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[NlepcnekTMBbl NPMMEHEHUSI MICKYCCTBEHHOIO MHTEAAEKTa
B MY3bIKaAbHOM KOMMNO3ULLUMH

B crarbe BbIBISETCS crnenupuKa TPUMEHEHUS HUCKYCCTBeHHOTro wuHTeiviekra (M)
B 0o0yacTH MY3bIKaJbHOH KOMIO3MLUH. B pesymbrare TEOpPEeTHUECKOTo aHajlu3a ajJrOpUTMOB
paboThl HMHTEIJICKTYaJIbHBIX CHCTEM OMNpPEAENEH uama3oH BO3MOXKHOCTEH TaKUX CUCTEM U
MIEPCIEKTUBBl UX JAJBHEWIIEro COBEPIICHCTBOBaHMWA. HoOBU3HAa wHccinenoBaHus B CPaBHEHUU
C IpYIrMMU HAy4YHBIMHU CTAThAMM 110 JAHHOW TEMAaTUKE COCTOUT B CUCTEMAaTU3allMd COBPEMEHHBIX
IIporpamM, IpeJIHa3HAYEHHBIX U1 COUMHEHMS U UMIIPOBU3ALMN MY3bIKH, CPABHEHUH AJITOPUTMOB
JNEUCTBUM W OINPENECICHUM IPEUMYINECTB UM HEJOCTAaTKOB HCKYCCTBEHHOI'O HHTEIUIEKTA Kak
WHCTPYMEHTA Il COYMHEHHSI MY3BIKH. YCOBEPIIEHCTBOBaHME anroputMoB padotsl UM B obmacti
MY3bIKaJIbHON KOMITO3ULIMU OYIET OINpENeNsTh JA0JITOCPOYHYIO MEPCIEKTUBY €0 MPUMEHEHUS U
KHU3HECTIOCOOHOCTD CO3/1aBAEMBIX KOMITBIOTEPOM MY3BIKaJIbHBIX MPOn3BeAeHni. Kak accucTuBHBIC
CUCTEMBI, KOMIIBIOTEpHBIE MEIHMa HE 3aMEHAT 4YeJIOBEKa B TBOPYECTBE, HO BCTPAaHUBASICh
B COYMHMUTENILCKUN IPOLECC, IIOMOIYT €My peajau30BaTb CBOM XYIOKECTBEHHBIC 3aMBICIIBI U
cMenble KpeaTuBHble uaeu. [lo pesynbraTaM HcCiIeoOBaHMS CHElIaH BBIBOA O IEPCIIEKTHUBAX
nucnonb3oBanus M B My3bIKalbHOM KOMIIO3ULIMU, KOTOPBIE COCTOAT HE B KOIMPOBAHUU Y¥KE
MMEIOIIEHCS My3bIKH PAa3HBIX CTUJICH, a B TIOUCKE COBEPILICHHO HOBBIX 3BY4aHUI, CTHIICH, 00pa3oB
U 3BYKOBBIX 3(¢exToB. HecomHeHHBIM IIIOCOM pa3paboTku U npumeHeHus MM B obmactu
My3bIKaQJIbHOM KOMIO3UIMM OBbUIM M OCTAIOTCSI MHOXKECTBO BO3MOXHOCTEW: IMPHUKOCHYTHCS
K TAMHCTBAaM MY3bIKaJIbHO-TBOPYECKOM AEATEIbHOCTH, TOTPY3UTHCA B 3TOT YBJIEKATEIbHBIN ITPOLIECC,
TBOPYECKH CaMOBBIPA3UTHCS, Pa3BUTh W NPUYMHOKUTH KpPEaTHUBHBIE CIIOCOOHOCTH, BOIUIOTHTH
CpEeICTBaMH MY3bIKH OPUTHHAIIBHYIO UJICI0, KOTOpast cTana Obl HOBBIM CIIOBOM B MO3HAHMU MHUpA U
4eJI0BeKa. JTO JOCTYITHO BCEM JKEAIOLIUM: KaK MPOoQecCHOoHaNaM, Tak 1 JIIOOUTEISIM.

KaroueBble  cioBa: HCKyCCTBCHHLIﬁ HWHTCJUICKT, MY3blKda, KOMIIO3ULIUA, COYHUHCHUC,
HUMIIpOBHU3alUs, aJITOPUTM, IIpOrpaMMa, TBOPUYCCTBO.
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The Prospects of Applying Artificial Intelligence
in Musical Composition

The article demonstrates the specificity of Artificial Intelligence in musical composition. As

a result of theoretical analysis of the work of the algorithms of intellectual systems, the range of
the capabilities of such systems and the prospects for their further improvement are determined.
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The novelty of the research in comparison with other scholarly articles in this field consists in
systematizing present-day programs designed for composing and improvising music, comparing the
algorithms of activity and determining the advantages and disadvantages of Artificial Intelligence
as an instrument for composing music. The improvement of the algorithms of Artificial Intelligence
in the field of musical composition will determine the long-term prospects of its use and the viability
of computer-created musical works. But the most important aspect is that computer media, being
essentially accessorial systems, will not replace a living human being in creativity, but, embedded
in the writing process, will help him realize his artistic plans and heuristic creative ideas. According
to the results of the study, the conclusion was arrived at regarding the prospects of using Artificial
Intelligence in musical composition, which consists not of copying existent music of different
styles, but in the search for entirely new sounds, styles, images and sound effects, as well as
discovering new and limitless opportunities for composing music. The undoubtable advantage of
the development and use of Artificial Intelligence in musical composition has always been and still
remains in the opportunity given to everyone, not only professionals, but also amateurs who want
to encounter the mystery of musical and artistic activities, to immerse themselves in this fascinating
process, to express themselves artistically, to develop and increase their artistic abilities, and to
realize their ideas in music, which would become a new message in the knowledge of the world
and humanity. This is accessible to all those who wish to partake of this process: both professionals
and amateurs.

Keywords: Artificial Intelligence, music, composition, writing, improvisation, algorithm,

program, artistry.

ckyccTBeHHBIN nHTeekT (M) ce-

TO/IHSI HAXOAUT IPUMEHEHUE B IIPO-

necce uudpoBoil 00pabOTKH 3ByKa
U TEOPHUH MO3HAHUSA MY3bIKU (OCMBICICHHE
WU my3bIkaibHBIX 00pa30B U YMOLUHN U3Y-
YaeT HayKa KOTHUTOJOTHS), COYMHEHUS U
UCIIOJIHEHUSI MY3bIKaJIbHBIX IPOU3BEIEC-
HUM (B aHIJIMMCKOM SA3BIKE Jake MOSBUIIACH
ab0peBuarypa «AIM», o0o3Hauaromas
«Artificial Intellect Music» — «My3bIKy HC-
KyCCTBEHHOTO HHTeIIeKTay) [8, p. 793].
Jns aTux 1eneit pa3paboTaHO HECKOJIBKO
KOMITBIOTEPHBIX Mporpamm, O0JIaJaroux
NN nns co3manus My3bIKA ITyTEM UMUTa-
MU TPOLIECCOB YMCTBEHHO-TBOPYECKOM
nesATeNbHOCTH yenoBeka. [locnenoBarens-
HOCTh JTHX HPOIECCOB 3a(UKCHpOBaHA
B QJITOPUTME OIEpanuil MCKYCCTBEHHOIO
WHTEJUIEKTa, KOTOpPBIA M IO3BOJSET IMpO-
rpaMMe€ BBITIOJIHATH TBOPYECKHE (PYHKIIMH
[2]. [Ipeumy1iecTBOM alIropuTMOB pabOThI
COBPEMEHHBIX HHTEIJIEKTYaJIbHbIX CHCTEM
sBysieTcs cnocoOHocTh MM yuntbes Ha oc-
HOBE 3arpy>XeHHON WH(pOpMAaIHH, KOTOpas

MOJTY4YHIIa HA3BAHUE «TEXHOJIOTMU KOMIIBIO-
TEPHOT'O COMPOBOXKICHUS» [6, p. 73].
HCKyCCTBEHHBI  MHTEIUIEKT — CETOJHSA
BIIQJICET «TEXHOJOTHEW WHTEPAKTUBHOU
KOMITO3ULIUK», KOTJIa KOMIBIOTEP COYMHSIET
MbECY B OTBET HA YKMBOE HCIIOJIHEHUE MY-
3bIKM 4esoBekoM [1]. Kommerorepubie mpo-
rpaMMBbI-IJIEEPHl TOCIEIHET0 MOKOIECHUS
MO3BOJIIIOT CO3/[aBaTh MAapPTUTYPbl HHTEPAK-
TUBHBIM METOJIOM IPH YaCTUYHOM y4aCTUH
KOMITO3UTOpA WJIA WCIHOJHUTENA. AJTrOpuT-
MBI PabOThl MYJIBTUMEIUHHBIX UHTEIIICKTY-
AJIBHBIX CUCTEM BKJIFOUAIOT MIPUHIIUIIBI Opra-
HU3AI[M1 BPEMEHHBIX U BHICOTHBIX OOBEKTOB
(3ByKH, KOMIIbIOTEpHAs rpaduKa, aHIMAaIus,
BHJICO), UX KOJIMYECTBEHHBIX COOTHOIICHUMN
Y MHTEPAKTUBHBIX B3anMMOIEUCTBUM. Takas
uepapxusi Ja€T BO3MOXKHOCTh YHPABISATh
BpEMEHEM MOSBICHUSI OObEKTOB U UX KOJIU-
yecTBOM. Mepapxusi, TakuM 00pa3oMm, JIeKUT
B OCHOBE aJITOpUTMa 00Pa0OTKU TAHHBIX, 3a-
rpy’kaeMbIX B JIF0ObIe IporpaMMel. [Ipu sTom
OHA BCera MPUCYTCTBOBAJIA BO BCEX BHAX
U CTWIAX MY3bIKH, B€b B IPOU3BEICHUSAX



G/ﬁ\

rOpI/I3OHTbl MY 3blIKO3HaAaHWNA

UEPAPXUH MOABEPraroTCsl BCE CPEICTBA BbI-
pa3uTeabHOCTH. TeXHOJIOTHsI WHTEPAKTHUB-
HOTO WCIIOJTHEHHS TMPOU3BEICHUS BO B3au-
MOJICMCTBHH ITPOrpaMMBbl U My3bIKaHTa ObLIa
pa3paboraHa Ui COBEPIIIEHCTBOBAHUS HC-
MOJTHUTENLCKOTO MCKycCTBa uenoBeka. Of-
HAKO HauOOJBIIMKA MHTEPEC MPEICTABISIOT
QITOPUTMBI U SI3BIKM TMPOTPAMMHUPOBAHUS,
nozpossirome MMM momHOCThIO CO371aBaTh
MY3BIKY: OT BbIOOpa 3BYKOBOIO MaTepuala
710 TIOJIHOTO O(hOPMIICHHS BCEW KOMITO3UITUH.

Pa3paborannast B [IpuHCTOHCKOM YHHU-
BepcHuTeTe U npe3eHToBaHHas B 2002 romy
nporpamma «HaK» («ChucK») mpencras-
JsieT co00M TEKCTOBBIA KpoccriaTpopMeH-
HBIU SI3bIK, KOTOPBIM MTO3BOJISIET B PEATIBHOM
BPEMEHH HMMIIPOBU3UPOBATh, COYMHSITH,
WCIIONHSATH U aHAJU3UPOBATh MYy3bIKY. [1po-
rpamma pabotaer Ha tiatgopme CTIH-
¢dopackoro u IIpUHCTOHCKOTO «OPKECTPOB
HOYTOYKOB» ¢ uX 0Oa3zamu maHHbBIX. «HaK»
— OIWH W3 S3BIKOB MPOrpaMMHUPOBAHUA,
NpeIHA3HAYCHHBIM ISl HAMKMCAHUS MY3bl-
KM, CMHTE3a 3ByKa B pEaJbHOM BPEMEHU
M OpraHu3allid B3auMOJCHCTBUS pa3JIny-
HBIX MY3bIKaJbHBIX TAPaMETPOB Ha OCHOBE
MPUHIIMAIIA UHTEPIIPETALIUH.

Coznannas B 2016 rony B JlrokcemOyp-
re mnporpamma «AIVA» («The Artificial
Intelligence Virtual Artist») TOTOBUT cayH/I-
TPEKH I JHOOBIX Macc-Melua B Pa3HBIX
CTWJISIX M SMOLMOHAIBHBIX OTTeHKaX. CTu-
a1 0003HAYEHBI, KaK «COBPEMEHHAS MY3bl-
Ka JUISl KAHO», «DJIEKTPOHHASN», «IOM-MY-
3bIKa», «AMOHMEHT» (PJIEKTPOHHAS MY3bIKa,
OCHOBaHHasi Ha MOAYJSIUSAX 3BYKOBOTO
TeMOpa U XapakTepu3yemMasi aTMOC(PEpPHBIM,
00OBOJIAKMBAIOIIUM 3BYYaHUEM), «POK-MY-
3bIKa», «GIHTE3W», <«JIKaA3», «IIAHTH
(mecHn OpHUTAHCKUX MOPSKOB), «MY3bIKa
KMHO XX BEKa», «TAHIO» U «KUTAUCKAS.
Anroputmbl «AIVA» OCHOBaHbl Ha apXu-
TEeKType mIyOokoro camooOyuenus WM.
[Iporpamma «AIVA» ucnosib3oBajiach s
CO3/1aHUS POK-KOMITO3HIIMH T10/I HA3BaHUEM
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«Ha kparo», a Taxke necHu «bose3HeHHas
JM000BbY» MPHU yYacTUW MOM-NeBUIbl TapuH
CazepH Bo Bpems €€ paboThI HaJl aTbOOMOM
2018 roga «5l —MCKyCCTBEHHBI UHTEIUIEKT.
OnHako U3HAYAJILHO MPOTrpaMMa pa3padarbl-
Bajach Ui T€HEPUPOBAHUS MY3bIKU Kilac-
CUKO-POMAHTHUYECKON TPAIAUIINKU, U MHOTHE
tpeku «AIVA», nanpumep, Cumdponuyec-
Kast danTazus i1 MUHOp op. 21 «['eHesucy,
CErOAHs BXOJAT B IUICH-JTUCTHI CIIyIIATEIICH,
Kak 00pa31bl aKaJIeMUYECKON MY3bIKH.
Cumbonnyeckas (aHTa3zusi MO CTUIIIO
Omm3ka My3bike KoHIa X VIII — nauama XIX
Beka. CTuIeBbIE AIIEMEHTHI, XapaKTEePHbIE
mns laiigna, Monapra, berxosena, Llly-
Oepra, TeperuieTaroTcst APyr ¢ JIPyroM Tak,
YTO HX HEBO3MOXHO auddepeHImpoBars.
OcHOBHasg TeMa MOCTPOEHA TPATUIMOHHO
B (hopMme mepmona, 3a Heil CleayeT CBS3YIO-
M pa3zien, CMEHSEMbI TeMOU MOOOYHOM
MapTUH, 3aBEPIIAET HKCIO3UIIMI0 COHATHOM
GbopMBI, KaK ToJaraercs, 3aKIIOUUTEIbHAS
naptusi. Pazpabotka cTpoutcst Ha mMarepuane
B €0 «PBIXJIOM» U3JI0KEHUHU C YWICHEHUSIMU
TEMaTu3Ma, CEKBEHLIMPOBAHUEM, BapbHpO-
BanueM. OHaKo oOpaiaeT Ha ceOsi BHUMa-
HUE TO, YTO pa3padOTKa BHIMISAUT HECKOIBKO
XA0THYHOM, MOXOKEeW Ha MOTOK Marepuasa
BHE JIOTMKU €TI0 CIIeJIOBaHUsA U 0e3 Kakou-
MO0 HAIMPABIIEHHOCTH B PA3BUTHH: HESCHO,
KaK/e HOBBIE KayecTBa MPHOOpPETaeT My3bl-
KaJbHBIN 00pa3, ¥ HEMOHSATHO, K YeMy BEIET
ero paspaborka. [losTomy u penpuza Boc-
MIPUHUMAETCS KaK POCTOE OBTOPEHHE, a HE
KaueCTBEHHOE M3MEHEHuEe marepuana. My-
3bIKAJIbHBIA 00pa3 Kak OyATo HE pa3BUBAJI-
Csl, BpeMs CIIOBHO OCTaHOBWJIOCH, a MYy3bIKa
HE BBIIIUIA 32 TPEEIIbl CO3EPLIAHUs HEKOETO
couetaHus 3BykoB. CuMm@onuueckoit anra-
3UM HE XBATA€T HE TOJbKO HAIPABICHHOCTU
Pa3BUTHS, OCMBICTICHHOCTH 00pa3a, HO U UH-
JTUBUAYATBHOCTH U XapaKTEPHOCTU CaMHX
MY3bIKQJIbHBIX MHTOHAIMI, a TaKXe CTUIIe-
BOW OPHUIMHAIBHOCTH, KOTOpOW 00iagaroT
MIPOM3BEICHUS TATAHTIMBBIX KOMIIO3UTOPOB.
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biaropaps NaHHOU KOMITO3ULIANA
«AIVA» Obuta mpu3HaHa «BUPTYaJTbHBIM
KOMITO3UTOPOM», YbHU MPOU3BENIEHUS 3ape-
THUCTPUPOBaHbI B MexayHapoIHOM oO11ie-
cTBe aBTOpcKUX mnpaB «SACEM». «AIVA»
crocoOHa COYMHATH AMOLIMOHAJIbHBIE ca-
YHIATPEKU JUIsl KMHO(QUIBMOB, BHUJIEOMID,
PEKJIIaMHBIX POJIUKOB M JIOOOTr0 JIpyroro
THUIIA Pa3BJIEKaTEIbHOr0 KOHTEHTA. «AIVA»
U3yYMJla UCKYCCTBO COYMHEHHs MY3BIKH,
«TPOYHUTAB» OOJNBIIYIO KOJJIEKIHUIO MY3bI-
KaJIbHBIX ApTUTYP, HAIMHUCAHHBIX KOMIIO3H-
topamu (Momaptom, berxoBenom, baxom u
Ip.), U co3Jajga MareMaTH4eCKyr MOJEINb
NPEJCTABICHUS] TOrO, YTO TAaKOE MY3bIKa.
VIMeHHO 3Ta MOIEIb U HCIONb3YETCs JUIS
COUMHEHUS COBPEMEHHOMN MY3BIKH.

ABTOMaTu4ecKuil My3bIKaJIbHbBII T'eHe-
parop «MopdeyC» («MorpheuS») — paszpa-
0oTka JIOHIOHCKOTO yHHMBEpPCUTETa MMEHU
KoponieBel Mapuu, mpoBeaéHHass npu Qu-
HaHcoBoi nogaepxkke ponna M. Kiopu (Es-
pocoto3) (2017). lanHast MHTEIUIEKTyaIbHAs
CHUCTEMAa OCHOBaHA HA TEXHOJIOTHUH ONTUMHU-
3allid ¥ aJITOPUTME TIOMCKA NIEPEMEHHBIX B
naracere (Imog0doOpa HaWIydlIero BapuaHTa
U3 BO3MOXHBIX), IPUMEHSAEMBIX JJISl CO3/a-
HUSI HOBBIX IIbEC B 3a/IaHHOW TOHAJIBHOCTH,
pa3sMepe U MHCTPYMEHTOBKE IyTEM Ipeol-
pa3oBaHMs UCXOAHBIX 00pa3uoB. Co3narenu
noquépkuBaroT, uro MW camocrosTensHo
CO3MIa€T MY3bIKY C OMPEACIEHHON CTPYKTY-
poii M OKpalleHHYo 3mouusamu [7]. TexHo-
JIOTHSI ONTHMHU3ALMK TIO3BOJIIET MHTErPU-
poBaTh Iporecchl 0TOOpa TEMAaTHYECKOIo
Marepuaja ¥ NPUHIMIIOB KOMIIO3ULIMH W3
«00pa3LOBBIX» MbEC, YTOOBI CTEHEPUPOBATh
JIOTUYECKH BBICTPOEHHYIO CTPYKTYpy C IO-
BTOPEHUEM M Pa3BUTHEM TEM, KaKk B TpaJu-
LIMOHHOM My3bIKE. IIbeChl, cOunHEHHBIE Te-
HeparopoM «MopgpeyC», UCHonHsUIUCh Ha
koH1eprax B Crandopae u Jlonaone.

[Iporpamma «ITonran» («Popguny, Oyks.
«Iyrad»), TpeAcTaBlICHHas B ABCTpaluu
B stuBape 2017 roga, UCMONb3yeT aIrOpUTM
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rybokoro oOyuenust U depes mmardop-
My TOjA HazBaHueM «Imucy («Alice») mis
COIIPOBOXKJCHHMSI, JONOTHEHUS WIIK UMIIPO-
BU3ALMU MY3BIKQJIbHBIX KOMIIO3HUIIHHA B pe-
aIbHOM BpeMeHH. Llenbio nHKeHepOoB-TIpo-
IPaMMUCTOB OBLJIO CO3[aHUE MPOrPaMMBI,
KoTopasi OBl COTpyIHMYAla C aBTOPaMH,
a He 3aMeH;UIa YeIOBEUECKHE CTIOCOOHOCTH.
«Onucy paboTaeT CleAyoUMM 00pa3oM:

— ONpeAeNsieT CTHIEBbIE 0COOEHHOCTU
MY3BIKH, KOTOPYIO UTPAET MY3bIKaHT;

— COIPOBOXK/IA€T MY3bIKAHTA, KOTJa OH
UTPAET;

— TBITaeTCd UMIPOBU3UPOBATh HA TOM
MaTepua’e, YTO UTPAET MY3bIKAHT.

Hcnonp3yss anroput™M riayOokoro o0y-
YeHHS, HEHPOHHBIC CETH aHAIM3HUPYIOT ThI-
CSIYM TIECEH, Pa3IMYAIONINXCS M0 CTUJISIM U
’aHpaM. DTOT METOJl OOy4YeHHUs TTO3BOJISIET
CeTSIM HMHTEPIPETHPOBATH CTWJIb JTAHHOU
MY3bIKaJIbHOW KOMIIO3UIIMM U «IOABITPHI-
BaTh» HCIOJHUTEIO MO HPUHIUIY IOJ0-
Oust UM 1o 00pasily B KauecTBE JOMOJIHE-
HUS WK 3aBEPIICHUS MEJIOANH, KOTOPYIO
UTpaeT NoJIb30BaTeNb (My3bIKaHT, KOMIIO3H-
TOp, JIFOOUTED).

HCcKyCcCTBEHHBIM  HMHTEJUICKT — «OIIHCH
CHocoOeH MmpejcKa3aTh TO, YTO MY3BIKAHT
WCTIOJHHUT B ONMWKallliie MUHYTHI, TOJbI-
rpaTh €My WM TPEUIOKUTh BapUaHT MY3bI-
KaJbHOU TeMbl. [TTyOokoe oOyueHue HaBbI-
KaM IPOTHO3MPOBAHUS MPOUCXOIWIO TaK:
MY3BIKaHT UTPajl KOPOTKHE MEJOANYECKHE
¢dpa3sl Ha poprenuaHo, a «NUC» HE3HAUU-
TEJIbHO MEHSUIa IMOCJIEA0BaTeIbHOCTh HOT,
COXpaHssl WHTOHAIMOHHBIA OCTOB TEMBI.
AJTOPUTM NPEIOT0KEHUS TO3BOISIET BEP-
cuu niporpammsel 2020 rona co3naBarb (op-
TENMUaHHbIE THECHI B PA3IMYHBIX CTUIISIX 0€3
y4dacTus 4YelloBeKa Ha OCHOBE BapbHpPOBaH-
HOTO TOBTOPEHUS! YCIBIIIAaHHBIX MEJIOIH.

B HacTosiiee Bpemsi OOJIBIIMHCTBO BEp-
cuil «Ilonrana» BKIIOYAET SJIEKTPOHHYIO
KJIaBHATYpPY, C TIOMOIIBI0 KOTOPOU TOJIB30-
BaTeJIb HTPAET CaM U BEIOWPAET THIT apaHKH-



G/ﬁ\

rOpI/I3OHTbl MY 3blIKO3HaAaHWNA

POBKHM WJIM AKKOPAOBOTO COMPOBOXKIECHUS.
[Iporpamma cama aHanmU3UPYyET CTUIIb UTPBI,
orpesensieT TOHAJIBHOCTh U PUTMHUYECKHE
O0COOCHHOCTH, a TaKke MOAOUPAET aKKOP/IbI
B PEAJIbHOM BPEMEHU HEMOCPEICTBEHHO BO
BpeMs Urpbl nosb3oatensi. Komnanus-pas-
paboTUMK MpeArnonaraeT, 4ro B OyaylIeM
WU Gynet ygacTBOBaTh B COBMECTHOM C JKH-
BBIMU MY3BIKAHTAMU COUMHHUTEIHCKOM TPO-
1[ecce, «IOJICKA3bIBaThy Hambosee BbIPa3U-
TEJIbHbIE MHTOHALIMOHHBIE U PUTMHYECKHUE
BapHaHThl MY3bIKaJIbHBIX (ppa3 (B cOOTBET-
CTBUU C BbIOpaHHBIM cTmieMm). Taxxe M
CMOKET HAy4MTh JIFOJEH UTpaTh HA Pa3HBIX
MHCTPYMEHTAX OBICTPEE, YEM 3TO CETOAHS
BO3MO)KHO B KJIacC€ IeAarora HIKOJIbl WU
KOJUIEJIXKA, HE TOBOPSI YXKE O pacIIupeHUH
apceHaja MY3bIKAJIbHBIX CPEICTB 3a CYET
MU300pETEeHMsI HEOOBIUHBIX 3BYKOB.

Hpyroe Hampasinenue passutus MU
B 00JIaCTH MY3bIKaJIbHOW KOMIIO3ULIUH
MpPEe/ICTaBIsIeT OCHOBaHHAs Ha O0OJayHOU
CUCTEME, yNpaBisieMasi UHTEJUIEKTyaJlbHasI
mar(opma My3bIKAIbHON KOMITO3HUITHH TTO]T
Ha3BaHueM «Awmrmep» («Ampery, 2017).
JlaHHas cucTteMa TeHepupyeT yHUKaJbHbIE
MY3BIKaJIbHBIE MBEChl Ha OCHOBE BHIOpaH-
HBIX MOJb30BaTEIeM IMapaMeTpPOB HAaCTpO-
eHus (XapakTepa 3By4aHUs, IMOLIUU), CTH-
15 ¥ npopospkurensHocTH. [locne BeIGopa
3TUX T[apaMeTPOB IM0JIb30BATEIb MOXKET
BHECTH [JIONOJHUTEIbHBIE H3MEHEHHS [0
3aBEpIICHUS CO3/laHusl komno3uuuu. [lnar-
(dbopma ocHOBaHa Ha JTAHHBIX W3 OMOIUOTE-
KU MY3bIKaJIbHBIX 00pa31oB.

N nromsm 6e3 My3bIKaIbHON TOATOTOB-
KHi, U mpodeccuoHansam «Ammep» mnpeao-
CTaBIISIET BO3MOXKHOCTH OBICTPO COYMHHTH
OpPUTHMHAIBHYIO MY3bIKYy. Bo-mepBbix, Omna-
ronapst anroputmy MW oOywaercsa Ha Ma-
Tepuasne NaHHBIX W3 OOJBIION KOJUIEKIHH
00pa3lioB  MY3bIKAJIBHBIX IPOU3BEICHHIA
LIMPOKOTO  YKAHPOBO-CTUJIEBOIO  CIIEKTpA.
Bo-BropbIX, anroput™m crnocoOeH HACHTU-
(UIMpPOBaTh KITFOUEBbIE MapaMeTPhl KX 10M
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MY3bIKaJIbHOW KOMIIO3UIIMU W MPEJCKA3aTh
XapakTep 3BY4YaHUs, KOTOPBIA IOJIb30Ba-
TENb MPENNOIaracT co3aarb. ABTOPHI IIPO-
IpaMMbl — TOJUIMBY/ICKHIA KHHOKOMIIO3UTOD
Hpro CunbBepcraitd, Cam Ocrec 1 Maliki
Xo0e yTBep)KIatoT, yTo «AmIiepy» Omaropaps
(GYHKIIMH COTPYTHHYECTBA C JKUBBIMH MY-
3bIKAHTAMM Pa3BUBAET U YCUJIMBAET UX CIIO-
COOHOCTH K counHeHHt0 My3biku [4]. Kap-
IUHAIIBHOE OTJIMYME MPOrpaMMbl «AMIep»
OT MY3bIKQJIbHBIX T€HEPaTopoB MPOILIOTO
MTOKOJIEHHSI COCTOUT B TOM, YTO PE€3YJIbTaThl
pabotsl U1 «Ammnep» He TpeOoBaiu cepbes-
HOM MepeIesIK1 YeJI0BEKOM: IIPOorpaMma Ioji-
HOCTBIO CO3/a€T MECHIO CaMOCTOSITENBHO,
NpUYEM 32 HECKOJIBKO CeKyH]I, — IOI0npaeT
3ByKHM MEJIOAMU K TEKCTY B COOTBETCTBHU
C €r0 pPUTMHUYECKOM CTPYKTYPOil, aKKOPAOBYIO
MIOCJIEIOBATEIbHOCTh 1 HHCTPYMEHTOBKY.
«Amper Music» — OTHOBPEMEHHO KOM-
[IO3UTOP, HUCIIOJIHUTEIb M TMPOAIOCEP MY-
3bIKH HMCKYCCTBEHHOIO HHTEJUIEKTA, KOTO-
pBIl MO3BOJISIET MIHOBEHHO CO3/aBaThb U
03ByYMBaThb OPUTMHAIBHYIO MY3BIKY, HE
TpeOysl KakoH-TMOO0 My3BIKAIbHOM IOIro-
ToBKU. [lo cyTm, 3TO mepBas TEXHOJIOTHS
cozmanuss My3eiku MU, npencrasineHHas
Ha MUpOBOM pbIHKe. [locne odunmansHOro
3amycka MmIaTQopmbl «AMmep» KOMIIaHUU
«Associated Press» u «Hearst Television»
HayaJM UCHOJIb30BATh €€ JUIsl CO31aHus My-
3bIKAJIbHOTO KOHTEHTA JJIs1 CBOUX IIPOrPAMM
U pernopraxei. «AMIep» No3BOJISET CO3/1a-
TensiM MeauakoHteHtra B CMU ynpoctuth
CBOM pabouunii mporecc u n3bexarh Bpe-
MEHHBIX U OIOPKETHBIX 3aTpPaT, CBA3aHHBIX
C aBTOPCKOM MY3bIKOW. Buaurcs nepcnekTu-
Ba IIMPOKOI'0 MCIIOJIb30BaHUS JaHHOM IIaT-
(hOpMBI B CpeIcTBaX MaccoBOI HHpOpMAaLIK
(paguo M TeNeBUACHUE), KUHOWHAYCTPHH,
BUJICOUTPAX, PEKIIaME, T€aTPAIbHOM UCKYyC-
cTtBe. My3bIKa, co3naHHas ¢ noMmouiso NN
«AMriepy, IoTy4aeT MeXIyHapOIHY10, Oec-
TUIAaTHYI0 ¥ OECCPOYHYIO JIMIIEH3UIO Ha €€
MCIOJIb30BaHKe, U30erasi MHOTOUHCICHHbIX



Horizons

of Musicology 0

2021,1

IOPUIMYECKUX U (DMHAHCOBBIX TMPOOIEM,
CBSA3aHHBIX C aBTOPCKUM IMpaBoM. Kpome
TOTO, «AMIIEP) TAKXKE ABIIACTCS y4eOHO-TI0-
3HaBaTEJIbHOW MPOrpaMMOM, BBICTyIas
B pOJIU TBOPYECKOIO MApPTHEpA apTUCTOB,
MY3bIKAaHTOB ¥ KOMIIO3UTOPOB, KOTOPBIE MO-
ryT corpynanyars ¢ UM B nponecce co3na-
HUSI COOCTBEHHON MY3BIKH.

OnuH U3 caMbIX MTOCIEAHUX U HE MEHEE
KPYIHBIX U MIEPCIIEKTUBHBIX HAYYHO-UCCIIE-
JIOBATE€JIbCKUX MPOEKTOB IO/l Ha3BaHUEM
«ITorokoBeie MamuHb («Flow Machinesy)
3aBepIIniIcs co3aaHuem miargopmsel «Flow
Machines Composer» (2016). Ona Bxiroua-
€T KOMILJIEKC CIOXHBIX aJTOPUTMOB U 0azy
naHHbIX 00bEMoM B 15000 mecen, KoTopbie
Ha Cell pa3 aHAJIU3UPYIOTCS C TOUKU 3PEHUS
3aKOHOMEPHOCTEW pa3BUTUSI Marepualia U
JIaXK€ SMOLIMOHAJIIBHOW OKpPAaCKU 3By4aHUs
MY3bIKH.

«Flow Machines Composer» crocoOHa
CaMOCTOSITEJILHO COUUHHUTH OPUTUHAIIBHYIO
MECHIO B 33a/IaHHOM CTHJIE, MCIIOJIHEHHYIO
C ONpeNeNEéHHBIM YYyBCTBOM. AJTOPUTM
MporpaMMbl OCYILIECTBIISIET BBIOOPKY Tie-
CEH B COOTBETCTBUHU C 3aJJaHHBIM CTHJIEM,
aHAIUTHYECKAsT MOJENbh WACHTU(DHUIHpYET
TUIIOBBIC YEPTHI CTHJIS, & TEHEPaTOp MMHU-
TUPYET U U3MEHSET HMX Ha OCHOBE LENU
MapkoBa, 3amyckas MEXaHU3M CO3JaHus
coOCTBEHHON KoMIo3ulMU. Ta ke aHau-
TUYECKasi MOJIENIb BBIYUCIISIET BEPOSITHOCTh
T€X WU HHBIX aKKOPJOBBIX IIOCJEI0Ba-
TEIBLHOCTEH W OJ0UpPAET ONTUMAIbHBIC Ha
ocHoBe 1ienu Mapxkosa. [lono6Hoe mpowuc-
XOAUT U C OCTAJbHBIMU NapamMeTpaMu: Me-
JIOMUYECKUM U PUTMUYECKUM PHUCYHKOM,
JTAHAMUKOM M WHCTPYMEHTOBKOM. [Ipo-
rpecc MM naHHOM CUCTEMBI COCTOUT B TOM,
YTO YEJIOBEK MOXKET Kak 3a()MKCUPOBATH M0-
HpaBUBLIMIICS BapUaHT Jr000r0 (hparMenTta
KOMIIO3UIIMU, TaK U 3allyCTUTh HOBYIO Ie-
Hepauuioo My3bIkd. [IpmHIMND cirygaiHon
BBIOOPKHM, KOTOpPBIN JaBHO HAIIEN MpHUMe-
HEHHUE B aJeaTOpPHOM, CTOXaCTUYECKOW M

AJITOPUTMHUYECKON MY3BIKAJIBHOW KOMIIO3H-
muu (Ketimxk, [lltokxayzen, Kcenakuc, by-
1e3), JIEr B OCHOBY CUHIIIA «MallrHa oTua»
(2016), crenepupoBannoro MU na 6a3ze me-
nomauii rpynisl « The Beatlesy.

UTo JIeXKUT B OCHOBE QJIrOpUTMa CO3-
naaus My3bIku? OOmmii mpuHIMI paboThI
HCKYCCTBEHHON HEHPOHHOM CETH 3aKII04Ya-
€TCS B TOM, YTO OHA OCBAaMBaeT U aHAJIN3U-
PYET OrPOMHOE KOJIMYECTBO MY3bIKAIbHBIX
MPOU3BEACHUM, BXOASIINUX B 0a3y JaHHBIX,
U CO3/1a€T HEUTO MOJOOHOE MO aHAJIOTUU U
B pe3y/bTaTe aHajIn3a, CpPaBHEHHS U 0TOOPA.
B ocHoBe GONBIIMHCTBA AJITOPUTMOB «MY-
3bIKM UCKYCCTBEHHOT'O MHTEJUIEKTA)» JIEKAT
ABTOKOJIMPOBILMKN U TE€HEPaTUBHO-COCTSI-
3arejbHblE MaTeMaTUYeCcKHe W Mporpamm-
HbIE MOJENH, OCTPOEHHBIE 0 NMPUHLUILY
OpraHu3alnvu U (PyHKIMOHUPOBAHUS OHO-
JIOTUYECKUX HEUPOHHBIX CETE — ceTen
HEPBHBIX KJIETOK )KUBOT'O OPTaHU3MA.

Tak, aBTOKOAMPOBIIMK NPEACTABISIET
CJIOKHBIN HAOOP JIaHHBIX B «YNPOILIEHHOMY
BUJIE, 4 3aTEM U3 ITOU «CXEMBbD» CHOBA BOC-
CO31a€T MCXOAHbIE JaHHble. TakoB anro-
PUTM TE€HEPUPOBAHUS MY3BIKAJIBHOH KOM-
no3utinu UM Ha ocHOBe aHanmu3a o0pasioB
u3 6a3bl gaHHbIX. [lo CyTH, yenoBeK TBO-
pUT OJO0OHBIM 00pa3oM: CHaJasia Mu3ydaer
U OCBaMBa€T MY3bIKy B €€ HCTOPUYECKOM
U TEOPETUYECKOM AaCMEKTaX, aHAIU3HPYET
CPEICTBA MYy3bIKaJIbHOW BBIPA3UTEIBHOCTH,
a 3aTeM M3 OTACJIbHBIX AJIEMEHTOB CO3/1aéT
HOBO€ IpOM3BEIAEHUE. |eHepaTuBHO-CO-
cTs3arelbHass HeHpoceTh paboTaeT B JBa
JTara: cHadaja IepBasi MOJeb HEMPOHHON
CETHU — FEHEPATOp — CO3AAET U3 UMEIOLIUXCS
JAHHBIX MY3bIKaJbHBIM Marepual, Halpu-
Mep, OCJIEeI0BaTeIbHOCTh 3BYKOB WJIN JIJTU-
TEIBHOCTEN, a 3aTe€M BTOpask MOJEb — JUC-
KPUMUHATOp — CPAaBHUBAET 3TOT MaTepua,
MBITasICh OTJIMYUTH MY3bIKaJIbHBIN 00pasell
WIN 3TaJOH (peajbHOE NPOM3BEACHUE U3
0a3bl JaHHBIX) OT CO3/1aHHOW FE€HEPATOPOM.
Bo3snukaer curyaius rrybokoro o0y4eHus
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WU, xorna aBe MOJENH, COPEBHYSCH IPYT
C APYT'OM, COBEPILIEHCTBYIOT T€HEPUPYEMBIIA
Matepual U o0y4aroT JIpyr Jpyra CO3/1aHUI0
OPUMEPOB, MAKCUMAJIBHO OJIM3KUX MOJINH-
HBIM MY3bIKaJIbHBIM IPOU3BEICHUSIM.
KayectBo momydyeHHOro Marepuana
orpezensercs OObEeKTUBHO IyTEM TaK Ha3bl-
BAEMOI'0 «MY3BIKAJIbHOTO TeCTa ThIOpUHTay,
MPEUIOKEHHOTO aHIJIMHCKUM MaTeMaTHKOM
U JorukoM emé B cepeanHe XX Beka [10].
OTO ompoc ciymareiae, KOTOpbIM Hpea-
JaraeTcsl ONpeaesuTh, Kakas My3blKa Ipu-
HAJUIEXKUT pealbHOMY KOMIIO3UTOpY, a Ka-
Kasi — UCKYCCTBEHHOMY MHTEJUIEKTY. Takum
o0pa3oM ObUI MPOTECTHPOBAH AITOPUTM
«DeepBach», kotopblii TeHepupyeT My3bl-
Ky B crwie baxa. M3 nmomyropa ThICsAY pe-
CTIOH/ICHTOB, BKJIIOYasi MPO(ECCHOHATIOB U
Jro0uTeNneld My3bIKH, TOJABIISIOIICe OO0Jb-
IIMHCTBO C TPYAOM MOIVIM OTJIMYUTH 0aXOB-
ckue xopainbl oT co3nanHbix MU, Onnako
B LIEJIOM MY3bIKa HCKYCCTBEHHOTO HMHTEJ-
JIEKTa HE JOCTUIAET YPOBHs IPOU3BEACHUN
HCKYCCTBa B IIEPBYIO OYEPENb U3-32 CBOMX
HEBBICOKUX XYJI0KECTBEHHO-ICTETUYECKUX
KayecTB, KOTOpPbIE OLIEHUBAIOTCS CyOBEKTHB-
HO, C YY4ETOM MY3bIKaJIbHOTO OIIbITA U BKYyCa.
Myspikanbhbiil Kputuk CaiiMoH Pelinonc
OTMeyall, 4To «My3blKa CyObeKTHBHA, B HEH
€CTb JyIlIa, KOTOPOii He Oy/IeT XBaTaTh HCKYC-
CTBEHHOMY MHTEJUIEKTY» [6, p. 129]. Kpome
TOr0, MalIMHA HE CIIOCOOHA CO3/1aTh HOBBIN
CTWJIb, )KQHP U TEXHUKY KOMIIO3ULIMH — 3TO
npeporarrsa yenoBeka. Bo3MokHO, oka.
Cy1IecTBYIOT U YUCTO TEXHUYECKUE He-
NOCTAaTKH, HallpUMEp, OTCYTCTBUE B MECEH-
HBIX popMax (Ka3ajaoch Obl, TAKUX MPOCTHIX
U TOHSTHBIX) IHOBTOPSIIOUIMXCS CTPYKTYp
(Menoguueckux (pa3 WIM PUTMUYECKHX
¢uryp, NpurneBoB U T. JI.) U NPUHIMUIA TIe-
puoanyHOCTH. HenoruuHelMH — KaxyTCs
MOCJIEIOBAaTEIbHOCTH WHTOHAIMM, HE 00-
pasyomux THMAYHBIX (QOPMYN (CKaY0K H
IOCTYNIEHHOE 3aIl0JIHEHHE, BOJTHOOOPa3HOE
JBUKEHUE MEJIOJUYECKON JINHUW) WU 3a-
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MOMHMHAIOIIMXCS MOTUBOB. CKOPOCTh reHe-
panuyu My3bIKH TaKXKe IOKA eIE HEBBICOKA:
aHallu3 M KOMOUWHAIUs SJIEMEHTOB MY3bI-
KaJIbHOM KOMIIO3ULMU B HEKOTOPBIX MpO-
rpaMMax 3aHUMalOT HECKOJIbKO YacoB.

B 2016 rogy kpearuBHas rpynmna KOM-
naann «Google DeepMind» ocymectBuia
npuMevareiabHyto pa3padorky «AlphaGoy.
310 camoolyuaromiasics Ha oOpa3lax Kiac-
CUYECKOU MYy3BbIKA MOJIENb, KOTOPAsl CO30AET
HOBBIE NMbECHI B KJIACCUYECKOM CTHUJIE, 3BY-
Yale JOBOJIbHO MY3bIKAJIbHO (110 MHEHHUIO
YYaCTHUKOB TpeCcC-KOH(EpeH1nu, yCTpo-
eHHOW kommaHuel). [lpyras xkomaHzaa mpo-
rpammucToB «Google» ycoBepieHCTBOBaIA
MHTEIJIEKTYaIbHYIO cucTeMy «MaKeHTay,
K KOTOpPOH UMEIOT CBOOOIHBIN TOCTYTI TIOJTb-
30Barenu uHTepHeTa. OHa crnocoOHa UM-
IIPOBU3UPOBATh U TEHEPUPOBATH HOBYIO MY-
3bIKYy Ha OCHOBE BXOJIHBIX JJAHHBIX, KOTOPbIE
IIOJIy4aeT OT IOJIb30BaTEIIS.

[Tporpamma «FlowComposer», cosep-
HIEHCTByeMasi B JaHHbBIA MOMEHT B [la-
PIDKCKOM J1abopaTopun KOMIaHUM «Sony»,
Bo3miasisiemon @pancya Ilame, 1mo3Boss-
€T CO3/aTh 3CTPAJHbIE IECHU B CTUJIE TOTO
WIM WHOTO KOMIIO3UTOpA WJIA HCIOJHUTE-
. B 2018 roay Ilame B corpyaHudecTBe
¢ xomnosutopom b. Kappe co3ganu tpex,
HanucanHeli UM B ctunme rpymnmsl «The
Beatles». O1oT Tpek mnporeMoHCTpUpPOBa-
nu myOnuKe, KoTopasi Obuta yOekieHa, 4To
JaHHAas TIECHS, CO3JlaHHas «OUTIaMU», IO
KaKoi-TO NpPUYMHE HE 3Bydalla B IEPHOJ
CYLIECTBOBaHUs TIpPYyIIbl. Yaayed paspa-
O00TYMKOB cTas anroput™ aeicteus MU Ha
OCHOBE MapKOBCKHX Lieneid. OHM onuchIBa-
I0T CUCTEMY C TOYKH 3PEHHUSI €€ COCTOSHUM
B IPOILIOM, B TEKYIIUH MOMEHT U BEPOST-
HOCTEW M3MEHEHHs COCTOSHUM B OyayIiem
Ha OCHOBE aHaJIM3a COCTOSIHUH B IPOIILIOM.

B o6nactu npumenenust UM B Mmy3bikaib-
HOM HCKYCCTBE IIpOZ€jiaHa 3HAYMTEIbHAs
pabora, pe3yabTaToM KOTOPOH CTano pac-
HIMpEHNE BO3MOXKHOCTEH U KOMIIO3UTOPOB,



Horizons

of Musicology 0

2021,1

Y UCIIOJHUTENEN, U ciymareneit. Mcrons-
3ysl CJIOXKHBIE BBIYMCIIEHUS, BBIIOJIHACMbIC
KOMIIBIOTEpAaMU, MOKHO CO3/1aTh WJLIIO3UIO
3ByKa, JIETALIET0 4epe3 KOCMOC — TaKylo
UJEI0 B CBOE BpEMsl, 3aJI0JIT0 JI0 Pa3BUTHUSA
COBPEMEHHBIX KOMIBIOTEPHBIX TEXHOJOTHIA,
BBICKa3bIBaJl aMEPUKAHCKUI KOMIIO3UTOP Ha-
yasia XX Beka Jnarap Bapes; koMno3uTopsl
Hadana XXI monb3yroTcs KOMIBIOTEPHBIMHU
IIPOrpaMMaMH ISl TECTUPOBAHUS I O3BY-
YUBAHUSA «BOOOpaskaeMoii My3bIK» [9].
Ucnonp3oBanne MU B obnactu my3bl-
KaJIbHOW KOMITO3UIIMU BBIXOJUT 32 PaMKH
PEKOMEHIAIMKA ISl TI0JIb30BATEJIEH U OT-
KpPBIBACT TEPCTICKTUBBI pa3BUTHS ChEpHI
IIMPOKOIOCTYITHOTO, JI€MOKPATUYHOTO U
NePCOHU(DUIIMPOBAHHOTO  MY3BIKAJILHOTO
TBOpYECTBA KaK MPO(ECCHOHANIOB, TaK H
mooburenei. B pazpabortke margopm ¢ MU,
MPU3BAHHBIX [IOMOYb aBTOMAaTU3UPOBATh
MPOLIECC COYMHEHUS MY3bIKH, HAOIIOIaeTCs
TEHICHUHUS IEJICHANPABICHHOTO Pa3BUTHUSA
anroputMma corpyaHudecrsa MM ¢ ecre-
CTBEHHBIM MHTEJUIEKTOM U B CBSI3H C 3TUM
pacliMpeHuss BO3MOXHOCTEH  YeEJIOBEKa
B 00J1aCTH MY3bIKaJIbHOM KOMIO3UINH [5].

Bonwmmoit mpobnemoit g MM Gwuio
U OCTAa€TCsl OHMMAaHUE TBOPUYECKUX M XY-
JIO’)KECTBEHHBIX PELICHHUM, KOTOpbIE, IIO-
pPOH, BBI3BIBAIOT CIIOPBI U TPYAHOCTH Ja)Ke
y CIHEHUATNCTOB B O0JACTH KYJIBTYpbl U
HUCKyccTBa. VICKyCCTBEHHBIM HWHTEJUIEKT
JUIIEH BIOXHOBEHMS, SBIISIIOIIETOCS He-
00XOUMOM COCTaBIAIOIICH MMOATUHHOTO
UCKYCCTBA, U TO-TIPEKHEMY HE CIIOCOOCH
BOIUIOTUTh OPUTHHAIBHYIO XYyJI0’KECTBEH-
Hyt0 KoHrenuuiwo [3]. OmxHako OH ormpe-
JNEJIEHHO M3MEHUT MPOLECC MY3bIKAJIb-
HO-TBOPYECKOW JEATEIIbBHOCTH YEJIOBEKA
B Oymy1em.

[IporpaMMbl 1O COYMHEHHUIO MY3BIKU
CTaHOBATCS BCE CIOXKHEE M H3OLIPEHHEE,
MO3TOMY KOMIIO3UTOPHI BCE OOJIbLIE JJOBE-
psaror UM co3ganne My3bIKadbHBIX MPOU3-
BeJeHnH. JlyMaercs, nepcrneKkTuBa UCIoib-
3oBaHuss U B My3bIKQJIbHON KOMITO3UIIUU
3aKJII0YAeTCs BCE K€ HE B KONMPOBAHUU
YK€ MMEIOLIENCs MY3bIKA Pa3HbIX CTHJIEH,
a B MMOUCKE COBEPIICHHO HOBBIX 3ByYaHUMU,
CTHJICH, 00pa30B U 3BYKOBBIX 3()(EKTOB,
a TaKXKe OTKPBITUN HOBBIX M O€3TpaHUYHBIX
BO3MOYKHOCTEH 71 COUMHEHHS] MY3bIKH.
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BokaabHasi My3bika I'eHpu Népceana
B Komeaun AxxkoHa ApaitaeHa «<AmMcuTpuoH, uanm Apa Cocus» (1690)

JlaHHasi cTaThs MPEACTaBISET COOOM ONMBIT aHaIM3a BOKaJIbHOM My3blku [l€pcemia k omHOM
U3 CaMbIX MOMYJSIpHBIX KoMenui smoxu PecraBpammn — «Ameutpuon, wim [IBa Cocus»
Jlxona [lpaiinena. IlpuBenéHHble B cTaThe KpaTKUe KM3HEOMHMCAHUS MH(OIOTHYECKOTO Tepost
AMdurpuona, ucropus cozmaHus nbechl [paiineHa u e€ npemmecTBeHHUIl — komenuid [lnaBra
u Mosbepa, cocTaBa JEHCTBYIOIUX JIUI], UMEH aKTEPOB U MEBIOB, KPATKH 0030p 3CTETHUECKUX
yCTaHOBOK H arMoc(epsl Tearpa PecraBparmu, — BCE 3TO BOCCO3MaéT MCTOPUKO-KYIBTYPHBIN
KOHTEKCT, IIOMOTaloIIMi OCO3HATh XYIOKECTBEHHBIE OCOOEHHOCTH BOKAJIBHBIX COUMHEHUN
[lépcenna. Ilo cnoBam /[paiizena, mecHu K «AMQUTPUOHY» CIIOCOOCTBOBAIM HEU3MEHHOMY
ycrexy KOMEIUU U 3HAUUTEIIbHO IPOMJIAIIN €€ CLICHUYECKYIO KU3Hb.

K Mmy3bikanbHBIM OOpa3aM MeCeH TAHYTCS HUTH U3 MPOIUIOr0, B HUX MOXXHO HaWTH
aHaJoruu c 6ojee paHHUMH COYMHEHHUSIMH KOMIIO3UTOPA — COJBHBIMU CBETCKHUMH MECHIMHU
U eIMHCTBEHHOU onepoil «lunona u Dueit». [lokazarensHo oTHomenue [I€pcenna k TekcTam
IIECEH, B KOTOPBIX OH IPOU3BOAUT 3aMEHBl OPUTMHAIBHBIX IPalJICHOBCKUX MOITUYECKUX
CTPOK ISl JOCTH)KEHMS O0o0Jie€ OpPraHMYHOIO CIMSHUA MY3BIKH M CJIOBa, HCIOJb3YET
U3MI00IEHHBIN TPUEM CTOBOM300pa3uTeabHOCTH. [lecHn n3 « AMUTpHOHA» TEMOHCTPUPYIOT
orxon IIépcenma oT AeKIaMallMOHHOTO CTHJIS, OT HEKOM AaHIVIMHCKOM YIJIIOBATOCTH MEJIOAMH,
CTOJIb XapAaKTEPHBIX I COJIbHBIX CBETCKUX II€CEH MPEALIECTBYIOLIEro nepuoaa. B Hux
OLIYINAETCS OTYETIUBOE BIUSHUE UTAIBSIHCKOM MY3BIKU C €€ 3aKPYNIEHHBIMU U3AIIHBIMU U
FapMOHMYECKH yPABHOBEIICHHBIMU MEJIOIMUSAMHU, NPUCYTCTBYET TEHICHIUSA K PACIIMPEHUIO
¢dbopmbl. Beriias 3a mpenensl Tearpa, mecHH K « AMQUTpUOHY» MyOIMKOBaINUCh B COOpPHUKAX H
OTJEIbHBIX MEUaTHBIX U3JaHUAX. JJoka3aTenbcTBOM BceHapoaHoro npusHanus necuu «Celia,
that I once was blest» cTano e€ pacnpocTpaHeHHe B MHOTOYNCIEHHBIX YIMYHBIX 0ajuianax, TaK
Ha3bIBaeMbIX broadside ballads.

