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K Bonpocy 06 onpeaeAeHMH poAn
MCKYCCTBEHHOIO MHTEAAEKTa B MY3blKe

B npemaraemoii crarbe cTaBUTCS poOIeMa OIIEHKH y4acTUsl HCKYCCTBEHHOTO MHTEIUIEKTa
B CO3JaHMM MY3BIKAJIbHBIX MpPOU3BeAEeHUN. lcnoib3ys METOOUKY MEXKIUCLHUIUIMHAPHOTO
XapaxkTepa, aBTOPBI BBIABUIAIOT TE3UC O DPa3TPaHUUYCHUU «TBOPUYECTBA» U «TBOPYECKOTO
mpoieccay, OTHeNsAs, TaKUM 00pa3oM, pe3ylbTaThl ACSATEIBHOCTH JIMYHOCTH KOMIIO3MTOpPA
OT CO3JaHHOTO C TIOMOINBIO HMCKYCCTBEHHOTO HMHTEJUIEKTa (CIaOblX HEHpPOHHBIX CeTei).
ABTOpBI TIOAPOOHO OCTAHABIMBAIOTCS Ha MPOIECCE CO3JaHHUS MY3bIKAIbHBIX MPOU3BEICHUMN
C HUCIIOJIB30BaHUEM DJIEKTPOHHBIX BBIYMCIUTEIBHBIX MAIlUH M HOBEHIINX HEHPOHHBIX CETEH.
Ha koHKpeTHBIX IpuMepax U3 UCTOPUM MY3BIKHM ITOKAa3aHO, YTO COBPEMEHHBIM KOMIIBIOTEpPAM
JOCTYIIHBl YHUKaJbHBIE TEXHOJOTMHM TEHEpalMuu 3ByKa: Tak, Hampumep, NSynth crmocobGen
CHUHTE3UPOBATh COBEPIICHHO HOBBIM 3BYK, KOTOPBII SBISETCSA, HalpuMep, 4acTbio (QIeHTH U
YacThIO CUTapa OTHOBPEMEHHO. MOXKHO JIM paccMaTpUBaTh 3T HOBEHIIHME IU(PPOBHIE MPOLIECCHI
B MY3bIKE KaK TBOpUECTBO? ABTOpBI CTaTbU OTCTaMBAIOT MO3ULMIO, YTO HA CETOIHAIIHUN JAEHb
X MOXKHO OXapaKTEepU30BaTh JUIIb KaK BAPUAHT «TBOPUYECKOIO IMPOLECCA», UTO OCTABISAET 3a
JMYHOCTBIO KOMIIO3UTOPA IPaBoO aBTOpcTBa. [locTaBieHHbIE B CTaThe MPOOIEMBbI IPUOOPETAIOT
0CO0YI0 aKTyaJbHOCTh B COBPEMEHHYIO 3IOXY, KOTOpas IPU YCKOPEHHOM Pa3BUTUHU LU(PPOBBIX
TEXHOJIOTUA MOXET BIIOJIHE IIEPEUTH B 3MOXY TPAHCTYMaHHW3Ma, IIPU KOTOPOM CpallliBaHUeE
YeJIoBeKa C UCKYCCTBEHHBIM HHTEIUIEKTOM JIMIIb 00OCTPUT yKa3aHHBIE TPOOIEMBI.

KitoueBble clioBa: My3bIKa, My3blKajdbHas KOMIIO3UIUS, TBOPUECTBO, FAPMOHUS, UCKYCCTBO,
1Qpa, UCKyCCTBEHHBIN MHTEIICKT, HEHPOHHAs CETh, AITOPUTM.
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Concerning the Question of Determining
the Role of Artificial Intellect in Music

In the present article the issue is raised about evaluation of the use of artificial intellect in the
creation of musical compositions. By means of an interdisciplinary approach, the authors assert the
thesis about the distinction between “creativity” and the “creative process”, thereby distinguishing
the results of the composer’s personality from those created by means of artificial intellect
(weak neuronal networks). The authors dwell in great detail on the process of creating musical
compositions by using electronic computers and the latest neuronal networks. Special examples
from music history show that modern computers possess unique sound generation technologies:
for example, NSynth is able to synthesize a completely new sound, which simultaneously is
partially a flute sound and partially resembles a sitar. Can we regard these latest digital processes
in music as creativity? The authors of the article defend the position that in the present day they
can only be described as a variant of the “creative process”, which leaves the right for authorship
to the composer. The issues raised in the article are particularly relevant in the modern era which,
considering the accelerated development of digital technologies, may well pass into the era of
transhumanism, when the ongoing connection of the human and the artificial intellect would only
exacerbate these problems to a greater degree.

Keywords: music, musical composition, creativity, harmony, art, figure, artificial intellect,
neuronal network, algorithm.

y3bIKa Kak ocoOas ¢opma Xymo-

KECTBEHHOTO TBOPYECTBA U BH]I

JTyXOBHOIO OCBOCHHS JICHCTBU-
TEIHHOCTH SIBJISIET cOOO BHEIIHIOW Kpa-
coTy a0cTpakTHOI (HOPMBI M AOCTPAKTHOTO
€IMHCTBA YYBCTBEHHOro Marepuana. On-
HOW U3 OTJIMYUTEIBHBIX YePT MY3bIKU B Ka-
YEeCTBE KYJIBTYPHOTO SIBJICHHSI CITY>KUT Tap-
MOHHS, UMEIOIIasi caMble pa3HOOOpa3HbIC
uHTepnpeTanuu. Tak, yxe B Tpakratax Qpu-
nocodoB J[peBHEro Mupa 000CHOBBIBACTCS
TE3HWC 0 HEOOXOAMMOCTH TAPMOHUYHOTO CY-

IIIECTBOBAHMS YEJIOBEKA M CO3/IJaBa€MOTO UM
obmectBa ¢ Ilpuponoit (Kocmocom, Bce-
JeHHOH, MupoM OoroB). B xon¢ynnancTse,
Ha MyTHU K COBEPIIECHCTBY W CIPaBEAJINBO-
CTH, IJIaBHBIM [JIs 4Y€JOBEKAa NPHU3HAETCS
rapmonust (X3), T0CTUYb KOTOPYIO MOKHO
HCKJIFOUUTENILHO MyTEéM HPaBCTBEHHOTO Ca-
MOCOBEpILICHCTBOBAHMS YEJIOBEKA, CIIylIas
MY3bIKYy W HaCIaxAasiCb KpPacoTOM MHPO-
3nanusi. OMHOM U3 LEHTPAIBHBIX MPoOIEM
B KJIACCHYECKON JpeBHErpeueckor Quro-
couu SBISETCS BOMPOC O COACPKAHUU H
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NyTSIX JOCTUXKEHUs TrapMOHMM. [epakiaut
ONpeeNAeT FapMOHUIO KAK «EIUHCTBO M
paBHOBECHE COCTABJISIOLUIMX MY3bIKaJb-
HOE 1I€JI0€ MPOTUBOMNOJIOKHBIX CTOPOH» [9,
c. 33], oTpaxarouMX BCEJIEHCKHI pasym,
KOTOPBII MbITAETCS MO3HATH YEIOBEK.

[Tudarop Camocckuii yTBepKaall, 4TO
TapMOHHUS — 3TO U €CTh MY3bIKa, CYILIECTBY-
I0ll[asl BHE YeJloBeKa, U co3nanHas Kocmo-
COM, TIPEJCTABISAIOUIMM 0COOBI MOHOXOP,
pa3nenéHHbiil Ha 12 yacrtel, cTpyHa KOTO-
pOro CBA3BIBAET 3€MJII0 U HEOO, OJIULIETBO-
psAsl COBOKYITHOCTh MJEAJIBbHOTO U MaTepH-
anpHOrO. [ludaropeiinpl, oObeTUHEHHBIC
B CHEUUAJbHBIA OpJEH, 3aHUMAJINUCh W3-
yuenueM KocMmoca (yueHue o CTpOCHHH
Bcenennoit, npexie Bcero o 7 miaHeTax),
MaTeMaTHKH (Y4eHHe 0 ynciax, Gurypax u
UX U3MEPEHUSAX) U MY3bIKH (YUYEHHE O rap-
MOHHMH) B UX €IUHCTBE, MoJjaras, 4to He-
OecHbIE Tella B 3aBUCUMOCTH OT MX CKOpO-
cTU BpamieHus u pasmepa (ot CarypHa 110
JIyHBI) 3aHMMAIOT pa3HOE MECTO B CO3J1aH-
Houi [Indaropom auaroHWYecKol IIKayie u
COOTBETCTBYIOT ONPECIEHHBIM 3BYKaM MYy-
3pIKajibHOTO psifa [10].
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Puc. 1. MaTtemaTnueckoe COOTHOLIEHNE
3BYyYaHWs MOHOXOPAQ'

Bcenennaa cama sBisieTcsl My3bIKallb-
HBIM KOHCOHaHCOM u3 12 cdep, mpu 3TOM
Kaxaoi maHete (2-8 cdepsl) COOTBET-
CTBYET OTHEJIbHBIN ITIACHBIM 3BYyK, KOTOPBII
MO’KHO T€Th, [I0O3TOMY B MUPE TOJIBKO CEMb
HOT: 1) sMnupun (HEMOABUKHBIC 3BE3[IbI,
obOutaemble OeccmeptHbiMH); 2) CarypH

(rmacHbiii 3ByKk A, Anbda); 3) IOnutep
(cBamenHbIdt 3Byk E, Dncunon); 4) Mapc
(H, Dta); 5) Conuue (I, Mora); 6) Bene-
pa (O, Omuxkpon); 7) Mepkypuii (Y, Un-
cuion); 8) Jlyna (Q, Omera); 9) Oronp;
10) Bo3znyx; 11) Bona; 12) 3emns [4].

Puc. 2. BceaeHHas B BUAE MOHOXOPAQ?

3eMHas My3blKa, CO3[JaHHas Ha OCHOBE
MaTeMaTU4YeCKONM TapMOHHMHM KaK «CHUHTE-
3a — 00beAMHEHUS Mpezesia U Oecrpenesb-
HOTO» [8], ABISAACH OTPAKEHUEM MY3BIKU
BceneHHOH, MO3BONSET YENOBEKY NO3HATh
Kocmoc, Bce 3araaku muposnanus. Pa3su-
Basi COOCTBEHHYIO AYIY, «3€MHYIO JIHPY»,
YEJIOBEK MOXET MOCTHYbh rapmonuio Koc-
Moca. B mxone mmdaropeiinieB mpoBoau-
JIUCh aKyCTUYECKHE OIBITHI, B XOJI€ KOTO-
PBIX OBUIM OTKPBITHI MPOTOPIIUU MPOCTHIX
YHCEJl, COCTABISAIOIINX OCHOBY MY3bIKaJlb-
HOT'O KOHCOHAHCA: KaK COBEPIIEHHOTO — OK-
TaBa, KBUHTA, KBapTa, Korga HE0OXOIuMO
JIEJICHUE CTPYHBbI, OTBEYAIOILEro MpPOIop-
MM MpOCThIX uncen, — 1 :2;2:3;3 :4n
HECOBEPIIIEHHOTO — B BUJE OOJBIION U Ma-
70 MoaudUKaUld, OTBEUAIOIIUX TOPS/I-
kam 4 : 5 u 5 : 6. Co3gannoe Iludaropom
MaTEMaTU4YECKOE BBIPAKEHUE HHTEPBAJIOB
MEX/y 3BYKaMH T'aMMbI JIMJUMCKOTO J1aja,
TaK Ha3bIBa€MbIN «1IH(paropoB cTpoil», siBU-
JIOCh OCHOBOM JJI1 MY3bIKAHTOB BIUIOTH A0
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XXI Beka, npe1ocTaBiisiss BO3MOXXHOCTh pa-
00TaTh B pa3HBIX TOHATHHOCTAX C HCIIONb-
30BaHUEM BCEX JBEHAJALATH ITOJTYTOHOB
B okraBe. [Iudarop coszman maremaruye-
CKO€ OOBSCHEHHE MY3bIKAJTHhHOTO WHTEPBA-
J1a, TPUMEHSIIOIIEECS U Cero/Hs [4].

B snoxy Bo3poxnenuss 1 HoBoro Bpe-
MEHHU, O3HaMEHOBAaHHOU MM00OeI0i paruo-
Hanu3Ma Haj uaeann3Mom CpelHEeBEKOBbS,
OCHOBAHHOT'O Ha )KECTKOM CJIEIOBAHHUHU LIEp-
KOBHBIM KaHOHaM, MYy3blka W MaTreMaTHhka
CHOBA HAYMHAIOT CPABHUBATHCA B TPyAax
MbiciuTene. Tak, omnpeneneHue marema-
TukH, naHHoe Pene Jlekaprom (Kapres3u-
eM) [6, c. 81], mMpakTUYECKH MOTHOCTHIO
MOBTOPSIET COAEP>KATEIIbHYI0 MHTEpIpeTa-
uuto My3blkun A. @. JloceBriM [8, c. 128].
N Ta, u gpyrasg ompeaensitorcs MbICIH-
TEISIMU HCKIIIOUYUTEIBHO KAaK TapMOHMS,
B KOTOPON BHYTPEHHSSI yHOPSAIOYEHHOCTh
U €IMHCTBO COBOKYITHOCTH €€ CYILIECTBEH-
HBIX JJIEMEHTOB BHEIIHE MPOSIBISIOTCA
B BUJIE OIpEAENEHHBIX CUMBOJOB. Benen-
CTBHE 3TOTO KJIACCUUYECKYIO MY3BIKY «MOXK-
HO paccMaTpHuBaTh KaK 3BYKOBYIO peaju3a-
LIMI0 3aKOHOB MEPBHI, CPETOTOUMEM KOTOPBIX
apnsieTcst apupmeruka» [9, c. 34]. Nnage
TOBOpsI, MY3bIKYy MOKHO CO3/1aBaTh, 3Has
OmnpeleNEHHbIE  MaTeMaTU4ecKue  ajiro-
putmbl. [logoOHOE CyXJAeHHE TMO3BOJSET
MPEIONO0KUTh, YTO MY3BIKAIBHOE MPOU3-
BEJICHUE B BHJIE MAaTeMaTHYE€CKOW MOJIENH,
oOnaaromeld 4UCIOBBIMA  3aKOHOMEPHO-
CTMH, MOXET CO3[aBaTh HE TOJIBKO YEJO-
BEK, HO U JIF00asi BEIYUCIUTENbHASI MAIIMHA,
HE TOBOPS Y’KE O COBPEMEHHOM caM000yya-
IOIIEMCSl UCKYCCTBEHHOM HHTEIIEKTe [2],
HampuMmep TIyOMHHOW HEHPOHHOU CEThIO
[11]. Ilocnennue, co3naBasi My3bIKaJlbHbBIN
pAll, WCIOJB3YIOT MAaTEMAaTHYECKHE aro-
PUTMBI, «OIU(POBBIBAsH), TAKUM 00pa3oM,
MPOU3BEICHHUS BEJIIMKUX KOMIIO3UTOPOB
MPONLIOTO U HACTOSLIETO.

Becnoit 2019 roma 3Byko3amuchiBa-
fomuid eron Warner Music Group 3a-
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KJIFOUMJI aBTOPCKMM JIOTOBOpP HE C 4Ye-
JIOBEKOM, a C HelpoHHOW ceThio Endel,
OCHOBaHHOM Ha UCKYCCTBEHHOM MHTEJLJICK-
T€, C LEJNbI0 CO3JaHUSl «3BYKOBOIO JIaH[-
madTta» (soundscapes) Ha OcHOBE LUPPO-
BOT'O psiZia MOJ ONPENEIEHHOE HACTPOCHUE
yeJI0BeKa, o0Iel YrciieHHOCThIo 20 anb00-
MoB®. Endel siBisieTcst crienuanbHbIM TIPUITO-
KEHHUEM 117151 cMapT(HOHOB — «kpoccruiathop-
MEHHOHM ayauo SKOCHCTEMOW», CIIOCOOHOM
VYUTBIBaTh BpEeMs CYTOK, Korja OyzneTr mpo-
CIIYIIMBATbCSI MY3bIKaJbHAsT KOMITO3HIIHS,
uH(pOpMaILIUS O TOTOJE WIH BBITOIHATHCS
TEJECHbIE U MEHTaJbHbIE JEWCTBUS 3aKa-
3aBILIETO €ro yesnoBeka (MpoOyKiaeHHue, OT-
IbIX, KOHLIEHTPALUsl BHUMAaHMS, CIIOPTUB-
Hasg TPEHHPOBKA U Jp.) C LEIbIO CO3AaHUS
HanOoJiee TapMOHUYHOTO MY3bIKAJIbLHOTO
dboHa TOJ KOHKpETHOTro 3akazuuka. [lep-
BbIC ISITh aIbOOMOB, TOSIBUBIIMECS B Mae
2019 ronma, mpeAcTaBISAIOT cOO0W 0COOYIO
MY3bIKY Il CHa M Ha3bIBAKOTCA COOTBET-
CTBEHHO: <«JSIcHas Houby, «JloXmIuBas
HOYbY», «O0MauHbIi MOJIACHL», «O0IMauHas
HOub» U «TymanHoe yTpo». Ocranbhbie 15
aIb0OMOB MPU3BAHBI OKA3bIBATh BIUSHUE HA
COCTOSIHME YEJIOBEKA, IPU ITOM CO3JaTelu
Endel rapanTupytot, 4T0 HCKYCCTBEHHO CO3-
JaHHasi My3bIKa JI0JKHA MUHUMYM B LIECTh
pa3 yJaydlluTh KOHIIEHTPAIUIO MBICIH WIIH,
B CJTy4yae MOCTaHOBKU MHOM LI, HA000POT,
CHU3UThb HEPBO3HOCTb YEJIOBEKa, YMEHb-
MIATH OECIIOKOMCTBO TIOYTH B YETHIPE pasa.
Cnenyer OTMETHTb, YTO CO3JaHHUE IIO-
TOOHOW «aJNTOPUTMUUYECKOW» MY3BIKH
UMeeT yxke MouTu 60-JIETHIOI HCTOPHIO.
Tak, pabora Xwuiepa u Ai3ekcoHa, 3aBep-
meHHas euie B 1958 romy, mocBsi€HHast
xomneiotepy ILLIAC, sBnsiercss Hanbonee
M3BECTHOM HOBAaTOPCKOW pabOTOW B KOM-
NBIOTEPHOU My3bIKE. E€ MIaBHBIM pe3yib-
tatoMm ctan llliac Suite, cTpyHHBIH KBapTeT,
COCTaBJICHHBIN B COOTBETCTBUU C aJTOPUT-
MHUYECKUM IOAXOJOM «CO3JaHUE U TECTHU-
poBanuey pemeHus npoodnem [18].
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Puc.3. AMepurKaHcknii KoMno3nTop AeaxkapeH Xuaaep
B 3KCMEPUMEHTAAbHON MY3bIKaAbHOM CTyAUN
npu LWKOAe My3blkn YHMBepcuTeTa MAAMHONCa,
1958 roa*

[Ipaktuuecku B TO *€ BpeMst Bo Ppan-
nuu Sunuc Kcenakuc Havaj UCHOIb30BaTh
3BYUYaHHUsI, CTCHEPUPOBAHHBIE C TOMOIIBIO
AIIEKTPOHHO-BBIYUCIUTEILHOW  MAIUHBI
(OBM) 1 crienuanbHbIX POrpamMmm Ha 3bl-
ke Fortran, a B xonne XX Beka Kemans 90-
YUOTIYy TPEJIOKHUII alTOPUTM AJIA CO3/1a-
Hus xopasioB «moxa baxa» [9; 10]. B 1980-x
rogax Jl. Koym, mcrnons3yst My3bIKaabHBIN
unremiekt EMI, (Experiments in Musical
Intelligence), Hauan co31aBaTh MYy3bIKaJb-
HbI€ KOMIIO3UILIUM B CTHJIE TaKUX H3BECT-
HBIX KOMMO3UTOpoOB, Kak: J[. Ckapnarru,
U. C. bax, ®. M. Tajian, B. A. Momapr,
JI. Ban berxosen, ®. Illy6eprt, C. B. Paxma-
HUHOB, C. C. [Ipokodres u ap. OcHOBaHHEM
JUTS CO37IaHUS TOAOOHBIX POrPaMM MOCITY-
xuno yoexxaenue K. D0unoriny B ToM, «4TO
MYy3bIKaJIbHbIE MTPOLIECCHI TAK K€, KaK U BCE
MPOLIECCHI, TPOUCXOsIIMe BO BceneHHou,
OCHOBaHbl Ha TE€HETHUYECKOM peKoMOMHa-
I 00ECIICUCHUSI COXPAHCHUS TPaIUITUI»
[13, c. 106]. Ilo ero MHEHUIO, 1 MalllMHA
Ha OCHOBE IU(POBOTO MOACUYETA TAPMOHHUU
3BYKOB CIOCOOHA C€O37aBaTb MY3BIKY TaK
ke, KaK U KOMIIO3UTOP; 10CTaTOYHO TOJIBKO
pa3zpaboTaTh ONpeneaEHHBINA aJTOPUTM.

Ucnonw3ys momoOHble HapabOTKH, Ha
pybexe XX—XXI Beka cTajd BO3MOXKHBIM
aHajlu3 MPUHIIMIOB COCTABIICHUS MY3bI-
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KaJIbHOTO psiia (My3bIKaJIbHOTO KOHCOHAH-
ca) Ha OCHOBE PEaJIbHBIX MEJIOANN U ObUIH
CO3/1aHbl HOBBIE AJITOPUTMBI, OAPAKABIINE
YK€ CO3aHHBIM aHAJIOTaM’,0CHOBaHHBIC Ha
MaTeMaTUYeCKOM «pa3dope» U Toapaxka-
HUU W3BECTHBIM MY3BIKAJIIBHBIM KOMIIO3H-
muaM. Omnako, B 2010-xX romax co3garorcs
nporpammsl (Iamus, Emily Howell, AIVA),
CIIOCOOHBIE CAMOCTOSITENIHHO CO3/1aBaTh MY-
3bIKaJIbHBIE TPOU3BEICHUS UCKIIFOUUTEIIbHO
B COOCTBEHHOM cTuiie, (IMyTEM TeHEpaInH
3BYKOB M3 Pa3JIMYHOTO POJa KOMIIOHEHTOB),
HO HE CHOCOOHBIE K camMooOyuyeHuw [7,
c. 1127].

Takue HeWipoHHble cetH, kak [BM
Research u The Watson Beat, Ha ocHoBe
CPaBHUTEIBHOIO aHaJIM3a BCETO MY3bIKalb-
HOTO psifla U MY3bIKAJIBHOU KYJIBTYphI Ue-
JIOBEUYECKOW LMBUJIM3ALMHU 32 IOCIEIHUE
ISATh JIET CUHTE3UPOBAJIA JOCTHKEHHS Ye-
JIOBEYECTBA, UCIOJB3ys mporpammsl API,
s3pik Watson Alchemy [12]. Kak ormeua-
€TCA B CIIELIMAIbHOM TUTEpaType, «UCIOIb-
3ys aJITOPUTMbl MAIIMHHOTO OOy4YeHUS,
The Watson Beat crnocoOeH yuuThcsi Ha
NECHSIX, IEKOHCTPYHUPYsI BBICOTY TOHA, Bpe-
Msl, TIOCIEA0BATEIbHOCTh U CKOPOCTh HOT.
B coderanuu ¢ Teopusimu 00 3MOLIMOHAIB-
HBIX peaklusx Ha My3bIKy, The Watson Beat
MOXXET T€HEpUpPOBaTh COBEPIICHHO HOBBIC
MY3bIKQJIbHBIC TAPTUTYPhI, OCHOBAHHBIC Ha
pa3HOOOpa3HbIX MPEANOYTECHUSX WU YyB-
cTtBax» [15], co3maBas He TOJBKO TapMo-
HUYHBIE ()parMEHTBI, HO U 1IEJIbIe KOMIIO3H-
i [16]. Tak, OpuTaHCKUIA MY3BbIKATbHBIN
npoatocep Anekc Jla Kug wucnonbsizoBan
BO3MOXXHOCTH UCKYCCTBEHHOTO MHTEIICKTA
cynepkomnbrorepa IBM Watson kak nctou-
HUK BJIOXHOBEHHMS IPU HANKMCAHUU TECHU
«Not Easy» — nepBoii necuu anps6oma 2016
rofia, COCTOSILETrO U3 YETHIPEX KOMIIO3ULIUN.
B kadecTBe MOATOTOBKM K 3TOMY COTpPYI-
HUYECTBY CYNEPKOMIIBIOTEp MpPOAHATU3HU-
pOBajl KyJIbTYpPHbIE M MY3bIKaJbHbIE J1aH-
Hble 3a nartwierve. CHavala ¢ MOMOILbIO
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API Alchemy Language mammHa ompese-
Jujia caMble TTOMYJISIPHBIE TEMBI 33 KaXKIbIN
NPEbLAYIINI TOJT U3 MATH. AHAJIU3 TPOBO-
JIUJICSl HA OCHOBE TEKCTOB CTaTEl B ra3erax,
COIMAJILHBIX MeJra, aHHOTAIMi K (uiib-
MaM, pedeit HobeneBckux aypeaToB U Tek-
ctoB nieceH u3 Tom-100 yaptoB Billboard 3a
KaXyro Henento. Beero Watson npoanainu-
3UpOBAJ 2,8 MIIH. CTPOK TEKCTA.

Kpowme toro, He cienyeT HeT0OLIEHUBATh
U BO3MOXHOCTb TBOPUYECKOTO «COTPYIHHU-
YECTBa» MY3bIKAHTOB-JIFOJIEW U HEMPOHHBIX
cereil. Tak, IpUHIMNIMAIIEHO HOBBIM CUHTE-
3arop Google NSynth Superc Tak Ha3bIBae-
MBIM OTKPBITBIM HCXOIHBIM KOZOM® CIIOCO-
OCH He TOJBKO CO3/1aBaTh HOBOE 3ByYaHHE,
HO Y MOXET OKa3bIBaTh MOMOIIb MY3bIKaH-
TaM B MOCTHMIKEHUU aJIrOpUTMa MAIIUHHO-
ro oOyuyenusi. B menom TexHonorust Bceraa
Wrpajia BaXXHYI pOJib B CO3[aHUHU HOBBIX
TUIIOB 3BYKOB, KOTOPBIC BIOXHOBJISIIOT MY-
3BIKAHTOB: OT 3BYKOB MCKaXEHUS 10 AJIEK-
TPOHHBIX 3BYKOB CHHTE3aTOpoB. OJIHAaKO
CErofHs JOCTHXEHHS B 00J1aCTH MalTUHHO-
ro 00y4eHHUs U HEMPOHHBIX CETEH OTKPHUIH
HOBbIE BO3MOXXHOCTHU JJISI T€HEpaluu 3BY-
ka. BmecTto TOro, 4roObl KOMOMHHPOBATH
WM cMemwuBarh 3Bykd, NSynth cunTe3u-
PYET COBEPILIEHHO HOBBIN 3BYK, UCIOJb3Ys
aKyCTUYECKHE KauyecTBa OPUTHMHAIBHBIX
3BYKOB, TaK YTO CTAHOBUTCS BO3MOYKHBIM
MOJIYYUTh 3BYK, KOTOPBIU ABIISIETCS, HAIIPU-
Mep, 4acThiO (IICHTHI U YaCThIO CHTapa Of-
HOBPEMEHHO.

7T beme s, wn

[-02.53, 15.05, -01.11, 87,54, 32.%2,
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sssss

2,10k L%, 850,26, .. ] LS o3 06, 0, S
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Ho MOXHO 1M cyWTarh KOMIO3UWIIUH,
CO3/1aHHbIE TAKUM HCKYCCTBEHHBIM MHTEII-
JIEKTOM, MY3BIKOH B TIOUIMHHOM CMBICIIE
3TOTO ci1oBa? My3bIKa — 3TO TApMOHUS 3BY-
KOB, TOJUMHSIIONIAsICS MpaBujiaM, WINA Be-
JUYaiilee UCKyCCTBO, CO3JaHuEe KOTOPOTO
HEBO3MOXKHO MPOCYNUTATh MAaTeMaTHYECKU
U YIOXHUTb B ONpENeIEHHBIH aaroputrm?
besycnoBHo, coBpemMeHHBIE U(POBBIC
TEXHOJOTUU TMO3BOJISIIOT CO37aBaTh MY3bI-
KaJIbHbI€ KOMIIO3UIIMM Ha OCHOBE aHaJIu3a
3aKOHOMEPHOCTEN B3aUMOIEUCTBUS MY-
3BIKH, MaTE€MaTHKH, HO, KaK OTMEYaeTcCs
B Hay4yHOH JuTeparype, HeoOXoauMo 3a-
HOBO OCMBICIUTH UX B ()yHJIaMEHTaJIbHBIX
dbopmax [35, c. 146]. Kpome TOro, HCmiob-
30BaHUE NPWIOKEHUNH I COYMHEHUS
MY3bIKH, YHIPaBIsSE€MbIX HCKYCCTBEHHBIM
WHTEJUIEKTOM, BBI3BIBAET JAHCKYyCCHH 00
aBTOPCTBE TaKOM MYy3bIKH. 311€Ch KIIOUYe-
BBIM SIBJISIETCSI BONPOC O TOM, KaK (PyHK-
UOHHUPYET MY3bIKaJIbHBIA T€HEPaTOp C OT-
KPBITBIM MCXOAHBIM KOJIOM, OCHAIIEHHBIM
UCKYCCTBEHHBIM HHTeJUIeKTOM. [lo cyrtu,
MOJIB30BaTeNb (KOMIIO3UTOP) OEpET MOHO-
(OHMYECKYIO MEJIOINIO U BEIOMpAET JKaHp,
u Watson Beat renepupyeT KOMIO3UIUIO
3a KOMIIO3UIIMEH, TOKa 3TO HE CTAHET Hefle-
TEPMUHUPOBAHHON MOJIENBIO — TaK YTO pe-
3yJAbTaT BCerjaa yHUKajeH. PazpaboTuuku
CUMTAIOT, YTO TEXHOJOTUs OyIeT MCIOJIb-
30BaThCs, YTOOBI BJOXHOBUTH MY3BIKAHTOB
U3 «IHCATeNIbCKOro OJI0Ka», YCTPaHUTH
KAHPOBbIE TNPEAYOeKICHUS WU TMPOCTO
CO3/1aTh MY3bIKY, KOTOPYIO HHU-
KOTJIa HE CIIBIIIAJIA PaHbIIIe.

Opnako, KOrjga peyb 3aXOJUT
0 TOM, KOMY TPHHAIJICKHUT MY-
3bIKa, CO3JJaHHAas MAIIMHOM, Io-
XOXK€, HA y KOr0 HET OJHO3HaY-
HOTO OTBeTa. BhICKa3bIBalOTCS
MHEHMs O TOM, YTO MalllMHA He
MOJKET BJIaJIeTh aBTOPCKUM IIpa-
BOM, KOTOpPO€ [IOJDKHO TIpH-
Ha/JJexaTh €€ Biaaeiblly WIN

Output
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I0JIb30BaTel0. TeM He MeHee, HEOOX0IMMO
IIPU3HATh, YTO AaBTOPCKOE MPABO HA MY3BIKY,
CO3/IaHHYI0 MCKYCCTBEHHBIM MHTEJJIEKTOM,
— 9T0 aOCOTIOTHO HOBas 00JIACTh, TOITOMY
TPYAHO aTh OKOHYATEJIbHBIA OTBET. PaHee,
JIO TIOSIBJICHUSI COBPEMEHHBIX TEXHUUECKUX
BO3MOXKHOCTEH, MBI BCETJIa MOIJIM COIOCTa-
BUTh TBOPEHUE C KOHKPETHBIM YEJIOBEKOM —
€ro TBOPLOM, a, CJIEI0BATEIbHO, U aBTOPOM.
B Oymy1iem ke BO MHOTHX MPOU3BEACHUAX
yKe He OylIeT TBOPYECKOW HCKPHI JTUYHO-
CTH, XOTS, BO3MOXHO, 3Ty HCKPY CMOXKET
COTBOPUTH CBEPXCUJIbHBIA HUCKYCCTBEHHBIN
UHTEJUIEKT. W Torma yxe ¢ 1opuaudeckoit
TOYKH 3PEHUS BCTAHET BOIIPOC: YTO JENaTh,
€ClIi aBTOPCTBO He OydeT COOTHOCHUMO
C KOHKPETHBIM Y€JIOBEKOM ?

Jlns ycTpaHeHus: BEPOSITHBIX MPoOiIeM
C aBTOPCKUMHM TIpaBaMu B OyAyIIEM MOXHO
MMOCOBETOBaTh MY3bIKaHTaM (PUKCHPOBATH
(haKTUYECKYIO 3aITUCh MY3BbIKH U BECh TBOP-
YeCKUH mpolecc, 4To0bl JOKa3aTh aBTOP-
CTBO M YTO HEHPOHHBIE CETH HMCKYCCTBEH-
HOI0 MHTEJUJIEKTAa MCHOJb30BAJIMCh TOJBKO
B KauecTBe MHCTpyMeHTa. Tak kak Watson
Beat BCE emmi€ HaxoauTca Ha paHHUX CTaJlU-
SIX BHEIPEHMUsI, TPYJHO TOYHO CKa3aTbh, Kak
ATa ynpapisieMass UCKYCCTBEHHBbIM WHTEJ-
JIEKTOM T€XHOJIOTHSI COUMHEHUSI MY3bIKH T10-
BJIMSIET HA 3aKOHOJATEIILCTBO 00 aBTOPCKUX
npaBax. OJIHAKO, ITOCKOJIBKY W3MEHEHMS
HEN30€KHBI, 111 MY3bIKAHTOB, UCIIOJIb3YIO-
MIUX JOCTHKEHUS NU(PPOBBIX TEXHOJIOTHH,
BO3HHMKACT HACTOSATEIIHbHAS HECOOXOIMMOCTH
JIOKyMEHTaJbHON (HUKCAIlUU Pe3yIbTaTOB
CBOETO TBOPUYECKOTO ITpoLecca.

Urak, Ha BOmpoc, MOXKET JIM COBPEMEH-
HBbI MCKYCCTBEHHBIN MHTEJIEKT CO3/aBaATh
MY3bIKy KakK pe3yjbTar TBOPYECKOIO IMpo-
1ecca i COBpEMEHHOIr0 00IIIeCTBa, OTBET,
0e3ycioBHO, — Aa. OgHaKko OyayT JIM TaKue
KOMIIO3UIIMU TAKXE TPOraTh AYIIU JIIOAEH,
U TOPOAUT JIM MAlllMHA JEUCTBUTEIHHO
BEJIMKOE TPOU3BEIICHUE, MOKAXKET TOJIBKO
BpeMsi. My3bIKaJIbHbIE IPOU3BEACHUS, CO3-
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JAaHHBIE UCKYCCTBEHHBIM MHTEIIEKTOM, KaK
U «YeJOBEYECKas» My3blKa, MOTYT OBITbH
OLIEHEHBI, 110 HaleMy yOeKIeHUIO0, HCKITIO-
YUTENIbHO CyObEKTUBHO. TeM He MeHee,
MPU3HAHUE 32 UCKYCCTBEHHBIM HMHTEJUICK-
TOM CIIOCOOHOCTH CO3/1aBaTh MY3bIKY OyIeT
CIPABEJIMBBIM JIMIIb B TOM CIlIy4ae, €ClIH
ONpEAeNATh MY3bIKAJIbHOE MPOU3BEACHHE
TOJIBKO KaK MY3bIKY, TApMOHUIO, MIPEACTaB-
JSIONTYI0 OCOOBIM MareMaTU4eCKuu psi,
WM KaK MOJIETMPOBAaHUE TBOPUYECKOIO MPO-
necca. Ho ecnm COOTHOCUTH HMCKYCCTBO
JUIIb C WHAUBUIYAIbHBIM TBOPYECTBOM,
TO HEUPOHHBIM CETAM, II0JIaraeM, 3TO HE10-
CTyIHO. « TBOpUECTBO — 3TO CBOOO/IA MBbIIII-
JICHUSI U BHYTPEHHUHN MOUCK, SMOLIUOHAIb-
HBIN NOABEM M CAaMOIIOTPYy>KEHUE B ITTyOUHBI
Oecco3HaTeIbHOr0, 0CO3HaAHHAsT HEOOXOAH-
MOCTb U UHTYUTHUBHBIM IPOPBIB, MONET BHY-
TPEHHETO “4” BO BHEIIHEE MPOCTPAHCTBO,
SHEPreTHYECKUM BCIJIECK U “OpoxeHue”
aymm» [3, c. 231]. TBopuecTBO, KaKk BbI-
pakeHHe TajlaHTa BOBHE, JIOCTYIHO HE Ka-
XKIOMY 4eJIOBEKY. MBI TOBOPUM HE O TBOp-
YeCTBE KaK CO3MJAHUU YEro-T0 HOBOIO,
a 0 TBOPUECTBE KaK O3apEHUH, B PE3yJIbTaTe
KOTOPOTO BO3HUKAET HE MPOCTO rapMOHMUS,
a OULIYUIEHHE IPEKPACHOTO M BEJIHUKOIO,
TOT0, YTO OIPEIEISIETCS OLIYLIEHUEM «Kpa-
CcOTa CHace€T MUP».

Cnenyer 4ETKO pa3nuyaTb MOHATHUSL
«TBOPUYECTBO» U «TBOPYECKUU MPOLECCH.
N ecam mepBoe moka HE MOXKET COOTHO-
CUTbCS C COBPEMEHHBIM HCKYCCTBEHHBIM
MHTEJIEKTOM, TO TIOCJIETHEE — BIIOJIHE BO3-
MOXHO. « TBOpYECKHUI MTPOLIECC B CUCTEMAX
C HCKYCCTBEHHBIM MHTEIJIEKTOM MOXHO
MPEICTaBUTh KaK JUIALIEECS BO BPEMEHHM
LeJIeHanpaBjIeHHOe MpeoOpa3oBaHue, MOJ-
pasymeBaroliee OTpakeHHE Kakou-1ubo
00JIaCTH JEUCTBUTEIIBHOCTH M KOHCTPYH-
pOBaHME HOBOTO Npoaykra» [7]. B To Bpe-
Msl KaK TBOPUYECTBO — 3TO, MPEXKJE BCETO,
SMOLIMOHAIILHOE BO30YXJIE€HHUE TOrO, KTO
CIIylIaeT, CMOTPHT, OCSI3a€T MPOU3BEACHHE
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UCKYCCTBa, NIO3TOMY BOCHPHSITHE YE€JIOBE-
Ka ONPENEISET, SABIAETCA JU KOHKPETHOE
IIPOU3BEICHUE UCKYCCTBOM WM HeT [17].
CoBpeMeHHbIE HEUPOHHBIE CETH MOTYT CO-
30aTh TeHUAJbHYI0O CUM(OHHUIO WIH CoYe-
TaHue pU(M, MPABUIBHO OPTaHU30BAHHBIX
rpaduuecku, HO UMb MPU3HAHKUE UX YEJIO-
BEKOM B Ka4€CTBE NPOU3BEIACHUS MTO3BOJIUT
BCEMY JTOMY OOpECTH CTOJb >KEJIaeMbIi
MHOTHMHU CTaTyC — JEHCTBUTENBHO OBITH
HCKYCCTBOM, a HE Ka3aThCs UM.
JanpHeiee pa3BUTHE YEJIOBEYECTBA
U €ro BO3MOXHOE€ TPaHCTYMAaHHCTHYECKOE
Oyaymiee, Korna TIpPOM3OUIET CpaliuBa-
HHE €CTECTBEHHOIO pa3yma C MCKYCCTBEH-
HbIM MHTEJUIEKTOM, MOXET pPa3BUBATHCS
0 HecKoJbKkUM cueHapusm [1]. IIpu nec-
CUMHUCTUYHOM BapHUaHTE€ — YEJIOBEYECTBO

2020,2

YTPaTUT COCOOHOCTh TBOPUTH B BBICOKOM
CMBICJIE 3TOTO CJIOBA, U TOTAA CaMO IOHs-
THE MY3bIKaJbHOIO IMPOU3BENECHUS OyaeT
CBEICHO K MOJIEJISIM HOBBIX KOMITO3UIIUHN U3
CYLIECTBYIOIIMX 37eMeHTOB. OmHAaKO BO3-
MOYKHOCTb peaju3alliyd NoA0OHOro CleHa-
pUsi MPOTUBOPEYUT OCHOBOIOJIATAIOIIIM
¢unocopcKkuM NpUHIUIAM [TEPMAHEHTHO-
TO Pa3BUTHS ABJICHUI 00bEKTUBHOM U CyOb-
€KTUBHOM peaslbHOCTH, Ky/a CIeAyeT OTHO-
CUTb U MY3BIKY KaK sSIBJIEHHE CyObEKTHUBHOE
M0 TPOUCXOXKIACHUIO, HO OOBEKTUBHOE IO
croco0y cBoero cyiiectBoBaHusi. B To xe
BpeMs HE CIEAyeT OTpULATh U 3HAYUTEIIb-
HYIO pOJib HOBBIX MH(MOPMAIMOHHBIX TEX-
HOJIOTUA M HCKYCCTBEHHOI'O HWHTEJIEKTa
B IIOCTYIIATE€JIBHOM IIPOrpecce uesoBeye-
CTBa, BKJIIOUas U cepy UCKYCCTBA.
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O KapHaBaAbHOCTM YAMHYHOM MY3bIKM: NMPA3AHUK M paboTta

B crarbe naércs uHTEpHperanys MPOTHBOPEUYMBBIX ACIEKTOB SBJICHUS YIUYHON MY3BIKH
Ha OCHOBE aHajM3a KapHABAJIbHOCTH Kak €€ CyIIHOCTHOro cBoHcTBa. C MCIIOIB30BAHUEM
TUTOJIOTUYECKOTO METOJla TOKa3aHa B3aMMOCBS3b YIMYHOM My3bIKH W (CHOMEHA KapHaBaJia.
PackpbIBaroTCsi OCHOBHBIE XapaKTEPUCTUKH 3TOM B3aUMOCBSI3U: AKCHAHCHSI B JIOKYCHI ITyOJIMYHOTO
MIPOCTPAHCTBA U UX TPAHC(HOPMAIIHST; «TETICCHASD PEATBHOCTD JICHCTBA; UTPOBOM XapaKTep; CO3AaHNE
CUTYaIIy TOMUYECKOM CBOOO/IbI; CHATUEIPUBBIUHBIX OTPaHUYCHUI; Ha/1-00bIIeHHAS TIPA3THUYHOCTH;
CHenU(UIHBIN  MOIYC TapOIUHHOCTH; 3PEHIIHOCTh, TOJMKAHPOBOCTh. (DYHKIIMOHATHHBIN
MOAXOA NMPUMEHEH ISl XapaKTEPUCTUK IPOSBIICHUS KapHABaJbHOCTU B JCSTEIBHOCTH YJIMYHBIX
MY3BIKaHTOB. J[0Ka3bIBaCTCS, YTO C YXOIOM TPATUIIMOHHBIX HAPOAHO-KAPHABAIBHBIX (DOPM YIHIHAS
My3bIKa BOCITPOM3BOJIUT KapHABAJIBHBIE YEPThl B COBPEMEHHOM KYJIBTYPHOM ITPOCTPAHCTBE,
BBHITIOJIHSAS AKTyaJIbHBIE KOMIICHCATOPHBIE M KPEATUBHBIC (DYHKIIUHM: CIOHTAHHON JSCTETHU3AIIUN
MyOJIMYHOTO TPOCTPAHCTBA; CO3JIAHUS CHUTYyallUid >KMBOTO, HEOMOCPEIOBAHHOTO OONICHUS U
COTBOpUECTBa; (GopMUpOBaHHS HAA-O0BIICHHOTO MPAa3IHUYHOTO HACTPOS. J[aHa KPUTHKA TIOAXO/IOB,
aOCOITIOTH3UPYIONIUX B YAUUYHOU MY3bIKE TEHJICHIIMHA CONMPOTUBIICHUS! YCTAHOBJIEHHBIM COIIUATBHBIM
nopsinkaM. C MprUMEHEHUEM CHTYaTUBHOTO TIO/TX0/1a 000OCHOBAHA CIICIIM(UIHOCTh IIEHHOCTH YIIMYHON
MY3bIKH B XyJJO’KECTBEHHOM U BHEXY/I0’)KECTBEHHOM KOHTEKCTaX. ApryMEHTHUPYETCS TPABOMEPHOCTh
Y TUIOZA0TBOPHOCTH MMPUMEHEHHSI KOHIIENTA KAPHABAJIBHOCTH B aHAJIM3€ B3aUMOOTHOIIICHUHN YIIMYHON
MY3bIKH U MHCTUTYIUH, pEIAMEHTUPYIOLIUX MOPSIIKK MyOJIMYHOT0 pocTpaHcTBa. KapHaBalbHOCTH
MOKa3aHa KaK OJJHA M3 CYIIHOCTHBIX XapaKTEPUCTHK, 00CCIICUNBAIOIINX HEYCTPAHUMOCTD YIIMIHON
MY3bIKH 3 COBPEMEHHOTO KYJIETYPHOT'O POCTPAHCTBA.

KaroueBsle ciioBa: YiIn4Hasa MYy3blKa, KapHaBaJl U KapHABAJIbHOCTD, Hy6J'II/I‘{HOC IMPOCTPaHCTBO,
npasgHUYIHOCTD.
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About the Carnival Features of Street Music: Festivity and Work

The article provides interpretation to the contradictory aspects of the phenomenon of street
music on the basis of carnival traits as its essential features. The application of the typological
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method shows the interconnection between street music and the phenomenon of carnival. The
basic characteristic features of this interconnection are disclosed: expansion of public space into
loci and their transformation; the “corporeal” reality of action; the playing character; the creation
of conditions of utopian freedom; the removal of the usual limitations; supra-ordinary conviviality;
a specific modus of farcicality; stage appeal and poly-genre qualities. A functional approach is
applied for characterizations of manifestation of carnival features in the activities of street
musicians. Evidence is provided that with the disappearance of traditional folk carnival forms
street music replicates carnival features in contemporary cultural space, carrying out the pertinent
compensatory and creative functions: spontaneous aestheticization of public space; the creation of
conditions of vivacious unmediated communication and co-authorship; the formation of a supra-
ordinary festive mood. Critique is administered to approaches which absolutize in street music
the tendencies of resistance to the standard social orders. Application of the contextual approach
helps substantiate the specific features of the value of street music in the artistic and extra-artistic
contexts. The validity and fruitfulness of application of the concept of carnival features is validated
in the analysis of the interaction between street music and the institutions which regularize the
ways of public space. Carnival features are shown as comprising one of the characteristic features
providing the irremediableness of street music from out of the space of culture.

Keywords: street music, carnival and carnival features, public space, festivity.

CMBICIICHHE YJIMYHOH MY3bIKM B €€  CIIeIOBaHUI B 00JIACTH CO3aHUS MY3bIKH U
HMCTOPUYECKOM OBITHM U COBPEMEH-  HUCIOJHUTENbCTBA [6, p. 454]. [Ipuuém naxe

HOM 3ByYaHUHU MPUBOJUT K KOHCTa- KOIJA 3TO SIBJICHHE IPUBJIEKAET HHTEPEC,

TalUM JBOMCTBEHHOCTH M TNPUHUMUIHMAIL- B OLEHOYHBIX CYKJIEHUSIX BO3HUKAIOT CyIlle-
HOW HEOMpeneaEHHOCTH H3TOro SBJICHUs, CTBEHHbIE pa3HouTeHMs. bosee Toro, B psjae
€ro BHETOJIOKEHHOCTH TPHUBBIYHBIM, YCTa-  CIy4aeB YAWM4YHAsh My3blKa, MO CYTH, BOOO-
HOBJIEHHBIM TOpsiiKaM *u3HU. [lomoOHble 1€ BBIHOCUTCS 3a MpENeibl MYy3bIKaJIbHOU
CBOICTBA O0O3HAYAIOTCA KAaK HEONHO3HA4Y-  KYJABTYpPhl U XyJOKECTBEHHOTO KOHTEKCTA.
HOCTb, MIPOTHBOPEYMBOCTh U NIByCMbICIeH- Ha 5T0, Hampumep, oOpamiaer BHUMaHHE
HOCThb CTaryca YJAM4YHbBIX My3bIKaHTOB [9, Ilom Yorrt, 3amaromuiicss puTopudecKkum BO-
p. 158; 11, p. 199]. Hecnyuaiino Maiikn bu-  mpocoM: modeMy Npy ONHUCAHUM 3HAYEHUSA
BaTep NpeJiaraeT pacCMarpyBaTh YIUYHYI0  YIMYHOM MY3bIKM B OTKPBITOM 3BYKOBOM
MY3BIKY 4Yepe3 MpHU3My JIMMHUHAJIBHOCTH [7, JaHamadTe MCHONb3YyeTCs YHUUMKHUTEIb-
p. 97], TO €cTh, COCTOSIHUSA MPUHIIMITUATBHON  HBIA TEPMUH «IIyM», a HE «3BYYaHHUE» U TEM
MPOMEKYTOUYHOCTH, TIEPEXOTHOCTHU KaK CYI[-  0O0JIee «My3bIKa», 4TO CTABUT MOJI COMHEHHE
HOCTHOW XapaKTepUCTUKHU 3TOTO SIBICHUS €€ HeHHOCTH [13, p. 4]. bptoc JI>koHCOH naxe
B KyJIBTYpHOM npocTpaHcTBe. [logo0Has He-  KaTeropuyHO yTBEP)KIAET, UTO B MYy3bIKaJIb-
ONPEAEIIEHHOCTh HE TOJIBKO CYIIECTBEHHO  HOM ILIAHE IPOU3O0IIEN «CIBUT B TIOHUMAaHUHU
3aTpyAHSET IOHUMAHUE U OLICHKY SIBIICHUS,  YJIMYHOIO MCIIOJIHEHUS OT pa3BJIeKaTeIbHON
HO U JIeJIaeT €ro HEAOCTaTOYHO MpPHBJIEKa- MY3bIKM K BYJIbIapHOMY M OTBPaTHTEIbHO-
TEJIbHBIM B Kaue€CTBE OObEKTa U3YUCHUS. My mymy» [ 10, p. 78], B cuity uero pedb Bo-
[Io oTOlf mpuuMHE HEYAMBUTENbHO, 00wIe UAET 00 «ucyesaromem Buae» [Ibid.,
YTO YJIMYHbIE MY3bIKAaHTBI, KAK OTMEYAIOT  p. 67], B TO BpeMs Kak JpyrHe HUccieroBa-
A. benner u U. Pomxkepc, penko okas3plBa-  TEIM KOHCTAaTHUPYIOT «pacTyllee MpHUCYT-
JIUCh B LIEHTPE COBPEMEHHBIX HAYYHBIX UC-  CTBHUE YIMYHOIO MY3bIKAHTAa B TOPOJICKOM
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3BYKOBOM saHamadTe» [6, p. 454].

OTU ¥ MHOTHE JIpyTU€ aCNEeKThl «CTpaH-
HOCTEW» YIUYHOU MY3BIKH JIEJIAIOT LIEJIECO-
0o0pa3HbIM TOUCK OCHOBAHHM, C TO3UIIMH
KOTOPBIX JTAHHOE SIBJIEHHE MOXXHO YBUJETb
KaK LEJOCTHBIH M OTHOCHUTEIBHO HEMpO-
TUBOPEUUBBIN (peHoMeH. OJHUM M3 TaKuX
OCHOBAaHMM, KaK NPEACTABIAETCS, CIIYyKUT
KYJIbTYpHO-UCTOPUYECKOE U (PEHOMEHab-
HO€ POZCTBO YJIMYHOU MY3bIKH U KapHaBaJia
KaK COLIMOKYJIBTYpHOro Tuna. Takasi cBs3b
MOKa HE cTajla MPEeIMETOM CKOJIb-HUOYIb
OCHOBATEJIBHOTO aHAJIM3a, XOTS OTAEIbHBIC
YIIOMHHAHHUA BCE )K€ BCTpevaroTces (CM., Ha-
npumep: [5, c. 172; 11, p. 203]). Bmecre ¢
TEM, €CTh OCHOBaHMS MoJlarath, YTO KapHa-
BaJIbHOCTb BBICTYIAE€T CYILIHOCTHBIM CBOIi-
CTBOM YJIWYHOW MY3BIKH, OOBSCHSIOIIUM
onpenenéHHble 0coOeHHOCTH €€ OBITOBa-
HUS B KyJbTYPHOM IIPOCTPAHCTBE.

CrnenyeT yTOUHUTH COOTHOILIEHUE MTOHS-
TUH «KapHaBaJl» U «KapHaBaJbHOCTHY. [1ep-
BOE€ O3HA4YaeT HMCTOPUYECKH CIIOKHUBLIMI-
CS TUIl MPa3JHUYHO-3PENIUIIHOIO JIeWCTBA
C COBOKYITHOCTBIO MPUCYIINX EMY CBOMCTB.
[Ton «xapHABaJILHOCTBIO» K€ MOHUMAeT-
Csl OLLYTUMOE BOIUIOIIEHUE ITHUX CBOWCTB
B SIBJICHUSX, CYIIECTBYIOLIMX BHE KapHa-
BaJILHOTO TPOCTPAHCTBA, HO THUIOJOTHYE-
CKM C HUM CBSI3aHHBIX. Takou pakypc mo-
3BOJIsIeT Oosiee MPEAMETHO PACCMOTPETh
TUTIOJIOTUYECKHE COOTHONIICHHS 3TOro (e-
HOMEHA U SBJICHUS YJIMYHON MY3BIKH.

B 3TOM KOHTEKCTE BechbMa CYIECTBEH-
HBIM SIBJISIETCS] 0COOBIN CI10CO0 MPUCBOCHUS
KyJIBTYpHOTO IipocTpaHcTBa. Kak u3BectHo,
KapHaBaJj BO3HUKAET B HEM, BpDEMEHHO Ipe-
phIBasi OOBIYHBIC MOPSAKKA M Hapylias Io-
BCE/IHEBHBIE CTPYKTYPBI, TEM CaMbIM (YHK-
LHMOHAJIBHO W CMBICIOBO TpaHChopMUpys
MECTO CBOETO ocylecTBieHus. To xe camoe
MIPOUCXOJIUT B CUTYALIMH YIUYHOW MY3bIKH:
WCTIOJHHUTENH, JUIIEHHBIE OQUIIHAIEHOTO
cTaryca u Mo CyTH MPEACTABISAIOIINE TEPH-
(depuro couuanbHOrO MPOCTPAHCTBA, «OK-
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KyHUpPYIOT» €ro IyoJu4Hble JIOKychl. Me-
CTa WX BBICTYIUICHUH 00pa3zyloTcs MyTéM
«CAaMOYHMHHBIX» TpaHcopmaluii, «mepeo-
JI€BaHUsS» MPOCTPAHCTBA, CO3JaHUSI B HEM
00pa3oB My3bIKaJIbHO-3PETUIITHBIX JICUCTB.
B sToMm kapHaBaibHOM, IO CYTH, IIpOLIECCE
peoOpa3oBaHus MPOCTPAHCTBA HEMOCPE/I-
CTBEHHOE ydYacTHE€ MPUHUMAIOT M TIPOXO-
YK€, CO3/Ial0IIMEe CIIOHTAaHHYIO ayTUTOPUIO:
BKJIIOYASICh B CUTYAIIMIO, OHU «PaJUKaIbHO
pa3pylIaroT MPUBBIYHBIE €XEIHEBHBIC TO-
psanku ropoaa» [8].

B TaxkoMm nelicTBe HaXOOMT BOILJIOIICHUE
CBOMCTBO, TaKXXe CBSI3YIOIIEe KapHaBaJl M
YAUYHYIO MY3BIKY: 0CO00€ COYeTaHUE yTO-
MUYECKOTO W PEeajbHOTrO IUIAHOB OBITHSL.
KapnaBany mnpucymie civsHue uaeaibHO-
YTOIMMYECKOTO M PEATLHOTO B MPa3THUYHOM
xpoHotonie. M. M. baxTua o603HadaeT 310
KaK BPEMEHHBIH BBIXOJ] B CBOOOIHBIN OT BCS-
KOM YTUJIMTAPHOCTH M MPAKTUIIM3MA TTpa3l-
HUYHBINA yTonuueckuit mup [2, c. 303].

3BydyaHH€ MY3bIKAIbHOW CTPYKTYpbI
o0OpasyeT JIOKyc, B KOTOPOM IPOCTPAHCTBO
npeoOpa3yercs W3 MOBCEAHEBHOTO B Ha-
OOBIZICHHOE, HAJIEIIeMOe TPa3IHUIHBIMA
yeptamiu. [lo cyTH, B 3T0M QyHKIIMOHATIEHO
MIPOSIBIISIETCS. CBOCOOPa3HOE KapHABaJIbHOE
«TEPEOACBAHUE», «(IEPEBEPTHIL), Urpa
OJTHOTO B Jpyroe. B pesynbrare BO3HHKa-
€T CUTyalHUsl CIIOHTAHHOTO, HO OLLyTHUMOIO
MPUOOIICHHSI K TOMY, 4T0 baxTuH Ha3bIBaeT
«BECENMBIM BpEeMEHEM», Tojlarasi ero «oo-
MM 3HAMEHATeJIeM BCEX KapHaBaJIbHBIX
yept» [Tam xe, c. 243]. Takue cocTosTHUS
MUMOJIETHBI, HEJOJITOBEYHBI, OJHAKO OHU
MEPEKUBAIOTCS BIIOJIHE PEAIbHO W TIpe-
CTaBJISIIOT CITy4dail KpaTKOCPOYHOTO OCBOOO-
KICHUSI OT Tpecca MOBCEIHEBHBIX MOPSI-
KOB: YTOIMYECKOE W PEaJIbHOEC BPEMEHHO
CJIMBAIOTCS «B ATOM €IMHCTBEHHOM B CBOEM
poJie KapHABATHLHOM MUPOOIIYIIIEHUW [TaM
xe, ¢. 16]. Tem cambiMm, yauyHas My3bIKa
B crnenu@UUHOM MOAYCE MaTepHAIH3yeT
MIPUCYIIYIO KaPHABAIBHOCTH «yTOMUYECKYIO
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MeuTy» O MyOIMYHOM MPOCTPAHCTBE Kak
10JI€ JJIL UTPHI U TBOPYECTBA, CO3JaBas, 11O
BeIpakeHUt0 A. bennerra u 1. Pomxkepca,
3 (EKT «KOIJIEKTUBHON (PaHTACTHUKH TIO-
BCEJIHEBHOM >xu3Hm» [6, p. 457].

Bwmecte ¢ TeM, (yHKIMOHAJIBHO-CMBIC-
JIOBOE POJCTBO YJIWYHON MY3bIKA U KapHa-
BaJIa MPOSIBIISIETCS U B 0COOOM MOJTyCe HEIo-
CPEICTBEHHOM TEJIECHON PEAJBHOCTH TOTO
U Ipyroro. YMeCTHO BCIOMHUTh MHOTOYHC-
JIeHHbIe cyxaeHHus baxTuHa 00 umocracsx
TEJIECHOCTH KapHaBasa. /[ Hac BaykHa ero
TOYHAsE MBICJIb O MPUCYIIEH KapHaBAJIbHO-
My HPOCTPAaHCTBY NMOJJIMHHON 4YEJIOBEYHO-
CTH OTHOILICHM, BOZHUKAIOIIECH HE B BUPTY-
aJTbHOCTH BOOOpaKEHUSI WJIM aOCTpaKIIUH,
a B peaJIbHOM I1epEKUBAHUU KUBOTO MaTe-
pUaIbHO-4YyBCTBEHHOIO KOHTaKTa [2, c. 15].
Takas HamIsAHAs, KOHKPETHO-UYyBCTBEHHAS
[Tam ke, c. 11] TenecHOCTH BOILTOIIAETCS
U B YIUYHOU MY3BIKE, COCTABIISASl OJHY W3
e€ ocobenHocrteld. OHa BO3BpAILlAET B KYilb-
TYpHOE IIPOCTPAHCTBO CUTyallMd PEaJbHO-
ro MYy3ULHUPOBAHMS, KOTAA MPEACTAOIIMMA
«BO TUIOTH» UCIOJIHUTENb «OTEJIECHUBACT)
caM aKT MY3ULHUPOBAaHUS U TBOPUT MEJIO-
JIMIO B HEMTOCPEACTBEHHOM OOIICHUU U CO-
TBOPYECTBE C €r0 MMyOJTUKOM.

Hacnenys ot kapHaBama Hemocpen-
CTBEHHYIO TEJIECHOCTh BOIUIOIIECHHUS, YINY-
Hasi My3blKa B OILLYTUMOW Mepe crocoOHa
YAOBJIETBOPATH MOTPEOHOCTh B «IIPOU3BOI-
CTBE MPHUCYTCTBUS», TO €CTh, IEPEKUBAHUU
pealIbHOCTH JIEICTBA, KYIBTYPHYIO LIEHHOCTh
KoTOopor momueékuBaer X. Y. ['ymOpext
[3, c. 32]. YiuuHBI My3bIKaHT MpeoaoJIe-
BaeT JEHUCTBYIOIIME B OOBIYHOW CUTYyaIlMu
orpaHuyYeHus, o0pasysl TOT CaMbIi «BOJb-
HbI (DaMUTIBSPHBIM KOHTAaKT», KOTOPBIM,
N0 MbICIM baxThHa, COCTaBISAJ CMBICH
KapHaBaJIbHOTO MHUpoouryieHus [2, ¢. 15].
Hepenku citydan, korna ciaymareny nojre-
BAIOT UCIOJHUTENSIM, TaHLYIOT, BCTYIAIOT
B Pa3roBOp C My3bIKAHTaMU U T. J1, TO €CTb,
BKJIFOYAIOTCSl B CUTyallMM BOJIBHOIO, CIIOH-
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TAHHOTO ¥ He(OPMAIN30BaHHOTO OOMICHUS
B KaueCTBE IPSMBIX COYYaCTHUKOB TaKOI'O
cneruuIHOro (M JT0CTOBEPHO PEalibHOTO)
UTPOBOTO aKTa.

B a>TOM cMbICIE BaXXHO OTMETHTH, YTO
B MOJJOOHOM OOIICHUH OIIYTUMO MPOSIBIISI-
I0TCSl UTPOBBIE UepThl. Kak M3BECTHO, BCEM
KapHaBaJIbHBIM (OpMaM TPHUCYIEC BBIpa-
KEHHOE UTPOBOE HAYaJIO, B YéM OHU OJU3KH
K TeaTpajbHO-3PENIUIIHON KYIbType [Tam
xe, c. 11]. D10 KapHaBaIbHO-UTPOBOE Ha-
4aj0 OTYETIIMBO MPOSABIISIETCS U B YIMUYHOU
My3bIKe. [Ipyuém €€ UrpoBbie acleKThl HE
00yCJIOBJIEHBI TOJBKO MY3bIKaJIbHO-XY/I0-
KECTBEHHBIM COJEpKaHUEM. 371eChb CaMO
MpeBpalleHrne JIOKyca OOBIICHHOTO ITy-
OJMYHOTO MPOCTPAHCTBA B «CLEHY» MPUBO-
JUT K TOMY, UTO yJIMLA «UTPAET» B KOHLIEPT-
HBIN 3a1, 3cTpany u aaxe uupk! Ilo cyrw,
YIUYHBIN UCTIOTHUTEh MPEACTAET B 00pasze
(«urpaet») KOHLEPTHPYIOIIETO MY3bIKaH-
Ta, KOTOPBIH, B CBOIO OuY€pe/b, CIIOCOOCH
MEPEBOIUIOIIATECS B 00pa3bl pa3iINYHbIX
NepCcoHake. B Takoil cUTyaluu BaKHBIM
OKa3bIBAETCSl HE CTOJIBKO CaM YPOBEHb MY-
3BIKAJILHOTO MCIIOJIHEHUS, CKOJIbKO UMEHHO
3Ta Urpa C MY3bIKOH, CO 3PUTEISIMHU, IPYT
C IIpyroM, HaKOHEII, UTPa «B MY3bIKAHTOBY,
B XOZI€ KOTOpO# 17151 co3aaHus o0pa3a BKIIIO-
YaIOTCsl AIEMEHTHI TAaHTOMUMBI, OyddoHa-
Ibl, TAHIA U MY3BIKAJIbHON SKCLEHTPHUKH,
KOCTIOMBI U TpuM [4, c. 99].

OpnHako Jaxke B Te€X ciyyasx, Korja mo-
NOOHBIE TeaTpaTu30BAHHBIC SJIEMEHTHl HE
WCIIONIb3YIOTCS, WIPOBasi CHUTYyallUsl TaKke
BO3HUKaeT. [IpucBoeHNE YIUYHBIMH MY3bI-
KaHTaMH JIOKYCOB TOBCEIHEBHOTO IyOIny-
HOTO MTPOCTPAHCTBA CaMo TI0 cede yKe Mpe-
CTaBJIsIeT CBOe0Opa3Hyto urpy. Takue mecra
YCIOBHO-BPEMEHHO  «00OpauYnBarOTCs»
B 3PEJIUIIHO-UTPOBBIE 30HBI, B KOTOPBIX
pasbIrpbIBacTCs 0co0asi, Haa-OObIACHHAS
KHU3Hb, IPUYEM C HEIOCPEICTBEHHBIM y4a-
CTHUEM CIIOHTAHHOMW ayIUTOPUH, TEM CaMbIM
MpsIMO BKJIIOYAIOIICHCST B YCIIOBUSL 3TOU
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urpel. HakoHel, urpa B MIMPOKOM CMBICIIE
COCTOWT U B TOM, YTO B CUTYyalluu YIUYHOUN
MY3bIKH €€ YYaCTHHKU JEUCTBYIOT TaKuM
obpaszoM, uto B Helt Paspnedenue (my6mu-
k#) obopauuBaetcs Pabotoii (My3bIKaHTOB),
a ux Pabora npeoOpa3zyercs B Pa3zpneuenue
(nns aynuropuun). B xome aToro nesitenb-
HOCTh MY3bIKAaHTOB 00pa3yeT NTUHAMUYHBINA
CIUIaB  «Pa3BJICUCHUM, CaMOBBIPAKECHHUS,
He(OpMabHON SKOHOMUKH U COIIMAJIbHBIX
B3aUMOJICUCTBUI [8].

Yro ke KacaeTcsi OCOOEHHOCTEH Ha-
3BaHHBIX COIIMAJIBHBIX B3aHMOACHCTBUA,
H. T'un30ypr BbICKa3bIBAET MO3UIINIO, KOTO-
pYIO pa3fensieT W psl APYyTHX UCCIeN0Ba-
tenei (cm., Hanpumep: [ 10; 11]). Cornac-
HO 3TOM TOYKE 3pEHMSs, yIWYHAs MY3bIKa,
npenacrarommas crenuuanoit hopmoit mpo-
CTPAaHCTBEHHOI'O CO3HAHUS, BOIUIOIIAET
UJCI0 CONPOTHUBJICHUS, MPOTUBOCTOSHUS
TOMUHUpYIoIIen uneonoruu [8]. JlecTBu-
TEJIbHO, yJAWYHAs My3blKa, KaKk W Jpyrue
KapHaBaJbHbBIC SIBICHUS, CIIOCOOHA BKIIIO-
4aTh UHTEHIIUIO MPOTUBOCTOSIHUSI YCTAHOB-
JICHHBIM TIOPSIIKaM, B TOM YHCJIE U COITAAITb-
HO-KJIacCOBBIM. [IpencraBisieTcsi, oaHaKoO,
YTO MPOSABJIECHUS TAKOTO POAa B OOJbIIEH
Mepe CUTYaTUBHBI U CTIOPATUIECCKH MTOPOXK-
JAIOTCS KOHKPETHBIMH KYJIBTYPHO-UCTOPH-
YEeCKUMHU KOHTEKCTaMu. B 1ienom xe Bpsn
JIU CTOUT aOCOMIOTU3UPOBATh MOTUB COMPO-
TUBJICHUS: OH, CKOpee, BBICTyMaeT ompe/e-
JEHHBIM 3TarloM KOHCTPYUPOBAHUS HOBOI'O
XYI0XKECTBEHHO-KOMMYHUKATUBHOTO TPO-
CTPAHCTBA, TPAHC(POPMUPYIOIIETO MPUBHIY-
HbIE TOPSAKHA, HO TIABHOE — CIIOHTAHHO
00BEIUHSIONIETO MY3BIKAHTOB U MyOIUKY
B 00111eM, KapHaBaJILHOM I10 XapaKkTepy Aeil-
ctBe. imenHo B aToM baxTun BUAUT 0c060
B)XHOE 3HAYCHUE KAPHABAIHHBIX SIBJICHUM:
3/1eCh BO3HUKAET CBOOOIHAsI OOITHOCTD JIIO-
nel, pa3ie€HHBIX B OOBIYHOM KU3HU «0a-
pbe€paMu COCJIOBHOTO, HMYIIIECTBEHHOTO,
CIIy’keOHOT0, CEeMEHHOro W BO3PACTHOTO
noyioxkeHus» [2, c. 15], a B npoctpaHcTBe
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KapHABAJILHOTO THUMA OOpETAIOMMX OO
HaJ-0OBIICHHBIN TPa3gHUYHBIA HACTPOH.
Bpsin 11 MOKHO COMHEBATHCS, UTO AyAUTO-
pUsl COBPEMEHHOU YJIWYHOM MY3BIKU IIPE-
CTaBJisieT OOIIHOCTh MMEHHO 3TOTO THIIA,
Npu4éM B COBPEMEHHOM KyJbType LEH-
HOCTb MOJIOOHOM OOIIHOCTH YpE3BbIYAWHO
BBICOKA KaK cBO€0Opa3HOe MPOTUBOSIIUE OT
PYTHHBI U HAIPSHKEHHOCTU TOPOACKON KU3-
Hu [12, p. 541].

Opnako JIx. Keuirep u JI. Maknamapa
0003HAYAIOT U JIPYTYI0 CTOPOHY CHUTYAIlHH,
TaKKe BIIOJIHE peasibHyto. Hepenko umripo-
BU3UPOBAHHOE MY3bIKaJIbHOE MpeACTaBIie-
HUE B OOIIECTBEHHBIX MECTaX JIEMOHHU3U-
pyeTcsi Kak yIaJoK TOpPOJCKOW 3BYKOBOU
CIIEHBI U PAacCMaTPUBACTCS B KauyeCTBE He-
MIPUATHOCTH, KOTOPYIO HYKHO HCKOPEHUTh
[Ibid.]. b. /[>xoHCOH ycMaTpHUBaeT NPUUHUHBI
3TOTO B TEHACHIIUH y>KECTOUCHHUS pPETiIaMeH-
TallUK yAUYHOU My3bIKA. OHa BUAMUTCS KAk
3arpsi3HEHUE IITyMaMu 00IIeCTBEHHOTO TPO-
CTpPaHCTBa, KOH(PIUKTHOE IO OTHOIIEHHUIO
K OpraHM30BaHHBIM (hopMaM MY3bIKaJTbHOU
KYJIBTYPBI B BUZIE€, HAIIPUMEP, CIICIUAIBHOTO
KOHIIEpTHOTO 3a1a. bonee toro, B crity mo-
JTOOHOTO «IIIyMOBOI'0» XapakTepa yIu4Has
My3bIKa aCCOLMUPYETCA C HU3KOM KYJbTY-
PO, COITMATBHBIMU OECITOPSIKaMU, TPUBH-
aJbHBIMHU ¥ aMOPAJIbHBIMU Pa3BIICUCHUSIMH,
a IOTOMY IIPEJICTABIISIET YTPO3y OOIIECTBEH-
HoMy nopsnky [10, p. 76]. Ha ocHoBanuu
storo b. JIDKOHCOH fienaet BbIBOI, UTO K X XI
BEKY JKHBas yJIM4YHasl My3bIKa Obljia MPaKTH-
gyecku 3artymiena [Ibid., p. 67].

C TakuMU CYXJICHUSIMH TPYIHO COTJIa-
CUTBCS 110 HECKOJIBKUM OCHOBaHUsM. Acco-
[UAIUH ¢ OeCropsIKaMy ¥ aMOPaTbHOCTHIO
HE HOBBI: YJIMYHBIE MY3bIKAHTHI H3/aBHA
aCCOLIMMPOBAJIUCh C MApPrUHAIbHBIMU dJie-
MEHTAMU ¥ aHTHOOIICCTBEHHBIM TOBEIE-
Huem [9, p. 146], xoTs 4aiie BCEro 3TOT
CTEpEOTHUIl TOpOXKAAJICS B OOiblled Mepe
HEONPEEAEHHOCThIO U, IO CYTH, «KapHa-
BAJIBHOW» JBOMCTBEHHOCTBHIO WX CTaTyca.
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VkecToueHue perjamMeHTaluu 3BYKOBO-
ro MPOCTpaHcTBa B (OpME YITOMHUHAEMOTO
b. JI>KOHCOHOM «KOHLEPTHOIO 3ajla» TaK-
K€ HE BBIICPKUBACT CEPbE3HOM KPUTHKHU:
yAuYHasi My3blKa — HE yrpo3a «KOHLIEPTHO-
My 3ajlly», a IOJHOCTBIO aJIbTEPHATUBHOE
€My MPOCTPAHCTBO, KUBYIIIEE HE3aBUCHUMO
U TI0 3aKOHaM MyOJIUYHOU 3PETUIIHOCTH.
Kak pa3 umMeHHO ynTuYHOE MY3UIIMPOBAHUE,
BO3HUKAIOIIIEE B «HEMPHUCIIOCOOICHHOMY
JUISL HETO MECTE, YK€ B CHIIy 3TOrO CO37a-
€T BBIPA3UTENbHBIA 3penuuHblil 3 deKT,
HE CBOMCTBEHHBII OOBIYHBIM KOHIEPTHBIM
dbopmam. XKuBasi My3bIKa yIHIIBI IPEICTAB-
JSeT cOO00H BBIPA3UTENBHBINA CHHTE3 MY3bl-
KaJIbHOTO, BU3yaJIbHOTO U UTPOBOT0O Haual,
BOIUIOLIEHHBIM B AKTE€ HEIMOCPEICTBEHHOTO
OOLIEHMSI U B ONPEACTIEHHON MEPE HECY LU
YepThl HAPOJHOTO Npa3aHecTBa. He cioyyaii-
HO B CBSI3U C 3TUM OTMEYAETCSI COXpPaHEHUE
OPUCYLIEH YIMYHOMY MY3BIKAHTY aypbl
«HApPOJHOM APTUCTUYHOCTWY», MPOTHUBOCTO-
AIIEH CUTYalUsIM «CIYIIAHUS MEXaHUYECKU
BOCIPOU3BOIUMOM MY3bIKI» [6, p. 456].
DTO, B CBOK OuYepeldb, AEIaeT COMHHU-
TeJbHBIM Te3uc b. /[koHCOHa 0 HeHanEx-
HOCTU M HENPUBIICKATEIIbHOCTH YIUYHOUN
MY3bIKM KaK «yCTHON» (3KMBOMW, HE 3amu-
CaHHOM) ¢opMe KyIbTYphl, KOpEHsIIEHCs
«B TIOJBIDKHOCTH Te€Na» M HE COXpaHAIo-
HIeiCsl «B TIOCTOSHHOW CBSITHIHE MHUChMEH-
Hbix une» [10, p. 75]. Hecocrositenb-
HOCTb TaKOro YTBEPKJICHHS] BUJIHA B CHIIY
OUEBUJHOW TEHACHUMUH JApeiida coBpe-
MEHHOU KYyJBTYpbl OT TE€KCTOJIOTUYECKOTO
K 3pEIUIIHOMY JIUCKYypcy. UTo ke Kacaer-
csl CBOEOOPA3HOr0 MPOTUBOCTOSIHUS YIWY-
HOM MY3BIKH M YIOMSHYTOW «CBSITBIHU
IMUCbMEHHBIX HUAEH», OHO JEHCTBUTEIBHO
CYIIECTBYET, OJHAKO HE B TOM KJIFOYE, KaK
sTO mpenacrasieHo y b. Ixoncona. Ckopee,
B TOM MOXXHO BHUJETh CBOMCTBO, MPHUCY-
niee, no baxTuHy, kKapHaBajay B LEJIOM — Ia-
POIUNHOCTB U OIpeneaéHHoe npodaHupo-
BaHHE «BBICOKHX LIEHHOCTE». Pazymeercs,
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MMapOAUPOBAHUE HE BBICTYIIAET JOMHUHHUPY-
IOIIEN 4epTOd YIW4YyHOM My3bIKUM. Bmecte
C TEM, OHA CO3AAET UTPOBOU KOHTEKCT, B KO-
TOPOM YYaCTHUKH OKa3bIBAIOTCS BHE MpPU-
BBIYHBIX CHUCTEM IIEHHOCTEH M TIOPSJIKOB.
ITo cyTu, B Takoil CUTyalluu 3aJI0)KEH CKPbI-
TBIA KOMH3M: YJIUYHOE HCIOJIHUTEIbCTBO
MPEACTAET «IMApOAUEH» HA HMHCTUTYLHO-
HaJbHBIE (DOPMBI MY3BIKAIBHON KYIBTYPBI;
CaM XYJOXXECTBECHHBI YPOBEHb MY3bIKaH-
TOB JAJIEKO HE BCEINla COOTBETCTBYET IPO-
(deccuoHaNbHBIM TPeOOBaHUSM, OTCIONA
— HEBOJIbHAS «IApOJHSI» HA MacTEPCTBO.
Takast HeHaMepeHHas MAPOAUNHOCTH CTPO-
UTCS HE HA KOMUYECKOM IepeApa3HUBAHII
WHCTUTYIIUOHAIBHO TPHHITHIX 0OpPAa3IOB.
[IpocTpaHCTBO yIMYHOM MY3BIKM — OCO-
OBl MUD, HE KOHKYPUPYIOIIUNA C APYTUMHU
MY3bIKQIbHBIMU SIBICHUSIMA U HE OTpHIIa-
IOIIMHA WX, HO BOJICH-HEBOJIEM MPEACTar0-
I UX TPUYYAJIUMBBIM OTpaxkeHueM. Bos-
HUKAIoas MpU 3TOM HEMpeAyMbIIUICHHAs
MAPOAUNHOCTh MTOTOMY M HE HOCHUT OTpPH-
LAIOIIEr0 Xapakrepa, 4To SIBJIsETCS KapHa-
BAJIBHOM 1O cBoed mpuponae. HeponbHyrO
MapaJUIEIb C «CEPbE3HBIMUY) MY3bIKAIbHBI-
MU CHUTyalUsIMH YJIWYHbIC HCIIOIHUTEIN
IIEPEBOJAT B BECEIBIM UTPOBOM PETUCTP U
«B TMOJIOXKUTEIBHBIA MaTEepUaIbHO-TEIIE-
CHBIH IJIaH, OHU OTEJIECHUBAIOT U MaTepua-
JIU3YIOT — U OTHOBPEMEHHO YJIETYaIOT — BCE,
K yeMy npukacawrcs» [2, c. 97].

Bmecre ¢ TeM Takoe «ynerdeHue» u
CIIOHTAHHBI OTTEHOK NapOAUNHOCTU HE
CHUMAKT CaMOCTOATEIbHOW I[EHHOCTH
YAUYHOTO MCIOJIHUTENbCTBA Jake B COO-
CTBEHHO MY3bIKaJIbHOM IUIaHe. J[lpyroe
JIeJI0, YTO Takas IEHHOCTh CcrHerupuIHa
1 o0pasyercs B 0COOBIX YCIIOBUSIX. YIIHMY-
HbI€ MY3BIKAHTBl HE MOTYT MOJararbcs
Ha Oe3pa3nenbHOC BHHMAHHE CTAaTHYHBIX
CIIyILIATeNe, KOTOpbIE HEPEIKO BOCIIPH-
HUMAIOT Mpou3BeACHUs (parMeHTapHO,
OyKBaJIbHO «Ha XOAy». Pe30HHO Tpesmnono-
KHUTbh, YTO B CBOEH JIECSATEIbHOCTH YJIMYHbBIC
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apTUCTBI TPOU3BOAST HEKHUE CUMYJIAKPBI MY-
3BIKAJILHOTO HMCTIOMHEHMSI, HE 00ecreunBast
«TIOJIHYK0 KOMMYHUKAIIUIO CO CTPYKTYpPHO
3aBEPUIEHHON 3CTETUYECKOW CYIIHOCTHIO)
[14, p. 148]. Ognako Takasi OlleHKa HEBEp-
Ha, MOCKOJIbKY MCXOJHO OrpaHWYeHa pam-
KaMM IPUBBIYHBIX HMHCTUTYLIMOHAJIBHBIX
dbopM My3BIKAITBHON KyIbTyphl. Crenu-
(GUYHOCTH yIUYHOW MY3BIKM OPTaHUYHO
BKJIIOYAET (pparMeHTapHOE BOCIPUATHE KaK
croco0 CO31aHMsI MY3BbIKAJIbHON IIEHHOCTH.
Jlaxxe ecnu He YYWUTHIBaTh BOSHUKHOBEHUS
CIIOHTAHHBIX, HO OTHOCHUTEIHHO CTa0OWIIb-
HBIX ay[IUTOPHUI, YTO TAKXE MPOUCXOJUT
4acTo, KpPaTKOBPEMEHHAs AMOLMOHAIbHAS
peakuusl MpOXOXKEro Ha MCHOJHEHHE CIO-
coOHa co3mark TOT 3dekT, KoTophid J[xk.
YunpaMc Ha3bIBa€T «Pa3pbIBOM B IpPEEM-
CTBEHHOCTH CIIyIIAIOIIET0 CyObEeKTa U BbI-
30BOM €ro MpUBBIUHOMY clieHaputoy» [Ibid.,
p. 155]. MubIMu cioBamu, J1axke KpaTKOBpe-
MEHHOE TTPUOOIIEHNE K 3ByUYaHUIO YIIMUHON
MY3bIKH CO3/1a€T CUTYyaI[UI0 BCTPEUYU C HEM
B KOHTPACTUPYIOIEM C TaKMM aKTOM KOH-
TekcTe. Bo3HuKaromas B moJo0HOM cHUTy-
alMyd LEHHOCTh MY3BbIKM B 3HAYUTEIBHOMN
CTEIIEHU OCHOBaHA HA MPHUCYILIEM KapHaBa-
Jy HapyIICHUH TMPUBBIYHBIX U YKOPCHUB-
HIMXCSI CIOCOOOB OOIIEHHSI C UCKYCCTBOM.
[To3uTUBHBIA nmOTEHIMAT NOIXOOHOTO
«MOMEHTa BCTPEYM» C HCKYCCTBOM YMHO-
MKAETCS HKAHPOBOM KaJIeH10CKOMMYHOCTHEO
COIEP)KAHMS YIUYHOW MY3BIKH. MOXKHO
YTBEPK/IaTh, UTO B ’TOM CMBICJIE €€ maauTpa
NOUCTUHE Oe3rpaHuyHa: OT TOMYJSPHBIX
MEJIOAHUN JI0 aKaJEeMUUYECKOM KJIAaCCHKH, OT
aBaHrapja /10 dTHUYECKON My3biku. OTme-
THM, YTO 3Ta YepTa TAKKE OPraHUYHO CBsI3a-
Ha C MPOCTPAHCTBOM KapHABAJIBHOTO THIIA.
B Héwm, kak noguépkuBaeT baxTuH, kapHaBa-
JIN3alUs NOCTOSTHHO IIOMOTAET Pa3pyIICHUIO
BCSAKHUX 0aphepoB MEXKIY *KaHPaMHU, MEKITY
Pa3IUYHBIMU CTHIIMH, YHUUTOXXAET BCIKYIO
3aMKHYTOCTh M B3aMMHOE€ MTHOPHPOBAHUE,
cOommkaer nanékoe, OOBENUHSACT DPa3beiu-
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HéHHoe [1, c. 151]. KapHaBasibHbIE JOKYCBI
YINYHOU MY3bIKH BOBJIEKAIOT B UI'PY, B KOTO-
POM KaXKJIbIii MOXKET CBOOOTHO KOHCTPYHUPO-
BaTh COBOKYITHOCTb U TMOCIEA0BATEILHOCTh
BOCIIPHUSATHS METOANYECKOTO pa3HOOOpa3usl.
VYHUKallbHAsI LEHHOCTh CUTYyalluh COCTOUT
B TOM, UTO YJIMYHAsi My3bIKa B OIIPEICIEHHON
CTETICHH KOMIICHCHUPYET IE(MUIIUT >KUBBIX
UTPOBBIX, 3CTETUYECKH HACHIIIEHHBIX (popM
OOIICHMSI, HE 3aMKHYTBIX B JIOKQJIBHBIX
IPYyNIOBBIX paMKax. JTy TeHAeHUu0 bax-
THH OTMEYaeT CIICAYIOIUM 00pa3oM: Hauu-
Has ¢ XVII Beka kapHaBaibHasi )KU3Hb UIET
Ha yObUIb, MOYTH YTPAuWBAET CBOIO BCEHA-
POAHOCTD, YIEIBbHBIN BEC €€ B KU3HU JOACH
pe3ko yMeHbIaeTcs, e€ GopMbl 00 THSIOT-
cs. Ilo cytu, uaér aerpaganusi KapHaBajb-
HOI'0 MUPOOIIYILIEHH [Tam ke, ¢. 147]. On-
HAaKO 10 MEPE BBIPOXKJICHUS TPATUIUOHHBIX
KapHaBaJIbHO-TIPA3IHUYHBIX (POPM KOMIICH-
CaTOPHBIM MEXaHHU3M KYJIBTYpbl HE MOXET
HE MOPOXAaTh UHBIC SIBJICHUS, CO3A0LINE
CUTYyallud «aHTUOyIHEW» U HEeCyllHue uep-
ThI KapHaBaJa. [ [puBEeIEHHBIN BBILIE AaHAIIN3
MOKAa3bIBAET, YTO OJIHUM W3 TAKUX SIBICHUUN
BBICTYTIAET yJIMYHASI MYy3bIKa, B TOM YHCIIE,
B CBOEH KapHABaJIbHOU UITOCTACH.

Takum 00pa3oMm, HEOJHO3HAYHOCTh U
MPOTUBOPEUYMBOCTh B OILICHKAX SIBICHUS
YJINYHON MY3bIKM B 3HAUUTEIIBHOW Mepe
CBSI3aHbI C HEJOOICHKOM MPUCYIIIETO €1 CO-
[UOKYJIETYPHOTO CBOMCTBa KapHaBaJIbHO-
cTu. DTa yepTa o0yClIOBIEeHA UCTOPUIECKOM
CBSI3bIO YJIMYHON MY3BIKHM C (DEHOMEHOM
KapHaBasa. OgHAKO U C yXOJIOM TpaJaulv-
OHHBIX HAPOJHO-KapHABaJIbHBIX (OPM 3TO
SBJICHUE BOCIPOU3BOIUT  XapaKTEPHbIE
aCIEKThl TAKOTO KYJBTYPHOI'O THUIIA.

K #uM, B TOM 4uciie, OTHOCSTCS: CIIOH-
TaHHOE MPHUCBOEHHUE JIOKYCOB IMyOIMYHOTO
MIPOCTPAHCTBA U UX TPaHCHOPMAILIUST; KUBAS,
«TeJIECHas» PeallbHOCTh JIEMCTBA; CO3JIaHUE
UTPOBBIM 00pPa30M JIOKYCOB YTOIMUYECKOM
CBOOO/IBI; BCEOOIIHOCTh, BPEMEHHO CHH-
Marolllasi MPUBLIYHBIE OTPAaHUYCHUS;, HAJl-
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OOBIJIeHHAas! MTPA3IHUYHOCTD; CIIEU(PUYHBIA ~ HEYCTPAHUMOCTHU B COBPEMEHHOM KYIIBTYp-

MOJIYC TapOANHHOCTH; )KUBAst 3pEIUITHOCTb.  HOM IIPOCTPAHCTBE U, B TO K€ BpeMs, Ooiee
Konuent kapHaBalbHOCTH YIMYHON My-  TOYHO TMOHATh NPUYUHBI HEOJHO3HAYHBIX

3bIKH TO3BOJISIET OOBSACHUTH MPUYMHBI €€  OLEHOK 3TOr0 CBOCOOPA3HOTO SBIICHUS.
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NMepcdopmaTuBHbIE YepTbl
AOKYMEHTAAbHOIO MY3blKaAbHOro BuaeoTeatpa Ctua Pajixa’

Crarbs NOCBAIIEHA OCMBICIEHUIO IPOLIECCOB OOHOBIEHUS COBPEMEHHOTO MY3BIKaJIbHOTO
TeaTpa MOJ BO3JICHCTBHEM JOKYMEHTAINCTUKA U mephopMaTuBHOCTH. OTTaNKUBasCh OT
(akTa UHTEHCHUBHOIO POCTa KOMMYHUKATHBHOW aKTUBHOCTH B COBPEMEHHOM COLIUYME, aBTOP
KOHCTaTUpyeT (OPMUPOBAHUE 3apoca MyOJIMKU HA aKTyaIU3alHi0 COAEPKAHUS COBPEMEHHOTO
UCKYCCTBa U BO3MOYKHOCTh MHTEPAKTUBHOIO B3aUMOECHCTBUS B IIPOLIECCE €TO MPEACTABICHMUS.
Onupasce Ha Teoputo mnepdopmanca P. Illexnepa, aBrop aHamu3uMpyeT IOKYMEHTAJIbHBIE
Bugeoonepbl C. Paiixa ¢ Touku 3peHust ponu neppopMaTUBHBIX CBOHCTB B IPeoOpa3OBaHUU
CHEKTaKIsl. B CBA3M ¢ 3TUM paccMaTpuBaeTCs BOMPOC O NMepdOpMATHBHBIX YepTax JHOPETTO
orep, 0coOBIX MpuéMax pabOThI ¢ TOJIOCOM M TEKCTOM — TaKHX, KaK COBMEIICHNE BHU3yaJIbHO-
rpauyeckux M ayIuajJbHbIX (OpPM MOJAUYM TEKCTa, KOHCTPYMPOBAHUE €r0 U3 JIUCKPETHBIX
(parMEeHTOB pEUEBbIX AaKTOB pPECHOHIEHTOB, MWIpOBas MpPUPOJAA, 3aKJIIOYAIOIIasCcs
B MEJIOIM3AI[MU PEUU U MEPEBO/IE PEUEBBIX MHTOHALMOHHBIX 0OOPOTOB B MHCTPYMEHTAJbHBIE,
3aMeHa CEMaHTHUKH clioBa ero (oHudeckoil ¢opmoit u np. Takke aHAIU3UPYETCsS BOIPOC:
KaK TpaJuLMOHHAs CTPYKTypa ONEPHOrO CIHEKTaKjs TPaHCHOPMUPYETCS IMOA BO3JIEHCTBHEM
TaKUX CBOWCTB Nep(OpPMATUBHOIO HCKYCCTBA, KaK CO3JaHUE OCOOBIX HMPOCTPAHCTBEHHBIX U
BPEMEHHBIX KOOPAMHAT, YCUJIMBAIOIIMUX cuily cyrrectuu. lllupokoe ncnonb3oBaHHE 3KpaHOB
IIO3BOJIAET PA30MKHYTbh YCIOBHO-TE€ATPAJIBHOE IPOCTPAHCTBO B PEAJIBHYIO ITOBCEIHEBHOCTH
U U3MEHUTh XapakTep INepexuBaHus BpeMeHU. CIeICTBHEM pPAacCMOTPEHHBIX OCOOEHHOCTEH
CTAQHOBHTCS TpaHC(HOpPMAIHs MPUBBIYHBIX YCIOBUN BOCIPHUSTHUS CIIEKTAKISI, B CBSI3U C YEM Yy
3pUTENEH BO3HUKAET TAK HA3bIBAEMOE ITOIPAHNYHOE COCTOSHUE, UMEIOLIEE BAXKHENIIEE 3HAUCHUE
B 3CTETUKE NepHOopMaTUBHOCTH.

KnroueBble ciioBa: omepa, nephopMaHC, TOKYMEHTaJbHBI My3bIKaJbHBII BHIEOTEATp,
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The Performative Features of Steve Reich’s
Documentary Musical Video Theater

The article is devoted to the comprehension of the processes of instauration of contemporary
musical theater under the impact of documentation activities and performativity. Proceeding from
the fact of intensive growth of communicative activity in contemporary society, the author asserts
the formation of the public’s demand for the actualization of content of contemporary art and
the opportunity of interactive cooperation in the process of its presentation. Drawing on Richard
Schechner’s theory of performance, the author analyzes Reich’s documentary video-operas from
the perspective of performative features in the transformation of theater. In connection with
this the author examines the question of the performative features of opera librettos, special
techniques of work with the voice and the text — such as convergence of visual-graphic and audio
forms of presentation of the text, its construction from discreet fragments of the respondents’
verbal actions, the play nature, consisting of endowing speech with melodic qualities and the
transferal of verbal intonational manifestations into instrumental ones, replacement of the
semantics of the word by its phonic form, etc. In addition, analysis is given to the following
question: how is the traditional structure of opera performance transformed under the impact
of such features of performative art as the creation of special spatial and temporal coordinates
which enhance the force of suggestibility. The widespread use of screens makes it possible for
us to unlock the conditional-theatrical space into everyday reality and change the character of
experiencing time. The result of the examined particularities is the transformation of the habitual
conditions of perception of theatrical performances, in connection with which the audience
becomes permeated with the so-called borderline state, which bears a most significant meaning
in the aesthetics of performativity.

The publication is prepared within the framework of scholarly project No. 20-012-00366—A
“Performative forms of musical art as a phenomenon of modern culture” supported by the RFFI.

Keywords: opera, performance, documentary musical video theater, suggestion, ritual, Steve
Reich, Richard Schechner.

COBPEMEHHOM MY3bIKaJIbHOM Hc- MyHuWKaws'. JlioObie GopMbl ¥ mpuEMBI

KycCcTBE 0COOYIO0 pOJIb MIPAlOT T€a- HCKYCCTBa, Onarofaps KOTOpPBIM 3pUTEINb

TpaJin30BaHHbIE TeppopMaTHBHBIE TepecTaér OBbITh IAaCCUBHBIM YYacTHU-
¢opmbl. CBsI3aHO 3TO C TEM, YTO YPOBEHb KOM IPOMCXOASILIEro, OKa3bIBAIOTCA BOC-
KOMMYHUKAaTUBHOW aKTMBHOCTH B COLIMYM€ TpeOOBaHHBIMHU, Oo0jie€ TOro, MOCTENEHHO
CEro/iHd Ype3BbIYAliHO BBICOK. JTO TpaHC-  BHEAPSSCh B CTPYKTYPY TPaAULMOHHBIX
dopMupyeT OKUIAHUS 3pUTENEH MO OTHO-  KAaHPOB, OHM CIIOCOOCTBYIOT BHYTPEHHEU
IIEHUI0 K MPENnoAHOCUMBIM HCKycCTBaM. TpaHchopmauuu. llenb cTaTtbu COCTOUT
Teatp xe, B TOM 4yucie U My3bIKaJbHBIM, B TOM, YTOOBl HAa Marepuaje BHUACOOIEP
— BCEI/la OTKphITasi U MHOTOKaHalbHasg koM-  CtuBa Paiixa «Tpu ucropun» u «llemepa»
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MoKa3aTh, KakK MoJ Bo3zaeicTBuemM nepdop-
MaHca TpaHCHOPMHUPYETCS MOJIENH OTIEPHO-
TO CIIEKTaKJIA.

Oco0OeHHOCTh 3TOM (HOPMBI BBIpaXKeHa
B CIEAYIOIIEM OINPECICHUN TEOPETUKA
neppopmaruBHoct Puxapna Illexnepa:
«Ilepdopmanc — 310 Heuto Oonbliiee, YeM
MOHSITUE, COCPEJOTOYEHHOE BOKPYT €B-
ponoueHTpuuHoM apambl. [leppopmanc
BKJIIOYAET B ce0sl MHTEJUIEKTYyalbHYIO, CO-
[UAJIbHYI0, KYJIBTYPHYI0, HCTOPUUYECKYIO U
XYJIO)KECTBEHHYIO COCTaBJISIOIINE JKU3HU
B 1MpokoM cMeicie. [lepdopmanc oObe-
TUHSIET TeOpUI0 U npakTuky. [lepdopmanc,
W3y4aeMbIl U IPAKTUKYEMBIH HHTEPKYJb-
TYpPHO, MOXKET OBITh CEPALIEM IETLHOTO 00-
pasoBanus. [lepdopmaHc, KOHEUHO, BKIIIO-
4aeT “UCKYCCTBO’, HO BBIXOJAWT 3a €ro
npenens» [9, ¢. 9]. ComtacHo ucclienoBa-
Temo, nepdopmMadHc — 3To ocobas (opma
MpeCTaBICHUs, MPOTHUBOpEYAIasi yCTaHO-
BHUBIIMMCSI 3aKOHAM €BPOIICHCKON JIpaMbl.
BaxHbpIM €ro CBONCTBOM SIBISIETCSI CTPEM-
JIEHUE MOTPY3UTh 3PUTEIISI B ONIPEEAEHHYIO
CUTyaIlMIO, BBI3BaTb 0CO00€ COCTOSIHHE,
B KOTOPOM OH CMOXKET MO-HOBOMY IOCMO-
TPETh HAa MPUBLIYHBIC BEIIH WM SBJICHHS .

JIOKyMEHTanbHBI MY3bIKAJIBHBIA BH-
neorearp Crtua Paiixa u bepun Kopot
TEeHEPUPYET B ceOe psijl XapaKTEPHBIX 0CO-
OeHHOCTEeH, MpUcymux nepPopMaTuBHBIM
MPAKTUKaM, 4YTO OOBSICHSET MPUCYTCTBHE
B X COYMHEHUSAX CMEUU(PUUECKUX TEXHUK
U TpUEMOB, HETUIUYHBIX [UJISI OINEPHOTO
*aHpa. [lorpannyHoe cocTosiHME MPU BOC-
MPUSTANA IKCIIEPUMEHTAIIBHBIX BHUICOOIEP
aBTOPOB BO3HUKAET, B IEPBYIO OuYepe/b,
BCJICZICTBUE PACIIATHIBAHUS TPAHUL] MEXKIY
HCKYCCTBOM M JICMCTBUTENBHOCTHIO. Ecim
B TPAJWULMOHHONW Omepe CMBICT MepenacT-
Csi C IIOMOILIBIO CJIOBA, & HA IIEPBBIN IUIAH
BBIXOJISIT BOMPOCHI B3aMMOJICUCTBUS U pa3-
BUTHUS TEPCOHAXKEU, TO 3/1€Ch 3pUTENb HE
0OHapyXUT MPUBBIYHOTO JIMOPETTO U Jipa-
MaTypruu.

29

Bompoc ananmuza nmeppopmMaTUBHBIX
yepT My3blKaibHOro Ttearpa Paiixa-Kopor
Ha ypOBHE JTHOPETTO MPEACTABISET OCOOBIN
uHTepec. OOpaniasce K €ro pacCMOTPEHUIO,
ClielyeT OTMETUTb BHUMAaHUE COBPEMEH-
HOW (pumyoyoruu K mpolieMe MpOsSBICHUS
neppopmMaruBHOCTH B JuTeparype. Jlan-
Hasi paboTa omUpaeTcsi Ha MCCIIEJOBAHHE
T. CembsiH, TA€ Ha NPUMEPE OTEUYECTBEH-
HOM JIpambl aHAIU3UpyeTcs neppopmarus-
HBI XapakTep TeKcTa [5], a Takxke paboTy
B. Kysuenosa «lIlepdopmaruBHocTs u
YPOBHHM KOMMYHHKaUm» [4].

BepOanbayto ocHoBy «Tpéx mcTopuii»
COCTaBWJIM CEpPHUSl Ta3e€THHIX 3arojOBKOB,
¢pa3pl paguoBenymIMX, (PparMeHTbl HH-
TEpBbIO, OTpbIBKA M3 KHuru beitus. Otor
MacCUB TEKCTOB HAa NPOTSHKEHUHM COYMHE-
HUS BOCIIPOU3BOJUTCS B BUJE ayAHO U BU-
JI€0 3alliCeil, BIEYATHIBACTCS Ha JKpaHe
WIH WCTIONHSIETCS BOKAJIbHBIM aHcamOiIeM.
HamomHuM, 4TO KOHULEIILHUS IEJIOr0 3/eCh
CKJIaJIbIBACTCA M3 TPEX TEXHOJIOTUYECKHU
3HAUMMBIX NI UCTOPUM, HO HE CBSI3AHHBIX
Ipyr C APYrOM COOBITUI: B3pPbIB AUpPUKA-
onsa «'maaenoypr» B Hero-Ixepcu B 1937
roay, oOBsSIBUBIIUNA O mpubnmxeHuun Bro-
pOM MUPOBOU BOMHBI; ATOMHBIEC HCTIBITAHUS
1946—1952 rr. Ha aTonne bukunu Bo BpeMe-
Ha XOJIOAHOW BOWHBI; KIIOHUPOBAHUE OBLIBI
Honnu B llotnanauu B 1997-m. ABTopamu
n30paHbl OTPaKAIOIIUE TEXHOJIOTUYECKHE
IPOPBIBBI UCTOPUYECKUE CIOXKETHI, IIO-
CKOJIbKY MPOU3BOAS HX XyHOKECTBEHHBIN
aHaJIM3, OCYILECTBIISIEMbIN CKBO3b MPU3MY
BOIIPOCOB PEJIMTMU U 3TUKH, OHU TIOJIBEpra-
IOT COMHEHMIO TOT IIyTh, [10 KOTOPOMY JBH-
KETCSl TEXHOJIOTHYECKast SBOJIIOLMS COBpe-
MEHHOTO 3aI1aJIHOTO O0IIEeCTBa.

B pesynbrare ctpoeHue onepsl OCHOBA-
HO Ha Pa3BUTHUU SIHU30/I0B, HE CBSI3aHHBIX
MEXy co00M eIMHBIM repoeM, HO 00beIu-
HEHHBIX 00mIei Temol. Jlaxxe BHYTpH Kax-
JIOTO aKTa aBTOPbI HE BBICTPAUBAIOT CIOXKET-
Hyt0 (alymy, koTopas OBl MOCIEI0BATEIHLHO
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omuchiBaga coObiTHe. Tekct mubperTo
CKOMIIOHOBAH M3 OTHAEIBHBIX CJIOB U (ppa3s,
JTUIIEHHBIX KOHTEKCTYaIbHOM OCHOBEI. Pac-
CMOTpHUM B KaueCTBE IpUMepa MEePBYIO Clie-
HYy TIEPBOTO aKTa, TEKCT KOTOPOIl COCTaBMII
ra3eTHbI 3aronoBok: «l MHIEHOYpr roput
nocie kpyuienust Ha Jleiikxepcte, 21 ueno-
BeKk moru0, 12 mpomnanu, 64 cnaciuce» [8].
3puTens 3HAKOMHUTCSI C HUIM CHaJasia BU3Y-
aJbHO, MOCKOJIbKY Paiix mpuMeHsieT 31ech
cBoil aBTOpckuil mpuém «Typing music»:
TIOSIBJICHHE CJIOB B MPOLIECCE WX TIeYaTaHuUs
Ha 2kpaHe. TekcT BU3yanu3upyeTcss HeoA-
HOKpPAaTHO, C BPEMEHHBIM pa3pbIBOM, 00pa-
3ysi cBO€oOpa3Hblil TrpadUyecKuil KaHOH.
B pe3ynprare KaHOHMYECKUX NEPETLIETEHU I
TEKCTa B BU3YyaJIbHOM, a 3aTEM U 3ByKOBOM
€r0 BOCTIPOM3BEICHUH POUCXOAUT PUTMH-
yeckas IeperpyniupoBKa CMBICIOBBIX H
IPOCOJMYECKHUX aKIIEHTOB, YTO HUBEIUPYET
BO3MOKHOCTh IOCJIE/I0BAaTEIbHOIO CUUTHI-
BaHUSl €r0 CMBbICIIA, 3aCTaBIIsAd CIyILATeNs
KOHIEHTPUPOBATHCSI HA OT/JENIbHBIX CUHTAr-
Max TepecTaroneil ObITh 1ETbHOU (pa3bl.
Takum 00pa3om, aBTOPHI OTKA3bIBAOTCS OT
«pacckasza UCTOpUU» B OyKBaJIbHOM CMBICIIE
CJIOBa, 3aCTaBIISs CIymIaTesss GOPMHUPOBATH
CMBICI W3 OOIIEro BH3yalbHO-BEpOasb-
HO-MY3BIKaJIbHOTO TOTOKAa HH(OpMAIIIH.
TexcToBasi OCHOBa OMEPHI, CTOIb 3HAYUMAS
IS TPAJUIIMOHHOTO OINEPHOTO CHEKTAKIIS,
OKa3bIBACTCSl HEMOHATHON MpU HE3aBUCH-
MOM €€ paCCMOTPEHUH.

Jpyroii spkuii IHpuUMeEp, IEMOHCTpHU-
pYIOIIMKA HOBBIM MOAXOJ K MOCTPOCHUIO
AOpeTTo, — TPEThs YacTh COYMHEHUSA —
«Jlommm». Kak oTMeuaroT co3garenu, HEo-
(uIMaTbHBIM TOJ[3arOJIOBKOM K TPOHU3Be-
JIeHUI0 ObUIO «JIBe MCTOpUU U Pa3roBOPY.
Ecnu 1o aToro MomeHra ujest ornepsl pac-
KpbIBaJIach B OOJbIICH CTENEHH MOCpea-
CTBOM aKyCTHYECKHX U BU3YaJbHBIX MPHUE-
MOB TIPH JTAKOHUYHOCTH TEKCTOBOW YaCTH,
TPETHIl aKT CTAHOBUTCS TeaTpoM UJCH.
«ITockoabKy MBI HM3MEHEHSieM Haull Ouo-
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JIOTUYECKUN BUJ, TO INEPECEKAEM JIMHUIO,
HUKOTJ]a HE IepeceKkaeMyro mpexiae. Mbl
CTAJIKUBAEMCsl C BO3MOXKHOCTSIMU U OIac-
HOCTSIMH, HE BCTPEUABIIMMHUCS PAHBILIEY, —
roBoput Paiix [7]. OcHOBY TeKkcTa TUOPETTO
B ITOM YaCTH COCTABUJIIM MHEHMs JKCIIep-
TOB — BHWJHBIX YYEHBIX U PEJIUTHO3HBIX
NEeATeNIe, MOpPOM MOJISIPHBIX IO CMBICIHY.
Bomnpochkl, 0 KOTOpBIX BEAETCSA NUCKYCCHS,
CBSI3aHBI C TEXHOJOTUSMU B chepe pobo-
TOTEXHHUKH, C ONIPENEIICHUEM TPaHULl TeJle-
CHOCTH W €€ pOJid, C TCHHOW WH)KEHEpUeHn
U T. . IHTepBBIO, 3amMcaHHble U 0TOOpaH-
HbI€ aBTOpaMHU, SIBUJIUCH ITIABHBIMU IIPOBO-
JHUKAMH UAEHHOTO CMbICHA YacTh. bynyuun
nonogHeHHbIMU (parmeHTamu Kuuru bei-
THsS, KOTOPbIE 03BYYEHBI B Orepe poOOToM
Kucwmer, pazpaboranasiM MaccauyceTckum
TEXHOJIOTMYECKUM HMHCTHUTYTOM, OHHU CO-
CTaBWJIM BepOajbHOE MOJEMHUYECKOE IO0JIE,
COTKaHHOE M3 KPAaTKUX PEIUIMK, B KOTOPOM
YIUBIIET aJbTEPHATHBA MHEHUM YYEHBIX,
YBIEUEHHBIX  HJEAMU  OHOJIOTMYECKOTO
KOHTPOJISI, BHE Pa3MBILIJIEHUN 3TUYECKOTO
wiaHa, U podora Kucmera, B oTiuuue ot
JFONIeH TOMHSIIIETO 0 OMONIEHCKON NCTOPHH
YeJioBeKa, KOTOPBI B DeMCKOM caay Obul
IIPU3BaH «BO3JEIBIBATH €I0 U XPAHUTH €rO»
[8]. OOmIuii KOHTEKCT ATUX Pa3HOILIIAHOBBIX
CYXJCHHM CTaBUT LEJbI0 AKIIEHTUPOBATH
MBICJIb O TOM, YTO COBPEMEHHBIE TEXHOJIO-
MU HE MOTYT BHEJPSTHCS B )KM3Hb YeJIOBE-
Ka BHE O0III€YeIOBEYECKON U PEIUTHO3HOM
STUKH.

HNHuTepecHa HenmocpeacTBEHHas paboTa
C KOPIIyCOM TEKCTOB, JEMOHCTPHUPYIOIIAs
aBTOPCKUHM B3MIAJ HA CTPYKTYPUPOBAHHE
mubperro. OtoOpaHHBIE W3 MHOXKECTBA
JOKYMEHTaJbHO 3a()MKCUPOBAHHBIX MO-
HOJIOTOB TEKCTBI APOOATCS HAa HEOOIbIINE
CUHTarMaruueckue eaumHulbl. CMbicioBas
JUHUS KaXJ0ro OTIEJIBHOIO BbICKAa3bIBa-
HUSl YTpauyuBaeT LEJOCTHOCTh. JIubGperto
CKJIQJIBIBAETCS U3 «OCKOJKOB» BepOaIbHO-
ro TEKCTa, 00pa3ysl IUCKPETHOE M MHOIO-
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2JIEMEHTHOE CMBICIIOBOE I10JIE, AIPECYIOLIIEE
K «MOHTaXy aTTPaKI[MOHOB» DI3eHIITEIHA,
IIPEXKJIE BCETO MPUHIMIIOM ITPOU3BOJIBHOTO
MOHTa)ka HE3aBUCHUMBIX B CMBICIIOBOM ILjIa-
HE 3IM30/10B, HALIEJIEHHBIX Ha KOHKPETHBIM
pe3yabrar. JlockazaHHOCTh Kaxaoi (pasbl
MOXET OBITh LEJIOCTHO OCO3HAHA TOJBKO
B pe€3yJIbTaTe BU3YyaJIbHOIO IPOYTEHUS TEK-
CTa KaX<I0r0 U3 yYaCTHUKOB JHAJIOTa:

«Puuapn JloknH3: 310 BCE KacaeTcs coxpa-
HeHus kona, coxpanenus JJHK.

