, coaepxumoey. KoHTeHT — 3T0 J1to6Goe
WH(POPMAIIMOHHOE HANOJHEHUE Yero-nbo (KapTUH-
KM, TEKCTa, BUACOPOJIMKA U T. 1.). B Takom ciydae
yKa3aHHass KOPPENALUsS MPOSBIACTCS CIEAYIONIM
o0Opa3oM: apTedakT — 3TO HOCUTEIb HH(DOPMAIUH,
TEKCT KYJBTYpPbI — CAMBOJIMUYECKAs HHDOpMAITHS, CUH-
ThIBaeMas ¢ apTe(akTa, KOHTCHT — COICPIKaAHUE ITOH
HH(pOPMAIIHH.

[Ipu Bcex OMMCAaHHBIX YCIOBUSAX BO3HUKAeT He-
00XOIMMOCTh TIOTIOJTHEHHS apceHalla NCCIIe0BaTeb-
CKHX CPEICTB CHeNUalTbHbIMH MeTonamu. Orcrona
BHAMaHHE COBpEeMEHHON (HIocopuu K repMeHEBTH-
YECKOMY METOLY.
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FepmeneBTuka XK. Aeppraa

B ¢unocodun XK. [leppuna noHsTHE TEKCTa Ipe-
JIENIHO PACHIMPSAETCS: «HET HUYETO, YTO OBLIO OBl BHE
TekcTay [9, c. 448]. Bea peanbHocTh, 10 [leppuna,
BITMCAaHA B TEKCT. 11 caMOCO3HaHME JTMIHOCTU TaKKe
YIOAO0JSETCS «CyMME TEKCTOBY», BCTYHAIOUINX BO
B3aMMOJICHCTBHE C MHBIMH TEKCTaMH, KOTOpBIE 00-
pasyloT KyabTypy. Tak, 4eJoBeK CTaHOBUTCS YacThIO
MI03HaBaeMOM peanbHOCTU. TEKCT COAEPIKUT BCIO
HCTOPHIO MHpa, B KaXJIOH €ro CTPOKe «pa3OuBaercs,
HpeXJe YeM CTaTh eIUHBIM, CMBICT MHpa... <...> Ka-
Kas CTpaHMIla caMa COOOW CBS3BIBACTCSI B CAMHBIN
TekcT ucTuHb [11, c. 19]. Takoe moHMMaHMe TEKCTa
IPOTHUBOPEUUT BCEM IMPEANICCTBYIONIMM TPAIUIIHOH-
HBIM (PHIT0CO(CKUM ITPEACTaBICHUSM.

B kmaccuueckolt ¢uinocodun TEKCT COAEPKUT
B ceO¢ OHTOJOTHYECKU 3aJaHHBIA CMBICI, CO3aBac-
MBI U BOCIPUHUMAEMBIl CyObEKTOM COOTBETCTBCH-
HO KYJIBTYpHOM napaaurme. ITucbMEHHOCTb HE UMEET
CaMOCTOSITEJIEHOTO CTaTyca M TOJNBKO IPEACTaBIISET
CMBICIIBI, OOHapykuBaemble (uiocodueit. Jeppuna
3a4BII€T O CYBEpCHHUTETE NMUCHMEHHOCTH, ITOHUMAe-
MOM TIpeJIeNIbHO IIUPOKO. IIMCEMEHHOCTh BKITIOYAET
B ce0s HE TOJBKO epaghuueckylo 3alnuch, HO U PEUb,
MY3BIKY, )KUBOTHCH (a CerogHs 310 u ¢orocpagus,
KHHEeMaroepagus U T. 1.), CKYIBITYpY, TaHel (Xopeo-
epagus), a Taxxke n000e pasnIMyarolee JeicTBuE,
JBIDKEHUE, B TOM YHCIIE MBICIb, CO3HAHUE, Oecco3Ha-
TENIBHOE, OMBIT BooOmIe. IInceMo — 310 «BCE TO, UTO
JieNiaeT BOZMOXHOH 3aKCh Kak TakoByo» [9, c. 122].

dunocohckr OCMBICTHBAS TEKCT, 0COOSHHO JIUTe-
parypHoe nuchMo, Jleppuaa NpUXoAuT K BBIBOAY, YTO
3HAUCHHE 3HAKOB B TEKCTE OECKOHEYHO HM3MEHUHBO.
JIro0oii 3HAK MOXKET OBITh IPOIIUTUPOBAH, 3aKABBIYECH,
OH NOPOXKAaeT OSCKOHEYHOE MHOXKECTBO HMHTEpIpe-
Talyil, HOBBIX KOHTEKCTOB. BCE€ cyllecTByeT BHYTpU
TEKCTa, CJIC[0BATEIbHO, PEAIbHOCTh €CTh TEKCT, IIe-
pecMaTpuBas KOTOPBIII MOXKHO OTKPBITH HOBBIE IIO-
HATHUSA U CMBICIBL. Jleppuia mojaraer, 4To AyXOBHAas
XM3Hb UEJIOBEKA U 0OlIecTBa MO3HAETCS 4yepes3 pac-
KpBITHE MHOTO3HAYHOCTH TeKcTa. IloHMMaHue BXOIUT
B CTPYKTYpY €amoro OBITHs: OT TOTO, KaK JIIOAU MO-
HUMAIOT JIpyT APYTa, pa3udHble KYJIbTYpHI, 3aBUCUT
ux *u3Hb. KpoMme Toro, pacmupeHHoe MOHITUE TeK-
CTa, KOTOPBIM MOXKET OBITh UCTOPUS, XKU3Hb YETOBEKA
(Hapona, IpUpPOAB! U T. 1.), JaéT MHOXECTBO 3HAKOB,
KOTOPbIE HEOOXOAUMO MOHSTH JUISl CO3AAHUS KAPTUHBI
Mupa. VHade roBopsi, UCTOPUSI KyJIbTYPbI MOXKET OBITh
IpEeACTaBlICHa 4Yepe3 T'epPMEHEBTHUUYECKOE HCCIIEN0Ba-
Hue nucbMa. Tak, B yueHuu Jleppuia UHTepIpeTanus
CTaHOBUTCS crenupuuecKuM poaoM Obrtus: «Kaxas

pPEaNbHOCTDh MEPEKUBAECTCS, BOCIPUHUMAETCS KaK CH-
CTeMa Pa3NU4uii B CMBICIIE CYIIECTBYIOIIUX OTCHIIOK
K 4eMy-TO Apyromy. M1 B 3TOM CMBICIIE Kaxaas peasb-
HOCTb SIBJISIETCA TEKCTOBOW IO CBOEH CTPYKTYpE...»
[8, c. 11]. ITo cymecTBy, peub UAET O TepMEHEBTHUYE-
CKOM aHaJin3e Kak 00 0co0oi opme Mo3HAHUS CMbIC-
Jla 3HAKOB JIIOOOTO BHJIA MBICIUTEIBHON JesTeIbHO-
CTH, TO3BOJISAOLIEH OOHAPYKUTH CYIIHOCTHBIE YEPTHI
OBITHSL.

s mepeocMBICIeHUsT PeaTbHOCTH KaK TeKCcTa U
€ro MHTEPIpETAli HYHbl HOBBIE TIOHSATHS U METO-
nel. Y Jleppuja TakoBBIM CTaHOBHUTCS METOA JIEKOH-
CTPYKUUH. DTO OTIMYHBIA OT TPAJAULUOHHOTO MOMI-
X0 K aHaJIN3y TEKCTOB. BCE, CBA3aHHOE C TEKCTOM:
€ro OpraHu3alys Kak 3aMKHYTOTO Kpyra, JTMHEWHBIH
MOPAZOK MOCTPOEHUS, — BCE JIODKHO OBITH JIEKOH-
cTpyupoBaHo. HeoOxoqumbl Apyrue BapuaHTHI KOH-
CTPYHPOBAHHUSA TEKCTA, YTOOBI pa3opBaTh KPyr TEKCTa,
MPEONONETh JTUHEHHOCTh U MOHOJOTMYHOCTh. TekcT
OTCBHUIAET K IPyroMy TEKCTY M caM IpPEeACTaBIsIeT co-
0oit MaTepuan i nuTHpOoBaHus. [leppuaa cpaBHUBa-
€T JEeKOHCTPYKLHIO C TeHeaJoruel MOHATHH, TOTOMY
YTO OHA BCEraa HaleleHa Ha MOMCK HCTOKOB, oOpa-
11aeTcs K MCTOPUHU BOSHUKHOBEHHS U CYII€CTBOBAHUSA
CMBICJIOB TOHATHUH.

HoBoe npourenue yxe 3HaKOMbIX TEKCTOB Jleppu-
Jla OCHOBAHO Ha MCTOJIKOBaHUM, UHTEPIIPETALUH 3HA-
koB. IT1cbMO — 3TO crelnl, yKa3blBalOLUil Ha CKPBITOE
conepxanue. [louck TOro, 4ro 3ameaeTcs CiIenoM,
OeckoHEYCH. 3aKPBITHE KHUTH HE SBISICTCS MIPEICIIOM,
MBI BO3BpaIlaeMcsl K TEKCTY, HO 3TOT BO3BpaT JioMa-
€T ero MpeJelibl: «...BO3BpAIleHHe K KHUIe HaC B HEeH
He 3ambIkaeT. OHO eCTh MOMEHT ONYKIaHUs, OHO TIO-
BTOPSIET 30Xy KHUTH, LIETbHOCTh €€ MOIBEIEHHOCTH
MEXIy IByMs NMUCbMaMH, €€ OTCTYIUIEHHE U TO, YTO
B Heli coxpansiercs» [ 10, c. 369]. Bo3Bpar moHnmaer-
cs1 [leppuia Kak KpyroBoe JBHKEHHE, B KOTOPOM 00-
HapPY’>KUBAIOTCS] HOBBIE CBSI3U M CMBICIIBL.

Jeppuna ynomoOnseT TeKCT JaOHPHHTY, B KOTO-
POM IIpH KPYTOBOM JIBUXKEHUH BCE BBIXOIBI M3 HErO
3aMKHYTBl M KOTOPBI caM HX OTKpbiBaeT. CienoBa-
TEJIbHO, UICTHHA MHOKECTBEHHA: CMBICJIBI PacKphIBa-
I0TCSI OECKOHEYHO B MPOIIeCcCce TOHMMAHHS TEKCTA.

Kpowme Toro, ToikoBaHHE UAEU TEKCTA 3aBUCUT OT
JIMYHOCTH KOMMEHTAaTopa, €ro JIMYHOCTHOIO IOAXO-
na: «IluceMo HHUKOTTA He OyIeT MPOCTOH “KapTHHKOM
cioBa”. OHO TBOPUT CMBICI, 3alMChIBAs €r0, MOBEPAS
ero rpaBiope, Ooposze, penabedy, TOBEPXHOCTH, KOTO-
pas 1oybKHA OBITh, B COOTBETCTBUHU C HAIIMMU >Kella-
HUSAMU, OECKOHEUHO TiepenaBaemoi» [11, c. 22].

Takum oOpaszom, B paborax [leppuma repMeHeB-
TUYECKHUI aHaINU3 BEICBOOOXKIAET U OTKPHIBAET HOBBIE
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CMBICIIBI KYJIBTYPBI, CO3/1aéT MHOW B3I Ha MUpP H
YeJI0BEKa.

FepmeneBTMKa M. Pyko

I'epmeneBTHYECKHI METON HMMEET OHTOJOTHYE-
cKkuii craryc B paborax M. dyko. Mes rienoctHOCTH
KYJIBTYpbl KaK COBOKYIIHOCTH TEKCTOB JIE)KHT B OC-
HOBE €r0 paboThl «ApPXCONOTHsS HAyYHOTO 3HAHH».
Ecnu B KakIoM TEKCTe MOKHO OOHAPY)KUTH Pa3iIid-
HBIC aCIICKTHI 6I)ITI/I}I, TO rCPMCHEBTHKA crocob6Ha JaTb
HOBYIO KapTUHY Mupa. Bce TeKCThl Hanpsamyo uiu
KOCBEHHO CBSI3aHBI U 00pa3yrOT OCOOBIH MHP OJHOTO
IIOBECTBOBAaHM, I1I€ OHU BBICTYNAIOT B ONPENEIEHHON
CBsA3U U HUCPAPXUH. Korz[a HCCICOOBATCIIb «IIbITACT-
cs1 00HApY)KUTh B CaMO TKaHM JTOKYMEHTa yKa3aHHsI
Ha OOIIHOCTH, COBOKYITHOCTH, IOCJIEIOBATEIFHOCTH
u cesazu» [20, c. 10], oH He OrpaHUYUBAETCS TOJBKO
IPE/ICTaBICHUEM O SABJICHUH WIH 00BEKTE, PEKOHCTPY-
upyetcst Bcé o0IIecTBo, B KOTOPOM JAOKYMEHT CyIIle-
CTBOBAJL.

BBIIBUTE CyIIECTBYIOUIYI0 OOIIHOCTH TEKCTOB
®yko mpeasaraeT ¢ MOMOIIBI0 Oa3MCHOTO TOHATHS
«COOBITHEY», 03HAYAIOIIET0 KaXJ10€ KOHKPETHOE BBI-
CKa3bIBaHME. AHAJIN3 TEKCTa JOIDKEH OBITH COCPEmo-
TOYECH Ha O6Hapy)KeHI/II/I YHUKAJIBHOCTU CaMOI'0 BbI-
CKa3bIBaHUsA, KOTOPOC HE MCUCPIBIBACTCA HU A3BIKOM,
HH cMbIcTioM. COOBITHE CaMOIOCTATOYHO U CYIIECTBY-
€T «B IOJIC MaMATH» UJIA UCTOPUICCKUX NOKYMCHTAaX.
JpyruMu cioBaMu, 3a BBICKa3bIBAHUSIMH CyObeKTa
CTOHUT HE TOJBKO €Tr0 CO3HAHHE, HO U UCTOPHUCCKUE
yCIIOBUSI CYIIECTBOBAHMS, KOTOPbIE HE 3aBUCST OT
cyObekTa.

I'epmeneBruueckuil aHaliuM3 TEKCTa, I0Jaraer
DyKo, pacKpbIBaE€T U BOCCTaHABIUBACT Oojee MIy6o-
KO€, YeM CYILIECTBYIOIIee, HEBUIUMOE, «HM3HAUYallb-
HOoe» ero cojepkanue. TexcT TpeOyer oOparueHus
K €r0 «BHYTPEHHEMY HPOCTPAHCTBY», K sI3bIKy. Ilox
BHEIIIHUM ITOKPOBOM CJIOB, YyBCTB, 3HAKOB Pa3BEPTHI-
BaeTCs UX BHyTpEHHee cozepxkanue. Llenpo koMMeH-
Tapusi CTAHOBUTCS BBIBICHUE 32 YATACMBIM SI3BIKOM
«Taybouaiero 3Haue€HUs UCXOAHOro TekcTay, B KO-
TOPOM MEpLAET «3araJouyHoe, 0JHOOOpa3HOe, HABS3-
YHMBOE, U3HAYATIBHOE OBITHE 3HAKOBY.

@DyKo Ha3bIBaeT I'E€PMEHEBTUKY COBOKYIHOCTBIO
3HAaHUH U MPUEMOB, MO3BOJIIOMIUX PACKPHITH CMBICI
3HaKoB. [Iporecc packpsITHst UCTOpUU GUIOCOP BU-
JUT B IMPOHUKHOBEHHM B CMBICI ClOBa. IlaMsSTHUKH
CJIOBA, A3bIK COCTABJIAIOT INIaBHEHUIIMHA MaTepuan Ajs
uccnenosarens. Haunnas ¢ XIX Beka ¢unocodus u
Hayka, cuutaeT Dyko, 3aHMMAIOTCS TOJIKOBAHUEM
CJIOB, XeJas CIOMaTh BCE IPUHYIUTENILHBIC CIIOCO-
ObI BBIPAXKCHUS, BHOBb OOPaTUTh CIOBA K TOMY, 4TO

TOBOpUTCS CKBO3b HUX: «“‘KamuTan” — 310 TonmkoBa-
HHE “‘CTOMMOCTH’, BeCh Hulllie — 5TO TOJKOBaHHE
HECKOJIbKUX Tpedeckux ciioB, Dpeiin — TomKoBaHHE
0e3MOJIBHEIX (hpas3» [Tam xke, ¢. 256]. Llens coBpemeH-
HOTO TOJIKOBAHUSI TEKCTA — O)KUBUTH «3a0BITYIO AYIIIY»
CJIOBA: «PaCIICBEIIHUTD CIIOBA, KOTOPHIMH MBI TOBOPHM,
BBISIBUTh T'PAMMATUYECKUM CKJIAJ] HAIIUX MBICIICH,
pa3BesaTh MU(DBI, KOTOPBIE OMYLIEBIAIOT HAIHU CJIOBA,
BHOBB CJIeJIaTh 3BYYHBIM U CIIBILIMMBIM TO O€3MOJIBUE,
KOTOpOE BCSIKasi pe4b YHOCHUT ¢ cO0Oii, KOorna OHa BbI-
paxaer cebs» [Tam xe, c. 321]. 'epmeHeBTHYECKUI
aHaJlu3 TeKCTa OTKPBIBAET UHBIE rpaHu ObITus: «U Bee
9TH HACTOMYMBBIE 3HAKU B3BIBAIN KO BTOPOMY S3bI-
Ky — f3bIKy KOMMEHTapHs, TOJKOBaHUS, YUYEHOCTH —
JUIA TOTO, YTOOBI 3aCTaBUTh 3aTOBOPHUTH U NMPUBECTH
HaKOHeI] B JIBIKEHHE CIIALINHA B HUX S3BIK» [TaM iKe,
c. 109]. UnTepnperatop CTaHOBUTCS «apXeOJIOTOM
3HAHUSA», MPU HU3YYEHUH TEKCTa OH IOrpy)Kaercs
B MUD Pa3JIMYHBIX COOBITHA, onpenenss ux cneuupu-
KY ¥ 3HAYUMOCTb.

lepmeHeBTHMKa
KaK MeTOA aHaAM3a TeKCTOB KYAbTYPbl

OO6paieHue TOCTMOJEPHUCTOB K (uinocodckoit
TEepPMEHEBTUKE BBI3BAHO KEJIAHUEM JI0Ka3aTh, YTO ObI-
THE YeJIOBEKa 3aKIIIo4YaeTcs B IMOHHMMaHUHU. [loHMMa-
HUE TPAKTyeTCs HE TOJIBKO KaK CIIoco0 MO3HAHMS, HO U
Kak crioco0 cymiecTBoBanus yenoBeka. C 3TOH TOUKH
3peHus B PrII0CO(GUN MOCTMOIECPHU3MA TepPMEHEBTH-
YeCKMl METOJ KaK JEeMCTBEHHBINH CIOCO0 MO3HAHUSA
OBITHS UMECT OHTOJIOTHUECKOE 3HAUYCHHE.

dunocopsl MOCTMOACPHU3MA YOEXKAEHBI, YTO
MOX0/ K TEKCTy HY)XHO OCYIIECTBIISITh C JMYHOCT-
HBIX TIO3UIUH U CUMBOJIM3UPOBAHHBIA KPYT JOJKEH
OTKDBIBaThCSl 4epe3 MpeAMET TMOHMMAHHS CMBICIA
B camoM ceOe. [loHnMaHue — eCTh CaMOIIOHHMAaHHE,
TaK KaK B MPOSIBIICHUW YYXOW WHIUBUAYATHHOCTH
HE MOXET BBICTyNaTh HUYETO TAKOTO, Yero He OBLIO
OBl B TIO3HAIONIEM CyOBekTe. MHTepmperarop MoXeT
YCMOTPETh B TIOHMMAaeMOM Marepuajie TO, YTO YXKe
ecThb B HEM caMoM. llemb MOHMMAaHUSA COCTOUT B IIC-
pEHECEeHNU CMBICIIOBOH CBSI3W U3 JPYTroro Mupa (UCTo-
pHYECKOTO, IMYHOCTHOTO) B CBOM COOCTBEHHBIH.

UenoBevecKkuit OmbIT UCTHHBI GUI0CO(DEI paccMa-
TPUBAIOT IIMPE, YeM OONAaCTh HAYyYHOTO IO3HAHUS.
Bo Bcex ¢dopmax TyXOBHO-TIPAaKTHYECKOTO OCBOE-
HUsg Mupa (MOJUTUKA, MCKYCCTBO, HPAaBCTBEHHOCTD,
HWCTOpUYECKasT TPAAUIINS U T. [I.) YEJIOBEK UMEET JIETIO
HE TOJILKO C OOBEKTHMBHBIM ITO3HAHMEM, HO TaKkKe
¢ CyObEKTUBHBIM MTEPEeIKUBAHHEM HCTUHBI. VIcTHHA, 1O
yOEKICHUIO MBICIHUTENEH, TO HE TOJIBKO XapaKTepH-
CTHKA TIO3HAHUS, HO M XapaKTepucTuka ObITHs. OHa
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HE MOXET OBITH LCIIMKOM CXBa4uc€Ha IIpU IMoMoIiu Me-
TO4a, a MOXCET JIMIIb NPUOTKPBITHECA IMOHUMAIOIIEMY
ocMbIciIeHuio. [IpenmyInecTBeHHBIN CIoco0 cBepIe-
HUS UCTUHBI — UCKYCCTBO ITIOHUMAHUA TEKCTA. OTC}O,Z[a
BBITCKAIOT IMPEBOCXOACTBO TOJIKOBaHUA, MPEUMYIIC-
CTBa IrCPMEHCBTUKHU.

[Tonumanue, nonaraer Myko, 3a1aETCs JIUIYHOCT-
HBIM OIIBITOM YEJIOBEYECKOTO «S1», ClieloBaTebHO,
B pe3yJbTare Mpoliecca MOHUMAHUs HEU30eXKHO CO3-
naércst COOCTBEHHBIH ABTOPCKUM TEKCT.

Mertox «apxeosnoruu 3HaHU» DyKo, IO CYIIECTRY,
SIBIISICTCSl TEPMEHEBTHUECKUM METOZIOM. YOexIeHue
¢unocoda, YTO TO3HAHWE MABIIKETCS OT BHEIIHETO
K BHYTPEHHEMY, OT 3HAKOB, JIMIIL O3HAYAIOLIUX HE-
KOTOpOE COAEpKaHHe, K CaMOMy COJEp)KaHHI0, Ha-
XOJIUTCS B PycCJIe KIacCUYECKOM repMeHeBTUKU. Mup
MOKPBIT 3HAKAMH, HYKJIAIOIIUMHUCS B paciin(poBKe.

Monens nporiecca moHUMaHus y dyko mpeacTas-
n51eT co00i KPyroByIO CTPYKTypYy T€pMEHEBTHIECKOTO
Mo3HaHUsI. B repMmeHeBTHUecKoM Kpyre oOpasyercs
oOmiee BUcHHUE OJaromapsl CIUSHHUIO «TOPU30HTOBY
MIOHUMAHUS — «TOPU30HTA TEKCTa» M «TOPU30HTA UH-
teprperaropa». Tak, B repMmeHeBTHKe DyKO CiMBa-
I0TCSI OOBEKTUBHOE U CyOBEKTUBHOE, CO3/aBas HOBOE
MpEeACTaBICHUE O MHpE.

B ompenenenun I. I'agamepa, TekcT — mose, Ha
KOTOPOM MPOMCXOAUT UIpa CMBICTIOB. TeKCT HE MMe-
€T COOCTBEHHOTO CMBICNIA, CMBICI INOSBISIETCS B pe-
3yabTaTe MHTEpHnpeTauuu. JpyruMu ciioBaMu, CMbICI
— 9TO CBOMCTBO HE CaMMX Bellleil, a Hamero crocoda
MO3HAHUS BELIEH.

Bocco3nanue MHHYBIIETO BO3MOXHO C IIOMO-
HIbI0 XYAOKECTBCHHOI MHTYHIIMHU, CIIOCOOHOI maTh
JOCTOBEPHOE M300pa)keHUE AYIIEBHOTO COCTOSHUS.
U yxe mociie 3TOro MOJIMHHOCTb OTKPHITUS OyIeT
MOATBEPKJIEHA HCTOPUUECKH KOHKPETHBIM COZIepIKa-
HUEM.

CoopmynupoBanHoe Jlen€30M KOHIENITYaIbHOE
JUISL TIOCTMOJICpHHU3Ma TOHITHE «PU30May Haubonee
MOJTHO PAaCKPBIBAETCS B €r0 CBA3M C IepMEHEBTUYE-
cKUM MeToioM. C TOMOIIbI0 MOHATHS PU3OMBI COSTU-
HSIIOTCA Pa3iIMYHbIE XapAKTEPUCTUKU XYJ0KECTBEH-
HOTO MpPOM3BEICHUS, OTpaxkaeTcs MHOroodpasue
CMBICJIOB U LIEHHOCTEH COBPEMEHHOM KYIBTYPBI.

B «pusomarndeckoil» KylbType OCYLIECTBISET-
Csl MHOW TUI TBOPUYECTBA, IPOU3BEAEHUE CIOCOOHO
peanu30BbIBaTh MPUHLIUINAIBLHO MHON TUI CBS3EH.
IIpu OTCYTCTBUM IIEHTpa MHOXKECTBEHHBIC COOBITHS,
TOYKH OECCTPYKTYPHO U 3allyTaHHO CBSI3aHBI MEXAY
co0oi, uTO IpeAnonaraeT UHAUBUAYaIbHOE BOCIIPH-
SITUE TeKCTa. YIIOJ00IeHHE TEKCTa KPU30ME» BBOAUT
B HEro pa3luyHble U3MEPEHUS U MOPSAKH, KOTOPbIE

B ONpeAeNEHHBII MOMEHT MOTYT CTaTh TOUKAMH Iie-
penoma ¢unocodckoro auckypca. B takux mepe-
JIOMHBIX TOYKaX SI3bIKOBOH CeTH OOHapyKHBaeTCs
HECOBMECTUMOCTH MOHATUN U TUIIOB BbICKa3bIBaHMUS,
(YHKIMOHUPYIOIIUX B ONpPENeIEHHOM KYIbTYpHOM
MpoCTpaHcTBe. B HOBOIl Momenu KymnbTypel Cylie-
CTBYIOIIME MOHATHUS U KaTErOpUU CTaHOBATCA 0azo-
BBIMH JJI CO3JaHUS HOBBIX CMBICIIOB, HJI€H, HOBOM
KyJIbTYPHOU MapajurMsl.

lFepmeHeBTHKa M CyObEKT MNO3HAHUS

Emé omHoll 0COOEHHOCTBHIO TePMEHEBTUYECKOTO
METOJa B IOCTMOJEPHHU3ME CTAHOBUTCSA YCHUIICHHE
BHUMaHHsS K cdepe CO3HaHUS CyObeKTa MO3HaHUS.
OOBEKTUBUCTCKUM MONXO0A K T'€PMEHEBTHUYECKUM
MPUHLUIAM CMEHSAETCS CYObEeKTUBUCTCKHM. Peub
UIET O TOM, YTO AKIEHT NOMCKA UIEH, 3aJI0KEHHOU
aBTOPOM TEKCTa, MEPEMEIIAETCS HA CMBICI, KOTOPBIHA
SBISIETCSL cPepoil MEepeKUBAaHUSA, OINBITa HUHTEpIpe-
tatopa. CienoBarelibHO, CTaBUTCS 3a/ada BUAETh U
M3y4ath sSIBIICHHUE KaK BHYTPEHHE COOTHECEHHOE C Ye-
JIOBEYECKO CyOBEKTUBHOCTHIO. MHTEpIperaTop OT-
KpbIBAaET CHUMBOJU3MPOBAHHBIN KPYT 4epe3 NMpeaAMET
MMOHUMaHUS CMBICIIAa B CaMOM cele.

[IpeacraBureny NocTMOAEPHU3MA pacCMaTpUBa-
0T TEPMEHEBTHUKY KaK UCKYCCTBO IIOHUMAaHUS Yy>KOH
WHIUBUAYaJIbHOCTH, TO €CTh 00BEKTOM MHTEpIIpETa-
LIMA CTAHOBUTCS 4YeJIOBEUECKUH OyX. Boccosnanue
MPOILJIOTO BO3MOXXHO JIMIIb Y€pe3 MOHUMAaHHE IICH-
XOIIOTHH aBTOpa, €r0 MEHTAIHMTETa, 00pa3za >XKU3HU
U T. A. YenoBek pacKpbIBaeT CyIIHOCTh SABJICHUH Ye-
pe3 MOHUMAaHHE TOTO, YTO JIIOIN NEPEKUBAIH, TBOPS
HUCTOPHIO.

Bupgneifiue mpeacraBUTeNM OCTMOJAEPHU3MA
Pa3MBILUIAIOT O MEXaHW3MaX HHTYUTHUBHOIO IOCTH-
JKEHHsI CYIIHOCTH cjoBa. MHTyuuus ecTh BHEpalu-
OHAJIbHBIA TpoOIleCC OCO3HaHUA OEeCcCO3HATEIHHOTO.
[epexon B ctepy co3HaHUS 3IEMEHTOB H3 Oeccos-
HATEJbHOTO JIOCTHraeTcs MOCpencTBoM s3bika. Co-
3HaHUE €CTh pa3[BOECHUE CYOBEKTHBHOTO Ha «SI» u
«He-51», KOTOpoe NOCTHraeTcs MOCPEICTBOM BepOa-
mm3anui. CyOBeKT BBLACIACT ceds M3 OKpYyKaromei
cpelbl U IPOTUBOINOCTaBIsAET el ceds. CyObeKTUBHOE
CO3HaHHe, OTPEIIUBIIUCH OT Ce0sl, MOKET BEPHYTHCS
K ce0e U BOCIIPOU3BECTHU CBOW BHYTPEHHUN MUP C MO~
MOILBIO S3bIKA.

HUrak, coBpeMeHHOE HH(POPMATMOHHOE 0OIIECTBO
HaXOJUTCAd B COCTOSHUM KYJIBTYPHOH pEBOJIIOLIUHY,
KOTOpasi €CTh HE OJHOMOMEHTHBIH aKT, a AJIUTElb-
Hel mpouecc. OH CONPOBOXAAETCS PaJUKaIbHOM
MEepECTPOMKON W MEpPEOLEHKONM BCEX paHee cylle-
CTBOBABILIMX UEANOB, KYJBTYPHBIX HOPM, LIEHHOCTEH
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U KyJIbTYPHBIX NaTTepHOB. OnpenenéHHbIM HHCTPY-
MEHTOM B pyKaxX dYeJIOBeKa BBICTyMmaeT HHQpopMa-
LUOHHAs KyJbTypa, KOTOpas B IIUPOKOM CMBICIIE
ChIrpasia OOJBIIYIO POJIh B Pa3BUTHH IIHUBHIIH3AIIMH,
Croco0CTBYs MpeoOpa3yonieil AeITeNbHOCTH Yeo-
Beka. 1 3TOT MHCTpYMEHT OKa3aJycsi CHOCOOHBIM He-
CTHU B ce0e KaK CO3UaTeNIbHYI0, TAK M pa3pyIIUTENb-
HYIO CHILY.

Gy

ANUTEPATYPA

3agaun ¢purocoCckoi TepMEHEBTHKH, C €€ Tpak-
TOBKOI TOHMMaHHsS Kak crocoba CyIiecTBOBaHHS
YeJloBeKa, Hanboee OIM3KH KyNbType TEXHHUKH, TeX-
Homoruil m uHbpopmammu. braromaps cBoell mmpo-
KOH (DYHKIIMOHAJIBHOCTH TI'€PMEHEBTHUECKUII METOx
B (¢miocopun MOCTMOACPHHU3MA PACCMATPHBACTCS
KaK OAUH U3 HanboJIee 3HAYNMBIX METOAOB COBPCMCH-
HOTO aHaJIu3a.
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KOHTEeKCTHbIM NMOAXOA B CUCTEME MY3bIKaAbHOIO 0O6pa3oBaHMS
B BbICLLIEH LLUKOAE

B crarpe paccMaTpuBaroTCS YCIOBHSI OpraHM3allMd KOHTEKCTHOTO OOYYEeHHS MAarmcCTPaHTOB HAalpaBICHHS
«53.00.00. My3bIKaapHOE UCKYCCTBOY B BBICIIIEH IITKOJIE C TOUKH 3pEHUS MPOTYKTUBHOCTH Pa3BUTHS MPodeccCruoHaIbHO-
WHTETPUPOBAHHON JIMYHOCTH, OOBETUHSIOMEH B cebe aHaIWTHYECKHe, MeNaroTHYecKHe, HCIONHUTEIBCKUE U
TBOPYECKHE KOMIIOHEHThL. TpeOoBaHUs K COJCPIKAHMUIO MArkCTepCKOW MOArOTOBKA 110 HHCTPYMEHTAILHOMY
HCTIOJIHUTENBCTBY PACCMATPHUBAIOTCS MPUMEHHUTENBHO K MPO(ecCHOHANBHOM Cpeie — KOHTEKCTY, BBICTYIAIOIIEMY
MPOCTPAHCTBOM BKJIIOYCHHS Ha IMEPBUYHBIX CTAIMSIX OOYYECHHS B NEATCIHHOCTh MY3BIKAIbHO-HCIOTHUTEIHECKOTO
KOJUICKTHBAa. BHUMaHNE akIEeHTHPYeTCs Ha pe3ynbTarax oOpa3oBaTeIbHON AEATENFHOCTH, KOTOPHIE MPOSBISIOTCS
3a mpeaesamMu ayJuTOpPHBIX (GopM 0OyueHusi. 3HaYCHWE KOHTEKCTHOTO IMOAX0Ja COCTOMT B TOM, YTO B MPOLIECCE €ro
NPUMEHEHUs] MTPOUCXOAUT TpaHchopmaius y4eOHOH AeATeIbHOCTH Marucrpa B NpodeccCHOHaJbHYI0 Ha OCHOBE
aKTyaJln3alui CaMOCTOATEIbHOM pabothl. [Ipu peanu3au 06pa3oBaTeI-HON IPOTrPaMMBI CAMOCTOSATENbHAs paboTa
MarucTpaHTa pacCMaTPUBAETCS KaK OJHA U3 (POPM OCYIIECTBICHHS KOHTEKCTHOTO MOAX0AA. AHATU3UPYIOTCS CMBICT
W HA3HAYCHHE CAMOCTOSTEIbHON pabOThl, MOMCIIEHHON B KOHTEKCTHYIO Cpeday oOpa3oBaresibHOro tuma. EE
opraHu3aiys ABIgeTcs dPQPEKTHBHOM, €CIM OCYIIECTBIIECTCS B TBOPYECKO-IIPOM3BOACTBEHHON Cpefe, 3a paMKaMu
ayIUTOPHBIX 3aHATHIL, TOCPEICTBOM BKIIOYCHUS MATUCTPAHTA-UCIIOTHUTENS B TROPYECKHUN Ipotiece (peneTUIINOHHBIH,
00yJaroIHii, HCIIOTHUTEIbCKAMN, AHATUTHICCKHUH ), CBI3aHHBIH C AEATEIBHOCTHIO MPO()ECCHOHATBHOTO MY3bIKAILHOTO
KOJUIEKTHBA, OObenuHeHus, cooOuiectBa. [IpodeccHoHanbHbIl My3bIKAIBHBIA KOJUIEKTHB PAacCMaTpUBAETCS Kak
obnaaronuii HeoOXOMUMBIM HOTEHIMAaIoM (OPMUPOBaHHS PO(ECCHOHATBHO-HHTETPUPOBAHHOM JTMYHOCTH.

KitroueBbie clioBa: My3bIKaJIbHOE 00pa3oBaHUE, MPOQPECCHOHATLHO-UHTEIPUPOBAHHAS JTHYHOCTh, KOHTEKCTHBIN
TIO/IXO, CAMOCTOsITENIbHAS paboTa CTYJCHTA, My3bIKaIbHas HCTIOJHUTENBCKAS IS TETBHOCTb.

Mna yumuposanusa: Ilepsymmua O. B., KproukoBa H. B. KoHTekCTHBIM MOAXOA B CHCTEME MY3bIKAIBHOTO
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The Contextual Approach in the System of Musical Education
in Institutions of Higher Education

The article examines the conditions of the organization of the context-based education of graduate students in
the direction students in the category of “53.00.00. The Art of Music” in institutions of higher education from the
angle of the productivity of development of a professionally integrated personality combining analytical, pedagogical,
performance and creative components within himself. The requirements for the content of graduate school training in
instrumental performance are examined in their application to the professional milieu — the context presenting itself
in the role of the space of involvement into the activities of the performing musical ensemble in the primary states
of instruction. Attention is accentuated towards the results of the educational process, which are revealed beyond
the limits of auditory forms of instruction. The significance of the context-based approach lies in the fact that in the
process of its application there occurs a transformation of the graduate student’s educational activities into professional
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activities on the basis of actualization of his independent word. When the educational program is realized the graduate
student’s independent work is perceived as one of the forms of carrying out the context-based approach. The meaning
and purpose of independent work placed into a context-based milieu of the educational variety are analyzed. Its
organization becomes effective if it is realized in a creative and productive milieu, beyond the frameworks of auditory
classes and lessons, by means of involvement of the performing musician into the creative process (rehearsals,
instruction, performance and analysis) connected with the activities of professional musical ensembles, organizations
or communities. Professional musical ensembles are perceived to possess the indispensable potential for formation of

professional integrated personalities.