Kitouenie cnoBa: Tearp PecraBpanuu, « Ambutpuony, o [paiinen, [1épcenn, my3bika amns
TeaTpa, yIUYHbIe OalIabl, CIOBOU300Pa3UTEILHOCTD.

s yumuposanus / For citation: {yna H. B. Bokanbnaas my3bika ['enpu [I€pcenna B komenun
Ixona [lpaiinena «Amdurpuon, umu [[Ba Cocus» (1690) // I[Ipobiaembl My3bIKaabHON HayKH /
Music Scholarship. 2021. Ne 1. C. 17-26. DOI: 10.33779/2587-6341.2021.1.017-026.
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Henry Purcell’s Vocal Music
in John Dryden’s Comedy “Amphitryon; or The Two Sosias” (1690)

The article presents an attempt of applying analysis of Purcell’s vocal music to one of the most
popular comedies of the Restoration “Amphitryon; or the Two Sosias.” The brief biography of the
mythological hero Amphitryon brought into the article, the history of the creation of Dryden’s play
and its predecessors — comedies by Plautus and Moliere, the makeup of the cast of characters, the
names of the actors and the singers, the short overview of the aesthetical notions and the atmosphere
of the Restoration theater — all of this recreates the historical and cultural context which helps
realize the artistic particularities of Purcell’s vocal compositions. According to Dryden’s words,
the songs for “Amphitryon” were conducive to the comedy’s permanent success and lengthened its
stage life considerably.

Threads from the past envelop the images of the songs, it is possible to find analogies with the
composer’s earlier compositions — the solo secular songs and his sole opera “Dido and Aeneas.”
Especially revealing is Purcell’s attitude toward the song texts, in which he makes changes in
Dryden’s original poetical lines to achieve a more organic interfusion between the music and the
words and makes use of his favorite technique of word-painting. The songs from “Amphitryon”
demonstrate Purcell’s departure from his declamatory stile, from the peculiar English angularity of
melodies so characteristic for the solo secular songs of the preceding period. In them it is possible
to perceive a distinct influence of Italian music with its rounded, refined and harmonically balanced
melodies, and the tendency towards form extension is present. Passing beyond the boundaries of
the theater, the songs to “Amphitryon” were published in compilations and separate print editions.
The proof of the nationwide acknowledgement of the song “Celia, that I once was blest” was its
dissemination in the numerous street ballads, the so-called broadside ballads.

Keywords: Restoration theater, “Amphitryon”, John Dryden, Purcell, theatre music, broadside
ballads, word-painting.

Hyk Ilepces AMpUTpuOH He MoiMy-  BpeMs BECENOro MHpa U ObUT BBIHYXKJIEH Oe-

YHJT B TpeYeCKOr MU(DOJIOTHUH CTAaTyC  KaTh ¢ MOJIOON cyrnpyroii B @ussl. men-

reposi, mogooHoro I'epaxiy, Tecero, HO oTTyna AMQHUTPHUOH XOAMI TOXOAaMHU Ha
Scony u npyrum. OgHaxo ero mudonoruye-  TenedOOEB, 3¢MJIM KOTOPBIX B UTOT€ U 3aBO-
CKasl KU3Hb OKa3aJlach HE MEHEE HACBIIEH-  €Baj. Jloirum orcyTcTBUEM repost B PuBax
HOM BCAKoro poa coObITusMu. [1o nerenze, BOCMOJIB30BAJICA BEIMKUN TyYErOHUTENb
AmMduTpuon 6e3 00s1 BEpHYJ MOXUIIEHHbIE  3€BC: BIIOOIEHHBIN B AJIKMEHY, OH co0a3-
cTazna cBoemy Jsje napto Tupuada Dnek-  HUI KpacaBUILY, SBUBIIKCH K HEH B 00JIHYbeE
TPHOHY, 332 YTO TOJXYYHJ B KEHBI ero mpe-  Amdurpruona. OgHaKo BCKOpE BEPHYJICS U3
KpacHyto Aoub AnkmeHy. [lanee coObiTus  1moxoaa u cam repoil. B monoxxeHHBINH Cpok
pa3BUBaIKCh OoJee JpaMaTUYHO: IO OHOM HM O 4éM He Mojo3peBaromias AJKMeHa
13 BepCUil Trepoil HeyasHHO yOWJI IS0 BO  poJwia AByX Onm3HenoB — I'epakia, cbiHa
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3eBca, u Udukna, ceina Amdutpruona. On-
HaX/Ibl HOYbIO K KpoBarke lepakia mon-
IIOJI3JIM JIBE 3MEH, ITOCIaHHble [ epo, uro-
Obl yOUTh ChlHA BEJIHMKOro [poMoBepikiia.
OO0magaBIIui HEIIOKUHHON CUJION MaJbIIIl
3aymIn 3ME, U MpuOekaBIlIMe Ha LIYyM
pomuTenu ObUIM TOPaKEHbI YBHUJICHHBIM
gynoMm. Ciydaii 3actaBwil AMQUTpUOHA
npu3agyMaTbcsi U OOpaTUThCS K MPOPH-
narento Tupecuto 3a nomoulpro. Bemmi
cTapel npejackasan ['epakily HEBEPOSITHYIO
YKU3Hb, [IOJIHYIO TIOJIBUTOB U IPUKIIFOYEHUH,
a B KOHIIE JKU3HM — JOCTHXKEHHE OeccMep-
tusi. Oco3HaB, KaKas Cj1aBa )JAET MPUEMBIIIIA,
AMOUTPUOH pemmi AaTh €My MPEKpacHOe
oOpazoBanue. [epakia y4unau ynpaBisTh
KOJIECHUIIEH, YUTATh, IUCATh, IETh U UTPaTh
Ha kudape. [IpaBaa, 3aHATHS My3bIKOH He
yBEHUYAJIUCh ycriexoM. ['epakit yous yuurens
yAapoM Kugapsl 1o Toj0Be U OTYUM, 00sCh
HOBBIX HEMIPUATHOCTEH, OTIIPaBUII IOHOIIY B
neca Kudepona nactu oserr.

N3 Bceit Ouorpadpuun Ampurpuona an-
TUYHBIE U NTOCJIETYIOIINE ABTOPHI OTAaBaIH
NPEINOYTEHUE EIUHCTBEHHOMY SIH30/Y
YKHU3HU Irepost — MOSIBIIEHUIO B €T0 JIoMe 3€B-
ca, BbIIaBaBIIero ceOs 3a My>Ka AJIKMEHBI.
Camoil paHHEW W3 COXpAaHMBLIUXCS Jpa-
MaTHYECKUX BEPCHI ATOrO CIOXKETa SIBIIS-
ercs nbeca [lmasra (ok. 254—184 no H. 3.)
«Amputpuon». KOnurepy B Hell moMoraer
Mepkypuii, Beigaromuii cedst 3a padba Am-
¢utprona Cocusi. OCHOBY CIO)KETa COCTaB-
JSIeT 1enb KOMHUYECKUX 3MH30[10B, B KOTO-
peix FOmutep u Mepkypuil MOSIBISIOTCS
nepea ATKMEHOM B 00auubix AMQUTpHO-
Ha u Cocusl, 4yepeaysach ¢ HaACTOSIIMMHU re-
POSIMH, U BHOCSIT HEBBIPA3UMYIO CYMSTHILY
B mpoucxoxduee. Ilbeca 3akaHunBaercs
POKIeHUEM OJIM3HEIOB, OSBIEHUE HA CBET
KOTOPBIX COMPOBOXKJIAETCS TPOMOM M MOJ-
HUSIMHU ciycTuBIIerocs Ha 3emuto FOnure-
pa. BepxoBHsIil 60r 3asBusier AmbuTpuo-
HY, 4TO AJIKMEHa He BMHOBHA, MOCKOJIbKY
HAXOJUTCS B TIOJTHOM HEBEACHUM, a OVH U3
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OnMM3HEIOB — ChIH Oora. AMGUTPUOH TOBO-
PUT, YTO €My BOBCE HE OOHMIHO MOJIOBUHOMN
Onar genuthes ¢ [poMoBepKIeM U TPOCUT
3putenei noarmoaupoBars FOnurepy.

CrokeT aHTUYOM KOMEINH OKa3aJICs He-
yBsagaeMbIM. B 1668 rony Monbep Hanucan
HOBOTO «AmbutpruoHa». DpaHiy3cKkuid
JIpaMaTypr HECKOJIbKO PaCIIUPUII COCTaB
YYaCTHUKOB: J100aBWJI B MoMoIlb MepKy-
puto Hous, 3amenun ciry:xanky bpomuto Ha
cnyxaHky Kieantuny, xxeny Cocus, 1 BBEN
eni€é HECKOJIIBKO BTOPOCTENEHHBIX IEpCo-
Haxel. B 1ienoM nuHusa pa3sBUTHS CIOXKETa
0CTajlach HEU3MEHHOM.

BAOOXHOBIEHHBIN YCIIEXOM COYMHEHUM
IInaBra u Monsepa, xxon [dpaitnen co3nan
COOCTBEHHYIO Bepcuio «AmpUTproHay,
peMbepa KOTOPOii 10JKHA Oblila COCTOSITh-
cs 30 anpens 1690 roga. [paiinen npuypo-
YU beCy K OPUIMaIbHOMY MPa3IHOBAHUIO
nHs poxaeHust Koponesst Mapuun. OnHa-
KO HHM KOpOJIEBa, HU €€ MpUOMIKEHHBIE HE
MOYTUIIA CBOUM TPUCYTCTBUEM CIIEKTAKIIb,
a nosaBuWIKCh B KoponeBckoMm Tearpe JHIlb
Ha MMOCTAHOBKE KOMEIUU B Hadalie OKTAOPS
1690 roma'.

B «O6pamenun» («The Epistle
Dedicatory») k Capy Yunbsmy JleBecon-Ia-
y3py, NpeaBapsoIIeMy MeYaTHOE H3JaHue
«AmbutproHay, [paiinen nmpusHaics, 4yTo
MHOTO€ 3aUMCTBOBAJ Y PUMCKOTO U (paH-
1y3cKoro japamaryproB. OJHaKo, Kak 3a-
MEYaeT OH Jajiee, «IyOnuKa ¢ JErKoCThIO
O0OHapyXUT, 4TO OOJIbIIIE MOJIOBUHBI TEKCTA
MPUHAJJICKUT MHE, OCTaJbHasl K€ 4acTh —
auib ciaboe noapaxkanue ux [IlmaBra u
Monsepa. — H. /[.] IOCTOUHCTBaM, HEXKEIIN
npocto nepeoay [8, p. 10].

B cnucok neilcTByrOmuMX UL aHTIUK-
CKO#l xoMenuu ObutH 00aBieHbsl 0or ded
U IIpoAaxxHsIi cyaps ['pununyc. Hemomonas
Y NUIIEHHAs MpUBJeKaTeabHOCTH bpomus
crana xeHou Cocus, a K AJIKMEHE MpHU-
CTaBUJIM MOJOIAYIO CIYXAHKYy IbITAHKY
@Denpy, KEHCKHE MPENECTH KOTOPOH IO
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JIOCTOUHCTBY olnieHun Mepkypuil. HoBeie
Tepor COOOILIMIM CIOXKETY OONBIIYIO Sp-
KOCTb U OCTpOTY, U Ha moTpedy myOmiu-
KM BHECJIM B TEKCTHl PEIUIMK U JUAJIOrOB
OLIYTHUMYIO JIOJII0 TPyOOCTH W TOIILIO-
ctu. OgHako OanaHcupys Ha rpaHu (dapca
(ocobenHno B crieHax ¢ Mepkypuem u Co-
cueM, Mepkypuem u ®enpoii), paiinen
HAaCBITWJI NIbECY 3J0POBBIM OCTPOYMHEM
U CKpBITOM catupou. MccnemoBarens nu-
wert, yto Mepkypuii u denpa oxkaszanuce
MePCOHAXKaMH, CIIOCOOHBIMU «JIOCTaBUTh
3pUTEITIO YI0BOJILCTBUE OT HAOMIOACHUS 3a
UX U3AIIHBIMH, MOJHBIMU IOMOpA CIIOBEC-
HBIMU Ay3isiMu <...> MX octpoymmue mpo-
SBJISIETCS] HE CTOJIBKO B CJIOBECHBIX AYdJIAX
JT1000BHOTO XapakTepa, CKOJIbKO B CaTUPH-
YECKUX KOMMEHTapUsX MO MOBOAY APYTUX
nepconaxei» [4, c. 108].

B TO xe Bpems komenus HE JUIIEHA
IPaMaTUYECKUX U AMOLMOHAIBHO HaIps-
XEHHBIX cueH. Ux ywyactHuku — IOnmrep,
Anxvena 1 AMQUTpUOH. ATTKMEHA — TIbLI-
Kas OKEHIIMHA, HCKPEHHE BbIpaXKarolas
CBOM YyBCTBa B MOHOJIOTE €€ 1O IMOsBIIE-
Hus lOnurepa. U xoTs gpamarypr aumaer
KOMEIMIO MOJIbEPOBCKOTO POMaHTUYECKOTO
bnépa, pemnmuku AJKMEHBI OTJIWYAIOTCS
OOJIBIIION TOIEH SKCIIPECCHUH.

Her comuenumii, 4T0 npamaryprudeckas
KaHBa COOBITUN W XapaKTephl MEPCOHAKEN
nbec Monbepa u [1nasra nperepnenu nme-
HEHHUS B COOTBETCTBUU CO BKYCaMU ITyOIHKH
U B yX€ COBpeMEHHOU [[paiiieny komeamo-
rpaduu. Ilocnenusis oTpaxkana cBOOOMI-
HbIE HPaBbl APUCTOKPATUUA U HUCKOJIBKO HE
OCyXJanach JApaMarypramy, HIpHHAIJIE-
YABIIMMHU TOM K€ COLUMAJIbHO-KYJIBTYpPHON
cpene. Ilo ciioBaM aHIIMKCKOTO IHCATEIIA
Yapneza Jlema, KoMequiiHble NEPCOHAXKHU
Tearpa 3moxu PecraBpanuu «He Hapyuia-
I0OT HUKAKUX 3aKOHOB U BEJIEHUU COBECTH,
160 oHM UM HeBeJOMbl. OHU YAATWINCH U3
XPUCTUAHCKOTO MUPA B CTPaHy aJtojbTepa,
B YTOINHIO TaJaHTHOCTH, € JOIT 3aKJIIO-
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4aeTCsl B HACIAXKICHUHU, 4 HPABCTBEHHOCTh
— B MOJHOM cBOOOAE <...> Oe3pa3ieiibHOe
CTPEMIICHHE K HE3aKOHHOMY HaCJIaXKICHUIO
— EAVHCTBEHHOE JIEJI0 MX KPAaTKOro Cylle-
CTBOBAHMSL. .. DTH JIIOAM KUBYT B COCTOSTHUU
xaoca... OHU He HapylIalT CEMENHOrO Mo-
KOs, MO0 y HUX HET ceMeWHbIX y3. OHU He
OCKBEPHSIIOT YUCTOThI OpadyHOro JoXka, nbo
y HUX €€ He CyllecTByerT... [J1y0okoe uyB-
CTBO U OpavHasi BEpHOCTH HE PACTyT HA 3TOU
MmouBe. 371eCh HET HU 100pa, HU 3714, HU OJla-
TOAPHOCTH, HU €€ MPOTHUBOMOJIOXKHOCTH;
HU TpaB, HU J0JIra, HU OTLIOBCKOM, HU CbI-
HOBHEM JTr00BW» (IUT. T10: [3, c. 532-533]).

[Ibeca nmena MIymMHBIA yCIIEX, BO MHO-
roM, Kak nosiarai cam [paiinen, Onarogaps
My3bike [lépcemra. B BeleynomsHyTOM
obpamennn k Capy Yunbsamy JI. Tayapy,
npamarypr Hanucan: «Bc€, yuero He xBarayo
Moeil pabote, ObUIO C JIMXBOW BOCIIOJIHEHO
BEJIMKOJICIIHBIM COYMHEeHHeM Mucrtepa [Iep-
ceiia, B JIMIE KOTOPOTO MbI, HAKOHEIl, 00-
peNM aHIIMKCKOTO KOMIIO3UTOpA, PaBHOTO
Jy4lIUM MacTepaM 3a rpaHulei. Bo Beskom
cilyyae, MO€ MHEHHME O HEM, CIIOJKUBILIEECS
IIOCJIE€ YIAYHOI'O MPEACTABICHUS OCIIEIHEN
onepsl [«IIpopouniia, unu Hcropust luo-
KJIeThaHa». — H. /[.] u mociae Moero Ju4HO-
IO 3HaKOMCTBAa C HAM, KOTOPO€ COCTOSIIOCH
BO BpeMsl €ro pabOoThl HaJl MY3BIKON K TPEM
necHsiM u3 “Amdurpuona” [5, c. 53].

B newarnom uznanum neecel JpaitaeHa
Ha MOCJEAHUX JIMCTaX ObUIM OMyOJIMKOBa-
Hbl TPU BOKAJIbHBIX HOMEpPA, HAIMCAHHBIE
[I€pcemioM crennanbHO MJI1 TPETHETO WU
4eTBEPTOro akToB. 10, UTO TEKCTHI MECEH
JpaiiieHa YaCTUYHO HE COBHAJAIM C TEK-
cramu neced Il€pcenna, moxoxe, KHUTOU3-
aTenei He BOJHOBAJIO.

Ilecns «llenmus, ¢ KOTOpPOMN s KOTHA-TO
ob11 cuactnuB» («Celia, that 1 once was
blest») 3Bydasia B TpeThbeM aKkTe€ B MOMEHT
nosiBieHus 3eBca moj; OamkoHOM AJKMme-
Hbl. B Tearpe Bpemen I1€pcenna 31y necHro
WCTOJHSUI IIMPOKO HU3BECTHBIA B JIOHIOHE
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aktép u neser; boyman (Bowman). On xe
urpain u pons Oeoda.

CornacHo TekcToBOW pemapke («3eBc
nogaét 3HaK My3bikaHTam. IlecHs u Ta-
Hely), [ poMoBepikel] UCIONHAN CBOIO Ce-
peHaay B CONMPOBOXKICHUHU MY3BIKAHTOB U
TaH1opoB. [1o crokeTy 3eBc MbITAaeTCS yMU-
JOCTUBUTH AJIKMEHY, KOTOpast Oclie yXoa
AMdutproHa npeObIBaeT B TypHOM pacIio-
JOoXeHUH yxa. B mecHe noércs o npekpac-
HOM U kecTokou llenuu, xoropas BHauyase
ar00uMIa, a 3aTeM OCTaBUJIa CBOETO BO3/bI-
xareJs.

AHann3 MOTHBOB MEJIOIMU TECHU O
[enun oOHapyXkuBaeT HX OINpEACIEHHOE
cXoACcTBO ¢ nmecHer 1682 roma «Ta, aro 3a-
BJajeia MouM OeaHbIM cepamem» («She,
who my poor heart possesses»). [Tomumo
OYEBUIHOTO COBIAJICHUSI B TOHAJIBHOCTH
(conb MuHOp) U pazmepe (4/4) nabmonaercs
HE MEHEE OYEBMJIHOE CXOJCTBO B CTPOEHHUHU
U OIMHAKOBOM ITOJIOKCHUHU JIBYX MEJIOIH-
YECKUX MOTHUBOB (CM. MOTHB 1 u MOTUB 2
B TakTax 3 u 9 (13) oboux nmpumepos). MoTus
3 u3 «She, who my poor heart possesses» B
HECKOJIBKO BHUJIOM3MEHEHHOM BapHaHTe 00-
pa30BaJl HOBYIO JBYTaKTHYIO KOMOMHAITHIO C
MotuBoM 2 B «Celia, that I once was blesty.

besycnoBHno, B necue o llenuu Bce BbI-
MICYIIOMSIHYTBIE MOTHBBI  [TPETEPIICBAIOT
omnpe/eNI€HHbIE W3MEHEHUs MeIu3Maruye-
CKOTO XapakTepa. B koHTekcTe HOBBIX rap-
MOHHM U MEJIOIUYECKUX JINHUM OHU 3By4ar
U3SIIIHO U cBEXO (mpumep Ne 1).

I'enpu [1€pcemnn. «Celia, that [
once was blesty

ITpumep Ne 1

......
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e e 2 f T n s Dt ]
el Jlerg e s ppiifristss I ==
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Ce-lia,that I once  wasblest, is now thetorment of my Breast; Since tocunse me,

MOTHE 2 MOTHE 3
6

S ™ e £ 7
Cruel Creature  todeceive

&>
= v T
you bereave me

of thepleasure I possest: me! First to love and

to deceive

then to

g

leave me! Cruel Creature me!  First to love and ave  me!
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[pumep Ne 2 Ienpu [€pcemnn. «She, who my

poor heart possesses»

t ~F t
Is oflateso fickle grown: She to every fopthat dresses

—
She,who my poor heart possesses,

chanc'd to name her, I allravish'd

dare not  hear.

did appear; Now Iblush lest

theydefame  her  With some truth I

Hcnonws3oBanre MOTUBOB U3 0oJiee paH-
HEr0 COYMHEHUS CTAHOBUTCS BO3MOXHBIM
B CHUTy OOIIIHOCTH CTPYKTYPHBIX 0COOECHHO-
CTH KOMIIO3UIIMK 00EHX TMeceH, MOCTPOCH-
HBIX B I1€JIOM U3 JBYTAKTHBIX (pa3 MeceH-
HO-TAHIIEBAJILHOTO XapaKTepa ¢ KaJaHCOM.
B «Celia, that I» 3T nByTakThl mOCIENO-
BaTEIIbHO OOBEIUHSIOTCS B YETHIPEXTAKTHI.
OnnoBpemenHo B niecHe o Llenun obHapy-
JKUBAIOTCSl TIOMBITKU paciiupeHus (opMbl
U COBEPIIECHCTBOBAHUS METOJOB Pa3BUTHUS
BOKAJILHOW JIMHUHM, YTO SBJISETCS Xapak-
TEPHBIM TPU3HAKOM CTHUJIS KOMIIO3UTOpa
B 1690-€ ronpl.

YuuteiBasg BCEe HW3MEHEHUS, IMPOMCXO-
JIUBIIAE B TBOpUYeckoM ctwie I[I€pcemnna
B TaK Ha3bIBa€MBI «TeaTpalbHBIN TIEPHOI»
(1690-1695), anmo3uu ¢ BHETeaTpaIbHOMI
MeCHe u3 JajéKoro MpoOIUIOro BechMa
npuMmedarenbHbl. «She, who my poor heart
pOssesses» B OMPEIETIEHHOM CMbICIIE OTIIH-
4aeTCs OT BOKAJIBHBIX COUMHECHUMN, KOTOPBIC
nucan Ilépcemn B Hawane 1680-x romos.
['oBOpst COBpEMEHHBIM SI3BIKOM, OHA OoJee
«KJIaCCHUYECKas» MO CPaBHEHHUIO C JIPYTH-
MU JIFOOOBHBIMU TaHIIEBAJILHBIMU TIECHSIMH,
B KOTOPBIX HaOI0aeTcsi CBOOOAHOE «OITy-
XKIAHUE» TapMOHHUM U SIPKO BBIPAKEHHBIN
MOJJIbHBIA KOJOpUT. KOMITO3UTOp YacTto
CKJIAJIbIBACT MEJIOIUI0 W3 OTACIBbHBIX IIc-
By4nx (pa3, OTCTOSANIUX JIPYT OT Apyra Ha
IIUPOKHUE HHTEpPBaAJbI, YTO CO3MaET crie-
nududeckn NEPCEIOBCKYIO yIIOBATOCTh
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BOKaJbHBIX MApTUH, WK, HAOOOPOT, HACKI-
11aeT MEJIOJUU pa3iauBaMu konoparyp. Emé
MEHBIIIE [IAHCOB HAWTH BBILICYTIOMSIHYThIS
MOTHUBBI B Pa3BEPHYTHIX MECHIX AeKIama-
LIUOHHOT'O XapaKTepa.

BepositHee Bcero, nmpu COUMHEHUU TIEC-
HU Ui «AMQUTPUOHA» KOMIIO3UTOPY
TpeboBanach SpKas M 3alOMUHAOIIASCS
MeJoausi, 3épHa KOTOPOM M COAEp aluCh
B TakoM OOWJIMH B €€ MpeAlIeCTBEHHUIIE
— necHe o0 ToH, KTo 3aBiajena Cepauem re-
pos. Ctout 106aBUTh, uTO NecHs «She, who
my poor heart possesses» MOJIb30Bajach,
B CBOIO OYEpPE/lb, BHYLIUTEIBHOMN MOMYJIsip-
HOCTBIO, TOCKOJIBbKY Mepen3/1aBajach B pas-
HBIX COOpHUKaX TPYOKIBI TOJIBKO 3a 1682 u
1683 rongpl.

Bosspamasice k necue npo Llenuto u3
«AMGUTpUOHAY», CTOJIb MOJIOOUBIIYIO-
Cs aHIJIMKWCKUM MEJIOMaHaM, CKaXKeM, UYTO
OYEHb CKOpPO Ha €€ MOTHB CTaJId PACIEeBaTh
ynuuHbele Oamnanel (broadside ballads).
BroemHsiss mpocTtoTa BOKAJIbHBIX HMHTOHA-
LMW NIECHU ByaJIMpOBaja IMPOKUM CIEKTP
WX BBIPA3UTEIbHBIX BO3MOXKHOCTEH: Me-
JOAMS OIMHAKOBO XOpOINO IpHieraia
K Pa3JIMYHbIM TEKCTaM CTUXOTBOPHBIX I0-
BECTBOBATEJIbHBIX Oalaj, xapaktep o00-
pPa3oB KOTOPBIX BAapbUPOBAJICA OT IIYTIIH-
BO-JIMPUYECKUX JO Jpamarudeckux. He
MOCJIETHIOI0 POJIb UIpajia U KBaAPaTHOCTb
(dhpa3 nmecHu, ¥ YETKUN TaHIICBAIBHBIA PUTM
Xopesi, MO3BOJISIONINE MEJIOANM JIETKO JIO-
KUTHCS HA TIOITUYECKUE CTPOGBI OANTaIbI.

Tak, mosBHIMCH Oamagbl O BEpHOM
Kunopuc, norepsisen xxenuxa B Upnanguu
Y TIOKOHYMBIIEH >KHU3Hb CaMOYOUNCTBOM
(«Constant Cloris, OR, Her lamentation for
Mirtillo, Who was killed in Ireland, before
he was married to her, and she for Grief
and Despair stabbed herself»), o mnauymiei
Hume, nokunytoit 6e3xanoctasiM Crpe-
¢onom («The Forsaken Nimphs Complaint,
for the Unkindness of Her Strephony),
a Taxke 0 «JKUBOM JIFOOOBHUKE, KOTOPHIi
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yXaxkuBaa 3a JeBymikod u3 Byns-Knoys
Hepasneko oT CeHT-/[KOHC-CTPUT, HO TMO-
cie Toro, kak nonyumn e€ JIro6oBb, octa-
BWI €€ M KEHWJICAd Ha napyrou. lope pas-
ouo eé€ cepale, U oHa OblJIa MOXOPOHEHA
B npuxone Cenrt-/xeiiMmc Kiepkenyamn
K HEBBIPA3UMOMY TOPIO €€ POJICTBEHHUKOBY
(«The False-hearted Lover, Who Lately
courted a Damsel in Wood's-Close near
St. John's-street, and after he had obtained
her Love, left her and Married another, at
which she broke her Heart with very Grief,
and was buried in the Parish of St. James
Clerkenwell, to the unspeakable Grief of
her Relations»). B kakux-to 6ammamax Lle-
oo 3amectuna Jlycunma («The Lovers
Lamentation: Or, a New MOCK-SONG,
On the Cruelty of Coy Lucinday), a B apy-
TUX YK€ U HE BCTIOMUHAJU UMSI TEPOUHH,
a paccKa3bpIBAJId UCTOPUIO O BEPHOM JPY-
re u HeBecTe mo omuoOke («The Mistaken
Bride: OR, The faithful Friend»).
[TosiBieHne ynMUYHBIX Oamian, Kak HU
YTO Jpyroe, MOATBEPKIAI0 HEBEPOSITHYIO
nonyJsipHocTh necHu [I€pcenna, xoropas
B ITO/13aT0JIOBKAX TEYATHBIX JTUCTKOB (PUTY-
pupoBaja J1u00 MoJi CBOUM OPUTHMHAIBHBIM
HazBanueM («To the Tune of, Celia, that
I once was blest»), mibo kak «OTiH4-
HBI HOBBII TearpanbHbId MOTUB» («To an
excellent New Play-House Tuney). IToBce-
MecTHO B JIOHIOHE M €ro OKPECTHOCTSIX
3Byuaja HeKHas My3blka bputanckoro Op-
des. EE€ xoTenocs neth, U B Oajiaae o xe-
ctokocTsax kokemmBol [enuu («Coy Celias
Cruelty; OR, The Languishing Lover's
Lamentation») opuruHanbHbIN TeKCT Jpaii-
JieHa YIUTMHIIIA ¢ TPEX A0 AeCATH CTPod.
ITomumo mnecum «Celia, that 1 was
blest» B mbece [paiinena npeanonaraioch
eni€é JBa BOKAJIBbHBIX HOMepa. OHM 3Bydar
B cueHe denpel 1 MepKypusi, KOTOPBIN Jie-
MOHCTPUPYET ILBITAHKE CBOM Maruyeckue
crocoOHOCTH. B pemapke yTo4HsSIETCS, YTO
«OH TOIIA€T HOTOW; U3-IIOJ 3€MJIM U KYJIHC
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NOSBIIAIOTCS TaHIOpHkI: [lecHsa u ¢panTacTu-
yeckud Ta”eny. B apamarnueckon cueHe
NEePBBIA BOKAJIBHBIM HOMEP 0003HAYEH Kak
«Ilecas Mepkypus Denpe» («Mercury's
Song to Phaedray).

Bpime yxe roBopuiaoch, 4TO TEKCT
B nbece JlpaiijeHa 4yacTUYHO HE COBMHa-
Jain ¢ tekctoM necHu IIépcenna, koropas
B cOOpHHMKax Ieyaranach IO Ha3BaHUIO
MEPBOU CTUXOTBOPHOM CTPOKU — «S TO-
ckyto o Mpucy («For Iris I sighy). CkBaiip
IIOJIATAET, YTO PAa3HOYTEHUS B TEKCTE Of-
HOU U TOU K€ IIECHU, HAIleYaTaHHOM JIBax-
Ibl B OJHOW KHHMIE, TOBOPUT O HeOpex-
HOCTU KHUTOM3ZATesie TOro BpeMeHu [7,
p. 497]. CpaBHure:

Fair Iris I love, and hourly I dye,

But not for a Lip, nor a languishing Eye:
She’s Fickle and false, and there we agree;
For I am as false, and as fickle as she,

(Apaiinen)

For Iris I sigh, and hourly I dye,

But not for a Lip, nor a languishing Eye:

She’s Fickle and false, and there we agree;

Or these are the Virtues that Captivate me.
(ITépcewr)

Henp3a He commacuTbes ¢ OLEHKOM CO-
ObiTuil CkBallpoM, BO3MYTHUBILIUMCS HC-
KaKEHUEM MOANMHHUKA. CTHUXOTBOPEHME
JlpaiiieHa Ha caMOM Jese ObLIO o4apoBa-
TEJIbHBIM.

S Vpuc nro6:mro, ckopOst exedacHo,

He ry0Gbl1, He TOMHBIE 04U TIPEKPACHBI,

Ho BeTpensIil HpaB y BpyHBU IIPEJIECTHOM,

W 51 Takxe BeTpeH, U Bpy MOBCEMECTHO:

Jlpyr Ipyry HE BEpUM, HU 51, HU MOJPYTa,

He Beps1, ckpbIBaeM MbI BCE IpyT OT JApyTa. ..
(TTepesox A. B. JIykbsiHoBa)>

OnHako ecnu MpoaHaIU3UPOBATH MEC-
Hio [I€pcemta ¢ mo3unKil B3aMMOIEHUCTBUS
CJIOBA U MY3bIKH, TO MOXHO IIPEANOIOKHUTD
MpEJHAMEPEHHYIO 3aMeHy Tekcra J[lpaii-
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JIcHa, TeM 0ojiee 4TO MaHHBIHA CIydail siB-
JsIeTCs He €MHUYHBIM B TBOPYECTBE KOM-
nozuropa’. [lo cuacTiIMBO# CIy4aiHOCTH,
WIIX TI0 JKEJTAHUIO0 CaMOTO KOMITO3UTOpa, HO
BTOPOW BapHaHT Jy4YIle JIOKHUTCS HA MY3bI-
ky*. [Ipemor for 6e3ynapHbiii ¥, B OTIINIHE
oT cioBa Fair (mpekpacHasi) SBISCTCS Ue-
aJIbHBIM 3aTakTOM. To ke KacaeTcs U CJIoBa
sigh (B3IbpIXaTh), TPAAUIIMOHHO BBIPAKEH-
HBIM B MY3bIKE HUCXOJSIIUM CEKYHIIOBBIM
XOJIOM, PUTMHU30BAHHBIM MOIXOISAIINM ISt
JAHHOTO CIydYasl «KOKETIUBBIMY» ITyHKTH-
pom. CroBa Captivate me 60j1e€ OpraHUIHO
JOXKaTCsl Ha MY3BIKY KaJIeHIHMH, yeM fickle
as me B CUJIy KpaTKOCTH CJIOBa fickle n oOu-
7¥si B HEM COTJIaCHBIX.

IIpumep Ne 3 I'enpu I[1€pcenn. «For Iris I sigh»
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For Iis 1 sigh,

Or  these arethe  virtues that  captivate me.

B nenom BokanbHOE COYMHEHUE MOKHO
OTHECTHU K JKaHpy JIIOOOBHOM TaHIEBalb-
HOI NIECHH CO BCEMH €€ TUIMYHBIMU IpH-
3HaKaMM: Kpyxkamascsi TpEXI0IbHOCTD,
KBaJ[paTHOCTh ~ 8-TAKTHBIX MOCTPOEHHUM,
IPUCYTCTBUE XapAKTEPHBIX IE€CEHHO-TaH-
[[EBaJIbHBIX PUTMHUYECKUX (GUTYp (KaK Ha
cnoBax sigh [and] B 3-m TakTe ipumepa Ne 3
u captivate — B 7-m). Kymuiety npeniectny-
er 10-TakTHOE BCTYIJIEHUE, KBaJpaTHOCTH
CTPYKTYPBhI KOTOPOTO NMPAKTHUYECKU HE Ha-
pyllieHa paclIMpeHueM B Hauaje (MMuTa-
nuei B 1-2 takrax) u B KOHIIE (B KaJaHCe).
ToHaNBbHBIN TUIAH TIECHU OTIWYAETCS MSIT-
KUMHU «OJyKTaHUSAMI» U3 JIs1 MUHOPA B MU
MUHOpP, 0TTyJa — B Jlo Maxxop 1 Bo3Bpalie-
HUEM B JIsi MUHOP.

Bonpekun  OTKpOBEHHBIM  HaMEKaMm
B TEKCTE, KOMIIO3UTOpP CO3[al HEXHBII
MY3bIKaJIbHBIA 00pa3, MJIEHSIOMUN 3aKpy-
MIEHHOCTBIO M MSTKOCTHIO HWHTOHAITUH,
POJICTBEHHBIE KOTOPBIM MOXXHO HAaWTH B
MHCTpyMeHTanbHbIX apusix [lépcenna wu3



G/ﬁ\

M3 nctopum 3apybexxHOM MYy3blKMU

TE€aTPAJIbHBIX CIEKTaKJIEH CKOpee, 4YeM
B €r0 BHETEATPAJIbHBIX MECHSIX.

B nponomxenue cuensl Mepkypus u
@enper 3Byunt «llacropanbHbiii auaior
Tupcuca u Hpucy» («A Pastoral Dialogue
betwixt Thyrsis and Iris»). Ilactymok Tup-
CHUC O4apoBaH npenectsaMu Mpuc u npocur
e€ ImoapuTh emy rnoueinyi. JleByiika ropo-
PUT, YTO >KEHCKHI MOJ1 4acTO 0OMaHbIBAIOT
oOemanusIMu 0 OOJIBIION JIFOOBH, M €CIIH
Tupcuc Xo4yer NONy4YUTh NOLECIYH, €My
HAaJI0 JOJT0-A0Jr0 3a HEH yXaKuBaTh. THp-
CUC INIPOCUT CXKAJIUTBCS Halx HUM, U HMpuc
nonnaércs yroopaMm. ClieHa 3aBepIuaercs
TapPMOHUYHBIM JIFOOOBHBIM JTyITOM.

Juanor mnokopws MyOduKy. YacTpen
YIIOMUHAEeT OT3bIB camoro [IpalineHa
«0 “MHOTOYHCIIEHHOM XOp€ IPEKPaCHBIX
Jam”’, KOTOpbIE€ MPUCYTCTBOBAJIM HA UCIOJ-
HeHUU “AMQUTpUOHA” U CEepPIEYHO OJ0-
OpmiM My3bIKY, OCOOCHHO OIICHHB 0Yapo-
BaTEJbHBIN NACTOPAJIBbHBIA JUAJIOT MEXIY
Tupcucom u Upucy [5, c. 55].

ITo cpaBHEHUIO € IByMS MPENBLAYLIUIMU
BOKaJIbHBIMA HOMepamu «/[nanmor Tupcuca
u Upucy» npezacrapnser co0oil HEOOIbIIYIO
OIIEPHYIO CLIEHY, KOTOpas 3aBEPILIAETCS JIIO-
OOBHBIM JIy3TOM. TeKcT nuanora COCTOUT
U3 [ATU CTPO(, YETHIPE U3 KOTOPBIX MOIOT-
Csl TEPOSIMM TOOUYEPENHO B JIEKJIaMallMOH-
HOI MaHepe, a msATas NpeacTaBiIseT co0oi
MOJHOLICHHBI y3T. B KOHIIE 4eTBEpPTOU
CTpOodBl KOMIIO3UTOP HCHOIB3YET MPUEMBI
MMHTAIUU, U TOJOCa IepOEB MOCTEIEHHO
CJIIMBAIOTCSl B €IMHOM 3BYKOBOM IIOTOKE Ha
cioBax «I'll never kiss and tell». Ilaras
ctpoa o003HaUeHa B TeKCTe Kak Rondeau
U B CBOEM MY3BIKAJIBHOM BOIUIOIICHUH
umeet popmy AABACA. UnTonanuu ped-
pPEHa BBI3BIBAIOT OINPEACIEHHBIE AJIIO3UN
C Oyd>TOM benuHabl U NpUIBOPHOM JaMbl
u3 1-ro akta «JluaoHb — Ta *Ke TPEXT0Ib-
HOCTH C XapaKTepHOW PUTMUYECKON (PUTy-
poit JJ 144, MPaKTUYECKH MO TEM Ke 3BY-
KaM (pe — Mu — (a BTOpOIl OKTaBbl), TO XKe
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OIIlyIIEHUE PAJOCTHU U JIMKOBaHUS B Mpe-
BKYIIICHUU HACIAXKJEHUS, HAJTUYUE HEKO-
TOPBIX TApaJIEIeH B TEKCTaxX, B KOTOPBIX
K 4YyBCTBaM JIOOBU repOeB MPUMEIINBACTCS
CMYTHOE ONIyIlleHue omacHoctu: Fear not
danger to ensue / He 6o¥icst omacHOCTH, Te-
poii Tr0OUT Tebs Tak ke, Kak U Thl ero («JIu-
noHay); Thus at the height we love and live,
and fear not to be poor / Tak Mbl OyzieM J1r0-
OUTb U JKUTh HA XOJIME U HEe 00AThCs OeTHO-
cTH («AMPUTPHORY).

B My3bIke nuanora UCIoiib3yeTcsl CTOIh
mobumas  [l€pcemiom  cnoBo-uzo0pasu-
TenbHOCTh (Word-painting). HeBbiHOCUMO
TOMHTEIILHOE OXHJIaHUE THPCHUCOM TIO-
uenys WUpuc Ha cnoBax longer, and longer
vet, and longer (nmonpiie, emeé IOJBIIE,
eni€ Aomblie) nepeaacTcss B My3bIke BOC-
XOMISAIIUM XPOMATHYECKUM XOJIOM C OCTa-
HOBKaMU Ha JUIMHHOTAX. JTOT ke MpUéM
UCTIONIb3yeTCsl M B maptuu Mpwuc, koropas
nepenpa3HuBaeT Tupcuca u TOBOPHUT O TOM,
YTO OH JIOJDKEH OYEHb JIOJITO0 TOTOBHUTHCH,
npexJe 4YeM mnoiayduth e€. Tpamunuos-
Hasl KOJIOparypa MOsBJISETCSA U Ha CIOBaxX O
mo0BH — «By granting love too soony.

Bce Tpu BOKanbHBIX HOMEpa HIPArOT
3aMETHYIO pPOJIb B JpaMaTypTUH TIHECHI.
I[To tpaguuuu Ttearpa BpeMEéH Pecraspa-
MM BOKaJbHAasi MY3bIKa HCIOIh30BAIACH
B TEX CIICHAaX, B KOTOPBIX ObIJIa OTKPOBEH-
HO OXHJaeMa 3pHUTENIeM U SBIISJIACh HECO-
MHEHHBIM YKpalleHHueM crekTakis. Her
COMHCHHUS, 4YTO 3TH BOKAaJbHBIC HOMEpa
ObUIM CHielUMaIbHO YTOTOBAHBI JIJIS MIEBIIOB,
00J1a1ar0IUX HEOOXOOUMBIM BOKAJIbHO-HC-
MOJTHUTETLCKAM MacTepcTBOM. JlomomuH-
HO M3BECTHO, YTO MeCHS «5 TOCKyrO MO
Upuc» npennaznayanacb muccuc batiep,
KoTtopas ¢ 1689 roga B TeUeHHE HECKOJIb-
kux jet 6puta mpumoit [1épcenna. Cyns o
BCEMY, UCKYyCCTBO MHCCHC batiep ropsuo
MPUHAMAJIOCH JIOHJOHCKOW ITyOJIMKOH, 4TO
yKpermsuio penyramuto [I€pcenna, kak He-
MPEB30MAEHHOTO KOMITIO3UTOPA-TIECEHHUKA.
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[Techu u3 «AmbutpruoHa» ObUIH Harle-
YyaTaHbl B OTJEIbHBIX COOPHHUKAX U COCTa-
B bputanckomy Opdero mocMepTHYIO
cnaBy. Ilo Menmoanke U rapMOHUM OHU 3a-
METHO OTJIMYAIOTCS OT JIOOOBHBIX TaHIIE-
BAJILHBIX MTECEH, HE MPEIHA3HAYEHHBIX JIJIS
tearpa. C OfHOM CTOPOHBI, ATOr0 Tpebo-
Bajia my0OJauKa, KOTOPO HPAaBUIUCH MEJO-
JIUH, JIETKO JIOXKAIIMECs Ha CIyX U OBICTPO
3aloMUHaKIuecs, ¢ apyrom — cam llép-
CEJUI MOCTENMEHHO OTXOIMJI OT JEKJIaMalu-
OHHOT'O CTWJISI, OT HEKOM aHNIMHCKOM YIIIO-

BAaTOCTH MEJIOAUN, CTOJIb XapaKTEPHBIX
JUIL TIECEH NPEALIECCTBYIOLIErO IIEpUO-
a. OTO CBSI3aHO C BIUSHHUEM IPUEMOB
UTAJIBSHCKOW MY3BIKH, CO CTPEMJIEHHEM
K CO3JIaHUI0 MeJoauil Ooliee 3aKpyTIIEH-
HBIX, MMO-€BPOIMEUCKHA HU3SIIIHBIX U rapMo-
HUYECKH ypaBHOBEIIEHHBIX. B 3TOM cMbIC-
JIe BOKaJbHYIO MY3bIKY U3 « AMMUTPHUOHAY
MOXHO CYUTATh B ONPEACIEHHOM CMBICIIE
ATANHOW, MPOKJIAABIBAIONIEH MyTh K IIIE-
JI€BpaM BOKAJIbHOTO UCKYCCTBA — apUsIM U3
NEPCEIIIOBCKUX CEMU-OIIED.

S TIPUMEYMAHUSA <>

' CBeneHusi 0 MpeMbepe MOYEPIHYTHI U3 CTaThi OPUTAHCKOIO MY3BIKOBEIA, MY3BIKAJILHOTO

nupektopa Accademia Monteverdiana /lemnca CrtuBeHca, mpeAcTaBaJIeHHOW B OykieTe
k koyutekuu CD Henry Purcell (1659—-1695): Music for the London Theatre [6].

2 Npaiinen JIx. [Tecus u3 nbecel «AMdurpuon» / nep. A. B. JIykpsiHoBa.
URL: https://stihi.ru/2007/04/05-1761 (nara oopamenwus: 07.01.2021).

3 Tlépcemn mo3BOJsT ceOe MEHSATh CJIOBa M B TEKCTax Oosee cepb&3HbIX. JlocTaTouHO
BCIIOMHHTB JTyXOBHBIE TEKCTHI YiuibsiMa Dyriepa, 0 KOTOPhIX OBLIO HAIMMCAHO B CTaThe «JlyXOBHBIE
necuu I'enpu [1€pcenna» u Te M3MEHEHUs], KOTOPbIE COOCTBEHHOPYYHO MPOU3BOIMI KOMITIO3UTOP
B OPUTHHAJIE C IIEJBI0 YIIIyOUTh TEKCT U CACNaTh ero 0osee BoMHYyommM [ 1, ¢. 39].

* B craTbe 0 JHMTEpaTypHBIX UCTOYHHKAX CBETCKUX COJBHBIX meceH I1épceruia ynmoMuHanoch
O TOM, 4YTO B CBOMUX IMECHSIX KOMIIO3UTOP OTJaBajl TPEANOYTCHUS TEKCTaM MAaCTEPCKU
OTHUTU(OBAHHBIM H JTUIIEHHBIM TSHKEJIOBECHOCTH, JIETKO MEPEKIIaIbIBAEMBIM Ha MY3bIKY H JAFOIIIIM
BO3MO)XHOCTh CO3/IaBaTh Ha MX OCHOBE yapyromue menomauu [2, c. 98]. Ilo Bcelt BeposTHOCTH,
UMEHHO 3TO CTPEMJICHHE K TapMOHHMYHOMY COYETAaHHWIO CJIOBAa W BOKAJIBHOM MapTHH 3aCTAaBHIN
[Iépcenna «ynmydmnTs» TekcT JlpalilecHa M BBECTHM B HETO CJIOBA, KOTOPBIE IO H3BECTHOMY
BBIPOKEHHUIO YOICTpena, «IpHierai Obl, KaK ImepuaTrka K pykey».
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Paznuunble 3moxu comep:kar paszHble (QOpMBbI MY3UIMPOBAaHUS Ha OCHOBE IEPEIIOKEHUS
«CBOETO» MIIU «YYXOT0» MY3bIKAJIbHOTO TeKcTa. B 3moxy OapoKKo NepesoXeHHs HMEeTu
YHHUBEpPCAJIbHOE 3HAYEHUE, MOCKOJBKY OTpakalld T'€HETUYECKYIO CBSI3b MCIIOJIHUTEIBCKOH U
KOMITO3UTOPCKON TpakTuk. HaGmiomast 3a CKpUIIMYHBIMUA COYMHEHHUSIMHM U UX MEPEsIOKEHUEM B
0y0J151X, MOXKHO TIPOCJIETUTH 32 YYACTHEM CKPHUIIKU B YCTHBIX (pOpMax aHCaMOJIEBOTO U COJILHOTO
MHTOHUPOBAHUS, TOCKOJIbKY CHelH(HUKa OpraHu3aldyd COJBHOTO TeMmaTh3Ma HecéT Ha cele
neyaTh eIMHON MPaKTUKU HMHCTPYMEHTAIbHOIO My3uliupoBanusi. CpaBHUTENIbHBIN aHAIN3 O0IIHUX
10 MY3BIKQJIbHOMY MaTepually TaHleB U ayonei ckpunuanoi [laptuter Ne 1 4 moll U. C. baxa
aKLIEHTUPYET BHUMAaHKUE HA YHUBEPCAJIbHBIX U crieU()PUUECKUX IPUHILIUIIAX UX HOTOrpapuuecKoi
dukcanumM, a TaKXKe Ha Ipoleccax MUTpalUU M aJanTalid HMHTOHAIMOHHOW JIEKCUKH.
He coneprkamuii 6osee mo3IHUX PEIaKTOPCKUX HACIIOSHU MOOMIIbHBIN aBTOPCKHM TEKCT (YPTEKCT)
ABIISIETCS. JOCTOBEPHBIM MCTOUHUKOM. OH OTKPBIT JUIsl peoOpa3oBaHUil U aJanTaluu K JIOObIM
UCIOJHUTENFCKUM COCTaBaM, >KaHpaM M BUJAM MYy3ULUpPOBaHUSA. B 3Toil CBS3U 3aKOHOMEpPHOI
CTAQHOBHUTCSI CMBICIIOBAasi MHOTOCIOMHOCTh COJIBHOIO CKPUIIMYHOTO TEKCTA, BBISBISIIONIAS €rO0
TeHETUYECKYIO CBSI3b C aHCAMOJIEBOM MY3bIKOH OAPOKKO.

KiroueBble clioBa: CKPUIMYHBIN YpPTEKCT OapOKKO, MpaKTUKa MY3ULHUPOBAHUS OapOKKO,
TeMatusMm, nepenoxxenus, M. C. bax, mapTUThl A5 CKPUIIKHU COJIO.

Jna yumuposanus / For citation: Anexceea 1. B., CutnukoBa @. b. O crienuduke opranuzamnuu
COJILHOTO CKPUITMYHOTO TEKCTA 3anagHoeBporneiickoro 6apokko (Ha npumepe [laptutst Ne 1 & moll
N. C. baxa ans ckpunku cono) // IIpobraemsl my3bikanbHON Hayku / Music Scholarship. 2021.
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About the Specificity of Organizing the Solo Violin Musical Text
in the Western European Baroque Style
(By the Example of }. S. Bach’s Partita No. 1 in B Minor for Solo Violin)

Different epochs develop different forms of music-making on the basis of transcription of
“one’sown” and “somebody else’s” musical text. During the Baroque era transcripts were endowed
with a universal meaning, since they reflected the genetic connection between the practices of
composition and performance. By observing violin works and their arrangements in doubles, it
is possible to follow the violin’s participation in the oral forms of ensemble and solo intonating,
since the specific features of organization of solo thematicism carries on it the seal of a single
practice of instrumental music-making. A comparative analysis of the dances and the doubles
of J.S. Bach’s Partita No.1, unified by their musical material, accentuates attention on universal
and specific principles of their notographic fixation, as well as on the processes of the migration
and adaptation of intonational lexis. The mobile authorial musical text (the urtext) presents an
authentic source. It is open for transformations and adaptations to any instrumental ensembles,
genres and types of music-making. In this connection the semantic multilayer qualities of the
solo violin musical text, revealing its genetic connection with baroque ensemble music, is seen
as a legitimate phenomenon.