Ponnu bpyke: MbI Beerna gymanu o Haliem
MO3re Kak O HOBEUILIEW TEXHOJIOTHH,

Joxunz: JJHK 310 monekyna, cogeprkamas
3amu(poBaHHYI0 HHPOPMAIHIO, TPSIMO Kak
KOMITBIOTED.

bpykc: Tak 4TO B KakOM-TO MOMEHT Halll
MO3T OBLIT TAPOBBIM JIBUTATEIIEM.

Joxun3: B cepaue kaxxaoro ;KMBOTo CyIlie-
CTBa JIC)KUT HE OTOHb,

Bbpykc: Korna s Obu1 peb6€HKOM, OH ObLI
TeneOHHON KOMMYHUKAIIMOHHON CETHIO.

Joxun3s: He t€ruioe apixaHue, HE «HCKpa
KUZHU.

Bpyxc: ITotom oH cTamn iudpoBbIM KOMITbIO-
TEPOM.

JloxuH3: Eciu Thl XO4elllb MOHATH KU3Hb...

Bbpyxkc: 3areM maccoBo-napaiieabHON Bbl-
YUCIIUTEIbHOW MAIlIMHOM.

Hoxkunz: [lomymaii 06 uH(MOPMAIIMOHHBIX
TEXHOJIOTUSIX.

bpykc: BeposiTHO, celdyac CyLIECTBYIOT
J€TCKHE KHUKKH, CPAaBHHUBAIOLIME HAIl MO3T
¢ MuTepHeTOM.

Joxun3: S He aAymaro, 4TO B HacC €CTh YTO-
TO, TPUHIUIIUAIBHO OTIMYAIOUIEE HAC OT KOM-
NBIOTEPOB» [8].

B »TOM TpynHO cumMTBIBaEMOM mapai-
JICJIBHOM IIOTOKE TEKCTa CIyINaTeslb BOJICH
00paTuTh BHUMAHUE Ha TO, YTO ANEIIIUPYET
K ero onbITy. OJJHaKO KOMIIO3UTOP OCTaBIISI-
€T ¥ CBOM «IOJCKA3KMW», paccTaBisis (poHe-
TUYECKUE U JIOTUYECKHUE AKLEHTHI, 4TO J0-
CTHTaeTCsl MOCPEICTBOM NPUEMOB pabOTHI
C TOJIOCOM.
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CrnenyeT 00paTuTh BHUMaHHUE HA TO, YTO
HEOOBIYHOCTh TEKCTOBOW OCHOBBI TOIKpE-
IJIeHA B OMEepax CTOJb K€ HEOOBIUHOW Ma-
HEepo ero ronocoBoi noxayu. Kommnozurop
HE pa3 BbICKA3bIBAJICS 1O MOBOJY HETpaIu-
[IUOHHOM POJIM BOKaja B €r0 COYMHEHUSX,
rOBOpSL: «...ecnu Bbl moppasymeBaeTe moj
9TUM TEPMHUHOM OPKECTp B siMe U bel canto
Ha CIieHe, MO€ JICTHUIIIC HE UMEET C 3TUM HU-
yero obmero» (uut. mo: [1, c. 158]). ABtop
TPAKTYET roJI0C, IPEX/IE BCETO, KAK OJJUH U3
MHCTPYMEHTaIbHBIX TeMOpoB. CliecTBHEM
HCIIOJIb30BaHUS aBTOPCKUX TEXHUK PabOThI
C peYblO 3a4acTyl0 CTAaHOBHUTCSI MOCTENEH-
HBII CABUT OT MEPBOCTENEHHOCTU CEMaH-
TUYECKOTO COJIEPXKAHUA K aKyCTUYECKUM
KOMITOHEHTaM (passbl.

TexHUKHU, 0 KOTOPBIX UAET peub, BhIpa-
OaTeiBanMch PalixoM MOCTENEHHO, HAYMHAS
¢ ero counHeHu# 1960-x rogoB, chopMupo-
BaB KO BPEMEHHU HAMCAHUS ONEpP CUCTEMY
NpUEMOB  TOJIOCOBOTO  BOCIPOM3BEICHHUS
JNOKyMEHTaJbHOro Marepuana. Crozna ke otT-
HOCSITCSL OTIBITHI C TOTOBBIMH MarHUTO(OH-
HbIMU 3anucaMu («IlmacTukoBast CTpuUKKay,
«Mensa 30By™», «Joxkap cobupaercs»),
TeXHHKa ()a30BBIX CJIBUTOB, JAIOIIAsl BO3-
MOXXHOCTh TIIYOMHHOTO TPOYYBCTBOBAHUS
TpaHC(OPMHUPYEMBIX B MPOIECCE BpPEMEH-
HBbIX CMEILEHUIM pealbHbIX TOJIOCOBBIX 3a-
nuceil. B 3Tom ke psany u npuémM HOTauuu
YKUBOW pEYEBOM NMPAKTUKH, KaK B TIPOU3BE-
nennu «Pa3Hble moes3na», rae KOMIO3UTOp
BIIEPBBIE HOTUPYET PEUYEBYI0 MEIIOAMIO,
nenasi €€ OCHOBHBIM MHTOHAIIMOHHBIM Ma-
TEPHAJIOM WHCTPYMEHTAIBHOTO aHCaMOIsl.
B cBs13u ¢ nocnenHum BCTa€t npobdiiema re-
penayn METpOPUTMUUECKUX 0COOEHHOCTEH
TEKCTa, KOTOPYIO KOMITO3UTOp Mpopadarhl-
BaeT Ha npoTspkeHuu 1980-x u 1990-x rogos
Ipu co3faHuu npousBeacHui «llcamMbiy
U KaHTaThl JUII KAMEPHOTO Xopa u cumdo-
HUYECKOTO opkecTpa «My3blKa MyCTBIHK.
«HccnenoBanre» BO3MOXKHOCTEM Troioca
B TBOPUECTBE KOMITO3UTOpA OBLIO CBA3AHO
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U C PaCKpBITHEM €ro BO3MOYKHOCTEHN 4epes
B3aUMOJIEIICTBUE C WHCTPYMEHTAJIbHBIMU
temOpamu. TakoBwl «bapabanHasi 1poOby,
«My3bIKa UI1 yIapHbIX, TOJIOCOB M Opra-
Hay, «My3bika 115 18 Mmy3bIkaHTOB» U «My-
3bIKa JJ1 OOJIBIIOrO aHCaMOJIs», B KOTOPBIX
C. Paiix TpakTtyeT rojaoc nojooHO UHCTPY-
MEHTY B cOCTaBe aHcaMmOIIs WM OpKecTpa.

B onope Ha HapaOOTKK MpeAlIeCcTBYIO-
IIMX JIET OCHOBY WHTOHAIIMOHHO-TEMaTH-
YECKOro Marepuajia Onep COCTaBWJIM TakK
Ha3bIBAEMbIE DPEUYEBBIE «MEJIOUNY», IpPEe.-
CTaBJISIIOLIUE HOTALUIO YEJIOBEUECKOM PEUH.
My3bIKaJIbBHO 03By4Y€HHAasl pedyb, COIPOBO-
xKaaemasl TyOIUpYIOLIUMHU €€ MHCTPYMEH-
TaJbHBIMHU TEMOpaMHU, 3aKPEIUISET 32 HUMH,
OyKBaJIbHO MOBTOPSIOIIUMHU PEYEBOU Me-
JOANYECKUN U METPOPUTMHUYECKHUI KOHTYP
BOKaJja, €ro MHTOHAL[MOHHBIE CMBICIIBL. H-
CTpyMEHTaJbHasi UHTOHAIMsI oOoramaercs
peueBoi, B pe3yapTare 4ero MpOUCXOIUT
3aME€Ha CEMaHTUKH CJIOBa €ro (pOHUYECKOU
dhopmoii.

Nrtak, cucteMHOE€ IpUMEHEHUE psja
MpUEMOB Ha YPOBHE IOCTPOEHUSI TEKCTO-
BOl OCHOBBI COYMHEHMS U BU3YaJIbHO-TO-
JIOCOBOTO €€ BOCHPOM3BEIECHUS, PEATUZYET
CTOJIb Ba)KHOE CBOMCTBO neppopMaHca, Kak
N€30pPUEHTALMS 3PUTENS, BOBJICYECHUE €r0
B «UTPY» MO pa3raJbIBaHUIO U (OPMHUPOBa-
HUIO CMBICJIOB.

Oco0y1o posb B TpaHchopMauu Tpaiu-
LMOHHBIX MPHUHIUIIOB ONEPHOMN Apamaryp-
MU Ha OCHOBE Mep(OPMaTUBHOCTH UTPAIOT
TaK)Ke BOIPOCHI CO3/1aHUs ClleHU(pUIECKIX
MIPOCTPAHCTBEHHBIX M BPEMEHHBIX KOOp-
JIUHAT, KOTOPbIE CYIIECTBEHHO YCHJIMBAIOT
cuty cyrrectuu. Mccnenys nepdopma-
TUBHBIE NPAKTHKH, Jpuka Puiep-Jluxre
MOMUEPKUBAET MX CBSI3b C pUTyasioM [6].
[Torpyxenue B 0coOyr0 NpPOCTPaHCTBEH-
HO-BPEMEHHYIO Cpelly U HCIOJIb30Ba-
HUE NPUEMOB TEPeXo/ia U3 OJHOWU Cpe.bl
B JPYTYIO SIBISETCS OAHUM M3 BAKHEHUIIUX
CBOMCTB Kak pHUTyala, Tak U nepgopmanca.
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IIpocTpancTBo BHaeoonep Paitxa MHO-
TOMEpPHO, OHO OOpETaeT HECKOJIBKO H3Me-
pEeHUl — CUEHUYECKoe M 3KpaHHoe. Ecimu
B nepsoil onepe bepun Kopor mcmnomns3o-
Bajia MATh AKPAHHBIX MPOCTPAHCTB, TO KO
BPEMEHU HANMCaHUS BTOPOM TEXHOJIOTH-
YECKHE YCOBEPLICHCTBOBAHMS O3BOJIUIN
JIJIUTh OJIMH 3KpaH Ha cerMeHThl. B o0oux
ClIydasix 3pUTeNU IOJIyYyaald BO3MOXHOCTh
HaOIIOMaTh 32 CUMYJIBTaHHBIM Pa3BUTHEM
HECKOJBKHX BH3YyallbHBIX 00pa3oB. [Ipo-
CTPaHCTBEHHO-BPEMEHHBIE  IMapaMeTpbl
cTanu 00BbeKTOM «urpb». B «Tpéx mcro-
pUsiX», HaIpUMep, Kaxao0€e AeHCTBUE — 3TO
HOBasl IPOCTPAHCTBEHHO-BPEMEHHAsI KOOP-
JMHATa, YTO HETUIHMYHO AJiA onepsl. [Ipu-
€MBI MMOJIa4M MaTepualia MHOTOOOpa3Hbl U
BCEI/la MPOBOKAIIMOHHBI. Tak, BU3yaJabHBIN
MI0OKa3 MHTEPBBIO U TOJIOC, 03BYYHMBAIOIINMA
TEKCT, MOTYT OBITh pa3opBaHbl BO Bpeme-
HU. Ha HeckonbKuX 3KpaHaxX OJHOBPEMEH-
HO MOXKET (UTYpHUPOBaTh OAMH MEPCOHAXK,
HO 00pa3 ero JEMOHCTPUPYETCS HAa HUX KaK
MOJHOCTBIO, TaK M (parMeHTapHo. MHo-
rooOpa3Hbl dKpaHHBIE CIIOCOOBI MPEACTaB-
JeHUsl BepOaJbHOIO TEKCTa, KOTOPBIM Je-
MOHCTPHUPYETCsl BBIOMBAaEMBbIM Ha I1€4aTHON
MalIMHKE WIXA MAIIYIUMCS OT pyKH, a TaK-
K€ B BUJE T'a3€THBIX BBIPE30K U (hoTorpa-
¢uit. Takum oOpazom, Grarogaps 3KpaHam,
rojoc mnepectaér ObITh MOHOIOJHMCTOM
B TpaHCISINMU BepOAJIbHBIX CMBICIIOB.
OKpaHbl €034aI0T 3PPEKT MHOXKECTBEH-
HOCTH IIPOCTPAHCTB, Y€pe3 HUX B XyJOXKe-
CTBEHHOE IIPOCTPAHCTBO IPOU3BENECHHUS
BTOpraeTcsi MOBCETHEBHOCTb.

CueHnueckoe INpPOCTPAaHCTBO, HEB3H-
pas Ha «Mrpy» C 3KpaHHBIM, cTatuyHo. Ho
y ucnoiHuTenel nHas ¢pyukus, Paiix noa-
4EPKUBAET, YTO OHU <«JI0OABISAIOT peaju-
CTUYHOCTU CBOUM >KMBHM IPUCYTCTBHUEM,
pacIMpsOT IPOCTPAHCTBO IKpaHa U 3MO-
LUOHAJIBHO MOJACPKHUBAIOT POUCXOJIAIIIEE
Ha HEM» [7]. HamepeHHOe coKpaleHue Ccro-
KETHOM JIMHUU J10 aCKETUYHOM (haKTOJIOTHH
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JIOKyMEHTOB 3aCTaBJISIET 3pUTENS accolra-
TUBHO «HAIyTBIBaTh» (habymay MmpousBese-
Husl. Buzneopsia ke, CTaHOBSICh HEIIPEMEH-
HBIM aTpUOyTOM [MOCTAHOBKH, MPOIYIIUPYET
B €r0 CO3HAHUU U IOJICO3HAHUU JTOTIOIHU-
TenbHble CMBbICIBL. «llemocTHoe Bocmpus-
THE BUJICOpAJIa MIPEBPAILIAET €ro B Mojaooue
“kiiroya”, ¢ TOMOIIBIO KOTOPOTO 4epena
CMOHTHPOBAHHBIX (pParMeHTOB MpeACTa-
€T KakK BIIEYATISAIOIEE KOHKPETHO-UCTO-
puueckoe MHOrooOpasue, €IMHOE B CBOEH
STUYECKOW HMHTEpHpeTalun», — OTMEYAEeT
M. bakymenxo [1, c. 14].

Fmé omuH BaXHBIM [1JIS BBISIBJICHHSI
4epT mnepPOpPMATUBHOCTH, TPaHCHOPMHU-
PYIOLIMX TPAAULMOHHYIO KaHBY OIEPHOTO
CIIEKTaKJIs mapameTpoB, — Bpems. Paiix me-
PEOCMBICIIMBAET TPAJAULIMOHHOE JIMHEHHOE
IIOHUMAHHUE BPEMEHM, CO3/1aBasi KOHTUHY-
albHOE BPEMS-TNIOTOK, abCTparupoBaHHOE
OT IMHAMHYECKOT0 MpOLEecca, YTO B LIEJIOM
XapakTepHO il MHUHHUMalu3Ma. Bpews
BOCIIPUHUMAETCS KaK Mcuxodusnogoruye-
ckuii (heHOMeH. B 3aBucuUMoOCTH OT Tienei
aBTOPOB OHO MOMKET 3aMEMJIAThCS, OCTa-
HABJIMBAThCSI, PAa30MBATHCS HA CETMEHTHI.
OOpamasich K HHTOHALMOHHOM IpuUpoAe
KOMMYyHUKaluu, Paiix pa3zpabaTbiBaeT Tex-
HUKY «Slow motion sound», uin «3By4aHue
B 3aMeUIeHHOM Temme». C e€ MoMollbto
KOMITO3UTOP BBIJENSET U3 KOHTEKCTa Hau-
Oojee 3HauMMBbIe CciOBa WM (pa3bl U
pacTIruBaeT UX BO BPEMEHU, COXpaHss U3-
HayaJbHYIO BBICOTY U TeMOp 3By4anust. Co3-
JAIOUIUICS «UUIei] U3 3BYKOBY» CTaHOBUT-
Cs1 4aCThIO FTApMOHUH, & CMBICI 3aMEJIEHHO
INPOU3HOCUMBIX CJIOB ycunuBaercs. bymy-
YM 3alMMCTBOBAHHBIM M3 KHHeMarorpada,
9TOT NpHUEM AyOIMpyeTcs U Ha dKpaHe. Tak,
B IIEPBOM YaCTH IEMOHCTPUPYETCS B 3aMe/l-
JIEHHOM TEMIIE MPOLECC MaJCHUs TUPUKa-
6ms1. Kak B 3ByKOBOM, TaK ¥ B BHU3yallbHOM
BOIUIOIIEHUH OH MaKCUMaJIbHO TOYHO Iepe-
JAET COCTOSTHUE YEJIOBEKA, UCIIBIThIBAIOIIIEC-
IO UHTEHCUBHOE CTPECCOBOE BO3IECICTBHE.
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C 0IHOIl CTOPOHBI, HEMPONOPLHOHAIBHO
pactsruBas ciory, Paiix pa3pyuiaer ceMas-
TUYECKUNA CJIOW NMPOU3HOCUMBIX CIIOB, HO,
TakuM 00pazoM, OH (HOPMHUPYET 3BYKOBYIO
TKaHb, CO3/JIAIOIIYI0 0COObIE YCIOBHS BOC-
OpuATUS U OONIAJAIOILyI0 SIBHBIM CyTTe-
CTHBHBIM 3(PPEKTOM.

Takum 00pa3oM, 3KpaH OTKpPBIBAET HO-
BbIE TMPOCTPAHCTBEHHO-BPEMEHHBIE BO3-
MOYKHOCTH, 4YTO BaXHO C TOYKH 3pPEHHUS
nepdopmaruBHocTU. PaboTas ¢ atumu ma-
paMeTpaMH, aBTOPbI CTPEMSITCSI BBICTPOUTD
0CO0OBIE OTHOILICHUS C ayJUTOpUEH. 3pUTENh
CTAHOBUTCSl COYYaCTHHUKOM, CO-TBOPLIOM
CIIEKTaKJIsl, KOTOPBIM POXKAAETCS B PE3yib-
TaTe UHTEPAKIIMHU MEXK/1y HUM U UCIIOJIHUTE-
nem. Kak nuier uccienoBaTelb, «3pUTENN
00JbIlle HE BOCIPUHUMAIOTCS KaK OTCTpa-
HEHHBIC WM YYTKHE HaOIIonaTeNu Mpouc-
XOJIAIIMX Ha CLIEHE COOBITUH, KOTOPHIM OHH,
OCHOBBIBasCh Ha COOCTBEHHBIX HaOIIOze-
HUSIX, IPUCBANBAIOT ONPEEIIEHHbIE 3HaUYe-
HUs» [6, ¢. 56]. OHu He nmpocTo pacuug-
POBBIBAIOT MH(OPMAIINIO, 3aJOKEHHYIO
B CIIEKTaKJIE, & CTAHOBATCS «IAapTHEPAMHU
M0 WTPe», Ha TOM HIU UHOM ypOBHE (op-
MHPYS €TO HAPABHE C AKTEPAMHU.

W He cTosb BaXHO, 4TO B BUAEOONEPAX
HE MPOUCXOTUT MPSIMOTO (PH3UIECKOTO BOB-
JIeYeHus ayAUTOPUH B CIIEKTaKJIb, HE COBEP-
I1aeTcsi 0OMEHa poJIsIMU MEXK]y 3pUTENIeM U
aKTEPOM, YTO THIMYHO Ui meppopMaHca,
[JJaBHOE, YTO COy4YacTHE NPOUCXOIUT Ha
MEHTaJIbHOM ypoBHE. TpaHchopMupyrorcs
MIPUBBIYHBIE YCIIOBUSI BOCHPUATHS CIIEKTa-
KJIsl, B CBSA3M C Y€M BO3HHMKAET TaK Ha3bIBa-
€MO€ IMOrPaHUYHOE COCTOSIHME, MMEIOIIee
Ba)XKHEHIIIee 3HAYCHNE B 3CTETHKE mepdop-
MatuBHOCTH. B omnepax Paiixa takoe co-
CTOSIHE BO3HUKAET B MEPBYIO OUYEPENlb KaK
CJIEICTBUE PACIIATBIBAHUS TI'PAHULl MEXKIY
HMCKYCCTBOM M JIEMCTBUTEIBHOCTHIO. Kaxk-
nasi BUAEOONEpa OCBEUIaeT MPOOIEMHYIO
TEMY, aKTyaJIbHYO JIJI COBPEMEHHOT0 00111e-
ctBa. 11 HecMOTpsl Ha TO, YTO B CIIEKTAKIIAX
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IPOCMAaTPUBAETCS aBTOPCKAsk MO3UIIUS, OHU
HE TPAHCIUPYIOT OAHO3HAYHOE COOOIICHHE.
ABTOpBI OTKa3bIBAIOTCS OT TPAJULIMOHHBIX
OTEPHBIX CPEACTB BBIPA3UTEIBHOCTH, CO-
3HATEJIBHO AKLEHTUPYS JOCTOBEPHOCTH
MIPOUCXONAILIEIO Yepe3 JOKYMEHTaJbHbIE
Marepuaibl U TMOATAJIKUBAs 3puUTeNel ca-
MHUM JIeJIaTh BBIBOABI U (POPMYITHPOBATH
coOCTBEHHbIE CMBICIBI. Tak, BOIPOCHI, 3a-
naBaemble pecrioHaeHtam B «l[lemepey,
HanpsSIMyI0 HE CBS3aHbI C MpoOIemMoi apa-
00-U3panIIbCKOrO KOH(IIMKTA, a JIOKyMEH-
TaJbHBIE KaJpbl NEPBOTO M BTOPOTO aKTOB
«Tpéx ucropuity camu 1o cebe He 3acTaB-
JSIFOT 3aayMaTbest 00 OOpaTHOM CTOpOHE
TeXHoJoruueckoro mporpecca. Cpeactsa
JOCTOBEPHOM JOKYMEHTAJbHOCTH JIMLIb
JIEeMOHCTPUPYIOT (PAKThl M CBUACTEIHCTBA
peanbHBIX JIONIEH, a 3aMbIcel OCO3HAETCs
Onmaronmapsi ocoboii arMocdepe U MeToaam
MOJIa4X JOKYMEHTAJIbHOIO TEKCTA.
Hccnenosarenn nep@opMaTUBHBIX
NPaKTUK YTBEPXKAAIOT, YTO aTMOC(HEPHOCTh
ABJIAETCS HENPEMEHHBIM KaueCcTBOM IIep-
(hopMaTUBHOTO MPOCTPAHCTBA, CIIOCOOHO-
TO OKa3bIBaTh CYITECTUBHOE BO3/CHCTBHE.
A 3ByK, B TOM 4YHCJI€ U HE MY3BIKAJIbHBIM,
SBIIETCS OAHUM U3 HanboJiee AeCTBEHHBIX
cpenctB co3manusi armoceprsl. U 3mech
emé pa3 cleAyeT BBLACIUTh MBICIb O TOM,
YTO MMEHHO T0JIOC SIBJISIETCS CUIIbHEHIINM
UHCTPYMEHTOM BO3/IeHCcTBUS B ieppopman-
cax. B coBpeMeHHOM Tearpe UCKyCCTBEHHO
Pa3phIBalOT CBSA3b MEXKIY FOJI0COM U PEYbIO.
lonoc He mpocTto AOMUHUPYET Haj CIO-
BOM, OH IIpPOSBIIIET CBOIO HE3aBHUCHUMOCTH
U MHAUBUAYadbHOCTh. OIHHUM M3 MOKa3a-
TEIbHBIX TPUMEPOB SBISIOTCS CIEKTAKIH
Oiinapa Illneeda, B KOTOpBIX OTHEICHHE
rojioca OT MPOU3HOCUMBIX CJIOB IPOUCXO-
JUT C IOMOIIbIO «MHOTOKPATHBIX TOBTOPOB
OTAENBHBIX (Ppa3, HAIOKEHUS TOJIOCOB, MIE-
1oTa WM, HA00OPOT, MOYTH ONTYLIAIOLIETO
Kpuka» [6, c. 238]. Kak yxe OblJ10 yKa3aHo,
Paiix akTUBHO pa3BUBAET 3TH UAEH, KIaIs
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B OCHOBY 3BYKOBOTO JaH/madra omnep pas-
HOOOpa3Hble HEMY3bIKaIbHbIE 3BYKU U KU-
BYIO YEJIOBEUECKYIO PEUb.

OTMEUEeHHBIII paHee CEeMaHTUYECKHI
BaKyyM, BO3HHMKAIOUIUI B CBS3M C HEIpH-
BBIYHOW JJIs 3puTenst GOPMOM CIIEKTaKIIs,
IPUBOJUT K TOMY, YTO 3PUTEIU MOMNAAAIOT
B JIMMUHAJIBHYIO CHUTYyaIlMIO, TOA00HYIO
Urpe, e He BCE MpaBUjla UM IOHATHBI,
B COCTOSIHME KPU3HCA, KOTOPBIN OHU 10JIKHBI
MIPEOJOJIETh CaMOCTOATENBHO. ConocTaBiss
(hakThl U UCTIONB3YS 0cOoObIe TPUEMBI, Paiix
MOATAJIKUBAET 3pUTENS K IEpeocMBbICie-
HUIO YK€ 3HAKOMBIX UCTOPHUECKHX (DAKTOB,
MIPOBOLIUPYS CaMOCTOATEJIbHO IPOBECTHU
napajuiesid MEXJy pa3pO3HEHHBIMU HCTO-
PUYECKUMH CUTyallUsIMU U TPOYYBCTBO-
BaTh B paMKax 3TOr0 3CTETHYECKOIO OIbI-
Ta TyOUTEIbHOE BO3/ICHCTBHE TEXHOJIOTHUI.
B pesymerare 3purtenb nepeKuUBacT BHY-
TPEHHIOI0 TpaHCPOpPMALUIO — HENpeMeH-
HBIN aTpuOyT nMeppOpPMaHCOB U PUTYAJIOB.

Wtak, paccMOTpeHHblE OCOOEHHOCTH
MTO3BOJISIIOT COIVIACUTBCA C paHee IpHUBe-
NEHHOW TOUKOM 3peHust Paiixa o kapau-
HaJbHOM OTJIMYHHU €r0 CLIEHMYECKUX COYU-
HEHUH OT TPaAULIMOHHON MOJEIHN ONEPHOTO
cnekrakyis. M neno 31eck He TOJIBKO B MC-
M0JIb30BAHUM HKPAHOB U KaKUX-THOO Tex-
HOJIOTUYECKHX  YXUIIpeHUW.  BaxHbIM
TPaHC(HOPMUPYIOLIUM CTPYKTYPY AeHCTBUS
(akTOpOM CTAaHOBUTCS JOKYMEHTAJIbHAsS
OCHOBa C MPOOJIEMHOM OCTPOTON U 3HAYM-
MOCTBIO UCIIOJIb3yeMOM (PaKToIOTHH, arpu-
OpU TPEAIOoJIararled 3MOUUOHAIbHO-
VHTEJUIEKTYaJIbHYI0 BOBJICYEHHOCTD 3pUTENS
B 00pa3HbI KOHTEHT, KaCAIOIIMIACS 1O CBO-
€My COAEPKAHUIO BCEX U JIMYHO KaXKJOTO.
310 (akTop, CTUMYIHUPYIOIIMHA TyOIUKY
Ha «JIMaJION» C aBTOpaMu M XYJI0)KECTBEH-
HBIM TEKCTOM, HACBIIIEHHBIM MHOXECTBOM
MPUBEAEHHBIX IOKYMEHTAIBHO 3a(pUKCUPO-
BAaHHBIX MHEHUW U OLEHOK HMCTOPHYECKUX
coObITrii. OTHO 3TO U3MEHSET TPATUITUOH-
HYIO0 CTPYKTypy KOMMYHHUKAallMd B TpHUAZeE
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aBTOpP — MCIOJIHUTENb — 3PUTENIb, HO 3TO
JIMIIb EMUHWYHBIN acliekT. BMecTo 1einLHo-
ro JIMHEMHO Pa3BUBAIOIIETOCS W JIOTMYHO
BBICTPOCHHOTO0 MH(OPMAIIMOHHOTO MOTOKA
Paiix pa3BépThIBaeT nepen 3puTeneM Xyao-
JKECTBEHHO CJIOKHOE, MHOTOACIIEKTHOE MH-
¢dopmannonnoe none. He mpennaras nonu-
CKAa30K WM «IIyTEBOAMTEINSD), OH CTABUT
nepel HeoOXOJUMOCTBIO  CONOCTaBIISTh,
CpPaBHUBAaThb, UCKATb OTBETHI HA CIIOJKHBIC
BOINPOCHI OBITHS, KU3HU U CMEPTH, MEPHI
OTBETCTBEHHOCTHU IIepe]] COOOM M 4eno-
BEYECTBOM YEpe3 «IPOKHUBAHHUE» Tparu-
YECKOI'0 OIBITA MPOLUIOrO B HACTOALIEM.
Paboras ¢ monmudoHmeir BpeMeHHBIX U TIPO-
CTPAHCTBEHHBIX IUIACTOB, OJHOBPEMEHHO
IIPEICTABICHHBIX DKPAaHHBIM TEKCTOM, CHIO-
MUHYTHBIM CLHEHUYECKHUM IPEICTABICHUEM
U CHMYJIBTaHHBIM 3PUTEIBCKUM COIOCTAB-

JIEHUEM XYJOXECTBEHHO NEPEKUBAEMOI0O
OMbITa C pEalbHbIM XU3HEHHBIM, KOMIIO-
3UTOP TPAHCPOPMUPYET MATPHUILY OTIEPHO-
TO CIIEKTaKJIs B epopMaTuBHOE EHCTBO.
Hauunas ¢ texcra nuOpeTTo — 0c000# ero
KOHCTPYKIIMW, HACHIIIEHHON mepdopma-
TUBHBIMH JJIEMEHTAMHU — JO €ro Mojadu
B 0COOBIX (popMax BOKaJIbHOTO U HHCTPY-
MEHTAJIbHOTO MHTOHUPOBAHUS U BU3YaJbHOM
aymuorpaukd ¢ 0CO00M SKpaHHO-CIICHU-
YECKOW ACTETUKOW, — BCE CBUIIECTEIIbCTBYET
0 TOM, YTO CIPOBOLIMPOBAHHASI JOKYyMEH-
TAJIbHOM OCHOBOM OIIEpHAsi OCHOBA TPAHC-
dbopMupyeTcs M BOUTHIBAET YEPTHI MeEp-
(OpMaTUBHOCTH, TO3BOJISIONINE ClIEIaTh
BBIBOJ] O TOM, YTO JIOKYMEHTAJIbHBIA TeaTp
Paiixa pa3aMbikaeT cBOU I'PaHUIIBI HE TOJIBKO
B cepy UHBIX UCKYCCTB U TEXHOJOTUH, HO
U B caMmy >KU3Hb.

<S> TIPUMEYAHUA <>

! MHTepecHbIii aHaIM3 B3aMMO3aBHCHUMO-

CTU MEXy COBPEMEHHOM COLIMATIbHOM )KU3HBIO
U niepGopMaTUBHBIMH (hOpMaMH UCKYCCTBa Ha
OCHOBE TE€OPUU MHTEPAKTUBHBIX PUTYaJIOB U3-
BeCcTHOro couuosiora Pannanna KomnHza co-
nepxut cratbst A. Kpbuiooit «K Bompocy o
npupoze apt-neppopmanca [3].

2 JlanHas mpo0JieMaTuka Ha puMepe TaH-
11a MOZIepH packpbiBaercs B crathbe E. Kucee-
Boii «Ilepdopmanc kak popma nmpeacraBieHus
MY3BIKaJIbHO-XOPEOTPaPHUECKOr0 HCKYCCTBA»

[2].
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AeicTBo «B3siTne 3umMHero ABopua» Ha Npa3AHOBaHHUe
roAOBLLMHbI OKTSIOPbCKOM peBOAIOLIMM
B UCTOPUU CTAaHOBAEHUS nepchopMaTUBHOIO UCKYCCTBA"

Crathsi moOCBsllleHa TpoOIeME CTaHOBIEHUS MEepGOPMATHUBHOIO MCKYCCTBA B KOHTEKCTE
pa3BUTHUSL 3PENUIIHBIX (OPM COBETCKHUX TOCYHapCTBEHHBIX Mpa3gHHUKOB. PaccMarpuBas Bpems
U TPOCTPAHCTBO OQUIIMATBHBIX TOPKECTB, aBTOP MPOCIEKHUBAET IMPOLIECC KOHCTPYHUPOBAHUS
TEKCTOB CUMBOJHYECKUX KapTHH, MOBECTBYIOLIUX O HACTYIIEHUU «CUACTIUBOM KH3HU» HOBOM
COITMATMCTHYECKONW 3pbl B MCTOPHH YeEJIOBEYECTBA. TearpajbHbIe 3PENHINA, BOCIPOU3BOIAIINC
KJIFOYEBBIE COOBITUS COBETCKOM MCTOPHHU, KaK 3HAYMMas COCTABIIAIOIIAS MACCOBBIX MPAa3IHUKOB,
UCCJIEYIOTCS aBTOPOM B JMHAMMKE MIPOIECCa CTAHOBICHUS HOBBIX (DOPM KYJBTYPBI, IPOXOASIIETO
Ha IMPOTSHKEHUHU BCETO BBIJCICHHOTO dTara UCCICI0BaHMUS.

Bo mHOXecTBe MaccoBbIx 3penui 1920 roga Hanbosee MacTaOHBIM SABJISIOCH TPAHINO3HOE
«B3zsTue 3uMHeEro 1BOpPIIAY, BOCIIPOU3BOIAIIEe COOBITHS OKTSIOps 1917 roga B peabHOM BpeMEHH
U TPOCTPAHCTBE, CONMPOBOXKIABIIECECS HCIIOJIHCHHEM IPOJICTAPCKOTO THMHA, PEBOJIOIIMOHHBIX
neceH, Mapiieil U opy>KeiHBIMU BBICTpENIaMu. JTa CKOHCTPYHPOBaHHAs KBa3u-BOCHHAs aTMochepa
0o0beuHsIa 3ByKOBOE MPOCTPAHCTBO MPA3IHUKA, BBIIETSS €ro U3 MOBCEAHEBHOTO MPOCTPAHCTBA/
BpemeHH. llpuMeneHnue mneppOpPMATUBHBIX CPEACTB CO3/aj0 YCIOBHUS JJsi  BOCIPHUSATHS
pa3BEPTHIBAEMOI0 JICHCTBA KaK pEaJbHOT0 MCTOPHUYECKOro coObITHSA. Takumu crocobamu
CO3/7aBaJICs CaKpaJbHBIA XPOHOTOI COBETCKOTO Mpa3IHUKA: TPATUIITMOHHOE IIPOCTPAHCTBO/BPEMS
Mpa3[HMKa TOJYYUSI0O MHHOBAIMOHHYIO TPAKTOBKY ue€pe3 BHEAPEHHE HOBBIX, 3HAYUMBIX [
CTaHOBIIEHUS TOCY/IapCTBa CUMBOJIOB.

Kiro4ueBble clioBa: COBETCKHI TeaTp, MaCCOBBIE 3peluiia, nephopMaTuBHOE UCKYCCTBO.
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The Artistic Action “The Conquest of the Winter Palace”
for Celebrating the Anniversary of the October Revolution
in the History of the Formation of Performative Arts

The article is devoted to the issue of formation of performative art in the context of development
of spectacular forms of Soviet state holidays. While examining the time and space of official
festivities, the author traces the process of design of texts of symbolic pictures narrating on the
advent of “the happy life” of the new socialist era in the history of humankind. The theatrical
pageantry replicating the chief events of Soviet history, being a significant component of mass
holidays, is researched by the author within the dynamics of the process of formation of new forms
of culture occurring during the course of the entire specified stage of research. In the variety of
the mass shows of 1920 the most large-scale is the grandiose stage work “The Conquest of the
Winter Palace” replicating the events of October 1917 in real time and space, accompanied by the
performance of the proletarian anthem, revolutionary songs, marches and gunshots.

This constructed quasi-military atmosphere unified the sound space of the festivity, singling
it out from the everyday routine spatial/temporal domain. The application of performative means
created the conditions for the perception of the developed action as a real-time historical event.
These were the means by which the sacred chronotope of the Soviet holiday was created: the
traditional spatial/temporal dimension of the holiday received an innovational interpretation
through the implementation of new symbols which are significant for the formation of the Soviet
state.

The publication is prepared within the framework of scholarly project No. 20-012-00366—A
“Performative forms of musical art as a phenomenon of modern culture” supported by the RFFI.

Keywords: soviet theater, mass shows, performative art.

poliecc KOHCTPYHUPOBAHMSI XyIOKe-  TPAaKTOBOK M MHTEpIIpeTaluii nHdopManuu,

CTBEHHOIO TMPOCTPAHCTBA Mpa3A- MOIYyYaeMOW C MOMOILBIO TPaAUIIMOHHBIX

HUYHOTO JICWCTBA B KOHTEKCTE CMEH  METOOB KYJIBTYPOJIOTUUECKOTO UCCIIEI0BA-
napaaurM pyoeka BEKOB ocTaéTcs omHMM  HUs» [2, ¢. 22]. B ¢opMupoBanun Tekcra
W3 3HAYUMBIX OOBEKTOB HWCCIICOBAHMS HE  Ipa3JHUKA YYacCTBYIOT BHJIbI HCKYCCTBa,
TOJILKO KYJBTYpPOJIOTOB U MCKYCCTBOBEJOB,  aKTyaJIbHbIE JIJISl KXKJI0TO IEPUOJA €ro pas-
HO ¥ UCTOPUKOB, GUI0CO(OB, COIIMOIOTOB,  BUTHUA. VX CHUHTETHYECKOE €IMHCTBO POXK-
TEaTPOBE/IOB, MPEICTABUTENICH CaMBIX pa3-  JaeT 0COOble CBOMCTBA, KOTOPbIC AKTHBU-
JUYHBIX HAyYHBIX HAMpPaBICHUN W IIKOJ.  3UPYIOT BOCHPHUSITHE YEIOBEKA, OKA3bIBAIOT
B Tpynax coBpeMeHHbBIX yUEHBIX MPa3IHUK  ICHUXOJOTMYECKOE BO3JEHCTBUE U MPUAAIOT
paccMarpuBaeTcs Kak TEKCT KYIbTyphl, YTO  Pa3BUTHIO OOpPa3HO-IIEJIOCTHOTO 3ambIciia
BBOJUT €ro «B IUIOCKOCTh CEMUOC(EpPHl, MHOTOIPAHHOCTH M MHOTOILIAHOBOCTh. Co-
B KOTOpO#l BCE MMeeT 3HAKOBYIO (GOpMYy MU  €AMHEHHE BPEMEHHBIX M HPOCTPAHCTBEH-
00yCIIOBJIGHO KaK COIMAJIbHO-KYJIBTYPHBI-  HBIX MCKYCCTB YCTAHaBIIMBAET B3aUMO/IEH-
MU (aKkTOpaMu, TaK U HEOMHO3HAYHOCTHIO  CTBHE 3PUTENBHBIX U CIIYXOBBIX 00pa3oB,
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HaNpaBJIEHHBIX HAa CO3JlaHue 0CO00M AMO-
[IUOHAJILHON aTMOoc(epbl TPa3THUYHOTO
nercrtBa. CKOHCTPYHMPOBAHHBIN XPOHOTOII
npa3JHUKa, a TaKKe ero CBs3b co chepoii
CaKpaJIbHOTO, CIIY)KUT JOCTHUKEHUIO BHY-
TPEHHETO €IMHCTBA COLNYMA.

Bo3spacranue ponu npoeKTUpOBaHUs Xy-
JIOKECTBEHHOIO IPOCTPAHCTBA COBPEMEH-
HBIX O(UIMATEHBIX TOPXKECTB U MPOIIECC
nepdopmMaruzalui  UCKYCCTBA  MPHUBOMAST
K TPUBJICYCHUIO B CO3JAaHUHM CTPYKTYpPbI
Npa3THUKA TapTUIMIIATOPHBIX U niepdopma-
TUBHBIX MpPaKTUK KomMeMmopauuu. [lepdop-
MaHC, KaK «MHTErpaThBHAsl 3CTETHKA KUBO-
r'O», B LIEHTPE KOTOPOH CTOUT « ‘IPOMU3BOJACTBO
npucytcTBus” (1Mo TepmuHy [ymOpexra),
MHTEHCUBHOCTh KOMMYHHUKAIIUH, MPOXOJIsi-
e “JUIIOM K JIMITY »', sIBJsIeTCsl Hanobosee
AKTyaJIbHOW XYHOXECTBEHHOW IPAKTHKOU,
CIOCOOHON 00ECTICYNTh SUHCTBO COLMYMA.
B yka3aHHOM KOHTEKCTE 3HAYUMBIM MPEI-
CTaBJISICTCSI OIBIT CO3/1aHUSI MHHOBAIIMOHHBIX
dbopM TIPa3THUIHOTO AEWCTBA, MPEIIPUHS-
ThI B Hadasie XX BeKa PEKUCCEPOM U TEOpE-
trkoM Tearpa H. H. EBpentoBeiM?. JleiicTBO
«B3sTue 3uMHEro ABOpIIa», MOCTaBICHHOE B
1920 romy B neHBb Mpa3gHOBAHUSA TOIOBIIU-
Hbl OKTSOPHCKOTO PEBOITIOIMOHHOTO Tiepe-
BOpPOTa, OTMEYAETCS YYEHBIMU KaK OJHO W3
BOKHEHIIMX COOBITHI B MCTOPUM HUCKYCCTBA
XX-XXI Beka.

P. C. OcmuukuH B ucciiegoBanuu «Kos-
JIEKTUBHBIE TIEPPOPMAHCHI: OT MAPTHUIUIIA-
LMW K IIPOU3BOJCTBY COLUAIBHOW JKU3HU»
BeIensiet Tpyabl P. Tonabepr («MckyccTBO
neppopmanca. or (QyTypusmMa 10 HaUIUX
nuei») u K. bumen («VckyccTBeHHBIE aJIbl:
NapTULUIIATOPHOE HUCKYCCTBO U IMOJIMTHKA
3pUTENIbCTBA») KaK BAXKHEUIIINE B UCTOPHO-
rpaduu nepdopmMaHca ¥ MapTULUIIATOPHO-
ro uckycctna [11, c. 122]. B cBoto ouepenp,
P. TonnGepr B kauecTBE OHOTO U3 HCTOKOB
COBpPEMEHHOro nepdopmaHca OTMEYaeT
MacCOBBIE PEKOHCTPYKLHHU, B YaCTHOCTH,
«Bzsitue 3umuero asopua» 1920 roga [Tam

39

ke]. K. buillen takke BBIJEISIET €ro Kak
OIHO U3 Haulojiee YCIEUIHBIX B XyJOXKe-
CTBEHHOM OTHOIIEHMHM MAacCCOBBIX 3PEJIHILL
Hayasia XX Beka. Ona numer: «Ilox no3yH-
rom “IlycTp Kaknas MuUHyTa Haled >Ku3-
Hu Oyner tearpom”, oH [H. H. EBpennos.
— B. /[.] npu3Bai nwoaei craTh akTépamMu 1
JpamaTypramu cBoei COOCTBEHHOH >KHU3HH.
OTO CO3By4YHO CO CTPEMIIEHHEM OOJblIe-
BHUKOB ‘‘T€aTpajv30BaTh XWU3Hb , NPYTUMHU
CJIOBaMH, pa3BUBAaThCs IPHU IOMOILM CIie-
HUYECKUX CPENCTB, (OPMBI IMpOIaraHjbl
OKpPY’KaroIllel cpepl, KOTOpas MPEB30ILIa
BCE, UTO MOXKET OBITh JOCTUTHYTO B T€aTpe
aBaHcueHs» [13, p. 60]. ABrop cBs3bIBa-
€T CTPEMJICHUE «TeaTpaiu30BaTh >KU3HbY
C aruTalMOHHOM HAIIPaBJICHHOCTBIO COBET-
CKOT'0 MaccoBoro uckyccrtsa 1920-x romos.
Bo3sneiictBue TearpanbHOr0 HCKyCCTBA
Ha KyJIbTypy Hadana XX BeKa MOTYEPKHU-
BAalOT U OTEYECTBEHHBIE MCCIIEIOBATENIM.
B. 1. MakcumoB B cratbe «“B3stue 3umne-
ro ABOpIA~ KaK MUCTEPUAIBHOE JECUCTBO»
ykasbIBas Ha 10, uro H. H. EBpeunosa co-
BpeMeHHUKU cpaBHUBaIU ¢ O. Yailnpaom,
OTMEYaceT: «YallpJl MPOBO3INIACHI OPUEH-
TAIUI0 OOBIICHHOMN *U3HU Ha 3aKOHBI UC-
KyccTBa. OTHBIHE HE HMCKYCCTBO OTpa)XaeT
KU3Hb, a )KU3Hb CTPOUTCS MO 3aKOHAM HC-
KyccTBa. EBpenHoOB nomen najibiie: He 00-
IIM€ 3aKOHBI UCKYCCTBA, & UMEHHO 3aKOHBI
tearpa» [10, c. 33]. Bo Bceill nonHoTE 3TA
KOHLENIMs Obljla UM BOIUIOIIEHA B IOCTa-
HOBKe «B3stre 3uMHero aopuay.
JlelictBo,  cTaBliee  KyJbMHHaLUEH
npaszaHoBaHuss OKTAOPbCKOM pPEBOIIOLNHY,
BOIUIOLIAJIO HOBYHO KOHLENIUIO IPa3IHUY-
HOM KyJbTYpBbI, CBSI3aHHYIO C YCTaHOBJIEHU-
eM CoBerckoii Bnactu B Poccun. IamMenenune
KyJABTYpHOTO <«JIaHAmadTa» BbIPa3UIOCh
B MEPEHOCE MOJUTUYECKOIO LEHTpPA rocy-
JapcTBa U TpaHchopmanueil kaneHaaps.
K 1918-1919 rogam ycranaBnmBaeTcsi HOBast
cUcTeMa TOp)KecTB, BKitodaromas: «Kpo-
BaBoe Bockpecenne» (9/22 suBaps), JleHn
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[Tapmxkckoit Kommynsr (18 mapra), JleHn
Kpacnoit Apmun (23 ¢espamns), Ilamsrs
Wronsckux aneit (3—16 wurons), OKTIOph-
ckas lTomoBmumua (7 HOs0ps). McTopuue-
CKOM -1aToM, OT KOTOPOW BEJIOCH JIETOMC-
yucienue (momumo Poxaecta Xpucrosa),
ctana OKTSI0pbCKast pEBOJIOLIHSL.

CmeHa coMOKyIbTYpHOU MapagurMbl 1
UJICOJIOTUU COIPOBOXKAAIOCH CTaHOBJIEHU-
€M COBETCKOIr0 MaccoBoro uckyccrsa. [loa-
nucanHbii B. W. Jlenunbim B anpene 1918
roga [ekper o IlamstHukax PecmyOnuku
IJJacuJjl, YTO B O3HAMEHOBAHUE «BEJIMKOTO
nepeBopora, npeodpasusuiero Poccuroy,
HE0OXOAMMO, YTOOBI B JIEHb 1 Mas ¢ ILIO-
maned M yaun ObUIM CHSITHI «HEKOTOpBIE
HanOoJee ypOoaIuBbIe UCTYKAHBD» («IIaMsIT-
HUKH B YECTh 1[apeil U UX CIYT») U MOCTaB-
JeHbl HoBbIe. OCO00i KOMUCCHH «IIOpyYa-
€TCs MOATOTOBUTH JIEKOPUPOBAHUE TOpoaa
[Mockssel. — B. /[.] B nedb 1 mas» u 3ame-
HUTbH Ha3BaHUE yJIUIIl, SMOJIeM, TepOOB U T. II.
«HOBBIMH, OTpaXarOlMMH UJIEU U UyBCTBA
PEBOIIOLIMOHHON TpynoBoi Poccum» [3].
B Ilerporpane Ha miomanu KepTB peBo-
ot (ObIBIIEe MapcoBo 1mosie) Obliia BO3-
BEJICHA HAKOBAJIbHS, «I10 KOTOPOH ynapsiu
(cuMmBoONIMYECKasi MpUCATa) BOKAKH MPOXO-
JSALUX KOJOHH» BO BpPEMsl NpPa3gHUYHBIX
mectBui’. He MeHee BaKHBIM LIEHTPOM
IIPOBEICHUS TOPKECTB sABIsUIach [Lmomanp
VYpurkoro (OwsiBiIast JlBopiioBasi miomas),
cBs3a”Has ¢ cooertusamu 1905 roxa.

[TonbITKM 3peauIIHOro 0hOPMIIEHUS CO-
BETCKHUX MPA3IHUKOB OCYIIECTBISUIUCH U J10
npeacrasieHus «B3stre 3uMHero 1Bopiay.
B 1919 rony xpacHoapmeiiniamu B Kenes-
HoMm 3ane Hapomnoro [loma (Ilerporpan)
ObLII0 pa3bIirpaHo 3penuie «CBep)keHue ca-
MonepxkaBus» (pykoBoautens H. I. Buno-
rpasoB). B TekcTe 3penuina ucropuyeckue
COOBITUS «B3ATUS 3UMHETO JABOpIA ObLIN
nepenanbl cuMBodimuecku. B 1920 romy
TaM e ObUIO OpraHNU30BaHO MPA3THECTBO,
BocrpousBosuiee coobiTus «KpoaBoro
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BockpeceHbs» (1905). Ko Bropoit romos-
mHe KpacHoit apmun ObUTO MOCTaBIEHO
«3penumie» «Meu Mupa», BO30OHOBIEH-
HOe K TpeThel ropoBimmHe OKTIOpPHCKOM
peBomtonnu. Ero Tekct Bocco3gaBai UCTO-
pUYECKOE BpPEeMsI ¥ TPOCTPAHCTBO COOBITHIT
1917-1918 rona: bpectckuii Mup, opraHu-
3anust Kpacuoii ['Bapauu u Apmuu, 3ammra
[TeTporpana®.

Tearpanu3oBaHHbBIE IMOCTAHOBKH, BOC-
MIPOU3BOASIINE BOCHHO-UCTOPUUECKUE CO-
OBITHS, SBISJINCh BaXKHOH COCTaBIISIONICH
OQUIIMAIBHBIX  TOPXKECTB  JOPEBOJIIOIIH-
onnoit Poccuu. Ilogo6usie hopmbl pekoH-
CTPYKIIUH, BXOJAIIME B Pa3BIIEKATEIbHYIO
4acTh MPa3JHUYHOTO JIEMCTBA, U3BECTHHI B
Poccuu ¢ XVII Beka. Tak, [IeTp I, B kauecTse
KyJIbMUHAIMA O(PUIIMATBEHOTO TOPXKECTBA,
nocBAmEHHOTO B3sITHIO A30Ba (MockBa,
1696) ycTponn Ha MaciaeHUILy TeaTpaau3o-
BaHHOE B3siTUE Kpernoctu. Kak oTrmeyaror
COBPEMEHHHUKH, 3TO Oblja 3aKII0YUTENIbHAS
U HauOoJiee 3peNuIIHAsl YacTh MPa3IHUKA.
N. A. KensaOyxckuii cremyromum obpa-
30M OMHUCAT 3TO JeUcTBO: «...W QeBpans
B 13 nenb, B cy660Ty Ha ChIpHOH Henene,
y Kpacnaro cema na mpyae caenan ObuLT
ropoJi A30B, OalIHU U BOPOTHI, U KOJIAHYH
ObUIM HapsiAHbIC, U TOTEXU OBbUIA HU3PSA-
Hbl€, U TOCyIapb WU3BOJIWI TEMIUTHCS» [6].
B neiicTBe ydacTBOBaM JEHCTBUTEIbHBIC
YYACTHUKHU CPaXKEHUs MpU A30Be.

[lerpoBckue Tpaaullid BOCHHBIX MpE.I-
CTaBJIeHUW ObUTH MPOAOKEHBI B IIAPCTBO-
Baure Aunnl MoanoBHBl. B yects €€ mqus
poxaenuss B 1732 romy mnepen 3UMHUM
JBOPIIOM Ha JbAy HeBbl ObLIO yCTpoeHO
npeacraieHue: «CHauana TpH IMOJKa, pas3-
NEeNEHHbIE HA JBE€ ‘“‘apMuu’, “YUHWIH...
SK3EPIUIMK U MAIWIA IPyr B Apyra, OT-
CTynas Y IPUCTyIas 3€JI0 UCKYCHO . 3aTeM
BCE BMECTE€ OHHU MOIUIA Ha LITYpPM CHEX-
HOTO YKpEIUICHUS, TOCTPOECHHOTO MOMEPEK
peku ot Anmupanteiictea 10 Crpenku Ba-
CHJIBEBCKOTO OCTpOBa U OOOPOHSBIIETOCS
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HEOOJIBIIUM OTPSJIOM C JBEHAIATHIO MyIII-
kaMu. [1o okoHUaHuu “mTYypMa’” y4aCTHUKH
“Oaranuu’ COBEPIIMWIM CIOXKHOE MOCTpOe-
HUE B popMe BeH3eIsl UMIIEPATPHUIIbI — OyK-
BbI “A” mox kopoHoi» [5, c. 6]. [Ipencras-
JIEHUE 3aBEpIIMJIOCH MaJb00W U3 MyILIEK U
Mmenkoro opyxusi. [logoOGHbIe TpenacTasie-
HUS SBJISUTUCH BAXKHOW YacCThIO UMIIEPCKUX
pa3AHECTB.

VYcioBusT  KOHCTPYMPOBAHHUSI  XyHOXKe-
CTBEHHOTO BpPEMEHHM U NPOCTpPAHCTBA CO-
BETCKOI'0 Mpa3HMKA MPEKIE BCETO CBA3AHBI
C OTCYTCTBHUEM TPATUIMOHHON (I Jope-
BOJTIOIIMOHHBIX O(QUIIMATILHBIX TOPKECTB)
LEPKOBHOM COCTABIISIIOLIEH. B CBA3M C 3THM,
3a/1a4ui, BO3JIOKCHHBIE HA TEaTPaJIbHOE HC-
KyCCTBO, OOYCIIOBWJIM HOBBI OONUK JIEHi-
ctBa. OnHONM W3 MIaBHBIX (YHKUMHA Mpa3f-
HECTBA, MIOMUMO KOHCOJIMAALINN OOIIEeCTBa,
MOJTyYMBILIEH BOIUIOIIEHUE B ITOCTAHOBKE
«B3stre 3uMHero nBopuay, craaa Mudoo-
TU3allisl UCTOPUYECKON TIaMSTH O Mpa3aHy-
eMoM coOwiTuH. }0. M. JlotmaH, BeIaenss
NaMsTh UCKYCCTBA KaK MPUMEP TBOPUECKOM
namsTH, OTMEYaeT, YTO «3Ta CTOpOHA TNa-
MSTH KYJIBTYpPbl UMEET MaHXPOHHBIM, KOH-
TUHYaJIbHO-TIPOCTPAHCTBEHHBIN  XapakTep.
AKTyaJIbHbI€ TEKCThI BBICBEUMBAIOTCS MaMsi-
TBIO, @ HEAKTyaJIbHbIE HE HCYE3al0T, a KaK Obl
1I0racaroT, Iepexos B MOTEHLHI0. JTO pac-
NOJIO)KEHNE TEKCTOB MMEET HE CUHTarMarTu-
YEeCKUH, a KOHTUHYaJIbHBIN Xapakrep u 00-
pasyeT B CBOEH LIEIOCTHOCTH TEKCT...» [9].
Co3aaB HeanM3MpPOBAHHYIO «T€aTPAJIbHYIO
Moznenby mrypma 3umaero, H. H. EBpennos
BOIUIOTHJI €€ B BUJIE TPaHIMO3HON MUCTEPUH,
B KOTOpOU ponuics MU@, BOCIIPUHUMAEMBIHA
MOCJIEAYIOIMIMMH TOKOJIEHUSIMUA COBETCKUX
JIozeH, Kak peanbHbli ipouecc [10, c. 35].

TearpanbHas mocTtaHoBKa OblUla OCHO-
BaHa Ha COOBITHSAX, Mpou3omeamux B 1917
roay. JleiictBue Hayanoch HOubtO (B 22.00)
U Pa3BOPAYMBAJIOCH HA JIBYX IUIOIIAJKaX
(«kpacHOi» U «Oemnoit»). B kympMuHaIu-
OHHBI MOMEHT JIEHCTBA — MOCJIE KAHOHA/IbI
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Kpeiicepa «ABpOpbD» OTPsAIbl KpacCHOApPMEN-
1eB Opocanuck Ha mTypM 3umHero. «Kak
TOJIBKO BOCCTABILME BPBIBAJIUCH BO IBOP...
MIPOKEKTOPA HAYMHAIIM METATHCS 11O KPBILLIE.
JIBoper cpa3y ke IpeBpallajiIcs B CHIYIT,
U TOTYAC K€ BO BCEX €r0 OKHAaX BCIBIXMBAJ
cBeT. B okHax ObUIH CHyIIEHBI Oeble MITOo-
pbl, a Ha uX (oHEe — MPUEMOM TeaTpa Ku-
TaliCKUX TEHEW — pa3bIrPbIBAJIUCh MAJICHb-
K€ TTAaHTOMHUMEI 00s1» [4, c. 46]. B dunane
CBET MIPOXKEKTOPOB OCBELIAJI KPACHOE 3HAMH,
B3BUBaroleecs Haja JBopuoM. Co3naHHBII
nox pykosoacteom H. H. EBpennoBa’ o0pa3
cTan cUMBOJIOB OKTAOPHCKON PEBOIIOIHH.
B nocranoBke ObUIM 3a/1€HCTBOBaHbI OoJjiee
BOCBMH TBICSY YENOBEK: MpodecCHoHab-
HbIE aKTEPBI, CTATUCTHI (KPaCHOAPMENLIbI) U
NecTBUTENbHBIE Y4aCTHUKU OKTSIOpPHCKOTO
nepeBopota, npusieu€HHbie H. H. EBpeu-
HOBBIM. ATMOC(epa XpOHHKaJIbHOCTH pa3-
BOPAUMBAIOLIUXCSI COOBITUN TOAIEP/KMBa-
JJaCh CKOHCTPYHPOBAHHBIM KOHTHHYYMOM
MIPa3AHUYHOIO JEHCTBA, IPOUCXOMSALLEIO
B 3HAKOBOM JUIsl IPUCYTCTBYIOLIUX MECTE U
BPEMEHHU — IMO3JHUM BE€YEPOM, Iepel 3uM-
HHUM JIBOPILIOM®.

Crnenududeckum o0pazom ObUIO Opra-
HU30BAaHO 3BYKOBOE IPOCTPAHCTBO MIpE.-
craBieHus. Kpome HCIIONHEHHSI MY3BIKH
I'. Bapnuxa, rHMHOB M PEBOJTFOLIMOHHBIX TIE-
CEH, 3ByYaJl HACTOSIIIIMIA «OPKECTP LIYMOB»:
«CrenyanbHble TPEIIOTKH 3a CLIEHOM aruio-
nupoBany pedaM KepeHckoro, a MOnoTKaMu
Henblii psig OyTadopoB BBICTYKHBAN MEJIO-
JUI0 yOApOB KOCTBUIEH, MEUICHHO IIECTBO-
BaBIIMX B IEPBOM KAPTUHE MHBAIUJOBY [TaM
Ke, ¢. 45]. 3ByKoBasi pealuCTUYHOCTD CLICHBI
B3SITUs 3UMHETO JBOpLIA OCYILECTBIISIIACH HE
Tonbko KaHoHanol «ABpopbl», AMBLIAsICS
OKOJIO TSITU MUHYT, HO W BBICTpPEIAMH ap-
TUIJIEPUACKON Oarapeu, pacrojiaraBiieics
B paiioHe AJIeKCaHJIPOBCKOTO caja. B Kyib-
MUHAIUU JCWCTBA — B MOMEHT IOSIBJICHUS
KpacHoro 3HameHu HaJx JBOPLOM OPKECTp
ucnonHs1 MHTepHanuonan [tTam xe).
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[Ipourpannast yuactHukamu OKTSOpb-
CKOTO IIEpEeBOpOTa CLEHA IPHUBEJIA B JIBU-
KEHUE 3pUTeNel, OIIYTHBIIMX peajb-
HOCTh Pa3BOPAYMBAIOILIMXCSA HA HX IVIa3ax
coObiTuii: «B Te MHHYTBHI, KOT/HA, KaK TpU
rojia Haszaj, 3arpeMesa CBOMMH IYyIIKAMH
“ABpopa”’, IpUMEIINUBAs T'yJl CBOUX OPYIU
K TPECKOTHE BUHTOBOK, Tearp IepecTall
ObITh TEATPOM, CJIMB >KM3Hb M HCKYCCTBO
B OJIMH HEPAa3pBIBHBII KOMIUIEKC) [TaM XKe,
c. 48]. O. ®umep-Jluxre, paccmarpusas 3¢-
(eKT NpUMEHEHHSI HOBBIX XY[I0KECTBEHHBIX
CPEZCTB, MO3BOJIMBILNX 3PUTEISIM Y4acTBO-
BaTb B IpelcTaBieHuH, orMmedaeT: «Korma
I'pasxmaHCcKast BOMHA 3aKOHYMJIACH, PEBOJIIO-
1[1s] HAKOHEI! ITOJIOIIA K KOHILY, U BEJIMKUU
Npa3JHUK 3akoH4YWICs. JIuMUHAIBHOE Bpe-
Msl OBLJIO 3aMEHEHO €IlE pa3 JMHEHHOCTHIO
ucTopuueckoro BpeMenn» [ 14, p. 120].

2020,2

KoHcTpyrpoBanue KyabTypHOUW MaMmsiTU
nepOpMaTUBHBIMA CPEJICTBAMU CO3/1aJI0
VHHUKQJIBHBIA TeaTpainbHbid (henomeHn. Mx
IIPUMEHEHHE «PACIIMPUIIO» MPOCTPAHCTBO
U BpeMs IMpa3IHUKAa M CIIOCOOCTBOBAJIO
O0OBEIMHEHNIO HAPOIHBIX MAaCcC B XPOHOTO-
e Mpa3JHUYHOrO AeicTBa. Takumu cnoco-
O6amMu co3maBalics CaKpaJbHBIM XPOHOTOI
COBETCKOTO Ipa3JHUKA: TPaJULMOHHOE
MIPOCTPAHCTBO/BpEMS MPA3IHUKA MOTYUHIIO
MHHOBAIIMOHHYIO TPAKTOBKY Y€pe3 BHEApeE-
HU€ HOBBIX, 3HAUUMBIX JUIsI CTAHOBJICHUS
rocyJ1apcTBa CUMBOJIOB.

JlanHass Mozenb Npa3gHUKA COXpaHs-
JIach B KQU€CTBE OCHOBHOM Ha MPOTSKEHUU
BCETO COBETCKOIO IEpHOAA U IMPOJEMOH-
CTPUpPOBAJIa BO3MOXKHOCTHb CO3/IaHHS TO-
CyAapCTBEHHONH MHU(OIOTUU CpelcTBaMU
Tearpa.

<S> TIPUMEYMAHUA <>

I Cm.: [8, c. 217].

2 OOpaleHHe K HCTOPUHM aBAHTAPIHOTO
HCKYCCTBa B KOHTEKCTE IPOOJIEM MOCTMOIEP-
HHU3Ma CBSI3aHO C OOIIHOCTBIO UX KOHIIENTyallb-
Horo cozaepxanus. E. A. boOpuHckast nuier:
«EnBa 11 B COBPEMEHHON MCTOPHM MCKYCCTBA
MOXXHO HaiTh Ooiiee MPOTHBOPEYMBEHIE H IIO-
CTOSSHHO M3MEHSIIOIIMECS] KOHLEMNIMH, YeM
KOHILIETILIMY aBaHTapja U JieKkajaHca (1oxamyu,
TOJIBKO MOCTMOJEPHU3M MOXKET COCTAaBUTh UM
HEKOTOPYIO0 KOHKypeHLuIo)» [1].

> InorpoBckuit A. U. Xponuka Jlenun-
rpaackux [Ipazaaects 1919-22 rr. // MaccoBsie
npasaHecTBa: cOopHuk Kommurera cormmono-

THYECKOTO M3ydeHus: uckyccts. JI.: Academia,
1926. C. 56.

* TlomoOHbIC MpPENCTABICHUS CTABWIHCH H
B cTpaHax EBponbl. A. A. I'Bo3/1eB BBIIEISET Clle-
nyrouue: «Crnaprax» (1920), «benusiit Konpan»
(1921), «Boiina u mup» (1922), «®panitysckas
pesomonus» (1922), «boprba 3a HedTH» (1922),
«Tomac Mronuep» (1925), «Boitna u Untepna-
umoHam» (1925). Cm.: 'Bo3neB A. A. MaccoBbie
npasaHecTBa Ha 3amajne / MaccoBble npa3iHe-
crBa: cOopHHK KomuTera COIMONIOrHYECKOro
n3ydenus uckyccrts. JI.: Academia, 1926. C. 51.

> Han co3maHueMm JaedcTBa MO PYKOBOI-
ctBoM H. H. EBpennoBa pabotaim pexxuccepsr:
1O. I1. Aunenkos, K. H. JlepxaBun, A. P. Ky-
renb, H. B. [letpos [4, c. 42].

¢ TlompoOHOE oOmKMCaHWE TeaTpaibHOTO
nerictBa cM.: [4; 7; 10; 12; 13; 14].
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My3blkaAbHas LMTATA KaK CMbICAOOOpa3ytowmnit dpakTop
B knHoTekcTax XX—-XXI Bekos
(Ha npumepe Pancoaum op. 79 N2 2 U. bpamca)”

HccnenoBanue MOCBSIIEHO HUTUPOBaHUIO My3biku Pamcoauu op. 79 Ne 2 Hemeukoro
Kommo3utopa-pomanTuka M. bpamca B Tpéx kunopunbemax: «Ilecup JIrooBu» (1947), «Ilpuspax
cB0o0oIB (1974), «Moé€ cepauie Outbces nepectano» (2005). 3T GUIbMBI CHATHI BBIIAIOIIUMHUCS
pexuccépamu K. bpaynowm, JI. byntoanem u XK. Oguapom, oTHOCATCS K >kaHpam Ouorpaduu,
KoMenuu abcypaa U apambl. B craThbe CTaBUTCS 1I€Nib BBIABUTH CMBICIBI, BOSHUKAIOIINUE MPHU
B3aUMOJICHCTBUH MY3bIKaJIbHON IIUTAThl C KWHOTEKCTaMU (PUIbMOB. AHANN3 TPEX KUHOPUIBMOB
JIOKa3bIBaeT, 4TO My3bika parncoguu W. bpamca, moMmeménnas B pa3iudHble MO KaHPY, CTUIIO
U BPEMEHU CO3[aHUs KUHOTEKCTHI, COOOIIAeT €IMHOE IOJIE CMBICIOB, 00pa3oB U AMOIUH,
B OJHOM U3 TMPUMEPOB BHIBOAUT KUHOTEKCT Ha CHUMBOJIMYECKUH ypOBEHb. B HEKOTOPBIX
npuMepax HaONIofaeTcss CUHTE3 MY3BIKJIbHOW LIMTATHI C BUICOPSIOM, B IPYTHX MpUMEpax,
HA000pOT, My3bIKalIbHAsI IUTaTa BCTYMAaeT B 3BYKO3PUTEIbHBIE U CMBICIOBbIE KOHTPAIYHKTHI
C KMHOTEKCTaMU. Takye My3bIKalbHas IIUTaTa CO3/1aéT MHTEPTEKCTyallbHbIE NUAIOTH MEXIY
HUCTOYHUKOM LHUTHPOBAHUS M KHHOTEKCTAMHU, MOMUYEPKUBAET CMEHY SKPAaHHBIX XPOHOTOIOB,
OTpa)kaeT YyBCTBAa U MBICIU T'€POEB, YCUIMBAET 3MOLUOHAIBHOE BOCIPHUSATHE PELUNHUEHTOM
coObITUH B Kazpe, (OKycHpyeT BHUMAaHHE PELUMIHEHTa Ha KyJIbMUHALMOHHBIX pa3jienax
GbuIBLMOB, BIUSET HA KOMIIO3UIIMOHHOE CTPOEHHUE KUHO(PUIBMOB.

KiroueBsle ciioBa: Morannec bpamc, KWHOTEKCT, My3bIKalbHas ITUTaTa, CMBICII, KHWHEMaTorpad,
MHTEPTEKCTYAJIbHOCTh B KHHO, KHHOMY3bIKa, JIync byHtoane, Kak Oguap, Knapenc bpayH.
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Musical Quotation as a Semantic Factor
in the Cinematic Texts of the 20th and 21st Centuries
(by the Example of Johannes Brahms’ Rhapsody opus 79 No. 2)

This research is devoted to quotation of the music of the Rhapsody opus 79 No. 2 by German
composer Johannes Brahms in three motion pictures: “Song of Love” (1947), “Le Phantome de la
liberté” (1974) and “De batter mon Coeur s’est arrété” (2005). These films, made by outstanding film
producers Clarence Brown, Luis Bunuel and Jacques Audiard, pertain to the genres of biography,
comedy of the absurd and drama. The article sets the goal of revealing the meanings arising upon
the interaction of the musical quotation with the cinematic texts of the films. Analysis of three
films proves that the music of Brahms’ Rhapsody placed in cinematic texts that are different in
their genres, styles and time period, conveys a unified field of significations, and in one of the
examples brings out the cinematic text to a symbolic level. In several examples it is possible to
observe a synthesis of the musical quotation with the video sequence, while, on the other hand,
in two examples the musical quotation enters into audio-visual and semantic counterpoint with
the cinematic texts. In addition, the musical quotation creates intertextual dialogues between the
source of the quotation and the cinematic texts, emphasizing a change of the screen chronotopes,
reflecting the protagonists’ feelings and thoughts, enhances the recipient’s emotional response of
the events in the film frame, focuses the recipient’s attention on the film’s culmination sections, and
influences the motion pictures’ compositional structures.

The reported study was funded by RFBR, project number 19-312-90050.

Keywords: Johannes Brahms, cinematic text, musical quotation, meaning, cinematograph,
intertextuality in cinema, movie music, Luis Bunuel, Jacques Audiard, Clarence Brown.

pobemMa TEKCTa CEerogHs MO-TPeX-  TYPHBIE M CMBICIOBBIE M3MeHeHus. LluTarel

HEMy akTyaJlbHa, U K HeW oOpamia- HapylIaloT CTPYKTypy KHHOTEKCTa, TpaHC-

I0TCS UCCTIEZIOBATENH, PadOTaIOIE  JIUPYIOT €My CMBICIBI MY3BIKQJIBHOIO MpO-
B pa3NuuHBIX oOnacTsx Hayku. COBpeMEH-  W3BEJCHHS-UCTOYHHMKA, HCIBITHIBAIOT Ha
Hasl TEOpUSI TEKCTa PacCMAaTPUBACT €ro Kak  ce0e oOpaTHOEe BIUSHHE CO CTOPOHBI KHHO-
CeMHOTHYECKyI0 cuctemy. OmHuM U3 BH- TekcTa. OHU pPEenpe3eHTHPYIOT B KHHOTEK-
JIOB CEMHOTHYECKOTO TEKCTa SBISIETCS KH-  CTE€ TaKXKe KOMIO3UTOPCKHH CTHJIb, YKaHP,
HOTEKCT, KOTOPBIM MpeACTaBiseT cOo00W  3MOLMOHAIBHOCTh, OOPAa3HOCTh MPOU3BEIC-
CIOXHYI0, KOMMYHUKAaTUBHYIO, CMBICIO- HHUH-HCTOYHUKOB, M «...MYy3BIKAIbHBIA Ma-
00pasyoIyl0 ayInoOBU3YyaJIbHYIO CTPYKTY-  TEpHal COBEpINAeT CBOETO poja TpaHCIrpec-
py. My3bIKanbHBIN Psill SABIAETCS IEMEHTOM  CHIO B KYJIBTYPHYIO Cpely BHE IIPOCTPAaHCTBA
ayMaTbHOW CTOPOHBI KMHOTEKCTAa M 3a4ac-  caMoro KuHompou3sBeaeHus. Coxpanss “ia-
TYIO BKJIOYAeT B ce0s IIUTaThl U3 MPOU3BE-  MATH O KMHOMPOUCXOXKICHHH, 9Ta MY3bIKa
JICHUH KJIacCU4ecKol My3bIKH. BkparuieHne  mproOpeTaeT cTaTyC OTHOCUTENIBHO CaMOCTO-
UTaT B KMHOTEKCT CO3MAaET B HEM CTPyK-  ATEIBHOTO cyluecTBoBaHMs» [4, c. 39—40].
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Jlns pexuccépoB 3HAYUMOCTH TPHOO-
PETaIOT MY3bIKAJIbHBIE CMBICIIBI, 3aUMCTBO-
BaHHbIE U3 [IUTUPYEMOIO MaTEPUIIa, B CBA3H
C 3THM, O0paTtuMcsi K MpobdIeMe CMBICIIO-
00pa3oBaHUsI B KMHOTEKCTaX C LMUTaTamMu
13 KJIACCUYECKOU My3bIKH. B KauecTBe mmpu-
Mepa MY3bIKaJIbHON LUTAThl PACCMOTPUM
doprenuannyo Pamncomuio op. 79 Ne 2
g moll HeMeKoro KOMIo3uTopa-poOMaHTH-
ka HMoranneca bpamca, kotopas nomenie-
Ha B KMHOTEKCTbl TPEX KapTuH. BriepBbie
OHA LIUTUPYETCA B OMorpauueckon JeHTe
«Ilecup nmoOBU» (1947) amepHUKaHCKOTO
pexuccépa Knapenca bpayna, 3arem 3By-
yut B «[Ipuzpake cBo6oas» (1974), cuarom
B KaHpe a0CypIHON KOMEANH UCTIaHCKUM U
(bpaHIly3CKUM peRUCCEPOM-CIOPPEATUCTOM
Jlyucom byHrosneM, HakoHel, OOHapy»Ku-
BAETCs B ipaMarudeckon ieHte «Moé cepa-
e Outhes nepecrano» (2005) ppaniryscko-
ro pexuccépa Kaka Onuapa. Ha3panubie
GuIBEMBl HUYETO HE OOBEIUHSET, 3a WC-
KITtoueHneM (pakrta nutupoBaHus Pancoauu
op. 79 Ne 2 1 Toro, 4TO B KQXK/I0M U3 HUX €€
MY3bIKY HCIOJHSIOT T€POU Ha posijie BHY-
Tpu Kazapa. [locrapaemcsi BBIIBUTH CMBbIC-
JIbl, KOTOPbIE BO3HUKAIOT MPU BKPAIJICHUU
B BHIOpaHHBIC KMHOTEKCTHI My3bIku Parico-
JIUU, TIOHSATh, KAK OHA B3aUMOJICUCTBYET
C LIUTaTaMU U3 JPYTUX MPOU3BEICHUI B KU-
HOTEKCTAaX, a TaKKe CO3JaET JIU LIMTUPOBa-
HUE MHTEPTEKCTyaJIbHbIE B3aMMOJCHCTBUS
MEXy KHHOTEKCTaMH.

Paniconus op. 79 Ne 2 g moll Noranne-
ca bpamca — Beigarommiics odpaser; KoH-
HEPTHOTO (POPTENMMAHHOTO POMAHTHU3MA.
Hecmotpst Ha TO, YTO KOMIO3UTOP CO31al
CBOM 0p. 79 B MO3IHUI IEPUO]T TBOPUECTBA,
9Ta My3bIKa COEPXKUT B ceOe IOHOIIECKHe
Oypto M CMSITEHUE, HAllOMUHAET pPaHHHE
doprenuannbie paboThl MacTepa. Parmco-
musi  o0NajaeT 3aloOMUHAIONIUMCSL  KOH-
TPacTHBIM TEMATU3MOM, 0Opa30BaHHBIM U3
eauHOro temarnuyeckoro sapa. Kaxnas us
TE€M BBICBEUMBAET I'PaHb INIABHOTO 3MOIIMO-
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HaJbHOIO MOJyca IMPOU3BEIACHUS — Ieya-
7, U NMpeAcTaéT TO B KauecTBe CKOPOHOTO
MopbIBa (MepBasi TeMa), TO AJIETUM (BTOpas
Tema). MlHorna B Hel TauTcs MpayHas OT-
CTpaHEHHOCTh (TpeThs Tema). [Ipamarusm
U CTPACTHOCTb IPOM3BEACHMS CBSI3aHBI C
HCTOpHEN co3paHus omnyca. M3BecTHo, 4To
oH OblI ocBAWEH Dnu3zader Gou LlTokxa-
y3€H — y4yeHulle u Onuskoit moapyre bpawm-
ca. K Dnuzaber KOMIO3UTOP HMCHBITHIBAI
CEpACYHYIO MPHUBI3aHHOCTD'.

BnepBble B HCTOpUM KHMHO 3Ta parco-
nusa bpamca 3Byunt B kaptuHe «llecHb
mo0Bu» (1947) pexuccépa Kiapenca
bpayHa — XynokeCTBEHHOM WHTEpPIpETa-
MU B3auMOOTHoweHuil Mexay Kriapoit
[Myman-Buk (Katpun Xénbepn), PobGep-
toMm lllymanom (ITon Xemnpeiin) u Moran-
Hecom bpamcom (Pobept Yokep)®. Jlenra,
CHsTasi IO OJHOMMEHHOU Nbece bepHapaa
[lly6epra u Mapuo CuiibBbl, CTAaHOBUTCS
OJTHUM W3 HEMHOTOYHUCJIEHHBIX Ouorpadu-
yeckux ¢(punpMoB — «Mctopus Lllymana»
(1950), «Becennsisi cumdonus» (1983),
«Bozmobnennas Kmapa» (2008) — o xwu3-
HU BEJIMKHX MY3bIKaHTOB. DwibM mpu-
MEYaTeJIeH TaKXe TeM, uTo poiib Kiapsl
[IIymaH ucnoaHUIa BBAAKOIIASICA aKTpUca
Kotpun XénOepH, u3BeCTHas TaJaHTOM
MOTPY’KEHUsI B 00pa3bl CBOMX T'€POUHB’.
Xénoepn-lllyman mnpeactaér B pa3HBIX
UIIOCTACSX: BUPTYO3HON NMHUAHUCTKHU C MU-
POBOM CIIaBOM, TAJAHTIMBOTO M YYTKOIO
MY3bIKaHTa, T100s1el KEeHbI, MaTepH, T1a-
BbI CEMbH, K HE BO3HOCATCS MIECHU JTI00BU
[lTymana u bpamca.

B cnorane u HavanbHBIX TUTpPax OT-
paxkaercsl IaBHas HAEs KapTHHBL «OTa
HUCTOpHUS JIOOBM HACTOJBKO TIPEKpacHa,
4yTO OBLJIA CO3/1aHa JUIsl MY3bIKU»; «B 3ol
uctopuu o Knape u Pobepre lllyman, Ho-
ranHece bpamce n @epenue Jlucre mbl 10-
NyCTUJIA HEKOTOPHIE BOJIBHOCTH B XPOHO-
norun». Takum oOpazom bpayn HamekaeT
Ha BaXHOCTb MY3BIKAJIBHOTO KOMIIOHEH-
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My3bika B CUCTEeMe KYAbTYypbhl

Ta KapTUHBI U Ipejlaraer, OTKa3aBIIHCh
OT TMOWUCKAa HETOYHOCTEW, B3MISAHYTh Ha
cyns0b1 lllymana, Buk u bpamca kak Ha
UCTOPHUIO JIIOOBH, BOCTIETYIO B UX MY3BIKE.
Oco6oe BHUMaHHE B KHHOTEKCTE K MY3bI-
KaJIbHOMY KOMIIOHEHTY BBIPAXXE€HO B Clie-
nyromux ¢GakTax: My3blKa IS KapTHUHBI
OblJIa CTeIMaIbHO 3amucaHa CUMQpOHUYE-
ckuM opkectpoM MGM (mupuxkép Yuiabam
Crenbepr, naptus (oprenuano — ApTyp
PyOunmiTeiin); BO MHOTHX clieHaX (uib-
Ma TpEACTaBJICHBI Pa3JIMYHbIE KOHIEPT-
HBIE 3aJ1bl, My3bIKaJbHbIC CAJOHBI; BHYTPHU
M 32 KaJpOM 3ByYaT IUTATHl U3 MY3bIKU
U. bpamca, ®. Jlucra, P. llymana, 4ro co3-
NAa€T MY3bIKAIBHYIO aypy 3MO0XHU, B KOTO-
pOM KUIU KOMIIO3UTOPBHI.

B «lecuu mro0Bu» «llocBsmienuro»
U3 BOKAJIBHOIO IHKJIA «Mupts» op. 25
P. llymana u Panconuu op. 79 Ne 2 g moll
bpamca otBenensl ocoOwie ponu. J[Be 3tu
[IUTAThl OPTaHU3YIOT CTPYKTYPY KapTHUHBI,
BJIUSIIOT Ha €€ IpaMaTypruro, 00pasbl IaB-
HBIX T€POEB, COOOINAIOT CIIeHAaM, B KOTO-
pBIX 3BydYaT U BCEMY KHHOIPOHU3BEICHUIO
ocoObie cMbIcibl. «IlocBsiienue» 3ByUUT
B (¢uiIbME ISITh pa3 M CTAHOBUTCS JICHUT-
MoTuBoM t00Bu Pobepra u Knapel. bpa-
yH HaMEpPEHHO BBIOpas 3Ty TEMy, TaK Kak
B pea’dbHOCTH «MHUPTB» UMEIU TaKOe Ke
3Ha4Y€HUE ISl CeMbU MYy3bIKaHTOB. [llyman
NOIAPUJI CYIIPYT€ BOKAJbHBIA UK «Mup-
Th» B JeHb ux o0pyueHus. «llocsmie-
HUE» MPEJICTABICHO B JICHTE TOJIBKO B MH-
CTPYMEHTAIBHOM U3JIOKEHUH, OHO YEThIPE
pasza MCHOJHSIETCS Ha posijie, a BO BTOPOH
KYJTbMHUHAIUU KapPTHUHBI Ha CKpUIIKE.
Texcr «llocBsieHus» MOSABISIETCS TONBKO
onHaxabl, korna lllyman maput ero cBo-
el cympyre u 4MTaeT MOJ MY3BIKYy CTHUXH
®. Prokkepra (BOKaJIbHYIO MapTHIO HOME-
pa). OueBUIHO, YTO MO 3aMbICILy PEXKHUC-
cépa B oTOM KapThHe «My3bIKa BBIpaXKaeT
U TPOOyX)JaeT 3MOIUU emé B OOJbIIeit
crenenu, uem cruxu» [1, c. 57]. My3bika
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«Ilocsimenus» npeacrasisieT co0oit Boc-
TOP>KEHHBIN TUMH, BOCIICBAIOIIHH TI0OOBB.
Tema «IlocBsiieHuss» CONMPOBOXKIAET Ce-
mbio lllyman B Tedenue Bcero ¢puiapma, B
CleHax: OOpydeHHs; MPUMUPEHHUS TOCIe
ceMeitHoi ccopsl; criopa ¢ . Jlucrom 06
WCTUHHOW JII0OOBH M €€ BBIPAKCHHUH UYepe3
MHTEPIPETALNIO MY3bIKaIbHOTO MPOU3BE-
nenusi; otkaza K. [llyman BbIiiTH 3aMyX 3a
. bpamca.

Panconust op. 79 Ne 2 g moll bpamca
3By4YuT B (priibme J1Ba pa3za. OHa BKparuie-
Ha B NIABHBIN JIENTMOTHUB KapTUHBI (TEMY
«ITocBsienus»), odpaszysi KOMIIO3UIIMOH-
Hyt cTpyktypy A B A A A b A (on A
nogpasymeBaercs «llocesmenue», nox b,
cooTrBeTcTBeHHO, Pamconus). Eciu tema
«IlocBsienus» — 3TO JIGUTMOTHUB J100-
Bu PobGepra m Kimapsr Illyman, To Tema
Panconuu Hecér B cebe HECKOIBbKO 00pa3-
HO-OMOLUHUOHAIBHBIX TpaHel. IlosBienue
uuTarel K3 Parncoauu 3HamMeHyeT y3io-
BbIE€ MOMEHTHI apamaTypruu ¢uiasma. Ilo
croxkery, bpamc ucnosHser €€ BO BpeMs
CBOEr0 NEPBOTO U IOCJIENHETO BU3UTA B
noM lllymana. IlosBnenne bpamca B 1ome
Pob6epta u Knapsl ctaHoBUTCS Cyap00HOC-
HBIM JUJISI BCEX TE€POEB JipaMbl. Pexuccép
npeBpauaer Pancoauto op. 79 Ne 2 g moll
B MY3bIKaJIbHBIA MOPTPET FOHOTO KOMIIO-
3utopa. OgHOBpEeMeHHO, urpas e€, bpamc
BriepBble BuauT Knapy Buk, Bmrobnsercs
B He€ C MEpPBOro B3MIAAA, U OTa MYy3bIKa
CTaHOBUTCS YK€ HE TOJBKO IpPEe3eHTallU-
el reposi, HO U Temoi moOBH Kk Kiape.
Korma bpamc BnepBble €€ UCIIONHSET, HA
nune llymana oTpaxaroTcsi CMENIaHHbIE
YyBCTBa — BOCXHUILEHHE reHueM bpamca u
3aTa€HHas SMOLUS CTpPaJaHusl, T€Hb ps-
nymied crpamHo Oone3nu. JpamaTtuye-
ckast my3bika Paniconuu op. 79 Ne 2 g moll
OMpadaeT pajgoCcTh IIEPBOTO 3HAKOMCTBA
[JIaBHBIX T€POEB, U YK€ B OJHOM U3 Iep-
BBIX CIleH (UiibMa MpeJBemiaeT Tparude-
CKMI (pUHAT MCTOPUHU, CTAHOBACH TEMOWU
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3510M cyqbObI. 3aBepIIaeTcs ClieHa IMIayeM
pe6énka Kiaper u Pobepra, uto ycunupaer
HanpsiKeHue.

Bropoii pa3 Tema Paniconuu op. 79 Ne 2
g moll 3BydnT B TIIABHOW KyJIbMHHAIIUU
KapTUHBI, BO BpeMsl MOCJIEAHET0 BHU3UTA
bpamca B nom [llymana. O6paTumcs k 3Toi
cuene. Jlom Po6epra lllymana norpysusncs
B MpayHO€ MOJYaHUE MOCJe Tparuueckou
KOHYMHBI KoMIio3utopa. bpamc BxoauT B
KOMHaTy, IJIeé COCTOSJIOCh UX MEPBOE 3Ha-
KOMCTBO. Posiib 3amept Ha KJIt04, OKHa 3a-
BEIICHBbl HAIIyXO, €IUWHCTBEHHBIM HCTOY-
HUKOM CBETa B KOMHATE SIBJISIETCS TYCKJIast
cBeya, ocpemtatonas noprpet Illymana Ha
cTeHe. bpaMmc OTKpbIBaeT OKHa, OTHHUpa-
€T posulb M HauuHaeT urparb Pamcoauro
op. 79 Ne 2 co BTOpO¥# Tembl (TeMa JT00BH
k Knape). Kommo3utop cMOTpuUT Ha JBEPS,
oxuaas nosiBaeHust Knapel, U oHa BXo-
IUT B TyOokoMm Tpaype. bpamc nepecraér
UrpaTh U COEWIUT €l HaBcTpeuy. Benen 3a
dbopMabHBIMH (PpazaMu MEXIy TeposiMU
IIPOUCXOAUT CIIOXKHBIM pa3roBop. bpamc
HactoWunBo mnpuniamaer Knapy noexars
¢ HuM B KénbH, npusbiBaeT €€, HECMOTPs
Ha TparnyecKkue XU3HEHHbIE 00CTOSTEINb-
CTBa, HE 3aKpbIBaTbCsA OT MHUpPA U MPOIOI-
JKaTb XKUTb, HO Kitapa He capiuut ero. OHa
oOBuHsieT bpamMca B ke€CTOKOCTH, TOBOPUT
0 TOM, UTO UX IIyTH JOJIKHBI Pa30HUTUCH, U
oH yxonut. ITosiBnenune my3biku Panconnu
op. 79 Ne 2 g moll B 3TO¥1 ClieHe BHOBB TI0-
POKJIa€T CMBICIOBYI0 MHOXECTBEHHOCTh
— 9TO BHOBb TeMa JtOOBH, TeMa-3Jerus
0 pajloCTsAX NEpPBOM BCTPEUH, TEMA, HAIO-
MHHAIOIIAasi O TOPbKOM yTpaTe, U TeMa 3JI0U
CyAbOBl, BO3BELIAIOIIEH O HEBO3MOXKHO-
ctu corsa Kimaper u Moranneca. B ston
CLIEHE T'epOou MOHMMAIOT, KAK OHU OIUHO-
KM, U €IUHCTBEHHBIM CMBICIOM JJIsI HUX
NO-TIPEKHEMY OCTAETCS BEJIUKAsl MYy3bIKa.
«MBI XHBEM B OK€aHE ropsi, NMOpPOXKAEH-
HOI'0 JUCCOHAHCAMU MO3HAHUS, “‘YMHOXKas
3HaHHEe, YMHOXaeIllb 00Jb”; M My3bIKa T0-
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MoOTaeT HaMm 00JIerduTh 3Ty 6016 [9, p. 31].
B onucaHHOM mnpuMmepe KUHOTEKCTa 3a
MY3BIKOH DParcoauy 3aKperuisitoTcss ompe-
NeEHHBIE CMBICIIBI: OE€30TBETHASI POKOBas
T1000Bb U WIITIO30PHAS DJIETUYHOCTb.

OTU Ke 3HaYeHUs OOHAPYKUBAIOTCS U
yCWIMBaIOTCSI B KHUHOTeKcTe «lIpu3paka
cB0OOIB» 1974 TOma, CHATOrO pPEXHUCCE-
poM-ctoppeanuctoMm Jlyncom ByHroanem.
B kaptuHe mactepa NMpakTHYECKH OTCYT-
CTBYET MY3BIKQJILHBIH PSIJI, IIATATHI U3 KJIac-
CHUYECKOW MY3BIKH TMPEACTABICHBI TOJHKO
B KYJIbMUHAITMOHHOM CIIEHE, TJI€ OHU 3ByYar
JPYT 3a IPYrOM C BPEMEHHBIM HHTEPBAJIOM
B HECKOJILKO CeKyH. D10 nbeca «llonen»
u3 (Qoprenuannoro nmkia «KapHaBamy»
op. 9 P. lllymana u Pancogus op. 79 Ne 2
g moll bpamca.

OObparumcs k cuene u3 guibma. B 0ap
BXOAUT mnepBblid npedext noauuuu (Hro-
aweH bepro), cienom 3a HUM B Kajape mo-
ABJISIETCA TpekpacHas pnama (Anpuana
AcTn), ¢ KOTOpOH OH cpasy e 3HAKOMUT-
ca. [Ipedext yBepseT cobecemHuily, 4To
Ta MOX0Ka Ha €ro JtoOMMYyI0, HO JaBHO
MOYMBIIYIO POJHYIO cecTpy Maprapury, u
NoTpy’KaeTcss B BocrmoMuHaHus. JKapkum
JeTHUM JHEM npedekT paboran goma, HO
€My MEIIaIM COCPENOTOUUTHCS 3BYKH MY-
3piku Lllymana. OH HampaBuiCcs B KOMHATY
K CBOCH cecTpe (IBOMHUK JaMbl U3 Oapa).
3a posineM cujena oOHaxkEHHAs JKEHIIMHA
u urpana «lllonmenay» P. [llymana. [Ipedexr,
Kak OyaITO HE 3aMETUJI €€ HaroThl, a OHA HE
UCIIBITAJIa TIPU €0 TOSBICHUH HHUKAKOTO
cmymieHus. Ilocne HenponoIKUTENIBHOTO
Jajora O MOBCEIHEBHBIX Jeiax, OH IO-
npocun €€ ucnoaHuth Parncomuto bpam-
ca. Cectpa c 4YyBCTBOM Hayaja HUIparh.
[IpedexT c mepBBIX TAKTOB MOTPY3HIICS
B MY3BIKY, €T0 OXBATUJIO BOJHEHHE, OH TO-
MBITAJICS 3aKyPUTh, HO YPOHUII 3aKUTAIKY
noJ postib. Kamepa nocnenosana 3a repo-
€M, U CPEIHUM IUJIaHOM MPOJEMOHCTPHU-
poBaJia HOTH HMCIIOTHHUTEIBHULIBI B OJHUX
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tydasx. K peanbHocTH npedexra Bo3Bpa-
1aeT cooOUIeHNe O 3BOHKE CECTPhI, KOTO-
pasi Ha3HauaeT eMy CBUJIaHHE B (pamMuiib-
HOM CKJIETIe, YTOOBl OH CMOT IPOHUKHYTh
B TalHY CMEPTH.

B oroil mokupyromei u HaTypaiu-
CTUYHOW clieHe ByHI0371b cTpeMuTcs BbI-
BECTH PELUIHUEHTAa U3 30HBI KoMdopTa, U
HauOojee TpaBMaTUYHO BOCIPUHUMAIOT-
Csl My3bIKaJIbHbIE IIUTAThl, KOTOPbIE OCTPO
KOHTPAITyHKTUPYIOT C BU3yaJIbHBIM DSIIOM,
co31a10T «3(P(EKT pa3pbiBa» MEXIY BUIU-
MBIM U CIIBIIKUMBIM. Pexuccép HamepeHHO
coOpai Bce Taly B OJJHOM MPOCTPAHCTBE B
MPENETbHO CKAaTOM XPOHOMETpaxe (MSTh
MHUHYT), 4TOOBI YCWJIUTH IIOKOBBIN 3 EeKT
IPECTYIIHOTO BHUJACHMS TIJIABHOIO TIe€posl.
3Byualasi B ofHOU cueHe my3bika [llyma-
Ha 1 bpamMca He IpoCTO NPOTUBOCTOST BU-
3yaJIbHOMY KOMIIOHEHTY, OHM BCTYIAlOT B
auanor ¢ KHHoTeKCToM «llecHu moOBu» n
ouorpadusMu caMHX My3bIKaHTOB. Yepes
MY3bIKYy PELHIIMEHT, 3HAIOUIUN HCTOPHIO
3ampeTHoi o0Bu bpamca K jkeHe CBOero
npyra lllymana, MOXET MOHATh HPECTYyI-
HbI€ YYBCTBA, KOTOpPbIE HCIBITHIBAET Ipe-
¢dexT Kk cBoeil pomHoit cectpe. C apyroi
CTOPOHBI, HEOXKHIaHHOE TosBIIeHue Parico-
MM B CLEHEe MOI4YEPKUBAET e€ uppeasb-
HOCTb, aKLIECHTUPYET MOJ1yC BOCIIOMUHAHMSL.
UYepes croppealMCTUHYECKU TPUEM PEKHC-
cép uccuaeayer Mmeramopdo3bl, Ha KOTOpbIE
CHOCOOHA YenoBeYeCKasi MaMATh, MOIBOJIS
K MBICITU O TOM, YTO «Mbl IOMHUM HE caMy
BEIlllb WM COOBITHE, a Hallly WHTEepIIpeTa-
mnro <...> [Ipomoe okaspiBaeTCs HILIIO-
3Heil, HE B CMBICIIE BBIMbICIIA WM 0OMaHa, a
KaK 3a()MKCHPOBAHHOE Ha KMHOIUIEHKE BOC-
MOMUHAaHUE 0 HacTosimem» [12, p. 5].

[Ipn momoim My3bIKaJbHBIX IIUTAaT B
«IIpuzpake cBOOOIBI» HApYyIIAETCS CTPYK-
Typa IIOBECTBOBaHMS; KOHTPAIYHKTHPYS
C BHJEOPSAIOM, OHU OTPAXKAIOT 3BIOKOCTH
BOCHPUSITUSI TEPOEM OKpYKAlOIIeH Jei-
CTBUTEJNBHOCTH. My3bIKa 3HAMEHYET CMEHY
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JKpAaHHOIO XpoHoTona. ['epoil mepemerna-
€TCS U3 PEajJbHOI0 BPEMEHU-IIPOCTPAHCTBA
B UppeajbHOE, KaK TOJIbKO MY3bIKa ITPEKpa-
IIAeTCsA, OH BHOBb BO3BpAIlla€TCsl B XPO-
HOTOIl peaqbHOCTU. Takoe MyTelmecTBUe
B MHOE BPEMS-IIPOCTPAHCTBO HAIIOMUHAET
cHoBuaeHue. B. @. Ilo3HuH, m3ydaromun
TUHAMUKY U U3MEHYUBOCTBH SKPaAaHHOTO Bpe-
MEHH-TIpOCTpaHcTBa, nuiet: «Ilepexon ot
OJTHOTO 3KPAaHHOTO XPOHOTONA K APYromMy
MOXXET OCYIIECTBIISTHCS CAMBIM Pa3HBIM. ..
o0Opa3omM, cOMBasi CTEPEOTUIl MPUBBIYHOTO
BOCTIPUSTHS 3PUTENSI U B PE3yJbTaTe yCHU-
nvBasi ero napmuyunayuro» [3, c. 102].
Ccpinasicb Ha MHeHHe ncuxoinora A. FOpa-
Ha, JlaJieé OH OTMEYAeT, YTO «BPEMEHHOMU
perpecc, Bo3Bpalias uejoBeka B ObLIOE,
MIPOIICHHOE, YBSI3bIBAE€T HACTOSALLEE C MPO-
IIUTBIM, a TIPUJIaBasi CHOBUICHUIO N300pa3u-
TEIBHOCTb, POXKJAET HOBOE MPOCTPAHCTBOY
[Tam xe].

Tpetuii npumep uutupoBanus Parmco-
muu op. 79 Ne 2 g moll o6HapyxeH B Jpa-
MaTU4eCcKoM KuHopuiabMe «Moé€ cepaie
outncs nepectano» (2005), cuarom dpan-
y3ckum pexuccépom Kaxkom Omuapom.
CiioraH TOBOPUT O BaXKHOCTHU MY3BIKH JJISI
3TOM KapTUHBI: « MOXKET JIM My3bIKa IPUPY-
quTh Oylyromyro Ayury?». CroKeT JeHThI
MOBECTBYET O MOJIOZIOM YEJIOBEKE [0 HUMe-
uu Toma (Pomen [ropuc), KOTOphIi BMe-
CT€ C OTLIOM 3aHUMAETCsi KPUMHUHAJIbHBIM
OM3HECOM M TPU 3TOM CTPACTHO JIOOUT
My3bIKy. B nerctBe Toma meutan nmoutu
[0 CToMaM MaTepu MUAHUCTKH, HO MOCJE
e€ cMepTu OH Opocuil My3bIKy. BHe3anHas
BCTPEYa C UMIIpECApuo CBOEW MaTepu BO-
onymieBisieT Toma Ha BO30OHOBJICHHE Ka-
pbepbl MUAHUCTA, TOJBKO [JIsi ITOTO €My
HaJI0 MPOWTH MPOCITYIIMBAHUE, K KOTOPO-
My MPEICTOUT YHOPHO TOoTOBUTHCS. [locie
OTMUCAHHBIX COOBITUM JKU3Hb U JTUYHOCTH
Toma packanbiBaeTCsl HaJBO€, OAHA U3 HUX
— XOJI0/IHAsl, IUHUYHAs, )KeCTOKas, OTpaXka-
€T OTIOBCKOE Hayajlo, a Apyras — TOHKas,
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paHumasi, 106pas — marepuHckoe. [lepBbrit
Toma cirymaeT UCKIIFOUUTENBHO AIEKTPOH-
HYI0 U IONYJSPHYIO MY3bIKY, BTOPOU — ITbI-
TaeTcsi 3aHOBO 0OpPECTH, MOHITh U MOYYB-
CTBOBATh KJIACCUUYECKYIO MY3bIKY. B xKn3HM
MOJIOIOTO YeJIOBEKA MOSBISAIOTCS JABE KECH-
nuHbl. C OHOW M3 HUX T'epos HUYEro He
00BbeIMHSAET, KPOME CTPACTH; BTOpas KEH-
HIMHA — KUATaicKasg MUaHUCTKA MO0 MMEHHU
Mso Jlunp (®Pam Jlunp Jlan) — momoraet
€My B IOATOTOBKE KOHLIEPTHOM MpOrpam-
MBI K npociymuBanuto. st repost JInab
aBsieTcs 3arajgkoi. OHU 0OIIAIOTCS MEeX-
Iy coOOM TOJBKO HA ypoKax mo ¢goprenua-
HO U TOJBKO Ha SI3bIKE MY3BIKH, TaK KaK HU
MOJIOJIOM YE€JIOBEK, HU JIEBYIIKA HE 3HAIOT
A3bIKa Apyr apyra. Toma u JIuap He TOHU-
MaloT XapakTepsl Apyr apyra; Jlunp my-
raer sKcnpeccuBHas Harypa Toma, a ero,
B CBOIO OU€pEb, PA3APAKAET AKKYPaTHOCTb,
BOCIIUTAHHOCTh U TPENETHOE OTHOIICHHE
JIvHb K €€ HauMOHANBHBIM TpaguuusIM. Mx
B3IVISIbl HA MHTEPIIPETALMIO T€X WM UHBIX
MY3BIKaJIbHBIX ()parMeHTOB HE COBIAJA-
10T, U JTaKE B 3TOM HAOJIIOIAIOTCsA 0COOCH-
HOCTU UX KYJBTYpP, «KOTOPBIE 3aCTaBIISIIOT
ONpEENIEHHBIE MY3bIKAJIBHBIE 3JIEMEHTHI
NOHMMATh O-Pa3HOMY», HO B TO K€ Bpe-
Ms KJIACCUYECKasi My3bIKa BbI3BIBAET Y HUX
CXOKME€ 3MOLMH, TaK KaK «MY3bIKaJIbHbIC
AMOIMHU O0JIa/Ial0T OMPeACIEHHON YHUBEP-
canbHOCThIO» [10, pp. 206-207]. Knaccu-
YyecKast My3bIKa B 3TOM (prjIbMe BBICTYIAeT
CHUMBOJIOM COBEPIIEHHOr0, MPEKPACHOTO,
KoTopoe onuuerBopsier Mso Jlunb. Kasza-
Jock Ob1, ToMa — mpeacTaBUTENb €BPOIEH-
CKOM KyJIbTypbl, HO OH a0COJIOTHO yTpa-
TWJI C HEW CBsI3b. B 3TO e Bpems 4enoBek
JPYyroro MEHTAJIUTETA, S3bIKa MMOHUMAET U
YYBCTBYET 3alaJHOEBPONENCKYI0 MY3BIKY,
CBOOO/IHO TOBOPUT Ha €€ A3bIKE U MBITACTCS
HAy4uTb TOMY €BpPOIICHLIA.

Obparumcss k nuTtHpoBaHuio Parco-
auu op. 79 Ne 2 B nannom ¢unbme. OHa
3BYUHT B 3MUJIOTE KapTHHBI, 3aBepias ee.
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Toma Tak 1 He MpOWIEN NPOCIyIIMBAHUE,
€ro OTla >KECTOKO YOWIM, HO MOJIOAOU
YEJIOBEK CIPAaBUJICA C IYXOBHBIM KpHU3H-
coM. OH cBsi3aJ1 cBOMO cyab0y ¢ JInHb, cTaB
e€ cynpyroM U umnpecapuo. braromaps
BIMSHUIO JIMHB, HOBOMY oOpa3y XHU3HU
M KJIacCU4eCKoW My3blke, Toma ymaércs
YPaBHOBECHUTH CBOIO OypHYIO HaTypy, Tak
Ha3bIBA€MbIM, «3MOLIMOHAJIbHBIM HHTEN-
JEKTOM», KOTOPBIM IMOMOI €My IpHUHATH
CBOM HMOIMHU, NOHATHh UX M HAYYUTHCA
ynpasisaTh uMu’. B anmiiore Mexay repo-
SIMH YCTAHaBJIMBAETCSl MPOYHasl TyXOBHas
CBsI3b, OHHM OOIIAIOTCA Ha (PaHIy3CKOM
S3bIKE M Ha A3bIKE MY3bIKU. JINHB TIpescTo-
UT CEpbE3HBIM KOHUEPT. ToMa IUIAHUPYET
MPUNTH OPSIMO K Hadally MpPOrpamMMbl, HO
BHE3aITHO OH BHJAMUT yOWHIly CBOETO OTIIA.
B HEM mpoceinaeTcs ApocTh U KEIaHUE
OTOMCTHTh. Toma ocraércs ¢ yOuinen
OTLla HAaeJAMHE W HAaIMaJaeT Ha Hero. 3aBs-
3BIBA€TCS JKECTOKas JApaka, ToMa HacTu-
raeT IpPOTUBHUKA: OH JEPKUT MUCTOJET y
rOJOBBl Bpara, HO BHE3aIHO MPUHUMAET
pEILIEHNE COXpaHUTh €My JKHM3Hb. B ero
ayme nobexgaer rymanusm. Toma crme-
LIUT HA KOHUEPT, U B 3TO BPEMS 3a KaJIpoOM
HauMHaeT 3Bydarb penpusa Panconum.
B kpoBHM M HM30pBaHHOW OIEXKIE OH BXO-
JIUT B TOJIHBIA MyOJUKW KOHIEPTHBIN 3al
noJl My3blKy Pamconuu, KOTOpyr HUrpaer
JInnp. KaMepa KpynHBIM IIJIJAHOM MOKa3bl-
Ba€T U3pPAHEHHbIE PYKHU IEPOsi, U €ro najib-
bl UTpalOT My3bIKy Parnconuu B Bo3myxe.
Kamepa mnepememaerca, AeMOHCTpUPYS
KPYIHBIM IIJIAHOM €T0 JIMI0, O3apE€HHOE
yabIOKoi. My3bika, rapMOHUSL U JIOOOBb
HaIOJHAIT Aymy ToMa; HakoHel, OH BO
BCE OJTHOTE IOHUMAET €€ A3BIK. JTa clie-
Ha OTBEYAeT Ha BOIPOC, 3aJJaHHbIN peXKUC-
cépoM B ciorane gpuibma. My3bika cMoriia
HE TOJIBKO YCMHUPHUTH MATYILYIOCS AyLIy
reposi, HO U MOMOIVIa EMy BHOBb 0OpecTH
BBICOKHE HJEaJIbl €BPONEUCKON KYIbTYpPbI
U BEpy B TO, YTO >KU3HB JIOOOTO YeIOBEKa



G/ﬁ\

My3bika B CUCTEeMe KYAbTYypbhl

uMeeT O0e3rpaHnvHyIo0 IIeHHOCTh. O0pasen
uutupoBanus Panconuu bpamca B naHHOM
KUHOTEKCTE HE SIBJISIETCS TEMOW JI00BH,
TEMOW BOCIIOMUHAHMS WJIM TEMOW CTpa-
nanus. B atom ¢punsme my3bika Panconuu
BO3HOCHUTCS 10 YPOBHS CHMBOJHYECKOTIO,
MPEACTAET KaK 3HAK €BPOIEUCKON KYJIbTY-
PBl, KPacOThl U TAPMOHHUH.

Tema IUTUPOBAHHS KJIACCUYECKOU MYy-
3bIKM B KUHemarorpade akTyallbHa IS
COBPEMEHHOM HAayKH, TaK KaK OHa I03BO-
JISI€T C MHOM CTOPOHBI B3IVITHYThH Ha 00-
Pa3HO-CMBICIIOBYIO CTOPOHY MY3bIKaJIbHON
KJIACCUKHU B HOBBIX Ui HEE YCIOBHUSAX CY-
IIECTBOBAHUS, OOHAPYXHUTH pa3zHOOOpa3-
HbI€ CTPYKTYpHBIE U CMBICJIOBBIE H3MeE-
HEHHUS B CaMHUX KMHOTEKCTaX C LUTaTaMHu
W3 KIACCUYECKOW MY3bIKM. OTMETHM, YTO
CJIOXKHbIE KMHOIIPOU3BENCHUS C LIUTATAMHU
U3 KJIIACCUYECKOW MY3BIKH IPEAIoNarator
CO3/JaHME HOBOIO armapara aHajin3a, Ko-
TOPBIA TIPUBJICUET U 0OOTATUT pa3IMYHbBIC
JUCUHUIUIMHBI TYMaHUTapHBIX HAyK, B TOM
YHUCJIE MY3bIKO3HAHUE U KHHOBEJICHUE.

[TogBoas utoru, NOAYEPKHEM, UTO OJHA
My3bIKaJIbHAsl IUTaTa, MOMENIEHHAsl B pa3-
JIMYHBIE IO KaHPY, CTUIIO0, BPEMEHHU CO3-
JAHUS KUHOTEKCTBI, MOMKET IO-Pa3HOMY
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C HUMHU B3auMojeHcTBOBaTh. Hampumep,
COO0IIaTh KMHOTEKCTaM, KaK OJIMHAKOBBIN
KpYT CMBICIIOB, 00pa30oB u amouuii («IlecHsb
mo0Bu», «I[Ipuspak cBOOOIBI»), TAK U BBI-
cTynatb B ponu cuMmBona («Moé cepaie
Outbcsi mepecTtanoy»). My3bIKalbHAs IIH-
Tata CIOCOOHA HAXOJUThCS B CHUHTE3E C
MPOCTPAHCTBOM, BpPEMEHEM, COOBITUSIMU
Bugeopsina («IlecHp m00BU») U HapylIaTh
HappaTUB KUHOTEKCTA, BCTYIMAasl C HUM HE
TOJILKO B 3BYKO3DHUTEJIbHBIN KOHTPAITYHKT,
HO M B cMbIciioBoi («IIpu3pak cBoOGOABI»,
«Moé cepaue 6uthes nepecranoy»). OgHoi
U3 0COOCHHOCTEW MY3BIKAJIbHOM IUTATHI B
KMHOTEKCTE MOXET CTaTh CO3JaHUE MHTEp-
TEKCTYaJIbHbIX UAJOrOB HE TOJIBKO C COO-
CTBEHHBIM TEPBOMCTOYHUKOM M KHHOTEK-
CTOM, B KOTOPOM OHa 3BYYMT, HO U MEXKIY
IBYMS IMAMETPAJILHO IPOTUBOMIOIOKHBIMU
dbunemamu  («Ilecap m00BU», «lIpuspak
cBOOOB»). Takxke B pe3ynbTare aHajau3a
knHOTEKCTOB «llecHp mroOBM», «IIpuspak
cB0OOOBIY, «MoE€ cepaiie OUThCs mepecTa-
J0» OOHApyKMBAETCs, YTO BKIIOUYEHUE B
HUX MY3bIKaJbHBIX LUTAT YCUJINBAET 3MO-
MOHAJIBHOCTh BOCIPUATHS COOBITUN B Ka-
Ipe, perpe3eHTupyeT 00pas3bl repoeB U OT-
pakaeT UxX 4yBCTBA.