Keywords: musical education, professionally integrated personality, contextual approach, independent work of a

student, musical performance activity.
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OJIepHU3AllMA COBPEMEHHOW  XyJ0XKe-

CTBEHHON IPpaKTUKM W MY3bIKQJIBHON

KYJIBTYPBI KaK OJHOW W3 TPaAUIIOHHBIX
e€ chep, — mosBICHNE HOBBIX CTWIEeH U (HOpM, UH-
CTUTYIIHOHAIHHBIX U3MCHCHHUU B XyI0KECTBEHHOM
cpele W WHHOBAIMOHHBIX aBTOPCKUX IIPOEKTOB;
BKJIFOYEHHWE TBOPUECKOTO IMPOAYKTa, CO3/IaHHOTO
Ha HECHEUHUAIU3UPOBAHHON XyH0KECTBEHHON OC-
HOBE, B KOHTEKCT MPO(EeCCHOHATEHOTO HCKYCCTBA;
BO3HHKHOBCHUE HOBBIX OONacTe MYy3BIKaIBEHOM
NEATETHPHOCTH B YCIIOBUSAX MYJIBTUMEAWA W Jp.,
— aKTyaJIn3UpPyeT HEOOXOMMMOCTh NHHOBAITHOHHBIX
MTOXO/0B B IOJTOTOBKE BEHIITYCKHUKOB 00Opa3oBa-
TEIBHBIX YUPEKICHUN 110 HAMPABICHHSIM MY3bI-
KaJIbHOTO UCKYCCTBA.

CoBpemeHHass mnpodeccHoHalbHAs — XYI0MKe-
CTBEHHAs JI€SITEIbHOCTD, CBSI3aHHASI C MY3bIKaJlb-
HBIM HMCKYyCCTBOM, BBIIBHTACT PSa TpeOOBaHMI
K YPOBHIO TIOATOTOBJICHHOCTH MaructpanToB. Co-
Jep>kaHre 0003HAUYCHHBIX B CTaHAapTax TpeOoBa-
HHUI HaIleJIEHO HE TOJHKO Ha IMOBHIIICHUE HX HC-
MTOJTHUTEIHCKOTO YPOBHS B Pa3IMYHBIX MOIyCax
(como, B cocTaBe ancam0I1s1, OpKECTpa), HO M Ha aK-
TUBU3ALIUIO JIMYHOCTHOTO, TBOPYECKOTO IPOsBIIE-
HHUSI MOJIOJIBIX JIFONIEH KaK CyOBEKTOB BapHATHBHOM
U WHHOBAallMOHHOW TBOPYECKOW JI€STENbHOCTH;
FOTOBHOCTH K Pa3paboOTKe M CaMOCTOSATCIbLHOMY
OCYIIECTBJIEHHUIO TBOPUECKUX IPOEKTOB; IE€IAro-
THYECKOM pa3BUBAIOIIEH MY3bIKaJIbHO-XYyI0XKe-
CTBCHHOW JIEATECIBHOCTH Ha PA3UYHBIX YPOBHIX
obpazoBanus [6].

TpebGoBaHUsI K COBPEMEHHOMY CIICI[UATHCTY
00yCIIOBIICHBI HEOOXOAMMOCTHIO BBIMIOJHEHUS UM
[IeJIOT0 KOMILIeKca MpodecCHoHaIbHBIX MOJCICH
MOBEJAEHUS KaK HCIIOJIHUTEIS, cOo3uIaTelis, neaa-
rora, aHaJuUTHUKa-HUCCIIENOBAaTENsl B paMKax CBOE

npodecCHOHANBHON JesTeNIbHOCTH. MHOTrOorpaH-
HOCTb M BapUaTUBHOCTb 3HAHUN, YMEHHH, Ha-
BBIKOB JOCTHTAaeTCs CIEIHMalIbHON ITIOATOTOBKOM
MarucTpantoB. B €€ OCHOBE JIEKUT KOMIIETEHT-
HOCTHasi MOJENb, KOTOPYIO OTIMYAI0T MHOT000-
pasHble TPaHW MY3BIKaJBHOTO HCIIOTHHUTEIHCTBA
(BBICTYyIUIEHHST B KauecTBe KOHIIEPTHOTO HCIOJI-
HUTENsI, aHcaMOJInCcTa M KOHIEpTMeWcTepa, urpa
Ha MY3bIKaJbHBIX HWHCTPYMEHTaX B OpPKECTpax,
aHcaMOIIX), a TakKe My3bIKaJbHasd IMEJaroruka;
Hay4YHbIE MCCIIEOBaHUS B 00JaCTH MY3bIKaIbHO-
IO HMCKYCCTBa; MY3bIKQJIHHOE MPOCBETHTEIHCTBO;
PYKOBOJICTBO TBOPYECKHM KOJUIEKTUBOM; aJMH-
HUCTpaTuBHas paboTa B YUPEKACHHUSIX KyIbTY-
pBI, OpraHu3aIusIX, OCYIECTBISIONUX 00pa3o-
BaTENbHYIO JEATEIHHOCTh, B CTYAMSX, IEHTPax
HapOJHOTO TBOPYECTBA, JOMax HApOAHOTO TBOP-
yecTBa. BMecTe ¢ Tem npobiema peaan3anii KoM-
METEeHTHOCTHOW MOJENIN OOy4YeHHs MPOIOJDKAET
OCTaBaThbCsl JUCKYCCHOHHOW. Tak, muccienoBareib
M. I. Kpyrnosa [5] oOpamaer BHUMaHHue Ha TO,
4TO NMpoQeccuoHaNbHAS TOJJTOTOBKA COBPEMEHHO-
ro My3BbIKaHTa HE JOJKHA OTPaHUIMBATHCS TOIBKO
(hopmupoBanreM NpodecCHOHATHHBIX KOMIETEH-
nui ucroaauteiass. OHa oOsg3aHa BKIOYaTh 00Ja-
CTH HayYHBIX HCCIIEOBAHNN MY3bIKaJIbHO-XYI0Ke-
CTBEHHBIX IIPOIIECCOB, OPUEHTAIINIO HA TPOOIEMbI
Pa3BUTHSI COBPEMEHHON MY3BIKAIBHOU KYyJIBTYPbI
U COXpaHeHHe TIyOOKOU CBSI3M C OTEUYECTBEHHBIM
W MHUPOBBIM MY3BIKQJIBHBIM KyJIBTYPHBIM Hacie-
nueM. OJTa MHOTOCIOWHOCTh W BapHUaTUBHOCTH
oOycnoBieHa TpeOOBaHUSIMHU COBPEMEHHON XYIO-
KECTBEHHOI MPaKTUKH K BBIIYCKHUKY-MarucTpy,
KOHEYHas IIeJIb KOTOPOU, Ha Hall B3IV, COCTOUT
B (DOPMUPOBAHUM 1POPECCUOHATLHO-UHMESPUPO-
BAHHOU TUYHOCTHI.
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[IpoGnema BapHaTHBHOCTH IMOATOTOBKH Maru-
CTpaHTa KaK YHHBEPCAJBHOTO MYy3BIKaHTa (IIpO-
(heccHoHaTBbHO-UHTEIPUPOBAHHON JINYHOCTH) HE
ABIISIETCS] A0COJIOTHO HOBOI, OHa BOCXOAWT K Tpa-
TUISIM  OTEYECTBEHHON MY3BIKAJIbHON KYJIBTYPHI
XIX Beka. YHUBEpCalIM3M JMYHOCTU BOILIOTHIICS
B TBOPYECTBE U CyAb0OE BBIJAIOMINXCS MY3bIKAaHTOB,
takux kak H. A. Pumckuii-Kopcakos, C. 1. Tane-
€B U JIPYTHX, KOTOpPBIE MPOABHIN ce0sS MHOTOCTO-
POHHE — KaK IEJarory, UCTIOMHUTENH, KOMIIO3UTO-
PBL, MCCIenoBaTeIn. JTOT MOAXON K BOCIHTAHHUIO
My3BbIKaHTa OBbUT MPOJODKEH W TIONYYHJI pa3BU-
THE B COBETCKOM MY3BIKAJILHOM 00pa3oBaHUH, HO
BIIOCJICZICTBMH, KaKk OTMEYaloT HCCIIEA0BaTeNN
A. C. ba3sukos, E. P. Cusona, JI. A. Pamankas,
C TIOCTETICHHBIM YTBEP)KACHHEM M JOMHUHHPOBAHU-
€M B BBICIIEM MY3BIKaJbHOM OOpa30BaHWM MPHH-
[UIa crenuatn3anuy (UCTIONMHUTENb, MY3BIKOBE],
TUPIKEP U Ap.), OTH TPAJAUIMA BO MHOTOM OBLIH
yrepsusl [1; 7; 8]. COOTBETCTBEHHO, yCTAaHOBKA Ha
0osee y3KylO CIeNMaTM3alHi0 HE TONBKO OTPaHU-
YUBAeT JIMYHOCTh MY3BIKAaHTA-HCIIONHUTENS, Ba-
PHATHBHOCTH BO3MOXHOCTEH MpodhecCHnoHaTbHON
aJanTanui u TPYIOyCTPOMCTBA, HO U HE OTBEYAET
3armpocaM BPEMEHH, KOTOpPBIE OTPaXKaloT JOMUHAH-
Ty COBPEMEHHOH WHHOBAIIMOHHOM KyJbTypsl. Ha-
PAdy O CI0eM MaccCOBBIX ()OPM BEKTOp IBUIKECHUS
OTIpENIETISIOT TeHICHINH, CBSI3aHHBIE C 3aIIPOCOM Ha
CIIO)KHOCTPYKTYPHPOBAHHYIO MPO(PECCHOHAIBHYIO
JUIHOCTH, 00TaMAFONIYI0 CITOCOOHOCTHI0O K MHOTO-
(hYyHKIIMOHAJILHOM, MHOTOACIIEKTHON XYJ0KECTBEH-
HOW JIEATEIHHOCTH B PA3INYHBIX KYIBTYPHBIX Cpe-
JaX W YMECHHEM TOAXOIUTh K PEIICHHIO MPOoOIieM
Ha pa3JIMYHBIX TBOPYECKUX U MPO(ecCHOHATBHBIX
YPOBHSIX.

OO6pa3zoBarenpHasl MmapagurmMa COBPEMEHHOCTH
00yCJIOBIMBAE€T PACCMOTPEHHE KOHIIETITA «yHHU-
BEpPCAIFHOCTH» B KOHTEKCTE HHHOBAIMOHHOMN
KyJabTypel. Maructparypa B COBPEMEHHBIX XyHO-
JKECTBEHHBIX BY3aX, COIACHO TOCYAapCTBEHHBIM
o0Opa3oBaTeNbHBIM CTaHAApPTaM, OPHEHTHPOBaHA
Ha pelIeHue JAaHHOW MPOoOJIEMBI, HO TpeOOBaHUS
peanbpHOI 00pa30BaTeNbHON MPAKTHKH BO MHOTOM
CIIO)KHEE, BapHaTHBHEE W TPEATIONATaioT pa3ind-
Hble Toaxoabl. [IpakThka BBICIIETO XyJOKECTBEH-
HOTO 00pa3oBaHMA CBHJIETENBCTBYET O TOM, UTO
OOJNBIIMHCTBO BY30B B MaruCTEPCKOM ITOATOTOBKE
pa3densioT HAyYHO-OPHEHTHPOBAHHBIE M TIPAKTH-
KO-OpHEHTHPOBAHHBIE TPOTPAMMEI, TO €CTh COAEp-
JKaHHE MAaruCTepCKUX TMPOrpaMM OIpeaensIeTcs
KOHLIENIIIEeH MarucTparypsl JuOO KakK IOATOTOB-
Ka Hay4HO-HCCIIEJIOBATENIbCKUX KaJpOB, JHOO0 Kak

CHEMATU3MPOBaHHAasl TPHUKIATHAS TOATOTOBKA.
WHbIME ciOBaMH, By3 CaMOCTOSITENIEHO OIPEeIs-
€T, KOoro OH Oy/leT TOTOBHTH: MarmcTPaHTOB-yu&-
HBIX, TIEJaTOTOB WJIM CIIELHAIHNCTOB XYI0XKECTBEH-
HOM mpakTHKu. locymapcTBeHHBIE TpeOOBaHUSA
K YPOBHIO TOJITOTOBKH MarmcTPaHTOB IPEIOCTaB-
JISIOT By3aM OOJbIIKME BO3MOXKHOCTH B IJIaHE WH-
TUBUAyaIN3allid OOydYeHUs, HAAeNss MX IMPaBOM
OTIpeNEICHNS COAEPKAHMS MPOTPaMM CIIeIIHATTU3HU-
POBaHHOMW MOATOTOBKH.

Marucrepckue nporpamMmmsl HalpaBJIeHUN MOA-
rotoBka «53.00.00. My3bIKallbHOE HCKYCCTBOY
cojiepKaT pa3sHoOOpa3Hble BUABI MPodeccroHalb-
HOM IEATENBHOCTH, YTO COOTBETCTBYET KOHIICTIIINN
MOJATOTOBKH  NPOhecCuOHaIbHO-UHMESPUPOBAH-
Hoco crienpanucTa. Takodl IIHMPOKUH CHEKTP BU-
JIOB JIESITEIbHOCTH U KOMIETEHIMH OOBEKTUBEH M
BOCTpPEOOBaH XYIOKECTBCHHON MPAKTHKON, O YEM
MBI TIPUBOIWIN JOBOJBI Bhimie. COOTBETCTBEHHO,
9TO OOCTOSITENLCTBO CTAaBUT 3a/lauyy aKTHBHOTO
MPUBJICYCHUSI 00Pa30BATENBHBIME YUPESIKICHUSIMU
CyOBEKTOB MPOQeCCHOHAIBHON cpennl (paboToma-
Tenel) K (POPMUPOBAHUIO U pEATH3aNA MarucTep-
CKHX TIPOTpaMM. DTO TMO3BOJHUT CKOPPEKTHPOBATH
MOPTPET BBIIYCKHUKA-MArucTpa Kak npogeccuo-
HANbHO-UHMEeZPUPOBAHHOU TUYHOCMU TIOCPEIICTBOM
CTPYKTYPHPOBaHUsI KOMIIETCHIIUH C BBISIBICHUEM
KOMIIOHEHTOB TPO(ECCHOHATBHON HalpaBIeHHO-
ctu. Takol moaxoa MOMOraeT OLEHUTh PE3yabTaThl
U CTeNeHb d3PPEKTUBHOCTH 00YUCHHUS Yepe3 TPYIO-
YCTPOMCTBO BBITyCKHUKA-MarucTpa.

HeoOxoquMpIM  TTOTEHIIHAJIOM,  OOecreYH-
BalOIIMM BBIXOJ HAa IIHUPOKUH CIEKTP BHJOB
npodecCuoHaIbHONW AEeATEeNbHOCTH, OO0nagaeT
KOHmMeKCmHublll n00xo0 B oOydenmu. Ero mens u
Ha3HAYeHUE 3aKII0YalOTCs B aKIEHTUPOBAHUU
BHUMAaHHMS Ha pe3ysbTaTax oOpa3oBaTeNbHON Jes-
TEJIHHOCTH, KOTOPBIE MPOSIBIISIIOTCS MMEHHO B MTPO-
(heccroHaIbHOM cpesie, 3a MpeeaMy ayTuTOPHO-
T0, aKaJIEMUYECKOTO THIa 00pa3oBanus. [1o MbIciH
A. A. BepOunkoro, ocHOBaTens JaHHOTO MOIX0/a,
KOHTEKCTHBIM SIBIISIETCSI Takoe o0ydeHHe, B KOTO-
POM TOCTIeA0BaTEIHHO MOACTUPYETCS MPEAMETHOE
U COLMAJIbHOE CoJiepikanue Oymyiei mpodeccuo-
HaJIbHOU JeATeNbHOCTH CTyAeHTOB [2]. IIpocTpan-
CTBO peaJin3alliy 3TOTo Moaxoaa — chepa Oyaymei
Mpo(ecCHOHANBHON  NEeATETbHOCTH  MY3BIKaH-
Ta-MaruCTPaHTA-UCIOIHUTENS. — MY3bIKaIbHBIN
HCTIOJTHUTEILCKUI KOJUIEKTHB, y4eOHO-BOCIIHTA-
TEJNBHBIA KOJUICKTHB, (OPMbI MY3bIKAJIILHOW WH-
nyctpud, GOpMBI aHATUTHKO-HCCIIEIOBATEIBCKOM
Xy[IO’KECTBEHHOH NeaTenbHOCTH U Ap. OCHOBHOE
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Ha3HaYeHHE KOHTEKCTHOTO OOy4YeHHUsS — BKIIOYE-
HUe oOyuaromierocss B mpod)ecCHOHAIbHBIA KOH-
TEKCT ero OyJylIei AeITeIbHOCTH yKe B TIpoIiecce
aKaJeMU9ecKoro 3Tamna oopasoBanus. MHeIMHE cll0-
BaMH, MPOQeCCHOHAIBHOE 3HAHHUE JTOJKHO YCBau-
BaThCSA B KOHTEKCTE COOCTBEHHOTO MPAKTHYECKOTO
NEHCTBHS — B paMKaX CaMOCTOSITENIbHOM PaboTEHI.
OpraHu3anuio caMOCTOSTENIbHONH paboThl Ma-
TUCTPAHTa, Ha HaIll B3I, MOKHO pacCMaTpuBaTh
Kak OJHY M3 (OpPM OCYIIECTBICHHS KOHTEKCTHO-
ro noaxona B oOyuenuu. [loTenmman 3toit obpa-
30BaTeNbHON (OPMBI HE PACKPBIT JOCTATOYHO
[IOJIHO B HAyYHOW JIUTEpaType U CUCTEMHO HE OcC-
MmbicieH. [Ipobiaema opraHu3anuy caMOCTOSITENb-
HO# paboTHI, KOTOpasi 3aHUMaeT B 00pa30BaTelNb-
HOM TpOorpaMMe MarucTparypbl 3HAYUTEIbHYIO
JIONII0 YacoB, TOJY4YaeT OTPaXCHHE B COBPEMEH-
HBIX HCCJENOBaHUAX, I€ MOJHUMAIOTCA BOIPO-
CBl MEPECMOTpPa IOJXOJOB, MPHUHIIMIIOB, GOPM H
METOJIOB JAHHOTO BHJa 00pa30BaTEeIbHOM AESITENb-
HOCTH, a TAaK)Ke IeJarorMueCcKOTro B3auMOeHCTBHUS
u Gopmara caMOCTOSATENBHOMN JNesTeNbHOCTH 00Y-
yajonierocs. MHOTHE HCCIeA0BaTENH OTMEYaloT,
YTO CaMOCTOsTENbHAsT paboTa 4acTO MOHUMAETCs
B paMKax BY30BCKOIl NMOATOTOBKMA KaK BCIIOMOTa-
TeJIbHas, BTOPOCTENEHHAs, MEHee 3HAaunMas, 4eM
ayIWTOpPHBIE 3aHATHA, YTO OHA SBISIETCS PEMNpo-
TyKTHUBHOM, c1ab0 OpHEHTHPOBAHHOW Ha HCCIe-
JIOBaTCIBCKYI0, TBOPYECKYIO JCATEIHHOCTH [4,
c. 134]. I[IpuHUOmm opraHu3anuy CaMOCTOATECIIBHOM
paboThl B paMKaxX KOHTEKCTHOTO ITOIX0/a AOKEH
paccMaTpuBaThCAd KaK OINPEAENSIONUN B IENSIX
dbopMHpOBaHUS HMMEHHO  HpOpeccuoHarbHO-
UHME2PUPOBAHHOU  TUYHOCMU, TIOATOTOBIEHHOMN
K IEJIOMY CIEKTpPy BUIOB JEATEIHHOCTH B YCJO-
BUSIX XYHOXECTBEHHOM mpakTuku. Peanuzanus
3TOTO MPHUHIMMA OJDKHA OCYHIECTBIIATHCS Tpe-
MMYIIECTBEHHO B TBOPYECKO-TIPON3BOACTBEHHON
cpele, 3a paMKaMH ayJIHTOPHBIX (GopM 0OydeHHs
IIOCPEICTBOM BKJIIOYEHHSI MaruCTPaHTa-HUCIION-
HUTEJS B MPOIECC TBOPUYECKOH (pErneTUIINOHHOM,
oOyuJarolei, UCTIOMHUTENHCKOW, aHATUTHIECKON )
JIEeATENHbHOCTH TPO(ECCHOHATHLHOTO MY3BIKAlb-
HOT'O KOJUICKTHBA, 00beIMHEHUS, coodmiecTna. He
mo0as MHCTUTYLIHMOHANbHAS (popMa B My3bIKaIb-
HOH mpakTHKe 00NasaeT MOTEHIHAIOM podeccu-
OHAJIBHON Cpenpl, KOTOpas MOTHUBHPYET, CO3MAET
YCIIOBHSA, aKTyaJIn3UPyeT ONpeaenéHnuble mpodec-
CHOHAJIbHBIE HAaBBIKM W BBIIBUTAET CHCTEMY IpO-
(dheccuonanpubix oxuganuii. [losTomy omamM u3
yCIOBUH I(PQPEKTUBHONW peanu3allu Marucrep-
CKOM MPOTpaMMBbl SBJISETCS MpeIBapUTeNbHAs pa-

00Ta By3a M0 ONPEACICHHUIO U ITOUCKY aJIeKBaTHOM
3ajjauaM 00pa3zoBaHHs NPOPECCUOHATBHON Cpellbl
— KOHmMeKCcma, BXOXJEHHE B KOTOPBIA O3HadaeT
peann3annio OJHOTO W3 KIIIOUEBBIX 3TAmoB 00y-
yeHus. Ha Hai B3mIsiJ, ¢ y4€TOM BBIXOJ]a HA KOH-
TEKCTHBIN YpPOBEHb NHHAMHKa 00pa30BaTEIHHOTO
mporecca AO0KHA BBICTPAWBATHCS CIEAYIOIIUM
00pa3oM: TEpBBI YPOBEHb — y4cOHAs NEITCIb-
HOCTh aKaJIEMHYECKOTO THIIa; BTOPOHl ypOBEHB
— y4eOHO-TIpoOJIeMHasT JIeATEIbHOCTh IMpaKTHYe-
CKOTO THIa (OpraHM3als BCeX BHUAOB NPAKTHUK,
Hay4YHO-HCCIIeIoBaTeNbCcKast paboTa); TPETHH ypo-
BEHB — yueOHO-TIpoeccroHanbHast JeATeIbHOCTD,
KoTopast TpeOyeT MOrpyXeHHs OO0y4aromerocs
B pealbHyl MpodeccHoHanbHyl0 cpeny (KoH-
TekcT). OTInYue TPEThETo0 YPOBHS COCTOUT B TOM,
YTO OOYyYalONIMiiCsl CTAHOBUTCA Ha MO3UIUIO MPO-
(dheccuonana: m3 oObekTa OOydECHHS OH TpPEBpa-
maercs B cyObeKT MpodecCHOHANbHOW JesITelb-
HOCTH. HO 3TO AOCTHXXHMMO TONBKO TOTAa, KOTJa
obecrieueH MPOIECC NPEEMCTBEHHOCTH MEXKIY
BCEMHM YpPOBHSMU OOy4YeHHs, KOTIa JAMHAMMKA
00pa3zoBaTeNBHOTO IpoIecca BHICTPAWBAaeTCs Ha
OCHOBE MPHUHIIUIA IBOJIONWNA KaK JBWKEHHUS IO
YCIOKHEHHIO KOHTEKCTA: OT aKaJeMUIeCKOi yueo-
HOW JIEATEIFHOCTH M0 OCBOCHUIO MPO(decCnoHalb-
HBIX KOMIIETEHIIMHA Yepe3 y4ueOHO-IpOOIEeMHYIO
Kk npodeccuoHanbHoi. IMEHHO TpeTHil ypoBeHb
— KaueCTBEHHO MHOW ypOBEHb OOy4YEHHS, aKTya-
JTU3UPYIOMUNA CaMOCTOATENbHOCTD, JIUYHOCTHOE
BKJIIOUYEHHE B MPO(HECCHOHATBHYIO IEITeNHHOCTb,
obecreynBaOmMNi  yCIOBUS  TpaHChopManuu
y4eOHOH JeSITenbHOCTH B TpOo(hecCHOHATHHYIO
NeATEeNbHOCTh CIIEHUANINCTA.

[IpuHUIMIT  OpraHM3anyy  CaMOCTOSITETHHON
paboTel B mporecce OOyYeHHS MarucTpaHTa SB-
JSIeTCSL ONPEEISIONUM TP (OPMUPOBAHUH TO-
TOBHOCTM K MHOTOCTOPOHHEW, YHHMBEPCAJIBHON M
BapUaTUBHON PO ECCHOHATBLHOM My3bIKaIbHO-TIC-
JIarOTUYECKOH, MY3BIKaJIbHO-UCIIOJIHUTENBCKOM,
HAy4YHO-HMCCJIEIOBATENbCKON  IeATENbHOCTH. Ero
peanu3anus OCYIIECTBISIETCS Yepe3 BKIIIOYCHHE
MarucTPaHTa-UCTIOHUATENS B MPOIIECC TBOPYECKON
(penieTuniOHHOM, 00yUaroIeH, HCIIOTHATEITHECKOM )
JeSTENbHOCTH MPOQECCHOHATBHOTO MY3bIKaJIbHO-
ro KOJJIEKTHBAa. MIMEHHO Takoil KOJJIEKTHUB Mpea-
CTaBIsieT co00¥ YHUKAIBbHYIO TIpodecCHOHAIBHYIO
TBOPYECKYIO CPEy, B KOTOPYIO C MEPBBIX JIET 00y-
YeHHS [TOTPYKAI0TCA MarucTpsl. CaMoCTOATEIbHOE
BHEayIMTOpHOE 00y4eHNne, HalleJIeHHOE Ha BOCIIPO-
u3BeneHHe (OpM peaybHOM MpodeCcCHOHATBHON
NEeSITEeNbHOCTH, Ja€T BO3MOXKHOCTH MAaruCTPaHTY
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HE TOJBKO TMOJYYHUTh HEOOXOIUMBIC 3HAHUS, yMe-
HUS, HABBIKH, HO ¥ aKTUBU3HPYET €ro JUIYHOCTHOE
npodeccHoHaNbHOE CaMOOIIpeIeTICHUE 3a TIpeielia-
MU ayTUTOPHBIX 3aHATHIA. Ha Ham B3misia, npodec-
CHOHAJIbHBIA MY3bIKAJIbHBIA KOJIJICKTHB 00JaaaeT
HEOOXOANMBIM MOTEHIAIOM B JOCTHXEHHH 00pa-
30BaTeNIbHON 1eH — (GOPMUPOBAHHUU TPOdeccHo-
HaJTbHO-UHTErPUPOBAHHOHN JINYHOCTH.

Bo-nepsvix, 6 pamkax oeamenbHOCMU KOJLIEK-
Mmuea ocywecmenaemcs camoCcmoameibHas noo2o-
MOBKa Masucmpanma 8 ob1acmu UCHOIHUMENbCKOU
OoesimenbHoCmu (Ma2ucCmpanm-ucnoinumens), 9To
MIPEIIOIaraeT COBEPIICHCTBOBAHWE WHCTPYMEH-
TabHBIX YMCHHUIA ¥ HABBIKOB M CBS3aHHBIX C HUMH
crocobHocTed. Maructpant (dopmupyer coo-
CTBEHHBIM HMCIOJIHUTENILCKUM penepryap Moa py-
KOBOJICTBOM TBOPYECKOTO KOJIJIEKTHBA — MY3BIKaH-
ToB-mIpoheccronanoB. B ocHoBe 3TOrO mMpoIecca
JISKUAT MPUHINI TAPTHEPCTBA. 3A€CHh MPOUCXOAUT
HAKOIUICHHE pemnepTyapHOro Oaraxka MmocpeacTBOM
CHUCTEMHO OPTraHHW30BAHHOM CaMOCTOSTEIbHOW pa-
60TbI. C 3TOH LEJTBIO UCIIONB3YETCS KOMIUIEKC (hopM
CaMOCTOSITETIFHON paboTHI: BBHITIOJHEHHE KOHKPET-
HBIX 3aJaHU 10 pemnepTyapy WHAWBHIYaJIHHOTO
IJIaHa MarucTpaHTa (ompeneiacHue Hanboee meme-
C000pa3HbIX MPUEMOB PabOTHI Hajl KAaYeCTBOM 3BY-
Ka, MITPUXaMH, TI0A00p PAMOHAIBFHON allUINKATY-
PHL | JIp.); YTEHHE C JINCTA, ICKU3HOE 03HAKOMJICHHE
C TPOMW3BEICHUEM; TOAPOOHBIN aHAIN3 MY3bIKallb-
HOTO Tpou3BeAeHHA (00U, My3BIKaTbHO-TEOpE-
THYECKUH, UCTIOTHUTEITHCKHMN ).

Bo-emopvix, opeanusyemca camocmosmeny-
HAasl n0020MOBKA 6 00acmu MY3bIKAIbHOU neod-
eocuxu (masucmpanm-neoacoe). B HCIOTHHUTENTH-
CKOM KOJIJIEKTHIBE MAaruCTPaHTy MPENOCTaBISIOTCS
IIMPOKHE BO3MOYKHOCTH aHAJIUTHYECKOTO YPOBHS,
Pa3BHBAIOIINE CAMOCTOSTEIFHOCTD MBIIIIJICHISI, He-
00XOAMMYIO JUIsl OCYIIECTBICHHS IearorndecKoi
M HayYHO-METOAWYECKOW AEATEIHHOCTH, TaK Kak
MY3BIKaHT-TIEJAror JOJDKeH 00JanaTh YMEHHEM He
MIPOCTO HAKaIUIMBATh 3HAHUS, a MCIONb30BaTh IO-
JTyYEHHBIN B ayIUTOPHBIC Yachl 00BEM 3HAHUH IS
JATbHENIIIETO CaMOCTOATENBHOTO TIoMcKa. ViMeHHO
B TBOPYECKOM KOJUIEKTHUBE MEPEN MarkuCTPaHTOM
cTaBiaTcsi 00pa3oBarelbHbIC 33Ja4H TTOMCKOBO-KC-
CJIEZIOBATENIbCKON HANpaBICHHOCTH: W3yYEHHE XY-
JIO)KECTBEHHBIX CTHJIEH KOMIIO3UTOPOB, OCOOCHHO-
CTe¥ rapMOHHH U aPAHKUPOBKH, METOIBI 3CKH3HOTO
OCBOEHHSI MY3BIKAJIBHBIX TEKCTOB, pabora ¢ pas-
JTUYHBIMA BUJIAMH TApTUTYp U 1p. Takke BO Bpe-
Ms 3aHATHN B KOJUIEKTUBE MOXET OBITh MPOBENEH
MOHHUTOPUHT U CaMOKOHTPOJIb PE3yJbTaTOB yCBOE-
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HUS 3HAHUM, TOTyYeHHBIX B MPOLIECCE ayUTOPHBIX
3ansTHid. [lenaror-my3sikaT GOpMHUPYETCS TOIBKO
Ha OCHOBE DPa3BUTHA MY3bIKAJIBHOTO MBIIIICHUS,
a JUIsl 9TOro HeoOxomuMa MpodeccuoHanbHas cpe-
J1a, B IPOCTPAHCTBE KOTOPOH aKTyaJIM3UPYeETCs MO-
3HABATENIbHBIA TIPOIIECC, 3aaBasi HOBBIE BEKTOPHI
paszButus. MmeHHo B mpodeccHoHaIbHON (KOH-
TEKCTHOM) CpeJie OCYIIECTBISETCSI WHTETPHPOBAH-
Has CBA3b HAyYHO-TBOPYECKOTO 3HAHUS C MPAKTH-
KO MY3BIKaJIbHO-UCTIOTHUTEIBCKON JesITeTbHOCTH
MIOCPEZCTBOM TEJarOTHYECKOTO COMPOBOXKACHUS U
apTHEPCTBA.

B-mpemvux, 6 npoyecce meopueckoii oesmenn-
HOCMU KOIeKMU8A NPOUCXooum @opmuposanue
npogeccuoHarbHbIX KoMnemeHyull Maucmpanma,
CBA3AHMBIX C €20 MBOPUECKOU CaMopeanusayuen Kax
JUYHOCMU U MY3bIKAHMA (MASUCMPANm — Meopye-
CKAsl IUYHOCMYb), OXBATHIBasl BCE BHJIBI TBOPUECKON
JesITeTFHOCTH KOJUIEKTHBA OT BbIOOpa perepryapa
JI0 BBICTYIIJIEHUS C KOHLEPTHOM nporpammoil. Ma-
THUCTPAHT BKJIOYAE€TCA B IMPOIECC COTBOPUYECTBA
KOJUICKTHBA B TOH (pOpMe, KOTOpasi COOTBETCTBYET
TpeOOBaHHUAM €ro TBopueckoro pazsutusi. Ocoboe
BHHUMAaHHE yfemseTcss MpUOOIIeHUI0O MarucTpaHTa
K HMCKYCCTBY KOHIIEPTHOTO HCIIOJIHUTENIBCTBA, YTO
aKTHBH3HPYET TBOPUECKOE BOOOpakeHHe, 00pa3Hoe
MBIIIIICHHE, CIOCOOCTBYET (POPMUPOBAHUIO WH/IU-
BHyaJbHONH MaHEpbl MCIIOJHEHUS. YUJacTHe B Je-
ATENILHOCTH aHCaMOJIs ITOMOTaeT PACHIMPHUTh PaM-
KH HHCTPYMEHTAJIbHO-UCIIOTHUTEIHCKOTO OIIBITA,
CIOCOOCTBYET CTAHOBIICHHIO MPOGECCHOHAIBLHOTO
MBIIUICHAS U Pa3BUBAET MOTHBALIAIO K TBOPYECKON
CaMOCTOSITEIIFHOCTH.

B-uemeépmuix,  3axnaowieaiomcs  npodghec-
CUOHANbHbIE KOMNEMeHYuU, CeA3aHHble C Hay4-
HO-UCCLe008AMENbCKOU  0esIMENbHOCMbIO  (Ma2u-
cmpanm-ucciedosameis), Tak Kak (GOPMHPOBAHKE
WCCIIENIOBATENIbCKOW  KYJIBTYPhl TakXe SBIIAETCS
3HAYMMOHN COCTaBJIAIONIEH MPO(HEeCCHOHATBLHOTO
noprpera Maructpanra-ucrnonaurens. Chepa me-
TOJIOJIOTHH HAyYHOTO MCCJIE0BAHUS B 001aCTH My-
3BIKAJIPHOTO MCKYCCTBA OTIMYACTCA CBOCH CIEIH-
(KON, YTO CTaBUT TEped MarucTpaHToM |
MperofaBaTeseM 3afady ONpeAeNCHHs YCIOBHUN
MIPUMEHEHUS TIOTYYCHHBIX 3HAaHUN M aKTHBHU3ALHUN
AQHAJIMTUYECKOTO TOIX0Ja K M3YYEHHUIO MY3BIKaJIb-
HBIX TPOM3BEACHHN, OCOOEHHOCTEH WCIOITHEHUS
W MHTEPIPETaIly, METO/IOB aHAIN3a MOPQOIOTHH
Y AMHAMUKH MY3BIKaJIbHBIX ITPOIIECCOB.

Takum 00pa3om, cerogHs HeE0OXOIUMO BBe-
JEHHE TaKoro 0oOpa3oBaTeNbHOTO KOMIUIEKCA, TIe
KOHTEKCTHBIM MOAXO0J 3aiMET KIIFOUEBBIE ITO3HIIHU
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C BBIXOJIOM Ha pa3pabOTKy «My3BIKUIBHON KOHIICTI-  JIICTOB, MAarECTPOB HOBOTO THIA, OOBEIUHSIOIINX
TONOTUW» [3] KaK OCHOBBI MOJATOTOBKH Mpodeccu- B cebe «aHaJMTHKOB-HCCIIEA0BaTeNeH, Melaroros-
OHaHBHO-HHTerHpOBaHHOi/‘I JJIMYHOCTHU C ICIIbIO MCETOAMCTOB U TBOPYCCKUX MY3BIKAHTOB — IIPAKTHU-
METOZIOJIOMYECKOro  olecrieueHus: 00pa3oBaHus  KOB» [3] /I HOBBIX MU MHOrooOpa3HbIX cdep mpo-
M0 aKTyaJbHBIM MPOQHISM MY3bIKAHTOB-CIENHA-  (DeCCHOHAIBLHON MY3bIKaJIbHOM JEITEIEHOCTH.

< AUTEPATYPA (<

1. BazuxoB A. C. My3slkanpHOE 00pa3oBaHHE B COBPEMEHHOW Poccy: OCHOBHBIC TIPOTHBOPEYUS M MYTH X
MIPEONONICHHUS: AUC. ... I-pa mel. Hayk. TamOoB, 2002. 386 c.

2. BepOunkwuii A. A. AktTuBHOE 00ydYeHHE B BBICIICH IIKOJIE: KOHTEKCTHBIN noxxon. M.: Beicmas mkoma, 1991.
207 c.

3. Topoben C. B. KonTekctHOe oOyueHHe memarora-My3blkaHTa B TyMaHuTapHoM By3e // Tpymer CaHKT-
[eTepOyprckoro rocyIapCTBEHHOTO YHUBEpCUTETa KynbTyphl 1 ucKyccTB. 2013. T. 200. C. 224-228.

4. Kopuna B. C. Opraau3zaius caMOTIOATOTOBKH CTYJCHTOB K BApHATUBHOU MPOPECCHOHATFHON AeITETPHOCTH
B KJacce ¢oprenmano // Bricmiee oopazosanue B Poccun. 2017. Ne 3. C. 133-140.

5. Kpymosa M. I. IIpoeccronanbHast HOArOTOBKA My3bIKaHTa IIMPOKOTO MPOGIIIS KaK TPodIeMa COBPEMEHHOTO
My3BIKaJbHOTO 0Opa3oBaHus // Universum: mcuxonorust u oopaszosanue. 2016. Ne 8. URL: https://elibrary.ru/item.
asp?id=26420782 (ara obpamenns: 20.06.2018).

6. OO0 yTBepkaeHNH (eaepaabHOro rocyJapcTBEHHOT0 00pa30BaTeIbHOTO CTAHAAPTA BBICIIET0 00Pa30BaHUS 110
HampaBiIeHUIo moAroToBkH 53.04.01 My3bIKaTbHO-HHCTPYMEHTANBHOE UCKYCCTBO (YPOBEHh MarucCTpaTyphl): IPHUKa3
MunncrepcTBa o0pazoBanus u Hayku Poccuiickoit @exepannu ot 11 aBrycra 2016 . Ne 984. URL: http://www.garant.
ru/products/ipo/prime/doc/71375318/.