Keywords: violin urtext of the Baroque period, baroque practice of music-making, thematicism,
transcriptions, J. S. Bach, partitas for solo violin.

pTEKCT OapOKKO — YHHKaJdbHOE  Oblja HEOAMHAKOBOW — OT HE3HAYUTEIHHO-
SIBJICHUE 3amaJHOCBPONEHCKON IO BHEIIHETO YKpalleHUs WHBAapUaHTa J0
KyJBTYpbl — OTIMYaJIcs 0co0oil  cymiecTBeHHOW TpaHcopmanuu. OmHOM

MOOMJIBHOCTBIO M BAPUATUBHOCTBIO, HO OfI- W3 IPUYMH PEAYLIUPOBAHHON HOTHOH 3amu-
HOBpPEMEHHO 001a/1a)1 CTaOUIIbHBIMU CBO-  CH TaHUEBAJIbHBIX MbEC U yOJel B CIOUTE
CTBAaMHU pPEIyLHUpPOBAaHHON (CBEPHYTOH)  sBIsUIach pas3jiMyHas MNpoQeccHoHaNIbHas
MapTUTYpbl. OTO JaBajo BO3MOXKHOCTb  IOATOTOBKA MY3bIKAHTOB-UCIIOIHUTENEH.
HCIIOJIHUTEN0 HAa «OCHOBE y3HaBaeMOoW — Tak, penynMpOBaHHBIA «TEKCT-WHBapH-
MUTPUPYIOIIEH U3 TEKCTa B TEKCT MOAEIH  aHT» IpPEeIHA3HA4daJICs JIsi Ha4MHAOLINX
CO3/1aBaTh pa3JIMyHble BepcHM (IyOaM)»  MY3BIKAHTOB, HE MCKYIIEHHBIX B HCKYC-
[5, c. 183]. 3ameyarnéHHble B HOTOrpa- CTBE JIMMHMHYMPOBAaHHUS U OpPHAMEHTHPO-
(uu, BUIOM3MEHEHHBIC IOBTOPEHNUS TAHIIA  BAaHMS, a «TEKCT-MHTEPIPETATop» — JIs
B ayOne' WLTIOCTPUPYIOT pa3lInYHbIe MPH-  CKPHUIAYei-BUPTYO30B, KOTOPHIE HE BIIOJ-
€Mbl MpeoOpa3oBaHUsA TEKCTa, CJIOXKUB- HE BIIAJIENIM HaBbIKAMH UMIIPOBU3ALUU U
muecss B CKPUIMYHON HMCIOIHUTEIBCKOM  KOJIOPUPOBAHMS M MCIOJHSIW JIMIIb BbI-
npaktuke Oapokko. I[Ipm 3ToM cremeHbr mUCaHHBIA aBTOpoM TekcT?. Ilpomeccs
yIANEHHOCTU NyOJisi OT TEPBOUCTOYHUKA  CEEPMBIBAHUS W PA36EPMbIBAHUS. TEKCTA,
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POXJIEHHBIE CAMOW MY3bIKAJIbHOW MPaKTHU-
KO, OB HAMPABIICHBI HA €T0 aAaNTaIUIO
JUIS. TUJIETAHTOB M ONBITHBIX MY3bIKaH-
TOB-BUPTY030B COOTBETCTBEHHO. MOXHO
MPEANONIOKUTh, YTO TaHEel MPEACTaBIISIET
coboii HoTorpaguyecku 3aUKCUPOBAH-
HBIW TEKCT, UCIIOJIHUTEIILCKOW BEPCUEN KO-
TOPOTO SBJISIETCS TyOIIb.

[Iponecc CpaBHUTEIBHOTO  aHAIU-
3a M3JI0KEHHUs] HOTHOTO (M OpraHu3aluu
MY3BIKAJIbBHOTO) TEKCTOB TaHIA U JAyOJis
B [laptute Ne 1 2 moll BWV 1002 baxa niis
CKPHUIIKHM COJO JAET BOBMOKHOCTbH B MEJb-
YaWIINUX JeTalsIX IPOCIEAUTD My TH POXK/IE-
HUS HOBOT'O CKpPUIIMYHOTO TekcTa. Kak oT-
meuaeT C. . Hecrepos, «IlepBas maptuta
MPOCIIaNBAETCsl BapUAIIMOHHO-(aHTa3Hii-
HBIMH JyOJISIMU: ajieMaHaa — AyOunb, Ky-
paHTa — 1yonb, capabanna — 1y0mis, Oyppe
— nyonb. Bo3HukaeT He4YTO Bpoje Bapua-
Ui Ha XaHp crouThl» [4, c. 147]. Komno-
3UTOP YETKO M MOCJEA0BATEIbHO BBIHUCAT
Ka)K/Iblii MHBApUAHT (TaHEI]) U €ro BApUaHT
(my6up).

OTMeTHM TMOTaKTOBYI0 CHHXPOHHOCTh
HOTHBIX TEKCTOB, @ TAK)X€ KOMIIO3UIMOH-
HOI opraHu3aiuu (TOHAJILHOTO U TapMOHU-
YECKOI0 MJIAHOB, PACIIOJIOKEHHUS KaJIaHCOB)
TaHua 1 nyons. Tak, eciu Obl 1Ba CKpuUIa-
4ya OJIHOBPEMEHHO MCIOJIHWIN TaHEL] U €ro
1yOJib, TO HE BO3HUKIIO Obl IMCCOHAHCOB.

BMmecte ¢ Tem, bax momuepkHys KOH-
TPAacT  MHO20200CHOU  «AKKOPJOBOM
CKpunu4IHON dakTypsi»® B Amiemanpe,
Capabanne, byppe u oonoconochotil ¢ 3ne-
MEHTaMU CKPBITOTO ABYXT'OJIOCHUS B 1yOJIsX.
OO01mMM NPUHIUIIOM MTEPEBOJIA OJJHOTO TEK-
CTa B JIPYTOHM CTallo, TAKUM 00pa3oM, paz-
8EpMbIGAHUE «BEPMUKANU 6 2OPUSOHMATb Y
U Mpeo0pa3oBaHus pesibe(pHOTO TeMaTu3Ma
TaHIIEB B OPHAMEHTAJIbHO-MENOIUYECKUI
— B ayomsax. CymecTByeT MHEHUE O MHO-
TOMEPHOCTH MHOTOTOJIOCHOW CKPUIIMYHOMN
(bakTypsl 1 OTHOMEPHOCTH OJHOTOJIOCHOM.
OpHako, OJHOTOJOCHBIE IyOnH copaepkar

29

B CBEPHYTOM BHUJE TEKCT MHOIOTOJIOCHOTO
opuruHana'. 3mech mposBIAETCS 0C000€
CBOICTBO OJIHOTOJIOCHSI, «TJI€ B CBEPHYTOM
BUJIE OTOOPaKEHbI 3HAKU-00pa3bl U MOJIEIH
CIIOKMBILMECS B IPAKTHKE aHCaMOJIEBOIO
My3unpoBanus» [1, c. 114]. B pe3synsrare
TEKCT OJTHO- U MHOTOTOJIOCHBIX COUMHEHUN
NpencTaéT B BUJE €IMHOIO BapUaTUBHOIO
Y MOCTPOECHHOT'O MO MPUHLHUITY CMBICIIOBOM
nonudoHun GpeHoMmeHna. B 1ol cBs3M BO3-
MOXKEH M OOpaTHBIA mpolecc mpeodpaso-
BaHUS OJHOTOJIOCHO H3JIOKEHHBIX TyOneit
B MHOTOT'OJIOCHBIE TaHIBI.

B Ilaptute convHbiti UHCTPYMEHT Jie-
MOHCTPUPYET BHUPTYO3HBIE M KOHIIEPT-
HbIE BOBMOXXHOCTU. BmecTe ¢ TeM, mapTus
CKpUIIKM B TaHIAX COAEPKUT 3HAKU aH-
camonesoeo co-uHMOHUPOBAHUS’, KOTOPBIE
CBEPHYTHI B Tr0OJOCaX MHOTOCJIOWHOIO Te-
MaTu3Ma, a B OJHOTOJIOCHBIX AyOJsIX, Ha-
MIPOTUB, MPOSIBIISIOTCS 3HAKU CONUPOBAHUSL
C aKIICHTUPOBAHUEM BHUPTYO3HBIX KayeCTB
ckpunku. brnaronaps paccioeHuto 0HOTo-
JOCHSI Ha B3aMOJIEUCTBYIOIINE APYT C ApY-
TOM CKPBITBHIE CJIOM HE MCYE3aeT BIleUaTiie-
HUE ero 00bEMHOCTH U TIOJTUTEMOPOBOCTH®,

YHuBepcabHBIMH JIsI  TIpeoOpa3oBa-
HUSl TOTU(POHUYECKOTO TEKCTa TAHIICB SIB-
JSITMCH IPUEMBI ars combinatoria, a Taxxke
3EpPKAIbHO20 OMPANCEHUS 2010C08, CMEHbI
HanpaeneHus ux ogudxcenus (UHeepcus NN
PAaxkoxoo) M yeenuyeHue WIN YMeHbUleHUe
UX PUTMHUYECKHX PHUCYHKOB. B mpouecce
Pa3eeépmuvléaHusi MHOTOTOJIOCHOM BEPTHKA-
JIM TAHIIEB B OJHOTOJIOCHYIO TOPH30HTAIIB’
nyOneil  CKpEIUISIONUMH  TEKCThl  ObLIN
YHUBEPCAIIbHBIE CMBICJIIOBBIE CTPYKTYpbI —
MOJIEIN TUATIOTOB o, —— W tutti-solo. OHH
BBITIOJIHSUIM POJIb «CHO’KETHO-CUTYAaTUBHBIX
3HAKOB» U MUTPUPOBAJIM U3 TEKCTA B TEKCT
BHE 3aBHCHMOCTH OT HCIOJIHUTEIBCKOTO
COCTaBa, KOJMYECTBA TOJIOCOB, OCHAIIEH-
HOCTU MY3BIKaHTOB. B TekcTe cOonbHOrO
WHCTPYMEHTAa MOJI€JIb CTAHOBHUTCSl «3Ha-
KOM MY3UILIMPOBAHUS aHCAMOJIEBON MY3bIKH
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Toro BpemeHmw» [7, c. 158]. Cnoxusiiuecs
B aHCaMOJIeBOM My3bIKe, OHU TEPEXOMAIT U
B COYMHCHMSI JUISI COJIbHBIX MHCTPYMEHTOB:
(GYHKIIMOHUPYIOT B PA36EPHYMOU U C8ED-
Hymou (GopMax CcoOOTBeTCTBeHHO. CKpH-
MUYHBIA TEKCT OpTraHu3yeT CBEPHYTAS
MOJIeNIb, MOCKOJIbKY MEIOJUYECKUN Tema-
TU3M 0(DOPMIISIETCS B BUJIE OJJHOCTPOYHHUKA
¢ npeobnaganuem ogHoroiocus. OHa QpyHK-
IUOHUPYIOT B YCIOBUAX CKPBITOIO MHOTO-
TOJIOCHS B BUJIE ONIOPHOTO (quasi-continuo)
U OpHaMeHTallbHOTO (quasi-solo) cnogs,
«CTIPATAHHBIX» B €IMHOOOpPA3HBIX IpyIax
TapMOHUYECKUX M MEJIOINYEeCKuX (urypa-
WU, T/I€ OJTMH TOH HEMOCPECTBEHHO Tepe-
TEKaeT B IPYTOM.

Tax, HOBBIN CKPUITUYHBIN TEKCT B 1y0OIe
AmemaHsl  GOpMHPYETCS TTOCPEICTBOM
npUEMOB 0Opawyenus, pecucmposKy U ne-
pecmarnosxku moHog. YeTbIpEX3BYUHBIN TO-
HUYECKUN aKkopn h'°—fis'—d —fis’ (mepBas
nonst AnneMansl — TakT 1) npeoOpasyercs
B (purypaniioHHYIO JIMHUIO MIECTHAIIATHIX
h'—d’—fis’>~h’ mocpencTBOM nepmymayuu
¢ uHOM KoH(urypanueii ToHoB® (abcb —
acba). Ilpu stom coxpansiercss (yHKIHO-
HaJbHO-TAPMOHUYECKAsl JIOTHKA OIOPHBIX
TOHOB, MMHUTHUPYIOIIUX JUHUIO CONtINUO.
B apyrom cermente (mocnemHsisi 1O mep-
BOTO TaKTa) TOHBI aKkopaa d’—h'"°—a"°—fis?,
B JIyOJie TIpu TIOMOIIU 0Opauyeruss U peau-
cmposky (OTIENbHBIE TOHBI TIEPEHOCATCS
Ha OKTaBY BBEPX) MEHSIOTCSI MECTaMH U 00-
pasyoT MHYK KoMOuHanmioo: d’—h'—fis'—a'
(takt 1)°. K aHaIOTHYHBIM MPUEMaM OTHE-
CEM nepecmano6Ky moHo8 CO CMEHOU pe2u-
cmpa oxHoro u3 Hux (abced — adcb): cis'-
e'—a'—g' (AnmnemaHza, TPEeThs JOJSA TaKT 2)
u cis'— a'-e’—g' (nyomp, Takt 1), U ¢ coxpa-
nenuem pecucmpa (abcd — bacd): fis’—d'-
cis’—e’ (Amtemanna, 4eTBEpTas J0s, TaKT
1) u d’—fis>—cis'—e’ (my0inb, TakT 2)°.

HasBanHble npuéMsI SBISIOTCS YHUBEP-
CaJbHBIMHU, HO B KaXXJIOM CIlyd4ae HUMEIOT
yepThl cBoeoOpasus. Tak, OTKphIBArOUIUN
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Capabanny 4eThIpEX3BYUHBIN TOHUYECKUN
akkopn (takt 1) B mybme nepegooumcs
B TPUOJIbHBIE BOCbMBIE (TakT 1). 'apmMoHu-
YecKue U MeJouYecKue (urypanuu cos-
JAl0T U3BWIIMCTYIO JIMHUIO. TeM He MeHee,
B HEW MPUCYTCTBYIOT ONIOPHBIA U OPHAMEH-
TaJlbHBIM JUHEHHBIE CJou, Hu300paxaro-
He MOfeb —22— MepHbie Mark (3HaK
continuo), TOAYEPKUBAIOIINE CKOPOHBIN
U TOpKeCTBeHHBINH xapaktep CapabaHnbl,
pacTBOpAIOTCS B INMPUXOTIMBOM MEJIOIU-
YEeCKOM PHCYHKE OJIHOTOJIOCHOTO JTyOus,
a PUTMUYECKOE HAIOJIHEHHE TAKTOB (TPEX-
YETBEPTHBIE CTAHOBSITCS JIEBSTH I0JIbHBIMU )
3HAYUTENIbHO PaCUINPSIETCS.

[Ipoueccsl mpeoOpazoBaHus OJHOTO-
JIOCHOTO CKPUIIMYHOIO TEKCTa BKIIIOYAOT
Nepexo] ONOPHOTO JUHEHHOTO cios (quasi-
Ccontinuo) U3 CWIBHOM METPUYECKON TO3H-
IIUU B clIa0yto, 4TO HAOIIOMAETCsl IPU CPaB-
HEHUU JIMHUU quasi-continuo B Ha4aJIbHBIX
cermentax Capabanael u e€¢ nyomns. Ilpu
TOM aKIEHTUPYIOTCS MOOWJIBHOCTh U
MHOTOMEPHOCTh COJIBHOIO CKPHUITMYHOTO
TEKCTa, IJIeé CKpbIThie B €IMHOOOpa3HOM
JBY)KEHUU MEJIOAMYECKUX (pUrypanuil qua-
JIOTUYECKUE JINHUU MOTUPOHU3UPYIOT MY-
3bIKAJIbHYIO TKaHb.

Baxxnyto posb B GopMUPOBAaHUH HOBOT'O
MY3bIKaJIbHOTO TEKCTA UTPAET OUMUHYUPO-
sanue. Tak, B nyone x byppe penbedHslii
TeMaTu3M TaHIla TpaHchopMupyeTcs B Ju-
HEapHO-MENOoAnYeCKuil. B 3TOl CBsI3U Me-
HSETCSl U UCIIOJHUTENBbCKAN TEKCT. B Byp-
pe AJIsI KOMIIAKTHOTO 3BYYaHMsI aKKOPIIOB
Hanbonee yOeqUTETbHBIM C TOYKH 3PEHUS
XyJOKECTBEHHOM 11€71€CO00Pa3HOCTH OBLIO
Obl OJIHOBPEMEHHOE UCITOJIHEHUE BCEX 3BY-
KOB akkopaa. OCHOBHBIM CKpPUIIMYHBIM
HITPUXOM, TPUIAIOIIKUM OOJIBIITYIO BBIpA3U-
TEJIbHOCTh TMOKOW, HO PUTMHYECKHU BBIPOB-
HEHHOW (UTYpallMOHHOW JMHUM B ayOie,
ABIIIETCS SHEPTrUYHOE detache.

B opranuzanuu npouecca pasgepmuiea-
HUA 6epMUKaIU 6 20pU30HMalb Y4aCTBYIOT
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npUEMBl CKPUTTUYHON apPTUKYISIIIUH, KO-
TOpblE MOTYT M3MEHUTh HAIpPaBJICHUE
nBrxkeHus. C OgHOM CTOPOHBI, BOBHUKAET
NpEeLeIeHT JJI COMOCTAaBICHUs BUIOB MH-
TOHALIMOHHOTO Pa3BEPTHIBAHUS, C APYrou
— YCIIO)KHEHHMS MX KOH(pUTypauuu U 3a-
ocTpenust HampsbkeHus. Ho ux oObemune-
HUE JINTOW MOTYEPKUBAET TAPMOHUUYECKYIO
COCTABJISIFOLIYIO apIeI)KUPOBAHHBIX aKKOP-
noB. Tak, B byppe Tp€x3ByUHbIE aKKOPIbI,
3ByYalllle Ha MEPBbIX JIOJISIX, UCIOJIHSIOT-
Csl OJHOBPEMEHHBIM B3ATHEM BCEX TOHOB
a"°—g'—cis? ¢ onmopoi Ha HWKHHH (TakT 6),
a B ayOne ¢uryparrioHHble TOHBI B HUCXO-
JSIeM HampasieHuu (Taktel 6, 8, 12, 13)
UCTIONHSOTCS legato mooYepEnHo, HauUMHAs
¢ BepxHero cis’—g'—a" (taktr 3). B stom
Cllyyae TOHBI OIOPHOIO JMHEHHOTO CIos
(quasi-continuo), He MEHs 3ByKOBBICOTHO-
TO MOJIOKEHUS, CMEUIAIOTCS B TyOJie C CUJTb-
HOM JTOJIM HAa OTHOCHUTENIBHO CHIIbHYIO. Ta-
KUM 00pa3oM, rapMOHUYEcCKas BEpPTHKAJb
«BBITSITUBAETCSA» B MPOAOJIKUTEIBHYIO TO-
PU3OHTANBHYIO JIMHUIO C TEpPEryIeTeHUEM
CKPBITBIX CIIOEB.

Ha paccrosinue mexny OonmopHbIM U Op-
HAMEHTAJIBHBIM CIIOSIMH, CKPBITHIMHU B (pU-
TYpPallMOHHOM TOTOKE, HEMOCPEICTBEHHOE
BIIMSIHUE OKa3bIBAIOT oOpaujeHue U nepe-
CcmaHoeKa TOHOB aKKOPJIOB. B cBsi3u ¢ aTHM
MEHSIIOTCSI U pecucmpsbl, B KOTOPBIX pacIio-
JararTcsi 3HaKU-00pasbl continuo u solo.
Tak, ecnu B AiiemMaHJe TOHBI continuo
h*°—ais"°—h"°—q"°—g"° 3By4YaT Ha HWXHEH
cTpyHe g (TakT 1), akleHTUPYIOILEH UX rap-
MOHHMYECKYIO OCHOBY, TO B AyOJie Mpu Io-
MOIIIY MPUEMOB O0pAIIEHUs, TIEPECTAHOBKH
TOHOB U PETUCTPOBKHU JIMHUSA qUASI-CONLINUO
TICPEHOCHUTCS Ha OKTaBy BbIte (h/—ais'—h'—
a'—g') n ucronHsAeTCS Ha CPEAHUX CTPyHAX
a u d (taxt 1). B pesynsrare, paccrosiaue
MEXIY JIMHUSAMU quasi continuo U quasi
solo 3HAYUTENBHO Cy)KaeTcs OT JIByX OKTaB
(Annemannaa) no oxnoit (/[ly6:ns), Byanupys
TpaHully MeXay quasi-naptusMu. O6pazy-
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IOLIME MX TOHBI PACTBOPSIOTCS B (QuUrypa-
nusx. BepTukanbHas onmno3uius cioés me-
PEBOAMTCS B TOPH30HTAIBHYIO IJIOCKOCTH,
OJTHAKO XYJOXKECTBEHHOE MPOCTPAHCTBO
ny6mnst pacmupsiercs. Ero mHTOHanMoHHOE
pa3BEPTHIBAHUE OOPETAET YCTPEMIIEHHBIMH,
TEeKy4Hi XapakTep B IPOTUBOBEC AJllieMaH-
7ie, HACBIILIEHHOW pelbepHBIMU quasi-opa-
TOPCKUMH O0OpOTaMU PEUH, THUIHIHBIMU
1151 GUI0COPCKOTO Pa3MBIIILIICHHUS.

OpHuM U3 00IIKX AJIs TaHIIA U 1yOJIs uc-
MOJTHUTEIBCKUX TPUEMOB, HAPABICHHBIX
Ha 000co0IeHHE CI0EB, SIBISIOCH epedpa-
ChIBAaHME CMbIYKa uepe3 CTPyHbl. Tak, Ha
nocieaHel yeTBepTy B AjieMan/ie (TakT 2)
JUHENHHbIEe cIoM (3HAKU-00pa3bl continuo
U 50l0) UCTIONHSIOTCS EpedpoCcoOM CMBbIU-
Ka yepe3 CTpyHy a (Ha cTpyHax d U e co-
OTBETCTBEHHO). B Jpyrom cermMeHTe Tek-
CTOB TaHIA U 1yOJs (Ha BTOPOUM YETBEPTH
takta 11) cMBIUOK TIepeOpachiBaeTCs yxKe
4yepe3 JIBE CTPYHBI C HIDKHEW CTPYHBI g Ha
BEPXHIOIO €.

OpnHako NpUEMBI WCIOTHEHUS aKKOp-
JIOB SIPKUX TIO PUTMOIUTACTHUKE TAHIIEB U
JTUHAMUYECKH HaIpsKEHHBIX OIHOTOJIOC-
HO-(pUTypallMOHHBIX yOJieil CyIecTBeH-
HO paznudatorca. [lpm 3TOoM mpoTHBOIIO-
CTaBJISIETCA MX LITPUXOBOE oOdopmiieHHeE.
B emunooOpa3ubix Qurypanusx oOpa-
3yIOTCS  (DaKTypHO-pUTMUYECKUE TPyT-
nbl. OHU OOYCJOBIMBAIOT MCIOJIB30BAHUE
OTpENEeNEHHBIX CKPUITMYHBIX IITPUXOB.
A conocmasnenue paznuunsix epynn Qop-
MUPYET HOBYIO JIOTUKY WHTOHAI[MOHHOTO
pa3BEpThIBaHUs. Tak, IMYHKTUPHBIM PUTM
AnneMaHABl TpeanoiaraeT pasieiabHbIC
MITPUXU, A «POBHBIE» IIECTHAJATHIC
B aHAJIOTMYHBIX TaKTax AyOJis, MpeuMyIlie-
CTBEHHO 3aJIUTOBAaHHBIC, ONIPENCTISIOT HHOE
aptukynupoBanue'!. BoiieiaeHne B aKKop-
Jie TBYX BEPXHHX TOHOB — quasi-IapTUU
solo divisi — TpeOyeT OT cKpumavya Mak-
CUMaJIbHO KOMIAKTHOTO WHTOHUPOBAHUS.
B cBsA3m ¢ aTMM 4eThIpe TOHAa aKkopAa
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UCTIOJIHSIOTCST  «JIOMaHBIM» CIIOCOOOM
JIBA HUKHUX W JIBa BEPXHUX 3BYKa (TAKTHI
2,7,10, 15, 18). B cuMMeTpHUYHBIX TaKTax
nyOnst ogHOTONIOCHAs JUHUS (uryparmii,
MPEICTABICHHBIX €IMHOOOPA3HBIMU IIECT-
HaJIIATBIMK, UCIIONHICTCS B BHJE IOIAp-
HO 3aJIMTOBAHHBIX Ipyni TOHOB. [Ipu sToM
TEeMII CTaHOBUTCS kuBee (Amnemanga — C,
B [yb6ne — alla breve ¢).B pesynbrare,
HECMOTpPSl Ha TEMIIOBOE €IMHCTBO JIBYyX
CMEXHBIX YacTel, popMupyercs KOHTpacT
uX 00pa3HO-XapaKTepHOro 3ByYaHUS.
DTO MpOUCXOAUT Onarogapsi ONIMO3UIIUU
quasi-ancam0JIeBOr0 HECTENIHOTO, C 4ep-
TaMH TUTACTHYECKON XapaKTEPHOCTH 3ByYa-
HUS TAHIEB, YUCTO CKPUITMYHON MOTOPUKE,
KOTOpasi B ObICTpOM TeMIie ayOieit oopera-
€T BUPTYO3HBII Oeck.

Baxnyto posb B popmMupoBaHuU TeMa-
TU3Ma JyOJiel UrpaeT MpHUEM 3epKAIbHO20
obpawenus. Jlaxxe npu COXpaHEHUHU OJJHOTO
perucTpa yCTpPEeMJICHUE HWHTOHAIIMOHHOTO
JIBUKCHHUSI MOXKET MEHSThCs. CMbICIOBas
OTIITO3HIIMSI «BEPX — HU3» B TaHIIEC U TyOe
oOpa3zyet quanoruueckuil 3pQeKT u 3HaYu-
TEJIBHO PACUIUPSIET CMBICIOBOE MPOCTpaH-
ctBo. Hampumep, Bropou pasmen Kypan-
Thl (TakT 79) 3aBepuiaercsi pa3BEPHYTHIM
B 00bEME JIBYX OKTAB BOCXOMSAIIUM TOHHUYE-
CKUM TPE3BYUYHEM, & AHAIOTUYHBIA CETMEHT
JlyOiist — ero BapraHTOM C TTPOTHUBOIIOJIOXK-
HBIM HAIlpaBJICHUEM U MHOW KOH(pUTYpalu-
€l TOHOB.

[TockonmbKy TaHeI U €ro AyOJib COCTaB-
JSIFOT €IMHOE TIeJI0e'?, BO3HUKACT accolua-
[IUS C JUAJIOTOM, TJI€ «BOMPOCY» B 3aBepIiie-
Huu Anemanabl 1 KypauTsl (Bocxozsiiue
TPE3By4Hs) HAXOJUT «OTBET» B CIEIYIO-
X 32 HUMH JyOnsx (HUCXOHSIEe IBU-
enne)'®. HasBanuble TPHEMBI nepeHoca
MOHO8 COBMENIAIOTCS C TUMUHYHPOBAHU-
eM. Pasymeercs, mpuémbl, HampaBlieHHBIC
Ha OOHOBJICHHE, TAPMOHUYHO COUYETAIOTCS
¢ OyKBaJIbHBIM ITOBTOPEHUEM CETMEHTOB Te-
MaTu3Ma TaHIIEB B TyOIsX.
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B 3axnirouenne oTMeTUM, 4TO TUIIOJIOTU-
YECKOM 0COOEHHOCTBIO MHO2020/I0CHO20 W
00HO20/I0CHO20 CKPUITMYHOTO TEKCTa SIBIIS-
eTcsi cBEpHYTas quasi-napmumypnas $Hop-
Ma opranuzanuid. OHa BO MHOTOM OIIpe-
JCNSeTCSl OMOpOM Ha YHUBEPCAIbHBIC
CTPYKTYpbI JHAJIOTOB, KOTOpPbIE PEayLHPO-
BaHbl B OJTHOCTPOYHOM HOTHOM TEKCTE IO
MPUHIUIY CJIOKHOCOCTAaBHOU CTPYKTYPHI
«TEKCT B TEKCTE» U MPEACTAIOT B BUJIE 3HA-
K08-00pa308 aHcamobnego2o My3uyuposa-
Hus. 3amedaTiéHHble B TEMaTW3ME OJIHO-
IO MHCTPYMEHTA, OHU, C OJIHOM CTOPOHBI,
CBUJIETEIBCTBYIOT O MOJIUCTPYKTYPHOCTHU U
MHOTOMEPHOCTH TE€KCTa MPOU3BEACHUN IS
CKPHIIKH COJIO, & C IPYTOH — O TIOBBIIIICHUN
«IJTAHKW» TEXHUUYECKOM CIIOKHOCTU CKpPHU-
MUYHOTO TEMaTH3Ma M KOHIIEHTPAIIUU B HEM
BHUPTYO3HBIX KOMIIOHEHTOB.

Paccioenne omHOToMOCHsI Ha CKPBITHIE
rojoca — OIOPHBIA M OPHAMEHTAJIbHBIN,
a TaKke pa3zHoo0pa3re MEKTEKCTOBBIX Ipe-
00pa30BaHU OCYIIECTBIISIET IEPEBOJ] MHTO-
HAIIMOHHO-(OPMYIHHOTO TEMaTH3Ma TAHIIEB
B (UrypallMOHHO-MENIOIUYECKUI — ayOmeil.
[Ipu pa3BEpTHIBAHNKM MHOTOTOJIOCHBIX BEp-
TUKAJIbHBIX KOMIUIEKCOB B OJHOTOJIOCHBIE
TOPU3OHTATbHBIE JTMHUW (QUTyparuii 3Ha-
KH-00pa3bl  aHcamoOnesoeo  My3uyuposa-
HUs TIPeoOpasyIoTCsl B 3HAKH CONUPOBAHUAL.
B stom mporecce ydactByroT crienuduue-
CKUE€ apTUKYJISAIMOHHBIE MPHUEMBI, CIIOCO-
Obl 3BYKOM3BIICUEHHS M 3BYKOBEICHHUS Ha
CKPHIIKE, HalpaBJI€HHbIE HA UHOUBUOYANU-
3ayuio COABHOTO CKPUITMYHOTO TeMaTh3Ma 1
coznanue 3¢ @deKra MOBBIIIEHHON JKCIpec-
cUH. A BapuaHTHOE TTOBTOPEHHUE (haKTyPHBIX
U PUTMOIUIACTUYECKUX «OJIOKOBY» (UTYP
C pa3Ho00pa3reM 3ByKOBBICOTHOM TpaduKu
Y JIQJIOTapPMOHHYECKON JIOTUKUA B TPACKTO-
pUM MOTOPHOT'O HWHTOHALIMOHHOTO pa3BEp-
TBIBaHUSI JIEMOHCTPHUPYIOT BUPTYO3HBIE H
BBIPA3UTENFHBIE BO3MOXXHOCTH CKPHIIKH,
BOILIONIAsI OJTUH M3 BEAYIIUX 00pa30B 3I10-
XU — KOHYepmupyouje2o My3bIKaHTa.
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S MPUMEYAHUA <

' Yacth paHHHX 00pa3IOB JUIS CMBIYKOBBIX HHCTPYMEHTOB OBITOBaa B UMITPOBU3AIIMOHHBIX

BEPCHSIX U HE 3alMChIBANIACh, TO3TOMY MHOTHE U3 HUX ObUIH yTPavyeHBI.

2 «3amu(ppoBaHHOCTh MY3BIKAJIBHOIO TEKCTa YCTAaHABIMBala HEPABHYIO JTUCTAHIUIO
MEXJly HENOCBSUIEHHBIMM MY3bIKAHTAMH W MCKYCHBIMH HCIOJHHUTEISAMH, BIIaJCIOIIUMHU
OpHaMEHTaJIbHBIMU MaHepammu», — cuutaer E. A. lllneikoBa. Cwm.: lllneikoBa E. A. McnionHenue
CKPUIIMYHON MYy3bIKH OapOKKO B CBET€ KYyJIbTYpPHO-UCTOPUYECKOW TpPaTUIMH: TUC. ... KaH].
ncKyccTBoBeneHus. Poctos-Ha-/lony, 2000. C. 76.

3 Tlocnosam E. B. HazaKHCKOT0, MHOTOTOJIOCHE OBICTPEE, YEM OHOTOJIOCHE €00 CIIEYMBACTY
XapaKTEPUCTHYHOCTh TAHIEBAIBHOUN (haKTyphl, KOTOpas B MPO(eCCHOHATBHOW KOMITO3UTOPCKON
MY3BIKE OMTUPAETCS «Ha )KaHPOBYIO H300pa3UTEIBHOCTD, TPUUEM ITPeIMETaMU OTOOPaKEHUS MOTYT
OBITH HE TOJILKO 3BYKOBbIE MPOSBICHUS, HO U MOTOpHKA, HapuMep, TaHIIEBAJIbHBIEC JIBHXKEHUS,
CBSI3aHHBIC C APKUMH pUTMUYECKUMH hopmyrnamu. ..» (Hazalikuuckwuii E. B. Jloruka my3bikanbHO#M
kommo3uIuu. M.: Mysbika, 1982. C. 85).

* Tak, mo cBuaeTeNbCTBY yucHHKa baxa M. ®. ATpuKOIbI, KOMIIO3UTOP HUCIOIHSI HaPTHTHI
JUISL CKPUIIKH COJIO € basso continuo «Ha KJIABUKOP/E U J00aBIISI K HUIM FapMOHUIO B HY)KHBIX, 110
€ro pazyMeHuro, npezaenax» (mut. no: Llnekosa E. A. UcnonHeHne CKpUMUYIHON MY3bIKHA OapOKKO
B CBETE KYJIBTYPHO-UCTOPUUECKON TPAIUINK: AUC. ... KaHJ. UCKyccTBoBeneHus. PoctoB-Ha-/{ony,
2000. C. 133). D710 OBUIO CBSI3aHO «C MPAKTUKOW COMPOBOXIACHHUS TAHIIMEHCTEpaMH TaHIIEB Ha
CKpHIKe» [TaM ke, c. 104].

> Cwm. 00 aTtoMm B ctathe U. B. Anekceeoti [1].

¢ Tlo muenuto D. Kypra, ckpunuuHoe ogHorosocue baxa «He c0O3MaéT OIIYIIEHUS MyCTOTHI
WIM HEYIOBIETBOPEHHOCTH, KOTOPOE JIETKO MO0 Obl BOBHUKHYTh M3 CPABHEHHUS OTHOCHUTEIHBHO
0eHOTO 3ByYaHHs €IMHCTBEHHOTO TOJIOCA C MBIIIHOCTHIO MOMUGOHUH: IPUUYKMHA 3TOTO KPOETCH,
MTOMHMO OT'POMHOTO COZIEPKAHUS HAIIPSKEHUS B MEJIOMYECKOM JIBUKEHUMY, €1IE U B « “CTyIIEHUN
3BYKOBOTO BO3JICHCTBHS OJHOTOJIOCHOW JIMHUM JI0 BrieuaTsieHus nonmdonHor TkaHm» (Kypt 3.
OcHoBbI JInHEeapHOTO KOoHTpanmyHkra. M.: TMU, 1931. C. 183).

7 TIpOTHBOMOJIOXKHBI OCHOBAH HA C8EPMbIEAHUU MEJIOINN B TADMOHHUYECKYIO CXEMY, «CETKY.

8 AHAJIOTMYHO PacIOOKEHHE TOHOB Ha nepBbIX (TakThl 10, 15) 1 Tpetbux (Taktei 4, 7, 16, 21)
TOTISIX.

° CoracHo MpUEMY TIEpMYTAIHH MPOUCXOANT MIEpecTaHOBKa 31eMeHTOB abed — abdc (cm. 06
stom B pabore JI. I'. PatHepa [8]).

10" CornmacHo nmpuémy mepMmyTaruu IpOUCXOIUT MEpeCcTaHoOBKa 1eMeHTOB abed — acbd.

A, IlIBelinep 3ameyaj, 4TO «IIECTHAAIATHIE, CIUTOBAHHBIEC IO JIBE, BCErJa HUIPAIOTCS
TaK, 4TO BTOpas SBISAETCS OT3BYKOM MEPBOU U BBIJAEPKUBAETCS JIUIIb YaCTh €€ JIUTEIbHOCTH
(IBeitep A. A. Morann Cebacthsin bax. M.: Knaccuka-XXI, 2002. C. 257).

12 B koHIepTHOW MpakTuke TaHen u3 Ilaptutel i moll baxa UCIONHAETCS TONBKO BMECTE
¢ 1y0sem, paBHO Kak M TyOJib HE UTPAeTCs OTAEIBHO OT TaHIA.

13 Uckmouenue npeacrasiser byppe u ero Jlyons, rae HanpaBieHHE JABMKCHHS OKOHYAHUIN
coBMajaeT (MepBBIN pa3zies — BBEPX, BTOPOU pa3/ies — BHU3Z).
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Pycckoe my3bikaAbHOe 001eCcTBO B AaAbHEeBOCTOUYHOM Pecnyb6Auke:
CKpenbl UCTOPUMU

Crarbst IPUBIICKAET BHUMaHKE K u3y4eHmto (heHomeHa Pycckoro myssikansHOTO 001mectsa (PMO)
Ha /laneHem BocToke — ogHOM M3 pernoHoB Poccuu, opraHMyecky BIMCAaHHBIX B IPOCTPAHCTBO
PYCCKOM MYy3bIKaJbHOM KyIbTypbl. BBIXOIs 3a TMpenenbl 1aJbHEBOCTOYHOM PETMOHAIHMCTHKM,
aBTOpbI AaKLUEHTUPYIOT BHUMaHHE Ha JMHUHU MPEEMCTBEHHOCTH, MO3BOJISAOLIEH roBoputh 0 PMO
B JlampHeBoctouHoit pecnyOnuke ([IBP) kaxk o wnacnemnuke Wmmeparopckoro Pycckoro
My3bIkabHOTO 0o0mectBa (MPMO), obecrieunBiiieM B TIEPUOJ] MOJUTHUYSCKONH MOJEPHU3AIIUN
CTPaHbl TPAH3UT MY3BIKAJIBLHOIO Hacienus or napcko Poccum k Poccum coerckoi. PeanbHast
CBSI3b UCTOPMUECKHX AIOX OOpeTaeT COAEepKaTelbHOCTh Onarofaps aHaau3y JOKYMEHTaJIbHBIX
MaTtepuanoB 3M0xu. OHU SBISIOTCS CYIIECTBEHHBIM OPUEHTHPOM B OLIEHKE MCTOPHUUYECKOM PO
HNPMO, oM ke CBUAETENLCTBYIOT O HacienoBanuu JlansHeBoctounbiv PMO tex ¢hopm 1 MeTonoB
COIIMAJTEHO-HAMPABIICHHON YIIPaBICHUECKOH padoThl, KoTopas Obuta ampobupoBana MPMO wu
MOBCEMECTHO BHEIPSUIACh IPH peaM3allii TOCTABICHHBIX YCTaBHBIX weneil. ObecnieunBas
reorpaMueCcKy0 BKIIOYEHHOCTh BCEX PETHOHOB B CO3MIATENBHBIM MPOLECC KyIbTHBUPOBAHUS
Poccun B My3bIKaJIbHOM OTHOIIEHMH, 3Ta COLIMOKYJIBTypHas paboTa, MOHMMaeMasl B KaTeropusx
«oOrmiecTBeHHOTO Onara», BO3BOAWJIA MPOYHOE OCHOBaHME IS paboThl Ha mepcrnekTuBy. OHa
&Ke cTaia 3a10roM 3(PQEKTUBHOTO PEIIeHHS MAcIITaOHOTO HAIIMOHAJIBHOTO MPOEKTa — CO3IAHUS
MYy3bIKaIbHON UH(pacTpyKTypsl crpanbl. JlesarensHocts PMO B JIBP, odunmansHoe mpu3HaHue
3aciyr UIPMO B coBeTu3upyeMOM HENPU3HAHHOM TOCYIapCTBE, OKAa3alMCh TEMH CKpENaMu,
KOTOpbIE Ha PETMOHAJILHOM YPOBHE 00€CIIEUNIIN PEaIbHYIO CBSA3b HICTOPUUYECKUX DIIOX.

KitoueBpie cnoBa: Mmmeparopckoe Pycckoe MmysbikanbHoe oOmectBo (MPMO), Pycckoe
My3bikanbHOe o0mecTBo (PMO), [JanpHeBocTouHas peciybnuka ([BP), uctopus kynsTypHOTO
MEHEI)KMEHTa, MHOIOBEKTOpHAas ceTeBas moaeas UPMO.

Il yumuposanusn / For citation: Epumoa H. U., Kpanua A. W. Pycckoe My3bIKalbHOE
obmectBo B JlanmpHeBocTouHOM PecmyOnuke: ckpensl ucropu // IIpoGiembl My3bIKalbHON HAYKH
/ Music Scholarship. 2021. Ne 1. C. 36-45. DOI: 10.33779/2587-6341.2021.1.036-045.
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ORCID: 0000-0001-5780-1843, krapiva_alina@list.ru

The Russian Music Society in the Far-Eastern Republic:
Bonds of History

The article draws our attention to studying the phenomenon of the Russian Music Society (RMS)
in the Far-Eastern Republic (FER), one of the regions of Russia the history of which is inscribed
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in the space of Russian musical culture. Exceeding the boundaries of Far Eastern regional studies,
the authors accentuate their attention on the line of succession which allows them to speak about
the Russian Music Society in the Far-Eastern Republic as the successor of the Imperial Russian
Music Society (IRMS) which during the period of political modernization of the country provided
the transition of musical heritage from Tsarist Russia to Soviet Russia. The real connection of
historical epochs acquires meaning by means of analyzing of the documentary materials of the
time. They act as a significant reference point in the evaluation of the historical role of the IRMS,
and they are also indicative of the succession of the Far Eastern RMS to those forms and methods
of socially oriented management, which were adopted by the IRMS and were widely implemented
in pursuit of its statutory objectives. Ensuring the geographical inclusion of all the regions of the
country in the process of cultivating Russian musical culture, this sociocultural work, evaluated in
the category of “public good,” provided a lasting foundation for work for the perspective future.
It was also a guarantee for an effective solution of the large-scale national project — the creation
of a music infrastructure of the country. The activities of the RMS in the Far-Eastern Republic,
the official recognition of the IRMS in the Sovietized unrecognized state proved to provide the
necessary link which on a regional level created a true connection between the two successive
historical epochs.

Keywords: Imperial Russian Music Society (IRMS), Russian Music Society (RMS), Far-
Eastern Republic (FER), history of cultural management, IRMS multi-vector network model.

My3bIKQIBHOW — ucTtopun  Poccun B Crparerun rocynapCTBEHHOM KyJib-

uMeeTcss Hemano (akToB, KOTO- TypHOUM monuTuku Poccum Ha mepuop 10

pble B cuiTy pasHbIX npuunH u3 He€ 2030 roma’ omacHBIMU MPOSBICHUSIMH TY-
YCTPAHSJIUCh WJIM HAMEPEHHO yMalluyMBa- MaHUTApHOIO KpHU3KCa Ha3BaHbl «jaedop-
auck. B maeonoru3supoBaHHbIX cxemMax cO-  Malus UCTOPUYECKON NaMATH, HEraTUBHAS
BETCKOI'O MCKYCCTBO3HAHMS OTCYTCTBOBA-  OLICHKA 3HAYUTEIBHBIX IIEPUOJOB OTEYe-
Ja KOHKpeTHass MH(GOpMalus O CO3JaHHOM  CTBEHHOM UCTOPHUH, paCIIPOCTPAHEHUE JIOK-
B JIOPEBOJIIOIIMOHHON Poccum mpodHoit My-  HOro TMpeAcTaBieHHs] 00 HCTOPUYECKOM
3bIKaNIbHONH HMHQPACTPYKType, BBICTpPOCH- oTctanioctn Poccuiickoit  ®Dexepanumy»’.
HoMl Mmneparopckum Pycckum Mysbikanb- — «Peabuinranus» My3blKallbHO-UCTOpUYE-
HeiM oOmectBoM (MPMO). U3beranocy ckoro mponutoro MPMO, ero anekBarHas
YIOMHHAHUE POJM BEHIEHOCHBIX 0C00, JIe-UACOJIOTU3MPOBAHHAS OIIEHKAa CTaHO-
IIPUHUMABIINX AaKTHBHOE Y4acCTHE B CO3U-  BATCS aKTyaJbHbI. OHHM POTUBONECUCTBYIOT
JaTeIbHOM TIpolecce KYJIBTUBUPOBAHUM  HCKAKEHUIO POCCHIMCKON UCTOPHUH, CIIOCOO-
Poccun B My3bIKaJbHOM OTHOIIEHUH, Ha-  CTBYIOT IEPECMOTPY B3IISAOB Ha (OpMH-
KOHEI[, OCTaBajiach 0€3 OIIEHKH HCTOpUYE- POBAHWE MY3BIKAIBHON KyIbTyphl Poccum,
ckas ponb MPMO, BHeApHUBIIETO MEPBYIO  ONPEIEICHUI0O MECTa MOCIEAHEH B MHPO-
B ucTOopuu Poccum HanMoHaIbHYIO MOJENL  BOM LIUBMIM3ALUU. B cymiecTByromeM Kom-
MY3bIKaJIbHOTO pa3ButTus ctpansl [10]. Uu- maparuBHOM dopmare, rie 1mo HeJaBHEMY
HOBALMOHHAs JIJI CBOETO BPEMEHU CETEBAasi  YTBEP)KICHUIO AMEPHKAHCKOTO HCCIIEN0Ba-
KOHCTPYKITUSL 3TOH ympaBieHdeckoir Mo- Tens Koncranc [le Bepo, «obmenpusHa-
JIeNy BPAJ JIM UMeJIa B MUPE aHaJIOT — KaKk ~ HO, YTO MepBbIe (hopMaIbHBIE TPOSIBICHUS
no macmraly, Tak U 1no 3(Q(YEeKTUBHOCTH.  KyJIbTypHOro MeHemkMeHta Obuin B Co-
OnHako MOJHOLIEHHOTO M3yuyeHus naHHoro  enuHEHHbIX Lltatax m BemukoOpuranum»
OTEUECTBEHHOTO OIBITa BCE eImé HeT'. [8, p. 7], uzyuenue neareapnoctd MPMO u
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€ro PErMOHAJIBHBIX OTJIEJICHUN B KOHTEKCTE
peanu3anuu TOoCyAapCTBEHHON KYNIbTYp-
HOUW TIOJINTHKHU TPEACTABISAETCSI 0OCOOEHHO
BaxxHbIM. ChopmynupoBaHHbIN B Topedop-
MeHHoM Poccuu u BomiedIImi B YHUCJIO Ha-
[UOHAJIBHBIX TIPUOPUTETOB MAaCIITAOHBIN
IIPOEKT, COAECHCTBYIOLIMI Pa3BUTHIO «BKYyCa
K My3bike B Poccum» (13 § 1 YecraBa PMO
1859 1.%), Bpsi I IMEJT aHAJIOT B MHPOBOM
VCTOPUH YTIPABIICHUS KYJIBTYPOU. A 3HAYUT,
3HaHUE O HEM HEMIPEMEHHO JO0HKHO YUHUThI-
BaThCAd B OOBEKTUBHBIX OIEHKaX MHUPOBOI
UCTOPUHU KYJIBTYPHOTO MEHEI)KMEHTA.

Tembl, CBA3aHHBIE C U3YYECHUEM aKaJie-
MHYECKOM My3bIKM B Poccum, n3ydeHuem
KYJIBTYPbI PYCCKOW MPOBHUHIIMU KaK TEKCTA,
MO3BOJISIIOIIETO PAacCMaTpUBaTh BOMPOCHI
npouwuioro u oyaymero Poccuu [11, p. 200],
OTHOLIEHUN POCCUICKHUX LIEHTpa U PEruo-
HOB TaKXe CTAHOBSITCS AKTYaJIbHBIMU [35;
7; 9]. Tak niam nHAYE, B OCHOBE CBOCH, OHU
YBOISIT B JOOKTAOpbCcKyto Poccuio u cBs-
3aHBI C HAYaJIOM KOMILUIEKCHOU (yHIaMeH-
tanpHON pabdoter MMPMO, coueratomiero
B cpopMyIHpOBaHHOM UM (hopmare oO1iie-
CTBEHHOTO TBOPYECKOTO OOBETUHEHUS —
MY3bIKQJIbHO-00pa30BaTeIbHbIN, TPOCBETHU-
TEIbCKUNA U (UIAPMOHUYECKUN BEKTOPHI.
B nocTokta0psckoe Bpemsi 3Ta MHOTOBEK-
TOopHast paboTa, MPAKTUYECKH B COXpaHEH-
HOM (opmaTe, ObuTa popoiKeHa Pycckum
MY3bIKaJIbHBIM OOIIECTBOM (J1ajiee B TEKCTE
— PMO), nacnenankom MPMO B [lanbHe-
BOCTOUHOM pecmyOnuke (manee — JIBP).
N3yueHne apXMBHBIX JTIOKYMEHTOB I0O3BO-
JWJIO HE TOJIBKO PACKPBITh OCOOECHHOCTH
perruoHaabHOU padoTsl J[albHEBOCTOUHOTO
PMO B ycnoBusix apeiida oT mapckoi K co-
BeTcKkoil Poccuu, HO U 0OHApPYKUTH MIpeeM-
CTBEHHBIE CBSI3H, KOTOPBIE 3aKPETTUIN UCTO-
PUYECKYIO NMaMATh O MAaCIITaOHOM MPOEKTE
napckou Poccun.

N3BecTHO, uTOo JIBP — 3TO CyBepeHHOE
roCyIapcTBEHHOE 00pa3oBaHHUE, MOSIBUB-
meecs Ha MOJUTUYECKOM KapTe MOCTPEBO-
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monmorHol Poccum 6 anpens 1920 rona’.
JIBP o0beauamna B cBoéM cocrane JlanmbHe-
BOCTOYHOE  OypiKya3HO-IAEMOKpPaTHUECKOEe
rocylapcTBo (¢ 1eHTpoM B I. BiaguBocTo-
ke) 1 JlaIbHEBOCTOUHYIO paboye-KpeCThsIH-
CKyI0 pecnyOnuKy (C LIEHTpOM B TOpPOAC
Bepxueynuncke) [3, ¢. 133]. B obmupHyro
TEPPUTOPHUIO OBUIM BKJIIOUEHBI 3abaliKaib-
ckasi, Amypckast u Ilpumopckass obnactu,
Kamuarka u mosocel otuyxaenus Kuraii-
cko-Boctounotii xene3noit noporu (KBXK/).
Pernon He ucnbiTan Ha cebe OMbITa peau-
3allUU TTOJIUTUKU «BOCHHOTO KOMMYHHU3May,
a B3aMMOOTHOIIEHUS LEHTPaJIbHOU U pe-
TMOHAJIBHOM BJIACTEW B COLMOKYJIBTYPHOM
Pa3BUTUU COXPAHSIM aJaNTHUBHYIO HHEp-
1MOHHOCTh. OHa 3aokuiIa GyHAAMEHT IS
MOCTa MEX]y MPOILILIM U OyTylIUM, MEXK-
Iy UCTIOJIb30BAHUEM TIO3UTUBHBIX PE3YJIbTa-
TOB, JOCTUTHYTBIX MPEAIIECTBEHHUKAMU U
TEM HOBBIM, YTO OBUIO YCTPEMIIEHO BIEPE,
YTO 110, [TOYAc, B IPOTUBOBEC MPEXIE pe-
aJIM3yeMOM KOHLEINTYyalbHON UEE.

Cpoxku cymectBoBanus JIBP: mait 1920
roga — 14 nosi6ps 1922 roga. OTeuecTBeH-
HbIE€ HUCTOPUKM XapakrepusyroT JIBP kak
«OydepHoe», «HENPU3HAHHOE» ToCyaap-
ctBo [1, c. 16]° Kak «yHUKaJIbHOE M HE
MMEIOIEE aHAJIOTOB B MUPOBOM MPAKTHKE
rOCy1apCTBO BpEeMEH [pak1aHCKON BOWHBI
W MHOCTPAaHHON MHTEPBEHIUH, MPEACTaB-
asroiee  cobol  cBOeoOpasHyr MOJEINb
napjaMeHTckol pecnyonukw» [4, c. 18],
HAKOHEIl, KaK «OOJIbIIEBUCTCKYIO MUCTH-
¢dbuKauoo, HaMpaBlIEHHYI0 Ha MpeKpare-
HUE SAMOHCKOW WHTEPBEHILIMH B PETHOHE,
<KOTOpas™> He ObljIa HY TIIATEeJIbHO OpraHu-
30BaHa, HU Oe3ymnpeuHo peanuzoBana. Of-
HAKO KaK MPOAYKT CIMSHHS HallMOHAJIU3MA
U pervoHanusMa J[anpHeBOCTOYHAS pecily-
OnmuKka crajia MPOSIBICHUEM PETHOHAIIBHBIX
MHTEJUIEKTyaJIbHBIX MOJENEeH M cropaju-
YeCKOW MOJMUTUKU HMIEPCKOl TpaHcdop-
marum» [12, p. 292]. OcoGeHHOCTH XU3-
HU pPErHoHa CrocOOCTBOBAIM COXPAHEHHUIO
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B HEM OOJbIIEH IMOJIUTUYECKOH CBOOOMBI,
COJICHCTBOBAIM «MHOTO00pa3uio GopM Xo-
3SUCTBOBAHMS, MPEANPUHUMATEILCTBA U
YaCTHON TOPTOBIIM, OCOOOH JEHEKHOMN CH-
CTEMbI, CHUJIBHON MO3ULIMH HHOCTPAHHOTO
Kanurtanay» [2, c. 57].