<S> TIPUMEYAHUA <>

' Bpamc u lllTokxay3eH cONU3HINCH BO

BpeMsi YpokoB 1o ¢oprenuaHo B 1863 romy.
Bpamc cmor uyBcTBOBaThH ce0st «B O6e30MacHO-
CTH» OT 00assHUA I€BYIIKH TOJBKO IOCIE TOTO,
KaK OHa BBIIIUIA 3aMY3K. Parconnu nocBsmieHs!
el, u Omarogapsi e€ CoOBeTy KOMIIO3UTOP Tepe-
UMEHOBAJI 0p. 79 M3 «KalPHCOB» B «paIco-
nun» [8].

2 Wmsa romnmuByackoro pexuccépa  Kia-
peHca bpayna, 38-kpaTHOro HOMHMHAHTa Ha
npemuto Ockap ObUIO HE3aCITyKEHHO 3a0BITO.
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JInip HETaBHO aMEPUKAHCKUM HUCCIIEI0BATEIb
I'. SIur omyGnukoBana xkuury «Knaypenc bpa-
yH: 3a0bIThIN MacTep [ommByna», KOTopas Ha
CErOAHAIIHUM JCHb SABISAETCA IEPBOU U €IUH-
CTBEHHOW TOJHON Ouorpadueil pexuccépa
[11].

3 XEmbepH cTpemMHiIach HACTOJIBKO II0-
rpy3uTbcss B 06pa3 Buk, uro Opana mpodec-
CHOHAJIbHBIE YPOKHU MIpbl Ha Qoprenuano [7,
p. 131].

4 Cm.: [6, pp. 1227-1239].
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[TosiBieHHE CONBHBIX CKPUIHUYHBIX MPOU3BENCHUN mpodeccuoHanbHONH My3blkH XVI-
XVIII BexoB TECHO CBI3aHO C DBOJIOLMENH aHCAMONEBBIX OOBEAUHEHUH, I€ CMBIYKOBBIE
UHCTPYMEHTBl 3aHUMajl Ba)KHbIE MO3UIMH. 3AeCh NIITU(POBAINUCH MNPUEMBI HCIIOTHEHUS,
bopMHpOBAJICS WHTOHAITMOHHO-JICKCUYCCKHN «CIIOBaph» CKPHIIKW, KOTOPBIA 3amedarien e&
MHOTO(YHKIIMOHAIBHOCTH. [loCcTENeHHO OHAa CTaHOBUIIACH CAMOCTOATEIbLHBIM HHCTPYMEHTOM CO
cBoeil coOcTBeHHOM crienndukoil. CKpUMUYHBIN HHCTPYMEHTAIN3M KYIbTUBUPOBAJ YHUKAIbHBIE
TEXHUYECKUE, aKyCTUUECKUE U MHTOHALMOHHO-BBIPA3UTEIbHBIE XAPAKTEPUCTUKH, TOBOAS UX J10
COBepIIIeHCTBA. BMecTe ¢ TeM, B pa3IMUHbIE TIEPUOABI OAPOKKO IBOJIOIMS JKAaHPOB CKPUITHYHOMN
MY3bIKH, U HIMPE, UHCTPYMEHTAJIbHOM, MPOTEKAIM B TECHOM B3auMOAEHCTBUU. B 3TOil CBsA3M
HEN30eKHBIMU OBUTM MPOIECCH B3aMMOOOOTAIICHHS, MHIPAIlid M aJalTallid CMBICIOBBIX
CTPYKTYp U3 aHCAMOJIEBO-OPKECTPOBBIX COUMHEHU . OHU SBISTUCH YHUBEPCAIBHBIMH «CKPETIaMmy,
OpPraHU3YIOIIMMH €IUHBIM MY3bIKAJIbHBIA TEKCT MHCTPYMEHTAJIbHBIX Npou3BeneHui. [Ipu 3tom
TEKCT COJBHBIX COYMHEHHH KaK aBTOHOMHBIM B CTPYKTYPHO-CMBICIIOBOM OTHOIIEHHHU (PEHOMEH
U TEKCT CKPUIHYHOM MapTUU B aHCAMOJEBBIX COUMHEHUSX — 4YacTh aHCaMOJEBOW MapTUTYpbI
00pa30BaHbl O MPUHIIUITY TOA0OUS.

KnroueBble ciaoBa: CKpPUIHUYHBIA YPTEKCT, MY3HIIMpPOBaHUE, 3HAKU-00pa3bl, OapoOKKo,
aHCcaMOJIEBBIE U COJIBHBIE COUNHEHUS.
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Features of Ensemble Music-Making
in the Western European Baroque Solo Violin Musical Text

The emergence of compositions for solo violin in professional music of the 17th and 18th

centuries is closely connected with the evolution of instrumental ensemble groups, in which
string instruments assumed important positions. Here performance techniques were elaborated,
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and the intonational-lexical “vocabulary” of the violin was formed, which determined its poly-
functionality. Gradually the violin became an independent instrument with its own specific
features. The tradition of violin instrumental performance cultivated unique technical, acoustic and
intonational-expressive characteristics, bringing them to the level of perfection. At the same time,
during the various stages of the baroque period the evolution of the genres of violin music and,
to take a broader view, of all instrumental music took course in close interaction. There appeared
the inevitable processes of mutual enrichment, migration and adaptation of semantic structures
from chamber and orchestral compositions. They presented universal “bonds” for organizing
integrated musical texts of instrumental compositions. At the same time, the musical texts of solo
compositions, presenting a phenomenon autonomous in its structural-semantic aspect, and the
musical text of violin parts in chamber works as parts of the chamber ensemble score are formed
in accordance with the principle of resemblance.

Keywords: violin urtext, music-making, signs-images, baroque, chamber and solo pieces.

KPUITUYHBIA TEKCT POXKIAJICS B My-  CKPUIIMYHOTO Tekcta Oapokko. [Ipu sTom

3BIKATIbHO-MCTIOIHUTENICKOW TpaK-  COJNBHBIA TEKCT M TEKCT aHCamOIeBO# map-

TUKE U BO MHOTOM OTpa)kaj NpPHH- TUTYPbI COOTHOCSTCS IO THUILy CIIOKHOCO-
UMbl PA3IUYHBIX (OPM MY3UIUPOBAHUS  CTABHOM CTPYKTYPBI «TEKCT B TEKCTE». Xy-
0apOKKO, TECHO B3aMMOCBS3aHHBIX Pyl  JIOKECTBEHHBIM PE3YyJIbTaTOM CTAHOBUTCS
¢ apyroM. IIpu 3TOM CKpuIIKE OTBOAMIACH  PACIIMPEHHE CTPYKTYPHBIX M CMBICIOBBIX
KOHCTaHTHasi pOJib, IOCKOJIbKY K TOMY TPaHHUIl COJIBHOIO CKPUIIMYHOTO TEKCTA.
BPEMEHHM OHAa CTaHOBWJIACH YHMBEPCAb- B ponu yHuBepcanbHBIX AJ1 pa3IudHbIX
HBIM HMHCTPYMEHTOM, BXOJSIIMM B Kade- HWHCTPYMEHTAJIbHBIX TEKCTOB, OTPaXKaBIINX
CTBE OJTHOTO M3 YYaCTHHUKOB B aHcamOie- CHUTyallMi0 KOHIIEPTUPOBAHUS, BBICTyHAIH
BO-OPKECTPOBBIE OOBEIMHEHUS, a TAaKKE CMBICIOBBIE CTPYKTYPBI-MOJIENIN JUAJIOTOB
BBICTYNIAIOIIMM B DPOJM €IMHCTBEHHOIO % u tutti — solo. OHu mMurpuposanu
conucTa-KoHUepTaHta. Ha mepecedeHnn B pa3IWYHBIX MO TEMOPOBOMY M YHCIIEHHO-
Ha3BaHHBIX MpPOLECCOB (OPMUPOBAICA HE MY COCTaBy TEKCTaX M y4acTBOBAJIHU B (op-
TOJIBKO €IMHBIA CKPUIIMYHBIM pENneprTy- MHUPOBAHHWU HEKOErO TEKCTOBOTO YHUBEPCY-
ap, HO U YHUKaJIbHBIA LEJIOCTHBIM CKpU-  Ma. B 3aBUCUMOCTH OT KOJIMYECTBA TOJIOCOB
nu4uHbli TeKCT. C OHOM CTOPOHBI, )KaHPBl U TeMOPOBOM OpraHU3aIli HOTHOTO TEKCTa
COJIbHOM CKpUIIMYHOM MY3bIKM — CIOMTBl  MPOUCXOAUIIU UX CTPYKTYpHbIE MOAH(UKaA-
(mapTuThl), COHATHI, YBEPTIOPHl — BXOJWIM  UWHU. Pa3nuyHbie BApUaHThI U IPUEMBI TIpe-
B OOIIMI HHCTPYMEHTAJIbHBIN penepryap, ¢ 00pa3oBaHMs MOJIeNIei U3JI0KEeHBI B UCCIIe-
Jpyroil — cyllecTBoBajga MpeeMCTBEHHOCTh  JoBaHUAX Jlaboparopuu My3bIKaJIbHOMI
Y B3aMMOCBSI3b )KaHPOB, KOMIO3ULIIMOHHBIX  cemaHTuku: JI. H. IlanmyxameroBoi,
U CTHJIEBBIX 3aKOHOMepHOcTel cobctBeH- . B. Anekceepoit, S1. 0. JlanmioBoi,
HO cKpunu4HOUH My3biku'. Onu B 3HakoBod  H. M. Ky3uenoBoii, @. b. CutaukoBoii [ 1; 5;
dhopme oTpakanuch B My3bIKaIbHOM TeKCTe  6; 9; 13] u np. Onupasich Ha CIOKHUBIIYIOCS
— B oTOOpE, (huKcaluy, a TAK)KE aJanTallid  METONOJIOTHIO, PacCMOTPUM (POpMHUPOBa-
KJIMILIE PAa3IMYHOM, B TOM YHCJIE€ HECKPHU- HHUE COJIBHOIO CKPUIIMYHOIO TEKCTa CKBO3b
NUYHOW U BOKAJIBHOW M BOKAJIbHO-peYe- MPHU3MY aJanTalud aHCcamOJEBBIX CTPYK-
BOoW H»THMoOnorum’. Bce A3TH mpomeccel  Typ-MOAENel AMANIOrOB B OIHO- U MHOTO-
CBHUJICTEIIbCTBYIOT O IOJMCTPYKTYPHOCTH  TOJIOCHOM TEKCTE COYMHEHMM ISl CKPUIIKH
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coo. O6GpaTuMcst K OIHOMY M3 HIEJEBPOB
CKPUIIMYHOTO HCKYCCTBa, OTOOpa3MBIINX
Ha3BaHHbIN npouecc, [laptute Ne 1 4 moll
(BWV 1002) nns ckpunku cono U. C. baxa.
B nmbecax-tannax Hanbosee MOIHO U SIPKO
3aredaTiicHbl  pa3HOOOpas3HbIe CHUTYalud
aHcamOJIeBOro My3ULUPOBAHUS C MaJbIMU
(Tpuo-conara) u Oonbmmmu (concerto
grosso) JKaHpaMmu.

B MHororonocHoMm Ttemarusme Ajuie-
manbl, Capabannsl u bByppe pasnuuaercs
HECKOJIBKO (PaKTYpHBIX IUTACTOB, COBME-
MEHHBIX B MapTUHU OAHOIO MHCTPYMEH-
Ta — CKPUIIKU. 3/1€Chb OHA JIEMOHCTPUPYET
CBOM CIHOCOOHOCTH WMHUTAIUN 3BYYaHUS
MHOTOT'OJIOCHOTO MHCTPYMEHTAJIBHOTO aH-
camOJ1s1, CJIOBHO HCIIOJHSSI BCE €ro MapTUu
OJTHOBPEMEHHO. Pe3ynmbraroM cTaHOBHTCS
CBEPHYyTasl B OAHY CTPOKY HOTHOI'O TEKCTa
aHcamOneBast quasi-napTuTypa, I€ OAHUH
UCTIOTHUTENIh COBMEIIACT MapTUU Yy4acT-
HUKOB TIPEAINOJIaraeMor0 MHCTPYMEHTAb-
HOro aHcamOnsi. Oty (QyHKIUH, peasbHO
BBITIOJIHAEMbIE CKPHUIIKOM B aHCaMOJIEBOU
My3bIKe 0apOKKO, 37I€Ch MPEACTAIOT B BUJIC
3HAaKOB-00pa30B. MHoro¢yHKIHOHAb-
HOCTb CKPHIIKH, 3are4aTiéHHas B 3HAKOBOU
dbopMe, TPUBOAUT K CMBICIOBOM MOIH(O-
HUM COJILHOTO TeKcTa. OHa MPOSBISAETCS BO
MHOTOM Onaromapsi 3HakaM-o0Opas3aM KOH-
HEPTHBIX JAUAIOTOB 0APOKKO — BEPTHKAIb-
HOM % TOPU3OHTAIBHON futti-solo
cTpykryp. Onu auddepeHIupyoT U He-
papX1yYecKH COMOTUMHSIOT T0JI0Ca U IMHUU
MHOTOTOJIOCHOTO TeMaTH3Ma CKPUIIKH.

B Tekcre TaHIEB AOCTATOYHO OTYETIIN-
BO IPE/ICTaBJIEH 3HAK-00pa3 BEPTUKAJIBHO-
ro auanora — ‘t’l]zuo , quasi-IapTHU KOTOPOTO
HAXOATCSI B PAa3HBIX CIOSX MY3BIKATbHOU
TKaHU U TeMOPOBO-perucTpoBo auddepeH-
UPOBaHbI. 3HaK s0lo n3naraercs B BEpXHen
YacTH HOTHOTO TeKcTa (MOJ0OHO MapTHH
CKPMIIKH concertato B aHcamOie, KoTopas
pacrionaraeTcs Ha BEpXHEW CTpOKe map-
TUTYPBHI) U HCIIONHSETCS Ha JIByX BEPXHUX
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CTPYHAaX a U e. 3HaK continuo GUKCUpPYyeTcs
B HIDKHEW 4aCTU CTPOKU HA HUXKHEHU CTPY-
HE g U 0TOOpakaeT MPaKTUKY UCIIOIHEHUS
CKPUIIKOW CONPOBOXKJIAIOIINUX IapTUH B
ancamOne. [lomumo rpauyeckux U TeM-
OpoBbIX B 000COOJIEHHH 3HAKOB-0Opa3oB
y4acTBYIOT METPOPUTMHYECKUE, HHTOHA-
LMOHHO-JIEKCUYECKUE, aAPTUKYJIALIMOHHBIE
Y HEKOTOPBIE IPYTUE KOMIIOHEHTHI.
Hanpumep, Annemanna HanucaHa B ak-
KOPJIOBOM CKJIaJle C JIEMEHTaMH MOJu(o-
Huu. b. JI. SIBopckuii momu€pkuBaeTt, 4To
KOJUIEKTUBHBIM  (XOPOBOJHBIN) XapakTep
TaHI[a 00YCIOBHJI U TUI «KOMITO3UIIUHN W3-
JOKEHUSD) aJlJIEeMaHIbl — «IONU()OHHBIN
u «MmoHooHHbIN» [11, c. 32]. 3gech 3HaK
basso continuo TpeACTaBISAIOT OCHOBHbBIE
TOHBI YETBIPEXTOJOCHBIX aKKOp/10B. Pacro-
JOXKEHHbIE JPYT 3a JAPYroM B IMpeumylie-
CTBEHHO CHMJIBHOM METPHUYECKOW IO3MIIMH,
OHU (OPMHUPYIOT MOCTYNEHHYIO JIMHHUIO,
MOIO0HYI0 TapTUU basso continuo B aH-
camOneBbIX mapTurypax. HecMorps Ha ToO,
YTO B MOMEHT O3BYYaHMsI Y UCHOJHUTEIS
BO3HHUKAET HEOOXOIUMOCTb MPEPHIBATh 3Ty
JVHUIO U1l OMHOBPEMEHHOIO HUCIIOJIHEHHUS
APYTUX TOJOCOB (quasi-mapThii) (HakTypsl,
MIPH CIIyXOBOM BOCHPUSATHUN BO3HUKAET BIIE-
YaTieHne e€ HeMPEPhIBHOCTH .
MHoOrorojnocHsle pa3iokKeHHbIE aKKOp-
Il B AJlJIEMaH€ COEIUHSIOT PETUCTPHI U
quasi-aptuy Apyr ¢ apyrom. Ilpu 3tom u
y UCIIOJIHUTENS Uy CITyLIaTessi IPOUCXOIUT
IIOCTOSIHHOE TEPEKIIOUYEHNE BHUMAHMS OT
oJHOW NMHMM K Apyroi. O. Kypr Ha3biBaeT
TaKO€ SIBJIEHUE B MHOTOTOJIOCUU «KOMILIE-
MEHTapHOW PHUTMHKOI», KOIJa rojoca He
3aCJIOHSAIOT JApYT Jpyra, u3z0erass «coBma-
JAIOUIMX TOYEK OT/AbIXa U nay3. Kak Toibko
OJIUH TOJIOC TOCTUTAET pa3psAla, cenyac ke
SABJISICTCSl JABMDKEHHE B JPYroM, 4ToObI HE
MIPOU30LIIO OCTAHOBKH B OOLIEM JABUKECHUH
rojocoBy [7, ¢. 221-222]. Tousl quasi-6aca
00pa3yloT PUTOPUYECKYIO (UTYPY passus
duriusculus («KeCcTKOBaTbIil XOA»), KOTO-
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past coBMeniaeTcsi ¢ GUrypoi pa3MmepeHHo-
ro mara, XxapaktepHou mnsi Basse danse’.
Ha ero ¢one pa3BopaunBaeTcs MpUXOTIU-
Bas M0 OPHAMEHTAJIBHOMY PUCYHKY JIMHHS
quasi-solo ¢ putMohopMyIoil B BUJIE Yepe-
JIOBaHMSI MYHKTUPHOTO PUTMAa U TPHOJIEH.
Ona co3maét aumo3uio Ha (PpaHIly3CKyIo
YBEPTIOPY C AHAJOTMYHOW WHTOHAIIMOH-
HOM JIEKCMKOW. JTO BIOJHE 3aKOHOMEPHO,
IIOCKOJIBKY MO CBUJIETEIBCTBY H3BECTHOIO
UCTOpHKa (DPaHITy3CKOM MY3BIKH OapOKKO
JIx. DHTOHM, Mapa ajjieMaHJa — KypaHTa
Jexana B OCHOBE yBepTiopwr. [lo apyroi
BEPCUU «JIByKpaTHOE MOBTOPEHHE IEPBOTO
MEJIOMYECKOT0 3ByKay, paclpoCTpaHEHHOE
B aJUIEMaHJaX, COOTBETCTBYET XapaKTEpPHO-
My JIBHJKEHUIO TAHLYIOUIUX — «CTYIAaHUIO
¢ kabmyka Ha HOcOok» [11, c. 41]. B nenowm,
aMOUYECKHe 3aTaKThl MeJIoAnYecKuX ¢pas,
[0 MHEHHUIO HCCIIEIOBAaTeNel, XapaKTepHBI
JUIs 0aXOBCKOM MY3BIKaJIbHOW TKAaHH®,

Kaxxnp1ii n3 CMBICIIOBBIX TIACTOB AJlie-
MaHJbl JXUBET B CBOEM BPEMEHHOM IIOJIE:
MyJabCallusi HUXKHEro o0pa3oBaHa IMOJIO-
BUHHBIMH JOJIIMHM, OTMEPSIIOLIUMU PaBHBIE
BPEMEHHBIE OTPE3KH, BEPXHUN — OJUMHEH
HEIMPEPHIBHOMY TEUEHHUIO IIECTHAIUATHIX.
Nx omnmo3unus akineHTHpyetcst Onaromaps
IIPOTUBOIIOJIOKHON CKPUIIMYHOU ApPTUKY-
nsuuu detache u legato. B pesynbrare npa-
MaTHYeCKH CKOpOHOE Hayauo MPOTHUBOIO-
CTaBJISIETCS TEIUIOMY M IPOHUKHOBEHHOMY
3BYYaHMIO.

Haubonee oTuérnuBo ommo3uius Mpo-
apnsieT ceds B byppe, roe quasi-maprtus
continuo TIPOCTYNAET HA CUJIbHBIX U OT-
HOCUTEJIBHO CHJIBHBIX JAOJAX Takra. lIpum
5TOM Hay3bl Ha CJIA0BIX J0JIIX HE CHUMAIOT
BIICYATIICHUS] IPOTSIHYTOCTH TOHOB. TexHU-
YeCKHE M BbIPA3UTENIbHbIE NMPUEMBI CKpH-
IUYHOIO HCIIOJIHUTEIBCTBA TOTO BPEMEHHM
MO3BOJISIM BKJIFOYaTh B TEKCT TPEX-YEThI-
PEX3BYUYHBIE aKKOpAbl. B moaBuxkHOM TeM-
ne Byppe (Takrt 1) Bce ueTbipe TOHA aKKOP-
na 6epyTcst omHOMOMeHTHO. A B Capabane
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(taktel 3, 4, 17, 24) TOHBI ONTIO3UIIMOHHBIX
CJIOEB 3By4YaT Ha COCEHUX CTPYHAX U CTpe-
MSATCS K CpaliBaHUIO.

BMmecte ¢ TeM OZHOBpEMEHHOE HCIION-
HEHHUE BCeX 3BYKOB aKKOp/a MPH COBPEMEH-
HBIX (DOpPMAaxX CKPUTIKH, MTOJICTABKU U CMbIY-
Ka MPaKTUYECKH HeocymecTBUuMO. OIHAKO
BEPOATHA HMHUTALUS OJHOBPEMEHHOCTH,
YeMy CIIOCOOCTBYET «IOABMXHOCTH TeMIIa
WCTIOJHEHHUs, YAOOHOE pPAacCHoOJOKECHUE aK-
KOpJla C TOUKHU 3pEHUs] CKPUITUYHOM amnIiiu-
KaTypsl (MPU KOTOPOM BO3MOXKHA OBICTpas
W OJIHOBpPEMEHHAs IMOCTaHOBKA BCEX HWTIpa-
IOIKUX TaiblleB Ha cTpyHBI)» [10, c. 195—
196]. Pe3ynbraroM Takoro HCHOJHEHUS
CTAHOBUTCS TOAPAYKAHUE UTPE CIIAKEHHOTO
aHcaMOJIsl CTPYHHBIX HHCTPYMEHTOB.

Ha ckpumnke akkopasl 6epyTcst 0ObIYHO
OT HIDKHHX TOHOB Ha CTpyHE g, KOTOpas
aKyCTHUECKHU MpOJUIeBAET MX 3By4YaHHUE, K
BEpXHUM — Ha CTpyHe e. UETKHMI HadaIb-
HBI aKIEHT TOHOB quasi-6aca 0coOEHHO
OYEBHJICH, €CITM OHHM COBMANAIOT C CHJIb-
HBIMH M OTHOCHUTEIIbHO CHJIbHBIMHU JOJIsI-
mu TakTa (Byppe, Takt 1). 3nece 06epToHBI
3BYKOB, UCTIOJTHSIEMBIX Ha HIDKHUX TYJIKUX
CTpyHaX CKpHUIIKH, aKyCTHUYECKHU MpOJjie-
BAIOT WX Ha cJIadble JOJHM TaKTa U CO3/1al0T
ekt cnutHOro 3Bydanus. Ocobyro poib
UTpaeT UX YCUJICHUE MyCTOTHBIMU KBUHTA-
mu h — fis' (tam xe, Taktel 1, 3-4). C ox-
HOUM CTOpPOHBI, co3naércs 3PPEeKT OTHOCH-
TEJIHHOW aBTOHOMHH CMBICIIOBBIX TUIACTOB.
C npyroif — ajmiio3us 3By4aHUs aHCaMOIs
WHCTPYMEHTOB C y4acTHEM HU3KUX — BH-
oJibl J1a TambOa, 6acoBOl JIIOTHU (TEOPOBI),
BUOJIOHYENIM, W BBICOKUX CTPYHHBIX WH-
CTPYMEHTOB — CKPHUIIOK, KOTOPBIC, MOTJIH
3ameHsThes dueiitamu. Co BpemeHneM Qop-
MUPYETCSl CUTYaTHUBHBIN 3HAK aHcamO1e8o-
20 CO-UHMOHUPOBAHUSL.

Oco0OeHHO SpKO OH BBIPAXEH B AKKOp-
JIOBOM Mo crocoOy usnoxkeHus CapabaH-
ne. 3aech (TakT 1) COOTHOIIEHHE MENO-
mau quasi-solo (fis’ — g7 — fis’ — e’ — fis)) n
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quasi-nudposannoro 6aca (h— e’ —a’), cos-
JAIOLIET0 XapaKTEPHYIO JIsl TaHLA «TUTap-
HOCTb WK apGHOCTH COMPOBOXKACHU [ 11,
c. 32], HamomuHaeT penbedhHO-HOHOBBIE
OTHOLIEHHUA. B pe3synbrare Ha OqHOU CTpO-
K€ CKPUITUYHOTO COJIBHOTO TEKCTA TPH CIIOS
MY3bIKaJIbHOU TKaHU B 00bEME JBYX OKTaB
oTOOpaxaroT 3ByKooOpa3 aHcamOIeBOTO
MY3UIIUPOBAHMS], BOBMOXHO PA3JIHMYHBIX IO
TeMOpY B3aMMOJICHCTBYIOIIUX WHCTPYMEH-
TOB. B COJNBbHOM CKPUIIMYHOM TEKCTE HC-
NOJIb3YIOTCS TUIUYHbBIE JJIsi aHCAMOJIEBbIX
COUYMHEHHH OapOKKO MPUEMBI OVOIUPOBKU
U pecucmposku. B KOHTEKCTE MHOIOrojoc-
HOTO TE€MaTHU3Ma OHU MO3BOJISIOT CKpPHIIKE
U300pa3uTh Pa3BETBIEHHYIO CHUCTEMY aH-
caMOJIeBBIX MMAPTHIA.

Nmuranys pa3sHOTEMOPOBBIX COYETAaHUI
WHCTPYMEHTOB IO THUIMY divisi IpefcTaBe-
Ha B TEKCTE TAHIIEB CTPYKTYPHBIMU MOJU-
duKanusIMu BepTHUKAIBHOTO nuanora. OHu
MUTPUPYIOT U3 aHCaMOJIeBOM MY3bIKH Oa-
POKKO M aJaNTUPYIOTCS B TEKCTE COJIBHBIX
CKPUIIMYHBIX COYMHEHUHN, TAKXKE BBICTYMAast
B POJIU CUMYAMUBHBIX 3HAKOG CO-UHMOHU-
POBaHUs.

B HOTHOM TEKCTE OIHOrO MHCTPYMEHTA
TPUO-TIPUHIIUIT (%) MOJICITUPYETCS
MOCPEACTBOM TPEX HMHCTPYMEHTAJIbHBIX
nuHuil. McrionHsiemble Ha OAHOM CTPYHE, B
BBICOKOM PETHUCTpE, /IBa PaBHOMNPABHBIX TO-
J0ca B TECHOM PacCHOI0KEHUU (OPMHUPYIOT
ahdexT 3BydaHHs JBYX OIHOTEMOPOBBIX
WHCTPYMEHTOB (2 CKPHIIKH, 2 TO00S Wiu 2
¢neiiTsl). VX mpoTHUBOMOCTaBICHUE peru-
CTPOBO OTAIEHHOMY quasi-0acy (BUOJIOH-
4enb) co3AaéT (akTypHYIO MoJeiab 0apou-
HOI'O0 TPHUO-COCTABA.

Tak, nmapanienbHble TEPUUU U CEKCThI
(TakThl 21-23 1 TakThI 24—26 COOTBETCTBEH-
HO) BEpXHETOo cJost TekcTa byppe umutupy-
10T NapTuto solo divisi, TPOTUBOCTOSIIYIO
B HIDKHEM quasi-lapTuu basso continuo.
JleHTOUHOE ABXIOJIOCHE B PA3JIMYHBIX WH-
TEpBaJIbHBIX BapUaHTax 3aleyariiero 3Ha-
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KHU-00pa3bl «aydTa cBUpeieil». B konTekcte
CKPUIIMYHOTO 3ByYaHHUs OHM H300pakaroT
CLEHY aHcaMmOJeBOro My3HIIMpOBaHUS Oa-
pokko. KoHTpacT y3KuX U MUPOKUX UHTEP-
BAJIOB C NEpEMEIICHNUEM JIMHUH quasi-0aca
co cpeaneit cTpyHbl d (TakThl 21-22: TOH a’)
Ha OKTaBy HW)XE€ Ha TYCTO 3By4YalllylO
HUKHIOIO CTpYyHY g (TakTbl 24—26: TOH a)
dbopMHUpyeT IUATOTUYECKYIO CTPYKTYpY.
«MI31HBIA BOIIPOC» U «YYTUBBIM OTBET»
MO3BOJISIOT MPEATONIOKUTh, YTO 31ECh 3a-
TeyaTieHa ClieHa raJaHTHOTO TTapHOTO TaH-
ua’.

He wmenee pacnpocTtpaHeHa B COJIb-
HOM CKpPUITUYHOM TEKCTE TaHIEB Ipyras
MOJIelb  aHCaMOJIEBOTO  MY3UIIUPOBAHUS
mefdm Taxk, B CapabaH/ie CKpUITMIHOE
Tpéxroiocue (TakTel 5—9) AEMOHCTPUPYET
3HaKHU-00pa3bl (rieiiToBOM Menoauu u Gu-
TYPalMOHHOTO COTMPOBOXKICHUS CTPYHHBIX,
cnenuduueckue ana xxanpa. Kpome Ttoro,
YCUJICHHBIE TOHBI quasi-6aca MmoxyépKuBa-
10T KOPEHHbIE YepThl MEAJIEHHOU capalaH-
JIb1, KOT/Ia «HadaIa ¥ KOHIIBD) OTKPBIBAIOTCS
Ha aTTUTIONAX. TOHBI quasi-NapTUU COJIUCTA
MIOMEUICHBI B PETUCTP, YIOOHBIN JuIst (rieii-
TBI, @ AyOJIMPOBAHHUE TAPTUU GUASI-COTIPO-
BOXKJCHUS (MHTEpBajbl TEpIUs, KBHUHTA,
CEKCTa, OKTaBa) M UCIOJHAEMbIE OT CaMo-
TO HWKHETO TOHA K BEPXHEMY, UMUTHPYIOT
JFOTHEBBIN CTUITL «Bpa30oUBKY». HazBaHHbIe
(akTypHO-JIEKCHYECKUE MOJIENIN BBIMOIHSA-
0T «OKaHPOBO-OTMO3HABATEIBHBIE) HITH «00-
pa3HO-XapaKTepUCTUUYCCKUE» (QYHKIUU®,
B nannom cnyuae nexcuueckue u GakTyp-
HBIe (POPMYITBI U3 «CIIOBAPS UHBIX HHCTPY-
MEHTOB MUTPUPYIOT B CKPUITUYHBINA TEKCT U
AKIEHTUPYIOT TUIIMYHBIC JUTsI aHCAMOJIeBOM
MY3BIKH 0apOKKO pa3HOTEMOpPOBBIE coUeTa-
HUS CPEAICTBAMH U MPUEMAMU CKPUTTUYHOU
(akTypbl, 3ByKOU3BIICUCHUS, APTUKYIISIIHH.

Mognens ancamM61€B0r0 My3HIMPOBAHUS
% BCTPEYAETCS B KAMEPHOM CKPH-
MUYHOM TEKCTE HEe 4acTo. TeM He MEeHee,
OHA TIPOSIBIISIETCS B KOHTEKCTE YETHIPEX-
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TOJIOCHBIX cerMeHTOB Ainemanabl u Capa-
0aH/bI. 3/1€Ch BIIOJIHE OTYETIUBO MPEACTaB-
JIEHO YJBOEHHUE B KBAPTY, TEPLIMIO, KBUHTY
quasi-naptuu solo (MMUTAIUAS JBYX CKpH-
TIOK WJIH IBYX (IeHT) Ha poHE TyOnupoBaH-
HOMU quasi-naptuu continuo (Taktel 11-12).
PasMepeHHbIH U Jake MEIJICHHBIA TeMIr’
CO3/1a€T JOMOJIHUTEIBHOE BpEMs JUIS MC-
MOJIHEHUSI HA JIBYX CTPyHaX CKPUIIKH BCEX
CMBICIIOBBIX JIMHUW YETBIPEXTONOCUS TIO-
po3ub. Tak, B Capabanjie 1Ba HIDKHUX TOHA
(quasi-continuo n ero gyOnupoBKa) U3BJE-
KaloTCsl JIOMAaHbIM CIOCOOOM MOOYEPETHO
Ha CTpYHax g " d, a 3aTeM, 0e3 mepepshiBa,
JIBa BEpXHUX (quasi-solo n ero gyOnupoB-
Ka) — Ha CTpyHax a u e. B pe3ynbrare Bo3-
HUKaeT 3(pQeKT MPOTIHYTOM MeENonuu Ha
(oHE OTPBIBUCTHIX 0acoB. AHaJIOTMYHBIM
00pa3oM HCHOJHSIOTCA YEeThIPEX3BYUYHBIC
aKKopabl B AjieManjie (Taktel 1-2).

TunuyHas sl KOHLEpPTa MOJENb TOpH-
30HTAJIBLHOTO AMANiora futti — solo B TaH-
ax TNpeJCcTaBlIeHa UMUTAIMEN KOHTpacTa
MHOTOT'OJIOCHBIX quUasi-OPKECTPOBBIX U OJI-
HOTOJIOCHBIX qUASI-COJBHBIX PEIUIUK, Cie-
OYIOIMX mnonepemMeHHo. lIpumeuarensHo,
9YTO B OIHOCTPOYHOM TEKCTe aHcamOieBas
MofeNb Tpaduuecku oToOpakaeTcs He
CTOJb 3pUMO M OOHApY>KHMBAETCA TOJBKO
MOCPEJICTBOM AHAJTMTUYECKUX OIEparuii.
Tem He MeHee, K puMepy, B byppe TOHKO u
JAKOHUYHO OOBITpaHa ClieHa aHCaMOJIEBOTO
MY3ULHPOBAHMUS C HMMHUTALUEH YeperoBa-
HUSl Pa3JIMYHBIX 3BYKOBBIX Macc IO THUITY
tutti 1 solo. PacnionokeHHyI0 B BepXHEH
YacTH HOTHOM CTPOKH U HCIIOJIHSIEMYIO Ha
CTPYHE e HENPEPBIBHYIO JUHUIO quasi-solo
(deThlpe HayalbHBIX TaKTa), MOAXBATHIBA-
10T Ha TMEePBBIX U TPETHUX JOJSAX TaKTa ye-
TBIPEX-TPEX3BYYHBIC AKKOPABI quasi-tutti
(TakThl 21-24), 4TO MOMUEPKUBALT «CTICIH-
¢uveckrue MOTOPHBIE OCOOCHHOCTH» TaHIA
(b. JI. SABopckuii [11, c. 32]) u co3gaét un-
JIIO3UI0 XapaKTEPHOTrO TaHIEBAaJIbLHOTO MPH-
TONTHIBAHUSI.
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B Annemanne taxxe HaOMIOAAIOTCS Ie-
peEMeKaroIrecss MHOTOTOJIOCHBIE U OJIHO-
TOJIOCHBIE CErMEHTBl TEKCTa, IJe CKPUIIKa
UMUTHPYET futti TIOJTHO3BYYHOTO aHCamoOns
(takter 1,4,7,9, 11) u cono menoan4eckoro
CBOMCTBa COOTBETCTBEHHO (TakThl 2—3, 6,
8, 10).

B mHOroronocHoi Capabanse obparaer
Ha ce0s BHUMaHue, 4TO MpephIBaHUE Kax-
Jble J1Ba TaKTa TOHOB quasi-iapTuu basso
continuo 0003HaYaeT CBOETO POJia TPAHUILY
quasi-tutti’Horo cermeHTa. Tak, 6ac «iara-
€T» TO YeTBEPTAMHU (TakThl 1, 3), TO TOIBKO
nepBeIMH J07siMU (TakThl 2, 4). CooTBeT-
CTBEHHO Ha JIPYTHX JOJISX 3BydYaT TOJBKO
TOHBI quasi-aptuu solo. Ha npotsxennn
Bcerr CapabaHzipl OHM 00pa3yroT MOBTOPS-
IOIYIOCS. pPUTMOMHTOHAIMOHHYIO (OPMYITY
HUCXOJSIIETO MOCTYNaTeIbHOTO JBUKCHUS
TPEX BOCHMBIX, YCTPEMIISIOIIUXCS K OTOP-
HoW ueTBepTH (T. 2: €’ — d? — cis’— h'; 1. 4:
gl —fisl—el —d'; 1. 7. & — cis’— h'— cis? ; T.
10: @* — gis* — fis* — € u T. 1.). OHKU UCTIOJN-
HSTIOTCS KaK TPEABIKT K CICAYIOIEMY TaKTYy.

Jlexcuka BEpXHETO U HUYKHETO TOJIOCOB
CBSI3aHA C CEMAaHTUKOUN (urypsl catabasis,
3aMCTBOBAHHON W3  WHTOHAIMOHHOTO
«cnmoBaps»  0ACCOOCTHMHATHBIX  KAHPOB
U apud <«KajmoOb» Oapokko. JlameHTo3-
Hble uWHTOHaIUu (quasi-solo) u Qurypa
catabasis' quasi-basso continuo B3auMo-
JOTIONHSIFOT JpyT JApyra, co3faBasi oOpas
CTApUHHOIO CKOPOHOro TaHIa (TakTbl 5—6,
11-12: d' — cis' — h — a).

Wtak, paccMOTpeHHBIE TPOIECCH CBU-
JETEeNIbCTBYIOT 00 OOIIMX ISl MHCTPYMEH-
TalbHOM KyJIBTYphl OApOKKO 3aKOHOMEp-
HOCTAX. B CONBHOM CKPUIIMYHOM TEKCTE
«IOKYMEHTAIILHOY 3alleuaTiieHbl CUTYalllH,
CIIOKMBIIIMECS B €IUHOM TMPAKTUKE WH-
CTPYMEHTAJIBHOTO MY3UIIUPOBaHU. Yua-
CTHE CKPHIIKH BO B3aMMOICHCTBYIOIINX
YCTHBIX (hopMax aHcamOIEeBOro M COJIbHO-
rO0 WUHTOHHPOBAHUS, MPU HECTAOMIHHOCTH
KAHPOBOM M CTHJIEBOM cHCTEM C 00s3a-
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TeIbHBIM 00MeHOM HHpOpMaIuei, o0ycio-
BIWIO (hOPMHUPOBAHUE Yer0CmMHO20 N 8apu-
AMUBHO20 UHCMPYMEHMAIbHO20 MEeKCmA.
MHOTOCIOWHOCTh COJBHOTO CKPUITUYHOTO
TEKCTa, NPUCYTCTBUE B HEM HECKOJIBKHX
CMBICJIOBBIX ITUIACTOB, BCTYMAIOIIUX B pas-
JMYHbIE CYOOpIMHALMOHHBIE OTHOIICHHUS,
CBUJCTEIBCTBYET O €ro MHOTOMEPHOCTH,
HEJIMHENHOCTH KOHCTpYyKIHMH. OH JEMOH-
CTPUpPYET MOOWJIBHOCTh U BO3MOXKHOCTH
CBEPTHIBAHUSA PA3HOTEMOpPOBOM aHcamOIie-
BOW MapTUTYPHl B OJHOCTPOYHYIO TAPTHIO
OJTHOTO UHCTPYMEHTA.

[IpuBenéunple HAOMIOAEHUS CIOCOO-
CTBYIOT TIOCTH)KCHUIO YHHUKAIbHBIX, TH-
NUYHBIX TOJIBKO IS CKPHUIKU MPOLECCOB
adanmayuu NpUHYUno8 OPraHMU3alUU aH-
caMOJIeBOTO TEKCTa U Npuémos «padoThD»

o ero npeodpazoBanuio. PenynrpoBaHubie
BapHAHTBl quasi-aHCaMOJIEBBIX COCTaBOB
ONMMPAKOTCS Ha OTKPHUCTAJIM30BABLIMECS
B aHCaMOJIEBO-OPKECTPOBON My3bIke Oa-
POKKO MOJENIN — TPUO, Ty3TOB, KAMEPHOTO
opkecTpa. XapakTepHbIE COOTHOLIEHUS BO-
o0pakaeMbIX yUYaCTHUKOB quasi-aHcamOiie-
BbIX COCTaBOB TaKXe OTTAJIKHUBAIOTCS OT
YCTOSIBIIUXCS (PYHKUMH MapTuii TapTHEPOB
— CONUPOBAHUS, CONPOBONHCOEHUSL, OYOIUPO-
6anusl, pasHonpasus WM ApPYyTUX. 3aredar-
J€HHBIE B TEMAaTU3ME OTHOI'O MHCTPYMEHTA
Ha3BaHHbIE TIPOLECCHI CBUJIETEILCTBYIOT
0 TOJHUCTPYKTYPHOCTH U MHOTOMEPHOCTHU
TEKCTa MPOU3BENECHUN JUIsl CKPUIIKH COJIO,
a TaK’Ke O MOBBIIIEHUN TEXHUYECKOH CII0XK-
HOCTH U BUPTYO3HOCTH CKPUITMYHOTO TeMa-
TU3MA.

<S> TIPUMEYMAHUA <>

' K npumepy, HCTOKOM IIEPKOBHOH COHa-

ThI, IIUPOKO PACIPOCTPAHEHHON B KyJIbTOBOMU
My3bIKE, SIBJISJIACH MHOTOpas/ielibHas I10JIU-
¢oHMYeCKas KaHIOHA U COJHMPYIOIINX HH-
CTPYMEHTOB ¢ 6acoM (KaHI|OHa-COHaTa). 31eCh
NEePEIUIeTANNCh «IOMU()OHUYHOCTh OT TPHO-
COHAThl, KOHLIEPTHOCTh U BHUPTYO3HOCTh — OT
COJIHOM coHaThl ¢ Oacom, koHuepTa. Kpome
TOTO, COJIBHOM COHAare CBOWCTBEHHA WMIIPO-
BU3AlIMOHHOCTb, O€pylllas Hadajlo OT OpraH-
HBIX, KJIABUPHBIX M JIFOTHEBBIX MPEIIOAUID)
[8, c. 164].

2 OpHako, 3TOMY NPEANICCTBOBAN -
TEJIbHBIM NEpPHOJ Pa3BUTHUSI CKPUIIKM U HH-
CTPYMEHTAJIBHOIO  UCIOJIHUTENbCTBA. Kax
ormeuaeT A. JI. IleTpaml, «ypoBeHb BiIaJeHUS
CKpMIKOH ... Kk Hayay X VII Bexa He mo3Bosn
JJaXKe MOMBICIUTh O BO3MOXXHOCTH HCIIOJIHE-
HUS HA OJJHOM MHCTPYMEHTE (aKTyphl, YTBEP-
JWBIIIEICS BIIOCJIEACTBUU B coHaTtax bubepay
[8, c. 164].

3 D10 mpoucxomuT Onmaromaps HUHTEp-
BaJIbHOW OJIM30CTU TOHOB, KOTOpbIE OOBEAU-
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HAIOTCS B «COBOKYIHYI0 HHTOHAIIMOHHYIO
JUHUIO ... Yepe3 OOLIMe CMEXKHBbIE TOHBI 3BY-
KOpsila B MOMEHTBI 3BYKOBBICOTHOTO CTBIKA»
(Crapueyc M. C. Cnyx my3sikanTa. M.: MI'K
umM. I1. W. YaiikoBckoro. M., 2003. C. 174).

4 Tyano Ap0Oo oTMe4aeT B TpaKTaTe O TaH-
nax «Orchesographie» (1589), uto amiemanna
u capabaHaa BXOIWIN B TEPBBINA IIMKJI TAHIICB
Basses danses [2]. Basse danse — 310 cambiit
MEJUIEHHBIH, CTPOr0 PErNIAMEHTUPOBAHHBIN
JIBOPLIOBBIN TaHEll, IPapOAUTEIb MEHY3Ta, Ha-
3BaHHBIN «HU3KUM» (bassa) TaHLleM H3-3a OT-
CYTCTBHUS B HEM CKauKOB U IIPBIKKOB.

> JIx. DHTOHW CCBUIACTCS HAa TAaHIBl U3
Hauana ctouT «Kaccenbckoro coOpanus», co-
ctaBieHHOTO Mexay 1650 u 1670 rogamu u3
My3bIKM pa3JIUYHbIX HPUIBOPHBIX OAaJETOB.
B aTo#i cBs3M yBepTIOpH! (DpAHIY3CKUX TPH-
NBOpHBIX OanetoB (ballets de cour) ¢ «IyHK-
TUPHBIMA pPHUTMaMd B TEPBOH dYacTH», IO
CYTH, SIBWIHCHh «000COOMBIIUMUCS NPEKHUMU
OalleTHBIMM HOMEpaMu — entrees» (LUT. MO:
[3, c. 41]).
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6 Tak, W. A. Bpaymo cBs3biBaeT uX
C IPOYHBIMI» U «4ETKMMU MYKCKUMU» MOTH-
BaMmHu [4, c. 23-24]. IIpu atom B. O. IlIupokosa
NPOBOAMT Mapajuieb ¢ MYXCKUMHM pUpMaMu
B HEMELKOM 3BIKE, KOTOPBIE OTpPaKaIOTCs
«B IPaMMAaTUYECKOM U CHHTAKCHUUYECKOM CTPO-
€HMHM MY3bIKQJIBHOTO MOTHMBa» (UMT. mo: [I,
c. 57]). Tak unu wHA4e, YHEPreTUYECKUN TO-
TEHIMaJ 3TUX MHTOHAIMOHHBIX O0pa3oBaHM
OYEBUJICH.

” HU3BecTHO, uTO Oyppe «la bourree — fagot
de menus bois — Bf3aHKa MEIKUX IpPOB, Ba-
JIeKHUKA» ObUI BHauyajie IpyOOBaThbIM TaHIEM
OBEPHCKUX IpOBOCEKOB, a ¢ XVI Beka Map-
raputa Banya BBena ero ais MCIOJNHEHUS NpU
¢paniry3ckom asope [11, c. 47].

8 Tlo muenuro E. B. Hazalikunckoro, oHu
ONUPAIOTCS HAa «IPUHIMIIBI >KAaHPOBOM M30-
Opa3uTENbHOCTH U 3BYKOIOJpa)XKaHUs (BOJIBI-
HOYHbIe Oachl, (aH(apHbIe XOIbl, TUTApHBIC
dbopMmysbl akkoMIaHeMeHTa u T. A.)» (Hazaii-
kuHckui E. B. Jloruka mMys3bIKaJbHOW KOMIIO-
sunuu. M.: My3ssika, 1982. C. 90).

° HanoMHUM, 4YTO TEMIl B TaHIAX CIOMT
NPEUMYIIECTBEHHO HE MpocTaBisics. B 6oib-
Hmied CTEMEeHW OH ONpEAEIsUICS XapaKTepoM
JBMKEHUS 1 OOpa3HbIM CTPOEM TaHILA.

1 Ona 371€Ch 3BYUHUT B Pa3HBIX JII0BbIX Ba-
puanrax (ot Il u V cryneneit).
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Tpetuit cpopTenuaHHbiii koHuepT . U. YaiikoBckoro
U Npod6AeMa LMKAUYHOCTH'

B crarpe paccMarpuBaercs onHO M3 nociaeaHux counHeHni [lerpa YaiikoBckoro — KoHuepr
s poprenuano ¢ opkecTpoM Ne 3, ero cozgaHue, ocMbIciIeHHE U ucnonHeHne. Ha nepBslit iaH
BBIXOJIAT )KaHPOBBIE U, KaK CIIEJICTBUE, IUKIMYECKUE TPOOIEMBI 3TOTO TPOU3BEACHUS, HE UMEIOIINE
OJTHO3HAUYHOW TPAKTOBKM B COBPEMEHHOW Hay4yHOH juteparype. Haxoasce Taxke Ha nepudepun
UCIIOJIHUTEIIbCKOM MPAKTUKK, TpeTUil KOHUEPT MOIyYHII PEIyTalUI0 «HEYJauHOIO COUMHEHUA» U
Ha JIOJIT0€ BpeMsl Hcue3 U3 pernepryapa nuaHuctoB. OHaKko oOpalieHne K ero «CUM(pOHUIECKOMY
HPOTOTHUITY» — HEOKOHUEHHOM cuMmbonuu Es dur, a Takxe e€ pegakius CeméHom borarsipéBbiM
U HCIOJHEHUE BHOBB MpoOyaunu untepec Kk Konuepry. CymiecTBeHHO 3a0CTpuiach mpoodiema
LIUKIAYHOCTU OTOTO COYMHEHHUS: 4aCTh UCIIOJIHUTEIEH CKJIIOHAKOTCSA K OJHOYACTHOMY BapHaHTYy,
Ipyrue — K Tpé€xdyacTHOMY. B 3TOM KOHTEKCTe BO3HMKIIA HEOOXOAMMOCTh MPOBEACHMS aHAIU3a
aBTOPCKOM aHPOBOH TEPMHUHOJIOTUH, OOpAIIEHUS K SMUCTONIIpHOMY MaTtepuany (nmucbmam 1. Y. u
M. U. YaiikoBckux, A. W. 3unotu, C. U. TaneeBa, M. I1. bensieBa), umeBiiieMy HEMOCpPEACTBEHHOE
oTHoleHue K cynpbe Tperpero konuepra. Mtorom paboThl cTanm BBIBOJ O MPABOMEPHOCTH
CYILLIECTBOBAHUS TPEXYACTHOM BEPCUU B Ka4eCTBE TPETHETO KOHILIEPTA, TOTA KaK )KaHPOBBIN CTATyC
OJTHOYACTHOH JTOJKEH OBITh IEPECMOTPEH.
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Piotr Tchaikovsky’s Third Piano Concerto
and the Issue of Cyclicity

The article examines one of Piotr Tchaikovsky’s last compositions — the Concerto for Piano and
Orchestra No. 3, its creation, comprehension and performance. The genre-related and, as a result,

" HMccnenoBanue BBINONHEHO TpH (HUHAHCOBOM mopiepxkke PODU B pamkax HaydHOTO MPOEKTa
Ne 19-312-90053.
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the cyclic issues of this compositions not possessing univocal interpretation in contemporary
scholarly literature come out to the foreground. Having been relegated to the periphery of
performance practice, the Third Piano Concerto has acquired the reputation of an “unsuccessful
composition” and has disappeared from the repertoire of pianists for a lengthy period of time.
However, the interest in its “symphonic prototype” — the unfinished symphony in E-flat major
—as well as its edition by Semyon Bogatyryov and its performance have once again aroused
interest in the concerto. The issue of cyclicity of this composition has substantially become
sharpened: some performers incline towards the one-movement version, while others prefer the
three-movement version. In this context the necessity arose of carrying out the analysis of the
authorial genre-related terminology and the attention towards epistolary material (letters of Piotr
and Modest Tchaikovsky, Alexander Siloti, Sergei Taneyev, Mitrofan Belyayev), which had direct
connection to the fate of the Third Piano Concerto. The outcome of the work was the conclusion
about the validity of the existence of the three-movement version as the Third Piano Concerto,
while the genre status of the one-movement must be reexamined.
The reported study was funded by RFBR, project number 19-312-90053.

Keywords: Tchaikovsky’s Third Piano Concerto, Andante and Finale, Konzertstiick, unfinished
symphony, Louis Diémer, late romantic art.

petuii  (GopTeNHAHHBIM  KOHLEPT puc. B KauecTBe OCHOBHOTO Marepuasia
II. . YaiikoBckoro mo cel JIeHp OBUIM HCIIOJIb30BaHBI JCKHU3bl HEOKOHYEH-
ocTaéTcs Tpom3BelNeHUEM, KoTopoe Hou cumdbonun «Kusub» (Es dur), xorto-
BBI3BIBAET HEOJHO3HAYHBIE OT3bIBBI B cpe-  pble nosBwiIKch B 1891 rony. Ynomunanus
JIe KaK UCIIOJTHUTENEH, TaK U My3bIKOBEJIOB, 0 pabOTe HaJl HOBBIM KOHLEPTHBIM COYMHE-
YTO B II€JIOM NPUBEJIO K OLIYHIEHUIO €r0  HUEM B IMChbMAax U JIHEBHUKaX YalKOBCKOTO
«BTOPOCTETIEHHOCTH» B PAAY APyrux (Gop-  OTCYTCTBYIOT BILIOTH 10 MioHS 1893 rona.
TEMUaHHBIX counHeHu. OH ObUT 3aKOoHYeH BmepBbie CBOW KOHIIEPT KOMIIO3UTOP MPO-
ocenbto 1893 rona, To ectb Hapsay ¢ llle- nmemonctpuposan C. M. Taneesy. Ilo cBu-
cToil cuMmdonueil 3aBepmmn TBOpueckuid  nerenbctBY M. U. YaiikoBckoro, B OKTsIOpe
MyTh KOMIIO3UTOpa, OAHAKO He mnoiyuyuwn 1893 roma «7-ro au Beuepom uim 8-ro I1éTp
CIEHUYECKOTO MpU3HAaHUA M ObLT Hanod- Wiabudy mokaszan eMy TOJNBKO YTO OKOHYEH-
ro 3a0bIT. [IpuMepHO co BTOpOU moONMOBU-  HBIM (P[opre|n[uannsbiii] kouuept Ne 3, mo-
Hbl XX BE€Ka MHTEPEC K HEMY 3HAYUTEIIBHO  CBAIIEHHBIM nuaHucty [luemepy, craenaH-
BO3pACTAET, MPUYEM COCYIIECTBYIOT JBE  HBIM M3 NEPBOM YacCTU MPEIIOJIaraBIIChCs
WCITOJTHATENIbCKME BEPCUH KOHIIEpTa: OHO-  cuMdonum» [7, ¢. 567]. Tak, cobcTBeHHO,
yacTHasg M TpéxdyacTHas. VX reHes3ucy, co- ¥ BO3HHMK OJHOYACTHBIA KOHLEPT, KOTOPBII
MIOCTABJICHUIO, AaHAJIN3Y UX IPABOMEPHOCTH  MCHOJHAKT U ceroaHs. Ilpu stom coxpa-
Y IIOCBSIICHA JaHHAs CTaThs. HWINACH 3CKU3bl npeanosaraemeix 11 u III
Coznanue KoHnepra cBsi3aHO ¢ IMEHEM  4acTel, TaKKEe OCHOBAaHHbIE Ha MaTepua-
¢dpanysckoro nuanucta Jlyun Jlbemepa, se cumdonun. opadoranusie TaHeeBbIM,
KOTOPOMY OHO TocBsimieHO'. «Mmes TpeTb- OHM CTamu OTHENbHBIM TPOHM3BEICHUEM,
ero (poprenuaHHOro KOHUEPTA, BEPOSTHO, H3JAHHBIM IOCJIE CMEPTH KOMIIO3UTOpPA, —
Bo3HHKJA emé B 1888 roay, korma JIlbemep  «Anmante u punamom» op. 79 (1897).
nonpocws YalKOBCKOTO HAMMCaTh YTO-TO OnnouacTHbIM TpeTuit KOHLEPT, B OTIU-
it Heroy [ 18, p. 163], — mumer /x. Hop-  uue ot Ilepsoro u Broporo, nonroe Bpems
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HaxoAwiIcs Ha Tepudepud BHUMaHUS HC-
ciefoBarened TBOpuecTBa YalWKOBCKOIO,
Oomee TOro, MO OTHOIICHHUIO K HeMy cdop-
MUPOBAIOCH YCTOMYMBOE HEraTUBHOE MPE/I-
yoexxaenne. CBOe0Opa3HbBIM HMITYJIbCOM
nociyxkuina oneHka Taneesa. [lo yTBepx-
neHuro Monecra YaliKOBCKOro, «Belllb HE
nonpasunacek C. M. TaneeBy; OH Hamen e€
HE BUPTYO3HOM M, KaK BCErja, OTKPOBEH-
HO BBbICKa3aJl 3To» [Tam xe|. Kputnuecku
OIICHUBAJIM KOHLIEPT U BIOCIEACTBUU. TaK,
B kaure /[3Buna bpayna emy ynenén Bcero
oJIvH a03aIl U JJaHa BeChbMa HEJIECTHas Xa-
paKkTepucTUKa: «TO, KOHEYHO, HE OJIHO U3
JTy4dIuX npousBeneHnit Yaikosckoroy [ 14,
p. 410]. Ananuzupyst ocoOeHHOCTH AH/IaH-
Te 1 (puHamA, APyroil OpUTAHCKUIN UCCTIe0-
Barenb J[xepemn Hoppuce numer: «Hérko
0CO3HaBasi OECCMBICIICHHOCTh IMHAHUCTH-
YeCKOW JOpaOOTKH MPOU3BEIACHUS, KOTOPOE
OH CaM CIpaBeUIMBO MPHU3HAJ HEMOJHO-
EHHBIM, YallKOBCKUI PEIINII, YTO MPEI0-
J)KeHre 3WI0TH O J00aBJIEHHH ‘‘BHEIIHETO
Osecka’”™ B KOHIIC KOHI[OB HEOCYIIIECTBUMOY
[18, p. 170].

Eciu opuentupoBatbcsi Ha (dakTop
KYJIETYpPHO-UCTOPUUYECKOTO «OTOOpa», TO
HUKaKOW mpoOieMbl, cBs3aHHOW ¢ Tpe-
TbUM KOHIIEPTOM, HE CYIIECTBYET, UCIIOJI-
HUTEJIU U MyOJauKa CIesiadu CBOM BBIOOD:
KOHIIEPT UIrparoT Kak OJHOYACTHOE COYM-
HEHUE, MyCTh U HE CIMIIKOM MOMYJSPHOE,
a CBeICHMSIMU 00 «AHJaHTe U (uUHAIEH
pacnojyiaratoT TOJIbBKO HEMHOTOYHCIICHHBIE
3HATOKU PyCcCKOU My3bIku. OHaKo 00CTOsI-
TenbCTBa paboThl YalikoBckoro a1 cuMdo-
HUEH M KOHIEPTOM (HACKOJIBKO UX MOXHO
PEKOHCTPYHUPOBATh MO MEPENUCKE U JOKY-
MEHTaM), aHAJIU3 MaPTUTYPbl 3aCTaBIISIIOT
BHOBb 3aJaTbCid BOMNPOCOM O TOM, Kakoe,
COOCTBEHHO, TPOU3BEICHUE MOXXHO CYH-
TaTh TpeTbuM (HOPTENHAHHBIM KOHIIEPTOM
YalikoBCKOTO.

ITepBoe, uTo oOparmmaer Ha ceOsl BHHU-
MaHHe, — 3aMuCh Ha YEPHOBUKE KOHIIEPTA.

67

Kommno3utop oTmeTmsn cienyromue Aarhl,
OTpaXkarollye dTarbl nepepadboTku cumdo-

HUN:

* 23 mronsa 1893 roma — Havasmo padoTHI,
1 urons 1893 rona — 3aBepiiieHue pa-
OOTBI HaJl IEPBOM YaCTbIO;

10 uronst 1893 roma — 3aBepiieHue
ICKHU30B eMIE IBYX YacTeit’.

CrnenoBarenbHO, TEpPBOHAYAIBHBINA 3a-
MBICE HMENl TPEXYACTHYIO CTPYKTYDY.
O mpuymHax TOro, nmoueMy TaHeeBy ObLIa
MPOJICMOHCTPUPOBAHA OJHOYACTHASI BEp-
CHUsl, MO)KHO TOBOPUTH JIMIIb TUIIOTETUYE-
CKH, OJIHAKO SICHO, YTO CJIEJACTBHUEM TaKOM
JBOMCTBEHHOCTH  CTajla  MOCIEAYoIast
cynb0a coumHeHusi. Ero ke MpoauKTOBaH
BOIIPOC, KOTOPBIA MOYXHO OTHECTH K TE€O-
pUU ¥ UCTOPUU POMAHTUYECKOTO KOHIIEpTa
— 0 NPUPOJE UUKINYHOCTH B paMKax 3TOrO
XKaHpa.

OTnpaBHOW TOYKOM JJIsE OTBETA HA 3TOT
BOIIPOC MOYKET CTaTh POACTBO MEXAY KOH-
IIEPTOM M HEOCYIECTBIEHHON cUMQpOHHEH
Es dur, ero «cumpOHHYECKUM TPOTOTH-
nom»’. E€ Tpéx- u ueThIpéxyacTHast KOH-
LEMIHUH MPOaHATU3UPOBAHBI B CTAThE KOM-
noszutopa II. A. Knumosa [3], caenasuiero
B 2006 roay HOBYIO pPEIaKIuio CUM(pOHUH.
B cBs3u ¢ aTUM ObLIA TIpOBENEHA TTOIPOO-
Has TEKCTOJIOTHYECKasi paboTa, KoTopas 1mo-
MOTaeT B3MISIHYTh B TOM YHUCJE Ha CyabOy
Tperbero KoHIEpTa ¢ HOBBIX ITO3UITHIA’.

Ucrtopuss mnpeBpaiieHus TpEXYACTHOTO
IIUKJIA, TUIAaH KOTOPOro ObUT 3adUKCHUpPOBaH
YallkOBCKMM Ha YEPHOBUKE B OTHOYACTHBIM,
CBsI3aHA, B TEPBYIO OdYepelb, C MMEHaAMHU
C. W. TaneeBa u A. W. 3unotu, ¢ KOTOpbIMU
OH HEOJHOKPATHO COTPYIHHUYAI Kak C pe-
nakTopamu. B koHIle JieTa — Havane OCeHU
1893 roga YalkoBCKUI BEJT aKTUBHYIO Ii€-
pEnucKy C 3UJIOTH, COIIACOBBIBASI KOPPEK-
TUBBI BTOporo ¢oprenuaHHOro KOHIEPTA,
KOTOPBII TOTOBUJI K Nepen3aanuio. B renom,
3aMeuyaHusi 3WIOTH KacalluCh 4Ype3MEepHOMU
MPOTSKEHHOCTH KOHIIEPTA, ObUIA CJICTaHbI
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(akTypHble UcTpaBiIeHHUs B (HOPTETHAHHON
napruu. Kymropsl ¥ HepecTaHOBKH, KOTO-
pble npeiaran 3uioTH, UM Bpa3pes ¢ BO3-
3pEHUSIMA KOMIIO3UTOPA, YTO YYyBCTBYETCS
B TOHE UX Mepenucku. Bo3MOXHO, MHOTO-
KpaTHble 3aMmedanus noOyamin YaikoBcKoro
COKpPATUTh U HOBOE COUMHEHHUE. B nuceMe ot
25 centsopst 1893 roga’ KOMITO3UTOP NHIIET
3uiotu 0 Tperbem KoHuepre: «Tak Kak oH
BbIIIEN 0€300pa3HO JJIMHEH, TO 5 PeIln-
Csl OTPaHUUUTHCA OAHOM 1-i1 yacTeiO» [2,
c. 158]. Hackonbko 3T0 perieHue Obuio npu-
HSTO CAMOCTOATEIbHO?

B muceme ot 25 nrong 1893 roga x 3u-
jgotu YailkoBCKMM COOOINAET, YTO K OpKe-
CTPOBKE KOHIIEPTAa OH IUIAHUPYET MPUCTY-
MUTH JIMIIb OCEHbIO [TaM xke, c. 154]. To
€CTh MEXIY JABYMS MUCbMaMH IPOIILIO JBa
Mecsla, U B 3TOT CPOK KOMIIO3UTOpP OTKa-
3aJicsl OT TPEXUACTHOW KOHLIENIUU. 3UJIO-
TH TOCTOSSHHO HanmoMuHall YalKOBCKOMY
O TOM, YTO JUIMHHBIA KOHLIEPT KpaWHE He-
YKeJaTeleH:

25 nrons: «YX, KaKk MHTEPECHO YBUIATh!
Tonpko OBl HE OYE€Hb JUIMHHBIM OBLI, a TO
Oef1a 371ech 3a TPAHUIICH: B KaXKIOM KOHIIEP-
Te TpeOYyIOT, 4T00 S0/0 UrpaTh, 1 HA (P-T1. KOH-
uept nart 20-25 muHyT™ [TaM *xe, c. 152];

7 aBrycrta: roBOpsl O NPUIAHUU «BHEIII-
Hero OJeckay, MMaHUCT OTMEYAET, YTO «3TO
0COOEHHO JIeTKo OyAeT C/esaTh, €CJIU BEIlh
HE CIIMILIKOM JIJTMHHA» [TaM xke, . 156];

19 cenra0ps: «Xay npucbuiku TBOE-
ro 3-ro KoHIepTa, 00KCh, YTO MOIYUY €ro
B U3JJaHHOM BUJE, U TOTJIa MOU BO3PAXKEHHUS
(xax 31O Tirymo!) OymyT Oecrosie3Hbl, Kak
3TO ciyuminochk ¢ TBouM Ckeprio (op. 72)»
[Tam xe, c. 157].

Nrtak, 3unoT OTKPOBEHHO OKa3bIBaJ
naBieHrne Ha YailkoBCKOTo, CTpeMsICh TMOJI-
YUHUTh €ro KOMIIO3UTOPCKHI 3aMbICel
CBOCH HCIOJHUTEILCKOM BOJIE. 3aMETHM,
YTO B OTBETHBIX MUCbMaX YaWKOBCKHU HE
KOMMEHTUPYET €ro BbICKa3bIBaHUs, Ka-
caroruecss TpeThbero KoHIEpTa®; OJHAKO
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B KOHEYHOM CU€T€ OH MPHUHSI OJHOYACT-
HYIO KOHUEIMILHWIO COYMHEHHUS], TOCKOJIbKY
OH «0e300pa3Ho UIMHEH». 3aMETHUM, YTO
B OTO e BpeMs YalKOBCKUU COITIACHJICS
Ha psa M3MeHeHul BO Bropom koHuepre
MOCJIEe IUTEIBHBIX 00CYXICHUN U CTIOPOB
¢ 3unotu (mucbmo Ne 2980a k I1. U. FOpren-
cony ot 20 asrycra 1893 roga) [9, c. 210].
Henb3s uckitouars, 4TO 3TU COOBITHS B3au-
MOCBSI3aHbl, U TpeTnii KOHIIEPT B OJHOYACT-
HOM BapHaHTE MOXHO pacCMaTpUBaTh Kak
OJITHYy W3 peNaKkiui, HarmoaoOue peaakiiuil
IlepBoro n BToporo kKoHUEPTOB, clelaH-
HbIX 3uiotd. Ha 3TOM OCHOBaHUH OCMe-
JUMCSI TIPEJIIOJIOKUTh, YTO BBIOOP B TMOJIb-
3y OAHOYACTHOM KOMITO3UIIMM — PE3YJIbTaT
BHEILIHETO BO3JACUCTBHA Ha YaillKOBCKOIO,
a He ero COOCTBEHHOE PEIIICHHUE.
CymiecTByeT U MIPOTUBOIOIOKHOE MHE-
nue. Jx. Hoppuc cuuraer, 4T0 OCHOBHOM
HMITYJIBC UCXOJUJI OT camoro YanKoBCKOTO,
KOTOPBIM HEBBICOKO OIICHHBAJ Marepual
camoro koHiepra: «B mobom ciygae, pa-
304apOBaHKME U araTusi HaYaJIucCh 3aJ0Jr0
710 TOTO, Kak paboTa Obljia 3aBepllieHa, Cys
10 OYE€BUIHO HE3aKOHUYEHHOW NapTUH COJIU-
cta B koge Anmante» [18, p. 170]. Taxxe
YUYEHBIM HEOIHOKPATHO OOpaIancs K BbI-
CKa3bIBaHUSM KOMIIO3UTOpA 00 M3JIUIIHEH
MPOJOJKUTENILHOCTH TpeThero KOHIIepTa.
Otu aprymenTsl Hoppuca He kaxyrtcs yoe-
TUTEIbHBIMU B CUJTY psAJla IPUYMH.
Bo-nepBrix, YaiikoBckuii paboTan Haj
MarepuajioM BTOPOM W TpPETbeM dYacTen
KOHIIEpPTa, 4TO OBLJIO OECCMBICIEHHO, €CIH
OH pEILIWJI OTPAaHUYUTHCA OJHOW YaCThIO.
Bo-BTOpBIX, MOCTOSSHHBIE HANIOMUHAHUS
0 nnuHe TpeThero KOHIEPTa HE UMEIOT MO
coboit ob6bexTuBHON OcHOBHIL. Ecnu co-
€IMHUTH TIEPBYIO YacTh ¢ «AHAaHTE U Pu-
HaJIOM», TO 3By4aT OHHM OK0J0 35-36 Mu-
HYT, B TO BpeMs kak BTopoil koHuept — 42,
a Ilepseiii — 35. CrnenoBarenbHO, YNPEKH
o upe3mepHoii JyinHe Konnepra — He Oonee
yem 3a0mykaeHue. Ecnu paxe JomycTUTh,
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yTo YalWKOBCKUH 3a0iTyKaaJICsl UCKPEHHE,
YHUYIDKUATEIbHAS — XapakTepucThka «Oe-
300pa3HO JJMHEH» BPSIA JIM BO3HMKIA OBbl,
ecau Obl 00 TOM HEOJAHOKPATHO HE HaIo-
muHan 3uioTu. Emé oqHa KocBeHHas Mpu-
4yyHa Bo3pa3uTh Hoppucy — cymecrBoBanue
«MOZENN» OJIHOYACTHOTO (hOPTEMUAHHOTO
KOHIIEPTA KaK MOHOLIMKJIA, COBMEILAIOIIETO
MIPU3HAKK COHATHOM M IUKINYECKOU (popm.
Pa3paGorannas JluctoM, TBOpUECTBO KO-
Toporo YalKoBCKHIA 3HAJI M OYCHb LICHUIT,
oHa ObL1a OBl YMECTHa B OJHOYACTHOM IPO-
U3BEJCHUU KOHLIEPTHOTO >XaHpa. OaHako
COYMHEHHE, KOTOPOE CErOAHS U3BECTHO KaK
Tpernii koHUEpPT YalKOBCKOTO, HAMCAHO
B COHaTHOM (opme ¢ KOmoH, Kakue-Inodo
MPU3HAKKA MOHOLIMKJIA B HEM OTCYTCTBYIOT,
CJIEIOBATENIbHO, U C TOYKHU 3PEHHUS OOUINX
TEHJCHINI pa3BUTHUS MY3bIKaJIbHON (op-
MBI BTOpou nosioBuHbl XIX Beka €€ aBro-
HOMHOE CYILIECTBOBaHUE POOIEMaTUYHO.
Hakonen, BaXxHEWIIMM apryMEeHTOM B
BOIIPOCE O CTaryce OAHOYACTHOTO Tpersb-
€ro KOHIIEPTA MOXET CIIY)KUTb >XKaHPOBas
TepMuHONIOrUs. Bompoc xaHpa u ero Ha-
3BaHus ObLI Bcerma st YalKOBCKOro HC-
KIJIFOUYUTEIIBHO BAJKEH, OH OTHOCWICA K Ta-
KUM OO0O3HAYEHHUSIM OYE€Hb OTBETCTBEHHO,
o uéMm numet E. M. JIBockuHa: «Kommno3u-
TOp JEKJIApUPYET CBOIO IPUHAIIIEKHOCTH
K CHCTEME TPAJAMIMOHHBIX KIIACCHYECKUX
aBTOHOMHBIX >kaHpoB. OH u3beraer orpe-
JEJIEHUH, MPOLIEAIINX anpoOalMI0 CIIHIL-
KOM HEJaBHO, HE TOBOPAIIMX €My HUYEro
C TOYKH 3peHMsI )kaHpa u popMb» [ 1, c. 158].
Takum oOpa3oM, B ciiyyae ¢ COUMHEHUS-
Mu YaltkoBCKOTO 00513aTENIbHO CIEAYyeT YUu-
ThIBaTh aBTOPCKHUE KaHPOBBIE Ha3BaHUs. B
PYKOIIUCH OJHOYACTHOW Bepcuu Tperpero
KOHIIEpTa OTCYTCTBYET KaKasi-TuOO >KaHpo-
Basg «MapKkupoBKa». OTKyaa B3sU10Ch OIpe-
nenenue «Tperuit koHuepT»? B npenucio-
BUU K TOMY MIPOU3BEACHUH 1151 HOPTETHAHO
¢ opkectpoMm (IlomHoe coOpanue coumnHe-
Hult, 1954) ykazaHo, 4TO0 «B aBTOTrpade
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COYMHEHUE HE UMEET HU Ha3BaHUS, HU IO-
cBsleHUsA. Hen3BeCTHOM pyKOW HamMcaHO
“A Louis Diémer. Concerto Ne 3”. [1o-Bu-
JTUMOMY, 9TO Ha3BaHUE, HE ABTOPCKOE, OBbLIO
JTAaHO TIPU U3/IaHUU U TEM CaMbIM 3aKperiie-
HO 3a 3TuM counHeHuem» [ 10, ¢. XIV]. ITox-
TBEP)KJIEHUE STOMY HaXOJUTCS B IHCHbME
K 3usnotu ot 25 centsa6ps 1893: B uém Yaii-
KOBCKHMH YIOMHMHA€T O IE€PEMMEHOBAHUU
3aKOHYEHHOI'O OJHOYACTHOTO COYMHEHHUS
B «Allegro de Concert» nunu «Concertstiick»
[2, c. 158]. DTO 3ameuaHne OYEHb LIEHHO,
TaK KaK YETKO BBISBISIET HaMEpPEHUSI KOM-
no3urtopa. Bei0op xaHpoBoro 0603HauCHMS
KOHLIEPIITIOK» — IYCThb W BBICKAa3aHHOE
TOJIBKO B KaUECTBE HAMEPEHUS] — HE MOIJIO
ObITh ciTyyaiiHbIM. Kak M3BeCTHO, KOHLIEPT-
HITIOK — 3TO «IPOU3BEJCHUE JIsI COUPYIO-
LIET0 MHCTPYMEHTA C OPKECTPOM, KOpOYeE,
YeM KOHIIEPT, U, Yallle BCEro, OAHOYACTHOE)
[17]. Tak Ha3bIBaIM CBOM COYMHEHUS (DpaH-
my3ckue kommosutopsl [Ibid.], Tak uro
HECMOTpPsSI Ha HEMEUKOE MPOUCXOKIACHHE
tepmuHa (Konzertstiick) >xanp mor OBITh
BOCHPUHAT YalKOBCKUM U3 (paHIly3CKOU
KyJIBTYpBI, KOTOPYIO OH BbICOKO TieHnn'’. He
cienyer 3a0bIBaTh, YTO COUYMHEHUE OBLIO
HaMKMCaHo MO0 Mpock0e (PPaHIy3CKOTrO MHUa-
Hucta. «Allegro de Concert» YaiikoBckoro
OTJIMYAETCS BBICOKMM YpPOBHEM TEXHUYe-
CKOM CIIO)KHOCTH, YTO OBLJIO 00s3aTe’abHO
ig  KoHIepiTioka. Oco0oro BHUMAaHUS
3aciy’KUBaeT OoJblIas KaJeHIUsS COJUCTA,
IpECTaBISAIONasl COO0M «...MOTpscCaroIIee
JOCTHKEHUE BUPTYO3HOTO (hOPTEITHMAHHOTO
MMCbMa, KOTOPOE COMEPHUYAET C IVIaBHOU
kaneHiueil IlepBoro koHuepra mo Mys3bl-
KaJIbBHOMY COJEPKaHUIO U IIPEBOCXOINT E€TO
Mo TMHAaHUCTHYECKOW 3¢ dexkTHocTm» [18,
p. 166].

Takum 00pa3oM, OHOYACTHYIO BEpPCHIO
cBoero Konnepra YalkoBCKH MBICTWI Kak
KOHIIEPTHYIO IbECy, UMEHHO TaKylO0 TpaK-
TOBKY HaxoiuM u B pabote /[xona Cyuie, o
MHEHHIO0 KoToporo Tpetwii oprenuanHbIi
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KOHLEPT «...B KOHEYHOM HTOI€ CTal KOH-
LEPTHON Mbecor i (OpTENHaHo U OpKe-
ctpa» [19, p. 239]. IMeHHO Takoe Ha3BaHUE
Y TaKOHM CTaTyC AOJDKHA, KAK HAM KaKeTcs,
nproOpecTy OJHOYACTHASI BEPCHUSl B COBpE-
MEHHO! (PMIIapPMOHUYECKOU MIPAKTUKE.
Bonpocel xaHpoBOi TEPMUHOJIOTUY BO3-
HUKJIU U BO BpeMs noaroroBku M. I1. bers-
€BbIM «AHJAHTE U (PUHATIA» K IEYaTH yXKe
1ocJIe CMEPTH KOMIIO3UTOpa. B muceMe
K TaHeeBy OH, BUaCTHOCTH, criparumBai: «Kax
W3/aBaTh 2 HEW3JaHHble YacTu (opTEenraH-
Horo koHuepra [lerpa Mienua B BUIy TOIO,
yro 1-1 yacte yxe u3naHa IOpreHcoHOM?
Bpsin i ymoOHO Ha3BaTh UX 2-MsI OCTAIHBI-
MU YacTsIMU TOTO K€ KOHLIepTa? A eciu ca-
MOCTOSITENILHOE COYMHEHHE, TO OyIET JIU 3TO
4-ii KOHLEPT B 2-X YaCTAX, UJIU 2 KOHLEPT-
mTioka? W He Jrydnie Ju u3narh UX TOJIBKO
B OpKeCTpoBOU (opMe, Kak JBE YacTH He-
OoKOHUeHHOW cumbornu?» (mut. mo: [11,
c. X]). C ogHOM CTOPOHBI, U3/1aTelb Ha3bIBa-
€T X YacTAMHU KOHLIEPTA, C APYyTOH, — COMHE-
BAETCsl B YMECTHOCTH TAKOTO OIPEIEIICHUSI.
TaneeB coBeryeT u3naBaTh BCE 0e3 Ka-
KUX-JIN0O HOBBIX 3aIVIaBUil, COXpaHUB aBTOP-
CKHe Ha3BaHMA yacTed. Ha3Banue « AHmanrte
1 (puHaM», 3aKpenuBILeecs ¢ TeX Mop 3a Cco-
YMHEHUEM, MPEAINOJIaracT €ro aBTOHOMHOE
cyuiecTBoBaHue. VIMEHHO Tak €ro OLEHH-
Basl U TaHeeB, HEOMHOKPATHO ATy JBYyX4YacT-
HYIO IIbeCy MCHONMHABLIMNA. B npeaucioBun
K 62 Tomy IlomHOro cobpanus couMHEHHI
YaiikoBckoro (1948) mnpuBeneHsl cBefe-
HMSI U3 nepenucku TaHeeBa — ero cooouie-
Husi o0 KoHueprax B IlerepOypre u Mockae,
B KOTOPBIX EMY JIOBEJIOCh UIPaTh ATy MbECY
(MMEHHO TaKk OH MpPEAIOYUTA] WMEHOBAaTh
9TO COYMHEHHUE CBOETO YUMTels): § eBpasis
1897 rona u 16 oxts10pst 1898-ro. 3 okTa0ps
1898 roma on coobmraetr M. U. YaiikoBckomy
0 TOM, 4YTO CJieNaj peJakiuio (opTernuaH-
HOW mapTuu, J00aBUB € MUAHUCTUYECKOTO
Ornecka, v 1o ero pacuéry cCoumHeHue OyneT
umeth Oosbiioit ycnex [11, c. XI]. B atom
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K€ TTMChME OH Ha3bIBaeT AHIAHTE W (hUHAT
«KOHILIEPTOM» (KaK H3BECTHO, 3Ta BEpCUs
BIIOCJIE/ICTBUU HE TOJy4Hnia paclpoCTpaHe-
Hus). [lo-Bunumomy, B orinuue ot Yaiikos-
CKOT'0, KOTOPbIil ObUT KpaliHE OCMOTPUTEJICH
U JIa)Ke LIETIETUIEH B BOIPOCAX KaHPOBOIO
o0o3Ha4yeHus1, TaHeeB MOPOO MOT U MpEHe-
Opedb TOYHOCTHIO, UMEs B BUAY B JIaHHOM
cllydae camyio OOIIYyI0 KAHPOBYIO Xapak-
TEPUCTUKY — COUYMHEHUE JUI COIMMPYIOLIETO
MHCTPYMEHTA C OPKECTPOM.

Cam YailkoBCKHMII BCEM CBOMM KOH-
LEPTHBIM TIhecaM (KOHILIEPTIITIOKaM, Kak
Ha3BaJl ux benseB) gaBan Ha3BaHus, OTpa-
KAIOIIKUE WM JKaHPOBYIO, WK IIPOrpamMM-
HYI0 NPHHAISKHOCTH!!. ClienoBaTebHO,
60 KOMIIO3UTOP HE YCTIEI PEeUIUuTh Cyah0y
3TUX YacTeH M3-3a CKOPOW KOHUYHWHBI, JIMOO
HE CUHMTAJl HEOOXOAMMBIM Pa3beAUHSITh UX
C IIEpBOI YaCThIO KOHLIEPTA. DTOI'0 K€ MHE-
Hus npuaepxkuBaercs u Knumon: «Cynn0a
JBYX U3bSATHIX U3 OKOHYATEIIbHOW pEeIaKIIuU
KOHIIEPTA YacTell He MPEeACTaBIsAETCA OHO-
3HAYHO PEUIEHHOW — KOMIIO3UTOP BIIOJHE
MOT BEpHYTbCSA K HUM, €CIU Obl €ro >KU3Hb
He 0bopBaiach CTONb BHE3AMHO» [3, c. 17].
Hecmotpst Ha 310, OOJblIEe YMCIO apry-
MEHTOB F'OBOPUT UMEHHO B MOJIb3Y IMPaBO-
MEpPHOCTH TEPBOHAYAIBLHOTO aBTOPCKOIO
3aMBbICJIa, TO €CTh 32 TPEXYACTHYIO, UKIIU-
YECKYI0 TPAKTOBKY TpeTbero KoHuepra.

Emé oguH aprymeHT, KOTOpBIN CleayeT
YUHTHIBATh B CBSI3U C MPOOIEeMOi TpEXyacT-
HOTO IIMKJIA — KOMITO3UIIMOHHAS JIOTHKA.
Bormpoc MoxeT ObITh MOCTaBIIEH TAaKUM 00-
pa3oM: B KakOM CTENEHU COEIMHEHHE CO-
HaTHOrO Allegro («koHuepiITIOKa») U AH-
naHTe ¢ GUHAIOM BBIIJISITUT €CTECTBEHHBIM
u oprannuHbiM? OTBET HA HErO HAIMpaIllu-
BaeTcs caMm coboil. B Tpéx yvactax xoHiep-
Ta, paBHO KaK ¥ B CUM(OHUY, U3 MaTepuaa
KOTOPOl OH BBIPOC, peaNM3yeTcsl TUIIHY-
HbIW 17151 HallKOBCKOTO MPUHIMIT UHTOHALIM-
OHHOM «BBIBOAMMOCTW», IPOPACTAHUS pa3-
HBIX T€M W3 OJHOTO siApa. DTOT HMPUHIUI
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onectsiie peanuszoBaH B IlepBom Qopte-
MMMaHHOM KOHIIEpTE, IPUCYTCTBYET, TyCTh U
B HECKOJIBKO MEHBIIEH CTEIeHH, BO BTo-
pom, sipko 3asiBisieT U B Tperbem. Bo3Huka-
10T «apKW», COSTUHSIONINE TOO0YHYIO TEMY
I wvactu u TeMy cepenunsl AHAAHTE, TVIaB-
Hble TeMbl [lepBoro Amerpo u gpunana.
Bnepseie aynuosanuce TpeTbero KoH-
1epTra Kak TpEX4acTHOTO IMKJIa Oblia cie-
JaHa HEMEUKUM NuaHucToM BepHepom
Xaacom (1970)"?. BO3MOXXHBIM UMITYJIECOM
crano nossieHue B 50-e roapl XX Beka
penakuuu C. C. borarslpéBa HEOKOHYEH-
HOU cuMpoHUN YaiKOBCKOTO: 3HAKOMCTBO
C 9TUM COYMHEHHUEM B IUKINYECKOM (op-
MaTe MOTIIO MPOOYyIUTh MHTEpPEC Y MCHOJ-
nuteneit’’. B XXI Beke, Onarogapss HOBOM
penakuuu II. A. Knumosa, TpebyeTcs HO-
BOoe€ ocMbiciieHne Tperbero (oprenuaHHo-
ro KOHLEPTA € MO3UIUHU €r0 HUKINYHOCTH.
Oco000 aKkTyaabHBI 9TU PACCY>KJEHHUS B KOH-
TEKCTE MOJATOTOBKH AKAaJI€MHYECKOrO IOJI-
HOTO cOoOpaHus counHeHUs YalKoBCKOTO,
B KOTOPOM JOCTOBEPHOCTh TEKCTa W 3a-
MBICJIa KOMIIO3UTOPA BBIBEJCHBI HA NIEPBBII
wiaH [6]. CnenoBarenbHo, TpeTnil KOHLIEPT

B Tpéx vacTsax — Allegro brilliante, Andante
1 (pUHANT — JMOJDKEH MOJNYYUTh TOJHOIEH-
HYIO0 KU3Hb Ha KOHIIEPTHOM CIICHE, a TAKXKe
IIPU3HAHKUE KAaK aBTOPCKOrO BapHaHTA.

Urak, ecim ucnomusate Tperunt KoH-
LEPT B €ro OJHOYACTHOW BEPCHUHU, TO TOT-
J1a, TO-BUAUMOMY, CIEAYET OTKA3aTbCs OT
XKAHPOBOTO HAWMEHOBAaHUS «KOHIIEPT»,
WCTOJIB3YSl NPEMIOKEHHbIE YalKOBCKUM
onpenenenus «Concertstiick» nnu «Allegro
de Concert» (koHLepTHOE amierpo). Takas
Bepcus qiurcs 16—17 MuUHYT M npekpac-
HO BIIUCHIBACTCA B (PUIAPMOHUYECKYIO
IporpamMmy, COCTaBIISisl Mapy HEOOIbIION
20-MuHYTHOM cUM(pOHMYECKON Tbece, Ha-
npumep, YBepriope-pantazuu  «Pomeo
u Jlhxyneertay YaitkoBckoro. OjHako,
YUYUTHIBasE UCTOPUIO CO3JaHUs KOHIEPTA,
a TaKXe TO, YTO MPU >KU3HH KOMIIO3UTO-
pa OH u37aH He ObLI, CIEAyeT MPU3HATh:
y YaiikoBckoro ectb Tperuit ¢doprenuan-
HbId KOHIIEPT, UMEBIIUKA CBOW LIMKIIMYE-
ckuil nporoturl. UMeHHO Takas, TpEX4dacT-
Has TpakToBKa TpeTrhero QoprenuaHHOTO
KOHIIEpTa HE TOJBKO MpaBOMEPHA, HO U
HanOosiee yoeauTeapHa.

S TIPUMEYMAHUSA <>

' Ponp JIyn Jlpemepa B KauecTBe MOITYIIsi-

pusaropa TtBOopuecTBa YalikoBckoro Bo ®dpan-
M 0e3yClIOBHO Benuka. DpaHIly3CKOl Tpa-
IUINAY UCIIONHEHUS counHeHnM YaWKOBCKOro
nocssiieHa cratebs JI. bpayn [12].

2 TloTpeOHOCTh B aJamlTaldd HEKOTOPBIX
¢parmenToB maptum (GopTenuaHo, Oe3yciIoB-
HO, CyIIecTBOBaja. B menom, e€ ¢akTypHoe n3-
JIO)KEHUE HATlOMUHAET MHOTHE KIJIaBHPBHI, Clie-
JaHHBIE caMUM aBTOpoM. OCHOBHBIE MPUEMBI
MEPETIOKEHUS, XapaKTepHbIe 1711 YallkOBCKOTO,
u3noxkeHsl B ctathe A. B. Komapoga [5, c. 81].

3 Ha 4yepHOBHKaX COXpaHHIACH 3aMUCh: «Ko-
Her 1 bory ciaBa! Hauan nepenenky utons 23-ro,
KOHYMJI uioJIs 1-ro B eHb oThe3na boba. ['pan-
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kuHO 1-ro mromns 1893 oy mut. mmo [10, ¢. XIII].

* O uéM CBUICTEIBCTBYIOT CIICAYIOIIUC
cioBa: «BIIoJHE OKOHYMII YEPHOBBIE KOHLIEPTA
B Ykonose. 10 utomst 1893 1. Yikonoso» [11, c. IX].

5 TlepBbIii pemakTOp 3TOTO COYUHCHUS —
C. C. borarbIpéB roBOpmJI O TOM, YTO «XOTS
Mexay Cumponmerr m TpeTbuM KOHIIEPTOM
MMEIOTCSl 3HAYMTENIBHBIC PA3JIM4YMsl, TEM He
MEHEee OH HAaXOIUT BO3MOXHBIM OOBETUHHTH
TEKCTHI JIByX IIPOU3BEACHUH, a B PSAC CIIy4acB
OTJaBaTh IIpeANodTeHre Bapuanty KoHuepra»
[4, c. 30].

6 Kpome Toro, B CTaThe 3aTparuBaroTCs Mpo-
071eMbl MTHCTPYMEHTOBKH YallKOBCKOTO B CBSI3U
C PEKOHCTPYKITMEH HEOKOHYECHHOW CUMQpOHUHN
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Es-dur. B aToM KOHTEKcTe clenyeT ynoMsHyTh
Takxke crarbio B. Brorremeiiepa [15], mocss-
LICHHYIO 3TOH ke mpoliieme.

7 Best matupoBka 1aéTcst IO CTAPOMY CTHITIO.

8 B03MOXHO, M3-32 aKTHBHOTO OOCYKIe-
HUS HaMeyarollelcs TracTpOJIbHOM MOE3AKU
I'epmanuto u penakuuu Broporo koHuepra.

® YalKOBCKHMI HEOJHOKPATHO  IOJIOKH-
TEIbHO OT3bIBajCs O counHeHusix @. Jlucra,
B TOM YHCJI€, B MY3bIKQJIbHO-KPUTUYECKUX ICCE
«Btopoe cumponuueckoe codpanue. — bene-
¢uc r-xu [artuy, «lllectoe cobpanue Pyccko-
ro My3bIKJIBHOTO oOImiecTBa. — WMTambsHCKas
onepa. — KBaprernslii ceanc», «Bocbmoe co-
Opanue Pycckoro mysbIkaabHOTO OOIIeCTBa. —
WranesHckas onepay» [8].

" MInTepTeKcTyanbHbIe CBSI3M TBOPYECTBA
HalikoBCKOIO ¢ 3alaJHOEBPONECHCKUMU TPAIU-
USMU HAIISAHO OTOOpa)KeHbI, B YACTHOCTH,
B CTarThsiX 3apyOeXHBIX HCCieaoBaTeneit

JI. bpayn [13] u 1. M. I'poore [16].

' B xadecTBe mpuMepa MOXHO NPHBECTH
«MenaHXoaM4YecKyto cepeHany», «Bapuanun
Ha TeMy Pokokoy», «KoHueprHyto anTazuio»,
«Pezzo capriccioso».

12 Hoppuc BbICKa3bIBaJl CIEYIOIIEEe MHE-
Hue: «CoOBpEeMEHHBIE HCIIOJIHEHUS BEPCUU
TaneeBa HOBOJIIBHO penkH, xoTd B CoBeTCKOM
Coroze e€ nnoraa ucnonssau JI. JIykomckuit u
A. Hoxenec (o6a — npodeccopa MoCKOBCKOIA
KoHcepsatopun)» [18, p. 171]. Bo3amoxHo, 3Tn
ucnonHeHus 0puu 10 1970 rona, ogHAKO TOKY-
MEHTAJIbHBIX MTOJTBEPIKICHUI ITOMY HET.

3 Cnemyer ckasarb, YTO OOJBIIMHCTBO
[IMAHUCTOB BCE XK€ INPEANOUYUTAIOT OJHOYACT-
Hyl0 Bepcuto — cpenu Hux O. I Tunensc,
N. M. )Kyxos, I1. [lonoxoy, M. B. [IneTués; on-
HakKo 1esbld psia ucnoiaHutenet — b. 9. biox,
A. N. Xorees, K. A. lllep6akoB 3anucaiu 3TOT
KOHLIEPT B TPEX YACTIX.
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KoHLepTHOCTb U cMMpOHU3M
B Ckepuo u3 Aessitoii cumcponnn lN'yctaba Manepa

Crarbs nocBsieHa ananusy konuepraoctu B Ckepro u3 Jlessroii cumponnn I'yctaBa Manepa
¥ B3aMMOJICHCTBUIO KOHIIEPTHOCTH M CHM(OHM3MA B paMKax MaJIEpOBCKON KOHILEHIIMUA OpKecTpa
— OIOpe Ha COJMPOBAHME U KaMEpHbIE OObEAMHEHUS MHCTPYMEHTOB («aHCaAMOIU-B-OPKECTPER).
OpxkecTpoBKa (Hapsay ¢ TAPMOHUYECKUM U TeMITOBBIM JuddeperipoBanrem) ctana B Ckeplio
BaXHEHMILIUM CPEICTBOM OMNIMO3MLIMM JIEHAJEpa U Baibca. 11 mepBOro XapakTepHBI COJUCTHI-
NEPCOHAXH U aHCcaMOn-B-opkecTpe. [10CTOSHHBIE CMEHBI X COCTABOB BOIUIOIIAIOT CLIEHUYHOCTh
JEHCTBUS, MOMOTal0T IPEOA0JeBaTh CTaTUKy MOBTOPOB B MEJOAMM. Bambc, TpakTyeMblil Kak
IKCTATHUECKOE SMOIMOHAIBHOE COCTOSIHHE, MPE3CHTYeT HeKoe 000O0MmEHHOE BUACHHE MUDA.
Ortcrona — onopa Ha TpylIoOBO€ 3By4aHHE CTPYHHBIX MHCTpYMEHTOB M tufti. Ho ancamOmu-
B-OpKECTpE, MOSABIAACH B YETKO JETEPMUHUPOBAHHBIX MECTaX, MPOJOJIKAIOT BIMOIHSTH BaKHbBIE
(GyHKIIMM: B Hayaje TMEepBOTO 3IM30/1a BajibCa OHH IMO-KOHLIEPTHOMY 3(PQPEKTHO MOTIEPKUBAIOT
(axTypHBI 1 TEMOPOBBII KOHTPACT, @ B KOHIIE BAIbCOBBIX SMTU30/I0B HAJEIICHBI APaMaTyPruiecKoi
dyHKIIMEH — TpephIBatoT Oe3yMue BaibCca.

HeoxxunanublM cTaHOBUTCS paspelnieHre KoHpukra. Kakercs, 4To JIeHIUIEp Onep KUBAET
BEpX: OOpBIBKM 3HAKOMBIX MHTOHALIMK MPE3EHTYIOT MHOTOYHMCIIEHHBIE conncThl. Ho Ha camom
Jienie, Ha CMeHy 00raTo OpKeCTPOBAHHOMY TaHILy, cOATaHCUPOBAHHBIM aHCAaMOJISIM M TOP/ICITHBOM
MEJIOIUH TPUIIa Wb mycToTa. CuM(OHHUYECKH TTYyOOKO MEPEOCMBICIINB JICHIJEp U BajlbC B
IPOLIECCE Pa3BUTHS, U ONMMPAsICh Ha KOHLUEPTHOCTh KaK COBEPLICHHBIH METOJl SKCIIOHUPOBAHUS
00pBOBI (OT TATUHCKOTO, a HE UTAJBIHCKOTO IJIarojia concertare), Maiep 1oCTUTaeT mpeneabHON
CTENEHH MTPOTUBONOCTABIIECHUS, IPUBEALIEH K CAMOYHUUTOXKEHUIO 000OUX HaYaJl.

Kirouessie cnoBa: ['yctaB Manep, opkecTpoBka, JleBsitas cumdonus Manepa, KOHIIEPTHOCTb,
cumbonusm, Ckepiio.
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The Concerto and Symphonic Principles in the Scherzo
from Mahler’s Ninth Symphony

The article is devoted to the analysis of features of the concerto genre in the Scherzo from
Gustav Mahler’s Ninth Symphony and the interaction of traits of the concerto and symphonic
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genres within the framework of Mahler’s conception of the orchestra, — the reliance on solo
and chamber-like combinations of instruments (“ensembles-in-the-orchestra”). The orchestra in
the Scherzo (along with harmonic and timbral differentiation) provides a most crucial means
of opposition between the ldndler and the waltz. The first is characterized by soloists, who
represent the “protagonists,” as well as the ensembles-in-the-orchestra. The constant changes
of their instrumentation manifest a scenic quality of the action and help overcome the static
qualities of the numerous repetitions of the melody. The waltz, which may be interpreted as an
ecstatic emotional state, depicts a peculiar generalized view of the world. This creates a sense
of reliance on the group sound of the string instruments and the tutti. However, the ensembles-
in-the-orchestra, appearing in concisely determined places, continue to play highly important
functions: at the beginning of the first episode of the waltz they highlight the textural and timbral
contrast in the manner of a concerto, while at the end of the waltz episodes they are endowed
with a dramaturgical function: they interrupt the “madness” of the waltz.

The solution of the conflict becomes unexpected. It seems that the 14ndler gains the upper hand:
fragments of familiar intonations are presented by a large number of soloists. But in reality, the richly
orchestrated dance, the well-balanced ensembles and the proud-sounding melody are replaced by mere
emptiness. Having profoundly transformed the ldndler and the waltz in a symphonic manner within
the process of development, and relying on concerto-like qualities as a perfect method of exposing
the depicted inner struggle (stemming from the Latin, rather than the Italian verb concertare), Mahler
reaches an extreme stage of juxtaposition, leading to the self-destruction of both elements.

Keywords: Gustav Mabhler, orchestration, Mahler’s Ninth Symphony, concerto qualities,
symphonic traits, Scherzo.

HUKaiIbHOE MecTo ['ycTtaBa Manepa  u naxe HEOpEXKHBIN IeTIOHU3M Balibcay |8,

B UCTOpUH 0OYCIIOBIIEHO HEBEPOAT-  pp. 23—24]. B-TpeTbux, CKIOHHOCTHIO K CO-

HBIM U TIOPOW YCKOJIB3AIOIIUM OT  €AUHEHUI0 HECKOJIbKHX BHUIOB HCKYCCTBA.
MMOHUMAaHUS CIIMSTHUEM CTOJIb Pa3HbIX Haual  BcCnoMHUM HeuccsikaeMbli uHTepec Ma-
B ofHOM ¢urype. Bo-nepBbiX, neperiere- Jjepa K JUTEPaTypHbIM MEPBOUCTOUHUKAM.
HUEM HallMOHAJBHBIX KynpTyp: Oymymmii Winm tens PemOpanara, orpakeHue KOTO-
aBCTPUHCKAN KOMIIO3UTOpP pPOIMIICS B €B- poil B mepBoil «Nactmusik» u3 Cempmoit
pelickoii ceMbe B yenickoM ropoae Mrmay, 1 CumdoHUM BUAST MHOTHE UCCIEI0BaTENH,
«my3bika boremuu ero nercrBa Hauwia cBoé  Hanpumep, . I'ypsun [10, p. 128].
OTpaXCHHE BO MHOTHUX €ro paborax» [6, CBoeoOpazue Manepa OOBSCHSET J0O-
p. 13]. Bo-BTOpBIX, NpUYYIIMBBIM CHHTE30M  BOJIBHO PAaBHOMEPHBI MHTEPEC K Pa3HBIM
CTUJIEBBIX MCTOKOB B MPOM3BEICHUSIX: P  aClEeKTaM €ro TBOPYECTBA, B YaCTHOCTH,
HEU3MEHHOM OIIOpe Ha MpeAlIeCTBYoUMe K opkectpy. I. biaarogaros numier o 4y aoi
amoxu (CioxHas MoMu(pOHUYECKass TEXHHU-  KOMIIO3UTOPY JEKOPAaTUBHOCTH [2, c. 265].
Ka, UCTIOJIb30BAHUE CTAPUHHBIX UHCTPYMEH-  CyKJIeHHUE HECKOJIBKO IMCKYCCUOHHOE, €CITU
TOB), OpKeCTp Maiiepa 3By4MT YIMBUTEIbHO  INPHUHATH BO BHUMAHUE IIOCTOSHHOE COJIMPO-
coBpeMeHHO 1 B XXI Beke, mpeaBOCXUIas BaHUE B OPKECTPE (BKIIOYCHHE HEOOBIYHBIX
CO3/IaHHE€ MHOTUX KaMEPHBIX U OPKECTPO- B 3TOW pOJIM MHCTPYMEHTOB — KOHTpada-
BeIX counHenwmii [13]. OTciona Bocmpuste  ca, TyObl, MaHJOJUHbBI), HEU3MEHHO SPKHUE
Marnepa Kak «apxeTura JBajlaToro Beka», SMOLMOHAJIbHbIE BCIUIECKH (Hampumep,
MPEOMIISAIONIETO «‘Kiaccuueckyro” cum- B Ckepro Bropoit cumdonun), 3Bykouso-
¢donuto, “HeBuHHBIN pomaHTu3M [llybepra  OpasurenbHOCTh (B 00enx «Nachtmusikeny
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u3 CenpMmoit cumdonun). A. JlyBbe akiieH-
TUPOBaJl BHUMAHUE HA HEMOBTOPHUMOM KO-
JIOPUTE KaXJIOW, OKpAII€HHOW HWHBIM WH-
CTPYMEHTOM JIMHUHU, Ha3BaB MaJIEPOBCKYIO
TEXHUKY W3JIOKCHUS «MEJIOANed TeMOPOB»
(Klangfarbenmelodie) [11, p. 47].

OcHoBHas LIeb JAHHOW CTaThU: BBISIBUTh
KOHIIepTHOE Hauyano B Ckepuo u3 JleBsroit
cuM(OHUU U TPOAHATM3UPOBATH B3aUMO-
NecTBHE MEX]Ty KOHIIEPTHOCTBIO U cUM]O-
HU3MOM KakK MPUHIUIIAMU Pa3BUTHUS B KOH-
TEKCTE MaJIEPOBCKOM TPAKTOBKH OPKECTpA.

K. I'y60 — oiuH U3 HEMHOTUX UCCIeN0-
BaTeJIEN, KOTOPBIA HE MPOCTO YIIOMHHAET,
a MoYEPKUBAET POJIb COJIO B OpkecTpe Ma-
Jepa, yKas3aB, 4TO B ITOCJIEIHUX COUMHEHU-
X TposicHeHHe (aKTypbl MPOUCXOAHT 3a
CUYET «MHOTOUMCIICHHBIX SO/i UK MaJICHb-
KMX AJIaCTUYHBIX rpynm» [9, pp. 177-178].
YrnoMuHaHue coJ0 JUIb B KAU€CTBE CPEI-
CTBa pa3pekeHus (aKTypbl BRITISIAT OYe-
BUJIHO Y3KO; MBICIIb MOXET U JOJKHA OBITh
poJ0JbKeHa. Belb BHyTpEeHHEE OpKeCTpo-
BOC COJIO' M CO3/TaHHBIC HA €r0 OCHOBE «aH-
caMOJIH-B-OpKECTPE»” CTAHOBSATCS HE TOJIb-
KO OTIOPHBIMHU CTPYKTYPHBIMU 3JIEMEHTAMU
opkecTpa Marnepa, BBICTYNalOT HE TOJBKO
TeXHUYECKUMH (pa3pexeHue (akTypsl),
3BYKOM300pa3uTEIbHBIMU  (BOCTIPOH3BE-
JIEHUE 3BYKOB MPUPOBI), PopMooOpazyro-
muMH (Moq4EPKUBaHNE TPaHUI] Pa3lesioB
MYy3bIKaTbHON (HOpPMBI) M Apamaryprude-
CKUMU (MEHSIOIINE XOJ Pa3BUTHUS) MPHUE-
MaMH. OHU — KBUHTACCEHIMS MaJIEPOBCKOI
KOHUEMINN OpPKECTpa: HCIOJIHUTEIb Ha
J000M MHCTPYMEHTE TPAKTYETCsl KaK I10-
TEHUUAJIbHBIA BHYTPEHHHUM OPKECTPOBBIN
conucT. TakoW MOAXOJl, B CBOK OYEpElb,
CTUMYIUpPyeT 00pa3oBaHue TEeMOpPOBO Of-
HOPOJHBIX WM HEOJHOPOJHBIX aHCaM-
Oneil-B-OopKeCcTpe M HMX AaKTUBHYIO pOJIb
B OKCMIOHUPOBAHUU MY3bIKAJIbHOTO MaTEPH-
ana. OTO TaKXke CIIOCOOCTBYET MOSBIECHUIO
HEOOBIYalHBIX MO CHUJE fufti B KylIbMHHA-
[MOHHBIX TOYKAaX Pa3BUTUS U CO3JAHUIO
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HEBEPOSITHO OCTPBIX KOHTPACTOB MEKIY
BHYTPEHHUM OPKECTPOBBIM COJUCTOM MU
aHcamOJIeM-B-OpKECTpPE, C OJJHON CTOPOHHI,
U tutti — ¢ apyroil. Takum o6pa3om, comu-
pOBaHUE CTAHOBUTCS KJIFOYEBBIM 3JIEMEH-
TOM MAJIEPOBCKOIO OPKECTpA.

Takoil MOAX0A 3HAYUTEIBHO YCHIIMBAECT
KOHIIEPTHOE HaJaJio B JKaHpe CUM(POHUHU U
CTAaHOBUTCSI OTIIMYUTEIIBHOM YEPTOW Mpo-
n3BenieHnit Manepa. KoHeuHo, y BEHCKHX
KJIACCUKOB M POMAHTHUKOB BCTpEYACTCA
HEMAJI0 MPUMEPOB MPOSIBICHUS KOHIIEPT-
HOCTU B Pa3HBIX >KaHpax CUM(OHUYECKON
My3bIkd. Hampumep, conmpoBaHue Kiap-
HeTa BO BTopoil yactu I[lepBoro ¢oprenu-
aHHOTO KOHIlepTa berxoBeHa wumu ro0os
BO BTOpOMl yacTu CKpUNMYHOTO KOHIEpTa
Bpamca HacTonbKO aKTUBHOE, YTO MOKHO
TOBOPUTH 00 OTKJIOHEHUU B KaHpP JIBOMHO-
ro KoHuepra. Mnm xaHp KOHUEPTHON CUM-
¢onun y Mouapra unu bepnuoza. Taxxke
CJEAYET BCIIOMHHUTH O TOAYEPKHYTO SIPKHX,
«KOHILIEPTHO-TIOJOOHBIX» COIMOCTaBJICHH-
SIX JIEPEBAHHBIX JYXOBBIX U CTPYHHBIX WUH-
CTPYMEHTOB B «OrMoHTe» beTxoBeHa uiu B
[ecToit cumdponnn YaitkoBckoro. C koHIIA
XIX Beka KOHLUEPTHOE HAa4Yaja0 CTAHOBUTCS
Bc¢ OoJee pa3HOOOpPA3HBIM U Pa3HOIUIAHO-
BbIM. M. TapakaHOB MOAYEPKUBAET, YTO B
My3bike XX BeKa KOHIIEPTHOCTh CUM(pOHHUH
TPOSIBIISIETCSI B 0COO0M PE3KOCTU TPOTH-
BOIIOCTABJICHUN YYAaCTHUKOB OPKECTPOBO-
ro ancamo6ms» [3, c. 192], oObsicHss 3TO
«TIOTBITKOM BBICKA3aThCSl MO-CBOEMY», BO-
IJIOTUTh CBOM «B3MJISII HA MUDP» [TaM XKe].
0. XoxinoB, aHanu3upyss KOHLUEPTHOCTD,
OTMEUAET, YTO «YE€M MEHBIIIE BBIICIACTCS
B KOHIIEPTE COJTUPYIOLIUN HHCTPYMEHT, TEM
JaJibllle COYMHEHUE OTXOAMT OT TUIMUYHO-
ro BHJIa KOHIIEPTA, OT caMOW “KOHLEPTHO-
ctu”» [4, c. 6]. DTO cyx)IeHHe, IKCTpano-
nupoBaHHOE Ha cuMdonun Masepa, MOeT
ObITh TepedpasHpOBAHO CIEAYIOUIMM 00-
pazoM: 4yem Oosiee SIBCTBEHHO BBIACISICTCS
B CUM(POHUU COJUPYIOUUNA HWHCTPYMEHT
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(conupyronie UHCTPYMEHTBI, aHCaMOIIN-
B-OpPKECTPE, COJIMPYIOLIUE IPYIIIBI — TO ECTh
MPOSIBIISIETCS. KOHIIEPTHOE HAyallo), TeM Jalb-
e cUM(pOHMSI OTXOIUT CBOEr0 apXeTHra.
U tem Goree CIOKHBIM CTAaHOBUTCS TIEpETLIe-
TEHHUE TIPUHIIUIIOB KOHIIEPTHOCTH U CcUM(QO-
HHM3Ma, YTO OYEBHJTHO U ITPOMU301ILI0 y Marnepa.