7. Pananxas JI. A. Kyneryposnoruueckuil moaxoJ Kak METONOJIOTMYECKAs OCHOBA IMOATOTOBKM IEJarora-
My3BIKaHTa IIHPOKOTO Tpodus // Bompocsr My3bIKanbHOM KyIbsTypsl 1 00pazoBanms. 2010. Bem. 7. C. 3-8.

8. Cwmsosa E. P. IlpodeccronanpHas MOATOTOBKA CHENMAIUCTOB B CHCTEME KIACCHUECKOTO MY3BIKAJILHOTO
o0pa3zoBaHHA: OHC. ... O-pa rea. Hayk. Yensomuck, 2008. 450 c.

06 asmopax:

Hepymuna Oabra BacuiabeBHa, KkaHAuJaT KylIbTYpPOJIOTHH, JOICHT, 3aBeAyrolnas kadempoit
XyAOKECTBEHHOU KyJTBTYPBI U IEKOPATUBHO-TIPUKIIATHOTO TBOPYECTBA, AJITACKUIT TOCYTapCTBEHHBI HHCTUTYT
KyasTyphl (656055, . Bapnayi, Poccus), ORCID: 0000-0003-0407-5096, agaki-pervushina@yandex.ru

KproukoBa Huaa BiaagumupoBHa, npodeccop kadeapbl HAPOAHBIX UHCTPYMEHTOB M OPKECTPOBOTO
JTUPYKUPOBAHUS, JIEKAaH MY3BIKAIbHOTO (DaKynbreTa, ANTalCKUl rOCyAapCTBEHHBIN UHCTUTYT KYJIBTYpPbI
(656055, r. bapnayin, Poccus), ORCID: 0000-0002-5141-7856, kruchkova-nina@yandex.ru

< REFERENCES (<

1. Bazikov A. S. Muzykal'noe obrazovanie v sovremennoy Rossii: osnovnye protivorechiya i puti ikh
preodoleniya: dis. ... d-ra ped. nauk [Musical Education in Present-Day Russia: The Basic Contradictions and the
Paths of Overcoming Them: Dissertation for the Degree of Doctor of Pedagogy]. Tambov, 2002. 386 p.

2. Verbitskiy A. A. Aktivnoe obuchenie v vysshey shkole: kontekstnyy podkhod [Active Learning in Institutions
of Higher Education: A Contextual Approach]. Moscow: Vysshaya shkola, 1991. 207 p.

3. Gorobets S. V. Kontekstnoe obuchenie pedagoga-muzykanta v gumanitarnom vuze [Contextual Instruction of a
Musical Pedagogue in Humanitarian Institutions of Higher Education]. Trudy Sankt-Peterburgskogo gosudarstvennogo
universiteta kul'tury i iskusstv [Scholarly Works from the St. Petersburg State University of Culture and the Arts]. 2013.
Vol. 200, pp. 224-228.

142



2018,3 Musical Education e,

4. Korina V. S. Organizatsiya samopodgotovki studentov k variativnoy professionalnoy deyatel'nosti v klasse
fortepiano [Organizing Students’ Individual Preparation in their Variable Professional Activities in a Piano Class].
Vysshee obrazovanie v Rossii [Higher Education in Russia]. 2017. No. 3, pp. 133-140.

5. Kruglova M. G. Professional'naya podgotovka muzykanta shirokogo profilya kak problema sovremennogo
muzykal'nogo obrazovaniya [Professional Training of a Multi-Skilled Musician as an Issue of Contemporary Musical
Education]. Universum: psikhologiya i obrazovanie [Universum: Psychology and Education]. 2016. No. 8. URL:
https://elibrary.ru/item.asp?id=26420782 (20.06.2018).

6. Ob utverzhdenii federal'nogo gosudarstvennogo obrazovatel'nogo standarta vysshego obrazovaniya po
napravleniyu podgotovki 53.04.01 Muzykal'no-instrumental'noe iskusstvo (uroven' magistratury): prikaz Ministerstva
obrazovaniya i nauki Rossiyskoy Federatsii ot 11 avgusta 2016 g. Ne 984 [On the Approval of the Federal State
Educational Standard of Higher Education in the Field of Preparation 53.04.01 Musical Instrumental Art (Master’s
Level): Order of the Ministry of Education and Science of the Russian Federation (August 11, 2006; No 984)]. URL:
http://www.garant.ru/products/ipo/prime/doc/71375318/.

7. Rapatskaya L. A. Kul'turologicheskiy podkhod kak metodologicheskaya osnova podgotovki pedagoga-
muzykanta shirokogo profilya [A Culturological Approach as a Methodological Basis for Training a Multi-Skilled
Musician]. Voprosy muzykal'noy kul'tury i obrazovaniya [Questions of Musical Culture and Musical Education]. 2010.
Issue 7, pp. 3-8.

8. SizovaE. R. Professional’naya podgotovka spetsialistov v sisteme klassicheskogo muzykal'nogo obrazovaniya:
dis. ... d-ra ped. nauk [Professional Training of Specialists in Classical Music Education: Dissertation for the Degree
of Doctor of Pedagogy]. Chelyabinsk, 2008. 450 p.

About the author:

Olga V. Pervushina, Ph.D. (Culturology), Assistant Professor, Chair of the Department of Artistic
Culture, and Decorative-Applied Arts, Altai State Institute of Culture (656055, Barnaul, Russia),
ORCID: 0000-0003-0407-5096, agaki-pervushina@yandex.ru

Nina V. Kryuchkova, Professor at the Department of Folk Instruments and Orchestral Conducting,
Dean of the Music Department, Altai State Institute of Culture (656055, Barnaul, Russia),
ORCID: 0000-0002-5141-7856, kruchkova-nina@yandex.ru

&P

143



G My3bikaAbHOe obpa3oBaHue 2018,3

ISSN 1997-0854 (Print), 2587-6341 (Online) DOI: 10.17674/1997-0854.2018.3.144-148
VIK 37.013.43

H. B. CEPEI'MH

Anmaiickutl 20cy0apcmeeHHbLL UHCTRUNYM KYIbIypbl
2. bapnayn, Poccus
ORCID: 0000-0002-5695-7157, SereginNV(@yandex.ru

OcCHOBbI MOHUTOPUHIA MY3bIKAAbHO-TIEAAIOrMY€CKOIo nmpouecca

B crarbe mpezncraBieHb MarepHaibl HCCIEJOBAaHMS OCHOBHBIX ITOJXOIOB K MOHHUTOPHHTY MY3BIKAIBHOTO
00pa3oBaHMs M BOCIWTAaHUS. ABTOp aHAJIW3UPYET HCCICIOBAHMSA, CBSI3aHHBIC C YIIPABICHHEM OOpPa30BaTEIbHBIM
IIPOLIECCOM, BOCIUTAHHEM TEXHUKH My3bIKaHTa M €T0 KyJIbTYPbL. B KauecTBe BaKHEHIINX COCTABIIAIOIINX MOHUTOPHUHTA
paccMOTpPEHbl BapHaHTBl KOHTPOJSI OCBOCHHMS O00Opa30BaTENbHBIX MPOrpaMM OT TPAAWIMOHHBIX OLEHOYHBIX
CHCTEM, 3a4€THO-3K3aMEHALMOHHBIX ONPOCOB, MPOCIYIINBAaHWN KOHIEPTHBIX IMPOTPaMM /0 COBPEMEHHBIX (opm
TECTHPOBAHUS, ONIPOCA, AHKETHUPOBAHMUS U COOTBETCTBYIOIINX OLIEHOYHBIX IIIKaJI KOHKPETU3AIMN KOMIETEHTHOCTHOTO
coziepXKaHust 00pa3oBaHMS MCKYCCTBA M KYJIBTYPBHI IOCPEACTBOM BEpOaJbHON KOHKPETH3AllMH U IEPCIIEKTHBHBIX
MIOCTPOCHUI COMep)KaHU W3MEPHUTENBHBIX IIKaJ, Pa3BHBAIOIIMX IyXOBHBIM ONBIT oOydarommxcs. lccinenoBanue
CyOBEKTHOI KOHKPETH3allMU JOCTYIHOCTH OIEHOYHBIX IOKAa3aTesie IO3BOIMIO JEMOKPAaTH3UPOBATh ITOHHMaHUE
00y4aroIMMUCS coAepkaHus ¥ (PyHKIIMOHUPOBAHNUS MPOPECCHOHAIBFHO BayKHBIX KauecTB. BBIsIBICHHE COOTBETCTBUS
MIOHUMAaHHS CONCP)KAaHWs 3HAHWH, YMEHMI OICHOYHBIX IOKa3aTesell My3bIKaHTa CyOBEKTaMH I1€AarorHYecKOro
Iporecca MO3BOJIMIO KOHKPETH3HPOBaTh (pakTHYecKWe NaHHBbIE, HEOOXOMUMBbIE JUIS HAIOJHEHUS 00pa30BaTeIbHO-
BOCIIUTATEIHHOTO IPOLECCa MY3bIKAaHTA-UCIIOTHUTENSI U COCTABIISIIONIMX €r0 T’HOCTUYECKUX KadeCTB, MEPCHEKTUBBI
BKIIIOYCHUS!I B MOHHMTOPHHIOBBIH IIPOIECC CaMOTO MY3bIKAHTA-HUCIIOMHUTENS. ABTOp HCCIEAYET BO3MOXHOCTH
YTOYHEHHS TIOKa3aTeNed M3ydeHHs, TUArHOCTUKH M MPOTHO3UPOBAHMS YUEOHOTO IpOIecca, a TaKKe PEe3ylbTaToB
00yueHHs, SBISIOIIMXCS OCHOBOM JUIS NMPUHSTHS MEAArOTHUECKUX PEIICHUH M ONTHMAIbHOTO (DYHKIIMOHWPOBAHUS
TIporecca pa3BUTH PO(ECCHOHATBHO BaXKHBIX KAUECTB OTHOCHTEIIFHO KOHKPETHBIX YCIOBHH U IMYHOCTH My3bIKaHTA.
JA71s1 5TOTO YTOUHSIOTCS TapaMeTpPhl IHarHOCTHKH, IPOTHO3UPOBAHMS 1 MOHUTOPHHTA B My3BIKQJIEHO-TIE1arOTYECKOM
rporecce.

KnrodeBble c10Ba: Hay4YHO-HCCIEI0BATENbCKAsl CYLITHOCTh MY3bIKaJIbHO-IIEIarOrMIE€CKOro MpoIiecca, MOHUTOPHHT,
JIMarHOCTHKA, TIPOrHO3UPOBaHKE, 3PPEKTHBHOCT, CAMOPa3BUTHE THYHOCTH MY3bIKaHTA.
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NIKOLAI V. SEREGIN

Altai State Institute of Culture, Barnaul, Russia
ORCID: 0000-0002-5695-7157, SereginNV(@yandex.ru

The Basics of Monitoring the Process of Musical Pedagogy

The article presents materials of research of the main approaches to monitoring musical education and upbringing.
The author analyzes research works connected with management of the educational process, the development of
a musician’s technique and culture. The variants of control of the mastery of the educational programs, from the
traditional systems of evaluation, test and exam questions and auditions of concert programs to contemporary forms
of testing, quizzes, questionnaires and the corresponding evaluation scales of concretization of competency-related
content of education in the spheres of art and culture by means of verbal concretization and perspective constructions
of content of reference scales developing the spiritual experience of the students are examined as some of the most
significant components of monitoring. Research of the subject-related concretization of the accessibility of evaluative
indicators has made it possible to democratize the understanding by the students of the content and the functioning of
professionally important qualities. The discovery of the correlation of understanding of the content of knowledge and
the capabilities of the musicians’ evaluative indicators by the subjects of the pedagogical process have made it possible
to concretize factual data necessary for saturating the educational and instructive process of the performing musician
and the components of his gnostic qualities, the prospects of inclusion the performing musician himself into the process
of monitoring. The author researches the possibilities of specification of the indicators of education, diagnostics and

144



Musical Education

2018,3 (0

prognostication of the educational process, as well as the results of education, which present a foundation for making
pedagogical decisions and the optimal functioning of the process of development of professionally acquire qualities
in relation to the musician’s concrete circumstances and personality. For this end the parameters of diagnostics,
prognostication and monitoring in of diagnostics, prognostication and monitoring in the process of musical pedagogy

are specified.

Keywords: scholarly research essence of the musical-pedagogical process, monitoring, diagnostics, prognosis,
effectiveness, self-development of the musician’s personality.

For citation: Seregin Nikolai V. The Basics of Monitoring the Process of Musical Pedagogy. Problemy muzykal'noj
nauki/Music Scholarship. 2018. No. 3, pp. 144-148. DOI: 10.17674/1997-0854.2018.3.144-148.

CHOBHBIM (DaKTOPOM TMOBBIMIECHUST dPPeK-

TUBHOCTH MPOPECCHOHATHLHOTO MY3bIKAIIb-

HOro 00pa3oBaHHS SBJSETCS COBEPLICH-
CTBOBAaHME TE€JArorM4ecKoro IpoIecca B CBSI3U
C HM3MEHEHHSAMH HCIONHUTENBbCKUX KadecTB My-
3bIKaHTa. BO3MOXHOCTH pemIeHrs: 3TOro BOIIPOCaA,
Ha HAIl B3DVIAM, JISKUAT WCKIIOUMTENHO TPU HC-
CIIEJIOBAaHNU B HECKOJNBKHX O0JACTAX, CBI3aHHBIX
C YympaBleHHEM O0pa30BaTeIbHBIM MPOIECCOM,
BOCHHTAHWEM TEXHUKH MY3BIKaHTa U €0 KyJIbTYPBI.
B kauecTBe BaxKHEHUIIINX COCTABIISIIOIINX JJISI UCCIIE-
JIOBaHHS MBI BUANM aHAIN3 BAPHUAHTOB KOHTPOIS
OCBOEHHS 00pa30BaTEeNbHBIX IPOTPaMM, BBISIBICHUE
COOTBETCTBHMM 3HAHUI U yMEHUH My3bIKaHTa. Pac-
CMOTpEHHE OIICHOYHBIX ITOKa3arelnei, pakTniaeckux
JAHHBIX MY3BIKaIbHO-HCTIOTHUTENBCKOTO MpoIiecca
Y MIPHUCYIINX €EMY THOCTHYECKHX KaueCTB, BBIIBICH-
HBIX B MPOIECCe JUArHOCTUKY Y4eOHOTO TIpoliecca,
a TaK)Ke pe3yIbTaTOB OOyUEHUS SBISETCS OCHOBOM
IUIST TIPUHSTHS TeJarorudeckux pemenuil. Cyrm-
HOCTh TaKOTO aHaJIM3a COCTaBJISIET HCCIEJOBaHUE
UHQOPMAIIMOHHOTO acTeKTa MY3bIKAIbHO-UCIION-
HUTEIBCKOTO ¥ MEAArOrHYeCKOr0 MPOIIECCOB.

MoOHUTOPHHT Y4e0HOTO TpoIiecca, pe3ybTaToB
M KauecTBa OOyYEHHS paccMaTPHUBAETCS CETOTHS
C PA3NMYHBIX [TO3ULMKA. Halne BCero oH NpeacTaB-
JsieTCs «HanboJiee COBEPIICHHBIM CIIOCOOOM 00€-
CIICUCHHS CBOCBPEMEHHOM U Ka4eCTBEHHOM HH(OP-
Maruei cepsl yrnpapieHUs Pa3TUIHBIMU BUIAMH
nesitensHOCTY [4, €. 12].

[Ipn yTOuHEHHHM Hay4YHO-HCCIIENOBATENHCKON
CYLIHOCTH TIEJarOTUYECKOTO IpoIecca MOHHUTO-
PUHT paccMaTpuBaeTcsi KaKk CHUCTEMHas TUarHo-
CTHKa KaueCTBEHHBIX M KOJIMYECTBEHHBIX Xapak-
TepUCTHK 3(PPEKTUBHOCTH (YHKIIMOHUPOBAHUS H
TEHACHLIUN CaMOpa3BUTHS 00pa3oBaTeIbHON CH-
CTeMbl, BKJIIOYas e€ IenHu, coAepaHue, (OpMEl,
METO/IbI, TUAAKTHYECKHE U TEXHUIECKHE CPE/ICTBA,
YCIIOBUSI M pe3yibTaTsl OOy4YeHHs, BOCIHTAHUS
¥ CaMOPa3BUTHS JIMYHOCTH U KOJUICKTHBA [2].

[Ipu KOHKpETH3alMu BPEMEHHBIX, MHHOBAIIH-
OHHBIX WM YIPAaBJICHUECKHX IOKa3arejael MOHHUTO-
PHUHT XapakTepu3yeTcs KaK JUINTEIbHOE CIICKECHHE
3a OOBEKTAaMHU WM SBICHHUAMHU MEAarormyecKon
JIEHCTBUTEIHHOCTH C IENIbI0 00eCIeueH s meaaro-
rOB Kaue€CTBEHHOW M CBOEBPEMEHHOW WH(pOpManu-
eil, HeoOXOAMMO¥ 7Sl MPUHATHS pereHui [5].

Konkpernsupys conep’kanne MOHHUTOPHHTA, WC-
CII/TOBATENN BBIBIIIOT HAIlpaBJieHHUE HETPEpPHIBHO-
r0 Hay4HO OOOCHOBAHHOIO MPOTHOCTHYECKOTO Clie-
JKEHUSI 32 COCTOSHHEM, Pa3BUTHEM II€arOruIecKoro
npoliecca B IENsIX ONTUMAITBHOTO BBIOOpa IIelieid, 3a-
Jlad ¥ CPE/ICTB X penteHust [ 1] u ompenerstoT conep-
YKaHUE TNarHOCTUKH, OLIEHKU 1 IPOTHO3UPOBAHUSI CO-
CTOSIHHS TIEAArOTHYECKOTO MpOLecca: OTCIeKUBAHNE
€ro X0/1a, pe3yJIbTaTOB, ICPCIICKTUB Pa3BUTHUSA [9].

J1g HamIero ucciuenoBaHus BaXKHBIM IIPEICTaB-
JIieTCs] KOHKPETU3aIUs CUCTEMOOOPA3YIOLINX MPH-
3HAKOB MOHHTOPHHTA IEAarormyeckoro IMporecca
U €r0 pe3ynbTaroB. B kauecTBe TaKOBBIX HCCIIEN0-
BaTenn 0003HAYAIOT:

— BKJIIOYEHHOCTh OOBEKTa MOHHTOPHHIOBOW
OIIEHKH B TMEIarOrMYeCcKyI0 CHCTEMY B KauecTBe e&
COCTABJISIONIETO AIIEMEHTA;

— OIIpeJieNieHne MeNel MeJarornaeckoro ore-
HUBAHUS COCTOSIHUSI 00pa30BaTEeIHLHOTO MPOIIeCCa;

— TENarorn4ecKkoe MPOTHO3UPOBAHHE U KOp-
PEKIMIO Pa3BUTHS HAOIIONAEMOTO O0BEKTA;

— CHCTEMaTHYHOCTb M HENPEpPHIBHOCTH, HAy-
HyI0 000CHOBaHHOCTb IPOBEIECHUS [TEAATOTHUECKO-
IO MOHUTOPHHTA;

— HCIIONb30BaHUE PE3yJIbTATOB I€[aroTHye-
CKOTO MOHHUTOpHUHT2 JJisi (P(PEKTUBHOTO yIpaBiie-
HUS 00pa30BaTeNbHBIMU CHCTEMaMH [6].

LlenenanpaBneHHOCTh IEAATOTHYECKOTO TIPO-
ecca Ha Pa3BUTHE YYAILIUXCS KOHKPETH3UPYETCs
(hopmupyromuMucs y HuX kadectsamu. Jlrobas my-
3bIKaJIbHAS ACSITEIHHOCTh TpeOyeT YTOUHEHHUS Iie-
JIOTO psAfa MapaMeTpoB BaXKHBIX U €€ peann3annun
cBoMcTB. JlJ1d omnpeneneHuss BAXKHOCTH Ka4eCTB UX
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HYXHO JUAarHoCTUPOBATH C TOYKHU 3PCHUA TOW WU
uHOH mpodeccun. Kpome Toro, HeoOXoAUMO TMpoO-
THO3UPOBATh BO3MOXKHOCTH (DYHKIIHOHHPOBAHUS
HpO(i)ECCI/IOHaJIBHO Ba>XHBIX KQYC€CTB OTHOCHUTCIIBHO
KOHKPETHBIX yCIIOBUH M JIMYHOCTH. {7151 aTOTO CIe-
AYCT YTOYHUTH UCXOJHLIC IMapaMETpbl JUAIrHOCTU-
KU, IIPOrHO3UPOBAHUA U MOHUTOPHUHTA B MY3bIKaJIb-
HO-TIEIarOTHYeCcKOM Tiporiecce [7].

My3LIKaJ'ILHO-HeI[aI‘OI'I/I‘IeCKa}I JUAarHoCTukKa
OCHOBBIBACTCSl HA CIIOCOOHOCTH pPAacIo3HaBaTh, Ha
MOHUMAaHUH TMPOIecca MOCTAaHOBKY JMarHo3a, Ha
YCTAHOBJICHUU YPOBHA MY3BIKAJIBLHOI'O pa3BUTHA,
OOIIEKYJIETYPHOTO 00pa3oBaHus M HPOQeccHo-
HAJIBHOW BOCITUTAHHOCTH 00YYaroIIerocs.

@OYHKIMOHUPOBAHUE  MY3bIKAJIbHO-IIEAArOTU-
YECKOM TMarHOCTUKHU OCYIIECTBISIETCS B MPOIECCE
cbopa nH(popMaIum, OIEHKH U KOPPEKTUPOBKH I1e-
Jarormdeckoro mpotecca. CBeeHus 0 JIMYHOCTH,
KOJIJICKTHBC, My3BIKaJ'IBHOfI ACATCIbHOCTHU OILICHU-
BAIOTCSI B TOCIIEAYIOIIEM IPOIECCe MOHHTOPHH-
ra. [Ipu 5TOM KOHKpETU3UPYIOTCS YPOBHU 00pa3o-
BaHUs, YPOBHH pPa3BUTUA JIUYHOCTH, KOJUICKTHBA,
YPOBHU pa3BUTUA OTACIBHBIX Ka4C€CTB JIMYHOCTHU
u T. II. MOHI/ITOpI/IHF mnmpeamnojaaracT B rnepCriCcKTUBE
peau3anuio KOppeKTUpyolei GyHKIuI — BHECe-
HHNE YaCTHYHBIX .HI/I60 KapaAWHAJIbHBIX HCIIpaBJIC-
HHﬁ, IMOIIpaBOK B X0 MY3bIKaJIbHO-IIEAAroru4cCKo-
T'O M MY3bIKAJIbHO-MCITOTHUTEILCKOTO MpoIiecca.

Buasl  My3bIKanbHO-NIEAAroru4eckol  aua-
THOCTUKH OCHOBLIBAIOTCA Ha COACPKAaHHWU Hay4d-
HO-HCCIIeIOBATEIbCKOrO Tporecca. [Ipu perreHun
KOHKPETHBIX 3aJla4 AWArHOCTUKU B HadaJi€ OIIpe-
JACIICHUA BeKTOpHOﬁ HalpaBJICHHOCTHU MY3bIKaJIb-
HO-TIEJJaTOTHYECKON, MCIOJHUTENbCKON JIEeSITENb-
HOCTU Ha PA3JIMYHBIX CTaAuAX paGOTBI C ACTbMH,
CTYJACHTaMH, MY3bIKAaHTaMH (QOpPMUpYETCs Tpe.-
CTaBJICHHE OCHOBHOTO COJICpP’KaHHS MOHHUTOPHH-
ra. Tekymiasi nuarHoctudeckas pabora peanusyer
COZIep’KaHHEe M OTCJICKUBAHUE XOJIa MY3bIKaJbHO-
MEeIarOTHYECKOro Ipoliecca Ha Beex dramnax Qop-
MUpOBaHUs U pa3BuThs mnpodeccronana. 00600-
mas pe3yibraThl JAHAarHOCTHKH, HCCIIEI0BATENb
(hopmMupyeT mpeacTaBleHUs, IMOABOIAIINE HTOTH
KaKkoro-TO TEepHOJia YKU3HEACATENFHOCTH IIearo-
THYCCKOI'0 KOJIJICKTHMBA WJIM MY3bIKaHTA. HpI/I 3TOM
aHAIM3UPYETCsI TPOIIECC peau3allud KOHKPETHOM
My3I)IKaJ'IBHO-HCHOHHHTeHLCKOﬁ 3aa4HU.

CymHOCTh MY3BIKAJIBHO-TICIATOTUICCKON  JTH-
arHOCTHKU TPOsIBsieTCsT B cOope MH(pOpManuu
0 cyObekTe MY3bIKaJbHO-HCIOIHUTEILCKOTO B 00-
pazoBarenbHOrO Tpoliecca. PaccmarpuBaroTcs Ba-
PHUAHTBI KOHTPOJII OCBOCHUA O6paSOBaTeHBHLIX

MPOTPaMM OT TPAAWIHOHHBIX OLIEHOYHBIX CHCTEM,
3a4€THO-PK3aMEHAMOHHBIX ONPOCOB, MPOCIYIIH-
BaHWI KOHIEPTHBIX MNPOTPaMM JO COBPEMEHHBIX
(¢opM TecTUpOBaHHUS, OIPOCA, AHKETHPOBAHHUS U
COOTBETCTBYIOIINX OIIEHOYHBIX IIKaJl KOHKPETH3a-
UM KOMITIETEHTHOCTHOTO COZIEpKaHus 00pa3oBaHUs
WCKYCCTBa M KyJBTYPBHI ITOCPEICTBOM BepOabHON
KOHKPETH3aIlH U MEePCIEKTUBHBIX MOCTPOECHUH CO-
Jep)KaHUsl W3MEPUTENbHBIX IIKAJ, Pa3BUBAIOIINX
JyXOBHBIH onbIT oOy4atomuxcs. Mccnemyrorest oco-
OEHHOCTU CyOBEKTHON KOHKPETH3allUH, JOCTYITHO-
CTH OIICHOYHBIX ITOKa3aTeNlel B Pa3IMIHbIX BapHaH-
Tax JWCKYCCHOHHON OpraHM3alliy KOMMYHHUKaIU{
00yJaronuxcsi ¥ 00y4aeMbIX, YTO TO3BOJIIET JEMO-
KpaTu3upoBaTh MOHUMaHNE 00yYaroIUMHICS COep-
XKaHusi W (PYHKIMOHHWPOBAHHSA TPOHECCHOHATHEHO
Ba)XHBIX KadecTB. POpPMHUPYIOTCA CpaBHHUTENIbHBIC
XapaKTEePUCTHUKH Moay4eHHoN nHpopmarmu. Ceroa-
HSIIHKAE COCTOSHHUS CPaBHHUBAIOTCS C MPENBITYIIH-
Mmu. [lapamienbHO MpoOHCXOmUT cOop HHPOpMALUH
0 CXOITHBIX OOBEKTaX W MpEeIMETax HCCIESOBAHMUS.
N3yvaemblii cyOBeKT HACHTUDHUIUPYETCS C IPYTUMH
cyopextamu. OTOHMpPAIOTCS BapHaHTHI CTaHIAPTOB,
OTHCHIBAIOIINX CXOIHBIE XapaKTEPUCTHKH CYOBEKTa.
MOHHUTOPHUHT CONEPKHUT aHAJH3, LEIbI0 KOTOPOTO
CTaHOBHTCSl KOHKPETH3aLUS W OIpENeSieHne CYIIl-
HOCTHBIX XapaKTePUCTUK MPHYUHHO-CIIEACTBEHHBIX
CBSI3€H ya4HbIX WM HEYJaYHbIX KOMIOHEHTOB pa3-
BUTHs, 00pa3oBaHHsA, (POPMHUPOBAHUS JHUIHOCTH.
[locTeneHHO pacKpbIBaeTCsI CMBICT BapHAHTOB pe-
HIeHUS MPoOIeM, OOBICHSIIOMNX H3MEHEHHS, TTPOHC-
XOJSIIIKe B My3bIKaHTe. B megarornyeckuii mpouecc
BKJTIOYAIOTCS YPOBHU W DJIEMEHTHI BCEH CHCTEMBI
oOpazoBanus n BociuTanua. C y49E€TOM MHIUBHIY-
AIBHOCTH M KOHKPETHOM CHUTyalluW Pe3yNlbTaThl -
ArHOCTHKHU JIOBOJSATCSI JIO CBEJICHUSI OOYyYaroIInuXCs
(ux ponmuTeneii, npyrux memaroro). PopMupyercs
CHCTEMa MOHHTOPHHTA DPE3yJIbTaToB JWArHOCTHYE-
CKOHl JesITeNbHOCTH, KOTOpas MpOBEpSIET BO3AEH-
CTBHS PA3INYHBIX THArHOCTHYECKMX METOAOB Ha
JIUYHOCTH MY3bIKaHTa-UCTIOTHUTEIIS.

Ilenarornueckuii MOHUTOPUHT SBJISETCS UCCIIE-
JIOBaTENIbCKON JESITEIFHOCTHIO 10 BBISIBICHUIO CO-
CTOSIHUM, YTOUHEHHUIO W3MEHEHUM, MPOUCXOASIINX
Yy MY3BIKaHTA-HCIIONIHUTENS B TPOILECCE TUArHO-
CTHKH, KOHKPETH3AI[H PE3YJIbTaTOB U MEPCIEKTHB
MeIarorMIecKoro mporecca.

Opranu3sys My3bIKaJIbHO-TIEAATOTHYECKUNA TPO-
1ecc, Mbl QOPMHUPYEM TIEPCIIEKTHBY UCCIICOBAHUS
BCEHl COBOKYIHOCTH AEHCTBHM, CUCTEMATHU3UPYIO-
X CaMOBOCIIHTAHHE MY3BIKaHTA-HCIIONHUTES.
Bxurouenne TUYHOCTH MY3bIKaHTa B MOHHUTOPHHT
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MIOMOTaeT aKTHBU3UPOBATh (PAKTOPHI CaMOBOCIIH-
TaHus, BeAyIIre K 00pa3oBaHUIO U COBEPIIEHCTBO-
BaHUIO B3aMMOCBA3EH MEXIy KOMIIOHEHTAMH Iie-
JATOTUYECKOTO M MY3BIKaJbHO-HCIIOIHUTEIECKOTO
mporecca TUYHOCTH. K OCHOBHBIM KOMIIOHEHTaM
MBI OTHOCHM IICHXOJIOTO-TIEJarOTHIECKH MOHHU-
TOPHHT, POEKTHPOBOYHYIO, COOCTBEHHO OpraHH3a-
TOPCKYI0, THOCTUYECKYIO JeSITeIbHOCTb.
IIcuxomnoro-nenaroruyeckoe IpPOrHO3UPOBA-
HHUE MTOHMMAEeTCs HaMU KakK IpeABUieHue Oyaylmx
WU3MEHEHUI B Pa3BUTHUH MY3bIKaHTA-HCIIOIHUTEIIS,
ero o0pa3oBaHUM, (OPMHUPOBAHUH €T0 JIMYHOCTH;
OTIpe/iesICHNE IyTe COBEPILICHCTBOBAHUS JIMYHOCTH
MY3BIKaHTa-HCIIOJTHUTENS; TIPOEKTHPOBAHUE XOna
Pa3BUTHA MY3bIKAJIEHO-TIEAATOTUIECKOTO MPOIIecca.
IIpu cocraBieHMM IPOrHO3a HEOOXOAUM MO-
HUTOPHUHT MH(OPMAIIMH O MPOIUIOM U HACTOSIIEM
uccienyeMoro oowsexra u npeamera. CamoBoOCIIH-
TaHUE B MMPOLIECCE MOHUTOPHHTA ITOMOTaeT o0ydJa-
IOLIeMYCsl BHUKATh B 3aKOHBI W TEHJICHIINH Pa3BU-
TUsI 00pa30BaTEIbHO-BOCIIUTATENBHOIO IIpoLecca
U COCTaBJLIIOLIMX €ro JIeMEeHToB. BaxkHoe 3Ha-
YeHHWE IJI MY3bIKAIbHON IETaroruKd HMEeT aK-
TUBU3ALMS TIPEABHUIACHUS, KOTOpas (opMHUpyeTcs
B pe3yJbTare BKJIIOUEHHUS MY3bIKaHTa B MPOIECC
MOHHTOpPHHTA COOCTBEHHOTO pa3BUTHUSA. My3BIKaHT
YUATCA TPEIBUACTH OyayIIHe HCIIOIHUTEIbCKHE
TEHJCHIINY, BKIIOYAETCS B NIENAarOTUYeCcKoe Hccie-
JIOBaHHUE, aHAIN3UPYET TOTOBHOCTH ce0s U ydeOHO-
T Tporiecca sl aKTUBHOTO W3MEHEHHUS X0/1a COObI-
THUH B OJaronNpuUsSTHYIO CTOPOHY.
My3BbIKaIbHO-TIEJaTOTUYECKOE TPOTHO3HPOBA-
HUE HE TEPIHT MAaCCUBHOCTH M CO3EPLATEIHLHOCTH.
BaymumnBeiii u TBOpuecku paboTaromuii megaror
CTPEMUTCS MPEIBUIECTh BMECTE C YUCHHUKOM MY3bI-
KaJIbHO-HMCIIOJIHUTENIbCKOE TOBEIeHHE, IMOCTYIKH,
JIEWCTBYS, TPOTHO3UPOBATh Pa3BUTHE U (HOPMUPO-

< AUTEPATYPA

BaHHE JIMYHOCTH, OCYIICCTBIATE yIIPABICHUE TTe/Ia-
TOTHYECKHAM ITPOIIECCOM.

[IporHo3upoBaHre Kak 3aBepuiaroias (yHK-
U MHKIa MY3BIKAJIBHO-TIEIarOTHIeCKOr0 MOHU-
TOPHHTA TIOJIBOIUT UTOT M3YUCHUS U TUATHOCTUKH.
IIporHo3 B My3bIKaJbHO-UCIIOJIHUTENBCKON Jesi-
TEJIHLHOCTH YaIlle BCETO OTHOCAT K HAYaIBbHOMY Tie-
pUOIy CTaHOBJICHHS My3bIKaHTa. OIHAKO MPOIYK-
THBHOCTH MY3bIKAIHHO-TIEAArOTHIECKOTO TIpoIiecca
OTIPEICISICTCS] TIOCTOSTHHBIM OOHOBJICHHUEM IIETTH H
3a/1a4. be3 KOHKpeTH3aIuu eI He MOXKET OBITh Ca-
Moro npotecca. [I[porao3upoBaHue Ha OCHOBE U3Y-
qeHUs B QOPMHUPYET I1eJTb, Ha PEATH3AIUI0 KOTOPOi
Y HaIlpaBJICHA UCTIOIHUTEIBCKAS ACSITCIIEHOCTb.

My3BIKaTEHO-TICATOTHYECKAs IETb OMPEIeIIs-
€TCsl CONepPIKaHNEM MY3BIKaJIbHO-UCIIOTHUTEIIECKOM
JIeATEeNIbHOCTH, B MPOLIECCE KOTOPOU U3yHaeTcs JIny-
HOCTh My3bIKaHTa. B pe3ynbrare BO3HUKACT JIOTHYe-
cKast (popMyIIa Iearora i My3bIKaHTa-HUCCIIeoBaTe-
JIST: CHCTEeMAaTHIECKY N3ydasi My3bIKaHTa, IPUHUMATH
BO BHIMAaHHE 3aKOHOMEPHOCTH Pa3BUTHUS TNIHOCTH,
pacro3HaBaTh BHyTPEHHUN MUp, HUCIIOIHUTEITHCKUE
Ka4eCTBa, KOTOPHIE HEOOXOANMO yUUTHIBATH B Opra-
HU3AIUHN CIIOCOO0B OOyYeHHUS] W BOCIHTAHUS, TPU
MIPOTHO3UPOBAHUHM TIOBEIICHUS W JCATEIHHOCTH.
[Ipu 3TOM MPOUCXOAMT COMOCTABICHUE PA3HOOOPa3-
HBIX B3aMMOCBS3€H, B3aMMOACUCTBUN, B3aUMOOOY-
CJIOBJICHHOCTEM Ka4eCTB, CBOMCTB JIMUHOCTHU, YUET
WX B3aUMOKOMIICHCAITMOHHBIX TIPOIECCOB [§].