B ucroprueckoM XpoHOTOIIE COBETH3a-
nun Poccun opraHusanus My3bIKaJIbHON
)ku3Hu B JIBP, kak u pesrensHocth PMO,
HE BXOJWJIM B YUCJIO TPUOPUTETOB. OHAKO
WHEPLUUOHHO OHU MPOJIOJDKAIN JIBUKECHHE,
3ananHoe MPMO. IleiTascb coxpaHUTbH
chopMHpOBaHHYIO OOIIYI0 KOHCTPYKLHIO
dbopMaTa MHOTOBEKTOPHOW CETEBOW MOjie-
JM, JIEKJIapUupys MPEEeMCTBEHHOCTh B CO-
XpaHEHUU €€ COAEPIKATEIBHBIX CTPYKTYP,
B HACJIEJIOBAHUH XY/10KECTBEHHO-ICTETUYE-
CKHX MJIeW, TBOpUECKUX NMpuHIMNoB, PMO
B JIBP BbICTpamBaso CBOIO aJanTUBHYIO
KoHCTpyKuro. [Ipuuém, naxe mocie pac-
nana JIBP oHa coxpansiia CBOO XKU3HECTO-
cobHocth. Ha sT0 ykaseiBaer 1O. JI. ®u-
JIEHKO, KOIJa MUIIET O BIJIaJIUBOCTOKCKOM
OTJEJICHNH, paboTa KOTOPOTO B IEPBBIC
necaTwieTnss XX BeKa «CIOCOOCTBOBaja
MOBBIIIEHUIO OOMIET0  XyHAO0KECTBEHHOTO
YPOBHS J1alIbHEBOCTOYHOTO PErMOHA U MO-
ciayxkuna (QyHIaMEHTOM [UJIsi MY3bIKajlb-
HO-00pa30BaTeIbHON U KyJIbTYPHO-IIPOCBE-
tutenbckoil cucremMbl CCCP, Bo MHOrom
BOCTpeOOBaHHOM U cerogus» [5, c. 191].

Cpenu BaxHbIX TpaHc(hopmalnii Hauaza
COBETCKOM AIIOXH HA30BEM:

1. ITlepeumenoBanne Kmmneparopckoro
Pycckoro my3bikansHOro obmiectsa B Pyc-
CKO€ MY3BIKaJIbHOE OOIIECTBO, 3aKpeII¢H-
Hoe B HOBOM YcraBe PMO, npunsaTom 1ieH-
TpanbHOU [{upekuueit B mapte 1918 roxa,
He3aa0iro A0 camopociycka UPMO.

2. Cmeny Yupenutensi: BMECTO Mpe.-
CENaTENIbCTBYIOIINX CO JIHS OCHOBAaHMS
NPMO npencraButeneil MMIEpaTopcKon
dbamMuIrm, aIMIHACTPATUBHOE YIIPABIICHUC
OTHBIHE MOAYMHSIIOCH BenpoMcTBy Hapon-
Horo [Ipocsenienus.
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3. Hawano nedparmMeHtanuu mnpexHei
umnepckor koHctpykiuu MPMO c BbiBe-
JeHueM U3 e€ cocTaBa 00pa30BaTENIbHBIX
YUpPEXKACHHUM, CTaBIIMX CAMOCTOSITEJIbHbI-
MH.

Bce sTtu HOBalMu, OTpaxEHHbIE B JOKY-
MEHTaX IEPBBIX JIET OOJIBIIEBUCTCKON Bila-
ctu B JIBP, Bocnpuanmanuce no-naomy. 13-
JaHHBIA OOJIBIIIEBUCTCKUM IICHTPOM YCTaB
PMO, yBuneBmuii ceer B Mapre 1918 rona,
yCTaHaBIUBAI: «YupexaéHHoe B 1859 romy
Nmneparopckoe Pycckoe my3bikanbHOE 00-
LIECTBO MPOJOJIKAET CBOKO JESITEIBHOCTD
I10J1 IMEHOBaHMEM ‘‘Pycckoe My3bikanbHOE
OO6miecTBO” M cOCTOMUT B BeoMcTBe Hapos-
Horo IIpocsemenus». B HoBoM Tpancdop-
MupyemMoM JokyMeHTe B Ctarbe 3 coxpaHsi-
sock mpaBo PMO «OTKpbIBaTh, IOMUMO YK€
HaXOJSALINXCS B €r0 BEJICHUH, HOBBIE OTJIE-
nenust OoOmectBa, KoncepBaropuu (Axa-
JIEMHUH), MYy3bIKaJbHbIC YUWINIIA U HUHBIE
MYy3bIKQJIbHBIE YUpexkaeHus» . OIHaKo, yxKe
yepe3 4 mecsua B utone Toro xe 1918 roga
PEBOMOLIMOHHBIN LIEeHTp U3Aa€T exper Co-
BE€Ta HapOJIHBIX KomHccapoB «O mepexone
[Terporpaackoit 1 Mockosckoii Koncepna-
Topuii B Benenne Haponnoro Kommccapu-
ara IIpocemenus». Jlekper noamucanu:
[Ipencenarens CoBeTa HapOAHBIX KOMHC-
capoB B. VnbsaHoB (JIenun), HaponHbIil Ko-
muccap npocsemienuss A. B. Jlynagapckuii
U ynpasisitomuid genamu CoBeTa HapOJHBIX
komuccapoB Bn. bonu-bpyeBuu. Jlekper
ykasbiBall: «llerporpanckas m MockoBckas
Konceparopuu nepexonar B Beaenue Ha-
ponnoro Komwuccapuara IIpocBemenuss Ha
pPaBHBIX CO BCEMHU BBICHIMMH Y4YEOHBIMU
3aBEICHUSIMU MPaBAX C YHUUYTOXKEHUEM HX
3aBUCUMOCTH OT Pycckoro My3bIkaibHO-
ro O6mecTtBa. Bcé€ mmyiiecTBo U MHBEH-
Tapb 3TUX KoHcepBaropuii, HEOOXOIUMBIE
U MPUCIOCOONIEHHBIE IJIs LIeNeil rocyaap-
CTBEHHOTO MY3BIKaJIbLHOTO CTPOUTEIHCTBA,
OOBSIBIIIIOTCST HAPOAHON TOCYIapCTBEHHOM
COOCTBEHHOCTBION®.
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Havarblii 1eHTpOM JE€MOHTaXX IpOBe-
pEeHHO# 0ojiee YeM IMOTyBEKOBBIM OIBITOM
yCHEIHON paboThl CTPYKTYPHO-yIpaBIIeH-
yecko koHCTpykuumu MPMO He Tonbko
poTUBOpeUYnII cT. 3 HoBoro Ycrasa PMO,
HO U HE Pa3bsCHSI LEeJIeCcO00pa3HOCTh MpH-
HUMaeMbIX Mep. O4eBUIHO, CKOPOCTh CO-
[IUAJTLHO-TIOJINTUYECKUX M3MEHEHHUH Oblia
TaKOBa, YTO HE MO3BOJIsIA OOJBIIEBUCTCKO-
My PYKOBOACTBY CBOEBPEMEHHO aJanTH-
pOBaTbCs K IMPOUCXOMALIMM IIEpEMEHAM M
YCTPaHATh BO3HMKAIOIIKWE IPOTHUBOPEUUS
B pentameHTax. OTpuias BBICTPOCHHYIO
LIEJIOCTHOCTD NPEXHEH KOHCTPYKLUH, YKO-
PEHEHHYIO B IIOJIMTUKE MHOTOBEKTOPHOM
LeJICHANPaBICHHON pPaboThl, MpPEaIPHUHS-
TBIA IIar OJHOMOMEHTHO pa3pylial camy
KOHCTpYKIHIO, €€ (yHIaMeHT, HE Npea-
JIOKMB HUYEro B3aMeH. B »ToM cocTos
[JIaBHBIN HEraTUB, OCJIOKHUBIIHUHN ITPOLECC
MPEEMCTBEHHOCTH B €ro IeIOCTHOM (op-
MaTe, anpoOMPOBAaHHOM B JIOJIFOCPOYHOM
nepcrnekTuBe. OmMOOYHOCTh  MOTOOHBIX
pelmieHui NpU3HaBaIM Jaaxe B EBpore.
K npumepy, aBCTpUICKHMI My3BIKOBE]
I'suno Annep B cBoéM «CrnpaBOYHUKE IO
HCTOPUU MY3BIKW», U3gaHHOM B 1930 rony,
Hanmucall: «...peomouuss 1917 roga mo-
JIOKWJIa KOHELl 3TOM HEBEPOSTHO TpaH]Iv-
O3HOM MY3bIKaJIbHOM WHCTUTYLMU CO BCe-
MU €€ KOHCEPBATOPHUSMH, MY3bIKAJIbHBIMU
IIKOJIAMHU, KOHLIEPTHBIMU OPTaHU3aLMIMU,
KOTOpasi BpAJ JIM MOIJIA BOBHUKHYTh U J10-
CTUTHYTh TaKUX PE3YyIbTAaTOB B KaKOH-TMO0
JPYTOW CTpaHe’.

Camopocnyck PMO B cTonmuuax peBo-
JTOLMOHHOM Poccum HUKaK He MOBIH Ha
nestenbHOCTH PMO B JlaabHEBOCTOUHOM
pecnyonuke. Bompeku mnpoBo3mIaméH-
HOW WEHTpPOM He3aBucuMoctu ot PMO
oOpa3oBaTeNbHbIX YUpexaeHuil, Branu-
BOCTOKCKO€ MY3BIKAJIBHOE YUYHIIHILE IPO-
JOJDKAJIO COXPaHAThCA B BelneHUuU Branu-
BocTOKCKorO otaeiaeHus PMO. B Otuére,
apeCOBAHHOM 3TUM OTAEJIeHUEM BO Bina-
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nuBocTtokckoe loponckoe Camoympasie-
Hue (ot 17.06.1922 1. Per. Ne 405, m. 1)
yutaeM: «BnaguBoctokckoe OTaeneHue
Pycckoro My3sbikanbHoro Oo6miecTBa, cy-
mectBys ¢ 1909 roga, npecneayer UCKIO-
YUTEIBHO KYJIBTYPHO-IIPOCBETUTEIBCKHE
LIEJIH, JUIs 9yero umeeT MysbIkaibHOE Y uu-
Juule, NOJArOTOBISAIONIEE IpenoaaBaTe-
Jel My3bIKH, PEreHTOB, TUPHXKEPOB, ap-
THUCTOB, MEBIIOB U My3bIKaHTOB»'’. Jlanee
MIPEEeMCTBEHHOCTh MMIIEPCKOU KYIBTYp-
HOM MOJUTUKE 3aUKCUpOBaHA M. 5, rae
ckazaHo: «BnanuBocTokckoe Yuunwuiie
— EIUHCTBEHHAsi COXpAHUBIIASCA siUeiKa
orpoMHOM Bcepoccuiickoi opraHu3aiuu,
BBICOKO Hecmiedl 3Hams MmmnepaTtopcko-
ro pycckoro My3ssikanbHoro OOmiecTsa,
IJI0JaMHU KOTOPOTO MOJb3yeTcsl ceifdac
BECh KYJBTYpHBIH MuUp, Kpome Poccumy.
31ech KEe UMEETCsl UCTOpHUUYECKas CIpaB-
Ka: «/laxe IleTporpaackoe OTIelIEeHUE HE
cymectByeT <...> JIUpeKTop, W3BECTHBIN
['mazynoB Oexan B PeBenby»''.

CoxpaHnsisi B cBoeil pabote conepkaresb-
HYI0 MHOTOBEKTOPHOCTb, IPUCYIILYIO UCXOI-
Hol koHCTpykiuu UPMO, JlanbHeBoCTOU-
Hoe PMO oOecrieunsio Ha peruoHaJIbHOM
YpOBHE peajbHYI0 CBSI3b HCTOPHUYECKUX
smox. CyIHOCTh NPEEMCTBEHHOCTH IIpO-
SBWJIaCh U B HACJeIOBaHUU 00pa3oBarTesb-
HBIX TPaJAULIUNA UCTIONHUTENBCKUX IIKOJ, U
B HaMpaBIECHUSIX U METO/IaX PabOThI, U B Op-
TaHU3alUU MPOCBETUTENBCKUX MPOrPAMM.
HocutensimMu mnemarorndeckux TpaauIIMiA
BO BiaanBOCTOKCKOM MYy3BIKAJIBHOM YYU-
JMIIE CTaJId €ro MperojaBarenu. AHalu3
OTYETHBIX JOKYMEHTOB YYHJIMIIA MOKa3bl-
BaeT yCTOMYMBOCTb KaJpOBOI0 COCTaBa, KO-
TOPBIN B OOJBIIMHCTBE CBOEM COXPAHUIICS
oT BpeMeHu napckoit Poccun. 3. M. Cepre-
eBa-lBanuHa (kimacc Qoprenuano; Aupek-
top yumnuina), A. JI. 3acenareneB (xopo-
Bo# knacc), B. M. bocuu (kiacc Teopuu u
conb(demkno 1-ro roga, omepHBIM Kiacc),
V.10. JIacka (kiacc rapMOHUH ¥ CONMb(EIHKIO
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— 2-ro roga), A. H. ConoBbéBa (kiacc me-
HUs, oniepHbIi kiacc), B. E. Bekcnep (knacc
CKPHUIIKH) — BCE OHM BMECTE C BBIITYCKHHKa-
mu CaskTt-IleTepOyprckoit KoHCEpBaTOPHH,
MOPSIMBIMU HOCHUTEJIIMHU TPAJAULIMKU TIEPBOTO
po(heCCHOHATBFHOTO BBICILIETO MY3bIKalb-
HOTO oOpa3oBanus B Poccuu — E. I. Xy1u-
eBoil (kimacc poprenmano) u C. H. Jlyraptu
(ocHOBaTEINb ONMEPHOTO Kjacca B yUUIIMILE,
Takxke BEN Kiacc meHus)'? obecrieunBaiu
TPaH3UT My3blKasibHOTO Hacieauss MPMO
B TEpUOJ TMOJUTHYECKON MOAEpPHU3ALMNU
cTpaHbl. B oTnnumne oT npexHenl npakTUKU
YaCTHO-TOCYAAPCTBEHHBIX MHBECTULIUN Ha
CoJiep’KaHuE YUYMIIUIIA, B YIIPaBICHYECKUX
crpykrypax ABP pocio noHnmanue B He-
00XOMMOCTH TIepexo/ia Ha TOCYIapCTBEH-
Hoe (uHaHcupoBaHue. B mobOom ciydae
B (opMmyiaupyeMoil HOBOM 00pa3oBaTeib-
HOM CTpareruv MpoAoKaI0 JOMHHHUPO-
BaThb CTPEMJIEHME K COXPAHEHHUIO COIU-
aJbHO-OPUEHTUPOBAHHOTO  YIIPABJICHMUS.
[locnennee, B OTIMYME OT COBPEMEHHBIX
CTpaTernii MUPOBOM NPAKTUKH, UCIOJIb3Y-
IOLUX B 00pa30BaHUU PHIHOYHBIE MEXaHU3-
MBI, BBITOJTHO OTJIMYAJIOCH OT HUX. [1aBHOE,
B HEM OTCYTCTBOBAJO aKCUOJOTHYECKH
Hepa3pemuMoe MPOTUBOPEUNE «aKaJeMu-
4yecKask My3blka — JyXOBHas LIEHHOCTb» M
«aKaJieMHuecKasi My3bIka — TOBap», a TAKXKe
BCEBO3MO)KHbIE YIPABIEHUYECKUE PEIICHMUS,
MOTHUBUPYEMBIE JIOXOTHOCTbIO BHE UIECHU
«001IecTBEHHOTO O1aray.

[TomuMo mpakTUKU OW3HEC-yMpaBiie-
HUSA, MOJIy4Yaldu pealn3alui0 MpPOCBETH-
TenbcKag W (umapMoHHMYECKas pabOThI
PMO, xoTopble TOXE HALLIM OTpPaXKCHUE
B Otuérax PMO, B pernoHanpHOH meyaru.
N3 Otuéra PMO B JIBP 32 1921-1922 roasr
y3HaéM o HOOuneiitHoM KoHLepTe 5 HOAOps
1921, o OnaroTBOPUTEILHOM KOHIIEPTE
1 ssHBaps1, 0 NPOCBETUTEIBCKUX JIEKLIMSIX 11O
UCTOpPUHU pycCKOil My3biku 12 ¢deBpans u
25 mapra, 0 cMM(OHUYECKHUX KOHIIEpTax
18 u 30 ampesnsa; 0 4ETBIPEX YUEHHUECKHUX
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KOHIIepTax: 6 HosA0ps, 21 nexabps, 29 sH-
Bapsd U 7 Mapra. YKazaHa JOaxe oOIras
CyMMa 4acTHOTO cOopa 3a 3TH KOHIIEPTHI:
130 pyOmneii'®. B moammBkax rasersl «Kpac-
HOE 3HaMs», TJ€ IyOJUKOBAIHCh OObBSB-
JIEHHUsI W peleH3uu Ha KoHueptsl PMO,
HEPEIKO BCTPEYAIOTCS BBICKA3bIBAHUA CO-
BPEMEHHUKOB, MOA00HBIe 3TOMY: «Ilopa-
YKaCIIbCsl YHEPTUU JIIOIEH, Mponaranupy-
IOLUX CEPhE3HYI0 MY3BIKY; YIUBIIACIIBCS
HEYTOMUMOCTH Bekciepa, BBICTyNaOLIETO
U c Jekuuen o berxoBeHe, U ¢ MOsSCHEHUS-
MU K IIb€CaM, U UTPAIOLIEr0 JUYHO BO BCEX
ornenieHusax»'4. Takue 3aMeTKH MO3BOJISIOT
OLLYyTUTb IYJIbC AIOXH, >KUBOE JbIXaHHE
BpeMeHH. OHH XK€ CBHJIETEJIbCTBYIOT O Ha-
clIeZIOBaHUM TeX (OpM M METOIOB pabOTHl,
KoTopble OblTM anmpobupoBanbl UPMO u
MOBCEMECTHO BHEAPSUIUCH MJIs1 JOCTHXKE-
HUS MOCTaBJIEHHBIX YCTaBHBIX 1eiei. OHu
oOecreunBaIn reorpauyecKyro BKIOUYEH-
HOCTh BCEX PErHOHOB B CO3MJATEIbHBII
npouecc KylbThBHpoBaHus Poccum B My-
3bIKAJIBHOM OTHOILEHWH, BO3BOAMIN MPOY-
HOE OCHOBaHME IJisi pabOThl HA MepCIieK-
TUBY. B 3TOM mpoliecce MpeeMCTBEHHOCTb
TTOKOJIEHUH CTasia BaKHBIM (PAKTOPOM >KH3-
HU oOmectBa. [IpeBpaiias My3bIKaabHOE
UCKYCCTBO B pblYar COIMaJIbHON HMHTErpa-
1M1, TPEEMCTBEHHOCTh COXpaHsja LeJI0CT-
HOCTbh COLIMYMa, ONpeJessiiaa BEKTOPHI €ro
MY3BIKAJIBHOTO Pa3BUTHUs, MNOIJEPKUBaja
UJEHTUYHOCTh COLMAJIbHBIX TPYII, IAE
C TIOMOIIIbI0 UHTETPATUBHBIX yueOHO-00pa-
30BaTEJIbHBIX METOIUK, METOANK AKTUBHO-
ro oOyuyeHus: My3ULIMPOBaHHUIO OOpeTanach
OCO3HaHHasi CBSA3b C OOMIMM MPOLECCOM
pa3BUTHSI HOBOTO OOIIECTBA.

Mapxk AGens B crathe «My3bIKa, KJIACChI
u naptus B Poccun 1920-x rogos» («Music,
class and party in 1920s Russia») roBoput
0 «HEBEPOATHOU MY3bIKAJIbHOW aKTUBHOCTI
[8, p. 117] naxxe B TON «y>KaCHOM CHUTyalUH,
B KOTOPOM OKa3aJlaCh CTpaHa Mo BO3AEHCTBU-
€M T'PaKIaHCKOM BOWHBI U SKOHOMHUYECKON
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omokanel» [Ibid.]. Hemumine HarmoMHUTB,
4YTO MOA00HAs My3bIKajbHasi AKTUBHOCTh
Ha MHOTHE ToJbl Brepén Obuia obecriede-
Ha CHUCTEMHOH JnesrtenbHOoCThI0o MUPMO, eé
MOIIIHBIM TOTEHLHUAIOM K pa3BuTuio. Co3-
JaHHblE B pamkax gesarensHoctd MPMO
OTE€YECTBEHHbIE KOMIIO3UTOPCKAasi U HCIOJI-
HUTEJbCKUE IIKOJIbI, MPEICTAaBUTEISIMU KO-
TOPBIX OBLIM BBIIAOLIUECS MY3bIKaHThI Opa-
Ths A. u H. PyGunmreiinsl, [1. YalikoBcKui,
C. Tanees, O. Hanpasuuk, B. Cadonos,
A. TmazynoB, M. Hnnonutos-lBaHOB,
C. PaxMaHUHOB, BpsIJI JIU MOTJIN OBITH HE 3a-
MeUeHBI OOJIBIIIEBUCTCKOM BIACTHIO. IMEHHO
MOATOMY, TOBOPs O TOM, 4TO B 1920-¢ rogs!
POCCHUIMCKOM BIIACTHIO YIIEISUIOCh BHUMAHUE
«MPOCBEUICHUIO HACEJIEHUS! B CYIECTBYIO-
IIEM XYJIO’)KECTBEHHOM Hacienun» [Ibid.],
HY’KHO XOpPOLIO MPEACTABIIATh UCTOPUIO BO-
IPOCa, €ro UCXOIAHbBIE UMITYIIbCHI.
CnenuanbHOEe H3Y4YEHUE NESITEIBHOCTH
PMO B JIBP yGexnaert, uto J1t00ast olleHKa
COCTOSIHUSI MY3BIKQJIBHOW >KM3HU MOCTUM-
nepckoit Poccun HEe MOXeT OBITH 00BEK-
TUBHOM 0€3 y4€Ta MmepBOHAYAIHHOTO OIIbI-
ta IPMO B cTpouTensCcTBE My3bIKaJbHON
UHQPACTPYKTYpHI CTpaHbl, 3(PPEKTUBHOTO
¢byHkumoHupoBaHus e€ uHctuTyumit. Ho-
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BbI€ COL[MATIbHO-?)KOHOMHYECKUE MpOIiec-
Cbl, 00yCIJIOBJIEHHBIE COBETU3AIIUEH 1 MOIH-
TUYECKON KOPPEKTHUPOBKON MY3BIKAJIBHOIO
IpoeKTa napckol Poccum, He Mmo3Boinan
IIPUHATH €r0 BO BCEH MOJIHOTE, OAHAKO AU
BO3MOXHOCTB aJIJallTUPOBATHLCS K HEMY, cOe-
peub mpouuioe, n30exaB KOH(IUKTOB IO-
KoJieHuH. IM3yuenue wucropuM ajgantaiuu
PMO B /IBP packpsiBaeT cyTh Ipolecca
OoOpeTeHHsl CBSI3U C UCTOPUEH, C CUCTEMOMU
HeHHocTel. Jlaxke 3aHMKEHUE POJIu Hacle-
st UPMO B cTpouTenbCTBE My3bIKaIbHOU
KU3HHU coBeTcKor Poccuu, o0ycioBieHHOE
MOJIMTUYECKUM KEJIIAHUEM yMOJIYaTh O IO-
3UTUBHOM OIIBITE€ HMMIIEPCKOTO MPOILIOTO,
MO3BOJISIET TOBOPUTH O TITYOOKOH YKOpEHEH-
HOCTH IIOCJIEJHETO B KYJBTYPHOM IIOYBE.
IlepBonauanbHasg uaes KynsruBauuu Poc-
CUU B MY3bIKaJIbHOM OTHOILUEHUU C €€ MHO-
TOBEKTOPHOM paboTON OKasajliach BIIOJHE
KU3HECTIOCOOHOM JlaXke TpH JepparMeHTa-
uun koHcrpykuun MPMO. CoxpanuB uc-
XOJIHO 3a/IaHHbIE OCHOBBI PA0OTHI B KAJKJIOM
U3 YK€ OTIEIbHO B3ATHIX BEKTOPOB, OHA
BBITOJIHO OTJIMYAETCS OT MHOTHMX IOCJENy-
IOLMX OTEYECTBEHHBIX MOJIENeH, OpUEHTH-
POBaHHBIX 0oJiee Ha HACTOsIIEE, HEXKENIN Ha
JIOJITOCPOYHYIO MTEPCIIEKTUBY.

S MPUMEYAHUA <

1

15-19 okrsa6ps 2018 roma B VYpaiabCKOW TOCYIapCTBEHHOM KOHCEPBATOPUU HMEHU

M. I1. Mycoprckoro Obla mpoBefieHa MexayHapoaHas koHpepenuus «Hmmeparopckoe Pycckoe
My3bIKaJIbHOE 00IIECTBO: Ha nepenaoMax ucropuny». ConpezacenareneM KOHPEPEHIIUU BbICTYITHIO
Hexommepueckoe maptHepcTBO «COAEMCTBHSI Pa3BUTHIO PYCCKOIO MY3bIKAJIbHOIO MCKYCCTBA
“UPMO”». Kondepenuus npomnuia non 3HakoM 160-netnero roOuines PMO/MPMO. Ona
aKTyam3upoBasia Heooxonumocth n3ydeHuss PMO/MPMO kak BbIIAOMIETOCs SIBJICHHS B HCTOPUH
POCCHICKOI KYJIBTYpbl, KOHCTaTUPOBAB, YTO 3HAUUTEIHHOE YHCIIO TEM U CIOKETOB U3 €r0 UCTOPUHN
em€ MpeJACTOUT U3YYUTh UM OCMBICHHUTH. 10 KOHLIEHTpalMy TEMAaTUKH, [0 OXBaTy CBS3aHHOTO
C HeW Kpyra BOINPOCOB, MO reorpaduu Yy4YaCTHUKOB, NPEICTaBUBIIMX OOrarblii MaTtepuain
0 peruoHanbHBIX oTAeneHusIx PMO/MPMO, nanubiit popym cTan coObITHEM, KOTOPOE PACKPBLIO
naHopamy kadecTtBeHHO HoBoro 3HaHus 00 PMO/UPMO. (Cwm.: T'oponunosa M., Kopoboa A.
Nmneparopckoe Pycckoe My3blkalnbHOE OOIIECTBO: YPOKU UcTOpuu // My3biKallbHasi akaJeMusl.
2019. Ne 1. C. 225-230; HayuHslif BecTHUK YpajbCKOW KoHcepBaTropuu. Boeim. 17: marepuaibl
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MEXJyHap. Hayd.-mpakT. KoH¢. ExarepunOypr: YI'K, 2019. 250 c.). Marepuans! 100uneiiHOR
KOH(EpEeHIIMN HallUI OTPa)XKEHUE B CIICLHAJIbHBIX BBITyCKaX HAy4HBIX *KypHaioB: «IIpoGiembl
My3bIKaibHOM Hayku / Music Scholarship», 2018, Ne 4 (http://journalpmn.ru/); « MKOHHW / ICONI»,
2019, Ne 1 (http://journaliconi.com/), mojiepkaBIIMX HAyYHOE COOOIIECTBO M 0OECIEUMBIINX
BO3MOYKHOCTb CKOPEHLIETO MPEICTABICHNSI HOBEHIIINX HAYUYHBIX PE3YJILTATOB.

2 VrBepxkieHa pacrnopspkenueM [IpaButenbctBa PO ot 29 despass 2016 . Ne 326-p.

3 Cwm.: T'masa II. CoBpeMeHHOE COCTOsIHME M clieHapun peanusauun Crparerun. Pasnen 1.
CoBpeMeHHOE COCTOSTHIE U OCHOBHBIE MPOOJIEMBbI TOCYJAPCTBEHHOM KyJIbTYpHON TOJIUTHKY.

* VcraB Pycckoro MyssikansHoro Oo6miectBa 1859 1. // Poccuiickuii rocynapCTBEHHBIN
uctopuuecku apxus. @. 1286. Om. 27. [1. 267.

> JIBP mpoBosriaiieHa Ha CO3BaHHOM OOJBLICBHKAMH ChE3[e TPYAALIMXCs 3abaiKaiibs
B Bepxneynuncke (HpiHe YnaH-Yi3). Ha cbesne 6o n3dbpano Bpemennoe npaButenbcto JIBP.
Cronuueit cran ropox Bepxueyausck, a ¢ 22 okrs6ps 1920 rona — Yura.

¢ WUpes cosmanumst [IBP kak «OydepHoro» rocymapctBa mexny PCOCP u «crpanammu-
TUTaHTaMu THXO0OKeaHckoro permoHa» — CIIIA u Snonwmeinl — npunaanexur Ilonurnueckomy
LIEHTPY, co31aHHOMY 26 HOs10ps 1919 rona B MpkyTcke no nHUIMAaTHBE 3eMCKON yIpaBbl. «3a1auu
[TonuTueHTpa ONpeNeNwInCh B €ro JIeKJIapaTHBHOM 3asBICHUH, OIyOJIMKOBAHHOM B JieKabpe
1919 ropna: 1. IIpexparienue cocrosuus BoitHbl ¢ CoBetckoil Poccueii. 2. IIponomkenne 60ppObI
¢ noaaepxkuBacMoi SnoHuell BHyTpeHHENW KOHTppeBoiouue. 3. JIMkBuaanus UHTEPBEHLUU U
YCTaHOBJICHHUE JIOTOBOPHBIX OTHOIIEHUH C cOro3HUKamm» [1, c. 16].

7 Cwm.: YcraB Pycckoro My3bIKalmbHOTO OOlIecTBa: MPOEKT, MPUHATHIN [naBHOM Jlupeximei
B 3acefaHusx 8-ro, 16-ro u 24-ro mapra 1918 r. // Poccuiickuil rocyaapcTBeHHbIH HCTOPUYECKUI
apxuB Jlaneuero Boctoka. @. P-87. Om. 1. /1. 187. JI. 16-22 (06.).

8 Jexper Cosera Hapomubix Kommuccapos. O mepexone Ilerporpaiackoii 1 MoCKOBCKO#
Koncepsaropuii B Benenne Haponnoro Komuccapumara Ilpocsemenust Ne 581 // CoOGpanue
Y3aKOHEHHUI U pacnopsbKeHUH npasurenscTsa 3a 1917-1918 . Yipasnenue neinamu CoBHapkoma
CCCP. M. 1942. C. 670. URL: http://istmat.info/node/30603 (nara obpamenus: 14.01.2020)

 Hur no: lanosa E. B. [lesirensHocTh MMmieparopckoro Pycckoro My3sikansHoro O0riecTsa
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XopoBasi My3blka B TBOpYecTBe XaHca BepHepa XeHue

XopoBasi My3bika XaHca Bepuepa Xenne (1926-2012) 3anumaer 0co0o€ IMOJOXKEHHE HE
TOJBKO B HAcIEAMH KOMIIO3UTOpPA, HO M B HCTOPHH 3alaJHOEBPOICHCKON XOPOBON MY3BIKH
BTOpOU MOJIOBHHBI XX BeKa B LIEJIOM. AHAJIU3UPys MapTUTYphl COYMHEHUN, CO3AaHHBIX XEHIIE
Ha TPOTSDKEHUU OoJsiee IMONyBeKa, aBTOP CTAThU MPEICTABISIET KOMIUIEKCHYIO XapaKTePUCTUKY
CoJIepKATeNbHOM U TEXHUYECKON CTOPOHBI XOPOBOM My3bIKH KOMIIO3UTOPa. O000I11at0TCsI CBEICHUS
0 TMEepUOaM3aIlMU COYMHEHUN JaHHOW >KaHPOBOHW cdephl, UX HICHHOW OCHOBE, ONPEACIIIONICH
BBIOOp JIUTEPATypHBIX MCTOYHUKOB, Kiaccuuuupyrotcs Hanboliee XapaKTepHble 7S XOPOBOTO
nuchbMa XeHiie (akTypHbIe U apTUKYISLIUOHHbBIE TIPUEMBI.

OOparas BHUMaHUE Ha OPraHMYHOE COYETAaHHE B XOPOBOM MY3bIKE XEHIE TPaJAUIIMOHHBIX
MPUHIIUIIOB TEKCTYPHOM ¥ TEMOPOBOW OpPraHU3alluy ¢ SIEMEHTaMH HOBEHIIINX TEXHUK BOKAJIBHOTO
MUChbMa, aBTOP JIEMOHCTPUPYET YHUKAIBHBIN JIJIs AapMIITaaTcKoro okpyxenus Xenue (JI. Hono,
K. IlITtokxay3eH) MOIXOI K CO3JaHHIO XOPOBOW MY3BIKH, OOECHEUMBAIOUICH KaK COXpaHEHHUE
e€ MHOTOBEKOBBIX TpaaullMii, TaKk M JalibHEHIIee pa3BUTHE ApeBHEro kaHpa. [lpuémsl,
UCIIOJIb30BaHHbIE XEHIIE, HE TOJIBKO OTPa)KalOT OOIIHe TEHICHIIMH BOJIOIMH XOPOBON MY3BIKH
TpeTbeil yeTBepTu XX BeKa, HO U B PSJE CIy4aeB OMEPEeKaroT uX.

Ha ocHoBe nmonpo6Horo m3ydeHus crenndukyd xopoBoro nucbma B opatopuu «Das Flof3 der
‘Medusa’» aBTOp OCTaHABIUBAETCS Ha OCOOEHHOCTSX KOHIICMIIMM «musica impura» XeHIe,
000CHOBBIBasE €€ BJIMSHHE HE TOJHKO HA KOMIIO3MIIMOHHO-TEXHUYECKYI, HO W Ha WUJACHHO-
ACTETHUYECKYIO COCTABJISIONIYI0 OJHOTO M3 HanOojee OPUTMHAIBHBIX MPOU3BEICHUI B MUPOBOI
XOpOBOI nuTepaType mpouwioro Beka. OTAenbHOE BHUMAaHHME VYICJICHO XapaKTePHBIM [T
BOKAJIbHBIX KOMITO3ULIMN XEHIIe SKCIIEPUMEHTaM M0 COYETAaHUIO B OJJTHOM COUMHEHUU TEHUS, PeUr
u peueBoro neHus (Sprechgesang), kotopele Beiies] 3a Komno3uTopamu HoBoi BEHCKO# IKOIBI OH
Hayas npoBoauTh eni€ B 1940-x rogax — olHUM U3 IEPBBIX B CBOEM MOKOJICHUU.

Kirouepsle cnoBa: Xanc Bepuep Xenue, Jlynmxu Hono, Kapnxaitan [ITokxay3eH, xopoBas
My3bIKa, TIOCIIEBOCHHBIN aBaHrap/], My3bIKa U clI0BO, (akTypa, TeMOpHKa.

Jna yumuposanus / For citation: Peoxunckuii A. C. XopoBasi My3blka B TBOPYECTBE XaHca
Bepnepa Xenne // [Ipobnemsl My3bikanbHoi Hayku / Music Scholarship. 2021. Ne 1. C. 46-60.
DOI: 10.33779/2587-6341.2021.1.046-060.
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Choral Music in the Works of Hans Werner Henze

The choral music of Hans Werner Henze (1926-2012) holds a special place not only in the
composer’s overall legacy, but also in the history of Western European music of the second half
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of the 20th century. Having analyzed the scores of musical works composed by Henze during the
course of over half a century, the author of the article presents a complex characterization of the
content-based and technical sides of the composer’s choral music. Generalizations are given about
the periodization of the compositions pertaining to the present genre sphere, their idea-related basis,
which determines the choice of literary sources, and classification is presented of the textural and
articulation techniques most characteristic for Henze’s choral writing. Giving due attention to the
organic combination in Henze’s music of traditional principles of textural and timbral organization
with elements of the newest techniques of vocal writing, the author demonstrates a unique approach
for Henze’s Darmstadt surroundings (Luigi Nono, Karlheinz Stockhausen) towards the creation
of choral music which provides for both the preservation of its age-old tradition and the further
development of this historically ancient genre. The techniques used by Henze not only reflect the
general tendencies of evolution of choral music in the third quarter of the 20th century, but in a
number of cases forestall them.

On the basis of this kind of study of the specific features of choral writing in the oratorio “Das
FloB der ‘Medusa’” the author rests upon the particularities of Henze’s conception of “musica
impura,” substantiating its influence not only on the technical compositional, but also on the ideal-
aesthetic component of one of the most original compositions in world choral musical literature
of the previous century. Special attention is paid to the experiments characteristic of Henze in
combining in one composition singing, speech and speech-like singing (Sprechgesang), which
following the composers of the Second Viennese School he began incorporating back in the 1940s
— being one of the first composers in his generation to do so in his music.

Keywords: Hans Werner Henze, Luigi Nono, Karlheinz Stockhausen, choral music, postwar
avant-garde, music and text, texture, timbre.

3amagHoeBporielickoil xopoBor My-  «Wiegenlied der Mutter Gottes» («Ko-

3bIKE BTOPOM TMOJOBHHBI XX Beka JbiOenbHass boromarepm», 1948), «Chor

counHeHns XaHca Bepuepa Xen- gefangener Trojer» («Xop IUIEHHBIX TpPO-
e (1926-2012) 3anumaror ocoboe mono-  sHuEB», 1948). XopoBbie COYMHEHUS CTa-
JKCHHUE, BBIICISAACH HE TOJBKO JKAHPOBBIM  JIM U TIOCIEAHUMH paboTamMu macrepa —
pazHooOpa3ueM, UTAPHOCTHIO MPUBIIEKA- 3TO BOKAJIbHO-MHCTPYMEHTAJIbHBIE OIyChl
€MBIX JUTEepPaTypPHBIX MUCTOYHHUKOB, ymuBH-  «Elogium musicumy» (2008), «Opfergang»
TEIBHOU EIOCTHOCThIO rymManucTudeckorn  (2010), «An den Wind» (2012). ITTomumo
ACTETHKU KOMIIO3UTOPA, HO M YHUKAJIbHBIM  BBIIICTIEPEUUCICHHBIX pa0OT 3HAUUTEIBHOE
COYETAaHUEM TPATUIIMOHHBIX M HOBAaTOpP-  YHUCJIO XOPOBBIX OMYCOB OBUIO HAMUCAHO
CKUX NpUEMOB XOPOBOIO MHCHbMa, MOJNy- KOMIIO3UTOPOM B 1960-e roasl, nociue nepe-
YUBIIMX PACIpOCTpaHEHHWE B COYMHEHUsX  e31a B Mrtanuto. Takum 0Opazom, B paMKax
KOMITO3UTOPOB TOCIEBOEHHOTO aBaHTapa. TBOPYECKOTO IMYyTH KOMIIO3UTOpPAa MOXKHO
K xopoBoit Mmy3bike XeHie oOpamiajics Ha  BBIJCIUTH TPU OCHOBHBIX IEpPHOJA CO3/a-
NPOTSHKEHUH BCETO TBOPUECKOTO MyTU. Tak,  HUSA XOPOBOM MY3BIKH:
y)K€ CpelIM TMEepBhIX pabOT KOMIO3UTOpa
MOXHO OOHApPYKUTh IENBIA PSI COYMHE- Pannuii nepuoo (1947—-1948)
HUull ans xopa: uuki «IIsaTh Magpuraaony
Ha cioBa ®pancya Buiiona (1947), nbecsr
JUTSL XOpa ¥ HHCTPYMEHTAJILHOTO aHCaMOJIst

— IMukn «5 maapuranos» s xopa u 11 un-
CcTpyMeHTOB Ha TekcTbl @. Buiiona (1947);
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— «Chor gefangener Trojer» («Xop TuIeH-
HBIX TPOSHIIEBY») IS XOpa C OPKECTPOM Ha
tekct U. B. I'éte (1948);

— «Wiegenlied der Mutter Gottes» («Kobi-
6enpHas boromarepu») U1sl Xopa MaJIbBUUKOB U

WHCTPYMEHTAIBHOTO aHcaMOJist Ha TekcT Jlome
ne Bera (1948);

Cpeonuit nepuoo (1962—1968)

— Kanrtara «Novae de infinito laudes»
(«HoBbIe moxBanbl OECKOHEYHOMY») IS COJIU-
CTOB, X0Opa U opkecTpa Ha TekcThl k. BpyHo
(1962);

— «Cantata della fiaba estrema» («Kanra-
Ta O MOCJIEHEH CKa3Ke») IJIsl COMPAaHO, XOpa U
13 uHCTpyMEHTOB Ha TeKCcT J. Mopante (1963);

— «Lieder von einer Insel» («IlecHu
C OCTpOBa») IUISl XOpa U 7 WHCTPYMEHTOB Ha
teket . baxman (1964);

— KoHuept mis MHCTPYMEHTOB U TOJOCOB
«Musen Siziliens» («My3bpl CHIHIANY») IS
XOpa ¢ MHCTPYMEHTAIbHBIM aHCaMOJIeM Ha TeK-
ctel Beprumus (1966);

— Oparopust «Das Flo der ‘Medusa’»
(«Ilmot “Meny3sl”») mis 4Tela, COJIUCTOB,
Xxopa M opkectpa Ha smoOperro D. IlIHaGens
(1968);

— Tpu HpaBOyuHTENbHBIE TMbHECHl A
xopa «Moralities» («MopanuTe») Ha TEKCT
V. X. Onena no motuBam 6acen D3oma (1968);

Ilo30nuu nepuoo (1997-2012)

— Cumdonus Ne 9 na tekct I. Tpaiixens mo
pomany A. 3erepc «Cemb kpectoB» (1997);

— «Elogium Musicum» («My3bIKaTbHAS
snuTadus») UL XOpa U OpKecTpa Ha TEKCT
®. Cepmnt (2008);

— Iukn «Tpu coneTa» (M3 My3bIKH OTIepeT-
Tl «Gisela») Ha TexcTsl K. Jlepepra (2011);

— «Opfergang» («KepTBompUHOIIICHUEY)
Ha TekcT @. Bepdens (2010);

— Mysbika k [lpasnauky I[lsaTunecsTHULBL
«An Den Wind» («K Betpy») Ha Tekct K. Jle-
pepra (2012).
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OTMeTUM 371eCh, UTO M B MPOMEXKYTKAX
MEXIy YyKa3aHHBIMH TIE€PHOAAMHU CO37a-
HUSI XOPOBBIX COYMHEHHH XEHIIE MOCTO-
SHHO oOpamjaics K pecypcaMm XOpOBOiA
dakTypbl Tipu paboTe HaJl MPOU3BEACHHU-
SIMH TSI MY3bIKQJIBHOTO Tearpa, HaduHas
¢ «Das Wundertheater» («Tearp uymec»,
1949) u «Ein Landarzt» («Cenbckuii Bpau»,
1951), 3akanumBas omeperToir «(Giselay
(2010), Tpu XOpOBBIX COHETA W3 KOTOPOM
BIIOCJICAICTBUM OBUIM H3MAaHBl OTIEIbHBIM
uukioM «Drei Sonneteny» (2011).

Cpenn KOMITIO3UTOPOB CBOETO MOKOJICHUS
XeHIle BbIIETSIICS OTCYTCTBHEM WHTEpeca
K Pa3IMYHOTO POJa MOHTa)Xam CIIOBECHOU
OCHOBBI XOPOBBIX COUYMHEHHUH. 3a HCKIIIO-
yenueMm «Das FloB3 der ‘Medusa’» («ILmot
Meny3bl»), TPaKTHUYECKH BCE COYMHCHUS
co3faHbl MO0 Ha (parMeHThl OTAEIbHBIX
KJIACCUYECKUX WM COBPEMEHHBIX JIUTEpa-
TYpHBIX TPOU3BEACHHUN, TUOO0 Ha CIEIH-
QJIBHO TIOJITOTOBJICHHBIC JJISI KOMIIO3UTOpA
TeKCThI (Harpumep, uuki «Moralitiesy, mu-
OpetTo KOTOpOTO OBLIIO Hanucano Y. X. Oxe-
HOM i1 XeHIle Ha OCHOBEe OaceH D3oma,
WU TaTUHCKHUH TeKcT «Elogium musicumy,
CO3/IaHHBIN JUIsI KOMITO3UTOpa Mpodecco-
poMm-natuauctom @. Cepmoii). OmHako
TeMaTH4ecKasi HaIlpaBJICHHOCTb TpUBIe-
KaeMbIX TEKCTOB CYIICCTBEHHO OTIHUYACT
COYMHEHUS TPEX TIEPHUOJIOB XOPOBOTO TBOP-
YyecTBa KOMIO3UTOpa. Tak, pazodyapoBaHHe
B TMPOIILIOM CBOEH CEMbHU, YyBCTBO CTHIIA 32
yuactue B «Hitlerjugend» [1, c. 102—-103],
MOMCK COOCTBEHHOTO MECTa B pa3pylleH-
HOM BOMHOMU | epMaHMM BBI3BIBAIOT B KOHIIE
1940-X ro10B OTKJIMK B CO3BYYHBIX CTPOKAX
N. B. I'ére, onmuchIBarOnX NOPAXKEHUE TPO-
saieB B «Chor gefangener Trojer»!, a Taxxke
oOpallieHue K cakpajibHbIM oOpa3aM CTH-
xotBopenus Jlone ne Bera B «Wiegenlied
der Mutter Gottes».

ITepee3n B 1961 rony B Pum oOycioB-
JUBAET WHTEPEC K UTAIBSTHCKOMY SI3BIKY,
JUTEPaTypHOMY HACJIEIHIO STOW CTPaHBI,
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OTHOCSIIIEMYCSl HE TOJBKO K AHTHUYHO-
ctu (Beprunmit) u Bo3spoxaenuro (k.
bpyHO)?, HO TakKe W K COBPEMEHHOCTH
(3. Mopante). Onnako yxxe B 1967 romy
HaMeyaeTcs NEepexos K COLUMaIbHOM Tema-
THUKE, YTO TMPUBOAMUT K TOSBICHUIO SIPKO-
ro oOpasia MOJIUTUYECKOTO aHTaKEeMEHTa
B TBOpuecTBe XeHie — opatopun «Das FloB
der ‘Medusa’». Hecmotpst Ha TO, 4TO 3TO
COUMHEHHE HE COMAEpXkKaJ0 NPSIMbIX HaMéE-
KOB Ha HANPSKEHHYIO MEXIYHAPOAHYIO
MOJIUTUYECKYI0 OOCTaHOBKY BTOpOM MOJIO-
BUHBI 1960-X rO0B, MOCBSAIIEHUE OPATOPUH
namsitu norudiero B 1967 rogy DpHecTto
Ye I'eBapbl’ IPUBICKIO K MPEMbEPE COYH-
HEHUS MOBBIILIEHHOE BHUMAHUE U J1aXKe MPU-
BEJIO K CPbIBY KOHIIEPTA CO CTOPOHBI peak-
[IMOHHO HACTpoeHHOM mybnuku [12, S. 51].
B sToM Hemanyto ponb ceirpaln u ¢hakT BCTy-
IJICHUSI KOMIIO3UTOpa B psabl MranbsHckon
KOMMYHUCTHYECKON MapTHH, YTO HAJIOKUIIO
HEraTUBHBII OTIEYATOK B 3allaJHbIX CTpa-
Hax Ha BOCIPUATUE U MOCIETYIOUUX COYU-
HeHul XeHue. J{o cux nop, kak nuiet Opu-
taHckui Mmy3bikoBea Y. OnBuc (Ch. Alwes),
«xommo3utop [Xenue. — 4. P.] B OomnpIiei
CTENEHHU MeYaIbHO HU3BECTEH MOIIEPKKOU
JIEBBIX MAapKCHUCTCKHUX B3[VISAJIOB, HEXKEIU
cBOE My3bIKOI» [4, p. 233].

Tem He MeHee, B OTIMYHE OT CBOEC-
ro Komieru no JlapMmraaTCKuMm JETHUM
Kypcam HoBoii my3biku u 1no HWranbss-
CKOM KOMMYHMCTHYECKOM naptuu Jlymmxu
Hono, XeHie oTKa3bIBaeTCsl B OpaTopuu
OT HCIMOJIb30BAHMUS HMCTOPUYECKUX JIOKY-
MEHTOB, OTYETIMBO OOO3HAUYAIOIIHMX €TI0
NOJUTUYECKYIO no3unuio. DpHeT [IHabensb
co3/1aJ1 TMOPETTO OPATOPUH Ha OCHOBE CBH-
nerenbcTB Anekcanapa Koppeapa u Anpu
CoBuHBH OYEBUJIEB MPOU3OLIEILIETO
B 1816 rony kpymenus ¢perara «Memay3ay,
BKJIIOUMB B paboTy Takxke pparments! «bo-
JKECTBEHHOUN Komeaumn» [laHTe Ha uTaabsH-
ckoM sA3bike W KHUrH" Ilackans «Msbican»
B [IEPEBOJIC HA HEMELKHM S3bIK. Tem He Me-
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Hee, oOpalleHrne K uCTopuu «Meny3b», KO-
Topasi, OGrmaroiapsi *UBOMHCHOMY TMOJOTHY
Teomopa XKepuko, cerogHs acCCOUUPYeETCA
B TOM YHCJI€ U C MPOTECTAMHU XY/I0’KECTBEH-
HOM oOuiecTBeHHOCTH DpaHIMK MPOTUB
BJIACTU KOPPYMIIUPOBAHHBIX YHMHOBHUKOB,
OTBETCTBEHHBIX 32 MYYHUTEJIbHYIO THOENb
COTEH HU B UY€M HE NOBUHHBIX JIFOJIEH, OT-
YETIUBO 0003HAYWIO MPOU3OIICIINE Tie-
PEMEHBI XyJI0)KECTBEHHOM MO3UIIUHA X ECHIIE.
[IpyuuH TOMy, 4TO OHM COBNAJIM UMEHHO
co BTOpOil mnonoBuHOU 1960-x rOmoB, He-
CKOJIbKO. Bo-mepBhIX, 3TO0 OTMEUYEHHOE
BBIIIE BJIMSIHUE TPOUCXOAUBLIUX IOIUTH-
YeCKUX KaTakJIU3MOB, OyIb TO BOEHHBIH
nepeBopot B I'peruu (ampens 1967 rona)
WM yOMICTBO HEMEIIKOTO CTY/ACHTa-Tallu-
¢ucra benno Onesopra B bepnune (uoHb
1967 roxa); BO-BTOPBIX, HE OyaeM 3a0bIBaTh
u o Biusinnn Kapima Amaneyca XaptMmana,
BHE3aIHas cMepTh KoTtoporo B 1963 romy
3acTaBuiia X€HIIE TO-HOBOMY B3IVISIHYTh Ha
BJIOXHOBJISIBIINE €70 YYHUTENSI U CTApIIEro
apyra couuanuctuyeckue maeu. U, Hako-
HEll, B-TPEThUX, B 1967 romy KOMIIO3UTOP
OTKPBITO BBIpaXaJl YyBCTBO COJIMJIAPHO-
CTH CO CBOMMU IPUTECHIEMBIMU B IPYTUX
CTpaHax KOJUUIEraMu: C pa3HULEH B HECKOJIb-
KO MECSIIEB ObUTH 3aKJIFOUEHBI MO CTPAXKY
BBIIAIOIIMICS TpedYecKkuii mactep Mukuc
TeomopakuC U W3BECTHBIA KOPEUCKUN KOM-
nozutop Mcan IOH.

NmeHnHO B 3TH roapl XeHle, OTTalKuBa-
ACh OT MOHATHUS «poesia impura» [Tadmo He-
pyzsl [11, p. 5], popmynupyeT KOHIENLIHIO
«musica impura», IpecleayIouylo CBOeH
uenbto, mo ciosam P. Tyma (R. Toop), co-
3/laHUE MY3BIKH, «CTHJIb KOTOPOW HaMEpEeH-
HO HEOJHOPOJIEH, MTOCKOJIbKY Pa3HbIE CTUIN
HEOOXOAMMBI JIJISi OTPAKEHUSI Pa3HbIX CO-
[UAJBHBIX CJIOEB WJIM Pa3IMYHBIX HIE0JI0-
ruit» [15, p. 473]. OT™MeTum 31€Ch, UTO yKe
B KoHIIE 1940-x — Hauaie 1950-x romoB XeH-
1€ TATOTEN K SKJIEKTUKE, TPOTUBOMOCTABIISS
CBOM COUYMHEHMS, B KOTOPBIX COYETAIHCH
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noaexadoHHAs TEXHUKA U TOHAIBHOE MBIIII-
JIEHUE, TBOPUECTBY TAKMX AKTUBHBIX IypHU-
ctoB, kak K. IlItokxay3en u Il. bynes. Ilo
cnosam WM. Bpokmaitepa (J. Brockmeier),
«TO, YTO B PaHHEU IOHOCTH 3ayman XeHLe,
— 3TO OTKPBITAs IUTIOPATTUCTHYECKAs 3BYKO-
Bas BceneHHas. B Hen ciion My3bIKaJbHBIX
MaTepHalioB U3 Pa3HbIX BPEMEH U MUPOB I1e-
pecekaroTcs ¢ TEXHUKOM aBaHrapzaa 1 odora-
HIAOT APYT Ipyra B CTOJb K€ Pa30MKHYTOM
BOOOpakeHNH M aQ@PEeKTHUBHOM IMPOCTPaH-
CTBE — HallleM MY3bIKaJbHOM CO3HAHUH.
DTO 3CTETHKA, KOTOpask HE TOJIBKO HE OTXO-
T OT UCTOPUYECKON IITyOWMHBI €BpOIeH-
CKOM MY3BIKU U €€ KyJIbTYPHBIX LIEHHOCTEH,
a TaKKe OT BE3JECYILEro OIbITa ITOW IIy-
OWHBI B HAIlIlEM COBPEMEHHOM CO3HAHHUH, HO
U UCHOJb3YET €ro KaKk BaKHBIA pecypc IS
e€ [eBpomneiickoil My3bIkU. — A. P.] HOBBIX
KOHCTpyKuuin» [5, S. 11].