Bri6op Cxeprio u3 Jlearoit cumpoHuu
JUIS aHaJIM3a 00yCIIOBIIEH HECKOIBKUMHU (pakx-
Topamu. Bo-mepBbIX, 3TO MOCIETHS 3aBep-
ménnas ManepoM cuMQOHUS, YTO MTO3BOJIS-
€T paccMarpuBaTh €€ Kak (PaKTUYECKHU UTOT
TBOPYECKOTO MMyTH. BO-BTOpPBIX, HMEHHO
B 3TOW YaCTH CLICHUYECKHU SIPKO BOILIOIIECHBI
€/lBa JI1 He camble Onu3kue cepany Manepa
TaHIbI — JICHJIEP U BaJIbC, IPUYEM MEPBBIN
NIPEJICTABICHHBIE B JIByX BapUaHTaxX — Kak
OTHOCHUTEJIBHO MOABIKHBIM U MEJICHHBIMN.
®. JIporon moguépKuBaeT, 4To «ocodast My-
3bIKaJIbHAsA TPAKTOBKA TaHIEB <...> (haKTu-
4eckH, TpaHchopMupyer cuMEPOHHIECKOE
ckepuo B nyxe Manepa» [7, p. 389]. T. Anop-
HO OTMEUAaET, uTo 1o «ayxy» Ckepuo u3 [e-
BATOW CUM(OHUU HE UMEET aHAJIOTOB, B TOM
YUCJIe W CPeAu TMPEeAbIAYIIUX COUYMHEHUN
Marnepa [5, p. 161]. EcTrectBenHo, uTo ajis
BOIUIOIICHUS] YHUKAJIBHOTO cHTE3a B Ckep-
110 HE TOJIBKO MOTpeOOoBasics 0COObI — Ma-
JIEPOBCKHI MOIXOJ] K OPKECTPY C aKIEHTOM
Ha COJIMCTOB M MX OObEAMHCHHS (aHCamO-
JIM-B-OPKECTPE), HO U OCOOEHHBIN cUMOMO3
KOHIIEPTHOCTU ¥ CUM(OHHU3MA.

Kongmukr 3akmagpiBaercss camoil omo-
poli Ha TaHIbl, NPEACTABISAIONIUX JUaMe-
TPaJIbHO MPOTUBOIIOJIOKHBIE MUPBL. Hapsity
C 0COOEHHOCTSIMH TapMOHHUU (OTI0pa Ha ua-
TOHUKY Jlo Maxkopa 1is1 JIeHjIepa U XpoMa-
TUYECKH HCKKEHHBIC JIO HEY3HABAEMOCTH
TOHAJBLHOCTH B BaJIbCE) U TEMIIOBBIMU Pa3-
JUYUSAMU 3MH30/10B, OMIO3UIMS IBYX cdep
B OPKECTPOBKE MpE/ICTaBJIeHa HE MEHEe OT-
y€TMBO. Pa3HbIN Xapakrep U3JIOKEHUS, He-
OIMHAKOBASI TWIOTHOCTH (DAaKTypHI, UCTIONB30-
BaHME CIICIMATILHBIX TeMOPOBBIX d(PQeKTOB
CO3/1aI0T MPAKTUYECKU OCSA3aEMbII KOHTPACT.
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Jlengnep — 310 peanbHbIM, TOHSATHBIA U
Jaxke, HaBepHoe, 00bLIeHHbIN Mup. [TosToOMy
€My MPHUCYIIA O1IOpa B U3JI0KEHNUHU HA COJH-
CTOB-TIEPCOHAXEHN — ATO B3IVISLA HA COOBITHS
yepes npusMy ux temopos-kpacok. U. Con-
JEPTUHCKUN MOAYEPKUBAIL, YTO HHCTPYMEHT
B OpKecTpe Manepa — BaKHEHIIee CPeICTBO
BBIPA3UTEILHOCTH®. DTH CIIOBAa OYCHb TOY-
HO ONHCHIBAIOT MPUYUHHO-CIICACTBEHHYIO
CBSI3b MEXK/Ty COIEpKAHUEM MY3bIKH U CPe/l-
CTBAaMHU €T0 BOIUIOLICHHS: AETalu KaKIOu
CIICHBl W WHIWBUAyaJbHBIC TICHXOJIOTHYE-
CKHE€ TMOPTPEThl YYACTHUKOB IEpelatoTcs
MOCPEICTBOM KOHIIEPTHPOBAHUS BAJITOPH,
¢daroroB, ambTa, CKPHUIKH, KOHTpabaca W
JIPYyTUX WHCTPYMEHTOB C MPUCYIIUM Ka-
KJIOMY U3 HUX OCOOBIM XapaKTepOM TEeM-
Opa-KpacKku U ¢ MPUMEHEHHEM HEMOXOKHX
TeMOpoBBIX 3(hdexToB. CyOhEeKTHBHOE Ha-
qaJyio sIBIseTCs O€3yCIOBHON JIOMHHAHTOM:
3aMeHa MaJIEpOBCKOTO HAppaTHBa COOCTBEH-
HBIM BBINVISJIUT HE TOJBKO BIOJIHE BO3MOXK-
HBIM, HO JIa)K€ €CTECTBEHHBIM.

JlyxoBbl€ MHCTPYMEHTHI MPeo0iagaoT B
MHOTOYHCIIEHHBIX SO/i 1 B 00pa30BaHHBIX Ha
UX OCHOBE KOHIIEPTHBIX TpyMIax — aHCaM-
omsix-B-opkectpe. Ilocnemaue mMoryTt OBITH
MOHOTEMOPOBBIMHU (KJIapHETHI M Oac-Kiap-
HET B TakTax 2-4) U TOIUTEMOPOBBIMU
C Pa3TUYHOM CTETIEHBIO KOHTPACTA: TyXOBBIS
WHCTPYMEHTEHI C €/1Ba 3aMETHBIM KOHTpAITyH-
KTOM Yy aJIbTOB (TakThl 25—-27). OCHOBHOM Me-
JIONMYECKUIT Marepuall MOpPY4YEH ITyXOBBIM,
a aJIBTHI JIUIIHb OTTEHSIOT €T0, HE MPETEH IS
Ha paBeHCTBO. lIpu coenvHEeHMH HECKOIb-
KUX JIMHUNA TIOYTH BCETNa MPOMCXOIHUT HUX
TemMOpasibHOe U depeHIupoBaHre, YTO
TapaHTUPYET CIBIIIMMOCTh KaXIOW U3 HUX.
Hanpumep, B cenrere (He cunTasi yIBOCHHUN)
C COMMpyIOUMM TeMOpoM anbTa Ha (oHE
rpynmbl Buojonyeneid (ot takta 384). AH-
caMOJTH BOTIOIIAIOT CLIEGHUYHOCTD ICHCTBHSL.
[TocTostHHAsT CMEHA WX COCTAaBOB TMO3BOJISIET
YCIIEUIHO MPEOJI0NIeBaTh CTATUKY MEJIoIuYe-
CKUX TIOBTOPOB, IOJCBEYMBAS UX Pa3HBIMU
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OTTEHKaMU ¢ Wi 0e3 meperapMOHH3aIUH.
AHcamOnmu-B-opkecTpe  BBICTYNarOT — (op-
MOOOpa3yIoUMM 3JIEMEHTOM, BO3HMKas Ha
pyoexe pasznenoB ¢dopmbl. KauecTBeHHas
TpaHcopMalusi  Ha4aJdbHOTO  aHcamOIs
B KOHIIE, KAK U TOCTOSHHOE MEPEOCMBbIC-
JIMBaHUE KOHLIEPTHOTO Hayajia B Ipolecce
Pa3BUTHS, CTAHOBATCSA BAXHEUIIMM Jipa-
Maryprudeckum npuémMom Bcero Ckepro u
BOILIOIICHHEM CUM(OHUYECKOTO MPUHIUIA
nryOokort momudukarmu. CTpyHHBIE UH-
CTPYMEHTBHI B JICHUIEPE OTYETIIMBO 3aMETHBI,
HO CKOpee B COIMOCTABJICHUAX C AYXOBBIMHU,
YeM B KaYECTBE CaMOIOCTATOYHOM €IMHULIBI.
Jns momuépkuBaHmst 0cOOOTO CTaTyca CTpyH-
HBIX WHCTPYMEHTOB B <JICHAJIEP-3IU30axX»»
KOMIIO3UTOpP NpUMEHSET psia npuémMoB. Ha-
npuMep, JJIs1 SKCIIOHUPOBAHMS [IEPBOI TEMBI
B TeUCHHE cOpoka JieBsATH (!) TakTOB BBIOpa-
HBI BTOpbIE, a HE TIEPBBIE CKPUIIKU — HEOOBIU-
HOE C IICUXOJIOTMYECKON TOUKH 3pEHUS U3J10-
»eHue. EIE ofHa nerasnb: BTOphIM CKpUTIKaM
NpPEANUCaHO UTparh B rpyOOBaTOM, HApOUU-
TO IIPOCTOHAPOJHOM MaHEpe, UMHUTUPYsI Ha-
POIHYIO aBCTPHUIMCKYIO0 CKpHINKY. O0o3Haue-
Hue Wie Fiedeln Manep yxe HCHONb30Baj
B Ckepuo u3 Yerséproit cumdonnu, HO 1O
OTHOLIEHHUIO K COIUPYIOLIEMY CKPHUIIAYYy.
Bannsc, xoropsiii T. AnopHo xapakTepu-
3yeT, KaK «IUKUI Bynbrapusm» [5, p. 162],
a B. MumHuk, kak «IpoTUBOpEYaIUil CBO-
UM KopHsam» [12, p. 120], npencrasinser co-
BEPILEHHO NHOM Mup. JIeHyiep — 310 pauu-
OHAJIbHOE HayaJso, BAJIbC — SMOIIMOHAIBHOE.
B ocHoBe neHiepa — moBTOPHI-MPUTONBIBA-
HUS1, B OCHOBE BaJIbCa — HETIPEKPALLAIOIIEECS
JBYOKEHUE. Jlenanep — 3To npeackazyeMocCThb
U JIOTUKA, BaJIbC — 3TO CTUXUS U HEKOHTPO-
JMPYEMOCTb. B oTiimume ot ieHanepa, BajbCe
— 3TO HE PEAIbHBIA TAHEI], BOIUIONIEHHBIN
YyTh JU HE (PU3UYECKH OCA3aEMbIMH TIep-
COHa)KaMM Ha CLIEHE, a SMOLIMOHAJIBHOE CO-
CTOSTHUE — 3KCTaTHYECKOE BO30YKIEHHE.
Y Manepa neHmjiep «TaHIYHOT», a BajbC
«UYBCTBYIOT»: OH OTpakaeT 00O0OIIEHHOE,
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a He WHAMBUAyalbHOE BHUICHBE. VIMEHHO
1osTomy Mbiciib @. /IporoH o BOIUIOLIEHUH
JICHAJIEPOM MYXCKOTO, a BaJIbCOM — JKEHCKO-
ro Hadana [7, p. 399], npu Bcell npuBIeKa-
TEJIbHOCTH MJIEHU, HE KayKETCsI 10 KOHIIa CIpa-
BeNIMBOM. OUeBUIHO, MHAUBUIYAIBHOCTD U
XapAKTEPHOCTh CTOUT MPOTUBONOCTABUTH
OOITHOCTH U TUIIUYHOCTH. BhIieckazanHoe
OOBSICHAET COBEPILIEHHO HHYIO OPKECTPOBKY
BaJIbCOBBIX AMHU30[I0B: JOMUHUPYET TPYyII-
MOBO€ 3BYYaHHE CTPYHHBIX HHCTPYMEHTOB
U tutti. AHcamMOIM JTyXOBBIX TMOSBISIFOTCS
JIMIIb B YETKO AETEPMUHUPOBAHHBIX MECTaX
U C oTpeieN€HHbIMU 1esisiMU. B Hauane nep-
BOTO 3MH30/1a Bajbca (TakTel 104—112) onm
MO-KOHIIEPTHOMY 3(PPEKTHO NOAYEPKUBaA-
IOT KOHTPACT TPYII WHCTPYMEHTOB — TIEp-
Basi BOJIHA IPEJCTABJICHA COIMOCTaBICHUEM
CTPYHHBIX U JEPEBSIHHBIX HHCTPYMEHTOB.
B KoHIle KaXJ10ro BaJbCOBOTO 3MM307a aH-
camMOJIb JyXOBBIX BBITMOJHSAET JpaMaTypru-
YECKU BAXXHYIO POJb, Pa3pbiBasi €IUHYIO
CTPYHHYIO TPYIly Ha (PparMeHThl W CIIO-
COOCTBYSI TEM CaMbIM UX yTacaHUIO Tepen
«ieHiep-anuzogom». Cleayer OTMETHUTD,
YTO B ATOM CIIy4asX aHCaMOJIU-B-OPKECTpE
BBICTYIIAIOT B POJIM NPEABECTHUKOB: B KOJE
MMEHHO PAa3pO3HEHHBIE, 1014aC COBEPILIECH-
HO HEOXKHJIAHHBIE B TEMOPOBOM U PETUCTPO-
BOM OTHOIIEHUSX aHCaMOJIM, 3HAMEHYIOT
npuOBITHE B KOHEUHBIHN MyHKT — «[lycToTay.

HeobOxoaumo mog4epkHyTh, YTO MOMH-
MO LIETIOTO Habopa CPesICTB AJIs pa3/IeICHUS
JIeHJUIepa U Basibca, Maiep NpuMEHSET psJl
NpUEMOB ISl UX OOBEIUHEHUSI B OJTHO lie-
joe. Bo-niepBrIx, 3a CUET UHTOHALIMH — SICHO
paznuuuMont ornope Ha aBwkeHuun [II-11-1
crtynenu, koropyroo M. bapcoBa Ha3biBaer
«OPTraHMU3YIONICH IUKJI MHTOHAIIMOHHOH (a-
oymoit» [1, c. 331]. Bo-Bropbix, Omaromaps
aHcamOnsM-B-opkecTpe.  Mcmonb3yemsbie
MPEUMYILIECTBEHHO B «JICHAJIEP-3IH30aX»,
OHM CEMAHTHUYECKH CBSI3aHbl UMEHHO C HUM.
[IpoHukass B BajbC, OHU HE TOJBKO €MY
ONMOHUPYIOT, THITASICh, MOPOH YCHEIIHO,
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NEPEJIOMUTH XOJI Pa3BUTHSI, HO U KOCBEHHO
CHOCOOCTBYIOT CMBICTIOBOMY OOBEIHMHEHUIO
KOHTPACTHBIX pa3eyioB, yTBEPXkKAas Kax-
IbIM CBOMM IOSIBIEHHUEM HEHCYEpIIaeMble
BO3MO)KHOCTH OOpa3HBIX TpaHC(OpMAIIHiA.
B-tperbux, 310 Bantopna. E€ temOp cmo-
COOCTBYET OOBEIMHEHHIO 1IETIOTO U UCTIONb-
3yeTcsi MPAaKTUYECKH OecrpepblBHO — OT
5-ro Takra 10 619-ro (u3 621). Ho ona ne
MIOX0’Ka Ha BaJNTOPHY U3 CUM(POHHYECKOU
nosmel P. lltpayca «Tunp YieHmmnurensy,
CUMBOJIM3UPYIOLLYIO HEYCTPAIIUMOI'O Fepost
Y BOILIOIIAIOIIYIO €0 CMENOCTh NTUPOKUMH
CKayKaMH B MEJIOAMH, OXBaTbIBaroIel 0o-
nee TpE€X okTaB. Y Manepa BaaTOpHa — 3TO
IIOYTH HCKJIIOYUTENIBHO COJUCT B COCTaBE
rpynnsl. OHa MOMYEPKHYTO TSXKEIOBEC-
Ha (3a cuéT Tpesiel KaKk MMHUTALUU HOMJIs)
U TIOpON HeecTeCTBeHHa (M3-3a KpaWHUX
3BYKOB JMaIla30Ha C BIIOJIHE OXKHMJIAEMBIMH
MCKaXEHHUSIMHU U MCIIOJIb30BAHUS 3aKPBITHIX
3ByKkoB). Ho BaiTOpHBI HACTOMYUBKI 1O Ha-
30MJIMBOCTH, UTpasi B HEOONIBIIOM JHarnaso-
HE U OECKOHEYHO MOBTOPSS TOXK/IECTBEHHBIE
WIM TIOXOXHE TMOMNEBKU. YKa3aHHbIE MpuUé-
MbI €CTECTBEHHBI IIPEXK]IE BCETO IS <«JICH/I-
aep-a3nu3on0oB». Hampumep, B Takrax 13—15
TPOEKPATHO TIOBTOPEHHAS TPEJb Ha «COJIbY
IIPEBOCXOJHO CIIBIIIHA C MEPBOTO pas3a, He-
CMOTPA Ha MOTYEPKHYTYIO TPyOOCTh CTPYH-
HBbIX MHCTPYMEHTOB, @ OHa 3BYYUT BHOBb
U BHOBb. HO M B BaJIbCOBBIX 3MU304aX, TAE
3HaYMMOCTb BAJITOPH CYLIECTBEHHO IOTEC-
HEHA CTPYHHOW TPYIIOW, OHU OCTAIOTCA
AKTUBHBIMU M HE TEPSAIOT CBOMX CBOICTB.
Hanpumep, B cocraBe aHcamOnsi mepBoi
BOJIHBI NIEPBOTO BaJbCOBOIO 3MHU30/1a Ball-
TOPHBI IPUBHOCST OTTEHOK I'POTECKA B BOC-
MOMUHaHUE O JeHmiepe (Taktel 167-178)
Onmaromapsi Heu€TkoMy — quasi glissando —
WUCIIOJIHEHUIO IIecTHAAIaTeiX. Emé Oomee
3HAYUTEIILHOM SIBISETCS IpamMaryprudeckast
(YHKIIMS BaITOPH: 3TO OHU OCTaHABJIMBAIOT
BajbcoBoe Oezymue (TakTbl 209-214), mou-
TH MTHOBEHHO I10I'aCHB HEMBICIIMMYO 3HEp-
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THI0 Basibca. [[pumeuarenbHa TaKkke yIuBU-
TelbHAsl CIOCOOHOCTh 3TOTO MHCTPYMEHTA
K MoAM(UKAIIMK: BCEro 4epe3 JBa TaKTa
MOCTIe TPEEIbHO HU3KUX, )KECTKUX, cop-
HAHAUPYEMbIX HOT, JBE BAJITOPHBI MSTKO H
AIIETAHTHO COJHUPYIOT B MEIJICHHOM JICH/I-
nepe (ot Takta 217). Hu onuH MHCTpYMEHT
HE JEMOHCTPHUPYET TaKOH JETKOCTH U eCcTe-
CTBEHHOCTH B Ipoliecce CMEHbI (YHKIIMU
W XapakTepa HCIONHEHus. Takas TpaKTOB-
Ka MHCTPYMEHTa, TpeOyrolias BUPTYO3HOU
TEXHUKHM W MTHOBEHHBIX 3MOIIMOHAJIBHBIX
MEPEKIIIOYCHUH, TUMMYHA IS COJHUPYIO-
IIeH, HO HE ISl OPKECTPOBOI BaJITOPHBI.
YAUBUTEIbHBIM, KaK BIPOYEM, U BCE
B 9TOM HeoObvHOM CKepIio, CTaHOBUTCS
pe3yabTar KOH(IMKTAa MEXTy JICHUIEPOM
1 BaibcoM (OT Takta 576). Kaxercs, dro
NIEPBBIM OACpKMBAaET BepX. Ero temaruswm,
TOHAJILHOCTh W OOpa3Has cdepa MOIBITO-
KUBAIOT BCE CTOJIKHOBEHHs OECIEUHOM
POCCHINBIO BHYTPEHHUX OPKECTPOBBIX CO-
miuctoB. [IpencraBneHsl Bce TPyNIBI OpKe-
CTpa, BOCHPOM3BEIEHBI MPAKTUYECKH BCE
3HAUUMbIE TEMAaTUYECKHE 3JIEMEHTBl 00enx
cdep: BHYTpHU 3aTyXaroIllero JICHIepa 3BY-
YUT MOTEPSABLIMKA OBLUIYIO MOILb XpOMAaru-
YeCcKHUi X071 y BalnTOpHBL. OH 3KCIIOHMPOBaH
JBaX]bl (HauMHasi ¢ TakTa 582) u mpomos-
»aeT WHPHUIMPOBATh TUATOHUICCKH YUCThIN
JICH]IEP, «BIIPBHICKUBASH B HETO, KaK TOKCHH,
XPOMaTU3MbI U3 9yX)oro mupa. HeoObranbIe
B KaueCTBE COJIMCTOB KoHTpadarot u duei-
Ta-TIUKKOJIO MBITAIOTCS 00BATH 0€33a00THBIM
Jlo Ma>xopoM 00a KOHTPAacTHBIX Hayaya Iisi-
THOKTaBHBIM pa3maxoM. Ho mnomu€pkHyTO
KpacouHasi OpKECTPOBKa He CIIOCOOHa 3ara-
CHTB TPYCTb — 3TO IppoBa nodea. Poccrirs
JUTTEITLHOCTEH W TPUYYUIMBBIC TEMOPBI
soli — BCE, 4TO 0CTaJIOCh OT KOrna-to 60raro
OPKECTPOBAHHOTO JICHIUIEPA, JEKOPUPOBAH-
HOTO Sforzando, TApMOHWUYHBIMH MUKCTaMH
TeMOPOB ¥ MHOTOYHCIIEHHBIMU TEMOPOBBIMU
apdexramu. BMecTo ropaenuBoi Menoaun
Yy CKPHUIIOK — OOpPBIBKH €JI¢ y3HABAEMBIX WH-
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ToHarmii. Ha cMeny cOanaHCUpOBaHHBIM MO-
HOTEOPOBBIM aHCAMOJISIM B MpEZIeax OKTaBbI
MPUIIITH MAKCUMAJIbHO KOHTPACTHBIE COE/THU-
HEHHS, MEXIY KOTOPHIMH — MHOTOOKTaBHasI
nponactb. OT OBUION WIPUBOCTH OCTAIUCH
JIMIIIb OTPasKEHUS B 3ByUaleit mycrore: « Tak
CMOTPSAT Ha >KU3Hb, KOTJIa CKUTAIOT CBOU KO-
pabmmy, — umet U. bapcosa [1, c. 345].

Takum 00pa3oM, KOHLIEPTHOCTh B CHUM-
(GboHUM TIPOSIBIIAETCS HA Pa3HBIX YPOBHIX U
B HECKOJbKHX KauecTBaX. Bo-mepBhixX, Ha
YPOBHE OJTHOTO MHCTPYMEHTA — BaJTOPHBI.
Bynet 6e3ycinoBHBIM MpeyBeIMYCHUEM MTPET-
nojararb, 4to B CKeplo, Kak B HECKOJIbKUX
YIOMSIHYTBIX BBIIIE PUMEPAX, UMEET MECTO
OTKJIOHEHHUE B >KaHp KOHIIepTa JJIsl BaJITOP-
Hbl ¢ opkecTpoMm. Her, BanTopHa siBisieTcs
JMIIb «OAHOW-U3-paBHBIX». HO €€ Besnme-
CYUIHOCTh U y3HaBa€MOCTb, MHOTO(YHKIIH-
OHAJILHOCTBH U, KaK CJIEJICTBHE, CIIOCOOHOCTh
K JTF00BIM MoaudUKanusM 00yCIIOBUIHA BbI-
JICJICHUE STOTO0 MHCTPYMEHTa CpPEelIHu BCEX.
BanTopna MHoronvka, Kak HU OJIMH JIPYyTOi
MHCTPYMEHT, €€ pOJIb HEBO3MOXKHO Mpeay-
rajiath, a 3HAUUT, HEJb3sl U MPEIYNPEAUTh.
VYV He€ CTOIBKO OOIMYHMIA, YTO MOHAThH, KAKOE
U3 HUX HACTOsIIEEe — HEBO3MOXKHO. JTO Oec-
MIPEPHIBHOE COPEBHOBAHME C CaMUM CO0O
B TILETHOM MOMBITKE JOCTUTHYTh UCTUHHOTO
KOHEYHOTO MyHKTA KU3HEHHOTO MY TH.

Bo-BTOpBIX, Ha YPOBHE HECKOJIIBKUX WH-
CTPYMEHTOB — MEPEKINYKA MEXKAY COJIH-
CTaMU, HalIpUMep, KJIIapHETaMU U paroramu
(taxTbl 574-575). Unu Mexay CONUCTOM U
aHcamOieM-B-OpKecTpe: JBolHOe solo da-
rotoB (TakTel 368—370) U KBUHTET HAepe-
BSIHHBIX JTyXOBBIX HHCTPYMEHTOB. BaKHBIM
CTAHOBUTCSI KOHTPAcT TeMOPOB: OH MHTEH-
cuuIupyeT pa3BEPTHIBAHUE MY3bIKAJb-
HOTO Marepualna Onarogapsi pa3pbIBaHUIO
OJTHOM JIMHUH MEXAY pa3HbIMU HHCTPYMEH-
TaMH JJIs NOCIEA0BAaTEeIbHOTO HU3JI0KEHUSI.
OTUM TOMUYEPKUBACTCS COPEBHOBATEIHLHOE
Ha4yajo U XapaKTEPHOCTh Ka)J0ro U3 JIe-
CTBYIOILIUX JIMII.

81

B-Tperbux, Ha ypoBHE TPYIIT HHCTPYMEH-
TOB — aHcamoOJ1e-B-opkecTpe. Co3aaHHbIe Ha
OCHOBE BHYTPEHHUX OPKECTPOBBIX COJIMCTOB,
OHU BOIUIOLIAIOT KOHILIEPTHOCTh TOCPE/I-
CTBOM YCHWJICHUSI JUAJOTMYHOCTH KaK BHY-
TPU MHCTPYMEHTAIILHBIX OOBEIMHEHHIA, TaK
U C COJIMCTAaMH WJIM OPKECTPOBBIMH T'pyTIa-
MU «BHEIIIHET0» MHUpa. SIpkue perucTpoBbie
1 TeMOpOBBIE COMNOCTABJICHHS B KOHIIC Ya-
CTH, TUHAMHUYECKUE KOHTPACTHI, HANpPUMED,
B caMOM Hauajie, (hakTypHbIE pa3pekeHUs 1
cryiieHus (B Hadaje MEIJICHHOTO JICHJIepa)
npuaaT mnoxeHno Ckepio ocodyr pe-
JHE(PHOCTh, YTBEPXKAAOT KOHIIEPTHOCTh Kak
OCHOBHOM MPUHIIUIT SKCTIOHUPOBAHUS MY3bI-
KaJIbHOTO MaTepualia B CUM(OHHH.

N nakonerr, B-4eTBEPTHIX, HA YPOBHE KaH-
POB: KOH(IIMKT JBYX TaHIIEBAJIbHBIX cep, 3a
KOTOPBIMHU Ha CaMOM JI€JI€ — CTOJIKHOBEHHUE
JTUAMETPaIbHO MPOTHUBOMOJIOKHBIX MHPOB.
Kak ormeuaer B. Mumnuk, BO MHOTHX Ma-
JIEPOBCKUX CKEPIIO «TaHIbI MO-OYHTapCKH
OTKa3bIBAIOTCS COOTBETCTBOBATH MPEIITH-
CaHHBIM UM TPAJULMOHHBIM SpJbIKam» [ 12,
p. 119]. CumdoHnyeckn mepeocMbpICIuBas
KaXJI0€ U3 TAHIICBAIBHBIX HAYaJl U TPAHC-
dbopMupys UX KadecTBa B MPOIIECCE Pa3BU-
THsi, Masiep nocTuraetr npeaeabHOu CTere-
HU NPOTUBOMNOCTaBICHUs. KOHIIEPTHOCTS,
TpakTyemass HEe KaK «COTPYIHHYECTBO U
cornacue» (0T WTaNbSHCKOTO concertare),
a Kak «0oppOa M conepHUYECTBO» (OT Ja-
TUHCKOTO concertare), CTAHOBUTCSI BayKHEH-
MM JpaMarypruueckum npuémom B Ckep-
110. Takum 00pazom, CUMGPOHHU3M KaK METO/,
TyOOKO M TIOJTHO PACKPBIBAIOIINN KaXKTyHO
U3 IByX cdep B MpoIecce pa3BUTHUS, U KOH-
HEPTHOCTh KaK BOILIOLICHHE OOpBHOBI ABYX
MIPOTUBOIIOJIOKHBIX Hadas, 00BEIUHSIIOTCS.
N torga KOH(IUKT ABYX MHUPOB JOCTHUTAET
TaKoOM CWJIbI, YTO MPEIOTBPATUTh WX B3au-
MOYHUUYTOXXEHUE CTAHOBHUTCS HEBO3MOXK-
HbIM: Hekorma Bc€ mpeBpaTwioch Tenepb
B Huuto, paccpenoTounBIINCH BO BPEMEHH,
MPOCTPAHCTBE U TEMOpax.
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' ABTOp CTaThbll TEPMHUHOJOTUYECKU pa3-
JUYAeT CIEAYIONIME BUIBI COJO B OpPKECTpE:
BHYTPEHHEE OPKECTPOBOE COJIO — COTMPOBAHHE
WHCTPYMEHTA, KOTOPBIH BXOJHT B COCTaB OpKe-
cTpa (HampuMmep, B )KaHpe CUM(OHUH); BHEIII-
HEe OpPKECTPOBOE COJO — COJMPOBAHHE WH-
CTpyMEHTa BHE OpKecTpa (Hampumep, B KaHpPe
KOHIIEpTa). BHyTpeHHEe opkecTpoBOE coio 6e3
COITPOBOX/ICHUSI HAa3BaHO AOCOIIOTHBIM; COJIO
C COMPOBOXKICHHEM — COJIMPYIOMIHNA TEeMOp;
coJio AByX (TpEX, 4eThIPEX) HHCTPYMEHTOB 03

COTIPOBOXKJICHUS — IBOMHOE (TPOIHOE, YeTBEp-
HOE) COJIO.

2 «AHCaMOIIEM-B-OpKECTPE» Ha3BaHO 00b-
€IMHEHUE HECKOJbKHX COJHMCTOB U3 COCTaBa
opkectpa (0T ABYX /0 JEBSTH, B COOTBETCTBUHI
C HaJIuyueM UMEH COOCTBEHHBIX ISl TaKUX
KOJIJIEKTHBOB).

3 Comneprunckuii M. U. Cumdonuun Ma-
nepa // Comneprunckuii . Y. My3bikanbHO-
ncropuueckue 3Trofs! / BCTyIl. cT. J1. lllocTrako-
BUYa; pea.-cocT. M. Ipyckun. JI., 1956. C. 299.
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Xoposoe nucbmo KapaxariHua LLITokxay3eHa B rentarorum «Licht»

Crarbs nocasiiena peHoMeHy xopoBoro nucbma Kapixaitana llITokxay3ena B ero MmacmrabHOM
ornepHoMm mnpoekre «Licht». Pemurnosno-gpumnocopckuit 6a3zuc COUMHEHUS, WHULUUPYIOIIUH
IpeBpallleHHe OINEPHOr0 TeaTpa B quasi-XpamMOBOE IPOCTPAHCTBO, NPHUBOAUT K YCHIICHHUIO
JpaMaTyprudeckoil pojid XOpPOBOH MY3bIKH, YTO IMPOSBISAETCS B YCHJICHHU MPHUCYTCTBUS XOpa
B OIEPHOM IPOEKTE (MacuITaOHbIE XOPOBBIE CLIEHBI BCTPEUAIOTCS BO BCEX OMEpax IenTajorvu)
U B pacummpeHud ero (QyHKOuid. PasHooOpasue BUIOB M3IOXKEHUS MY3bIKaJLHOTO MaTepHuasa
MO3BOJISIET, TEM HE MEHEE, BBIIBUTh B KauecTBE OOIIEH TEHACHIUH CTPEMJICHHE K XOpPOBOM
cTepeo()OHMH, KaK B CHUTyalldM MHOTOKaHAJBHOTO BOCHPOHM3BEICHUS paHEe 3aluCaHHOIO
xopoBoro marepuana («Unsichtbare Chore»), Tak u B )KMBOM HUCHOJTHCHHH (ITPAKTHYECKU BCE
XOpOBBIE CLEHBI rentanoruu). OTaenbHOE BHUMAaHHUE YIENEHO aHalu3y BepOaibHON OCHOBBI
XOpOBBIX CIeH. BMecTte ¢ mcmonb3oBaHueM COOCTBEHHBIX TeKCTOB llITokxayzeH oOparaercs
K JIyXOBHOM IUTEpaType XpUCTUAHCTBA, Nylan3Ma, HHIyn3Ma, uciama. O0beAMHEHHE MOJIUA3bIYHBIX
Pa3HOCTUIIEBBIX TEKCTOB B 3aKitounTenbHOU cueHe «Hoch-Zeiten» cumBonm3mpyeTr ayXOBHOE
POACTBO BCErO YEIOBEUECTBA. BaKHBIM TEXHUYECKUM PECYpPCOM CTAHOBUTCS HCIIOIB30BAHUE
9NIEMEHTOB (DOHEMHOW KOMIIO3UIINH, OKAa3bIBAIOIEH HEMOCPEICTBEHHOE BIMSHUE HA XOPOBYIO
TeMOpuKy. TemOpoBasi CTOpOHa COYMHEHHS TNPHUBICKACT BHUMAHUE COCAMHEHHEM 3JIEMEHTOB
BOKQJIbHOW TEXHUKH, YK€ MCHOIb30BaHHBIX LIITOKXay3eHOM B NpPEAIIECTBYIOMIUX COUYMHEHMSAX
(4 mMomupuKaMK BOKAJIBHOTO TPEMOJIO, TIIMCCAHI0, pPeYeBOe HMHTOHUpOBaHME, Sprechgesang,
NIEHHE Ha BJOXE, IIETYKU S3BIKOM M Jp.) ¢ MpUEMaMH, TUIUYHBIMA HMEHHO Ui MapTUTYPbI
«Licht». Cpenun nocnequux — «uBeTHor nrym» («fabriges Rauscheny), Homib, «3ByK moremys»
(«KuBgerdusche»). OprannyHOCTH TOZOOHOTO KOMIUIEKCA TAPAHTUPYETCS €AMHCTBOM KOHIICTIUT
rentanoruu lllTokxay3eHa, OKa3pIBaloLIe BIUSHIE HE TOJIBKO HA TEXHUKY KOMIO3HIIMHU, HO U Ha
CIICHOTpa(HIO U ApamMaTypruiueckoe pereHne OnepHoro HuKJa.

Kitouebie cnosa: Kapnxaiinn IlTokxaysen, remranorust «CBeT», COBpEeMEHHas XOpOBas
My3bIKa, pakTypa, crepeoQoHus, XOpoBast TEeMOpHKa, My3bIKa U CJI0BO, (POHEMHAas! KOMITO3ULIHSL.
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ALEXANDER S. RYZHINSKY

Russian Gnesins’ Academy of Music, Moscow, Russia

ORCID: 0000-0001-9558-0252, Loring@list.ru
Karlheinz Stockhausen’s Choral Writing in his Heptalogy Licht
The article is devoted to the phenomenon of Karlheinz Stockhausen’s choral writing in his large-

scale opera project Licht. The musical composition’s religious-philosophical basis, which initiates
the transformation of the opera theater into a quasi-temple space, leads to the reinforcement of the
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dramaturgical role of choral music, which manifests itself in the intensification of the presence of
the chorus in the opera project (massive choral scenes appear in all the heptalogy’s operas) and
in the expansion of its function. The diversity of the types of exposition of the musical material,
nonetheless, makes it possible to disclose as a general tendency the aspiration towards choral
stereophony, both in the situation of a multichannel reproduction of previously recorded choral
material (Unsichtbare Chore) and in live performance (practically all the choral scenes in the
heptalogy). Special attention is given to analysis of the verbal basis of the choral scenes. Along
with incorporating his own texts, Stckhausen turns to the sacred literature of Christianity, Judaism,
Hinduism and Islam. Combination of poly-lingual texts in different styles in the conclusive scene
of the Hoch-Zeiten symbolizes the spiritual relatedness of all of humanity. An important technical
resource is the use of elements of phonemic composition, exerting direct influence on the choral
timbres. The composition’s timbral side attracts attention to it by its connection together of elements
of vocal technique already used by Stockhausen in his preceding compositions (4 modifications of
vocal tremolo, glissando, phonic intonating, Sprechgesang, singing while inhaling, tongue clicks,
etc.) with special techniques typical particularly for the score of Licht. The latter include “color
noise” (“fabriges Rauschen”), yodeling and a “kissing sound” (“KuBgerdusche”). The organic
quality of such a complex is guaranteed by the unity of the conception of Stockhausen’s heptalogy,
which the exerted influence not only on the opera cycle’s compositional technique, but also on its
scenography and dramaturgical solutions.

Keywords: Karlheinz Stockhausen, heptalogy Licht, contemporary choral music, texture,
stereophony, choral timbre, music and the word, phonemic composition.

nepHasi renrtaiorus «Licht. Die comHeHHe XaHpPOBOE OIpeneleHHuE BXOJs-

Sieben Tage der Woche» («CBer. mux B cOCTaB IeNTaJOTUN COYMHEHHIM.

Cemp nueri nenmenw») Kapnxaitn- HenctButensHo, onepsl  [lTokxay3ena
na IlITokxay3eHa OTHOCUTCS, O€3yCIIOBHO, OTJIMYAeT CTaTMYHOCTH ApamaTypruu, OTCYT-
K YMCIy CaMbIX M3BECTHBIX COUYMHEHUN XX  CTBHE NPUBBIYHOIO JCHCTBEHHOI'O CHOXKETA.
Beka. OnHaKo, Kak HM MapajoKCallbHO, 3Ta  DJTO MOXKHO OOBSICHUTH IPUHLINUINAIBHO UHBI-
U3BECTHOCTh OOYyCIIOBJIEHA CKOpEe KOMM4Ye- MM 3aJadaMiy, KOTOpbIE pelIaj KOMIIO3UTOpP,
CTBOM YINOMHHAHUI COYMHEHHUS B MY3BIKO-  BOIUIOIIAs INOOAJbHBIA KOCMHYECKHH 3I10C
BEUECKOM JIMTEpPAType B CBSI3U C PA3IMYHOIO O TalHaX UCTOpUM BceneHHOH, sSBIsAtoLIecs
pona «pekopaamm» (IEpHOA CO3MaHHA —  PE3yJAbTaTOM B3aUMOOTHOIIEHUM TpEX IvIaB-
25 nert, oOmas NpoAOHKUTEILHOCTh COYMHE-  HbBIX JACUCTBYIOUIMX JIUI: Muxasis — HOCUTe-
HUSI — OKOJIO 29 4acoB, 3KCLEHTpUYHBIE ak-  Jist boxkecTBenHoro Havyana, Co3unarens, Jlro-
1uu, nogoousie «BepronéTtHomMy cTpyHHOMY — 1Mdepa — BOILIIOMIEHUS MH(EPHATBHBIX CHJI,
KBapTeTy» U3 omepbl «Mittwoch»), Hexxenu  Paspymmrens, u EBbl — uCTOKA 4eIOBEUECTBa,
3HaHUEM caMuX couMHeHuil nukma. Onepel  Marepu. HecMoTpst Ha T0, 4TO MMEHA KIIHO4e-
TeNTajJoOrMu — PEIAKUIl TOCTh OMEpPHBIX Tea-  BbIX NEpCOHa)Kel B3ATHI U3 bubmauu, ux Tpak-
TPOB M KOHLIEPTHBIX 3aJI0B, UTO OOBSICHSIETCSI ~ TOBKa ompeaessiercs conepkanueM «KHuru
HE TOJBKO 3aTparaMH HAa MCIOJHEHUE STHUX  YPaHTUW»: C OJHOM CTOpPOHBI, Muxasnb (ap-
MacIITaOHbIX MY3BIKAJIbHBIX CHEKTaKkied, XaHrea Mwuxami), co3marenb Halllero Mupa,
M300WITYIONINX TEXHHYECKUMHU HOBOBBEAE-  MPOUCXOOUT OT coro3a Jlrommdepa u EBbl,
HUSIMU, HO U TIpOOJieMaMu BOCHPUSATUS MH-  C JAPYTOM — SBJSIETCS IIaBHBIM aHTarOHHUCTOM
CTHUYECKOW KOHIEMIINH IMKIIa, cTaBsdmeil mony  Jlrouudepa u Bo3moOaeHHbIM JlyHHOI EBBI
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(OmHOTO W3 BOIUIONICHHUI KEHCKOTO Havasa)'.
Takum 00pa3om, TP KOCMHYECKUE CHJIbI Ha-
XOJISITCS B TIOCTOSTHHOM B3aUMOZCHCTBUH. DTO
B3aUMOJICHICTBE CHUMBOJIM3UPYET JIe)KaIas
B OCHOBE TenTajioruu cynepdopmyra, mnpes-
CTaBIsiOImas  co00il  HanmokeHue (Hopmyir
Muxasns, Esel u JTronmdepa’. Itu hopmyisi
OTIIMYAIOTCA HE TOJBKO KOJIMYECTBOM 3BYKOB
(13 — popmyna Muxasns, 12 — popmyna EBsl,
11 — dpopmyna Jlrormdepa) u paznuaueM Tem-
OpoBoro pemieHusi, HO U auddepeHunanuen
PUTMHYECKOTO M apTUKYJSAIMOHHOTO MPOodu-
Jeii. B OTHOIIEHUH TOCIIEIHETO YKaKeM Ha TO,
9TO (hOPMYIIBI COEPIKAT U IIIyMOBBIE 3JI€MEH-
TBI: «IENKaHbe» (TakT 3 hopmynbl Muxasmns),
«apemdxo» («Vorechoy», Takt 14 dopmysbl
Muxansns), «3Byk nouenys» («Kullgerduschey,
TakT 5 Qopmynsl EBbI), «Betepy («Windy,
TakT 12 hopmymnsl Jlronmdepa).

HoBass  koHmenuust My3bIKaJbHO-TEA-
TPaJIBHBIX COYMHCHHUI IPUBONT K UX KAHPO-
BOMY IMIE€PEOCMBICICHUIO: OTEPHl TENTATIOTUU
MIPEJCTABISAIOT OO0 HEUTO cpesiHee MEeXay
TPaHAMO3HBIMH MHCTEPUSIMH U CBOEOOpas3-
HBIMH PUTYaJIbHBIMH JICHCTBaMU', pa3BuBa-
IOIIUMHU MJEU HOBOW «IyXOBHOM MY3BIKN,
0 KOTOpOW KOMIIO3UTOP MHCAJ B CBSI3U C MIPO-
u3BeaeHueM 1971 roma «Sternklangy®.

Penurnosno-punocodckuit  6a3zuc co-
YUHEHUS, WHUIUUPYOIMHUA TpEeBpaIICHHE
OTEpHOTO TeaTpa B quasi-XpaMoBOE€ MpO-
CTPaHCTBO, MPUBOAUT M K YCHJICHHUIO Ipa-
MAaTypru4eCKOM pPOJIM XOPOBOW MY3BIKH.
B o01m1eii ciioy)kHOCTH KOMITO3UTOPOM CO3JJaHO
YEeTBHIPHA/ILIATh XOPOBBIX «OJIOKOB» pa3IHUy-
HOTO 00BEéMa — oT 8 MuHyT («Chor-Spirale»
u3 onepsl «Freitagy) mo 60 munyT («Luzifer’s
Abschied» u3 onepbl «Samstagy), B KOTOPbIX
XOP BBITIONHSET pa3IndHbIC (YHKITUH:

a) JIeicTByroIero auma (mapiaMeHTapuu
B «Welt-Parlament» u3 onepsr «Mittwochy,
cunbl Cetsl M cuibl Tbmbl B «Dienstag-
Gruss» u3 onepsl «Dienstagy);

0) muctuueckoro ¢ona («Unsichtbare
Chore» u3 onepsr «Donnerstagy);
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B) OCHOBHOTO DJJIEMEHTa (quUasi-pesuru-
o3Horo puryana («Médchenprozession» wu3
onepsl «Montag», «Engel-Prozessionen» u3
ornepsl «Sonntagy).

Huddepernumnanus  apamMaryprauecKux
¢byHKLMi X0pa 00yCcI0BIMBAET pa3HOOOpa3ue
UCTIOJIHUTENILCKUX cocTaBoB. Hapsaay co cme-
IIaHHBIM, HCIIOJIb3YETCS OJHOPOAHBINA XOp
(xop mesymek B «Maidchenprozession» wu3
omepsl «Montagy; Myxckoit xop B «Luzifer’s
Abschied» omepsl «Samstagy»; neTckuil xop
B «Kinder-Chory; «Kinder-Tutti» u «Kinder-
Krieg» omepsl «Freitag»; xop MalbdHKOB
B «Kinderspiel» u3 onepsr «Montagy), a Tax-
K€ YHUKAIbHBIE TI0O TEMOPOBOMY PEIICHUIO
XOpOBBIE COCTaBbI (CMEIIAHHBIN XOp C yd4a-
CTHEM TMapTHH KOHTPTEHOpPOB B «Dienstag-
Abschied» u3 onepsr «Dienstagy). IIpu 3Tom,
BHE 3aBHCHUMOCTH OT BBIOOpa COCTaBa, KOM-
MO3UTOP MPEABSABISET MOBBIIIEHHBIE TPeOO-
BaHUS K 00bEMY NHMANa30HOB TMEBUYECKHUX TO-
JIOCOB (JlaXke y NIETCKOrO XOpa), BOKAJIbHOU
TEXHHUKE, 0COOCHHOCTSIM HHTOHUPOBAHUSI.

Kak m B mpemmecTBYOmMUX TeNTaJIOTHH
XOpPOBBIX W BOKaJbHO-aHCAMOJEBBIX COYH-
HeHusix («Momente», «Stimmungy»), 31ech
KOMIIO3UTOp COYeTaeT paboTy ¢ BepOalIbHBIM
MarepuaioM U mpuémsl (POHEMHON KOMIIO-
3ULMU — «HECEMAHTUYECKOW BOKAJIbHOU MY-
3pIKH», Kortopyto lO. Xymbeka-SkyOoBckas
(J. Humigcka-Jakubowska) xapakrepusyer
KaK MY3bIKYy, «B KOTOPOW BOKaJbHbIC HapTHH
JIOJDKHBI OBITH OCHOBAHBI HE HAa HEKOEM JIaH-
HOM TEKCTe, He BCET/Ia CBI3aHHBIM C OJJHUM H3
CYILECTBYIOIHUX SI3bIKOB, HO CKOpE€e Ha pa3BU-
TUM (POpM CHUCTEeMATHYeCKU ‘‘aTOMH3HPOBAH-
Horo” poHEeTHUYECKOTO MaTepuaiiay [8, p. 82].

@®oHeMHBbIE U BepOaIbHO-MY3bIKaJIbHbIC
CeKI[MM 4YepenyloTCs WIM HaKJIaIbIBalOTCS
apyr Ha apyra: B «Unsichtbare Chore» sto
BOCCO3/1a€T 0COOYI0 TAaWHCTBEHHYIO arMocC-
depy; B «Welt-Parlament», kak yka3biBaeT
H. CannukoBa, «CHUMBOIHM3HMPYET OOIICHUE
Ha HEBEJOMBIX HaM, JIIOJSM, HO TOHSTHBIX
MapJaMeHTApUsIM ~ KOCMHYECKUX  SI3BIKAX)



2020,2

Choral Music

0

[6, c. 158]. B OONBIIMHCTBE K€ XOPOBBIX
CIIEH MOXKHO TOBOPUTH O B3aUMOJCHCTBHUH
BepOaIbHO-MY3BIKaTbHOU M (DOHEMHON KOM-
MO3UIMH, KOT/la MPU WHTOHUPOBAHUU TEKCTa
C TIOMOIIIBIO JIOTIOJTHUTENBHBIX aTaK JTUTEIb-
HO BBIICPKMBAEMBIX TIACHBIX (HOHEM, TPO-
JOJKUTEIBHOTO MHTOHUPOBAHUS BEJSIPHBIX,
9KCIUIO3MBHBIX, ()PUKATUBHBIX COMIACHBIX
KOMIIO3UTOP JOOMBAETCS MHOTOOOpa3HOro 1Mo
TEMOPOBOMY COJIEP)KaHUIO XOPOBOTO 3By4Ya-
Hus. B aTom citydae, roBops cinoBamu Jlynmxku
Hono, «donernueckuii marepuail... akTUBHO
COTPYAHHYAET C MY3bIKAJIbHON KOMIO3UIIUEH
Ha ciry)k0e CBOel ceMaHTHKW» [2, ¢. 46].

BepbanpHOiT OCHOBOW  TOABIISIOIETO
OOJIBIIMHCTBA XOPOBBIX CIleH «Lichty sBs-
10TCcs coOcTBeHHbIe TekcThl llITokxay3eHa,
ApPTUKYJIMPYIOIINE COACPIKAHUE CO3IaHHOTO
UM B OTIOpe Ha OMOJICHCKHE TEKCTHI U I30Te-
puueckyto «Kuury Ypantum»® opuruHaibHO-
TO aBTOPCKOTO KocMoToHH4Yeckoro muda. Hc-
KJIFOYEHUSIMH B 3TOM PsIIy SIBUJIUCHh TEKCTHI
BeTx03aBeTHhIX anokpudos B «Unsichtbare
Chore» («Donnerstagy), «I'umH mobpoaete-
asm» @pannucka Accusckoro B «Luzifers
Abschied» («Samstagy), moatuyeckue ¢par-
MEHTBI, TPEACTABIAIOMHNE KyIsTypy [pes-
Helt Mnauu, cpeaneBexkoBoro apadbckoro Boc-
ToKa, coBpemeHnHoro Kuras B «Hoch-Zeiteny»
(«Sonntagy).

3auMCTByeMbIE JIMTEPATYpHBIE (hparMeH-
ThI 3ByYaT Ha sI3bIKE OpUTHHAJA WU B Tepe-
BOJIc Ha HeMelKMH sA3bIK. Tak, B «Unsichtbare
Chore» (1979) TeKCTBI BETXO3aBETHBIX allo-
kpudoB nanbl Ha uBpute («Bo3necenne Mo-
uces», «Anokamurncuc bapyxa», «3aBer Jle-
BUSI») U HA HEMELIKOM SI3bIKE («ATIOKAJIUIICHC
bapyxa»). HacrositensHo TpeOys Hammuus
B TIPOTPAMMKaX, Pa3laBacMbIX 3pUTEISAM, Tie-
peBOJIa BCEX TEKCTOB HA HEMEIKUH W aHIJINii-
CKUH s13bIKH, [1ITOKXay3€H aKTUBHO MCIIOJIB30-
BaJI B MIAPTUTYPE TIOIUTEKCTOBBIC HATIOKEHHUS,
a Tarke TpUEMBI (DOHEMHON KOMITO3UITUH,
B II€JIOM, HE CIIMIIKOM 3a00TSICh O pa3inyu-
MOCTH CJIOBECHBIX PSIOB B OOIIIEM 3ByYaHUH.
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Tem Gonee, KOMIIO3UTOP JOITYCKaJl, 4TO OOJTh-
IIMHCTBO 3pUTENICH HE 3HAKOMBI C HBPUTOM,
KOTOPBIN AJI1 HETO UMEJI CKOpee CUMBOJINYE-
CKO€ 3HaYEHHUE — KaK CBAIIEHHBINA sI3bIK Bet-
XOro 3aBera.

Ecnu 3Bywyanue uBpUTa BIIOJIHE COIVIa-
COBBIBAJIOCH C cojepkanreMm «Donnerstagy,
MOBECTBYIOIIEM O Muxasne, B TPaKTOBKE
[lITokxay3ena, sBusromemcs borom-TBop-
IIOM Hallero YHUBEpCyMa, TO Hjes u30parhb
«I'umH nobponerensim» cpsitoro OpaHiucka
ACCH3CKOTO B KaueCTBE TEKCTOBOM OCHO-
Bbl COYMHEHUS, TECHO CBSI3aHHOTO ¢ oOpa-
3oM Jlronudepa, Ha TEPBBIN B3I KaXKETCS
JIOBOJIbHO CTpaHHON. OJHAKO 3HAKOMCTBO
C COJIEP’KaHMEM ITOTO IPEBHETO TMMHA [TO3BO-
JsieT OOHAPYXKUTh B HEM OTpPaKCHHUE aBTOP-
ckoro 3ambicna «Luzifers Abschied» (1982)
— nocneaHel cuensl ¢ yyactueM Jlronudepa,
B KOTOPOW OH, yMHpas, npouiaercs co Bce-
neHHo. DpaHUKMCK ACCHU3CKHIA BOCIEBAET
BenuKHe 100poaerenu — Mynpocts, [IpocTo-
Ty, bennocts, Cmupenue, Jro6oBb, [Tokop-
HOCTh, «oOpammaromue B 0ercTBo MOPOKU H
rpexu, nporousitomue CataHy U BCe KO3HU
ero». Ero rumHa mogo0eH o4YuCTUTETLHON MO-
JIMTBE, MOOYKIAIOMIEH MUP OCBOOOAUTHCS OT
BCEM HECITPABEIJIMBOCTH, UCXOIAIIEH OT J[bsi-
BOJIa M TMOATOTOBUTH YEJIOBEUECTBO K TIIABHO-
My JHIO — Bockpecenunto, Hasl KOTopbIM JIto-
nudep He BIACTEH (B COOTBETCTBUU C ATUM
3aMBbICJIOM KOMITO3UTOpA, B orepe «Sonntagy»
JIrordep HE MPUHUMAET yJaCTHs).

B mnpemucnoBum k maprutype «Hoch-
Zeiten» (2001-2002) HlTokxay3eH MHUIIET:
«TeKkcThI BKITIOYAOT TIOJ3HIO O JTIO0BH, Opake,
aHreliax, MPUPOJHBIX SIBICHUSIX HA Pa3HBIX
SI3bIKaX WJIM CBOOOJTHO MPHUIAYMAaHHBIE CIIOTH
u coBa» [10, S. VI]. Kommosutop o0benunsi-
€T B OJIHOM KOMIO3UILIUKU BepOasbHbIE PSIbI,
MPEACTABIISIONINE  PA3IUYHBIE  KYJIBTYpPbI
JpeBHero mupa, CpeqHEBEKOBbSI U COBpE-
MEHHOCTHU. DTO PparMeHThI Mo3Mbl Kanuaaca
(VII B. g0 H. 3.) «Putycamxapa» («Bpemena
roaa»), TeKCThl U3 TuMHOB CeBepHoil UHaun
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«BILVAMANGALASTAVA», ¢parMeHTs
co3ganHoro Ha pybexe XIV-XV BB. muk-
na Illeiixa Hedzayn «Can OGmaroyxaHHBINY,
BBIJICP)KKU U3 CY(PHUICKON JIUTEpaTyphl, OAbI
nepcuackoro nosra X1V Beka Xadusa [lupa-
31, (hparMeHTHI IPEBHEH TUTEPATYPHI HA Cya-
xunu ¢ octposa Jlamy (Kenus) u3z cbopnuka
3. Hammanna (E. Dammann), cTUXOTBOpEeHUS
COBPEMEHHOI0 KUTalckoro asropa Croamaii
ToitOnep-JIy (Xuemei Taubner-liu). DOtm
TEKCThl OOBEIUHAIOTCS ¢ UMEHAMHU WMHIUM-
cKkux 0oroB u BepOanbHbIMU psiamu LlITok-
Xay3eHa U3 MepBoil cueHsl onepsl — «Engel-
Prozessioneny». Bcé 510, Kak B caM 3aMbICe
OJTHOBPEMEHHOI'O HCIOJHEHUS OJIHOTO CO-
YUHEHUSI B JIByX BEPCHUSIX — OPKECTPOBOU
U J1yXOBOH, CHMBOJHU3HPYET MHUCTHUYECKUUI
Opax Muxasns u EBbl’, ”HUIUUPYIOUIHHA, TTO
cinoBaM T. VYibpuxa, «IyXOBHO-3POTUYECKOE
eauHenue» 14, S. 450] kynbetyp.

Texctsl msatu xopoBbix rpynn «Hoch-
Zeiten» 03BYYHMBAIOTCS Ha Pa3HBIX S3bIKaX.
[ToMumo XuWHIW, Cyaxuiau, KUTAWCKOrO U
apa0ckoro (B psifie MHU3070B — MEPCHUICKO-
ro) si3pikoB IlITOKXay3€eH BBOJUT TAaKXKE aH-
[JIMHACKUI SA3BIK, MOBTOPSsS. OMNBIT OZHOBpE-
MEHHOIO HaJIO’KEHHUS Pa3HOSA3BIYHBIX TEKCTOB
B «Engel-Prozessionen». B kynbMmuHanu-
OHHBIX pazJenax COYMHEHUS HCIOIb3yEeTCs
HEMEIKHUHA sI3bIK. 71 oONerdyeHus BOCIpusi-
THUS COJEPKAHUS TEKCTA 3/1€Ch IPUMEHSIOTCS
6o ronoca conuctoB (1. 37; m. 68), mmubo
rapmonndeckas ¢akrypa (1. 30; . 98), 00b-
€IMHAIONIAs. BCE XOpOoBbIe rpymnmsl. [lanHoe
HaOJIOICHUE TPUBOAUT K OIpeneIEHHOMY
BBIBOMy: B OOJBIIMHCTBE pa3lejoOB MapTH-
TYpbl JOHECEHHE CONEPKAHMSI BepOaIbHbBIX
PSAIOB A0 MyONUKHA HE BXOAUT B 3a/1a4d KOM-
MO3UTOPA, BBOAUBLIETO MOJIUA3BIYUE C LUETBIO
JEMOHCTpAlUU €JUHCTBA Pa3INYHbIX KYJIb-
Typ. DTOW LIETHU CIIY>)KUT U A3BIKOBOM OOMEH
MEXKy XOPOBBIMH T'pyIIIaMHU, BU3YyaIU3UPY-
€MBIil uepe3 NMPUBJICYEHUE TaHIIOPOB-MHMOB:
W3HAYaJbHO COMPOBOXKIAS CHerupUIecKon
xopeorpadueii HCTIOTHEHNE KaXK IO XOpOBOM
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IPYIIIbI, B MOMEHT 0OMeHa BepOanbHBIMH Psi-
JamMu OHU oOMeHHuBaroTcs nojpapkamu. Cum-
BOJIMYECKOE 3Ha4eHHE 3Toro akra T. Ymbpux
MOSICHSIET cleAylommM obpaszom: «Bmecrte
C SI3BIKOM KYJBTypa OTAAET celdsi, CBOE cepy-
1€, YTO ¥ CUMBOJIM3UPYIOT T€ TIOJAPKH, KOTO-
peiMu oOMenuBarotcs» [Ibid., S. 454].

Ecim B mepBBIX XOpPOBBIX paszjienax
«Licht» xommosutop mpuberan Kk 0coObIM
CBSIIIGHHBIM  SI3bIKAM, aCCOIMUPYEMBIM
C U3BECTHBIMU MUPOBBIMHU PEITUTUSMU (HBPUT
B «Unsichtbare Chore», nateinb B «Luzifers
Abschied»), To B mocieaHUX XOpPOBBIX «OJI0-
Kax» YHCJIO PAa3HOS3bIYHBIX TEKCTOB 3HAYH-
TEIBHO PpacIIUpsieTcsi, OyKBaJbHO OTpaxKas
00IIEeMUPOBOE 3HAUEHHE KOCMOTOHUYECKOTO
muda «Licht», mpunannexamero ogHOBpe-
MEHHO BCEM pEJHTHSAM, BCEM KYJIbTYpaM.
31ech YMECTHO BCIIOMHUTH O TOM, YTO 33/1a-
Ya CUMBOJIMYECKON IEMOHCTPAIIUU JyXOBHO-
r0 €IUHCTBA COIIMYMa B MHPOBOM MaciiTade
MOCPEICTBOM MYIBTUSZBIYHS YXKE TPExKIIe
pelranack B XOPOBOW MYy3bIKE: CJIOBECHYIO
ocHoBy «Coro» (1975-1976) Jlrouano be-
proO 00pa3yloT (OIBKIOPHBIE U aBTOPCKHE
TEKCThI, MPEACTABIAIOIINE EBPONEUCKYIO,
a3MaTCKyIo, JAaTHHOAMEPUKAHCKYIO, TIOJIHHE-
3UHCKYIO U aQpUKAHCKYIO KyabTypbl. OTHAKO
JUIS JIEMOHCTpAIlMM B3aUMOOOMEHA MEXKIY
KyJbTYpPaMH UTATbIHCKANA KOMIIO3UTOP BOC-
MIPOM3BO/INII 3TH TEKCTHI HE Ha SI3bIKE OPUTHUHA-
na (3a uckmouenneM ¢pparmenra «llecau nec-
HE», UTATbIHCKUX (OTBKIOPHBIX TEKCTOB H
¢dparmenToB ctuxotBopenus [1abmo Hepympi,
BBITIONHSIONIETO (YHKIMIO pedpeHa), a Ha
Hanbosee M3BECTHBIX E€BPOIEHCKON IMyOnnke
A3BIKaX — aHTIIUIICKOM, (hpaHIly3CKOM, HCTIaH-
CKOM, HEMEIIKOM (cM.: [5]).

[MTokxay3eH yxe B «Engel-Prozessionen»
(2000) opraHM3yeT CIOXHYIO MOIU(OHUYEC-
CKYIO KOMITO3UIIMIO HAaJOKEHUEM BepOaIbHbBIX
PS/IOB HA CEMH SI3bIKaX, OyKBAJIBHO TMPEICTaB-
JSIOIMX BCE KOHTWHEHTHI 3€MHOTO Imapa:
Hemenkuit si3pik (EBpona), aHmmuiicKuii si3bIk
(EBpoma, CeBepHasi Amepuka, ABCTpaius),
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ucnanckuit s3Ik (EBpoma, Jlarunckas Ame-
pUKa), XUH/IW, KUTAHCKUH, apaOCKUI S3bIKU
(Azmst), cyaxmwmm (Adpuka). Bmecte ¢ yxe
BBIILICYKAa3aHHbIM CHMBOJINYECKUM 3HAUYCHU-
€M MYJIBTHS3BIYHS, BAKHO OTMETHTD U TEXHU-
YECKUI aCTeKT MPHBICUEHHS 3TOTO pecypca:
mddepenrpoBaHHOe POHETHUECKOE 3BYYa-
HUE PA3HOSI3BIYHBIX PSAOB BMECTE C pPa3iiu-
YUEM TEKCTypPHOW, PETUCTPOBOM, TEMIIOBOU,
TEMOpOBOI OpraHu3alMyd MOMOTaeT JOCTUYb
sddekra crepeopoHnr, K KOTOPOU KOMIIO-
3UTOP CTPEMUJICS HE TOJIBKO B AIIEKTPOHHBIX
(«Oktophonie», 1990-1991) u uHCTpyMEH-
tanbHbIX («Helikopter-Streichquartett», 1993),
HO ¥ B XOPOBBIX pazziesiaX TenTaoTHH.

Ve B mepBol XOPOBOW KOMITO3HIIMH, BO-
menmeit B onepHbid muki, — «Unsichtbare
Chore» — mpuBnekaeT BHUMaHuE €€ cTepeodo-
HUYECKOE PEIIEHUE: XOPOBbIE CEKIIMH BO Bpe-
Ms1 KcnoiHeHus onepsl «Donnerstagy ncrnomnb-
3YIOTCSI B BUJIE ay/INO3AIMCH, HAKIIaIbIBAEMOM
Ha 3BYYalllyl0 B MOMEHT JEHUCTBHUS MY3BIKY.
AKIIEHTHpYs BHUMaHHE Ha 3TOH OCOOEHHO-
cti Komnosuiuy, [ITokxay3eH pacnuchBacT
NapTUTYpy HE MO HapTHsiM, a no 14 kaHazam
xopoBbix maprtuit: [-1Il xanamer (compano),
IV-VI kananes! (aneThl), VII-X kxanams! (TeHO-
pa / knapuetsl), XI-XIV kanans! (6acer). Emgé
OJIH KaHaJl MpeAHa3HaYaeTcs A JUpHKEpa,
OTBEUAIOIIETO 3a OajaHc OOIIETro 3ByYaHWUS.
[IlecTHanuaTvkaHanbHas 3aMuch (OAWH KaHal
ocTaércsi CBOOOJHBIM) B XOZ€ 3BYKOBOM 00-
paboTku mpeoOpaszyercss B ayAHO3aruCh IS
BOCbMMKAHAJIbHOTO BOCIIPOU3BEICHUSI.

B npenucnoBuum k mnaprtutype LITok-
Xay3eH HE TOJBKO YKa3bIBaCT pa3MEIICHHE
ayIM0-penpoLyKTOPOB B MPOCTPAHCTBE KOH-
LEPTHOTO 3ajla, HO U CKPYMYJIE3HO OIHUCHI-
BACT KEIAEMbIN IUIAH PENETULNNA C KaXIO0u
XOpOBOU Tpynmnoil 1 0COOEHHOCTH MX 3BYKO-
3anucu. TeXHOIOTHs HATOXKEHUS PaHee 3aIu-
CaHHOTO MaTephasa Ha BOCIPOU3BOANMYIO
B peaJIbHOM BPEMEHU MMAPTUTYPY Y’KE UCTIONb-
3oBanachk llITokxayzenom B «MukpodoHuH
II», onnako umenHo B «Donnerstagy» KoMIio-
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3UTOP MPELyCMOTPEN BKIIIOUEHHUE CIIELHATIb-
HO HANMMCAHHOTO I MPOU3BEACHUS MaTepu-
ana. Vcmomnp3oBaHWE BBICOKOKAYECTBEHHOM
BOCBMHUKaHAJbHOW XOpPOBOW 3alMCH BMECTO
peaIbHOro XOpOBOTO MEHUS MOIJIO OBITH 00-
YCJIOBJICHO JIBYMS OCHOBHBIMH TPUYHMHAMMU:
a) JKeJlaHUEeM TOJIyYUTh OCOOBIN cTepeodd-
(GexT, CBsI3aHHBIM cO cOallaHCUPOBAHHBIM
BOCBMHKAHAJIBHBIM  BOCIPOU3BEICHUEM;
0) cTrpemiieHreM JA00UTHCS (aHTACTUUECKOU
CIQ)XEHHOCTH XOPOBBIX MapTHH. 3amMeTuM
3nech, uro y IllTokxayzena Obuto ocoboe
OTHOILIEHHE K MPOLECCY 3BYKO3AIUCU CBOUX
COYMHEHMI1: paboTa HaJl CBeJICHUEM 3aICaH-
HOTO Marepuaja OTHHMAala y HEero mojdac
CTOJIBKO K€ BPEMEHH, CKOJIBKO U caMo co3/a-
HUE napTuTypsl. XKenanue 106UTHCS HI€ab-
HOTO Ka4eCTBa 3BYKO3AIHCH, TOJTHOCTHIO CO-
OTBETCTBYIOIIEH aBTOPCKOM MapTUType, IS
Hero ObLIO SKBUBAJICHTHO CTPEMJICHHIO Ipe-
JIETBHO ACTAIM3UPOBATh B HOTHOM 3aITHCH JTU-
HaMUYECKOE, TEMIIOBOE U apTUKYJISLIMOHHOE
pellieHre cBoux counHeHui. CuMnToMaruy-
HO B 3TOU cBsA3M omnucanue llItoxxayseHom
cBoeil paborel Hanm «Engel-Prozessioneny
u3 omepnl «Sonntag»: «Jlaxe mocine mectu
Henenb penerunuii  “Engel-Prozessionen”
¢ XopoM B XWJIBEPCIOME U JIByX HENEIb 3alu-
CH KaXJOW M3 CEMU TPYyMNI MO OTAEIbHOCTH
s Bc€ paBHO MOTOM emé Oosblie Mecsa Mo
BOCEMb 4acOB B JIEHb CBOJWJI 3allMCH B CTY-
JIUH, PETYIUpOBai OallaHC, CHHXPOHU3AILINIO
U BBICOTBI HOT. A XOp I€J O4E€Hb XOpPOLIO.
NneanbHOE Kaue€CcTBO U TOYHOE COOTBETCTBHE
MapTUTYpPE BOZMOXKHBI TOJIBKO Onarogaps HO-
BOMY HCKYCCTBY 3BYKOBOI'O CBE€IACHMSI <...>
3anuch JOKHA OCTaBaThCs B BEKaX KaK Mak-
CHUMAaJIbHO TOYHAs peaau3alus 3TON NapTUTy-
pbl. UHoTO yTH B Oyayiee HeT» (IUT. 11O: [3,
c. 26]). U3onupoBaHHas 3ByKO3aKUCh OTAEIb-
HbIX X0poBbIX rpyri B «Unsichtbare Chorey
(«Donnerstag») u B «Engel-Prozessionen»
(«Sonntagy) mo3BoJuiIa KOMIIO3UTOPY B IIPO-
1ecce CBEACHMs 00IIe ayaro3anucy B Mak-
CUMAJIPHOI CTENEeH! TOOUTHCA HEOOXOIMMO-
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ro OamaHca MeXay HapTHSAMH, WCIOTHEHUS
IPEINUCAHHBIX TEMIIOBBIX COOTHOLICHMH,
MIPAKTUYECKU HE JOCTUKUMBIX IIPH “YKUBOM
ucnoaHeHuu (mpumep Ne 1).

B co3manubix mocie

LIaMH, 3BYKOB IIOIIEJTyE€B) KOHTPACTOM MEXIY
rpyIIamMy, BaXKHBIM PECYPCOM XOpPOBOM cCTe-
peoOHNH CTaHOBHTCS MPAKTHUECKH HE WC-
nojb3yemasi B MHbIX counHeHusix Llltokxayse-

«Unsichtbare Chérey  1lpumep Ne 1 «Unsichtbare Chore» («Donnerstagy). Cexnust 22
XOpOBBIX CII€HaX Tem-

P o G | =8
TaJIOTHHU TOKXay3€H BT D) . .
CTpeMI/ITCSI K BOILJIOIIEC- e vlv] ;l e
HUIO cTepeooHnn yKe 5 @ 3 6@
B CHUTYyallUd >KUBOTO HC- S = I >t =
nonHenus. B «Luzifers Bism  ® )
Abschied» ucnonbzyercs L e o wu ]

460,

IIaCTOBAs.  OpraHU3aLHst 2
TKaHH, COCTaBJISIOLINE AR Hiveasou
KOTOPOM  pa3inyaroTcs

no teMOpoBoMy odopmiieHuto. Hampumep,
B JIBEHAIIATOH cTpode KOMITO3UTOp O00B-
eIMHSET 3ByYaHue MOIOIINX U PEUEBbIX 00~
coB, nipoaosmkas unaymue emeé ot lIEndepra
(«Moses und Aron») Tpaguiuu 0ObEIMHE-
Hust Gesangchor n Sprechchor. B Hauanb-
HeIXx cTpodax IllTokx3ay3eH HCIOIB3yeT
quasi-quapoHNI0, 00pa3yeMyr0 TICaTMOANCH
0apuToHOB Ha (HOHE BBLIEP)KAHHOTO TOHA
Hu3koro Oaca. [IpennucanHas WHTOHAIIMOH-
Has U PUTMHYECKAs HE3aBHUCHMOCTH UCIIOJN-
HHUTEJIeH Jpyr OT JApyra co3naéT SpKui co-
HOPHBIN 3P QEKT, yCUTUBAEMBI aKyCTHUKOU
Karoauueckoro xpama®. OOparaer Ha ceOst
BHUMaHHE U pa3Has CKOPOCTh IMpOU3HEce-
HUSl TEKCTa C JJIUTEIBbHBIMA OCTaHOBKAMU
Ha COMIACHBIX 3ByKaX, co3garomas 3¢¢ext
nepeiaun TOXKAESCTBEHHBIX (JOHEM OT OHOTO
MEBIA K IPYTOMY.

B «Midchenprozession» (1987) u3 onepsr
«Montagy KEHCKHI X0Op AETUTCS Ha TPH YaCTH
B COOTBETCTBHH C PACIHOJIOKEHHEM Ha CIIEHE
(71eBbI, TIpaBBIi U LIEHTPAIbHBINA XOpbl). BMe-
CTe C PUTMHUYECKUM (TIPOTHBOMOCTABICHUE
JyOJIbHOM M TPUOJILHOM MYJIbCAIUH ), TEeMOPO-
BbIM (IIPOTHUBOIIOCTABJICHUE TPaTUIIMOHHOTO
MHTOHUPOBAHUS U PA3IMYHBIX 3BYKOBBIX 3(-
(EKTOB — TIIUCCAH/I0, JITUTEIBHOTO 3BYYaHUS
OTJENBHBIX (DOHEM, IIETKAHBS S3bIKOM, MaJTb-
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Ha UMHUTALMOHHAS MTOTU(OHUS: aHAIOTUYHbIE
WHTOHAIIMOHHBIE JMHUM KAHOHWYECKU OTpa-
KAIOTCS B Pa3HbIX YacTAX CLEHBI (CM. TAKThI
118-121). Ilocneanuii mpumep AEMOHCTPH-
pyeT ciydaif, KOIrja COCTaBJISIOLINE OOIIYIO
TKaHb CyO(aKTypbl MPeACTaBICHbI HE TOIBKO
MOHO(YHKIIMOHAJIbHBIMH, HO U TMOJU(YHK-
UOHAJIBbHBIMU OOpa3oBaHuaMHu. I[lomumo
MMUTAIMOHHO-TIONU(POHNYECKON (HaKTypbl
Uil OpraHuzanuu (HakTypHOro OJIoKa MOXKET
MPUMEHATHCSI TOMO()OHHO-TAPMOHUYECKOE U3-
JoxeHue (TakTel 25 — 33).

B GonbIMHCTBE XOPOBBIX CIIEH Te€NTallo-
run tuddepennuanys cyopakTypHbIX OJI0KOB
BHYTPH IUIACTOBOM OpraHU3aliy MPOUCXOIUT
oCpeaCcTBOM TUHAMUKU. OCOOEHHO SIPKO 3TO
MOYKHO YBUJETb BO BCTYIIHUTEIBHOU XOPOBOM
cuene onepsl «Dienstag» — «Dienstag-Gruss»
(1987-1988). B cootBeTcTBHM C CONIEpIKaHU-
€M DTOM OIEphl, NOBECTBYIOLIEH O IPOTUBO-
crossHu Muxasns (apxanrena Muxawna) u
Caranbl (JIrormdepa), BCTynUTENbHBIA CMe-
IIAHHBIM XOp MpeACTaéT B BHIE ABYX CaMoO-
CTOSITEJIbHBIX COCTABOB — COIIPAHO U TEHOPOB
(cunsr CBeta), anbroB U 0acoB (cuibl ThMbl).
OTyéTnuBOE BOCIPHUATHE TEKCTa KaXKIOro
xopa obecreunBaeTcsi IPOTUBOMOCTABICHHEM
HE3aBUCUMBIX TapMOHUYECKUX BEpTUKaJeH
BBICOKOTO (X0Op crt CBeTa) M HU3KOTO (XOp CHIT
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TpMBI) TIEBUECKHUX PETHCTPOB C MpEANUCAH-
HbIM B TMAPTUTYpPE JUIMTEIbHBIM MpPOU3HECE-
HUEM COHOPHBIX COINIACHBIX U YTPHUPOBAHHBIM
aKIIEHTUPOBAHUEM OHKCIUIO3MBHBIX (DOHEM.
Kpacounsiii sddext mnpousBoasT OyKBaib-
HO OTPAXKAIOUINE «MY3BIKAIBHYIO OOpHOy»
Cun Cgera u Cun TbMbI KOMIUIEMEHTApHbBIC
crescendo n diminuendo nByX XOpoB, TIO3BO-
JSFOIIAE MyONMKE TMOTEPEMEHHO OTYETIIMBO
BOCIIPUHUMATH 3By4aHHE TO OTHOTO, TO APY-
roro xopa. Ciioru u otaensHble (OHEMBI, CO-
CTaBIISIOIINE TEKCT KaXKIO0TO U3 XOPOB, MHOTO-
KPaTHO MOBTOPSIIOTCS TIEBLIAMH XOPa, CO3/1aBast
TUHaMHA4YecKuil 3¢ ekt HepaBHOMEPHOTO Ou-
€HHSI TOHOB Ka)KJIOTO M3 JUTUTEIIEHO BBIIEPIKH-
BaCMbIX aKKOPJIOB.

B «Hoch-Zeiten» xommo3urop mpsiMo
YKa3bIBACT HA MIPUOPUTET ONPEACIEHHBIX WH-
TOHAIIMOHHBIX Guryp u glissandi, HamepeH-
HO BBIJICTISIEMBIX U3 001Iel 3ByuHocTu: «Ka-
KIasi U3 TSTH BOKAIBHBIX TPYMI pas3zieieHa
Ha JIB€ YaCTH, KOTOPbIE UMEIOT OWH 00Nt
TEMIT U OTKJIOHEHHUS OT TOHA B COOTBETCTBHUH
¢ rpaduxoit. [l KaKI0i 4acTH yKa3aHHBIC
burypsl glissandi Gonee BaKHBI, YeM BBI-
nep>xkanHbie HOTHL. [loatomy atm glissandi
CleayeT TeTh O4YeHb YETKO, UyTh TpoMUe,
0e3 OILIyIIeHHsI CIIy4alHOCTH, HE YOOI
uX opHaMeHTHUKe. OHU JOJKHBI OBITh TOYHO
odopmiteHbI (0COOEHHO ATO KacaeTcsi UCTION-
HeHHs comnacHbIX). [leBliam Bcerma ciemyer
CIIEUTh 3a JPYTrOol YacThIO TPYIIIbI, METh
9yTh MST4Ye, KOTJa Y OCTAJIBHBIX MOJ00HBIC
burypst u glissandi» [10, S. VIII]. B nexoto-
peix cinyuasx Llltokxaysen nyOnupyer nuHa-
MUYECKAE pEeMapKd WHBIMH TpaduyeCKUMH
0003HaYCHUSAMH, HAIPUMEP, CTPEIIKOH, yKa-
3bIBAIOLIEH Ha Mepenady GyHKIHUH pelibeda B
UHOH cyOdakTypHbIii 610K (cM. TakThl 3032
«Médchenprozession»), a Takxke pUTMHUYE-
CKHU — penbeHBIH TU1acT B OOJIBIIMHCTBE CITY-
4aeB OTIMYACTCSA OT (DOHOBBIX PUTMHUYECKUM
odopMIICHHEM.

Bwmecre co cnenudukoit hakTypHOUl op-
TaHu3aluu  CTepeo(OHUST XOPOBBIX CIICH
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TeNTaJOTUK BOIUIOIIAETCS OyKBaJbHO — IO-
CPEICTBOM TEPEMEILEHHUS UCTIOTHUTENEH KaK
B ITPOCTPAHCTBE CIICHBI, TaK U 3a e€ mpeaena-
Mmu. B cBoux craresx, uHTepBbio llITOKXay3eH
NOMYEPKUBAI TIPUHIIUIHAIBHOE HECOOTBET-
CTBHE aKaJIECMUYECKHX KOHIIEPTHBIX 3aJI0B,
IPEATNONIAaTaoIuX TOIBKO MOHO(POHUYECKOE
BOCIIPUSTHE MY3bIKH, U COBPEMEHHBIX CTe-
peoPOHNYECKUX MY3bIKAIBHBIX TPOCKTOB:
«51 yOexn€H, 4yTO y KOHLIETIIUHA KOHLEPTHO-
ro 3ajga, CHaOKEHHOTO CTEPEOTUITHOW OfI-
HOCTOPOHHEH CIICHOH, HET OoJjbllle CMbICIA
U 4TO TPEXKOOPAMHATHAsI MPOCTPAHCTBEH-
Hast My3bIka — HeoOxomumocTe» [12, p. 119].
B omepax renrtanoruu xop pasmeraercs He
TOJIBKO Ha CIIEHE, HO U B 3PUTEIILHOM 3aJie
(«Dienstag — GruB» u3 omepsl «Dienstagy),
AKTUBHO TIEpEMENIaeTCsl B KOHIIEPTHOM IIPO-
CTPAaHCTBE U Jaxe 3a ero npexaenamu. Tak,
B omepe «Samstag» MYXCKOW XOp BBIXOJIUT
3a mpenesbl KOHLEPTHOTO 3ajla B PACIoNo-
KEHHBIN PAJIOM KOCTEIN, yBIeKas 3a coO0l U
3pureneir’.

KyneMmuHanuen pa3BuTus XopoBoil crepe-
oponnn IlToxxay3ena cranosurcs «Hoch-
Zeiten» (3aKIOYMTEIbHAS CIIEHA OIEPHI
«Sonntagy). OmHOBpEMEHHOE 3BYYaHHE TISITH
XOpOBBIX Tpynn AuQQepeHIIPOBAHO 3/1eCh
HE TOJIbKO IO PETrUCTPOBBIM M TEMOPOBBIM
XapaKTepUCTHKAM, HO U TI0 TEMITY Pa3BEPTHI-
BaHus. Eciou B «Unsichtbare Chore» couera-
HUE Pa3HOTEMMOBBIX CyO(dakTyp ocyiecT-
BIISUTOCH MCKITFOYUTENHHO MYTEM HATOKCHUS
ayuo3anycel 3almuCaHHBIX H30JIMPOBAHHO
JpyT OT Apyra XopoBsIX rpyti, To B «Hoch-
Zeiten» mepea UCTIOTHUTEISIMH CTOsIa 3a/1a-
Yya BOIUIOTUTH MOJMBPEMEHHOE Pa3BEPTHIBA-
HUE XOpPOBOW TKAaHU B KMBOM HCIOJHEHHH.
[ns e€ pemenns LlToxkxay3eH npexycMoTpen
NSATUKAHAIBHYIO ayJH03aliCh CUTHAJIOB Me-
TPOHOMA, OTACJIbHbIE JOPOXKKHU KOTOPOM
BOCITPOU3BOIMIINCH Yepe3 CHEIUaTbHBINA Ha-
YIIHUK JUIsl KQKJOTO0 aCCUCTEHTa IUPHKEpa,
OTBETCTBEHHOT'O 3a YIIPaBJICHHUE OIpeecH-
HOU XOpOBOH Tpymmoii'’.
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AxkoproBasi pakTypa B XOpOBBIX CIIEHaX
«Licht» ucnonb3yercst peako u, Kak MpaBH-
710, JUIs BBIJETICHUS BaXKHBIX IO CMBICITY CJIOB.
Ona 3ambikaer «Médchenprozession» u3
onepsl «Montag», «Engel-Prozessionen» wu
«Hoch-Zeiten» u3 onepsl «Sonntagy, «Kinder-
Chor» u «Kinder-Tutti» u3 onepsi «Freitagy.
B OonbiimHCTBE CityyaeB €€ opraHu3yeT TOHO-
BO-OTIPEICTEHHBINA MaTepHal, HO B HEKOTOPBIX
Clly4asix, MOAOOHBIX KpaTkoMy JABYTaKTy H3
«Maédchenprozession» (Taktsl 23—-24), LlTok-
Xay3eH TPHMEHSET HUCKIIIOUUTEIBHO IIyMO-
Bble 3By4HOCTH (mpumep Ne 2). YHUKaIbHBIN
cllyyail TapMOHUYECKOTO U3JIOKEHHs JEMOH-
crpupyer mnaptutypa «Luzifers Abschied»
(«Samstagy): 31ech KOMIIO3UTOP MPUMEHSIET
PUTMHU30BAaHHYIO NICAJIMOJHMIO OAHOBPEMEHHO
¢ ucrioiaeHneM o (mpumep Ne 3)!' B map-
TUTypE 3TOT MPUEM OOBIYHO 3amKcaH B BUJE
(op11aroB HEONpPeAEAEHHON BBICOTHI.

Bmecte ¢ nomiem B

OTJEJNBHOTO MY3BIKAJILHOTO 3Mu30/Aa (MO-
MeHTa). Kommosutop mnpemycmarpuBaeT u3-
MEHEHHE OTHOCHUTEILHOW BBICOTHI IITyMOBOTO
TOHA TIOCPEJICTBOM PA3IMYHOTO HANPSHKEHUS
nuneBbiX Mbimil. Bmecre ¢ Tem, B «Engel-
Prozessionen» mpemycMoTpeHa CUTyarust Ofl-
HOBPEMEHHOTO MCITOJIHEHUS TOHA ONPEIEIEH-
HOM BBICOTHI U SI3bIKOBBIX IIETYKOB.

Bropoe HOBOBBeIEHHE — ATO TaK Ha3bIBacC-
MBIi «I1BeTHOM TIrym» («fabriges Rauscheny),
MPEACTABISIONUNA  cOO0M €€  CIBIIIHBIN
CBUCT, OOpa3yemblii B TIpOIIECCE€ BBIIOXA
CKBO3b Y3KYIO IIEJb MEXIY KOHYUKOM SI3bI-
Ka ¥ BepxHUMHU 3yOamu. B coorBercTBHM
c onucanusmu lllTokxay3eHa, 3TOT 3ByK 00-
pasyeTtcst 6e3 y4acTHs Toyioca mpu BOCIPOU3-
BeJleHNU (DPUKATUBHBIX COTIIACHBIX [s], [ts],
[f]. PeampHO BOCHpomM3BOgMMAs 3BYYHOCTH
JOJIKHA OBITh TO BHICOTE HA TPHU OKTaBbI
BBIIIIE IpeTUCcCaHHON B HOTaX (mpumep Ne 4).

XOPOBBIX naptutypax  llpumep Ne 2 «Maidchenprozession» («Montagy»). Ctpoda VI
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IIpumep Ne 4 «Unsichtbare Chére» («Donnerstagy). Cexiust 18~ PYEMBIX IPHUEMOB  SIBJIS-

. .. . X . I0TCSI glissandi,“pae.nnq-
s % . = == == HBIC [0 HPOTSHKEHHOCTH.
Al L. R . . B nmpeaucnoBun k xo-
T}%’Iﬁ]w : posoii Bepcun «Hoch-

R > > > . > > Zeiten»  IlITokxayseH

=] B

[f] [s] [s]

Cpenu pa3HOOOpa3HBIX BOKAJBHBIX IPH-
€MoB, BcTpedaeMbix B maprutypax llITokxa-
y3eHa, Ha30BEM Takke cmex («Unsichtbare
Chore»), cBuct («Middchenprozessiony,
«Welt-Parlament», «Engel-Prozessioneny),
wraa («Madchenprozession») u mgaxe pbrda-
aue (Kinder-Chor, Kinder-Tutti). B xopoBbix
CIIEHAaX TeNTaJIOrUU MOJIy4YaeT paclpocTpaHe-
HUE U XapakTepHoe 11 « Momente» u «Atmen
gibt das Leben» uepenoBanue rneHust Ha BIIO-
xe u nenus Ha Beiioxe («Unsichtbare Chorey,
«Médchenprozession»). Kak u B counHeHu-
ax 1960-x romos, IllTokxay3eH mpoaoIKaeT
3€Ch JKCIEPUMEHTHl TI0 HCIOIb30BAHUIO
pa3nUUHBIX BUIAOB Tpemono. Cpemu HUX:
a) MaHyaJbHO-Ta0MaIbHOE TPEMOJIO, MOJIY-
JaeMoe ITPU UHTOHUPOBAHKH YIapaMu pyKOU
o ry6am («Engel-Prozessioneny, Takt 143)'2;
0) nmadparManibHOE TPEMOJIO, CO3/1aBaeMOe
OBICTPBIMU COKPAIIIEHUSIMA MBIIII] KABOTA
BO BpeMs HemnpepbiBHOW ¢onamu («Welt-
Parlament», Takt 195); B) miorTansHOe Tpe-
MoJ10, 00pa3zyeMoe MHOTOKPAaTHbIM CMbIKaHH-
€M TOJIOCOBBIX CBSI30K NMPH WHTOHUPOBAHHUH
oxnoro 3Byka («Engel-Prozessionen», TakTbl
271-273)", r) manaro-IMHIBaJbHOE TPEMO-
70, TIOTy9aeMoe TpU JITUTEIIFHOM WHTOHU-
poBanuu BUOpaHTHI R B € mepeaHes3praHoM
WK 3aiHes3pI9HOM BapuaHTax («Unsichtbare
Chorey, cexmus 20)'.

TemOpuka xopoBbix cieH «Licht» — mo-
*Kanyd, Haubosee mMopasuTenbHas 007acTb
xopoBoi kommnosunuu Illtokxay3ena, ak-
KyMyJIUpyOIass MpakTUYeCKH BCE OCTU-
KEHHUSI €r0 MPEIIICCTBYIOIIUX COYMHEHUM.
OmanM W3 HamOoJiee aKTHUBHO SKCILUTyaTH-

yKa3bIBae€T 4ETBIPE pa3-
HOBMJIHOCTHU 3TOTO IpH-
éMa: a) mpOTHKEHHOE
OZIHOHAIPABJIEHHOE IIHCCAaHI0 (BOCXOsIIee
U HUCXOZSILEE) OT OJHOIO TOHA K APYroMmy,
KaKk K OINpenei€HHOMY, TaK U YCIOBHOMY;
0) rpaduueckoe IIMCCAHIO, HAIPABICHUS
KOTOPOTO COOTBETCTBYIOT KAaKOMY-JIHOO pH-
CyHKy (rpaduky); B) KpaTKoe IJIMCCaHJIO
BHHM3 C BO3BpAlllCHHEM K HCXOIHOMY TOHY;
I') KpaTkoe INHUCCAaHA0 BBEPX C BO3BPALICHU-
€M K UCXOTHOMY TOHY (mpumep Ne 5).

Buns! muccanno B «Hoch-Zeiten»
(Sonntag)

IIpumep Ne 5
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Hepenkoni mns coumnenuy llltokxayse-
Ha OKa3bIBACTCSl CUTYyallUsi OJHOBPEMEHHOTO
WCIIOJTHEHUSI Pa3JIMYHBIX BHUIOB IJIHCCAHJIO,
a TaK)Ke COYECTaHHWsS] OCTUHATHOW IOJIUPHUT-
MHYECKOW Mylbcallid B OJHOM cyOdakryp-
HOM Onoke Ha (poHE TIHMCCAHIO B APYroMm
(«Unsichtbare Chorey, cexus 13 B) wim ox-
HOBPEMEHHOTO HAJIOXKEHUS CTAaOUIHLHON KOH-
TUHYaJIbHOUW, CTAaOWJIBHOW MyOJIbCHPYIOLIEH
U MOOWJIPHOM KOHTHHYaJbHOW (IIMCCaHAM-
pyromei) 3ByuHocTeit («Welt-Parlamenty,
TakThl 146—182).

Baxxnoe 3HadyeHme, KOTOpoe mpuoOpeTa-
€T XOpoBas My3blKa B IJIJABHOM COYHMHEHUU
Mrokxay3ena — rentanorun «Licht», Bo
MHOTOM OOYyCIIOBJIEHa TOW POJIBIO, KOTOPYIO
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OTBOJIUJI KOMIIO3UTOP T'OJIOCY B CBOMX KOMIIO-
3unusAx. bynydun HemocpeacTBEHHO CBA3aH-
HBIM C BO3MOXKHOCTSIMU IIPECTABICHHSI SMO-
IIUOHAJILHO OKPALIEHHOIO aBTOPCKOTO CJIOBA,
roJIOC B pPaMKax XOpPOBOI'O MHOIOrOJ0CHS
npuodpeTan JONOJHUTEIbHBIE BO3MOXKHO-
CTH JIJIs1 CO31aHMSI CJIO)KHOTO MHOTOSIPYCHOTO
(akTypHOro IpOCTPAHCTBA, HE yCTyMarolle-
TO 10 Pa3HOOOPa3HI0 TEMOPOBO-APTUKYJISIIHU-
OHHOM OpraHu3alli OPKECTPOBOM MY3BIKE.
OtcyTcTBHE pa3nuuus B OTHOLUIEHUU K HH-
CTPYMEHTAJIBHOU ¥ BOKAJIBHOW apTUKYIISALUU
B no3aHux counmHeHusx llltokxaysena moa-
4EPKUBAIOT MHOTUE MCCIIE0BATENN TBOpYE-
cTBa KoMmmo3utopa. [IpuBeném BbIIEPKKY W3
cratbu A. Jlpayc (A. Draus): «Kommo3zutop
[[IToxkxay3eH. — A. P.] UCIONB3YET CUIBHO
T QpepeHIIMPOBAHHbBI BOKAJIBHBIM U HH-
CTPYMEHTAJIbHBIN Marepuai, 4acTo MpeBOC-
XOISIIMN TPaAULIMOHHBIA HHCTPYMEHTapUi
eBponeiickoil my3bikd. Croma BXOIAT aKy-
CTHUYECKHUE TOHBI, KOTOPBIE JAJEKU OT TPaIu-
LIMOHHBIX CIIOCOOOB CO37aHUA 3ByKa, TaKHUe
Kak 3((eKTbl, KOTOPbIE OTHOCSITCS K Peiu-
TMO3HOM MEIUTalUU U MaruyeCKUM IMpakTu-
KaM, IIPOUCXOSIIUM U3 MHOTUX MECT MUpA,
OHOMATOIIO3TUYECKHE 3BYKH U pa3lIU4YHbIE
BUJIbI IIyMOB. Kak roBOpUT caM KOMIIO3UTOP
(HammpuMep, BO BpeMsI KOMIIO3UTOPCKHUX ce-
MuHapoB Ha Kypcax B 2005 u 2006 romax),
UMEHHO 3TH JHAJICKTHI BIUSIOT HA 0COOEHHO-
CTH SI3bIKOBOTO OOIIEHUS PA3JIMYHBIX KyJlb-
TypHbIX Tpymn. UuTerpuposas ux B “Licht”,
[ITokxay3eH CcoOYeTaeT 3BYKH OIpeneIeH-

HOM M HeonpeaenEHHON BBICOTHI, BUOpaIuH,
IJIMCCAHJ0, KPUK, MOJENMHI, CMEX, WIEMNOT,
XJIOTIKH, IIETYKH S36IKOM U T. 1. OH OAMHaKO-
BO OTHOCHUTCSI M K UEJIOBEYECKOMY T0JIOCY, U
K HUHCTPYMEHTAJIbHBIM 3ByKaM, 4YacTO pa3Mbl-
Bas TEMOpPOBBIC pa3nuyus Mexmy HUMH. OH
NOTYEPKHUBAET ‘“DKCIIPECCUBHOCTH” HHCTPY-
MEHTOB, OTpa)kas OCOOCHHOCTU JIHMAJIECKTOB
B crieru(rKe HHCTPYMEHTAIBHON apTUKYJIS-
IMA U TOJIOCOBOM ‘“‘MHCTPYMEHTAJIbHOCTU ,
OTKa3bIBasACh OT CEMAHTHUKHU TEKCTa, WU OT
WCIIOJIb30BAaHUS €r0 aKyCTUYECKUX CBOWCTBY
[7, pp. 116—-117].

B xopoBbIx cuenax renranoruu Iltokxa-
Y3€H COEIMHSAET OTOOpaHHBIE B paMKax <«Jia-
OOpaTOPHBIX OMBITOBY MPEAIIECTBYIONINX CO-
YUHEHHUH pecypchl (cTepeodonusi, poHeMHas
KOMMO3UlKsA, HNpuHUUIBl Moment-Form)
C HOBBIMHU MpuéMaMu GakTypHOH U TeMOpo-
BOM OpraHu3alyy, MaKCUMaJIbHO pacLIupssi
KOMIUIEKC CPEICTB BBIPA3UTEIBHOCTU COBpE-
MEHHOI0 XOpOBOro nuchbMa. OpraHuyHOCTb
MoJ0OHOTO KOMILJIEKCA TapaHTUPYETCS €IUH-
CTBOM KOHIIEMIIMM TUTAHTCKOTO OIEPHOTO
nukia Iltokxay3eHa, Oka3blBaloIEl BIIUS-
HUE€ HE TOJIbKO Ha TEXHUKY KOMIIO3HMIIMH, HO
Y Ha cuieHorpaduio U IpamMaTypruieckoe pe-
HieHre. AHajau3 XOPOBBIX CLEH IeNTalOrHu
«Licht» mo3BonsieT caenars BbIBOI O (op-
MUPOBAaHUU YHHUKAJIBHOTO XOPOBOTO MHChMa
K. IItokxay3eHa, rpauuecku U aKycTuye-
CKHM BBIIEISIOIIEr0 €ro coyuHeHus 1979—
2002 romoB cpemy BCETO MHOTOOOpa3Ms XO-
POBOI MY3BIKH KOHIIA XX BEKa.

< > TIPUMEYAHUA <>

'O BmusHun «Kuurm Ypantum» Ha 3a-

MBICEJT TENTAJIOTUU CBUJCTEIBCTBYET U WC-
M0JIb30BaHUE 3aMMCTBOBAHHOW M3 dTOW KHUTHU
CUMBOJIMKH Muxassi (Tpu KOHICHTPUYECKHE
okpyxxHoctH), Jlrouudepa (u€pHblii Kpyr BHY-
TPU KpPacHOM OKpYKHOCTH Ha OeioMm (ore),
a TaKKe OTHeNbHbIC (Ppa3bl TEKCTa (Hampumep,
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cioBocouetanue «Mwuxase u3 HebamoHa»
(He6anon — B Knure Ypantuu — o003HaYeHUE
Hamel ['amakTukm).

2 dopmya — OCHOBHAs €MHUIIA HOPMYITh-
Hoii kommnosunuu lllTokxay3eHa, mpeacTaBiis-
I0I1asi XapaKTEPHY MEJIOJMUECKYI0 CTPYKTY-
Py — SApPO KOMIIO3UIIUH, PA3BUTHUE KOTOPOTO
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OpraHMu3yeT BCE My3bIKaJIbHOE IIPOU3BEIICHUE.

3 Kak numier T. Ynspux (T. Ulrich), npuxon
HITokxay3eHa k cynephopmyiie, UIeonorunde-
CKU OOYCIIOBJIIEHHOW CEpHUaJbHBIM MBIIIICHH-
em, uMeHHO B «Licht» 3akoHOMepHO cBs3aH
C IyXOBHOHM muzaeei counHeHus: «Bocnpustue
KU3HU Kak Ipolecca MpeBpalleHus, B KOTO-
POM TPOTHBOIOJIOKHOCTH YEPEAYIOTCS ApPYT
C JIpYTOM, SIBJISIFOTCS JIMIIb KPAMHUMHU IOJIIO-
CaMU JIBWJKEHUS, MUPOBO33PEHUYECKH COOTBET-
CTBYET CEpPUMHON KOMIIO3ULIMU; CEPUAIN3M —
9TO HE MPOCTO KOMIO3UIIMOHHAs TEXHUKA, ITO
BCEOOBEMITIONIUI CIOCOO MBILUICHUS, OIBITA,
xu3Hm» [13, S. 81].

* Tlo onpenenenuio A. A. Tlpenonsik, «rem-
tajgorus “Cer” ecThb “WHAMBHUAYAJIbHBIN MPO-
€KT~ KOMIIO3UTOpa MJIM “HOBasi MUCTEpUS’, O-
CTPOCHHAS HAa YHUKAJILHOM CHHTE3€ PAa3JIM4HBIX
PEIMTHO3HBIX, (UIOCOPCKUX, KOCMHYECKHX,
MH(OIOTHYECKHUX, PUTYaTbHBIX U Te€aTpaIbHbIX
JVHUN, “KOHTaMHUHHMPOBAaHHBIX B PEIMIHO3-
HO-MHUCTHYECKOM JeiicTBe» [4, ¢. 141].

> «“Sternklang” — nyxoBHas My3bIka <...>
9TO MY3bIKa KOHLIEHTPUPOBAHHbIX 3BYKOB, IIPH-
3BIBAIOIIUX K MEIUTAlUu, IS IOTPYKEHUs
KaX/10ro B kocmuyeckoe 1enoe. Kpome Toro,
OHa IpeJHa3Ha4YeHa JJIsl OATOTOBKU K MPHOBI-
THIO CYHIECTB ¢ Apyrux 3B&3m» [11, S. 172].

¢ Bnepsele omyOnukoBanHas B 1955 romy
B Unkaro anoHumHas «KHura Ypantum» usna-
raetT BO MHOTOM OTJIMYHYIO OT bubnuu Bepcuto
pEJIMTMO3HOM McTopuu, HaunHasg oT CoTBope-
HUs Mupa, 3aKaHunBasi UCKYIIUTEIbHON JKEpT-
oy Mucyca Xpucra.

7 Ilo 3ambICily KOMIO3UTOpPA, OPKECTPO-
Bas 1 xopoBas Bepcun «Hoch-Zeiteny n0mKHBI
UCTIOJIHATBCS TTIOYTH CUHXPOHHO (OpKecTpoBast
BEPCHsI HAUMHAET UCIOJHATHCSA Ha 18 cekyH[
paHblIe XOPOBOH) B JIByX COCEIHHMX KOHIEPT-
HbIX 3anax. [lyOnuka, pa3nenuBIIUCH Ha JIBE
4acTH, NONIEPEMEHHO CIYIIAET OPKECTPOBYIO U
XOpOBYI0 BepcuH. [Ipu 3TOM B nepepriBe MEX-
JTy IOBTOPEHUSIMU BEpCHUil TMOO XOp U OPKECTP
MEHSIOTCS 3ajaMH, MO0 MyOlHuKa MepexoauT
U3 OJIHOTO 3aJ1a B IPYTOH.

8 Tlpembepa courHeHHsI mpolLIia B 0a3u-
muke Can-®panuecko B Accusu. XpamoBoe
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mpocTpaHcTBO npuBiekano llITokxay3eHa He
TOJIbKO CBOMMHM YHUKAJIbHBIMU aKyCTUYECKUMU
CBOMCTBaMH, HO M aCCOLMATUBHBIMU CBA3SIMU
C MCTOpHEH XOpoBOi cTepeo(OHNUN B €BPOMEHi-
CKOM AyXOBHOMU My3bIKe. I1o mHenuto P. Mako-
HU, IEPBUYHBIMU U1 (POPMHUPOBAHUS 3aMbICIIA
crepeoornyeckoit Mmy3siku LlITokxay3eHa, Ha-
ynHas ¢ «Carréy», SBUJIMCh UMEHHO NPOCTPAH-
CTBEHHBIE 3(P(PEKThI, UCTIOIB30BAHHBIE B KOM-
no3unusax k. 'abpuenu u T. Tamuca («Spem
in aliumy): «Macchbl CTpYHHBIX, OCHOBa cUM(}oO-
HUYECKOTO OPKECTpa, ObUIN BBEIEHBI IEPBOHA-
YaJbHO, YTOOBI JOOABUTH 3BYKOBYIO MaTepHUIO
u 3¢ ekt peepOepanu K My3blKke aHCcaMOIIs,
MPEACTABICHHOM B CBETCKOM OKpY)Karouien
cpele, KOTopasi UCIIbITalla HEAOCTAaTOK B €CTe-
CTBEHHOU peBepOepanuu codopa uinu 6a3uim-
KH; 3TO ObUIO CBS3aHO C IOHMMAaHHEM TOrO,
YTO PacCpeAOTOYEHHBIN 3ByK MacCUPOBAaHHBIX
CKPHUIIOK MOXKET BIIMATH HA aKyCTHUUYECKYIO Cpe-
1y YHOpaBIsieMbIM CHOCOOOM, HE3aBHCHUMBIM
OT CTPYKTYPBI IIOMEILEHUS, 3TO CTPEMUTEIBHO
BEJIO K Pa3BUTHIO0 MY3bIKH, KOTOpas OCHOBa-
Ha Ha MOIYJISIIMSIX OJHOW 3BYYHOCTH B JIpY-
Iylo, U 3(QQEeKTUBHO MEHsJIa aKyCTHYeCKHe
CBOMCTBAa MHCIIOJIHUTENBHOIO IPOCTPAHCTBA»
[9, pp. 180-181].

® K. B. 3enkun ormedaer: «IlomoGHO
TOMY, KaK My3blka Cgema NpeooeBacT CBOU
IPaHMIIBI, TAK U TeaTpasbHOE AeiicTBO LIIToK-
Xay3eHa CTPEMHUTCSI BOBJEUb B CBOIO OpOUTY
peanbHOE IPOCTPAHCTBO U BPEMS BHE TeaTpa»
[1,c.271].

1 B mocnenneit yerBept XX Beka OHO-
BPEMEHHOE COYETAHUE PA3HOTEMIIOBBIX IJIACTOB
(baKTypbl MOITYUYHIIO PACIIPOCTPAHEHHE B XOPOBOH
My3blke. B kauecTBe Hanbolsiee U3BECTHBIX IMPU-
MEPOB MOYKHO IPUBECTH XOPOBYIO IbeCy X. XoI-
mrepa «Herbst I1I» u3 nukna «Die Jahreszeiteny
(1975-1979), a tarxoxe xop /1. Jluretn «SIpmapkar»
n3 nukia «Magyar Etiidok» (1983).

" Momms — meBueckas MaHepa, XapakTep-
Has Ju1s TUpoJblieB. E€ ocobeHHOCTh 3aKitoya-
€TCsl B MHOTOKPAaTHOM OBICTPOM 4epe0BaHUU
I'PYAHBIX U (hajIbLIETHBIX 3BYKOB.

12 ManyasbHO-1a0uaibHOE TPEMOJIO
ObUIO BMEPBBIE MCIOJIB30BAHO KOMIO3MUTOPOM
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XopoBasg My3blka

B «Momente» U B AalbHEHIIEM HAIUIO MpPHU-
MEHEHHE He TOJbKo B My3blke llITokXayze-
Ha, HO U B counHeHusx JI. bepuo (Hampumep,
B «Canticum novissimi testamenti»).

B TlomoOHbIii  TpuéM,  HAOMHHAIOIIHMI
HWITPUX nota ribattuta B CTapUHHBIX MApTUTY-
pax, BcTpewaroTcsi B counmHeHusix JI. bepuo
(«Epifanie»), M. Karens (tukit «Rrrrrrr. . .»).
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14 TlanaTo-TMHIBAIbHOE TPEMOJIO  IIHPO-
KO pacripocTpaHeHO B maptutype «Momente»
[IITokxay3eHa. AKTHBHOE HCIIOJIb30BAHUE JITH-
TEJIBHOTO MHTOHUPOBAHMS BUOPAHTHI BCTpeUa-
ercs B counHenusix M. Karens («Hallelujahy,
nukn «Rrrrrrr...»), [, Jluretn («Aventuresy),
JI. Hono («Das atmende Klarsein»), JI. bepuo
(«Canticum novissimi testamenti»).
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O Bep6arn3UpYIOLLIMX NMPU3HAKAX aCCOHAHCHOIO TeKCTa
B COAbHO-TPYNMOBOM NMeHuM HapoAoB KaBka3sa

Bompochl uaeHtndukanuy TpaaULMOHHOW MY3bIKaJIbHOW KyJIBTYpbl OJM3KOPOACTBEHHBIX
STHUYECKUX 00pa30BaHMI B OTEUECTBEHHOM (OJIBKIOPUCTHKE MPUOOPENN aKTyalbHOE 3HAUCHUE
B mociefHee BpeMsa. MX paccMOTpeHHMe B PErHOHaJbHOM pakypce I03BOJIAET YCTAaHOBUTh
XapakTep UHTETPUPOBAHUS KPOCCKYJIBTYPHBIX SBJICHHUH B OTJENIBHO B3STOM (OJIBKIOPHOM apeare.
B naHHOI cTaThe OCBEIAETCs MOAEIb MOJBIKHOIO OYpIIOHHOTO MHOTOT0JI0CHS O0IEKaBKA3CKOTO
THUIA U POJIb TUIIOJIOIMUYECKOIO ACCOHAHCHOTO TEKCTA, 3aHUMAIOILET0 MApUTETHOE MECTO HapaBHE
¢ BepOanbHOU peubto. [lombITKa PEKOHCTPYKIMM 3TUMOJIOTMHM TAaKOrO TEKCTa U OOHapy>KeHHe
B HEM NPU3HAKOB BepOain3aluu NaéT BO3MOKHOCTh OOHAPY)KEHHUS TOMOTHUTEIbHBIX (QYyHKIUI
OypZOHHOTO TIacTa MECEHHOM (aKkTyphbl B KOHTEKCTE 00pa3HO-3MOIIMOHAIBHOTO U CTPYKTYPHOTO
COZIep KaHusl.

KirroueBble c10Ba: KaBKa3CKUW KyJIbTYPHBIN apeall, perHOHajlbHasl KyJIbTypa, MHOIOIOJIOCHE,
COJIBHO-TPYTIIOBOE NICHHUE, TIOABHKHBIN OypIOH, aCCOHAHCHBIN TEKCT, BepOaTn3ariusl.
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About the Verbalizing Patterns of an Assonant Text
in the Solo vs. Group Singing of the Peoples from the Caucasus

The questions of identification of the traditional musical culture of closely related ethnic
formations in a regional angle of Russian folklore studies have acquired relevant meaning in recent
times. Their examination makes it possible to establish the character of integration of a cross-
cultural phenomenon in a separately viewed folkloristic areal. The present article illuminates the
model of movable bourdon polyphony of the general Caucasus variety and the role of the typological
assonant text taking up a parity position equal to verbal speech. The attempt of reconstruction of
etymology of such a text and the discovery of patterns of verbalization in it permits the disclosure
of additional functions of the bourdon strata of the songs’ texture in the context of figurative-
emotional and structural content.