HccnenoBanue mnokaszaio, YTO MJi PELIECHUS
MpoOIEeMHON CHUTyaIllid HEOOXOAMMO JHATrHOCTH-
pOBaTh OTCTAIOIIUE YIEMEHTHI, KOTOPBIC HAPYIIAIOT
rapMoHuto JUIHOCTA. COOTBETCTBEHHO, MOHHTO-
PHYHT U IPOTHO3UPOBAHUE CTPOSITCS 10 JIOTHKE TIPO-
EeKTUPOBAHMS IyTEH BOCCTAHOBJICHHUS TapMOHHH,
HACTIPaBICHUS TUCCOHAHCOB, BOCCTAHOBJICHUS H
CO3IaHWsI TO3UTHBHON MTEPCTIICKTUBEI.
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Bonpocbl npenosaBaHus pUTMUKU B CUCTEME MOATOTOBKM
neAarora-mMy3blKaHTa

Pedopma poccHifckoro BBICIIEr0 M CPETHETO MYy3bIKaJBbHOTO 00pa3oBaHUs, HavyaBIIascs B KOHIE XX Beka,
Jlana BO3MOJKHOCTH ITOCTETNIEHHO BBICTPOUTH CHCTEMY IOJATOTOBKHU IIEAAroroB CPeIHETO MPO(ECCHOHANBHOTO 3BEHA
1o crenuanbHocTH «Teopus My3bIKM» B 00MAcTH My3bIKaJIbHO-PUTMHUYECKOTO BOCHHTaHWA. BBeneHHe HOBBIX
CTaHAAPTOB JUIA By30B ITO3BOJIMIO BKIIOYHUTH B MIEPEUECHD MIPEAMETOB PaboUero yueOHOro riaHa KOHCEPBAaTOPHH 110
CrHenuanbHOCTH «My3BIKOBEICHHE» AUCIUIUINHBI My3bIKaIbHO-PUTMUYECKOTO BOCIIUTAHNUS, KOTOPbIE 00ECTICUNBAIOT
COOTBETCTBYIOILYIO MPODMIBHYIO TOATOTOBKY OyIyIIMX CTIEIMAINCTOB ISl JETCKUX 00pa30BaTENbHBIX YUPEKACHHUH.
Crarbsl 3HAKOMUT C HEKOTOPBIMH HCTOPUYECKUMHU IPENIOCHUIKAMH, METONOIOTHIECKUMH OCHOBAaMH, CTPYKTYPOi U
COZIEpXKATEIbHBIM HANOIHEHNEM AMCLHIUINH, OTBETCTBEHHBIX 32 METPOPUTMHUYECKOE PAa3BUTHE FOHBIX MY3BIKAHTOB.
[IpencraBneHo MHEHHE IICHXOJIOTOB, YKa3bIBAIOIINX IE€AAaroraM Ha HEOOXOAMMOCTh 0COOOTO BHUMAHUS K Pa3BUTHIO
PUTMUYECKOH crocoOHOCTH ywammuxcs. J[aércs xapakTepuCTHKa IPEIMETOB, BKIIOYEHHBIX B YYEOHBIN IUTaH
MarHuTOrOpCcKO# rocyrapcTBeHHON KOHCepBaTOpHH — «MeTOANKa IPENoAaBaHIs PUTMUKIY, «Y4eOHas paKTHKa 110
TIeIarOTUIECKOM paboTre (PUTMHUKA)».
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4yeOHBIC JTUCHUTUINHBI TPETOIaBaHUsI PUT-

MUKH, [0 CPaBHEHHIO CO MHOTHMH JApY-

TUMH  aKaJIEMUYECKUMH JTUCIMIUTMHAMH,
3asiBIJIM O ce0e CPaBHUTEIHHO HEJABHO, M UX MOSB-
neHne TpedyeT ocoboro mosicieHust. Hroke mouaér
pedb 0 HEKOTOPBIX UCTOPUYECKUX TPEIIOCHIIKAX,
TEOPETHKO-METOJIOJOTHYECKUX OCHOBAaHUSIX M CO-
JIepKaTeIbHOM HAIllOJTHEHUH AUCIUIUIMH «MeTtoau-
Ka Tpero/IaBaHusl pUTMUKI U «Y4deOHast MpakTHKa
10 TIeIaroruyeckoii pabote (pUTMHKa)»'.

HemHoro ucropmumu

Cucrema My3bIKaJIbHO-PUTMHUYECKOTO BOCTINTA-
Hus e€ ocHoBareneM OmuieM JKakom-/[ambkpo3om
YCJIOBHO JICIUTCS Ha JBa HAIPABICHUS: 1) 3aHITHS
C ICThMHU; 2) IOATOTOBKA ITEarOrOB-PUTMUACTOB IS
3aHATHH ¢ geTbMmu. [loHmMas, 9TO JeII0 BCEH ero
KU3HH — MY3BIKaJTbHO-PUTMHUYCCKOEC BOCIHTAHHUE
— MOXET OBITh MPOJOJIKEHO TOJBKO IMPH YCIOBHUU
MIOJATOTOBKM TMENAarOrMYecKuX KaJpoB, CO3/aTellb
CHCTEMBbI TIOCTOSTHHO 3a00THiICS 00 e€ opraHu3a-
uuu. B XKenese (1906—1909) um Obu1H 00pa3oBaHbI
KYPCBI, [IENBI0 KOTOPBIX CTAI0 MPOJEeCCHOHATBHOE
obydueHne mpemnofaBarelied PUTMHYECCKONH THMHA-
cruku’. OHAKO HE HAM[Is MOIICPKKU Y PYKOBOI-
ctBa JKeHeBckoil koHcepBatopuu, Kak-Jlanbkpos
B 1910 rony mokumaer IlIBeiinapuio u mepeezxact
B 'epmanuto, I1€ B ClIeAYIONIEM TOAY IO MPEAJio-
xeHuto opatbeB Bonbda u [aponbaa JJopHOB BO3-
maBisieT « THCTUTYT My3BbIKH 1 PUTMA» B MECTCUKE
Xemnepay 6mu3 Jlpesnena. B sTom yueOHOM 3aBe-
JeHnU ObLT HAOpaH CrelUalIbHBIN Kype JKEeJIAI0INX
npodeCcCHOHATbHO 3aHUMAThCS PUTMUYECKON THM-
HacTUKOH. 110 OKOHYaHWM BEITYCKHUKH TIOTyYaIn
COOTBETCTBYIOIINI ANUIJIOM M KBaJTU(PHUKAIIIO TIpe-
noaasartens no cucreme XKaka-Jlanbkpo3sa. Tem ca-
MBIM OCHOBBI CYIIECTBYIOIINX CErOHS B YIeOHOM
IJIaHE CPeaHero MPodeCcCHOHAIBEHOTO 00Pa30BaHS
TUCITUTUINH «MeTornKa MPEnofaBaHus PUTMUKN
1 «Y4eOHas MpaKkTUKa MO TMEAarormyeckon pabo-
Te (pUTMHUKA)» OBUIH 3aJIOKEHBI B Hadasie XX Beka
Kaxom-/lanpkpozom [4].

[Ipennocbuik  HEOOXOAMMOCTH  IEJIEHAIPaB-
JIEHHOTO PUTMHYECKOTO BOCIIMTAHUS HAYMHAIOIINX
MY3BIKAHTOB CO BCE€H OYEBHUAHOCTBHIO HAKAILIMBA-
nuck ucropmuecku. Tak, B 1756 roxy Jleomomsn
Mormapt B cBoéM Tpyae «OCHOBATEIHHOE CKPUTTAY-
HO€ YUMJIHIIE» TOBOPUT O HEOOXOANMOCTH 0CO00TO
BHHMAaHHUS K Pa3BUTHIO OyayIiero MyssikaHra’. 13
OTAENBHBIX Pa3/ieNoB pabOThl, MOCBAUIEHHBIX BO-
MpocaM pUTMa B My3bIKATFHOM HCTIOTHUTEILCTBE U
mpobjieMaM PUTMHYECKOTO BOCTIMTAHUS CKPHITAYa,

JIOTUYEH BBIBOJI aBTOpA, YTO PA3BUTHE MY3BIKAJIb-
HO-PUTMHYECKUX CIIOCOOHOCTEH M COOTBETCTBYIO-
IIMX HAaBBIKOB CIEAYET BBLIECTUTH B HEKYIO CaMo-
CTOSATEIBHYIO OOnacTh. B Hawame XX Beka 3TO H
ocymecTBrI IMuih JKak-J[ambkpos.

IMocerus Poccuto (IlerepOypr) B 1912 rony,
Kak-danbkpo3 nmpuoOpén eInHOMBINUICHHUKOB
B nmune C. M. Bonkounckoro, H. B. Pomanosoii,
3. E. Ilynunoii, A. M. HeBunckoii, P. A. Bapmas-
ckoi. [Iupokoil mponaraHgoil uaed CBOEro y4u-
tens B Mockse 3anumanack H. I. Anekcanmposa
(1885—-1964) — onHa u3 MepPBHIX BHITYCKHUI] XeII-
nepayckoro MHcTuTyTa My36IKkH 1 puT™Ma. OHa mpe-
rojiaBaja puTMHKY B 4acTHBIX wikonax JI. KoHroca,
M. TI'anakTHOHOBOH, cecTép | HECHHBIX U 1p. AJek-
CaHJpoBa TOTOBHWJIA MPO(eCcCHOHANBHBIE KaApPbl
mo mpeamery «PUTMHKa» W B COBETCKOE BpeMS.
OyHKIMOoHUpyomKe B MoCKkBe Kypchl cobupain
9HTY3HacTOB co Bcex koHIOB CoBerckoro Corosa.
CraB OomBITHBIM TIearoromM, AJieKCaHIpoBa Hadaja
paboTars B MOCKOBCKOI KOHCEPBATOPHUH, T/IE JTOJI-
M€ rojibl Beja COCTAaBJIEHHBIN €10 clelualbHbIN
KypC IUPUKEPCKON PUTMUKHU.

OmHaxo Kypchl 10 MOTOTOBKE MpenoaaBaTeiei
PUTMHKH, CIIOKUBIIHECS B IMOCIEPEBOTIONMOHHON
Poccun no magama 1940-x Tom0B, O pSIAy MPUINH
ObLTH pachopmupoBanbl. CaM MpeaMeT Ha HECKOITb-
KO JIECATHIICTUI 3a0bUTH, U (UTYPHPOBAT OH TOJIb-
KO B CIICHHATN3UPOBAHHBIX MY3bIKAIbHBIX MIKOJIaX
Mpu BBICIINX Y4eOHBIX 3aBeneHusx (CCMIL). Py-
KOBOJICTBO 3THX O0pa3oBaTelbHBIX YUPEKICHHUH,
3Has, YTO pPa3BUTHE BaXHEHIIEW s Oymyrero
MY3bIKaHTa PUTMHUYECKON CIOCOOHOCTH CBSI3aHO
C JIBIXKCHHEM U TpeOyeT, 0COOCHHO B HayalbHOMH
IIKOJIE, IIeJICHANPaBIEHHOTO TIeJarOTHYECKOT0 y4a-
CTHSI, HAIIJIO BO3MOXXHOCTh COXPAaHUTh B YYEOHBIX
IUTaHAX TUCIUILTUHY «PuT™MuKay.

B cpene menmaroroB-mMy3bIKaHTOB Pa3HBIX IIO-
KOJIGHUU JIONToe BpeMs OBLI pacmpocTpaHEH Tec-
CUMHCTHUYHBIN B3IJIAJ Ha BO3MOXKHOCTH OBICTPOTO
COBEPIICHCTBOBAHUS MY3BIKAIbHO-PUTMUYECKOTO
pa3BUTHS IOHBIX HUcnojHuTene. He comamasch
C 3TUM ¥ KOMMEHTHUPYsI mofnoOHoe mHeHue, b. M. Te-
TJIOB BBICTYTIAJ 3a CO3/IaHUE OTAEIbHON AUCIIUTLIN-
HBI M YKa3bIBaJl Ha Hed(h(HEKTUBHOCTH T€X IPUEMOB,
KOTOpBIE OOBIYHO TPUMEHSIOTCS B CHEIHAIHLHOM
KJIacce Ui PUTMHYECKOTO BOCTIMTAHUS MY3BbIKaH-
ToB. OH nucain: «ExBa 11 Ha IEpBBIX ATarax My3bl-
KaJIbHOTO OOYyYCHHsI MOKHO HAWTH APYyToH, Oojee
MPSMOM U 11e1ecO00pa3HbIil MyTh Pa3BUTHUS MY3bl-
KaJIbHO-PUTMHUYECKOTO YyBCTBA, YEM PUTMHKA, TO-
HUMaeMas Kak repeada puTMa My3bIKH B IIPOCTHIX
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U JIETKOMOCTYITHBIX JACTSAM JBIDKCHUAX» [9, c. 219].
OtcTaBanue B pPa3sBUTHH MY3BIKaJIbHO-PUTMHYE-
CKMX HAaBBIKOB YYaIINXCS OH CBS3BIBACT, MPEXIE
BCEro, C T€M, YTO paboTaromue ¢ ASTbMHU JIaJeKO
HE Bcerna Y€TKO NPEeACTaBIIIOT ce0e HeOOXOUMbIC
JUTSL 3TOTO TEAarOrMYecKue METOMABl U MPHUEMBI H,
caMo€ Ba)XHOE, TI0CTIeI0OBATEIHHOCTh X HUCIIONb30-
BaHUS NPY BOCITUTAHUH MY3bIKAIIbHO-PUTMHYECKO-
ro yyBcTBa. Bricka3zpiBanue TerioBa MmoATBEpkaa-
et BbIBOj JKaka-/[anmbkpo3a 0 TOM, YTO UyBCTBO
MY3BIKaJIbHOTO pUTMa UMEET MOTOPHYIO IIPHUPOTY U
HauOosiee 3PPEKTUBHO MOXKET Pa3BUBATHCS TOIBKO
MOCPEACTBOM JABIDKEHHS, TO €CTh B OTJENBHO Op-
TaHW30BAaHHOW JWCIUIUIMHE MTOJTOTOBICHHBIM K €€
MIPETIOIaBAaHHIO CTICLIHATHCTOM.

BaxxHOCTh MpHCTAaIBbHOTO BHUMAaHHUA K Pa3BHU-
THI0O PHTMHYECKOW CIIOCOOHOCTH MY3bIKaHTa
MOXXHO COOTHECTH M C YCJOKHEHHEM pHUTMHUYE-
CKOM CTOPOHBI MY3BIKJIBHOIO SI3bIKA B XX BEKE.
B. H. Xononosa, xapakrepu3ysl JaHHbBIE IIPOLIECCHI,
nomuEpkuBacT: «XX BeKk HE 0e3 OCHOBaHMS Ha3bl-
BaIOT “‘BeKOM putMa’. <...> CaMoH ke pyCCKOU My-
3pIKe XX BEK NPUHEC TAKOH B3IET PUTMHUYECKOIO
HayaJjia, KaKoro eIié HUKOria He ObIBajio B €€ MCTO-
pum» [10, c. 587].

CormacHo  locymapcTBeHHBIM  CTaHIapTaM
npodeccuoHanbHoro obpasosanus 1997 roma mo
crnenuanbHocTd «0504. Teopust My3bIKH» OBLI
BBENEH MpeaMeT, 00eCIeUNBAIONTUI ITOATOTOBKY
MeJaroroB-CIeuaJucTOB M0 MY3BIKaJIbHO-PHUT-
MHYE€CKOMY BOCIIUTAaHUIO HAYMHAIONIIUX MY3BIKaH-
ToB. KBanmudukanus BBITyCKHHKA MO-TPEKHEMY
OTpenessulach Kak «IIPenofaBarelb MY3bIKallb-
HO-TEOPETHYECKUX JUCIUILUINHY», HO TIPHU 3TOM IpH-
CBaMBaJach JIOMOIHUTEIbHAS KBATU(PHUKALIUS «IIpe-
I0/1aBaTENb PUTMHKI»?,

st yapesxxnenunii cpeaHero nmpodeccruonansHo-
ro obpazoBanus B 2002 roxy Beipaboran l'ocynap-
CTBEHHBII CTAHAAPT HOBOTO MOKOJICHUS . B cripoek-
TUPOBAaHHOM Ha OCHOBE CTaHAapTa yueOHOM IUIaHE
(xak u craHmapT, OH pa3paboraH MUHHCTEPCTBOM
oOpasoBanusi Poccuiickoii dexepanyu U SBISETCS
COCTaBHOM €ro 4YacThi0) MOfABIsAETCS Kypc «Me-
TOJMKA MPETOoaBaHusl PUTMUKW». KommeTeHnnn
Oyaymux mperiomaBaresieii obecreunBaeT MPaKTH-
KO-OpMEHTHPOBAaHHAsI HAIPaBICHHOCTh OOydYeHHS,
MO3BOJISTIONIAsT BBECTH B Y4EOHBIH IUIaH MpEAMET
«Ilemarorudeckast MpakTHKA IO PUTMHKE».

B nelictBytoniem cerogHs @enepaibHOM rocy-
JAPCTBEHHOM OOpPa30BaTebHOM CTaHIAPTE CPEea-
Hero mnpodeccuoHanbHOrO 00pazoBanus (2014)
no crenuanbHOCTH «53.02.07. Teopust My3bIKI»
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KBanu(UKaKs BBITYCKHUKA OMNpEACIIeTcs Kak
«IIpenogaBarens, OpraHu3aToOp MY3BIKAIBEHO-IIPO-
CBETHUTEIILCKOH JIEATENIbHOCTH», & PUTMHUKA B 3TOM
HOPMATHBHOM JIOKYMEHTE YHOMHHAETCA TOJIBKO
B pasene «Y4eOHas MpakTHKay®.

B cocraBneHHOM MarHuToropckod KoHcep-
BaTOpUEll Ha OCHOBE JEMCTBYIONIEr0 CTaHAapTa
y4e0HOM IUIaHE MUCIUILTNHA «MeToanuka mpemno-
JaBaHMS PUTMHUKW) BXOOUT B BapHATUBHBIA OJOK.
[IpakTrueckoe ocBOeHHE MaTepuana Kypcea «Mero-
JIMKa TIPETIOaBaHusl PUTMHUKMY YKa3aHO B pasfelie
«Y4eOHasl MPaKTUKa», U Ha3bIBACTCS JUCIUTLTHHA
«Y4eOHas MpakTUKa IO IEAarornvyeckoil padote
(putMmuKa)». [IpemycMoTpeHa HTOroBast arTecTarus
— TOCYHapCTBEHHBIN IK3aMEH, 0003HAYCHHBIA Kak
«Ilenarormueckast AEATEIBHOCTHY, Tne Oymymiue
MIEJarory IEMOHCTPUPYIOT 3HAHUS IO MpENoaaBa-
HUIO MY3bIKQJIBHOM JINTEPaTypbl, COIb(EKHO U
PUTMHKH .

YyebHas AMCUMNAMHA
«MeToaMKa npenopaBaHUst PUTMUKU»

«MeTtopuka TpenofaBaHUA PUTMHKH»  CO-
JIEPXKUT CBEIEHHUS O PA3IMYHBIX CHUCTEMax My-
3BIKAJIPHOTO BOCTHTAHHUSA, B KOTOPBIX METPOPHT-
MHUYECKOMY Ppa3BUTHIO JeTed yiensiercs ocoboe
BHHMaHHe. B Xome paccMOTpeHus METOAMYECKOU
KOHIISHIIMA MHOTHMX HM3BECTHBIX CHCTeM XX BEKa
(3. XKaxk-Jlanbkpos, K. Opd, 3. Konaii u ap.) ormeua-
€TCsl UX CyIIECTBEHHAs POJIb B Pa3BUTHUU MYy3bIKaJIb-
HO-PUTMHYECKON crocoOHocTH. CpaBHUTEIBHBINA
aHaJIN3 ONBITA KPYMHEHIINX MacTepoB MPOILIOrO
U METOAMYECKHX CPEICTB, HCIIONb3YEMbIX HMH,
B OyIymieM MOXeT IMOMOYb HAa4WHAIOIINM IIeJaro-
raM 3HaAYUTEIBHO 000raTUTh METOIMKY Ipero/iaBa-
Hus npeamerta «Purmukay [2].

Tak kax OCHOBHOHM 1eybl0 «MeTtoauku Tmpe-
MIOJIaBaHMsI PUTMUKID SIBISAETCA H3y4dEHHE ITyTel
Pa3BUTHSL MY3BIKAIIBHO-PUTMHUYECKUX CIIOCOOHO-
CTeH yJaluxcsl JOMKOIFHOTO U MIIA/IIETO IIKOJIb-
HOTO BO3pacTa, TO B JEKIHUIX Kypca OCBEIIAIOTCS
aHaTOMO-(PU3MOIOTHYECKAE U TICHUXOJIOTHYECKUE
OCOOCHHOCTH JIeTel COOTBETCTBYIOIIETO BO3pac-
ta. OTAEIbHOE BHUMAHUE yAETSETCs TPeOOBaHUAM
[0 COXPAaHEHHWIO W YKPEIUIEHUIO 3I0POBBS MIIajI-
IINX IIKOJFHUKOB M OOIIMM pPEKOMEHAALHUSAM TI0
(hopMUpPOBaHHIO Yy HUX IICHHOCTHBIX OPHEHTAIUI
COOCTBEHHOTO  (PU3UYECKOTO  COBEPIIEHCTBOBA-
HuA. 1 3TOrO MCmonb3yeTcst Marepuai OM3KIX
[0 TeMaTHKe padoT, a TaKKe CBEACHUS W3 TPYAOB
[0 MY3BIKaIbHOM IICHXOJIOTHUH, B KOTOPBIX MY3BI-
KaJIbHO-PUTMUYECKHE CIHOCOOHOCTH HCCIEAYIOTCS
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aBTOpaM{ Ha OOIIMPHOM SKCIEPUMEHTAIbHOM Ma-
tepuaie [5; 8].

LlenTpanbHoe MecTo B Kypce «Meronuka mpe-
MOJaBaHMsl PUTMHUKI» OTBOIUTCS paboTe Mo oc-
BOGHHUIO MPAKTHYECKUX NPUEMOB OpTraHMU3ALNN
3aHATHN, 00ECMEeYnBAIONINX CHCTEMATUYECKOE U
[IOCJIEZIOBAaTEIFbHOE PAa3BUTHE METPOPUTMHUYECKON
criocoOHOCTH yuarmmxcs. Peus unét, mpexae Bcero,
00 yHUBEpCAJTbHBIX y4EOHBIX ACUCTBUAX U 0CO00
3HaYMMOM MJIsi Y4eOHOTO Ipolecca MOJEIHpPOBa-
HuU. Ha JeKIMOHHO-TIPaKTUYeCKnuX 3aHATHAX Oy-
OYIIUM T€aroraM MOKa3bIBAIOT, KaK MPEIOKHUTh
JIETSAM CaMOCTOSITENFHO BBIICTUTh W3 MEJIOAUN
PUTMHYECKYIO TPYNIy, KaK JPOOWUTH WU CIMBATh
BXOJAIINE B HE€ JUINTEIbHOCTH, a 3aT€M JIBUTATENb-
HO €€ «IIPOXUTh», IPOUYBCTBOBaTh. Takas «urpay
C PUTMOM OXKHBJISIET XO/ YPOKa M 3HAUYUTENBHO OIl-
TUMH3HPYET Mpolecc OO0y4YeHUsl FOHBIX MYy3bIKaH-
ToB. Kpome Toro, B jexuny noa4€pKuBaETCs, 4TO
TaKHe YIpaKHEHHs CIOCOOCTBYIOT OCO3HAHHOM pa-
0oTe merell ¢ PUTMUYECKUMHU TPYIIIAMH, YKIIAIbI-
BAIOIIMUMICS B Ty WJIU HHYIO METPHUYECKYIO JIOJIO.
Marepuaiibl Kypca, OCBEILAIOIINE COAECpKAHUE Me-
TOZIOB ¥ IPUEMOB pa3ydHBaHUA PUTMHUYECKUX UTP,
MO3BOJISIIOT CTYIEHTAM YSICHHTH CIICHU(HKY YpOKa
«PutMuka», TAe CpeacTBOM pa3BUTHS pUTMHYE-
CKOH CHOCOOHOCTH SIBIISIETCS ABIDKEHHE B pPa3iid-
HBIX €T0 MPOSBICHUAX.

Hayuutp Oymymmx mnpernopaBareieli pUTMUKA
COCTaBJICHHIO KOHCTPYKTHBHBIX YIPaKHEHUH IS
yYpOKa — OlHa U3 3a4a4 Kypca. B Hacrosiee Bpems
B MY3BIKQILHOHN MENAroruke akTWBHO (PYyHKIIMOHH-
pyeT HampasieHHe, pa3padbarsiBacmoe JlabopaTopu-
il My3bIKaJIbHOM CeMaHTHKH Y (PUMCKOTO HHCTHTYTA
nckyccts nox pykosozactsom JI. H. Ilaiimyxamerto-
Boii [1; 11; 12; 13]. Efo cozmana MeTomom0THs pac-
MU(PPOBKHA CMBICIOBBIX CTPYKTYP MY3BIKaJIBEHOTO
TEKCTa M COCTaBJeH OaHK YCTOWYHMBBIX HHTOHA-
LIMOHHBIX O0OOPOTOB C 3aKPETUIEHHBIM 3HAYCHHEM
(xroueBpIx uMHTOHAIM). Cpenu HUX OTHENBHYIO
TPYMITy COCTABISIIOT PUTMO(GOPMYITBI U CEeMaHTHIE-
ckre (pUrypsl MIaCTUYECKON ATUMOJIOTHH, BO3HUK-
IIYe B HEAPAaxX 3allaJHOEBPOINEHCKON TaHLEBaJb-
HOM KynbTypsl [12]. Ilemaror, pa3pabarbiBaromuii
yIpaKHEHHE, TOJDKEH XOPOIO 3HATh (UTYPHI MO-
TOPHO-ABUTATEIbHOW STHUMOJIOTHH, BHIBI JBUKE-
HUH 1 UX 3aBUCUMOCTD OT MY3bIKQJIbHOTO COAEPKa-
Hus. B kypee «MeTtoauka npernoiaBaHus pUTMUKN
CTYIEHT, OepsCh 32 KOHCTPYHPOBAHNE yIIPAKHEHU I
PUTMO-/IBUTATE€IHHOTO XapaKTepa, POJEBON HIPHI
WIH PUTMO-TUIACTHYECKOTO 3TIOAA, CHaJdayia JOJ-
JKeH OOHAPYKUTh CMBICIIOBBIE CTPYKTYPbI B MY3bI-

KaJIbHOM TEKCTE, paciinpoBaTh UX, a 3aTeM MPeJ-
JIOXKUTH IJI1 HUX HBHI‘&TGHBHBII:I OKBUBAJICHT.

He ocraérca BHe moas 3peHus «MeToauku
npernoaaBaHusd PUTMHUKHN» IIJIACTUYCCKOC OCBOC-
HHUC TaHHeBaHLHOﬁ MY3bIKH, TaK KakK, 110 MHCHUIO
neaaroroB, 3HaKOMCTBO € TaHICBAJIbHBIMU KaHpa-
MM PA3HBIX 310X W HApOAOB Ba’XHO HJIA OCBOCHUSA
MY3BIKQJIBHOTO A3bIKa WU JJIsI ITIOHUMAaHUA IIPOU3BE-
JICHUH, CBA3aHHBIX C TAHIICBAIIBHOCTEIO [6]. Ha 3a-
HATUAX TIpH paboTe HajJ YIPaXHEHUSIMH OyIyIIIX
MENaroroB pUTMHKH CJIEAYEeT OOYYUTh MOJOUPAThH
JBWOKEHUS C YIETOM CTPYKTYPBI, AMHAMUKH, OOIIIe-
TO XapakTepa M IIACTHIECKOTO OTOOpaKeHUS Me-
TPOPUTMHUYECKUX OCOOCHHOCTEH POU3BEACHUS.

Yue6Has npakTuka
Nno neAarorM4eckoi pabore (PUTMMKA)

Cpenu y4eOHBIX TUCIHUIUINH, HAIEJICHHBIX Ha
MearorMiecKy0 MOATOTOBKY CTYIEHTOB, I€laro-
ruveckas IpakTHKa, OECCIOpPHO, SBISETCS TEM
MpeaMETOM, T€ WHTETPUPYIOTCS M aKTyalHu3u-
pyIOTCA caMble pa3Hble 3HAHUS, YMEHHS W HaBbI-
KH CTYIEHTOB, MOJy4YaeMble UMM B TUCIHILIHHAX
pa3HBIX OJOKOB y4eOHOTO IUIaHA — CHEIHAIBHOTO,
obmenpodeccHoHAIBHOTO (B YaCTHOCTH, B ITUKIIAX
MY3BIKaJIbHO-UCTOPHYECKUX U MY3BIKaJIbHO-TEOpE-
TUYECKUX JTUCIHUILINH), COIMAIbHO-00IIECTBEHHO-
T0, €CTECTBEHHO-HAYYHOTO U, KOHEYHO XK€, MCUXO-
JIOTO-TIeTaTOTUIECKOTO.

Kypc mnemarormueckoil MpaKTUKH, HUMHUTHPYS
peanbHyI0 TPOU3BOJICTBEHHYIO OOCTAHOBKY MY-
3BIKQJIPHOTO y4YeOHOTO 3aBelEHUs, IpeAiaraer
CTyAEHTaM Y4YacTBOBAaTh B Pa3NW4YHBIX BHIAX MO-
JETAPYyEMO TIeTarorHIeCKON ACSITEIIEHOCTH (KOM-
MYHUKaTUBHOW, OpraHU3aTOpPCKOM, MPOEKTUPO-
BOYHO-KOHCTPYKTUBHOW W Tp.). CTyA€HTHI BEIyT
paboTy OMHOBPEMEHHO MO HECKOJIHKHM HaIlpaB-
JICHUSIM: HampuMep, COCTABISIOT NEePCHEKTUBHBIN
TUTaH Ha YE€TBEPTh ¥ Ha €T0 OCHOBE — IJIAH-KOHCIIEKT
ypoKa; paboTaloT Kak ¢ TPYNION y4amuxcs, Tak u
C OTAETHHBIMU YUYEHHKaMH, JOOMBasICh YETKOCTH,
KOOPIMHUPOBAHHOCTH JIBMKECHUH.

Kypc «YdebHas mpakThKa 1O Temarorude-
CKOM paboTe (pUTMHKA)» TPATUITMOHHO BKIIOYACT
B ce0sl IPAKTUKY HAOIIOJCHUS U aKTUBHYIO MPAKTHU-
Ky. B xoz1e akTUBHOU IIPAKTUKN HAXOIAT IIPUMEHE-
HUE METOABI M MPHUEMBI (TIOCPEIICTBOM MY3bIKalb-
HO-JIBUTATENIbHBIX yNPaXHEHUH), 000cCTpsromye
PUTMHYECKOE YYBCTBO M CITyXOBbI€ PEAKIINU FOHBIX
MY3BIKaHTOB, KOTOPEIE B Kypce «MeToanka mpemno-
JlaBaHUsI PUTMUKI MOJPOOHO pa3dupaiuck Teope-
TUYECKH.
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B wutore crygeHT AOIKEH MPOIEMOHCTPHPO-
BaTh (Ha KOHTPOJIHHOM YPOKE M IIPH €T0 MOCIEAYIO-
IIIeM aHaJIM3€) CBOIO KOMIIETEHTHOCTh B OpTaHU3a-
UH COOCTBEHHON IEIarorm4ecKo IesTEeIbHOCTH
B 00JacTH My3BIKaJbHO-PUTMHUYECKOTO BOCIIHTA-
HUSI, MeToflax, (opMax U crocodax penieHus mpo-
(heccroHaNBHBIX 32124, @ TAK)KE YMEHUE OLICHUBATD
X 3QPEKTUBHOCTh M KaduecTBO. Takum oOpaszom,
Mearornyeckasl MpaKTUKa MO3BOJSET OyTyIIuM
MIperoaBaresiM MprUoOPEeCTH HEKOTOPBIH OMBIT
YCTENTHOTO PEUICHHs Pa3IMYHBIX MEeJaroruaecKux
mpoOiieM B 00JIACTH PUTMHUYECKOTO BOCIHTAHUS
M OCYIIECTBIISATH MTOCIEA0BATENBFHYIO Pa0OTy 10 CH-
CTEMHOMY Pa3BUTHIO Y ATl My3bIKaAIIbHO-PUTMHU-
YECKOH CIIOCOOHOCTH.

Wrak, BKITIOueHHE B y4eOHBIE TUIAHBI CPEIHE-
ro npodeccHoHAILHOTO 00pa30BaHUs JUCIUTLIUH
«MeTtonuka nipenofaBaHuss pUTMUKI» U «YdeOHast
MIPAKTHKA 10 MEAAroruueckoi padboTe (PUTMHKA)»
— OOMNBIION TITIOC B JieNie yCHIIeHus npodeccrona-
JU3alUA BRITYCKHUKOB crieruanbHoCcTH «53.02.07.
Teopus Mmy3pikm». O1IeHHBAS CYIIECTBYIOIIEE MO0~
JKeHHE e B 00JIaCTH MOATOTOBKY MpernoaBarenen
st JIMII u IO, Hy»KHO OXYEPKHYTh, YTO I10-
SIBJICHHE BBIIICHA3BAHHBIX TPEIMETOB 3HAYUTEIHHO
pacmupsier paMku npodeCcCHOHATBHBIX KOMITETCH-
A MY3BIKAHTOB 3TOW creruraim3anui. CooTBeT-
CTBYIOLIas MeJarorudeckas MoAroTOBKa, KOTOPYIO

MoNy4yaroT Oyaymue TMpenoAaBaTesidi PUTMHUKH
B Kypcax «MeToauKa NpENnoAaBaHUsS PUTMHKID
1 «Y4eOHas MpaKkTUKa MO MEAarormyeckon pabo-
Te (pUTMHUKA)», Ba)KHA JUIS UX JAIBHEUIIEro mpo-
(eccuonanpHOrO ycmexa. M3ydeHne TeXHOJIOTHI
MEarOrMYeCcKoro Mmporecca B 00JacTH My3bIKallb-
HO-PUTMHYECKOTO BOCHHUTAHUS JAET BO3ZMOXHOCTH
B OymyIieM yCHEIIHO OCYIIECTBISATh PyKOBOJCTBO
pa3BUTHEM PHUTMHUYECKOH CIIOCOOHOCTH JIETeH,
B TOM YHCJIE M 4Yepe3 IWAarHoCTHKY. brarompwust-
CTBYET STOMY U IPUMEHEHHE Ha MPaKTUKE TPEX TH-
MOB JIUarHOCTHUKHU: HadallbHOM, KOPPEKTUPYIOIIEH
(Texymeit) u obobmaromeli (UTOTOBOM), ¢ KOTOPHI-
MU COCTOSIJIOCH TEOPETHIECKOE 3HAKOMCTBO.

CraBs 1menu W 3a7a4dM, CTYJIEHTHl ydarcs mpa-
BHJIBHO ITUIAHHUPOBATh CBOIO MPOQeCCHOHATBHYIO
JEeSITeFHOCTD B IIEJIOM, Pa3BUBATh CTPATETHYECKOE
MBIIJIEHHE, CO3/1aBasi COOCTBEHHBIE IE€Jaroruye-
CKHe€ TIPOEKTHI (C y4acTHEM B TOM YHUCIIE TIEIaroToB
CMEXKHBIX Tpodeccuii), cOBEepIIEHCTBOBATh apTH-
CTHYHOCTh M OPAaTOPCKOE MAaCTEPCTBO, KOMMYHH-
Ka0elbHOCTh, OTBETCTBEHHOCTb. 3HAHWUS, TIOTYYCH-
HbIE B Kypce «MeToauKa npernofaBaHus pUTMHUKI,
Y HaBBIKH, OCBOCHHBIE B TIPOIIECCE MEAArOrMIeCKON
MIPaKTHKH, — TpeKpacHas BO3MOXKHOCTh caMmopea-
JMU3alUN M CaMOOTIPENENeHUs U JANbHEHIIIEeTo
00y4eHHs B BBICIIIEM 3BEHE MY3BIKaJILHOTO 00pa3o-
BaHUS.

< MPUMEMAHUA (<

! Hpe3eHTaumI JUCHUIIIINHBI ((TeOpI/IH n MCTOIHKa

MY3BIKATBHO-PUTMUYECKOTO BOCIIUTAHUS» IIPEICTaB-
JICHa B O[HOH u3 pabot aBTopa crathu [3]. Kpome Toro,
aBTOpPOM pa3zpaboTaH M O(UIHMATIBHO 3apEeruCTPUPOBAH
B O0beTuHEHHOM (POHJIE ATEKTPOHHBIX pecypcoB «Hay-
Ka 1 00pa3oBanue» npu MHCTUTYTE yripaBiieHus 00pa3o-
BaHueM Poccuiickoii akagemun oOpa3oBaHUsI IIEKTPOH-
HBII pecypc mporpamMmmelI crierikypca « Teopus, MeToauKa
U TMPAKTHKA MY3BIKAIEHO-PUTMHUYCCKOTO BOCITUTAHUS
no cnenuangbHOCTH «53.05.05. My3sikoBenenue» (CBu-
JIETETIbCTBO O PETUCTPAIMM JJIIEKTPOHHOIO pecypca
No 22718, 18 anpens 2017 roga).

2 HaspaHue IUCHUIUIMHBI «PUTMHKa», OIXHOU W3
OCHOBHBIX 3a/1a4 KOTOPOW SIBIISETCS Pa3BUTHEC MY3bI-
KaJIbHO-PUTMHUYECKOH CIIOCOOHOCTH 00YyYaromuXcs, Mo-
SABUJIOCH y mocnenoBareneit J. XKaxa-Jlanbkposa mo3n-
Hee. [lepBeiMu B Poccuu BBeNM MUCHUIUIMHY B YUCOHBIC
IJIAaHBI CBOEH MY3bIKaJbHOM IIKOJBI CECTPHI |'HECHUHBI.
CymectByeT B YueOHOM IJTaHe 00pa30BarelibHOI Mpo-
rpaMMBbI OHA U MTOHBIHE.

3 Mormapt JI. OcHOBaTeIbHOE CKPUITHYHOE YUHIIH-
uie / mep. P. Topcona. CII6., 1874. 125 c.

4 TocymapCTBEHHBIM CTaHIAAPT CPEIHEro Mpodeccu-
OHAJBHOTO 00pa3zoBaHus Mo cnenuaibHocTH «0504. Te-
opHsl My3bIKH» (3aperucTprupoBaH MHUHUCTEPCTBOM 00-
iero u npodeccuoHanbHOro odpasoBanus PO 15 uromns
1997 . 17 c. Peructpanuonnsiit Ne 05-0504-BP).

5 TocymapCTBEHHBIN CTaHAAPT CPETHErO MPodeccu-
OHAJBHOTO 00pa3zoBaHus Mo cnenuaibHocTH «0504. Te-
opHsl My3bIKH» (3aperucTprupoBaH MHUHUCTEPCTBOM 00-
pazoBanus P® 17 utons 2002 1. 20 c. PeructpaniuoHHbIi
Ne 03-0504-1T).

¢ denepanbHbI TOCYAAPCTBEHHBIA 00pa3oBaTelh-
HBIH CTaHAApPT CpenHero mnpodeccHoHaIbHOTO 00pa-
30BaHMs No crnenuanbHocTH «53.02.07. Teopust Mys3sI-
Kn» (3apeructpupoBan MuHHUCTEpCTBOM tocTHIMH PO
24 Hos0ps 2014 1. 50 c. Perucrpanuonnsriii Ne 34897).