Taxum 06pazom, 10, 0 uéMm numreT bpok-
Maiiep, IO3BOJISIET paccMaTpuBaTh MPosiBIie-
HUE KOHIISTIIINH «musica impura» XeHIIe He
TOJBKO HA YPOBHE COOCTBEHHO MY3BIKaJIh-
HOW KOMITO3HUIIMH, HO TaKXEe M Ha YPOBHE
3CTETUKU KOMIIO3UTOPA, OTKPBITO IPOTHU-
BOCTOAILEH pUHIMNAaM «pure arty. Cieno-
BaTeNIbHO, eciH, K npumepy, M. Comomoc
INUIIET O COYMHEHUSX OJHOTO M3 IJIaB-
HBIX JesTeNell MOCIEBOCHHOTO aBaHTapja
S1. Kcenakuca, uto «ero [Kcenakuca. — 4. P.]
My3blka B 0OIlEeM JajeKka OT KaKOW-JIH-
60 dopmanmzaruu» [10, p. VI], To ¢ emé
OOJBIIMM OCHOBAaHHMEM MOXKHO TOBOPUTH
00 ATOM B OTHOULIECHUH )K€ TaKUX J0/eKa-
(OHHBIX XOpOBBIX Mbec XeHie, kak «Chor
gefangener Trojer» u «Wiegenlied der
Mutter Gottes». Komnosutop nogqu€pkusai,
€ro My3bIKa «HE XOYeT ObITh a0CTPaKTHOH,
OHA HE XOo4ueT ObITh YUCTOW, OHA 3alsiTHa-
Ha cJ1a0OCTSIMH, HEOCTaTKaMU U HECOBEP-
meHcTBamu» [14, S. 205]. D10 0cobeHHO
3aMETHO, KOIJa pedb UJET U O TAKOM Bax-
HEWIIIEM /111 XOPOBOM MY3bIKH aCIEKTE, Kak
B3aUMOJICICTBUE CIIOBECHOTO U MY3bIKalb-

50

2021, 1

HOro psnoB. Eciam coBpemeHHuku XeHue
. Jluretu nu M. Karens, TBOpue€CTBO KOTO-
PBIX, KaK yKa3bIBajJ caM KOMIIO3UTOp, EMY
OBLTIO MAJIOMHTEPECHO!, YXOIUIIN OT TPaJIu-
LIHOHHOM TPAKTOBKU JINTEPATYPHOI'O TEKCTA
KaK CTPYKTYPHOU U CMBICTIOBOM OCHOBBI BO-
KaJIbHOTO COYMHEHUS, TO XEHIIE, HAIIPOTHB,
COXpPaHsJ He TOJIKO CTPYKTYPHYIO 3aBUCH-
MOCTB MY3BIKH OT CJI0BA, HO, IPEXKE BCETO,
HAaCTauBaJj Ha CMBICIIOBOM ONPENEIEHHOCTH
JUTEPATypHOTO TEKCTa, 4TO OOYyCIOBIMBA-
JI0 MUHMMU3ALMIO JINTEPATYPHBIX HCTOYHH-
KOB COYMHEHUS U U30HUpaeMbIX BepOabHbIX
A3bIKOB. [loXkanyi, eJUHCTBEHHBIM Clly4a-
eM, Korna XeHIE B XOpPOBOM COYMHEHUH
CONIaCWJICSI HE TOJBKO HAa MHOIOCOCTAaB-
HOCTb JINTEPATYPHOM OCHOBBI, HO U Ha €€
nonus3pIane, sisuinack oparopus «Das FloB
der ‘Medusa’», co3naHHast B COIPYKECTBE
¢ nmuobpertuctom D. IllHaGemem. OmHako
B OTJIMYME OT IMOJIMSA3BIYHBIX DKCIEPUMEH-
ToB HOHO, mpecnenoBaBmux Lenpro nepe-
CEYCHUE CEMAHTUYECKUX II0JIEH HECKOJIb-
KHX JINTEPATYPHBIX HCTOYHUKOB, I XECHIE
U €ro JuOperTucTa OBLIO BakHEe MoAuep-
KHYTb pa3jIMYMEM CJIOBECHBIX PSAJOB pas-
JIEJICHUE KOHLEPTHOM CLIEHBI Ha J1Ba MUpa
— MHp KUBBIX U MHUp MEPTBbIX. Ecnu nns
mupa xkuBbIX XeHue u [lnabens ucnonssy-
10T TEKCT JINOPETTO HA HEMELIKOM SI3BIKE, TO
JUIsL MUpa MEPTBBIX BBEICHBI TEKCTHI JlaHTe
n3 «boXECTBEHHON KOMEIUN» Ha UTaJIbsH-
CKOM s3bIKe. [lepexo meBuoB U3 OTHOU 4a-
CTH CLIEHBI B JIPYTYIO COIPOBOXKJIa€T CMEHA
U BepOaibHOro psja. JIroOombITHO, Kak Io-
JNOOHBIN  «IMTEpPaTypPHO-JIMHIBUCTUYECKHUMA
MIPOEKT» Oparopuu oO0yCIOBIUBAET U cOYe-
TaHHWE TEPMAHOA3BIYHBIX U UTAIOA3BIYHBIX
CJIOB B T€X XOPOBBIX IIAPTUAX, KOTOPHIE I10-
PYYEHBI YMUPAOLIUM [IEPCOHAXKAM.

B psape cinywyaeB B oparopuy KOMITO3H-
TOPp UCHOJIB3YyeT (POHEMHBIE CEKIIUU KaK BbI-
Pa3UTENBHBIA MTPUEM, CUMBOIM3HPYIOLIUN
cMepTh repoes. IIpuMmeHeHune 31€MEHTOB
(OHEMHOI KOMIO3HMLIMK B JAHHOM CIIydae
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oOwsacHseTcsa, mo MHeHuro II. Tlerepce-
Ha, TEM, YTO «y YMHUPAIOLIUX U OTYACTH U
y T€X, KTO €€ >KUB, HAOIIOJAETCS MOTe-
psA apTUKYISAIHMOHHONW CIOCOOHOCTHY [12,
S. 62]. Kpome Toro, nogo6Hbie pparMeHThI
NOATBEPKJAI0T cBUAETENbCTBO . [11Habe-
751 0 IEPBOHAYATIBHOMN UEE NOPYUYUTh XOPY
MEPTBBIX B OPATOPHUH UCKIIIOUUTENBHO (o-
HEMHBIN Marepuai: «JlJisi STUX MEPTBELOB
MBI XOTEJIM CHa4Yalla U300pecTH CUHTETHUYe-
CKHI S3BIK WJIM CMECh CJIOB M (Ppa3 u3 He-
CKOJIbKUX WHOCTPAHHBIX S3BIKOB, HO OIa-
CEHUS, YTO COBEPIICHHO OECCMBICICHHBIH
SI3bIK  OMYCTOUIUT, JIUIIUT YEJIOBEYHOCTHU
XOpOBOE€ TEHUE, MTPUBEIU MEHS K JPYroMy
pewenuto <...> [louck npusén MeHs x “bo-
KECTBEHHOU Komeaun™ JlaHTe — K YUCTOMY
sA36IKy MEpPTBOTO IapcTBay [Ibid., S. 56].

Orno3HaBaeMOCTh  CIIOBECHOTO TEKCTa
BHYTPH XOPOBOTO COUYMHEHHUs A XEHIE
Ba)XHA BHE 3aBUCUMOCTH OT TOIO, IOHU-
MaeT WJIW HET ayJuTOpHUs OIpeaesEHHbIN
A3bIK. Tak, co3/aBasi My3bIKaJIbHbI MEMO-
puan «Elogium musicum» B mamsTh O CBO-
eM apyre, XeHile, 0e3yCclIOBHO, HE paccyu-
THIBAJI HA €ro OyKBaJbHYIO MOCTHKUMOCTD
cioywmarensamu. OJHaKo, Kak W B CiIy4yae
¢ «Das Flof3 der ‘Medusa’», mis KOMIIO3U-
TOpa MPUOPUTETHOM cTasia 0cobast 3ByKOBast
aypa ctuxa: Oygb TO HUTAIbSHCKHN TEKCT
«boxecTBeHHOM KoMeaun» J[aHTe, BbI3bIBA-
OLLIMI aCCOLMAIINY C Iy TELIECTBUEM I€POEB
10 3arpOOHBIM MUPAM UJIM TEKCT Ha JIATbIHU
@. Cepnsbl, 3By4aHre KOTOPOTO acCOLUUPY-
€TCsl C KOJIOPUTOM 3ayTTOKOMHOM CITykKOBbI.

B nenom, xapakrepusys TEMaTHKy MMO3/1-
HEr0 XOPOBOIO TBOPUYECTBA KOMIIO3UTOPA,
MOKHO TOBOPHUTH O JIBYX €€ OCHOBHBIX CO-
CTaBJIAIOIIUX:

1) monuTHuYecKuii aHTaXEMEHT, Ha-
menmuid nponowkenne B Cumdponun Ne 9
— counmHeHuH, koropoe Hapsay ¢ «Il canto
sospeso» Hono m «A Survivor from
Warsaw» [1IénbGepra, MOXXHO paccMmarpu-
BaTh B KaUE€CTBE sIpyalillinX IpUMEPOB BOII-
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JIOMIEHUSI TEMBbI COMPOTUBIICHUS (aIInu3mMy
B MY3bIKE’;

2) JK3WCTEHIMaJIbHAs TEeMaTuKa, Ipe-
obnaganue kotopoil B counHeHusx 2008 —
2012 rogoB BO MHOTOM CBSI3aHO CO CMEPTHIO
onmuskoro npyra Xenie — @aycro MopoHu.

Tem He MeHee, BHE 3aBUCUMOCTH OT
MPUHAAIICKHOCTH TPOU3BEACHUN K Ka-
KOM-TMO0 TEeMaTHYeCKOM TIpymme, MEXIy
XOPOBBIMU COYMHEHMSIMH XEHIIE, CO3JIaH-
HBIMH B pa3JIMYHBIC TIEPUONIBI €r0 TBOpUE-
CTBa, CYIIECTBYIOT INTyOMHHBIE B3aUMOCBSI-
31, 00YCIIOBJIICHHBIE TUITMYHOM JIJIsl MY3bIKH
KOMITO3UTOpa arMochepoil poMaHTHUECKO-
TO JBOCMHUpPHUS — MPOTUBOIIOCTABJICHUS H
Ja)ke B HEKOTOPBIX CIydasX OTKPOBEHHO-
TO MPOTUBOCTOSIHUSI TE€POSi U BPaxaeOHOTO
€My OKpYXKaloIIero Mupa. ITO MPOTUBO-
MOCTAaBJICHUE MOXKHO YCJIBIIIATh HE TOJBKO
B «Das FloB der ‘Medusa’» u B Cumdo-
Hun Ne 9, HO TakKe M B XOPOBBIX CIIEHAX
«Das Wundertheater» n «Ein Landarzty,
B MOHOJIOTE KamluTaHa U3 TPEThel YacTh
«Moralities», B mecae Mepwuca, TOIOIIETO
B M3THAHMH ITECHIO O CBOEH poarHe B «Musen
Siziliensy», B mpotuBocTosiHuu daycTo u 1u-
KaJ B TpeTheit yactu «Elogium musicumy.

Hecmortpst Ha TO, 4TO KOMIO3UTOP MOYTH
HE O0BEAMHSAT B OJHOM COYMHEHUM TEKCTHI
Ha Pa3HBIX SI3bIKAX, OH U HE HCIIOJIb30Ba
HCKITFOUMTENIEHO TePMaHOSI3bIUHbIE BepOalib-
HbIe psnbl. B ero xopoBoM Hacieauu Mbl
BCTpEYaeMCsl ¢ COYMHEHUSMU HAa WTAIIbsH-
CKOM, aHIJIMKMCKOM SI3bIKax W JIaTbHU. [Ipn
TOM BHE 3aBUCHUMOCTH OT BbIOOpa JMTe-
paTypHOTrO NEPBOMCTOYHHUKA OJHOM U3 OC-
HOBHBIX CBOHMX 3a/lad KOMIIO3UTOpP CTaBUJI
OTYETIIMBYIO TIepe/iady COAEpKaHUs TeKCTa
CIIyIIATEIT0, YTO OO0YCIIOBIUBAJIO XapaKTep-
HBIE JJI1 XOPOBOTO NUchMa XeHIe (akTyp-
Hble npuéMbl. Cper HUX OCHOBOIIOJIAraro-
1iee 3HaYeHUEe UMENH TaKhe TPAJUIIMOHHBIC
BUJIBI U3JIOKEHUS, KaK aKKOPIoBast hakTypa
U MoHOGOHHUA. OHU BCTPEUAIOTCS HE TOJb-
KO B PAaHHUX XOPOBBIX MIPOU3BEACHUSAX, HO U
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B «UTAIBSHCKUX» KaHTaTaX, B OPaTOPHUH
«Das Flof3 der ‘Medusa’y, B TO3IHUX COYH-
HeHUsIX komno3uropa. C OAHON CTOpPOHBI,
9TH (paKTypHBIE BUBI B COBOKYITHOCTH C TIpe-
oOnamarome cutaduKol B MAaKCUMAaJIbHON
CTETIEHU NPU3BAHbI IOHECTU CMBICH CJIOB JI0
ay[IUTOpUH, C APYroi — U B aKKOPIOBOM H3-
JIO)KEHUH, U, KOHEYHO, B MOHO(DOHHUH 3aMeT-
HO eJlaHHe KOMITO3UTOPa MPOUIUTh «3IOXY
MEJIOIUM» B COBpEMEHHOM My3bike. OTcroa
HEYJIUBUTEIILHO TO, YTO K OJHOTOJIOCHOMY
BU/Y XOpa X€eHIIEe MOCTOSHHO BO3BpAIllaeTCs,
HaunHas ¢ «Wiegenlied der Mutter Gottesy,
3akaHuymMBas 4yeTBEpTON YacThio «Elogium
musicum». CoueTaHreM YHUCOHHOM (OKTaB-
HOM) XOpOBO# (haKTyphl U aKKOPJAOBOTO H3-
JIOKECHHSI OTMEUEHBI OOJbINAast 9acTh CTPOd
kantatel «Novae de infinito laudes», rae
NPaKTUYECKU HepeasbHas il KOMIIO3UTOpa
3aa4a XyJAOKECTBEHHOTO MPOYTEHUS TEK-
CTOB HAy4YHbIX TpakTaroB J[>xopmano bpyHo
OrnecTsile pelieHa B BUJAE CBOEOOPA3HOTO
HAyYHOTO JUCITyTa, IJ€ BOKAJIBHBIC COJIO
(B MCIIOJTHEHUH COJIMCTOB UJIM YHHCOHOB XO-
POBBIX TAPTHI) YEPEAYIOTCS C XOPOBBIMHU
tutti, TogOOHO TOMY, KaK apryMEHTHUPOBaH-
Hasi MBICITb OPATOPOB MPUBOIUT K 3aKITFOUC-
HUSIM, YTBEPKIaEMbIM BceM coOpaHuem®,
Bmecre ¢ npuopuTeToM akKOpIOBOIO
1 MOHO(OHHYECKOTO H3JIOKEHHUS XOPOBBIE
NapTUTYpbl XEHIIE C TEPBBIX €ro OMyCOB
OTJIMYACT U IITPUXOBas aeranu3anus. Kom-
MO3UTOP TPAKTUYECCKH B KAXKIOM COUYHHE-
HUU TPUMEHSIET CONOCTAaBJICHHUE JIBYX Tpa-
JTUITUOHHBIX BOKAJIBHBIX MITPUXOB — legato
u staccato. 1lpy 3TOM NOCIETHUN IITPUX
NPUMEHSIETCSI KOMIO3UTOPOM Yallle BCETo
Utst GoJiee OTUETIIMBON apTUKYISALUUA CJIO-
Ba B paMKax TOHYAHIIEHd HIOAHCUPOBKHU.
Cnydan HaJlOXEHHS ABYX IITPUXOB TaK-
e Hepenku (MepBbI MOJOOHBIN Cirydaid
BcTpeyaercs B kaHtare «Novae de infinito
laudes»), Oymyuu cBs3aHbl C 3aJadamMu
(YHKIIMOHAIILHOTO  pa3/ieJIeHUs] TOJIOCOB
BHYTPH TOMO(OHHO-TAPMOHHYECKOTO W3-
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JIOKEHUSI WA CO CTPEMJICHUEM BBIJICIUTh
Ba)KHBIE 110 CMBICITY CJIOBA IIPU OTCYTCTBUU
€IMHOTI'0 CJIOrOBOro aHcaMmOIIsl B Xope.

OnHa U3 0COOEHHOCTENW XOPOBOI0 MUCh-
Ma XeHIle — ONepupoBaHUE AHTH(POHAMHU
MapTUN )KEHCKOM M MY>KCKOW TPYI XOpa.
Bo3MmoxxHOCTH aHTH(OHOB HCIONB3YIOTCA
pa3zHooOpa3Ho: yepenoBaHue map 6ac — Te-
HOp U aJbT — COIPAHO MOMKET OTKPbIBATh
counnenue («Chor gefangener Trojer»), HO
TaKKe MPUMEHSAETCS U KaK CpelcTBo (pak-
TypHOU nuHamm3aiuu («Novae de infinito
laudes», «Moralities», «Musen Siziliensy,
«Elogium musicum», «An den Windy).
B penxux ciydasix BBIOOp MY>KCKOW WK
KEHCKOM TpyMI XOpa MOXKET ObITh BBI3BAH
CIOKETHOM cuTyanued (momoOHble MpH-
Mepbl MOKHO BCTPETUTh B oparopun «Das
FloB der ‘Medusa’»), HO Takoe OyKBajIbHOE
OTpaXKEHHE COJIEPKaHUS JIUTEPaTypHOTO
TeKcTa Juisl XEHIIE B LIEJIOM HE XapaKTEPHO,
YTO MOATBEPKIAET, B 4acTHOCTH, «Cantata
della fiaba estremay», rne CTUXOTBOPHBIMI
JUAJIOT MEX]y BIIOOJIEHHBIMU HE TMPEATo-
JaraeT TOYHOTO COOTHECEHHUS CO 3BYYaHU-
€M COOTBETCTBYIOIIUX TPYIII XOpa.

B cpaBHEeHMH ¢ akKOp10BOM, MOHO(OHU-
YeCKOM, aHTU(POHHOU (haKTypaMu pecypchl
rOMO(OHHO-TAPMOHUYECKOTO  M3JI0KEHHUS
XeHIle HCIONb3YET CPaBHUTENIBHO PENKO.
Haubonee xapakTepHO Ui €ro MapTUTYP
pa3BEPTHIBAHUE MEJOUYECKOTO penbeda
conucTa (COMMPYIONIe XOPOBOW MapTHH)
Ha (oHe moromero 6e3 cioB xopa. Takxe
TUMIWYHBI IPUMEPHI YIIOTOOJIEHUS X0pa op-
KECTpY C BbIJIEJIEHUEM OCHOBHOW MEJIOANU
Y PUTMHU30BAaHHOIO aKKOMITAHEMEHTA (TIpu-
mep Ne 1).

Hauwnnas ¢ xaurar 1960-x rogoB, XeHIe
OpraHU3yeT XOPOBYIO TKaHb UYEpEIOBAHM-
€M aKKOpAO0BOH (pexke MOHO(POHUYECKOI)
bakTypsl U UMUTALUOHHOTO WU quasi-
WMUTAIMOHHOTO u3NoxkeHus. Kak nmpasuio,
KOMIIO3UTOpP, COXpaHssi B PUCIOCTE PUTM
MPOTOCTHI, MEHSIET MHTOHAIIMOHHBIN MPO-
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IIpumep Ne 1 X. B. Xenue. «Moralitiesy, 4actb 1, BHBIIMX OCHOBY COUMHCHHUSI.
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Whai
Wir

is a
el - nen =

we ple -

un -

- B
U o~ ber

¢GuiIb TeMbl WM UMHUTHUPYET JUIIb €€ Ha-
yanbHbId MOTUB (mpumMep Ne 2). Cama uzes
noJ0OHOTr0 (haKTYypHOro KOHTpacTa Moria
OBITh 1103aMMCTBOBaHAa XEHILE U3 XOPOBBIX
counnennii [lI€ubepra, BebGepna u [an-
JAIUKKOJIbI, KOTOPbI€ KOMIIO3UTOpP aKTHB-
HO M3y4YaJl IOCJie TOro, Korja BIEpBbIE MX
yeaslman nof ympasienuem I Ilepxena
B 1953 rony (cMm.: [8, S. 223]). BmecTe ¢ Tem
BAXKHYIO POJIb ChITpaJl U NIyOOKUI HHTEpec
XeHue K xaHpy Mazapurana. Heciywan-
HO, BIIEPBBIE COINOCTABICHHE PA3IMYHBIX
10 (YHKIHMOHAJIBHOMY THUIY (akTyp UM
npuMeHeHo B kaHtare «Novae de infinito
laudes», rme BHIOOp OCHOBHBIX BHIOB H3-
JoxkeHus: (OgHOToJIocHe Ha (POHE MHCTPY-
MEHTaJIbHOTO aKKOMIITAHEMEHTA, Yepeayo-
1ieecsi ¢ aKKOPJIOBBIMU M HMUTALIMOHHBIMU
ctpodaMu) U MHCTPYMEHTapus (BBEICHHUE
B COCTaB aHCcaMOJIs IByX JIFOTHEMN) co3/1aéT
AJUTIO3MI0 HA 3ByYaHUE MaJpuraia rnociea-
Hel yetBeptH X VI Beka — BpeMEHM Hamu-
canusa J[>xopnaHo bpyHO TekcToB, cocra-

IIpumep Ne 2

- ften -

«Novae de infinito laudesy,
4acTh 6, TaKThI 8—15

treff -

- dia-ry,
li = chen

a Takke ¢ UHTEpecoM K G op-
MUPOBaHHUIO  (DaKTypHBIX
qUaroHayiei, MOJyYHUBIIUX
pacnpocTpaHeHHE HE TOJbKO B COUMHEHHU-
ax A. llI€u6epra u JI. Jlannanukkomisl, HO
U B paHHEM XOPOBOM TBOPYECTBE €0 KOJI-
ner no Hapmmranry — K. [lItoxkxay3eHna u
JI. Hono. Hauunas c xkanrarsl «Novae de
infinito laudes», mociiegoBaTeIbHOE BXOXK-
JIEHUE TOJIOCOB B COCTaB aKKOpJa, aHaJIo-
TUYHOE TOMY, YTO Hcmoib3oBan [11énbepr
B Hayajle 3aKJIIOYUTEIBHOrO0 XOpa oparo-
pun «QGurre-Lieder», BcTpeyaeTcss mOYTH
BO BCE€X COUMHEHHUSAX XeHle. B pegkux
ciyuyasx (akTypHbIe JHAroHajIud COIpO-
BOXJAIOT W JIONOJHUTENIbHBIE BbIPA3U-
TenbHbIC TpUéMBI. Hanpumep, B oparopuu
«Das FloB der ‘Medusa’» (Ne 13, TaxTs
1-5) KOMIIO3UTOpP NPHUMEHSET KPACOUYHBIH
3¢ peKT — B OKOHUaHUU XOPOBOU JHUaroHa-
JIM TIEBIIbI XOpa BHE3AIHO 3aKPBIBAIOT POT,
HE MpeKpailiasi ”HTOHUPOBAHUE 3BYKOB aK-
KopJa.

OO6parmraet Ha cebst BHUMaHUE TOT (aKT,
9TO (haKTypHBIE JUATOHAIIA BCTPEUAIOTCS HE
TOJIBKO B XOPOBOM, HO M B OPKECTPOBOM TKa-
HU. Tak, B 3aKIIFOYUTEITLHOM
pasnene «Cantata della fiaba
estremay, B TakTax 333—-337,
TPUO JEPEBSHHBIX IAYXOBBIX

—_—
——

—_—

BCien 3a apdoit popmupyer

£ e sl gt
sopr. solo = == ST == o
Pl - 00Nl aKKOp/1 TOCPEICTBOM
e ) TS E rEs ——
oo e : = 7= CBOCOOPA3HOI0 «apIeHKUO»
DA TUT - Tle VI - VEN - - - Ll f P—
N —=  — IOCJICNOBaTEIbHBIM IIOI-
- == A A
DA— TUT-Ti— VI - VEN - - T

bar. solo

KITFOYCHUEM COCTaBJISIONTUX
akkopz ToHOB (mpumep Ne 3).
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HOHHTHO, 4YTO MHTCPEC K II0-

Gre~ XopoBag My3biKa
[Tpumep Ne 3 «Cantata della fiaba estrema»,  MEHSIOIIETO OKPACKy 3BYYaHHUSD)
Taktbl 333-337 2 ¢. 241]. TemOpoBast MOGHIIB-
gy Amdanie (J= € b~ e . HOCTH TOHOB MEJIOJUN B COUHHE-
" ol o - a ’ HUSIX XEHIle, KaK U B MapTUTY-
A —_ e = N .
R == S 2E 2 pax Hono, pgocruraercs mytém
rog, [ = 00pa3oBaHUSl YHHUCOHOB MEX
? & Pp dolce — = p y I[y
) MAPTUSIMU.
Ay ”:;ﬁj"" i =T =T =T
o= ==< ==z = CTPOCHUIO MEJIOAUYECKUX Iua-

®dakTypHbIC AWArOHAIM B MapPTUTypax
XeHlle SBJISIOTCA U pe3ylbTaToM (opMu-
POBaHUS TOTUTEMOPOBBIX MEIOIUYECKUX
JUHUN OOJBIIOTO JHMarna3oHa, XapaKTep-
HeIX M1t counHenun Howo 1950-x romos
(«Liebeslied», «Il canto sospeso»). Cxon-
CTBO (DaKTYypHOTO PEIICHUSI XOPOBBIX COUYH-
HEHUI IBYX KOMIIO3UTOPOB CBUJIETEIILCTBY-
€T HE TOJIbKO O BJIMSIHUU coumHeHui Hono
Ha DBOJIIOIMIO XOPOBOTO MHChMa XEHIIE,
HO ¥ 00 OOIIMX MCTOKaX XOPOBOTO TBOpYE-
CTBa JIBYX MAacTEpOB, JIeKAIIUX B TeMOpO-
(baKkTypHBIX HSKCHEPUMEHTAaX KOMIIO3UTO-
poB HoBoli BeHCKOM 1Kosbl. B yacTHOCTH,
OTTAJIKUBASCh OT 3AJIOKEHHOM B TEXHHKE
Klangfarbenmelodie (B Bepcum Bebepna)
uaern GOPMUPOBAHMSI €IUHON MeEIoAu-
YeCKOM JMHUU M3 HECKOIBKHX TeMOpo-
BBIX cermMeHTOoB, HoHo B 1950-¢ m Xenie
B 1960-¢ rogsl 0Opa3oBBIBATIM MEIOAUYE-
CKH€ JIMHUM B CBOMX XOPOBBIX COUMHEHUSIX
MOCJIeIOBaTeIbHBIM MOAKIIOUYEHUEM TapTUi
B BOCXOJISIIIIEM WJIM HHUCXOJSIIEM TOPSIKE,
BBICTpauBasi TakKUM OOpPa3oM BOKAJIbHYIO
MEJIO/IUIO AUana3oHOM B TpH (!) OKTaBBbI.

BaumarenrHOe  M3yueHHE  XOPOBBIX
naptutyp Hono oOycioBuiio u BHeIpeHHE
B COYMHEHUSI XEHIIE TOJUTEMOPOBOI CTe-
PE0-MOHOIUH — TUIIUYHOTO JIJIs1 BOKAJIBHOTO
NMCbMa UTAJbIHCKOTO KOMIIO3UTOpa BHUIA
MY3bIKQIBHOM TEKCTYPbI, «XapaKTEPHU3YIO-
HIEKCS HE TOJBKO y4acTHEM B €€ MOCTpO-
€HUU Pa3IUYHbIX TEMOPOB, HO U BBICOKOM
MOOWMJIBHOCTBIO KaXKJIOTO TOHA, TOCTOSIHHO

TOHAJICH BIIMSIT M HA MEXaHU3MBI

B3aUMOJICHCTBUS CIIOBA U MY3bl-
k. Kak yxe ObUIO OTMEUYEHO BBIIIE, IS
XeHIIe SICHOE BOCTIPUATHE CIIOBA B XOPOBOI
MY3bIKE SBJISUIOCH PUOPUTETHOM 3a7a4ci,
MOATOMY CHUTYyallusi pacmaJeHusl CJIoBa Ha
CJIOTH U, TeM Oosiee (hOHEMBI, B IIEJIOM IS
€ro XOpOBOTO MUChMa HeXapakTepHa. Tem
HE MEHee, B PEelIKUX CIydyasx BHYTpU JTua-
TOHAJTBHOTO W3JIOKEHUsT XEHIle Tpubderat
K TOCIIEZIOBATEIbHOMY  IPECTABICHUIO
CJIOTOB OJIHOTO CJIOBA XOPOBBIMH MapTUSIMU
(cMm. «Novae de infinito laudes», Jactp 5,
TakThl 30-32).

Cpenu MHBIX HOBallMA XOPOBOTO MHUCH-
Ma, BCTPEYAEMbIX B COUYMHEHHUSIX XEHIE U
€r0 COBPEMEHHHUKOB, HA30BEM CIICTYIOIIHE:

1. Ueparowuii na yoapuvlx uHcmpy-
menmax xop. XeHue B kantare «Novae de
infinito laudes» npennuceiBaetr naptuu 6a-
coB ad libitum ucToaHEeHNE ONPeAeIEHHOTO
PUTMHUYECKOTO PUCYHKAa Ha KpoTajiaxX, TaM-
OypHHaXx, KACTaHbETAaX; CITyCTS YETBIPE To/1a
mooOHBIN npuéM ucrnonb3yet u 5. Kcena-
KHC B My3bIKaJIbHOU Tpareauu «Oresteiay.

2. Twuccanoo. Jlannbliit ipuém y XeHue
BCTPEYAETCS YK€ B OIHOM M3 MEPBBIX XOPO-
BbIX counHeHui («Chor gefangener Trojer»),
BITOCJICZICTBHA KOMIIO3UTOpP AaKTUBHO WC-
TMIOJIB3YET €ro JAJIsl CO3/1aHus APKUX TeaTpalib-
HBIX 3¢ dekToB, Hanpumep, B «Das FloB der
‘Medusa’» — Kak BOIUIOILIEHUE Y>KACHOTO
KpUKa KOMAaHJbI U TaCCAXXHUPOB BO BPeMs
CTOJIKHOBEHHS CyldHa ¢ pudamMu; B MEPBOi
gactu «Moralities» — Kak WJUTIOCTPAIHIO
MIPEICMEPTHOTO BOIUIA JIATYIICK, MOXKHUpae-
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MBIX BOISHOM 3Me€il M T. . OTMETHUM, YTO
npuéM BOKAJbHOTO TIHUCCAHIO TMOIYYUII
OoNbIlIOe pacIpoCTpaHEHUE B COUYMHEHU-
sx K. [ltokxay3ena («Momente», XOpoBbIe
cuensl renraimorun «Lichty), M. Karens
(«Anagramay, «Hallelujah»), 5. Kcenakuca
(«Oresteia», «Medea Senecaey);

3. Hoseliwas e6okanvHas memoOpuKa.
B oparopun «Das FloB3 der ‘Medusa’», nau-
0osee paJMKaJIbHOM XOPOBOM COYMHEHHH
XeHlle, KOMIIO3UTOP UCIOJIb30Bal MPUEMBI,
MOJIYYMBIINE PACIPOCTPAHEHHUE B COYMHE-
HUSIX BEIYIIMX IpeICTaBUTENCH MOCIeBo-
eHHoro aBaHrapja — cBuct (K. llltokxayzen
«Momentey», «Stimmungy), nota ribattuta
(M. Karenp «RrrrrrT...»), TpPOTOHTAIIUS
nepenuesspiaHoi Bubpantsl (K. IlTokxay-
3eH «Momente», M. Karenb «Anagramay,
«Hallelujah», «Rrrrrrr...», S, Kcenakwuc
«Nekuiay).

Pacminpenne nmpuéMoB XOpOBOrO MHUCH-
Ma B COYMHEHHUAX XEHIIE BO MHOIOM OT-
paXkaeT M XapaKTepHbIC TEHJCHLIUH pa3BU-
THUSI KOMITO3UMIIMM B XX BEKE, CBSI3aHHBIC
C MaKCHUMaJbHBIM CONIMKEHUEM TPHUHIU-
MOB BOKAJIbHOW W WMHCTPYMEHTAJIBHOU ap-
tukyisinuu. To, uto, Kk mpumepy, A. [payc
(A. Draus) numet o my3sike K. IlITokxay3ze-
HAa, C TOJHBIM MPABOM MOXHO OTHECTH U K
counnenusiM X. B. Xenne: «On [ITokxay-
3eH. — A. P.] 0o1MHAaKOBO OTHOCHUTCS U K Ue-
JIOBEYECKOMY TOJIOCY, U K MHCTPYMEHTaJb-
HBbIM 3BYKaM, 4acTO pa3MbiBasi TeMOpPOBbIE
paznuuus Mexay HUMU. OH moquépKuBaeT
“3KCIPECCUBHOCTh WHCTPYMEHTOB, OTpa-
kKasi 0COOEHHOCTH JIMAJIEKTOB B crienuduke
WHCTPYMEHTAJIBHON apTUKYJSLUA U TOJIO-
COBOM “MHCTPYMEHTAIIBHOCTU ’, OTKAa3bIBa-
SICh OT CEMAaHTHUKHU TEKCTA, WU OT UCIOJIb-
30BaHUs €ro aKyCTUYECKHX CBOMCTB» [0,
pp. 116—-117].

VYIUBUTENBHO, HO CTPaHUIbI XOPOBBIX
napTuTyp XeEHIE CBHJIETEIbCTBYIOT HE
CTOJIBKO O PA3JMYHBIX BIUSHUAX, KOTOpBIE
UCIIBITHIBAT KOMIIO3UTOpP, CKOJIBKO O €ro

55

COOCTBEHHON HW300peTaTEIHbHOCTH, ILIOJBI
KOTOpPOHM B JAJIbHEHIIIEM HaXOAWIN IpUMe-
HEHUE M B COYMHEHHUSX KoJuier. B monb3y
9TOTO MPEANONIOKECHHS CBUACTEILCTBYET H
(dakT Hamu4HMs SKCIICPUMEHTOB, KOTOPBIC
TaK U OCTaJIUCh YHUKAIbHBIMU HAXOJIKAMHU
HEMELKOro kommno3utopa. OJuH U3 HUX —
HAJIOXKCHUE B YCJIOBHSIX aKKOPIOBOW (hak-
TYpbl THTOHUPOBAHUS C 3aKPBITHIM PTOM Ha
TPAJAUIIMOHHYIO BOKAIM3AIUIO BEpOATLHOTO
TekcTa. braaromaps 3ToMy npuéMy KOMIO3H1-
TOp mobuBasics rdexTa TOMOTHUTETLHOTO
00bE€Ma rapMOHHYECKOTO 3ByUaHUs MpH 00-
Jee OTYETIMBOM BOCHIPHUATHU JTUTEPATYP-
HOTO TEKCTa B pesibepHbIX rojocax. OTme-
TUM TaK)X€ U JTIOOOIBITHBIC KCTIEPUMEHTHI
M0 COMPOBOXKACHUIO BEepOANbHOTO psiaa
B (DOHOBBIX r0J0CaX COOTHOCUMBIMU C MH-
TOHUPYEMBIM WJIH MPOU3HOCUMBIM CIIOBOM
rmacHeIME (cM. «Novae de infinito laudes»,
4yacTh 1, TakThl 58— 63) M Ja)ke COTNIaCHBI-
Mmu 3Bykamu (cM. «Das FloB3 der ‘Medusa’y,
Ne 4, u. 6, TakTel 27-34).

Oco0o crenyer OTMETUTh 3KCIEpH-
MEHThl TI0 COYETaHWUI0 B OJIHOM COYH-
HEHUW TICHWS, PEUYM WM PEUEBOTO IICHHUS
(Sprechgesang), xoTopbie BClie 32 KOMIIO-
3uTopamu HoBOM BEHCKOW MIKOJIBI XEHIIE
HavaJs mpoBoauTh emi€ B 1940-x rogax — ofi-
HUM U3 MEPBBIX B CBOEM MoKoJieHnu. Kak u
B COUMHEHHUSX JIPYTUX TPeACTaBUTEICH
BTOPOTO aBaHTap/ia, B XOPOBOW MY3BIKE
Xenne npennoxxennsie LIéabeprom Bapu-
aHTBl Sprechgesang TOCITYXWJIH OCHOBOU
1Tt POPMUPOBAHUS KOMIUIEKCA BOKATBHBIX
MPUEMOB, HEOOXOTUMBIX KOMITO3UTOPY IS
IpeCTaBICHUS BepOAIILHOTO TEKCTa B XO-
posoil naprurype. [IpencraBum ux:

1. dexnamayusn, c60600Has om KOH-
KPEemHbIX HNPeoOnucaHuii 368YKo8blCOMHO-
cmu u pumma, BCTPEIAETCs KaK B paHHEM
TBOPYECTBE — B XOPOBBIX CIICHAX OIle-
pbl «Das Wundertheater» (1948), tak u
B mo3aHeM — B «Elogium musicumy (2008)
(mpumep Ne 4).
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[Ipumep Ne 4 «Elogium musicumy, yacte 3,  IIpumep Ne 7 «Opfergang»,
takTsl 103-104 TakThl 598-600
(alle:) (geflistent) 598 ﬂ' bf‘ . be-
= = ?AF*—'—QA === s ===
Subita  silentia, pax perfecta. Er ver - w‘uT—d{ems Hiind - lein!
S 9 I P :
A e
. T T
% (gesprochen) S""b,im silentia,  pax  perfecta. Er ver - wun-dét das Hiind - lein!
’ ~ o ey -
T. i == == cs==== Y -
%;ASTA! Subita  silentia,  pax  perfecta. Er ver - wun-det das Hiind - lein!
(gesprochen) (gefister) N
~ J224 T, Te i h—h
B, = £ Seas =

BASTA! Subita  silentia, pax perfecta.

2. Pummuszosannas oexnamayus, ceo-
000Has om npeonuUcaHuti 38yKOB8bLCOMHO-
cmu, TIPUMEHsIach XEHIIE Ha BCEM IPO-
TSOKCHHH XOPOBOTO TBOPYECTBA, HAYMHAS
¢ «Chor gefangener Trojer» (1948 1.) u 3a-
kaHunBas Cumdonueit Ne 9 (mpumep Ne 5).

IIpumep Ne 5 «Chor gefangener Trojer», Taktel 91-94
qanzer Chor alles sehr leise, siwebend und ohne die Stimme zu heben oder zu senken

WY ﬁ’ Y

Y e rer My wewy r_-‘%l

3—
Er ver - wun-det das Hiind - lein!

[ToMuMoO wHCTIONB30BaHMS OOILIETPUHS-
TOM B TpeThell 4eTBepTH XX BEKAa HOTHOM
rpaduku s 0003HAYEHHS] Pa3IMYHBIX
ypoBHeW Sprechgesang XeHlle B CBOUX
MOCJIETHUX COYMHEHUSX NPUMEHSET CO0-
CTBEHHYIO TPEXJIMHEHHYIO 3aluch Ui
MapTuii peyeBoro xopa. B ornmuume
ot Karess1, ucnonp30BaBIIErO 3alUCh
pPEYEBBIX NAPTUN MEXAY JIBYX JIMHEEK
— HWKHEH (sehr tief) u Bepxuen (sehr

===

Wél~che von Prorkys Ttdernurbistcu ? Denn idvvergleiche dih diesem Gestlechte.

3. Peuesoe nenue c npumepHviM yKa-
3aHUemM oOekiamayuu 0codoe MECTO Ha-
110 B maptutype oparopun «Das Flof3 der
‘Medusa’» (mpumep Ne 6).

[pumep Ne 6 «Das FloB3 der ‘Medusa’», Ne 4,

TaxkTel 25-27

~terre. Am zwolften A-bend sichten Ma-tro-sen Te-ne - n -
terre. On the heffth even-ing  look-out men sight Te-ne ~ ri - fe

4. Peuegoe nenue ¢ 0emaibHbIM YKA3a-
HUem 38YKO8bICOMHOCMU TIONYYUIO0 00Jb-
moe pacrpoctpanenue B cpeanem («Das
Flo3 der ‘Medusa’») u B mo3aHeM TBOpUe-
ctBe XeHnue (Cumdonns Ne 9, «Opfergangy)
(npumep Ne 7).

Bist du  viel-

hoch), XeHue Hapsaly ¢ BEpXHUM U
HWKHUM YPOBHSIMH BBOJIUT €HIE W
CPEIHUN PETUCTPOBBIA YPOBEHB, TTO3BOJISS
TOYHEE COOOINATh MCITOJHHUTENISIM HE TOJb-
KO HarpaBJicHUE WHTOHAIIMH, HO M CTCTICHb
TECCUTYpHOTO HampsykeHus (mpumep Ne 8).

«Giselay, criena 4,
TakTel 901-904

[Tpumep Ne 8

~

901 mf 3
Eine T —r
P— [ I Y O — T s B T

Touris- | 1] < I T J 1
in =

Er - schiit-te - run-gen uns-rer  eu-ro- pa - i-schen Er-de!

Ein |[M ] 4 2 I I I
Tourist | | < I I I

Stein - chen...

p——

Gen-|[TT I T | N 1
ons. [U i i Fr—>—] ]
Wo blcibt das Friu-lein

Takum 00pazoMm, XOpOBBIE COUYMHE-
HUs XEHIE, COCTABJIAIONIME 3HAYUTECIIh-
HYI0 YacTh €r0 MY3bIKH, C OJHOW CTOPO-
HBI, COXPAHSIOT BEPHOCTh MHOTOBEKOBBIM
TPAAMIMAM, C APYTOM — JEMOHCTPHUPYIOT
CTpEMJICHHE K pACIIUPCHHUIO KOMILIEKCA
BBIPA3UTENBHBIX CPEJICTB, 3aTparuBaroliee
OCHOBOTIOJIATAIOIINE TSI XOPOBOH MY3BI-
KH TIpo0sieMbl (B3aMMOJICHCTBUE BepOasib-
HOTO M MY3BIKQJIBHOTO PSIOB, pPa3BUTHE
XOpOBOH (haKTypbl, pa3BUTHE MPUEMOB
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BOKaJIbHOM apTukyisiuu). OcoOeHHOCTH
Hacyenuss XEeHIE MO3BOJISIOT B IIEJIOM CO-
macuThes ¢ éEMkum onpenenenueM K. dmo-
poca (K. Floros): «Ero [XeHnme. — 4. P.] my-
3bIKy MOXXHO CpPaBHHTH C ceiicMorpadom,
KOTOPBI  PETHCTPUPYET  YEJIOBEUECKHUE,
COLIMAJIbHBIC M TIOJIMTUICCKUEC BOJTHCHUS U
notpsicenus. E€ MOXXHO BOCTIpUHUMATH KaK
NPE0CTEePEIKEHIE O THOEITN YeIOBEUECKOU
KyJIBTYpBI HE TOJILKO B [ epMaHuu, HO ¥ BO
BCEM MHpE, U OHA aKTyallbHa MOTOMY, YTO
CTPaCTHO TPHU3BIBAET COOOMIECTBO MBICIIS-
IUX JIFOJCH MOOMITN30BaTh BCE CBOM CHIIBI,
YTOOBI BOIUIOTUTH B )KH3Hb MEUTY-YTOIHIO
o myumiem mupe Ha 3emue» [7, S. 202].

[Ipu 3TOM HM B OUH U3 EPUOAOB TBOPUE-
cTBa XEHIIC HE OTHOCHJICS K BOKaJIbHOM M,
B 0COOEHHOCTH, K XOPOBOM MY3bIKE KaK O[I-
HOM M3 >XKaHPOBBIX O0NACTEH MPUIIOKECHHS
COOCTBEHHBIX KOMIIO3UTOPCKHUX OIIBITOB.
Jlnsa Xenue xopoBasi My3bIKa — 3TO0, IPEKIE
BCEro, My3bIKa CO CIIOBOM, MYy3bIKa, IIO-
CPEICTBOM KOTOPOM MOYKHO 3asiBUTH O CBO-
UX NEPEeKUBAHUSX, UJEAX (B TOM YHCIIE U
nonutuyeckux). Benen 3a aBropamu « Yie-
nesuiero u3 Bapmasey, «Il canto sospeso»
XeHIle CBOMM TBOPYECTBOM JEMOHCTPUPY-
€T BO3MOXHOCTb COUYETAHUS B OJHOM COYH-
HEHUU W HOBBIX KOMIIO3MLMOHHBIX MpPHUE-
MOB, 1 KOHKPETHBIX COLIMAIIBHBIX UCH.

<S> TIPUMEYAHUA <>

' B ocHoBy counHenus nosnoxken gparmenrt III akra 2 gactu «®Paycray U. B. T'ére («Ilepen

nsopiioM Menenast B Ciapre»).

2 Tlozxe Xenre BciomuHal: «B 1961 rony st nomancs B Pum, B 3Ty ahpHKaHCKYIO [IUTAICIb
¢ €€ COBPEMEHHBIMU JOCTH)KEHUSIMH, C €€ 30JI0TBIM CBETOM, C €€ arMoc(epoil cpelHEBEKOBBIX
cyeBepui, arMoc(epoil ByIbrapHOCTH, arpeCCUBHOCTH U KOPPYIMILHXHU, B TOT PUM, OTIBI LIEPKBU
KOTOpOro coXru J[»kopnaHo bpyHo: mepBbIM HallMCaHHBIM TaM MHOIO NPOM3BEAECHHUEM CTaja
kaHTara “Novae de infinito laudes” Ha TekcTsl bpyHo, uMeromas sICHO OYepUeHHbIE TOHAJIHHBIE
KOHTYpBI U MIPOHU3AaHHAsI MaJIPUTalbHON NoMu(oHNEN, — COUMHEHUE, BOSHUKILIEE O] BIUSIHUEM
NPEACTaBICHUS O CBETIIOHN, Kak Obl BRITOUYCHHOM U3 KaMHs My3bike Peneccancax [3, c. 149].

3 Tlo cBuperenbcTBy J. lllHaGensi, mocesmenue counHeHus: namsatu Ye [eBapbl crajo
CIIOHTAHHBIM pEUICHHEM KOMIIO3UTOpa M JUOpPETTUCTa B OTBET HAa HOBOCTh O THOETH
peBomoninonepa: «Msbl ¢ Xancom BepHepom Xenie paboraiay HaJx HallMM 3aKa30M JIBa Tofa.
B nauane okra6ps 1967 roma nmuOperro OBUIO TOTOBO, W paboTa HaJ KOMIIO3UIUEH YKe
3aBepIIniIach. IMEHHO B TOT MOMEHT MBI Y3HAJIU O TOM, YTO B bosiuBun moru6 naptuzaH, yOuThIi
BJIACTHOM CHUCTEMOM, KOTOPOW MUP, UMEIOLIHUIN COBECTh, HE JNOJKEH MOAYUHATHCA, OCO3HABAs
CBOIO OTBETCTBEHHOCTh <...> MBI HE UCKaJIM 3TOr0 COBNAACHMS, HO OHO B UTOTE IMOJYYHJIOCH,
HaM OCTaBaJIOCh TOJIBKO MOAYMHUTHCS: MBI ITOCBSIIIAEM HaIly OpaTtopuio volgare e militare “I1not
Menysber” Opuecto Ye I'eBape» [12, S. 53].

* X. B. Xenue: «910 Mpo3BY4YHT Tpy00, HO S HUKOTZA HE WHTEPECOBAJICS STUMU aBTOPaMHU
[M. Karenewm u [I. Jluretu. — A. P.]. Kak Obl HU OBLJIO Ba)HO UX TBOpUYecTBOY» [13, S. 274].

> Tor ¢axt, yto cpeau Bcex cuMmponmii Xenre uMeHHO Cumdonus Ne 9 HamucaHa s
X0pa M OpKecTpa, 0 MHEHHUIO M3BecTHOro aupmxképa Kypra Masypa, nanexko He CiydyallHOCTb:
«Maruyeckoe yucio 9, co3nanHoe beTxoBeHOM M BBI3BIBAIOIIEE ONMACEHHE Y MHOTHX, MOOYIUIIO
XaHca Bepuepa Xenue npuHATh TiyOokoe ¢umiiocodcekoe pemeHre. He MOBTOpSTH BOCTOPT
berxoBeHa (KOTOpBII 3a4acTyl0 HE aHAJOTUYEH UCTUHHOMY JIMKOBAHUIO), HO 3a/1aTh YEI0BEYECTBY
BOIIPOC, BBITEKAIOMINN U3 OETXOBEHCKOTO npeaynpexaeHus» [9, S. 11].
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® CmycTst 4eTslpe TOAa, BBIpA3UTEIbHBIE BO3MOXXHOCTU (DaKTYpHBIX KOHTPAcTOB soli-tutti,
UCTOJb3YeMbIX B KadyeCTBE OCHOBHOIO NMpHEMA pa3BUTHUS, OOYCIOBAT BBHIOOp jKaHpa BOKAJIbHO-
MHCTpyMeHTanbHOTO KoH1epTa (Concerto vocale e instrumentale) B «Musen Siziliensy.
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HekoTopble 0CO6EHHOCTU MY3bIKM U MY3bIKaAbHOTO 00y4YeHUS
B CAOBaKMM NMeproAa KAACCULLIM3MA

Cratbs mocBsilieHa nepuony kiaccunnsma B CnoBakuu. IlpencraBieHsl cucTeMaTHdecKue
UCCJIEJIOBAHUSA W CBOEOOpa3he HCCIe0BaTeIbCKON JAESITeTbHOCTH CJIOBAalKMX MY3BIKAHTOB-
y4€HBIX; 0TOOpakeHO reorpaduueckoe MoJoKeHNE CIOBAILIKOM TEPPUTOPUH B cocTaBe Benrpuu;
OXapaKTEepPU30BAHbl COCTABJISAIONINE MY3BIKAIBHON KyIbTypbl H  (OPMBI  MY3BIKAJIBHOTO
ucnoigHuTenscTBa. Oco00oe BHUMaHUE B CTaThe YAENSETCS HaJPEeTrHOHAJIbHBIM MY3BIKAIBHBIM U
KyJIBTYpHBIM LIeHTpaM — bparucnase u Kommuiam. O6pucoBan ypoBeHb My3bIKaIbHOM KU3HU 3TUX
ropooB 1 GOPMUPYIOUTNX €€ KOMIIOHEHTOB: BIUSHUE JBOPSHCTBA, IEPKBU U Oyprkya3uu. ABTOPHI
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Introduction

Musical historical research and a detailed
study of historical sources and materials
confirm that during the era of Classicism in
Slovakia the musical culture was extremely
abundant and clearly developing in the
context of European Classicism, although
with its own specific features. These features
were mostly manifested in the forms of
music performance, in the work and social
status of musicians, in the musical education,
in the creation of musical instruments, and
in printing and publishing.

The Classical era in European music is
bound by the post-Baroque style and the
post-Classical period, between the years
1750-1830 [6, p. 171]. In Slovakia, the
temporal boundaries of Classicism are
shifted: the movement begins about 10
years after its emergence in other countries
and its demise occurs even later in some
areas. According to the latest music-
historical research, the Classicist style in
Slovak music spans through the year 1760
and 1830. Musicologist Darina Mudra [13]
establishes three basic developmental stages
for the overall style:

1. 1760—-1785: The rule of Maria Theresa

The reforms of the Enlightenment were
emerging at that time, and all forms of life
and culture were at their prime. Musical
culture was flourishing both in the big towns
and in the countryside. The situation was
exceptionally favorable in Bratislava, which
ranked among the most important European
cultural centers (along with Vienna, Prague,
Salzburg, Dresden, etc.) by its level of
musical culture. Musical development was
in the hands of the church and the nobility.

2. 1785-1810: The rule of Joseph II

During this period orders and
monasteries were abolished, since the
central governmental offices and much
of the nobility moved from Bratislava to
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Buda. Napoleon Bonaparte was leading
widespread wars, and the monarchy was
at its decline. As a result, musical culture
had limited opportunities for development,
and the level of work for Slovak composers
decreased. In addition to the church and the
nobility, the bourgeoisie also participated in
aiding the musical culture.