Keyword: Caucasus cultural areal, regional culture, polyphony, solo-group singing, movable
bourdon, assonant text, verbalization.
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HOTOBEKOBOE KYJIBTYPHOE B3au-
MozercTBue HaponoB Kaskaza

CIOCOOCTBOBAJIO  pacrpocTpa-
HCHHIO COJIBHO-TPYIIIOBOTO TICHHS Y 3Ha-
YUTEIHHOTO OOJBIIMHCTBA 3THUYCCKUX

obpazoBanuii. GEHOMEHOJIOTUYHOCTD U~
POKOTO pacrpoCTpaHEHHUsT MY>KCKOTO Iec-
HOTICHHSI Ha OCHOBE OYypIOHHOTO TIPUHIIUIIA
KOPPEJSIMU TIJIACTOB TECEHHOU (DaKTyphl
CO CXOJHBIMHU CTPYKTYPHBIMH U (DYHKIIHO-
HaJbHBIMU MPU3HAKAMU, KOTOPHIE B LIEJIOM
OTPENIETISIIOT MAPKUPOBAHHBIE YEPTHI «KOM-
MO3UIMOHHOTO €IMHCTBAY», JaET OCHOBAHHE
TOBOPUTH O THMOJOTHH (PopM (OIBKIOP-
HOTO UCIIOJIHUTENILCTBA B ATHOKYJIBTYPHOM
MPOCTPAHCTBE, BKIIOYAIOIIEM TEPPUTOPHUIO
OT npearopui /larectana 10 rOpHOM 4acTu
Bocrounoii I'py3un'. D10 aodwvieu, umero-
IME PaccpeOTOYEHHOE MECTONPOKUBAHKE
U TIPEJICTABJISIONIUE TPU YCTOWYUBEIE CYO-
KYJIBTYpPbI — Ka0apAMHCKYI0, YEPKECCKYIO0 U
aJbITEMCKY10; CEBEpHBIE U IOXKHBIE Ocemu-
Hbl; KYMbIKU; Oankapysl U Kapauaesysl; ad-
xaszvl, abazuHvl; uHeywu, yeyenywvl. B nan-
HOM KOHTEKCTE€ K HMM HMEIOT HEKOTOpOe
OTHOILIEHUE U Hapoabl ['py3uu — kaxemun-
Ybvl, Me2penvl, NULABbl, PAYUHYbL, XEBCYPbl
u 1p. B TO ke BpeMs MOMHUMO OOIIKX MPH-
3HAKOB JIaHHAs! UCTIOTHUTENbCKASI TPAAULIMS
COXpaHsIeT YacTHbIE UM OCOOCHHBIC Kaue-
CTBAa, yKa3bIBalo[e Ha CaMOOBITHOCTh Me-
joca, GOpMBbI APTUKYISIUN, PUTMOMHTOHA-
Uy 1 Mopdooruu (OIBEKIOPHOTO KaHpa
B KKJIOW 3THUYECKON KynbType. Crnemyer
TaKXe KOHCTaTUPOBaTh, YTO COXPAHHOCTH
TPAJUIIMOHHOTO JABYX-TPEXTOIOCHOTO MHO-
rOroJiocust Kak OCHOBHOM Mozenu (osbk-
JIOPHOTO MBILIUIEHUS, B IOCTATOUHON Mepe
ero ObITOBaHUE B )KMBOW MIPAKTUKE B HACTO-
Alee BpeMs, a TaKKe HAJIMYHUE JTOKYMEH-
TUPOBAHHBIX TECEHHBIX 00pa3IoB, UMEIO-
IIUXCS Y BBIMIETIEPEUNCICHHBIX HapOJOB,
HaXOASTCS B COCTOSIHMM OOJNbIIEH WIH
MEHBIIEH MOTHOTHI, BIUIOTH 0 HEKOTOPOTO
yracaHusi TpaJauluu.
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M. Ilnaitgep B cepeauHE MNPOILIOro
CTOJIETHSI OCYIIIECTBHII MacIITaOHYyIO Kjac-
CU(DUKAIIUIO TUIIOB MHOTOTOJIOCHOTO TTCHHSI.
Uccnenorarens BbIIETUI B HEH OTACIBHYIO
CTPYKTYpY, B KOTOPOW HWXHHI IIACT TIe-
ceHHOW (hakTypsl 00O3HAUAETCS KaK «Iie-
nanbHbIN OypaoH (B ToMm uncie KaBkas)» [4,
c. 13]. Takoe crepeoTunHOE MIpeACTaBIIC-
HHE 00 oOmIeKaBKa3CckoM OypIOHHOM CKJIa-
JI€ TPOCYIIECTBOBAJIO JOCTATOYHO JOJITOE
BpeMsi cpenu (POJIBKIOPUCTOB, paccMaTpH-
BAIOIIMX JAHHYIO Tpaauluio. B yacTHOCTH,
T. A. bnaeBa 00 ajpIrcKol II€CHE ITHCAIa,
yTO «“‘©XKbYy” [OypmOHHBIN rojoc. — b. A.]
— Bcerga cTaOWIbHBIA KOMIIOHEHT, HE TIOI-
BEprarouuics MO4YTH HHUKAKUM BapHallu-
OHHBIM H3MeHeHusIM» [3, ¢. 102]. B To ke
Bpems A. UekaHoBcka yxe B 80-e ronsl
MPOIILJIOTO CTOJIETUSI OTMEYAET HEKOTOPOE
«JIBUKEHHUE» B HEU3MEHHOU JTUHUU XOPOBO-
T'O COMPOBOXKJICHUS B a0Xa3CKUX U OCETHH-
CKHX TIECHSX, OJaroaps «CeKBEHIIMOHHBIM
NIepEMEIICHUM».

Pe3ynbrarel mpoBEeNEHHOTO HAMH MO-
HOTpaU4YeCKOro HMCCIEIOBaHUS O MHOTO-
ACMEKTHOM MHOTOTOJIOCHOM MBIIICHUH Ha-
ponoB, Hacemsttonux KaBkas, pacKpbIBaroT
UHYIO KapTUHY B3aUMOJICCTBHUS OCHOBHBIX
IJJACTOB B TPAAUIIMOHHOM HApOJHO-TIECEH-
HOM HCTIOJTHUTEIBCTBE, YEM JI0 CUX MOP OHA
npeacrtasisuiack [1, c. 116—-132]. ITpunuu-
MUAJbHO Ba)KHBIM UTOTOM HAIUX M3bICKA-
HUN cTallo 0OOCHOBAaHWE THUIOJIOTHU MHO-
TOroJIocHs, OCHOBaHHOTO, O€3yCIIOBHO, Ha
0YpPOOHHOU 0CHO8e. B MaJIOTIOIBKHOM XO-
POBOM IITACTE€ HAOIIONAETCS YacTask CMEHa
3BYKOBBICOTHOCTEM, KOTOpasi ClocoOCTBYET
ONPEIICIIEHHON «MEJIOJIN3AIUNY», TOPOXK-
Jlasi BapUaTUBHOCTH OYpPIIOHHOTO CKJIaJa,
no onpeaenenuto M. M. 3eMiioBckoro, Kak
«CUCTEMY KOPPEJIATUBHBIX Map MPU3HAKOB,
PACKPBIBAIOIINX CYIIECTBO (POIHKIOPHOM
TpaguIuy U3HYTpw» [5, c16. 890].

JlekiiaMallMoOHHasl  CONMpYHoLIas Me-
JOJUs, u3jaraemasi B BBICOKOM PETUCTpE
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U TIOpOM Tepexofsiiasi B pexuM CBOOO-
HOTO parlando, wmeer meppacoodpas-
HblU TIO CTPYKTYPE U JIA8UHOOOPA3HDBILL TIO
TEMIIOABMKEHUIO  HHUCXOISAILIUNA  BEKTOP
n3noxeHus. [logoOHBIA 3BYKOBOM IOTOK
MOJJIEP’)KUBAETCA IUIOTHBIM B TeMOpaib-
HOM OTHOUIIEHUU 3BYYaHHEM HHU3KHUX TOJIO-
COB MY>KCKOTO XOpa B YHUCOH WJIU OKTaBY,
B KBapTy wiu KBUHTY. COWIEHEHHOCTh
CTPYKTYPHBIX €IMHUL] IECEHHON MEJIOCTPO-
(Bl MOXKET UMETh PA3IUYHYIO (GOPMY: aHTH-
(hOoHHYI0, OTHOBPEMEHHYIO, CTPETTHYIO.
TakoBa KkpaTkas XapaKTEpUCTHKA THU-
MOJIOTUYECKOM Mozenu O0OIIeKaBKa3CKOro
MHOTOT'0JIOCHS, NHIUBUIYAJTU3UPYIOIIEHCS
B KQ)KJIOM STHUYECKOHN KYJIBTYpE B COOTBET-
CTBUH CO CJIOKUBIIMMHUCS HAITMOHATbHBIMU
TpanuusamMu. Mopdororust OypaIoHHO# JTH-
HUU B HAPOJAHBIX MECHAX HaponoB KaBkasa
IIpEe/ICTaBJI€Ha B CAMBIX Pa3JIMYHbIX BapUaH-
TaxX — OT MpOoCTenIIel (HOPMBI B BUJE OTHO-
IO OCTUHATHOTO TOHA HA MPOTSKEHUU BCeH
MeNOCTPOdBl, TUMUYHBIX (POPMYT CMEHS-
€MBIX BBIJIEPKAHHBIX 3BYKOB B JIMAla30HE
CEKYH/IbI-KBAPTHI, 10 AMU30ANYECKUX TPH-
MEPOB Pa3BEPHYTHIX 3BYKOPSAIOB B 0ACOBOIA
auHuM. ['eHe3nc OypIOHHOTO MHOIOTOJIO-
CHs B PA3JIUYHBIX KaHPaAX aJbITCKON MY3bI-
KM YCTHOM TpaJHINHU NPU KOMIIAPaTUBHOM
COIOCTABJIEHUH €0 C AHAJIOTMYECKUMU SIB-
JICHUSIMH B JIPYTUX ITHUYECKHUX KYJIBTypax
MOKA3bIBACT, UYTO OYpAOHUPYIOLIUH IUIACT
IJIaBHBIM 00pa30M BBITIOIHSIET J1a0opecy -
pyiowyro U popmooodpasyrowyro GyHKIHUIO.
BypIlIOHHBIN TOJIOC OAHOBPEMEHHO CO3MAET
MpeleaeHT TpaHcpopMaluu CBOEH Omop-
HOHM POJIU B MECEHHOU (aKkType BILIOTH /10
BO3HUKHOBEHUSI THOKHUX MEIOJUYECKUX
CErMEHTOB, CBUJICTEIHCTBYIOIUX 00 aKTHUB-
HOM €ro BKJIIOYEHHOCTH B OOIIHUI KOHTEKCT
pa3BUTHSI IECHU U OOOCTPEHUH TUATOTOBO-
IO B3aMMOJICMCTBUSA BCEX YYACTHUKOB KOJI-
JIEKTUBHOTO MY3UIIUPOBAHUSI.
OTIMYUTENbHOM CTOPOHOW OINKChIBAC-
MOU (pOpMBI MHOTOTOJIOCHOTO TICHUS SIBJISI-
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€TCs Ype3MEpPHOE BKIIOYEHUE B HETO CIIO-
BOOOpa30BaHUN MEXKIOMETHOTO 3HAYCHUSI.
OHM, KaK ¥ B IECEHHBIX KYJIbTYypaX MHOTHX
CTpaH, UCTIOJIB3YIOTCA B JIByX CIIy4asix — JJIst
PUTMHU3AIMN BEepOaTbHOTO TEKCTa, HO TJIaB-
HBIM 00pa3oM I TPUAaHUsS OOJIBIIEro Ha-
KaJia SMOIMOHAJILHOMY BOCIIPUSITHIO 00pa3-
HO-BBIPA3UTEIBLHOTO COACP)KAHUS TECHHU.
[[Iupokoe pacnpocTpaHEHUE OJHOTHUITHOU
MHOTOBAPUAHTHOW MOJENIH B KYJIBTYype CO-
CEIHUX ATHOCOB, COEpIKAIIEH OTHOKOPEH-
HOE MPOUCXOXKJECHHUE, HE MOKET HE BBI3BATh
Hay4YyHOTO MHTEpeca K €€ MPOUCXOKICHHUIO.
UccnenoBanus B JaHHOM HaNpaBlI€HUH T10-
Ka3aju, 4YTO aCCOHAHCHBIC OO0pa30BaHUS B
PaCCMOTPEHHBIX HAPOIHO-TIECEHHBIX KYIIb-
Typax coAep>KaT €IuHBbIN (OHETUYECKU
COCTaB M UMEIOT TOXKJIECTBEHHYIO (DYHKITHIO
B HApPOJHO-TIECEHHOM HUCIOJIHUTENbCTBE. B
MIEPBYIO OYEPENlb, ITO UX HCIOJIb30BaHUE B
KadecTBe pehpEeHHO-TIPUIICBHBIX CIIOB B Me-
noctpode. Ocoboe KOHTEKCTyalbHOE 3Ha-
YEHUE MPOSICHAETCS, KOTJ]a OHU MPOHUKAIOT
B OCHOBHOHM TEKCT B KQUE€CTBE 3a4MHOB Me-
J0CTPO(dBI, BCTABOK B CIOBOOOPBIBAX HIIH
JUIsL YCUJICHUSI 9BPOHUYECKON TeMOpoBOM
OKpACKH MO3TUYECKOrO TEKCTA, TEM CaMbIM
HAXOoJl1 CBOE MECTO B OOIIIEH ApaMaTypruu
necHu [2].

[Tonauany wmccnemoBaHue ObUIO cocpe-
JOTOYEHO Ha aHaJIU3€ IMECEHHBIX KYJBTYD
aJpIroB, a0Xa30B M a0a3WH, OTHOCSIIIMXCS K
OJTHOM SI3BIKOBOM ceMbe’. Takol TEKCT uMe-
eT HamOoJIee KOHIICHTPUPOBAHHOE HCIIONb-
30BaHME. 3aTE€M W3 M3yUYEHHOI0 Marepuasia
OBLJIO BBIYJICHEHO IIPEAINOoiIaraéMoe Kop-
HEBOE CJIOBECHOE BBIpAXKEHHUE 0pad, KOTO-
pO€ TOJBKO Ha aJbITCKOM SI3bIKE COIEPIKUT
KOHKPETHBIN CMBICIIOBOM MEPEBOJ] — NeCH:.
B apyrux xe sTHUYECKHMX SI3bIKax aHajo-
TUYHOe O0O3HAueHWEe HMeeT crenuduye-
CKO€ JJISI KaXJA0U KyIbTypbl MOp(doioruye-
CKO€ CTPOCHHME: Y OaKaplieB U KapayaeBIICB
— Jfcblpa, y OCETHUH — 3apae, y YEUEHIIEB U
WHTYIIEeH — uuiu, tuwl, y Tpy3uH — cumeepa,

100



Musical Cultures of Russia

0

2020,2

a'y abxa30B 1 aba3uH, A3bIKM KOTOPBIX HaH-
Oonee ONMM3KM K aJbITCKOMY SI3BIKY, MECHS
0003Ha4YaeTcsi COOTBETCTBEHHO KaK auia |
awea. JlaHHBI (HaKTOp W TPEIOTPeaeTrI
OTMPaBHYIO TOUYKY HAIIIETO MOUCKA B OIpe-
JICJICHUH KOPHSI TPOUCXOXKIEHUS BHEpe-
YEBOI'0 TNIECEHHOIO0 TEKCTa M BO3MOXKHOIO
ero JateHTHoro monrekcra’. Takum oOpa-
30M, OBLI HaWJICH STHMOJIOTHYECKHI CIIO-
BECHBIM TepBOUCTOK. MM okazanoch yka-
3aHHOE JIBITCKOE CJIIOBO (Kabapma. — y3pao
— MECHsI), O3HAYarollee poAOBOE Ha3BaHUE
TPAJAMIIMOHHOTO U  MPO(ECCHOHATBHOTO
MY3bIKAJIbHO-[T0ATUYECKOTO UCKYyCCTBa,
U B TO K€ BpEMs, YKa3bIBalolllee Ha KOH-
kpetHoe mnpousBeneHue («Ilecuss Hapry-
ray, «llecHs nedenust ocnbb). JlaHHBIN
TEPMHH KaTeropuajibHOrO 3HAYEHUs], BEPO-
ATHO, IIUPOKO BHEIPSISCH B (POIBKIOPHBIMA
TEKCT, MOP(HOJIIOTHYECKH BUIOU3MEHSIICS, U
B KOHTEKCTE Pa3IMYHBIX PEUEBBIX CUTYyAINI
npuoOpeTas MHTOHALIMOHHYIO XapaKTepH-
CTHUKY, MOJIYYUBILIYI0 TOMOJIOTUYECKUE MO-
TU(UKaUUA ¢ YYETOM OCOOCHHBIX KaueCTB
(OHETHKU KaBKA3CKUX S3BIKOBBIX TPYIII
U JUANEKTOB (opatioa, apaiida, yopada W
ap.). Tak, anpirckuii ya€HbIi-(OTbKIOPUCT
A. T. [llopraHoB ONpUBOAUT CIEAYIONIUE
cioBa rpy3uHckoro stHorpada C. [Ixana-
M «...KaK B COOCTBEHHO YEpPKECCKOM,
TaK U B a0Xa3CKOM, MEHI'PEJIbCKOM U B He-
KOTOPBIX APYIMX KaBKAa3CKUX fA3bIKax ‘‘Ba-
pana” (4epkecck.) sBIseTCS HauOolee
pacnpoCTpaHEHHBIM MECEHHBIM PEePPEHOM
(mpumeBom)»’ [7, c. 41-42].

3nech HampamMBaeTcsl €CTEeCTBEHHBIN
BOIIPOC — IOYEMY MMEHHO JAHHOE CIIOBO
CTajJ0 MHBAPUAHTOM BCEro KOMILIEKCA ac-
COHAHCHBIX BbIpakeHUI? bbUIO 3aMedeHo,
YTO B aJbITCKUX MHU(OJIOTUYECKUX TECHO-
MEHUSX, 00PSAIOBBIX )KaHPaX JICYEHUS OCIIbI,
paHbl, yoajdeHHsl MyJIM 4acTO BCTPEYaeTCs
CJIOBOCOYETAHUE «MOsl NecHs», Ha TIEPBbII
B3IIS1] HE UMEIOIIIEE TPSIMOTO OTHOIIEHUS K
yKa3aHHBIM PEJIMKTOBBIM HareBaMm. TeM He

meHee, B «llecHe-oOpamieHnn K MOKpPOBU-
TEJII0 OXOTBD) KaXK/1asi MeJoCcTpoda HaunHa-
eTcs Tak: «Mos necHs, Mos necHs (yayuyay,
yapenu, yo) c4acTbe MPHUHOCSIIAs, CHaCThe
IpUHOCSIAasA!», a XOp OTBEYaeT 3aleBalie
«Yo, yoy, yoy, pupapu!». B oOpsi1oBbIX Bpa-
YEeBAJIbHBIX MECHAX COAEPKAHUE XOPOBOIO
pedpeHa okazanoch aHAIOTUYHBIM («Syo-
paiina, e, mos mecHs!» wnn «Yo, yopai-
na, mapmkal»). Ecnu umers B BUIy, 4TO
B IIEPEUMCIICHHBIX >KaHpaxX THUIHYHBIMU
MPU3HAKAMH SIBJIIOTCSI Marn4eCcKUil Xapak-
TEp W YEPTHI 3aroBOpa, TO JIOTUYHO OBLIO
HPEACTABUTh POJIb BBIPAKEHUS «CUACHMIU-
6as necHs» B €r0 CAKPAJIBbHOM 3HAYEHMH,
KOTOpPO€ JOJDKHO OBbUIO OBl 0OECHEYUTh
HOJOXKUTEIbHBIN pPe3ylbTaT B OXOT€ M Jie-
YEHUH YesioBeKa. MOKHO MPEIIONIOKUTh U
JPYToil apryMeHT, YTO CJIOBO IIECHS» MOT-
Jla UCIIOIb30BAaThCsl B KAUECTBE MEXaHHU3Ma
TaOyHpOBAHUA TEX CJIOB, KOTOPBIE OOBIYHO
HE Ipou3HOCsATCs B iecHe®. Mcnonb3oBaHue
CIIOBOCOYETAHUS «cU yapaody HaOIogaeTcs
U B COBPEMEHHOM (POJIBKIOPHOM perepry-
ape abxa3o0B, aba3MH, OTJEJIbHBIX HapOI0B
I'py3un, B TOM uyucie U B TYpUHUCKHUX IIEC-
HSIX, re OyproHHas (akTypa UMEET JIHIIb
(akynbTaTUBHOE 3HAaUYE€HUE, M 3/eCh OTa
cioBecHas (hopMysa, CKOpee BCero, BbIpa-
’KaeT CEMaHTHKY 3CTCTUYCCKOTO TTOPsIIKa’.

[IpuHuMass BO BHUMaHHME 3TH apry-
MEHTALMH, IPUBEIEM €IIE OQHO peajbHOE
o0ocHOBaHME BBIOOpAa paccMaTpUBaAEMO-
rO CJIOBECHOIO BbIpaxkeHMs. I3BecTHo,
YTO aAbI'CKUH S3BIK OTJIMYAETCS «Ooraroi
U CJIOXHOW CHCTEMOH COIIaCHBIX 3BYKOB
CpeIM M3BECTHBIX U OMMCAHHBIX A3BIKOB B
mupe» [6, c. 251], a nexcema «yopaiiza»
SBIIAETCS OJHOM M3 HEMHOruX, (hOHETHKA
KOTOPOH CONEpKHUT OOJBIIYI0O MSITKOCTh
3By4aHwusl, yIOOHYIO /7151 €€ THOKOI BOKaJu-
3anuu. [loaToMy accoHaHCHBIE 3BYKOCOYE-
TaHUs, OOpas3yloUIe TEPMHHOIOIHYECKOE
0003HaYCHHE «IIECHS», I1e JTaOUaIu30BaH-
HbIe (0CO000 OKpYIJIsIEMbIC) TJIACHBIE 0, ¥ U
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TBEPIOHEOHOE COHOPHOE COITIACHOE p, OKa-
3aJTUCh 00JIee COOTBETCTBYIOIUMHU TSI CO3-
JAHUS Pa3IMYHON JUHAMUKH TEeMOpPOBOM
OKPAaCKU U YETKOCTH MEJIOAMYECKON apTH-
KYJISIIUM OCTHUHATHBIX 3BYKOBBICOTHOCTEH
«TMEJaIbHOTO» U B HEOOJBIIOM 3BYKOPSE
nonsmwxkHOro Oypaona (O! Yo! Yoy! Oii-pa!
Yo, pa-yo!).

B wunBapuantHOM oOpa3ue, CcTaBLIEM
(OPMYIBHBIM BBIPAKEHHEM AaCCOHAHCHOTO
TEKCTa BO MHOXKECTBE 3THUYECKHX BapH-
aHToB (yapaj, opaiii, apaja), OTCyTCTBYET
miacHoe «u». OgHako 3Ta (oHeMa 4YacTo
UCIOJIB3YETCs TOCIIE COIIACHOTO «py», Oeps
Ha cebst ocoObIe (hyHKITUU. Bo-TIepBBIX, «1»
NPO/JIEBAET COHOPHYIO MPHUPOY 3ByYaHUS
(dhoHEMBI «p», a, BO-BTOPBIX, YTO BaKHEE
BCEro, BO3/EICTBYET HAa 00pa3oBaHUE pac-
NEBHBIX HMHTOHAIIMOHHBIX 00OPOTOB, KO-
TOpPbIE PaCIBEYUBAIOT OypAOHUPYIOLIYIO
auHUI0 0aca, cooOmas el YMOIMOHAILHOS
3By4aHHE€ U MEJOAMYECKYI0 HaIoJHEeH-
HOCTh (opupada, opupapu u T. n.). Heo6-
XOIUMO YTOYHUTh U XapakTep HEPEIKOro
MPUCYTCTBUS B pe(PPEHHBIX CIOBOCOUYETA-
HUSIX 3BOHKOTO, TBEPI03yOHOTO 3BYKOBOTO
MPOUCXOXKIIEHUST (OHEMBI «0», KOTOPYIO
CJIO)KHO OTHECTH K JIETKO BOKAJIM3UPYEMBIM
3ByKaM. Takoe aHTHHOMHUYECKOE SIBJICHHE
UMEET CBOE JIOTMYECKOE OOBsICHEHHE, IO
MHEHHIO JIMHTBUCTOB, Korja (oHEMa «O»
CTOUT B KOHIIE (hpa3eosIorMuecKoil eauHu-
LIbl, OHA HE OIvIyIaercs. B 3Tou cBsA3U Ha30-
BEM eni€ OAHO YHUPHUIIUPOBAHHOE TTOHSITHE
Yopuoaoa®, nmeroniee XaHPOBYIO MIPUYPO-
YEHHOCTh B CBaJICOHBIX MECHSIX (KOrja He-
BECTY B JIOM JK€HHXa BBOJISIT) Y abITOB, a0-
Xa30B, OamKapIeB, KapadaeBIeB U a0a3MH.

Takum 00pa3oM, BO3HMKAIOIIUE 3BYKO-
oOpa3oBaHusi 3a CYET BUOPUpPOBAHUS TO-
JIOCOBBIX CBSI30K, IPEJICTABIISIIOLIUX CBOE-
o0pa3Hblil  My3bIKaJbHBIH HHCTPYMEHT,
CO3/Ial0T BHEPEUYEBOW TEKCT C Pa3IUYHOU
OKpPacKOM B 3aBUCHUMOCTH OT >KaHpPOBOU
MPUYPOYEHHOCTH ucmonHsaemoro. Hcxons

2020,2

U3 OMY3BIKQJIBHEHHOTO COWICHEHUS pe-
YEeBOr'0 M BHEPEUEBOTO TEKCTOB B €IMHOM
TBOPYECKOM aKTE€, MOKHO CJeNIaTh BBIBOJ
0 posrd OypAOHHOTO TOJIOCA B MY3bIKalb-
HO-CMBICJIOBOM (POPMHMPOBAHUU 3BYKOCO-
aepxkarenbHOl cdepbl mecHH. Jpyrumun
CJIOBaMH, KpeaTWBHOE JeWcTBHE OypIOH-
HOM JIMHUM TIECHU TMOPOXKJIAaeT OCO3HAH-
HOE KOHTAKTHPOBAHUE MEXKIY COIHCTOM U
YY4aCTHUKaAMH XOPOBOTO COIPOBOKICHHUS
B IIEJIOM, U TEHJICHLIUU BepOanu3anuu ac-
COHAHCHBIX BBIPAXCHHNA B OMpPEICIEHHOM
CMBICJIE, B YaCTHOCTH.

MacmtabupoBanue moJl0OHOTO TEKCTa
U3 pa3auYHbIX (DOHEM, YacTHUIl CJIOB, CIOB
M CJIOBOCOYETAHUH 3aBUCUT OT MHTOHAIH-
OHHOM CETMEHTAIMH 3BYKOBBICOTHOCTEH,
cTeneHn e€ puTMH3aluu U o0bEMa Me-
JIOJTM3UPOBAHHBIX PUTMOMHTOHAITMOHHBIX
KOMIUIEKCOB B paMKax IOABUKHOTO Oyp-
noHa: Pa-a-a-pu; Oupa; Yapu; Opupaps;
Yapeos; Ou, opatioa; Yapuoaods; yayu-
yay, yapaou, ya u T. . UX npumeHeHnue
B COJIBHO-T'PYIIIOBOM IIEHUH CIIOCOOCTBYET
pacmiuperuto GopmMooOpa3oBaHUs MEJO-
CTPOQBI OT KOPOTKUX MOTHBOB 3aBEPIIALO-
IET0 3HAYCHHS B aHTU()OHHOM U3TI0KEHUH
COJILHOTO M XOPOBOIO IUIACTOB WJIM ABYX/
TPEX3BYKOPSIAHBIX TMOCTPOEHUNH B amOu-
TyC€ KBApTHI-KBUHTHI JI0 IIHUPOKUX HUHTO-
HAIMOHHBIX JIMHUH, CO3JAIONINX MEIOIH-
YECKYI0 aHTUTE3y MapTHH COJIMCTA, KOTaa
OCHOBHBIE IJIACTHI IECHU HAXOMATCS B Pa3-
JUYHBIX (OopMax BEPTUKAIBHOTO COUYJICHE-
Hud. Takas ¢opma uCIONB30BaHUS acCo-
HAHCHOTO TEKCTa, paccMaTpuBaeMasi HaMH
KaK THIOJOTHYECKas MOAETb (PakTypHOTO
W3JIOKEHUS, CIIOCOOCTBYET AMHAMHU3AIUN
HapOJHO-TIECEHHOTO  HMCTOJHUTENbCTBA,
WHUIIAUPYS KOHTPACTHOE JIBYXTOJIOCHE
B paMKax TpPaJWIHOHHOTO OYypIOHHOTO
MHOTOTOJIOCHOTO MBIIIIJICHUS.

[Tepeuncnenusie poHeMbl, MOP(DEI, JTEK-
CEMBI M CIIOBOCOYETAHHS HA TICPBBI B3TIIST
MOXKHO OBLIO OTHECTH K O€CCMBICIEHHOM
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peun (mIOoCCOJAIMAM) WIH K SIBICHHSIM
Heosoru3zma. OgHAKO XapakTep HUX MeEJo-
JTU3UPOBAHHOTO APTUKYJISLUOHHOTO «IPO-
U3HOILIEHUS» € YYETOM CIenu(puIecKoro
3THOSI3BIKOBOTO 3BYYaHHUs B CIIyXOBOM BOC-
OPUATUU CO31AET 3PPEKT ceMaHTUUECKOM
HAIlOJIHEHHOCTH, HUMEIOIEH TEHICHIUIO
K CJIOBECHOM TOXJIECTBEHHOCTH HMOIU-
OHAJIBHOTO TOpsAaKka. TeM caMbIM yCHIH-
BA€TCs PEUENTUBHASL JCTETUKA KOMMYHHU-
KaTUBHOW aroHaJlbHOCTH B COBMECTHOM
TBOpPYECKOM akTe. MeonekiaManuoHHas
CTWJIMCTUKA COJbHO-BOKAJIBHOW JIMHUM
NECHU HUCHAJAOLIET0 CTPEMUTEINBHOTO
JBUKEHUS TPOTHUBOIOCTABISAETCS JIUHEH-
HOW JIOKAaJM3allUd MOJABUXKHOIO OypJo-
Ha, aJTOPUTMHKAa KOTOPOTO HMMeeT Oosee
cIAep>KaHHBIM Xxapakrep. Ero 3ByKOpsaHBIN
COCTaB, KOJICOIIOLIMICS O AMANa30Ha OK-
TaBbl, MOXKET CO3[aBaTb MOTHBHBIE WM
(dpa3oBbIe OTPE3KH, CTAHOBSIIUECS 3BEHBSI-
MH €IMHOM JIMHUU MECHU U TOPOU MoTyya-
IOIME MY3bIKaJIbHO-CIOKETHBIE CBOWCTBA,
KOTOpPbIE BO MHOT'OM JIOIIOJIHSFOT OCHOBHOE
WHTOHAIIMOHHOE SIIpO NecHU B 1enoM. He-
COMHEHHO, TaKoi Menoau3annu OypaoHHO-
ro 6aca cnocOOCTBYIOT TJIACHBIE U TBEPbIC
3BOHKHE COIJIACHBIE 3BYKH, OTPa)Karollue
«TIOBEJIEHYECKYI0» POJIb MY>KCKOTO XOpa
B OpOuUTE JeKIaMalMOHHO-3KCIIPECCUBHOM
naprun conucra. IlogoOGHOe co-yuacmue
OypJOHHOTO IUIacTa SPKO MPOSBIAETCA
B 0C000 JpaMaTHYE€CKUX UCTOPUKO-TEPOU-
YECKUX MECHSX, KOrzna MOocCjie OKOHYaHHUS
MENOCTPO(BI y CONUCTA XOP PE3IOMUPYET
pa3BuTHE BCel (haKTypbl IECHU, aKIEHTH-

pysd €ro HMTOT-OLEHKY CPEICTBAMH MY3bI-
KaJIbHOM BBIPA3UTEIHHOCTH.

B 3axmrouenue 3amMeTuM, 4TO TTOMHUMO
ACCOHAHCHBIX CJIOBOCOYETAHHWI B TI€CEH-
HOM TeKcTe (haKyJIbTaTUBHO BCTPEUAIOTCS U
JPYTHE BBIPAXKEHUSI aJIBITCKOTO TPOUCXOXK-
JICHUS] ¢ KOHKPETHBIM TTEPEBOJIOM, KOTOPBIC
npuoOpeTalnT BTOpUYHOE MeTadopuye-
CKoe 3HaueHue (JyHeli — MUP, BCEICHHAS;
uodcel — Teneps). Tak, kabapAMHCKOE CIIO-
BO Mmapoicy (IPU3BIBHBINA BO3IyIac, oOpariie-
HUE K KOJUIEKTHUBY) B OCETHHCKUX IECHSX
3BYUYUT KaK Mapo3a, a B OAIKapCKUX U Ka-
padaeBCKUX — Mmapoxca. OCHOBHOUM BBIBOA
HAIIETO HCCIIEJIOBAHUS KacaeTcsl CIHelu-
¢uaHOCTH OYpJOHHOTO MHOTOTOJIOCUS H
0CO0OH THIIOJIOTHM BHEPEYEBOTO TEKCTA,
XapaKTEepU3yIOIINX O0OIIEKaBKa3CKyl0 pe-
THOHAIBHYIO  (DOJNIBKJIIOPHYIO  KYJIBTYpY.
AccoHaHCHBIE 00pa30BaHMS, paccMaTpH-
BaéMble HaMH B Ka4eCTBE CaMOCTOSITE]b-
HOM METAaeIUHUIBI MOATHYECKOTO TEKCTa
U JCMOHCTPUPYIOIINE «HHKJITFO3UBHBIN)
(b. M. IlytunoB) xapaktep B 001ieM oopas-
HO-BBIPA3UTEIILHOM KOHTEKCTE KOJUICKTHB-
HOTO MY3WUIIUPOBAHMS, UMEIOT TCHJICHIIUIO
K BepOanu3aiuu, MHOrOOOpa3HO yCHIIMBas
sMoOIHMOHaIbHOEe Bocmpusitue. DeHome-
HOJIOTUYHOCTH HCCJIEIOBAHHOTO BOIIPOCA,
BO3HUKILIETO Onarojapsi WHTETpaTUBHOU
HEen30eKHOCTH (POJTBKIOPHBIX MPOIIECCOB
B KaBKa3CKOM ITHOKYJIETYPHOM TPOCTpaH-
CTBE, CHOCOOCTBOBAJIA OOPA30BAHUIO «SI3bI-
koBoii JJorocdeps» (JI. bapt), conususieit
MBIIIJICHUE JIFOACH — MPEACTABUTENEH pas3-
JUYHBIX 3THOCOB.

<S> TIPUMEYMAHUA <>

' OOmiepacnpocTpaHéHHOE MHEHHE 00

UCKJTIOUUTETHHOCTH OYpJOHHOTO TEHUS MYXK-
ckoii Tpaauuuu Ha KaBkaze ObUIO HapyIIEHO
U3BICKAaHUSIMU TPY3UHCKHX (POJBKIOPUCTOB.

n. >KOpI[aHI/IH HCOAHOKPATHO yKa3bIBaJl Ha KOJI-
JICKTUBHYIO (I)OpMy MPUTOTOBJICHHA KCHIITNHA~
MU WU KaK OJHY U3 BO3MOKHBIX IIPHUYNH BO3-
HUKHOBCHHA MHOT'OI'OJIOCHA: >KOleaHI/IH . M.
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OTHOMY3BIKOJOTHS:  MeXIUCIUIUIMHAPHBIE
nepcnekTuBsbl // ICKycCTBO yCTHOW TpajuIUH.
Hctopuueckass mopdonorus: c6. cr. CIIG.,
2002. C. 236-248. Ha nayuyHo#ii KoH(pepeHIUN
«Bomnpocsl HapoAHOrO MHOTOIOJIOCHSD IPO-
3Byuas Takxke jokian H. 3ym0anse, B koropom
OHA XapaKTepHU3yeT KEHCKoe OypAOHHOE HC-
MOJTHEHHE KaK apXaudecKylo (opMy KyJbTo-
BbIX 00psA0BBIX kaHpoB: 3ymb6an3e H. O Hexko-
TOPBIX 0COOEHHOCTSIX )KEHCKOT'O MHOTOTOJIOCHS
B ['py3un // Bonpocsl HapOAHOTO MHOTOTrOJIO-
cHsl: peciyOaMKaHCKas HayuyHasi KOH(QEepeHIHsL.
Bbopxxomu, 1986. C. 37.

2 YekanoBcka A. A. My3bIkalbHast STHOTpa-
¢us. Merononorus u meroauka. M.: CoBeTckuit
koMmo3utop, 1983. 192 c. JlanHoe HabnroneHue
TaKKe HE PacKpbIBaeT 0cOOyI0 Pa3HOBUIAHOCTh
OypIIOHUPYIOIIETO rojloca KaBKAa3CKOro THIA U
€ro poJIb B ApXUTEKTOHUKE MIECHMU.

3 Kak mnoka3bIBaeT KUBas HCIOIHHUTEIIb-
cKasi mpakTuka AOXa3uu, 60IbIIOE KOJTUYECTBO
HapOJAHBIX IECEH, B TOM YUCJIE U TAaKHE >KaH-
pbl, Ie HEOOXOIMMBIM TMPEICTaBISAETCS BEp-
OanmbHBIA TEKCT (K MpHUMeEpY, SMUYECKUE WU
UCTOPUYECKHUE NIECHH), TOTHOCTHIO TOCTPOEHBI
HCKJIIOYUTEILHO Ha accoHaHcax. B mocnennem
U3JIaHUK MaTepuajoB Mo abXxa3cKoMy (OJbK-
nopy mnpuBoautcsi 60 meceHHbIX 00pa3sloB,
3allMCaHHbIX MHOTOKAaHAJIbHBIM CIIOCOOOM U
pacliMppoOBaHHBIX € YYETOM COBPEMEHHBIX
TexXHOJNIOrui Hotauuu. M3 Hux B 40 necHsx
OTCYTCTBYET BepOajbHBII TEKCT, NpPU 3TOM
HekoTopble U3 HuX («IlecHs o repoe O30ak»,
«IlecHst AxBeiiniiaa») JaHbl U C KOHKPETHBIM
CJIOBECHBIM ClokeToM. Takasi (heHoMeHonIorus,
0€e3yCIIOBHO, 3aCIyHBAaeT HAYYHON 3aMHTEpE-
COBAaHHOCTU B IUIaHE BBISBICHHS MOOYXKAar0-
mMX (pakTOpoB aKTyalIM3alKu MOJO0OHOTO SIB-
JIeHMd, Ui 4ero HeoOXoIuM JApyroil gopmar
uccinenoanus, cM.: Amryoa B. P., Illypos B. M.
Ilecennsle TpaauuuM B3bIOCKUX U aOXKyHCKUX
abxazoB. M.: CoBpemeHHass My3bika, 2015.
329 c. Cnenyert Takke cka3aTh, YTO MOAOOHAsS
(opMa ECEHHOro UCHOIHUTENIBCTBA YACTUYHO
MMEET MECTO U B OTACIIBHBIX XaHpax IPy3HH-
CKOro (onbkiopa.

* Onwupasich Ha MCCIICIOBAHUSI ABTOPUTET-
Hbix yu€Hbix M. M. [IpsxonoBa, C. A. Cra-

pPOCTMHAa M JIp., KOTOPbIE YTBEPXKAAIOT, UTO
B HOBOKaMEHHBIN Mepro]] OONbIION KOHITIOME-
par pasnnuHbIX IieMEH 3anagHoro Kaskasa,
BKJIIOYAsl FO)KHBIE paiioHbl Maioil A3uu, roBo-
pPUIM Ha JuaneKkTax abxa30-aJbIICKO-XaTTCKUX
A3BIKOB, MbI CKJIOHHBI IIPEATOJIArarh, 4To JHUILIb
albIl’M 10 HACTOSIIET0 BPEMEHM COXPAHUIIU
BBIPAKEHHUE «YIP3I» U3 NPOTOA3bIKA NaJIEKOr0
HUCTOPUYECKOTO BPEMEHHU.

> B ykasannoii cratbe A. T. Illopranosa
NPUBOJIUTCS M JIpyroil Oojiee HEOXKUAAHHBIN
npumep. Ceblnasich Ha MHEHUE A. B. Mapkosa
u H. C. Tpy6eukoro (TpyGenkoii H. C. Pene-
ns u Kapka3z // DtHorpaduueckoe o003peHue.
M., 1911. Ne 1-2. C. 229-238), uccnemnona-
T€db KOHCTaTUPYEeT, 4YTO IIPUIIEBHBIE CJIOBa
B pycckux mnecHax («Y-pe-genm», «Oii-pe-
nenu», «Oipsan nanagy») 3THMOJOTHYECKU
IIPOUCTEKAIOT OT AIBITCKOM JIEKCEMBI «ydP31»
(mecHs1), — OHU «B CBOE BpeMs 3aIlucaHbl ObUIN
B Upkyrckoit rybepuun, B FOxnoit Cubupu,
B BEJIMYAJIBHBIX HAIlEBaX AJITAlCKHUX IUIEMEH,
a TAK)KE B POXKIECTBEHCKHUX MO3PaBUTEIbHBIX
necHsx» [7, ¢. 39]. OcHOBaHMEM TaKOIoO He-
BEPOSTHOIO PACHPOCTPAHEHUSI XapaKTEPHOIO
3JIEMEHTA aJIBIFCKOro (hOJIBKIIOpa aBTOPHI MPe-
IoJIararoT MucTopudeckui nepuon Msana I'pos-
HOTO, KOIZJa OH BTOPUYHO XECHMJICS HA JOYepU
Tomaneii (Mapun) kabapAMHCKOTO BEPXOBHOTO
k134 Temproka Mpaposa. B aror xe nepuon
B PYCCKHMX MCTOPUYECKHUX IECHAX MOSBIISA-
I0TCS CIOKETHI 0 Mapuu M LapCKOM ILIypUHE
Macrtproke-Koctproke (Kantemup A. Cobpa-
Hue cruxorBopenuil. JI., 1952. C. 496; Cobpa-
Hue HaponHsbix neceH II. B. Kupeesckoro. JI.,
1977. T. 1. C. 63—74; HapoaHble HCTOpUYECKUE
NECHHU / BCT. CT., MOAL TEKCTa W NMPUMEYaHUs
b. H. Ilytunosa. M.; JI.: CoBeTckuii nucareisp,
1962. C. 79-95). D10 Bpemsi, cTaBlIee 3HAKO-
BBIM JIJIsl TECHBIX KaOapMHO-PYCCKUX OTHOIIIE-
HUI Ha MHOTHE BEKa, KaK OKa3aJI0Ch, OTKPHUIO
BO3MOYKHOCTH JIByXCTOPOHHEIO B3aUMOJEH-
CTBHSI, B TOM YHCIIE U (DOJIBKIOPHOTO.

6 V ampiroB B 3THX XaHpaX CYyIIECTBO-
BaJl CBOM 0COOBIN «TaillHbIM s13bIK». Hanpu-
Mep, B «llecHsAX jedeHus ocnbl» HEAYT ye-
noBeka umeHoBanu 3Juycxan ([ocronuu) wnm
«O Hcra-Bnaapika, Mcraya», a XapakTepucTHKa
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camoii 60JIe3HH HOCHJIA TIOITU3UPOBAHHBIN Xa-
paxrep («Tpu OyCHMHKH MOPO3HB 3pPEIOT, 3PEIOT
OHH Ha pajiocTby»). Cpei OXOTHUKOB TaKXKe Cy-
I1€CTBOBAJI 0COOBII CIOBapHbBII HAOOP, MOHST-
HBIH TOJIBKO UM CaMHM.

7 HecMOTpsi Ha CXOACTBO C TEPMUHOM
«yopazy (MecHs), CyLIeCTBYET JIEreH1a O Mpo-
UCXOXKJCHUU «yopuaana». Peub naér o6 umenu
UCTOPUYECKOIO JIMIIa KAaCOXKCKOro (kabapIuH-
CKOro) KHs134 Pesiazibl, KOTOPBIi BCTYIIWII B €11~
HOOOPCTBO C TMyTapakaHCKUM KHs3eM McTHcC-
naBoM B 1022 ropy, rae mocienHui opepxkal
nobeny. Ilepen cmeprbio Pemama Bbickasain
HoXXeJaHue, YTOObl HapOoJ YBEKOBEUMII €ro Ma-
MATh. B 3TON CcBsA3M aabIrckuil (hOIBKIOPUCT
K. IllaGan B mapuKCKOM H3IaHUHM HPUBOIUT
cnenyromuii matepuan (Illaban K. Agpirckuit
(uepkecckuii) ponpkiop. [Tapuxk, 1959, c. 8):

Yto06bI HE 3a0BITH UMEHH TBOETO,

Yopunans counHsi,

Bcerapnstor (B mecHIO) UMS TBOE —

Kak nap (11 moTomMcTBa) OCTaBIIAS.

¥ Couwmémest emé Ha OAMH TPHUMEpP, HO
yke u3 chepbl NpoheccCHOHATbHON MY3BIKH.
Harecranckuit komnosurop I. ['acaHoB B nep-
BOM HallMOHAJIbHOH orepe «Xaubap» BKIOYA-
€T CJI0BO «Opaijia» B XOpOBbIE HOMEpa BOIIpe-
KU TOMY, YTO B TPAAULIMOHHON MOHOANYECKOU
KyJIBTYp€ JIE3TUH MHOTOTrOJIOCHSI KaK (OpMbl
KOJUIEKTUBHOIO MY3HULIMPOBAHUSA HE CyIle-
crByeT. Ilpencrasisgercs, 4YTO KOMIIO3UTOP
UCIIONIb3YET, B YaCTHOCTH, JAHHBIA TEPMUH
KaK CUMBOJIMYECKUM 3HAK, YKa3bIBAIOIIUM Ha
KYJBTYPHBI OOBEKT KaBKAa3CKOIO MPOUCXOXK-
JICHHUS.

< AUTEPATYPA (<

1. AmxotoB b. I'. Agsirckoe HapogHoe MHororojocue: MoHorpadus. Hampuuk: U3n-so M. u

B. Kotsipossix, 2009. 372 c.

2. AmxotoB b. I'. IIpunesnoe cioBo «Opaiina» kak apTeakT B MEXITHUIECKOM (POTHKIOPHOM
co3nanuu // KaBka3 CkBO3b npu3My ThIcsiuenieTuid. [lapagurMel KyabTyphl: MaTepraibl MEXIyHap.

Hay4.-npakT. koH}. Hampuuk, 2004. C. 58-63.

3. bnaesa T. A. Exby — ocobast popma rpynnoBoro neHust aapiros // Mup Kyasrypsl: cO. cT. /
otB. pea. b. X. braxxnokos. Hansunk, 1990. Bem. 1. C. 102-109.

4. Bunparonsu U. I1. «Mcropust mHOroronocusi» Mapuyca IlInaiinepa — noiayBekoBoii myTh //
Bomnpocsr HaponHOTO MHOTOTONIOCHS: pecyOnnkaHckas Hayd. KoH]. bopxomu, 1986. C. 13—14.

5. 3emuosckuit Y. U. Haponnas my3sbika // My3bikanbHas sHIpKIoneaus. M.,1976. T. 3. Ct6.

887-904.

6. KymaxoB M. A. Agxpirckass HNUCbMEHHOCTB: MpOOJieMbl YHU(UKALUU aja(paBUTHBIX U
opdorpadpudecknx cuctem // Topu3oHT: nuT. anmbManax: c0. ct. / o1 pea. JI. banaxosa. Hanmpuuk;

Cram0yi, 2001. C. 247-262.

7. Wlopranos A. T. Pegens u Mcrucnas // @unonorundeckue tpyasl Kabapauno-bankapckoro
HAy4YHO-HMCCIIEIOBATEIIbCKOTO MHCTUTYTA ((honbKiop u nuteparypa). Hampunk, 1977. C. 3-42.

06 asmope:

AmxoroB becian I'anuMoBHY, JOKTOpP HMCKYyCCTBOBeAEHHs, Mpodeccop Kadeapsl
UCTOPUH U Teopuu My3bIkH, CeBepo-KaBKka3ckuil rocynapcTBEHHBIH HHCTUTYT HCKYCCTB
(360000, r. Hanpauk, Poccust), ORCID: 0000-0003-0525-8898, bashkhotov@mail.ru

105



Gr My3bikaAbHag KyAbTypa HapoaoB Poccun 2020,2

<" REFERENCES <>

1. Ashkhotov B. G. Adygskoe narodnoe mnogogolosie: monografiya [ Adyghe Folk Polyphony:
A Monograph]. Nalchik: M. and V. Kotlyarov Press, 2009. 372 p.

2. Ashkhotov B. G. Pripevnoe slovo «Orayda» kak artefakt v mezhetnicheskom fol'klornom
soznanii [The Vocal Refrain Word “Oraida” as an Artifact in the Interethnic Folkloristic
Consciousness]. Kavkaz skvoz' prizmu tysyacheletiy. Paradigmy kul'tury: materialy mezhdunar.
nauch.-prakt. konf. [The Caucasus through the Prism of Millennia. Paradigms of Culture: Materials
of the International Scholarly and Practical Conference]. Nalchik, 2004, pp. 58—63.

3. Blaeva T. A. Ezh'u — osobaya forma gruppovogo peniya adygov [The Ezhu — A Special
Form of Group Singing of the Adyghes]. Mir kul'tury: sb. st. [The World of Culture: A Compilation
of Articles]. Ed. by B. Kh. Bgazhnokov. Nalchik, 1990. Issue 1, pp. 102—109.

4. Vindgol'ts I. P. «storiya mnogogolosiya» Mariusa Shnaydera — poluvekovoy put'
[“The History of Polyphony” by Marius Schneider — A Path Through Half a Century]. Voprosy
narodnogo mnogogolosiya: respublikanskaya nauchnaya konferentsiya [Questions of National
Polyphony: Republican Scholarly Conference]. Borjomi, 1986, pp. 13—14.

5. Zemtsovsky 1. I. Narodnaya muzyka [Folk Music]. Muzykal'naya entsiklopediya [Music
Encyclopedia]. Moscow, 1976. Vol. 3, col. 887-904.

6. Kumakhov M. A. Adygskaya pis'mennost': problemy unifikatsii alfavitnykh i
orfograficheskikh system [Adyghe Notation: Problems of Unification of Alphabetic and
Orthographic Systems]. Gorizont: lit. al'manakh: sb. st. [Horizon: Literary Almanac: Compilation
of Articles]. Ed. by L. Balakhov. Nalchik; Istanbul, 2001, pp. 247-262.

7. Shortanov A. T. Rededya i Mstislav [Rededya and Mstislav]. Filologicheskie trudy
Kabardino-Balkarskogo nauchno-issledovatel'skogo instituta (fol'klor i literatura) [Philological
Works of the Kabardino-Balkarian Research Institute (Folklore and Literature)]. Nalchik, 1977,
pp. 3-42.

About the author:
Beslan G. Ashkhotov, Dr.Sci. (Arts), Professor at the Music History and Theory

Department, Northern-Caucasus State Institute of Arts (360000, Nalchik, Russia),
ORCID: 0000-0003-0525-8898, bashkhotov(@mail.ru

&P

106



& KyAbTypHOE HacAeAMe B UCTOPUYECKOM OLLeHKe 5

ISSN 1997-0854 (Print), 2587-6341 (Online) DOI: 10.33779/2587-6341.2020.2.107-115
YIK 78.01

A. 1. IEMYEHKO

L{enmp KoMnIEKCHBIX XYO00HCECBEHHBIX UCCCO0B8AHULL
Capamoeckas 2ocyoapcmeennas koncepeamopus umenu J1. B. Cobunosa
2. Capamos, Poccus, ORCID: 0000-0003-4544-4791, alexdem43@mail.ru

BTtopass MupoBasi BOiHa B 3apy0e>XHOi My3bike
K 75-rermro Mobeabi

BceM Xopowmo wu3BeCTHa Ta WCKIIOYUTEIBHO 3HA4YuMMas 110 CBOUM XYAOXECTBEHHBIM
JIOCTOMHCTBaM JieTonuch Benukoit OTeyeCTBEHHOW BOWHBI, KOTOPYIO CO3Jaldl COBETCKHUE
KOMI03UTOpbl. HO OOBIYHO HE CTOJIb OTYETIIMBBI HAIIM MPEACTABICHUS O HamucaHHOM B 1940-¢
rolbl 3apyOeKHBIMHU aBTOpaMHu. IlepeueHb 3TOro JOCTaTOYHO BEJIMK U, MOJO00OHO OTE€UYECTBEHHOMN
MY3bIKE, BXKHEUIITNE MO3UITMHU 3aHuMana cuMm@onus: Bropas Aptiopa Onerrepa, [lstas Panbda
Boan-VYunesamca, Ilaras Pos Xappuca, Tperesa borycinasa MaptuHy, B TOM 4ucie IpOrpaMMHbIE
— «Tparnueckas» Kapna Xaprmana, «Kpacuoapmeiickas» Moseda Crammcnasa, «Boiina u
mup» Makca Pybuna, «ckynurensHas» Anpu Core, «JIutypruueckas» Aptiopa OHerrepa u
T. A. lupoko mpeacTaBieHbl NPOU3BEIACHUS PA3IIMYHBIX XOPOBBIX U BOKAJIBHO-CUM(OHUYECKHUX
xaHpoB: «llecHn 3akmou€HHbIX» Jlynmmxku Jlamnanukkonsl, «Kanrara BoitHs» [laputoca Muiio,
«Xop mépteix» loddpeno Ilerpaccu, «Tebe, Kpacnas Apmusi» Buta Heemnsl, «Kanrarta
o BoiiHe» DpHcta Kieneka, «JIuk uenoseueckuii» @pancuca [Tynenka, « TopxecTBEHHast Mecca BO
ciaBy mupa» Anbdpeno Kazemnsl, «PekBuem namstu xepTB MUpoBoii BoiHB [layns Xunaemura,
«Yuenesumii u3 Bapmassy ApHonpaa [énGepra u T. 1. K 3ToMy MHOXXECTBY Ha3BaHHBIX M HE
Ha3BaHHBIX MPOU3BEICHHUI HEOOXOMMO MPUCOEINHUTD JBE BBIJAIOIINECS TAPTUTYPHI, CO3IaHHBIE
HAIIUMH 3apyOeKHBIMU cooTedecTBeHHHKamH, >kuBmuMu torma B CIIA: «Cumdbonudeckue
taHipy Cepres PaxmannnoBa n «Cumdonus B Tpéx apmwxenusx» Urops Crpasunckoro. [lepBas
U3 HUX CO3/]aBajlach, KOTJa MUpP €Ul TOJBKO MOTPYXKAJICS B IMy4YHHY KaTacTpo(dbl — IMEHHO 3Ta
JKI'yde aKTyaJIbHasi CUTyaLUs ONPEEIINIIA HAIIPABICHHOCTh PAXMAHMHOBCKOW KOHIIETIIIUH, KOTOPYIO
MOHO 0003HaUUTh XpecTOMaTuiHON pa3oii «BoiiHa 1 Mupy». CuMponust CTpaBUHCKOTO HarvMcaHa
B KOoHIIe BTopoii MupoBOii, Koraa O6aranbHas cTpasa B HEKOTOPOM POJIE CTajia Juisl TUIAHEThI yKe
IPUBBIYHBIM YIEJIOM, I03TOMY aBTOp Ha MEPEIHUI IUIaH BBIABUIAET UACHO «BOWHA — 3TO paboTay
WM, IPYTUMU CJIOBAMH, «HA BOMHE KaK Ha BOMHE).

KuroueBbie cnoBa: BTopas mupoBass BoiiHa B My3blKe 3apyO€KHBIX KOMIIO3UTOPOB,
«Cumbonnueckue Tanup» Paxmannnosa, «CuMm@oHus B TpEX ABMKEHUAX» CTPaBUHCKOTO.

Jna yumuposanus / For citation: Jlemuenko A. 1. Bropast MupoBasi BoifHa B 3apyOexHOM
my3sbike. K 75-neruro [Tobenst // [Ipobnemsl mysbikanbHoii Hayku. 2020. Ne 2. C. 107-115.
DOI: 10.33779/2587-6341.2020.2.107-115.

107



KyAbTypHOe HacAeaAMe B UCTOPUYECKOM OLEHKe

DN 2020,2

ALEXANDER I. DEMCHENKO

Center for Comprehensive Art Studies
Saratov State L. V. Sobinov Conservatory, Saratov, Russia
ORCID: 0000-0003-4544-4791, alexdem43@mail.ru

World War Il in Music from Outside of Russia
Commemorating the 75th Anniversary of the Victory

Everybody is well familiar with the musical chronicles of World War Il created by Soviet
composers, which are exclusively significant in their artistic merits. But usually our perceptions
of what was written in the 1940s by composers outside of Russia are not so concise. The list
of such works is significantly high and, just like in Russian music, the most important positions
were held by the genre of the symphony: Arthur Honegger’s Second Symphony, Ralph Vaughan
Williams” Fifth Symphony, Roy Harris’ Fifth Symphony, Bohuslav Martinu’s Third Symphony, as
well as programmatic works in the genre — Karl Amadeus Hartmann’s “Tragic Symphony,” Josef
Stanislaw’s “Red Army Symphony,” Max Rubin’s “War and Peace Symphony,” Henri Sauguet’s
“Expiatory Symphony,” Arthur Honegger’s “Liturgical Symphony,” etc. Musical compositions in
various choral and vocal-symphonic genres were broadly represented: Luigi Dallapiccola’s “Canti di
prigionia,” Darius Milhaud’s “Cantate de la guerre,” Goffredo Petrassi’s cantata “Coro di morte,” Vit
Nejedly’s cantata “Tob& Ruda Armado,” Ernst Krenek’s “Cantata for Wartime,” Francis Poulenc’s
“Figure Humaine,” Alfredo Casella’s “Missa Solemnis ‘Pro Pace’,” Paul Hindemith’s “Requiem
‘For Those We Love,”” Arnold Schoenberg’s “A Survivor from Warsaw,” etc. This multitude of
mentioned and unmentioned compositions must be joined by two outstanding musical scores
created by our compatriots who lived at that time in the USA: Sergei Rachmaninoff’s “Symphonic
Dances” and Igor Stravinsky’s “Symphony in Three Movements.” The first of them was being
created when the world was just immersing into the abysm of the catastrophe — particularly this
poignantly topical situation determined the directedness of Rachmaninoft’s conception, which may
be defined by the paradigmatic phrase “war and peace.” Stravinsky’s symphony was written at the
end of World War 11, when the wartime harvesting campaign had to a certain extent already become
the habitual destiny for the planet, so the composer brings out to the forefront the idea that “war is
work,” or, in other words, “a la guerre comme a la guerre.”

Keywords: World War II, its chronicles in the music of composers outside of Russia,
Rachmaninoff's “Symphonic Dances,” Stravinsky’s “Symphony in Three Movements.”

C€ MbI JOCTATOYHO XOPOLIO 3HAEM Ty
BI/ICKJ’IIO‘II/ITCJ’IBHO 3HaYMMYIO II0 CBO-

UM XyJ0’KECTBEHHBIM JOCTOMHCTBAM
seronuch Benukoit OTeueCcTBEHHOM BOMHEI,
KOTOPYIO CO3JaJIi HalllM KOMIIO3UTOpHI. Jlo-
CTaTOYHO Ha3BaTh TAKWUE ITPOU3BENCHHUS, KAK
yetblpe cumponnn Hukonass MsickoBCKoro
(c ABammars BTOpoO# Mo [IBaamare msTyro),
[Istass cumdonus, Cenpmas u Bocbmas
¢doprenuannbie conarsl Ceprest [Ipokodbe-

Ba, Bropas cumponus Apama XauarypsiHa,
oparopus «Cka3aHue o 6urse 3a Pycckytro
3emmo» FOpust Hlanopuna, Tpu cumdonnn
(c Cenpmoii no [lessaryro), Bropas ¢opre-
nuaHHas coHara, @oprenuanHoe Tpuo Ne 2
Jmutpus LlocrakoBu4a u MHOXKECTBO IIECEH
(«CaamenHas BoitHa» A. AllekcaHJIpoBa,
«B necy mnpudponroBom» M. brantepa,
«Témnas Houb» H. Borocnosckoro, «OH, Ty-
MaHbl MOH, pacTymMaHbD B. 3axaposa, «Illy-
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Mmen cypoBo bpsiHckuii nec» C. Kana, «3a-
BETHBIN KaMeHb» b. Mokpoycosa, «Jloporn»
A. HoBuxoBa, «ConoBeu» B. ConoBnéBa-Ce-
noro, «Ilecus o {aenpe» M. ®@pankvHa u 1ip.).

OOBIYHO HE CTOJIb OTYETIWBHI HAIU
MPEACTABICHUSI O HAMMCAHHOM B TIEPBOM
nosioBuHe 1940-X T010B 3apyOe)KHBIMU aB-
Topami. [lepeueHb 3TOro JOCTaTOYHO BEJIUK
Y HAYHEM C IUPOKO U3BECTHOTO OTKIIMKA HA
Bropyro MHpOBY1O BOIHY, IpUHAAJIEkKALIE-
rO aBCTPHUICKOMY KOMIIO3UTOPY ApHO160y
LlIénbepey, KOTOpOro Mbl OOBIYHO Ha3bIBa-
€M B YHUCJIE JIUJIEPOB IKCIIPECCUOHU3MA.

Ucnonb3yst cBoit crienuuyeckuii my-
3BIKAJIBHBIN SI3BIK C €0 ONIOPOM HAa TEXHUKY
nofekadoHUU OH CyMe aTh SIPKOE€ U OYEHb
CBOEOOpa3HOE pEIICHWEe TEMBl TeHOIHIA
€BpEeeB — O 3HAYMMOCTHU SIBJIEHUSA, 0003Ha-
4aeMoOro CJIOBOM XOJIOKOCT, TOBOPUT (PakT
rubemnu cBoite 60% eBpercKoro HaceIeHUs
EBpomnbl B x0/1€ €ro mpecieoBaHus Halu-
ctamd B 1933-1945 romgax.

Kanrtara «YueneBmuii u3 BapiaBbi»
MOBECTBYET 00 Y3HHMKAX TETTO MOJbCKOU
cTonuiibl. IMEHHO MOBECTBYET, MOCKOIBKY
3/1eCh Upe3BbIYANHO BakHA (DYHKITUS YTEIa.
TexcT UAET HA AHIIMKACKOM SI3BIKE C BKpa-
TJICHUSIMH OTAEIBHBIX HEMEIIKUX CIIOB (Ha-
pUMep, HEOJHOKPATHO CIIBIIIUTCS BBIKPUK
«Achtung! — Bunmanue! beperucs!»).

UreHne COnpoBOXKAAIOT «Pa30PBAHHBIE
[0 CTPYKTYpe, CYAOPOKHO-B3BUHUYEHHBIE
[0 3MOILMOHAIBHOMY CTPOIO PEIIUKH U
BCIUIECKH OpKecTpa. Pucyercs armocdepa
KECTOKOCTH, JUKTaTa, HACUJIUs HaJ 4Yelo-
BEKOM, U €€ HarHeTaHUE MIPUBOJUT Ha KYJIb-
MUHAIIMM K TPOPBIBY T'yMAaHUCTHYECKOTO
IIPOTECTa, THEBHOM OTIIOBE/IN.

CypoBoe 3BydaHHE YHHCOHA MYKCKHUX
rOJIOCOB B TOYHOCTH HAIMIOMUHAET TO, YTO
MOXKHO CIIBIIIATh HA MHUKE pa3BUTUS Bock-
Mot cumbonuu Imumpus Illocmakosuua,
B 30He nepexona ot III k IV uwactu. Cxo-
JKECTh XYI0)KECTBEHHOIO PEUIEHUSI KPACHO-
PEYMBO CBUIETEIBCTBYET O TOM, KaK MHOTO€

B UCKYCCTBE ONPEIEINISIETCS MPOUCXOASAIINM
B OKpPYXarouien JelCTBUTEIIbHOCTH.

OTOT ToJIoC THEBHOTO IPOTECTA, IOJIOC
pa3ymMa M 4eJIOBEYHOCTH BBI3BaJ K >KU3HU
MoutHoe auxxenne Conpomusnenus. B my-
3bIKQJIBHOM HMCKYCCTBE€ OHO MOPOJMIIO J0-
CTaTOYHO OOLIMPHBINA KPYT MPOU3BEACHUH,
B Pa3JIUYHOM CTEMEHU OBESHHBIX IbIXaHU-
€M BOWHBI.

Kak 1 B 0T€4eCTBEHHOM MY3BbIKE, BaXKHEH-
IMe Mo3UIMU 3aHuMaiia cuMdonus: Bropas
A. Omnerrepa (1941), [1stas P. Boan-Yunbsam-
ca u Ilaras P. Xappuca (00e 1943), Tpetbs
b. Mapruny (1944), B ToM 4mcie mporpaMm-
Hast cumbonus — «Tparndeckas» K. Xapr-
mana (1940), «KpacHoapmeiickas» WM. Cra-
Hucnana (1942), «Boitna u mup» M. PyOuna
u «CoBerckomy Hapomay» P. Xappuca (oGe
1943), «HckynutensHas» A. Core (1945),
«Jlurypruueckas» A. Onerrepa (1946), «Bo-
eHHas» P. Boan-Yunbsamca (1947).

OTnenbHBIA KaHPOBBIM pa3fen cocra-
B Cumdonus-pexksueM b. bpurrena
(1940), Cumdonust 1151 cTpyHHBIX D. Maiie-
pa (1947), «Concerto funebre» K. Xaprmana
(1939) u Konuept nnst opkectpa b. baproka
(1943), a Taxxe psig OPKECTPOBBIX KOMITO3H-
il («Ilamsaru Jluguue» b. Maptuny, 1942,
«ITecan mEptbIx» XK. AbGcuis u «Ona 1o-
rubmmM B BoitHe» JI. Muiio — 06e 1943).

[Iupoko mnpeAcTaBlIeHbl MPOU3BEIE-
HUS PA3IMYHBIX XOPOBBIX M BOKAJIbHO-CUM-
¢donnueckux sxaHpos: «llonmeBas mecca»
b. Maptuny (1939), «IlecHu 3aKki1t04EHHBIX
JI. Jlannanukkonsl U «KaHTatra BOWHBI»
. Muiio (06e 1940), «Xop MEPTBBIX»
I'. Tlerpaccu (1941), «Tebe, KpacHas Ap-
mus» B. Heemel u «IlecHs 0cBOOOXKIECHMS
A. Omnerrepa (06e 1942), «Kanrara o BoitHe»
9. Kmeneka u «JIuk yenoBeueckuit» @. [1y-
nenka (06e 1943), «TopxecTBeHHass Mecca
BO ciaBy mupa» A. Kazemnst (1944), «He-
merikoe Miserere» I1. Jleccay (1945), «Te
Deum, nocesaménneiii modene» . Muiio,
«Tem, xoro mobum» u «PekBuem mnamsTu
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YKEpTB MUPOBOI BoWHbI» [1. XuHmemura (Bce
1946), «Ilecun crpaxnymein dpanunmn»
K. Opuka n «Yuenepmui u3 BapuiaBbi»
A. IlIén6epra (ob6e 1947).

BeposiTHO, 10 BIONHE €CTECTBEHHBIM
MpuYMHaM Ha mnepudepur HaMEUYECHHOU
KAHPOBOM TMMaHOpaMbl CKa3aJdlCh TaKHe
npousBeneHus, kak «KBapreT Ha KOHeIl
BpemeHn» O. Meccuana (1941) u omepa
«Y3uuk» JI. lannanukkonsl (1944).

Kak Buaum, kapTuHa CO34aHHOTO B 3a-
pyOEKHOM MY3BIKAJIbHOM MCKYCCTBE CKJIa-
JBIBACTCSI JTOCTAaTOYHO BIEUATISIONUIEH, U
3TO MPHU TOM, YTO HA3BAHO OTHIOJb HE BCE.
N ecnu OTTONKHYTBCA OT TMPUBEIEHHOTO
nepeyHst UMEH, TO OaslaHC BKJIaJa OT/IEIbHO
B3STHIX HAIIMOHAJBHBIX HIKOJI OYy/IeT BBITIIS-
JIETh CIEAYIOIMNM 00pa3oMm:

— I'epmanust u Asctpusi — II. [leccay,
3. Kmenek, 3. Maiiep, M. Py6uHn, K. Xapt-
MaH, [1. Xunnemur, A. [1IEnabepr;

— ®panmusa — O. Meccuan, [I. Muiio,
XK. Opuxk, A. Onerrep, @. Ilynenk, A. Core;

— Wranusa — I Ilerpaccu, A. Kazenna,
JI. Jlannanukkosna;

— Yexus — b. Mapruny, B. Heennsl,
W. Crauuncnas;

— Benuko6puranus u CLLIA — b. bput-
TeH, P. Boan-Yunesamc, P. Xappuc;

— benbrus — D. AGcuib;

— Benrpus — b. baprok.

K sToMy mnepeuHio HeEOOXOAMMO MpU-
COEIMHUTH J[B€ BBIJAIOIINECS MAPTUTYPHI,
CO37JaHHBIC HAIIMMU 3apyOCKHBIMU COOTE-
YecTBEHHUKaMH, >kuBIIMMU Toraa B CIIA:
«Cumdonnueckue tanup» Cepres Paxma-
HuHOBa U «CuM@oOHHUS B TpEX IBUIKEHU-
ax» Uropst CtpaBuHckoro. Paccmorpum nx
noapoOHee.

«Cumponnueckue TaHub (1940)
CTaJIM MOCJEAHUM MPOU3BEIACHUEM KOMIIO-
3UTOpA, U CO3/IaBAJIUCh OHU, KOTJIa MUP YXKE
ObuT 00BAT MOXKapuieM Bropoit MupoBoi
BOIHBIL. IMEHHO 3Ta Kryye akTyajbHas CHU-
Tyalusi ONpeAeNiniia HalpaBICHHOCTh pax-

2020,2

MaHUHOBCKOW KOHLEMIIMH, KOTOPYIO MOX-
HO 0003HAUUTh XPECTOMATUHHOW (Qpa3oit
«BOUHA U MUDY.

Cpazy xe ciemyeT OroBOpUTh CIEIYIO-
niee. B Xonae COYMHEHMS] KOMITO3UTOP BBEN
HECKOJIBKO aBTOIIUTAT, O KOTOPBIX Oy/IeT yro-
MSIHYTO HU>KE, U BOCIIONIB30BAJICS TEMAMU He-
3akoH4YeHHOro Oanera «Ckudb», HaA KOTO-
pbIM padotain B 1915 romy, To €CTh ONSATh-TaKK
BO BpEMEHA BOUHBL, HO //epgoii MUPOBOM.

OueBHIHO, BTOPOE M3 OTUX OOCTOs-
TEJIbCTB U MOATOJKHYJIO €r0 K TOMY, YTO-
Obl 1aTh CBOEMY IMPOMU3BEICHUIO HA3BAHHE
«CuM@pOHUYECKHE TAHIIbD», XOTS OHO BECh-
Ma YCJIOBHO, TaK KaK COOCTBEHHO TaHIIe-
BAJIBHOM MOXKET CUUTATHCA TOJIBKO I yacTsb.

Kpome TOro, CymecrByrOT CBEICHUS,
yTo PaxmaHuMHOB mnpeanosaraa Ha3BaTh
yactu creaytommm odpazom: I — «/leHby,
IT — «Cymepkm», II1 — «IlonHoub» (B KOHIIE
BCTYNUTENBHOTO pa3zesia puHaia KoJoKoa
obtoT 12 ynapoB). Tem He MeHee, B OCMBIC-
JIEHUW ATOTO MPOU3BEIEHHUS PYKOBOISAIIUM
JUIsl ceOsl IPUHIUIIOM MPUMEM HE CTOJIBKO
MOAPOOHOCTH aBTOPCKOTO 3aMBICIIA, CKOJIb-
KO BOCIIPUSITUE MY3bIKH KaK TAaKOBOM, B TOM
YuClie CBA3BIBAsI €€ C pealusiMH OOIIEUCTO-
PUYECKOM CUTYaIINH.

C »TOl TOYKHM 3pEHUS €CTECTBEHHO
NPUNTH K 3aKIIIOYEHUI0, 4TO B «CUMpOHU-
YECKHUX TaHLAX» C UCKIIOUUTENbHON Uy TKO-
CTBIO OTpakeHa arMmocdepa HadaIbLHOTO
pa3BOpOTa IPO30BBIX COOBITHI BTOpoii Mu-
poBOil BOitHBI. KoMIIO3UTOp BBOAMT 374€CH
PE3KO pa3BelIEHHbIE KOHTPACTHI, OJSPHU3a-
1Sl KOTOPBIX NOJUYEPKUBAET HapacTaroliee
pa3MeXeBaHUE IPOTUBOCTOSLIUX SIBICHUM,
U CYTh 3TOTO pa3MeXEBaHUs CBOJUTCS K ca-
MOOYEBUAHON «(popMysie»: MUpP, HEOTBpa-
THMO BBEPrarOIINIICS B IyYUHY BOMHBL.

AHTHTE3a «BOWHA M MHUpP» HAYUHAET
dbopMupoBarbkcs B | yacTu yepes cornocras-
JeHue €€ CpeaHEero pasieia ¢ KpailHUMHU.
B €€ nenTpe mupoko 3KCIIOHUPYETCS CTOJb
noporoi nms PaxmanunoBa 06pa3 PonuHsl.
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Komno3zuTop BO3Bpamiaercs K TOMY, YTO
BIIEPBBIC OBUIO HAJIEHO B HANMCAHHOM 3a
HECKOJIBKO JIET 10 3Toro Tpetbeit cumdo-
HUU — 3BYYaHHUE «POXKKOBY, MPEACTABICH-
HOE 3/1eCh TeMOpaMu ro0os, KIapHeTa H
cakcoona. IIpocto u GE3BICKYCHO BBHIBO-
JAT OHU HECKOHYAEMYIO JHUPOSNUYECKYIO
IIECHb PYCCKUX MOJIEH, POAHOTO IPUBOJIBS.

Ho cmbich 31010 mackoBoro pacrieBa Bbl-
XOIUT 3a TpeAeibl Cyryoo HaIlMOHAJIbHOM
aJpeCOBAaHHOCTH. B TaHHOM nel3akHOM nac-
TOpaJIN € €€ CBETIION MEYTaTeIbHOCTBIO YyB-
CTByeTCsl OJ1aroiaTh 1 MOKOM >KU3HHU BOOOIIIE,
oTpajia Iy, €€ MPUCTAHUIIIE, TO KEJIaHHOE,
K YEMY TSHETCS CEP/ILIEC YETTOBEYECKOE.

B kome I wactu cocrtossHue o4yapoBaH-
HOCTH BO300HOBIISIETCSI C HOBOW CHIJIOM
B XOpaJie CTPYHHBIX, paCIIBEYCHHOM OJECT-
KaM{d T[OATUYHOM 3BOHYATOCTU (BBOAS
31ech Jeitremy u3 cBoeit [lepBoit cumdo-
HUU, KOMIIO3UTOP Kak Obl BCIIOMUHAET O Ja-
JEKON FOHOCTH).

B HekoTopoll 3aTOPMOKEHHOCTH Teue-
HUS 3TOUW MY3BIKA OILILYTUMO >XEJIaHue J10
OCCKOHEUYHOCTH JJIUTh HAWLINIO MHUPHBIX
JTHEW, a 3aByaJIMPOBAaHHAs 37€Ch HOCTallb-
rUYecKasi Hota Hec€T ¢ co0oil onpenenéH-
HBII NOATEKCT. HeTpyaHO MOHATH: UMEHHO
B CUTYallUUd HAJBUTAIONINXCS OECTBUN J0
npenena odocTpsieTcss 4UyBCTBO xku3HU. Ka-
KHUM OCOOEHHO JparolieHHbIM M TPUTATa-
TEJIbHBIM CTAHOBUTCA TO, YTO 3aBTPA MOXKET
OBITH TIOTEPSIHO HaBcera!

Bor uyem o0ObsicHsETCS CTpeMieHUE
yaepKaTb MHHYTBI YCKOJIb3AIOLIEr0 cua-
ctha. OTCrOoAa e TOCKJIMBAsI MEJIaHXOJHs,
NOpOXKACHHAST TMOHUMAHUEM HEU30€KHBIX
yTpaT Ha nmopore OONbIINX UCTIBITAHUN.

Bo II vacTtu 310 memsiiee 4yBCTBO pac-
KpBIBA€TCsl ¢ HAaMOOJbILIEH OCTPOTOM, Jaxke
¢ 6one3HeHHOM HKcnipeccueil. [IpakTnuecku
€IMHCTBEHHBIN pa3 BO BCEM CBOEM TBOpYE-
cTBa PaxmMaHMHOB cO31a€T 31€Ch BaJIbC KaK
TaKOBOM, YTO COBIAJIO C BO3POXKJICHUEM U
pacLBETOM 3TOrO KaHpa B OTEYECTBEHHOU

MY3BIKE TEX JIET: B onepe «Boiina u mup» n
oanere «3onymka» C. [IpokodreBa, B My-
3bIke K «Mackapany» u B Oanere «['asgHa»
A. XayarypsiHa W BIUIOTh JI0 COBETCKOM
necHu (Hampumep, «B necy npudponro-
BoM» M. birantepa).

Hwuru ko 11 wactn «Cumdonndeckux TaH-
LEB» TAHYTCS OT TCHXOJIOTMYECKUX I03M
«Banwca» M. PaBens u ocobenno «I pycTHo-
ro Banbcay SI. Cubemmnyca. I PaxmanuHOB
C TIOJIHBIM OCHOBaHHEM MOT Obl Ha3BaTh €€
«Valse triste», HO ¢ IEpeBOJIOM BTOPOTO CJIO-
Ba HE KaK I'PYCTHBIH, a II€YaJIbHBIN.

Y Hero 3TO BajbC-2IETHs IMOCIEIHETO
OaJsia, mMo’Ma MPOIIATBHBIX yCllag U B3J0-
XOB, TOMUTENbHAs B 0COOOH IIABHOCTH U
MEUIUTETBHOCTH CBOETO KPYKEeHHUs (BaJIbC-
0octoH). M cama nupuueckas >3MOIUSL
Takke ocolasi — «rycTas», HachIIeHHAas,
C MPUCTYIaMU KIry4yeill TOCKU (KOMIIO3UTOP
UCIIOJIB3YET 37€Ch AKKOPIOBBIE CTPYKTYPbI
KJIACTEPHOI'O THIIA, TIOHWKEHUS CTyNEHEM,
MTOHUKAIOIIUE «OIOJI3aHUSI» MUHOPHBIX CO-
3BYUYH U TOHATBHOCTEH).

3noBelied MNPUMETON MPOUCXOISIIETO
CTAHOBSITCS BTOPKEHUS MPOH3UTEIBHOU
CUTHAJIBHOCTU 3aCypAMHEHHOM MeIu c €€
YCTpAIIAIOIUMHU  «pa3qyBaHUsAMW» U Me-
TAJUTMYECKUM CKpexkeToM. g Paxmanu-
HOBa ATOT TeMOPOBBIN 3HAK JIaBHO yXke (Co
BPEMEHU BOKaJIbHO-CUM(OHUYECKOW TIO-
smbl «Kosokona») ciyKuia 3KBHBaJIEHTOM
Bpax1e0HOro yenoBeky XX Beka, HO B JJaH-
HOM CJIy4ae, UCXOS U3 KOHTEKCTa BOEHHOTO
BpEMEHH, NOJOOHBIE 3BYyYaHUs CTAaHOBST-
Csl YIPOKAIOIIMM MPU3PAKOM HEU3OEKHBIX
TPEBOT U CMEPTOHOCHBIX OMACHOCTEM.

[lon wnHaBucaromel CEHBIO MOJOOHBIX
MPEAOCTEPEIKECHNUN U CTPAXOB IPOIIAJIbHBIN
BaJIbC CTAHOBUTCSl «TaHLIEM Ha MOPOXOBOM
Oouke» WM, MO MEHbIIEH Mepe, KpyxKe-
HueM Haja oOpsiBoM. [lpucymiue 1ol My-
3bIKE THETYIIME OIIYLIECHUS U CyMpadHas
HAaCTOPOXXEHHOCTh 3aKOHOMEPHO BBUIM-
BalOTCSI B CTPEMUTEIbHBIA BUXPb KOJIBI —
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CJIOBHO CIICIIHO-CYJAOPOKHBIE 3aBEpILIAI0-
1Ue MITPUXU paccTaBaHus (emi€é oaHa sp-
Kasi TICUXOJIOTUYECKAsl IETaJb).

«BouHa» pa3BopaumBaeTcs B KpalHUX
YacTAX IUKJIA 110 JUHUU HEYKIIOHHOM 3CKa-
Januu. JTO J1Ba CKEPIIO, HO BEChbMa OTJINYa-
IOLLKECS IO CMBICIIOBOMY HAIIOJTHEHUIO.

Ckepuio I yacTu HOCUT OTKPBITO BOMH-
CTBEHHO-HACTyMNaTeJIbHbIA XapaKTep, 4TO
IIPEICTABJICHO B CIEAYIOUIMX MapaMeTpax:

— XapakTepHasi MOTOPHO-TOKKaTHas
IyJIbCALMS HA MapIIEBOM OCHOBE;

— NOMYEPKHyTas OCTpOTa
MPY>KUHUCTBIX PUTMOB;

— KIIIOYeBas POJb JIYXOBBIX HWHCTPY-
MEHTOB BOOOIIE U MEIHBIX B OCOOEHHOCTH
C BBIJIETICHHEM TPYOHBIX (aHdap U X0onoa-
HOTO OJiecka TeMOpOBOTO OOIaYEHUSI.

IIpu BcéM TOM 3TOM MY3BIKE HEJIb3A
OTKa3aTh B TaKUX KauecTBaX, Kak CypoBas
001pOCTh, COOPaHHOCTh, TMOATSIHYTOCTD,
LEJIEYCTPEMIIEHHOCTh U BHELIHSAS MMIIO-
3aHTHOCTb, OpOockuil penbed, sipkas 3pe-
JUITHOCTH (B TOM YHCIIE Yepe3 KpacOuHbIe
TOHAJIBHO-TAPMOHUYECKHE COIMOCTABICHUS
tuna f—Des —E—A—As—D —Des—G—c).

Tak 4yTO Ha mMEpPBBIX MOpaX SHEPrus,
TOpSYMN HANop M 3aKUTaTEJIbHBIA TEMIIe-
paMeHT MOJIOAIeBaToil OpaByphl «TapIryro-
IIEro» BOMHCTBA MOXKET HEBOJBHO YBIICUD,
JaXKe 3axBaTUTh. JTO TOKa YTO HE cama
BOIHa, a BOGHHBIE UTPBI, COOMpaHUE CHII,
HaKayMBaHHE MYCKYJOB, apaj Ha IUIally,
MIPUTOTOBJICHUS K JIEHCTBHIO.

Ho yxe B penpuse | yactu Mbl CTAHOBUM-
Csl CBUJIETEJISIMU HAuaJbHOTO 3Taria BOAOBO-
poTa BOEHHOW smonen. ATMocdepa CTaHo-
BUTCS TPEBOXKHO-BO30YXAEHHON, TPO30BOH,
3By4YaHUE — KOJIOYUM, MPOH3UTEIIbHBIM,
B HEM TMPOCIYHIMBAECTCS TPOXOT OPYIHUH,
a JIMHAMHYHO-UMITYJIbCUBHBIM XOn-0er Bo-
€HHOM MAalIMHbI TpPUOOpEeTaeT XUIIHBINA
«ockamy. [IpumeyarenbHO, 4TO Ha KyJIbMU-
Hauu (1. 26) BBOAMUTCS «HAOYXIIIMIDY Kia-
CTep U3 YETHIPEX OOIBIINX CEKYHI.

YIpyTHX,

2020,2

B cpaBuenuu c [ yactbio ckepiio punaia
NpUOOpEeTaeT Ka4eCTBEHHO MHOM XapakTep.
HapammBanue arpecCMBHOCTH BBUIMBACT-
Csl 371eCh B BYJKAHHYECKYIO JIaBYy CyMOyp-
HO-JINXOPAJOYHOIO Xa0Ca Pa3roparolIuxcs
outs. [Ipuuém ¢ camoro Hayama penpusbl
B KUTICHUE ATOM JIaBbl aKTUBHEUIITUM 00Opa-
30M BKJIKOUAETCs MOTUB Dies irae, KOTOPbII
BBICTYIIAET U KaK 3HAK IPO3SIIINUX OeJCTBUIA,
M KaK Kaparwomas JACCHHUIA BOMHBI, U Kak
MIPU3PaAK CMEPTHU (B MOMEHTHI «KOCTIISIBOTO»
nepecTyka KCriio(oHa).

[paBonmana XX Beka, KOTOpas 3auH-
TepecoBasia PaxmMaHnHOBa emé B ormepe
«®panuecka ga Pumunn» u Bo Il wactm
Bropoii cum@onuu, a 3areM B HEKOTOPBIX
13 (hopTenuaHHbIX ATIOAOB-KapTUH U B UeT-
BEPTOM KOHIIEPTE, MMOIYy4YaeT TeNepb 3aKOH-
YeHHOE BOIUIONIEHUE B ToiydaHTacTUye-
CKH-TPOTECKHOM MPEJIOMIIEHUH MPAYHOTO
OaranpHOrO JneiictBa. OAMO3HBIN, Oprua-
CTUYECKUM, CAaTAHUHCKUM pPA3rysl MUJIUTa-
pu3Ma IepepacTtaeT B HACTOSALIMM Iradarn
BOOPYEHHOU HEUHCTH.

N Bcé-Taku dKCnaHCHUs CUJ 3714 HE HO-
CUT B (DMHAJIE MCUEPITHIBAIOIIEC TOTATHHBIN
xapakrep. Ero cpenHuil pasgen nocBsiléH
TOPECTHBIM pa3AyMbsM O HEPa3yMHUH YeJo-
BEUECKOM, a B JIAMEHTO3HBIX BOIPOLIAHHUSIX,
CKOPOHBIX CTOHAX JIYIIN W TOCKJIMBBIX MIPH-
YyeTax CIIBIIIATCS OMAaCeHUs 3a CyIbOBI MUPa
U rymaHusma. M maBHoe: B caMOM KOHLE
MPOU3BEJCHHUS] HAaMEUYeHa MOTCHIUS Je-
CTBEHHOT'O ITPOTUBOCTOSIHHUSI.

Bripacraromuii u3 nHpepHATBHO-IEMO-
HAYECKOTO IMOTOKA JSIHJIOT MPOU3BENCHUS
OCHOBAaH Ha Teme OJHOM u3 yacten «Bce-
HomHO» (Ne 9 «bmarocnoBen ecu lo-
cnoan»). OHa MOCTPOEHAa HAa HMHTOHAIMIX
3HAMEHHOT'O PacneBa, HO BOCXOIUT CKOpEe
K PAaCKOJbHUYBUM IECHOIICHUSIM — BOT IO-
4eMy BEET OT He€ MPaBEIHON HCTOBOCTHIO.
Hamonnennass quHaMu3MOM, CypoBOM pe-
IMIMMOCTBI0O M TPO3HOM ObUIMHHO-OOTa-
TBHIPCKOM MOIIBIO, JaHHASI TEMA 3HAMEHYET
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co00l MOTY4Hi 3T0C CONMPOTUBIIEHUS, pe-
AJBHOTO OTIOPa OECHOBAHUIO BOCHIIUHBI.

B comnocrasnenun ¢ npeamecTByonmm
MIOBECTBOBAHUEM 3Ta MY3bIKa 3BYUUT IMPO-
pPOYECTBOM TI'PANYLICH CIIACUTEIIBHOU MUC-
cun Poccun B mipeacTosiieM pa3BopoTe BO-
eHHOU »drorner. To ObUT MOCIIEOHUI B3I
KOMIIO3UTOpa Ha peannu XX CTOJETUA U
IOCJEAHUM IITPUX B 3aIEYATIIEHHOM WM
oOpase PonmuHbl, KOTOpas Bcerjga ocraBa-
J1aCh VISl HETO CBATBIHEH U3 CBSTBHIHb.

B ero cepaue HeMCKOpEeHUMO KHJIa Bepa
B HEMCUEPIIAEMOCTb U HEOJOIUMOCTb «TPETh-
ero Puma». B cBs3u ¢ 3TUM BCIIOMHHAETCA
MbICITb, BbicKazanHasg A. H. Toncteim yxe
BO BpeMsi Benukoit OTeuecTBeHHOM: €Ciu OT
Poccuu octanercst Xotst Ob1 OMH ye311, TO U
TOIJJa OHA HEMPEMEHHO BO3POIUTCH.

TakoBa Oblia 3aBepluarolas HOTa, IO-
cTaBlIcHHass PaXMaHMHOBBIM B CO3JaHHOMN
UM IIOJIyBEKOBOM XyJOKECTBEHHOHM JIETO-
IICH O YEJIOBEKE, MPOJEIAaBIIEM TPYIHBII
NYyTh U3 «CepeOpsIHOIO BEKa» B «BEK OTHE-
JBIIIAIINAN», B BEK C €ro HECJIbIXaHHBIMU
KOH(JIMKTaMU U POOKUM CBETOM HAJIEK]IbI
Ha Tpsiaylee OT HUX n30aBieHue.

«CuM@poHNS B TPEX ABMKEHHAX», Ha-
NIMCaHHAas B KOHLIE BTOpoii MUPOBOI BOMHBI
(1945), sBriTach OTHUM W3 UTOTOB 3aricyar-
JIEHUs CaMOU TSDKEIOU U KPOBOIIPOJIUTHOU
OaranpHOI 3M0NEN YeT0BEYECTRA.

Kpome toro, ona mpencrasnsier coboit
KPaCHOPEYUBOE CBUIETEILCTBO TOTO, 4YTO
npuBblYHbIe 11 CTPaBHMHCKOTO JEKJapa-
LIUU «YUCTOTO UCKYCCTBA», Uy XKIAAIOLIErOCs
371000/JTHEBHON TMPOOJIIEMaTUKH, JAJEKO He
BCETIA COOTBETCTBYIOT JEHCTBHUTEIBHOMY
MIOJIOXKEHUIO JEI.

«CumpoHust B TpEX NBHKEHUSAX», KaK
Y LEJBIM PSAX APYTHX NPOU3BEICHUN KOM-
MO3UTOpa, OOHAPYKUBACT HEAIKHMHHBIH
COLMAJIBHBI TEMIIEPAMEHT U SABIISETCS
IIPUMEPOM OTKJIMKA HA KUBOTPEIEUTYIIY IO
aKTyaJIbHOCTb CBOETO BPEMEHH, B TOM
quciie OOHapyKHBasl SIPKO BbIpaKCHHbBIE

MyOIUUIUCTUYECKUE YEPTHI.

WTtak, KakoB B3IV HAILIEro 3apy0esKHOo-
IO COOTEYECTBEHHHUKA HA YK€ MPAKTUYECKU
MIPOLIE/IIYIO BOMHY U3 CBOETO 3a0KEAHCKOI'O
nanéka? KoHncrarupys ToT (pakt, 4To KoMIo-
3UTOP OOBIYHO YYKJIAJICS MOJIUTUKH, BCE Ke
3ameTnM OeccriopHoe: ero «BecHa cBsimen-
Has» SBWJIACH MpsAMBIM mpeansepueM llep-
BOI MUPOBOM BOMHBI, a «CuMpoHUs B TPEX
JBYO)KEHUSAX» C MOJHOM OTYETIIMBOCTBIO CO-
oTHeceHa ¢ coObITuAMU BTOpoil MUPOBOIA.
OTO0 OTMEYan M caM aBTop: «Brevarnenus
Hallen TSHKEIIOW JII0XU € €€ CTPEMUTEIIBHO
MEHSIOUIUMHUCS COOBITUSIMH, C €€ OTYasTHUEM
Y HaJIeXKJI0H, ¢ €€ OecripepbIBHBIMU MyUYEHH-
SIMH, KpallHUM HaNpsKEHUEM U, HAKOHELl, C
HEKOTOPBIM MPOCBETICHUEM OCTaBUIIU CIIEN
B 9TOM cumpoHum» (IUT. mo: [5, c. 271]).

CoOcTBEHHO B paccMaTpHUBaeMOM IpoO-
U3BEICHUN CTOJb HEOKHUJAHHBIMA  JUIs
CTpaBHUHCKOIO COLMAJIBHBIM TEMIIEPAMEHT
3agBHJI O cebe C BCTYIUTENbHBIX TaKTOB
cuM(pOHUM Yepe3 ropsuuil myonuuucTuye-
CKUH HEPB U MOIIHYIO IPU3bIBHOCTh Ha0AaT-
HBIX 3By4YHOCTEM.

Bynyun onHUM K3 UTOTOBBIX MPOU3BE-
JICHUI BPEMEHU BOCHHOW CTPAJIbl, KOTOPas
K cepennne 1940-x B HEKOTOPOM pojie CTa-
Ja JUisl TUTAHETHhl YK€ MPUBBIYHBIM YIEIIOM,
«CumpoHus B TpEX NBUKEHUSAX)» HA Mepe-
HUH IUIaH BBIJBUTAET UJICK0 «BOUHA — MO
paboma» WM APYTUMH CIIOBaMU: «HA BOM-
HE Kak Ha BoWHe». To ecTb, B CYLIHOCTH,
KU3Hb T€X JIET PACKPBIBAETCS HE CTOJIBKO
KaK Jipama, CKOJBKO CKOpee Kak KapTHHa
BOEHHOU noscednegnocmu, HO TOBCEIHEB-
HOCTU UMEHHO 80E€HHOU.

Otcroma ONIIyTUMO TPO30BOM  0OIIUit
KOJIOPHUT, BBICOKHI Hakall SKCHaHCHBHOIO
JBUTATEJILHOTO HAropa KECTKO OpPraHH30-
BAaHHON KOHCTPYKTHBHO-ypOaHUCTUYECKOU
MaTrepuH, mpeoOpa3oBaHHOW Ha MOTpedy
OarampHOM CTHUXMHU. OJTO OasWpyercs Ha
OCTPOJIMHAMHUYHOW IyJbCallMU 3BYKOBOM
MacChl — TOKKaTHOW, MapIIEBOM, PENETULIN-
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KyAbTypHOe HacAeaAMe B UCTOPUYECKOM OLEHKe

OHHO-OCTMHATHOW. Omnpenessonyo poJib
B PacKpy4MBaHUM «MOTOpPA BOWHBD» UIPAET
VMITYJIbCUBHBI PUTM C XapaKTEpHOMU s
HETro INpeJesbHO MHTEHCUBHOU OTpabOTKON
Pa3HOro po/ia CUHKOIMPOBAHHBIX PHUCYHKOB.
Baxnoii ¢aktypHOi (GuUrypoil craHoBsTCS
POCUYEPKH-YIapbl MAIIMHU3UPOBAHHOMN «pa-
UpBD» — Onectsmme U komomme. TemOpo-
BBIIl «XOJO/A» TOCMOJCTBYIOUIMX JTYyXOBBIX
Y YIOAPHBIX MHCTPYMEHTOB IOAKPEILISAETCS
IPOXOTOM TYTTUMHBIX KyJIbMUHALIAN.

TakoBa oOmiast armocdepa B KpaillHUX
4yacTsAx M B 3aKiodeHnn cpenseil. Ho apa-
MaTypruyeckasl TpaeKTOpHsl dBOJIFOLIUU 3TOU
HAaCTPOEHHOCTH BBICTPOEHA B 1IEJIOM Ha Iie-
PEKIIFOYEHNH U3 TUIaHA HANPSHKEHHO-B3PbIB-
YaThIX «OyHEW» Ha MOJSIX CPayKeHUH B IUIO-
CKOCTh MoOeqHbIX uToroB (hnHama. U Torma
B COIIPOBOKICHUM IOCICAHUX BCKUIIAHUU
3aBepLIAIOIUX OaTauil MPOUCXOIUT TPAHC-
(dopmarust 00pa3HOCTH B BOMHCTBEHHOE BBI-
TUISICBIBAHKME HA PATHOM UTPUIIIE.

K coxkanenuro, BOCIpUATHE ITOTO IIPa3/-
HECTBAa OMpAyYaeT €ro JIOBOJBHO O/MO3HAs
OKpAILIEHHOCTh: OpyTallbHOE TpoMoIacue
Y PAa3BA3HOCTH IOBAJOK BOEHIIMHBI IIpe-
BpaIalOT MPOUCXOAAIIEE MMOYTH B OPTHUI0
«opaeHa coiaadoHOBY» — HEUTO MOJ00HOE
B CIIEAYIOIIEM O4YepKe KHUIu OyneT oTMme-
YEHO 110 OTHOLUEHUIO K OTAEIbHBIM CTpa-
HUIIaM HaIMMCaHHBIX B Te ke roabl [1aTon u
[ectoit cumdonuit Ilpokodrea u Jleps-
toi lllocTrakoBuya.

CBou Kpacku B MOPTPET YeJIOBEKa BO-
MHBI IIPUBHOCAT OTCTPAHSAIOIINE 3MU30.bI
cpenHero paszaena I yactu, KOTopele 3aTeM
nepepacrarot B uHTepmeno Il vactu. 3nech
BOCIIPOMU3BOJUTCSL CBOETO pOJA «ULIOY»:
B MOMEHT 3aTHUIIbs IPOCBEUIEHHBIE «JTIOAU
B MYHJUpax» MpenalTcs OTAOXHOBEHHIO,
ycllaJjlaM MUPHOTI'O 4aca, yXos OT PeaJIbHO-
CTH B MHUP M3SLIHOIO BBIMBICIIA, IPALMO3-
HOM Iy TIIMBOCTH, UTPUBOTO JTYKaBCTBA.

Kaptunky nonoOHOro pocyra KOMIo3u-
TOp PUCYET B HEOKJIACCUYECKHX KOHTYypax

2020,2

TaHIa-aCTOPaIH, JOOPOIYIIHO TAPOTUPYS
MIOYEPK TATAHTHOU 3MOXU C NPUBHECEHUEM
TOTO, 4TO UAET OT KOMEAUWHO-TIUPUYECKON
obpaznoctu Poccunn.

Emé oaun «cinen» oOHapyxkuBaeTcs
B KpalfHUX YacTsIX CUM(OHHY, TJIE B PsiIe CITy-
YaeB BO3HMKAIOT SIBCTBEHHBIE OT3BYKH pycC-
CKOro cTujisi paHHero CTpaBHUHCKOTO B KaH-
POBOM JMAIIa30HE OT CTAPUHHOM 3aIIaYKH 10
CKOMOPOIIIBUX TMOTYIOK. Pazymeercs, ¢yHK-
MOHAJILHO 3TO COBEPILIEHHO MHOE HAaIOJIHE-
HUe, yeM B kojie «CUM(OHUYECKUX TaHIIEB)
PaxMaHMHOBA, HO MPHUCYTCTBUE CTOJIb OLILY-
TUMBIX «UHBEKILIMID HALMOHAILHOTO CTHJIS B
MHTEPHALMOHAJILHOW MMaJIUTPE NPOU3BEICHUS
HaMmeKaeT Ha posib Poccuun B pa3Bopore 3mo-
XaJIbHOTO BOGHHOTO KOH(TUKTA.

C TOuUKM 3peHHs KAHPOBOM HOMEHKJIATY-
PBI KOMIIO3UTOP, KOHEYHO K€, UMEJI TIOJTHOE
NpaBO Ha3BaTh CBOE IMPOU3BEACHHE CHUM-
dbonuei, XoTs caMm OH OOJbllIe CKIOHSIICA
K o6o3Hauenuto «Tpu cumpoHngecKux
nBukeHus». CoracHo 3aKoHaM CUM(OHU-
YECKOT0 aHpa, KOMIIO3ULIHUIO ITPOHU3bIBA-
IOT MHTOHALIMOHHBIE CBA3H, IpsAMas o0pas-
Has apka nposieraet ot | yactu k ¢uHamy
U MOCTMKOM K HEMY, Hapsay C MNPUEMOM
attacca, CIyKUT KOJla CPEHEN YacTH, a caM
¢uHaAI B U3BECTHOIN MEpe CHHTE3UPYET Xa-
pakTepHbIE YEPThI MPEAbLAYIINX YacTe.

Bwmecre ¢ Tem, 3Ta cuM(pOHUS CONEPKUT
B ce0¢ HECOMHEHHbIE NPU3HAKU KOHIIEPT-
HOTO >KaHpa, MOCKOJIbKY MHOTO€ 37IeCh OC-
HOBaHO Ha MPUHIMIAX KOHLEPTUPOBAHUS
U BBIIEJIEHBl COJIUPYIOIINE HHCTPYMEHTHI
(manpumep, apda u AepeBIHHbBIE TYXOBBIE),
Cpelu KOTOpBIX BaKHEHIIash pojb OTBEACHA
pPOSIIIO C TaK COOTBETCTBYIOLIEH Xapakre-
Py NpOMU3BENEHUS KECTKOCTHIO U OCTPOTOMN
YUCTO yJApHOTro 3ByKou3BieueHus. Cieno-
BaTEJIbHO, JKaHpP NMPOU3BEAECHUS C JOCTATOY-
HbIM OCHOBAaHHMEM MOKHO ONpPEIEIUTh Kak
KOHIIEPTHYIO CUM(OHHUIO.

Emé onHO cyniectBeHHOE €€ CBOMCTBO
COCTOUT B TOM, YTO, (PUKCHpYsS HPOUCXO-
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Jsiee B MUpPE, aBTOP MPEANOYUTAET MO3H-
LIMIO0 CTOPOHHEro HaOmonarens. Mcxoas us3
XapaKTepHOro 1Jid cedsl «IpeicTaBiIeHYe-
CTBa», OH (pOpMHpYET KOHIIETIIHIO CKOpee
KaK HEKO€ TeaTpalibHOe JEHCTBO, IIMPOKO
BBOJIS B HETO BCSIKOTO POJia UTPOBHIE dJie-
MEHTBI (YepThl TeaTpaliv3alli OCOOECHHO
oueBHUIHbI BO Il yactn).

Hakonen, MO>)xHO TOBOPUTH U O MPHUCY-
el 3TOMYy MPOU3BEICHUIO KHUHEMaTorpa-
¢buanocTr. CaM KOMITO3UTOP, TIAMSITYSI CBOU
MIPOCMOTPBI XPOHUKATIBHBIX U IOKYMEHTAJTb-
HBIX (UIBMOB, yTBepKaal: «Kaxaplid smu-

301 CUM()OHHH CBSA3aH B MOEM BOOOpaKEHUN
C KOHKPETHBIM BIIEUATIIEHHEM O BOMHE, OUYCHb
9acTO WMCXOAWBIIUM OT KHHEMatorpaday
(. mo: [5, c. 268]). KoncTpykTBHO MHO-
ro€ 3/IeCb OCHOBAaHO Ha JWHAMUYHOM MOHTa-
e KOHTPACTHBIX PUTMHYECKUX, TEMOPOBBIX
U (PaKTypHBIX CTPYKTYp, HAITOMHHAIOIINX
CBOETO PoJia «KaJpb» B KHHOJPAMaTypruu.

Bc€ TonbKO UTO OTMEUEHHOE (KOHLEPT-
HbI€ YepThI, TeaTpajn3alus, KHHeMarorpa-
¢uuHoCcTh) gAenaer mnpousBeneHue Crpa-
BUHCKOTO YHHKAQJIBHBIM CpPEIH BOCHHBIX
cuM(pOHMIA.
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The Rhythm of Birds: A Programmatic Musical Composition
about Living in Tanjung Malim

The Rhythm of Birds is a programmatic musical composition inspired by the composer's
interaction with the environment at Tanjung Malim. The cultural life of urban communities around
Tanjung Malim is an important source of influence for this work, as is the composer’s background
and his experience while living in Tanjung Malim. The musical idea is taken from the singing of the
tual bird and the hill-bird from the aboriginal people’s musical tradition. This musical composition
narrates about urban culture, which is interpreted by the music in a programmatic way. The main
purpose of this research is to create further new musical compositions. Another one of its goals
is the fixation of a programmatic musical form inspired from the surroundings of Tanjung Malim
which may be used by other composers.

The article about this musical composition was written with the use of qualitative, practice-
based, practice-led and ethnographic methods. The process of composing musical works with
the aid of performing analysis of data applying to traditional music taken from the results
of folk music expedition fieldwork, combined with notated data is subsequently processed
into a laboratory. This results in the creation of a programmatic musical composition in three
movements inspired by Tanjung Malim cultural environment expressed by an urban society,
the composer’s background and life experience. These three movements express the respective
times of day — morning, day and night — at the same time, expressing the activities of Tanjung
Malim’s society.

This musical composition is created with the application of cross-cultural elements combining
Western music and the music of the indigenous people of the region. The musical instruments
incorporated are a mixture of Western music and the areal traditions, where the aboriginal musical
instruments are blended into the musical work, producing harmonies intrinsic to Western music.
The ability to link ideas to a musical concept generates a new type research which can be studied
and applied by musicians, practitioners, and educators around the world.

Keywords: cross-culture, program music, indigenous people, inspiration from nature,
practice-led.
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2. Meoan, Cesepnasa Cymampa, Unoonesus
ORCID: 0000-0001-5149-2453, nitabtbara72@gmail.com

«PUTM NTUL»: NPOrpamMmMHoe My3blikaAbHOe MpoU3BeAeHHue
0 Xun3Hu B TaHAXKYyHr-Maaume

«Put™M nOTHI) — MPOrpaMMHOE MY3BIKaJTbHOE MPOU3BEICHHUE, BIOXHOBIEHHOE BOCIPHUIATHEM
okpyxatomei cpenpl TanmkyHr-Manuma. KyiasrypHas )kU3Hb TOPOACKUX OOIIMH B MECTHOCTH
TanmxyHr-ManuMm mnpenctaBisieT cOO0O0W Ba)XHBIM HMCTOYHUK [JIsI 9TOTO COYMHEHHS, KaKk U
MPOUCXOXKACHNE KOMIIO3UTOPA, U ero Bocrpustue O0biTa B TanmkyHr-Manume. My3bikanbHast Uaest
3aMMCTBOBaHAa M3 MIEHUS ITHII Tyall U TOPHBIX NTHLL, KOTOPOE CTaJI0 OCHOBOW MY3bIKaJIbHOM TPaAULIUU
KOPEHHOTO Hapoja JaHHOMW MECTHOCTH. DTO MY3BIKaJIbHOE MPOU3BEICHHE OTPAXKAET TOPOICKYIO
KyJIBTYPY PEerHOHa, MoKa3bIBasi €€ MporpaMMHON MY3bIKOHW. [ 1aBHas 3aja4a TaHHOTO MCCIIeIOBaHUS
COCTOUT B WHCIHMPUPOBAHWU HOBBIX MY3BIKaJbHBIX IMPOU3BEACHUI BCleA U3 OOCYKIA€MbIM B
cTarwe. [[pyras 1enb COCTOUT B OMPENEICHUU MY3bIKAIbHOM (POPMBI, BIOXHOBIEHHON MECTHOCTHIO
TanmxyHr-Manum, KOTOpyIO BIIOCIEACTBUN MOXKHO MCTIOIB30BaTh U B JPYTUX COUMHEHHSIX.

N3ydyeHue JaHHOTO MY3BIKAJbHOTO MPOU3BEACHUS MPOBOAMIOCH C MPUMEHEHHEM
KBAJIMTATUBHOTO, PAKTUYECKOTO, MPAarMaTuuecKoro U 3THOrpaduueckoro MeToaoB. PaccmarpuBaics
MPOIECC CO3/IaHUS MY3bIKAIbHOTO MPOU3BEICHHUS MOCPEACTBOM HCIOIHUTEIBCKOTO aHaInu3a
JTaHHBIX, IPUMEHIEMBIX K TPATUIIMOHHON MYy3bIKE, U3BICYCHHBIX U3 PE3yAbTaTOB (POJIBKIOPHBIX
SKCIIENIINHI, C TOCeNyoNIel TpaHchopMalueil 3apUKCHPOBaHHBIX JAHHBIX B 1a00paTOpHu. ITOT
NyTh CTUMYJIHMPOBAN CO3JaHHE TPEXUACTHOTO MPOTPAMMHOIO MPOM3BEACHHUS, BIOXHOBIEHHOTO
KyaeTypHO# cpenoit TanmxyHr-Manuma, ornpeneiaéHHbIM TOPOJICKUM COLIMYMOM, >KU3HEHHBIM
OTIBITOM KOMIIO3UTOpa. TpU 4acTH COYMHEHHS M300paxaroT pa3Hoe BpeMs CYyTOK, — yTpO, ACHb U
HOYb, — OJHOBPEMEHHO OOPUCOBBIBas ACSITENLHOCTD KUTeNel TaHKyHr-Manuma.

My3bIKanpHOE MIPOU3BEICHUE CO3[JaHO B OMOPE Ha MOAXO, CBA3aHHBIN C KPOCC-KYJIBTYPHBIM
COeIMHEHNEM —3aI1aJTHOU My3bIKaTbHON TPAIULIMHU C MY3BbIKOM KOPEHHBIX HAPOJIOB IAHHOTO PETHOHA.
B counHeHun Nconb3yroTcs My3bIKalbHbIE HHCTPYMEHTHI KaK €BPOIEHCKIE, TaK K OTHOCSIIUECS K
pPErHOHAIBHBIM, OPraHUYHOE COEIMHEHUE KOTOPBIX 00pa3yeT rapMOHUIO, CBOMCTBEHHYO 3aNaIHOM
MYy3bIKE. YMEHUE CBsI3aTh BMECTE BHEMY3bIKaJIbHbIC UACH U MY3bIKAJIbHYIO KOHIICTILIHIO IPUBOJUT
K TOSIBIIGHUIO HOBOTO THUIA MCCIEIOBaHMi, MpeIHA3HAYEHHBIX Ui HAYYHOTO PAacCMOTpPEHUs U
MPAKTHYECKOTO MPUMEHEHHS UCTIONHUTENAMU, TEOPETHUKAMH U MPETOAaBaTEISIMU BO BCEM MUDE.

KiroueBble ciioBa: Kpocc-KysabTypa, IporpaMMHasi My3bIKa, KOPEHHbIE HapO/bl, BJOXHOBEHHE
OT NPUPOJIBL, TPAKTUYECKHUI METO].