7 Kak momonHenue k crangapram 2002 roga Mu-
HUCTEPCTBOM KynbTypsl PO u Hay4dHo-meropndyeckum
LEHTPOM II0 XYJO)KECTBEHHOMY 00pa3oBaHHWIO Oblia
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paspaborana [TpuMepHas mporpaMma MpPOU3BOACTBCH-
HOHM (TIpopeCcCUOHATBHON) TMPAKTHUKU JUIS CIICIHAIb-
Hoctn «0504. Teopus My3bIKM» (NOBBIMICHHBIH YpO-
BCHb CPEIHETO TMPOPECCUOHATHLHOTO 00pa30BaHUs)
(M., 2003).

Ecmu B T'ocynapCTBeHHBIX CTaHAApTax CPEIHETO
npodeccuonanpHOro 06pazosanus (CI10) 1997 u 2002

roJI0B y4eOHbIE IJIaHbl BXOJIWJIM B HUX COCTaBHOM Ya-
CThIO, TO €CTh OBLIM pa3paboTaHsl MHHHCTEPCTBOM
obpaszoBanust PO, to B denepaibHBIX rocyaapcTBeH-
HBIX 00pa3oBarenbHbIX cTannaprax 2010 u 2014 rogos
y4eOHBIH MIaH OTCYTCTBYET, €r0 IpejjaraeTcs paspa-
OaTbpIBaTh 00pa30BaTEIBLHOMY YUPEKIECHHIO CAMOCTOS-
TEIBHO.
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PoAb TeAeBUAEHMS B PAa3BUTUM ONEPHOrO XaHpa:
onepa B oopmare TOK-LLOY"

B menTpe BHUMaHHMS aBTOpa — YHHKAJIBHOE B CBOEM POJIE MPOU3BEICHNE aMEPUKAHCKOTO KOMITO3UTOpa MuKest
Payza (Michael [Mikel] Rouse), npeacrasmsromniee co6oif cHHTE3 ONEpPHl M TENEBU3NOHHOTO TOK-1IOY. [loCKOIBKY
KOMIIO3UTOP IPUHAAJIEKHUT HAIIPABICHUIO AMEPUKAHCKOHM My3BIKH 1990-X TOZI0B — «TOTANN3MY», CTaThsl COIEPKUT €TO
KPAaTKyI0 XapakTepucTUKY. OCHOBY 3CTETHKH COCTaBISET COCANHEHNE My3bIKA MAaCCOBOH M JTUTAPHOMN, UTO OOBSACHSIET
CTOJIb HEOOBIUHBIN JKaHPOBBIN MUKCT. KpaTKylo XapakTepHUCTHKY IOTyJaloT 0COOEHHOCTH TBOpUYecTBa Mukens Paysa,
nmaéress 0030p OCHOBHBIX CIIEH M MY3BIKaJIbHO TeMaTmdeckoro martepuana omepsl «Jlennuc Kmmsnenmy («Dennis
Cleveland»). CoxpaHss KIIOYeBbIe TPU3HAKK OMEPHOTO CIEKTAKISA, KOMIO3UTOP IepedOopMaTHPYET €T0 CTPYKTYpy
COIVIACHO 3aKOHAM TOK-IIIOY, OPTaHN3Ys Xy[JO)KECTBEHHOE MMPOCTPAHCTBO, B KOTOPOM HET T'PAHUI] MEXIY aKTEpaMH Ha
creHe u 3anoM. Ocobas mpuposia TOK-II0Y — €T0 AMHAMHUYHOCTh, THTEPAaKTHBHOCTb, IPUCYIIast TENCBUACHHUIO CYyTTECTHS
cramu it Pay3a moBogOM IS MOJTHOTO Pa3pyIICHUSI «YETBEPTOH CTEHBI» B YCIOBHSAX CTONb KaHOHM3HPOBAHHOTO
XKaHpa, KaKUM SIBISUIAch orepa. TeaTrpanabHO-AEKOpAaTHBHAS CTOPOHA CIIEKTAaKJIs, KAK U €r0 CTPYKTYpa, MOJUYNHEHBI
3aKOHaM TOK-IIOY. JleKopaluy IOMHBI PEKJIAMHOW CHMBOJMKOH, JIOTOTUIIAMH; BHICOMOHHTOPHI, 3KpaHbl U SIPKOE
ocBelieHne co3aaT pdekt Tenectynun. BocxBansis mon-KyneTypy, Pay3 Ha camoM fene BCKPBIBAaeT IIyCTOTY €&
COZIEPXKAHUSL.

KnroyeBbie ciioBa: omepa, ToTanu3M, Mukens Pays, Tok-moy, mudposbie TB-TexHOMOrHnm B My3bIKQIEHOM
UCKYCCTBE.

Jns yumupoeanusi: Kpsutoa A. B. Pornb TeneBnaeHus B pa3BUTHH ONIEPHOTO JKaHpa: oriepa B popmare TOK-110y //
[IpoGnems! my3bikanbHOM Hayku. 2018. Ne 3. C. 156-163. DOI: 10.17674/1997-0854.2018.3.156-163.
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The Role of Television in the Development of the Genre of Opera:
the Opera in the Format of a Talk Show

At the center of the author is the unique composition in its own right by American composer Michael [Mikel]
Rouse presenting a synthesis of opera and talk show. Since the composer belongs to the trend in American music of the
1990s, called “Totalism,” the article contains its brief characterization. The basis of this aesthetics is comprised by the
fusion of mass and elite music, which explains such an unusual mixture of genres. A brief characterization is provided
for the peculiarities of Mikel Rouse, and a brief overview of the basic scenes and the musical thematic material od his
opera “Dennis Cleveland” is given. Preserving the key attributes of the opera performance, the composer reformats
its structure following the laws of talk show, organizing the artistic space in such a way so that there would be no
boundaries between the actors on stage and the audience hall. The special nature of the talk show — its dynamic qualities,
interactivity, and suggestive qualities inherent to television became for rouse a reason for a complete destruction of the
“fourth wall” in the conditions of such a canonized genre which opera presented itself to be. The theatrical-decorative
aspect of theatrical performance, as is its structure, are subservient to the laws of talk show. The decorations are
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permeated with advertising symbolism, logos; the video-monitors, screens and bright illumination create the effect
of a television studio. While extolling pop culture, in reality Rouse exposes the emptiness of its inner content. The
publication has been prepared as part of project Ne 17-04-00198-OGN supported by the Russian Foundation for Basic

Research.
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OBPEMEHHBIN MY3BIKAJIBHBII TEaTp IEMOH-

CTpUpPYET OE3rpaHNIHOCTH CBOUX JBOJIIOIIN-

OHHBIX BO3MOXXHOCTEMN, OH IMOpaXaeT CIo-
COOHOCTBIO aJanTaliH K JIOOBIM COBPEMEHHBIM
TEXHOJIOTMYECKUM U COJEP>KATEIbHBIM HOBALMSIM.
Ilon ux BAMsAHUE NOMANaeT Jake Takas KOHCEpBa-
THBHAs KaHPOBAasl Pa3HOBHIHOCTb MY3bIKAJIBHOTIO
Tearpa, Kak omepa. Komudumupys co3maBaembie
COBPEMEHHBIMH KOMIIO3UTOPAMHU MY3BIKAJIIBHO-TEA-
TpajbHbIE COUMHEHUS KAK IPUHAJIEKALIUE K OIlep-
HOMY >KaHpY, FX aBTOPBI ¥ KPUTHKA APTYMEHTHUPYIOT
3TO IPUCYTCTBUEM PS1/Ia TUIIOJOTUYECKH 3HAYMMBIX
4yepT, a UMEHHO — CLEHUYECKOH MPUPOAOH COUYU-
HEHMM, UX OpHUEHTAalMel Ha «IPETNOJHOCHUMOCTb
3PUTENIO, BOKAIU3aLUEN TEKCTA, 3HAUUMOCTBIO MY-
3BIKAJIBHOM COCTABJIAIOIIEH CHHTETUYECKOTO LENO0-
IO B PacKpBITHH OOpPa3HOTO COAEP)KaHWUs, KOOPAH-
Halueld My3bIKaJbHOIO U CLIEHHYECKOTO PUTMOB B
pa3BEPTHIBAHUU JIEHCTBUSL.

B cwiy cka3aHHOro, MOSIBICHHE MY3bIKaJlb-
HO-T€aTPaJbHOTO COYMHEHHS, BBIIIOJIHEHHOIO B He-
OOBIYHOM JUIA JKaHpa omnepsl opmare TeeBU3NOH-
HOTO III0Y, — OJTHO U3 ITPOSBIICHH OOIIEH TeHICHITHH
SKCIIEPUMEHTHUPOBAHHSA C TPAAULIMOHHOW 000J10Y-
KOM OIIEPHOI0 KaHpa, HE BBI3BIBAIOLIEE IIOKOBBIX
peaximii. ABTOp 3TOTO YHHKAJIBHOTO B CBOEM pOJIe
IIPOEKTA — AaMEPUKAHCKUU KOMIO3UTOp Mukens
Pay3. Coenunenue, kazanoch Obl, HECOCTUHUMOTO
— OIIEPBI U TEJIEBU3HOHHOIO TOK-IIOY — B OIpene-
néHHONU Mepe 00YyCIIOBIIEHO 3CTETUKOW aMepHKaH-
CKOTO MCKyccTBa nepuona 1990-x romos, CTHIIL KO-
TOPOTO aBTOP KHUTH «AMEpHKaHCKas My3bIKa B XX
Beke» Kain ['aHH MMeHyeT TEpMHUHOM «TOTaJIU3M)»
[3]. [lockonbKy AaHHOE TOHSTHE B PYCCKOSA3BIYHOM
MY3bIKOBEZICHUH IIPAKTUYECKH HE BCTPEYAETCs,
KpaTKO OXapaKTepU3yeM €ro CyTb, MCXOIs U3 Xa-
PaKTEPUCTHUK aBTOpa MPUBEAEHHOIO UCCIIEAOBAaHUS.
B COOTBETCTBHH C ITUMOJIOTHECH CIIOBA TOTATH3M»'
— IPOU3BOIHOIO OT «TOTANbHBINY», B IEPEBOIE C
AHTJIMICKOTO «BCEOOITHI — 3TO SIBICHHUE, KOTOPOE
MpeAronaraeT No0aNbHBIA IIIIOPaIn3M, COEIIHE-
HHUe Bcero co BceM. C OgHON CTOPOHBI, Takas My-

3bIKa, 10 3aMbICIy €€ CO3/aTelel, Ipu3BaHa Y/I0B-
JIETBOPUTH MAaCCOBYHO ay[JUTOPHUIO HA YYBCTBEHHOM
yYpOBHE, OBITH IIIYOOKO €ii TIOHATHA B CHITY J€MOKpa-
TUYHOCTHU U OTOPBI HA JOCTYIIHYIO MACCOBOMY CILy-
IaTEII0 KaHPOBO-CTUIIEBYIO OCHOBY (ITOTI, POK HIIH
JDKa3, HalpruMep), ¥ OMHOBPEMEHHO OHA JJOJKHA CO-
JepKaTh TaKue SI3BIKOBBIE TPUEMBI I MY3bIKAJIbHBIC
TEXHHUKH, KOTOPBIE aJPECYIOT €€ K I'PyIIIe 3HATOKOB,
MIOHUMAIOIIMX TOJIK B PUTMHYECKUX U3bICKaX U 3a-
MBICTIOBAaThIX KOMOMHALMAX (PAKTypHBIX PUCYHKOB,
MNPUCYLINX MY3BIKE NIUTAPHON. VICTOUHUK MHTOHA-
LMOHHBIX M KOMIIO3WLIMOHHBIX HAEH MOXET OBITh
JOOBIM: OCHOBY CTHJISI CITOCOOHBI COCTaBUTH IIPO-
THUBOIOJIOXKHBIE MY3bIKaJIbHBIE PECYPCHI, HAIPUMED,
«MEJIOUU BpPOJI€ MHAMICKOM paru MOryT COCYIlle-
CTBOBAaTh C JIXKa30BOM I'apMOHHUEN BHYTPU KIIACCH-
4eCKHux CTPYKTyp» [3, p. 353] u 1. m. Ilpm sToM B
Oe3rpaHMYHOM JUTS (paHTa3MH W IKCIEPHUMEHTHPO-
BaHHA O0BEME HMCTOPUKO-KYJIBTYPHOTO MY3BIKAJb-
HOT'0 Marepurasa y KOMIIO3UTOPOB-TOTAIUCTOB €CTh
o0mras yepra — CTaOWIBHBIA PHUTM, PaBHOMEPHOE
YepeJOBAHNE YETKO aKLIEHTUPOBAHHBIX JI0JIEH, CO3-
JAIOIINX PUTMUYECKHUHN Iyabc (OUT), «KOTOPBI da-
CTO TMPHUIIPABIEH POKOM MJIM 3THUYECKON MY3bIKOM.
OTOT pUTM CTaHOBHTCS (POHOBOMN CETKOM IS CIOXK-
Hoit noauputMum» [Ibid., p. 355].

IIpousBenenne Mukens Pay3a «J/leHHuc
Knupnenm — THMWYHBINA 00pa3er] JaHHOTO CTHIIA,
OOBETUHSIOMNN TEMOKPATU3M TOMYIIPHONW MY3bI-
KM CO CIOXKHBIMU KIACCUYECKMMM CTPYKTypamu.
Kax mpencraButesns 3pbl 3KpaHHOH! KyJIBTYpbI — Te-
JIEBHJICHUS W BCEOOIIeH KommbloTepu3anuu, Pay3
OBLT BrICUATIEH TUTAHTCKOM MOMYJISIPHOCTRIO TEe-
BH3MOHHBIX TOK-IIOY. JlaHHBIH (opMaT BO3ZHHUK Ha
amepukanckoM TB kak pa3 B 60-x romax XX Beka,
HAMsl IIEPBOTO Beayllero — xxypHanucra @uia Jlo-
Haxbi0 — OBIJIO M3BECTHO Bceil cTpane. B pamkax
nepenad J[OHaxbO CIOXKWJIACh CTaBIIAs KAaHOHOM
cTpykTypa moy. LlentpansHas ¢urypa u miaBHOe
JIEUCTBYIOIIIEE JIUIO MporpaMmbl — Benyuiuil. Kak
OpraHu3aTop JEHCTBA, OH INpUIVIAIIAET FOCTEM: 3TO
CHEIMATUCTHI, 3HAMEHUTOCTH, Tepou AHA (B 3a-
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BHCHMOCTH OT TeMmaTuku). HemocpencTBeHHBIMHU
YYACTHUKAMH IIOJIEMUKU CTAHOBATCS 3pUTENM Kak
B TEJNECTYUH, TAK U y 3KpaHoB TB; oHu 3a1ar0T Bo-
MIPOCHI TOCTSAM, KOMMEHTHUPYIOT HX MHEHHS, BBICTY-
Mal0T CO CBOMMU MCTOPUSIMH, BCTYIIAIOT B JIUCKYC-
CHIO0, YTO MPUIAET MIPOrpaMMe >KMBOM CIIOHTAHHbBIN
XapakTep.

IIpeccanucana, 4To «B BEICTYIIEHUAX JIOHAXbIO
BUJIUTCS HEYTO U OT IICUXOJIOTHYECKOM Ipambl, U OT
YIUYHOIO TEaTpa, ¥ OT CE€aHCa KOJUIEKTUBHOM Tepa-
num»y?, TakuM o0pa3om, HOBbIH TB-dhopmar mmen
TeaTpajbHBIE KOPHHU, ObUT HaIleJIeH Ha CyTTeCTHIO U
oOiajan moTeHNaIbHONH HHTEPAKTUBHOCTHIO. JTH
4yepThl HE MOIVIM HE INpuBjedb Pay3a, oHM JaBaiu
BO3MO)XHOCTh PE€aJIM30BaTh PsJi HJICOJIOTMYECKHU
BA)KHBIX JUISl TOTAIM3Ma MOMEHTOB: JOCTYIIHOCTb U
JIEMOKPaTHYHOCTh, BOBJICYEHHOCTh MAaCCOBOTO 3pH-
TEJIs B POLIECC XYI0KECTBEHHOM KOMMYHUKALUU U
CUJIY BO3JICICTBUS Ha CIIyIIATENS-COYYaCTHUKA MY-
3BIKAJIbHO-TEATPAIBLHOTO JIEMCTBRA.

C npyroii CTOpPOHBI, CIEOyeT OTAaBaTh OTYET
B TOM, YTO OIIBIT COCAVHEHHs HA NEPBBIA B3IIAL
HECOCTUHUMBIX TOK-IIIOY M OMephl OBLI OCYIIeCT-
BJIEH My3bIKaHTOM-TPO(ECCUOHAIIOM, IOy YHUBITUM
OCHOBATeIbHOE 00pa30BaHNE B YHUBEPCHUTETE IIITa-
ta Muccypu u B Uacrtutyre nckyccrs Kanzac-Cu-
ta [Ibid., p. 356]. OGocHoBaBmucs B 1979 romy
B Huro-Mopxe, Pay3s nponomkaer caMmoo6pa3oBaHue,
yAemnsisi 0cob0e BHUMaHHE BOIPOCAM TEMITOPUTMA.
3TOT aklIeHT OOBSICHUM TEM, UTO KaK IPEJICTaBUTEIb
TOTAJIU3Ma, KOMIIO3UTOP HE OTBEPraeT ION-KYJbTY-
Py Y 3[paBo OLICHUBAET €€ MPUBIEKATEIBHOCTD JUIS
MaccoBoi ayputopuu. [loaToMy Ha epBOM IUIaHE —
TO, YTO NPUBBIYHO U LEHHO AJIS HEE: pUTMHUYECKAs
My TbCAIUs POKa, HIIEKTPOHHbBIE TeMOPHI, METIOAN3H-
pOBaHHAsI peyuTalusl paIla, WHTOHALMOHHAS IPO-
cTora Menoauku. Ho mcnosne3yst mom- M pok-CTH-
JINCTUKY, OH CTPEMUTCS BKJIFOUUTH B HEE IIEMEHTHI
JDKa3a, aQpUKAHCKOTO, WHIOHE3WHCKOTO W HMHBIX
STHUYECKUX CTWIEH, S3KCIIEPUMEHTHUPYET C PUTMHU-
YECKUMH U TEMITOBBIMH CTPYKTypaMu. MlcTouHrKOM
HOBBIX TIO3HAHWK CTaHOBHTCS KHHra A. M. [[)KoHca
«UccnenoBanne aQpUKaHCKOW MY3BIKW», 1O KOTO-
poli OH H3y4aeT adpUKAHCKHE PUTMBI, a TAKXKE Me-
ton kommo3uimu [wuuarepa’, GyHaaMeHTanbHOM
OCHOBO#M KOTOpOTo siBjsieTcss Teopusi putMa’, Emé
OJITHUM CTUMYJISITOPOM IIOMCKA YHUBEPCAJIBHBIX Bpe-
MEHHBIX 3aKOHOB IIOCTPOCHHUSI MY3bIKAJIBHOH KOM-
MO3ULMU SIBUJIACh TEOPHs BBLIAOILEIOCS AMEPUKaH-
ckoro My3bikaHTa ['enpu Koyasuia, onbITel KOTOPOTo
HaJ| IPUPOJONA MY3BIKAJIBHOIO 3BYKa, IOHUMAEMOI'O
3HAYUTEJIBLHO LIMPE TPAJULMOHHOIO, a TAKXKE C MET-

POPUTMHUYECKIMH OCHOBAaMH MY3BIKH TIPHBIEKAIN
Pay3a BO3BMOXXHOCTBIO PabOTHI C IIETIOCTHBIMU PHUT-
MHUYECKAMH KOMILIEKCAMI®,

Omnako BepuEMCH k oniepe «/Jlennnc Kiupnenm
U TIOTIBITaeMCsI OXapaKTepHU30BaTh €€ 0COo0YIO CIIeIH-
UKy, 3aKITIOYAIONIYIOCS HE TOJIBKO B IIEPECEUEeHUN
MOJISIPHBIX JKaHPOB, HO ¥ B CO€IMHEHUH PA3HBIX MY-
3BIKATBHO-CTUIIMCTUYECKUX TUIACTOB TOMYJIIPHON
MacCOBOU M NMUTAPHOMN aKaJeMUYECKON MY3bIKH.

JIubpeTTo omepsl OCHOBAHO HA KHHUTE «YOIrom-
ku Banwrepa. Jukrarypa pasyma Ha 3anaae» Jxo-
Ha Poncrona Cona®, mpeacTaBisiONIel KPHUTHKY
3amagHoro oOmiecTBa. YTBep)KAas, YTO OTpPHIB
pasyMa OT TYMaHUCTHYECKHUX IIEHHOCTEH T'PO3UT
MaciiTabHOH KaTacTpodoH, MPOBOIUPYET Xaoc,
Con BBICTYIIaeT TPOTHB TIOOATH3AIMH, MEHE-
Kepu3Ma, TOTAJHHOTO KOMMEpIIMOHAIM3Ma U TIp.
I'maBHbIN repoii onepsl — Beaywuid moy JleHHuc
KnuBnenn — B cBOMX Iuanorax ¢ TOCTSIMH U 3aJI0M
Ha TIepPBbII B3I ACKIAPUPYET UMEHHO 3TH «IICH-
HOCTH» 3al1aJJHOTO MUpa, IPEACTAET KaK MparMaThK
W KOMMEPIMOHAINCT, HO TOCTETNEHHO CIIyIaTelhb
HauMHAeT OCO3HABATh CKPBITHIN 32 OOJMKOM IMOCT-
MOJIEPHUCTCKOTO Typy BHYTPEHHUH AHCKOM(DOPT,
BBI3BaHHBI COMHEHHUSIMH B UX HCTUHHOCTH [4]. Ta-
KHM 00pa3oM, y)k€ Ha YPOBHE COZIEP)KaHUS COEIH-
HEHBI TTOBEPXHOCTHAs Pa3BlIeKaTeNbHas CYIIHOCTh
TOK-IIIOY, B paMKax KOTOPOTO OOCYKIEHUE JTFOOBIX
MpoOJIeM HallEJICHO HEe Ha TIOCTHKEHNE TIPOTUBOpE-
YUBOH CYIIHOCTH 3aJaHHOU TEMBI, a HA CKOJIb3A1IEE
MO KacaTeIbHOI OBITOBOE 0OCYKJCHHUE UHTPHUTH, U
TyOOKHEe OO0IIeCTBEHHO-CONMAIbHBIE HIEH, CIpA-
TaHHble B TMOATEKCT JeictBa. llpeacrasnsercs,
4T0 (popMaT TOK-IIOY BHICTYIIAET Kak CBOETO poja
HEPEMOHUS-CUMYJISIKD PEJIUTHO3HBIX  OOPSIOBBIX
JIEHCTB, a Beaymuid — aHajor JnMmepa [anTpu u3
3HAMEHUTOW aMEpUKAHCKOW KuHOoIpaMbl Puuapna
Bpykca’. Takas ke JBOWCTBEHHOCTh MPUCYINA U
VHBIM COCTABJISIONIIM OIEPHI.

TearpanpHO-IEKOpaTHBHAS CTOPOHA CIIEKTAKIISA,
KaKk M €ro CTPYKTypa, MOJYMHEHBI 3aKOHAM TOK-
moy. Jlekopaliuu MojaHbl PEKJIAMHOW CUMBOJIUKOM,
JIOTOTUIIAMH, BUJIEOMOHHUTOPBI, JKpaHbl H SAPKOe
ocBelleHre co3narot 3ddekr Tenectynuu. Menuii-
Hasi TEeXHUWKAa BaXHA B peasin3aluu cleHorpadun
CIIEKTAaKJIsI: OHA MO3BOJISIET HE TOJIILKO HAOMIOATh 32
MOBE/IEHNEM 3aJla B PEalbHOM BPEMEHH, TPAHCIIH-
pYeT paHee caelaHHbIe 3aIHCH IIOYy-IIPOrpamMmM, HO
1 co31aéT AQPEKT TOro, YTO CHIOMHHYTHO BENETCS
3aIUCh MPOUCXOIAIIIETO.

OcTaHOBHMCS Ha KIIOYEBBIX CIIEHAX MPOU3BE-
JIeHHSI, YTOOBI MOHATH €r0 IpaMaTyprudecKyro Jo-
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THKY U 0XapaKTepU30BaTh My3bIKaJIbHYIO crienindu-
Ky.

OtkpeiBaeT omepy «IIpemonusy. IT0 — My3bI-
KaJbHOE BCTYIJICHHE W 3HAKOMCTBO 3PUTENIEH C Be-
nymuM. CyTh obpamienust JleHHUCA K 3a1Ty: )XKU3HBb
nofgobHa ¢uiabMmy. OOmieHue JleHHHMCa € aymuTo-
pueil mpoenupyercs Ha pa3INYHbIE MOHUTOPHI U
9KpaHbl B CTYAHWH, PEYb €T0 MPEACTABICHA B BHUJE
PUTMHU30BaHHON PEYUTALMM, BCTYNAMOIIEH B KOH-
TPAIlyHKT € Y€TKOM CETKOM POK-pUTMa YIApHBIX.
OT10 penbed, Ha KOTOPHIH HAKIAABIBACTCS MEJIOIHS
TapPMOHHKH SITIOHCKOTO TypUCTa — OJHOTO W3 3pH-
TeJeW — U MATKHAE KPACKHU 3BYKOBBIX «IIITEH» JJIEK-
TpOHHOTO (OHA.

Crenyromas crieHa — «OKu3up B 3tux Coenn-
HEéHHbIX LlTarax» («Life In These United Statesy)
— TOCBSIIEHA BCTPEYE TOCTEH, 3TO YETHIPE MOJIO-
neie mapel. LledpHOCTh AaHHOTO pa3zmena ompere-
JIEHa ONOpOM Ha PEeNpU3HYI0 TPEXYacTHOCTh. WH-
TOHAIIMOHHO W (aKTypHO TKaHb MHOTOIUIAHOBA.
Ha perumku peaibHBIX MEBIIOB, HAXOIAIIMXCS Ha
CIIeHE, HAKJIaJBIBAIOTCS MPENIBAPUTEIHHO 3aIHCaH-
HBIE COMIUIBI U3 ATOTO K€ IIOY, HO 03ByYHBaeMble
B ycKopeHHOM Temre. [1onmnpoHnIHOCTE (aKTyphl
yCHJIeHa KOHTPAIyHKTOM TEKCTOB, MOCKOJBKY Ka-
JKAast BOKaJIbHAS JIMHUSA CKaHIUPYET ONpeaesIEHHbIC
(pasbl, Hanpumep: «Eciu Thl MEHS He JIIOOHIIH TaK,
KaK f, TO Thl MOXKEIIb YXOOUTH», «nn mo-mMoemy,
WA HUKAK», « QHKeNa, DHKeNa. .. » U T. 1. KoM-
IIO3UTOP HA3bIBAET ATOT MPUEM «KOHTPAIOIZUECI.
PeneTntuBHAA TeXHUKA, Marus puTMa ¥ MHOTOKpa-
COYHOCTh TEMOPOB € pazHOOOpa3WeM WX JUHAMU-
YECKOH IOJIa4¥ BBISBIAIOT MHHIMAJIHCTCKHE HCTO-
KM TBOpuecTBa Pay3a.

Kontpactrom BcTymaer creayomias CIieHa —
«IToe3n aymm» («Soul Trainy). Ceer racHer, ro-
CTH BCTAaIOT CO CBOMX MECT, W Ha (poHE OBICTPO
PUTMU3UPOBAHHOM CETKU yOApHBIX, BBI3bIBAIOLIECH
aCCOIMAINH CO CTYKOM KOJIEC, TIPU HEPETYIIPHOM
MOAYEPKUBAHIH CHUJIBHBIX JIOJICH 3BYYUT MEIJICH-
Hasi, BO3BBIIICHHO MapsAIIas Ha JJINTEIBHO BBI-
JEpKaHHBIX 3BYKaX MEJOAMS XOpPajJbHOTO THIIA.
Omna oOpa3zyeT CBOEro pojaa MEH3YpaJIbHBIN KaHOH,
TaK KaK pa3Hble rojoca UCIOIHIIOT TEMY B Pa3HBIX
purMudeckux nponopuusx. Kaitn [ann numer o6
aToM paszzaene: «Eciau ObI KTO-TO MOMBITANCS OTO-
Opa3uTh Bce PUTMBI HA Oymare, 3T0 ObLIO OBbI TO-
xoke Ha “BecHy cBsmeHHy0” CrpaBuHCKOTO» [4].
[lo 3aBepieHHr TECHONEHHUS TOCTH, BEIOMBIC
JleHHricom, BO3BpaIlIalOTCA Ha CBOM MECTa, a Bey-
W PacCcKa3bIBaeT CBOIO MCTOPHIO O TOM, KaK OH
monan Ha TB, paccyxmaer mpo cmry yOeKIeHUS

W MAacCOBBIA THITHO3, 00 WX BIUSHHM Ha KYJBTY-
py. Bcé 3aBepmaercst o0muM XopoM, 0OBEIMHSIO-
MM 3BYYaBIIMH paHee TEMaTU4YECKUU Marepual.
OH ucronHseTcs ¢ OOJBIION JTONEeH SK3abTalluH,
MONUYEPKUBAIOLIEH, YTO YYACTHHUKH JACHCTBA NOrpy-
JKEHBI B KBa3UPEIUTHO3HYIO aTMOCc(epy, NOT0OHYIO
CO6paHI/I$[M XPUCTHUAHCKUX ITPOIIOBEIHUKOB.

Emé omna kmoueBas cuena — «Kpacusoe you-
BaeT» («Beautiful Murders») — mocBsitieHa KpUTHKE
KyJIbTa 3HAMEHHUTOCTEH. SIpKuii cBeT cohuToB moa-
JEpXKUBAET TPUIIOAHIATOE HACTPOEHHE 3aja, COOT-
BETCTBYS 00Cyx)aaeMoMy o00bekTy. CiieHa oCTpo-
€Ha 0 MPHUHIMIY KYyIUIETHO-IIPUIIEBHOW (OPMBEI,
B paMKax KOTOPOM MHUp KpacUBOM >KM3HU 3BE3[
moy-Ou3Heca XapakTepU3yeTcsi TaKUMHU ITOHSITHA-
MH, KaK IIyMuxa, 0€33aCTCHUUBBINA MHUap, HAPKOMa-
HUS, IIyJIEPCTBO, AeHBIH. .. [locne mHCTpyMeHTanb-
HOI'0O BCTYIUICHHA, 3a1ar00ICTr0o pI/ITMI/I‘-IeCKI/Iﬁ ITyJIbC
POK-OCHOBBI, BCTYHaeT COJIO OJHOTO W3 TOCTel
B CTWJIE PAI-HAYUTKM, 3aTeM Benymuii u yacTh
MyOJUKN CKAaHAWPYIOT TPUIIEB, SKCTATUYECKH TIO-
BTOpPAA MBICIIbL O TOM, YTO «KpacuBasd XHU3Hb)» Ha
camoM Jiene yomBaet. JlaHHas cTpyKTypa MOBTOpS-
eTcs emIé ABaYKIBI: COJI0 BTOPOTO U TPETHETO rocTei
NEPEMEKAIOTCA KOJJIEKTUBHO O3BYYCHHBIM ITpUIIC-
BoM. IIpu aTom dakTypa obraanaeT mpo3pavHOCTHIO
¥ MHOTORJIEMEHTHOCTBIO 3a CYET MPHUCOEAMHEHUS
pasHoro poja TeMOpalbHO KPAaCOYHBIX HITPHXOB
B BHJIE TPUEMOB 3Xa, peBepOepaIiy, SIMEKTPOHHBIX
3BYYHOCTEH M DPa3HOTOJIOCHIIBI 3ajla, BBICTYIIAIO-
IMX B poyid (OHa.

WNHTepecHa M BaXkHa B OTHOLICHUM CKpBI-
TOM HMPOHWUH HAA [EHHOCTIMH MOTPEOUTEIIHCKO-
ro obmecTBa crena «Toiapko neHBrm» («Apparent
Money»). CBeT npuniTymaeTcs, co3aBas B 3aje pe-
JIUTHO3HO-IIEPEMOHHANBHYI0 aTMochepy. [leHnwnc
OOBSIBIIIET TEMY: «51 XOTes ObI TOTOBOPUTH C BAMHU
0 JieHprax». [0CTH HAauYMHAIOT CKaHIUPOBaTh (pa-
3Bl TEKCTa Ha ()OHE PUTMUYECKOH BsI31 OapabaHHOM
npobu. B memoMm neiicTBO HAIIOMHHAET PEIIUTHO3-
HYIO [IEPEMOHHUIO, CBSIICHHBIM 0OBEKTOM KOTOPO
SABIAKOTCA OCHBIU. Hepno;:[nqecm/l BO3HHKAOIIUEC
coso JleHHuca ¥ Opyrux YYaCTHUKOB ITPOMCXOJSI-
IIETO BBIACPIKAaHbBI B OMOIMOHAJILHOM TOHYCE IIPO-
moBenu. B To BpeMs Kak TOCTH MPOIOIIKAIOT CKaH-
nupoBaHue, JleHHHC OpOaUT cpeau ayAuTOpWUH U
OT/IEIISIET «BEPYIOIINX» OT «HEBEPYIOIIHX», 00ydast
HUX PUTMY ACHCKHOI'O ICCHOIICHUA. SIBiISACH MHU-
MaToOpoM BocmeBaHus aeHer, KiuBiena omHoBpe-
MCEHHO HpI/I3HaéTC$[ B TOM, 4YTO XM3Hb €TI0 IyCTa,
TaK Kak JuIIeHa 1o0Bu. B ompenenéHHoOM cMbIce
€ro TCKCT HOCHUT I/ICHOB@]I&J'IBHI)IEI XapakTep:
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«51 He KaJero Hi 0 YEM U HE HCIBITHIBAKO PAaCKasIHUS
3a TIPOXKHUTBIE ronbl. Sl mEN Ha MOBOAY y Ciydas, a OH
uHOrga oOMaH4MB. SI CMOTpeEN TENeBH30p B HalekIe
MOJNYYHUTh XOThb KaKOE-TO MPEACTABICHUE O CMBICIE U O
uenu ObITHs. Ho THU NPUXOIMIIN U YXOOHIIH. .. 5] Mro0mI
koceitan, 6apsl, a 0COOEHHO Oaphl C TOK-IIO0Y. DTO OBIIH
HE IPOCTO KPaTKHe OCTAHOBKH, OHU 3aMEHIIIA MHE CaMy
KU3HDY.

YacTtp 3Ta IpoHU3aHa ATUHHBIMHU U CIIOKHBIMU
CUHKOITMPOBAHHBIMHI PUTMaMH BOKAJIbHBIX MTAPTHH,
pas3BépThiBaromuxcs Ha GoHe ynapHbIX. Hanpumep,
JOKHWHIJ U3 pEKIIaMbl OTHOTO M3 aMEPHUKaHCKHUX OaH-
koB «W ocTaBpTe MOCTEAHUH AOMIap U cOepexe-
uuid» («And leave off the last $ for savings»), purt-
MU30BaHHbIA 1 MHOTOKPAaTHO MTOBTOPEHHBIN XOPOM,
MOJ00HO TICAIIMOJTMYECKOMY ITECHOTICHHIO, HaKIa-
JIBIBACTCS HA CJIOBO «aeHbIw». O0e 3Tu (passl mo-
CTETIEHHO PacXOoJsTCs, 00pa3ys BPEMEHHOW CIBUL.
Taxum 06pazom, o0mIast CTUIIMCTAKA JAaHHON 9acTH
CJIO’KHA 1 MHOTO?JIEMEHTHa.

CBoeoOpa3HBIM JTHUPUIECKUM HEHTPOM OIEPhI
ctaHoBuTCs 4acTh «llouemy BBl ceromHs 3mech?»
(«Why are you here today?»), moBecTByromas o
IpaMe J00BH, O 4yBCTBE M m3MeHe. IleceHHoro
TUTIA MENOWs B MCIONHEHUN Bemymiero maxomut
OTKJIMK B peakiuu rocteil. Tak BO3HUKAET AUaj0-
THYHOCTh, CO3JAIOIIasl OUIYIICHHWE MPUYACTHOCTU
BCEX K 3TOH BeuHOU ncropun. Ha cinoBax «4enosex,
KOTOPOMY BBI JIOBEpSETE, YEIOBEK, C KOTOPHIM BBI
ONM3KH, YEeNIOBEK, C KOTOPHIM BBl ySA3BUMBD» IIPEBa-
JTUPYOUIHA TOMO(OHHBIH THIT U3JIOKEHUST HapyllIa-
eTCsl KaHOHOM, MOAYEPKHUBAIOIIAM ICHUXOJIOTHYe-
CKYyI0 MHOTOIJIAHOBOCTH ¥ ITyOHHY IepEXKUBaHUH.

Ewmé onna npamarypruydecky 3Haunumasi 4acThb —
«M3menénnsie Tenay («Altered Bodies»). B et 060-
CYX/IaeTCs BOIIPOC BO3MOKHOCTH U3MEHEHHS CBOE-
ro oOpasa, HO pedb HJIET HE O JYXOBHOM POCTE, a O
IJTACTUYECKON XUPYPIHH, MMPCUHTE M WHBIX MPH-
XOTAX MacCOBOW MOJBI, CBSI3aHHBIX OJTHOBPEMEHHO
U C YJIOBOJbCTBUEM, H C O0nbl0. HaunTka Tekcra B
CTHJIE DA JIOXKHUTCS Ha YETKYIO0 OMT-OCHOBY. bia-
rojiapsi HonepeMeHHON 03ByUKe TeKcTa JJeHHucoM,
TOCTSIMH, 3pUTENIIMU CO31aETCs KapTHHA 3aMHTEPe-
COBAaHHOTO 00CYXJeHus pobiembl. KoHTpacToM K
pAI-peunTaTUBYy BCTYHAET MPUIIEB B CTUJIE JIATHHO,
MEJTIOUIHBIN, TAPMOHUYIECKH OJIar03BYUYHBIN ¢ Kpa-
COYHBIMHU 3(]deKkTamMu CTPETTHOTO PacCiIOCHHS To-
JIOCOB.