3. 1810-1830: The rule of Francis I

A post-war renewal of the country took
place. In the sphere of musical culture,
an effort for its revival became evident.
Musical performance was relatively at a
high level; however, the overall musical
productivity in Slovakia generally lagged
behind the level of the advanced cultural
centers. The bourgeoisie and the church
significantly influenced the development
of music.

Study of the Classicist Style in Slovakia

For a long time, the Classicist style in
Slovak music had not received adequate
attention and was not subjected to
systematic study. There were only a few
narrowly focused monographic works on
selected composers, on musical culture in
some of the localities, towns or aristocratic
settlements, or on church singing choirs
and church collections, and occasionally
on catalogues of music-scores in church
archives. A truly scholarly interest in
Classicism, in the systematic research of it
and the efforts to discover the determinants
of historical musical development began in
the second half of the 20th century. Slovak
musicologists focused on the analysis and
identification of the primary and secondary
sources, on conducting research in the
museum collections in Slovakia and other
countries, in archives and in state and
church collections of actual manifestations
of Classicism in music.

The first works of a synthesizing
character written about the subject “brought
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a considerable amount of information
of primary character (although not
always reliable), analyses of works,
numerous biographical data, summarizing
evaluations, but also an attempt to place
Slovakia in the European context.” [Ibid.,
p. 10] Their authors were such scholars as
Ivan HruSovsky, Jozef Kresanek, Zdenka
Bokesova, Ladislav Mokry, Ladislav
Burlas, Richard Rybari¢ and others.

At the end of the 20th century, Darina
Mudra prepared her invaluable publication,
The History of Musical Culture in Slovakia
II. Classicism. She chose the concept
of internal linking of the synthesizing
aspect, biographical notes and an abundant
supplementary referential appendix, which,
considering the ongoing research on the
topic, has proven to be a very foresighted
act.

In the 21st century, research activities
of renowned musicologists and historians
have continued. These scholars have
presented their knowledge at international
scholarly conferences and in collective
thematic proceedings. In recent decades,
we have encountered the application of the
latest knowledge in pedagogical literature
— in textbooks for various types of primary
and secondary schools and in university
publications.

The research of both primary and
secondary sources has been complicated by
the fact that Slovakia was not an independent
state during the Classical era. The territory of
today's Slovakia was located in the northern
part of the Hungarian Kingdom, so it
received the Latin name Hungaria Superior,
the Principality of Upper Hungary, Horné
Uhry. It was part of the large Hungarian
Kingdom/Empire. [8] Musical culture did
not develop in isolation — on the contrary,
musicians from the surrounding neighboring
countries and, indirectly, from the more
distant territories exerted their influence
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on it. [12] The works of non-national
composers had an irreplaceable position in
the musical repertoire in Slovakia and often
played a formative role. At the same time,
many Slovak musicians worked abroad as
performers, composers, publicists, teachers,
theorists and manufacturers of musical
instruments. Therefore, undergoing basic
research must include testimonies from
several European countries, define the
original Slovak elements and decipher
the imported stimuli. It is reasonably
assumed that in the future more detailed
and extensive musical research will provide
further important information and facts. [3]

The Cultural and Social Situation

During the Classical era, the territory of
today's Slovakia formed approximately one-
fifth of the territory of Hungarian Kingdom,
and was home to almost a quarter of the
entire population of the latter. Hungary was
a multi-ethnic state, which is also illustrated
by the situation in Slovakia, where German,
Slovak, Hungarian, Ruthenian and Croatian
nationalities lived. Each ethnic group had
its own cultural roots and an original folk
musical foundation.
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Figure 1: The map of the Hungarian Kingdom
in the 18th century (Slovakia — Hungaria Superior
is marked with a red ellipse)!
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A large part of the Hungarian nobility,
royal officials, church dignitaries, scientists,
artists and merchants were concentrated in
Slovakia. Despite its small area, the territory
was divided into smaller units, which
differed significantly in their respective
economic, political and cultural situations.
[8] Bratislava (today's capital of the Slovak
Republic) and its nearby surroundings
enjoyed the most prestigious position.
Bratislava became the coronation city, and
during the Classicist era the coronations
of five Hungarian kings and queens took
place there. The enlightened Queen Maria
Theresa was also crowned there, and the
years of her reign signified a “Golden Age”
of great prosperity for Slovak musical
culture. [Ibid.]

Figure 2: Maria Theresa in her coronation costume
with Hungarian coronation jewels?

Musical Culture

All the components of musical culture
participated in the creation of music during
the Classicist Era. In the conditions of
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Slovakia at that time, the following form-
generating and determining components
could be identified:

— The presence of composers of various
artistic levels: the important composers
(prominent figures), composers of musical
works of smaller/regional significance, and
composers of small/local format.

— The availability of musical performers
who presented music from their repective

positions of professional musicians,
amateurs and folk musicians.
— The creation of musical

compositions, which included works by
Slovak composers, compositions imported
from other countries, copies of musical
works, edited pieces.

— The cultivation of music in churches,

monasteries, aristocratic palaces, city
theaters and bourgeois households.

— The development of musical
education strictly differentiated into

church, public, private schools and general
education.

— The existence of musical instrument
workrooms focused on the initial production
and subsequent improvement of musical
instruments.

— The work of publishers and printing
companies focused on distributing music,
books, and magazines with music-score
appendices.

— Establishment of musical contacts
with other countries in the form of exporting
or 1importing composers, performers,
musical and literary works, teachers. [17]

These separate components were not in
equilibrium with each other in the particular
stages of the development of Classicism in
music. Some of them predominated; others
developed to a lesser extent, or stagnated
temporarily. In the mutual context, however,
they created the image of a progressive
musical culture.
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Music and the Various Forms
of its Presentation

The Classicist period represents a
number of fundamental developmental
changes in music as understood from various
aspects. While the Baroque era defined
music as “God’s gift to be used to glorify
God” (Andreas Werckmeister, 1645-1706),
during the era of Classicism, music was
considered to be “an innocent luxury which
1s not necessary for our being, but serves to
please man.” (Charles Burney, 1725-1814).
Music has become a “noble amusement,”
fulfilling a hitherto unsurpassed aesthetic
ideal.

The Classical ideal of music did
not find the same prepared foundation
on Slovak territory, as it did in other
countries. In large towns, where the high
nobility and high ecclesiastical hierarchy
resided, 1.e. especially in Bratislava
and KoSice, it was recognized without
hesitation and time-wise corresponding
with the advanced FEuropean centers.
Musical life flourished in residences,
operas, concert halls, and music sounded
out in middle-class bourgeois salons as
well. Noble families maintained excellent
ensembles and invited, often employed,
the best musicians. “New” secular music
was cultivated in this environment and
the works of Joseph Haydn, Wolfgang
Amadeus Mozart, Ludwig van Beethoven
and other important Austrian, German and
Czech composers were well known.

In the rural areas sacred music
and Baroque-style works remained
predominant. Musical life was concentrated
in religious monasteries and churches, and
also in townsmen’s houses. Most specific
was the folk music in the rural areas,
which reached the imperial court due
to the efforts of skillful folk musicians.
For financial reasons the nobles also
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hired folk musicians to perform in their
ensembles, in addition to the excellent and
expensive top performers. They worked
for less money and brought interesting and
unusual elements to their environment.
Conversely, the musicians returned to
their home environments enriched by the
entertainment music of the nobles. The
result was a peculiar mixture of folk music
and aristocratic music.

In the conditions of Slovakia domestic
musical performances were also typical,
both in aristocratic and in middle-class
circles. The amateur, dilettante nobles
themselves were actively involved in
home music-making, and for that reason
they formed their repertoires from musical
compositions written directly upon their
request, which made allowance for their
weaker performance abilities, or, otherwise,
they played very simplified arrangements
of contemporary musical compositions.

The process of change in the musical
scenein Slovakiawasneither straightforward
nor uniform, albeit, it was significantly
shaped by progressive democratization and
secularization. The developing trend clearly
shifted from church music to secular and
from aristocratic circles to the environment
of the bourgeoisie.

A number of musical phenomena
characterizes the Classical period. Although
it is represented mainly by the works of
the important personalities among the
composers, their work is only a small
fraction in the whole bulk of compositions
which fulfilled the aesthetic ideal of this
wonderful epoch. At the time of the great
masters, there was an almost innumerable
amount of “Klein Meisters.” From their
pens various salon compositions — sonatas,
rondos, rondinos, variations, fantasies,
songs, string quartets etc. — spread around
at an enormous speed. Although most of
them fell into oblivion, at the time of their
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creation they were often more popular
(and the composers who wrote them more
favored) than the professional musical
works of classically perfect beauty and
universal intelligibility. [Ibid.]

The Pressburger Zeitung (Bratislava’s
chief newspaper) provided up-to-date
information on the musical culture in
Hungary. It was published in Slovakia,
and for a long time it was the most read
and sought-after periodical in the whole
Kingdom of Hungary.

Wien,

Aue Privatbrieien, vom 12 Dec.

i b é anck
o W Keaifel, Pleotpoteactommillicd abee bt

ripmte b bie weifen Drrevdausgen

Figure 3: Title Page of Pressburger Zeitung
from 1785°

Music in the Main Slovak Cultural
Centers

The level of musical culture in the
territory of Slovakia and its characteristic
features in the era of Classicism were
dependent on various general, external
(heterogeneous) and internal, specific
(autonomous) factors. The external factors
were linked to the entire territory. They
were formed by the economic, political and
territorial, religious, etc. conditions in the
Hungarian Kingdom. Various particular
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factors were often linked to specific
territorial areas and were based mainly on
their historical, national, cultural, musical
and geographical traditions.

According to Mudra [13], under these
influences, musical culture developed in
four territorial areas (in terms of the current
geographical structure of Slovakia, we
characterize them as West Slovakia, Central
Slovakia, Spi§ and East Slovakia) and
in two important centers, which reached
a European format, and therefore, are
perceived as trans-regional. In the following
portion of the article we shall focus on a
brief description of the situation in trans-
regional music and cultural centers, in the
towns of Bratislava and KoSice.

Bratislava

During the second half of the 18th
century in Bratislava, the coronation city of
the Hungarian kings, important European
magnate families cameto settleand gradually
built their prestigious palaces in the city
center. Members of the Eszterhdzy, Erdody,
Grassalkovich, Palffy, Balassa, Amadé¢,
Apponyi, Csaky, Keglevich, Viczay, Zichy,
and Szapary families organized music
academies and theater events, employed the
best performers and composers, founded
orchestras, built theaters, invited foreign
artists, and supported Slovak composers.

Although music academies, later named
concerts, were intended for the aristocratic
society,  their = progressive  patrons
occasionally made them available to the
general public. At the musical events, major
musical forms and genres of the Classicist
era were heard: instrumental concertos,
string quartets, symphonies, songs, operas,
cantatas, oratorios and a considerable
amount of dance, entertainment and salon
music.

A very important feature of that
time was the development of a new
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understanding of the functions of music.
Music in Bratislava appeared not as an
accompanying phenomenon, but as a
means of noble entertainment. It was a
primary and paramount affair and served
to please people and enrich their lives.
Therefore, a number of theater enthusiasts
from the ranks of nobility with the consent
and support of Maria Theresa decided to
build a permanent residential theater in
Bratislava. The chief initiator of the plan
was the Count Juraj Csiky, who “had a
new theater building built on the city's land
at his own expense.” [11, p. 2] The opening
ceremony took place in 1776. The theater
company of the Austrian theater director
and playwright Christian Hieronymus
von Moll was the first to perform there.
The performed play was Die Mediceer
(The Medicier) by Johann Christian
Brandes [1]. The construction of the modern
building was impressive, magnificent.
“The theater was characterized by
massiveness. It had three floors, on the first
and second ones were lodges; on the third
floor was a gallery. To the right of the stage
was a courtyard lodge with a separate
entrance, with height of two floors. A part
of the building was a reduta, which was
used as a dance hall. For the construction
of the building, Csdky asked the city to rent
a theater for twenty years. After his death,
the right was passed to his heirs.” [Ibid.]

The theater building stood on the site of
the present day Slovak National Theater.
It featured opere serie, opere buffe and
singspiels created by composers from
Slovakia and from other countries and
performed by international artists.

The success of Bratislava's opera,
testified by the immense numbers of
audiences attending it, was also enjoyed
by private companies, among which
the Opera Society of the Count Johann
Erdody was especially prominent. It had
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an ll-member permanent orchestra, to
which eight other members from the
infantry regiment, and four female singers
and six male singers were occasionally
invited. The Society performed works by
the great masters (Mozart, Haydn, Salieri,
Gluck, Paisiello, Cimarosa, Ditters von
Dittersdorf...), often only a few weeks
after their Viennese premieres. [15] The
frequency of performances was admirably
high: operas were staged twice a week,
but only upon the condition that the Count
was healthy. The opera was famous for its
beautiful scenes, luxurious wardrobes and
modern stage technology. Instrumental
concerts gained special popularity and
attention among demanding attendees
of music events. Most often, they hosted
private or church-based orchestras.
Among the best were undoubtedly the
Grassalkovich Orchestra, which had up to
24 excellent musicians during its peak [4]
and the Eszterhazy Orchestra, which had a
rich and diverse musical repertoire.

In Slovak music culture the Church had
played a decisive role since early times. Its
irreplaceable influence was also evident at
the time of Bratislava’s Classicist period.
The Church became one of the chief patrons
of music and, along with the nobility, the
most important shaping force of musical
life. Not only did it influence music in the
churches, namely, the sacred music, but also
made its contribution to the advancement
of secular music, concert life and musical
education. Among the residences of the
high ecclesiastical dignitaries, the most
important was that of Cardinal Jozef
Batthyany. His orchestra performed works
by composers from Vienna, Czechia,
Germany and Italy and also played musical
compositions written by the orchestra’s
musicians, many of whom were also active
as composers. (The Cardinal also offered a
position to Haydn, but the latter was satisfied
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with his service in the Eszterhazy estate
and therefore declined the Cardinal s offer.)
In numerous churches the liturgical music
by the local organists and capellmeisters,
most of whom were also active composers,
was performed. The Cathedral of
St. Martin, where coronations, weddings
and celebrations of the greatest holidays
took place, was a place of dominant
importance. Obviously, such and other
significant occasions were accompanied by
works by Viennese and Italian composers
and the best Slovak compositions.

The middle class entered the musical life
scene at the turn of the century. Concerts in
townsmen's salons and the town theater
were open to the general public. Various
music productions took place at the “Reduta”
(a permanent building for organizing dance
parties). [Ibid.]

Bratislava’s musical culture included
thriving printing companies with music-
score printers, publishing houses, music
instrument workrooms of European
significance and the newspaper Pressburger
Zeitung — the oldest German-language
newspaper in Hungary.

Musical Education

A rare attribute of musical culture was an
advanced and broadly recognized musical
education, which held an important position
in the entire Central European region, due to
the efforts of Franz Paul Rigler (1746—-1796),
a piano virtuoso, composer and pedagogue.
He was born in Vienna; at the age of 15 he
joined the religious order, where he took the
name of Ferdinand, and after having studied
philosophy and theology he was ordained as
a priest in Vienna. He devoted his whole life
to pedagogical activities: first, he taught in
German and Latin schools in Austria, then
he educated aristocratic children, and in the
mid-1770s he settled in Bratislava, where
he worked as a music professor. During
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the school reform, known as the Ratio
Educationis (1777), he was responsible
for the reforms in the field of music. [10]
At the Bratislava Main National School,
the so-called preparandia was established.
Itprepared future teachers ofnational schools
and retrained previously active teachers.
In 1775, Rigler founded the “Musikschule”
in Bratislava devoted solely to music
classes. It became the first public music
school and was considered to be one of the
best in Hungary. It achieved the status of
“model school” — “Musterschule.” Vienna
itself had to wait another four decades after
that time for a public music school to be
opened there. [13]

For the needs of the school Rigler
create and compiled material suitable for
progressive teaching and learning, the
instruction manual for piano teaching
“Anleitung zum Klavier fiir musikalische
Lehrstunden” [Instruction for the Piano
for Music Lessons], which has been used
in Europe long since. This textbook for
piano instruction was published reprinted in
all the then current cultural centers of the
Austrian Empire — first in Vienna, later in
Bratislava, then once again in Vienna, and
finally, in a revised form in Buda. Its aim
was to provide the necessary instrumental
and singing skills and music-theoretical
knowledge to teachers, since most of them,
in addition to their pedagogical work, also
held positions of organists and cantors.
The second unique textbook written by
Rigler was a comprehensive voluminous
work “Anleitung zum Gesange, und dem
Klaviere, oder die Orgel zu spielen”
[Instructions on How to Sing and How to
Play the Piano or the Organ]. It comprised
“a large amount of information about music,
teaching music, piano playing, singing,
music theory, forms, ornamentation, basso
continuo, counterpoint and composition.”

[18, p. 643]
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Figure 4: The Title Page
of Franz Paul Rigler's Textbook®

Anothersignificantenrichment of Slovak
musical education was the pioneering three-
section textbook for piano instruction with
the full title of “Ausfiihrliche theoretisch-
praktische Anweisung zum Piano-Forte-
Spiel, vom ersten Elementar-Unterricht
an bis zur vollkommensten Ausbildung”
[Detailed Theoretical and Practical
Instructions on How to Play the Pianoforte
from the First Elementary Lessons all the
Way to the Most Complete Training] by
Rigler’s pupil, Johann (Jan) Nepomuk
Hummel. “Following
extensive contemporary scholarly treatises,
it contains a thorough and clearly
presented theoretical part supplemented by
more than two thousand musical examples
and exercises ... An artistic universality
best characterizes and distinguishes this
work by Hummel from his contemporary
models.” [16]

This important pedagogical treatise
is one of the first methodological works
written which applied logical and rational
fingerings. Its writer, a native of Bratislava,
composer Johann Nepomuk Hummel
(1778-1837) lived a prolific creative life in
Vienna as a musician of European format
at the time of the crossroads between the
eras of Classicism and Romanticism. He
had professional and personal contacts with
the greatest personalities of the musical

the example of
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world: he became an intimate friend with
Beethoven, who was eight years older
than him; for two years he was a pupil of
Mozart, who called him a “miracle child”
and lodged him in his household; as a child
he played to Haydn, and later performed
with him in London, and finally, following
him and upon his recommendation he
accepted the post of the concertmaster in
Prince Eszterhazy’s Eisenstadt ensemble.
Further, he took composition lessons with
Johann Georg Albrechtsberger and Antonio
Salieri; he met Lorenzo da Ponte and Johann
Wolfgang von Goethe, both of who admired
him; his artistic horizons were greatly
expanded due to the number of concert
tours throughout Europe, where he became
friends with Muzio Clementi, FranciSek
Xavier Dusek, Jan Vaclav Tomasek, John
Field, Carl Maria von Weber, Niccolo
Paganini, Luigi Cherubini and many other
notable musicians. [17]

The importance of Hummel's personality
for the development of Bratislava’s
musical culture is indisputable and
extremely abundant. The eternally grateful
residents of Bratislava presently continue
to commemorate their countryman with
attractive music events by organizing
annual concerts made entirely of Hummels’
musical compositions, Johann Nepomuk
Hummel International Piano Competition,
the Johann Nepomuk Hummel Days of
Chamber Music, scholarly symposia and
international conferences.

KoSice
During the Classicist era KoSice became
one of the important European cities by the
number of inhabitants, the size of the area,
the artisans’ trade and handicraft production
(460 workrooms were active in the town),
the political power of the Church hierarchy

and nobility, and the internationally
important trade routes. KoSice had a highly
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developed musical education, construction,
and culture. The city’s musical life bore all
the hallmarks of the contemporary European
musical centers of that time. [8]

The musical events in KoSice were
instigated mainly by the Church, and later by
the bourgeoisie. The cultural contribution of
the nobility was not as significant as it was
in Bratislava, where the highest aristocracy,
headed by the royal court, was concentrated.
The nobility of KoSice most often did not
host their own instrumental ensembles or
organize any epideictic music
events. KoSice has entered the
history of music mainly with its
church music, opera performances
and advanced musical education.

Naturally, the churches were
the centers of sacred music. The
musical score sources from their
archives confirm that music
written in the Baroque style had
been preserved in KoSice for quite
a long time, well into the Classical
period. It was only gradually
being replaced by an interest in
the early Classicist works and,
still later, in compositions with
the stylistic features of high Classicism.
Kosice focused mainly on Czech composers,
but also gave prominence to Viennese and
Austrian masters, and of course, performed
works by its compatriots in Slovakia.

The most important church in the
city was the Cathedral of St. Elizabeth,
which was the church of the Bishop of
KoSice. He maintained eight permanent
musicians and filled the positions of
organists and capellmeisters with talented
and organizationally capable musicians
(FrantiSek Xaver Zomb and Jozef Janig
excelled in their prominence, in particular).
The latter were in charge of the regularly
occurring high-level performances of vocal
and instrumental music. Secular works
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were also performed, as evidenced by the
symphonies the scores of which have been
found on the church loft. They came from
an unknown composer and recall the early
style of Haydn. These symphonies were the
property of organist Jozef Janig. In order
to perform them, the musical director of
the parish had to involve a complete cast
of string instruments, as well as a pair
cach of the wind instruments, in addition
to the clarinets which were available at the
Cathedral. [9]

| 1
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Figure 5: The Cathedral of St. Elizabeth in KoSice;
the Center of Sacred Music During the Classicist Era®

In KoSice the university students actively
participated in the regular performances of
sacred and secular music. Their “home”
church was the Church of St. Trinity. The
musical works of the masters of High
Classicism from Slovakia and from other
countries were most often heard in the
Dominican church.

Theater. The first opera companies
continued to develop the tradition of
traveling theatrical troupes which had
often visited the town. One of the first such
troupes arrived in the town in 1781 and
was able to perform only in a wooden hut
in the town square. The audience numbers
at that time were very low: the nobility
considered the place to be very humiliating.
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Moreover, the nobles had to be taken back
to their homes together with lighted fire
torches after the performances for reasons
of safety; the middle-class townsmen
considered the hut to be unsatisfactory, and
the students were forbidden to enter the
theater to avoid moral decline. The town
council did not permit any other interested
theatre companies to play even in that hut,
they were allowed to perform only behind
the town walls. At that time the Jesuits
were the most accommodating for the
theatrical troupes; in justified cases, they
lent the premises of their school theater for
performances.

The first permanent theater building was
put into service in 1789 [19], probably for
the sake of performing Mozart’s opera “The
Abduction from the Seraglio.” According to
historians, it was “too large” for the scant
amount of interest of the population in
Kosice, and theater directors avoided it due
to its high costs. The theater director, Karol
Steinhard, noticed a huge theater building,
and he saw future revenues. But his hopes
were not fulfilled, because the attendance
of the nobility was not high in Kosice. The
citizens of KoSice did not show such a great
support to the theatre as in other big Slovak
towns.

The beginning of the 19th century was
linked to a more regular and richer opera
life. The residents of KoSice were able to
attend performances of operas by Mozart,
Dittersdorf, Salieri, Rossini, Cherubini
and others which were brought by German
opera companies. Therefore, the KoSice
theater was German. However, in 1816, the
first Hungarian theater company arrived in
Kosice. The town council began to subsidize
the theater, collections were made in the
town, and the operas began to be performed
in Hungarian. At first, the residents looked
forward to the change, but they did not
understand the text, and gradually, albeit only
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briefly, the Germans returned to the scene. In
1828 they were again replaced by Hungarian
actors and singers. The Hungarian singer
Rézsa Déry became the darling among the
Kosice residents, who celebrated her and
wrote poems about her. She sang exclusively
in Hungarian — even Mozart's operas. She
significantly contributed to the popularity of
the theater. [7]

Figure 6: Rézsa Déry, the Favorite Singer
of the KoSice Residents’

Music schools. The first music school
in KoSice was established in 1784 as the
second music school in Slovakia. In the
beginning it existed as a part of a larger
public school, but after four years, the
“Musikschule” became independent. It was
accepted by the town into its system, and
the teachers were financed from the town
treasury. The teacher positions were held by
the best organists, among whom Francisek
Xavier Zomb and Jozef Janiga stood out.
They taught singing and organ performance
and educated cantors and organists for
the needs of churches. Together with their
students, they regularly participated in the
musical events in KoSice. [2]

The musical culture of KoSice was
significantly enriched by contemporary
printing companies, music publishers and
manufacturers of musical instruments.
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Conclusion

The musical culture in Slovakia was
extremely rich and developed in the context
of European Classicism, albeit, with its own
specific features. According to the latest
musical-historical research, Classicism in
Slovak music can be defined as existent
between the years 1760 and 1830. The trend
of development was clearly an expansion
from church music to secular music and
from aristocratic circles to the environment
of the middle class. While in large towns,
secular music was cultivated in the spirit
of the Classicist style, in the rural areas
sacred music and Baroque-style music
remained predominant. Musicians from
neighboring territories greatly influenced
the development of musical culture in
Slovakia, and vice-versa, musical stimuli
from Slovakia spread through composers,
performers and teachers to other European
countries.

2021, 1

The largest cities, Bratislava and Kosice,
became the centers of musical culture
centers of trans-regional importance, and
reached a high European level. In both
cities the representatives of the musical
circles also imparted advanced music
education, which had gained a priority role
as a result of the establishment of the first
public music schools, the “Musikschule.”
The music school in Bratislava was named
the “model school — Musterschule” and
rated as one of the best in the Hungarian
Kingdom. A significant benefit of these
schools was the use of original pedagogical
and methodological music literature, in
acceptance of the then current requirements
of practice.

In present-day Slovakia intensive
musical-historical research is continuing up
to now, detailed study of source materials
from the Classicist period in music is
expanding, and systematic scholarly
research is broadening and deepening.
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BAausinne pycckux 6asretoB B XX Beke: «’Homme sans yeux, sans
nez et sans oreilles» («<YeroBek 6e3 raas, 6e3 Hoca 1 6e3 yuueri»)
Xo3e Coaepa KacaboHa u «[lapaa» Ipuka Catu

B craree maérca mmpokas onenka ¢urype Xoce Conepa Kacabona yepe3 ogHO U3 €ro
OCHOBHBIX Mpou3BeAeHuil — 0anet «L'homme sans yeux, sans nez at sans oreilles» («Ho.S.Y.N.O.»)
(«Yenoek 0e3 a3, 6e3 Hoca u Oe3 yIei»), HaMMCAHHBII M0 MOTUBaM MO3MbI «Le musicien de
Saint Merry» I'mitoma Anomnunepa ¢ nexoparusmu [labno Ilukacco. «Ilapag» Dpuka Catu u
«Ho.S.Y.N.O.» Conepa Kacabona — nBa 6aneta, co3nanusie B 1917 roay. PazHunia Mexay s3TumMu
JIBYMsI MIPOU3BEACHUSAMHU 3aKJIIOYaeTCs B Cy/IbOe, BBIMABIIEH Ha OO KaKI0ro B roasl [lepBoit
MUPOBOI1 BOWHBI, M HE TIO3BOJMBIICH UCTOTHUTH 0fHO M3 HuX. Conep Kacabon mpoBén ocraTok
JKU3HU, TIBITASCh YBUAETh PE3YNIBTAT CBOEH paboThl, HO O€3yCHEeIIHO.

KiroueBbie chopa: ['mitom Anomnunep, 6aner, Xoze Conep Kacabon, [Tapmxk, Dpuk Caru,
«ITapamy.
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INTRODUCTION

José SolerCasabénwasbornon 31 August
1884 in Mequinenza (Zaragoza, Spain) and
died on 3 March 1964 in Paris. There is little
known about his musical training or his
first teachers. Nevertheless, if we examine
and analyze the first compositions that the
Spanish musician wrote at the age of fifteen,
including his sonatas, motets and fugues,
there is no doubt that Antonio de Cabezon
and Johann Sebastian Bach were among the
carly influences on him'. By the age of 15,
he had composed music for violin and piano,
two sonatas and a number of melodies to
accompany poems written in Catalan [9,
p. 4]. José Soler Casabon was a master of
the classical guitar and the piano, and he
was an excellent violinist. When he and his
family moved to Barcelona on November
26, 1901, he was already 17 years old.

In the first decades of the 20th century,
Paris developed into an internationally
renowned cultural and artistic city. In 1907
Serge Diaghilev organized the first Russian
concerts and it was in that year that Soler
settled permanently in Paris, possibly driven
by the cultural fervour-taking place in the
French capital>. He frequented the Bateau-
Lavoir, where painters such as Georges
Braque and Pablo Picasso, poets like Max
Jacob and Pierre Reverdy, writers such as
Guillaume Apollinaire and Maurice Raynal
and composers like Darius Milhaud and
Arthur Honegger would often meet. On June
16, 1917, at Apollinaire’s presentation of
Oeuvre de Soldat dans la Tranchée, a piano
piece by Soler Casabdn entitled Soliloque
was performed [12, p. 146]. In the same
month, the North-South journal published
an article in which Pierre Reverdy affirmed
that, “Soler is considered to be a revelation
musician, demonstrated by his remarkable
talents. Nonetheless, too much is expected
from this musician who has just appeared on
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the Parisian musical scene”. Reverdy also
stated “Soler was one of the most intelligent
and brilliant people he knew, the only person
with whom you could talk man to man, face
to face’”. However, it is striking that almost
nobody had ever heard either of him or of
his music, and only a few musicological
studies mentioned the name of this artist.
Moreover, when exploring his musical
career and analyzing his compositions,
there is no doubt that he was a composer
who mastered and knew the compositional
styles of the time as will be described later
in the analysis of his ballet.

CALLIGRAMMES:
LE MUSICIEN DE SAINT MERRY

In 1916, the reappearance of the figure
of Apollinaire symbolized the renewal of
intellectual activities. Apollinaire created
a ballet based on his poem Le Musicien de
Saint Merry, which had appeared in his work
Calligrammes*. Apollinaire commissioned
Soler Casabon, to compose the musical
part of this huge work. The first version of
Le Musicien de Saint-Merry was named
A quelle heure le train partira-t-il pour
Paris? Itwas conceived by Apollinaire based
on his poem’. Alberto Savinio composed
the music, Francis Picabia created the
sets, and Marius de Zayas choreographed
the dances®. Nevertheless, at the end, the
project could not be developed because of
the beginning of the Great War. Due to the
war, several concert halls had closed down.
Between 1916 and 1917 various poetic and
musical events took place in theatres and
cultural centres such as Lyre et Palette.
Roland Manuel gave a lecture on Erik Satie
on Tuesday, April 18, 1916, and on that day
the idea for the ballet Parade was born [9,
p. 7]". It was Cocteau who ousted Soler at
the Lyre et Palette evenings. Pierre Reverdy
alludes to it in Le Voleur de Talan, a novel
published in 19178, Being enthusiastic about
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Soler's music, Apollinaire had asked him
for a score for his ballet adaptation of the
Le Musicien de Saint-Merry. “1 want you
to make the music (he said), because it has
to be passionate™. In 1917, Soler Casabon
took over the project, slightly modified,
and it was renamed L'Homme sans yeux,
sans nez et sans oreilles (Ho.S.Y.N.O.)".
The poem Le Musicien de Saint-Merry is
about a flautist with no face who travels
through a historical Parisian neighborhood
and whose life is juxtaposed with a realistic
picture of daily life. In June of the same
year, Soler Casabon composed a version of
the ballet for two pianos and completed a
final version five months later'’. In a letter
written in French, he confesses to Picasso,
“I have written this music from beginning
to end with great enthusiasm. I can assure
you that it is almost impossible to find flaws
in it; there is always something to maintain
the interest, since I have created it not only
with my heart and head, but also with my
whole body, and in certain passages, with
all my passion”? [9, p. 8].

On May 18, 1917, les Ballets Russes
gave a production of Satie’s Parade. The
choreography was by Massine and the sets
by Picasso. In the program, Apollinaire
celebrated the alliance of painting and
dance with music, a sign of the advent of
a more complete art, which he named with
a new word, surrealism. He considered
Parade as “the starting point of a series
of manifestations” of [’Esprit Nouveau:
Les Mamelles de Tirésias and Ho.S.Y.N.O.
among others [Ibid., p. 3]. Parade was to
become a meeting point in which painters,
musicians and poets were to understand
each other and this was absolutely new
in France. During the First War, a letter
addressed to Leonide Massine dated May 21,
1917, published by Ornella Volta in Satie/
Cocteau states: “Choreography and music
are par excellence the surrealist arts since

the reality they express always transcends
nature. <...> [ hope to have the opportunity
to meet you before you leave and to tell you
what I think about this. I shall also show
you a project which may please you and the
charming Diaghilev as well” [11, p. 43]".
The work to which Apollinaire referred was
undoubtedly L'homme sans yeux sans nez
et sans oreilles [9, p. 6]. Thus, two ballets
were born in 1917, Parade (with music by
Erik Satie, sets by Picasso and choreography
by Leonide Massine) and L'homme sans
yeux, sans nez et sans Oreilles (with music
by Soler Casabon, sets by Picasso and
choreography by Leonide Massine)'4.

The context in which they are conceived,
both historically —Cocteau comes and goes
between the battlefront and his work on
Parade —and aesthetically — given the avant-
garde nature of the works — means that a
comparative analysis is appropriate for the
study that concerns us, namely, to determine
whether the ignorance surrounding the figure
of Soler Casabon on the current international
music scene responds to aesthetic criteria or
to other factors unrelated to the quality of
his work. Firstly, music, as an abstract art
par excellence, has a surrealist component
per se, insofar as, when presented by itself —
that is, pure music — it is capable of evoking
imaginary universes in the listener: it is
therefore capable, beyond its aesthetics, of
the super réalité", that moved the artists
of pictorial surrealism in the 1920s in their
search for the oneiric; of that which is born
from one’s subconscious. On the other hand,
this inherent capacity of music to suggest
the unreal means that certain aspects of
literary, pictorial or ready-made Surrealism
become the main elements, while in music
the unreal aspect is always paramount and
inevitable. The coexistence of different
aesthetical genres in a reduced space of
time, what we could rightly call a collage,
1s undoubtedly one of the main elements
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of musical Surrealism, but it is proposed in
such a way that the unexpected generates
that new aesthetic framework within which
everything can happen. It is, therefore, the
result of a “juxtaposition of historically
devalued fragments in a form of montage
that allows them to create new meanings
within a new aesthetic unit” [8, p. 133]. A
good example of this, as we said, can be
found in Erik Satie's Parade, and especially
in Acrobates, where the use of synthetic
cutting, i.e. the abrupt interruption of one
material as a link to another, becomes more
and more extensive.

Unfortunately, Apollinaire died on
November 9, 1918, a victim of the ‘Spanish
flu’ pandemic that had broken out that year.
Soler Casabdn was greatly discouraged and
decided to return to Barcelona where he
wrote in French “I’ll file this music away”
[9, p. 11]. The death of Apollinaire, the
consequences of the war and the various
changes in management at the Opera House
in Paris were all obstacles that delayed the
premiere of Soler’s work. As a result of the
war, several concert halls had closed their
doors and musical events could take place
in a variety of unusual places. Nonetheless,
Parade was premiered at the Théatre du
Chatelet and Ho.S.Y.N.O., which was also
to be premiered at the same place, never
had (nor has had up to the present day)
the opportunity to be performed. In 1934,
Soler Casabon orchestrated the Prelude and
the first painting for L’homme sans yeux,
sans nez et sans oreilles (Ho.S.Y.N.O.).
The manuscript of the musical composition
consisted of 22 pages with 32 musical
staves'®. During the wartime years (1940—
1945), information about the musician
and his whereabouts becomes scarce'’.
We know that he lived as he was able to
and radicalized his music, breaking with
the aesthetic movements of the early
20th century. His stylistic orientation
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led to the exploration of a system that he
called systeme commatique, approaching
a style that shares similarities with both
Schoenberg and Debussy'®. He structured
andrealized his musical language, so that the
division of the scales was arranged not into
tones and semitones but into quartertones
and commas. This shows the interest the
Spanish musician had in discovering the
German compositional techniques that
were being developed at that time. Despite
Apollinaire's death, Soler Casabon did not
give up on his attempts to get the ballet
performed. Thus, in 1945 he held a concert
under the sponsorship of Roger Désormiere,
who was at that time one of the executives
of the Paris Opera. He recommended that
the composer meet with Picasso to prepare
the orchestration and division of the scenes,
and he would do whatever was necessary to
ensure its performance at the Palais Garnier
in Paris. The realization of this staging took
place in 1945, but once again, Soler was
unlucky, as Désormiére had to leave the
position he occupied at the Paris Opera
House in 1945. Although the reputation
of this group composed of Apollinaire,
Picasso, Désormiére and Serge Lifar was
undoubtedly high, the fate of this project
was once again impossible to predict.
Soler Casabon worked hard to design
this show and throughout 1945, he worked
on projecting the staging and tried his best
to recall the conversations he had had with
his friend Apollinaire. Analysis of this
second more complex orchestration reveals
that Soler thought about the arrangements
as if they were to hypothetically perform
the concert at the Paris Opera. In the early
months of 1955 Soler approached Philippe
Erlanger (director of the Association
Frangaise d’Action Artistique) with a
request for his assistance in convincing
Maurice Lehman (director of the Theaters
Lyriques Nationaux) to allow Soler to
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stage the ballet at the Paris Opera House.
On April 1, 1955 the Reading Committee
of the Réunion des Thédtres Lyriques
Nationaux informed Soler that a positive
decision had been taken [4, p. 36]. This
renewed opportunity encouraged him to
write to Picasso once again, recalling the
good reception he had had on stage with
the ballet at the time of Désomiere. Soler
asked him to create the set design with
the aim of realizing Apollinaire’s wishes.
Unfortunately, Picasso never answered.
Consequently, the great work that Soler
Casabdn had been waiting to see represented
for 38 years, was once again put aside. He
lived his last days in extreme poverty. In
1961, he signed a petition at the Town Hall
of Paris in Montparnasse for support due to
economic hardship. His health continued to
deteriorate and after a fainting spell he was
admitted to the Hospice of Villejuif. José
Soler Casabon died on 9 March 1964.

CONCLUSIONS

Even if the script is no longer available,
the wealth of knowledge accrued around
the figure of Apollinaire, his work and
his aesthetics can be sufficient to assume
a significant amount of surrealism in
L’Homme sans yeux, sans nez et sans
Oreilles (often very close to and even
merging with symbolism, as can be seen
in some other works by this author). Soler
Casabon can — and, in our opinion, must —
be understood from this same perspective
and is therefore framed in a “musical and
philosophical discourse” that “claims to
define an authentic new musical philosophy”
and that “reveals its best illustration <...>
in the music by those composers who, like
Debussy, were in search of an alternative to
the stated expressivity based on a path full
of pride and predetermination” [5, p. 38].
The music possesses a stated expressivity,
which veers towards the drama that can
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be heard in the German post-romanticism
of Mahler and Richard Strauss, and that
provides an important counterpoint to those
contemporary musicians, whose works are
for the most part lyrical, subtle, evocative
and surreal. Thus, the “ancient” dichotomy
between Impressionism and Symbolism
in the music of these composers is today
more than ever of dubious value if its aim
is not to reveal what is behind its maximum
aesthetics. Meanwhile, it is hardly helpful
to define them as an opposition to both
the classical and the romantic conceptions
of development and continuity, since
their vision on musical structuring has
no parallel so far. Their orchestration
transforms into “a musical palette that is
muted and even colourless, with a great
prevalence of delightful shades of grey” [6,
p. 32]. Once again, it may be appreciated
in some other composers’ music such as
Erik Satie’s Parade, a ballet we already
mentioned and that we will use as a point
of contrast to Ho.S.Y.N.O. because of the
extensive connections between them. They
demonstrate a similar approach both to
the orchestration and to the treatment of
development. With regard to the former,
some aspects may be mentioned: the use of
unusual percussion instruments — even the
incorporation of sounds we would rarely
consider as musical, such as typewriters etc.
— which provide a coloristic and textural
element that transforms the concept of the
orchestra as a whole. As to the latter, we
find that the use of abrupt interruptions as
a modus operandi to juxtapose different
musical images is an element shared by both
ballets, as also by others such as Le Sacre du
Printemps by Igor Stravinsky — perhaps the
greatest example of this technique. To strike
a comparison with the other arts, Picasso’s
Cubism and Duchamp’s ready-mades may
be considered stylistically aligned with this
technique.
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We see the need for an article such as this
as a step, on the one hand, towards publishing
his major works, and, on the other, as a
means by which to reveal the aesthetic and
technical quality within Soler Casabon’s
work. This article may be supplemented
throughout by reference to the full score,
which was the main material used for the
development of this study and which can
be found on the website of the Bibliotheque
Nationale de France. Both the historical and
the geographical contexts offer examples of
the composers with whom he can be in some
ways compared, especially from an aesthetic
angle. Satie, Debussy, Ravel, Albéniz, Falla
and Stravinsky can all, in some ways, be
associated with Soler Casabon.

Satie’s Parade and Casabon’s Ho.S.Y.N.O.
may be considered as belonging to the same
tradition and circumstances and, as we

2021, 1

said in this article, constitute two of the
first surrealistic expressions in art. That
is why we propose an approach to Soler
Casabodn’s music based on a comparative
analysis between both authors. At the same
time, we understand that an analytical
and aesthetic appraisal of a piece not yet
performed or recorded inevitably entails
certain difficulties especially with regard
to the appreciation of the work as a whole.
The lack of success does not indicate that
his work is less valuable; on the contrary his
work followed the compositional modes of
the time. After analyzing the orchestration
of the ballet, we can confirm that José Soler
Casabon was a Symbolist composer, who
perfectly knew and mastered the techniques
of his time and who can be considered, at all
levels, as the outstanding personality of his
generation.

Sy NOTES o< <

' Unfortunately these works have been lost in a fire.
2 Inaradio interview, Soler Casabodn states that he arrived in Paris when he was 23 years old, that

1s, in 1907, but in 1903, he must have been in the capital because, according to Pierrette Gargallo,
his father stayed in his friend Soler Casabon’s studio at 3 rue Vercingétorix de Montparnasse [4,
p. 36]. See: Interview with Soler Casabon by Jean Bouret. Studio 27 RTF, 28th july 1953, Paris.

3 See: Reverdy, P. Nord-Sud Revue Littéraire. (Réprint, Ed. JM- Place, 1980), 1917, p. 31.

4 This classic work of French literature was first published in Les Soirées de Paris n°21,
15 February 1914 then Calligrames was published in Paris by Mercure de France on April 15th,
1918. See: Apollinaire, G. Calligrammes. Poeémes de la Paix et de la Guerre 1913—1916. Paris:
Mercure de France, 1918.

3 In July 1914, Apollinaire had already conceived the plot of the show.

¢ In July 1914, in collaboration with Francis Picabia and Marius Zayas, Guillaume Apollinaire
created a pantomime entitled: A quelle heure heure un train partira-t-il pour Paris? which came
from a verse of the poem Le Musicien de Saint Merry. This pantomime was transformed into a
ballet by Guillaume Apollinaire because Alfred Stieglitz wanted to perform it in 1915 in the United
States but the project was prevented due to the war situation at the time.

7 The French musicologist Damien Top describes the orchestra planned by Soler Casabon as
classical. Its “modernity” did not lie in the use of specific sound effects as Satie did in Parade, but
in the meticulousness of the gradation of the signs of intensity as well as in the use of a Heckelhorn
(akind of oboe, but of a different size and sonority) and a saxophone. See: Poulenc, F. Mes Mélodies
et leurs Poetes. Conference: Journal de I’Université des Annales (1947): 36, pp. 507-513.
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8 The coexistence of the artistic and the cultural had been already practiced at the Lyre et
Palette theatre in Paris. Personalities such as Picasso, Apollinaire, Reverdy Cendrars, Cocteau
and Soler Casabdn participated in this association. At one point, Cocteau's presence was greater in
that association, and when he found that there was only one musician, “rather lazy” (it was Soler
Casabon), he invited Satie and his friends to participate. See: Reverdy, P. Le Voleur de Talan.
Avignon: Rulliere freres, 1917. See also: Reverdy, P. Nord-Sud Revue Littéraire. (Réprint, Ed.
JM-Place, 1980), 1917, p. 31.

? Apollinaire needed to find a suitable musician for the level his ballet demanded. He considered
that the musical contribution in the ballet was very important as it was a “surrealist” part. Thus,
Apollinaire, being enthusiastic about Soler's music, asked him to compose it. [9, p. 8]. See also:
Pierre Albert, B. Propos d’un Théatre Unique, in: SIC, 8-9-10, aolt-septembre-octobre 1916,
p. 64.

1% The plot of the ballet was typed by Soler Casabon on four green pages entitled H.O.S.Y.N.O.,
an acronym for the verse /'homme sans yeux, sans nez et sans oreilles. Because of the absence of
any corrections, it can be assumed that (as Willard Bohn points out) there is an original that has
been lost.

Tt is thought that Soler Casabon began to compose a version for two pianos from June 1917
and that he finished it about five months later. In a letter written in French, he confessed to Picasso:
“I wrote this music from the beginning to the end with great enthusiasm. I can assure you that it
will be difficult to find a blade of straw, everything is grain, since I have created it not only with
my heart and head but with my whole body and, in certain passages, with all the passion of which
I have been capable” [9, p. 8].

12 José Soler Casabon’s letter written to Picasso, 1917. Picasso Museum. Paris.

3 Apollinaire gave relative importance to the musical part of his theatrical work, but in his
letter of 21 May 1917 to Leonide Massine, we see that in relation to the musical part he was now
more demanding for his ballet. See: Pierre Albert, B. Propos d’un Théatre Unique, in: SIC, 8-9-10,
aolt-septembre-octobre 1916, p. 64.

4 Apollinaire had planned to present his ballet to Sergei Diaghilev and perform it at the Théatre
du Chatelet. In November 1917 the Russian revolution broke out and this led to the suspension
of the Russian ballet season. After the premiere of Parade on 18 May 1917, the Russian ballets
stopped being staged in Paris. They did so again on 2 February 1920 with Stravinsky’s Le Chant du
rossignol. See: Rollo H. Myers. Erik Satie. New York: Dover Publications, Inc., 1968.

15 Breton, Manifeste du surréalisme (1924).

!¢ Pablo Gargallo, a great sculptor, friend and compatriot of Soler Casabon, died in 1934 at a
time of great artistic fulfilment. That same year, and perhaps in memory of his friend, Soler Casabon
resurfaces and, in a 22-page manuscript, orchestrates the prelude and first act of H.O.S.Y.N.O.

7" According to the French musicologist Damien Top, when the Popular Front triumphed in
France in 1936, Soler Casabon moved to Spain. It is likely that his proximity to the ideas of the
workers' movements in republican Spain was what made him return to France at the end of January
or early February 1939.

18 Soler Casabon’s experiences in the war led him to make a radical break with the aesthetic
movements of the early 20th century. The systéme commatique used by the composer was a division
of the musical scale into quarter-tones and commas instead of tones and semitones following his
own method of signs. See also: Poulenc, F. Entretiens avec Claude Rostand. Paris: Julliard, 1954.
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[IpoGnemHass Hay4dHO-UCCleNOBaTeNbCKasg JIaboOpaTopusi MY3bIKaJbHOTO  COJIEpKaHUS
Bonrorpaackoro rocy1apcTBEHHOTO HHCTUTYTa UCKYCCTB U KYJBTYPBI CYLIECTBYET OoJiee 1eCsITH
net. OHa cocTaBuiIa BaKHYIO BeXy GOpMUPOBAHUS HAYYHOM HIKOJIBI My3bIKaJIbHOTO COAEPIKAHUS
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MY3BIKaJIbHOTO cofiepkaHusi. PykoBOIUTENS U «BBIITYCKHUKOBY IIKOJIbI — TOKTOPOB U KaHANIATOB
HCKYCCTBOBEJICHUS U KYJIBTYpPOJIOTHH — OOBEANHSIET TEeOpeTHUECKas KOHLENIINSI, HalpaBIeHHAs
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general and particular features in a musical
portrait as such.

Somewhat later the collective

The benchmark of Professor Liudmila monograph “Muzyka nachinayetsya tam
Pavlovna Kazantseva’s trend related to gde konchayetsya slovo...” [“Music Begins
musical content was the diplomathesisabout =~ Where the Spoken Word Ends...”’] saw the
musical intonation and the dissertation for  light of day. It is particularly on its pages and in
the degree of Candidate of Arts written by its  other publications that spectrum of questions
founder dedicated to thematic derivations®>.  developed from which subsequently the
After a certain period of time a small book author’s theory was crystalized, which has
of a popular-academic scope was published, received its manifestation in her dissertation
which disclosed the specific features of for the degree of Doctor of the Arts and has
the portrait genre as an interdisciplinary integrated itself into the theoretical concept
phenomenon and also demonstrated the of musical content®.

Musical Content — from Empiricism
to the Teaching
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The essence of the conception of musical
content actualized within the framework of
systematic-structural methodology, consists
in the following. When setting before himself
the goal of reactivating within the listener’s
consciousness the spiritual side of music
manifested in the sounding texture of a work,
the musical scholar develops the structure
of the musical composition’s content,
based on two fundamental principles: the
vertical and the horizontal. At the same
time, the vertical principle initiates the
directedness towards meaning-generating
activity (activity of thought) which is
distinguished for its continuous creation of
“new meanings, eluding already revealed
meanings, modifications of previously
realized meanings (reevaluation), possible
interactionsbetweenthoughts,etc.”[4,p.21].
The horizontal principle correlates with the
cultural-historical aspect of musical content
as “the spiritual side of music embodied in
sound, generated by the composer by means
of the objectivized constants (genres, pitch
systems, compositional techniques, forms,
etc.) developed within it, actualized by the
performing musician and formed in the
listener’s perception” [Ibid., p. 12].

When accentuating her attention on the
fact that musical content essentially presents
aprocess unfolded in ceaseless motion which
excludes any kind of statics whatsoever,
Kazantseva focuses her research-oriented
perspective on dramaturgy, designed to
provide the process of disclosing the
musical composition’s content on the most
varied levels:

— on the level of musical sound;

— on the level of the lingual resource
of music (tonal dramaturgy, timbral
dramaturgy etc.);

— on the intonational level (intonational
dramaturgy);

— on the figurative-artistic level
(figurative-artistic or musical dramaturgy,
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which also includes within itself the spatial-
temporal aspect of the musical image);

— on the accumulating level of the
musical composition’s main theme and
chief idea;

— in the presence of the composer
permeating the entire musical whole.

It 1is significant that the semantic
system created within the consciousness
of the analyzer is compiled not as much
from its numerous components as from
the innumerable quantity of the possible
connections between them. In other words,
each of the indicated definitions makes
possible the turn to the accompanying
sub-conception, which creates the optimal
conditions for the tenability of the dialogue
of conscious perceptions. The professor’s
students also become involved in this process
— not only of artistic, but also of scholarly
generation of meaning®. Thus, the semantic
approach towards tonality elaborated by the
founder of the school [10] has received its
development in Svetlana Orlova’s diploma
thesis about the semantics of tonalities in
the musical legacy of J. S. Bach and Olga
Bozina’s dissertation for the degree of
Candidate of Arts which is chiefly focused
on Nikolai Rimsky-Korsakov’s opera legacy.

The researcher stems from her
understanding of musical intonation as a
multilateral (multi-faceted) whole [5; 6],
which has found its natural continuation in
the diploma theses of Sergei Bukhtuyev and
Tatiana Matveyeva. The indicated issue-
related field obviates the succession of
generations — of representatives of Russian
musical scholarship from the 20th and
early 21st centuries, while Boris Asafiev’s
monographic research devoted to musical
intonation acquires the status of a “starting
mechanism.”

In 1its turn, musical-artistic imagery
undergoes elaboration on three figurative
spheres which disclose the universal
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“objective sides” for music: the Human
Being, the World, Music. Revealing the
existential plan of musical compositions,
at the center of which stands music itself
as an active meaning, Kazantseva concurs
with  Vyacheslav Medushevsky, who
discloses the spiritual-moral foundations
of musical existence [7]. Articulation of the
aforementioned “objective side” through
the prism of the fugue is demonstrated by
Irina Vasiruk, who indicates in the music of
Russian composers of the last third of the
20th century such characteristic concepts
for the figurative sphere of the Human
Being such as “contemplation,” “motion,”
“utterance” and “condition.” The questions
of dramaturgy unfolded in the opposition
of the Human Being vs. the World are
posed by Olga Shmakova, who builds
convincing argumentation regarding the
significance of the finale in the symphonic
cycles by Bartok, Honegger and Hindemith
as a “strong position of the musical text”
(Irina Arnold), setting a special vector
for the process of generation of meaning.
Yet another mini conception in which
the reference point has been provided by
the concept of the chronotope, which is
crucial for Mikhail Batkhtin’s philological
studies has been placed at the foundation of
Svetlana Mozgot’s scholarly investigations.
Their resulting quality has made it possible
to assert that in the art of music the category
of space acquires the status of a semantic
phenomenon. Time and space in the theater
of the screen has also found its way into the
focus of Svetlana Sevastyanova’s scholarly
interests.