Introduction

The musical composition, titled
Rebawang Malim is inspired entirely from
my experience with the environment in the
vicinities of Tanjung Malim in Malaysia.
When 1 first arrived at Tanjung Malim, it
was raining heavily, and 1 was struggling
to find a ride to the university. The first

question asked by the taxi driver was where
I came from. I was always mistaken for a
Sabahan, and sometimes for a Filipino. Only
afterwards, I am asked if I am an 'Indon'.
My main exposure to the culture of Tanjung
Malim in Malaysia was that when meeting
the local people, I was always asked the same
questions — it was the same situation, when
I attended the various events and activities
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at the University Pendidikan Sultan Indris
(UPSI). The question arising in my heart is
that I am not from ‘Indon,” but the name of
my country is Indonesia, so why is it that the
name of my country changed in Malaysia?

Every day I walked to the campus of the
University of Pendidikan Sultan Idris, and
often heard the sounds of birds singing. The
‘frenzied’ bustle of the local community
welcomes the morning with different kinds
of activities. Everybody is engaged in his or
her own activities, some take the children to
school by car, some go to the market, some
go to the Malay shops for “nasi lemak,”
some go to the Chinese shops to drink
coffee or eat noodle soup, others go to the
Indian tavern for breakfast of thosai, some
rush to the office — to punch in and then go
out looking for breakfast; there is a group of
students on bicycles going to the campus,
some rush into the class to start teaching,
and others get ready for meetings. However,
these bustling activities around the UPSI
environment can be observed only in the
early morning, until 10 AM. After 10 AM,
the atmosphere seems to become calmer.

Through a combination of personal
experience and research of the patterns of
daily activities in Tanjung Malim and its
surroundings, the musical composition is
built with the use of natural sounds, such
as birds singing in the morning. In addition
to that, since I come from Indonesia, the
experience of Malaysian culture differs
from Indonesian culture. I am writing from
within a culture that is new for me, using my
own background and interaction with the
surrounding environment to compose music.
Because [ am not Malaysian, the composition
seems like a “tourist composition” or an
“expatriate composition.” Both terms apply
because for foreign residents, there are still
many places in their new place of abode which
have not been yet explored, and emigrés can
still easily enter the role of tourists.

A Review of Programmatic and Cross-
Cultural Musical Compositions

1. International Compositions
According to James Hepokoski, the term
“program music” refers to instrumental
musical compositions which induce their
listeners to attend to them with the aim
of grasping their correspondences with
normally pre-given external images, texts,
sound assemblages, ideas, or narratives
of varying degrees of specificity. As he
explains: “While broader understanding
of the term has been advanced to include
all illustrative music, programme music is
most scrupulously regarded as that subset
of representational music whose otherwise
idiosyncratic formal structures or musical
materials are most readily grasped by
mapping the details of the music onto a
governing external narrative or temporal
sequence of images. In other words, a
musical composition's background storyline
plays a vital role in helping the listener to
understand its ongoing musical process and
intended representational content” [4, p. 63].
Although the idea of program music
or programmatic instrumental music was
permeated during the early nineteenth-
century, it could be traced back to the
seventeenth century, where instrumental
works were always given ‘meaningful’
titles, as suggested by Thomas Schmidt-
Beste: “The origins of this practice are
found in the instrumental canzona, whose
titles are derived from those of the vocal
models, but the practice of titling remains
widespread and colourful. The basis of the
title can be either a notional or a fictitious
vocal model, or it can be the identifier of a
dance or an ostinato model (‘Il Ruggiero’,
‘La Romanesca’, etc.). Also frequently used
are names of places or people (first names or
family names) from the composer’s circle
of friends and acquaintances — Merula’s ‘La
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Monteverde’, for example, refers to the older
composer; Biagio Marini’s ‘La Foscarina’
to the Venetian Foscari clan — in a manner
that may have been intended as a kind of
dedication or homage. It is not often apparent
how these titles are actually relevant to the
musical content of the pieces — they may be
pure products of fancy” [8, p. 189].

More attempts were made by composers
during the seventeenth and eighteenth
centuries to compose programmatic
instrumental music, such as the Battalia by
Heinrich Biber (1644-1704), Musicalische
Vorstellung einiger Biblischer Historien in 6
Sonaten auf dem Claviere zu spielen (‘“Musical
Representation of Certain Biblical Stories in
Six Sonatas to be Played on the Keyboard’)
by Johann Kuhnau (1660-1722), The Four
Seasons by Antonio Vivaldi (1678—1741), as
well as orchestral suites (for example, Water
Music and Music for the Royal Fireworks)
by George Handel (1685-1759).

In the late eighteenth and early nineteenth
centuries composers, such as Haydn,
Mozart and Beethoven, continued attempts
in composing programmatic instrumental
music. Examples of these include Haydn’s
Seven Last Words of Christ on the Cross
(1785) which was originally an oratorio,
but was transcribed by the composer for
string quartet, and then for orchestra [8,
p. 190], Mozart’s overtures to his operas such
as Die Zauberflote [The Magic Flute] and
Don Giovanni, which provided audiences
with brief musical snapshots of the ensuing
dramas [5, p.162], as well as orchestral works
by Beethoven such as the Pastoral Symphony
(1808), where the composer explores the
orchestral means for express extra-musical
ideas, such as sounds of nature, including
bird songs and the rippling of a brook
[Ibid.]. Berlioz’s Symphonie fantastique
was also considered as a vivid example of
programmatic orchestral music expressing
a series of scenes of contemporary life. For

Hugh Macdonald, it is a personal drama
narrated by the main protagonist, an artist
who goes to the scaffold for murdering his
unattainable beloved [6, p. 4].

The potentiality of the operatic overture
during the nineteenth century seems to
give an impetus on the composers such
as Weber (Der Freischiitz) and Rossini
(Guillaume Tell) to write works of dramatic
and programmatic nature which were totally
independent of any ensuing opera [8, p. 163].
This contributed to the emergence of a new
musical genre called the concert overture,
which subsequently inspired the idea of
the symphonic poem in the second half of
the nineteenth century. One of the notable
works in the genre of symphonic poem is
Smetana’s Ma vlast, which not only depicts the
picturesque and historical images of Bohemia,
but also embodies the resurgent national
feeling shared by all Czechs at the prospect
of creating an independent Czech nation
with its own language and culture [6, p. 4].

In the twentieth century some
composers continued to write programmatic
instrumental music, among them, Charles
Ives (1874-1954), whose Concorde Sonata
was accompanied by a set of philosophical
texts titled Essays before a Sonata. The
text consists of a prologue, an epilogue
and an essay for each of the sonata’s four
movements. This instrumental work is a
document of Ives’s involvement with the
philosophical ideas of Transcendentalism,
which, being influenced by Romanticism
and Idealism, centers around the striving
of the individual for the “oversoul,” an all-
encompassing spiritual state [8, p. 170].

According to Rao in her book China
and the West Music, Representation, and
Reception, the creation of intercultural
musical compositions has been a concern for
both Chinese and Western composers. The
contemporary Chinese composers who have
written cross-cultural musical compositions
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include Tan Dun, Chen Yi, Zhou Long, Chen
Qi Gang, and Bright Sheng. Rao points out
that the features which characterize these
individuals in terms of Chinese-Western
musical relations are fourfold in nature: the
composers themselves number among the
success stories of the open-door economic
policy of the People’s Republic of China;
they make good use of Western musical
influences; their works reflect a hybridized
approach to contemporary cross-cultural
musical composition; as a result, their
compositions have been enthusiastically
received in the West. Rao also argues that
the cultural syntheses produced by these
individuals are rooted in the “yang ban xi,”
the “model works” (especially the “model
operas”) popularized during China’s Great
Proletarian Cultural Revolution [7].

2. The Asian Composer Who Creates

Program Music

Chinary Ung, a Cambodian composer
living in California as an American citizen,
wrote his orchestral work “Rain of Tears.”
What Ung has accomplished by composing
“Rain of Tears” was to create a new work of
program music, where his idea of shunyata
from the Buddhist religious tradition
possesses many meanings, depending on
the context of the teaching. This may be
one of the ontological features of reality,
the state of meditation, or the analysis
of phenomenological experience. In this
composition the idea of shunyata is expressed
by a peculiar type of instrumentation
involving a flute, a piccolo and cortiles in the
high register and by a drone-like bass drum in
the low register. The soft texture, expressing
the feeling of compassion, is represented
by percussive attacks in the strings and
piano. In his work “Rain of Tears” the
composer presented four different versions
of manifestation of shunyata; each passage
(all of which last for only a few bars) creates

2020,2

a variety of textures depicting compassion.
In these passages, the principle of emptiness
instigates a type of signal which evokes a
specific feeling or action of compassion. With
each new texture, the composer wished to
articulate a distinctive sound world, although
all the varieties of texture are quite delicate.
Indeed, the success of the shunyata passage
depends upon the listener’s capacity to
differentiate it from the surrounding moments
— to hear it as a representation of openness,
regardless of the degree of distinction from
one texture to the next [9].

Composer Junita Batubara from Indonesia
created a programmatic musical work titled
Story of Tjong A Fie. This composition
expresses an idea from the story of the life
of Tjong A Fie. Tjong A Fie (1860—1920),
otherwise known as Tjong Yiauw Hian, was
a Hakka Chinese businessman, banker and
captain (Chinese Major) who established a
large plantation business in North Sumatera,
Indonesia. This composition, following
the narrative about Tjong A Fie, combines
together Chinese, Indonesian, Malay (the
inang, joget and zapin rhythms) and Western
musical techniques. Batubara composed
this musical work using the six-pitch scales
or modes, known as Huowu. The composer
combined this six-pitch scale with the twelve-
tone technique from the Western musical
system. The six tones become transposed
within the Western twelve-note continuum,
which produces a new pitch scale. With
this new set of scales, the music possesses
a greater amount of aesthetic expression in
terms of the elements present in it, which
include melodic motives, color, sound, atonal
harmony, rhythmic patterns, and texture [1].

3. Music and Environment

By the 17th century, the use of animal
sounds as literary symbols had diminished,
and any imitations of animal sounds
occurred most frequently in humorous
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contexts. Instrumental compositions had
taken the lead from vocal works as the
primary vehicles for animal imitations.
Heinrich Biber (1644-1704) and Georg
Philipp Telemann (1681-1767) both used
comically crude imitations of animal
sounds as a contrast to the overall own more
refined spirit of their music. For example,
in his Sonata Representativa (1669), Biber
dedicates each movement of the work to
imitations of nightingales, cuckoos, frogs,
hens and roosters, quails and cats. More
typical of Classical-era animal imitations
are Haydn’s depictions of the quail call in his
minuet for flute Der Wachtelschlag (“The
Quail”), H. 19/8. Here, the simple, rhythmic
quail call serves as a musical motive in an
otherwise entirely conventional movement.
In the second movement of Beethoven’s
Symphony No. 6 in F Major, The Pastoral
(1808), a proto-Romantic program work,
depicts a day in the countryside and brings
in actual imitations of birds at the end of the
movement. These examples are of stylized
imitations, recognizable as representations
of the primary animal or bird, but sufficiently
smoothed and altered to sound undoubtedly
like music appropriate for human beings, as
well. Their function is to assist the narrative,
rather than to present birds as creators of
music (Doolittle, 2008).

According to Doolittle (2008), imitations
of animal songs abound in later Romantic
program music. Bedrich Smetana's (1824—
1884) Ma Vlast, Zceskych lunu a haju (“From
Bohemian Woods and Fields,”1879) makes
use of stylized evocations of birdsong in the
woodwind instruments. Frederick Delius
(1862-1934) employs bird imitations
similarly in the fourth movement ofhis North
Country Sketches, “The March of Spring:
Woodlands, Meadows, and Silent Moors”
(1914). In The Lark Ascending (1914) by
Ralph Vaughn Williams’ (1872—1958) the
solo violin imitates in a very approximate

manner the light trills of the lark's song,
while the woodwinds suggest the presence of
other birds. Olivier Messiaen (1908-1992)
is perhaps the best-known 20th century
composer to use birdsongs in his music. His
bird-inspired works include the movement
L'abime d'oiseaux (“Abyss of birds”) from
the Quartet for the End of Time (1941),
Le merle noir (“The Blackbird,” 1952),
Le Réveil des Oiseaux (“The Awakening of
Birds,” 1953), Oiseaux Exotiques (“Exotic
Birds,” 1956), Catalogue d’oiseaux,
(“Catalogue of Birds” 1958), La fauvette
des jardins (“Garden Warbler,” 1970),
and Petites esquisses d'oiseaux (“Small
Sketches of Birds,” 1985).

Being a devout Catholic, Messiaen
believed birds to be the primal and the
greatest musicians and considered birdsongs
to embody the purest form of praise to
God. Idealized, mystical birdsongs are used
frequently in his music as a way of praising
God and of celebrating the beauty of God’s
creation. They permeate the melodies,
harmonies, timbres, and forms — indeed
the entire language of his bird-inspired
compositions is informed by the birdsongs
they contain. The importance given to
birdsongs is radically different from that of
most previous animal-inspired composers
in that birdsongs, and they present the
substance of his work, not merely the
surface (Doolittle, 2008).

Methodology

Musical composition in general presents
ahybridprocess, because eachmainresultisa
unique product. Each composer’s individual
methodology varies greatly. This research
was carried out using methods that are
mostly qualitative (practice-based, practice-
led, and automatic) in terms of composition
and preparation for informal performance
in the selection of the traditional music of
Tanjung Malim for inspiration.
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In music composition, methodologies
are generally referred to as ‘“‘creative
processes.” In the creation of the work
“Rebawang Malim,” the “creative process”
of each movement was slightly different. In
general, the environmental situation in the
vicinities of the villages Kelawar and Sungai
Bil were chosen to represent the traditional
music of Tanjung Malim with a specific
purpose (such as the sound of birds in the
morning), after which the environmental
characteristic features of Tanjung Malim
were “translated” into music, using my
experience with surroundings of natural
sounds, merged traditional music and
soundscapes related to culture.

RHYTHM of BIRDS

Orang Asli Songs
1. Repertoire of Pensoil (from
the mountain)
2. Burung Tual song
3. Burung Bukit Song

New Composition
FINAL

1. Chromatic Scale

2. Programmatic music

Scheme 1. Composition Methodology of Rhythm
of Birds

In the scheme above it can be observed
how a methodological process was undertaken
to achieve the maximal amount of results in a
research work about a musical composition.

1. Auto-Ethnography

In the composition Rhythm of Birds
inspiration 1s derived from my personal
experience in Malaysia. Stemming from
my taking the position of composing
“Malaysian music” with the use of Western

musical techniques, I chose to approach the
process of writing this work by absorbing
the surrounding environment of Tanjong
Malim and from my personal perspective
as an Indonesian citizen who has lived
since childhood in Medan (North Sumatra)
and who is currently living and working
in Malaysia as a senior faculty member of
the University of Pendidikan Sultan Idris
(UPSI). The combination of these factors has
made me accustomed to being an outsider in
the surrounding culture. The circumstances
affecting the current environment have often
instigated my chief interaction with the
local culture. I would necessarily hear and
perceive voices from different environments
in the vicinity of Tanjong Malim, but [ would
experience them differently from everybody
else. Conceptually, when I hear and perceive
the sounds and atmosphere of Tanjong Malim,
it still remains relatively new to me, so my
experience would be fresh but unfledged. 1
come from the perspective of the ambience
of the surrounding environment where most
of this experience from Indonesia and the
other countries where I have lived is formed.
Therefore, my approach to composing music
is similar to my personal status in Malaysia:
that of an expatriate. | am somewhat familiar
with the culture, custom and language of
the country where I presently reside, but |
have not grown up with them and am not
fully immersed in the culture all the time, so
I resemble the ‘tourists’ to a greater degree
than the ‘natives.” Such an approach towards
compositional work can be named ‘expatriate
composition’ or ‘tourist composition.’

2. Individual Movement Methodology
When the process of musical composition
results in “new music,” this new music
becomes the chief “discovery,” and these
parameters of it become the main topic for
post-composition analysis. The musical
work “Rhythm of Birds” is comprised of
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three interrelated movements — namely,
the first movement bearing the tempo mark
of Larghetto (60 beats per minute), the
second movement Andante (80), and the
third movement Larghetto (60). Therefore,
every movement is possessed of different
approaches and results. The creation of
“Rhythm of Birds” was inspired by repertoire
of the pensoil, a musical instrument made
from bamboo, played by blowing through it
from the nose. Most frequently the tunes and
melodies sounding from the penosil resemble
nature-based sounds from mountainous
regions. Other ispirations for composing
the work include the songs of the tual and
hill birds (three songs which originated
from indigenous tribes) and my personal
perception of the morning environment.
Tual bird songs are traditional songs which
are most often played on rangot musical
instruments, while hill bird songs are most
often played on kereb musical instruments.
These two musical instruments are performed
by the native people of Malaysia, where they
have appeared as a result of the influence of
the forest atmosphere on the local music. The
composition “Rhythm of Birds” starts with
the metric indication of 4/4 and the tempo
indication of Larghetto with the metronome
marking of 60 per eighth note. At measure
20 there is a metric change to % , the aim of
which is to provide a short transition, which
subsequently changes to the metric indication
of 3/8 at measure 21 with the tempo indication
of Andante being equal to the eighth note,
not the quarter note. At measure 78 there is a
return to the short meter, with a short transition
to the 2/4 meter at measure 79. Finally, at
measure 90 the meter returns to 4/4.

Results and Overviews
The Musical elements of the
Individual Movements

The musical motion in Song of Birds
(Figure 4) was inspired by the songs of the tual

bird and the hillbird, the repertoire of pensoil
instruments and my personal experience of
perception of the environment. The songs of
the tual bird provide a considerable amount
of influence on the repertoire of the original
indigenous instrumental songs, in which the
former are interpreted as voices derived from
forest sounds of animals, insects, birds and
the noise of streams. The tual bird song is
impressed in melodies played by the rangot (a
kind of idiophone music instrument), which
provide imitations of forest bird sounds. The
imitative quality of the melody of the tual
bird song can be seen in the picture below:

Figure 1. Songs of Tual Birds

0H

At the same time, the melody of a hill-bird
presents an imitation of bird sounds on the
Semai hill. Usually this repertoire is played
by the kereb, a type of bamboo zither with
two strings. This instrument is heterochordal,
since its strings are made of different types
of material. The kereb is made of bamboo
which has been dried up and has two strings.
The strings are made of wild coconut leaves.
An imitation of the melody of the hill bird
song can be seen in the picture below:

Figure 2. Song of Bukit Birds
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Next is the repertoire of the pensoil
which 1s a musical instrument, classified as
an aerophone, which is played by blowing
air from the nose. An example from the
melodic repertoire of the pensoil can be
seen below:

The musical composition Song of Birds is
in three movements: the first bears the metric
indication of 4/4 and the metronome mark
of 60, the second has the metric indication
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the melodic repertoire

Figure 3. Example from
of the pensoil

of 3/8 and the metronome mark of 80, and
the third has the metric indication of 2/4
and the metronome mark of 60. From my
observations during the process of recording
the work, I came up with the conclusion that
it is necessary to have a musical atmosphere
which provides an emotional state wherein
one can describe various kinds of bird
songs in the morning. This reminds me of
the experience of listening to the voices
of birds around UPSI, as well as the area
where I resided while living in Tanjong
Malim. To illustrate this, I may assert that
it requires “good taste,” more than mere
musicianship, when keeping track with the
different note values in the musical score
during the process of recording, in order to
describe the “communication” between the
birds perching on the trees. This musical
composition features different musical
rhythms and other elements interlocking
with each other, and the work demonstrates
that interlocking can be found not only in
musical compositions scored for ensembles
of traditional musical instruments, but
can be manifested in various different
ideas, which have disclosed the identity of
Song of Birds. This musical composition
demonstrates many techniques used by
literary writers. The incorporation of the
pensoil instrumental repertoire is carried
out by bringing in a chromatic scheme and
generating new musical ideas. Imitations of
tual bird song melodies, hill birds and the
pensoil musical repertoire are sounded out

by a number of instruments with various
melodic embellishments aided by tonal
harmonic accompaniment on the piano and
other keyboard instruments. The melodic
imitation is played with variations and
different interlocking ornamentations. This
can be seen in the music example below:

Figure 4. Fragment of the Music Score of Song
of Birds

- Rhythm of Birds &

e I o e
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The melodies played by the flute, viola,
double bass and piano appear as the result
of the melodic formulations of the singing
of the tual bird and hill bird, as well as
the pensoil repertoire with the use of the
chromatic scale prominent in western music.
In Figure 4 above we can see the relationship
of each melody to the other melodies in each
instrument. Here we aim to explain that the
sounds of birds notated by the composer
are expressed through ‘dialogues’ between
birds, presumably expressing the mood of
welcoming the morning in a very melodious
voice.

Conclusion

The artistic result of this composition is
derived from the idea that a composer can
draw inspiration from Malaysian culture,
the influence of the environment in his or
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her temporary residence, and thereby the
composer is able to create not only the
composition but also an original musical
form. I hope this analysis would provide
inspiration to others for making use of
this rich musical source. The environment
1s something everyone has the ability and
necessity of being connected with, when it
has to do with music. Malaysian performers
may be associated experiential musical
works in a greater amount of environments,
if they fully understand their meaning
behind the music personally. Educators can

teach musical compositions, the concepts
behind them, such as program music or
postmodernism, and the Malaysian musical
genres incorporate local cultural traits
which bring substance to music. Finally,
if the musician searches for inspiration
reflecting his or her culture, he or she may
to find a local, mundane source for artistic
stimulus and present it as an element for
artistic unfolding. The environment of one’s
residential milieu presents something which
may be connected to artistic inspiration
when it is associated with music.
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Malay Popular Songs of Deli, Minang and Minahasa:
The Dynamism of Song Characteristics, the Identities
of Linguistic, and Musical Expression

One of the varieties of popular music of Indonesia is the so-called Nyanyian Populer Daerah
(regional pop songs) which usually employs areal dialect, as well as characteristic melodic styles
and expression. The number of these genres in Sumatra and the Malay Peninsula is countless,
since there exist so many local dialects, and musical expression can be found in all of these
regions. This research focuses only on three areal pop songs, two found on the Sumatra Islands
and one found in North Sulawesi. The two genres found on the Sumatra islands (Deli and Minang)
are exceptional as being the chief genres which received its influences from the characteristics
of the original Malay songs, while the other one comes from Minahasa, the music of which has
possesses its own peculiar different melodic styles, but provides the same type of expression in
singing. This research employed fieldwork, as well as study of the selected recordings available
on various types of social media, including Youtube, etc. During the fieldwork, informal
interviews were taken from a number of selected local musicians and singers. The collected data
from the fieldwork then was interpreted and analysed (in the form of object analysis) by means
of musical theory perspectives and aesthetical criticism. As it is presented here, this research is
not in the least comparative, but allows the readers to enjoy the similarities and the differences
of the genres. It was discovered that all the genres shared similar Malay musical idioms in
traditional narratives, as well as oral cultures which demonstrate the dynamism of changes and
sustainability of the local dialects as linguistic expression. Suggestions for further research is
quite vital, since there are still many musical and aesthetical values waiting their turn to undergo
research for future documentation and enhancement of shared values.
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M MY3blKaAbHOIO Bblpa)keHus

OnHOM M3 pa3sHOBUIHOCTEW MHIOHE3UHCKOW HAPOJHOW MY3BIKM SIBJISIFOTCSI TaK HAa3bIBAEMBbIE
«Nyanyian Populer Daerah» (perroHaibHble HapOAHBIE IECHH), OOBIYHO HCIIOJIB3YIOIINE
JIOKaJIbHbIE IUAJIEKTHI, a TAKXKE CBOCOOPA3HBIC MENTOMUECKUE CTHIIU U IPUEMBI BBIPA3UTEIILHOCTH.
Otu xaHpbl Ha Cymarpe u Ha ManaiickoM NMOJIyocTpoBe 6ecCUeTHBI O KOJIMYECTBY, IMOCKOJIBKY
CYIIECTBYET MHOXECTBO PETMOHAJIBHBIX TUAJEKTOB, U B KAXKJIOM PETHOHE MOXXHO OOHApYKUTh
CBOIO (OpMY BBIPA3UTENBHOCTH. B JaHHOM HCCIEIOBaHUM pPAcCMATpUBAIOTCA TOJIBKO TPHU
pEeruoHaIbHbIE HApPOJIHBIE TIECHH, JIBE U3 KOTOPBIX 3Byuar Ha ocTpoBax CyMarpsl, a 0JlHa TUITUYHA
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which could be found in the music industry,

1. INTRODUCTION while the second manifests somewhat less

The current situation of utilization of
music in society, otherwise known as the
social function of music, consists of two
sides which in some cases it is not possible
to separate from each other. One of them
presents an indication of commercial factors

significant cultural impacts which must be
taken into account. While it might not be
possible to avoid the commercial factors,
which may become a stimulant for music
development in society, in its cultural
aspects popular music becomes an essential
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aspect, not only for social identity but also
as an important element for the daily life of
human society itself. First of all, on the basis
of this statement, it is necessary to discover
a general description of the function of
popular music.

Culturally, all popular music consists of
a hybrid of musical traditions, styles, and
influences [20]. However, in this article
Malay pop songs are known as a genre of
areal popular music; in North Sumatra they
are known as Gambus, in West Sumatra they
are popularly labelled as Dendang, while in
MinahasaorManadotheyaregenerallyknown
as Pop Melayu. All of these genres are more
commonly labelled as typical hybrid music,
due to the common features they share, such
as, for instance, the particular areal style of
singing to poetry bearing the traditional form
of the pantun, which is a local structure of a
strophic poem, accompanied by a particular
assortment of musical instruments played
in their specific techniques. Moreover, they
bear particular social implications, such as
a sense of high morality transmitted down
from generation to generation by means of
the regional musical culture.

This results in a hybrid musical
style, which regularly emerges from the
remarkable mixture of musical cultures from
other neighbouring countries and the local
elements that may already have existed in
the areal cultures of particular peoples long
before they merged together to form a new
genre, which in this article has been labelled
as the Malay pop songs.

Accordingly, hybrid formations in
popular music are in their nature physically
transparent, since they are accessible,
and the instruments used for the musical
medium are also available for performance.
Meanwhile, their non-physical elements can
only be fathomed during the direct process
of listening to the music, so we may identify
them as as the musical idiom [7].

2020,2

As it might be supposed, “hybrid” is
a term adopted from botanical science
to describe an assimilation of culture
considered as a natural phenomenon.
From this point of view, it is suggested
that the concept of “hybridism” may
provide a further possibility for a cultural
transformation resulting in a discourse
which is perhaps unlikely to be understood
as an unexpected artistic consequence [Ibid].

In its small-scale perspective, hybridism
must be recognized as a process of division
into three phases or three-momentum.
The first momentum results from cultural
convergences through people and their
diverse manifestations, or through books and
other cultural artefacts, such as paintings.
The second momentum occasionally occurs
during the occasion when another cultural
event takes place. The third momentum
happens out of an integrated event initiate
as the result of a convergence perceptible in
the fields of literature and the fine arts. This
cultural transformation occurs as part of the
third momentum in the form of adaptation,
or cultural acceptance, which becomes
perceived as a new type of genre [Ibid].

In opposition to hybridism, there exists
another phenomenon known as syncretism,
which defines the occurring process of
contact between different musical cultures,
thereby, creating a new musical idiom. There
1s a new category of the so-called diasporic
music which has become a new trend of
research extended from ethnomusicological
studies of the field known as traditional
music. Diasporic music is also known as
a hybrid form of urban popular music.
According to Mark Slobin, as cited by
Born and Hesmondhalgh, there exist three
cultural levels related to national musical
culture. They are: the super-culture, the
inter-culture and the sub-culture. These
three terms are included in cultural studies,
and they examine hybrid culture in the
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context of ethnomusicology and popular
music studies. Malay pop songs are defined
as a category of transnational popular music
with a hybrid element as an added concept.
According to Simon Frith, popular music
experts have changed the meaning of the
term “hybrid” to that of a new type of
authenticity [5].

For example, in general popular Malay
music, it is found that the hybrid element in
the singing style derives from the influence
of Quranic recitation. Meanwhile from the
utilization of its musical instruments such
as the violin, flute, accordion, gambus, and
others, Malay pop songs can certainly be
classified as ‘“hybrid music.” Finally, the
dynamism of the characteristic features of
songs, as well as the identities of linguistic
and musical expression will be elaborated
here for the sake of enhancing further
understanding of the areal contexts as well
as of cultural identity, social expression,
individual music preference, and other
concepts.

1.1. Identified issues

In comprehension of this topic, we have
been compelled to think seriously of musical
interpretation, not only in terms of its
musical function or its cultural context, but
also its social relation which also provides
a different contextual meaning. Moreover,
it is possible that the differences of shared
values are likely in simultaneous existence
within one context, even though there exist
potentials of musical preferences varying
between different individual musicians.

For further elaboration of the examined
genres, it becomes necessary for us to
answer the questions stated below:

1. What are the most visible characteristic
features of Malay pop songs?

2. What are the most significant means
of musical expression in Malay pop songs?

3. How can we best describe the linguistic

characteristic features and points of identity
of Malay pop songs?

2. STUDIES OF THE LITERATURE

In this study several sources of reference
are cited in order to elaborate our discussion
of the musical styles and the sound features
of Malay pop songs and their heterogeneous
sources found in the pre-existing areal
musical styles of Deli, Minangkabau and
Minahasa. It becomes certain that the
specific identity of the music expresses
itself in the form of the musical styles found
in various different regions of the examined
geographical area. The Malay pop songs
of Deli known as gambus are familiar in
Minang as gamat, while in Minahasa they
manifest themselves in the manner of call
and response known as apotaria, which
may be used as a comparison with the other
discussed styles of singing, with a few
exceptions. In all likelihood, the pop song
style from Minahasa may have possibly
lost its existent Malay elements, such as
the pantun and its melodic cengkok (vocal
inflection). Overall, however, the result of
the present object analysis demonstrates
that the most visible stylistic differences can
be found mostly in the particular individual
singing styles which manifest the differences
in the resultant musical sonority and timbre
or the vocal quality of the singers.

Ian Cross [10] explains music and its
place within the areal culture, which affects
its local musical characteristic in itself. The
issue arising hence is how to describe the
music in its local cultural context. Naturally,
it becomes necessary to overview the genre
from the perspectives of history, the inherent
value system, the conventions, institutions
and technologies, all of which enable us to
see the music in its proper cultural context
[Ibid.]. Some of the readers may be confused
with the plural form of “musics” used
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instead of the singular form of “music”.
Recently, in discussion of areal music we
have discovered that it was categorized as
world musics (with the plural °s’), rather
than simply music. It must be emphasized
that the term “musics” is applied, because
it 1s referred to in the context of musical
diversity. lan Cross explains, moreover,
that music, in the beginning, is regarded
as a singular phenomenon, which has a
relationship to human biology, the human
mind and behaviour. However, upon second
thoughts, music becomes musics, a diverse,
multiple, and unfathomable form within a
single unitary framework [Ibid.].

It is certain then that this sub-genre of
music possesses various characteristic
features of different areal attributes in each
local region. It also carries out a number
of different social functions, providing
musical material for rituals, ceremonies
and festivities. Henceforth, in order to
understand its characteristics, it will often
not be separated from its cultural contexts.

Local popular music consists of various
strata of repertoires of songs created by areal
composers, involving local instrumental
musicians and singers in order to fulfil the
musical taste of the social millieu. In general,
this subgenre of music contains some typical
musical characteristic features, and in its
development, it becomes a distinctive areal
style of popular music. The Malay pop songs
from Deli are better known as gambus,
although they possess the same application
of lyrical poems and rhymes as those of other
areal Malay pop songs. However, in varying
degrees, there are always differences of
musical elements present, for example, the
differences of the playing style techniques of
certain instruments.

In a recent discussion of the social
functions of Malay pop songs the conclusion
has been reached that this genre had lost
its popularity, and it was certain that only

some elements had been left in its very last
remaining function of music for festivals
(highlighting its entertainment function).
However, at a certain time in the 1950s,
the ritual function of the “Manumbai”
song was closely related to the ritual of the
gathering of nectar by honeybees and the
ritual of traditional healing of illnesses called
“Buang Ancak”. The traditional song from
the Indonesian province Riau titled “Makan
Sirih,” composed in 1957 by Nizami Jamil
and Tengku Syamsuddin, can be identified as
a ceremonial song performed while greeting
the arrival of influential guests. A similar
function was carried out by the song “Mak
Inang,” which was used as entertainment for
the nobility and, in particular, princesses, as
well as the song “Joget,” which functioned
for entertaining all the guests in a social party.

One prominent musician from Minang
who performed the Gamat stated in his PhD
dissertation that the well-known song titled
Kaparinyo possessed the characteristic
features of the 17th century Portuguese
song, the Cafrinho, which was introduced
to Padang, West Sumatra, by the people of
Bengali and those of Indian Tamil [15].

Numerous questions emerged regarding
how to help us understand the social function
of music in a society. Alan P. Merriam once
made a statement which elucidated for us his
explanation of how he once said that music
is essentially universal behaviour [16].
While John Blacking explained the function
of traditional music in the culture of society
more clearly through his comment, when he
said that every known example of human
society possesses that which professional
musicologists would recognize to be
‘music’ [4].

The other definition of the function of
music in society is clearly described by lan
Cross — that music can only make sense
as music if can resonate with the history,
ethical wvalues, conventions, institutions,
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and technologies which are present by the
society to which it pertains and it may only
be approached by means of the culturally
situated act of interpretation [10].

A lecturer of Malay original chants
(Nyanyian Melayu Asli), Tengku Ritawati
[19] has studied to a great extent the singing
style of Malay pop songs known as the
cengkok (meaning “vocal inflections”),
which, according to her studies, possess
techniques correlated to a number of
specific notes and their ornamentations. Her
dissertation, titled “The Development of
the Curriculum for Learning and Teaching
of Malay Original Chants in Formal
Institutions of Education” [19], is very
impressive in its scope and collected data,
and familiarization with it by the authors
of the present article has also helped them
improve their current research.

Vocal inflections, being a constituent
part of a quality of singing, can only be
obtained by individual singers by means
of an immense amount of elaboration of
singing styles and techniques, as well as
by understanding, participating in and
gathering extensive experience from
musical practices. The specific skills of
understanding and the creation of pantun
texts is required for showing the composer’s
genuine expression in compliance with the
typical vocal sonority and of the expressive
individual style of singing. It must be noted
by the students who study Malay pop songs
that a particular sonority and individual
singing style may be achieved by constant
practicing and listening to earlier songs
performed by legendary singers. For this
reason, it is suggested for them to listen as
much as possible to elder famous singers,
making note of their singing styles.

Moreover, it must be emphasized here,
in contrary to what was written above, that
learning the singing style of the Malay pop
songs must be done with a great amount of

consistency, by listening in a comprehensive
manner to the best legendary singers of the
past, in order to build one’s own individual
vocal sonority, individual style and the best
quality individual vocal articulation. Not
all of the past legendary singers possessed
an inherent type of vocal sonority, and this
presupposes that the possession of clear
voices and the acquisition of additional
musical abilities may obviously result in the
formation of famous singers in the future.
A greater amount of these singers achieved
their popularity because of their persistent
practice of voice training.

We must also mention here the
presumption of a possible correlation
between vocal inflection in Malay pop songs
with that of vocal inflection in Quranic
recitation. This relationship may be traced
back to the time of the Arabic influence
which emerged in the 7th century AD first
in the Indonesian province of Acheh, and
then spread onwards throughout most of the
Malay Peninsula. This was followed by the
emergence of the pantun, gurindam, and
syair which certainly derived from Arabic
literature and cultural influences.

Lili Lehman, a vocal teacher at the Prague
Conservatory made the comment that it is
essential for all who wish to become artists
to begin their work not only in singing but
also in the tone production appropriate for
singing Malay pop songs, for example, to
practice Quranic recitation [14].

In addition, W.E Haslam pointed out
that the voice which is trained incorrectly
or produces fallible vocal results becomes
speedily worn out fast easily fatigued. By
applying an additional exertion of physical
force, the singer generally attempts to
conceal his or her loss of sonority and vocal
stability [12].

Melismatic singing in Malay pop songs,
normally appears in the form of syllables in
musical texts sung legato, with or without
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accentuations, under one breath in some
notes or even some measures. In medieval
chants it is known as musica ficta, referring
to any notes or measures with accidentals
written before the following notes [3].

It has been suggested therefore of the
importance of vocal practice for stabilizing
the quality of the voice. In practice,
normally students possess their own method
of producing high vocal quality. It might be
expected that singers, in general, also share
the same experience when applying the
imitation method practice from the elder
Malay pop songs singers. Overall, the best
sonority and vocal uniqueness form one of
the natural gifts and individual characteristic
features which need to be developed by the
singer.

3. OBJECT ANALYSIS AS A METHOD

It must be understood that the aim of
applying object analysis in this research
work is to elaborate on the musical elements
found in Malay pop songs in the styles of
Deli, Minangkabau and Minahasa. The
object analysis carried out here is based
on transcriptions of the sound recordings
made of performances of the songs and on
their interpretation of the five chief musical
elements, namely: background, sonority,
musica ficta, articulation, and expression.

1) In coincidence with that the writers
had elaborated specific knowledge, skills,
and expertise not only with the help from
the experts in the field, but also from the
literature reviews related the scientific data
that support theoretical study of Malay
pop songs. All of these then were endowed
with triangular features by such means as
interviews. Although the newest books
and journals devoted to this topic are hard
to find, some of the older books related to
this topic and compatible with it became
important to this study.

2020,2

2) This article thereby provides us with
results of object analysis in the form of
description of its accounts of discographic
studies. Discographic research is essentially
the study of catalogues of recordings in the
form of audio and audio-visual recordings.
In ethnographic study it is appropriate
to provide the description of musical
recordings, especially those of certain
artists and composers. Although not all
performers of Malay pop songs have any
recorded documents because many of them
were more active as stage artists, rather
than recording artists. However, some of
them were active both as performing and
recording artists. Thus, the discourse can be
elaborated as follows.

Any text or material outside the
aforementioned margins would not be
printed.

3.1. Object analysis of the Pantun

Dissemination of the Malay language
throughout the entire nation is believed to
have begun since the time the influence
of the Sriwijjaya Kingdom was spread out
throughout the entire nation. Located in
Palembang the kingdom formed the centre
of commerce, and Malay language was
widely used there for trade communication
throughout the archipelago. By the seventh
century, accordingly, the Malay language
had become a kind of lingua franca.

The pantun can be described as a series
of rhyming stanzas, generally utilized as
figurative expressions. Below is an example
of'a pantun found in Malay pop song entitled
“Si Hitam Manis™:

'Si Hitam Manis'
Kiri jalan kanan pun jalan
(Left side and the right side were streets)
Ditengah-tengah pohon kenari
(vight in the middle was walnut tree)
Kirim jangan pesan pun jangan
(do not sending or even messaging)
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Kalaulah rindu datang sendiri
(when missing he must came by himself)

It cannot be denied that this pantun is
familiar to teenagers and young people who
experience the feeling of falling in love. One
general element to learn from this pantun
is that the first two lines of every verse are
called sampiran, while the third and fourth
verses provide the main content [isi] of this
form of poetry. This kind of structure can
be categorized as the basic structure of the
pantun, which is a simple form of rhyme.

Most popular music, such as country,
western pop, rock, punk, soul, and hip-hop,
contain thymes. Rhymes bring a sense of
fulfilment to our lives, which are commonly
filled with idiosyncratic echoes and
relationships, both intimate and general, as
can be seen in rhymes spotted anywhere —
in playgrounds, in bed, or the internet. The
popular era of rhyme has already passed for
those who only half-listen. Caplan’s book
calls us to open our ears and discover this
amazing rhyme culture, once again. From
here, it may be comprehended how rhymes,
including those found in the pantun, function
inside and outside of specific literature and
music genres, not only in individual works
but also in the culture itself [8].

However, the definitive meaning of
rhyme in hip-hop and the classical form of
pantun is very different. Contemporary hip-
hop often makes use of rhythmic gestures
and rarely employs the same rhyme forms
consistently all the way through. In contrast
to this, rthymes in the pantun make use
of the rhythmic consistency of every last
syllable between the sampiran (the first two
lines that seemingly form an unconnected
statement) and the isi sections (the latter
usually contains a message or a lesson).
It indicates that rhyme in hip-hop is not
restrained by rules, manifesting itself freely,

and that therefore it is seemingly more
suitable to the American literary culture.
However, the art of the pantun was more
suitable for the early development of oral
literary culture in Indonesia long before
the establishment of modern poetry. T.S.
Eliot in his poem titled “The Love Song of
J. Alfred Prufrock” states that modernism
does not disregard rhyme but rebuilds its
technique [Ibid.].

Moreover, among the similarities
between the pantun and rhymes in hip-hop,
both of them express the emergence of a
particular condition. One of the examples
can be found in “Kadendate” (the traditional
call-and-response brand of singing of Palu,
South Sulawesi), in which the singers show
themselves as being capable of creating
spontaneous rhymes of what they have
seen instantly. The same phenomena can be
found in the contemporary rhyme culture of
hip hop.

What can be reflected from the above
object analysis of the pantun is that there
might be possibilities that the pantun culture
can still be revitalized and developed like
that of rhymes found in hip hop, but it needs
to improve its system of new types of verses,
new challenges, and new connections. Once
these 1deas are materialized, the art of the
pantun would be developed and composers
might employ the opportunity to experiment
with the art of the pantun based on three
points mentioned above.

3.2. Object Analysis
of Vocal Inflections

The most basic components in music
are pitch, duration, and volume, whilst the
most important quality in music is timbre
or tone quality. These qualities can be found
in extraordinary ways in Malay pop songs
both in their instrumentation and in their
singing style which uses vocal inflections
as attributes of the singers’ musicianship.
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Below are some examples of major vocal
inflections found in the history of music.

Grace notes are known as one of
decorative vocal inflections, which are
played fast before the main tones and are
utilized to make the main note sounds more
expressive and colourful.

Figure 1. The example of Grace Notes

3.2.1. The Passing Tone

The passing tone is one of the earliest
non-harmonic tones in music history. By its
definition, a passing tone is a non-harmonic
pitch that is approached by step (conjunct
motion) from a chordal tone and resolves
by step to another chordal tone without any
change in direction.

Figure 2. An example of passing tones
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The neighbouring tone is included as
one of the earliest ornamentation tones
that are presented only in stepwise motion.
Meanwhile, suspension tones belong to
a type of neighbouring tones that always
appears in the strong beat and is always
introduced as a dissonant tone.

Figure 3. An example of neighbouring tones
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3.2.2. Pitch Inflections

In the early history of music, the
application of sharp and flat tones on the
keyboard was not written in the scores, while
usually the singers recognized them when to
do the pitch inflections of the composition.

Figure 4. Example of poetic lines

In this Bach Chorale the notes with
fermatas above provide explanation of the
end of the poetic lines, which indicates the
end of a verse in the song. In Malay pop
songs, however, these fermatas, if any are
present, must be inflected in a such away to
perform the flexibility of vocal technique of
the singer.

3.3. Object Analysis of Song Form

The pantun in Malay pop songs naturally
consists of four verses, AABA. The first line
is called the antecedent (the question) or the
calling sentence, while the second verse is
labelled the consequent (the response). The
second line is similar to that of the first line,
but ends on a tonic, which indicates the
responding sentence. While the third verse
does not form a repetition from the first
melody, it might present a new sentence
contrasting with the new melody. The third
verse ends with a supertonic or dominant,
similar to the first verse. Sometimes, the
third verse forms a contrast to the first and
second verse. Otherwise, it merely provides
a repetition of the first verse. The fourth
verse i1s usually identical with the second
and ends with tonic pitch C.

Generally speaking, the second verse
is a repetition of the first with little or no
alteration. Verse B presents a contrasting
theme, which is usually mentioned as the
“chorus.” There are opportunities provided
for the verses in B to change, despite the
similarities to the previous verse, and,
likewise, it is not always required to end
on a tonic. In the AABA song form, the
melodic verse can form the ‘call and
response’ sentences. If there is any melodic
verse that represents the thesis sentence, it is
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usually followed by a responding sentence,
and this is usually labelled as an antecedent-
consequent melody. As it is mentioned
above, the melodic pattern can either be
similar or different, and it can be an exact
repetition. The song verse always ends with
a cadenza (cadence) and a fermata.

3.3.1. Object Analysis
of Musical Textures

In musical terminology, “texture” means
the entire effect of interaction between
melody, rhythm, timbre, and harmony.
Texture that is known in music is comprised
of monophony, homophony, polyphony,
and heterophony. There are two categories
in homophonic music, which provide
rhythmic unison, usually labelled as homo-
rhythmic, or melody with accompaniment.
In the sphere of rhythmic unison, melody
and its accompaniment are processed
simultaneously, even though at times there
are melodic fillers which are played by the
violin, flute, and accordion. In Malay pop
songs, the generic format is that of a vocal
melody with accompaniment. In this musical
texture, the vocal melody predominates
over the accompaniment.

Figure 5. The antecedent phrase
of the Hitam Manis song

Lagu 1 2
At . ___

Sungguh hi tam sibu ah ma gis

For the most part, in this sense, the
predomination of the vocal line as the
main melody is extreme. This domination
provides the main focus, defining not only
the musical character, but also the musical
aesthetics as a whole. Generally, this forceful
musical characteristic feature enables
people to recognize Malay pop songs very
easily, although it is difficult to differentiate
the musical characteristic features between
the existing genres.

3.3.2. Object Analysis
of the Cengkok

In Gregorian chant there exists the
musical term of musica ficta, which is
somewhat similar to the cengkok in Malay
pop songs. The cengkok is normally utilized
as personal improvisation on a melodic line,
so it is certain that the capabilities of each
Malay pop singer are different, due to its
personal traits. In contrast with it, in musica
ficta, generally found in Medieval music
and Gregorian chants, there is no individual
characteristic feature of improvisation,
because, as a rule, the composers wrote
down the necessary inflections into their
scores.

This study does not mean to equate the
cengkok (vocal inflection) with the musica
ficta because the cengkok in Malay pop
songs is entirely unrestrained by musical
rules (presenting free inflections) and is
usually interpreted as individual performer
accidentals, while in medieval music,
specifically in solo vocal lines, musica ficta
is mostly notated as editorial accidentals
[written as melismas].

According to the singers and
instrumentalists who perform Malay pop
songs, the cengkok can be termed as the
flowers of the melodies [i.e., melodic
inflections]. However, there is a technical
difference in the production of the cengkok
and the musica ficta, even though they both,
obviously, have the same foundational
function, i.e. to adorn the melody. It should
be realized that in Malay pop songs singing
without any cengkok is decidedly uncanny
[however, such cases are not found in
popular music of Minahasa], the reason
for this being that the quality of singers
of Malay pop songs is measured by its
individual cengkok singing skills.

Thus, the reader can easily recognize
the singers’ capability by observing the
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soft, sensitive, and melancholy type of the
cengkok sung by them, different to that
of the singers with the brilliant and sharp
cengkok type. This is usually related with
the singer’s personality and the listener’s
musical taste to judge the aesthetic values
of a performance.

However, what can be described here
1s that it i1s definitely true that in Malay
pop songs many of the song characteristic
features and genres require different type
of cengkok elaboration. Sometimes certain
situations occur in which particular songs
require specific types of cengkok with
softer, nuances, more enticing or varied
with vibrato, and does not require any
accentuating or stacatto types of singing.
It may be said to some extent that the
eloquence of melismatic melodicism in this
sense is provided by extremely elaborating
the melody with ornamental stretches of
syllables in the verses as beautifully as
possible, in order to provide more enticing
impressions for the listeners.

There 1is another point to confirm
that in Malay pop songs the cengkok 1is
one of the most significant elements of
musical expression and certainly the most
significant characteristic feature which
signifies its genuine qualities. The cengkok,
thus, provides the most unique trait which
differentiates this genre from other types
of areal popular music found in Indonesia.
It also defines the quality of the singers if
the latter could exhibit the balance between
sonority and skills in the quality of their
singing Malay pop songs.

Every Malay pop singer must apply his
or her own specific and unique traits of the
cengkok. This unique form of expression has
affected in so many senses the singers’ style
in creating their own type of cengkok. The
particular formula about ‘how to produce
and beautify the cengkok,” however, cannot
be specifically explained here. Nevertheless,
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it must be emphasized that the spirit of
understanding and expressing the high
sense of song text is expressed by its key.

The cengkok is an individual style,
which means that every singer has his or her
own style, depending on his or her ability
to create melodic ornamentation to the
existent melodic lines. Moreover, it has been
pointed out that it is highly recommended to
develop the skills for interpretation of the
pantun text.

As it was mentioned above, in Western
music theory the synonym of cengkok is
musica ficta, 1.e. an ornamental melodic line
sung in a melismatic manner. John Stainer
and William Barret categorized musica ficta
as one of the necessarily most elaborative
and complex singing techniques. Normally
elements of musica ficta are written out in
chants or other types of melody in the form
of some notes which embellished syllables
without certain notes [extended syllables]
being factually present [21].

Further explanation of melismas can be
made, as follows: a syllable can be sung on
more than one note [syllable extension or
melisma], and also two consecutive syllables
of different words can be connected together
on one and the same note. The punctuation
of the lyrics must be tied to the word prior to
the graphic extension or melisma [11].

At the same time, the Oxford Dictionary
of Music [13] explained that a melisma is a
cluster of notes to be sung to a syllable. It
is a bit difficult to write the exact notes for
the cengkok, due to the inherent difference
of the types, interpretation, and skills of the
cengkok which is individually sung by the
singers.

After listening, observing, and analysing
some examples of the repertoire from Malay
pop songs and existing discographic object
analysis of studies of such musical elements
as the gambus, gamat, and joget, it may
be commented out that certain Malay pop
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songs possess various forms of the cengkok
ornamentations as follows:

* The acciacatura: a type of grace note
written in the form of one or several notes
which anticipate the existent notes from the
song syllable. It is normally combined with
another vocal technique, called the double
or triple appogiatura.

* The appoggiatura: this is also classified
as one of the grace notes placed before or
after the existing note. The appoggiatura is
one of the essential notes found in almost
Malay pop songs. Hence, it is necessary
that every Malay pop singer is required to
master this technique. According to Baird,
the definition of an appoggiatura is: “Of all
the ornaments of singing, none is easier for
the master to teach or for the student to learn
than the appoggiatura. In addition to its
pleasing quality, it alone in the art enjoys the
privilege of being heard frequently without
becoming tiresome to the listener, so long as
it does not exceed the limits of good taste as
prescribed by those who understand music”
[1, p. 88].

It must be noted here, however, that
in Malay pop songs, the appoggiatura is
generally seldom written, but is sung when a
singer expresses a cengkok as an individual
singing style. In the Malay pop songs, the
function of the appoggiatura is as follows:

* A slight connecter between tones to
make the latter more sonorous and also to
show the sole identity of Malay pop songs.
This kind of expression creates the sense of
the melismatic characteristic features of the
Malay pop songs through the use of legato
and staccato.

* Tiny melodic fillers, put in to enrich
the flexibility of the melodic lines so that
the latter do not feel as empty at all.

* Enrichment of harmonic variation
by means of elaboration of passing tones
horizontally towards the direction of the
vertical harmonic notes.

* Creation of livelier and more brilliant
melodies in Malay pop songs.

In addition to appoggiaturas, there
also exist trills in melismatic or syllabic
elaborations, included as a prominent
characteristic features of Malay pop songs.
As the result of object analysis of certain
Malay pop song repertoires, it has been
discovered that the method of inserting
a ‘trill” in Malay pop song is presented as
follows:

* An appoggiatura usually elongates
the first note of the melody and is sung
louder than the following melody.

» Presenting an appoggiatura as a
longer variation, which is normally started
with a softer voice, followed by a crescendo
and then a decrescendo during the course of
the entire melody.

« If the appoggiatura is located on
strong beats, it is usually followed by the
accented notes.

* Usually a long melody is usually
preceded by an appoggiatura. However,
there are certain exceptions, in which not
all appoggiaturas in Malay pop songs are
followed by grace notes and trills.

* The mordent can also be found in
Malay pop song repertoires. The mordent
is an ornament comprised of two types, —
namely, the upper mordent and the lower
mordent. Moreover, it is theoretically
unwritten in Malay pop songs, although is
practically often sung.

* According to object analysis of
examples from the repertoire and current
discographic study, it is found that another
existing ornamentation is formed by slide
notes, 1.e., notes which must be played prior
to the main notes, sliding towards the latter
in a semi-glissando technique. In contrast
with the appoggiatura, these slide notes
always move in stepwise motion. Similar
to that of the appoggiatura, however, slide
notes also consist of two or three notes
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leading to the original notes of the melody.

* The trill, also known as “swirling
notes,” is often not notated in the scores.
Although it is theoretically unwritten in the
scores, it falls into the intentions of all Malay
singers to produce soft and memorable
sounds, albeit, not too excessive, so that it
expresses the pleasantness of the melodic
lines. All new singers must learn to create
trills on certain syllables, in order to
produce the most beautiful vocal inflections.
However, it should be noted here that if a
‘trill’ is anticipated by an appoggiatura,
then the appoggiatura is required to become
the first note of the ‘trill.’

This article does not elaborate the
examples of such note ornamentations
in any specific order, but the reader must
explore its listening comprehension to the
genre, in order to understand the object
analysis of these kinds of embellishments.

Furthermore, such additional notes
found in discographic object analysis
demonstrated that some ofthe ornamentation
notes contributed to the establishment of the
cengkok which created its shared values in
Malay pop songs.

From the study of object analysis above,
it may be concluded that the cengkok in
Malay pop songs presents a highly specific
individual trait of unwritten embellishments
of notes, which could be described as so-
called free improvisation. The cengkok
may occur in the elongation of syllables
which are generally unwritten and sung in
a melismatic manner (making use of slurs
or legatos). The cengkok 1s similar to that of
a musica ficta and constituted as the typical
characteristic feature of Malay pop songs
sung in a profoundly melismatic manner.

3.4. Object Analysis of Articulation

The technique of articulation in singing
syllables in Malay pop songs is unique and
different from the standard pronunciation of

formal languages. The authors’ opinions and
ideas of articulation in these studies were
concluded from selected ideas expressed in
the informal interviews and the field notes
taken by them during their studies.

To begin with, all the articulation present
in Malay pop song texts plays the role of the
determiner of the expression. This means
that correct articulation would define the
text more clearly to the audience. Although
this sounds normal, in contrast, it requires
specific practice on the part of a singer to be
capable of performing precise articulation.
It is suggested that engaging in consistent
vocal practice 1s a necessary requirement for
achieving clarity and purity of articulation.
This ability does not apply naturally, but is
acquired through consistent vocal training.
Tone quality is applied naturally, but the
clarity of articulation must be polished due
to its functions in articulating corrected texts.

It is understood that Malay pop songs
singers must convey the words with correct
and clear articulation in each syllable, so
that the words are perceived better by the
audience. In other words, good articulation
would provide a clear impression of the
text, so that the musical expression of the
song can be delivered beautifully.

To be specific, it should be emphasized
here that the significance of vocal practice
to acquire clarity and purity of articulation
becomes a prerequisite. The indication
of readiness in singing comes from a
comfortable feeling which may be achieved
by constant daily vocal practice in certain
times. Usually the singer uses the solfa
technique, which consists of do, re, mi,
fa, sol, la, si, and do to train his or her
pronunciation of vowels [vocalization].
Within the solfa technique, only the vowels
a, i, e, o are available, while the vowel ‘u’ 1s
given less attention. It is not a coincidence
that the vocalization of ‘u’ is easier to carry
out, when compared with other vowels.
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We must also emphasize here the
significance of the consistence of vocal
training, whichisnecessary toavoid anything
which may damage the vocal cords, such
as harshness of vocal stroke. There is also
a curious opinion present that the ability of
vocal articulation may be gained from the
childhood experience of recitation of the
Koran. Although no scientific explanation
for this has been found yet, this opinion is
reasonable in one possible way, since the
cengkok and articulation are also trained
and developed by Quranic recitation.

If it is examined at all in the theory
of vocal articulation, vocal theorist Lilli
Lehman explains that all vowels must keep
their point of resonance uninterruptedly on
the palate. All beauty in the art of song, in
cantilena as well as in all type of technique
consisting chiefly in the uninterrupted
connection between the musical tone and the
sung word, in the flexible connection of the
soft palate with the hard, in the continually
elastic adjustment of the former to the latter.
This simply indicates at the elastic form
which the breath must fill in every corner of
resonating surface without interruption, as
long as the tone lasts [14].

The ability to sing the articulation or
diction well is a part of unseparated vocal
technique which must be learned. The
dynamic control, accent, timbre control in
singing expression are also included in the
aspects of vocal technique.

Harriet Brower argues regarding the
definition of vocal mastery. It is considered
that in order to become a master of the vocal
art, a singer must develop his or her voice
to be under complete control and then one
can do with it whatsoever one wishes. One
must be able to produce all one desires, in
terms of power, pianissimo, accent, shading,
delicacy and variety of colour [6].

Further explanation of the importance
of articulation or diction is also defined by

Harriet Brower [6], when she states that the
greatest thing about a song is the words. It is
a normal phenomenon that the text inspires
the music, since the former is the cause of
the latter’s being. One can simply imagine,
when on one occasion words have been
joined to music, how other words can be
added to the same music, without destroying
the whole idea. The words must be made
plain to the audience. Every syllable should
be intelligible and clearly understood by the
listener. Diction is an absolutely significant
element of the performance.

In addition, Harriet Brower also
describes how satisfactory diction creates
something deeper than the song itself. It is
the outpouring of one's best thought, one's
best self, which must animate the song and
deliver it to the listener. It touches the heart,
because it comes from one's very inmost
being, a creation of mood. One cannot
sing unless one feels like doing so. Brower
further explains that the singer has to be
inspired, in order to give an interpretation
that shall be worth anything [Ibid.].

3.5. Objective Analysis of Expression

Flat expression in singing Malay pop
songs is not recommended here, but, on the
contrary, expression is another significant
objective striven to be gained by Malay pop
singers. This objective may be achieved by
intimacy (rote memory) towards the songs
and to their musical structure, from its
introduction, transition, as well as towards
the instrumental parts. For instance, it is
recommended to consider that in certain
types of Malay pop songs, the introductory
section is very significant, being conceived
of not only as an introduction to the song,
but also as guidance for the singers to
traverse through the actual melody.

It should be pointed out here that the
autonomous understanding of all musical
aspects in the introductory section of the
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song is very important. Some mistakes might
unconsciously occur if the instrumental
musicians fail to cooperate with the singers.
From the ideas above, it also becomes
clear, how necessary it is for singers to be
able to relate the unity of the cengkok and
the song text. These two elements have
close connection to the feelings, emotions,
and appreciation present when the singers
express the texts of the Malay pop songs.

Furthermore, to be more specific, the
authors have provided the readers with
further description of the relationship of the
text with feelings, emotions and appreciation
in order to give birth to good expressions
in Malay pop songs. Suzanne J. Beicken
argues how the singer must understand
the text of the song. Therefore, the singers
should necessarily memorize the text by
rote, before starting to sing it, in order to be
able to express its meaning. At this point,
as indicated by Beicken, there is absolutely
no excuse for ignorance or carelessness.
Accordingly, musical notation cannot
represent all the fine points of expression
which affect the aesthetic demands: the
art of declamation must make up for this
deficiency [2].

It is understood then that when several
notes are sung on one syllable, such
performance is called melismatic singing.
Each long or short extension of a syllable
containing more than one note is called a
melisma [Ibid.]. Due to this reason, the
melismatic character and its relation with
the text must comply with one another.
When there is an extended melisma present,
correct calculation is needed in order to
intersect the syllables in each breathing. In
singing, such intersection of the syllables
caused by breathing out must be avoided.

There is also another fact that singing
is an art that is typical with expression
proceeding directly from the heart. Emotion,
feeling, and expression provide the pure

human emotive elements. Furthermore, it is
said that instincts play a prominent role for
every singer, enabling him or her to express
emotion and feeling with voice. For the
function of the voice to take effect on the
character of melody, as distinguished from
ordinary speech, its expressions must also
purely instinctive [22].

In addition, in the essence of an
artistic point of view, art itself is different
from reality, but the depiction of reality
through profound meaning in the art that is
understood by people. Therefore, reaching
the emotions of the artistic substance is
quite significant in its goal. Following this
line of thought, D.C. Taylor states that art
is not reality. But it is the ability to portray
reality through the comprehension of all the
emotions that any person may be forced to
encounter. To acquire the ability to simulate
the entire gamut of human emotions, which
exceeds by far what any individual can ever
expect to encounter personally, means to
play successfully one's craft to its fullest
artistic realization [Ibid.].

4. CONCLUSIONS

First of all, it must be revealed that as
an artwork of literature, the pantun must be
created, following the criterion as being one
of the pinnacles of unsurpassable heritage
of Malay culture. According to Mohd.
Rashid Md Indris (2011): “The pantun is
known as a historical Malay poem which
not only permeated with meanings, but
also permeated with aesthetic values. These
aesthetic values may be understood when,
the listener becomes sensitive enough to
the structure and the text style in a piece of
pantun. The form of the pantun is not built
arbitrarily, but requires consideration and
sensitivity in all of its aspects, including the
lexical preference, syllables, and the limited
verses.”
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Secondly, in Malay pop songs, the
musical texture normally follows the formal
structure of the pantun, which is A-A-B-A.
The melodic line dominated by the song
as the main melody has become the main
focus not only in its musical character but
also in its musical aesthetics as a whole.
All of these musical characteristic features
provide the means to recognize Malay pop
songs in their general context.

In contrast with the musica ficta,
the cengkok is more free, and basically
included as a personal musical trait of an
individual singer. Because of the inherent

of melody with elaborative stretching lines
of the syllables provide us with an enticing
impression.

Finally, articulation in Malay pop songs
should be applied in a natural manner,
the tone quality should have the clarity of
articulation and correct text pronunciation.

As a suggestion here then, it must
be noted that the genre, in fact, may be
classified as one of the oldest types of pop
songs which must eventually be preserved.
Moreover, in order to sustain the existence
of this genre, a formal type of action in
form of transmission is very significant to

eloquence of the cengkok, sung in a be taken.

melismatic fashion, thus, the elaboration
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Achievement Motivation and its Impact
on Music Students’ Performance
and Practice in Tertiary Level Education

Music schools of higher secondary and tertiary levels aim at preparing professional musicians,
particularly, instrumentalists. They comprise a very specific area of education, since the students’
practical skills and competencies are at the center of our attention. In addition to acquiring
theoretical knowledge, the students must master the skills of playing on their instruments, which
form the basis of their future success. The aim of this article is to describe the discoveries made
during our exploration of the partial relation between instrumental practice, performance and
the music students’ achievement motivation in tertiary education in the music departments of
universities for the arts. We focus on two dimensions of motivation: the hope of success and the
fear of failure. Our results suggest that there is a relation between the students’ motivation and
their final performance (the final evaluation in the form of grades), but the particular dimension
of motivation (avoidance of failure and achievement of success) does not influence the final
performance on a statistically significant level. Similarly, motivation for achievement exists in
a statistically significant relation to the daily duration of time dedicated to practicing on the
instrument, but there is no evidence for any possible relation between the dimension of the
musicians’ motivation and the duration of their average daily instrumental practice. We have
gathered the relevant data from the Vorwerg achievement motivation scale and a number of semi-
structured interviews taken from various musicians.

Keywords: hope for success, fear of failure, performance, musical skills, instrumental practicing.
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B OCHTPC BHUMAHHUA — MPAKTUYCCKUC HABBIKM W YMCHHA. ITomumo TCOPCTUUCCKOI'O 3HAHMU,
CTYACHTEI 00s13aHBI OCBaMBaTh HABBIKH HHCTPYMCHTAJIbHOTO HUCIIOJIHUTCIILCTBA, YTO (I)OpMI/IpyeT
OCHOBY HX YCIICXa B 6ynymeM. I[aHHa}I CTaTbsd HALCJICHA Ha HU3JIOXKCHUC PE3YJIbTATOB ITOUCKA
B3aHUMOACHCTBUSA MCKAY HUCIIOJIHUTEIbCKOM HpaKTI/IKOP'I CTYACHTOB-MY3bIKAaHTOB U HpI/I06peTeHI/ICM
MOTHUBAIIMH K O6y‘-IeHI/IIO Ha MY3bIKaJIbHBIX (I)aI(YJ'H:TeTaX BY30B HUCKYCCTB. ABTOpBI COCPCAOTOUYCHBI
Ha ABYX aCIICKTaX MOTHBAIWU: HANACKIAa HAa YCICX U 00sI3Hb HCyaaqu. Pe3y.]'ILTaTLI YKa3bIBarOT
Ha CBA3b MCKAY MOTHBALlM€ M OKOHYATEJIbHBIM MY3bIKAJIbHBIM  HCIIOJIHCHUCM (npOBepKa
HpO(beCCHOHaHBHOﬁ pa6OTBI IOATBECPKAAIACH OHCHKOﬁ), HO IIpHU 5TOM OAHWH 3JICMCHT MOTUBALIUU
(I/I36e)KaHI/Ie HEyaaYnu U CTPEMJICHUC K ycnexy) HC BJIMACT HAa OKOHYATCIBbHOC MCIIOJIHCHHEC Ha
CTAaTUCTUYCCKU 3HAYMMOM YPOBHC. HO,[[O6HBIM XKE 06pa30M, MOTHBALIMS JOCTHXKEHUN HaXOOUTCS
Ha CTAaTUCTUYCCKU 3HAYMMOM YPOBHC N0 OTHOIICHHUKO KO BPCMCHH, CIKCAHCBHO BbIICISICMOMY
IS 3aHATUI Ha HHCTPYMCHTC, OJHAKO HC CyHICCTBYCT HOI[TBep)K,[[CHI/Iﬁ CBA3U MCIKAY 00J1aCThIO
MOTHUBALlUK KW BPEMCHCM CIKCIHCBHBIX MY3bIKAJIbHBIX 3aHATHH. I/I3yquI/Ie HOqueHHOﬁ
I/IH(I)OpMaI_[I/II/I MMPOBOAUIIOCH YE€PEC3 LKAy MOTUBAIIUU NOCTUKCHUA, pa3pa60TaHHy}o q)opBepr OM,

a TaKXKC MCCIICAOBAHUC Heq)OpMaJ'ILHBIX HHTCPBLIO.

KiroueBrie ciopa: HaacxKaa Ha YCIIEX, CTpaxX HEydadu, UCIIOJJTHCHHUE, MY3bIKAJIbHBIC HABBIKH,

3aHATHE HA HHCTPYMEHTE.

Introduction

1. Practice as a means for acquiring
practical instrumental playing skills
and music performance
The practical skills of instrumental

performance are acquired and mastered

in a very specific way. For most students
it 1s necessary to understand and slowly
traverse through the entire process and
all its successive phases, as described by

M. Holas (2013), among others.

In the preliminary phase of instruction, the
student becomes familiar with the provided
task and its components, and he or she studies
the constituent motions, thereby activating
his or her brain centers, which in themselves
are not altogether indispensable for carrying
out this particular task. Therefore, the
student tends to create many unnecessary
and ineffective motions. Gradually, the
activated results become differentiated, and
inhibitory processes start to occur in those
parts of the brain which are not required
to become activated for performing. The
process of afferentation (the transmission

of neural impulses from the receptor to the
center, i.e. the brain) occurs, and the student
starts controlling the movements and using
the muscle tension more efficiently.

In the second, inhibitory phase, the
student reduces the quantity of mistakes, his
or her motions become more effective, and
many unnecessary motions are eliminated.
The newly generated conditional reflexes
create a dynamic stereotype. In the phase
of stabilization, the dynamic stereotypes
become balanced and the motions become
automatic. The student is no longer required
to pay attention to the technical part of his
or her motions and begins to form his or
her skills. It is highly advisable to adapt the
recently acquired complex skills to various
conditions, e.g. by changing the tempo,
dynamics, agogics or other parameters in
order to prepare the conditions for creative
performance on the stage. The final stage
of acquiring performance skills is to
demonstrate them to audiences during the
performance of music.

We understand performance of music
as a specific type of performance defined
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by various determinants. Some of them,
such as central and local skills, non-
intellectual  factors and instrumental
structures, have already been described by
R. B. Cattell (1971) [10, p. 94]. The
necessary condition for acquiring any kind
of skills of instrumental performance is
to create clear and accurate projections of
performance motion, its speed, ambit and
force. The key role is played by sensory-
motoric learning, which is based on three
kinds of afferentation. Prior receptive
afferentation enables the student to sense
his or her own motions and the presence of
his or her body through the nerve endings
in the tendons and muscles, as a result of
which he or she acquires the ability to sense
the instrument, the hand and body motions.
The resultative afferentation helps the
student compare his or her projections or
ideas of what he or she wanted to achieve
with what has actually been performed.
The resultative-verbal afferentation is based
on the verbal feedback from the teacher or
instructor and the potential evaluation of the
performed task.

Since mastering the skills of instrumental
music takes many years (many people accept
the well-known “rule” of 10,000 hours), it
is very important for the student to possess
and preserve his or her effective motivation.

2. Motivation

Motivation could be defined with three
meanings: the sum of motives leading people
to engage in any kind of activity, the process
of engaging in an activity with a particular
outcome, and the trait of personality. In this
text we will pay attention primarily to the
motives leading students to practice on their
instruments.

Generally, motivation can be defined
as the mental state of activation of an
individual, which includes “the internal
and external factors (phenomena) that

trigger, target (orient) and energize
(dynamize) human behavior” [15, p. 35].
The psychological dictionary defines
motivation as “an internal driving force
responsible  for initiating, directing,
maintaining and energizing emerging
behaviors, as a motivational force,
(motivation) arises by the activity of external
and internal stimulation and its cognitive
interpretation...” [4, p. 320]. In terms of
the preparation for musical performance,
motivation may be explained as a condition
stimulated by certain motives which could
trigger practicing, direct it, supply the
student with energy to practice even if he
or she is not succeeding very well, or when
he or she does not have the wish to engage
in music-making, and which maintain his
or her activity and attention targeted on
practicing. J. VisSiiovsky describes the three
dimensions of motivation: the dimension
of direction, of intensity and of stability.
(Visnovsky, 2003) The musical literature
on the subject also mentions the dimension
of persistence, which is determined by “the
degree of ability to resist and overcome
various external and internal obstacles
that can be appearing when performing the
motivated activity.” [1, p. 222]. Individual
dimensions are represented by different
motives.

Practicing is activated by different needs,
such as the need for success, recognition,
actions or activities, the need for prestige,
self-realization, cognitive needs, or the need
for work (many of which are, according to
the Maslow's hierarchy, B-value needs, or
meta-needs). The students' interests, i.e.
their focus on their musical art, playing a
particular musical instrument, the interest in
creative activities, the interestin good quality
of performances, etc. form the directionality
of motivation. The latter is also influenced
by their performance attitudes, such as
the attitudes toward success, appreciation,

145



G/ﬁ\

MeXAyHapoAHbIM oTaAeA ® International Division

2020,2

instrumental practicing itself, performance,
music, etc. The determinants of practicing
for performance also include the so-called
performance values, i.e. various different
values, which are in some way related
to musical activity, such as aesthetic,
economic, moral values etc. The target
dimension of achievement motivation is
provided by performance goals, aspirations,
the students” will and their perspective
orientation, which demonstrates their efforts
to achieve long-term goals.

The motives that influence students’
practicing form a complex system, and
they can be both of an external and internal
character. In the case of external motivation,
students often attempt to satisfy some other
person, to avoid disappointing him or her,
to obtain a reward, to gain recognition from
someone, etc. Internal motivation is often
represented by the need for self-realization,
aesthetic needs, or the need to perform well,
e.g., at a concert or competition.

The need for achievement was first
described by Murray (1938) within
his need-press system as the necessity
to overcome obstacles, to apply one’s
own abilities, and to perform activities
as quickly and as well as possible [14,
pp. 365-367]. Since that publication,
many further theories about achievement
motivation have been created.

Since the 1950s, many scholars have
studied achievement motivation, its
structure, determinants, dimensions etc.
(Atkinson, Clark, Lowell, Elliott, Church,
Birch,Raynor, Horner, Feather, Grote, James,
McClelland, Festinger, Weiner, Kukla,
Frieze, Reed, Rosenbaum, Heckhausen,
Schuler, Prochaska, and many others). They
have emphasized various different aspects
of achievement motivation. One of the
composite construct descriptions provides,
as an example, the Onion Model by Schuler,
which interprets achievement motivation

as a complex phenomenon formed by
different facets (or layers/dimensions). He
also described the structure of achievement
motivation and key influences within
three areas: self-assurance (fearlessness,
independence, confidence in success etc.),
ambition (goal setting, competitiveness,
engagement, status orientation etc.) and self-
control (persistence, internality and self-
control) [17, p. 14]. Furthermore, scholars
have defined achievement motivation as
a construct of two main tendencies in a
person: the tendency to avoid failure and the
tendency to approach success, often labeled
as hope of success and fear of failure (e.g.
[18; 19]). Later, Elliot and Harackiewicz
(1996) suggested the insufficiency of
the idea of the bifactor achievement
motivation model, and subsequently three
forms of achievement motivation have
been discussed. In the beginning of the
new millennium, Elliot and McGregor
(2001) described as many as four goals for
achievement: mastery approach, mastery
avoidance, approach to performance and
performance avoidance (in [13, p. 64]).

A quantum of research works has
focused on various determinants of
achievement motivation and its relation to
gender, temperament, character, personality
traits etc. Chen, Zhang (2011) confirmed
the relationship between temperament,
personality traits (Big Five) and achievement
goals; Rawlings, Tapola and Niemivirta
(2017) proved that features of temperament
have predictive effects on motivation (such
as the sensitivity towards punishment or
towards reward). Vorobyeva, Ermakov and
Saakyan (2015) provided various types of
proof that in the students’ perceptions the
lower levels of achievement motivation are
linked to low levels of sensitivity towards
sensations and probabilities, intellectual
ergodicity, as well as high levels of
neuroticism and impulsivity, and vice versa
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[20, p. 32]. Regarding the relationship
between achievement motivation and
temperament, Rehulkova et al. (1995)
established that motivation was reduced by
an appropriate degree of viscerotonia, and
the highest levels of motivation were seen
in somatotonics. The association between
gender and motivation has been explored,
among others, by B. Greene and T. DeBacker,
according to whom there do exist differences
between the genders: in general, men have
fewer goals, in comparison to women, but
greater extension, while, on the other hand,
expectations about the realm of career are to
a greater degree similar in both [3, p. 91].

Research works identifying a positive
relationship between achievement
motivation and musical performance in
school also appear quite often [7; 8]. We
have focused on the relation between the
dimensions of motivation and the final
evaluation in instrumental performance
by music students, as well as the average
temporal duration of their practice.

Musicians give performances in which
they have to demonstrate their musical
mastery. If their performance can be
evaluated as being successful, they consider
it rewarding. Even though many musicians
want to perform their best in order to
succeed, some of them are motivated by
their fear of failure. The ratio of these two
motives provides an intensity of motivation.
This means that the bigger the fear of failure
1S, the weaker the achievement motive
should be [10].

3. Achievement motivation

and performance in school

The subject of achievement motivation
appears in the theories of David McClelland
and Atkinson. Their research results led to
the following conclusion: people with a
high level of “need of achievement” are
competitive but not power-oriented. They

care mainly about excellent performance
and a high level of individual mastery.
They wish to show others their remarkable
or exceeding performance in a particular
field of activity. However, they have no
wish to control others. Furthermore, they
prefer professions which allow them to
reach individual success, among which
sports (mainly individual disciplines) and
musical professions play a significant role.
Since they want to succeed, they usually
choose vocations, subjects, courses and
activities in which they feel the opportunity
for becoming successful. Their anxiety over
failure is at a low level [14, p. 373].

The need to avoid failure presents
a theme with a negative connotation. It
could be manifested as avoidance of doing
anything in order not to experience failure,
or as a strong effort not to spoil anything,
not to fail to achieve something due to hard
work.

The two needs described above affect
the students” behavior, which according
to Hrabal and Hrabal [6, pp. 102-103]
can be divided in two groups. From this
perspective, they are able to distinguish two
groups of students.

The first group consists of students
with the predominating need for success.
They tend to avoid giving up and continue
resisting obstacles. They choose medium-
challenging tasks, since they perceive a
medium amount of difficulty as such which
will enable them to experience success, but at
the same time, would create the opportunity
for their development (medium-challenging
tasks are not entire easy, at the same time not
being overly difficult for them). They prefer
equal-status partners in competition. They
usually plan their way towards acquiring
new skills and achieving goals.

Those who try to avoid failure comprise
the second group of students. They
often experience fear and, thereby, they
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demonstrate the tendency of avoiding
situations in which they could fail. They
choose low- or medium-level challenging
tasks, since they feel threatened by
competition. Therefore, they prefer to
participate in activities where they clearly
have the chance to succeed. Only in very
exceptional cases they decide to take part
in activities which are too challenging,
and which they are unlikely to cope with,
because they believe that the other pupils
would not succeed either. In this case, the
students” failure would not demonstrate
their inability, because in this case nobody
else would perform well at the task either.
In certain conditions they find the choice of
escaping from the situation to be the best
option; such students intentionally avoid
stressful situations.

The students’ classification into two
groups corresponds to the predominance
of one of the two basic motives formulated
by Sigmund Freud: approach or avoidance.
Atkinson (1974) distinguishes two categories
of people, according to the particular
motive prevailing in them: the type
oriented to achieve success and the type
oriented to avoid failures [11]. Moreover,
considering all the various situational and
personality variables, the actual motivation
1s determined by the probability of success
or failure in the future.

In the field of music, some researchers
have focused on students from the seventh
to the twelfth grades. These scholars have
paid attention to the relation between the
amount of practice and intrinsic motivation
(Schmidt, 2005), the amount of effort and
intrinsic motivation [9], etc. Numerous
research works have been dedicated to the
goals of mastery and those of performance.
Ormrod (2004) defined the goals of mastery
as the “desire to achieve competence
by acquiring additional knowledge or
mastering new skills” [12, p. 468] and

2020,2

performance goals as the “desire to present
oneself as competent in the eyes of others”
[Ibid.]. Nielsen (2008) discovered that
successful performance depends on the
students’ abilities rather than their efforts,
and that the students with ability-avoidance
goals would be less likely to dedicate their
time and effort to the challenges of musical
studies [16, p. 4].

Since the beginning of research in the
field of achievement motivation, many tests,
inventories and scales have been created,
such as Mehrabian’s Scale resulting from
achievement motivation, McClelland’s
Need Achievement Test, Elliot &
McGregor's AGQ — 2x2 Achievements
Goal Questionnaire and its Spanish
adaptation AGQ-R created by Elliot &
Murayama, AHA — Arbeitshaltungen (Work
Attitude Test) by Kubinger, Ebenhoh,
D-M-V Dotaznik vykonovej motivacie
(Achievement Motivation Questionnaire)
by Pardel, Hrabovska, Marsalova, LMI
— Das Leistungsmotivationsinventar by
Schuler and Prochaska, OLMT — Objektiver
Leistungsmotivationstest (Objective
Achievement Motivation-Test) by Schmidt-
Atzert, Harackiewicz, Skala vykonovej
motivacie (Achievement Motivation Scale)
by Vorwerg. Their psychometric properties
have not been tested on professional
musicians in Slovakia.

Methods

1. Research organization

The expansion of the humanitarian
domain of education has brought the concept
of positive motivation to schools. Teachers
are now being encouraged to praise children
on various different occasions, to enhance
their interest in the learning process, to
create equal opportunities for each child
to succeed. Hope of success presents one
phenomenon on the mono-dimensional
scale (the opposing quality of which is the
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fear of failure). We have aimed to explore
achievement motivation in students and
its relation to their musical performance
and their practicing habits. We decided to
conduct our research at a university which
prepares musicians — performers for their
professional career.

Example

We have applied random sampling to
choose the example of 86 students from the
Academy of Arts in Banska Bystrica. The
sample consisted of 41 young men and 46
young women aged between 18 and 25.
During the 2018/2019 academic year we
distributed among selected students the
Vorwerg achievement motivation scale
in order to diagnose their achievement
motivation. Afterwards, we compared the
data with the students’ grades from their
major course of studies — performance on
their respective musical instruments. We
have also conducted a number of interviews
with the students in order to obtain
information about the characteristics of
their practice routine, such as the duration
of the daily practice, the time for practicing,
as well as their motivation for practicing.

The aims and research questions

The aim of our study has been to
examine the relation between achievement
motivation, resp. its focus and dimension,
the students” performances (presented by
the students' grades from their major course
of studies) and the time spent practicing
playing on their instruments.

We have formulated two
questions:

Q1: Are motivation and its dimension related
to the students” final grades received for
playing their instruments?

Q2: Are motivation and its dimension
related to the duration of time spent by
practicing their instruments?

research

2. Methods used

In order to gather the data about the
students” motivation, we have used the
Achievement motivations scale devised by
Vorwerg [2, pp. 178-179], which consists
of 17 items-statements. The respondent’s
task was to assign to each of them one of the
7 point-scale alternatives from “completely
resembling” to “not in the least similar to
me.” The items have been divided into three
groups.

1. The indicators of hope for success
determine the extent to which the
respondent perceives his or her hope
for success; such as “I believe 1
can do something,” “I believe I can
improve my skills,” and so on. Some
items express the orientation on the
goal for mastery focusing on the
abilities and development of skills
as one of the goals for achievement
(Elliot & Church motivation), others
discuss the students’ active efforts
(Schultheiss & Brunstein’s mode
of effort). The group of indicators
of hope for success also includes
items examining the difficulty of the
selected and preferred tasks.

2. The indicators of fear of failure are
aimed at detecting fear of failure, as
opposed to the positive type of goal-
oriented motivation. The items in
this group express the expectations
of negative outcomes and failures
associated with the unwillingness
to risk, a distrust in one’s own
abilities, the reliance on others' help
and low self-esteem. In this group it
is frequently possible to encounter
statements such as: “I prefer to avoid
difficult situations,” “I feel I know
less than others,” or “I have fears of
possible obstacles ahead of me.”

3. Items that are not used as indicators
when calculating the raw score.
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We have calculated the empirical value
of motivation raw score as a difference of
the middle values of hope for success and
fear of failure. If the activities of students
are motivated mostly by their aspiration
to achieve success, the difference of the
average values of hope for success and fear
of failure is at least 2. If the main motivation
1s to avoid failure, the calculated raw score
value is less than 2.

In order to disclose the relation between
the motivation and its dimension, on the
one hand, and amount of practicing hours
and the students' grades, we have conducted
interviews with the students. We have
focused on the number of practicing hours
and the evaluations of the students” work
— the grades the students received in their
major course of studies in the summer
semester of 2019. The interviews were
semi-structured. They contained questions
which describes two major issues: “Could
you describe your practice routine?” (How
many hours a day do you practice? What
time is your favorite time to practice? Do
you have any special preferences while
practicing?) and “What was your grade
from the major course of studies during the
summer semester?” (Do you consider your
evaluation fair? Why or why not?) We have
conducted an interview with one music
student in a relaxed atmosphere and, based
on his responses, we have decided to keep
the question formulation. The interviews
lasted 10-15 minutes and were conducted
individually in a classroom environment.
At the end of each interview we asked the
respondent if he or she wished to add any
information or to ask anything.

We analyzed all quantitative data with
SPSS software and the qualitative data
with Atlas.ti8. In order to obtain targeted
information for this study, there was no
need to code the interview transcriptions,
since the respondents’ answers were clear

and concise, and we were able to record
them in the Excel spreadsheet.

Results & Discussion

Based on the students' responses to the
motivation scale, we came to the conclusion
thattheefforttoachievesuccesspredominated
in 51,2% of the music students, and the
desire to avoid failure prevailed in 48,8% of
them. This difference is negligible, and it can
be stated that the amount of students with
the predominating effort to achieve success,
as well as those with the prevailing effort to
avoid failure is comparable in our survey of
the music students.

The recorded average motivational raw
score was 1.96, which points on a slight
shift towards the desire to avoid failure. The
distribution of the raw score is graphically
shown in Figure 1.
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Figure 1: Distribution of raw scores on
the Achievement motivation scale; Source: personal

This score is not normally distributed (in
the Kolmogorov-Smirnov test, stat = 0,134
and Sig = 0,001). The main characteristics
of the data are in the Table 1.

Next, we tried to answer our first research
question.

Q1: Are motivation and its dimension
related to the students” final grades for
playing their instruments?

The identified grades were A, B, C, D
and we transformed them to numbers 1,2,3,4
(where 1 corresponds to the best evaluation).
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Table 1: Descriptions of the raw scores
in the Achievement motivation scale; Source: personal

sg)iiirzitzg : il(c)]i:;g\fe::z;zt Statistics Standard
motivation scale Error

Mean 1,96 0,14

Median 1,75

Variance 1,81

Standard deviation 1,34

Minimum 0,00

Maximum 5,50

Range 5,50

Interquartile range 2,00

Skewness 0,54 0,26

Kurtosis -0,43 0,51

Their distribution was not normal.

(Sig<0,001 1in both the Kolmogorov-

Smirnov and the Shapiro-Wilk test).

In our sample the relation between the
motivation and the grades (A, B, C, D) is
confirmed. The Spearman rho coefficient is:
1(86)=-0,240, which is significant at the 0,05
level (2-tailed). Graphically the relation
between the raw scores and the grades is
shown in Figure 2.

The relation between Grade and Motivation raw score

Motivation_raw_score

2,00
“ H

Grade

Figure 2: The relation between the grade and the
motivation raw score; Source: personal

Furthermore, we tried to pinpoint
the relation between the dimension of
the motivation and the grades. Figure 3
illustrates this relationship.

Relation between the dimension of motivation
and the final grades

100 [%]

Fear of failure

m Hope for success

Figure 3: The relation between the dimension of
motivation and the final grade; Source: personal

The ratios representing the dimension
of motivation suggest that the better
the student's grade is, the more the
positive motivation oriented on success
i1s represented. We found that hope for
success dominated in 58,1% of students
with a grade A, in 42,4% of students with
grade B, 50% for C, and 33,3% for D
(it should be emphasized that only 2
students were graded D, which can
greatly distort the results due to the low
frequency). The association between the
motivation dimension and the grade was
not statistically confirmed.

Afterwards, we focused on the second
research question.

Q2: Is motivation and its dimension related
to the length of time spend by practicing
the instrument?

To answer the second research question
we investigated whether achievement
motivation and its dimensions affect the
average practicing time and the preparation
for class.

Spearman’s  correlation  coefficient
suggests some relation between motivation
and the hours of practicing 1(86) = 0,356,
which is significant at 0,01 level (2-tailed).
This moderate level of relation suggests
that the higher the positive achievement
motivation (indicating the hope for success),
the more time the student spends practicing
his or her instrument (Figure 4).
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Figure 4: The relation between achievement
motivation and the length of daily practice
[hours/day]; Source: personal

Next, we tried to illustrate the relation
between the dimension of motivation and
the time dedicated to practicing playing on
one’s instrument (Figure 5).

Dimension of motivation and average time
of practice [hours/day]
3,5

2,5
15

0,5

Time of practice [hour/day]

Fear of failure Hope for success

Dimension of motivation

Figure 5: The relation between the dimension of
motivation and time for practice; source: personal

From the graph we may presume that
the students who practice longer hours (an
average of 3,24 hours a day) are positively
motivated, and that the hope for success
predominates in their motivation structure.
On the other hand, if a student’s chief
motivation 1s to avoid failure, his or her
practicing hours are shorter (an average of
2,61 hours a day). However, this relation
is not documented by statistical methods
(eta=0,248), since there is no significant
association between the dimension of
motivation and the hours for practice. The
detailed characteristics of the practicing
hours in both groups of students are
described in the Table 2.

From the interviews taken following the
completion of the scale, in addition to the

Table 2: The detailed characteristics of practicing
hours in two groups of students; Source: personal

Number of practicing hours |  Number of practicing
— dominating motivation: hours - dominating
hope for success motivation: fear of failure
Mean 3,24 | Mean 2,61
Standard Error 0,19 | Standard Error 0,18
Median 3 Median 2.5
Mode 3 Mode 2,5
Standard 1,25 | Standard 1,22
Deviation Deviation
Sample Variance 1,56 | Sample Variance | 1,49
Kurtosis -0,88 | Kurtosis 0,14
Skewness 0,08 | Skewness 0,67
Range 4 Range 4,5
Minimum 1 Minimum 1
Maximum 5 Maximum 5,5
Count 42 Count 44

dimension of motivational disposition — the
attemptto achieve success or to avoid failure,
— we have also identified other aspects of
motivation: expected types of competence
and performance behavior (Elliot, Church,
1997). The expected types of competence
(performance objectives) have been
manifested in three basic directions:

» effort in performance — the artists
make an effort to perform better than the
others (56,98%),

» directedness on the musicians’
abilities — the performers demonstrate their
effort to improve their own abilities and
performance, regardless of the opinions of
others and external support (30,23%),

« avoidance of performance — some
performers are characterized by their efforts
to avoid performance projected by them
as being worse than that of others (only
12,78%).

The second aspect of achievement
motivation provided by the resulting
performance behavior has not been
investigated any further.
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Limitations for the study
and suggestions

The Vorwerg scale used by us to
examine the motivation in our respondents
has not been standardized among the
population of Slovakia. In order to receive
a more complex view of motivation and
its effects on music students” performance
and practicing, it would be beneficial
for us to use standardized methods of
assessing motivation and rely not only on
a personally reported scale, but also on
other tools which are more objective. In
addition, this research would benefit to
a greater degree from deeper statistical
analysis, such as discovering the relation
between the intensity of motivation and the
student’s grades, as well as and the length
and quality of their practicing routine.

We have focused on only a very
limited aspect of motivational structure
in the work of music students. In future
research  endeavors on  musicians’
motivation, it would be advisable to
enlarge the research work, so that it would
include four achievement-related goals:
approaching mastery, avoidance of mastery,
approaching performance and avoidance of
performance. Moreover, various additional
determinants, such as cultural milieu,
achievement-related choices, interpretation
of experience and others, as described by
Eccles & Wigfield in their expectancy-
value model of achievement motivation
(Wigfield, Eccles, 2000) must be included
in the investigation. This would bring a
broader view of musicians’” motivation.
More complex views on the motivation
structure in the work of musicians should
also consider other specific aspects, such
as aspirations, interests, particular needs
etc. Furthermore, we also propose to take
personality traits and personality focus
in consideration when examining the

influence of specific determinants related to
motivation on music students’ performance
and practicing habits.

Conclusion

During our exploration of the relationship
between practicing, performance and

achievement motivation of tertiary
education music students, we have
discovered that motivation and the

students” final grades for playing their
instruments  demonstrate  statistically
significant relations, but the dimension of
motivation does not show anything of the
kind. Similarly, motivation is associated
with the average duration of daily practice
of instrumental playing, but the dimension
of motivation is not. Our discoveries have
given rise to a great deal more questions,
such as: What motivational factors are the
most important determinants of the success
of a music student? Which factors and
motives are the key determinants which
influence the preparation and the final
performance of a student?

Many research discoveries (not only
ours) have led to conclusions that motivation
is a phenomenon that contributes to a
greater extent both to the efficiency and
to the increase of quality in the artistic
training of performing musicians, as well
as to improvement of their performance.
Therefore, we consider it necessary to
pay more attention to the achievement
motivation and its aspects in music
education. We see a considerable amount
of potential in the purposeful and deliberate
support of the “right” motivation in the
education of future performers. In addition,
we believe that knowledge about this
phenomenon can also help performers to
build their self-knowledge and subsequent
self-development and to achieve the best
possible performance in their own artistic
careers.
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INMocTtanoBku onepbl Kamuas Cen-Canca «I'enpux VIli»
Ha pycckou cueHe KoHua XIX — Havara XX Beka:
Ananor kyabTyp Poccus — ®@paHums’

B nanHoO# cTaThe Ha 0CHOBE apXUBHBIX MAaTEPHUAJIOB, MY3bIKaJIbHOM MEPUOANKH Y BOCTIOMUHAHUI
KOMITO3UTOpa paccmarpuBaercsi uctopus nocraHoBku onepbl Kamuns Cen-Canca «I'enpux VIII»
B bonwsmom Tearpe (1897) m Onepe WM. C. 3umuna (1911). Ha ocHOBEe apXHMBHBIX MaTepuajioB
BOCCTAHOBJICHBI JICTAJIM TOCTAHOBKHM M BOCTIPUATHE OIEphbl pycckoi myonmukoit. Konernm XIX —
Hauajgo XX BeKa — 3MoXa TECHOTO B3aHMMOIIPOHUKHOBEHUS! PYCCKOTO U (hpaHIy3CKOTO ONEpPHBIX
tearpoB. C OIHON CTOPOHBI, (PpaHITy3CKast onepa 3MOXH fin de siécle npencTasisiia co00il 00BEKT
MPUCTAILHOTO BHUMAaHUSI PYCCKON MyONUKH, KOMIO3UTOPOB U MY3bIKaHTOB. C Ipyroil CTOpOHBI,
(bpaHily3cKie KOMIO3UTOPHI ObUIM 3alMHTEpPECOBaHbI B MOCTaHOBKax B Poccuu u BbICTymamn
¢ koH1iepramu B Mockge u [lerepOypre ¢ menbro momyisipu3aiuy cBoux mpousBeneHuid. K uncmy
KOMITO3UTOPOB-KOCMOIIOJIUTOB, HECOMHEHHO, MOXHO oTHectu Illapns Kamuns Cen-Canca,
MOCETUBIIIETO B TEUEHUE CBOETO TBOpYECKOro myTu Oojee 20 cTpaH. 3HAKOMCTBO MOCKOBCKOM
youkn ¢ CeH-CaHcoM Kak OTIEPHBIM KOMITO3UTOPOM COCTOsUIOCH B 1897 romty BMecTe ¢ mpeMbepoit
onepsl «I'enpux VIII» Ha cuene bonbmioro tearpa. Mcropust anruiickoro kopodsa ['enpuxa VIII
3aMHTEpecoBalia Beaylllne onepHble TeaTphl kKak B Poccuu, Tak 1 Bo @paHLnuy, U TOCTAHOBKA KUBO
OCBEIIaJIach B My3bIKaJIbHOU nepuoauke. Kpuruueckue crarbi U BOCIIOMUHAHMS KOMIIO3UTOpa U
€r0 COBPEMEHHUKOB MPEIOCTABISAIOT YHUKAIbHYIO BO3MOKHOCTh CPABHUThH BOCIIPHUSITHE PYyCCKUM
1 (ppaHIly3CKUM 3pUTEIEM UCTOPUH aHTIHiicKkoro koposs ['eapuxa VIII.

Kirouessle cnoBa: Kamune Cen-Cane, ¢paHIy3cKas HCTOpUYECKas olepa, My3bIKalbHas
kputuka, «l'enpux VIID».

Jna yumuposanusa / For citation: Kusze 3. H. TloctanoBku onepst Kamuiist Cen-Canca «I'enpux
VIII» Ha pycckoit cuiene koHla XIX — Hayana XX Beka: nuanor Kyiastyp Poccust — ®pannus //
ITpo6nems! My3bikanabpHOM Hayku. 2020. Ne 2. C. 156-165. DOI: 10.33779/2587-6341.2020.2.156-165.
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Productions of Camille Saint-Saens” Opera “Henry VIII”
on the Russian Stage in the Late 19th and Early 20th Centuries:
A Dialogue of the Cultures of Russia and France

On the basis of archival materials, musical periodicals and the composer’s memoirs, this article
examines the history of the production of Camille Saint-Saens’ opera “Henry VIII” at the Bolshoi

* MHccnenoBaHue BBIMOJHEHO MpH Toaaepkke Poccuiickoro ¢onaa (yHIaMEHTAIbHBIX
uccnenoanuii (PODU) B coorBeTcTBUU ¢ ipoekToM Ne 18-312-00195.
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Theater (1897) and the Zimin Opera (1911). On the basis of archival materials, the details of the
production and the perception of the opera by Russian audiences are reconstituted. The late 19th
and early 20th centuries constituted an epoch of close interpenetration of Russian and French opera
theaters. On the one hand, French opera during the fin de siecle presented an object of steadfast
attention of Russian audiences, composers and musicians. On the other hand, French composers were
interested in productions of their operas in Russia and presented themselves in concerts in Moscow
and St. Petersburg with the aim of popularizing their works. Among the cosmopolitan composers it
is, undoubtedly, possible to list Charles Camille Saint-Saens, who during the course of his musical
activities visited over 20 countries. The Moscow public’s introduction to Saint-Saens as an opera
composer took place in 1897 together with the premiere of his opera “Henry VIII” on the stage of
the Bolshoi Theater. The story of English king Henry VIII aroused interest among the leading opera
theaters, both in Russia and in France, and the production was vividly illuminated in the musical
press. The critical articles of the composer and his contemporaries present the unique opportunity to
compare the perception of the Russian and French audiences of the story of English king Henry VIIIL.

The publication is prepared within the framework of scholarly project No. 18-312-00195
supported by the RFFI.

Keywords: Camille Saint-Saens, French historical opera, musical criticism, “Henry VIII.”

nepHsle Tearpel Bo PpaHUMM U B

Poccun xonnma XIX m magama XX

BEKa OKa3aJy OOJbILOE BIMSHUE HA
pa3BuTHE XaHpa ornepsl. C 0HON CTOPOHBI,
OONBILION MHTEpeC MyONUKH K KaHpy OIle-
pbl o0y>xaan aupexropos I'pana Onepa u
Bonbmioro rearpa kaxplii c€30H OOHOBIATH
penepTryap HOBBIMU NpPOMU3BEAEHUSIMU |6,
p. 2], ¢ ApyTOil CTOPOHBI, KOHKYPEHIIMS KOM-
MO3UTOPOB U CTPEMIIEHHE NEPBBIM IOCTa-
BUTbH CBOIO OIEPY Ha JIyYIIHX MOAMOCTKaX
CTpaHbl IPUBEIN K MOSBICHHUIO OOJIBLIOTO
qucia MPOU3BEACHUN U pa3HOOOPa3HIO aB-
Topckux ctuiiei. CTpeMuTenbHOE pa3BU-
THE JKaHpa ONephl CIOCOOCTBOBAJIO Pa3BU-
TUIO nuaiiora Kynstyp Poccust — @pannus.
@paniry3ckas orepa 3Moxu fin de siecle
npeacTaBisia coboil 0OBEKT MPHUCTaTb-
HOTO BHHMMAaHHUSI PYCCKOM MyONUKH, KOM-
NO3UTOPOB M My3bIKaHTOB. DpaHIiy3ckue
KOMITO3UTOPBI TaKke ObUIM 3aWHTEpecoBa-
HBI B IOCTaHOBKax B Poccuu n BeicTynanu
c koHniepramu B Mockse u [lerepOypre c 11e-
JIbIO MOMYJIIPU3ALUU CBOUX MTPOU3BEICHUI.
K unciry KoMIo3uTopoB-KOCMONOIUTOB, He-
COMHEHHO, MOKHO oTHecTH apns Kamuns

Cen-CaHca, IOCETUBIIETO B TEYEHHUE CBOE-
ro TBOpUeckoro mytu 0omnee 20 cTpaH.
TBopuecknii mytb CeH-CaHCa K KOH-
iy 1880-x rogoB HacuuTHIBAN yxke 6 omep,
KaKJasi U3 KOTOpPBIX YK€ Oblla IOCTaB-
JeHa Ha cueHe. Hu onHy M3 MOCTaHOBOK
HeNb3sl ObUIO Ha3BaTh mpoBanioM. OHAKO,
toapko onepa «l'enpux VIID» (1883) muia
Ha cueHe [lapmwxkckoit I'pann Omnepa yxe
yeTBEPTHIM ce30H. Onepa «lIpozeprnnHay
Obu1a moctasneHa B Onepa-Komuk, onHaxo,
BCJIEICTBHE OTCYTCTBUSI 0COOOro ycrexa
y myOJIHKH, OBICTPO COIIA CO CLeHbl. B To
xe Bpems [apmxkckoit ['pann Onepa Tpebo-
BaJICSl HOBBIM penepryap, MOCKOJIbKY OIEpHI
(bpaHIy3cKUX KOMIIO3MTOPOB' HE HMeEIn
JOCTaTOYHOr0 ycrnexa y IyOIHKH, YTOOBI
BO300HOBJISITh TOCTAHOBKHU KaX/IbIH CE30H.
3ambIces CO3/1aHus ONIEPHI HA CIOKET 00
anmmiickoM kopoie ['enpuxe VIII nosiBuncs
y Cen-CaHnca B0 Bpems moe3aku B Maapun
B 1880 romy Gmaromapsi Bctpeue ¢ qTuOpeT-
tuctoM Jleoncom Jlerpyaiis. M3HauanbHO
Cen-Canc paccMarpuBail  BO3MOXHOCTh
CO3JIaHMS OTIEPhI Ha CIOXKET 00 aKTpuce poc-
CUMCKOro mnpuiasopHoro HMmmeparopckoro
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TeaTpa, OJHAKO B CHIy Omm3ocTu (halymbl
K CrokeTHOM kaHBe «CamcoHa u Jlamuibn
9TOT 3aMbIcesl He ObUI OCYIIECTBIEH [4,
p. 107]. B »TOoT mepuoa KOMIIO3UTOp IIO-
Jqy4aeT OoT nupekropa ¢paniry3ckoil I'pann
Onepa DOmMmanysns BoxopOest mpeasnoxe-
Hue Hanucarb OanetT. CeH-CaHc oTBepraer
3TO MPENJIOKEHUE, HAJIeACh Ha TOCTAHOBKY
CBOEH MCTOPUYECKOMN omepbl «ITheH Map-
cenby [2, c. 447]. K atomy MmoMeHTy JleoHe
erpyaiiss yxe co3nail IEpBbId BapUAHT
Habpocka nmuoperto «l'enpuxa VIID», B3sB
B KaueCTBE MOJIEH MbECY UCHAHCKOIO JIpa-
marypra llegpo Kanpnepona ne sa bapka
«Anrmuiickas cxusmay (1627). Jlubperrto
ObLIO HAMMCAHO B COTPYAHMYECTBE C IO3-
ToM mnapHacueM ApmanHoM CHIIBBECTPOM,
JUOPETTO KOTOPOTO TMOJIb30BAIUCH OOJTb-
MM YCIEXOM Yy (PpaHIly3CKHUX KOMIIO3UTO-
poB kxoHma XIX Beka. OCHOBHOM 3ajadeit
CunpBecTpa SIBISJIOCH HAIMCAHUE CTHXOB
MO0 CHOKETHOM KaHBe, HaMeueHHou [le-
Tpyaiia. B 1878 rogy [erpyalis npeayioxui
[Mapito I'yHO cBOE MMOPETTO AJIsT CO3MAHUS
onepsl [4, p. 126]. 'yHO npuHSI npeaioxe-
HUE JUOpeTTHCTa U Jake Hamucaia HaOpo-
CKHM HeckoibKux cueH. Cmycrs aBa roza,
B 1880 roay koMmo3utop mpekpaiaet pado-
Ty HaJ ONIEpOM Ha CIOKET UCTOPUU AHIIINK-
cxoro xopousa I'enpuxa VIII u Bo3Bpamaer
mubperro Jletpyaiis. He Tepsisi Hamexabl
yBUIEeTh cBoero I'enpuxa Ha cueHe Ipann
Omnepa, /[letpyaiis mnpemioxun auOPeTTO
Cen-CaHcCy, KOTOPBII IOCJE JOITHUX KOJe-
OaHMii PUHSIT IPUTTIAIICHHUE.

JIubGperro [lerpyaiist BKIOUaeT 4eThIpe
akta’. JlefictBue mporcxoaut B Aurmuu X VI
Beka. OCHOBHBIMU JACUCTBYIOLIUMU JIULIAMU
SIBJISIFOTCSI UCTOPUYECKHE TICPCOHAKH®.

I akt moka3bIBaeT KOPOJEBCKHIl ABOpEL.
B nepBoii ciieHe TpOUCXOAUT AMANIOT reprora
Hopdonka u ucnanckoro nocna nona ['omeca,
CIY’KAIllMM OTIIPABHOM TOYKOW JUISl JAJIbHEH-
Iero pasBuTHs ctoketa omnepsl. Jlon Tomec
coobmmaert repuory Hopdonky o cBoeit Bctpeue

2020,2

c Annoit boneitn Bo @panuuu. OH BIIOOIEH B
AHHY M CUMTAET, YTO OHA UCIBITHIBAET OTBET-
Hble yyBcTBa. Hopdonk npeaynpexnaer 1oHa
I'omeca 0 TOM, 4TO KOPOJIb TaK:KE€ HEPAaBHOAY-
neH Kk AnHe. B orBer noH ['omec BcriomuHaer
0 JIIOOOBHOM IHCHME, MOJYYEHHOM OT AHHBI.
B HacTosAmuMi MOMEHT IHUCBMO OTAAHO HA CO-
XpaHeHue koposieBe Exarepune AparoHckon —
nokpoBuTenabHULE 1oHa [omeca. Bxonsar obec-
MIOKOECHHBIE JIOPABI, COOOLIAIOIIUE O TOM, YTO
KOpOJIb IIPUTOBOPWII K CMEPTHOM Ka3HU Iep-
nora bekunrema. Bxogat rpadg Cyppeit u ko-
poub. I'enpux VIII nmpuserctByeT noHa ['omeca
B poiu HoBoro nocna Mcnanuu. Koposbs coo6-
maeT AoHy l'omecy o0 TOM, 4TO €My U3BECTHO:
y Hero B JIOHIOHE ecTh HEeBECTa, HO HE Ha3bl-
BaeT €€ umeHu. Jlon I'omec yxonur, Kopoib U
rpad Cyppelt octatorcs Haeaune. Koponb y3-
HaéT y Cyppes, uto [lana Pumckuii npotus pas-
BoJa, U cooburaer Cyppero 0 CBOMX 4yBCTBax
K AHHe, ocraronuxcs 6e3 orsera. Bxoaut ko-
poneBa Exarepuna Aparonckas. IIpoucxoaur
muanor Mexay lenpuxom VIII u xoposeBon.
Koponb coolrmiaer o ToM, 4TO HOBasi HPUIBOP-
Has J1ama JI0JDKHA puObITh u3 Ppanimu. Bxo-
nut Cyppeii ¢ AHHOM boseliH, nx conpoBoxaa-
toT repuor Hopdonk u non ['omec. ['enpux VIII
npeacTaBiIsieT AHHY JABOpY M OOBSABISET €€
Mmapku3oi [lemOpokckoil. 3a CreHOH IBHKET-
¢ mpoueccus, Beaywas repuora bexuHrema
Ha Ka3Hb. B TO Bpems, IOKa NpUIBOPHBIE CO-
OuparoTcs y OKOH, 4TOOBI YBUJETh IPOLIECCHIO,
I'enpux VIII u Anna ocratorcs HaequHe. AHHA
MEYTAEeT O BIIACTH, HO CII0BA KOPOJIA O TOM, 4TO
ceifuac mpenarenb OyldeT Ka3HEH, 3aCTaBIISAIOT
e€ ¢ TpeBOro AymMarh U O CBOEH cyaboe.

II axt HaumHaercs cuenor B Puumony Ilap-
Ke — robumMoM mecte otabixa Tronopos. [axeid,
UTPAIOIIKX B MY, CMEHSET 10H ['omec, pazoua-
poBaHHBIN B 4yyBcTBaX AHHBI bonein. Benen 3a
HUM MOSIBIIIETCS. AHHA, CONPOBOXKIAeMast IIPU-
nBopHbIMU famaMu. Jlon ['omec ynpekaeT AHHY
B TOM, YTO OHa 3a0bula O CBOMX OOCIIaHMAX.
B otBeT AHHa roBOpPUT, 4TO BCE €€ JIIOOUT €ro.
IlosiBnsiercst xopoisb, NOH lomec TOpOILIMBO
YXOAMUT. AHHA U KOPOJIb OCTArOTCsl HACOUHE, U
I'enpux VIII npusnaéres AxHe B m100BU. AHHA
OTBEpraeT ero, He *ejas CTAaHOBUTHCA ero (a-
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Boputkoil. B orser I'enpux VIII npeiaraer e
crarb cynpyroi. OH yXoAMT, OCTaBiisisi AHHY,
B MeuTax o0 KopoHe. [ossisgercs koponesa. Exa-
TEPUHA MPELyNpeKIacT AHHY O TOM, 4TO €€
IIOCTUTHET y4acThb €€ cecTpbl Mapraputsl. B ot1-
BET AHHa 3asBJISIET O CBOMX HAMEPEHUSX CTaTh
koposieBor. Bxogur I'enpux VIII, ynusi€HHbII
HEOXKUJAHHBIM IIOSIBICHUEM KOpOJIEBbI. Exare-
puHa Aparosckas ropoput ['enpuxy VIII o Tom,
YTO OHA 37IECh, YUTOOBI COOOIIUTH CBOEMY KOPO-
JII0 O TOM, 4TO OHa BCE €I€ Koposesa. B oreer
KOPOJIb TOBOPUT, YTO OHa OyJeT KOpPOJIEeBOH 110
pemenusi cuHozaa. 'epror Hopdonk Bo3Bemia-
€T O NPUOBITUM NAINCKOIo Jierara, KOTOpbli Ha
CJIEIYIOIIUH J€Hb JOJDKEH COOOLIUTh peleHne
Puma. AxT 3aBepiaercst 6aneToM, COCTOALIMM
U3 CEMHU YaCTEH.