@unanbHas cueHa «llnomaas Mbaucon»
(«Madison Square») HauMHaeTcs ¢ TOro, 4ro Jlen-
HHUC CTaBHT IOl COMHEHHE 3HAYMMOCTh TEJIEBUIEC-
HUS ¥ MacCKyJIBTYPHBIX TPEHIOB, COCTABISIOLINX

CYyTh €0 JHMYHOTO CYyIIECTBOBAaHHA. JTO camas
MacmTabHas ciieHa (Bpems 3ByYaHUsS — OKOJio 18
MUHYT), HACTOSIIIIUE ONEPHBIN (rHA, BOUPAFOIIUIA
BCE MY3bIKQJIbHBIEC HJIEU CIEKTaKIs. 31e€Ch U JTUPH-
Ka KPacOYHBIX NIEKTPOHHBIX 3BYYaHUH C MSTKOMI
MEJIOAN3UPOBAHHON peunTanuen coino Benymiero,
W PIM-HaYMTKA, U XOPAIbHBIN (PyrHpOBaHHO M3JIO-
JKEHHBIH TEMaTu3M, U KECTKas CeTKa POK-pUTMaA
¢ MHOroo0Opa3ueM TeMOPOBBIX KPAaCOK YIapHBIX,
Y BOKaJIbHBIE aHCAaMOJIEBbIe BCTABKH B JyXe JIaTH-
HO. Bce 3Tn Temaruveckue IUIaHbl JaHbl B CJIOKHO
CKOHCTPYHPOBaHHBIX TOIN(OHUIECKUX HACIOCHU-
X, 0OHAPYKUBAIOIIHNX TITyOUHY MY3bIKaJIbHO-HHTO-
HAI[MOHHBIX CMBICIIOB U IEMOHCTPHUPYIOIIUX BBICO-
Koe MpodeccCHOHAIbEHOE MacTepPCTBO KOMIIO3UTOPA,
€ro BiaJIeHHE DPAa3INYHBIMH TEXHWKAaMH THCHMA,
YMEHHE BBICTPAaWBaTh JPaMaTypruuecKylo JOTHKY
LIEJIOTO, ABMXXYLIYIOCS Yepe3 psij ClIaJloB U HarHe-
TaHUH K ano(e03HOMY 3aKITIOYHTEIILHOMY pa3zieiny
OIIEPHOI'0 CIEKTAKJIS.

B mnnane HapparuBa cLeHa pas3BEPTHIBACTCA
CJIEAYIONM 00pa3oM: TOK-IIIOY B pasrape, IpucyT-
CTBYIOIINE B 3aJie¢ XOTAT NEIUTHCS CBOMMH HCTO-
pUSMH M TIepeXMBaHUSAMHU, HO [leHHHC, Kaxercs,
MOTEPsUT HHTEpEC K MPOUCXOASIIEMY, U BCE K€ OH
mpocuT AHApea pacckazaThb €€ IpaMaTHYeCKyIo
WCTOPHIO OTHOIIEHUH ¢ MapKkoMm. OTO IPOUCXOAUT
CTONb CepbE3HO, uTo KiuBneH BAPYT MOHHMAET,
YTO MCKYCCTBEHHAs PEalbHOCTh, CO3/aBacMasi UM
B TEJIEBU3UOHHOM (popMaTe, XOTh M JOCTATOYHO
[IOBEPXHOCTHA, HO BIIOJIHE JOCTOBEPHA U, IVIaBHOE,
3HaYMMa i MHorux Jrofeil. CrieHa 3aBepriaercs
BCEOOLTNM THIMHOM, YTBEP)KIAIOIIMM CTaTyC Mac-
COBOM KyJIBTYPBI — CBOETO POJIa PEJIUTMH COBPEMEH-
HOT'O MUpa.

3aBepiinB Kparkuii 0030p counHeHus Mu-
kenst Pay3a, He0OXOIMMO pacCTaBUTh HEKOTOPHIE
WUTOTOBBIE akKIeHTHl. OueBHOHO, YTO oOmepa Ha
pyoexxe XX—XXI BekoB HcHbBITala BO3AEHCTBUE
COBPEMEHHBIX IH(PPOBBIX TEXHOIOTHI M OCHOBAaH-
HBIX Ha HHX CPEJICTB MacCOBON KOMMYHHUKAaIWH,
B pAOYy KOTOPBIX NEPBBIM CTOUT TEJEBHJICHUE.
PazHooOpa3Hble HCCIeOBaHUs JTaHHBIX MPOIEC-
COB CXOJSTCS B TOM, YTO «TEJIEBUJECHUE SIBISIETCS
BaKHBIM COLIMOKYJIBTYPHBIM (DEHOMEHOM TOBCEJ-
HEBHOM JKM3HH, OKa3bIBAIOIINM BO3JICHCTBHE Ha
MaccoBoe co3Hanne. OHO crtocoOHO GOopMUPOBATH
BKYCBHI, PEATIOYTEHHUSI, B3[JISABI, CHCTEMY IIOBEIe-
HUS, 337aBaTh KOOPAWHATHI Pa3BUTHUSA JTUIHOCTH»
[2, c. 5]. Honmymsiprocte MHOTHX TB-mporpamm,
B TOM YHCJIE€ ¥ TEJIEBU3HOHHBIX TOK-IIIOY, B IIEPUOT
MX BO3HUKHOBEHHS ObLTa (DEHOMEHAIBHOU BCIICI-
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CTBHEC HOBH3HBI W WHTCPAKTUBHOW CYIIHOCTH.
[lepecedyenne cToab 3MUTAPHOTO KaHPA, KaK OIIe-
pa, ¥ TOK-TIOY — SIPKOTO SIBICHHSI MACCKYJIBTYPHI
— 0Ka3aJI0Ch BO3MOXKHEIM B CHUIY HOBBIX XyHOXKe-
CTBEHHO-3CTETUYCCKUX TPEOOBAHUN K MY3bIKaJIb-
HOMY HCKYCCTBY, KOTOpHIE JCKIApUPOBAIH aMe-
PHUKAHCKHE KOMITO3UTOPBI-TOTAIUCTEL. B oTiamdme
OT IPEJCTABUTENICH UHBIX MOKOJIEHUH U TEUEHUH,
OHU HE OTPHUIAIN MON-KYJIBTYpYy, a CTPEMUIUCH
WCIONIb30BaTh €€ MOTEHIHAJl, IOCPECTBOM KOTO-
pOTrO MOTJIH TPHWBJICYh BHUMAHHE OTPOMHBIX ay-
TATOPHH, COSANHSS CTHIUCTUKY aIbTePHATUBHBIX
MY3BIKQIBHBIX SBICHUN — MTOMYISIPHOM U aKaIeMHU-
geckord My3bIku. Ocobas mpupoaa TOK-II0Y — €To
MTUHAMUYHOCTh, HHTEPAKTHBHOCTD, MPUCYIIIAs Te-
JEBUJICHUIO CyTTECTHS CTanu s Paysa — sipkoro
MPEACTABHUTEIISI TOTATN3Ma — IIOBOJOM ITOJTHOCTHIO
Pa3pyUIUTh «IETBEPTYIO CTCHY» B YCIOBUSIX CTOh
KaHOHM3WPOBAHHOTO JKaHpa, KAaKUM SBIISJIACH
onepa. CoxpaHnsisi KIIFOUEBBIC MPU3HAKU OTIEPHOTO
CIIEKTAaKJIsI, OH mepedopMaTupyeT ero CTPyKTypy,
OpraHmu3ys XyJI0KECTBEHHOE MPOCTPAHCTBO, B KO-
TOPOM HET TPAHUIl MEXIy akTépaMH Ha CIlEHE U
3aJI0M.

DTO CTaBUT Mepe KOMIIO3UTOPOM MACcCy HOBBIX
3a/a4d, CBA3AHHBIX C aKyCTHKOW, paboToil ¢ mpo-
CTPaHCTBOM, KOTOPOE CYIIECTBEHHO PACIINPUIOCE.
He cnyuaiino Kaiin I'ann nuiier, yto «Pay3 npen-
cTaBigeT co00il HOBBII THI XYyIOKHUKA, KOTOPBIH
MosSIBWIICA B mociequne necaruierus 20 Beka — 910
KOMITO3UTOP ¥ OTHOBPEMEHHO 3BYKOPEKHUCCEP» [4].
ABTOp yMaJduBaeT, YTO B JaHHOM CiIydae Iepen
HaMH €lI€ U UCIOJHUTEIb NIaBHOM POJIM B CBOEM
COYMHEHUN — ponu Bexymiero Tok-moy. Mcmomns-
3yst ITU(POBBIC TEXHOJIOTHH MY3BIKaILHOM 3aIiCH,
Pay3y ynaércs «zaenarb TEKCTypbl IPO3PAaYHbIMU U
pacronararh 3ByKd B aKyCTHIECKOM TIPOCTPAHCTBE
TakK, 4TO co374aéTcsa BO3MOXKHOCTH CIIEJIOBAaTh CPaszy
32 HECKOJIBKUMH TTOTOKaMm» [4].

My3BIKaIBHBIA MaTepHail OMephl pa3sHooOpa-
3€H — MPeoOIaNaroNIuii MaCCUB MEIOIui OIU30K

MIECEHHOMN «IIOTICe», POK-OUT AEPKUT €ro B UETKHUX
U JHEPTreTUYHBIX paMKax; KYIJIETHOCTh TEKCTa
npenonpenensieT cTpopUIHOCTh WIM HCIONIB30-
BaHHE TPOCTHIX JABYX- WIH TPEXYACTHBIX MY3BI-
KaJIbHBIX CTPYKTYp; C 3THM COCYIIECTBYeT OJIOK
COMIUIOB, 3alMCAaHHBIX W3 PEANbHBIX TOK-IIOY
I'pera Jxupansno, Puku Jqiik, [opmona Dmmmo-
Ta, @ TAKXKE aBTOPCKHMU AJIEKTPOHHBIM TEMaTH3M
1 XOpaJIbHOTO TUTIA U3TI0KeHUE. PUTMUdeckas Bep-
TUKaJIb CJIOKHA MO CTPYKType Oiiaromaps Hacioe-
HUIO0 KOH(PIUKTYIOMHX APYT C APYroM MaTTEPHOB.
dakTypa mmeer u€TKOe paslieNieHHe Ha penbed
1 (GOH, TIPU 3TOM NEPBBII MPOCT U OOIIETOCTYIICH,
BTOPOI MHOTOCJIOCH, TOTU(OHNIECKU U PUTMHYE-
CKH Pa3HOIIJIAaHOB, €T0 CTPYKTypa OCTYIHA JIUITh
omBITHOMY cityXy. Ho 3T0 TOnbKO cpencTsa, pa3Ho-
MOPSJIKOBOCTH KOTOPBIX 00YCIIOBIEHAa MHOTOCIION-
HOCTBIO COIEp)KaHMS TPOU3BENEHUS: €r0 CMBIC-
JIOBBIM penbeOM SBISIOTCS CHOPBHI U OONTOBHS
YYaCTHHKOB IOy, HO TMOJITEKCT BeChbMa IITyOOK
Y CBSI3aH C UPOHHEN HaJl «Oone3HIMU» 00IIeCcTBa.
«Bupycom», CIpOBOLMPOBABIINM HX, CTaJO IS
nokojeHust 1990-x TenepuaeHue, GopMUPYIOIIEES
JUYHOCTHOE M OOIIECTBEHHOE CO3HAHUE BOKPYT
TaKNX «IEHHOCTEI», KaK ACHBIH, MOMYISIPHOCTb,
XalIl ¥ TOMy oZ00HOe.

OmpiT Paysa, neMoOHCTpUPYIOIIMH OZHO W3
HaIpaBJICHUH Pa3BUTHA ONEpPhl HAa NEPEeCeUueHUHU
¢ TB, He enMHMYEH, OH OXBaTbIBAE€T MIO3UKJI B
¢dopmare Tok-moy «JlKeppu-cripuHTEp: OIe-
pa» Ha my3biky Puuapna Tomaca u Dxeppu Ju,
CNN-onepst «Hukcon B Kutae» [Ixona Amamca
u ero xe «Cmepts Knmarodepa», «Ukc, Ku3Hb
u BpemeHa Manbkonsma Mkca» DHTOHU [[PBUCa,
«Xapsu Munk» Crioapta Yomieca — ¢popMmat, Bo3-
HUKIIAN T10J, BO3JIEHCTBHEM HOBOCTHBIX TEJICBH-
3HMOHHBIX MporpamMMm. B cuiy 3Toro He ciydvaifHo,
yTo onepa Muxkens Paysa «/lemnuc KnupneHn»
nocesiieHa PooepTy D1, KOTOPhIi MPOPOUECKH
oTMedal, 4yTo Oyayliee aMepUKaHCKON OIephl CBSI-
3aHO C TEJICBUACHUEM [5].

< MPUMEMAHUA (<

' C. B. Mopo30B OTMEYaeT, 4TO «TOTAIM3M — CH-
cTeMa TIPEJCTABICHNUSI MHpa, T1e B KaueCTBE MCXOJHOM
TOYKH OTCUETA MOZPA3yMEBAETCSI OMMHAKOBOCTh — TICH-
XOJIOTHYECKasi, OWOJIOTHYEcKas, 3MOILMOHAIBHAS...».
CMm. 06 stom: Mopo3zos C. b. Torammsm. URL: https:/
ms1970.livejournal.com/34906.html (10.06.2018). Xa-
paktepu3ys mnpeacraButencil Toranusma, Kain I'anH
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MUIIET, YTO OH CaM M KOMIIO3UTOPHI MOoKoneHus 1950-x —
xon JTrotep Anamc, I'men bpank, Maiikn Topnon, Puc
Yaram, Aptyp HxapBaiinen, ben Heita, Mukens Pays,
WBan 3unopuH u Op. — IMETH OOIIMNA OIBIT: MX YUIITH
TOMY, 9TO €BpOMEHCKasi My3blKa — OlHA M3 MHOTHX, H
y Heé HeT MPUBWICTHH 110 OTHOIICHUIO K WHBIM KYJIBTY-
paM. B mepuoa ux B3pOCIEHHUS NPECTUX E€BPONEHCKOI
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MY3bIKH, CBOWCTBEHHBIH CTapIIUM ITOKOJICHUSIM, ObUT Ha
crnazie, oOy4eHHe MCKYCCTBY B IIKOJAX COKpAIlajocCh,
U My3BIKQJIIBHBIA OIBIT MHOTHUX OYIyIIMX KOMITO3HMTO-
POB-TOTAJIMCTOB CKJIAJBIBAJICS, ITIaBHBIM 00pa3oM, I0j
BO3JCHCTBUEM paauo, a HauuHas ¢ 1980-x o3HaMeHo-
BaJICsl POCTOM HMHTEpeca K KOMIBIOTEPHOU MY3bIKE, AT
KOTOpON HoTanus He uMmena 3HaueHud. [Iponecc coun-
HEeHHUs ObUI TepeHecEH ¢ OyMard Ha 3KpaH, 4TO BO3ZEH-
CTBOBAJIO Ha (OPMY UX COuMHEHHH. [T1aBHBIM crioco6oM
THUPa)KUPOBAHMS CO3/1aBAEMBIX MU ITPOM3BEICHHUH ObliIa
HE MapTUTYpa, a 3alKich Ha KOMIAKT-AMCcKax. Pacmpo-
CTpPaHEHHE COMIUIEPOB MOBIMUIO HA IPEACTaBICHHE
0 TOM, YTO MaTepUanoM MY3bIKU SBISETCS HE eIUHHY-
HBIH 3BYK — €€ «aTom», rpagu4eckuii odpa3 KOTOpPOro
— HOTa, a MHTOHAIIMOHHBIA KOMIUJIEKC, My3bIKaJIbHAas IIH-
tara U T. 1. OHU BBIPOCIH B OKPYXKEHHH, IPOHHKHYTOM
POK-MY3bIKOH, TO3TOMY 3aUMCTBOBAHUE IEMEHTOB 3TO-
TO CTWJIS — PUTMa, HMHCTPYMEHTOBKH WJIM HHOTO — OBLIO
HOPMOM, a TaKke crioco0oM MpHBJIeYb BHUMaHNE IIHPO-
ko ayauropuu [3, p. 355-356].

2 Cwm.: Tok-moy: ucropusi Bo3HuUKHOBeHHs. URL:
http://diletant.media/articles/25922991/ (12.06.2018).

3 COBETCKHUiT KOMITO3UTOP U MY3bIKATBHbIN TEOPETUK
Hocnd ummarep nmmurpuposan B CLIA, e passun
CBOIO TEOPUIO KOMITO3HLIUY, U3TI0KUB €€ B IBYX KallUTaJlb-
HBIX TpyAax «Crcrema My3bIKaIbHOH kommozuimu -
nuHrepa» U «Maremarudeckas OCHOBa HUCKyccTB». Omnu-
pasicb Ha METOJBl TOUHBIX HayK, OH CO37a] CBOErO poja
0a3y JJaHHBIX TUTIOBBIX «JIEKCEM», KOMOMHATOpHAast paboTa
C KOTOPBIMHU U COCTaBUJIA CYTh €r0 METO/la KOMIIO3UIIHU.
Pay3y, kak XynoXHHKY, pabOTaromeMy ¢ KOMITBIOTEpOM
1 My3bIKaJIbHOH SJIEKTPOHUKOM, JaHHAS TEXHOJIOTHS KOM-
MO3UIIMHK ObLTa, HECOMHEHHO, Onn3Ka [3; 8].

4 Teopus purma lllumunHrepa onupaeTcs Ha MOHsI-
THE UHTEPPEPEHIINH, €TO CYTh B TOM, YTO PUTM BO3HH-
KaeT BCJIEJICTBUE HAJIOKEHHUS IpYT Ha Jpyra ABYX U 0o-
Jiee OTAENbHBIX Myabcanuil. J[pyroe KitoueBoe MOHITHE
— MOHOMUAJIBHAS MIEPUOIUYHOCTb, TO €CTh OBTOPEHUE

< AUTEPATYPA

1. Cucrema Illunnunrepa.
(10.06.2018).

OJJMHAKOBBIX PUTMHUYECKUX IAaTTEPHOB, 3alHCHIBAEMBIX
YHCIIaMH B COOTBETCTBHH C BBIOPAHHBIM MAacIITa0OM.

«Put™M, nonyuarommiicss Tocie HMHTEphEpeHINH
IByX mnepuognyHocted, llImmumHrep Ha3pIBaeT pUTMH-
YECKUM Pe3yJITaHTOM. PHCYHOK <...> NEeMOHCTpHUpYET
NPUHONN UHTEPPEPEHINH JUIS JIBYX PUTMHUYECKHX MO-
cienoBarenbHocTeit — 4 u 3. IwumHrep o6o3HavaeT
pe3yNbTaHT OyKBOH 7 ¥ JOOABISACT HIDKHUI UHIIEKC, 000-
3HAYAIONINH, KaKne HMEHHO TI0CIJIE/I0BATEIBHOCTH OyayT
KOMOMHHPOBATHCS.

Cw.: http://algorithmiccomposition.ru/article entry
sistema_schillingera.html.
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> T'enpu Koyamn (1897-1965) — cosmarens HHCTpPY-
MEHTa pUTMUKOH (coBMecTHO ¢ JI. TepmeHOM) — mepBoit
B MHpE JIpaM-MalliHbl, UMeBIIei 16 6a30BBIX PUTMOB H
MPAKTUYECKH HEOTPAaHWYEHHOE KOJIMYECTBO BapHUAallMid.
Jlng 3Toro MHCTpyMeHTa KOMMIO3UTOp couuHuI B 1931
rony npousBeaeHue «Rhythmicana». Cm. 06 atom: http://
propianino.ru/henry-cowell.

¢ Vomonaku Bonbrepa. lukrarypa pasyma Ha 3a-
mazne / mep. ¢ annn. A. CaiimameBa. M.: ACT, Acrtpens,
2007. 895 c.

7 CBOOOJHO TpaKTOBAaHHAS JKPAHU3ALHS OTHOH-
MEnHoro pomana Cunknepa JIpronca, yqocToeHHast ITH
HoMHHAIMK Ha ipemuto «Ockapy. [To cioxery punbMma,
KOMMUBOSDKEP M aBaHTIOPUCT Mo HaTtype Dnmep [anTpy,
CITy4yaifHO MONaB Ha cOOpaHKe BEPYIOIIUX JIFOJCH, IIOHHU-
MaeT, YTO Ha PEJIMTHH MOXKHO XOPOIIO 3apaboTars, U Iie-
PEBOILIOIIAETCS B IPOMOBEAHUKA.
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CTpyKkTypa cMMPOHMYECKOro opkecTpa
B KOHTekCcTe muponoHumaHus XVIII — Ha4yana XIX cToaeTni

[IpuopureTHOE MOJOKEHWE WHCTPYMEHTAJIBHOW MYy3BIKM B HMCKyccTBe HOBOro BpeMeHH OOYCIOBHIM HOBBIE
TBOPYECKHE 33]1a4Hl [10 BOCCO3[aHHUIO MHOT000pa3us peaabHOro MUpa — IPUPOJIBL U yesioBeka. Hanbosee coBepiieHHbBIM
WHCTPYMEHTOM JUIS DEIIEHMs 3TUX 3a/ad CTajl CUM(OHMYECKHH OpPKECTp, COCTaB KOTOPOro (OpMHpOBAJICS Ha
nporskenuu X VII-XIX croneruit.

BapouHblif OpkecTp He MMell OIpeleIEHHOr0 CTabMIbHOrO Habopa MHCTPYMEHTOB, M 00pa3yIolie ero IPyIbl
ObUTH HepaBHO3HAYHBI. Be1y1Iy10 posib HCIONHSIIA TPYTINa CTPYHHBIX. Takoit HeHOpMaTHBHBIHN JUCIPOIIOPIIMOHATBHBIN
OpPKECTp MOXXHO IIOHMMarh Kak o0pa3 HecoBeplIeHHOH npupoabl. CTaOMIbHBIA YHHU(PUIMPOBAHHBIH OpPKECTP,
BKJIOYAIOUIUHA dYeThlpe paBHO3HAuHbIE TIPYIIBI HHCTPYMEHTOB, cioxkwicsi Ha pyoexe XVIII-XIX croneruit
B HCKyCCTBe Kiaccunu3sMa. I11on00HbIH opkecTp 0Oecreurs BO3MOKHOCTh CO3aHUs 3ByKOBOTO 00pa3a rapMOHMYHOIO
COBEPIIEHHOIO MUDA.

Krnaccuueckuil, TAroreronii K «KBaJpaTHOCTH» OPKECTP MMET B CBOEH OCHOBE Ba)KHBIE MHUPOBO33PEHYECKHE
yCTaHOBKHM. Ero derblpéxaneMeHTHas CTPYKTypa OTBEYala AHTUYHOMY YYEHMI0 O YETBIPEX IMPUPOIHBIX
NIEPBOVIEMEHTAX, a TAKXKE HOBOEBPOIECHCKOMY YYEHHUIO O LIAPCTBAX MPUPOABI, BKIIOYAIOIIEH MHUPbl MUHEPAJOB,
pacTeHuil, JXKUBOTHBIX U YEJIOBEUECKUHM COLMYyM. Ipynma CTpyHHBIX, MMEKOLIAs UIMPOKUE BO3MOXKHOCTU IIO
BOCIHPOU3BEICHHIO SMOLIUII U 4yBCTB 4EJIOBEKA, [103BOMIANA CO3/1aBaTh 00pa3bl YEeTHIPEX TemnepamMmeHToB. Kpome Toro,
€€ MOXKHO HCTOJIKOBaTh KaK 3BYKOBOH 00pa3 colMyMa, WIEHB! KOTOPOTrO OTIMYAOTCS PA3IMYHON CTEHEHbIO CBOOOBL.

Takum oOpaszoM, cumdoHHYecKuil opkecTp cTajg Hauboliee COBEpIIEHHBIM MY3BbIKAIBHBIM HHCTPYMEHTOM,
OTKpBIBAIOIIUM IyTh K BOIUIOUIEHUIO OOOOINEHHBIX 3BYKOBBIX O0pa30B MHPO3AaHMs, BKIIOYAIOIIUX IPHUPOLY
U COLIUYM.

KaroueBnie ciiopa: MY3bIKaJIbHBIC WHCTPYMCHTEI, CI/IM(i)OHI/I‘IGCKI/II\/‘I OpKeCTp, 6ap01<1<0, KilacCullM3M, IpUupoaa
" YCJIOBCK.

Jlna yumuposanus: Peidounnesa I'. B. CtpykTypa cuM(pOHHYIECKOTO OpKecTpa B KOHTEKCTe MUpormoHnMaHus X VIII
—nravana XIX croneruii // [Ipobiaemsr Mmy3sikanpHOI Hayku. 2018. Ne 3. C. 164-170.
DOI: 10.17674/1997-0854.2018.3.164-170.
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The Structure of the Symphony Orchestra
in the Context of the World Perception
during the Time Period from the 18th to the Early 20th Century

The prioritized position of instrumental music in the art of the Early Modern Period has stipulated new challenges
in recreating the diversity of the real world — nature and man. The most perfect means for realizing these goals turned
out to be the symphony orchestra, the instrumental make-up of which was formed during the course of the time period
between the 17th and the 19th centuries.

The baroque orchestra did not possess a definite set of instruments, and the groups comprising it were unequal in
their mutual relations. The leading role in it was played by string instruments. Such an irregular disproportionate type
of orchestra may be interpreted as an image of imperfect nature. The stable unified orchestra comprised of four groups
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equal in their status emerged at the turn of the 18th and the 19th centuries in the Classicist era. This type of orchestra
provided for the possibility of creation of the sound image of a harmonious perfect world.

The classical orchestra, gravitating towards “square” qualities possessed important world-view notions as its
foundation. Its four-element structure corresponded with the Ancient Greek teaching about the four primary elements
of nature, as well as the new European teaching of the dominions of nature including the worlds of the minerals, plants,
animals and human society. The string group, which was endowed with immense means of recreating human feelings
and emotions, made it possible to create images of four temperaments. In addition, it may be interpreted as the sound

image of society the members of which differ from each other by their varying level of freedom.
Thereby, the symphony orchestra became the most perfect musical instrument opening up the path towards the
manifestation of generalized images of the universe, including nature and society.

Keywords: musical instruments, symphony orchestra, Baroque style, Classicism, nature and man.

For citation: Rybintseva Galina V. The Structure of the Symphony Orchestra in the Context of the World Perception
during the Time Period from the 18th to the Early 20th Century. Problemy muzykal'noj nauki/Music Scholarship. 2018.
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a pyoexe XVIII-XIX crometuit B TBOp-
YecTBE IpEACTaBUTENIed BEHCKOTO KJjac-
CHUIIM3Ma HHCTPYMEHTaJbHas  MYy3bIKa
JIOCTHUINIa CBOETO pacliBeTa. Bmepswie 3a MHOTO-
BEKOBYIO HCTOPHIO HHCTPYMEHTAIbHBIE KaHPHI
OTTECHWJIM Ha BTOPOH IUIaH MY3BIKY BOKaJbHYIO,
KoTopasi 0e3pa3lieNbHO TOCIOJCTBOBaja Ha Mpo-
TSOKEHUM MHOTHX CTOJETHH. «JIMImbp B KOHIE
XVIII Beka HEyTWJIHTApHas U HE CBsI3aHHAs CO
CJIOBECHBIM TEKCTOM HWHCTPYMEHTaJbHas My3bIKa
npuoOpena MOJHYI0 CaMOCTOSTENbHOCTh W Ha-
yaja — BIEpPBBIE B HCTOPUH — MPUTI3aTh Ha Iap-
CTBEHHOE TIOJIO)KEHHE UMEHHO B CHIIy CBOEH He-
3aBUCUMOCTH OT OBITOBON KOHKPETHKW», — MHIIET
JI. Kupunnuna [2, c. 210]. Dta Heocnopumas mo-
Oema WHCTpyMEHTAJIM3Ma O3HAMEHOBAIach CTa-
HOBJICHHEM CaMOTO COBEPIICHHOI'O MY3BIKaJIbHO-
0 HMHCTPYMEHTa — CHM(OHHYECKOTO OpPKECTpa,
nporecc (GOPMHUPOBaHHUS H CIEU(PUKA COCTaBa
KOTOPOTO 10 HACTOSIIEr0 BPEMEHH IPHUBIEKAIOT
BHUMaHHE OTEYECTBEHHBIX M 3apyOEXHBIX HC-
cineposarenei (cMm.: [8; 9; 10; 11; 12]). Ilpu sTom
MPEICTAaBIIEHHUS O CYITHOCTH OPKECTPA C TEUCHUEM
BPEMEHHU HBOJIIONMOHUPOBAIIN: OT COBOKYITHOCTH
Pa3IUYHBIX MY3bIKaJbHBIX HHCTPYMEHTOB 10 IIO-
HUMaHUS OPKEeCTpa Kak €IWHOTO I[EJIOCTHOTO 00-
pa3oBaHuA, UMEIOIIETO B CBOEH OCHOBE psJ 3HA-
yuMbIX npuHIUTOB. Kak ormeuaet U. IllabynoBa,
«TIPEICTABICHHUE O IIEJIOCTHOCTH OpPKECTpa BBIPHU-
COBEIBAJIOCH MOCTETIEHHO» [7, . 32].
[IpencraBngercss 1enecoobpa3HbBIM paccMo-
TPETh NMPUYHHBI, 00ECIIEUUBIINE BEAYIIYIO POJb
WHCTPYMEHTAaJN3Ma M BBI3BABIINE K KU3HU CTOJIb
3HAYUMOE€ JUISI MY3bIKaJIbHOW KYJIBTYpPHI SBICHUE,
Kak cuM(poHnYeCKui opkecTp. Mckark Takue npu-
YUHBI CIIEJyEeT, Ha Halll B3[VIA, 33 TMPEJeIaMH My-

3BIKAJIBHOTO HCKYCCTBA — B C(hepe MUPOBO3ZPEHHUS
COOTBETCTBYIOIIEN 3110XH, a UMeHHO XVII-XVIII
CTOJIETHI — mepuoaa N300peTeHUs HOBOTO MY3bI-
KaJIbHOTO HMHCTPYMEHTAPHS U CTAHOBJICHHS COCTa-
Ba CUM(OHHUYECKOTO OPKECTpA.

Mys3sika CpenHeBekoBbsa 1 Bo3poxkenns Ob11a
JIyXOBHOMU HE TOJIBKO MO CBOEMY COJIEP)KaHHIO: OHA
JNEHCTBUTEIHHO MCTIOIHSIACH KOJUIEKTUBHBIM Y-
XOM YenoBedecTBa. VIMEHHO JpIxaHHe Kak croco0
MIOPOXKJIEHUS YHUCTOTO, YCTPEMIEHHOTO K Hebecam
3ByKa CITY’KHJIO TJIABHBIM HMITYJIbCOM 3BYKOM3BIIE-
YeHUs, B 4EM MOKHO YCMOTPETH CBA3b C dKUBOTBO-
psameii cwion Cesitoro Jlyxa, mopoKIaromiero Bcé
cymectBytomiee. CBeTckue (3eMHBIC) 00pa3bl U
COOTBETCTBYIOIINE UM HHCTPYMEHTAJIbHBIE KaHPbI
3aHUMaJId B 3TOM HMCKYCCTBE JOCTATOYHO CKPOM-
HOE MecTOo. Bo3BpalieHuio K >KU3HH aHTUYHOTO
MMOHUMAaHUS MCKYCCTBAa KaK MOApPa)KaHUs MPHPOJE
B TEOPHUH U Ha MPAKTHUKE CIIOCOOCTBOBAJIHN MacTe-
pa Peneccanca. 310 ObII0 BpeMsl KapAWHAIBHBIX
nepeMeH B chepe MUPOTIOHUMAHHMS, KOTa CTPEM-
JIeHue K MHpY HeOEeCHOMY yCTyMNajo MEepPBEHCTBO
JKEJIAHUIO TOCTHUYh 3aKOHBI PEaTbHOTO MHUPOY-
CTpOWCTBA, KOTJ]a OCHOBHBIM OOBEKTOM TO3HABa-
TEJIBHOU JEATEIbHOCTH U TBOPUYECKON AKTUBHOCTH
YeJI0BEYEeCTBA CTAJI MaTepUAIbHBIM MUp C €r0 OC-
HOBHBIMH COCTABJISIONIUMH — IPUPOJOH U UeJ0-
BEKOM.

B uckyccrse XVII-XVIII cTosneTuil Ha3BaH-
Hasl TEHACHILHS cTaja OMpEeNedIonieii: Ha Imep-
BRI IUTaH BBIABHHYJIACh TeMa OECKOHEYHOTO
MHOT000pa3us sIBICHUN peanbHOM AeHCTBUTEb-
HOCTH. 3aKOHOMEPHO, YTO B YCJIOBHUSX MY3BI-
KaJIbHOTO MCKYCCTBa NMPUOPUTETHOE MOJIOKEHHUE
3aHAMM 00pa3bl ABIEHUN CIBIIIMMBIX — 3BYKOB
ONYIIEBIEHHOM M HEONYILUEBIEHHOM NPUPOABI,
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BCEBO3MOXKHBIX INpOsIBJIEHUM uyesoBeka. IIpu
3TOM TpeboBaHHE MOApa)xkaTb Hpupoae (B TOM
YHUCIIE U TIPUPOJIE YeIOoBeKa) 00yCIOBUIO aKTHB-
HBIi TIOMCK HEOOXOAMMBIX IJISi 3TOTO CPENICTB.
lTomoc ¢ ero orpaHM4eHHBIM 3BYKOBBICOTHBIM,
TEeMOPOBBIM, JIMHAMHUYECKUM JHANa30HOM HE
OTB€YaJl HOBBIM TBOPYECKHUM YCTPEMIICHHSIM.
Ortcrona — neneHanpasieHHas IIOAO0TBOPHAS pa-
060Ta MO COBEPIIEHCTBOBAHHIO YK€ MMEIOIIUXCS
U U300pPETEHHUIO HOBBIX MY3BIKAJbHBIX HHCTPY-
MEHTOB, IMPEBOCXOMASIINX YEJIOBEUYECKHI T0J0C
MacimTabamMy 3ByKOBBICOTHOTO Juaria3oHa U 00-
JalalolNX 3HAYUTENHHO Oojee IMHUPOKUM TeX-
HHUYECKHUM, BBIPA3UTENbHBIM, U300pa3UTEIbHBIM
CIIEKTpOM Bo3MOxHocTel. IlokazarenpHO, 4TO
HWMEHHO B ATOT MEPUOJl UCTOPHH OBLIA CO3JaHBI
OCHOBHBIE€ Pa3HOBHUIHOCTH COBPEMEHHBIX CTPYH-
HBIX, JyXOBBIX, yAAapHBIX WHCTPYMEHTOB; IIOSf-
BHJIACH BO3MOXKHOCTH OKCIEPUMEHTHPOBAHUSA
B chepe KOMOWHATOPHWKH pPa3HOOOpPA3HBIX WH-
CTPYMEHTAIIbHBIX TEMOPOB; OBLIO MOJIOKEHO Ha-
4aJo COJIBHOMY, aHCaMOJIEBOMY, OPKECTPOBOMY
MY3HUIIHPOBAHHUIO.

YewnusMu BETUKHX MacTepOB — aBTOPOB HO-
BBIX MY3BIKaJIbHBIX HHCTPYMEHTOB U MY3bIKH JJIS
HUX — CJIO)KHJIOCH HOBOE COOTHOIIEHHUE >KaHPOB;
KapJMHAIBHO HM3MEHMUJICS CIOCO0 3BYKOM3BIICUE-
HudA. Benymme mO3UIMHM 3aHSNIHM 3BYKH, MOPOXK-
Ja€MBI€ HE TOJIOCOM 4YeJIOBEKa, a pe3yibTaTaMu
€ro KOHCTPYKTOPCKOW nesterbHoCcTH. «Co3maH-
Heli Mactepamu XVII-XVIII cronetuil HOBBII
WHCTPYMEHTapUil cTall HEOOXOJUMBIM yCIIOBUEM
oOpeTeHns] My3bIKOW HE3aBHUCHUMOCTH OT TEKCTa,
e€ OCBOOOXIEHHS OT MHOTOBEKOBOTO CIYXECHHS
CJIOBY, TO3BOJIMJI YTBEPAUTH CAMOIIEHHOCTH 3By4a-
HUS MaTepUaIbHOTO 0 CBOEH MPHUPOJIE MY3BIKAIb-
HOTO MHCTPYMEHTA, TO €CTh 3ByKa, HMEIOIIETO He
IyXOBHOE (M3BJIEKAEMOE UCKIIOYUTEIHHO C ITOMO-
IIBI0 /IyXa), a €CTECTBEHHOE, MPUPOJHOE MPOUC-
xoxaeHue» [4, c. 34-35].