Despite the differences of style,
analytical experience, approaches towards
cognition of the substantial side of music,
as well as the angles of research, the
following tendency has become generally
common for the pupils of the school headed
by Kazantseva. Each of the elements which
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enters the semantic hierarchy appears both
in the fold of the musical composition itself
and beyond it, having been actualized in the
activities of the performing musician and
the listener. Such an approach is stipulated
by the textual nature of the musical
composition and of the human being as
such, i.e., their isomorphism.

From this angle Kazantseva’s perspective
of musical content corresponds with
Bakhtin’s dialogic concept of humanitarian
knowledge, at the center of which lies the
coexistence of the given and the created,
the inner and the outer, the cognitive and
the ethical [1]. Moreover, by revealing such
“signals of the text” (Yuri Lotman), which
for the inquisitive musician the “thread of
Ariadne,” designed to introduce the dialogue
between the composer, the performer and
the listener into the realm of the spirit,
Professor = Kazantseva  simultaneously
brings in substantial correctives into the
existent experience. In particular, when
polemicizing with Bakhtin, who insists
that mastery over the ethical, which is the
axiological-semantic side of a work of
art — “the task ...1s difficult, and in other
cases — for example, in the case of music
— absolutely impracticable” [Ibid., p. 290],
the musicologist creates special conditions
so that the axiological-semantic side of
a musical composition enters “the flesh
and blood” of her protégés — her students,
aspirants and doctoral candidates, acquiring
the status of personalized meaning.

Therefore, it is not by chance that both
in Bakhtin’s work “Problema soderzhaniya,
materiala 1 formy...” [“The Issue of
Content, Material and Form...”], which is
fundamental for the dialogic conception
of humanitarian knowledge, and in
Kazantseva’s conception of musical content
comparable problems are solved, discerning
the commonality between some of the
postulates:
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— “in music all the compositionally
significant moments are taken in and
absorbed by the acoustic side of the sound;

— while in the sphere of poetry the artist
creating the form is a person who speaks,
in music he directly becomes the person
who creates sounds, but by no means plays
— the piano, the violin, etc. — in the sense
of creating sounds by means of sound
producing motion;

— the formative activity of the musical
form is the activity of the most significant
sound, the most valuable motion of sound”
[Ibid., p. 315].

These discovered correspondences make
it possible to acknowledge that Kazantseva’s
conception of musical content passes
far beyond the frameworks of Russian
musicology (art studies), making an essential
contribution to the dialogic conception of
humanitarian knowledge. The fact that the
foundational works of Kazantseva are on
demand beyond the confines of Russia may
serve as a confirmation of the prospective
viability for world humanitarian scholarship.
In particular, seven of the Russian
scholar’s books have been demonstrated at
International Book Exhibitions in Moscow
and Barcelona (LIBER BARCELONA
2018 and 2020), Vienna (BUCH WIEN
2019), New York (BOOKEXPO AMERICA
2019), Hong Kong (HONG KONG BOOK
FAIR 2019), Frankfurt (FRANKFURTER
BUCHMESSE 2020), at the 38th
International Book Salon in Paris (LIVRE
PARIS 2018) where they were bestowed
diplomas and gold medals.

The Laboratory of Musical Content

Having been organized on the base of
the Volgograd State Institute of Culture in
2009, the Issue-Related Scholarly-Research
Laboratory of Musical Content became
an experimental venue for scholarly-
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pedagogical research developed by the
participants associated with it, most of
whom are graduates of the Astrakhan State
Conservatory from the class of Professor
Kazantseva. Essentially, all the types of
activity the approbation of which takes
place during the annual sessions of the
Laboratory 1is stipulated by the artistic
experience of the leader of the school,
having been formed not only under the sign
of scholarship, which has been mentioned
earlier, but also pedagogy and educational
activities. It suffices to say that in addition
to the Astrakhan State Conservatory, the
Astrakhan State M. P. Mussorgsky College,
the Astrakhan State Institute of Advanced
Training of Teachers and the Volgograd
State Institute of the Arts and Culture,
where Professor Kazantseva acquaints the
listeners’ auditorium with her course of
lectures about musical content, including
within the frameworks of the Advanced
Training Department, the musicologist
communicates with her colleagues and
the young students within the walls of the
educational institutions of Chita, Krasnodar,
Krasnoyarsk, Kurgan, Kursk, Maykop,
Moscow, St. Petersburg, Syktyvkar, Ufa,
Volzhsky (the Volgograd Region), as well
as Minsk, Pleven and Tbilisi.

It is quite natural that the pedagogical
experience of the Laboratory associates
and other representatives of the school has
been reflected in her scholarly-methodical
publications. These are, first of all the
programs for the tutorial disciplines of
“Musical Content” and the “Theory of
Musical Content,” discussions of serious
methodological issues of teaching musical
content and methodological elaborations
regarding children mastering music.

During the course of ten years the
students who stood beside their mentor have
had the possibility of connecting with the
most diverse spheres of musicology, having
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witnessed and attested not only Professor
Kazantseva’s organizational talent which
has revealed itself during the process of
preparations for international and Russian
scholarly-practical conferences, but also the
performing mastery of the Teacher who has
provided the brilliance of artistic illustrations
within the framework of lecture courses
and in concert venues — philharmonic halls,
conservatories, art colleges and schools, her
friendly and, at the same time, principled
attitude in questions of presenting herself
as an opponent, reviewing and musical
criticism presented on the media pages, and
also combined with the highest professional
ethics and an honest attitude towards her
scholarly and pedagogical responsibilities
as the work of her entire life.

Presently the musicologists affiliated
with Professor Kazantseva’s school attempt
to cultivate all of this in themselves,
demonstrating themselves as academic
advisors and scholarly consultants carrying
out the preparation of research dissertations
for the degrees of Candidate of Arts or Doctor
of Arts and diploma theses; opponents of
dissertations of both degrees; organizers of
academic seminars, conferences and public
lectures; authors of scholarly monographs,
tutorial-methodological guidebooks and
articles®, last, but not least, pedagogues, who
have taken on themselves the responsibilities
of teaching courses in musical content in all
the branches of education: beginning with
children’s preschool institutions, general
education and Sunday schools, intermediary
educational institutions and ending with
higher educational institutions.

Despite the fact that the Laboratory’s
associates are spread out throughout many
Russian cities Astrakhan, Bryansk,
Volgograd, = Krasnodar, = Krasnoyarsk,
Kurgan, Maykop, Moscow, St. Petersburg,
Saratov — the representatives of the school
meet each year during the sessions of the
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Laboratory of Musical Content, which take
place in the form of free readings, making
use of the creative reports, discussions of
ideas and authorial concepts realized both in
the domain of scholarship (as dissertations
for the degrees of Candidate of Arts and
Doctor of Arts), and in pedagogical, as well
as educational-enlightening activities. Here
it is appropriate to mention the name of Olga
Shmakova, who has made use of the most
varied means of work with the students of
the P. A. Serebryakov Conservatory and the
Musical College, who has presented herself
astheinitiator ofaset oflarge-scale projects®,
and who has taken part in the citywide
events and international actions, including
the “Faust Project ‘A History of Eternal
Search — the Price and Value of Cognition’”
(intellectual show) jointly with the “Agency
of Cultural Initiatives” during the Year of
the Culture of Germany in Russia (2013)
as a lecturer, as well as Oksana Lukonina,
for whom the popularization of Maximilian
Steinberg’s music in concert venues has
become the continuation of her academic
research work carried out on the base of the
Volgograd State Institute of Culture.

It is significant that while previously
the discussions of dissertation research of
Professor Kazantseva’s trainees as part of
the Laboratory of Musical Content occurred
on the level of local events not surpassing
the boundaries of conferences, in 2018 the
Laboratory proceeded on a qualitatively new
level. What occurred was the preparation of
the recommendations for the defense of the
dissertation for the degree of Doctor of Arts
of Svetlana Mozgot, who was accepted by
the dissertation board of the Novosibirsk
State M.1. Glinka Conservatory (Academy),
where the colleague’s successful defense
took place. It is important to emphasize
that the spatial regularities of music present
themselves as integral components of
musical content, providing a new angle for
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cognizing the profound foundations of a
musical composition.

It 1s not surprising, therefore, that the
interest in the issues discussed within
Kazantseva’s academic school is steadily
rising. This is testified, among other things,
by the expanding geographical range of
the presentations read by the musicologists
pertaining to the school. Thus, a few years
ago, the annual conference in Volgograd
included a presentation about teaching
musical content in children’s musical
schools made by Svetlana Davydova — a
post-graduate student of Doctor of Arts,
professor of the Institute of the Arts affiliated
with the A.l. Herzen St. Petersburg State
Pedagogical University Galina Ovsyankina
— presently a Candidate of Pedagogical
Sciences. During the past year the theme
of the Holocaust in the musical legacy of
contemporary composers was presented by
Candidate of Arts, Associate Professor Inessa
Dvuzhilnaya, who came to the conference
from the near abroad (Grodno, Belarus).
At the same time, whereas previously the
Laboratory’s sessions happened privately,
presently they often attract great amounts
of audiences, packing the halls. Of no less
interest are the compilations of scholarly
materials published of the materials from
the annual conferences.

The Problem Range
of the Research Works
of the Laboratory of Musical Content

The questions posed within the context
of musical content have been inexhaustible,
and this has stipulated the extraordinarily
colorful palette of scholarly interests of both
the leader of the school and her associates
— from the already mature scholars to

beginning musicologists. Generally
speaking, the problem range developed
within the Laboratory conventionally

covers four subject categories. The first of
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them, the broadest and most significant,
1s presented by musical content as a
phenomenon. For example, the scholarly
endeavor of Olga Shepshelyova has been
focused on the semantic aspect of sound
in works for a capella chorus by Russian
composers, Dilbar Rakhimova has studied
the semantic potential of orientalism in
Sergei Rachmaninoff’s music, Tatiana
Andrushchak has developed the typology
of the genre of in memori, indicating the
“signals of the text” which point to various
principles of the structure of musical content
in musical works of the past and present
times, while the procedural-dynamic side of
musical content in performance practice has
been disclosed by Galina Beskrovnaya’s
dissertational research.

The second thematic block is aimed at the
image of the composer as one of the central
figures of a musical composition around which
a dialogue of the “consecrated” is formed.
In the present context most impactful is a
number of scholarly studies by the school’s
representatives who disclose the intimate
aspect both of the creator and of the “hero”
created by the former. Here it is appropriate
to name the diploma project of Ekaterina
Volkova (Karnaukhova), who had traced the
image of Sergei Taneyev’s personalized traits
in his music; Maya Salnikova’s work in which
the young scholar has shown temperament as a
musical and artistic phenomenon; the research
project undertaken by Marina Stupnitskaya,
who has turned to such concept in the works of
romantic composers as remembrance; Oksana
Lukonina’s extensive work has paved the way
for reclaiming the integral image of composer
Maximilian Steinberg through the prism of his
personal traits and artistic life which passed
under the sign of Russian culture of the first
half of the 20th century.

The third thematic block, also manifested
in the research work of the school’s leader
from its inception, is the interaction between
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the arts [9], disclosed by means of turning
not only to the musical and synthetic (vocal
music art, opera) genres as such, but also to
the genres of the cinematograph (animation),
ballet, theater, the visual arts and literature
(poetry and prose). The manifestation of the
indicated problem range has been expressed
by the academic works and dissertations
of Olga Shevchenko (Begicheva), whose
scholarly formation has been connected
with chamber instrumental music in the
artistic space of the Silver Age and the genre
of the ballad, actualized at the traversal of
literature, music and the visual arts, and of
Svetlana Sevastyanova, who dwells upon
questions of synthesis of the arts in the
screen-oriented musical theater.

In August 2020 Olga Begicheva
successfully defended her dissertation
for the pursuit of the academic degree of
Doctor of Arts in the major field of studies
24.00.01 — Theory and History of Culture
on the subject of “The Romantic Ballade
in the Artistic Culture of the 19th and
20th Centuries: Typology and Poetics”
in Dissertational Board D 999.224.03
created on the basis of the federal state-
financed institution “The Krasnodar State-
Financed Institute of Culture” affiliated
with the Ministry of Culture of the Russian
Federation, the federal state-financed budget
institution “The Russian D. S. Likhachev
Scholarly Research Institution of the
Cultural and National Heritage” affiliated
with the Ministry of Culture of the Russian
Federation, and the state-financed budget
educational institution of higher education
of the Republic of Crimea “The Crimean
University of Culture, Art and Tourism”
affiliated with the Ministry of Culture of the
Republic of Crimea.

The theme of interaction between the arts
has received its subsequent continuation in
Polina Volkova’s dissertation for the degree
of Doctor of Arts, as well as in the academic
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research carried out under her tutelage’.
In general, the conception elaborated by
Kazantseva has created a projection into
the space of 20th and 21st century art. Such
fundamental principles have formed the
perspective of full-fledged life activities
as interpretation and reinterpretation [2].
In the context of the works of writers,
choreographers, COMPpOSETS, artists,
cinematographers and animation artists the
following may be asserted. If in the cases
of interpretation the primary source is
preserved on the level of an integral artistic
system, on the level of reinterpretation — in
full correlation to the Latin prefix Re, the
twofold character of which is identified in
that it simultaneously indicates at a return
(repeat, replication), as well as on a motion
forward (reevaluation, reinterpretation) —
the source text is subjected to a complete
transformation, acquiring the status of an
indispensable part of a new artistic system,
differing from the previous one [3].

Finally, in recent years one may observe
the formation of a fourth thematic block,
which has received its development in
Professor Kazantseva’s academic school
— this 1s the Russian theme actualized
in the music of composers from other
countries. One example of such brilliant
research activities directly connected with
the indicated subject matter was the work
of the professor’s trainee, a student of
the Astrakhan State Conservatory Polina
Shamkhalova, carried out within the
frameworks of the all-Russian competition
for the best scholarly work on the subject
of musical content [8]. This conference,
organized on the eve of the anniversary of
the musicological school (2018), in which
young scholars of great promise from
various Russian cities participated, turned
out to be, in a certain sense, a landmark on
the path of formation of the Laboratory of
Musical Content.
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Having placed at the center of her
research British composer John Tavener’s
monodrama “The Death of Ivan Ilyich”
(2012),composedonLeoTolstoy’snovelette,
a year prior to the composer’s death®, Polina
Shamkhalova demonstrated such qualities
indispensable for a music and art scholar
as the ability to hear and understand music,
a broad purview, originality of thought
and a knowledge of traditions. Similar to
the other representatives of Kazantseva’s
school, the young scholar was able to make
a certain contribution to the issue of musical
content, both relying on her personalized
predilections and at the same time satisfying
her Teacher’s unalterable requirement:
absolute inadmissibility of dilettantism,
negligence or pursuit of cheap success in
any scholarly work. Strict adherence to the
aforementioned requirements has rightfully
made it possible to inscribe the achievements
of the Astrakhan State Conservatory into an
honorable list of representatives of a worthy
academic school.

It must be added that the school’s elder
adherents have numerous times striven for
recognition from the professional community.
Along with the leader of the school — laureate
(2006, 2010, 2012, 2013) and diploma
winner (1999) of all-Russian competitions
of scholarly works, laureate of All-Russian
Exhibition (2011) — Kazantseva’s students
have made it their point to correspond to that
high standard which the Teacher has set. Olga
Begicheva, Irina Vasiruk, Svetlana Mozgot,
Maya Salnikova, Olga Shepshelyova
and Olga Shmakova have demonstrated

themselves in a bright and talented way in
the most varied scholarly contests, having
presented themselves as authors of books,
musical education programs, methodological
elaborations and international projects
which have taken place in Moscow, Vyatka,
Kazan, Khanty-Mansiysk, Vologda and
Petrozavodsk’.

Of no less importance for Kazantseva’s
school of musical content is the fact that
the scholarly directions “The Composer
in Musical Content”, “Musical Content,”
and “Russian Theme in the Works of
Foreign Composer” have been included
in the Register for Scholarly Directions
compiled by the Russian Academy of
Natural Sciences'’, while the experience
accumulated within the framework of the
school has been successfully demonstrated
in large-scale academic forums taking place
in research centers in Belgium, Bulgaria,
Czech Republic, France, Georgia, Great
Britain, Greece, Kazakhstan, Italy, Latvia,
Lithuania, Serbia and Ukraine.

To sum up all the aforementioned
information, it shall be noticed that the
universal character of the school may be
recognized not just in the universality of
the issue of musical content. Having united
within herself the features of a Russian
intellectual and a citizen of the world,
Liudmila Pavlovna Kazantseva has set a
special direction for her school: that of being
a school of formation of genuine personality
in which the unity of scholarship, art and life
is defined by a special level of thought as the
main discerning trait of a person of culture.

< SUPPLEMENT <>

Main Works of Professor Liudmila Kazantseva':

Kazantseva L. P. Muzykal'nyy portret [A Musical Portrait]. Moscow: Konservatoriya, 1995.

124 p.
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Kazantseva L. P. “Muzyka nachinayetsya tam, gde konchayetsya slovo...”: kollektivnaya
monografiya [“Music Begins where the Spoken Word Ceases...”: A Collective Monograph]. M.
Sh. Bonfeld, P. S. Volkova, L. P. Kazantseva, V. 1. Shakhovsky. Astrakhan; Moscow: Conservatory,
1995. 458 p.

Kazantseva L. P. Avtor v muzykal'nom soderzhanii [The Composer in Musical Content].
Moscow: Russian Gnesins’ Academy of Music, 1998. 348 p.

Kazantseva L. P. Osnovy teorii muzykal'nogo soderzhaniya [Foundations of the Theory of
Musical Content]. Astrakhan: Fakel, 2001. 368 p.; 2nd Edition. Astrakhan: Volga, 2009. 368 p.

Kazantseva L. P. Analiz muzykal'nogo soderzhaniya: metodicheskoye posobie [Analysis of
Musical Content: a Methodological Guidebook]. Astrakhan: Fakel, 2002. 128 p.

Kazantseva L. P. Soderzhanie muzykal'nogo proizvedeniya v kontekste muzykal'noy zhizni:
uchebnoe posobie [The Content of a Musical Composition in the Context of Musical Life:
Textbook]. Astrakhan: Astrakhan State Conservatory, 2004. 126 p.; 2nd Edition. St. Petersburg:
Lan': Planeta muzyki, 2017. 188 p.; 3rd Edition. St. Petersburg: Lan': Planeta muzyki, 2018. 192 p.

Kazantseva L. P. Khrestomatiya po teorii muzykal'nogo soderzhaniya [Chrestomathy on the
Theory of Musical Content]. Astrakhan: Volga, 2006. 544 p.

Kazantseva L. P. Muzykal'noe soderzhanie v kontekste kultury [Musical Content in the Context
of Culture]. Astrakhan: Volga, 2009. 360 p.

Kazantseva L. P. Analizkhudozhestvennogo soderzhaniya vokal'nogo i khorovogo proizvedeniya
[Analysis of Artistic Content of Vocal and Choral Compositions]. Astrakhan: Volga, 2011. 130 p.

Editions prepared according to the results of the conferences taking placing place
within the activities of the Laboratory of Musical Content:

Muzykal'noe soderzhanie: puti issledovaniya: sb. materialov nauchnykh chteniy [Musical
Content: Paths of Research: Compilation of Materials of Musicological Conferences]. Krasnodar:
KhORS, 2009. 156 p.

Muzykal'noe soderzhanie: puti issledovaniya: sb. materialov nauchnykh chteniy [Musical
Content: Paths of Research: Compilation of Materials of Musicological Conferences]. Maykop:
Magarin O. G., 2012. Issue 2. 199 p.

Muzykal'noe soderzhanie: puti issledovaniya: sb. materialov nauchnykh chteniy [Musical
Content: Paths of Research: Compilation of Materials of Musicological Conferences]. Astrakhan:
Volga, 2016. Issue 3. 183 p.

Sy NOTES o< <o

' The article was published in Russian in Problemy muzykal'noj nauki / Music Scholarship,
issue 2019/4.

2 Kazantseva L. P. Funktsii muzykal'noy intonatsii [Functions of Musical Intonation]: Diploma
Thesis / Gnesins’ State Musical-Pedagogical Institute. Moscow, 1976. 82 p.; Kazantseva L. P.
Osoderzhatel'nykh osobennostyakh muzykal'nykh proizvedeniy s tematicheskimizaimstvovaniyami
[About the Peculiarities of Content in Musical Compositions with Thematic Derivations]: Dis. ...
Cand. Sci.: in 2 Vols. Leningrad, 1984. 268 p. Both works have been written under the guidance of
Candidate of Arts, Associate Professor Yuri Rags.

3 Let us cite the works of the leader of the school which are principal for the authorial
conception: Kazantseva L. P. Tema kak kategoriya muzykal'nogo soderzhaniya [The Musical
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Theme as a Category of Musical Content]. Muzykal'naya akademiya [Musical Academy]. 2002.
No. I, pp. 131-139; Ibid. Polisemantichnost' muzykal'noy intonatsii [ The Poly-semantics of Musical
Intonation]. Semantika muzykal'nogo yazyka: materyaly nauchnoy konferentsii [The Semantics of
Musical Language: Materials of a Scholarly Conference]. Moscow: Russian Gnesins’ Academy
of Music, 2004, pp. 17-25; Ibid. Semantika tonal'nosti: voprosy metodologii issledovaniya
[The Semantics of Tonality: Questions of Methodology of Research]. Muzykal'noe soderzhanie:
sovremennaya nauchnaya interpretatsiya: sb. nauchnyh statey [Musical Content: Contemporary
Scholarly Interpretation: A Compilation of Scholarly Articles]. Rostov-on-Don: Rostov State
S.V. Rachmaninoff Conservatory Publishing House, 2006, pp. 117—135; Ibid. Teoriya muzykal'nogo
soderzhaniya v Astrakhanskoy konservatorii [The Theory of Musical Content at the Astrakhan
Conservatory]. Problemy muzykal'noj nauki / Music Scholarship. 2007. No. 1, pp. 25-30;
Ibid. Tayny soderzhaniya muzyki v rossiyskoy pedagogike [The Secrets of Musical Content in
Russian Pedagogy]. Problemy muzykal'noj nauki / Music Scholarship. 2009. No. 1, pp. 22-28
(in joint authorship with Valentina Kholopova).

* The works by Kazantseva’s students (Plaksina O. Vyrazitel'naya storona muzyki v sluhovom
analize na urokah solfedzhio v mladshih klassah DMSh [The Expressive Side of Music in the
Acoustic Analysis in Solfege Classes in the Elementary Classes of Children’s Music Schools]:
Diploma Thesis. Astrakhan, 2004. 88 p.; Eremina-Maksakova V. Problemy metodiki prepodavaniya
muzykalnogo soderzhaniya v vypusknyh klassah DMSh i DShI [Issues of Methodology of
Teaching Musical Content in Senior Classes of Children’s Music Schools and Children’s Schools
of the Arts]: Diploma Thesis. Astrakhan, 2008. 87 p. & suppl.) have gradually been supplemented
by dissertations by post-graduate students and doctoral candidates.

> The chief academic works by the students of Professor Kazantseva’s school are presented on
the Laboratory’s website: http://muzsoderjanie.ru/personalii.html

¢ Among Olga Shmakova’s authorial projects are — “The Open Scholarly Lecture Center,” as
part of which the following subjects have been demonstrated “Concerning the Spiritual in Art”
(2009), “The Constant Themes in Art” (2010), “Panorama of Russian Music of the Turn of the 20th
and 21st Centuries” (2011), “Diaghilev as Part of the History of the Arts” (2012), “The Paths of
Development of Opera Dramaturgy in the 19th Century: Dargomyzhsky, Wagner, Verdi” (2013), as
well as the project “Composers of the Near-Volga Region” (2010 — 2018).

7 Rylskaya T. P. Mifologema smerti v prostranstve vizual'noy kul'tury [The Mythologeme of
Death in the Space of Visual Culture]: Dis. ... Cand. Culturology: 24.00.01. Theory and History
of Culture. Krasnodar, 2010. 170 p.; Tatarsky P. A. Reinterpretatsiya tekstov kul'tury: na primere
kinematografa XX veka [The Reinterpretation of Texts of Culture: by the Example of 20th
Century Cinematographer]: Dis. ... Cand. Culturology: 24.00.01. Theory and History of Culture.
Krasnodar, 2010. 179 p.; Nevskaya P. V. Portret v prostranstve semiotiki: verbalnoe i neverbalnoe
[The Portrait in the Space of Semiotics: The Verbal and the Non-Verbal]: Dis. ... Dr. Sci.: 17.00.09.
Theory and History of Art. Saratov, 2013. 425 p.; Vybyvanets E. V. Vizualizatsiya muzykal'nogo
prostranstva v sovremennom iskusstve: metodologicheskiy aspect [The Visualization of Musical
Space in Contemporary Art: A Metodological Aspect: Dis. ... Cand. Sci: 17.00.02. The Art of
Music. Theory and History of Culture. Novosibirsk, 2016. 246 p.; Gorbatova O. V. Dialog v
prostranstve vizual'noy kul'tury (na primere animatsii i kinematografa) [Dialogue in the Space
of Virtual Culture (by the Example of Animation and the Cinematographer)]: Dis. ... Cand.
Culturology: 24.00.01. Theory and History of Culture. Saransk, 2016. 173 p.; Lipayeva D. E.
Kategorii bytiya-nebytiya v prostranstve kul'turnogo dialoga Zapada i Vostoka (na primere anime)
[Categories of Being vs. Nonbeing in the Space of the Cultural Dialogue of the West and the East
(by the Example of the Anime): Dis. ... Cand. Culturology: 24.00.01. Theory and History of
Culture. Saratov, 2019. 220 p.
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¥ The Russian listener may have familiarized himself with this composition in performance of
the Orchestra of Evgeny Svetlanov (conducted by Vladimir Yurovsky) and soloists M. Mikhailov
(bass-baritone) and A. Rudin (cello) as part of the festival “Drugoe prostranstvo” [“Another Space”]
(Moscow, 2014).

? Information about the achievements of the students of Liudmila Kazantseva’s school is
presented on the Laboratory’s website: http://muzsoderjanie.ru/home.html

10 Reestr novyh nauchnyh napravleniy [A Register of New Directions of Scholarship]. Under
editorial supervision of Doctor of Medical Sciences, Professor M. Yu. Ledvanov. Moscow:
Publishing House of the Academy of Natural Sciences, 2018. Vol. 1. 249 p.; Reestr novyh nauchnyh
napravleniy [A Register of New Directions of Scholarship]. Under editorial supervision of Doctor
of Medical Sciences, Professor M. Yu. Ledvanov. Moscow: Publishing House of the Academy of
Natural Sciences, 2020. Vol. 4. 57 p.

A complete list of Liudmila Kazantseva’s works can be found on her personal website:
http://kazanceva-lyudmila-pavlovna.ru/, her personal web page on the website of the Laboratory of
Musical Content: http://www.muzsoderjanie.ru/personalii/55-kazantseva-ludmila-pavlovna.html,
and on her personal Wikipedia page:
https://ru.wikipedia.org/wiki/Ka3anuesa, Jltonmuna IlaBioBHa.
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Digital Art and the Future of Traditional Arts

Ever since the invention of communication technology, which was then followed by the
invention of the internet, the two apparatuses have become a very important part of our daily life.
For many of us, it feels like something is missing when we do not have a look at social media
during a particular day, either in search of news, a message from friends or relatives, or otherwise
when we would like to send a post to our social media account. This developed into a phenomenon
called the Internet of Things (IoT), which denotes everything about physical items communicating
with each other. Machine-to-machine communications and person-to-computer communications
are extended to inanimate objects. Indeed, ubiquity networks do exist everywhere, and with the aid
of the modern computer, which has become so speedy and powerful in its work, they are opening
up the road to the revolution of IoT (simply known as Revolution 4.0), which then signifies the
beginning of the future generation of the internet.

This article forms a descriptive study of the presence of digital art, which has been signified by
three extraordinary occurrences, i.e., the presence of the world of art as based on Virtual Reality
(VR), the principles of digital art for everybody, and the future which is expected to be signified
by artistic creativity based on tech-enabled availability. All of these three phenomena are discussed
here for the sake of achieving an understanding of the generic multidimensional space, since this
article does not intend to lead us to the specific meaning of digital art and its implications for the
development of aesthetic values. Furthermore, this article does not assume to provide any theory
of criticism whatsoever. The result of this study is simply to show how technological disruption in
the world of art, including art education and its effects on the traditional arts, has become a constant
topic of discourse in academic society.

Keywords: Digital Art, Virtual Reality, Traditional Arts.
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LincpoBoe nckycctBo u 6yayliee TpaAMLMOHHbIX UCKYCCTB

C MomMmeHTa I/I306p6TeHI/I$[ KOMMYHHKAIIUOHHBIX TeXHOHOFHﬁ, 3a KOTOPBIM IIOCJICOOBAJIO
I/1306peTCHI/IC I/IHTepHCTa, 3TH JBE CHCTEMBI CTaJId Ba)KHEUIIEH 4acThIO IOBCEIHEBHOM >KU3HH.
MHorue u3 Hac OIYHIAKOT, YTO YCro-TO HC XBATACT, €CJIM Mbl HC IMMPOCMATPHUBACM COLIMAJILHBIC
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CETH B TEYCHME JHA MO0 B IOMCKAX HOBOCTEH, COOOIIEHUH OT Jipy3ei UM pOACTBEHHUKOB, MO0
KOTJ[a OTIIPABIIsieM COOOILEHHE IO aJpecy Ha aKKayHT B COLHUANIBHBIX CETAX. JTO MPEBPaTHIIOCh
B sIBIIEHUE, Tak HasbiBaeMblil «MHTepHeT Bemei» (IoT), koTopelil 0603Ha4aeT BCE, YTO KacaeTcs
(GU3MUECKHUX MPEIMETOB, B3aUMOJICHCTBYIOLIUX JIPYT C APYroM. MeXMaluHHbIe KOMMYHUKAIUH
U KOMMYHHUKAIlMM MEXJy JIIOIbMH DACHpOCTPAHSIOTCS Ha HEOQYLIEBICHHbIE OOBEKTHI.
JIeHCTBUTENIBHO, IOBCEMECTHO PACIPOCTPAHEHHBIE CETU CYLIECTBYIOT IOBCIOLY, U C IIOMOILBIO
COBPEMEHHOIO KOMIbIOTEPA, KOTOPBIM CTal HEOObIYaifHO OBICTPBIM M MOIIHBIM B CBOE€il padore,
OHH OTKpBIBaIOT Jlopory peBomtoiuu [oT (n3BecTHoi, kak «Revolution 4.0»), 4To 03Ha4aeT HayaIo
Oyayiero nokosienus: IHtepHera.

OTa cTaThs MpeACTaBIseT cO00M uccienoBaHne M(PPOBOTro HCKycCTBA, 0003HAYEHHOTO TPEMs
HEOOBIYHBIMH SIBICHUSIMU, TO €CTh, IPUCYTCTBHEM MUPA UCKYCCTBA, OCHOBAHHOI'O HA BUPTYaJIbHON
peansHOCTH (VR), npuHIMNIax ¢ poBoro HCKyccTBa AJs BCeX U B OyyIIeM, 4To, KaKk O)KUJaeTcs,
O3HAYaeT XYIOKECTBEHHOE TBOPYECTBO, OCHOBAHHOE Ha JIOCTYIHOCTH TEXHOJOTM. OTH TpHU
SIBJICHUS1 00CYKIAI0TCS 371€Ch IS JOCTHXKEHHSI TOHMMaHUs 00I11er0 MHOTOMEPHOT'O IPOCTPAHCTBA,
MOCKOJIbKY JaHHAs CTaThsl HE CTABUT LIEJIb NPUBECTH HAC K KOHKPETHOMY 3HAYECHHUIO IIU(PPOBOro
UCKYCCTBA U €r0 MOCJIEACTBUAM JUIA Pa3BUTHUA dCTETUYECKUX LIEHHOCTEHR. bonee Toro, oTa crarbs
HE MpeanojaraeT BooOIe KakoH-TuO0 TeOpuu KPUTUKU. Pe3ynpraTtoM JaHHOTO HMCCIeOBaHUS
CTAHOBUTCS JIEMOHCTpalsl TOTO, KaK TEXHOJOTMYECKUH IIPOPBIB B MUPE HUCKYCCTBA, BKIIIOYAs
XyJAO)KeCTBEHHOE 00pa30BaHME U €ro BIMSHUE HA TPaJUIMOHHBIC UCKYCCTBA, CTaJl IMOCTOSHHON
TEeMOH 00CYXJICHHS B aKaJIeMUYECKOM OOIIIECTBE.

KiroueBble cioBa: UPpoBOe UCKYCCTBO, BUPTyallbHAsl PEaTbHOCTh, TPAAULIMOHHOE HCKYCCTBO.

An artist is somebody who produces things.
that people don't need to have.

(Andy Warhol)
. 4.0), signified the beginning of the future
Introduction ) 5 : 5 &
generation of internet.
We are here to agree about one thing in What is the implication of these
common: that our destiny begins today! inventions when they are associated with

The Internet of Things (loT) literally our emotions? Firstly, never again will our
means everything related to physical items  emotions be tied up in such a way to the
talking to each other. Machine-to-machine  gadget with the requirement of networks
communications and person-to-computer  availability in the form of the internet quota,
communications will be extended to things.”  as well as the Wi-Fi. All of us may have
[17,p. 2] such an emotional experience connected

The IloT revolution begins with the to the computer, an iPad or to a personal
invention of software such as sensor mobile phone. It means that we are already
technology, fiberoptic, smart things, entering the matrix world. When we play
nanotechnology, and  miniaturization. a 3Ds game, for example, it feels that we
Moreover, the swift and admirable already exist in that world. This means that
development of ubiquity networks, which  we have already entered the virtual world.
truly exists everywhere, as well as the The second question is: what would it be
invention of the modern computer, which if the experience of entering those virtual
has opened up the road to the revolution worlds happened when we were dealing
of the IoT (simply known as Revolution with art works? These imagined experiences
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can be widened with more questions, such
as: when was the last time you went to an
art exhibition and underwent the experience
as if you were dragged into the inner world
of its painter’s imagination? Or when you
had the feeling that you were playing on the
stage along with your favorite band?
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Figure 1: “It’s hard to sell Virtual Reality”,
(Picture taken from Linkedlin.com,
downloaded on March 12, 2019)

However, in our new tech-enabled
world, artists tend to sharpen the power of
virtual reality, to put us right in the middle
of an artistic experience, to establish our
connection with their art works, and at
the same time to enrich the relationship
between artists and their audiences, which
goes beyond the wildest manifestations of
our imaginative power.

The second part of this article will
bring us to the beginning of the presence
of digital art, which has been signified
by three extraordinary occurrences, i.e.
the presence of the world of art, as based
on Virtual Reality (VR), the principles
of digital art acceptable for everybody,
and a future which would be signified by
artistic creativity based on technological
means. All these three phenomena will
be discussed here in crisscrossed order to
achieve an understanding in a more generic
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multidimensional space, because this article
does not intend to bring us to any specific
meaning of digital art.

Digital art is undoubtedly connected
to Artificial Intelligence (AI), or the
engineering of intelligence. The idea that a
machine can be made to simulate intelligence
was introduced by John McCarthy in 1955,
when he wrote a proposal to his ongoing
technological research. These are some of
his vivid ideas in his thesis: “The study is to
proceed based on the conjecture that every
aspect of learning or any other feature of
intelligence can in principle be so precisely
described that a machine can be made to
simulate it.” [16; See also: 15]

One of the examples of a ‘program’
for intelligence engineering in music may
be found in the last part of this article.
The program is called EMI (Experiments
in Musical Intelligence). According to
Hofstadter, this kind of ‘program’ can
produce brilliant music. [12, p. 3] As an
example, EMI is convincingly intriguing,
but in Indonesia nobody has shown any
willingness to study this ‘program’ yet.

In short, technological disruption in the
world of art, including art education, has
already occurred, and is constantly changing
since the emergence and development of
Information Communication Technology
(ICT). According to Scrivener and Clement
[23, p. 25]: “ICT changes at such a rapid rate
that it is constantly outmoded by innovation.
There is also the fact of the great diversity
of what constitutes ‘new media’ at any one
time. What constitutes the new media art
world is therefore both very diverse and
constantly changing.”

The very last inquiry is perhaps the most
controversial one. In such a hustle and bustle
of loT and Digital Art, which will certainly be
applauded by many people, what is the stand
of Traditional Art? Is the smell of paint on a
canvas, the scratches of composing music,
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gamelan, choreography, and dramaturgy? Is
it photography with old print methods, and
all of the psychomotor aspects of the art,
which have already disappeared?

It is fortunate that we have with us a
caliber ethnographer such as Alan Lomax
who is greatly admired by most of our
postgraduate students. Sharing our concerns
with us, this great scholar and ethnographer
had the same feeling as we did in regard
to the disappearance of our Traditional
Art, when he exclaimed out loud in the
following manner: “We should appreciate
rural and indigenous traditions as true art,
on the same level as classical music.” [21]

Since we take it for granted that we think
of Western classical music as a serious and
high art, the time has now arrived that we
should regard our traditional arts, which
also deserve to be appreciated as a serious
art, as a form of high art too. This paragraph
has been purposely written as a short one,
in order to provide us with enough time to
reflect about that philosophy. Moreover,
while we reflect on manual and traditional
art, it will not be discussed in this article
anymore, but we must make the subject of
our reflection after we have concluded this
seminar.

Digital Art

“Science is art. It is the process

of creating something that never has existed before.

It makes us ask new questions about ourselves and
others, about ethics and the future.”— Regina Dugan,
Senior Executive at Google (2013).

Before the computer became so closely
connected with the artistic world, all of
our creative processes had been carried out
manually. Composers wrote musical scores
manually; for this reason, many mistakes
couldbe foundinthem, whichmadepublishers
speculate over the originality of particular
publications of the composers’ works, which
the editors claimed to be the only authentic
ones. Choreographers had the necessity of

99

asking the dancers with whom they worked
to improve the musical compositions to
which they were dancing. Painters, designers
and other artists made raw designs of their
projected works in preliminary sketches.
Photographers had no means of altering what
they photographed, since they were not able
to create any distortions to the pictures like
what might be possible today.

All such limitations have already become
a thing of the past. Present-day computers
have made it possible for choreographers to
write down their choreography by creating
animations of human figures and making
virtual rooms in order to be able to view the
danced movements from every corner. It is
not necessary any more for choreographers
to invite other dancers to help their dancers
make corrections or eliminate mistakes
during the rehearsals. Similar advantages
are now also enjoyed by composers, since
they are able not only to complete full
musical scores, but also to be able to listen
immediately how they sound. This has
minimized the speculations and uncertainties
about how any part of the music sounds,
since presently the composer can directly be
the sound editor of the music, as well.

All artists can now enjoy all the benefits
offered by the computer and an improvement
of digital technology. Furthermore, the
unprecedented innovation of technology
could be highly developed even more in a
blink of an eye. A present-day computer is
able to create a musical composition in the
scope of a symphony orchestra, to create
paintings and works of other types of visual
arts simply by clicking in an input set out
for it in advance (See Part 3 of this article).

It is not at all surprising that various
questions may be asked, such as, wherein
lies the essence of human intelligence?
Psychologists may be able to make a
measurement of our intelligence but when
asked where is the precise location of this
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intelligence, it is confirmed that the answer
to that is that it can be found in our left brain.
Accordingly, our brain possesses 10 billion
neurons, whereas the processor in our
computer has perhaps the capacity of only
1 gigabyte with 32 megabytes of memory,
but this already provides a great capability.
So, which among the left sides of the brain
possesses such a capability? (See Part 4 of
this article).

Itis precisely the condition of postmodern
culture [19, p.108] that its phenomena may
be viewed in the following manner:

— The postmodern culture can be
explained as an alternative path for society
which, perceiving its inherent structural
clement as a form of confinement, is
fundamentally in a condition of anxiety.

— The new era of ICT offers this
alternative as a key of hope for a better life
and a more prosperous society.

— The discourse of postmodern culture
focuses on people’s flexibility to be able
to progress with individual identity and
to carry out an existence which proclaims
rationality and autonomy above all other
things.

— The discourse of the new system of
communication provides more technical
improvements in information exchange
which not only are beneficial for human
beings as individuals, but also for all
institutions created by human society.

As it might be suggested, the description
above precedes the discourse in which the
postmodern phenomenon within the arts
has already demonstrated itself in so many
materializations, in which it may be fully
understood. One example of postmodern
culture 1s the phenomenon of Andy Warhol.

This controversial artist has been
compared to an object of deconstruction (the
object which can be found in the discourse
of postmodernism of that time) by having
presented himself as an artist who had to be
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deconstructed. In cases when repetition was
considered a taboo, he made repetition a part
of his philosophy “From A to B and Back
Again”. (More about this artist is written in
the last part of this article).

wamz

The Philosophy
of Andy Warhol

(From A to B and Back Again)

"Acute. Accura . ing candor. A o
ntertainment and enightonment.” —TRUMAN CAPOTE

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

Figure 2: Andy Warhol “From A to B
and Back Again” (1977). In this autobiography
Warhol speaks of his works of in the sphere
of painting which contain a considerable amount
of irony and open-mindedness

The new era of communication preceded
bytheappearanceofcyberneticsasaterm,that
is a science of unification of communication
theory and the theory of control. The term
“cybernetics” was introduced by Norbert
Weiner in 1948. Weiner (1948, 23-4) has
created a periodization parallel to the
scientific development and the history of
the development of the human body as
follows:

1. The ancient period (the Golemic
Age),

2. The period of the invention of the
clock (17th and 18th century),

3. The invention of the steam engine and
early mechanic contrivances (the 18th and
19th centuries),

4. The age of communication and
control, signified by changes from power
engineering to communication engineering,
from the economy of energy to the economy
based on accurate signal reproductions.
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This  development parallels and
encourages four kinds of human body
functions:

1. The body as something magic, created
from dust,

2. The body as a work of mechanics
based on time,

3. The body as a heated machine which
not only burns up glycogen in the human
muscles, but also consumes natural fuel
meant for moving real machines,

4. Lastly, the body as a system of
electronic mechanisms which has the
ability to exchange and reproduce signals
in the forms of messages and various other
accurately input materials (the cyborg).

Cheery Colin in her book titled On
Human Communication: A Review, a Survey
and a Critic (MIT Press, Cambridge, 1980)
considers imagination a viable took for
communication, citing examples when a
human organism, its organic and mechanical
systems become united in a workable signal
in the temporal dimension, such as speech
and music, and then also becomes united
in the spatial dimension, such as painting,
printing or carving.

Although this was, most likely, only
the work of imagination, Colin engaged
in a significant study of the subject and
developed certain views on the subject,
some of which can be quite provoking.
When such a phenomenon occurs, it cannot
be otherwise that our entire culture will be
changed. We will enter the stage of life in
a true post-humanist condition in which
we will be surrounded by cyborgs and
will depend on machines. Our lives, our
bodies and our living machines can surely
be merged together. One can only imagine
the situation that a powerful microchip
based on an Android can be created out of
a fiber which would not be rejected by our
cell system, if inserted into it, and at the end
would merge with our body. (As this article

is being written, this microchip has already
begun to be implanted into the human hand
and has proven its usefulness for many
kinds of digital economic transactions; see
the picture below).

Figure 3: The Independent reports
that Swedish workers were implanted
with microchips — the size of one grain
of rice — to replace cash cards and ID passes.
Microchips are injected in between the thumb
and index figure with a syringe
(The Independent, 6 April, 2017)

Stone (1991, 102) shares this concern,
when he states that “... our fundamental
division between technology and nature is
in danger of being dissolved; the categories
of the biological, the technological, the
natural, the artificial and the human — are
now beginning to blur.”

After reading Stone, our memories soon
focusbackonthecyborg.AccordingtoClynes
& Kline [6, p. 29], the word “cyborg” is the
shortened form for “cybernetic organism,”
1.e., a human cybernetic structure capable of
self-regulating. Thereby, the result of these
experiments is a kind of human machine
parts of which can be replaced, integrated,
or utilized as a supplement of the human
body, added to enhance the power of the
latter. Examples of such graphics can be
found in science fiction movies, such as
Robo Cop, Blade Runner, Star Wars: The
Last Jedi, and Avatar.

Cyborgs undoubtedly exist in the perfect
borderless dimension of inner and outer
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space. The domain for their mobility is the
so-called cyberspace. The latter is a domain
of information in which relevant data is
described in such a way to as provide the
illusion of control to an operator so that he
can move and access information. In this
situation, the cyborg is connected to various
kinds of simulations similar to shadows.
Indeed, this type of technology is already
familiar to us for instance the 3D or 4D
games.

Other technologies of the kind are still
being developed in the present for this
and other kinds of presentation of ‘real
time,” albeit, for the most part still in the
fictional world; nonetheless, all of them
have capabilities of simulating the space
with which we all interact. Those readers
who are interested in learning more about
cyborgs are advised to read the book on the
subject by Joanna Zylinska (editor): The
Cyborg Experiments: The Extensions of
the Body in the Media Age. New York, NY:
Bloomsbury Publishing, 2002.

At the same time, Lanier & Biocca [14,
p. 150] and Jefferies [13, p. 43] concur on
the issue that cyberspace usually appears in
connection with virtual reality, an extension
of process of cyberspace existing in order
to provide ‘pristine’ informational space by
means of constructing data which results in
the effect of immersing into the cybernetic
space. Virtual reality is usually familiar to
us in the form of 3D/4D. During its process,
virtual reality can provide our body with
artificial vision in the form of light, sound
and touch, unlimited only the dimensions of
space and time (2D). Furthermore, whereas,
in an ordinary dimension we might not be
able to share this space with other people at
a precise time, in the space of virtual reality
we are not only capable of sharing the same
space with other people, but we are also
capable of doing so from a very different
place.

It is only by using 3D technology that
Jefferies [13, p. 44] is able to utilize visual
manipulation to compose his choreographic
works. According to him,

“Another impact of using 3D has been
that we have learned so much more about
our practices. More about physics, ways of
choreographing in virtual space, assembling
movement material, behaviors. Now we are
making physical objects from forms taken
from our virtual worlds.”

& Tilt Brush

by Google

Figure 4: Artists have quickly realized
that by means of technology they were able
to improve and polish their art works more
effectively. Fabio Giampietro, a prominent

Italian artist, told us of how fast the speed
of creating art is changing due
to modern technology
(Tilt Brush, VR Application by Google, 2014)

Moreover, when we combine video
graphics with computer graphics in order
to create a specific response, we are thereby
entering an artificial reality (AR). We might
experience it when we play an interactive
sport (for instance soccer game in which
every player will forcefully attack and
blockade another attack from the opponent).
The same things are also happening in
the movie industry. Film companies have
tried various ways to make their audiences
capable of feeling as if they existed in the
movie they were watching, not merely sat
back and watched it [11, p. 28]. Could you
imagine that your students were able to
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produce a movie in an artificial reality based
on a story from the Bharata Yudha series?

AR and VR in cyberspace reality prove
that these two realities can be developed
from their respective characteristics, starting
from mimicry of reality, then multiplying
in parameters, becoming multiplex and
developing into a genuine reality. At the
same time some, there have appeared other
novel technical terms such as, automaton,
automation, automatic, android, robot, and
bionic. This would consequently lead us to
the perception of our constructed bodies, our
conceptions of what is organic or inorganic,
relating to the body or to technology, human
or non-human, and what comes from
machines themselves when in the future we
will accept them as organisms pertaining to
the human species [5, p. 45].

All of those experiments might be carried
out in the future because of the ongoing
extra sophisticated computer technology,
in addition to the expanding scientific
revolution of the theory of relativity, quantum
mechanics and the theory of chaos. The
very last phenomenon is the theory of non-
linear systems, such as, for example, studies
of phenomena that in their progression
are extremely too sensitive, so that even a
very small fluctuation of initial process of a
condition, for example of climate change the
forming of turbulence, or computer graphic
depiction, could be affected.

One example of a concrete linear
movement could be cited, when we ride
a bicycle twice the normal speed, we will
arrive to our destination half the time it
would normally take. Each percent we move
faster matches to one percent in decrease of
the distance of time. However, this linear
system may turn out to be non-linear in one
specific condition, — for instance, during the
steadily process of evaporation of water,
which may turn into steam turbulence, then,
if further increased, into a storm, and so on.

When this is implemented in a computer
program chaos theory, it might produce
a number of diverse effects such as VR.
This also includes the process of creating
Artificial Intelligence (AR).

The explanation of quantum theory
is more complicated. David Bohm [3,
p. 36] provides four kinds of approaches to
understanding it:

1. The progression of quantum cannot
be divided: its basic postulation is that the
energy of a wave cannot be divided by its
specific limit which passes the limit of its
frequency.

2. The quality of a particle wave is that
all the waves on a specific level of quantum
can be considered as particles, but, since it
is a wave, it depends on the observer to set
up the condition for observation in order to
produce the description of a particle wave
as a phenomenon.

3. The material elements functioned
as enhancement to statistical potency are
solid materials with their limited characters
which provide statistical description as a
group of quantum particles, — for example,
billions of particles of atomic uranium can
be divided with precise accuracy, but not a
single atom would thereby be united.

4. Non-causal correlation is expressed
by the fact that quantum theory requires
sub-atomic particles to provide direct
information instantly beyond their ultimate
distance.

During the rest of his life, after he
discovered the quantum theory, Einstein
tried to overcome it, but without any success.
According to him, the only instant and
constant element is the speed of light. All
of the aforementioned theories, they have
already and are continuing to be improved
by means of various experiments on working
on computers by means of creating virtual
intelligence (VR). Examples of different art
works carried out by computers examined
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in the following sections of this article will
provide us with a proof of how computers
can possess the skill for creating paintings,
composing music, and engaging other kinds
of artistic activity.

Various of the aforementioned scientific
theories have also altered our position from
the anthropo-centric, with human beings
seen as the center of the universe, through
the anthropo-eccentric, according to which
human beings are no longer seen as the
center of the universe, towards the so-called
cyber-centric, where human beings are seen
as the center of the cyber world. Presently,
our feeling has fluctuated between the
skeptical and the optimistic. However, Plato
has reminded us since the 4th century BC
that it is likely that we live in a prison. In the
7th book of his “Republic,” Plato presented
us with the mental image that we live in a
cave. What we see in front of us are only
shadows created by torches burning behind
our backs. [9, p. 19]

This idea evokes the image of people
from the Paleolithic Era (c. 14.000 BC)
who lived in caves. Painting on cave
walls was for them the means to sharpen
their vision. They sat around on the floor,
making fire, meditating, reflecting on their
lives. For Plato this capability of engaging
in reflecting is similar to the ability of
the so-called “mind’s eye.” This kind of
mental perspective was exactly similar to
what we feel after watching a movie. This
is essentially merging with virtual reality.
Very often, people have felt themselves as
a personified Rambo, after watching this
movie.

Living in caves, as the people of the
Paleolithic Age, watching movies in the
cinema, staying at home and sleeping, — all
of these create the same conditions. When
we read a novel, listen to a symphony,
or look at impressive paintings, we feel
immersed into the respective activities,

as if we ‘exist’ in a different reality. Such
an immersion provides a widespread
anthological condition. It is the nearly the
same when we ‘exist’ in the world of virtual
reality. The difference however, that in the
world of virtual reality the viewed image
seems to be very realistic. We face virtual
entity and become ourselves an entity of
this virtual environment. In this kind of
situation, the symbol becomes reality.

The world of telepresence (virtual world)
is an example of cyber-reality, since its main
object becomes transported and transformed
into the world of cyber. As a stratum of the
other reality, cyberspace make it possible
for us to exist in other place and meet some
other people, even though our physical
bodies exist in a difference place.

When we use digital camera and engage
in chatting with people located at a far
distance from us by means of internet
connection, in such conditions we create a
simple telepresence. A work of art carried
out by means of a computer can create a
form of telepresence even more amazing
than the previous variety. All of this is now
made possible by the computer. We all have
become very difficult to be separated from
the computer. Technology has become more
perceptible and closer to us, and it might
even occur in the future that soon it will be
inserted into our bodies.

Some Examples of Digital Art

The future will be robots and humans working side
by side going by the latest research in IloT
(Industrial Internet of Things).

Alasdair Gilchrist, 2016, 12

This article has just led us to the discourse
between digital art and ‘traditional’
art, without any complicated technical
explanation. However, when technical
description is necessarily required, the
writer is only able to provide the readers
with the websites on specific technical terms
which can be accessed separately.
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The first example was a music computer
created by Stephen Baron. This computer
was an example of network art, a work of
art produced and transmitted by means of
the internet. This work was “performed”
at the Adelaide Festival 1996 in Australia.
It featured a combination of internet
technology to which were added aesthetic
touches, social problems and political
agendas influenced by the practice of
globalization [1].