Il akt cocrouT u3 ABYX KapTuH. B mep-
BOM KapTuHe nokasaHa BcTpeua ['enpuxa VIII
C MNancKuM JjeraroM. Jlerar melTaercs mpen-
yHOpenuTh KOpoisi 00 OMAaCHOCTH HEMOBHHO-
BeHus Bose Ilanbl Pumckoro. OnHako xopoib
HE HaMepeH MEHATh CBOE pemeHue. Bropas
KapTHUHA ITOKa3bIBA€T MACCOBYIO CLICHY CHHO-
na ¢ xopoMm. Cyapu M JIOpABI BBIHOCAT IOJIO-
JKUTEJIBHOE PEIICHUE OTHOCHUTENIBHO BOIIPOCA
0 Pa3BoJie U MOBTOPHOI xeHuTHOe [eHpuxa VIIL
KoponeBa usnaraer cBoro neyanbHYyIO CYIbOy.
Cynpu TPOHYTHI €€ CII0BaMH, HO KOPOJIb ITPUXO-
JUT B IpOCTh. JIOH I'oMec nbITaeTcs 3alUTUTh
KOpOJIEBYy W Yrpokaer BOMHOM ¢ lcranuen.
OpHako ero cioBa MPOU3BOIAT OOpaTHBIN -
dexT. Jlopasl, ysa3BnEHHbIE YTPO30i HHOCTPaH-
11a, CTAHOBSATCS Ha CTOPOHY Kopouts. [losBiser-
csl MancKuii gerat u o0bsABIseT perienue [lanb
Pumckoro: 3anpet Ha HOBBIH Opak. ['enpux VIII
NPUKa3bIBA€T OTKPBITH JIBEPH, 4TOOBI 0Opa-
TUTBCS K Hapoay. C OMOILBIO OCTPOYMHOM pH-
TOPUKU OH CKJIOHSET HapOJl Ha CBOIO CTOPOHY U
00bsBIACT cebs I1aBOI LIEPKBU AHIVIMH.

IV axkr Takke COCTOUT M3 ABYX KAapTHUH.
IlepBas kapTMHa NOKa3bIBAE€T IOKOM AHHBI,
IJle TPYMNIIBI JIOPAOB U 1aM PENETUPYIOT TaHELl
B yecTh kopouss. ['eprioru Hopdonk u Cyppeit
TalfHO TOBOPST O TOM, YTO KOPOJIb IpeObIBaeT
B HEJIOBOJILHOM HAaCTPOCHMH I1OCIIE KEHUTHOBI
Ha AHHe, a ExareprHa AparoHckasi 3aKjroueHa
B 3aMoK KumOGonst. Bxonut non I'omec, mpu-

OBIBIIMI Ui TOTO, 4TOOBI Mepenarb KOO0
nocianue ot Exarepunsl Aparonckoil. M3 ero
Oecenpl ¢ AHHOW CTAHOBHUTCS HM3BECTHO, YTO
MUCbMO, yauyaroliee AHHY B JIIOOBU K JIOHY
I'omecy, HaxonuTcs y Exarepunbl AparoHCKOM.
Bnesanno Bxomut I'enpux VIII. Jlor T'omec
nepenaér emy nocianue Exarepunbl Aparos-
CKOH, cozeprkallee ClioBa JIIOOBU U BEpPHOCTHU
kopoutto. Koponb pactporas, oH pemaer ornpa-
BUThCSI B KUMOOJIBT, YTOOBI YBUJETH KOPOJIEBY
U y3HaTh TaliHy AHHBI boneitn u nona I'ome-
ca. Bropas xapruHa nokasbpiBaeT noxkou Eka-
TepuHbl AparoHckoi B 3amMke KumOonbsT. OHa
TockyeT 00 Mcnanuu. B 3TOT MOMEHT BXOAUT
AnHa bonelin n ynusnser Exatepuny teM, 4To
IIPOCUT y HEE mpoleHuss. AHHa NpuU3HAETcH,
4yT0 OJIECK KOPOHBI 3aTMHII €il pa3ym. B orBer
Exarepuna cooOuiaer, 4To TIEciIaBUe AHHBI
pa3duio 1Ba cepila, mnoapasymeBas ceds H
noHa I'omeca. AnHa npocut Exarepuny Bep-
HYTb CBOE NHUCBbMO K NO0HY I'oMecy. Exarepuna
AparoHckasi ToToBa OTAATh IUCbMO, HO TOJIBKO
Kkopoiro. BHesanHo BxomsaT kopoisib U A0H [o-
Mec. ['enpux VIII ynuBnén Bcrpeueit ¢ AHHOM.
Ero nepenonuser sxenanue y3Harb ot Exarepu-
Hbl TaliHy fnoHa ['omeca u AHHBL JlnnemepHo
oOparmiasicb €O CJIOBaMH IIJIAMEHHOW J100BU
K AHHe borneiin, oH nbITaercs pasxkeub B Exa-
TEpUHE ApParoHCKOW pEBHOCTb, HO T4 YMHUPAET
CO cjoBaMH, oOpalléHHBIMU K J0HY [omecy:
«IIpocture ei, kak s..». Omepy 3aBepliaer
¢paza I'enpuxa VIII, u3 kotopoii cienyer, yTo
OH IIPOZIOJIKAET M0103pEBAaTh AHHY, U B ClIy4ae
u3MeHbI e€ MOCTUTHET cyp0a bekunrema.
PabGorta nan omepoii Oblia 3aBeplieHa
B Mae 1882 rona, u B ceHTAOpE TOTO *Ke rojaa
Ha cueHe ['pang Onepa HayanuCh peneTu-
unn «l'enpuxa VIII». IIpembepa coctos-
nack B 1883 rony u nMmerna 60IbIION yCrex y
myOJIMKY U My3bIKalbHOU KpuTHKH. [Llapnb
I'yno, nepenaBmuii Cen-Cancy nuOperTo
KaK 3cTaeTHyl0 MajouKy, MHcal B 3cce
«I'enpux VIII»: «Mrak, Mmoit noporoit Cen-
CaHc, TBOE UM Tenepb CBA3aHO C OJHOU U3
oIep, KOTopas BOIILJIA B YHUCJIO CaMBIX yBa-
YKAEMBIX TIPOU3BEICHUN (HPaHITy3CKOTO HUC-
KyccTBa 1 Hamel HannoHanbHOM akaieMun
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My3bIkH»’. He o0omumm ornepy CTOpoHOH U
kputndeckue crateu. Onepy «l'enpux VIII»
OOBHMHSUIM B OTCYTCTBUU TICUXOJIOTUYECKOU
IyOMHBI TIEPCOHAXEH, MOBEPXHOCTHOCTH
co3maHHbIX 00pa3oB. Kypuamuct Ilbep
Mwuie nucan, uro onepa «lenpux VIII»
— «o0Opa3zer] Toro, Kak He CJeIyeT Mpeno-
HOCHTB HCTOPHIO B MY3bIKaJIbHON popmenr’.
B kadecTBe MNOJIOKUTENBHOIO HpPUMEpPA
UCTOPUYECKON omnepbl Muilb yKa3bIBajd Ha
onepy «bopuc I'omynos» M. II. Mycopr-
CKOro. DTOT (akT MOATBEPAKAAET TO, UYTO
(dpanIry3cKasi My3bIKalbHasi KPUTHKA ObLIa
HEIUIOXO OCBEIOMJIEHA 00 OTIEPHBIX MPOU3-
BEJICHUSX PYCCKMX KOMIIO3UTOpPOB. Kakum
e ObLIO MpPEeCTaBICHHE PYCCKOM MyOIuKu
Y MY3bIKQJIbHON KPUTUKU 00 ONEPHBIX MPO-
U3BEICHUAX (PPAHILY3CKOTO MY3bIKaJIbHOTO
Tearpa B LEJIOM, U O TBopuyecTBe Kammms
Cen-Canca, B 4aCTHOCTH?

[Tpuznanue Cen-CaHca KaKk KOMIIO3UTOpa
u ucnonHurens B Poccun n @panuuu npou-
3011UI0 TTOYTH OJIHOBPEMEHHO, Onaroaaps ero
AaKTMBHOMY Y4acTHIO B Maiore Kyiasryp Poc-
cust — @pannus. Komnosutop nogaepxusain
CBSI3U C JEATEIISIMU PYCCKOW MY3bIKaJIbHOU
KyJBTYpBL: BBICTyNaJl C KOHLepramMu B Poc-
cHH, ObUT JTUYHO 3HAKoM ¢ AHToHOM M Hu-
konaem PyOunmrreitnamu, [lerpom Yaiikos-
ckuM, Munuem banakupeBbiM, AJIeKCaHIpoOM
boponuneivM, Huxonaem Pumckum-Kopca-
koBbIM, Lle3apem Krou u npyrumu pyccku-
MU KOMITIO3UTOPAaMHU U MYy3bIKaHTaMHU.

ITepsoiii Buzutr Cen-Canca B Poccuro
cocTosicsl B KoHIle HosA0pst 1875 roma mo
NpUDIAIIEHUI0 «PycCKOro Mys3bIKaJbHOTO
oOuiectBa». Komnosurop Beictynan B Ile-
TepOypre 15, 20 u 23 HOsAOps KaK MUAHKUCT U
mupuxkép. Beictyruienne Cen-CaHca Hamuio
OTKJIUK B NEpUOAMYECKHX Hu3gaHusx. lle-
TepOyprckas razera «My3bIKaJbHBIN CBET»
B pazzaene «llerepOyprckas My3bIKaslbHas
XPOHHKA» BBICOKO OLICHWJA BBICTYIUJICHUE
Cen-CaHca, OTMETHB y KOMIIO3UTOpaA CIIO-
COOHOCTH «K COYMHEHHMIO MEJOANYHOH,
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COYHOM MY3BIKH C IPEKPACHOW TeMaTuye-
CKOM pa3paboOTKONl W OpUTHHAIIBHOW Trap-
MouupoBKoi»’. ITocie mocemenus Ilerep-
oypra Cen-CaHc pOJOIIKII CBOU PYCCKUE
racTpoiau B MOCKBeE, IZle COCTOSIIOCH €ro
3HakoMcTBO ¢ Ilerpom Wnpuuom Yalikos-
ckuM [5, p. 141]. binaromapst Tananty my-
3BIKAIBHOTO (perbeToHncTa y YalkoBCKOTO,
Mbl MOXXEM Y3HATh BIIEYATICHMS IMyOIUKU
0 MOCKOBCKUX KOHIIEpTax. YalKOBCKHI BbI-
coko 1eHun TamanT Cen-CaHca U cuMTal,
YTO B «IIEPEIOBOM KpYXKKE, COCTOSLIEM
13 HambOosee TaJaHTIUBBIX COBPEMEHHBIX
(dpaHIly3CKUX KOMIIO3UTOpOB: MaccHe,
Hwo0ya, Ilanagmna, buze ... . Cen-Canc
3aHMMAaET CaMO€ BUHOE MECTO, YeM 00s13aH
COEJIMHEHHUIO B ce0e 3aMedaTesIbHOTO0 KOM-
ITIO3UTOPCKOTO Japa C MU3SIIHBIM BUPTYO3-
HBIM TAJIAHTOM M TPOMAHON MY3bIKaJIbHOU
spymutuein» [3, p. 313]. B o6mieit crioxHo-
ctu Cen-Canc nan B MockBe Tpu KOHLIEPTA,
cocrosiBnecs 28 HosiOps, 1 u 5 nexadpsi.

Cen-CaHC aKkTHBHO yCTaHaBIMBall KOH-
TaKTbl C PyCCKUMHU KOMIIO3UTOPAMH U MYy-
3bIKAHTAMH, O YE€M CBHUAETEIBCTBYET TOT
(bakT, YTO BO MHOTUX KOHIIEPTAX OH BBICTY-
1aj COBMECTHO CO MHOTMMU TaJaHTJIMBbI-
MH PYCCKMMH My3bIKaHTamMu KoHna XIX
Beka. YalWKOBCKUH B 3cce, OIMyOJMKOBaH-
HOoM B «Pycckux BemomocTsix» B nmekadpe
1875 roga, BCmoMuHal, YTO HA KBAPTETHOM
Beuepe Pycckoro mMy3sIkaibHOTO 00IIecTBa
Cen-Canc Boictynan Bmecte ¢ H. I. Pyoun-
mTenHOM [TaMm ke, p. 317]. Opanuy3ckuit
KOMIIO3UTOp HE YIyCKal ciydas IO3Ha-
KOMUTBHCSI C MEPEAOBBIMU TEYEHUSIMU POC-
CUMCKON My3bIKA. OIHUM U3 NIEPBBIX CpEAU
(bpaHIy3CKUX KOMIIO3UTOPOB OH 3aWHTEpe-
COBAJICS MMAPTUTYPOU orepbl Mycoprckoro
«bopuc T'ogyHOB», KOIHIO KOTOPOU YBE3
B [lapux [8, p. 142].

IlepBerii Busur B Poccuro He o6omén-
c1 U 0e3 KOMHYECKHX SIHU3010B. YalKOB-
CKMI BCIIOMHMHAJ, YTO OH IOCETWJI BMECTE
¢ Cen-CaHcoM MOCTaHOBKY onepbl «PaycT»
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B Masom tearpe. @paHIy3CKUil KOMIIO3UTOP
ObLT BeCbMa YIUBJIEH TEM, YTO BCIO MyOIUKY
KpoMe Hero U YalKOBCKOTO COCTaBIISUIM BO-
CEMb aKTEPOB U COTPYIHUKOB Masoro Tearpa.
BepnyBuuce Bo @pannuto, Cen-Canc
IIPOAOJKATI BECTH TEPENHCKY C PYCCKH-
MU My3bIKaHTaMH, Cpeau KoTopbix: Llezapn
Kron, Anekcangp ImazyHoB, AHTOH Py-
ounmTeiiH 1 Hukonait Pyounmreiin, [1étp
Yaiikosckuii. [locne Té€moro npuéma, oka-
3aHHOT'O PYCCKOM IyOJIMKOM U My3bIKaHTaMU
B 1875 rogy Cen-CaHc HE OCTaBIISUT MBICTH
0 IOBTOpHOM nocemennu Poccnu. B uceme
K A. PyOunmreiiny (1882) on nucan: «Moit
noporoi PyOuHIIITEHH, y MEHSI HET OOJIbIIIe-
IO KeJaHus, 4eM BepHyThCs B [leTepOypr»®.
Kenanue Cen-Canca HCHOTHUIOCH
B 1887 romy, xorma oH BTOpOM pa3 oTmpa-
Busics B Poccuto, compoBoxkmaeMblit ¢uieii-
tuctom Taddanenem, rodoucrom XKune u
kjIapHeTrcToM TropOaHoM — uienamu Op-
KecTpa KoHIlepTHoro obuiectBa [lapuxckoit
KoHcepBaropuu. Ilepen orvesnom u3 Ilapu-
xa Cen-Canc Hanmcan Kanpuyumo Ha nar-
CKHE U PYCCKHUE HapOHbIE TeMBI (0p. 79) st
¢neiTel, T000s, KIapHeTa U (QOpTEHHUAHO.
3710 HEOOJIBIIOE COUUHEHHUE OBLIIO TIOCBAIIE-
HO poccurckor nmmeparpune Mapun OEno-
poBHe, xeHe umneparopa Anekcanapa III,
KOTOpast ObljIa JOYEPHIO JATCKOrO KOPOJISL.
Hecmotps Ha Gomblivie NpUroTOBICHUS
K MpUE3ay M3Tpa (HpaHIly3CKOW My3bIKallb-
HOM LIKOJBI, KOTOPBIM K 3TOMY MOMEHTY
yxe sBisuics Kamune Cen-Canc, BTOpoi
BU3UT B Poccuio BEpOSATHO OCTaBWI B IHa-
MSTH KOMIIO3UTOpAa MEHEE NMPHUITHBIE BOC-
noMuHaHuA. [I[puunHON 3TOMY MOCTYKHUIIO
TO, 4yTO Ooybmoi KoHuepT Cen-CaHca, op-
raHn3oBaHHbeli Pycckum HMmneparopckum
MY3bIKaJIbHBIM OOLIECTBOM, OBLIO PELIEHO
npoBectu B KoHHO-I'BapielickoM mMaHexe,
KOTOPBIN ObLT MaJIO MPUCTIOCOOIEH ISl BBI-
CTYILJIEHUS] CUM(OHUYECKOTO OpPKECTpa Kak
[0 aKyCTUYECKHM XapaKTEpUCTUKAM 3aja,
TaK ¥ 110 BHYTPEHHEMY yCTpPOUCTBY. ['a3eTa

«My3bikanpHOE 0003peHue» B 1887 romy
coo0111ana, 4To «KOHLEPT 3TOT ObUT Mpa3a-
HUKOM JUIS IV1a3 ¥ Tep3aHHeM I yIiei»’.
HecmoTpst Ha opranu3anMoHHBIN MpPOBA
MEPBOTr0 KOHIIEPTA, PycCKas My3bIKaibHas
00I111eCTBEHHOCTh BBICOKO OIIEHHJIA U BTO-
poit Busutr Cen-Canca B Poccuto. Lle3app
Kron nucan B Nel8 «My3bikansHoro 000-
3penus» 3a 1887 rox: «Kak bpamca cneny-
€T CUMTaTh IJIAaBOI0 COBPEMEHHOW HeMell-
KoM mkoyel, Tak Cen-CaHc, HECOMHEHHO,
IJ1aBa COBPEMEHHBIX (PPaHI[y3CKUX KOMIIO-
3UTOPOB, HE TIOTOMY, YTOOBI CpEAN HUX OH
OBLJI CAaMBbIM TAJIAHTIMBBIM, HO IOTOMY, YTO
OH MEXJY HUMH CAMbIil CHJIBHBIM U CaMbIi
OCTPOYMHBII MY3BIKAHT».

BepositHO,  CBsSI3U,  yCTaHOBJICHHbIE
Cen-CancoM BO BpeMs MEPBOro U BTOPOTO
Bu3uTa B Poccuto, a Takke npoOyauBIIHii-
Csl KHTEPEC K €T0 MY3bIKE Y PYCCKOi ImyOiu-
KM, CIOCOOCTBOBaJ TOMY, 4TO B 1896—1897
rogy bomnbmioit TeaTp mnpuHsIT perieHue
IIPOU3BECTH TMEPBYI0 MOCTAHOBKY OIEPHI
Cen-Canca Ha cBoeii cuene. U cpenu ne-
CATU OIEp, HAMUCAHHBIX KOMIIO3UTOPOM
K 9TOMY IEpUOMY, JJISl MOCTAHOBKU ObLIa
BbIOpana mMmeHHo omepa «lenpux VIII».
C onHOM CTOPOHBI, TAKOW BHIOOP MOT OBITH
oOycrnoBiieH 6oibIMM ycnexoM «l eHpuxa
VIII» na cuene naprxkckoit I'pang Omnepa.
B camom nene, B Tot nepuon ycnex «Cam-
coHa u Jlanuibl» enié He ycmen 3aTMUTH
npyrue paboTel KoMriozutopa. Hampotwus,
Cen-Cancy c¢ OoyblIMM TPYAOM YyAaloCh
nobutkes nocranoBku «Camcona u Jlanu-
aeD» Ha cueHe ['pang Onepa nuuib crycTs
JIBAJIIIATh JIET MOCJIE TOTO Kak Oblja Haru-
cana maptutypa (1892). Omepa «I'eHpux
VIIl», nampotus, Oblia MOCTaBIeHA cpasy
nocjae HamucaHus. JlpyruMm aprymeHToMm
B Toyib3y BeIOOpa «I'enpuxa VIII» nus mo-
ctaHoBKU B bonbiiom tearpe B 1897 rony
MOI' CTaTh BBIOOp OmepHOro mnesla boro-
mupa KopcoBa, mockonbKy mnepBoe mpea-
CTaBJICHHE OTEePhI JOHKHO ObLIO OBITH JaHO
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B €r0 JIBA/IIATUISTUIETHUN OeHeduc.
IlonroroBka K IOCTaHOBKE M IIpeMbepa
AKTHBHO OCBELIAINCH B PyCCKON MY3bIKaJlb-
Hou nepuonamke. ['azera «Pycckue BemoMo-
ctu» B Hayase 1897 roma coobiaia, 4To Ha
cueHe bonpmioro tearpa rotoBuTcs K IO-
craHoBke onepa B IV nelictBusix Cen-Can-
ca «l'eapux VIII»'°. I'maBHbIC ponu B orre-
pe ObUIN pacipesieleHbl MEXIY BEIYIIUMU
ucronHurenssMu Tpynnel. Pons [eHpuxa
VIII ucnonusn boromup Kopcos, ero xena
Aunekcanapa KpyTukoBa NCIIOTHSIIA TAPTUIO
Annbl boneiin, maptus Karepunbsl Aparon-
cKoil Obuta Ha3HaueHa Mapuu Jleimm-Cu-
OHHIIKOH. JIFOOOIBITHO OTMETHTBH, YTO JO
storo KopcoB men mapruro uaps bopuca
B II0CTaHOBKe onepsl «bopuc I'ogyHoBY, co-
crosiBluercs B bonbiom Tearpe 1888 rony.
Bepostro, Be160p KopcoBbiM MeHHO 00pa-
3a koponsi I'enpuxa VIII nns GeneducHoit
MTOCTAaHOBKM MOT OBITh OOYCJIOBJIEH MY3bI-
KaJbHOW M TICHXOJOTMYECKOM OJIM30CThIO
3TUX ABYX nepcoHaxeu. llepen npembepoi
OTIepBI, KOTOpast ObUTa Ha3HAYeHA Ha 28 sH-
Bapsa 1897 roma, cocrtosyiach reHepaibHas
penetunus nocraHoBku. ['azera «Pycckue
BEJIOMOCTH» coo0Iiasa, 4yTo «orepa Tuia-
TEJIbHO pa3yy€Ha U POCKOIIHO ITOCTaBJIEHA
C HOBBIMHU KOCTIOMaMH U JIEKOpanusMu» ',
Hakonen, Bo BropHuk 28 siHBaps B Oe-
Heduc boromupa Kopcosa coctosinace mpe-
Mbepa onepsl «l epux VIID» Ha cuene boib-
moro tearpa. B paznene «Tearp n Mmy3bika»
razeTsl «Pycckue BegoMOCTH» O IpeMbep-
HOM TI0Ka3e CO00IIaI0Ch, YTO «OMepa OTINY-
HO CpPENeTHPOBaHa U COIUCTHI YIOTPEOISIH
BCE CBOM CTapaHUs, YTOOBI IPEICTABUTH UH-
TEPECHOE, HO OYEHb CEPLEZHOE IIPOU3BENE-
HUe (PaHITy3CKOrO KOMIO3UTOpa B JIOCTOM-
HOM Buze»'2. Ocoboe BHUMAaHUE B 3aMETKE
YAEIANI0CHh No3/ApaBieHuto oumspa Kopco-
Ba, KOTOPOMY «IIOIHECEHO OBLJI0O MHOXKECTBO
IIEHHBIX TOJIAPKOB, OOJBIION CepeOpsHBbIi
BEHOK (OT ONEpHBIX apTUCTOB) U HE MEHEE
JIECATH JIABPOBBIX BEHKOBY [TaM Xke].
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Cnoycra Hememo B «Pycckux Begomo-
CTSIX» B paszzene «Tearp u My3bika» BbIILIA
OoJbIlasg 3aMeTKa MY3bIKAJIbBHOTO KPUTHKA
Huxonas JImutpueBnua KaikuHa, mocssi-
n€HHas MOCTaHOBKe omepbl. [locTaHoBka
uMesna CAep)KaHHbIM npuéM y myONIuKH,
MIPUYUHBI KOTOPOTO, IO MHEHUIO KPHUTHKA,
KpPOIOTCSI B «HEAOCTATOYHOM IOHMMAHHUH
cTwisi pomsBeneHus»'?. C omHOW CTOpO-
Hbl, Kamkun npusHaét, uro «CeH-CaHC
B HACTOAIIEE BPEMS, MO0 HAIEMY MHEHHIO,
BEJIMYANIINN MacTep KOMIIO3UTOPCKOM TeX-
HUKHU MEX]1y BCEMH XKUBYIIUMMU». C 1pyroi
CTOPOHBI, OH CUMTAET, YTO y KOMIIO3UTOpA
paccylouHOCTh MpeolnasaeT HaJ Hemo-
CPEICTBEHHOM cuiIoM TBopuecTBa. [1o MHe-
Huto KamikuHa, 3T0 NposBISETCS B TOM,
YTO HECMOTPS Ha TO, YTO B «B KOMITO3ULIUIO
BJIO’KEHA Macca yMa U TAJIAHTa», B HEN UHO-
IJja 4yBCTBYETCS «HEIOCTAaTOK HCKPEHHEU
CHWJIBI BBIPAXKEHUS» [TaM XKe].

NHTtepecHo, uTo Touka 3peHuns Kamkuna
00 otHomenun Cen-CaHca K TBOPYECTBY
Barnepa coBmagaer ¢ MHEHHMEM CaMOIo
KoMno3utopa. Onpeznensisi CBOE OTHOLIEHUE
k Baruepy, Cen-Canc nucan, 4To €ro one-
PBI «IIOCTPOEHBI IO OJHOMY METOAY, CYTh
KOTOPOT'O 3aKJIFOYAETCs B HCIIOJIb30BAHUU
npuéMoB Barnepa, koropele OnIHM3KH MO-
€My JyXy, @ TaKK€ B COXPAaHEHUHU MHOTHUX
0COOEHHOCTEN MOETo BUACHUS 1 OCOOEHHO
— MOETO CTUJISl — B TOM CTETIEHU HACKOJIBKO
3TO AJI1 MEHSI BO3MOXKHO» [8, p. 278]. I1ou-
TH TOBTOPSAS CJI0Ba KoMio3uTopa, Kamkux
yka3biBail, 4To «CeH-CaHC — cTapblil BarHe-
PHUCT, HO HE CO3JaBlIMi cebe Kymupa u3
BeJuKoro pedopmatopa onepsb». Ilpu atom
KPUTHK CYUTAET, UTO CUCTEMA JIEHTMOTHBOB
y Cen-CaHca ckopee nepefaét «OT/AelIbHbIe
MOMEHTBl B HACTPOEHUHU JAECHCTBYIOLIUX
JUL», U CaMU JIEUTMOTUBBI HE BBIJCIICHBI
TaK sIBHO, KaK y Baruepa. Hecmotps Ha 3710,
KPUTHUK OTHAET HOJDKHOE MAacCTEPCTBY BO-
KAJIbHBIX UCTIIOJTHUTENEH, TOAYEPKUBAsL, UYTO
«Bc€ (PpaHIly3CKHE ONEephl paCCUUTAHbI Ha
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00JIbIII0E CLIEHUYECKOE MACTEPCTBO BOKAIb-
HBIX UcnionHuTenei, a “I'enpux VIII” B oco-
6enHocTu». KalmkuH cyuTaet, 4To Tpymnmna
Bonpioro Tearpa cripaBuiiach CO CIOXKHOM
3aa4ei, IOCTABICHHONW KOMIIO3UTOPOM.
B oco6ennoctu Kanikus BblaenseT mactep-
ctBo boromupa Kopcosa, nogquépkusas, 4to
OGapUTOH CMOT CO3/1aTh 3aKOHYEHHBIH 00pa3,
nepenaronmn xapakrep ['enpruxa quknuei,
YKECTAMH U PEBOCXOIHBIM I'PUMOM.

[Iporuo3 Kamkuna okxa3ajcs BEPHBIM.
ITocranoBka «l'enpuxa VIII» 1897 romy
B bonbmiom Tearpe Oblia BcTpeueHa ITy-
OJMKON JOCTAaTOYHO XOJOIHO M HE CMOIJIa
JIOJITO MpoJiepKaThes Ha ciieHe. OIHaKo UH-
tepec K «l'enpuxy VII» B pycckux my3bl-
KaJbHBIX TeaTpax He yrac. CiycTs naTHaj-
uarb Jet «l'eapux VIII» Obu1 mocTaBieH Ha
cuede Onepbl 3UMHHA. DTOT YAaCTHBIA MY-
3bIKAJIbHBIN Tearp ObUI OCHOBAH PYCCKUM
kynuoMm Cepreem MBaHoBHYeM 3UMUHBIM
B 1904 rony. 3uMHH HE CTaBUJI CBOEU Iie-
JbI0 MOJyYeHUE MPUOBLIM OT CIIEKTaKJIeH,
OH CTPEMMJICS K JOCTHKEHHIO BBICOKOTO
YPOBHS MOCTAHOBOK KakK B OOJIACTU MY3bl-
KaJIbHOTO UCKYCCTBA, TaK U B O(POPMIICHUH
nexopauuii [1, c. 25]. Ctpemsick T10CTUYD
COBEPILIEHCTBA B HCIIOJHEHUU MY3bIKaJb-
HBIX POJIEH, MEleHaT MPUBJEKal K MOCTa-
HOBKaM COJIMCTOB bosb1io-
ro tearpa. [{yst Toro, 4T00BI
BbIOMpaTh pernepryap, 3u-
MHUH COBEpLIaJ MOE3AKU B
[Tapmx [Tam xe, c. 28].

C 1907 rony Bexymum
pexuccépom Omepbl 3u-
MuHa cra”HoButcsa Ilérp
CepreeBuu Onenun. Ouie-
HUH TPOSBISLT  OOJIbIIOE
BHUMaHHE K pPa3BUTHIO
HOBOW TeaTpajbHOU IIKO-

MOB B OIIEPHBIX U JPAMATUYECKUX CIIEKTa-
KJISIX [TaM ke, c. 176], uHTepecoBascs Onbl-
tamu MXT B 0651acTi CHMBOJIM3MA.

NMeHHO ¢ HuCIONBb30BaHMEM HPUEMOB
CUMBONIM3Ma U Obul mocTaBieH «[eHpux
VIIl» na cuene Omepsl 3umuna (17 cen-
Ts0ps 1911). DnemeHThl cHMMBOIM3MA HC-
MOJIb30BAIMCH B O(OPMIICHUM CHEKTaKIIS.
Hanpumep, nBopen Kopoisisi CKpbIBaeTcs
B 3apOCJSIX BBICOKMX, IOYTH CKa304YHBIX
nepeBbeB (doto 1). st mocTaHOBKU Oblia
coOpaHa cuwibHasg Tpynna. Pome kopons
I'enpuxa VIII ncnonaun 6aputon Hukomait
Aprembend [leBenés, mapruro Exareprunsl
Aparonckoii — conpano Haranes OcunoBHa
Crenanosa-1lleBuenko, napturo AHHbI bo-
JEH — menuo-conpano Mapus Jmutpu-
eBHa UYepHEHKO, MCIAHCKOrO IOCJIaHHUKA
noHa I'omeca ne @epua — renop Biagumup
PoGeproBuu Ilukok. Onepa umena ycrnex
y ImyOJauKY U ObLIa Mpe/cTaBlIeHa Ha CLICHE
Jlonponckoro tearpa «Kosent-I'apaen» Bo
Bpems ractpoieit B 1911 rony.

Hcropus nmocraHoBku onepsl «leHpux
VIII» Ha cueHax pyCCKHUX MY3BIKAJIbHBIX
TEaTpPOB ITO3BOJISAET NMPOCIEAUTH IIyTH pas3-
BUTHS PYCCKOIO U (PAHIy3CKOrO ONEPHBIX
TEaTpOB M HX KyJAbTypHOro auainora. Ha
MOMEHT ITOCTaHOBKH onepsl «l enpux VIII»

a6l B MOCKOBCKOM XyJI0-
JKECTBEHHOM Tearpe. Pe-
JKUCCEPp  paccMmarpuBall
3a/1aqy CONMMKEHUS TpUé-

: e z
Cleterett S i YT Case B Sy %2////1.

Z % 7

®oto 1. CueHa 13 noctaHoBkM criekTakas «[eHpux VllI» B Onepe 3ummHa.
Pexxunccép I. C. OaeHuH, xya0xHMK-AekopaTop M. C. ®epoTtos. 1911
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Ha cuieHe bomnbIioro Tearpa e€ MoXHO ObLIO
CUMTATh OJHHMM W3 HaAmOOJee YCIEIIHBIX
MPOU3BEACHUIN TEPeOBOro (PpPaHIly3CKOTO
KOMITO3UTOpa. DTO TOKa3bIBAET OOJBIIOE
BHUMAaHUE PYCCKUX MY3bIKAJIbHBIX T€ATPOB
K (hpaHIly3CKOM OTMIEPHOM CIIEHE, a TaKXKe U
BHUMaHUE (PpaHIly3CKHX KOMIIO3UTOPOB U

My3bIKaJIbHBIX KPUTHKOB K PYCCKUM OIle-
pam. bonbmioit uatepec Cen-Canca k one-
pe «bopuc I'ogynoB» Mycoprckoro u 3Ha-
KOMCTBO C €€ NMapTUTypOd INOATBEPKAACT
TOT (paKkT, YTO POCCUICKUI MYy3bIKaJIbHBIN
Tearp koHIa XIX Beka OKa3bIBaJI 3aMETHOE
BJIMSIHME HA pa3BUTHE (PPAHIy3CKOH ONEpHI.

S MPUMEYAHUA <

' «Curypn» Peitepa (1884), «Cun» Macc-
He (1885) u «Ilarpu» [Nananumns (1886).

2 Pa3BépHyTOC M3IOKEHHE COJCPIKAHHS
orepsl MyOIUKYeTCsl M0 PYyCCKOMY H3/IaHUIO
muoperro: «l'enpux VIII», onepa B 4-x new-
CTBUSIX, epeBo B ctuxax I1. Onenuna-Bonra-
psa. M., 1911.

> Tenpux VIII (6aputon); mon I'omec ne
®depua (TEHOP) — UCMIAHCKUMN MTOCOJ; KapAUHAI
Kamnemxuo (6ac) — nerar namsr; rpad Cyppeit
(tenop); repuor Hopdonk (6ac); Exarepuna
Aparonckas (compaHo); AnHa boneilin (Men-
110-COTIPAHO).

4 Komrmo3urtop u TMOpETTUCTHI 3aUMCTBOBA-
JH WACK0 UAJiora KakK 3aBS3KU CHKETHBIX JIU-
HUM K3 nepBoro akra neechl [llexcnmpa «leH-
pux VIII». Onnako, cienysi CBoeMy BHJICHHUIO,
OHHU HCKIJIIOYAIOT W3 YUCIa JACHCTBYIOUIMX JIHIL
Ha ClieHe reprora bekrHremMa, u auanor mpowc-
xomut Mexty Hopdomnkom u nonom ['omecom.

> Gounod Charles. Son opinion sur Henry
VIII de Camille Saint-Saéns. La Nouevelle

Revue, 1883, p. 8. 3mechr u ganee mepeBon ¢
(bpaHITy3CKOTO aBTOpa CTaThH.

¢ Mille Pierre. A propos de la reprise
d’Henry VIII. Le Temps, 1903, p. 2.

7 TlerepOyprckasi My3bIKaibHasi XpOHUKA //
Mys3blkanbpHbIN cBeT. 15 Hos0ps 1875.

¥ K. Cen-Canc — A. I'. PyOunmreiiny B I1e-
tepOypr. [lapux, 22 centsiOps/4 oktsops 1882
ronia // Apxus IleTepOyprckoii KOHCEPBATOPUHU.

’ My3ssbikanbpHoe 0003penue. 1887. Ne 27,
C.211.

10 Teatp u my3bika // Pycckue Be1oMoCTH.
1897. Ne 10. C. 3.

I Teatp u my3bika // Pycckue Be1oMOCTH.
1897. Ne 26. C. 2.

12 Teatp u my3bika // Pycckue BeoMOCTHIO
1897. Ne 29. C. 3.

13 Teatp u my3bika // Pycckue Be1oMoCTH.
1897. Ne 38. C. 3.

4 ®dororpadus u3z ponma: Poccuiickuii ro-
CYIapCTBEHHBII apXWB JUTEPATyphl U HCKYC-
ctBa. ®. 970. Om. 13. Ex. xp. 890. JI. 1.
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Onepa «AoanTta» Poponona LLleapuHa:
06 MCTOPUM NMEPMCKOM MOCTAaHOBKM

Crartps mocssmeHa aHanusy nepBod B Poccum nocranoBku omnepsl Pomguona Ilenpuna
«Jlomuta» mo ogHoMMEHHOMY pomaHy Branumupa HaGoxoBa, coctosiBmiedics B 2003 roxy
B [lepMckoMm akagemudeckoMm Tearpe omnepsl M Oanera umenu I1. Y. YaiikoBckoro. YTouHseTcs
[0 PYKOITMCHOM aBTOPCKOHM MapTUType Jara co3gaHus onepbl. CTaBsITCs BONPOCH! CIIEHUPUKI
pexuccépckoro pewenus I'eoprust Mcaaksna, nupmx€pckon TpaktoBku Banepus Ilimaronosa,
cueHorpadguu Enensl ConoBbEBOI, a Takke acleKThl B3aUMOJCHCTBUS pexuccépa U TUpHKEpa.
XapakTepusyeTcss IPOLEeCC OCBOCHHs INEPMCKUMH MY3bIKAHTAMU HEIPOCTOIO s3bIKAa OIEPHOM
naptutypbl. OlleHuBaeTCs UCTIONIHEHHE TIaBHBIX posiel — Jlonutel Tatbstabl Kynnmxu u I'ymOepra
Anexcannpa Aranosa. BeisBiseTcs reHepanbHast Uaes IEPMCKOTO CIIEKTAKIIS — 3alUTa AETCTBA OT
[IOCATaTENIbCTBA B3POCIIBIX, TIOKA3aHO €€ OCYIIECTBICHUE: BBEICHUE HOBOU IPYIIIIBI IIEPCOHAXKEN —
JIeTe! — Ha MPOTSHKEHUH CIIEKTaKIs. Mcnonb3yeTcs cpaBHEHHE POCCUICKON IIOCTAHOBKHU B TOPOJE
[Iepmu ¢ MupoBoil npembepoii, mpomeameit B CrokronapMe. [IpuBrnekaroTcs OLIEHKH NEPMCKON
IIOCTaHOBKH, AaHHble PomuonoMm lllenpunbiM, My3sikoBenoM ExarepuHoi BmacoBoi, a Takxke
peuensun mnpeccbl. CyxneHnue o0 omnepe BanenTunsl XosomnoBoit — «OepeneHue >KU3HU paau
KU3HW» — pPaCCMaTPUBAETCA KaK Pealn30BaHHAas MO3ULIMS IIEPMCKUX I1I0CTAHOBILHUKOB.

KiroueBbie cioBa: omepa «Jlomura», Pomnon lenpun, Ilepmckuit Teatp omepsl u Oanera,
I'eopruit Mcaaksan, Banepuii [InatoHoB.
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Rodion Shchedrin’s Opera “Lolita”:
About the History of the Perm Production

The article is devoted to analysis of the first production in Russia of Rodion Shchedrin’s opera
“Lolita” based on Vladimir Nabokov’s novel with the same title, which took place in 2003 at the
Perm P. 1. Tchaikovsky’s Opera and Ballet Theater. The date of the opera’s creation is specified
in the manuscript of the composer’s score. Questions are posed regarding the specificity of
Georgy Isaakyan’s stage direction solution, Valery Platonov’s conducting interpretation, Elena
Solovyova’s scenography, as well as the aspects of interaction between the stage producer and
the conductor. The process is characterized of the mastery by the Perm-based musicians of the
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complex language of the opera score. An evaluation is given to the performances of the main roles
— of Lolita by Tatiana Kuindzhi and of Humbert by Alexander Agapov. The general concept of the
Perm performance is revealed — of protecting childhood from encroachment on the part of adults;
its realization is shown: introduction of a new group of protagonists, — namely, children, — into the
process of performance. A comparison is made of the Russian production in the city of Perm with
the world premiere, which took place in Stockholm. Evaluations of the Perm production are cited,
as expressed by Rodion Shchedrin and musicologist Ekaterina Vlasova, as well as by reviews of
the press. Valentina Kholopova’s assertion about the opera, as the “irrigation of life for the sake of

life” is examined as the actualized position of the Perm producers.

Keywords: opera “Lolita,” Rodion Shchedrin, Perm Opera and Ballet Theater, Georgy Isaakyan,

Valery Platonov.

nepy «Jlonura» OTHOCAT K Hau-
0osiee CcBOEOOpa3HBIM, HOBATOP-
ckuM couuHeHusM Pomuna Ille-
JpUHA, U YK€ IOTOMY OHa 3aCiy>KHBAeT
MPUCTATBLHOTO BHUMaHUA. B Monorpaduu
B. H. XonomnoBou nmeercs pa3aei, crenu-
aJbHO MOCBAMIEHHBIA AaHAIIUTHYECKOMY 00-
30py npousBeaeHus [12, c. 207-229]. Ilpu
Hanucanun KHUTH (u3maHa B 2000 romy)
omepa emé He Obla moctaBieHa B Poccun.
Ha ¢epans 2020 rona ObL1 3ariaHupoBaH
U COCTOSJICS IIEPEHOC ITOCTAaHOBKU CO ClIie-
Hbl B [Ipare Ha cueny MapuuHckoro Tearpa
[1; 3]. Llenpro HacTOsIIIIE-
ro o030pa cTajno paccmo-
TpeHue nepBoi B Poccun
MMOCTAaHOBKU  «JIOIUTHI»,
ocyuecTBia¢HHon Ilepm-
CKUM TOCYJapCTBEHHBIM
aKaJIeMUYECKUM TEaTpoM
omepel u Oanera uMe-
Hu II. M. YaukoBckoro
B 2003 rony.
Ucnonuurenu: Jlonura
— Tarbsina Kyunmxu (co-
IuCTKa [enmkoH-onepsl U
IIOCTOSIHHAsL IIPUIJIAILIEH-
Hasi conuctka Ilepmckoro
Tearpa), 'ymbept — Asek-
cannp Ararnos, [llapiorra
— Tarpssna KamuHckas,
Kynnstu — Cepreii Bia-

cnexTaib [TepMcKoro a
Teatpa onepbl i Gaiera v I1]

Bnepssbie B Poccun

Bcpeny, 7

®oto 1. NMporpamma k cnektakato. 2003

coB. Xynoxauk Enena ConoBbéBa. Pabo-
Ty C XOpOM BEJ MY3BIKaHT, 3aCITyKUBIIUN
OIICHKY KaK OJTMH U3 JIYUIINX OMEPHBIX XOP-
MmerictepoB — Bmanumup Bacunbses (1944—
2005); maptuu Cynei (My>XCKO# Xop) U Jie-
Tel B LEPKBU (XOPOBasi CTyusl) OTIIMYAIHCh
B niepMckoi «Jlonurey» BoICOKUM npodeccu-
OHAJIbHBIM ypoBHeM. IIpencrapnsercs, 4to
BaXXHYIO POJIb B YCIIEXE ChIIPAJ0 COApYKe-
cTtBO nupmxépa Banepus [limaronosa u pe-
xuccépa ['eoprust caaksna'.

[ToaroroBka Kk mpembepe 3aHsiaa OKOJIO
IBYX MecsIeB. [1aBHON TPyIHOCTHIO OBLIO
OCBOEHHME  HEMpOCTOro
Ui TIPOBHUHIIMAIBHOTO
KOJJIEKTHBA MY3bIKajlb-
HOro si3pika. B pesynb-
Tare W3Y4YEHHUs IEPBOrO
WCIIOJIHEHUsI MPOU3BE/e-
Hus lllenpuna — criekra-
ki1 KoponeBckoii onepsl
B Crokromeme (1994,
mupmk€p Mcrucnas Po-
CTPONOBHUY,  PEKUCCED
OuH-Maprper Ilerrtepc-
COH), TIOCTaHOBIIUKHU
MOHUMAJIH, 4To mpodec-
CUOHAJbHBI  YPOBEHH
HIBEJICKOTO  OpKecTpa
MHOro BbIie. JIus mop-
TOTOBUTEILHON  pabo-
Tl aupwxk€p Banepuii

WeppuH
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[InaToHOB caenan ayauo3anuch CTOKIOJIbM-
CKOTO HCIIOJTHEHHSI, YTOOBI, HE OTBIIEKAsCh
Ha BUJICOPSJ, CBEPSITH CBOE BOCHPHUSITHE
MY3bIKH ¢ Bepcuer PoctponoBuya. He ona-
CasACh «IOMACTb MO BIUSHUE)», OH IIPU 3TOM
OCBaWBaJI MAPTUTYPY, IKOHOMSI BpEMSI U ClIe-
ZTysl aKCOME — €CJIH 3alUCh CYLIECTBYET, TO
HAJIO €10 BOCIIOJIB30BaThCA: ATO 3HAUUTEIb-
HO oOJierdyaer BhIyYHMBaHHUE MPOU3BEIACHUS.
3/1ech BKJIIOYAETCS «KPUTHUYECKOE YXO» —
TO €CTh JUPUKEP B MOMEHT CIIYIIAHUS yiKE
OIIIYIIAET, UTO OH OyJET UrpaTrh MAPTUTYPY
10-CBOEMY?.

Hauunast paGoraTh Hax MNapTUTYPOH,
TUPWKEP TMPHUCTAIIBHO  «BCMAaTPUBAJICS
B €€ aBTopa. lllenpun Bocnpunumaics [1na-
TOHOBBIM Kak cyneprnpodeccuoHal, BhIpa-
KA B MY3bIKE MUP YE€PE3 CBOU OLLY-
menust. Jupuxépy ObLIIO BaXKHO, YTOOBI U
OH CaM, U BC€ YYaCTHUKH CIIEKTaKJsl Mpo-
YyBCTBOBAJIM ATy MY3BIKY M HCTOJHSIN €&
Kak cOOCTBEHHOE NepekrnBanue. Bo Bpems
pENETUINI TUPIKEPY MPUXOAUIOCH 00B-
SICHSITh aPTUCTAM CMBICIIBI, CYTh COUYMHE-
HUS: 0 4éM MBI urpaem win noém? I1o mepe
MPOJBIXKEHUS] K TMPEMbEPE OTHOLICHUE
HCIIOJTHUTENICH MEHSJIOCh, UM BCE OObIIe
yAABaJIOCh «BXKMBATHCS» B MY3bIKY, €€ pa-
MaTypruio.

B cBoellt kHure xopmMmeucrep-mocra-
HOBIIMK mnepMmckor «Jlomute» B. B. Ba-
CUJIBEB THULIET O MOCIEA0BATEIbHOM
CTIPUBBIKAHUWY» MY3BIKAHTOB K CIIOXKHBIM
WHTOHAIMSAM:  «JlMHAMHUKA  TOSBICHUS
B pelnepTryape Halllero Tearpa COBPEMEH-
HBIX CHEKTakyiel Ha npotrskeHuu 30 mo-
cnenHux et XX CTOJIETHS ITOCIEA0BATENb-
Ha Y1 JIOTUYHA. .. [JIABHBIE OPUEHTUPBI TOTO
JBIXKEHUSI — OT TPAAUIIMOHHBIX COBETCKUX
OTIEp ... K CaMbIM HOBaTOPCKUM. .. “B Oypro”
T. Xpennukona... “Cembs Tapaca” /. Ka-
6anesckoro, “Bupunes” C. CnoHHUMCKOTO,
neyxsedepHsas “Borina m mup” C. Ilpo-
kodbeBa, ero xe “OTHeHHBbIN aHTeN” H...
“Ilena nueit” 3. JleHncoBa — KaK KyJbMHU-
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Hall¥sl YCIIO)KHEHUS MY3BIKaJIbHOIO S3bIKA
B HAallMX CHEKTAaKJIAX. Tak MHE Ka3aloCh
B TEUEHHUE JIECATH JIET, TOKa B cepy BHH-
MaHMs Tearpa He Bouwia “Jlomura” P. Ile-
npuHay [5, c. 13—14].

My3blka onepsl IIEpBOHAYAIBLHO OKa3a-
J1aCh HETIPUBBIYHOM JJIsI BCEX YYaCTHHKOB
cnekrakisa. [Ipm BocmuTaHMM B KOHCEp-
BAaTOPUAX M BOKAJIHUCTOB, U OPKECTPAHTOB
COBPEMEHHOMY HWHTOHAIMOHHOMY SI3BIKY
YACJHSAIT Malo BHUMaHusA. B. IlmaroHoBy
IIPUXOAWIIOCH  IIPEONOJIEBATh  COIPOTHUB-
JeHue OOJIBIIIMHCTBA MY3bIKaHTOB®. Mme-
JIMCh KOHKPETHBIE CJIOKHOCTHU: HAIPUMED,
[IapTUSl CKPUIIOK BKJIKOYAET WIPY B 3aIpe-
NIEBHO BBICOKOM PETUCTPE, PUTM U METP
BCerga TpeOyroT CIeHUaTbHOTO OTHOLIE-
HUS, «BBITPBIBAHUS, a MONU(OHUS 371€ECh
CIUIETAET CBEPXMHOTOUUCIICHHBIE  CJIOU
B HEIPEICKa3yeMbIX, Ha IEPBBIA B3IVIAL,
coyeTaHusiXx. B paboueil mapTuType nepm-
CKOI'0 CIIEKTaKJId MHOTJA MpPOYEepUYEHBI JIH-
HUHA «3aBUCHUMOCTEN» BO BCTYIUICHUAX
KaK TOJIOCOB OpPKECTpa, TaK M NeBLOB. Bes
MapTUTypa HUCHENIpeHa MOMETKAMHU HUpU-
KEpa — AUPHKEPCKAS aNIUIMKATypa BKIIO-
YaeT CTPEJIKH, U PbI, BHIJEICHHbIE MapKe-
POM BCTYIUICHHUsI, Kymophl Vi-de u mpocTo
3auépkuBanus (Oonee 50 kymrop)®.

Ucxons u3 teMbl u npodnemaruku «Jlo-
JUTBI», My3bIKa U HE JIOJKHA OBITh JETKOM
Ui BocnpusaThs. Jlaxe Dnuior, 3akiroya-
IOIAN OIepy HEKOTOPBIM IPOCBETIICHUEM
(xoMIIO3UTOp HM30HMpaeT 37E€Ch CONHEYHBIN
Pe maxop — ¢ BHeApEHHbIMU ToHaMH Collb
Ma)kopa, NAMIMMHU INPSAMYIO apKy K Ha-
yajpHOM Teme JIonuThl), — M OH He 1aéT oc-
nabneHus HanpsHKEHHOCTH.

O BocnpusTHH «J1oTUTHD) IEPMCKOH ITy-
omukoit B. IlmaTtoHOB pacckasain, 4To «ps-
JOBOMY» IPOBUHLMAIBHOMY 3pUTEIIO Ha
CIIEKTAKJISAX TAK)KE IPUXOINUIIOCH HEMPOCTO.
My3sbika onepsl Illeapuna crunuctuyecku
CUJIBHO OTJIMYAETCS OT TPAJULMOHHBIX IS
mobuTteneil Ttearpa oOpas3IOB: HAMpHUMED,
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B OCHOBHOM IPUMEHEHBI PEUYUTATUBHBIA U
JIEKJIaMAIIMOHHBIA TUIBI Menoauku. Crpa-
BEJJTMUBO OyJIeT OTMETUTD, UTO OTepa HaIu-
CaHa TaK, YTO KaxXJI0e

Ky[IMPOBaHUM 3aKiovajach B yOeqUTeNb-
HBIX C TOYKU 3PEHHS MY3bIKH CTBIKOBKaX
Marepuaa.

I UcaaksH, pabo-

CJIOBO JIOJDKHO OBITH
OTYETIUBO  CJIBIIIH-
MO, U TIEPMCKHUE TEB-
bl CHPaBISUIACH CO
CIIOBECHBIM TEKCTOM
BeCbMa  yOeauTeNb-
HO. [Ipuuém mupwxép
CTaBWJI TI€pell HHUMU
3a7]a4M B TIEPBYIO O4e-

TaBIIM B 0e3ycioB-
HOM COTJIACHH C XYJIOXK-
HukoM E. ConoBBEBOH,
BECh CIICKTAKJIb CTPOUT
MOYTH Ha OJHOM JEKO-
pamuu. CueHuyeckoe
odopmiieHne — obpas
HEKOETO KEeMITMHTa Ha
Oepery Bonoéma. Bu-

pelb  OCMBICJIEHHOTO
WHTOHUPOBAHUS, TPHU-
JEpPKUBAsCh B3IISAA,
YTO B ONIEPHOM IIEHUU BA)KHEE BCETO MY3bl-
KaJIbHasg MHTOHAIMS. AHAJIOTHYHEIE 3aa4H
— OCMBICJIEHHOI'O MCIIOJHEHHS — BBIJBHUIa-
JIUCh U TIepe]l apTucTaMu opkecTpa. Takoi
OCMBICJICHHOCTH yIaJ0Ch B 3aMETHOM CTe-
IIEHU TOOUTHCH.

IlepMcKkuii cHekTakiab 3HAYUTEIBHO
OTJIMYAeTCAd OT CTOKrojibMckoro. Omepa
B TIEPMCKOM BapHaHTE Jie-

®oTo 2. Poamon LLleapuH
n Baaepuit INaaToHoB, 2004

HBI IE3JIOHTH, 30HTH-
KA OT COJHIIA, PSIIbI
KaOWHOK Il Tepeo-
JIeBaHUs; IETH UrparoT B mecok. Co3naér-
Csl OUIYIICHHWE Yero-tTo BPEMEHHOTO, He-
CTaOMIIBHOTO.

Ha crieHe mocTositHHO HaXOIUTCS aBTO-
MOOWITb (BeChbMa CTapoil MOJIeNN), OH pac-
MOJIOKEH Ha TEMHOM Jopore ¢ Oesoil pas-
METKOW mocpenuHe. XaoTUYHO HABHUCAET
HaJ[ CIIEHOU psAl TEMHBIX mosioc (Metadopa
NepeceKaroluxcs  J0por).

JUTCS Ha JiBa JICHUCTBHA,
a He Ha Tpu. Ilo mponoi-
JKUTEIBHOCTH  CIIEKTaKJIb
3HAYUTENIBHO KOpoYe, TakK
KaK UMeeT OOJbIIe KYIIOp
II0 CPAaBHEHHUIO C Tpel-
IIECTBEHHUKOM  (pa3HuLa
npumepHo onuH vac’). Oc-
HOBHOW NpPUHIMI — YKO-
poueHue ¢bparmMeHToB,
IJI€ pa3BUTHUE CTPOUTCA
Ha  BapbUpPOBAaHHOM  IIO-
BTOPEHUU  TEMAaTUYECKOIO  Marepuana.
EcTth ymeHblIEHME 4MCHa JIEMCTBYIOIINX
JMI: COKpAILEHbl TakWe IEPCOHAXKHU, Kak
noptee B creHe «Otenb 3auyapOBaHHBIX
OXOTHUKOB»,  cOOyThUIbHUKH  Kyunberu
B KOHIIE onepsl. Bee cokpalienus u KyIo-
pel pexuccép I. HMcaaksaH comracoBbIBall
C KOMIIO3UTOPOM. 3ajaua JupHképa Ipu

®oto 3. Teoprmin McaaksH

OTO pEelIeHHE TOXKE MOXKHO
OCMBICIIUTh KaK IpPU3HAK
HECTaOWJIBHOCTU  OBITHS:
BTOpasi MOJIOBUHA OIEPHI 110
CIOXKETY — KapTHHA BEYHBIX
CKUTaHUM repoeB. MomeH-
TaMH Ha OIHOM H3 IOJIOC
CBEPXY BUJHO IPKO-KPaCHOE
orpoMHoe cogHie. [lanaTku,
MsiY (BO3AYLIHBIN 1IAp) Kak
CUMBOJ HIpbl (B OJUH MO-
MEHT — Oe0-MpOo3payHblii,
MPOJOJITOBAThI — Kak XUBOT LllapnorTsr:
B HEM «JlonuTa nexana peiOKoi»).
Crnyckaromasica cBepxy XKEnras TKaHb
C APKUM KPYToM (3JEKTPUUECKUH CTYy) IpU
CHWJIBHOM OCBEIIEHUH IIPOCTO OCIEIUISET.
310 (OH, HA KOTOPOM PEKHUCCEP HA TEPBBIX
TaKTax My3bIKW pa3Mmeniaer ['ymGepra —
B PO WJIb, NPUUEM BHAUAJIE HA OHOM HOTE,
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3areM B ¢ac. Ha xénrom kpyre momxHa
COBEpILIUTHCA Ka3Hb ['ymOepra (peasbHOro
AEKTPUUECKOTO CTyJa, Kak B CTOKronsme,
3[1eCh HET, HO peruinka KyuibTtu oT4€TImBo
JAéT MOHATh, YTO OH KEITHIN).

KakoBo cooTHomeHue QyHKUUN -
prxké€pa U pexuccépa NpU IMOCTAHOBKE
omnepri? B. IlnatoHoB Buaen cBorw 3a-
Jayy B TOM, YTOObI BHUKHYTbH («IIOHATD,
OPUHATH») B TPENJIOKEHHOE peKUcce-
POM BHJEHHE CHEKTAKIS U MHTOHUPOBATh
MMAPTUTYPY B COOTBETCTBHM C 3aJaHHBIM
SMOIIMOHAIBHBIM HAMOJHEHUEM («XyXKe
HET, KOIJla TUPUKEP OCIIAPUBAET PELIEHUS
pe)Kuccépa — pedb, ECTECTBEHHO, O TaJIaHT-
JUBOM pexuccépe, KakoBbIM, 0€3yCI0BHO,
seasgercs [eopruit Mcaaksn», — aenuics
C aBTOPOM JaHHOrO Mmarepuana Banepuit
UrnarbeBuu). CHEKTakiab BBICTPOEH —
U JUPUXKEPY B MOMEHT MY3ULHUPOBAHUS
HEO0OXOIMMO BBI3BATH Yy IyOJUKH MMEHHO
TO 3MOLMOHAIBHOE COCTOSHHUE, KOTOpOE
3aymMait pexuccep’.

Co3spnaBas cnekrakiy, [. McaaksH B riep-
BYIO OY€pe/lb OPUEHTHUPYETCS HAa MY3BIKY,
pearupyer Ha NapTUTYpy, OH JEHCTBYET
B TaHJeMe ¢ AuprkEpom. OH yTBEpKIAET:
«OmnepHas pexuccypa — 3T0, IPEKIE BCETO,
IIPOCTPauBaHME CIIEKTAKIIA yepes3 yxo. Eciu
y Te0sl XOpOLIO HACTPOEHHOE YXO, Thl BCET-
Jla TIOYYBCTBYE€IlIb, IJI€ TBOSI PEKHUCCEPCKas
KOHILIETIMSI HAUMHAET TPEIIaTh MO MIBaM, U
CKOpe€ NOXKEPTBYECIIb TBOMMM KOHLEITY-
aJbHBIMU 3aMOPOYKAMM, HEXKEIU CTPOMHO-
CTBIO CIIEKTaKJIs» (IUT. 10: [5, c. 222]).

Pexxnccépckoe pemenne nepMmckon «Jlo-
JIUTBD) TOCTPOEHO HAa aKTUBHOM HCIMOJIbB30-
BaHUM MeTadop, MpruuéM Bce OHU U3BIICUE-
HbI U3 NapTUTYpbl. Oniepa U CLIEHUYECKH, U
MY3bIKaJIBHO BOCIIPUHUMAETCSl KaK Hamps-
KEHHOE, HE OTIIyCKAaIoIlllee BHUMAHUE 3pU-
TEJIA-CIIYIATENs IOJIOTHO.

B maprutype nponmcaHo y4yacTue JeT-
ckoro xopa. Tearp B IlepMu u3naBHa npak-
TUKYeT pabOTy IETCKOM XOpOBOHM CTyauu
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— JIETU 3aHMMAIOTCA B HEM Ha MMOCTOSIHHOU
OCHOBE, Yy4YacTBySl BO BCEX CIIEKTaKJISX.
B cnydae HeoOxomuMocTu — ISl YKperuie-
HUS UTHTOHAIIMH — K JIETSAM IIPUCOCIUHSIIOT-
Csl TIEBUIIBI M3 XOpa TeaTpa, obiamaroliue
roJIOCaMH ¢ HanOoJIee CBETIION OKPACKOM.

Pexncc€p HamosHsAET CLEHY ACTbMU.
Takum crocobom momu€pkuBaeTcs uues —
JI€TCTBO HEOOXOIMMO 3alIUIIaTh. JleTu TaH-
IyIOT TAHTO, MOKAa3bIBAIOT OOEBBIE HCKYC-
CTBa, CBOPAYMBAIOTCS KAJIAYMKOM U «CIIATY,
«CBITLTIOT ECOUYEK», UTPAIOT B KAPTHI B IPO-
3payHOM Majarke, JMKYT ICKHUMO, PO3JaH-
Hoe KywibTH, XOIAT 3a HUM «XBOCTOM).
Jljist 5TOTO B TMOPETTO €CTh OOOCHOBAHHME:
Kyunbtu roBoput, 4to OH JIFOOUT Malbyuu-
mek, a Jlomura pacckasbiBaeT ['ymbGepty
0 TOM, YTO B JJOM€ 3TOT0 YEJIOBEKa HaXOu-
JUCh U MaJIBYMKU, U JIEBOYKU. MasieHbKue
apTUCTHI OJICTHI B O€JIble TPUKO; OBl 1IBET
BOCIIPUHHUMAETCSI KaK LBET HEBUHHOCTH,
qucToThl. OO 3TOM 1IBETE B JIMOPETTO €CTh
(dpaza — «6enbiit Hocok Ha nomy» (I1lapnot-
Ta mokaseiBaeT ['ymOepTy mOM, U HOCOK —
IIEPBBIN «3HAK» JIOMUTHI, cneacTBue €€ He-
OpEKHOCTH).

Hetu B nocraHoBke McaaksiHa — HOBBIE
JIEMCTBYIOILKE JIULIA, B TAPTUTYpE HE 0003HA-
yeHHble. B mocienneii cuene, «Konpioenn-
HOW, YaCTh JICCTBHS KOTOPOU IMPOUCXOIUT,
BIIOJIHE BEPOSITHO, YK€ U HE B MUPE 36MHOM,
BTOPOM IJIaH — BCE T€ KE UTPArOIIUe JICTH,
00OCHOBABIIMECS] B OCHUPOTEBIIECH MaIllnHe
['ym6epra. U «Jlonuta» B TpaKTOBKE PEKHUC-
c€pa CTaHOBUTCS OTEPOM O IOTEPSTHHOM pae
JIETCTBA, UCTOPUEH O MOTYOIEHHBIX AyIlIaXx.
OcHoBanue A5l aBHOTO akieHTa McaaksH
HaxomuT B mapturype: «OTroJ0CKU YUCTO-
ThbI, TEPSIOLIEHCS B IMPOLIECCE B3POCIICHUA,
y IllenpuHa BOMJIONIEHHI B IETCKUX XOpax.
AHTreNnbCcKUe TojI0ca MOKT [IEPKOBHBIE XOpa-
JIBL... 9Ta TOCKA MO JIETCTBY, MO YTPAu€HHO-
My JETCKOMY pato...» [8, c. 11].

Ocob6o crnemyer ckazarb 0 pabdore Ta-
ThstHbl KynHixu. OnipITHas NeBULA B POJIN
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JBEHAIATUIIETHEN «HUM(PETKN» HAXOIuIa
HE00X0IMMBbIE KPaCKH — M BOKAJIbHO, U CIIe-
Huyeckd. CBOMM MEHUEM, IIaCTUYECKUM
TIOBEJICHHEM OHa BechMa yoexmana’. Crio-
coOCTBOBaJ 3TOMYy €€ HMHTEJJIEKTYaJbHBbIN
MOJIX0/ K TPAaKTOBKE o0Opa3a (MMeeT 3Haue-
HUE TO, YTO OHA — MY3BIKOBEJ C BBICIINM
oOpaszoBanuem). lleBura mo mpaBy momy-
YWJia BBICOKYIO OLIEHKY Hpo(deccroHamb-
HOW KPUTHUKH: «JIoMuTy HaA reHepalibHOU
pPENETUIIMM U TEPBOM IPEMBEPHOM CIIEK-
TaKJie MCIOJHWIA YK€ IMPUHECIIas Tearpy
“3onotyto macky” Tarbsina Kyunmku [yno-
croeHa 3a napturo Hopunsl, «/lon Ilackya-
ae», 1996. — C. I1.]. U nemna, Hago cKasarh,
npeBocxoaHo. OcobeHHO ynanach e mo-
CIEeIHss CLEHa, B KOTOPOU OT €€ Tparuue-
ckoro nuanuccuMo (“Bceé Tak ctpanHO, Tak
cTpanHo... Ky pa3bun MHe cepaue, Tbl —
MOIO KH3Hb...”) OyKBaJIbHO NEPEXBATHIBA-
70 apixanue» [6, c. 10].

BbIBeieHHIO TEMBI JETCTBA Ha NEPBBII
IUIaH CIIOCOOCTBOBAJIO HAa3BaHHOE YyMe-
HUE PEKUCCEpPa BCIYLIMBATHCS B MY3BIKY.
«OnepHas naptusi JIoAUTB — HEMOBTOPH-
MBI 0Opazer upuku lllenpuna, — numier
O.A. CuHenbHUKOBA, — BOCIIPUHUMAEMBIi
CKBO3b IIPU3MY “NIOCTMOJIEPHUCTCKON YyB-
CTBUTENBHOCTH; TOATH3aIusl €€ o0pasa,
NPEBPALLEHUE €0 B CHUMBOJI CBETJIOIO H
HauBHOTO nerctBay [11, c. 31].

[ToBenenue JlonuTel Ha ClEHE MTOIYMHE-
HO MJIe€ aKLIEHTUPOBaHUs €€ IOHOTO BO3pac-
Ta. JlerckocTh NoAuYE€PKHYTa MHOTUMHU MPH-
émamu. Hanpumep, oHa COCET uyma-vyrc,
cyér ero 3a meéky ['ymOepry, u OH HOET
¢ koH(eToi Bo pTy. JlonuTa urpaet ¢ Mui-
KO, ¢ KykiIol — ObET e€, mpuroBapuBas:
«CKBEpHas JIeBUOHKa», — HAMEK Ha e€ c00-
CTBEHHOE IIJIOXO€ ITOBEJCHUE B JETCKOM JIa-
repe. [Ipu nepBoM MOSBIEHUH OHA TPBITAET
Ha OJTHOM HOXKKE, KaK Obl BHITPSIXUBASI BOLY
n3 yxa. Ilomorenue Ha mede ykasbIBacr,
YTO OHA MOIVIa TOJBKO YTO KyHaThbCsl B BO-
noéMe. B 3TOM ecTh JI0THKa — paccKas3biBas

0 npeObIBaHUM B JeTCKOM Jarepe, Jlonura
XBaCTAETCsl, UTO IJIaBaJIa JIyYllIe BCEX.

Jnst 3puTenss MMEET 3HAYCHHE BHEIII-
HUW 0OONMWK aptucrta. AnekcaHap Aramnos
0Ka3aJiCcd Mo BHENIHUM JIAaHHBIM CXOXK C aK-
Tépom, urparomum ['ymGepra B aMmepuKaH-
ckoM punmbme 1997 rona, xxepemu AifpoH-
coMm. IlepMckuii UCTIOTHUTENb U 3ByYal, U
BBITVISAICH «Ha CBOEM MecTey. TiiarenbHoMn
paboToii ¢ HUM TUPIKEPY YAAIOCH TOOUTH-
cs 3HauMMoro pesyapTara. OLeHuBasi BIie-
yatinenusi, E. Bnacoa mmmer: «llaprus
I'ymbepta B onepe Lllenpuna, moxkamnyid, ca-
Masi CIIOKHas!, IPEXKJI€ BCETro MO MPOTSIKEH-
HocTH. B onpenenénnom cmeicie “Jlonura”
— ONEepa-MOHOJOr IJIABHOTO Teposi, Mpak-
TUYECKasi peanu3anusi HaOOKOBCKOW HJen
“UCHOBEIN CBETIOKOXKero BaoBia’. Omouu
13 BEAYILIUX apTUCTOB TPYIIIbI, AJIEKCAHIP
ATaItoB OT CIIEKTAKJIA K CIIEKTAKII0 BHOCHII
B CBOIO POJIb BCE HOBBIE 3aIIOMUHAIOIIUECS
neranm» [6, c. 9—10].

Jnst ponu JloauThl BHEIIHHWE JTaHHbBIC
Kyunku Takke nuMenu 3HadyeHue. ApTHUCT-
Ka — O4YeHb HEOOJBIIOr0 POCTa, XOPOIIO
cinoxeHa (¢urypa MalleHbKOW JI€BOYKH).
B nocnennen cuene — kak u B pomane Ha-
OOKOBa — XYJOXXHUKH TPUCTPAUBAIOT €
BEChMa 3aMETHYIO JIeTallb. Y He€ «HEHUMO-
BEPHBII )KHUBOT» — OHA KIET peOEHKa.

IIporpamma niepmckoit Jlomutsl B pas-
nene «OT MOCTaHOBIIMKOBY» OTMEYAET BaXK-
HBIC XY/I0KECTBCHHBIC MO3UINKS. VcaaksH,
JIOBEPSsl 3PUTENIO, AKIEHTUPYET IJIaBHbIC
MBICJIU: IPOU3BEJICHUE 3TO U PEITUTHO3HOE,
oOpamiéHHoe K aOCoJoTy, U JTUPUYECKOE
— BayKHBI JTI000BHEBIE clieHbl. C mmociaeanei
TOYKU 3PEHHS] — JIOOOBHOW JIMHUU — TIO-
CTaHOBIIMKAMHU OCTPOYMHO pellieHa CIIeHa
«rpexa ['ymbepran. Ilepen Hamu BepTH-
KallbHasl KOPOOKa — TO €CTh 3pUTENIb BUIUT
KpOBaTh, «BUJI CBEPXY». AKTEPHI HAXOASITCS
JIMIIOM K 3aJ1y 3a HEKMM MoKpbiBajioM. Co-
BEPILIEHHO OYEBHUIHO, YTO JIEBOYKA IMPOSB-
JSIe€T WHUIMATHBY, JEMOHCTPUPYS TEpOIO
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COOCTBEHHBIE «B3POCIIbIE YMEHHUS» — IMPHbI-
raeT eMy Ha II€0. 3aTEMHEHHE. . .

[lepmckuii Teatp naji cBOIO BEpCHIO yoe-
JTUTEIBHOTO OTBETA HAa BOJHYIONIYIO 3araj-
Ky «JIomute». Kputnka onenuna e€ secbma
BBICOKO.

Exkarepuna Bnacosa: «B “Jlonute” lle-
JpUHA OT HCIIOJIHUTENEeH TpeOyeTcss MHO-
roe. JIérkoe axxypHOe COIPaHO C BHEIIHO-
CTBIO “MaJIEHBKOTO IEMOHA ’, KAK TOBOPUTCS
y Habokosa. Kpenkuii, ¢ mupokum nuana-
30HOM 3By4daHus OaputoH ['ym6Gept. Mou-
Hoe Memno (“crmabwiii pactBop MapieH
HMutpux”) — [apnorra T'eii3, mars Jlonu-
Tbl. Hakonen, apamarypr Kmsp Kywnsrn —
MPOH3UTEIBHBIA BBICOKUN TeHOP. [Tomumo
KBApTETa OCHOBHBIX ACHCTBYIOLIUX JUL U
BTOPOCTENEHHBIX NEPCOHAKEN, COBEPIIECH-
HO 00s13aTeIbHBI XOp 0acoB, MO 3aMBICITY
[llenpunHa — KaparouMi roJI0C CyAEH, U XOp
MaJIBYMKOB, CUMBOJIM3UPYIOIIUN HEKHBIN
OT3BYK MOTEpsIHHOTO pas jaercrta. Hako-
Hell, enl€ OMH IVIaBHBIM, a MOXET OBbITh U
IIPOCTO IEpPBbIN repor — opkectp. U coot-
BETCTBEHHO MepBas My3bIKaibHas nmodena —
3a TIaBHbIM aupuxkEpoM [lepMckoit onepsl
Banepuem IlnaroHoBBIM, CyMEBIIMM Clie-
JaTh, Ka3aJoch Obl, HEBO3MOXKHOE. OpKecTp
[InaToHOBA 3ByYHT HA YIUBIICHHE CIIa)KEH-
HO, YTO KaXXETCSI OCOOCHHO HEBEPOSTHBIM,
€CIIM UMETh MPEACTABIECHUE O TOJIOBOJIOM-
HOI 1O CJIOHOCTHU MAapPTUTYpPE OIEPHI...»
[6, c. 97°.

[TepMckue MOCTaHOBIIMKU TITyOOKO OC-
MBICJIUBAJIN TYMAaHUCTHUYECKYIO CYThb pO-
maHa B. HaOoxkoBa, BbIBOZIsl €€ HA ypOBEHb
camoil npupozsl Tearpa. O6 ATOM TOBOPAT
CTPOKHM TeaTpajibHON mporpammsl: «“Jlo-
auTa” — O3TO KyJbTOBOE NPOU3BEICHUE
poccuiickoi auteparypbl XX Beka. OHO
OTKPBIBAET U OJHOBPEMEHHO 3aKPBIBAET CO-
00l OrPOMHYIO TEMY, OTPOMHYIO “TIJIaHETy”
... IPUHUHUIIHAJIBHO BaXHO, YTO TEATpP BCHO
CBOIO UCTOPHIO ... 3aHUMAETCS MOTPaHUY-
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HBIMH TMPOOJIEeMaMH YeJIOBEUYECKON KU3HM,
CO3HaHM, 1yXa, cTpacTH. ... Cerogus yxe
HUKOI'O HE YJIMBJIISIET, YTO HA ONEPHOMU cle-
HE K&/l Beuep KOro-HUOYIb YOUBAIOT. ..
XoTd 3TO Takoe K€ MPEeCTyIUIEHUEe, HacH-
nmue ... HasBanue xe “Jlonura” cpazy xe
BBI3bIBAET 00ECKYpaKMBAIOLIYIO PEAKIIUIO,
BEPOSITHO, IOTOMY, YTO UJET AaibIlIe B pa3-
pymenuu taly, 4yem, K npumepy, “‘Oremno”
nm “Tamner”. ...B nacunun Han Jlonuron
MaTepuaan30BaHO TO HACWIIME, KOTOPOE IO
MEpE €ro B3pOCIIEHUs COBEPLIAET HaJ YEJI0-
BEKOM KHU3Hb. ['yMOepT ... OONbIIYIO YacTh
CBOEr0 pomaHa npeObIBaeT B J0OpOre.
(Hopora, xcraru, — kiroueBasi Mertagopa
CLIEHOTpa(uy HAIIEero CHEKTAKIs). ... BCE,
YTO JIOOUT U K YeMY CTPEMUTCS STOT CTPaH-
HUK, OH pa3pyuiaet. B atom u 3akitodaercs
Tparenus. ...“Jlonura” — sBJIEHHE ‘‘ILIOKO-
BO€” HE CIIy4yailHO: YTOOBI IPOOUTHCS K ...
COBPEMEHHOMY YEJIOBEKY, MOTPYKEHHOMY
B MHpP MaccC-Meaua, KOTOPBIM SIBISETCH ...
MHPOM €KECEKYHTHOTO BCETIPOHUKAOIIETO
HACWJIHS ... IPUXOAMUTCS MpUOEraTh K Kpai-
HUM CpPEJICTBaM, TakuM, Kak “Jlomura”» [8,
c. 11].

B nenowm, coznarensam nepmckout «Jlomum-
ThI», TyMaeTcs, O113Ka MbICIb, CHOPMYIIU-
poBanHasi B. H. Xononosoii: «CyTpk 3TOTO
HAaOOKOBCKOTO pOMaHa... — OECKOHEYHOE
ocsi3aHHe TETIIOTO MYNbCa )KU3HH, e€ hopM,
1[BETa, apomMara, 3By4yaHHs, Korma Jirobas
MeJIOYb CTaHOBUTCS COOBITHEM; Iepedop
MUpHaJ YeJIOBEUECKUX OLIYIIEHUH, BOCIIO-
MUHAHWUM, CPAaBHEHU, IPEICTaBICHUH, BO-
O0Opa)KeHH — BCEro TOro, YTO COCTABIISET
KHUBYIO JKH3Hb 4ellioBeka. B satom Oepene-
HUU KU3HU PaJId )KU3HU BUIUTCS KOHEUHAs
LEJb TOW S3CTETHKH, KOTOPYIO CTapaeTcs
aHanm3upoBath HaGokoBy [12, ¢. 210]. 3na-
KOMCTBO CO MHOTHMH pabOTaMU TaKUX Xy-
JIO’KHUKOB, Kak . Mcaaksn u B. IImaTroHoB,
MO3BOJISICT YBUAETh UMEHHO 3TO «Oepene-
HUE KU3HU PAJIU KUZHI.
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S MPUMEYAHUA <

' Teopueckuii coro3 Hcaaksu — I[TnaroHoB

MpeapICTOpUEN UMEET UX 3HAKOMCTBO B KOHIIE
1980-x — nauane 1990-x, xorna ['eopruii, Oymy-
yu ctyaeHtom [ UTUCa, npuexan B [lepmb st
CTaXupoBKkH, a [lmaroHoB pabotan 3nech au-
pwxképoMm. MimenHo no mHunmaruBe Mcaaksna
[TnaronoB Obut mpurnmamén B [lepmckuit Tearp
Ha JOHKHOCTH TIaBHOTO quprképa (2001).

2 B MOMEHT 3HAaKOMCTBa C aBTOPOM JTaHHOM
crateu P. IllenpuH BbICKa3asl MOJOKUTEIBLHOE
MHeHHue o pabore B. IlmatonoBa Ham ero co-
ypHeHneM. JTo Obuio B Mionxene, B Tearpe
npuHIa-perenta (14 aprycra 2004 rona), korja
Ponvion KOHCTaHTHHOBHWY € CyNPYyTroM MPUILIA
Ha YTPEHHUM TIEPMCKHH CIIeKTakib «Jlebemnu-
Hoe 03epo». Jupmxuposan B. [1naTtoHoB.

3 Tupmwxép B Oeceme ¢ aBTOPOM JaH-
HOM CTarbu TMPHUBEN CBOM OMNBIT pa3yyUBAHUS
C IEpMCKUMH apTucTtamu onep «BoliHa u Mup»
u «OrHensbld anrem» lIpokodbeBa, a Takxke,
B 1I€JIOM, HaOJIOJCHUS HaJl OCBOEHUEM COYH-
HEHUI, OTVIMYAIOIIMXCSl aBaHTapAHBIM MY3bI-
KaJIbHBIM s13bIKOM («Ilena mueit» O. Jlenncona):
«...TIepBbIE JIBE HEJENM BCE BOpUaT, a Mocie
MY3bIKa CTaHOBUTCS JIFOOUMOIN».

4 ABTOp HACTOSIIEH CTaTbU UMET B CBOEM
pacnopsKeHUH W KJIaBUp, U TPU TOMa MapTH-
Typbl, KOIHUPOBAHHBIE C ABTOPCKUX PYKOIIH-
ceil: lllenpun P. K. Jlonuta: knaBup. MronxeH,
1994. Pyxonuce xpanutcs B apxuse B. U. [1na-
toHoBa; Illlenpun P. K. «Jlonuta»: maprutypa
B 3 T. Mionxen, 1994. Pykonuce XpaHurtcs
B apxuBe [lepMCKOro rocymapcTBEHHOTO akKa-
JIEMHYECKOT0 TeaTpa omepbl M Oajera UMEHU
I1. 1. YalikoBCKOrO.

> Bpems cnekrakieii: Ctokromsm — 3.21
yaca, [lepmb — 2.23 yaca.

® «MHe Be3J10, Y MEHs HHMKOTJIa He OBLIO

HEKOHTaKTOB c nupmxképom. S paboran ¢ 3a-
MEYaTebHBIMU JTUPWKEPAMH ... TeaTpajbHBbI-
MH, OTKPBITHIMHU, MBICISIIUMU. B Tearpe He-
BO3MOXKHO OBITh MOHOJIOTMYHBIM. MHE JTUYHO
CKy4YHO C MOHOJOTUYHBIMU JIOAbMHU. Crek-
TaKJIb MOXKET BO3HUKHYThH TOJILKO B pe3yJbTare
KpYTrOBOPOTa MBICJIEH: peKUCCEPA, XYIOKHUKA,
nupmwxképay (ciaosa I. Mcaaksna nut. mo: [5,
c. 222)).

” Bo Bcex mapTusx, Tie A0BEIOCh HAOIIO-
nath TaTesiHy, €€ apTUCTH3M oOparaeT Ha ceOs
oco0oe BHUMaHHE, MyOJuKa Ha HErO aKTHBHO
pearupyet (Hopuna, Buonerra Banepu, Po3u-
Ha).

8 «...mpomsBenenne HabGoxkosa-Illenpu-
Ha... TpOU3BeJcHHE — Oe3yCIOBHO Jexallee
B pyciie MOCTMOJEPHUCTCKOTO co3HaHus. KoMm-
MO3UTOP, JIaBHO YXKE€ CTaBIIMHA KIIACCHUKOM,
HCIIONB3YET TaKkue MPUEMBI, KaKk KIUIOBOE CO-
3HaHHE, KaK KWHOMOHTa)X B OOpAaIllEHUH C MYy-
3bIKaJIbHBIM MaTepuajioM, peKJiaMHbIe BCTaB-
KH...» (mut. mo: [8, c. 10]).

° V¥V E. C. BnacoBoii ectb apyroit Bapu-
aHT Tekcrta: «Opkectp [lmaroHoBa 3BydydT Ha
VIAUBIIEHUE CIaXXEHHO, YTO KaXKeTCs HEBEpO-
ATHBIM ISl TOPOJIa, HE UMEIOIIETO ... BBICIIIE-
IO MY3bIKQJIbHOTO 3aBEICHHUS, a CTaJ0 OBITh,
YCTOMYMBBIX TPAJULMI HHCTPYMEHTAJIBLHOTO
My3ULIUpOBaHus. <...> “CMeNnbIMU JIIOIbMU~
HazBan Pommon lleapun Bcex, KTO OBLT MpH-
yacTeH K mnoctaHoBke ‘“‘Jlomuter” B Ilepmm»
(Bnacona E. C. Poccuiickas npembepa «Jlomu-
Te» P. [llenpuna. Pykonuce XpaHutcs B apXu-
B€ aBTOpa CTaTbu). BrlpaskeHue «cMmenble Jonu
u3 Ilepmu» mpumMeneHo B pereH3uu Pomana
‘b—IlIunosa [10].
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lNeB4yeckasi MHTOHAUMSA U dU3UYECKOe AEHCTBUE
OMEepHOro apTUCTa: MEeXXAUCLUMIMAMHAPHDbIA aHAAU3

C MEeXIUCIUIUTMHAPHBIX MO3UIINI B CTAThE UCCIIEAYETCS B3aUMOCBSI3b MIEBYECKON WHTOHAIIMHI
¢ pu3udeckuM IEHCTBUEM U TeleCHO-(QOU3MUESCKUMH 33JjauaMi ONIEPHOTO WCIIONHUTEINS B POIU
U maptud. B pycie cHCcTeMHOUW TeopuH TBOpUECTBa akTépa W MeToja (hM3MUSCKHUX JEHCTBUI
K. C. CranucnaBckoro paccMaTpuBaeTcs €IMHCTBO CI[EHHMYECKOTO JCHCTBUS M BOCHPUSATHS
NeBIla. YKa3bIBa€TCA Ha 0CO3HAHME MPAKTUKAMU U TEOPETUKAMU CIIEHUYECKHUX UCKYycCTB XX Beka
«MaTepUaIbHBIX)» XapaKTEPUCTUK APTUCTUUECKOTO rojioca U «(pU3nIeCcKuX» 3HAaYCHU N HHTOHAIUH,
HACJIeTyeMbIX COBPEMEHHOM pexUCcCypoli B paboTe ¢ akTépamu. Omnpeaensercs, 4T0 3HAYNTSIIbHBIN
Mporpecc B MOHMUMAaHUU HMCKYCCTBA MHTOHHUPOBAHUS B Tearpe XX BEKa COBEPIIAIOT aKTEP U
pexuccép A. Apro. ABTOp cTaThu 00paIaeTcs K BBIAAIOMIEMYCS] UCCIEIOBAHUIO O MY3BbIKaJIbHOM
uHTOHHpOBaHNU b. B. AcadbeBa, KOTOPBI BIUIOTHYIO MOMOMENT K TEOPUHU MY3BIKAITHHOTO
BOCTIPUSTHS, HEBO3MOXHOTO 0€3 TaKuX «(HU3HUSCKIX» JICMEHTOB TBOPUECTBA, KaK «OIYIICHHUS
WCTIOJTHUTEIISI, BO3HUKAIOIIUE B MIPOIIECCE MPOKUBAHIS BOOOpaKaeMOW PEaTbHOCTH, «MBIIIIIICHHS
MY3BIKOI», «ICUCTBUS MeHUuEeM». B cTtarbe mpejcTaBieHbl HEKOTOPBIE PEKUCCEPCKHUE MPUEMBI U
CrocoOBI POPMUPOBAHUS HHTOHAIIUHU, ONIPEIEIICHNE «(DaKTyphI» TOJI0CAa KaK «TEJIECHBIX BUOpaIuit
JTyXay POJIU U MapTUU. ABTOPOM MOTUEPKUBACTCS, UTO HAYYHOE UCCIIEI0BAHKE TPOOJIEMBI TIEBUECKOM
WHTOHAIIUU BO3MOXXHO TOJIBKO C TOYKH 3PEHHSI CHCTEMHOM TEOPHUH, TJI€ CAMOOPTAaHU3AIIHS CIIOKHBIX
YKUBBIX CHCTEM TMOJy4aeT COBPEMEHHBIN €CTECTBEHHOHAYYHBIN 1 TyMaHUTAPHBINA aHAJU3.

KiroueBble clloBa: MEXIMCIUIIJIMHAPHBINA aHaAIW3, ME€BUYECKAasi MHTOHAIUSA, CLEHHYECKOE
BOCHpUATHE, MHTOHALUS aKkTépa, puszndeckoe neiicteue akrépa, cucrema K. C. CtaHHCIaBCKOTO.
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OTICPHOTO apTHUCTA: MEXKIUCIMIUIMHAPHBIN aHanm3 // [TpoGnemblr My3bikanbHON Hayku. 2020. Ne 2.
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The Singing Intonation and the Physical Actions of an Opera Artist:
an Interdisciplinary Analysis

From the position of interdisciplinary studies, the article researches the interconnection between
singing intonation tied with physical action and the opera performer’s corporeal-physical goals in his
or her role and part. Within the framework of the systematic theory of the actor’s creativity and method
of physical actions developed by Konstantin Stanislavsky the unity of scenic action and the singer’s
perception is described. The practitioners and theoreticians of the 20th century stage arts indicate
at the perception of the “material” characteristic features of the artistic voice and the “physical”
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meanings of intonations researched by contemporary stage direction in work with actors. It becomes
established that a significant amount of progress in the understanding of the art of intonating in 20th
century theater has been achieved by the actor and stage director Antonin Artaud. The author of the
article turns to the outstanding research work about musical intonation written by Boris Asafiev,
who seriously approaches the theory of musical perception, which becomes impossible without such
“physical” elements of creativity as the performer’s “perceptions” appearing in the process of living
in an imaginary reality, “thinking by means of music” and “actions by means of singing.” The article
demonstrates several techniques of stage direction and means of forming intonation, the definition
of the voice’s “texture,” as the “corporeal vibrations of the spirit” of the role and the part. The author
emphasizes that academic research of the issue of singing intonation becomes possible only from the
perspective of systematic theory, where the self-organization of complex living system undergoes a
contemporary scientific and humanitarian analysis.

Keywords: interdisciplinary analysis, singing intonation, scenic perception, the actor’s
intonation, the actor physical action, Stanislavsky’s system.

€KUM CLUIUTMHAPHBIN aHAIU3 TIEB-
YECKOW MHTOHALIMU OMEPHOIO HC-
MIOJTHUTEJSI PacKpbiBaeT 0a30BbIC
IIPUPOAHO-ECTECTBEHHBIE U OJHOBPEMEHHO
XYIOXKHUYECKUE MEXaHU3Mbl APTUCTUYE-
CKOT'0 T0JI0Ca, ONPEAENSIOIUE COBPEMEH-
HYI0 HayKy o rosnoce. Llenbro crarbu siBis-
€TCs BBIICHCHUE 3HAUCHMS U YTBEPKICHUE
Bey1el poid (U3HUECKOTOo IEHCTBUS U €TO
JJIEMEHTOB KakK (PyHIaMEHTaIbHOU OCHO-
BBl OPraHWYECKOIO0 MHTOHHUPOBAHUS OIEp-
HOTO apTHCTa B BOKAJIBbHO-CLHEHUYECKUX
oOpazax. EcTecTBeHHOHayuHBI aHamU3
IIEBYECKOM MHTOHALIMM OIIMPAETCs Ha CH-
HEPreTUYECKYI0 IPUPOAY ONEPHOTO UCHOJI-
HUTEIbCTBA, METOA (U3UYECKHUX JECHCTBUI
K. C. CranucnaBckoro u €ro CHUCTEMHYIO
TEOPUI0 TBOpPYECTBA akTEépa. Mexaucuu-
IUIMHAPHOE W3YYEHHE WHTOHALMU CO3BYY-
HO METOJOJIOTUN aKTEPCKOTO BOILIOIICHMS,
XYJI0)KECTBEHHOMY €IMHCTBY aKTEPCKOIO
JEUCTBUSI U BOCHPUATHsS. MHOTOMEPHOCTH
TE€aTpAIIbHOM HHTOHALIUH B MEKIIPUPOIHBIX
TBOPYECKUX COCTOSIHUSIX WCIOJHUTENIEH
omnpenensieT NePCHeKTUBY U3YyUYE€HUs] UHTO-
HAllUH{ HAyYHBIM HCKYCCTBOBEACHUEM.
[onoc ecTp «MHTUMHAsI MOAIUCH» aK-
Tépa, MPHUPOIHOE @Qu3UUecKoe KadeCTBO
UCIIOJIHUTEINS, € TPYAOM HOAJAIOLIeecs

Hay4yHOMY aHayn3y. Beicora, cuia, TeMoOp,
OKpacka roioca — MaTepuaibHble (aKTOpbI
OT POXKIIEHUS, TOBOJIBHO c1ab0 KOHTPOIIH-
pyeMble YEJIOBEKOM B >KHU3HM, HO HCKOMBIE
ucHoiHUTENeM Ha cueHe. OHHM MO3BONIAIOT
OBICTPO MAEHTU(PUIUPOBATH APTUCTA C €TO
OIIEPHBIM MEPCOHAXKEM, TaK KaK CIIOCOOOM
MPSIMOTO YYBCTBEHHOTO BO3JIEHCTBUS BIIH-
SIOT Ha Halle 3pPUTENIbCKOE BOCHIPUSATHE,
BBICTPAMBAIOT U HAIIPABIISAIOT CLICHUYECKOE
pelIeHrue  BOKaJbHO-aKTEPCKOro olpasa.
B npamarudeckoM Teatpe 3ByKOBOE BBICKA-
3bIBAHHME LICHUTCS PEXHUCCYpOHl 3a €ro BU-
OpalOHHBIE Ka4eCTBa M PE30HAHCHI, HaU-
Oonee OUIyTUMO TMepeAaronme o0pa3Hylo
UHpOpMALMIO B 3pUTEIbHBIN 3ai. Takoe
HpeAnodYTeHNuEe OOBSICHIETCS TEM, YTO MPO-
W3HOCUMBIE aKTEPOM TEKCTHI 4acTO HECYT
peXUCCEPCKUE MOATEKCThI, MPOTHBOpEYa-
mue Ux npsaMomy conepkanuto. Ceronss
BUOpALlMOHHAS CYIIHOCTh TEaTPaJIbHOTO
BBICKa3bIBaHUS CTaJla YK€ OYEBUIHOCTHIO,
HO CTO JIeT Ha3ad A. ApTo BIIEpBBIE JEKIa-
pupoBai e€ B MaHU(pecTe «KECTOKOTO Tea-
Tpa» M B CBOUX CIIEKTaKIsX. PUTmMmueckas
OpraHu3alys BBIKPUKOB U MEKIOMETHH, He-
BHSATHAS! MY3bIKQJIbHOCTh PEUM IMpeBpalia-
¥ (pU3HUECcKoe TeIO0 apTUCTA B «IyXOBHBIC
UMITYJIbCBD», OOpETaoLe AUCKYPCUBHYIO
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3HAYUMOCTb, PA3bACHSIOIINE CMBICT IIPO-
HCXOJSIIIEr0, TJI€ CJIOBO SBISJIOCH JIUIIb
3aBepIICHUEM cMbIca. B «SI3bIke ciieHbI»,
«ITucpmax o s3bikey», «Ilucemax o xkecro-
KOCTU» APTO YTBEPXKIAET, YTO «TEJECHBIN
S3BIK» CLEHBI OBICTPO MEPEXOJUT K «CIel-
u(pUYECKOMY MHTOHUPOBAHUIO» M TpEBpa-
maeTcsa B A3BIK «MeTapu3udecKuit» [2,
c. 60-81, c. 135-156].

3a Tpuauarh JET J0 ONBITOB APTO «BHU-
Opanus ayxa» BO3HHKJIA M B MHTOHAITUSX
«Tearpa HAacTpPOeHHs» B MOCKOBCKOM Xy-
JIOKECTBEHHOM Tearpe KoHna XI1X — Hayana
XX Beka. OcoOEHHOCTH MHTOHUPOBAHUS
B Icuxosnoruueckom tearpe CraHucias-
CKOTO OOBSCHSUIUCH CIIOKHOM CHUCTEMOM
NOATEKCTOB, CO3JAIOIINX HEOKHUJAHHBIE
NapajoKchl U EPEMEHBI B IOBEJICHUH TIEp-
COHa)keH, OOYCJIOBJICHHbIE HEBUIUMBIMH,
HO OITYTUMBIMU 3pUTEIEM COOBITUSIMU BHY-
TpeHHe#l ku3Hu repoes. Pexuccypa Cra-
HHUCJIABCKOTO OPUEHTUPOBANIACh HA CIIOXK-
HOCTb <GKUBOU KU3HUY, T71€ YEIOBEK MOXKET
TOBOPUTH OJJHO, UyBCTBOBATh APYToO€, a Jie-
JaTh COBEPILIEHHO MPOTHBOIOJIOXKHOE, J10-
MOJIHSISL 3TU 3araJikui OrpOMHBIMHU T1ay3aMH,
KOTOpBIE 0 CUX MOp HApULATEIbHO Ha3bl-
BAIOT «MXAaTOBCKUMU Tay3amu». [leiicTBu-
TEJIBbHO, CJIOBA B J[paM€ 4acTo 3By4aT pajau
(opM YyBCTBEHHBIX dMaHAIWHA, a HE paaH
UX CMBICIIA, MO3TOMY MY3bIKa MOATEKCTa
(uHTOHAIMS), KAK 3aMacKUPOBAHHOTO Jeii-
CTBUSI, B MCKYCCTBE JpPaMaTUYECKOIO aK-
Tépa ObIBaeT BakHEEe OaHAIBHOCTEN TEKCTA.

Ceromsst pexucce€pbl MpeIararoT ak-
TEPY 3alIOMHUTH TEKCT POJH TaK, YTOOHI ...
n30aBUTHCS OT HEro, HE 3a/IEP’KUBAsCh Ha
pedIIeKTOPHO BO3HUKAOIIMX 32 CJIOBAaMH BU-
JEHUSIX TIEPBOTO YPOBHSI, HA MIPSIMOM JIMHEM-
HOM 3HaueHHH cioBa. B aTom ciyyae TekcT
aBTOpa «HE MeIIaeT» aKTépy OOpecTH ero
HOBBIE 3HAUEHMsI, HOBBIE CTOALIME 3a CJIO-
BOM 00pa3bl OpPUTHHAIBHON PEXUCCEPCKON
UHTEPIIPETANN  CLUEHUYECKOM CHUTyalluu.
TekcT aBTOpa HaUMHAET «UTPAThy, OOpEeTaeT
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HEOKHTAHHBIN 00bEM, MBI BUJIUM €IIE OTHO
IIPOSIBJICHUE ABTOPCKOM WJIEH, PAHEE CKpPbI-
TBIE CMBICJIBI U Jpyrue UHTOHAUMU. M3ym-
NEHHBIA 3pUTENb Kak Oy/lTO 3aHOBO YMTAET
3HAKOMYIO INbECY U HE Y3HAET €€, TOPAKAOT
HEIPUBBIYHBIC MHTOHALIMM, WHBIE CMBICIIO-
Bbl€ AKLEHTbl JEHCTBUSA. ApPTUCTY HaETcs
BO3MOYKHOCTh «HE CHJIETh HA TEKCTE», YUTH
OT OaHAJILHOTO Pa3bIIPHIBAHUS CJIOB POJIH.
Tak, pexxuccépckuii Tearp BCE yalle OTpu-
[[AET WJUTIOCTPATUBHOCTb, JINHEHHOE COBIIA-
JICHUE CJIOBA U JEUCTBUA. B )KU3HU CIIOBO U
JIEJI0 TaK YK€ YaCTO PACXOIATCS, U B 3TOM CIIy-
Yyae Mbl Tak K€ ¢ 0COObIM BHUMaHHEM MpU-
CIIyLLIMBAaeMCs K CBOEH U 4y>KOM MHTOHALINH.
dusnueckass MaTepHAIBHOCTH T0JI0CA,
€ro MHTOHALUA Bcerja oOpalleHa B MOJb-
3y aBTOPCKOIO U PEKUCCEPCKOrO 3aMBbICIIA.
daktypa roioca WUIIOCTPUPYET €ro ¢u-
3UYECKYI0 MAaTE€pHAIbHOCTh, KOTOpas YxkKe
cama 1o cele SBISETCS NPEABAPSIONIUM
KOMMYHUKAIIO COOOLIEHHEM (IT0 aKIEHTY,
WHTOHAIMHU, TICUXOJIOIMYECKOM OKpacke).
@Pakrypa roioca npeAacTaéT Kak CMEUICHUE
TeMOpa u peun. HapaBue ¢ nukuuei Qax-
TYPHOCTB I'0JI0Ca B T€ATPE MOXKET CTaTh Ma-
TEpUAJIOM HMCKYCCTBA IIPEACTABICHUs Tea,
Xapakrepa, oOpa3a. DTO MOXXHO BHIETb
B €JUHCTBE TEJIECHBIX U SI3bIKOBBIX 3HAKOB,
«ueporudoB Teaay apTUCTA C S3BIKOBBIMU
3HAKaMU €TI0 PeYH B IEUCTBUAX NIEPCOHAKEN
IIekuHCKOM ONIEPBI ¥ BOCTOYHBIX TEATPOB.
T'onoc 1 ero MHTOHALINY SBIIAIOTCS MECTOM
eMHEeHus (PU3NIECKOro TeJa v JyXOBHOTO BbI-
CKa3bIBaHHSA, TMCHXO(PHU3UOTOTUUECKIMH T10-
CpelHUKaMH, CBOCOOPA3HBIM MPOMEKYTKOM
MEXIY TEJIOM U JUCKYPCOM «aPTUCTO-POIIN
B cnekraxiie. Hampspbkenue rommoca Impoucxo-
JUT MEXAY TEJIIOM apTUCTa U €ro CIO0BaMH
(mapTueit), TeneCHOM UTPOM-ACHCTBUEM U MY-
3BIKAIBHO-PaMaTypru4ecKo CTPyKTypoOH
CHEKTaKJI. braromapst ”HTOHaMKU U TOJIOCY
OIPENEIIAETC  COCYILIECTBOBAaHUE apTUCTA
KaK CO3/arelsi-XyI0yKHUKA U OJTHOBPEMEHHO
(U3MYECKOro HOCHUTENS JApaMaTHUYecKod H
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MY3bIKaJIbHOM JpamMarypruv, «UHCTPYMEH-
Ta» U «UCIIOJHUTEISD» OHOBpEMEHHO. [onoc
SBIISIETCS YHUKAJIBHBIM TI0 TOYHOCTH JOHO-
CHUTEJIEM COOOIIEHUS, KOTOPOE COAEPIKUTCS
B MHTOHAIIUU, AKIICHTUPOBKE, PUTME, U MBI
JIETKO CYUTBIBAaEM 3Ty uHpopmarmio. Emeé o
TOTO, KaK J10 HaC JOXOAUT CMBICH JICHCTBUA U
ApPTUCTUYECKON UTPbl, THTOHAIIMS YKa3bIBAET
HaM Ha TO3UIIIO TOBOPSLIETO WM MOIOIIETO,
Ha €ro MeCTO B JIEWCTBUU U PACCTAHOBKE CHJI
B crekrakiie. IHTOHAIMs UCIOHUTENS TOH-
YalM 00pa3oM OCBELIAET MPOMCXOISIIEE
B CIIEKTaKJI€ B Pa3HbIX paKypcax M TOYKAX
3pEHUs: OLICHMBACT JICHMCTBUS TEPCOHAXKEU;
TPAKTyeT XapakTep COOBITHSA; CO3MaET U J0-
HOCHT MOJATEKCTHI; JEJIAET HEBUAUMBIE CMbIC-
JIbl BUJIMMBIMU U OLIYLIAEMBIMU; TIPEABUINT
Y MIPEYYBCTBYET.

HeoOo3puMble Xy/n0K€CTBEHHBIE BO3-
MOXHOCTH HWHTOHALIMM MOXHO YBUJETH,
NPEUIOKUB  APTUCTY CBIFPaTh HECKOJb-
KO JIpaMaTUYEeCKUX CHUTYyallMi, MPOU3HOCS
OJTHU U T€ XK€ CJIOBA C Pa3HOM MHTOHAIIUEH.
W ceirpare OIHY U Ty K€ CLICHUYECKYIO
CUTYalMIO C Pa3HOM LEeNbI0 U CLHEHUYECKH-
MU 33/1a4aMHU, B KOTOPBIX (hu3nueckoe Jeil-
CTBUE HCIIOJIHUTEINS BOBJIEKAET BCErAa HO-
Bbl€ MHTOHAIIMM B MPOU3HOILIECHUE TEKCTA.
Temo aptucTa CIUIONIb MPOEKUHUOHHO, Ie-
peMeHbl (PU3UUECKON JKU3HH Tella MEHSIOT,
npeoOpaxaroT 3ByKM M Kpacku apTHCTUYE-
CKOI0 T0JIOCa, U TOTJa WHTOHAIUSl CTaHO-
BUTCS XYIO)KHUYECKUM aKTOM HCIOJHUTE-
na. Mo cyru, opeanuueckas cyenuueckas
UHMOHAYUs ecmsb huszuueckoe oelcmaue no
BOCHPUAMUIO APMUCIOM  8000PANHCAEMBIX
owyweHull U GUOeHUll 8 poiu U Nnapmuu.
JIroOble OIIYIIEHUS U SMOIMHU HU3MEHSIIOT
3By4aHHUE YEJIOBEUYECKOI0 I'0JIOCA: B PAIOCTH
roJIOC MOJIOJKE, B CHACThE CUIIbHEE U Kperye,
B IIeYajM U rope ronoc ciadeet. To, yTo UH-
TOHAIMSI B CLIEGHUYECKOW paboTe HaJl POJIbIO
NEPBUYHA, XOPOILIO M3BECTHO aKTEPY npa-
MaTHUYECKOrO Tearpa, TaK Kak MPOU3HOCH-
MBbIE UM BCIIyX CJIOBA U TE€KCThI POJIU MOTYT

HE COOTBETCTBOBATh CKPBITHIM 3aMbICIIaM
repos, ero gpuszndyeckomy nosenaeHuto. Ilcu-
X0(U3UOIIOTUYECKUE CUCTEMBI AKTEPCKOTO
OpraHn3Ma pe30HUPYIOT C TAMHBIMHU MBICIIS-
MH TIEPCOHAXka, MPOM3HOCUMBIN TEKCT YKe
HE TakK Ba)KEH, CJIOBA CTAHOBATCS Kamyiisi-
YKEM TOUIMHHBIX LIEJIEN, TPUKPBITUEM LITy-
OOKO CKPBITOTO IO BHEIIHUM TOBEACHUEM
noarexkcra. M Bc€ ke 3puTenb NpOHULA-
TEJIbHO YTaJIbIBACT MPABIY, YTO B CLICHUYE-
CKOM CUTyallMM HE TaK, KaK €My BHU3YaJIbHO
e€ mnpenonHocAT. MHTOHAIMM 3ByYallero
B PE30HAHCAX TEJIECHOI0, BOKAJIBHOTO arma-
para, KaK 1 3ByKH T0JI0Ca, YKa3bIBaIOT 3pU-
TEI0 HAa WCTUHHBIC LEJINA JIEWCTBYIOLIETO
JIMLA, HAa €T0 OTHOLIEHUE K NapTHEPY, OLICH-
Ky CHTyaluud. Y WHTOHALMM HECJIOBECHBIC
dhopmbl BeIpakeHus. Mumonayus 00OHo8pe-
MEHHO 8bICKA3bIBAHUE-OUCKYPC U BbICKA3bI-
sanue-npoyecc, KaKk CMulCl mekcma, max u
menecHas paboma, Kaxk Xy00XHceCmEeHHAs.
ceManmuxa, max u gusuueckoe oelicmsue.

Hexoropeie pekuccépbl MBITAKOTCS Te-
aTpajau3oBaTh rojoc aktépa, uzberas >¢-
(eKkTa eCTEeCTBEHHOCTH, ICHUXOJIOTH3Ma H
BBIPA3UTEIBHOCTH, AKIEHTUPYS, PUTMU3YS
CJIOBAa pPOJIM B COOTBETCTBHHM C COOCTBEH-
HBIMU AaBaHrapAHbBIMU pemeHusmu. Ho
KaXbIii COBPEMEHHBIN PEKUCCEDP TPAKTYET
cioBa akTépa Kak (OHUYECKHI Marepual.
Jlokanu3ys MHTOHAIMU U PEUYEBBIE MMOATEK-
CTBI B TE€JIC APTUCTA, PEKUCCEDP CO3MAET I
HETO0 BO3MOXXHOCTh (PU3MYECKOTO BBICKA-
3bIBAHUSA-TIPOLIECCA, CBOCOOpPA3HBIC KECTHI
TeNa, YBJICKAIONIUE TBOPUYECCKYIO TICUXO(H-
3UOJIOTUI0 U BOOOPaKEHHE HCTIOTHUTEIIS.
CormnacHo yueHnto CTaHHCIABCKOIO, CIie-
HHUYECKAsl peUb apTUCTa SIBISETCS CIOBEC-
HBIM JICHCTBHEM, TaKUM >K€ (DU3NYECKUM
JNENUCTBUEM JPAMATUUYECKOIO aKTEpPa, KaK U
ME€BUYECKAS] UHTOHALHS OIIEPHOTO0 MCIOJIHU-
tens. [leBueckass MHTOHALMS — KBUHTACCEH-
LM B3AMMOJICUCTBUS TEJIECHOM U JYXOBHOM
YKU3HU WCTIOJIHUTENS, B HEM OObETUHSAIOTCS
dbusznyeckre OIIYIIEHUS, MY3bIKaJbHO-
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BOKaJbHbIC BUACHHS MAPTUU U MY3bIKaJb-
HOM ApaMaTypruy KOMIIO3UTOPA.