ONBITHO-OMIUPUYECKUH TyTh  (HOPMHPO-
BaHHMS Haumbojee 0OOraroro B 3BYKOBBICOTHOM,
TeMOpOBOM, CMBICJIOBOM OTHOILIEHWH 3BYyYaHUS
(a cooTBeTCTBEHHO, M HabOpa WHCTPYMEHTOB)
MIPEACTABIEH B HCKYCCTBE MY3BIKaJIFHOTO 0apoK-
KO, JIJIsl KOTOPOTO XapaKTEPHO MIMPOKOE MHOT000-
pas3ue opkecTpoBbix cocTaBoB. B cepenune X VIII
BEKa MPOIECC CTAOWIM3AIUU CTPYKTYPBI OpKe-
cTpa ObuT manék 0 cBoero 3amepiieHus. Hadop
WHCTPYMEHTOB 3aBHCEN OT ILeJIoro psaa ¢akTo-
poB: «B mepunox 6apoKKo OpKECTPOBBIE COCTABHI
pa3mengioTcs B COOTBETCTBHH C OOIIECTBEHHOU

(byHKIIIEW MY3BIKH, MECTOM €€ WCIIOTHCHHS H
aymutopuei» [6, c. 91]. B GapounoMm opkecTpe
OTCYTCTBOBAJIO PaBHOBECHE MEXAY HHCTPYMEH-
TaJIbHBIMH TPYIIIaMH; BEAYIAs POJIb HEM3MEHHO
OTBOJIMJIACH CTPYHHBIM. UTO XK€ KacaeTcs AyXO-
BBIX, TO OHH HCIOJB30BAIHNCH B LENAX obora-
IIEHNS TUHAMUYECKOTO U TeMOpPOBOTO 3By4YaHUS
OpKecTpa: Kak IMpaBHIIO, AyOIUPOBaIU MapTHH
cTpyHHBIX. CTONb XapakTepHbIE I 0apOYHOTO
OpKecTpa pa3HOOOpa3We COCTAaBOB M HEPaBHO-
3HAYHOCTh MHCTPYMEHTAJIBHBIX TPYNI CBHUJE-
TEIbCTBYIOT O €r0 HECOBEPIICHCTBE. DTO MO3BO-
JIIeT TPaKTOBaTh TaKOW OPKECTp KakK CPEICTBO,
OoTBEHaromee Iedu co3maHus obpas3a HPHUPOABI
¢ npeoOagaHueM TUCIPOIIOPIIHA.

OngHako B CTPYKType 0apoyHOTO OpKecTpa
yKe TpeACTaBICHbl YeThIpe OCHOBHBIE HHCTPY-
MEHTaJIbHBIE TPYNIBl — CTPYHHBIE, AEPEBIHHBIC
IyXOBble, MEIHbIE AyXOBBIe W yaapHble. DyHK-
M0 YAApHBIX HWCIONHSIM HE TPUBBIYHBIC IS
COBPEMEHHOTO CIyIIaTeNsi HHCTPYMEHTHI, a Kia-
BecuH (cembalo). Ilpu 3TOM OCHOBHas — CTPYH-
Has TpyMIa, B CBOIO OYepeib, BKIIOYajla YeThIpe
3MIeMEHTA: MIEPBOHAYAIBHO 3TO OB PA3IUIHOTO
CTPOSI CKPHUIIKH ¥ BHOJIBI, a BIIOCIIEACTBHH — KJIac-
cHUYecKas TpyIlia HHCTPYMEHTOB. «O0benHEeHNE
CTPYHHBIX Ha OCHOBE TECCUTYpHOU auddepeH-
nuranuy (CKPUIKH, aJbThl, BHOJIOHYENN U KOHTpa-
Oacel) 1 00pa3oBaHUE OJHOPOIHOM IO OKpacKe
TPYIIBl CTAHOBUTCA BaXHEHIIUM 3aBOECBaHUEM
OapouHOTO OpKecTpa», — koHcratupyeT U. [11ady-
HoOBa [6, c. 88].

Hcropryeckyio mapajuienb CTaHOBIEHUIO HO-
BOEBPOTEICKOTO HHCTPyMEHTaIN3Ma U (GOpMHUPO-
BaHHIO PaHHUX OPKECTPOBBIX KOJIJIEKTUBOB COCTa-
BUJIO MHTEHCUBHOE pa3BUTHE HaTypduiocopun u
OTBITHO-3KCIIEPUMEHTAJIFHOTO ~ €CTECTBO3HAHUS.
B 4ncne nHanbomnee aBTOPUTETHBIX U3 MPEIIOKEH-
HBIX B 3TO BpeMs KOHLENUIWU CJeayeT Ha3BaTh
yueHue Kapmna JIuHHEs, KOTOpBIA HperCcTaBUI
HNPUPOIHBIA MUDP B €QUHCTBE TPEX LIAPCTB — MHU-
HEpaJIOB, PACTCHUI U KUBOTHBIX. HETBEPTHIM LIAp-
CTBOM, BO3BBIMIAIOIIMMCS HaJ MHPOM MPHUPOJEI,
cTaj Mup 4yenoBeka — coruyM. [llnpokas nomymnsp-
HOCTH yueHUus JIMHHes MO3BONSIET paccMaTpuBaTh
€ro Kak HOBOEBPOIEHCKYIO aHAJIOTHUIO HAESIM aH-
TUYHBIX HaTyp(UIocopoB, B YACTHOCTH, YUCHHIO
0 TOPOXKIAIOMINX MHP YETHIPEX MPUPOAHBIX Tep-
BOQJIEMEHTAX (CTHXHUAX).

B 310l CcBA3M mpeacTaBiseTCcs BO3MOXKHBIM
paccMOTpeTh cocTaB 0ApOYHOTO OPKECTpa C TOU-
KU 3pEHHUs] aHTHYHBIX ¥ HOBOEBPOIEHCKHUX HATYyp-
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dunocodckux uaeit. Tak, 3ByKOBOE BOILIOLICHUE
CTUXUU 3€MJIH MOXHO OOHApyXHTh B OTPHIBH-
CTHIX, TSDKENBIX 3BYKaX MAPTUH YAAPHBIX; CTHXHUH
BOABI — B IUIABHOM, TEKyYeM IBWKCHHH CTPYH-
HbIX. O0pa3oM CTUXUU BO3AyXa MOXXHO CUHTATh
nérkue, TapsIIue 3BYKH JIEPEBSHHBIX TYXOBBIX,
a CTHXHH OTHA — pPE3KHe, KaKk OBl OOKHTaIoIIHe
3BYKH MeId. YOeAUTEeTbHOCTH MPEIOKEHHBIX ac-
COIIMAIIHH CITOCOOCTBYET M BHEIIHUIA OOIHK MY3BI-
KaJIbHBIX MHCTPYMEHTOB. JTO TWaJAKHe, MIOCKHE,
KaK IPaBHJIO, JOCTATOYHO TBEP/BIE (M TEM CaMbIM
HAIlOMHUHAOIINE 36MHYI0) TOBEPXHOCTH YIapHBIX
WHCTPYMEHTOB; NPHUXOTJIMBBIE BOJHOOOpA3HbBIE
OYepTaHMs CTPYHHBIX; MPSAMOIHHEHHBIE, 0700
HbIC BO3AYILIHBIM IOTOKaM, (DOPMBI JICPEBIHHBIX
IyXOBBIX, @ TaK)K€ OTHEHHBIH OJIECK METHBIX Y-
XOBBIX HHCTPYMEHTOB.

HawnGonee mHOrOCOCTaBHas W 4YETKO CTPYK-
TypUpOBaHHAs Y€ B YCIOBHSIX OapOYHOTO CTHIIS
rpylnmna CTPyHHBIX, KOTOpas MO0 HACTOAIIETO Bpe-
MEHH COXpaHSET CBOU cocrTaB, TpeOyeT K cebe
ocoboro BHuUMaHuUs. Heocmopumeie mnpeumymie-
CTBa CTPYHHBIX 11O BOCCO3AAHHIO SMOIIMH ¥ YyBCTB
YeJI0BeKa MO3BOJISIOT YTBEPKAATh, UTO BKIIOUYEH-
HBIC B 3Ty TPYHIly HHCTPYMEHTHI SIBHIIUCH TaKXKe
CpelCTBaMH 3BYKOBOTO BOIUIOMIEHUS YETHIPEX
TEMIIEpPaMEHTOB KaK €CTeCTBEHHBIX (IIPUPOIHBIX)
CBOMCTB 4YenoBeKa. Tak, 3BYKH CKpHUIIKH, CIIO-
coOHOM mepenarh Hanbojee MUPOKUH JHANa3oH
SMOIIMOHAIBHBIX COCTOSIHUII, MOKHO TPaKTOBATh
KaK MY3BIKaJIbHBII 00pa3 CaHrBUHUYECKOTO TEM-
nepaMeHTa; pe3KoBaToe 3BydYaHHWE anbra — Kak
o0pa3 XonepuKa; «3aTyMInBbIe» 3BYKH BUOJIOHYE-
JU aCCOIMUPYIOTCA C COCTOSTHHEM MEJaHXOJUKa,
a HETOPOIUIMBEIE 3ByKH KOHTpabaca — ¢ o0pazom
¢dermaruka. IlpemsioxKeHHbIE accOIMAlUU TPe-
CTaBIISIIOTCS YMECTHBIMH TPU HHTEPIPETANH
3By4aHUs 0apOYHOTO OPKECTpPa, BOCCO3AAOIIE-
ro MHOroo0pasue npupojsl. «bapoKko HE TOJNBKO
HaOIIONANo U “9uTano” MPHUPOAY, HO CTPEMHIIOCH
B HE€ NPOHUKHYTh, aKTUBHO Ha HEE BO3JIEHUCTBO-
BaTh M JaXX€ JKCIIEPUMEHTHUPOBATHY», — OTMEUYaET
. JInxaués [3, c. 78].

Bapounbiii sMmnupusM cran 3aKOHOMEPHBIM
3TanoM Ha MYTH K PAlMOHAIN3MY KIACCHUIIM3MA,
KOTOPBIN y)X€ 10 CBOEMY HAaMMEHOBAaHHIO Mpel-
moJjlaraeT He MOWCK, a TOCTH)KEHHE pe3yibTara —
rapMoOHMH, Ujieana, copepuieHcrBa. He ciyuaiiHo
crabunm3aius ¥ yHu(pukamus cocraBa cuMQoHuU-
YECKOT0 OpKecTpa mpousonuia Ha pyoexe XVIII-
XIX croserui, yke B YCIOBHUSAX KJaccuULU3Ma.
«OKOHYAaTeNTbHO KOPITYC WHCTPYMEHTOB KIIACCH-

YECKOI'0 OPKECTPa 3aKPEIUIIETCS B MO3AHUX CUM-
honumax . Taiinna u B. Mouapra, B TBOpUECTBE
JI. berxoBeHa: CTpyHHBIE; ApHBIM cOCTaB aepe-
BSIHHBIX JTyXOBBIX; 2—4 BalTOPHBI, 2 TPYOBI; 2 KOT-
Ja yutaBp. Takoil opkecTp MO3AHEE, BO BTOPOM
nosioBuHe XIX Beka, kimaccupuupyeTcs Kak mMa-
Jipli cumpoHudeckuii» [6, ¢. 104]. B pamkax 3Toro
OpKecTpa YeThIpe TPYIIbl HHCTPYMEHTOB BCE 00-
jiee 00peTaroT CaMOCTOSATEILHOCTh U PAaBHO3HAY-
HOCTh. Eciiit B 6apo4HOM OpKeCTpe INIaBeHCTBYIOT
CTPYHHBIE, TO OPKECTP KJIACCHLM3Ma BO3MOXKXEH
JIUIIb B €OUHCTBE BCEX YETHIPEX MHCTPYMEHTAb-
HBIX TPYMII, KOTOPbIE YK€ HE TyOIUpPYIOT MapTHIO
CTPYHHBIX, & UMEIOT JOCTAaTOYHO CaMOCTOATEIb-
Hoe 3HaueHue. Kak ormeuaet U. 1llabyHoBa, «pas-
HO3HAYHON aKTUBHOCTBHIO OTINYAIOTCS BCE MapTUH
opkectpay [6, ¢. 123].

Hocturmmuii cocTosHHus CTaOMIBHOCTH Op-
KECTp KJIACCHULIM3Ma, B CBOIO OYe€pelb, MOXKHO
YHOJA00UTH CIOXKHUBIIEMYCS B OOIIECTBEHHOM CO-
3HAHUU 3I0XH 00pa3y MUpa C ero TpeMs MPUpo.I-
HBIMHU IJapCTBaMH, HaJl KOTOPHIMH BO3BBIIIACTCS
MUD 4YelOoBeKa — couuyM. Tak, rmajkue noBepx-
HOCTH YIAapHBIX UHCTPYMEHTOB, UX OTPHIBUCTHIC
«TBEpABIE» 3BYKH, KaK IMPAaBUIO, HE HMEIOIINE
OnpeAeaEéHHON BBICOTHI, AT IPaBO IMPOBECTH
Mapajuiesib ¢ LAPCTBOM HEOPTaHUYECKOU IpUpO-
nel. O6 3TOM CBUIETEIBCTBYIOT W OTpaHUYCH-
HbIE BBIPA3UTEIbHBIE BO3MOXXHOCTH YyOApHBIX,
KOTOPBIE MO3BOJSIOT UM BOCCO3/1aBaTh SBJICHUS,
HanOonee ynaja€HHBIE OT YelOBeKa M Jake Ipo-
TUBOCTOAIME eMy. JlepeBsSHHbIE IyXOBbIE He-
IIOCPEACTBEHHO CBSI3aHbl C MHPOM pPaCTCHUIA:
C JIPEBHEHUIINX BPEMEH OHHU BBIIIOIHAINUCH U3 Ma-
TEpUAJIOB PACTUTEIBHOTO MPOUCXOXKIAEHUS H TI0
CeHl eHb CITyKaT CO3JaHuI0 00pa30B MEH3aKHOM
HIWJLIAY, TTacTopand. YTo KacaeTcst MEAHBIX 1y-
XOBBIX HHCTPYMEHTOB, TO X UCTOPUYECKHE TIPO-
o0pa3bl, B YaCTHOCTH POra, OTCHUIAIOT HAC K Lap-
CTBY XUBOTHBIX, TeM 00Jiee 4TO HCIOIB30BANHCH
OHHU TPEMMYIIECTBEHHO Ha OXOT€ WJIU B XOZe
BOEHHEIX JEHCTBHI, KOTJIa BO3SHHKAIa HEOOXO0IH-
MOCTH MPOOYAUTh MPHUCYTCTBYIOIIEE B YEIOBEKE
arpeccUBHOE KMBOTHOE Haudayno. B 3Toll cBsA3U
MeJb MOKHO NMOHUMAaTh KaK 3BYyYallUd IIEMEHT
JKUBOH opraHnuyeckoil npupozasl. Hakonen, 3Byku
CTPYHHBIX C WX O€3rpaHUYHBIMH BBIPA3UTENb-
HBIMH BO3MOXKHOCTSIMH IO TIepefadye IMOIHUN U
YyBCTB, KaK OTMEYaJOCh BbIlIe, Haubonee Onm3-
KU 4desoBeKy. Ha 3Ty cBf3p yKa3bplBaeT U cama
WX KOH(UTypalus, HAMOMUHAIONIAs OYePTAHHS
KEHCKON (Qurypsl; Ooiiee TOTO, COTIACHO Tpa-
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OUIMASM JAPEBHUX, CTPYHBI OTOXAECTBISIOTCS
¢ HepBaMHM 4enoBeka: «B Mucrepusix nupa cuu-
Tallach CEKPETHBIM CHMBOJIOM YeJIOBEYECKOU
KOHCTUTYIIMU, KOPIYC HWHCTPYMEHTa MpEACTaB-
T PU3HYECKOE TENO, CTPYHBI — HEPBBI, 4 MY3bl-
KaHT — qyx», — numet M. I1. Xomn [5, c. 285].

Bo Bce BpeMeHa CTpyHHBIE HHCTPYMEHTHI
BBI3BIBAJIM ACCOLMAIMA C YEIOBEKOM; OHHM HC-
MIOJI30BAJIMCH IS CO3JAaHMS 3BYKOBBIX 00pa3zoB
pa3IUYHBIX TEMIIEPAMEHTOB, XapaKTepOB, BO3-
pactoB. Kpome Toro, rpynmy CTPyHHBIX MOXKHO
MIPEACTaBUTH KaK 00pa3 KECTKO CTPYKTYPUPOBAH-
HOTO COIMYMa, pa3IMyHbIe CJIOU KOTOPOTo oOiia-
JAIOT Pa3HOM CTEMEHbI0 CBOOOIBI: B 3TOM CIlydae
KOHTpabachl yMOAOOJSMIOTCS HHU3IIUM, HauMeHee
CBOOOIHBIM CJIOAM YEIOBEYECKOr0 COOOIIEeCTBa,
a CKpUIKHU — COLIMAJIbHOM AJIMTE, UMEIOIENH Hau-
0oipIIe BO3MOXKHOCTH K HHIWBHIYaJTbHBIM
mposABiIeHUsAM. Takas MHTEpIpeTanus MO3BOJSET
[IOHUMATh COBOKYIHOE 3ByYaHHE CTPYHHBIX Kak
o0pa3 COBEPIICHHOTO COIMyMa, pa3jH4YHbIe dJie-
MEHTBI KOTOPOTO 3aHHMAaOT OTBEAEHHOE MM IIO-
JIOXKEHHWE W JIEUCTBYIOT B paMKax IOJHOMOYMUM,
MpeAnucanHbIX cBbimie. [logoOGHBIE comuanbHBIE
aHAJOTHHU TpencTaBieHsl B padortax T. AmopHo,
KOTOPBIN yTBepxkaan: «OpraHu30BaHHOCTH MPOU3-
BEJIEHUH MCKYyCCTBA 3aMMCTBOBAaHA y OOIIECTBEH-
HO# opranm3anuu...» [1, c. 185].

OpxecTp KIACCHUIIM3Ma MOXXHO ITOHUMAaTh Kak
o0pa3 OpraHM30BaHHOTO B COOTBETCTBUU C MPHH-
uunamu Breicuiero Pazyma mupa npupojisl U 4eso-
BEYECKOTO COOOMIECTBA, KaXAasi i3 COCTABIISIOIINX
KOTOPOTO BBIMOJHAET (YHKIHIO, OTBEAEHHYIO €
ceime. OO0 3TOM CBUJIECTENBCTBYET TOT (AKT, 4TO
COCTaB OopKecTpa obperaeT BcE OoJiee MpaBIIIHHBIC
MIPOTIOPIIMH: OH YK€ COCTOUT M3 YETHIPEX camo-
CTOSATEIBHBIX TPYII, KaXKIas U3 KOTOPHIX BKIIIOYa-
€T HE MEHEe ABYX MY3bIKaJbHBIX HWHCTPYMEHTOB,
a B TMEpCIEKTHBE YIIONOOIAETCS COCTaBy CTPYH-
HbIX. TeM caMbIM OpKeCTp yCBaMBaEeT YEPTHI «KBa-
IPAaTHOCTH», TO €CTh MPHUXOJUT B COOTBETCTBHE
C BEAYIIMMH YCTAaHOBKAMH KJIACCHUIIM3Ma — MPHUH-
IUIAMU COBEPUIEHHOW MPONOPUMU W JABOHHOMU
CUMMETpPHUH, KOTOPHIM IMOJHOCTHIO OTBEYAET
CTpPYKTypa KBajpara (3Ta TEHIEHIUS COXpPaHUT-
Cd M B IMOCIEAYIOIIEH 3BOJIOLUU OPKECTPOBO-
ro cocraBa). KBagpar u cooTBeTCTByIOIIEe €My
YUCJIO YeTHIpe OTHOCATCA K BEAYLINM IPHUHIIH-
I1aM KJIacCULMA3Ma JAAIEKO HE CIy4alHO: IpPEeBHUI
CHUMBOJIN3M OTBOJWJ MM POJIb CHMBOJIOB MaTepH-
aJpHOTO MHupa. /[0CTaTO4HO BCIOMHHTH YETHIPE
[IEPBO3JIEMEHTA, YeThIpe MPUPOJHBIE CTUXUH, Ye-

TBIPE BPEMEHH r'0jja, YETHIPE CTOPOHBI CBETA, Ye-
TBIpE TEMIIEpaMEHTa YeJIOBEKa, YETHIPE COCIOBUS
u T. 1. [loaToMy «KBagpaTHBI» COCTaB CUM(OHHU-
YECKOro0 OpKeCTpa IMO3BOJSET paccMaTpUBaTh €ro
KakK CaMblil COBEpIIEHHbIH MHCTPYMEHT, INpe/IHa-
3HAUCHHBIN JIJIS1 CO3/IaHmsI 00pa3oB peabHOM Aci-
CTBUTEIHHOCTH.

OnHako B YCIOBHUAX IOBBIIIEHHOTO WHTEpe-
ca K IMO3HAHUWIO NPHUPOABI U HYeJIOoBeKa B oOIie-
CTBEHHOM CO3HAaHHMH JAHHOM 3MOXHM COXPAaHSIIAChH
Bepa B cyuiectBoBaHue Beicmiero Hawana, mpo-
THBOCTOSIIETO MAaTePUAIBHOMY MUPY H YTIPaBIIS-
folero uM. JTa Bepa, HapsAy CO CTpeMIICHHEM
MPUMHUPUTH MPOTUBOIOJIOKHBIE MUPOBO33pEHYE-
CKH€ YCTaHOBKH, MPUCYTCTBYET B Tpydax OOib-
LHIMHCTBA HOBOEBPONEHCKUX MbIciuTenen. Tako-
BBI, B YaCTHOCTH, IMAHTEHCTUYECKHE yOeKICHUS
b. CnuHO3BI, KOTOPBIH CcYUTAT MHOTOOOpa3HbIC
SIBJICHUS TIPUPOJBI PA3IMYHBIMU MoaycamMu Enm-
Hoti CyOcranmum — bora, a Takke QyaaucTH4e-
ckoe yueHue P. Jlekapra, yTBepKAaBIIEro, 4To
eauHCTBeHHast AOcosrorHas CyOcTaHIUs, KOTO-
poii siBysieTcs bor, 1aéT MUpPY CBOM 3aKOHBI, HO HE
y4acTBYyeT B Jieax MHUpa.

@urypoii, CUMBOJIM3UPYIOLIEH IPUCYTCTBUE
B 3By4aHHH opkectpa Brwicmero Hauama, 6e3 co-
MHEHUSI, SBISIeTCS AUPUKEP, QYHKIUUA W TIOIHO-
MOUYHsA KOTOpPOTO TIPETEepIeBajl CyNIECTBEHHbBIE
W3MEHEHHsI MPH Tepexofe OT 0apOKKO K KIIacCh-
nusmy. Pone gupmxképa-kanensmencrepa B yclo-
BHUSIX OapoYHOTO CTHJIS M Ha 3ape KIacCHIM3Ma
MOXXHO ymomoowuts ponu TBopra, CO3MAIOIIETO
3BykoBoi Kocmoc u ympasnsitoniero um. «lIIpo-
deccus nupmképa He ObLIa BbIIENICHA U3 TIpodec-
CHUM KarenbMeiicTepa, KoTopasi BKIrouasa B ceOs u
COYMHEHHUE MY3BIKH, U €€ HCIIOTHeHNE, U PYKOBOJI-
CTBO II€JIBIM KOJUIEKTHBOM HCITOTHUTENEH», — yKa-
3piBaeT JI. Kupumnuna [2, ¢. 236]. B ato#i cBsizu
YMECTHO BCHOMHHUTH MPHUTYY OapOYHOTO I0O3Ta
Jxambartucta Mapuno o bore-kamenbmeicrepe,
comiacHo koTopoi bor co3nman mup kKak mpekpac-
HYIO KaleJly ¥ yrnpasisil eto, noka Jlronudep He
c00Ia3HUI YeTI0BeKa AUCCOHAHCAMU.

B uckyccrBe kiaccunusma Mpou30LuIo pasje-
nenue GpyHKIUA co3aarenst My3bIKd U COOCTBEHHO
IUpIKEpa, MPU3BAaHHOTO 00ECTIEYUTH COTTIAaCOBAH-
HOE 3By4aHHE BCEX HHCTPYMEHTOB OpKecTpa (OIHUM
W3 TEPBBIX JUPWKEPOB B COBPEMEHHOM TOHHUMa-
HUM npuHATO cuntarth JI. BaH berxoBeHa): orOu-
Basg TAKT MAJIOYKON MJIM CMBIYKOM, OH 3a71aBaj 00-
e mapaMeTpsl ABMKCHHS 3BYKOBOTO MaTepHara.
OTa HOBasl POJb BBHI3BIBAET AHAJIOTHH C YUCHHEM

168



2018,3

Music in the System of Culture

0

Hekapra, a Takke C apUCTOTEIEBCKUM IIOHUMA-
HueM bora kak llepBogBurarens, coodmaroniero
IBIDKEHUE BceMy cyIiecTByomemMy. Ogaako Oonee
yOeIUTEeNbHBIM MPENCTABIACTCA OTOXKIECTBICHNE
nuproképa ¢ BBICIIEH (purypoit HOBoeBpomeicKon
COIIMAJIbHON MepapXuu — MOHAPXOM Kak IpeJcTa-
BHUTEIEM bora Ha 3emie.

B 3akmrouenne momuepkHEM, UYTO K KOHILY
XVIII Bexa cuM(OHUYECKHUI OPKECTP HE CITydaii-
HO 00OpEJl CBOIO KJIACCHYECKYIO YETHIPEXIIEMEHT-
HYI0 — «KBaJpaTHYI0» CTpyKTypy. Takoii cocras
MOJTHOCTBIO COOTBETCTBOBAJ JIPEBHEMY YUCHHIO
0 MOPOXJAKIIUX MaTepUAIBHBIM MHUpP YETBIPEX
MPUPOIHBIX IEPBOITIEMEHTAX, HOBOCBPOIIEHCKOMY
YYCHHIO O LApCTBaxX MPHUPOJBI, & TAKKE CIIOKHB-
HIefcs CTPYKTYpEe COLIMYMA, BKJIFOUABIIEH YEThIpe

Gy

AUTEPATYPA

COCJIOBHS M BO3BBIIIAIOIIYIOCS HAJ HUMH (PUTYpPY
MOHapxa — noma3zaHHuka boxwusa. Takol opkectp
MTO3BOJIST PEIIATh AKTYadbHBIC TBOPUYSCKUE 3a1a9l
10 BOCCO3/IaHNI0 00pa30B peasbHOro MUpa — MHO-
rooOpa3HbIX SABJACHUI MPHUPOIBI U YCIIOBEYCCKOIO
coobmecTBa. HeHOpMaTWUBHBIA ITHUCIIPOIIOPITHO-
HaJbHBIM COCTaB 0apoOYHOTrO OpKECTpa OTBEYal
MPEICTABICHUSIM O ITHCTapMOHUU MHpa, O HECO-
BEPIICHCTBE MPUPOIHBIX siBiIeHUN. CTadmm3amnms
CTPYKTYPHI OPKECTpa W JOCTIKCHHE PABHOBECHUS
WHCTPYMEHTAJIBHBIX TPYII B UCKYCCTBE KJIACCH-
nr3Ma 00ecredniii BO3BMOKHOCTh CO37aTh 3BYKO-
BO# 00pa3 COBEPIIEHHOTO, pa3yMHO OpPTraHNW30BaH-
HOTO MHpa, BCE DJIEMEHTHl KOTOPOTO HAXOIATCS
B COCTOSIHMH BBICIICH TapMOHUU.
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K Bonpocy 06 nHtepnpertaumumn choprenmaHHbIX NPOM3BEAECHUH
C. C. lNpokocbeBa

AHanu3 UCTIOIHUTEIbCKAX MHTEpIpeTaui GoprenuanHbix nmpousseneHui [IpokodnreBa ocymecTBiIéH B cTarbe
C TIO3MIMI TePMEHEBTUYECKOTO NOaX0Aa. MHTepriperanys paccMaTpuBaeTcsl Kak coco0 CyIeCTBOBaHMS MY3bIKaJIEHOTO
MIPOM3BEACHUS, TPEOYIONIMI AKTUBHOTO TBOPYECKOTO COYYACTHSI MCIIOJIHUTEIS B BOCCO3aHUH aBTOPCKOTO 3aMbICIIa.
Ocoboe MecTo yaeneHo BONPOCY O I'paHHIaxX WHTEPIpPETalny: MOAYEPKUBACTCS HEOOXOIUMOCTh IMPOHHUKHOBEHUS
B IIIyOWHHBIE CMBICIIOBBIE CJIOW HCIIOJNHSIEMOTO IPOW3BENCHHMS, ABMXEHHS K IOCTIDKEHHIO AaBTOPCKOTO 3aMBICIIA
W HEIOIyCTUMOCTh BOJBHOTO OOpAIEHHsI C MY3bIKaJbHBIM TEKCTOM. Pa3BHBaeTcs MBICIBE O TOM, YTO XapakTep
HMHTEPIIPETalny, e€ aJleKBaTHOCTD M yOSIUTEILHOCTD 3aBUCAT HE TOJIBKO OT MPO(ECCHOHAIBHOTO YPOBHSI My3bIKaHTa,
HO ¥ OT BEJINYMHBI X 3HAYNTEITHHOCTH JIMYHOCTH UCTIOTHUTEISL. Y TBEPKIACTCS, YTO aHAIN3 PA3IIMYHBIX HHTEPIIPETALIN
TOTO MJIM HHOTO ITPOM3BECHUS ITIO3BOJISIET HE TOJIBKO OIPEIEIIUTD yXOBHBIC OPUEHTUPHI U [IEHHOCTHBIE ITPEAIIOYTECHHS
WCIIONTHUTEIIS,, HO U AyXOBHYIO arMocdepy oOmiecTBa, B KOTOPOM OH TBOPHT, BOCTPEOOBAHHOCTH TE€X HACTPOEHHH
1 CMBICJIOB, KOTOPBIE HECET My3bIKa KOMIIO3UTOPA. BRICKa3bIBaeTCs MPEAIIONOKEHUE O TOM, YTO aKTUBHOE oOparieHne
COBPEMEHHBIX HCIIOIHUTENEH K Tpon3BeneHusM [IpokodneBa 00ycIOBIEHO XapakTepoM HaPsHKEHHOM HCTOPUIECKOM
CUTyallui B MHUpe, (GOpMHPYIOIIEH OIIyIIeHHe TPEBOTH M IOJABICHHOCTH: B IPOKO(MBEBCKOH MYy3bIKE HMPHUBIICKAET
YCTPEMJIEHHOCTD K CBETY, YBEPEHHOCTh M ONTUMM3M. PaccMOTpeHB! nHTEpIpeTanny (GOpTEeNHaHHBIX NPOU3BEACHUN
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Concerning the Question of Interpretation of Sergei Prokofiev’s
Piano Compositions

In this article an analysis of performing interpretations of Prokofiev’s piano compositions is carried out from the
positions of a hermeneutical approach. Interpretation is examined as a means of existence for the musical composition
demanding an active creative co-participation of the performer in the recreation of the composer’s artistic conception.
Special importance is attributed to the question of the boundaries of interpretation: the necessity of penetration into the
innermost semantic strata of the performed composition, the aspiration towards the comprehension of the composer’s
conception and the infeasibility of willful treatment of the musical text. The notion is elaborated on that the character
of interpretation, its adequacy and convincing qualities depend not only on the musician’s professional level, but
also on the magnitude and significance of the personality of the performer. The assertion is made that the analysis
of various interpretations of any particular musical composition makes it possible not only to define the performer’s
spiritual reference points and value preferences, but also the spiritual atmosphere of the society in which he or she is
artistically active, as well as the demand for certain moods or meanings which the composer’s music conveys. The
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presumption is expressed that the active interest in the music of Prokofiev on the part of performers is stipulated by the
character of the intense historical situation in the world creating the feelings of alarm and blight: in Prokofiev’s music
especially attractive for musicians are the aspiration towards light, self-assuredness and optimism. The renditions of
the piano compositions by Svyatoslav Richter, Maria Grinberg, Emil Gilels, Marta Argerich, Nikolai Petrov, as well as
by contemporary pianists, Andrei Gavrilov, Evgeny Kisin, Daniil Trifonov and Grigory Sokolov.

Keywords: Sergei Prokofiev, piano compositions, performer’s interpretation, composer’s conception.
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csiKasi JKUBasl KyJabTypa 00si3aHa CBOMIM CY-

IIECTBOBAHHUEM COXPAaHEHHMIO M TIOAJEp-

XKaHWIO Tpaaunuu. B obmactu MCKyccTBa
3HAYEHNE MOCIEIHEN YPE3BBIYAHO BEJIMKO: XYI0-
JKECTBEHHbIE TBOPEHHUS IPEANIECTBYIOUINX 3II0X
HE TOJILKO 3aJafoT 00pasibl MpodeCcCHOHATBLHOTO
MacTepCTBa, HO M MPOJIODKAIOT KUTh B PEATLHOM
MIPOCTPAHCTBE COBPEMEHHON KYJIBTYPHI, OKa3bIBas
HeocnabeBarolee BO3/IEHCTBHE Ha JTyXOBHBII MHpP
moaeit. Ocoboe MecTo B ATHX Ipolieccax MpHHA-
JISKUT My3BIKAJIbHOMY HCKycCTBY. COXpaHeHHE Xy-
JOKECTBEHHBIX TPaIWIUil TpeAronaraeT 31ech He
pOoCTO (PUKCAIMIO UCTOPUYECKOTO OIMBITA, HO €r0
MTOCTOSTHHOE BOCHPOM3BEICHNE, TIOCKOJIBKY CIIOCO-
OOM OBITHIICTBOBAHHS MY3BIKAIBHOTO ITPOU3BEC-
HUS BBICTYTIA€T HCIIOJHEHHE. JTO OOYCIOBIHMBAET
HEN30eKHOCTh €Tr0 MCIIONHUTENBCKON HHTEpPIIpeTa-
1Y,

XapakTep HMHTEpIpeTaluu, €€ aJeKBaTHOCTb
1 yOeqTUTEeNbHOCTh 3aBUCAT HE TOJIBKO OT mpodec-
CHOHAJIBHOTO YPOBHSI MY3bIKaHTa, HO U OT BEJH-
YUHBl ¥ 3HAYUTENHHOCTH JIMYHOCTH HCIIONHHTE-
na. Her HeobxommMocTH TOApOOHO pa3BHUBATH
MBICIIb O HEIOCTAaTOYHOCTH PabOoThl My3bIKaHTa
WCKIIIOYUTENIFHO B HAIPABICHWN Pa3BUTHS CBOE-
ro NMUaHu3Ma U HEW30e)KHOU YIIEPOHOCTH MYyCTh
1 ONECTSIIEro TEeXHUYECKOTO HCIONHEHHs. Tem
HE MEHEE HEeNb3sl HE 3aMETHTbh, YTO B IMOCJIEIHNE
roasl Bc€ Gojiee 3aMETHBIM CTaHOBHUTCS BO3pacTa-
HUE TEXHUYECKOTO YPOBHS, BHEUTHEH d(PQeKTHO-
CTH TIPU OJHOBPEMEHHOM CHIKEHWHW TOMJINHHOMN
MY3BIKaJIbHOCTH, CIIOCOOHOCTH K TPOHUKHOBEHHIO
B IUIyOMHHBIE CIIOM MPOU3BEACHUIN U BBIPA3UTEINb-
HOMY WHTOHHPOBAHHUIO.

JlocTrxeHre Takoro YpoBHS MCIIOJHUTEICTBA
MIpeanoaracT M ONPEeAeIEHHYI0 HWHTEIJIEKTyalb-
HYIO TIOJITOTOBKY MY3BIKAHTOB, COJEpKaHHE W Ha-
MIPaBJIEHHOCTh KOTOPOW B HEMAJIOW CTETEHH OIpe-
JeJIAeTCsl TearoroM IO CHEeNHabHOCTH. A 3TO,
B CBOIO 0Yepenb, TPeOyeT COOTBETCTBYIOLIEH KOM-

METeHTHOCTH CaMoro mejarora. B wactHocTH, peus
UAET 0 HEOOXOANMOCTH BIIaICHUSI OCHOBAMH MY3bI-
KaJIbHOW TePMEHEBTHKN — yUEHHS O TIOHUMAaHUH U
WHTEPIPETalnu Xyd0)KECTBEHHBIX MPOU3BEICHUN.
«Camo co0oit pasymeercs, YTO HCIIOJTHUTEIHCKAsS
WHTEPIpeTalnss MYy3bIKQIBHOTO  TPOW3BEACHUS
Y TeopeTHUYecKas MHTEPIPETAINs CMbICIIA XyJ0XKe-
CTBEHHOTO TE€KCTa — 3TO HE OAHO M TO Xe. M, Tem
HE MeHee, M B TOM U B APYTOM CITydae NIMEET MECTO
SIBHO BBIPAXKCHHBIN FEPMEHEBTUYECKHUN ACIIEKT, 10-
CKOJIBKY B TIPOIIECCE MCIIOJHUTEIHCKON HMHTEpIIpe-
TallMU TIPOUCXOJUT HE TMPOCTO BOCHPOM3BEACHUE
M3HAYaJIBHOTO TEKCTa, HO U €r0 MCTOIKOBaHHE» [9,
c. 180]. IIpu 3TOM aBTOpHI, 3aHUMAIOIIHECT MPO-
OjeMaM TEpPMEHEBTHKH, YKa3bIBalOT Ha TO, 4YTO,
HECMOTpS Ha MPU3HAHNUE HENCUEPIIAEMOCTH CMBIC-
J1a XyIOXKECTBEHHBIX TEKCTOB, MOCTHKEHHUE aBTOP-
CKOTO 3aMbIC/Ia OCTAETCS HEOOXOIUMBIM YCIOBUEM
a/IeKBaTHOTO MIPOUYTEHHS ITpon3BeaeHus [8; 12].
AHanu3 pa3nuyHBIX MHTEPIPETAINi TOTO WIN
WHOTO TIPOM3BENIEHUS TO3BOJSET OMPEAEeNUTh Iy-
XOBHBIE OPHUEHTHPHI M LIEHHOCTHBIEC MPEIIOYTEHUS
He TOJIFKO CaMOT0 KOMITO3UTOPA, HO I HCTOPUYECKU
KOHKPETHOTO 00IIecTBa, Ha KOTOPOE OpPHUEHTHPY-
eTcsl MCIIONHUTENb. [IponsBenenus, MpoBepeHHbIE
BPEMEHEM M OTHECEHHBIE K KaTerOpWUU KIACCHUKH,
COXPAHSIOT CBOIO KyJIBTypHYIO 3HAYMMOCTH U pe-
TYJIIPHO UCTIONHAIOTCA MY3BIKAHTaMH BCETO MUpA.
OpnHako HeNb3s HE 3aMETHTh, YTO AKTHBHOCTH 00-
paleHust K HIM B pa3Hble IEPUOIBI U B Pa3TUIHBIX
COLIMOKYNBTYPHBIX CHTyalllsSX HEOAMHAaKOBa, OHA
B CyIIECTBEHHOW Mepe 3aBHCHT OT BOCTPeOOBaH-
HOCTH T€X HaCTPOEHHUH U CMBICIIOB, KOTOPHIE HECET
My3bIKa TOTO MJIM HHOTO KoMTo3uTopa. Tak, Hanmpu-
Mep, B TOCIEIHNE TONIbl HCIIOJHUTENN BCE Hale
obpamiatorcs k nmpoussenenusm C. C. [Ipokodbesa.
Hu onuH mnpencraBuTeNnb COBETCKOM MNHUAHU-
CTHYECKOM IIKOJILI HE MOT 0OOWTH CTOPOHOW TBOP-
gectBo IIpoxodreBa. JlocTarouHO BCIIOMHHUTH
K. UrymuoBa (YerBépras conara, «Cka3ku cTapoi
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06abymkmn»), C. delinOepra (MepBOTO MOCIE aBTO-
pa ucnonauTens Tpersero konmepra), I. Heiiraysa
(Tpetps comara, «Mumonéraoctn»), M. HOguny
(BTopoii xoHueprt, nuki nsec «Pomeo n JKymber-
Ta», HEKOTOphle «MmumonérHocTm»), JI. ObopuHa
(Tpernit koruept, Bropas, Tperss, Cenpmas cona-
TI). Kaykaplii M3 HUX OCBeIIaN pa3indyHbIe TPaHU
MHpa MPOKO(PHEBCKOM 0OPa3HOCTH.