CaMbIM aKTUBHBIM (U3NYECKUM JIeH-
ctBUeM apTucta CTaHUCIIaBCKUI Ha3bIBal
MBICITb aKTEpa, €ro «MbIiciie-o0pas» [5, T. 1,
c. 56]. [Toatomy CranucnaBckuii mpearai
apTUCTaM «IIETh HE HOTBI, @ MBICII, TOPOXK-
JAroIIMe MHTOHAIMIO. AcadbeB TaKKe CUH-
Taj My3bIKaJbHYI0 UHTOHALIUIO «HEPa3pbIB-
HO CBSI3aHHOW C MBICTIBIO HCIIONHUTENS,
KOI7la MHTOHALMSI CTAHOBUTCS «pEabHEE»
peun. Jlnsa AcadbeBa «MHTOHALMS TPEXIIE
BCEr0 Ka4yeCTBO OCMBICIIEHHOTO MPOU3HO-
meHus» [3, ¢. 259]; «MbIcib, 9TOOBI CTAaTh
3BYKOBO BBIPQ)KCHHOM, CTAaHOBHUTCSI WHTO-
Hanuew» [Tam xe, c. 211]. YTBepxknaasa «uH-
TOHMPOBAHUE KaK MPOSBICHUE MBICIN» U
«00pa3HO-My3BIKATbHYIO peuby, AcadbeB
BHOCHUT B TOJKOBaHHE MY3bIKaJIbHOU (op-
Mbl (u3nYecKue (TelecHbIe, MCUXO(PH3u-
gyeckue) mpomecchl. [lo mpiciin Acadbea,
WHTOHAIIUS «HUKOTJIA HE TEPSIET CBSI3U HU CO
CJIOBOM, HU C TaHIIEM, HU C MUMUKOH (T1aH-
TOMUMOM) Te€la YeJIOBEYECKOI0», BKIIIOYAS
WX B «MY3bIKQJIbHBIE CPEJICTBA BBIPAZUTEIIb-
HOCTH» [TaMm xke, ¢. 212]. Ilepedpazupys ero
W3BECTHOE YTBEPXKAEHHUE, UTO «Oe3 HHTOHU-
POBaHMSI ¥ BHE MHTOHHPOBAHUS — MY3bIKH
HET», MOXXHO CKa3aTh, YTO 03 WHTOHHUPO-
BaHus HeT u Tearpa. s CraHuciaBcKoro
n AcadbeBa BaXHbI 8HYmMpPEeHHUE NPOYecchl
socnpuamus UCNOIHUMEIs, MBIIIIICHUE MY-
3BIKOH, Oelicmeue unmonayueu. Acadbes u
CraHucnaBcKui HaMETHWIH elié He pa3pabo-
TaHHYIO HAy4YHO B T'OJIbl UX JKU3HU MPOOIIEMY
CUEHUYECKOTO BOCHPHUSTHS, MOHUMAS, YTO
MIPOLECCHl NCUXOPDUIUOLOSUU BOCHPUSIMUSL
UCTIOJIHUTEIIS HE OTPAaHUYUBAIOTCS TPOCTHIM
OTpaXCHHEM. APTUCTUYECKHE OIIYLICHUS
B POJIM ¥ NIAPTUM HACTOJIBKO (PU3UUECKH pe-
aJlbHBI B TPOIECCE HCIOIHEHUS, YTO MOJ-
JIMHHBIA XYJIO)KHUK HE CTOJBKO OTpa’KaeT
MHP, CKOJIBKO CO3Ja€T HOBBI, HOBYIO TOH-
KyI0 PEabHOCTb, BBIPAKEHHYIO B CLIEHU-
YECKOM «BPEMEHU-IIPOCTPAHCTBE aKTEépa U
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cnekrakis» [11, ¢. 257-260]. OcobeHHOCTH
YEJIOBEYECKOI'0 MO3ra 3aKJII0YAETCS B TOM,
YTO €ro JOBOJBHO JIETKO OOMaHyTh, MO3T
MOXXET TPUHUMATh BBIMBICEII 33 PEAIBHOCTb,
MPOIIJIOE 3a HACTOSIIIIEE, 1aBasi CUTHAJ TEIy
BOCIIPUHUMATh U pPearupoBaTh Ha BbIMBICEI
KaK Ha IpaBy, Ha IPONLIOE KaK HACTOSIIIEE.
«Han BeIMBICTIOM clie3aMH 00OJIBIOCH...» —
€XXETHEBHAsl PEAJIbHOCTh apTUCTA.
YcraHoBKa CO3HaHUs akTEpa Ha BOOO-
pa’kaemyro peallbHOCTh a€T MpHKa3 apTH-
CTUYECKOMY IOACO3HAHUIO, TUTAET BEPY U
MIPaBIy €ro TBOPUECKOM MCUXO(PU3HOIOTHH.
MBI MOXEM HCHYraTbCsl BUCSIIETO HOYBIO
Ha BEIAJIKE MaJIbTO, HAIe BUICHUE JIOK-
HO, HO Hallleé TMEpPeKUBAHUE TaK CUIIBHO,
KaK €CJIM ObI 9TO MOTPSICEHHUE MPOU3OIILIO
C HaMHu Ha caMmoM jnene. TenecHas mpaBaa
CLUEHUYECKHUX MEePEKUBAHUIN B POJIU U Map-
TUU SIBJISIETCA OCHOBOWM MeToaa ¢u3ude-
CKHMX JEHCTBUHM U akTE€pckon cuctembl Cra-
HucnaBckoro. AcagreB U CTaHUCIAaBCKUN
MOAXOAAT K apTUCTUYECKOMY BOCIPHUSITHIO
WCIIOJIHUTEIS], KaK K MPOLECCY TBOPUECTBA,
HaNpsDKEHHOW TenecHoM, (usudeckon pa-
00Te 3IIEMEHTOB TBOPUYECKO# mcuxodu3uno-
JIOTUU apTHCTa MO (POPMUPOBAHUIO U BOC-
NpUATHIO 00pa30B, BHYTPEHHUX BUIACHUM
1 (pU3UYECKUX OIIYIICHUA B BOOOpAKCHUH
tBOpria. CerogHsa Hacieaue metona Qpusu-
yeckux AeictBuil CTaHUCIABCKOTO U yue-
HUE O BOCIPHUATUU KaK (PU3NIECKOM Jeii-
CTBUM aKTEpPA MPOAOJIKAET CBOE pa3BUTHE
B aMEPUKAHCKOM aKTEPCKOU IIIKOJIE, KOTOpAst
CUMTAET BOCHPUATUE, KTEIECHYIO», «MEK-
JTUCHUIUIMHAPHYIO TOJTOTOBKY» BayKHEM-
muMu Ju1s paboTel akTépa [1, . 263, 363].
HNcnomuurenu — mneBlbl, aKTEPBI CO3-
AT MUP (U3UYECKH OIIYIIaeMbIX HMHU
BOOOpa)kaeMbIX BUICHUI U 00pa3oB poJH,
MEPEalT UX 3PUTENSIM B MPOLECCE Clie-
HAYECKOW WHTOHAIIMU, KaK JUYHBIM Telle-
CHO-BOKaJIbHBIM CPEICTBOM BBIPA3UTENb-
Hoctu. @. M. lansnuH e cBOMX repoes
Kak Obl «pa3HBIMH TOJIOCAMWY», TMOHHMAs
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UCKYCCTBO IEBI[a KaK YMEHHE OECKOHEYHO
pa3HoO0pa3uTh BOKAIBHYI) WHTOHAIIMIO,
MO-pa3HOMY OKpalllnBasi 3BYK. Benukuii re-
BEll YTBEPXKJIaj, 4TO HE MOXET OBITh OfU-
HAKOBO OKpPAIICHHBIX TOJIOCOB, TeM OoJee,
B pasHbIX CHUTyallUsiX, Y pa3HbIX TE€pPOEB.
Bocnpustue IlansnuabiM akTEPCKUX BHU-
JIEHUH JKU3HU POJIM U MY3bIKAJIbHO-BOKAJIb-
HBIX 00pa30B MPOBOIMPOBAIH SPKHUE OIILy-
HICHUS TNIEBLA, €r0 aBTONOPTPETHI B POJISAX
3arneyarienu (U3MYecKrue XapaKTepUCTHKH,
¢uznyeckyro popmy ero repoen. «Puznye-
ckuity» nmoxaxon K ponu nasai Llansnuny Gec-
KOHEYHOE HHTOHAIIMOHHOE pa3HooOpasue.
«51 pazymMero MHTOHAIUIO HE MY3bIKaJIbHYIO,
TO €CTh JAEpP’KaHUE TAaKOM-TO HOTHI, a OKpa-
CKy ToJIoca, KOTOPbIM BeJlb J1aXe B MPOCTHIX
pasroBopax MpHOOpETaeT pa3ivyHbIC IIBE-
Ta. YenoBeKk HE MOXET CKa3arb OJUHAKOBO
OKpaIlleHHbIM ToJiocoM: “S Tebs mrobmo”
win “Sl Te0s HeHaBUXKY . byner Henpemen-
HO 0c00asi B K&KJIOM CJTydae UHTOHAIIMS, TO
€CTh Ta Kpacka, 0 KOTOpPOl 51 TOBOPIO. 3Ha-
YUT, TEXHUKA, 11IKOJIa KAHTUJIEHHOTO TIEHUS U
CaMO KaHTWJICHHOE IICHHUE €IIE¢ HE BCE, 4YTO
HACTOSIIEMY MEBIY-apTUCTY HYXKHO», — IO-
BOPUJI apTUCT (IUT. HO: [6, c. 258)]).
N3BecTHO, uTo [lansnun pucosan aBTo-
MOPTPETHI B CBOMX POJISAX, CO3/1aBaAsI «MBIC-
ne-00pa3» repoes, a KOraa Urpaj pojb U rnei
NapTHUIO, TO «BUIEI» 3TOT CBOI 00pa3-aBoii-
Huk: «Korma s moro, Bomuiomniaemsiit 06pas
Nepeio MHOIO BCETZla HA CMOTpPY, OH Mepe
MOMMH TIJa3aMH Kaxawsiii mur» [10, c. 6].
Pe3onupyromue CTpyKTypbl BOKaJbHOI'O
anmapara, TBOpYECKas TCUXO(PHU3UOIOTHS
BEJIMKOIO apTHCTa, 00pa3bl €ro TEJIECHO-
ro BooOpakeHUs ObUIH «XyIOXKECTBEHHOU
IIPOCKLIUEN CBEPHYTHIX 10 HEUPOHAIBLHOIO
YPOBHSI TPOIIECCOB BOCHPHUATUSA 0OOpa3a»
[12, c. 269-272]. «IIpOTOKOIBLHOE TIEHUE
(u3BecTHOE 1IyTOYHOE BhICKa3biBaHue Illa-
JISITIMHA) B OTIEPHOM CIIEKTaKJIe 3HAYUT TO-
pa3lo MeHbUIE HMCKYCCTBA WHTOHALMM, €€
«pu3nyeckoro OBITHS», KOTOPOE HaYMHA-

€TCS Ha CLEHE «3a» HOTaMM. 3a KaKIbIM
CJIOBOM U 3BYKOM B IIaPTUTYpE CTOST BUIC-
HUS UCTIOJTHUTENS, PU3NUECKUE OIIYIIECHUS
MX, MO3I apTUCTa MPUHUMAET BHUJICHUS Ha
BEpy, 3acTaBiisisi BUOPUPOBATh BOKAJbHBIM
anmnapar, OTAA€T MPHUKa3bl MBIIIAM, TEIY,
yyBcTBaM. [IpupoaHblii 0a30BbI TPUHIIMIT
OMOJIOrM4YecKoi 0OpaTHOW CBSI3U YeJIOBEKa
JIEKUT B OCHOBE aKTEPCKOIO MacTEPCTBA.
Cunepretuka — (0T rped. Sinergeticos
— COIVIACOBAHHOE, COBMECTHOE JEHCTBUE)
— HW3y4aeT MPOLECCHl CaMOOPTraHMU3aLUU
KUBBIX CUCTEM, KAKOH SIBIISIETCS IEBYECKAS
MHTOHALIMSL, OTIpEIEIIsAoIIas BOKaIbHO-CIIe-
HUYECKYH) MHTEPIPETALMIO ONEPHOIO CHO-
xeta. Hampumep, B armocdepe momguép-
KHYTO IpyOoOi OajlaraHHOW MYy3bIKaJbHOU
VUHTOHALMM TEBLY NIPEICTOUT BOILIOTHUTH
«TParu4ecKuil CIHOKET B KOMHUYECKOM CIO-
XKeTey, Kak 3To 3agymano P. JleonkaBamwio B
onepe «llasup». Tparnueckass nHTOHALHA
WCIIOJIHUTENS TIIAaBHOW pOJIM JOJDKHA BO3-
HUKHYTb W3 JIPaMaTU4YECKON >KU3HEHHOU
CUTYyallMy €T0 reposi — IVIOaAHOr0 akTeépa,
UTPAIOILET0 Ha CLIEHE IEPCOHAKa HAPOJHOU
KOMEJIUU B UpPOHUYECKOM ctuie. Tparuue-
CKasi MHTOHALUS Irepost poxkaaeTcst Ha poHe
KOHTPACTUPYIOLLEH C €ro NepeKNBaHUAMU
KOMITO3UTOPCKOM HWHTOHALIUU, MOMYEPKU-
BalOLEH OCHOBHOW KOH(IMKT B MY3bIKaJlb-
HOI JIpamaTypruu OIepsl B COOTBETCTBHU
¢ 3ambIiciioM aBropa omnepsl. [loaTeepxaa-
eTcsi MHEHHE AcadbeBa, UTO My3bIKaIbHOE
CONEpP/KAHUE «CIUTO C HWHTOHALMEH Kak
3BYKOOOpa3HBI CMBICI» [3, ¢. 275]. My3bI-
Ka «IpeXJie BCero MHTOHAIMS, a BHE UHTO-
HallMM — TOJIbKO KOMOMHALIUS 3BYKOBY.
[Togo6HO NCHXO0aHATUTUKY 3PUTEITH BHU-
MaTeJIbHO CIYyIIaeT HHTOHALIMIO, O YEM U KaK
€10 HaM II0BECTBYET UCTIOIHUTEINb. OnepHBIN
pexucceép b. A. ITokpoBCckuil mpakTUKOBa
«JICWCTBEHHBIN aHAIU3 MapTUTYPBD), «IEH-
CTBEHHYIO0 MHTOHAIIMIO», CBSA3bIBAsl BOKAJb-
HYIO0 UHTOHAIIMIO C (PU3NYECKUM JCUCTBHEM
ponu u nmaptun. Pexuccép yBenuunsai Kypc
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10 U3YyUYEHUIO MAPTUTYPHI 11 CTYIEHTOB-BO-
KaJIMCTOB, YUYW «PacilupOBKE» <«(TyIIEB-
HO-JICUCTBEHHBIX COCTOSIHUI» TEPCOHAXa
U3 CyMMBI HOT, IIay3, O3TUYECKOTO TEKCTA.
AHanmu3 GU3NIECKOro MOBEEHUS B MapTHH
CTUMYJIMPOBaJI BoOOpakeHue TieBlia. Ha pe-
neTuiuu onepsl «O0pyueHre B MOHACTHIPE
C. IIpokodneBa pexxuccé€p OOBICHSET, UTO
apus «[1naBaii, iaBaii ppIOKay JOKHA ObITH
«1r000BHOM apuel ppIOOTOpProBIay MeHo-
3bl. DTOT TOPTOBEL] «HUYETO U HUKOTO B HKU3-
HU HE JIIOOUT, 000XKAET TOJILKO phIOY, BIOX-
HOBJISIETCS €10 U TTOET 0 Hell apum» [4, . 207].
[TokpoBCKMI MPOCHUT apTHUCTA 3aKPBITH [T1a3a
U TIPENICTABUTh TUTABAHUE CPEIU JTFOOMMBIX
OCETPHH, CBOAMUTH PYKHU IEpEN IPyIblo, 3a-
TE€M Pa3BOJIUTh WX Ha3aj] U BHOBb CBOJIUTH,
BOOOpaxkasi yrourenpHoe rmaBanue. [Ipuém
KOMHUYECKOro (PM3NYECKOro JeMCTBUS CO3/1a-
BaJI CLUEHUYECKYIO XapaKTEPHOCTh, U3BJIEKAJ
JIOTIOJTHUTEJIbHBIE BOKAJIbHBIE BO3MOXKHOCTH,
OKUBJISUT BRIPA3UTEIILHOCTh MHTOHAIUH.
[ToxpoBckuii mpeasiarain apTUCTaM-IIEB-
1laM aHaJIU3UpOBaTh MapTUTYPY, BOILIOLIAS
KOMIO3UTOPCKHUM 3aMBbICEIl, CIIMBATHCS CO
3ByyaHueM opkectpa. A. A. MacieHHUKO-
By PEXKHUCCEP OOBACHSIET, TIOYEMY B apuu
Jlenckoro mepen aya?mnbpi0 Ha cioBax «Cka-
KU, TPUAELIb JIA, I€Ba KPACOTHI...» MEHS-
€TCsl 3By4aHUE OPKECTpa, CTAHOBSCH JIET-
ye u npospaunee [7, ¢. 32]. B 3T MUHYTHI
apTUCTUYECKas 3ajada MEeBLUA — HE TOJBKO
BEPHOE UCTIOHEHHUE MTAPTUH, 3/1€Ch MEHSIET-
cs cama ncuxoduznonorusi reposi. Kak Ha-
CTOSIIIIUM ITOAT-POMAHTUK JIEHCKUI HEBOJIb-
HO YBJICKaeTCsl 00pa3aMu, TMOTPYKaAeTCS
B MOATUYECKOE COUMHEHHUE TOTO, YTO OyaeT
IIOCJIE €T0 CMEPTHU, U 3TO — UHTOHALUS 1103~
TUYECKOT0 3KCIpoMTa. YacTo apuio UCIoI-
HAIOT KaK TSHKENOE MepekuBaHue, CKOpOHOe
npeauyBcTBUe, oOpaménHoe k Onbre, He
YUHUTHIBasE POMAHTUYECKYIO «IIO3TU3AIUION»
TeMbI cMepTH. JIeHCKHIT HEe MOXET He ObITh
II03TOM, IIEPEl POKOBOM 1yAJIbIO OH ITPOJOJI-
KAET COUMHATD, )KUTh M033Ueil. Bo3HMKat0-
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e 00pasbl, BUAEHUS 1103Ta MOANUTHIBAIOT
BOKAJIBHYIO (PU3HOJIOTHI0 apPTUCTA-UCION-
HUTEJIA, U NEeBYECKass UHTOHALMSI COOTBET-
CTBYET MY3bIKaJIbHOW JpamaTypruu, KOMIIO-
sutopckoMy 3ambiciy I1. 1. HaiikoBckoro.

CucremHas Teopusl TBOPUECTBA aKTEpPa U
MeTon ¢usnyeckux neiictBuii CraHuCIaB-
CKOTO IIPEIarar0T ONEPHOMY UCIIOTHUTEIIO
IpUEMBI U CIOCOOBI pEasIbHOTO, peaTUCTHYE-
CKOTO «(hU3UIECKOTO MOAXO0/a» K POXKACHUIO
M CTAHOBJICHUIO IE€HCTBCHHOW WHTOHAIIUH
B pOJM M napTuM. B nownckax ClieHHYecKo-
r0 Xapakrepa, 0COOOW OKPAaCKH IEBYECKOU
MHTOHAIMKU pabOTHUIBI TabauHOU (habpuku
Kapmen B «Xabanepe», pexxuccép Cranuc-
JIABCKUI IpeyiaraeT NEBUIIE B3STh B PYyKH
[BETOK. [ €ponHs TaéT ero MyX4mHaMm I100-
4epENHO, 3aTEM C HACMEIIKOW OTHUMAET, OT-
KPOBEHHO Jpa3Hs IPY3YUKOB UYPE3BBIYAWHO
rpyObIM ByJIbIapHbIM HaméEkoM [6, c. 185].
dusznyeckre MPUCIOCOONEHUST apTUCTKU
C LIBETKOM, Pa3KUT'aHUE LIBETKOM IUIOTCKOH,
rpy0oii CTUXUHU CBOOOIHBIX OTHOLIEHUH, CO-
OTBETCTBYIOT «3€PHY» MY3bIKaJIbHO-BOKaJIb-
Horo ob6paza KapmeHn, mopoxnas crenudu-
YECKHUE MHTOHALMY NIapTUH.

CeromHs K ompeneneHuro «Meron (u-
3UYECKUX JEUCTBUID» PEXUCCEPBI U Clie-
HUYECKHE TENaroru J00aBISIOT: «...n (Qu-
3udecKux ouryueHuin». [louemy e croib
TOHKOE, TPYIHO YJIOBUMOE CO3HAaHUEM MC-
ITOJIHUTEJIA SIBJIICHUE KaK I1€BYECKasi MHTOHA-
LUS TOXKE SIBISIETCA (PU3NUECKUM JICHCTBUEM,
¢dusnueckuM oiyuenuem? /IBe Teicsuu jer
Ha3aJl ApHUCTOTENb PU3BIBAI B OO0 niesi-
TEJBHOCTU OTTAJIKUBATHCS OT (PU3UUECKUX
OLYLICHNH, IOPOXJAIMX YyBCTBEHHOE
BOCIIPUATHE — OCHOBBI YEJIOBEYECKOIO 3Ha-
HUS U TBOPYECTBA. AHAIM3UPYys AKyCTHYE-
CKue OCHOBbI MHTOHMpoBaHus, H. Ilepesep-
3€B YKa3bIBA€T HA 3aBUCUMOCTH «CIIYXOBBIX
OLIYUIEHUI» OT «(PU3NMUYECKON KOHCTUTYLIHH
4esioBeKay. «JIormuHoe, OCO3HaHHOE HHTO-
HUPOBAHME» BO3BOAUT MY3bIKaHTA U3 TITyOHH
YYBCTBEHHOIO IPOKUBAHMS ITPOU3BEICHUS
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B PAHI «MY3bIKaJIbHOI'O MBICIUTEIS» U IO
JUHHOTO XyAoKHUKa [8, ¢. 12]. Bocnpusitue
apTUCTOM COOCTBEHHBIX OUYUYEHULL O POJC-
OEHHBIX €20 dHce B00OPANCEHUEM BHYMPEHHUX
sudenutl, NaéT OTTEHKU MEBUYECKOTO MHTOHU-
poBanusi. @u3nuecku paboTaeT TENo TEBIa,
pe30HUpYeT, BUOpUPYET MCUXO(U3NOIOTHS,
SMOLIMOHATIbHASE M aCCOIMAaTUBHAsI NaMsITh,
yM, BOJIsI, 9yBCTBO. BKITIOUar0TCS MOTOpHBIE
U HEUPOHAJBHBIE CHCTEMBI, MBILIIbI, MO3T
UCHONHUTENA. MOXHO yTBEpXKIarh, 4YTO
«BOCHPUATUE CTAHOBUTCA JCUCTBUEM, IEH-
ctBueM (pmsmueckum» [13, ¢. 48-50]. Crép-
HYTO€ JI0 HEHPOHAJIBHOTO YPOBHS (U3MUe-
CKO€ MOOY>KICHUE, MTO3bIB K ICUCTBUIO, — y3KE
NPOEKIIMOHHOE JIeHCTBUE MbICIIe-00pas3a ap-
TUCTA JJIsl IOCTPOEHMSI IOBEACHUS Tepost, KaK
B paccMOoTpeHHOM Bblle npuéme O. M. Ila-
nsnuHa. Bocnpusitie coOCTBEHHBIX BOOOpa-
YKaeMbIX BUJICHUH, ONIYIIEHUNA U eCcTh (Pu3u-
YECKOe JICHCTBUE apTHUCTA U MEBLIA B €r0 POJIU
U maptuu. TBOpYEeCcKOoe BOCHPHUSTHE — CO-
3[IaHHE BCEI/a HOBBIX HIOAHCOB B 3HAKOMBIX
o0pazax J1aBHO HCHOJIHSIEMbIX HOT, B MU3aH-
CIICHaX JaBHO MOCTABJICHHOTO CIIEKTaKJIs, CO-
3[1aHKE aKTEPCKUM BOOOPAKEHHEM «3aHOBOY
UH(OPMAITUH O KU3HU CBOETO I'eposi B 3HAKO-
MBIX PEKUCCEPCKUX MU3AHCLICHAX.

My3bika Bcelesio BPEMEHHOM BHJI HC-
KyCCTBa, CaM TeaTrp POAWICS U3 MY3bIKU.
[loBTOpEHHE  «BYEpAITHErO  CIIEKTAKJIS»
HEBO3MO)XHO, BpPEMsSI ONEPHOIO CIIEKTAKISA
— 3TO MPOCTPAHCTBO HOBBIX KOMOWHAIUI
APTUCTUYECKUX BUJICHUM U OLIYIICHUH, HE-
NpephIBHAsT UMIPOBU3ALUA, «(HU3HUECKOE
JIECTBHE» MO CO3JIaHUI0 U BOILIOMICHUIO
BOKaJIbHO-MY3BIKJIbHBIX 00pa3oB. Ormepa
co34a€T BCErIa HOBOE BPEMS-IPOCTPaH-
CTBO, CLICHUUECKYIO PEAIbHOCTD JICHCTBYIO-
IIMX Ha CLEHE JIULI, HOBBIN Xy/10’KECTBCHHBIN
MUp, nepenaBas ero 3purensaM. Kaxiapri
CHEKTaKJIb SIBJISIETCS OUYEpEeAHbIM CO3/a-
HUEM 3TOTO CIICHMYECKOIO MHUpPa 3aHOBO.
ABryctuH bnakeHHBIN omnpenesnsa BpeMs
KaK MPOCTPAHCTBO HAIKMX YYBCTB, MO3TO-

My TIEBEI-XYIO)KHUK Ha Ka)XKJIOM CTICKTaKJIe
¢u3znyeckn co3Aa€T CBOK CIEHHUYECKYIO
peaNbHOCTh 3aHOBO U 3aHOBO €€ (PU3MUecKu
nmo3HaéT. Tak, y MIIAJCHIIEB CIOCOOHOCTH
K OIIYIICHHWIO, Y3HABAHUIO U BOCIPHSITHIO
00BEKTOB TpUpaBHUBAECTCSH K (POpMHpOBa-
HUIO CO3HAHUS, YMEHUIO OCO3HABaTh MUD,
yBueTh cedsa B HEM. Hemapom Cranucnas-
CKUI MPU3BIBAJI APTUCTOB K BEPE B CLICHUYE-
CKYI0 peaJbHOCTh, CPAaBHHUBASI BOCIIPHSITHE
apTUCTa C HAWBHBIM BOCIIPUSTHEM pEOCHKA.

MoxHO cka3aTh, 4TO TeBUECKash WHTO-
HaLUSL 3TO CIOHCHOOP2AHUZ0BAHHOE CYEHU-
yeckoe oelicmaue, OPraHnueCKOe eTMHECHNE
MHOKECTBA PA3HONPUPOAHBIX 3JIEMEHTOB
TBOPYECTBA OMNEPHOTO HCIOJHUTENS. MBI
BHJIMM MHOTOYPOBHEBYIO OpTaHU3AIIHIO,
IPUPOJTHYI0O MHOTOMEPHOCTh WHTOHAIIMH,
KaK «CUHep2emuyeckoco eouHcmea Qusu-
YecKo20 U NCUXUYECKo20» 6 pabome nesya
[14, c. 431-436]. Cps3p (¢GU3HUYECKOTO U
TICUXMYECKOTO B apTHUCTHUYECKOM TBOpYE-
CTBE TMOKa3bIBaeT BCE Oojee MIyOOKue B3a-
UMOJICHCTBUS, OTCYTCTBHE I'PAHULIBI MEKIY
HUMH, OTKpbITOe CTAaHUCIIABCKUM B METOJIE
dbuznyeckux aercTuil. «CroxXHbBIE )KUBbIE
CUCTEMBbl TPEOYIOT TaKOrO K€ CJIOMXKHOTO
MI0/IX0/1a, YHUBEPCATILHOTO CUCTEMHOTO Me-
KAUCLMIUIMHAPHOTO aHanu3a» [12, c. 269—
272]. HoGenesckuii naypear W. P. Ilpuro-
KUH OTPEENIIeT, YTO HayKa CErojiHs Ie-
PEHOCHUT aKIEHT WCCIEIOBAHUS CIOXKHOO-
PraHM30BAHHBIX CHUCTEM C «CyOCTaHITUM
Ha «OTHOIIEHUE, CBsI3b, BPEMS», MOTOMY
YTO y HayKU «YHUBEpCAIbHASI MHUCCHS, KO-
TOpasi 3aTparuBaeT B3aMMOJCUCTBUS IPH-
POIIBI U YETIOBEKA, YEJIOBEKa C YETTOBEKOM)
[9, c. 16-17]. C ecrecTBeHHOHAayYHOU
TOYKHA 3PEHUS MHTOHAIIMU YEJIOBEUECKOTO
rojoca MUMEIOT MPUPOAHBIE TMCUXO(pU3u-
onornyeckue, (pU3MUecKue B3aUMOCBSIZH
B MBIIIICYHO-MOTOPHBIX H PE30HAHCHBIX IPO-
rpaMMax opranusma. [y aHamuza My3bl-
KaJIbHOTO, BOKQJIBHO-CIIEHUYECKOTO HCKYC-
CTBa U TBOPUYECTBA MPEACTABISICTCS BAXKHOM
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MEXJIUCIUIUIMHAPHAs pa3paboTKa Teopuu
pe3onanca. Hoseilmme OTKpbITHS ecTe-
CTBEHHBIX HAyK O YEJIOBEKE KOIa-TO IOMOT-
a1 CTaHHUCIABCKOMY IPUCTYNUTh K CO37a-
HUIO CUCTEMHOU TEOPUH TBOPUYECTBA AKTEPA,
OTKPBITh METOJ (PU3HUECKUX IeHCTBUI B pa-
6ore aktépa. Eciu nepedpasrpoBars BbICKa-
3piBaHMe J. IpénuHrepa «4To Takoe )KU3Hb
C TOYKH 3peHHsI (U3UKU», TO BOIPOC «UTO
TAKO€ HCKYCCTBO II€BYECKOM HHTOHAIMH

C TOYKH 3peHUst PU3UKU?» yiKEe HE KaXKeTcs
CMEILHBIM U ITparMatudHbIM. McenenoBanue
IIEBUESCKOM HHTOHAIIMM KAaK >KHBOM CIOXK-
HOOPTraHU30BAHHON (CHHEPreTUYeCKOM)
CHCTEMBl HE MOXET OCYIIECTBIAThCS 0e3
MEXIMCIUILIMHAPHOTO 000CHOBaHUS, ecTe-
CTBEHHOHAYyYHOTO M TYMAHHUTapHOIO OIHO-
BpeMeHHO. MIMeHHO B 3Toi 00nacTy Hayku
MOTYT pa3peluThCcsl TEMbl U UHTEPECHI Ha-
YYHOT'O UCKYCCTBOBEICHMUS.
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Menoamka azep6aiiA)KaHCKMX HAPOAHBIX NeceH

AzepOaifpkaHCKHUE HApOJHBIC TIECHU, SIBJISSICh OMHUM M3 OCHOBHBIX BHJIOB TPAJAUIIMOHHON
MY3bIKH, UMEIOT 0OTaThIii MEJIOJUYECKUIN CTHIIh. DTH MPOU3BEACHUS UCKYCCTBA, CO3AHHbBIE el
B IpEBHUE BpEMEHA, OKa3aJIi OOJIBIIIOE BIUSHAC U HA MEJIOINIECKOE PA3BUTHE IPYTHX MY3bIKATbHBIX
KAHPOB: MYTaMOB JSCTISIX, 3epOM-MyramMoB, MyramMoB Mayioii (hOpMbI, TECHHU(OB, PSHITOB U
anryrckoit My3siku. Mccienys u oOHapyKuBasi B IECHSAX HECKOJIBKO BUIOB MEJIOJTUKH, MbI HAXOJUM
pa3IUYHBIC THITHI MEJIOAUYECKOTO JIBUKCHHUS: OTIEBAHUS, CEKBEHIINH, TIPEbEMBI, TOBTOPBL. OCHOBY
HAPOJHBIX TIECEH COCTABJISIFOT HUCXOSIINE METIOINYECKUE IBMKCHUS, Y KOTOPHIX INIABHYIO POJh
MMeEeT 3aKIIIoueHHEe Mpeniokenus. [Ipy aHamm3e HapOAHBIX MECEH BBISABISETCS BUJ CEKBEHIIUH,
KOTOPBIN MBI MOKEM HA3BaTh «CEKBEHITHS BHYTPU CEKBEHINI». OMH U3 BUIOB PA3BUTHUS MEIIOTUU
— 3TO MHOTOKPAaTHOE TIOBTOPEHUE, B KOTOPOM BCTPEYAIOTCS THIBI: TOYHBIC, BapHAIIMOHHBIC,
CEKBEHIIMOHHBIC, CEKBCHIIMOHHO-BAPHAIIMOHHBIC U OPHAMEHTUPOBAaHHBIC. MEIOMUYECKUN CTUITh
Y BHJBI MEJIOIUU a3epOailKaHCKUX HAPOMHBIX MECEH HAMPSAMYK 3aBHCAT OT HAI[MOHAJIBHBIX
JaIOBBIX OCHOB. TOHHMKA U OCHOBHBIE YCTOWUYMBEIC CTYTICHH CEMHU a3epOaiiXKaHCKUX Ja/I0B (PacT,
IIyp, CErsX, Yaprsx, IIIOMTEpP, OasATHI-IINPA3 W XyMalOH) C IMOMOIILI0 ONEBAaHUS HAXOJST CBOIO
MOJIHYIO peayn3anuio. YacTo MCHONb3yeMblil BUI MEJIOAMYECKOTO Pa3BUTHUS — MPEABEM TOXE
3aBUCHT OT MHTOHAIIMOHHBIX 0COOCHHOCTEH OTHOTO M3 HAIIMOHAIBHBIX JAJI0B (CETsiX).

KitoueBslie cioBa: azepbaiipkaHCKUe HAPOAHbIE IECHU, TPAJAUIIUOHHAS MY3bIKa, TUIIBI MEJIOJUH
U CEeKBEHIIMs B a3zepOaiixkaHCKOU TIeCHe.
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The Melodicism of Azerbaijani Folk Songs

Azerbaijani folk songs, presenting one of the basic genres of traditional music, possess an
abundant melodic style. These works of art, created back in early historical times, have also
exerted considerable influence on the melodic development of other musical genres: the mugam’s
dyastgyakh, the zerbi-mugam, the small-form mugams, the tesnifs, the ryangs and Ashug music.

While researching and discerning several types of melodicism in the songs, we have discovered
various examples of melodic motion: singing around a central pitch, sequences, anticipations and
repetitions. The basis of folk songs is formed by descending melodic motions in which the most
significant role is played by the conclusion of the phrase. Upon analysis of folk songs, a type
of sequence is revealed which may label as “a sequence within a sequence.” One of the types
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of melody is a manifold repetition, in which the following types may be encountered: precise,
variational, sequenced, sequenced-variational and ornamental.

The melodic style and types of melodies in Azerbaijani folk songs depend directly on the
foundations of the national modes. The tonic and the basic stable scale steps of the seven Azerbaijani
modes (rast, shur, segyakh, shyushter, bayaty-shiraz and humayun) with the help of singing around
the stable pitch find their complete realization. The frequently used type of melodic development —
the melodic anticipation, also depends on the intonational particularity of one of the national modes

(the segyakh).

Keywords: Azerbaijani folk songs, traditional music, types of melody and sequence in

Azerbaijani song.

JIMH U3 CaMbIX OOTaThiX W IIUPOKO
pacnpocTpaHEHHBIX KaHPOB azep-
0ailPKaHCKOTO MY3BIKaJIbHOTO HC-
KyCCTBa — HapOJHbIE TIECHU, B MIEPBYIO OYe-
pelb BBISBIISIOT c€0si B MHOTOCTOPOHHOCTH
u pazHooOpasuu popm. [lepenasascey ucro-
KOH BEKOB M3 yCT B yCTa, o0oramnasich nyTém
pa3BUTHs, a3zepOalPKaHCKUE HapOJIHBIC
NIECHU M3BECTHBI B Pa3HbIX CTPaHax MUpA.
[lepenatompe coOOBITHS HAPOIHOM KU3-
HU U COYMHEHHBIE COIVIACHO TPEeOOBAHUAM
POXKIAEHHOTO X BPEMEHH, IIECHU BBICTYIIA-
IOT BECTHUKAMU SIPKUX CTPAHUI] UCTOPHH.
B necHe Ha CHHKpETUYECKOM OCHOBE CILIE-
TaeTCs MHOKECTBO Pa3JIMYHBIX KOMIIOHEH-
TOB, M T2 0COOEHHOCTh PACIPOCTPAHIETCS
HE TOJIBKO Ha a3epOailjkaHCKUe NEeCHHU, HO
Y Ha BCE JKaHPbl HAPOJHOU MY3bIKU.
AzepbaiipkaH UMEET CHIIbHBIE TpaJiv-
LIMOHHBIE OCHOBBI, IJ€ MNOAPa3yMEBAETCS
«HE TONBKO (HONBKIOPHBIA MaTepuai s
ATHOrpAQHUUECKUX HKCHEAUIINA U MYy3€eB,
a JIpEBHUE XYIOKECTBEHHbBIC TpPAIULIMH,
KOTOPBIE KHBBI O CUX MOP U OPOPMIISIOT
BeCb 00pa3 KU3HH, SBIASICH “MapKepamu’
HallMOHAJIBLHOW UJIEHTUYHOCTWY [3, c. 57].
AzepbOaiipkaHCKUe  HapOAHBIE  Tec-
HU HMEIOT 0O0raro pa3BUTYIO MEJIOIUKY.
OT0 MOXXHO YBHUAETh HE TOJHKO B HAIMO-
HaJIbHBIX MY3bIKAJIbHBIX XaHpax (IeCHU U
TaHIIbl), @ TAaKXX€ B HApPOAHO-NPOGEeCcCHo-
HAJIBHOW alllyrCKOM MYy3bIKE, KaHpax IMpo-
(eccruoHanbHON MY3bIKM YCTHON TPaJAuLIuU

— Myramax. «Memonuss B CpeJHEBEKOBOM
alIyrcKOM I033MM BBINOJHSIA HECKOJb-
Ko BakHBIX (pyHKImii. [Ipexne Bcero, oHa
SABJSUIACH JUISl allyra BaKHBIM CPEICTBOM
BO3JCHCTBUS Ha MyOJIMKY: MEJOIUs CO3-
JaBana ompeneiéHHylo armochepy s
BOCIIPUATHUS ITPOU3BEICHHUs, HAcTpauBaja
ciymiareneil Ha Hy»XHbIN J1aJl, mpoOyxKaaa
y ayIUTOpUH HEOOXOMUMYIO aIlyTy 3MOIHO-
HAJIBHYI0 PEAaKLIHI0, IOBBIIAJIA CTEIEHb
BOCIIPMMMYHBOCTH CITylIaTresield K pacKpbl-
BaeMoii Teme», —3TH cioBa C. H. BopoObépa
MOKHO MPUMEHHUTH U K azepOailiKaHCKUEM
HapOJIHBIM NECHSM |35, c. 58].
Menoauueckoe ©OOrarcTBO HapOIHBIX
MECEH HAIMpsIMYI0 CIOCOOCTBOBAJIO Pa3BH-
TUIO HAalMOHAJIBHOW JIAJIOTOHAIBHOU CH-
crembl. JlagoBas opraHusanus azepOaiii-
AHCKOM MY3BIKA pa3palaTbiBaniach yxke
B CpenHue Beka B TpakTaTax KpyHHEH-
mux yu€Hbix. M3BectHble MbicnuTenu Ca-
¢uagmua Ypmasu (XIII B.), A6ayn Kamgup
Maparau (XIV B.) u MHOTHE ApPYTHE U3Y-
yanu (QOPMUPYIOUIYIOCS CHUCTEMY JIAJOB
B MY3BIKQJILHOU KyJbType cTpaH Bocroka.
B coserckuit nepuoa Teopust J1aia moiaydun-
Ja pa3BUTHE B KallUTAJIbHOM TPYAE OCHO-
BOTIOJIOKHUKA a3epOaliPKaHCKOM KIIacCH-
yeckoi My3biku Y. ['apknbexoBa « OCHOBBI
azepOalKaHCKOM HApOAHOM  MY3BIKK
(baky, 1945). PazBuTne azep0OaiiKaHCKOTO
HCKYCCTBA ITOKa3aHO B TPYJAax BBIJAIOIINX-
¢4 COBETCKHUX Yu€HbIX B. bensesa, B. Buno-
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rpajzoBa, a3epOailJKaHCKMX MY3bIKOBEIOB
b. I'yceitany, P. 3oxpabosa, M. Mcmaiinosa,
P. Mamenoga, 3. Cadaposa u npyrux. Oc-
HOBHbBIE OCOOEHHOCTHM HApOAHON MY3bIKH,
a TaKXe allyrcKoil My3bIKH, MyraMOB pac-
CMaTpUBAIOTCS YUEHBIMU B Psily 0011el Me-
TOJOJIOTUY aHAJIN3A TEOPETUUECKUX KOMIIO-
HEHTOB. B moaxone kK M3y4eHHI0 MENOANH
B KOHTEKCTE JIaJIOB Mbl MPUIEPKUBAEMCS
TEPMUHOJIOTHH, Pa3pabOTaHHOW B TpyJax
Ha3BAHHBIX UCCIEA0BATENEH.

JlanoBy10 OCHOBY IE€CEH COCTaBISAIOT
HAllMOHAJIBHBIE JIaABl: PACT, LIyp, CErsiX,
HIIOIITEP, YaprsixX, OasThI-IIKMPa3, XyMaroH.
XOTSl OHU OTJIMYAKOTCA OT COCTABJISIOLIUX
OCHOBY E€BPOIIEMCKOM MY3bIKM Maykopa u
MHUHOpa, TEM HE MEHEE, MEXJy HUMHU Ha-
OJIOAIOTCSI M HEKOTOpbIE OOIIUE YEPTHI.
Kaxxnp1ii uMeeT coOCTBEHHOE 0003HAUYEHHE,
CBOE0Opa3Hyto CTpyKTypy. OQHON U3 OTIIH-
YUTETBHBIX YePT a3epOail/PKaHCKUX JIaZ0B
SBIIIETCS UX MHOTOCTYNEHHOCTb. B 00pa-
30BaHUM MEJIOAMM JIaJl0Bble CTYIEHU O00-
TanaloT (QYHKIMOHAIBHOW 3HAYMMOCTHIO.
B orminuune ot maxkopa, MMHOpa U JIPYTUX
nanoB, o teopuu Y. I'ajpxubexoBa, J1ajbl
azepOaif/PKaHCKOW MY3bIKM COJEpXKar OT
8 mo 11 crynenen.

Kaxnas crynens 3Bykopsia aszepOaiin-
YKAHCKOIO J1aJja HECET Ty WM HMHYIO JIaJo-
BYI0 (DYHKIIMIO: TOHHMKA (Maiie), HIKHUN U
BEPXHUI BBOJHBIA TOH TOHUKHU, BEPXHSASA U
HIDKHSSL TepIHs TOHUKY U T. 1. B azepOaiin-
YKAHCKOW HapOJHOM MY3BIKE CTYNEHH OIpe-
NENIEHHOTO JIa/la XapaKTEepU3yIOTCs HE 110
COCTOSIHUIO «YCTOMYMBBIX» U «HEYCTOWYU-
BBIX» CTYIIEHEH, HO MO THUILYy «OMOPHOM CTY-
neHw». To ecTh, B MEJIOIUH, ONHUPAIOLIAsICS
Ha asepOaii/pPKaHCKUE JIaJbl, MCIOIb3yeTCs
HE TOJBKO TOHHKA, HO TaKXe€ M HEKOTOphIE
IpyTUE OIOpPHBIE CTYIEHH, KOTOpBIE IIPH
MEJIOJMUYECKOM JIBIKEHUU O0pas3yroTcs IIy-
TEM BapbHpoBaHUA. B ominume ot maxkopa
¥ MUHODA, B a3epOaliPKaHCKHX JIaaX OfHa
U Ta K€ CTYNEHb MOXET MMETh pa3jIMYHOE
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dyHKIIMOHATEHOE onpenenenue. Hampumep,
BBOJHBIN TOH Ma)kOpa U MHUHOPA OTHOCUTCS
TOJIBKO K TOHHKE, a B a3epOailkaHCKuX Ja-
Jlax 3TOT TOH OTHOCHUTCS HE TOJILKO K TOHUKE,
HO ¥ K OCHOBHOMY TOHY, K TEpLIUU U KBUHTE.
bosnpioe kKoaMuecTBO BBOAHBIX TOHOB SBJISA-
€TCSl XapaKTEPHOM YEPTOM, IMOKA3BIBAIOLLIEH,
YTO HECKOJIBKO CTYNEHEH jaja MOoIydaroT
CaMOCTOSITEJIbHOE 3HAYEHUE U CTAHOBSTCS
yCTOMUMBbIMM cTyneHsMu. Crnenyer Tak-
KE OTMETUTh, YTO YCTOWYMBBIE (ONOPHBIE)
CTYIIEHU B 3aBUCHUMOCTH OT JIaJ1a HaXOASTCS
Ha pa3ln4HbIX cTyneHsx. [Ipumepom stomy
MOET OBITb OecsamucmyneHnuslii 1ad pacm.
B HEM yeThIpe yCTOMYMBBIX CTYTIEHN: TOHUKA
(IV crynens), Tepuust Tonuku (VI cTymnens),
BepxHss kBapra ToHUkH (VII crymens) u
kBuHTa ToHUKHU (VIII cTynens).

AzepbaiikaHCKHe HAPOIHbBIE TIECHU SIB-
JISAFOTCS] IPUMEPOM MOHOAUNHOM KYJBTYPBI.
Haponnble nmecHH, BO3HHMKILINE B OJIHOIO-
JIOCHOM BH/JI€, UCTIOIHSIOTCS COJIMCTOM WU
B YHHUCOH ¢ XopoM. Ho B menonusax Hapon-
HBIX MECEH Hapsaay ¢ OoNbIIoN (yHKIIHO-
HaJbHOW 3HAYMMOCTBIO OCHOBHOTI'O TOHA, OH
TaK)kK€ CTAaHOBUTCA (PYyHIAMEHTOM TapMo-
HUYECKON CTPYKTYpHI Jafa. ToHuKa Hapsay
C OCHOBHBIM TOHOM CO3Ja€T TapMOHUYECKHE
3BYKOBBIE COEIUHEHHUS, BOCIPOU3BOMALINE
CBOE0OPa3HYI0 aKKOPJOBYIO CTPYKTYPY.

[Ipunnunel co3gaHus Jaja CBS3aHbI
C MyTraMHBIM HCIIOJIHUTEIbCTBOM, BEIY-
Y10 POJb B KOTOPOM UTPAeT 3BYKOBasl Ha-
CTpolika UHCTpyMeHTa map. ConocraBiuss
TOHUKY C OCHOBHBIM TOHOM, & TAKXK€E CTPOI
Tapa co CTPOEeM Myrama MO>KHO HaOJroAaTh
dbopMHUpOBaHUE 3BYKOBBIX COEIUHEHUHN,
BBISIBJIIFOLIUX HE TOJIBKO MOHOAUIHYIO, HO
TaKXe U TAPMOHUYHYIO CTPYKTYpY Hapoa-
HOU MY3bIKH.

[To »To0it mpuuuHe, TOBOPsl 00 ONEeBaHU-
X 3ByKa B a3epOailJPKaHCKUX HapOIHBIX
MECHAX, HEOOXOAUMO MOAYEPKHYTh UX 3a-
BUCUMOCTb OT JIaJla, TOHUKU U YCTOMUUBBIX
CTYIICHEH.
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OneBaHue yCTOMYMUBOTO 3ByKa MEJIOANHN
uMeeT 0co0oe 3HaYCHHE JUIA BCEX JKaHPOB
azepOailIyKaHCKOM HAPOJTHOM MY3BIKU. DTOT
(dakTop Tak)Ke BaXKEH B Pa3BUTHUN MEJIOAMH.
JI. A. Mazenb yka3bIBaeT, 4YTO «B OOIIEH
JIOTUKE MEJIOJUYECKOTO Pa3BUTHUS KaXKbIi
3BYK, Ka)<Jasi MHTOHALUsl MEJIOIUU, Haps-
Ny C JaJ0OBBIM 3HAUE€HHUEM, UMEET U CBOIO
MEJIOANKO-IMHEAPHYO (YHKIUIO, TECHO
CBA3aHHYIO C JIaJJOBOI, HO B TO € BpPEMs
710 U3BECTHOM CTETIEHH CaMOCTOSITEIbHYIO»
[11,c. 100-101]. [To muenwuto U. B. AGesra-
y3, B OCHOBE a3epOaii»KaHCKOTO J1aJI0BOTO
WHTOHUPOBAHUS JICKUT CIIOKHAsI CHUCTEMa
LEHTpAJIU3alH YCTOsI BOKPYT TOHUKH. Mc-
XOAHBIM HAyajoOM B TEHE3UCE MY3bIKaJlb-
HbIX MHTOHAIMH SIBJISIOTCS MHTOHALIMOHHAS
YCTOMYMBOCTH, TEHACHIIMHA K 0COO0TO pozaa
LHEeHTpanu3auu: «Beaymum nTpUHIUIIOM
B 3TOM MPOLECCE LEHTPAIU3ZALUMU CTAHO-
BUTCS] TAKUM 00Pa30M MPUHIIUI OTIEBAHUS
(em.: [7, c. 6]).

B wMmenoremaru3sme HapoOIHBIX IECEH
OnpeeNI€HHbIN yCTOH (B OCHOBHOM 3TO TO-
HUKa WIH Jpyras OlopHas CTYIEHb) OleBa-
€TCs COCEIHUMU CTYIIEHSIMH Ha PACCTOSIHUU
NIOJTyTOHA, LIEJIOT0 TOHA U MOJyTOpa TOHOB
(B meCHAX, OCHOBBIBAIOIIMXCS Ha Jajax
yaprsix U unomrtep). Camblii MPOCTON THI
X0J1a, KOTOpPBIA oOpariaer Ha ce0s BHUMa-
HUE B MPOLECCE aHaM3a, — 3TO ONEBAHUS
TOHUKH COMYTCTBYIOIIMMHU COCEIHHMH IO-
Jocamu.

ToHuka B azepOailpKaHCKUX Jlaax Ha-
XOAUTCS HE HA MIEPBOM CTYIIEHH 3BYyKOps/Ia,
a Ha 4eTBEPTOM, a B HEKOTOPBIX Jlaax —
U Ha mectoid. OTMETUM TaKKe, 4YTO TOHUKA
omnpeensieT TOHAJIbHOCTD U SIBJISETCS TaB-
HOI CTYINEHbIO 3BYKOpsJa, KaK HalpuMmep,
B C dur, a moll v B c rast, d segah u 1. 1.

BHyTpu 01HOM IECHU MOXKET BCTPEYATH-
Cs aXke oneBaHME TPEX 3BYKOB. [lokaxem
3Ty OCOOCHHOCTh Ha TpuMepe necHu «Be-
cennee ytpo» (mpumep Ne 1), ocHOBaHHO#
Ha J1aJIe CeTsX:

1) xBuHTa 0ocHOBHOTO TOHA (VI CcTyneHs)
— conb' (OCHOBHOW TOH JlaJia CErsiX Haxo-
nutcs Ha Il crynenu; sta cTyneHb Urpaer
[JIaBHYIO POJib, KAK M TOHUKA);

2) BEpXHUI ONEBAOLIUI 3BYK TOHUKHU —
¢a’ (V cryrnens).

3) Tonuka (IV crymens) — mu!.

[Ipumep Ne 1 Haponnas necus
«Cexep, cexep 53 yarb»
(«Becennee yTpo»)'
x4
0 —

Ld L4 L4
1.So- hor, s - hor

vz ga - B,

C%b
i
il

< N N\
ba- tir li- lo, bat-la - ga! Ba- tir li-lo, bat-la - ga.

Hcxons w3 CKa3aHHOTO, OIIEBaHUC
YCTOMUYUBBIX CTYIIEHEH B a3epOaiipkaHCKUX
HApOJHBIX MECHSAX MOXKHO CIpyNIIMPOBATh
ciaenywomum obOpa3zoMm: a) tonuka (IV u
VI); 6) kBunta tonuku (VIII), B nage ce-
2sax kBUHTa ocHOBHOTO ToHA (VI); B) kBap-
ta Tonuku (VII); r) meguanrta Tonuku (VI);
1) BEpXHUM OTMEBAIONINI 3ByK TOHUKHU (V);
€) OKTaBa OCHOBHOTO TOHa B JaJie ceasx
(IX), ToHHKa Ha OKTaBY BHIIIIE B JIAJIC YAP2sX
(XI), 3aBepuiatronnil TOH B Jaje wiowimep
(I1T) u mp.

Menonuka aszepOaiJKaHCKUX HapOJI-
HBIX TIECEH 00JaJaeT SIPKOW AMOIMOHAIb-
HOU OKpackou. B mpumepax HapOAHBIX me-
CEH BBISABISIIOTCS JIBa BUJIa MEIOAUYECKOI
JEeKJIaMallii: PEUUTATUBHASL U PACIICBHAS.
PeuntatuBHas geknamManus  OTTEHSIETCS
B OCHOBHOM OJIHOBBICOTHBIM IOBTOPOM
3BYKOB U Y3KHM JHANa30HOM MEJIOIUU.
PacneBHas gexnamanusi, oTan4ascb ocoOom
BBIPA3UTEIbHOCTBIO, YacTO MPOTUBOIIO-
CTaBJIsIeTCsl Ha OJUM3KOM PACCTOSIHUU C pe-
YUTATUBHOU IekiaaManuel. PeunmraruBHas
U pacrneBHas MeEJIOAMYEcKas JeKJIaMallus
COOTBETCTBYIOT Kak 5-, 6-, 7-, 8-CIOXKHBIM
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CTUXOTBOPHBIM CTpPOKaMm, TaK M MHOIO-
cnoxsabIM (11-coxkuabIM U 6osee). B atom
Cllyyae KOPOTKHE MY3bIKallbHbIE MOCTpOE-
HUSl, paBHBIE CJIIOTOBBIM TpymmaM, 0Obeau-
HAIOTCS B KPYIIHBIE.

AzepOaiipkaHCKHE HapoAHbIE TMECHU
SBIIIOTCSI IPUMEPOM OOTaToro Meyoauye-
ckoro ABrkeHHs. OCHOBY MENOAUYECKOM
JIUHUW COCTAaBIIAIOT HECKOJIBKO TUTIOB JBHU-
KEHUS: «...MeJloaus oOpasyeTcsi U3 B3au-
MOJICMCTBUS PUTMUYECKU OPTaHU30BAHHBIX
3BYKOBBICOTHBIX  IMOCJIEIOBaTEIbHOCTEN
<...> 4YeTblpe BUJA Pa3IMYHBIX HAIpaBIIC-
HUM JBWOKEHHS Menoauu: 1) Bocxopsiee;
2) nucxongiiee; 3) BoaHooOpa3Hoe; 4) ro-
pusoHTabHOEY [12, ¢. 258]. [lns azepbaiin-
KAHCKUX HApPOJHBIX MECEH TaKXe Xapak-
TEPHO HECKOJbKO BHJIOB MEJIOJUYECKOIO
JIBUKEHHUSI. ITO TUIIBI HUCXOASAIIUE, BOCXO-
JSIME U CMEIIAHHbIC: HUCXOJAIIE-BOCXO-
JSIIME U BOCXOJSIIC-HUCXOSIIHE.

OCHOBHBIM MEJIOANYECKUM JIBHIKEHU-
eM JIT BCcel a3epOaiipkaHCKOW HapoIHOM
MY3bIKH SIBIISIETCS Hucxooauee. Bocxons-
1iee MeJ0UYECKOe IBUKEHUE BCTPEIACTCs
O4YEHb peiKo. be3yciioBHO, 3TO SIPKO BbIpa-
KEHO U B HApPOJHBIX MEeCHAX. MBI HarAI-
HO BUJUM HUCXOJSIIEE IB)KCHHE B MECHE
«Actpaxanby (mpumep Ne 2).

[Ipumep Ne 2 Haponnas necHs «Xemrepxan»
(«Actpaxanb»)?
0 [ L B tr N r
.)v & 3 T T & |- I & T = = I
ay-qa-yt - dib go - lon - do yi - ki gond o - lur

Jlnd Menoguu HapoAHBIX MECEH, HAPSILY
C IOCTYIIEHHO HUCXOJAIINM U BOCXOASIIUM
MEJIOAUYECKUMU JIBUKEHUEM, XapPaKTEPHBI
pa3IMYHbIE BUJIBI CKA4KOB. JTa OCOOCH-
HOCTh HAOIOMaeTcs BO MHOTHUX >KaHpax
azepOalKaHCKON MY3bIKU, B TOM YUCIE U
B HAPOJHBIX MECHSX.

B Hauanme wMy3bIKaJIbHBIX MPEIJIOKE-
HHI 4aCTO BCTPEYAIOTCS CKAYKU OT TEPLUUHU
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70 cenTHUMbl. MHOrooOpa3HbIMM MYyTSIMHU
OHHU JOCTUTAIOT OOBIYHO TOHHKHU HJIU JAPY-
roi ycrowunmBou cryneHu. Ilocne ckauka
B IIECHE IPOUCXOJUT €ro 3allOJIHEHHE Me-
JOJUYECKUMHU JBUKEHUEM — IOCTYIEHHO,
C CEKBEHLHUSAMH, IPEIBEMOM, MPOXOIAIIM-
MU U BCIIOMOTrareabHbIMM 3ByKamu. Hapon-
HBIM [IECHSIM B OCHOBHOM ITPUCYLIU CKauKH
B BOCXOJSIIEM HaIlpaBICHUHU. OJTU CKay-
KU TOKa3bIBAlOT ce0s B pa3jIMUYHBIX TUIAX
IBYKEHUS. HUCXoaAImMX CKaukoB HAMHOTO
MeHbIe. BHyTpu onHOM necHn 00HApYXKH-
BA€TCSl HE TOJBKO OJIMH CKauOK, HO UX MO-
’KeT ObITh U HecKoJIbKO. Harpumep, B mecue
«Capsl msua» («OKEnrast HeBecTa» — Npu-
Mep Ne 3) BUIHBI CKauKK HA TPU UHTEpBAa:
BEPXHIOIO YHCTYI0 KBUHTY, MAJIYIO CEKCTY U
OOJIBIITYIO CEKCTY.

[Ipumep Ne 3 Haponnas necusa «Capsl msutnH»

(«XKénras neBecran)®

&> NN I ¥
¢ v o B = S \ = LA
Sa-gmn u cun  hor -

IIpeacraBnennas Hamu necHs «Capbl
[SUIMH» MHTEPECHA HE TOJBKO TEM, 4TO
B HEM €CTh TPU CKaudKa; 37€Ch TAKKE HC-
NoJib3ytoTcs Bce BuUIbl Menoaun. OOpa-
TUM BHMMAaHME Ha NMPEAbEM B KaJaHCOBOM
000poTE, BApUAHTHOE TMOBTOPEHUE MEKIY
MPEAJIOKEHUSIMUA, OJHOTAKTHYIO CEKBEH-
II1I0, 00pa30BaHHYIO BHYTPH JIBYX IPEIJIO-
KCHUU, U ONIEBAaHUE Pa3HBIX CTYIICHEM.

Kak Buaum, cpenu azepOailKaHCKUX
HApOJIHBIX MECEH €CTh 00pa3libl, OTINYAL0-
HIMecss MEJOJUYECKUM OOraTrcTBOM, SIPKO-
CTBIO U UHTEPECHON CTPYKTYPOM.

Jns azepOaiiiKaHCKOW HAapOIHOU MYy-
3BIKA OTPOMHOE 3HAYEHUE UMEET CEKBEHT-
HOe pa3BuTue. HeMHOrO €cTh B MUPOBOM
HCKYCCTBE HApPOJIHBIX MY3bIKaJIbHBIX CTH-
ne#, rae OBl CTONbh BaXKHOE, T09ac OCHO-
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BOIIOJIArarolllee 3HAYCHHE MNPUHAJIEHKAIO
Ob1 cekBeHTHOCTH. OTMETHM, YTO €Cld
CKauyKy B MEJIOJMM BO3HUKAIOT 4Yalle Bce-
rO B HaYaJbHBIX MY3bIKaJIbHBIX (pazax, TO
CEKBEHIIMM OO0pa3yroTCcsi BO BHYTPEHHEU
CTPYKTYype€ MECHH, BbIpaxas ceOsi BO3Bpa-
IIEHUEM K OCHOBHOW YCTOMYMBOM CTyIIE-
HU. B urore, CTaHOBSACH IMPOKO UCIIOJIb-
3yeMbIM BHUJOM, OHM SBISIOTCS CaMbIM
«peHTabeNbHBIM» BUJIOM B Pa3BUBAIOIIEM
paszzneine. B Menoauke necen npeobianaiot
HUCXO/ISIIINE CEKBEHLIUHU 110 CTYNEHAM. JTa
0COOCHHOCTh OOHAPYKUBAETCS HE TOJIBKO
B HAPOJHBIX IIECHAX, HO U B BOKaJIbHO-HH-
CTPYMEHTAJBHBIX JKaHpaxX — TecHH]ax,
a TaK)XK€ B MHCTPYMEHTAJIBHBIX JKaHpaX —
TaHIlaX U psHrax.

B azepOaiimxaHCKUX HAPOIHBIX MECHSIX
BCTPEUAIOTCA TaKK€ IPUMEpPbl «CEKBEH-
LMY BHYTPHU CEKBEHLUW». B 3TOM ciydae
CEKBEHIUsI 00pa3yeT BHYTPEHHHE MEIKHE
CTPYKTYpbl. MBIl BUANM «CEKBEHLHIO BHY-
TPHU CEKBEHLMN» B Iipumnese necHu «O, oua-
poBarenbHas» (mpumep Ne 4).

IIpumep Ne 4 Haponnas necHst «Ait munbep»

(«O, ouapoBarenbHas»)*

..................

Dov-ran no go-zol, nd go-zol, no go-zol! Ca-nan no gb-zol, no go-zol, no go-zol!

e ——rmrn  Smmrem—
-  E—
1 e e e e e
= e e e £ = s

B memomudeckoMm pasBuTHH azepOaiii-
YKAHCKUX HAPOIHBIX TIECEH OOJBIIYIO POJIb
urparot npeabEMbl. OHM YacTO BCTPEYAIOT-
Cs1 B HAPOJIHBIX MECHSX, HATMCAHHBIX B JIATY
ce2sx: WHTOHAIIMOHHBIE 0COOEHHOCTH 3TO-
ro Jaja TpeOyIOT WCMOJIB30BAHHUS JTAHHO-
ro tumna. [IpeabéM B MecHAX, HAMCAHHBIX
B JIAJy Cceesx, TOKa3bIBACT ce0sl B OCHOBHOM
B 3aKJTFOUMTENIBHBIX TAKTaX B IEJBIX KaJCH-
usax (mpumep Ne 5).

ITpumep Ne 5 Haponnas necus «Hunam»

(«KomapibenpHasn» )’

AzepOaiiIPkaHCKUM HapOIHBIM TECHSIM
TaKkK€ TPHUCYIIe MHOTOKpPaTHOE TMOBTO-
peHHre MeNnoauYecKux (pas, MOCTPOCHHIA
U TNpeIoKeHUN. BcTpedaroTcss MOBTOpBI
pa3HOro THMA: BapUAIIMOHHBIC, CEKBEHIIHU-
OHHBbIE, CEKBEHLINOHHO-BapUALMOHHBIE, OP-
HaMEHTUPOBAaHHbIE U TO4YHbIE. OHU BO3HU-
KaroT JMO0 Ha OCHOBE MOBTOPA TEKCTOBBIX
CTPOK, JTUOO Ha OCHOBE pacHeBaHMs HOBBIX
CTUXOTBOPHBIX CTPOK. B mecHe «S npumén
B can» (npumep Ne 6) mepBoe YETHIPEX-
TaKTHO€ MY3bIKAJIbHOE MTOCTPOECHHUE MMEET
TOYHOE MOBTOPEeHUE (a+a), a MOCIeyOUUN
YEeTBHIPEXTAKT ABJISAETCS BapUALMOHHBIM T10-
BTOpeHueM mepBoro (al). 1o oTHOcUTCS
K 3aleBy NECHU. AHAJIOTMYHOE pa3BUTHE
IPOUCXOJUT U B mpunese. Tak, mocie ye-
TBIPEXTAKTHOTO  HOBOTO  MPEIIOKEHUS
B MPUINEBE MPOUCXOIUT BAPUAHTHBIA IO-
BTOp TIPEIIOKEHHS (a), KOTOPOE 3Byvasio
B Havasie. B urore necus npuobperaer cie-
AYIOIIYXO CTPYKTYDpY:

||:a:|| +||:al:]| + ||:b:|| + a + al

4 + 4 + 4 +4+4

[Ipumep Ne 6 HaponHas necus

«bara rupaum y3yme»
(«A mpumén B camy)®

14 t 4
1.Ba- ga gir - dim i - zii - mo, Ti- kan bat - di di - zi - ma.

0. b " trb n
R e e e e e e e e e e
GIS = ===t e e o]
i ¥ ¥ ¥ L I

O - yil - dim @ - xart-ma - ga, gil-lim, Yar g& -

rin-di  go - zii - ma.

Nagorat b
r

.
trb
Dby — L . LN e
EEE=— ===
Og-lan, qur-ba - mn ol - lam.

Og-lan, hey -ra - mn ol - lam,

- la sal - lam,
al
01 o : trb "
#‘—ﬁ” - T —1—+ - — —— T —} T :I
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o = Y 14 | i
Ge- dor - son, yo - la

sal-lam, gii-lim, Qa- lar - san, qa - dan al - lam.
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Cpenu HapOAHBIX MECEH €CTh U TaKue,
y KOTOPBIX IMPHU MOBTOPE K MY3bIKAIIbBHOMY
MOCTPOEHUIO JOOABISIOTCS MEJIU3MBI, Op-
HaMeHTHI. [10100HBIN TTOBTOP MOXKET OBITh
Ha3BaH OpHAMEHTUPOBaHHBIM. [Ipumep
3TOTO MOXKHO YBHJIETh B TIECHE «A3epOaii-
KaHcKas kpacaBura» (mpumep Ne 7). Bo
BpeMsl Mepexojia ABYXTAKTHBIX (hpa3 BOCH-
MBIE HOTBHI 3aMEHSIOTCS IIECTHAAIaTaMHU
TPUOJIbHBIMH HOTAMH.

[Ipumep Ne 7 Haponnas necus
«A3sepOaiimkaH ro3enm»
(«Asepbaiimpranckas KpacaBuia»)’

0 o = :
Dip - : e .

[lonBenémM HEKOTOPBIE WUTOTH PacCMO-
TPEHUsT MEJIOAMKHU a3zepOalPKaHCKUX Ha-
poanbix neced. K cnenuduuecknm e€ uep-
TaM MOTYT OBbITb OTHECEHBI: COYETAHHE U
COEIMHEHNE PEUYNUTATUBHOCTH U PACIEBHO-

2020,2

CTH; 0OrarcTBO M paszHooOpa3ue MpUEéMOB
MEJIOMYECKOTO PA3BUTHSI, N3 KOTOPHIX HAU-
0oJsiee XapaKTEPHBIMH SBISIFOTCS TIPEIBEMBI
W ONEBaHMsI; Ba)KHAs POJIb CEKBEHTHOCTH,
MOBTOPHOCTH, BAPUAHTHOCTH, OpHAMEHTA-
IIUH, TIOTYYAOIINX CBOE BRIPAKCHHE B Pa3-
JUYHBIX (hopMax, B TOM YHCIIE B MEJIU3Ma-
THKE.

OnaHOM U3 IIMaBHBIX OCOOEHHOCTEH Me-
JOIMKHU a3epOaiHKaHCKUX HApOJIHBIX IIe-
CEH SBIISICTCS TOCTOSHHAS KOHIICHTPAIIHS
BCIIOMOTATENIbHBIX 3BYKOB BOKPYT YCTOSI.
B kaxaoMm nipeayioxkeHuu win gppasze B paM-
Kax MEJIOJUYECKOIO CTUJII MBI BUIUM, KaK
BCE ITH DJIEMEHTHI MY3BIKaJLHOW BBIPA3U-
TEJIHLHOCTH BBITIOJHSIOT BaXKHEHUITYIO (op-
MOOOPa3yOIIYIO POIb.

PonuBmuce xorjga-To B TiyOOKO# JpeB-
HOCTH, HapOJHbIC IIECHU HEMpeCTaH-
HO Pa3BHBAJIUCH JO HAIIMX JIHCH B CBS3HU
C COOBITUSIMU KU3HH M UCTOPUU azepOaiii-
’KaHCKOTO Hapo/a, 00oTranairch UX HaIHO-
HaJibHBIE YepThl. Tak MEeCHs cTaja OJHUM
13 [IEHHEUIINX JOCTIKEHUH azepOaiiKaH-
CKOU KyJIBTYPBHI.

<S> TIPUMEYAHUA <>

' Cwm.: T'amxubekoB V. AzepOaiimkaHckue

HapoaHble necHu, Ne 5 ( baky, 1927).

2 PycramoB C. AzepOaiipkaHCKHE HapO[-
Hble niecHu. 1 4., Ne 87 (baky, 2005).

> Pycramos C. Tam xe, Ne 135.

* PycramoB C. A3zepOaiijkanckue Hapon-
ueie necHu, Ne 100 (baky, 1967).

> TampkubexoB Y. AsepOaiipkaHckue Ha-
poxnnbie ecuu, Ne 1 (baky, 1927).

¢ PycramoB C. AzepOaiipkaHCKHE HapO[-
Heie ecHu, Ne 26 (baky, 1967).

7 Mammenoekos /1. AsepOaitkaHcKkue Jin-
pudeckue Hapoauble necHy, Ne 22 (baky,1965).
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HCKYCCTBO
HAUMOHANBHOI
KHHTH

«MckycCTBO ~ HAUMOHAJIBHOM  KHUTH»
M. JI. AXxManynnuHa — yHUKQJIBHOE 110 Hay4-
HOM LIEHHOCTH MCCIIEIOBAaHUE DPA3BUTHUS MHO-
TOsI3IYHON monurpaduu Ha Teppuropun bam-
KOpTOCTaHa, HaunHass ¢ X Beka 10 Hamux
nHe. [TouTu aBe ThICSYM WILTFOCTPALUNA JaHbI
B COIIPOBOX/IEHUHM HEOOIBIINX MO 00bEMY, HO
OOCTOSITETILHBIX TEKCTOB, OMYOIMKOBaHHBIX Ha
OAaIIKMPCKOM M PYCCKOM sI3bIKax .

Ilocne xparkoro mnpeauciIoBHs, IOCBS-
MIEHHOTO OOIIEMUPOBON UCTOpUHU apaboanda-
BUTHOTO TI€YaTHOIO Jiena, BKiIrouas u Poccuro
HaunHas c¢ snoxu llerpa I, mocienosaresns-
HO pacCMOTpPEH JOKYMEHTaJbHBIH MaTepH-
aj, OCBEINAIOIIMK pa3HbIE TEMBI: PYKOIIUCH,
XpaHsIuecs B PpecrnyONUKaHCKUX —apXuBax
(pykonucHasi KHHUTa, MyCyJbMaHCKas KaJllu-
rpadus); neyatHele W3gaHus bamkoprocTana
(cTaHOBJIEHHE U PA3BUTUE MYCYJIbMaHCKOIO
TUNOTPACKOTO HCKYCCTBA, KOHCTPYKTHBU3M
B HallMOHAJbHBIX M31aHUAX bamkoprocrana);
CTaHOBJICHUE JM3aifHa KHUroredaTaHus apad-
CKUM HIpU(PTOM; MECTHas pekiama, apuilud U
rutakaTel XX Beka Ha apaOCKOM, OalIKupcKoM
U PYCCKOM f3BIKaX; NEPCOHAINU XYI0KHUKOB
u nu3aiinepoB kHUTH XX—-XXI Bekos. [Io cytn
3TO (pyHIaAMeHTa bHAs YHLIUKIIONEANS Pa3HbIX
BUJIOB MONUTpaduu, CBI3aHHBIX MEXIy COOOU
€IMHCTBOM U OCOOCHHOCTSIMH HMX Pa3BUTHSL.
Hecmotpst Ha CIOKHOCTBH TEKCTOBOTO Habopa U

YMEHBIIIEHHBIE IO KPAWHOCTH pa3Mephbl HILITIO-
CTpaluii, OHa HECOMHEHHO NPHBJICYET BHUMA-
HUE 3aMHTEPECOBAHHBIX YUTATEIICH.

B knure mepem e€ paszmenamMm HEpEIKO
BCTPEYAIOTCS IIUTAThl U3 KJIACCUKOB MHPOBOM
JIUTEPATyphl, COCAMHIS TEM CaMbIM HCTOPHIO
nosmrpadud ¢ pa3BUTUEM MHPOBOH KYJIbTY-
pel. [IpuBeny st OLEHKH paccMaTpUBAEMBbIX
npoOsem emnié oHy — O4YeHb BaxkHY10. B «Bert-
xoMm 3aBete» (beiTne, rmaBa 11, coBpeMeHHBIN
nepeBon MexayHapoaHoit buonelickoi imru,
WBTC — World Bible Translation Center, pe-
nakmust 1993— 1996 rr.) npoBosrnamieHo: «lo-
CIOJIb COMIET BHU3 MOCMOTPETh HA TOPOJ U Ha
OTPOMHOM BBICOTHI OAIIHIO, KOTOPYIO CTPOUIIH
JIONM, U cKazal: “Bce 3Tu J0AM TOBOPSAT HA
OJIHOM SI3BIKE U 00bEIUMHUINCEH, YTOOBI CAEIATh
3Ty paboty. 1 310 nuIibs Havamo ux Jei; CKOpo
OHM CMOTYT JeliaTh BCE, 4To 3aaymMaroT. Cou-
IEM K€ BHH3 M CMEIIaeM MX S3BIK, TOIIa OHHU
MepeCcTanyT MOHUMATh JIPYT ApyTa’».

CpaBHHTEIIBHOE PAaCCMOTPEHUE HMCTOPHH
MHOTOSI3BIYHOM TIONIUTpauu HAIIEJIEHO Ha TO,
YTOOBI, IO MEpPe BO3MOXHOCTH, MPOSICHUTH U
MOKa3aTh, KaK JIIOAM BCE JKe CTpEeMsITCs o0pas-
HO, XOTS M TO-CBOEMY, HAyYHMThCS IMOHHUMATh
JIpyT Japyra, 9TOOBI «JielaTh BCE, YTO OHHU 3a-
TyMaroT». B coBpeMeHHOM MUpEe HEH30€KHO
BCE CTAHOBHUTCS MYJIbTHIIMHTBUCTHUYECKUM,
0COOEHHO C MOSIBJICHUEM U OyPHBIM Pa3BUTHEM
KOMIIBIOTEPHBIX TEXHOJIOTHH, OTKPBIBAIOIIHNX
HOBBIE BO3MOXXHOCTH CHHXPOHHU3AIMH TEK-
CTOB Ha Pa3HBIX S3bIKaX M MX OBICTPOTO Iepe-
Boma. [Ipoucxonuiio 3To u panpiie Oiaromaps
MepeBolaM YHUCTO TEXHUUYECKUM M XYIIOXKe-
CTBEHHO IOJHOLIEHHBIM, YTO JaBaja0 BO3MOXK-
HOCTb COXPAaHHUTh M TMPUYMHOXHUTH BCE Oorar-
CTBO MHUPOBOH ITUBHJIA3AIIIH.

Xota Mapc AXMaayJuIiH U HE OTMEYaeT BCE
3TO CIIENUAIILHO M, TeM Oosee, cToib madoc-
HO, HO TIO CYTH Jieja OH CTPEMHTCSl 0OpaTUTh

'B KHUTY BKJIFOUYEH TaKXKe pa3aeit ((I/ICTOpI/I}I BO3HHKHOBCHU BaI_HKI/IpCKOF O KHMKHOTI'O U34aTCIbCTBa

(1917-1922 rogasl)» P. I'. Bykanosoti (c. 63—69).
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BHUMaHME YWTaTeleld Ha JaHHYI0 Hpoliemy.
Ve B caMOM Hadaje KHUTM oH muumet: «Ha-
LMOHaIbHas apaboasihpaBUTHAsI KHUTA — CIIOXK-
HO€ ¥ MHOTOTpaHHOE, ITyOOKO crierudurueckoe
sBJIeHUEe. ApaOckasi pyKOIMCHAsi KHUTA MPOCy-
IIECTBOBAJIA Y TIOPKOSI3IYHBIX HAPOJOB AECAThH
BekoB (¢ XI 1o Hayana XX Beka). B XIX B. s3b1K
pykomuceil (Juist 0003Ha4YeHUs JTUTEPATyPHOTO
MUCHMEHHOTO fA3bIKa B LIE€JIOM) HA3bIBAJICS CJIO-
BOM “TIOPKH’, B OTIIMYKE OT Pa3TOBOPHOTO SA3bI-
Ka, MMEBIIET0 B KaXKJAOH MECTHOCTH JIOKaJb-
Hble paznuuus» (c. 6). Jlanee oH oTMedaeT poiib
NPUHIUIIOB AM3aiiHepckoro Habopa B 00beau-
HEHHMHU TpaUUECKUX OCHOB, HAYMHAS CO CTapO-
NeyaTHbIX KHUT. TeMm He MeHee, MTPOIILJIO CBhILIEe
CTOJICTHSI [TOCIIE Hayasla KHUrorneyaTaHus apao-
ckuM mpudrom B bamkoprocrane, HO mpoobie-
MBI Iu3aiiHa U XyJ0KECTBEHHOI0 0(pOpMIICHHUS
KHUT, HaOpaHHbIX apabckuM 1mpudrom B bam-
KOPTOCTaHe U 3a ero npejenamu, B [ToBomkbe,
u3yuyeHbl HelocTaTtoyHo. Bo Bcskom ciyuae,
OHHU He ObLIM 0OBEKTaMHU IieJIeHANpPaBICHHbIX,
cUcTeMaTu4yeckux wuccinenaoBanuif. Tak yTo
BITOJIHE OOBSICHUMO >KEJIaHUE MPeIBapUTEIILHO
HayaTh C CaMbIX JIABHUX pyKoIluceil Ha apald-
CKOM U CTapOCJIaBIHCKOM SI3bIKaX, XPAHAIINXCS
BO BCEMHMPHO M3BECTHBIX coOpaHusix Mramum,
bensrum u Poccun, HamsAHO MPOAEMOHCTPH-
pOBaB, Kak OHU OBUIM TOTZA BU3yaJlbHO Opra-
HU30BAHBI.

Ilepexons k aHaIM3y MyCYJIbMAHCKOHM Kal-
murpaduu, Mapc AXMaay/uliH MOT4EPKUBACT,
YTO MYCYJIbMaHCKas Kaumrpadpus sBisercs
00JIaCThIO JIEKOPAaTUBHOTO MCKyccTBa. EE pac-
NPOCTPAHEHHE B XyIO)KECTBEHHOH KYIIBType
OamKkup OBLIO PE3yJabTaTOM PacCHpOCTpPaHEHUs
uciama. 3aTeM OH KOHLIEHTPHUPOBAHHO (OpMY-
JUPYEeT IVIaBHbIE ACMEKThl MPOBEIEHHOIO HC-
cienoBanus: «Ha teppuropun bamkoprocrana
MyCyJbMaHCKasi Kajumurpagus noiyduia npu-
MEHEHHE B PYKONMUCHBIX KHMrax (B T. 4. B Ko-
pane), mexepe, mamamisix. O0pasipl Mycyib-
MaHCKOM Kammurpauu BCTpeyaroTCs TaKxke
B o(hopmiieHuH (haca 0B U MHTEPbEPOB 3/1aHUi,
HaArpoOUii..., MOHET IOBEJIUPHBIX W3JENuil,
BKJIOYAIOTCSI B CJIOKHBIE OpPHAMEHTAJIbHBIE
KOMIIO3MIIMH, O(pOPMIISIOIINE HAaMA3JIbIK U Ipy-
rue npeameTsl ObiTa. B XIX — nHauane XX B.

TpaJuIMM MYCYJIbMAHCKOH Kayuurpapuu Ha-
IIJTK OTPaXXEHUE B XYy/I0KECTBEHHOM O(opmIIe-
HUM NIEYaTHBIX U3JaHUH, B T. 4. CTAPOICUATHBIX
kHUL. B 1920-e rr. co3parorcst cTUIM30BaHHbIE
pyOseHHbIe HIPUQTHI, UPOKO MPUMEHSBILIUE-
csi B 0pOpPMIICHUH OOJIOMKEK KYPHAJIOB M KHUT;
B rpaduke apabckux MIpUPTOB OTMEHaeTcs
BIMSHUE KOHCTpyKTHBM3Ma B XX B. KHUTO-
Ile4aTaHUue OTPaHUYMIIO IPUMEHEHUE MYCYJIb-
MaHCKOM Kajmurpaduu, KoTopasi co BpeMeHEeM
IIPAKTUYECKU MCY€3Jla, COXPAaHUBLIMCH JIUIIb
B TBOPUYECTBE OTJEIILHBIX MAacTepoB» (c. 55).

C BO3HMKHOBEHMEM AaBaHrapJHBIX Tede-
HUI B MUPOBOM XY/I0’)KECTBEHHOM TBOPYECTBE,
BKJIIOYasi, B IIEPBYIO O4YEpENb, PYCCKUN KOH-
CTPYKTHBHU3M, B nionurpaduu rornamseit bari-
KUPUM MPOU30LUIM INIOOAJIbHBIE TEPEMEHBI.
J1lesio He TOJIBKO B TOM, YTO TaKU€ KOHCTPYKTH-
BUCTHI, Kak Asiekcanp PoqueHko, ctanu npuH-
LMIIMAJIBHO I10-HOBOMY KOMIIOHOBATbh ILIaKa-
Thl C WCIHOJb30BAaHUEM IMPUBBIYHON apaOCKoii
BA3U. M3MEHWICA caM MOAXOJ K COLHUAJIbHO
O0OCTPEHHBIM BH3YaJIbHBIM KOMMYHHKALIUSAM
B OKpy»Karouieil cpene. Paznensl B kHure, mo-
CBSAILIEHHBIE 3TUM IIEpEMEHAM, COAEPKAT OJHU
u3 caMbIX 3(h(HEeKTHBIX WILIIOCTPALMi 1 Ti1y0o-
KH I10 COZIEP>KAHHUIO.

Mapc AXmaTyiuH yaeau HeMaao BHUMA-
HUS HE TOJIBKO MECTHOM PYCCKOSI3bIYHOM MOJIN-
rpapun XIX — Hauana XX BB., HO U 3HAKOBO-
My BHEJPEHHUIO B OALIKUPCKYI0 MUCbMEHHOCTD
COBEPILLIEHHO HOBBIX IIPU(TOB, MOCTPOCHHBIX
cHayana Ha ocHoBe JaTuHUIBI (1930-e rosl),
a ¢ 1940 rona Ha OCHOBE KUPUJUIMLIBL, YTO IIPHU-
JaBaJIO OLIYILEHUE €€ BHEUIHETO BU3YaJbHOI'O
OObEAMHEHUS] C JIPYTUMHU S3BIKAMH «MaJIbIX»
HaponoB Coserckoro Coro3za.

B nononHeHne K OCHOBHOMY MAacCUBY MC-
CJICZIOBAaHHOTO TOJUTpapUuECcKoro Haciueaus
bamkoprocrana npuBeseHbl MOAPOOHbBIE CBe-
JeHUs O Jydlux adumax u ruiakarax bam-
KOpTOCTaHa. MHOTHE U3 HUX BOCIIPUHUMAIOTCS
MEPBOOTKPHITHEM O0pPAa310B BBICOKOI'O HCKYC-
CTBA Y SIBJISIFOTCS YIa4HBIM JIOIIOJTHEHUEM BCEH
KHUTH. MOXXHO ObLTO OBl B 1ajibHEHIIEM JJ00a-
BUTb K HUM UCTOPUIO TUHIOTPAaUKU HETIOCPE-
CTBEHHO B OKPY’KAaIOLIEH cpele, BKIHOUAOLIEH
B ce0s TOpPOJICKKE BBIBECKH, YKa3aTelH, HapyxK-
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HYIO peKiaMy, 0e3 KOTOPBIX HE CYIIECTBYET HU
OJIHa MaTepHalIbHAs KyIbTypa.

3aKaHUMBAETCS UCCIIEOBAHNE PA3BEPHY THI-
MU CBEJICHHUAMH O XYHNOXKHUKAX U JU3alHEpax
KHUTH, popMupoBaBIIUX 00pa3 bamkoprocra-
Ha, JIONOJIHEHHBIMM MHOXKECTBOM WILIIOCTPA-
LUH, YTO NMPUIAET €My aKaJIEeMHUYECKYH0 BECO-
MOCTBb.

B 3axnroueHre MOXHO CyMMHPOBAaThb, 4TO
IIPY BCEX HECOMHEHHBIX JTOCTOMHCTBAX JAHHO-
IO UCCJIEIOBAaHUS OHO HE CTOJIBKO 3aKpBIBAET,

CKOJIbKO OTKpBIBA€T IOYTH HEHUCUYEPHAEMYIO
TEMy, MOCBAIIEHHYIO POJM M OCOOCHHOCTSIM
BHU3YaJIbHBIX KOMMYHHUKAIUI B peaibHON OKPY-
YKAIOILIEH HAC XKU3HH.

Baagumup PyBuMoBruY ApoHOB

JIOKTOp MCKYCCTBOBE/IEHUS, podeccop,
YJIEH-KOPPECIIOHIEHT

Poccuiickoit akaieMUH Xy10KECTB,

. MockBa, ORCID: 0000-0001-5661-2469,
Aronov(@list.ru

O kHure C. Mos3sror
«KaTeropmus npocrtpaHcTBa B My3blKe»

Mosrot C. A. Kareropus
MPOCTPAHCTBA B MY3bIKE:
MoHnorpadus. — Maiikorn:
N3n-Bo AI'Y, 2018. - 350 c.
ISBN 978-5-85108-313-6

C.A. MO3IOT

KATETORAA
MPOCTRAHETBA
B MY3bIKE

Mozgot S. A. Category of
Space in Music: Monograph.
— Maikop: AGU Publishing
House, 2018. — 350 p.

ISBN 978-5-85108-313-6

Kareropus npoctpaHcTBa U3/1aBHAa UHTEpE-
coBasia yu€HbIX Onaromaps CIOKHOCTH M MHO-
roo0Opa3uio CBOUX MPOSIBICHUH B JCHCTBUTEIb-
HocTH. HacyiHas noTpeOHOCTD B JONIOTHEHHH,
o0OraIeHny 3HaHWH, OTBEUYAIOIINX H3MEHSIO-
1ielcs IpUpPO/IEe MPOCTPAHCTBA B MY3bIKE, OTJIH-
YaeT U MY3bIKaJIbHYIO HayKy. JTO BbIpakaeTcs
BO BBEJICHUH MHO)KECTBA TEPMUHOB, OTPa’Karo-
IIMX €0 OHTOJIOTHIO: MY3bIKaJIbHasl IPOCTPaH-
ctBeHHOCTh (M. A. KokkaeB), Xy/10’)KECTBEHHOE
npoctpancto (M. II. Hukutuna); akycruue-
CKO€, CaKpaJibHOE, MUPCKOE, MOOMIIBHOE IpO-
crpanctBo (I. A. OpioB); peasibHOE, TEpILIETI-
TyaJbHOE, KOHLENTYaJbHOE IMPOCTPAHCTBO
(I 1. IlaHkeBWu); NpPEAMETHO-UYYBCTBEHHOE,
CHUMBOJIMYECKOE, CaKpaJbHOE IPOCTPAHCTBO
(B. A. lllypanoB) u MHorue apyrue. CymecTBy-
IOlIee pa3HoOOpa3ue CTaBUT IO COMHEHHE

BO3MOXXHOCTb OHO3HAUYHON (POPMYIIUPOBKH I10-
HATUS «MY3BIKQIBHOE MPOCTPAHCTBOY», CO3AAET
CIIOKHOCTH B CO3JJaHUW METOJIOJIOTHH €0 U3yde-
HUSI B MY3bIKE, TOCKOJIbKY Ka)KJasi U3 MpeJICTaB-
JICHHBIX «(OpM KHU3HW» KATErOPHHU 3aCITyKUBACT
DIyOOKOTO M JIETMKATHOTO HMCCIEIOBAHUS, TOA-
00opa METOMK W aHAIUTUYECKOTO HWHCTPYMEH-
Tapusi, a TAK)Ke HAXOXKICHUSI MMyTel CUHTE3a I10-
JYYEHHOTO 3HaHUS, PACKPHIBAIOIIETO MPUPOTY
MPOCTPAHCTBA B MY3bIKaJIbHOM UCKYCCTBE.
BaxxHbIM 17151 pa3BUTUS HAyYHOTO 3HAHUSA
BUJIUTCSI OCMBICIICHUE JUHAMH3Ma CYIIECTBO-
BaHUSl MPOCTPAHCTBA B MY3bIKE B KOHTEKCTE
83AUMOCEA3U HAYKU U MY3bIKATbHO20 UCK)YC-
cmea. BecbMa 3aKOHOMEPHO, YTO JOCTHXKEHUS
B €CTECTBEHHBIX HayKax HaxOJIWJIH CBOE IPO-
JOJDKEHHE B MY3BIKaJIbLHOM TBOPYECTBE, YTO
B 3HAUUTEJNBHONW Mepe BBIpaKaeT KaTeropus
npoctpaHcTBa. OTKpBITHE TPaBUTALUKA U 3a-
KOHOB KJIACCUYECKOW MEXaHUKH OOYCIOBUIU
BHUMAaHUE MY3BIKAHTOB K MUY, KOTOPBIA HX
OKpy’kaeT. DTO HAaIUIO BBIPAKEHHUE, C OIHOMN
CTOPOHBI, B co3laHuM «My3bIKM Ha BOJIE»,
«My3biku  (eitepBepkay, «My3bIKH Jeca»
I'. T'enpenem, ¢ npyroif — BO BHUMaHUH K (ak-
Ty CTPYKTYPHOCTH MPOCTPAHCTBA B AYXOBHBIX
counHenusix . C. baxa. CBoeoOpa3Has 3Ha-
YUMOCTh €CTECTBEHHOHAYYHOW MapajurMbl
B snoxy [IpocBemeHusi, OTKpeITHE BOAOPOJA,
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KHCII0posia, arMocdepsl, 31eKTpUUecTBa MpH-
BEJIM K MMUTAIMM SBJICHUHN (HU3NYIECKOTO Ipo-
CTpaHCTBa B My3bIke. JloCTKeHHs B 00acTu
MHUKPOOHMOJIOTUH, MCCIIEIOBAaHUM HEBUIMMBIX
MIPOLIECCOB  YABTPA(PHOIETOBOTO H3IIyueHHUs,
3NIEKTPOMAarHeTu3Ma oOpaTHId BHUMAHUE KOM-
MO3UTOPOB Ha OOJACTh BHYTPEHHET0 MHUpa
YesoBeKa, OorarcTBa €ro JyIIEBHOW >XHU3HH,
CTaBILIEH JOCTYIIHOM, B 3HAYUTEIILHOU CTelle-
HU, Onaronaps my3sike . bpamca, I1. Yaiikos-
ckoro, @. llonena. PazButue obuieit Teopun
OTHOCHUTEIIBHOCTH, TCOPUU KBAHTOBOIO IIOJIA,
SICPHOM PEaKIMU IIPUBEIIO K IOSBICHUIO B MYy-
3BbIKE MHOYKECTBA HOBATOPCKUX ITPOU3BEICHUN,
pacKpbIBaOIMX 00pa3bl KOCMOCa U UHBIX BUP-
TyaJIbHBIX BCEJICHHBIX B TBOpuecTBe I1. bynesa,
B. Exumosckoro, JIx. Kpama, S. Kcenakuca,
. Jluretn, K. lllTokxay3eHa U Ipyrux KOMIIO-
3UTOPOB.

berblit 0630p nocTHKEeHUH B 001acTH Hay-
KM U IIPOU3BEACHUN MY3BIKAJIBHOTO UCKYCCTBA
O0OHapyXHBAET, YTO KaTeropus NPOCTPAHCTBA
BCETa HAXONUTCSA B aBAHIapA€ TBOPYECKHUX
IIOMCKOB KaK COBPEMEHHBIX YUYEHBIX, TAK U
KOMIO3UTOpOB. OHAKO OTKPBITUS B 00JacTu
TOYHBIX HayK ObUIM BO MHOTOM ITOJTOTOBJICHBI
OCMBICIICHUEM MHOI'MX SIBIICHUH B MCKYCCTBE.
Cnywas u ananusupys «llomuronen» . Kce-
Hakuca, «KoHLepT mns CTpyHHOro KBaprera
n 4etbipéx Bepronéros» K. IllTokxay3eHa, co-
YMHEHMS Ui ofHoro 3Byka Jla Monte SHra,
MIPOU3BEICHUS JUIsI MarHUTO(OHHOM JICHTHI U
opkectpa I1. OnuBepoc, paccyxnaas O ABIECHUU
Tearpa 3BykoBoro mojenupoBanus C. ladda,
MBI I[IOHUMAEM, 4TO IPOCTPAHCTBO B MY3BIKE —
9TO Ba)KHasi CMBICIIOBasl M BbIpa3UTENbHAas cde-
pa My3BIKaJIBHOI'O UCKYCCTBa, KOTOpas BBICTY-
I1aeT CPEACTBOM Pa3MBILIJICHUN KOMIIO3UTOPOB
0 MUPE U CO3AET NPEATIOCHUIKU ISl €€ CepbE3-
HOI'O OCBOCHHUS.

He MeHee akTyanbHBIM SIBISETCSA UCCIENO-
BaHUE MPOCTPAHCTBA B CIOICHOU 63AUMOCEA3U
uenoeeKa U My3vblKaibHo20 uckyccmed. B my-
3BIKAJIBHOW HAyKe CII0XKUJIACh CUTyalus, KOIr/a,
C OJHOM CTOPOHBI, IIPOYHO YTBEPAUIOCH MHE-
HHUE O TOM, YTO IIOHSATHE «IPOCTPAHCTBO»
B My3blke MeTaOpUYHO; C APYTroil CTOPOHBI,
HA000POT, YUEHBIMHU TPETPUHUMAIOTCS TTOTIBIT-

KM HaWTU YHUBEPCAJIbHBIE 3aKOHOMEPHOCTHU
«u3MepeHus» InpocrpancTea. Ilogxon x mpo-
CTPAHCTBY KaK HEKOEMY aOCOJIIOTY «OTAAISAET»
€ro OT MY3bIKaHTa, KOTOPOMY YY>KIO €0 «HUC-
yucisiemoey uzmepenue. [loaromy Heo6xonumo
HalTH Te cr1ocoObl UCTONIKOBAaHUS 3TON (yHa-
MEHTAJIbHON BEJIMYMHBI, KOTOpble OBl MO3BO-
JIWIM UCIIOJIHUTENSAM PacCy’kK1aTb U T'OBOPUTH
0 HEM U Yepes3 HEro €O CIIyLIaTelIeM.

Bo BBenenun nana npobiaemaruka, o0ycio-
BUBIIIAs IOSBJICHUE JAHHOIO MCCIIEJOBaHU.
HabGmronenue 3a mpocTpaHCTBOM B MY3bIKE I10-
Ka3ajo0, 4TO €ro CylIEeCTBOBAHUE — JTO CIIOXK-
HBII, HEOTHO3HAYHBIN MPOIIECC, YaCTO CYyOBEK-
TUBHBIN, TpeOYIOIINI CepbE3HOI My3bIKaIbHOM
NPaKTUKW, Oaraka 3HAaHUH M SMOLIMOHAJb-
HO-4yBCTBEHHOI'O OIIbITa. Takue «IpeTeH3um»
K MY3bIKaHTY, y4€HOMY OOYCJIOBJIEHbI MCTOJ-
KOBaHUEM TE€X SIBJICHUH, KOTOPBIE CYLIECTBYIOT
B MY3bIKE HOZACIYAHO, CKPBITO, UX TPYAHO JU}-
(bepeHpoBaTh U OMUCaTh. DTO ONPENEIINIO0
aHaJIU3 MOAXON0B U METOAOB, IIPUMEHSBILNX-
Csl B OTEUECTBEHHOM U 3apyOeXHOM Hayke 1Jis
YTOYHEHUS psAJla HAy4YHBIX IOHATHH U TEPMU-
HOB, 0COOEHHO IIPHU Iepexoie K UCCIEIOBAHUIO
XyJAOKECTBEHHBIX CYOCTaHLUI MY3bIKaJIbHOTO
HCKYCCTBA.

B nepBoii uactu MoHOTrpaduu packpbiBaeT-
csl MHOrooOpasue MpOosIBICHUH MpOCTpaHCTBA
B Pa3HbIX acCMeKTax ObITHsA, MO-CBOEMY OTpa-
KEHHBIX B MY3bIKaJIbHOM HCKYCCTBE U HAyKe;
CICJIaHa IIONBITKA OCMBICIHUTH IPOCTPAHCTBO
TEOPETUYECKH KaK LIE€JIOCTHBIN (DEHOMEH B My-
3bIKE C MO3ULIMM B3aUMOJCUCTBUSA €r0 COCTaB-
JSAIOMUX — (PU3HYECKOro, MepLUenTyaabHOTo U
KOHLICNITYaJIbHOT'O IPOCTPAHCTBA; BBIACHIACTCS
KaK COOTHOCATCS APYr C JAPYroM 00O3HaueH-
HbI€ BUJIbI MIPOCTPAHCTBA M KAKOBBI MPOOIIEM-
HBIC 30HBI U MEPCIEKTUBbI U3YUYEHUs DTON Ka-
Teropuu B My3blke. OJlHa U3 MO3ULMHA aBTOpa
— IOJIOKEHHE O TOM, YTO IIPU UCCIIECIOBAHUU
OHTOJIOTMU 3TOM KaTErOpUU B MY3BIKE HE CTOUT
OrpaHUYMBATHCS €€ UMIUIMLIUTHBIMUA CBOMCTBA-
MU, 3a()UKCUPOBAHHBIMM HOTHBIM TEKCTOM.
OTnenpHON COCTaBIAIOLIEH )KU3HU KaTeTOpUU
BUIATCS U €€ ODKCIUIMLUTHBIE IIPOSABIICHUSA,
CBS3aHHBIE C B3aMMOJEHCTBUEM Pa3HOBHUIHO-
CTEH MPOCTPAHCTB APYT € APYIOM U CO CPEeNoi
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(B IIMPOKOM MOHUMAaHMH) — MY3bIKAJILHOU
IIPAKTUKOM, 4TO IOCTOMHO BCECTOPOHHETO M
[TyOOKOT0 M3y4€HUS! My3bIKaJIbHOW HayKOH.

Bropas rmaBa MoHOTrpaduu nocasieHa u3-
YYCHHUIO pa3jInyusl OHTOJOTHH INPOCTPAHCTBA
Ha KaXXJIOM YPOBHE MY3BIKAJIBHOIO COZIEpKa-
Hus. CTpyKTypa My3bIKaJIBHOIO COIEPKaHUS
IIPEICTABIICHA B HUCCIICIOBAaHUU B TOM BHJE,
B KOoTOpoM oHa obocHoBaHa JI. I1. KazanueBoit
— OT MaTepUaIbHOIO K ucaibHoOMy. B cooTBeT-
CTBMHM C HEH MyTh M3y4eHUs CIEHUPHUKU MPO-
CTPaHCTBEHHOCTU B MY3BIKE TAKXKE IPOXOLUT
OT MY3BIKaJIbHOI'O 3BYKa, CPEACTB MY3bIKAJIb-
HOM BBIPA3UTEIIBHOCTH 4Y€pe3 MY3BIKAIbHYIO
MHTOHALIMIO, My3bIKaJIbHBIN 00pa3 U ipamaryp-
TUIO K TEME U W€ MY3bIKaJIbHOTO COYMHEHUS,
IIPOSABJICHUAM aBTOPCKOrO Hadana. Meronuka
aHajau3a IPOCTPAHCTBA OIUPACTCSA B MOHOIPA-
¢un Ha MeToA LesnocTHOro aHanusa B. A. Llyk-
KepMaHa B COCIUHEHUHU C METOIOM «00paTHOH
CBSI31», HEOOXOAUMOTO JIs BBISIBJICHUS 00LIET0o
U 0COOEHHOTO M NMOHMMAaHUS Pa3HOOOPAa3HBIX
(GyHKIUI TPOCTPAHCTBA, XapAKTEPHBIX JJIS €T0
OHTOJIOTUU B MY3BIKE.

Bropas yacTe KHUTH IpeIaraeT aHaJIu3 Be-
OYUIMX KOHIENToc(ep — «KAHTUMHOTO», «IIep-
COHAJIBHOT0», «COLMAIBHOTO» U «ITyOIMYHOT0»
HOPOCTPAHCTB B MYy3bIKE. 3[€Ch anpoOUpYyIOT-
Csl pasyIn4HbIe MOAXO/AbI U METOJbI, Hauboiee
pE3yJIbTaTUBHBIE I PACKPBITUA COLECpPIKa-
HUS KaXJI0W M3 KOHLEenTochep MpoCcTpaHCTBA
B MY3bIKE. 32 OCHOBY CTPYKTYpPbI BTOPOH 4acTH
KHUTH TIOJIO)KEHA TEOpHsl npokcemuku (OT aHII.
proximity — 0nu3ocTh) D. Xomna. Onupasch Ha
aHaJIu3 CPeJICTB HeBEepOAIbHOM KOMMYHHUKAIIUU
(MHTOHAINIO, KECT, MO03Y, PACCTOSHUE MEXIY
KOMMYHHMKaHTaMU, XapaKTep OCTPOCHUS peYr
U MHOTO€ JIpyroe), 2. X0 JoKa3all He TOJIbKO
Tororpaduyeckoe, HO ¥ ICUXO0JIOTUYECKOE pa3-
JUYUE TPOCTPAHCTB, (POPMUPYEMBIX NPH 00-
IIEHUY JIIOACH pa3IMYHbIX TPYII U COOOIIECTB,
YTO SIBIISAETCS IEPCIEKTUBHBIM U ISl MY3bIKH,
oTpakaroIien Bc€ 3TO B Xy/I0’KECTBEHHBIX (op-
Max MCKYyCCTBa.

B Tperbeit n ueTBEpTOI IM1aBaX MOHOTpaduu
IIPOCTPAHCTBO PaCCMaTpUBAETCS B BUAE PA3HO-
00pa3HbIX Mojenel OTpaKeHUs JEHCTBUTEIb-
HOCTH (MCHOBEIU, MY3bIKaJIbHOIO JHEBHHKA,

JMr000BHOTO BO33BaHMsl, MOCIAHMA M Pa3IHy-
HBIX MHBIX MOJEJEH COLMaIbHON KOMMYHMKA-
LIUM), KJIACCU(UIMPOBAHHBIX B COOTBETCTBHU
C KaXJOW M3 KOHLENnTocdep MPOCTpaHCTBA B
MY3bIKE — «HMHTUMHOIO», «II€PCOHAIBLHOIOY,
«COLMAIIBHOTO» M «IyOnu4HOro». Bribop Mo-
nenei 00yCIIOBJIEH UX BBICOKHUM XYyIO)KECTBEH-
HO-CMBICJIOBBIM TIOTEHLMAJIOM B PacKpbITUU
coziepXKaHus Kaxoi u3 konuenrtocgpep. Mero-
JIOJIOTUYECKON OCHOBOM CTaJla TEOPHsI PEYEBBIX
*aHpoB M. M. baxtuHa, pa3BuTas B COBPEMEH-
HOM JIMHTBUCTHKE BO MHOJKECTBE UCCIIEIOBAHUN
XX—-XXI BekoB. /laHHOE€ B HACTOAIIEM HCCIIE-
JIOBAHHUU OIIPEIEICHUE «MOJEIIH KOHLECITYallb-
HOTO IPOCTPAHCTBa» IPHU3BAHO IOTYEPKHYTH
OTJIMYUE PA3HOOOPA3HBIX SBJICHUH peanbHOU
JEUCTBUTEIILHOCTH OT UX BOIUIOILLEHUS B UCKYC-
CTBE, IIPE/ICTABJICHHBIX B pa3HOOOpa3HbIX BUIAX
MBICIIUTEbHBIX a0CTpakuuil (abcomoTU3npo-
BaHHBIX, U/ICATM3UPOBAHHBIX U JPYTHX).

B 3axmroueHuM HCCIIENOBaHUS IIOABEACHBI
UTOTM M HAMEUYEeHbl JAJIbHEWMIIME IyTH pa3pa-
60TKH TpoOaeMbl. OCMBICICHUE MPOCTPAHCTBA
B MY3bIKE KaK HanOoJIee CII0KHOM KaTeropuu Obl-
THUS TI0KA3aJI0 €ro MEPCIEKTUBHOCTD ¢ MO3ULIUU
CHUCTEMHOTO II0/IX0/1a; B KAYECTBE CaMOCTOSATEIb-
HOTO K)IbMYpPON02UHECKO20 SIBICHNS; B aCIIEKTe
COBMECTHBIX MENCOUCYUNTUHAPHBIX TIPOESKTOB
aKyCTHKOB, MY3bIKOBEIOB U MY3bIKAHTOB-IIPAK-
TUKOB; B BHUJIE€ MHOTOJIUKOIO HNCUXON02UYECKO20
U coyuanbHo2o GEHOMEHA; B KaueCTBE HEOTHO-
3HAYHOU CTUJIEBOU U KaHPOBOU COCTABJISIOLLEH;
B KOHTEKCTE 360H0YUU CIUIA KOMNO3UmMopa 1
UCCIIEA0BAHUS HOBbIX 0OPA3HBIX chep — «TUILU-
HBD», «KOCMOCa», «BUPTYAJIbHBIX BCEJICHHBIX,
«TIPUPOHBIX CTUXMW», «UBUIM3ALUN», «BEY-
HocTW» W Jpyrux. Kareropuss mpocrpaHcTBa,
NPE/ICTaBIEHHAs KaK CMBICJIOBOM ()EHOMEH B My-
3bIKaJIbBHOM HCKYCCTBE, OyJeT crocoOCTBOBAaTh
6onee NTyOOKOMY OHMMAaHHUIO MUPA U YEIOBEKa
B HEM, IIPETEH/Iysl HA €AMHBIE TYMaHUCTUYECKHE
OCHOBaHMS COBMECTHOIO >KM3HEYCTPOMCTBA M
co3/1aBast ero Kpenkuil pyHaaMeHT.

Oxcana Uropesna Jlykonnna

JIOKTOp MCKYCCTBOBE/IEHUS, podeccop,
akanemMuk PAE,

r. Bonrorpan, Maxoks@mail.ru
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Mo3apaBasiem! ® Congratulations!
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Kypuan «OxHo-Poccuiickuii  My3bI-
KaJlbHBINM anbMaHax» («South-Russian
Musical Anthology»), wu3naBaemsbiii Po-
CTOBCKOM rOCyIapCTBEHHON KOHCEPBATOPH-
ert nmenu C. B. PaxmMannHoBa, cTajl oqHUM
u3 mobemuteneld KoHKypca Poccuiickoro
(hoHIa KyJIbTYpBhI IO MOIJEPKKE CHIEUATH-
3UPOBAHHBIX EPUOANYECKUX MTEYATHBIX U3-
JaHWN B 00JIACTH KYJIBTYPBI, HCKYCCTBa, Ha-
POIHOM KyJBTYpPbl U TBOPUYECTBA, PA3JICIUB
no0eay ¢ TAKUMU IPUOPUTETHBIMU POCCHI-
CKMMH U3JJaHUSAMHU, Kak razera « My3bIKaib-
HOE 0003peHHEe», )KypHAIIbI « My3bIKaJIbHAS
KU3Hb» U «My3blkanbHas akaaemus». Jlo-
CTHYb 3TOTO pyOexka >KypHaly MO3BOJIMIIA
ero crparerus. «tOxHo-Poccuiickuii my-
3bIKIBHBIM  albMaHax» CTPEMUTCS, akK-
KyMyJUpysl HOBEWIIMEe 3HaHUSA B 00JacTu
MY3BIKUIBHOW KYJIBTYPBI, COACHCTBOBAThH
Pa3BUTUIO COBPEMEHHON HAyKH O MY3BIKE.
XKypnanom neknapupyrorcs obecredeHue
3¢ GEKTUBHON KOMMYHHUKAIIUH MEXTy aBTO-
paMH WM YUTATENSIMU Uil YIOBIETBOPEHUS
UX UH(POPMAIIMOHHBIX TOTPEOHOCTEH U IS
JNOCTMIKCHUS MAKCUMAJIbHOM IIPOAYKTHB-
HOCTU B MPO(dEeCCHOHATHHOM EATEeIbHO-
CTH, PEJOCTABIEHUE POCCUNCKUM YUEHBIM
BO3MOXXHOCTH ONEPAaTHBHO ITyOJIMKOBAaTh
pe3yapTarbl CBOMX HCCIENOBaHUN B 00-
JACTU MY3bIKO3HAHMUSI, CO3/IaHHE YCJIOBUM
IIPEEMCTBEHHOCTH HAy4YHOIO Ipolecca Io-
CPEICTBOM MyOJIMKAIUK CTaTel aBTOPUTET-
HBbIX U MOJIOJIBIX CHEIUaIuCTOB. Penakums
«}OxHO0-Poccuiickoro My3bIKaabHOTO ajlb-
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MaHaxa» HaleJeHa Ha pacIIUpeHue Kpy-
ra aBTOpOB, IIPUBJIEKAs] K COTPYIHUYECTBY
Y4EHBIX-MY3bIKOBEJIOB, MY3BbIKAHTOB-IIPAK-
THKOB, IIEJJarOrOB U METOIHUCTOB-HUCCIIE0-
BaTeJIeld U3 KOHCEPBAaTOPUI, By30B HCKYCCTB
u KynbTypbl Poccun, ctpan CHI, GnmxHero
Y JJATBHETO 3apyOeKbsl.
«HOxHo-Poccuiickuit MY3bIKaJIbHbBIN
albMaHaXx» XapaKTepU3yeTcs AKTUBHBIM OC-
BOEHUEM MEXIUCIUIUIMHAPHBIX «IIPOOIEM-
HBIX IIOJIEW», NPEANOJAraroluX pa3Ho-
oOpa3Hble CONMPSIKEHUS] M B3aUMOACHUCTBUS
My3bIKaJIbHOW HAyKH C TIyMaHUTapHbIMU
JOUCHUIUIMHAMUA — OOIMM M MPUKIIATHBIM
HUCKYCCTBO3HAHUEM, TEaTPOBEICHUEM,
KYJIBTypOJIOTHEH, JCTETHKOW, COLIMOJIOTHU-
el, ¢unocodueit uckycctsa u ap. Tpamau-
LIMOHHBIA TEMaTHMYECKUI JHAINa30H Xyp-
Hana: «[IpobmemMbl My3bIKaIbHON HayKu»,
«ACHEKTbl MY3BIKUIBHOM KyJIBTypbl XX
CTONETHS», «TBOPYECTBO KOMIIO3UTOPOB
XX-XXI BekoB», «DOIBKIOP U KOMIIO-
3UTOPCKOE TBOPYECTBO», «My3bIKaJbHbBIE
KyJBTYpBI MUPa», « My3bIKaJIbHAsA KyJIbTypa
IOra Poccun», «IIpo0Gnembl My3bIKaJIbHOTO
Tearpa», «VICIOIHUTENBCKOE HCKYCCTBOY,
«Mys3blkanpHOE oOpa3oBaHuey, «Paxkypcbl
MacCOBOM MY3BIKAJIBHON KYJIBTYpbI», «My-
3bIKa B 3epkaje ¢uiocodpum», «My3bika B
MHUPE UCKYCCTBY», «B coroze co ciaoBom», —
PEIpPE3CHTUPYETCA BO BCEX BBIIYCKax Ha-
CTOAILETO NMPOEKTa C MAaKCUMAJIBHOW MOJ-
HOTOM. McTOpryecKkuil 0XBaT OCBEIAEMBbIX
ABJICHUN KyJBTYpbl OTJIMYAE€TCS YHUBEp-
CaJbHOCTHbIO — OPraHUYHO BOMpAET B cebdd
U «CEIYI0 apXauKy», U )KMBOTPEIEIIYLIYIO
COBpeMEHHOCTb. lIpu sTOM coxpaHsercs
BUJIMMOE TMpeoOnafaHue MCCIeN0BaTeNb-
CKHX «CHKETOB», HEPA3pbIBHO CBSI3aHHBIX
C XyHOXECTBEHHBIMU peanusiMu XX — Ha-
gana XXI BexoB. bmaromaps nomnepxke
Poccuiickoro ¢goHna KynbTyphl, pelakius
HaJIeeTcsl JOCTUYb HOBBIX pyOexel B Mpo-
JIBUKEHUM HAyYHbIX WJEW WU IMOIyJspHU3a-
LIUHA POCCUNCKON T'YMaHUTApPHOW HAYKHU.

200



	обложка_2-20_P.pdf
	pmn_2-20_P.pdf