Tpanunmonno ¢ umeneMm I[IpokodbeBa CBs3bI-
BalOT 0COOYIO CyXyIO, YIapHYIO TPaKTOBKY POSJIS,
OTYACTH MOJIJEPKAHHYIO aBTOPUTETOM ITHAHHU3-
Ma CcaMoro KOMITO3UTOpa, c(opMUpoBaBIIETOCS
B TIEPBBIE TOJBI €T0 KOHIIEPTHOW AESITENbHOCTH.
OpHako cO BpeMEHEM MOSIBHIIMCH MUAHUCTHI, KO-
TOpBIE CTaJH pacKpbIBarh Oonee TIyOOKHe, Cy-
IIECTBEHHBIE CTOPOHBI MPOKO(PHEBCKOTO TBOpUE-
CTBa — B YaCTHOCTH, MUP €T0 JUPHUKU. DTa JTUHUI
BIIepBbIe ObLIA BHISBIIEHA B MOJHOM Mepe B UCKYyC-
ctBe Bmaqumupa CoppoHHUIIKOTO Ha TacTPOJISIX BO
Opannun B 1928-1929 romax. MuTepmperarus
MUAHUCTA HE MOJy4nsa MPU3HAHU, €r0 YyIpeKa-
T B 4pe3MepHoi pomaHTuizaumu IIpoxodnesa,
B WM3JIMIIHEH YyBCTBEHHOCTH, KOTOpas ObLTa Xa-
paxkrepHa ckopee st XIX Beka, Hexenu st XX.
IIo yrBepxnaenuro B. JlenbcoHa, «HUCIOJIHEHHUE
Codponnnkum npousseneHuil [Ipokodnena, ax-
[IEHTUPOBABIIIEE BIIEPBHIE TITYOOKO YeIIOBEYHEIE,
3a/IyIIE€BHBIE M NICHXOJIOTHYECKHE YEPTHl €ro JIH-
pUYECKOTO BBICKA3bIBAHUSA, BOCIIPHHUMAIOCH KaK
BBI30B YCTaHOBUBIIUMCA Tpaxuuuam» [3, c. 271].
Crnenyer numets B BuAy, uto uaTepnperanus Cod-
POHUIIKOTO BBIABIISAIA POMAaHTUYECKHE TeHACHIIUN
MY3bIKH KOMIIO3UTOpPA, MPEIOMIEHHBIE CKBO3b
npusMy XX Beka. B cpaBHEHUU ¢ pOMaHTHYECKUM
UCTIOJIHUTENBCTBOM, ©€ oTiu4dana adopucTHY-
HOCTh 00pa3oB, rpa)MIHOCTh B BEICHUU MEJIOIU-
YECKOH JIMHHUH, OCTPOTa PUTMa, aCKETU3M U CAEp-
JKaHHOCTH B BBIPKEHUH IMOLIUH.

HoBoe nonnmManve mpoko(pseBCKOTO UCKYCCTBA,
MIPOBO3MIAIEHHOE B HCIIOJHUTENIBCKUX HWHTEP-
nperanusax Co(poHUIIKOTO, HALUIO MPOIOHKEHUE
B TBOPYECTBE [THAHUCTOB COBETCKOM MY3bIKaJIbHOU
KyJAbTyphel. B 3TOM cBeTe mpuMedareinbHbl MMEHa,
CTaBILIME HENPEB30MIEHHBIMU aBTOPUTETAMH B UC-
nonHeHuy nponsBenceHuii [IpokodseBa. Cpenan ko-
pudeeB coBeTcKoi (HOPTETUAHHOW IIKOJIBI OJIMKE
BCEro K aBTOPCKOM CTHUJIMICTUKE KOMIIO3UTOpPA CTO-
uT CsirocnaB Puxrep, 4bs MHTEpIpeTanus crajia
CBOEOOPAa3HBIM 3TAJIOHOM IIJIsl MHOTHX MOCIEAYIO-
IIMX TTOKOJICHUH MY3BIKaHTOB.

[o3BonuTENBHO yTBEPKAATH, UTO (OpPTEHUAH-
Hele mHTepnperanuu C. Puxrepa oO0HApyKHBAarOT

CKPBIThIE, TIIyOWHHBIE CMBICIOBBIE YPOBHU MY3bI-
ku IIpokodbpeBa, TO, 4TO B MCCIIEAOBATENBCKUX Pa-
00Tax mocJeTHUX JIET BCE Hallle OMpPEeAesioT Kak
Mertapusndeckoe Hawano (cMm., Hampumep: [7]).
B aTOM k€ acmieKTe OCMBICIMBAET TBOPUECTBO KOM-
mo3utopa u A. IllHuTKe: B CBOEM OUYEpKe, MOCBA-
ménHoM [IpokodbeBy, OH MOTYEPKHYN XapakTep-
HOE JUIsl €r0 MY3bIKH «IIPEOAOJIEHUE HACTOSLIETO
pamu BeaHoctw» [11, c. 184]. OTHECEHHOCTD K BEU-
HOMY CJBIIIAJIM U OCO3HABAJIM YK€ COBPEMEHHHUKH
kommno3uropa. Tak, nocie penetunuu IIsaToi cum-
¢donunu IIpokodpresa A. Orosesen mpousHec: «Mbl
BCE YMpPEM, a 3TO OCTAHETCs, 3TO — U3 KaTeropuu
BegHOTO» (TIUT. TO: [5, c. 74]). O morpyXE€HHOCTH
KOMIIO3UTOpa B MeTadu3nveckue Oe3IHbl B IMPO-
[Ilecce TBOPUECTBA CBHUJIETENICTBYET M BHICKA3bIBa-
Hue ero xeHsl, JIunabl IlpokodreBoil: «OH OKa3bI-
BajJICsl B APYTOM MHpE, KOTJa COYMHSI MY3BIKY; H,
JKUBS PAJIOM C HUM, S YyBCTBOBasa ce0s TaK, CJIOB-
HO TI0T1ajia ¢ HIM BMECTE B 3TOT MHUD. .. BbI oTphIBa-
JIUCH OT 3€MJIU 1 BCeX e€ MpoOieM, BB OKa3hIBAINCH
B “BEYHOCTH” — HE 3HAIO, KAK BBIPA3UTHLCS TOUHEE
(umt. mo: [10, c. 46]).

[IpumedarenbHO, YTO TEPBBIM MPOU3BEICHH-
€M, C KOTOpPOro Ha4yaJloCh Ipu3HaHue Puxrepa kak
YHHKQJIBHOTO MHTEpIperaropa My3blku [Ipoxods-
eBa, Obuia Illecras ¢oprenuannas conara. [lua-
HHCT MCIIONHWI €€ Ha NEPBOM «HECTYAEHYECKOM)
KoHLepTe B Mockee. Ha 3ToM ke KoHLEpTE OH
ceirpan Pouno us «biayaHoro ceiHay, «llactopans-
Hyto coHatuHy» U «lleiizax». BrictynneHue nme-
JIO OIIETIOMUTENBHBIA yCIIEX M CIIOCOOCTBOBAJIO
CTaHOBJICHUIO TBOPYECKOTO COTPYAHHYECTBA JBYX
BBIIAtOIIMXCS JIMYHOCTEH. BrnocneactBun Puxrtep
ctan nepBeiM ucnonautenem Cexpbmoi u JleBsaToid
(hoprenuanHbIX coHAT (/leBATast coHaTa MOCBSIICHA
C. Puxtepy), hoprenuaHHbIX TapTuil GrueiHToBol 1
BHOJIOHYCIBHOU coHaT. B 1946 rony mmaHuUCT uc-
IIOJIHWJI BCIO TPHUALy IO3IHUX COHAT. B 1iesoM B ero
penepryape — IlepBblii u I1a1b1i1 KOHLIEPTHI [IpoKo-
¢beBa, mects conat (Bropas, Yersépras, llecras,
Cenpmas, Bocemast, JleBsitas), a Takke MbECH Ma-
7101 (hOPMBI.

HcnonauTeasckuii 06JMK BETUKOTO MHAHUCTA
CO3BYUYEH HJESM NPOKOPHEBCKOTO TBOPUYECTBA.
PuxTep cymen BBIABUTH OCOOCHHOCTH CTHIISI KOM-
[IO3UTOPa, €r0 BHYTPEHHIO HANpPaBJICHHOCTH.
Ero uHTEpmpeTanusM CBOMCTBEHHO TATOTEHHE
K OOBEKTHMBHOCTH, «BHEIWYHOHN 00IIE3HAYNMO-
ctu». HecityuaiiHO TBOPYECTBO U TOTO U JIPyrOro
OTHOCAT K «HCKYCCTBY IIpeACTaBICHUS». Takoe
HCKYCCTBO OTJINYAET CTPEMJICHUE K BBIPA3UTEIb-
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HOCTH U CKYJIBITYpHOCTH (OPM, MaCIITAOHOCTH
mpinieHus. O0men3BecTHO, YTO PuxTep sABIICT-
Csl MaCTepOM KPYITHOH OPMBI, eMy 0COOEHHO XO-
pouo ynaércsi BOIUIOTUTh apXUTEKTOHHYECKYIO
¢dopmy menoro. Ilmanuct yamBUTENbHBIM OOpa-
30M BJIAJIEET YYBCTBOM OHTOJIOTHYECKOIO BpeMe-
HH, YTO CIIOCOOCTBYET OXBaTy BCETO IPOM3BEIE-
HUSL, IPEJICTAIONIETO KaK OBl ¢ «BHICOTHI ITUYHETO
ONIETa.

B sToM cBeTe nmpumedareiibHa €ro MHTEpIpe-
tanus Illectoit co”arel. E€ oTimuaeT TsAroreHue
K TpaQuIHOCTH, 3a0CTPEHHOCTH, MOXXHO JIaxe
CKazaTh, «pyOJIEHHOCTH» JIMHUK. DTOMY CIOCO0-
CTBYET IOMUYEPKHYTOE BHUMAHUE K aKICHTaM.
Pa3paboTka B WCHONHEHWHM MHAHUCTAa JOCTHTAET
KOJIOCCAJIBHOTO 3MOLMOHAJIBHOIO HAINPSIKEHUS 32
C4E€T IOCTENEHHOIO0 AMHAMHUYECKOIO HapacTaHUs
IIPH COXpPAaHEHWH YCTOMYMBOCTH W HE3bIOIEMO-
CTU PUTMHUYECKOTO cTepkHs. TeM cambiM Puxrep
JEMOHCTPUPYET NOTPsICAIOLIEE BIaJACHUE HCION-
HUTEIIBCKUM BPEMEHEM, IPOSIBIISIONIEECS B CIIO-
COOHOCTH CO3/1aTh OINYIIEHHE HEOTCTYITHOCTH,
HEOTBPAaTUMOCTH, CTpaxa Iepel HaJBUIarolIei-
csi karactpodoii. OCOOCHHOCTH HMHTEPIpETAINH
[IHAHUCTOM TPEThEH YacTH LUKIIA 3aKIIOYarTCs
B € 00BEKTHBHOM I0jaue, B CTPEMIICHUH K OXBaTy
MBICJIY, CO3[JaHUU LIEJTOCTHON NaHOPAMHOM KapTH-
HBL. PuxTep momuépkuBaeT MpoTsHKEHHOCTH (pas
LIUPOKOTO JIBIXaHUSI 0COOBIM COTPSIKEHHUEM MEJIO-
JIMYECKUX JIMHUM. B ero ucrnoiHeHnu cpeaHui ro-
JIOC TIPOAOJIKAET JIOTUKY Pa3BUTHS BEPXHETO, TEM
CaMbIM yXOJi OT KOHTPACTHOM AUHAMUKH B COCEJ-
HUX TOJI0cax M CO3/AaBasl OlIylIeHHe OeCKOHEYHO-
ctu Menoauu. IpuMedaresnbHbl TOAXOAB! K KYyJIb-
MUHAIWSIM Ha ff, T/e aKTUBHOCTh BOCXOXKICHHS
K BEpIIMHAM JJOCTHTAeTCs Yepe3 IPPEKT «CIKATUS»
BpeMeHU. PuHAT 3BYYHT HANPSHKEHHO, COOpPAHHO,
OYEHb KOHILICHTPUPOBAHHO. XapakTepHa OCTH-
HaTHasl T€Ma, 3By4alllasl 3JI0BEIE, C BHYTPEHHUM
HEPBOM.

CoHaTy MCHOJTHUTENb BBHICTPANBAET K 4eTBEP-
TOM YacTu. ITO MPOSABISETCSA B BBIOOPE OCHOBHBIX
TEMIIOB BCETO LUKJIA. Ero 3aKOHOMEpPHBIM HTO-
rOM sIBJsieTcs (DMHAJN, OTBEYAIONIUI Ha TJIaBHEIC
BOIIPOCHI IEpBOH 4acTU. TeMIlbl MHAHUCTA MOJ-
BWJKHBI, 1K€ B JINPUKE OH TATOTEET K ACKETU3MY,
JIAKOHWUYHOCTH, CIEPKAHHOCTH, MOYKHO CKAa3aThb,
negoMyapeHHocTy. B ero TpakroBke COHATHI MPo-
SIBIISIETCSI TATOTEHHE K pebeHOCTH Oecrenalb-
HOI'O NHAHU3Ma.

Hpyryto untepnperanuto Illectoil coHatsl
[IpeJUIoKHUIIa BhIAAOIIAasICcs] NHaHuCcTKa Mapus

I'punbepr. OHa packpbiBaeT WHYIO TPaHb MY3BI-
KH KOMIIO3UTOpPA — €r0 CBSI3b C POMAHTHUYECKON
Tpaguuuei. OTO MPOSBISETCS B IMOBBIIIEHHON
SMOLIMOHAJIBHOCTH, JaXXe SKCIPECCUBHOCTHU JIM-
puyeckoir coctapistomen. Tpetes gacts CoHa-
THl B HCTIONTHEHUH [ prHOEPT 3BYYUT JTUYHOCTHO,
WCIIOBENAIbHO. DTa YacTh BHAWTCS €1Ba JU HE
CMBICJIOBBIM IIEHTPOM MPOU3BEACHUS, CIIOBHO TO,
9TO0 OBUIO CHPATAHO TOJ HATHCKOM BHEITHETO,
«4yKOT0», BBIPBAIIOCH HAPYXKYy U TPOH3UTEIb-
HO 3a3Byuano. Ocoboe 3HaYCHHWE MPHOOpPETAIOT
KyJIbMHHAIIMOHHBIE SIH30/bl B HI0OaHCE Ha ff,
3Bydal[ue TMMHHUYHO, JUKymome. Jymaercs, 9To
Tako€ COCTOSHHE MOXXET OBITh aCCOIHHPOBAHO
C BOCIICBaHHMEM KHU3HH, JTIOOBHU, KpacoThl. boib-
moe 3HadeHue ['puHOepr mpuaaér MoucKy Koso-
puctudeckux 3dpdexroB. ITOMy CIOCOOCTBYET
COMOCTABIICHNE IMEJaJbHBIX W OecremanbHBIX
3ByYaHUH.

Takast nHTEpIpETAaNHS, HE CTOIH HIUPOKO pac-
MpocTpaHEHHAsA, TEM HE MEHEE NMEET OCHOBAHUSI.
Ienblil psii aBTOPUTETHBIX UCCIENOBATENEH TBOP-
yectBa [IpokodpreBa (M. Tapakanos, T. Jlesas,
M. OBYHMHHHUKOB) paccMaTpuMBalOT POMAHTHU3M
B Ka4€CTBE OJJHOTO M3 HESIBHBIX, ITyOOKO JIEXKAIINX
CBOMCTB ero HaTyphl. Kak 3amegaer M. OBUnHHH-
KOB, «B JKMBOH MY3BIKQJIbHO-UCIIOTHUTEIHCKON
MPaKTUKE MPECIOBYTHI aHTUPOMAHTHU3M TBOpUE-
ctBa [IpokodbeBa, nexkmapupyeMslii 1 UM CaMUM,
U MHOTOYMCJIEHHOW IIesiIod MY3bIKOBEIIOB, pac-
ChITaeTCsl KaK KapTOYHBIA JOMHUK, YCTYIass MECTO
Kyga Ooiiee CIO)KHOMY TOHHMAaHHIO TPOKO(HEB-
CKOM MY3BIKH, BOOpaBmIell B ce0sl KaK CTHIINCTH-
YecKHe, TaKk U XYIO0)KECTBEHHO-COJEPKaTEIbHBIC
3JIEMEHTHI Pa3NWYHBIX (@ Mog9ac W IPOTHUBOIO-
JIOKHBIX) XyHOXXECTBEHHBIX HaIlpaBICHHID» [6,
c. 84].

OnHUM U3 CaMbIX 3HAYUTENHHBIX HHTEPIIpETa-
TopoB counHeHui [Ipokodresa sBisieTcss IMUIb
l'unensc. B TBOpYECKOM IyTH BBIJAIOMIETOCS IMH-
aHHCTa 3aMETHA CYILIECTBEHHAs 3BoJronus. Ecin
B PaHHUU IEPUOA HCIOJHUTEIBCKON NEATENbHO-
CTH €ro CTUJIb OTINYAETCS NOAYEPKHYTONU BUPTY-
03HOCTHIO, MpeobiIagaHNeM TPEeNMYIIeCTBEHHO
aKTUBHO-BOJIEBOTO, JIWHAMHUYECKU-HATIOPHUCTOTO
Hayajga, TO CO BPEMEHEM HCKyCCTBO lmiennca
obperaer 4epThl JAaKOHMYHOW EMKOCTH, BKpaI-
YUBOCTH MBICITH M BBIMTYKIOCTH KaXXIOW HHTO-
Harmmu. OHO HaAenseTcs MOMIMHHON TITyOmHOM
u ¢unocodckoil ocMbicieHHOCThIO. He cnmyuaii-
HO ['miensc cTan mepBBIM HcHoNHUTENEM Bock-
Mol coHarbl. SIkoB ®nuep nucain: «HeBo3MoxHO
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3a0bITh, KaK 3ByYHT y MHAHUCTA OJHA M3 CaMBIX
TeHUAJBHBIX W TIyOOYalmux MpoKo(HEBCKUX
“me16” — BocsMas conara. Bot 01HO U3 THIIMYHBIX
PEXKHUCCEPCKO-UCTIOTHUTEIBCKUX CO3TaHUI MY3bI-
KaJIBHOTO ucoianHa Dmuis [wienbca» (ITUT. 1MO:
[2, c. 75)).

IIpumeuarensHa 3anuck TpeTbeld COHATHI,
cAeNaHHas B 3PEJbId MEepHo] TBOPUYECTBA MHAHU-
cta (1984). Ob6pamaer Ha cebs BHUMaHHUE BBIOOP
TeMIia. ABTOpPCKOe yKazaHwe allegro tempestoso
(OypHO) oOpeTaeT MHOE KadecTBO. B ucrnonHeHuu
I'mnensca Conara 3ByYHT BeCbMa CAEPKAHHO, YTO
MIPOM3BOIUT BIIEYATIICHHE OrPOMHOTO MaciTaba.
O4eBHIHO, YTO MHAHUCT YXOAHUT OT MOTYEPKHYTO
BUPTYO3HOM TpakTOBKM Mpou3BeneHus. Bwmecro
CaMOJIOBJICIOIIEH AaKTUBHOCTH OH BBISBISIET OC-
HOBATEJIIbHOCTh M YCTOMYMBOCTH PUTMA, TOYHOCTH
HIOQHCOB, YETKOCTh M TPaUIHOCTH IITPUXOB,
CKYJIBIITYPHYIO 3aBEPIIEHHOCTh KaXKJ0H HMHTOHA-
nui. B ennHOBpeMEHHOM COYETaHWHU CAEP)KHUBa-
IOIIEeT0 Hadaja C BYJKAaHMYECKHM TEMIEPaMEHTOM
M DHEPreTUYECKUM IIOCBUIOM BHIUTCS MYIPOCTh
OJHOTO M3 BBIJAIOIMIMXCS TUTAaHOB XX Beka. Ilo-
Ka3zaTeslbHa €ro MHTEpIpeTanis MHTOHAIIMOHHOTO
aapa mobouHor maptuu. [lmanucr muHAMHYECKH
MOAYEPKUBAET HAYAIIO BEPXHETO IOJI0Ca BO BTOPOM
TakTe MOOOYHOH TeMbl. TakuMm 00pa3oMm, B Iep-
BOM MeJIOJMYECKass HHTOHALWS BOCIPHHUMAETCS
KaK BCTyIUIEHHE, MECEeHHbI 3a4nH. CTpemiieHne
BBICBETUTh BCE OOTraTCTBO MOATOJIOCOYHOW Malv-
TPl OOHApYXXMBaeTca B IOJHOM Mepe B pempuse,
rae [mnensc momyépkuBaeT MpoBeACHHE MOO0U-
HOW TeMBI B cpeqHux romocax. OcoOblii MHTEpEC
BBI3BIBAET HCIIOJHUTEIBCKOE PEIICHNE, CBA3AHHOE
C BBIBJICHHEM KyJIbMHHAIIMOHHON 30HBI B pa3pa-
6otke Conarel. B ero maTepmnperanz OTCyTCTBY-
€T TMHAMHUYEeCKas MOAr0TOBKA 3IM301a con effetto.
Bompexn aBropckomy ykazanuio, [ miensc He nena-
€T TPeABAPSIONINIA STOT pa3eN HIOAHC crescendo.
OpnHako ¢ yIBOSHHBIM HEHCTOBCTBOM M MOIIIBIO MH-
AQHHUCT BHE3AITHO OOpYIIMBAETCS Ha HEHTPAIbHBIN
3MU30[ Pa3pabOTKH, YTO B LIEJIOM COOTBETCTBYET
KOMITO3UTOPCKOMY 3aMBICITY.

Hpyroe nonnmanne CoHATh 0OHAPYKHUBACTCS
B MCIIOJHEHUHM APT€HTUHCKOM NUAHUCTKH MapTsl
Aprepux. 3anucse, caenanHas B 1967 roxy, 1eMoH-
CTPUPYET HEBEPOSTHYIO HMCKPOMETHOCTH, AMHA-
MHU3M TBOPYECKOTO TOChUIA. B 3TOM mposBisercs
ApKasi cCaMOOBITHOCTh MHAHHUCTKH, €€ «B3PBIBHOI
TemrepaMeHT. JloCTaroO4HO OTMETHTh, YTO OfIee
BpeMsl €€ HCIIONTHEHHsI cocTapisieT 6 MuHyT 17 ce-
KyHA. HeBeposSsTHO OBICTpBI TEeMI HCIIOIHEHUS

(MMaHNCTKA TPAaKTUYECKH HE JIENaeT OTKIOHEHUH
OT MIEPBOHAYAILHOTO TEMIIA) ¥ CKBO3HOE Pa3BHUTHE,
HEYKJIOHHO JIBUXKYIIeecs K Kofe, TOT00HO «CKaTon
MPYXKUHEY», ONpPENEsAeT XyHAOKECTBEHHBIM CMBICI
Conarel. MaTepnperanust Aprepux BBICBEYHBAET
0co0ble TpaHH MPOKOPHEBCKOW MY3BIKH, BHIMMO,
Onu3Kue el B meprof] €€ TBOPYECKOTO CTAHOBJICHUSI.
OHnH#u CBSI3aHBI C OIIyIIEHNEM MOJIOAOCTH, C FOHOIIIE-
CKHM 33/I0pOM, BOTIOIIEHHBIM B OypIIsIIeM IMOTOKE
HUIPOBOM CTUXHH.

Henp3s He ynomsHyTs uMst Hukoumas Ilerposa,
penepTyap KoToporo Bkitogaet Bce conarsl C. [Ipo-
kodneBa. ETo HCITOTHUTENBCKUI CTHIIB OTIINYAETCS
SpKOM HMHIMBHUIYAJIBHOCTBIO. B cBOEl TpakTOBKE
MY3BIKH KOMIIO3UTOpPA OH MPOJOJIKAET Ty JIMHHMIO,
KoTopasi BocxoauT K tBopyectBy C. Puxrepa. s
Heé XapakTepHa OObEKTHBHOCTH U3JIOKEHUS, CBOK-
CTBEHHAsl TPaJMLMIM HCKYCCTBA IPEACTABICHHUS.
ObparnMcs K ero wuHTeprperannu Tperbelt co-
Hatel. IleTpoB urpaer BecbMa HaIlOPUCTO, LiEje-
YCTpeMJIEHHO. B pa3BuTUM npamMaTypruyd COYuHe-
HUS BeAylee 3HauYeHHe MPHOOpeTaeT pUTMUYECKOE
Ha4aJlo, OPraHMU3YIOIIasl poJib KOTOPOTO IPOSBIS-
eTcsi B equHCTBe Temma. /[oBonmbHO pa3HOOOpasHa
JUHAMUYECKasl NaJUTpa ¢ Pe3KUMHU KOHTPACTAMU
3BYYHOCTH, BHE3AIIHBIMHM «BCIUIECKAMU» M «IIPO-
BAJIAMU», YTO CO3MAET OLIYLICHUE HACBIIEHHOCTH
BHYTpPEHHEH KU3HHA MPOKOPHEBCKOI My3bIKH. Oco-
ObIii MHTEpEeC BBI3BIBAIOT APTUKYJSIMOHHBIE pe-
mwenus. IInaHucT ucnoap3yeT Nog4E€PKHYTO OTPHI-
BUCTBIM, CyXOM, «KOJIOUUI» IITPUX, B YaCTHOCTH,
B pa3paboTke — It JOCTHXKCHHS 00BEMHOCTH XYy-
JIO’)KECTBEHHOTO 00pa3sa.

[IpokodreBckre COHATHI MO NPaBy 3aHUMAIOT
JIOCTOMHOE MECTO B pENEpTyape COBPEMEHHBIX ITUa-
HUCTOB. BBI3BIBAIOT MHTEpEC CaMOOBITHBIE MCIION-
HUTEIBCKHE NpouTeHUs TpeTheil coHaTel AHIpeeM
I'aBpunoBeiM, Haanniom TpudonoBsiM. B nnTEp-
nperaunu ['aBpriioBa MOKOpsieT MIyOMHA MpodYTe-
HUS, MHOTOTPAaHHOCTb 3BYKOBBIX 00pa3oB. [Inannct
MTOJIXOJTUT K COUMHEHHIO JIOBOJILHO CBOOOHO, CYyOh-
€KTUBHO. DTO MPOSBIAETCA B THOKOCTH TEMITOBBIX
pelieHnii, B HaJWM4uu rubato B MEpexoax MeXIy
paszenamu.

JItoOOMBITHE HCHOJHUTENbCKHE HAXOJIKHU
B mHTepuperanun anuuna Tpudonosa (2011).
B wactHOCTH, B MOOOYHOW MapTUH OH BBIABIA-
€T XapakTepHbI€ YEepTbl, CBOWCTBEHHBIE MY3bIKE
[Ipoxodrena. [lymaercs, yTo WHTEpHpPETANNS MTH-
AHHCTA BBICBEUMBAET JPYIyl0 I'PaHb TBOPYECTBA
KOMIIO3UTOpa — €ro TIArOTEHHE K CKa304HOCTH,
MU(OJIOTUIHOCTH. B 3TOM cBeTe mpumeuarenbHa
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MBICTE, BeIcKazaHHas 1. C. AndeeBckoii B KHUTE
«HcTtopust oreuecTBeHHON My3bIkH XX Beka». I1o
e€ muenuto, B 3ot Conare IIpokodseB BorLIoOMmIA-
et cka3ky o «llapeBre-marymke» (cm.: [1]). Onna-
KO caM KOMIIO3UTOP He OIyOIMKOBaj CBOIO 3ayM-
Ky, Tojlarasi, 9To 3Ta MporpaMMa He COYeTaeTcs
C TE€M >KaHpOM, B KoTopoM Hamucana Conara. Jly-
MaeTcs, TpakToBKa AseeBCcKoi He JINIIeHa 0CHO-
BaHus. OHa CO3ByYHAa KaK CMBICIIOBOW HaIlpaBIICH-
HOCTH HCIIOJHHUTEIBCKOTO 3ambicia TpuoHOoBa,
TaK M €T0 KOJIOPUCTUYECKUM PELICHUSIM.

HcnonHuTtenbckoil ynayend cieayeT CUuTarh
nHtepnperanuto lectoi conarel EBrennem Ku-
CUHBIM. [IMaHWCT NEMOHCTPHPYET MOTpscarouiee
BIIaZICHNE KpacKaMH, KOJOPUCTHYECKUMHU dPdek-
TamMud. B HeMasoil CTelneHH 3TOMY CIIOCOOCTBYET
OesynpeuHas negaiu3alus, a Takxke Tyire, dpa-
3upoBKa. brectdmas TeXHWKa NMHAHHUCTA IO3BO-
nisieT OpaTh BBICOKHE TEMIIBI B pa3padoTKe MepBOr
4yacTH, B punane. Tem He MeHee BUPTYO3HOCTh HE
uaeT B ymep6 oopasHocTu. CHibHOE BIIEUaTIIEHNE
MIPOU3BOJIAT SIU30ABI, MOTPYKAIOUIUE CITyLIATeNs
B cocTosiHUE «Oe3BpeMeHbs», 3aMupanus. B 3By-
YaHUU TEPEXO/IOB-CBA30K CIBIIIUTCS HEUYTO TaWH-
CTBEHHOE, HH(epHAIbHOE, 3II0BEIIeE.

B camom nene, nus [IpokodreBa xapakTepeH
WHTEpeC K KpaWHUM, TEHEBBIM, «3aIPEICIbHBIM»
MIPOSIBJICHUSAM YEIIOBEYECKOTO JyXa, K 000pOTHOH
CTOpOHE TPHUPOABI YEIOBEKA, YacTO CBA3AHHBIN
C TeMOH cMepTH. DTO NaéT OCHOBAHHE TOBOPHUTH
0 Omm30CcTH MPOKO(PHEBCKONH MY3BIKH SK3WCTCH-
HHUAJBHBIM TPAIULHSIM PYCCKOH AYXOBHOU Kyib-
TYpBI, OTHUM U3 MPOSIBICHUN KOTOPBIX SBISIETCS,
B YaCTHOCTHU, HANPSHKEHHBIN aHANU3 BHYTPEHHEN
KU3HHU JUIHOCTH B mpou3BeneHusx @. /loctoes-
CKOTO.

Henb3s He 3aMeTUTh, 4TO BeCh XX BEK allelIv-
pyeT K OecCcOo3HATENBHBIM IITyOWHAM YeIOBEUECKOM
ncuxukd. [lo-cBoeMy packpbiBaeT 3Ty mpodiemy
u C. [Ipokodrer. HexoTopeie 31n30/b1 €r0 My3bIKH
YKUBOIIMCYIOT TIOTPYKEeHNE B cpeprl OeCCO3HATENb-
HOTO, «CyOBEKTHBHO H3MEHEHHYIO PEalbHOCTHY.
Taxoit mpuém MbI HaOMIOZa€M BO MHOTHUX MY3bI-
KabHBIX Tpou3BeneHusX («OTHEHHBIM aHTem,
«Mapgnanena», «Mrpok», ¢opTennaHHbIe IHEChI
«Bemu B cebey, «MumonérHoctny, IlsTas coHa-
ta, Bropas cumdonus). [IpokodbeB m3obpaxkaer
HanpsHKEHHOE COCTOSHHUE YEJIOBEYECKOM MCHXUKU
C LEJIBI0 MCCIEA0BaTh BHYTPEHHIOIO JKU3Hb YeNOo-
BEUECKOTO JlyXa, €ro Oecco3HaTeNbHbIE TIYOWHEI
— TOZOOHO TOMY, KaKk 3TO JIeNajl B CBOMX pOMaHax
®. JlocroeBckuil. [Ipy 3TOM KOMIIO3UTOP COXpa-

HsIeT OEeCCTPacTHOCTh, MOAXOAS K PacCMOTPEHHUIO
YyBCTBa MO-HAYYHOMY 00bEKTHBHO. JlaHHOE 00CTO-
STEIBCTBO CIIEAYyeT OTMETUTHh 0c000. b. SIBopckuit
B cBouX 3aMmeTkax 1931 roma odeHbp TOYHO CKazai
o my3bike [IpokodreBa, moguepkHyB «Oecmomani-
HOCTb K YyBCTBY B €ro npousBeacHusx». 1o cio-
BaM 3TOTO BBIJAIOIIETOCS My3bIKOBea, [Ipokodren
«3HAET 4yBCTBO, JUIsl HETO OHO PEaJbHO CYLIECTBY-
€T, HO OTHOCUTCS OH K HEMY HCCIIEOBATEIbCKH
OecrnoraaHo» (1uT. 1mo: [4, ¢. 177]).

OTMe4eHHbIE OTCTPAaHEHHOCTh M OOBEKTHB-
HOCTb BOBCE HE CBHJETEIBCTBYIOT O palMOHa-
JUCTUYECKOW XOJOJHOCTH KOMIIO3UTOpa. 31eCh
YMECTHEE IOBOPUTH O CO3EPLATENBHOCTH B U30-
OpakeHWU MY3bIKAIBLHBIX SIBICHHA M 00pa3oB.
Ob6eperas cBOE cepale 0T CHIOMHHYTHBIX YYBCTB
n crpacreir, C. IIpokodbeB OTmaéT MPHOPHUTET
NyXy, JTYXOBHOMY, TEM CaMBIM «IOOEKIasi BpeMs
u cMOTps Ha cebs u3 Beynoctu» (IIpemomoOHbIH
WNycTun).

Takoil «B3MJIsI/1 U3 BEUHOCTH) MOXKHO YCMOTPETD
B UHTEpIperauuu TpeTbeil COHAThI APyTUM BbLAAO-
LIMMCSl TMAHUCTOM COBPEMEHHOCTH — lpuropuem
CoxomnoBeiM. Kaxnoe wcmonmHeHHOE MM COYHHe-
HUE HECET OTNEeYaTOK HEMOBTOPUMOW, CaMOOBIT-
HOM JIMYHOCTH BeJIMKOro Macrepa. Tak, B Tperbei
COHaTe MUAHKCT BHICBEYMBAET OCOOBII, HAIIOIHEH-
HBIA JIpaMaTu3MOM MHpP NMPOKO(BEBCKOW MY3BIKH.
B ucnonHeHMM NMAHUCTA IOpPaXKaeT TEMIIOBBII
KOHTPACT, TJIABHBEIM 00pa3oM, MOIIEPKUBATOIITII
AHTHUTE3y TOKKATHBIX U JTUPUIECKUX pPa3nenoB Gop-
Mbl. BHYyTpH 31IM30/10B JIOTHMKA pa3BUTHS OTIIMYAET-
Csl CKBO3HBIM JIbIXaHUEM, LEIbHOCTbI0 U MOHOJIUT-
HOCTBIO. [ImanncT MacTepcku BhICTpauBaeT Gopmy
LIEJIOTO, BBISBISAS BHYTPEHHIOK HEOAHO3HAYHOCTh
00pa30B, BEICBEUHBASI B MAKOPE — MUHOP, B OypHOI
9HEPrHHM TOKKAaTHOTO TMOTOKa — MeTadu3uyeckue
[TyOUHBI.

ITonBoas utor, CleyeT OTMETUTD, YTO UCTOPHUS
WHTEpPIIpETaInii JOBOIBbHO 00mupHa. Kaxkaplii nua-
HHUCT, B CUJIy CBOEH MHJIMBUIyAIbHOCTH, TPAJULUI,
XapakTepa SI0XH, INpeAJiaraeT CBOE ITOHUMAaHUE,
CBOM B3IVISIT HA MPOKO(PHEBCKYI0 My3bIKy. OHAKO
HECMOTpsl Ha BCE MHOTOOOpasue CYIIECTBYIOIINX
TPAaKTOBOK, OJJHO OCTAETCSI HEM3MEHHBIM — BOILIO-
LIEHUE aBTOPCKOro 3ambicia. Kaxnoe nocienyro-
niee IMOKOJICHHE MY3BIKAHTOB OYJeT CTPEMHUThCS
OTKPBITH MUP 3TOTO BBIJAIOIIETOCA XYAOKHUKA XX
BEKa 3aHOBO, IIEPEOCMBICIMBAS €r0 TBOPYECTBO
C BBICOTBI HOBOM HCTOPHUKO-KYJIBTYPHOH CHUTYallMH,
C TO3WIIMU HOBBIX TOAXO/0B K NTyOWHHBIM OCHOBA-
HUSIM €TO UCKYCCTBA.
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