This work utilized two prepared pianos,
which were set up with screws and rubber
bands inserted between its strings to produce
certain strange sound effects. The first music
for the prepared piano was composed by
American composer John Cage. Barron
made use of two prepared pianos, which
were already connected to computers, one of
them was set up at the Sym Choon Gallery
in Adelaide, and the other one was located
at the Donguy Gallery in Paris, France.
These pianos were ‘played’ by means of
an automatic procedure, by consistently
applying two kind of resources. One resource
measured the amount of air pollution in the
ozone layer in Adelaide, affected by the
amount of pollution produced by the street
traffic in Paris, and the other computer
measured the level of ultraviolet (UV) rays
pouring into the atmosphere affected by the
widening of the hole in the ozone layer in
the sky over Adelaide.

The two prepared pianos which had
already computerized the produced sounds
by certain reciprocal means by measuring
the ozone coming from the air pollution from
the cars in the streets of Paris, as well as the
widening of the hole in the ozone layer.

Thereby, this performance was dedicated
to the changes of the “ozone pump”
installation affected by air pollution and
the natural condition of the ozone layer. It
played upon the distance between Europe
and Australia, as well as that between human

beings and nature. This music was not
produced by anybody other than the human
activities on the scale of the entire planet
Earth (the making of air pollution in the
ozone layer by all people) and its interaction
with the sun (because of the danger of the
ultra-violet rays from the sun light).

An example of a painting produced
by a computer can be found in a program
called AARON created by Harold Cohen,
a professional painter who was interested
in Artificial Intelligence (AI) present in
computers. Cohen created the AARON
in 1972. As a program, the AARON was
intended to create pictorial images. It was
meant not for copying images, or changing
any given input image, but for continuously
creating new images. The AARON controls
a robot machine, which at the first stage
produces lines of painting in monochrome
(black and white), after which Cohen finishes
the painting by putting in various colors
manually. Despite the presence of the artist’s
manual activity, the development of the
AARON has made it possible to paint with
many colors, sizes, as well as to wash the
brushes used for adding color to the drawing.

Figure 5: Theo, 1992. Dilukis oleh AARON,
cat di atas kanvas, 34x24 inchi.
(Foto oleh Becky Cohen, n.d.)
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According to Cohen as noted by Ed
Burton [4, pp. 33-49], “Cohen considers
not only that the pictures which AARON
produces are art, but also that AARON
itself'is a work of art.” It can be said that if
Andy Warhol was known as ‘mechanistic
artist’, then Harold Cohen should be
considered to be a ‘meta artist,” since he
creates both a machine for creating his art
and the art itself. Readers who would be
interested in learning more about the works
of the AARON might visit this website:
http://www.scinetphotos.com/aaron.html.

Next, we shall examine the phenomenon
of experimental music as an example of a
composition created by means of Artificial
Intelligence (AI) — with a computer by
David Cope, a professor of music at the
University of California at Santa Cruz,
USA, who has successfully created musical
compositions by means of a system called
“Experiments in Musical Intelligence”
(EMI). David Cope had already carried
out this experiment for 20 years, when the
production of musical works on the EMI
was announced for the first time in 1995.
The musical scores produced by the EMI
are as precise as the works written manually
by a composer. For instance, when the EMI
creates a Mazurka for the piano imitating
the manner of Chopin, it sounds as similar
as an authentic piece by Chopin. Similarly,
when it was played on the EMI program
on a multimedia computer, it sounded
very close to the composer’s style. [8,
pp. 67-69]

The system present on the EMI was
related to so-called “recombinant music,”
i.e. it was a system which repeatedly
identified the stylistic traits inherent in the
music of various composers. After this, the
EMI re-utilized these structures in a new
arrangement and composed new music “in
the same style”. Thereby, we might imagine
that when we give an input into the EMI

containing Beethoven’s nine symphonies,
undoubtedly, the EMI will present us
with the output of the composer’s Tenth
Symphony.

Normally musicians pay much less
attention to works created on a computer.
Nonetheless, Bach specialist, composer and
pianist Bernard Greenberg, when he was
given the chance to listen to music composed
by the EMI with an initial input set up to
imitate the style of J. S. Bach, commented
the following way: “It was amazing, not
only that this music is in the style of Bach,
but also it is in itself magnificent.” We
might ask then, whether the music was in
the style of Bach but was not very good?
Thus, this presented the evidence that the
music created by the EMI not only sounded
like Bach, but also it ‘spoke’ like Bach (i.e.
not only following the style, but also having
the personality of Bach!).

A test was given to the students of
the Department of Music Theory and
Composition of the Music Department at
the University of Rochester, USA. A pianist
played two Mazurkas in front of the class,
after which the students were asked, which
piece was the original Mazurka by Chopin
and which one was created by the EMI.
Most of the students replied that the first
Mazurka sounded as if it were written by
Chopin, but was not a real Chopin work,
because it was too large in its structure, with
a plentiful amount of musical inventions. So,
they were convinced that the second piece
was an original Mazurka by Chopin, for it
possessed the grandeur of lyrical melodies,
being endowed with beautiful chromatic
modulations and with a natural balance of
form and duration.

The results of the test announced that
the first Mazurka was the original piece
of Chopin, while the second one was the
work created by the EMI. All the students
were amazed at what they had just heard.
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How was it possible that the EMI could
outwit them, who were notable specialists
in music theory and composition? It should
be noted that the University of Rochester is
one of the highly reputable universities in
the USA.

So dear readers, it cannot be denied that
that computer has developed tremendously,
and the phenomenon that we have just
seen provided us with living proof that
research and new inventiveness in the
field of Artificial Intelligence can be more
developed in the very near future. What will
things be like in the next 20 years from now?
Or in 50 years from now? We have inferred
from the aforementioned example that even
by this time it has already been proven that
the works of art created by a computer can
be even better than the works of a human
being.

Brian Reffin-Smith [20, pp. 127-138], a
well-known critic, observer and visual arts
curator in the USA, described the discourse
about art produced by computers when he
said that, “The truth is that there used to
be much better art produced by means of
computers.” The reason was, as he went on
saying, “Because it approached the problems
of art, not just of spectacles.” One viable
solution of the problems of art, according to
Smith, is that the art produced by computer
would not be successful in promoting
the names of its creators. Thus, this art is
devoid of prejudice and preconception, and
also lacks the various contextual features
normally overly exaggerated by our art
critics.

The question that may arise is such:
is this the end of traditional art? Richard
Shusterman [24, pp. 1-3] in his book
entitled  Performing Live: Aesthetic
Alternatives for the Ends of Art expounds
the idea which art-related theories have
already stated, since Hegel proclaimed that
art has reached its final stage. According

to Hegel, as it was cited by Shusterman,
“Art no longer affords that satisfaction of
spiritual wants.” Similarly, Gianni Vattimo
said that the modern age has been marked
by “The Death of Art.” According to Arthur
Danto, it was, “The death of mimesis.”
(Note: It must be noted here that even the
school of thought known as Dadaism was
begun with the assertion that “Art is Dead.”
This mode of thought was introduced for
the first time by Hugo Ball in Zurich in
1916. The word “Dada” in French means
a wooden horse. More about Dadaism
can be read in Herschel B. Chipp’s book
Theories of Modern Art. Los Angeles, CA:
University of California Press. 1966).

An alternative path was offered by
Shusterman in challenging the upcoming
era (it is provided here for fighting the
phenomenon of commodification acts by
our contextualists!): “In our new age of
multiple, marketed lifestyles, which sadly
seem to foster as much conformism as
creativity, the concept of individual style
needs more attention.” It is the last part of
the sentence, ‘individual style needs more
attention,” which presents the keywords for
developing our traditional art in its challenge
to the digital era.

However, the present and future
challenges are aimed at sharpening the
ability of human intelligence to resist the
hegemony of the computer. The next section
of this article will briefly describe human
intelligence in its relationship to Artificial
Intelligence, as well as artists’ reaction
to the phenomenon of the post-humanist
conditions of life and art.

Human Intelligence Versus Al

“Study the science of art and the art of science.”
(Leonardo da Vinci)

In the first section of this article
mention was made of the phenomenon of
Andy Warhol, who thought himself as a
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“machine,” so in this final section the writer
is able to describe the philosophical aspects
of the Warhol phenomenon with their
connection to human intelligence versus
Artificial Intelligence.

Warhol considered the main challenge
of the 20th century was to cope with the
digital era and the end of the history of
aesthetics. According to Jean Baudrillard
[2, p. 184], aesthetics was already reduced
to the level of the ‘mise-en-scene’ (out of the
scene). Warhol had deconstructed himself
(rather than the object he painted) as a
machine, situated outside of the pretense
and prejudices of human intelligence. Each
of his paintings was created in the form of
initiation, but it was initiation to nothing at
all. “Marilyn Monroe,” as everybody could
see, was shown to be what she really was.
The image of Marilyn Monroe speaks of
herself, because everyone has known this
celebrity as the sex symbol of the 20th
century. The painting “The Bottles of Coca-
Cola” carried a similar message. These
kinds of images according to Baudrillard,
were images which could be identified as
hypostatic, pure without forms, devoid
of anything significant. But this was the
case, was because Warhol would denigrate
his own will, demonstrating himself as
a “machine” which had to exhibit such
artificial images. This was because in order
for the artist to be natural, there must be
subject to be exposed through him or her,
and thereby to change the real world into his
or her paintings. Warhol considered that he
possessed an indispensable disregard to all
these realities. For Warhol there is no real
universe in his works, and there also is no
Warhol behind all of Warhol’s effects.

2021, 1

Baudrillard  described the Warhol
phenomenon connected to the paradoxes of
art, as well as to the science of context of no
real universe. This was what he said:

“This is the most original and specific
situation we can face today in the matter
of science, as in the matter of art (perhaps
it is no longer art, and perhaps it is no
longer exactly science: what is paradoxical
science?). The virtual, uncertain and
paradoxical status of the image is its ideal
status, as it is for the object of science
(whether we like it or not, both art and
science have become screens).” [ 2, p. 189]

The phenomenon of metal music was,
surprisingly, also similar to the idea of the
absence of a real universe. Realized that all
metal musician artists enjoyed their status
more as the fotem icon of the primitive
tribes. They gave themselves such names
as Sting, Metallica, Nirvana, and U2, which
sounded like names of primitive tribes, just
to make it clearer of their social identities.

In contrast to icons of goddesses and
saintly people present in the temples which
were regularly attended by primitive tribes,
Metallica and other such groups wisely
presented themselves in the forms of video
clips available in every household. Their
motto, as it was repeated multiple times by
what seemed to be their ‘empire’ — MTV
— was: “One world, one music!” So, when
there is a machine capable of singing, it
must be sounded, like an electric guitar.
No matter how much you have listened to
this music before, you never listened to the
human voice, especially when you were
listening to it very loudly. You will have
heard nothing. You will only listen to a
machine.
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The Concept of the Pathet and Avoided Tones
in Jawatimuran Karawitan

This study aims at demonstrating the pathet in the Jawatimuran karawitan. The pathet is a
musical gesture which frames the motivic direction of a melody or song. Therefore its position is
quite essential in the Javanese karawitan. However, research of the pathet has only been centered
in the musical areas of Surakarta and Yogyakarta. In fact, outside the two musical cultures, there
also exists the concept and discourse about the pathet, which is genuine or unique, as in the
Jawatimuran karawitan. This study applies the participant-and-observer method, which positions
the researcher to be actively involved in the musical community he is studying. This is an effort to
bring up a scholarly discourse from the insider's position. The analysis was carried out by sorting
and performing musical classifications based on the melodic direction motion of several types of
Javanese karawitan pathets (sepuluh, wolu, sanga, and serang). As a result, this research reveals
new facts, namely, that in the concept of pathet, the Jawatimuran karawitan possesses a specific
scholarly, conceptual, and discoursive aspect, especially with the emergence of certain avoided
tones (nada sirikan). This is different from the pathet concept in two other musical cultures (namely,
Surakarta and Yogyakarta).

Keywords: pathet, avoided tones, Jawatimuran karawitan, musical classifications, melodic
direction movement, Javanese.
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[NMoHsiTMe naTeTta U n3beraembiXx TOHOB
B BOCTOYHOABAHCKOM TaHLeE

JlaHHO€ ucCcle0BaHME HANpPaBIEHO Ha BBLISBICHHUE namema B BOCTOUHOSIBAHCKOM TaHIIE.
Ilamem — 5TO My3bIKaJbHBIN Jlal, KOTOPHIN OIpeneiseT MOTHBHOE pa3BUTHE Menonuu. Ero
pOJIb B BOCTOUHOSIBAHCKOM TaHIIe BecbMa BaxkHa. OJHAKO MCCIIeZIOBaHUE TaTeTa COCPEAOTOYECHO
TOJBKO Ha My3bike paiioHoB CypakapThl U JI)KOKbSKapThl. B To ke Bpems 3a mpenesiaMu 3THUX
JByX MY3bIKaJIbHBIX PErMOHOB TakKXe CYIECTBYET MaTeT, MPEACTABIAIONIUNA yHUKAJIbHOE
SBJICHUE, KaK HallpUMep, B BOCTOUHOSIBAHCKOM TaHIle. B JaHHOM wHcceoBaHUHM MPUMEHSETCS
METOJl «y4aCTHUK-HAOII0aTeNby, IPU KOTOPOM HCCIIeI0BaTe b MO3UIIMOHUPYETCS KaK aKTHBHBII
Y4aCTHUK U3y4aeMOro UM MY3bIKaJIbHOTO co00IecTBa. TeM caMbIM c/iesiaHa MOMbITKa HAyYHOTO
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MO3HAHUS M3HYTPU. AHAINU3 NPOBOAMICS MYTEM KiacCU(UKAMK U YCTAHOBICHHS HECKOJIBKHUX
TUIIOB MEJIOIMYECKOr0 Pa3BUTHs B BOCTOYHOSIBAHCKMUX TaHLAX (Conymyx, 8oy, camea N cepawe).
B pesynbrare u3ydeHUs BBISABICHBI HOBbIE (DaKThl OTHOCHTEIBHO Marera, a MMEHHO, YTO
B BOCTOYHOSIBAHCKOM TaHILIe HaOmrofaercs ocoboe, MMerollee HayyHOe 3HAYEeHUE, CBOMCTBO —
ornpeesEHHbIE H30eraeMble TOHBI (Hada cupuxan). DT0 OTIIMYAET U3yyaeMblil TaTeT OT UMEIOLIUXCS
B MY3bIKaJIbHOM KyJbType IBYX Ipyrux peruoHoB (Cypakapra u JKOKbsiKapTa).

Kirouesnie cnona: I1aTeT, n3oeraemMele TOHBI, BOCTOYHOSIBAHCKH I TaHEL, MY3bIKAJIbHBIC
KJ'IaCCI/I(l)I/IKaHI/II/I, MCJIOJUYECKOC Pa3BUTHUC, SIBAHCKHH S3BIK.

INTRODUCTION
About the Pathet

Serat Centhini (1814) accurately records
a list of gending (a piece of music, a musical
work created for the gamelan) titles which
classify the pathets into six, and this fact
shows that the pathets have been familiar to
many people prior to that [21]. This reality
directs scholarly ambition to discover what
the pathets are, especially those inherent
in the classical gendings. During the
following years, scholarly activities have
discovered various theoretical formulas
which generally have viewed the pathet
as a fundamental factor in the gendings.
Some scholars have stated that this reveals
that each gending bears the name of a
pathet [20]. Hood’s conception that the
“determinant” of the pathet is formed by
the balungan or the primary tones [32] is a
phenomenon related to the discovery of the
study of the pathet. According to Brinner,
the concept of the pathet is translated as a
“mode,” smething similar to the raga in
Indian traditional music [7]. Alves adds that
“modes” include more than simply the scale
of tones available in a gending [2].

Another study has revealed that the
pathet functioned as a pathetan, a short suite
in which the relevant musical composition
formed a prelude to a gending and
presented several instrumental ensembles,

all of which helped create the necessary
atmosphere [11]. The ensemble including
such instruments as the rebab, the gender,
and the gambang (xylophone) plays a small
number of selected pathetan by modifying
the previously performed composition [6].
This pathetan is very closely related to
the garap (a specific type of musical
composition) because it contains a melodic
formula called the cengkok, signifying
musical patterns [35]. According to Roth,
the pathet is understood to be a temporal
conceptual organization, as well as pitch
structure in gamelan melodies [23].
A prominent feature in the pathet is the
emergence of the cadential motive that tends
to be endowed with metric pressure [2].
The pathet also has a significant role
in developing musical ideas expressed
in the melodic lines as played by the
suling (flute), gambang, gender, rebab,
and pesiden or sung by a female vocalist
[34]. In other words, the pathet is a
measure of musical practice and includes
ideas, conceptualization, and discourse
on karawitan knowledge. This study
emphasizes that the pathet possesses a
certain type of meaning from the dynamic
interpretation process of analyzing musical
works [8]. In this context, it is clear that the
historical traces of discussions of the pathet
in the world of karawitan have continued
to develop from time to time, and the
results of the latest pathet studies may be
seen in Sri Hastanto’s book The Concept
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of the Pathet in Javanese Karawitan. The
book contains the most recent references
related to the discussion, analysis, and
presentation of the pathets in Javanese
music [10].

In the book Sri Hastanto criticizes
the analyyses of the pathets by previous
researchers, such as Kunst [14], Hood
[12], Judith Beker [3], Perlman [19],
and Sumarsam [28]. Hastanto explains
that the pathet is related not only to the
principal tone (the tonic) of a gong but
1s more complicated than that, regarding
the functional formulas between the tones
(gembyang, kempyung, seleh, etc.), the
performing musical instruments, as well
as the tone direction, range, and harmony
which exists in a gending. Nonetheless,
studies on the pathet in Javanese music,
including those wundertaken by Sri
Hastanto, have tended to have a positivistic
approach in their nuances. Sri Hastanto
continues to regard the pathet issue as a
musical symptom that will be completed or
exhausted after he has rectified or provided
a bridge to a new type of understanding of
the pathet that is different from his previous
writings. If the pathet is a karawitan —
related musical issue, as is the nature of
musical works, it will undoubtedly lead
to significant change and development
of musical dynamics. Thew changes in a
musical work or gending also result in a
change of the conceptualization of the
pathet. Therefore the discourse about
the pathet will continue to change and
continuously undergo modification.

Cnsiderations about the pathet will
follow the dynamics of the development
of musical compositions (karawitan). Is
the main issue often expressed today in the
importance of discussing and reviewing
the pathet? Do the latest musical works
still use pathet formulas in a strict manner?
Reviewing the pathet in the karawitan

seems, on the one hand, to present an effort
to formulate or conceptualize academic
thinking about the karawitan, but on the
other hand, it is often considered futile by
observing the development of the world of
karawitan works which no longer considers
the discourse of the pathet, even in shadow
puppet shows, the pathet has not become an
important reference point again. However,
reviewing the pathet is an effort to find
a relationship or connection so that the
world of karawitan work goes according
to the world of musical thought. The ideal
measure of karawitan scholarship (in other
languages it is called karawitanology) may
be well formulated as long as the notion
of the pathet can be understood. Besides,
in the case of the Jawatimuran karawitan,
reviewing and explaining the pathet presents
concisely the effort of building the basic
foundation for the formation of karawitan
scholarly studies in East Java, which up to
now has not been well developed and well-
established.

Therefore, discussion of the pathet
in the Javanese karawitan in this study
determines the urgent necessity of its
further development. The main criticism
in pathet studies, as it has developed so
far by scholars, as the aforementioned Sri
Hastanto, often uses the terminology of the
word “Javanese Karawitan,” which seems
to represent fully and comprehensively
all the areas of the Javanese karawitan.
Whereas the Javanese karawitan possesses
a sub-culture, each respective style has
different perspectives, concepts, discourses,
and characters. Likewise, the Jawatimuran
karawitan is endowed with unique qualities
that are different from other karawitan
styles.

THE METHOD

The information for this research has
been obtained in three stages. First, the
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researcher was actively involved as a
participant and observer for the sake of
obtaining musical data. Often musical
issues are much more complicated than
it appears on the surface. The researcher
tries to “feel,” becomes involved as an
involved person (i.e., a musician), plays
the Jawatimuran karawitan repertoire
in accordance with the research topic.
However, fromthebeginning, theawareness
of treating oneself as a researcher (rather
than as a musician) is to be understood in
such a way that the boundaries of conflict
could be avoided entirely. The data
obtained at this first stage demonstrates
the tendency that the pathet in the context
of the Jawatimuran karawitan is not only
a matter of calculating numbers from the
tone position, but also involves a more
complex issue, namely, that of “musical
taste.” Such data would not be possible
to obtain, had the researcher only made
observations, without additionally being
involved as an “active participant.”
Second, the data has been obtained
through interviews. The latter have been
taken from musicians and musical observers
who were evaluated as being competent
for explaining the pathet issue in the
Jawatimuran karawitan. The things that the
researcher did not understand in detail while
acting as a participant and observer have
found an ideal answer after being confirmed
or asked regarding the related sources. The
third means of obtaining information was
by reading various references. Reading
the referential literature is essential for
knowing the musical perspective of things
perceived either as the same or as different
by the karawitans in East Java, Surakarta or
Yogyakarta. At the same time, it is necessary
to assert that this research is different
from previous studies. Simultaneously,
it becomes a kind of alternative mans of
viewing the phenomenon of the pathet in a

broader musical context (Jawatimuran).
The next stage of the work was to analyze
the acquired data. The process of analysis is
not carried out simply by cerebral research,
but by actively involving the musicians
related to it. The researcher realizes that
the pathet is a complex musical issue, so
that the involvement of the community
of musicians who perform this music is
essential. This is an effort so that the results
of the analysis have the truth that can be
justified. Besides, by involving musicians
or related figures, it seeks to highlight the
discourses, ideas, and discoveries related
to the pathet in the Jawatimuran karawitan
from an insider's “point of view.” Likewise,
the final results of the analysis are presented
in the form of categories and codification of
the existing discoveries, then “returned” to
their source (the musicians and the Javanese
karawitan community) to receive feedback
in the form of corrections, suggestions
and criticism. Thereby, in this research the
pathet indirectly summarizes the “voices”
of the Jawatimuran karawitan community
which have not been discussed in full.

DISCUSSION

The Pathet of the Jawatimuran
Karawitan

Soenarto [26], Sukesi [22], Mistortoify
[15], Setiawan [25], Wisma Nugraha
[18], and Munardi [17] are some of the
researchers who have been concerned
with the pathet issues in the Jawatimuran
karawitan. In this context a review of the
Jawatimuran pathet will be more focused
in the laras slendro (five-tone pentatonic,
intervals where the distances between
the tones have approximately the same
frequency standard [5]), considering that
the music of most of the karawitan area in
Jawatimuran consists solely of the laras
slendro. The Jawatimuran karawitan has
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four pathets, namely, the sepuluh, wolu,
sanga, and serang. Munardi [17] explains,
albeit not in a very specific manner, that
the pathet in the Jawatimuran karawitan
presents a musical introduction usually
carried out by playing the rebab, gender,
gambang and suling [34]. An introduction
is a short composition that covers all
the specific tonal areas [4]. This kind of
introduction which sets up the pathet is
also called the “pathetan” [10].

Unfortunately, the explanation above
still receives criticism from various sources,
considering that not all of the gending
repertoire of the Jawatimuran karawitan
1s performed together

introductory pathetan.

Soenarto [26] and Wisma Nugraha [18]
elucidate that the pathet concept in the
Jawatimuran karawitan is based on the
mathematical calculation formulation of the
gender instrumental blade. Soenarto and
Wisma both mentioned that the classical
gender penerus instrument in East Java
originally had ten blades, starting from
tone 2 (read: fonggak or ro) and ending at
tone 1 (namely, the pethit or ji). From the
number of ten blades, the calculation of the
appelation of the Jawatimuran pathet has
been determined. For more details, see the
following Figure 1.

Tone sequence 2

with the pathetan. For

3 5 | 6 1 2 3 | 56| 1

Tone name | tenggok

sanga | lima | nem | sorog | tenggok | sanga | lima | nem | pethit

example, the Gending
alit (small repertoire)
— the Cokronegoro,
Samirah, Luwung and
Jula-Juli — is often played by the buka
bonang (involving percussion instruments,
such as 12 small gongs, which play a short
melody or introduction, as an indication
that the piece will be subsequently

Figure 1. Names of the fones in the Jawatimuran karawitan-based

gender penerus blades.

To determine the name of the respective
Jawatimuran pathet, the following sequence
calculation is carried out from the highest to
the lowest tone, if one reads the following
tablefrom right to left. For more details, see

performed), its dramaturgy subsequently the following Figure 2.
emphasized with a
kendang or drum. Some Tone 2 s | 6 | 1 2 3 [ s |6 | i
. sequence
Of the gencﬁngs cven Tone name | tenggok | sanga | lima nem | sorog | tenggok | sanga | lima nem pethit
have melodic contour
.. General Ro lu ma nem Ji ro lu ma nem ji
forms, very similar name
Order of 10 8 7 6 5 4 3 2 1
to each other, but, el
nonetheless, classified

into different pathets
[13]. Munardi's view of
determining the pathet
concept in the Jawatimuuran karawitan
has also been criticized by Hastanto [10].
Hastanto, Sutton [29], and Kiesewetter
[36] explained that the pathetan could not
fully reach out and present the form of
the pathet in a musical work or gending,
primarily because the repertoire was more
often than not performed without the

Figure 2. The Pathet calculation from the high to the low tones
(examine the order of the calculation column)

Furthermore, the tones that become
strong accents on the pathet can be
determined from the calculation of the
gender blades above. For example, the
pathet sepuluh (10) is taken presented on the
count of ten (java: sepuluh) from the right to
to left tone sequence. As a result, this pathet
name has a heavy accent (tonic) in w. The
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pathet sanga (nine) and wolu (eight) are
based on the count of the ninth and eighth
tones. The details of this will be described
in the following Figure 3.

figure above can be mapped according to
the range of the tones’ areas in the pathet
sepuluh, namely, 2 as the main tone, 5 as the
dominant tone, and 6 as the sub-dominant

tone (called sub

Tone 5 5 > I - > = 1 2 3 kempyung). However,
sequence ) ) i . . 1 l

Tone name tenggok sanga | lima [ nem sorog tenggok sanga | lima | nem | pethit m praCtlca rea lty,

= om0 " el I the pathet sepuluh not

el e Tt ¥ mla] d only contains the main

i t i Pathet sepuluh tOl’lGS Of 2 and 5, bllt

Pathet sanga (?) - serang

often makes wuse of

Pathet wolu

other tones. Thereby it

Figure 3. The formula specifies the pathet name based

on the calculation sequence.

Thus, the Pathet sepuluh bears the tone
of 2 as the strongest tone. Soenarto [26]
labels it as the tonic or main tone, used as
the final gong (the last tone played of a piece
or gending). Furthermore, to determine the
dominant and sub-dominant tones, the ones
that are still a part of the pathet sepuluh, the
occurrence can be explained as follows.

KEMPYUNG

becomes apparent that
the discussion of the
pathet sepuluh is not
completely exhausted.
This is followed by the pathet wolu. The
calculation method is also the same as that
of the pathet sepuluh above, namely by
counting eight sequences from the highest
tone (right) to the lowest (left). In the
Jawatimuran karawitan the repertoire of
the pathet wolu is the primary choice over
all the other pathets. For example, in the
ludruk  performances,
since they have first

SUB-KEMPYUNG :
v been established, the
Tone sequence ; .
; 2 > BEMCEN : R | | ¢ N pathet wolu repertoire
Tonename | tenggok | sanga | lima | nem | sorog | tenggok | sanga | lima | nem | pethit has always presente d
General name ro lu | ma | nem ji ro lu | ma | nem ji the primary choice,

A
GEMBYANG

Figure 4. Tones in the pathet sepuluh

The result is that the pathet sepuluh has
the main tone of 2, while the dominant tone
is 5 (labeled kempyung).
A kempyung is an
interval separated by

starting from the Jula-

Juli, gending dolanan,

ayak, krucilan, etc. The

perspective of the tones
in the pathet wolu can be explained as
follows.

KEMPYUNG

SUB-KEMPYUNG

two tones (an interval Taenmwr | 35| 6 | 1 2 3 |5 | 6 | i

that is somewhat close Tonename | tenggok | sanga | lima | nem | sorog | tenggok | sanga | lima | nem | pethit
(13 2

to the COIlCGpt of “fifth General name 1o lu ma | nem ji ro lu ma | nem ji

in Western music [10]), CEMBYANG T

while the gembyang is
a one-tone interval. The

Figure 5. Tones in pathet wolu
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As can be seen in the figure above, the
tones in the pathet wolu consist of: 5 as the
main tone or tonic (gembayang), 1 as the
dominant tone (kempyung), and 2 as the sub-
dominant tone (sub kempyung). The tonic
and dominant tones can be used as the gong
( or final) tone. Next in importance is the
pathet sanga. 1t is in this context that there
occurs some confusion over the calculation
method. By counting the number of tones
from the right to the left, ideally, the pathet
sanga bears the main tone of 3 (as can be
explained by the previous explanation,
especially the calculation sequence
column), the dominant tone of 6, and the
sub-dominant tone of

a discrepancy. Wisma Nugraha [18§],
while discussing the issue of the pathet in
the Jawatimuran karawitan, avoids any
discussion of this discrepancy, as does a
number of other researchers, including
Sugiarto [27], Timoer [33], and Munardi
[17]. A number of different opinions
confront each other. According to Zaini (in
a personal communication, September 13,
2016) and Kukuh Setyobudi (in a personal
communication, September 16, 2016), the
pathet calculations must be presented not
in the order from the high to the low tones,
but from the low to the high tones. This is
best described in the following figure.

1. The -calculation of

the pathet sanga tones

region can be observed

Tone sequence 2 3 5 6 1 2 3 5 6 i
Tone name ro lu ma | nem ji o lu ma | nem ji
General name 2 3 4 5 6 7 8 9 10

Figure 7. The real main tone position of the pathet sanga

Careful examination

must be made of the

column of calculations,

in figure 6.

KEMPYUNG

SUB-KEMPYUNG
Tone sequence 9 3 5 6 1 2 5 6 i
Tonename | tenggok | sanga | lima | nem | sorog | tenggok | sanga | lima | nem | pethit
General name ro lu ma | nem ji ro ma | nem il

whichhavebeenreversed

GEMBYANG

Figure 6. The tones in the pathet sanga

In practice, the pathet sanga has the
main tone of 6, the dominant tone of 2,
and the sub-dominant tone of 3. How does
the tone of 3, which originally presents
the main tone, turn into the sub-dominant
tone, when even the presence of that tone
cannot be used as the final gong. In regard
to this, Soenarto [26] explains that the role
of the main tone and the dominant tone can,
indeed, be used as the final gong. According
to the simple calculation of the pathet sanga,
as presented above, 3 is the main tone, while
6 is the dominant tone. Thus, according to
Soenarto [26], the pathet sanga has the main
tone of 6, not 3. The explanation provides

above. If counted in the
order from left to right
(i.e. from the low tones
to the high tones), then
the ninth tone is endowed with the number
6 (nem). At a first glance, such calculations
may find their justification, especially in
the context of the pathet sanga. However,
the method of reversing the order of the
calculations above i1s not devoid of faul;
when it is counted from left to right (or low
to high tones), the pathet sepuluh number 10
falls on the tone of 1, whereas in practice,
the main tone actually bears number 2. By
reversing the pathet calculation sequence in
the aforementioned manner, the calculation
continues to be flawed in the likesame
manner, being right in the case of one
pathet, but wrong in the other aspect of the
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pathet, and so on. Interestingly, there is one
other pathet available, named the serang.
The tones in the pathet serang are obtained
from calculations similar to the pathet sanga
above, moving from right to left, or from the
high to the low tones, with the main tone
bearing the number 3, the dominant tone of
6, and the sub-dominant tone of 1.

Some scholars state (Yohan, personal
communication, May 17, 2017) that the
pathet serang has the smallest amount
of musical repertoire, if compared to the
other pathets. The Jawatimuran karawitan
notation books do not mention the gending
in the pathet serang at all, as confirmed by
Soenarto [26], Adiyanto [1] and Tasman
[31]. In other words, this pathet was intended
not for musical concerts, or the klenéngan,
but rather for the shadow puppet shows (and
even so, in a limited pattern). The pathet
serang is performed last in order, after all the
other pathets have been played. Surwedi (in
a personal communication, September 16,
2017) argues that the gending in the pathet
serang was created particularly for the
Jawatimuran shadow puppet show. Surwedi
explains that the musical dramaturgy of the
Jawatimuran shadow puppet show requires
one pathet as the climax of the performance.
The Pathet sepuluh, wolu, and sanga are
seen as being unfit to accommodate the
dramaturgical flow of the desired musical
drama. The name of Serang was then born
from the word "Sereng," which means
rowdy, tense, i.e. very suitable for the ending
or culmination of a theatrical performance.

Therefore, the function of this pathet is
to appear at the end of the shadow puppet
show with a musical dramaturgy that is
swift, willful, and loud. The appropriate
time for its use is also absolutely minimal.
The Pathet serang is played particularly
during the timeframe shortly before the
shadow puppet show ends, not frquently
anywhere else in the performance. In some

cases, the gending in the pathet serang is
brought in as a sign to the audience that
the Jawatimuran shadow puppet show is
coming to an end or approaching a climax.
Crawford [9] presents the following division
of the pathet time frame in the Jawatimuran
shadow puppet performance with puppeteer
Ki Piet Asmoro in Mojokerto.

1. Pathet Sepuluh :7.30 pm - 10 pm
2. Pathet wolu :10 pm - 01 am

3. Pathet sanga :01am -3.30 am
4. Pathet serang :3.30 am - 5.00 am

Figure 8. The duration of the pathet use
is given here as it occurred during Ki Piet
Asmoro’s puppet show performance in 1980.

Eight years later, S. Timoer [33] made
observations in another area, specifically
Ki Suleman's performance at the Gempol
Pasuruan. The classification of the time
distribution of the pathet is as follows.

1. Pathet Sepuluh :8pm—-9pm
2. Pathet wolu :9pm—-2am
3. Pathet sanga :2am—4.30am
4. Pathet serang :4am—-6am

Figure 9. The duration of the pathet use use
is given here as it occurred during Ki Suleman’s
puppet show performance in 1980.

The documentation by Crowford in
1980 and S. Timoer in 1988 has certainly
changed to a considerable degree at this
point of time. Shadow puppet performances
are presently experiencing a curtailment of
duration due to the demands of the present
times. Moreover, the increasing duration of
time for entertainment programs (labelled
as limbukan and gara-gara), which
automatically make use of the pathet, has
also changed significantly. Usually shadow
puppet shows end at 3.30 or 4:00 AM. Due to
the shorter time for the performance, the use
of the pathet serang has also become more
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limited in its duration, no longer lasting one
or two hours, but approximately 30 minutes
before the stage ends (compare it with the
time in the figure above). The gendings of
the pathet serang in the shadow puppet
shows are: ayak, krucilan, and gemblak. For
the other varieties, especially the klenéngan
(or the gamelan music concerts), up to the
present time researchers have not found any
ideal examples, including any references,
documentation, or notation of Jawatimuran
gendings, as mentioned above.

There often occurs confusion in
determining the Jawatimuran pathet.
A gending can be grouped into different
pathets. Many of Jawatimuran's notated
musical scores refer to the Surakarta style
pathet, so that in this context discrepancies,
confusion and bias often emerge [34]. One
of the reasons is because the concept of the
pathet in Central Java, especially Surakarta,
was considered to be more established
than in East Java. It does not stop there;
the terminology and classification of the
Jawatimuran pathet are often confused with
each other. A gending can be referred to
in two different Jawatimuran pathets. The
most ambiguous genre is the pathet sepuluh.
In this regard, Sutton further explains:

“The pathet sepuluh, as many musicians
say, 1s somewhat difficult to characterize
according to strictly musical criteria.
Gendhing classified as sepuluh often
consist of certain passages that clearly
suggest the pathet sanga and others that
clearly suggest the pathet wolu. Hence the
variability involving the pathet sepuluh
1S not surprising. More remarkable are
the musical pieces listed both as wolu and
as sanga, which are supposedly easily
distinguishable categories. A number of
these involve several gongan, with one
ending on 6, typical of pathet sanga, and
another on 5, typical of pathet wolu. Others
feature melodic passages typical of both

wolu and sanga and on gong tone 2, but are
not classified as pathet sepuluh.”[34]

The pathet sepuluh presents an
interesting  case. = Bambang  Sukmo
Pribadi (in a personal communication,
August 10, 2016), Suntoro (in a personal
communication, July 7, 2017), and Surwedi
(in a personal communication, September
16, 2017) explained that the pathet sepuluh
is unique where this pathet is an abstraction
of all the existing pathets. Therefore, in
the Jawatimuran shadow puppet show, this
pathet was performed earliest of all. It is
intended as a step to introduce and reach all
the tonal areas in each pathet. Therefore, for
the pathet sepuluh, it cannot be calculated
like any other pathet via the tone sequence
formula on the gender penerus blades.
Thus, the strongest fomes in the pathet
sepuluh become distinguished and cannot
be determined. The laras slendro tones can
present the strong main tones or tonics in
the pathet sepuluh, although most of them
are usually found on tones 2 and 5. When
referring to the previous explanation, in
addition to the main tone, the dominant tone
can also present the final gong. If the tone
of 2 is the main tone in the pathet sepuluh,
then ideally the tone of 5 (dominant) can
also present another one of the strongest
tones and become the final gong tone.

It is at this point that confusion often
occurs. In many of the karawitan notations
all the gendings endowed with the main
tone of 5 are categorized as pathet wolu,
even though they may very well be
pathet sepuluh (an example of this case
is the Gending Gandakusuma). Another
example is the Gending Cokronegoro.
From several references obtained, this
gending is categorized into two different
pathets, namely, the sepuluh and the wolu.
Tasman [31], Diyat [24] and Mudiyanto
[16] mention this gending as the pathet
sanga, while Soenarto [26] and Adiyanto
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[1] call this gending the pathet sepuluh. The
following are the related gending notations.

Bk: 6365 6621 321f)
[.1.6 .3.2. 6.5 .3.2
.3.2 .6.5. 2.1 .2.(g)

Figure 10. The notation of the Gending

firmer and clearer. To find out the positions
of the nada sirikan in a pathet is relatively
easy — by determining its place under the
main tone of a pathet. For more details, see
the following figure.

Knowing the position of the avoided
tones, it will be possible to determine
the character and sense of the pathet of a
gending. The issue of the confusion over the

Cokronegoro
Name of Pathet Main Tone Dominant Tone Avoided Tone
Th . . Wolu 5 1 3
€ question 18, Sanga 6 5 5
: : Serang 3 6 2
which is the correct 2o > 5 1

pathet,sepuluhorsanga?
Before answering that
question, it is essential
first to know about the tone functions in
each pathet and their position in the existing
gending structure. To what extent do these
tones play a role in shaping the character
and feeling of the pathet? Each pathet in
the Jawatimuran karawitan has tones that
are considered “biased tones,” which in
this context will hereafter be referred to as
“nada sirikan” or the tones to avoid.

The Nada Sirikan
(The Avoided Tones)

The existence of the main and dominant
tones presumes that there are some tones
considered insignificant, and in this context
these tones are referred to as nada sirikan
(taboo, in Sutton [30] called “avoided
tones”). The explanation and analysis of
the nada sirikan are essential and directly
connected to the sense of the pathet in the
Jawatimuran gendings. The nada sirikan
are tones of “refraction,” or tones that can
weaken the sense and the character of the
pathet. For example, in the pathet wolu, the
more nada sirikan (avoided tones) there
are, the pathet wolu taste becomes weaker
or more biased. Vice versa, the less nada
sirikan are present, the character and the
sense of the pathet associated with it will be

Figure 11. The position of the nada sirikan (Avoided Tones)

pathet in the Gending Cokronegoro above
can be answered. When seen in the figure
above, the researcher endows the “question
mark (?)” sign to the pathet sepuluh. The
sign refers to the previously held assumption
that the pathet sepuluh is able to reach all
the tones in its function as the main tone
(tonic). However, the information about
avoided tones presented above is essential
for analyzing whether or not the tone
position is strong in a pathet. If the pathet
sepuluh can reach all tone areas as the main
or final tone (gong), does this mean that
each gending can be called or categorized
as the pathet sepuluh? The answer is no.
This is where the importance of analyzing
the position of avoided tones can be sensed.
A gending cannot be immediately classified
in a pathet sepuluh as far as the main tones
(which occupy the heavy beat position,
which is called in Javanese ulihan or seleh
berat) remain inclined towards a specific
pathet character: the wolu, sanga, and
serang. Conversely, a gending (on pathet
wolu, sanga, and serang) that has too many
avoided tones indicates that it is a pathet
sepuluh. To find out the pathet category
in the Gending Cokronegoro, it can be
analyzed as follows.
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First, we must understand the concepts
of the padhang and the ulihan in the
gending. The padhang (abbreviated as p) is
a motion of the melody that is considered
to be incomplete, and it can also be referred
to as a seleh ringan, or a question sentence.
The wulihan (abbreviated as u) is the
motion of the melody which completes it
(inJavanese: seleh berat,oranswer). Musical
analysis of the gending is done by dividing
the structure of the musical composition
into melodic sentences, in reference to the
opinion of Hastanto [10] about phrases
or gatra. A melody always consists of
several sentences (kenongan), and each
sentence consists of several phrases. Thhe
phrases or gatra are the smallest units of
melodic sentences. The case of the Gending
Cokronegoro can be described as follows.

ulihan in half of the melody’s sentence or
the two gatra. In contrast, the second layer
manifests the elaboration of the padhang
and the ulihan in one melodic sentence.
Based on the figure above, it can be seen
that the final tone positions filling the first
layer, namely, the padhang, pertain to the
tones 6,5,2,1, and the first layer, the ulihan,
pertains to the tones 2,2,5,6. While the
second layer, the padhang represents tones
2 and 5, the second layer, ulihan represents
tones 2 and 6. Based on this analysis, the
Gending Cokronegoro 1is included in the
pathet sanga, emphasizing heavy tones
(ulihan) 6 and 2 (see the explanation about
the previously mentioned pathet sanga).
Based on this analysis, the Gending
Cokronegoro is included in the pathet sanga
because on the ulihan side, the majority

of the tones are 2 and 6. These tones

Molody sentences Melody Sentences

occupy the position as the main tone

Prhases Prhases Prhases

Prhases

i|6‘3‘2 6‘5‘3‘23‘2‘6|5

2] 3 ]2

(seleh berat) and the dominant tone.
It is included in the pathet sanga

(=)

Gatra Gatra Gatra Gatra

Kenongan Kenongan

category (see the explanation of the

Figure 12. Analysis of melody sentences
on Gending Cokronegoro

In the next step, after the melody
sentence is known, then the classification is
carried out according to the padhang and the
ulihan (or question and answer sentence) as
follows.

previous pathet analysis).

CONCLUSION

The concept of pathet in Javanese
karawitan 1s different from the two
other common styles, the Surakarta and
Yogyakarta. This proves that every musical
culture possesses its own unique character
and style. The Jawatimuran karawitan

can still be seen as a

Figure 13. Analysis of padhang (p) and ulihan (u)

on Gending Cokronegoro

In the analysis presented above the
padhang and the ulihan are divided into
two layers. The first layer demonstrates
the elaboration of the padhang and the

- 13 .

Lone dee | 03.2] w65 | 3.2 | 3.2 | .65 | .21 2.0 Sub.Or,c’hnate St}{le of
First layer D U D : > 1 > ; music,” because it does
Second layer P u p u not possess a strong

cultural referential

base, such as the royal
palaces in Surakarta and
Yogyakarta. However,
as the result of the musical analysis of
Jawatimuran karawitan, new concepts
have been brought to light, one of which
relates to pathet and nada sirikan (the
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avoided tones). This discovery is important
as an initial effort to foster a critical study
of the phenomenon of traditional music in
every region of Indonesia, especially Java.
The concept of the pathet and the avoided
tones in Jawatimuran karawitan is an early
indication that the study of musical culture
continues to expand and develop and is not
in the least static.

Every region in Java possesses a musical
style which should continue to be explored
and developed. Indirectly, this study also
seeks to provide another alternative in
reading and perceiving the phenomenon
of music by turning to the perspective of
an insider, considering that an immense

2021, 1

amount of karawitan studies in various
regions of Indonesia makes use of only one
perspective, that pertaining to the Surakarta
or the Yogyakarta musical tradition. The
study of pathet and avoided tones can be
used as a starting point to build a scholarly
foundation for Jawatimuran karawitan
and an alternative means of perceiving
the musical culture of Javanese karawitan
(which i1s not limited to Surakarta and
Yogyakarta). Analysis of the pathets and the
nada sirikan still leaves us with a number
of unresolved problems. For this reason, it
is necessary to undertake other studies of a
similar kind to develop the Javanese musical
discourse more diversely and dynamically.
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Mindfulness and Online Music for Channeling Stress
in Primary School Students During the COVID-19 Pandemic in Spain

On 11 March 2020, the World Health Organization declared an international pandemic state of
emergency, in the face of the public health crisis caused by COVID-19. Since that day, Spaniards
have faced the situation of confinement in their homes, while sanitary containment measures have
restricted mobility, reducing economic and social activity, in addition to paralyzing productive
work in numerous sectors.

In these circumstances the scope of which cannot be predicted in all its consequences and
dimensions as of now, one of the most affected social sectors has been the population of children,
adolescents and young people. At this point, this sector has been affected in its educational work,
as well as in leisure time activities, having been deprived of the social interactions necessary for
the process of socialization and formation of personality.

Based on the aforementioned situation, when an important record was detected on the levels
of stress, anxiety and behavioral problems, it was seen fit to implement Mindfulness and Music
Education sessions online, with the main objective of channeling the problems of behavior, stress
and anxiety generated by confinement through an online methodology. The dynamics was studied
with primary school students in Madrid. In order to evaluate the impact of this interventional action,
a quasi-experimental design was structured from the methodological point of view, establishing the
application of Mindfulness and Online Music Education sessions as an independent variable, and
changes as a dependent variable, behavior, stress and anxiety. Next, an incidental non-probabilistic
sampling was established, with a total of 130 participants (77% girls and 23% boys), with the mean
age of the children of 9.407 (DT = 2.393), 100% of whom were Primary Education students.

The following social networks were used as tools for communication and socio-digital
interaction: WhatsApp, Zoom and Instagram, in order to implement the exercises used in the
MindfulnessBased Stress Reduction (MBSR) program by Kabat-Zinn (1979) of the activities
of the Musical Education area corresponding to Primary Education, while for data collection an
adaptation of the questionnaire “Five Facet Mindfulness Questionnaire” (FFMQ) by Baer et al.
(2006), as well as the JASP 0.13.1 application, SPSS and an excel spreadsheet for processing.

Regarding the results and the main objectives, the attempt was made to channel the level of
stress and anxiety among the participants, in terms of behavioral problems, achieving a partial
reduction. In this way, and based on inferential statistics, the presence of a strong positive linear
correlation between age, conceived as a quantitative ratio variable, and online sessions, as the
independent variable is deduced, resulting in 0.979. As a recommendation for future work, a larger
sample must be taken in order to establish more general results, reinforce the guidelines dictated to
teachers both to carry out Mindfulness and Music Education activities online and establish criteria
for inclusion and exclusion.

Keywords: Mindfulness, Music Education, COVID-19 and Online Music, digital divide, stress
and anxiety.
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MeauTtaums n OHAAMH-MY3blKa AASl YCTPAHEHMS CTpecca
Y YY4€HMKOB Ha4aAbHOM LUKOADI
BO Bpems naHaAemun COVID-19 B Mcnanum

11 mapra 2020 rona BcemupHas opranusanus 37paBOOXpaHEHUs] 0OBSBUIIA MEKIYHAPOIHOE
Ype3BbIYalfHOE TMOJIOKEHHWE B CBSA3M C MAHAEMHUEH Mepel JMIOM Kpusuca OOIIeCTBEHHOrO
3apaBooxpaHeHus, Bei3BaHHOro COVID-19. C Toro nHs McHaHLbl CTONKHYIMCh C CUTyaluel
U30JIAIMM B CBOUX JOMax, B TO BpEMs KaK CAHUTApHbIE MEPbI CACPKUBAHUS OTIPaHUYMUIIN
MOOMIIBHOCTb, CHU3HWJIN COLIMAJIbHYIO aKTUBHOCTb, @ TAKXKE MapajM30BajIH IPOLYKTUBHYIO paboTy
BO MHOT'MX CEKTOPaX SKOHOMHKH.

B ostux oOcTosiTenscTBaXx, MacmTaObl KOTOPBIX HEBO3MOXKHO IpeJCKa3aTh BO BCEX HX
MOCJIECTBUAX U U3MEPEHUSX, CAMBIMU YSI3BUMBIMU SIBIISIFOTCS I€TH, IOAPOCTKU U Mosoaéxp. Ha
JTAHHBI MOMEHT BO3HUKAIOT TPYITHOCTHU B 00pa3oBaTeIbHOM padoTe, a TaKKe B IPOBEICHUH I0CYTa,
MIOCKOJIBKY OH JIMIIEH COLIMATIbHBIX B3aUMOACHCTBUI, HEOOXOJUMBIX JIJIsI ITPOIecca COLUaIN3aluu
1 GOPMHUPOBAHUS TUYHOCTH.

Hcxons m3 cutyalu, KOTAa MOSBUIIMCH NPU3HAKU POCTAa YPOBHEH CTpEcca, TPEBOXKHOCTHU
U TOBEJCHUYECKUX MpoOsieM, ObUIO COYTEHO LEIeCOO00pa3HbIM MPOBOAUTH OHJIAMH-3aHATHS T10
MY3bIKaJIbHOMY 00pa30BaHHUIO C OCHOBHOM IIEJIbIO — IPEO0I0IEeTh Ha3BaHHbIE PoOiIeMsbl. JlnHaMuka
M3yyanach ¢ yYeHHKaMH HayaJlbHOM IIKOJIbI B Maapue. YToOb! OLIeHUTh BIMSHUE HAIPABIEHHOTO
JeMCTBUS, KBa3U-IKCIIEPUMEHTAIbHBIA TJIaH ObUI CTPYKTYPHUPOBAH C METOJOJIOTMYECKON TOUKH
3peHMs, yCTaHABJIMBAas MPUMEHEHHE CEaHCOB MEIUTAIUU OHJIAMH-MY3bIKAJIbHOTO 00pa3oBaHUs
B KAa4eCTBE HE3aBUCUMOM NEPEMEHHOM M M3MEHEHHMM B KAa4€CTBE 3aBUCUMOW IIEPEMEHHOM, —
MOBEJICHUsA, cTpecca M OecrokoiicTBa. 3areM ObLia co3JaHa clydyailHas, HE BEpPOSTHOCTHAs
BbIOOpKA, Bcero 130 yuacTHukoB (77% neBouek u 23% MalbdyuKOB) CO CPETHUM BO3PACTOM JIETEi
9,407 ner (DT = 2,393), 100% u3 KOTOPHIX OBUIH YHAITUMUCS HAYAIBHOM IIIKOJIBI.

B kauecTtBe HMHCTPYMEHTOB [uis OOIICHHS M COLMAIBHO-IM(POBOr0 B3aMMOJEHCTBUSA
MCTIOJB30BAIUCH ClleAyomne counanbubie cetr: WhatsApp, Zoom u Instagram Ju1st BEITOTHEHUS
ylnpakHeHUH, ucnons3yeMblx B mporpamme «MindfulnessBased Stress Reduction» (MBSR)
Kabar-3unna (1979) B pamkax AeATeNbHOCTH, COOTBETCTBYIOIIECH HAYaJbHOMY MY3bIKAJIbHOMY
o0pa3oBaHMIO, a 1715 cOOpa JaHHbIX afanThpoBaHa aHkeTa «Five Facet Mindfulness Questionnaire»
(FFMQ) Bbaspa u ap. (2006), a taxxe npunoxenue JASP 0.13.1, SPSS u snexrponnas Tabnuia
Excel nyst 06paboTku.

beuta mpennpuHATa MONBITKA YaCTUYHOTO CHMIKEHHUS YPOBHS CTpecca M TPEBOTM Cpelnu
YYaCTHUKOB C TOYKH 3pEHHUS TOBeAeHYEeCKMX mnpobOneM. Ha ocHOBe BBIBOAMMON CTaTUCTHKHU
ONPENEICHO HAJIMYUE CUIbHOM IOJOXKUTEIbHOU JIMHEWHOUW KOPpEIsALUU MEXKIY BO3PACTOM,
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paccMarpuBacMbIM KaK KOJIMYECTBEHHAs NEPEMEHHas, U OHJIAH-CeaHCaMU KaK HE3aBHUCHMOM
HepeMeHHOM, B pe3yabrare nonydmiock 0,979. B kauecTBe pekoMeHaanuu i Oyayuiei paboTbl
HEOOXOUMO B34Th OoJiee KPYMHYH BBIOOPKY JIsi TMOJy4EHHUs OOLIUX pPe3yJabTaToB, YCHINTh
METOANUYECKHE PEKOMEHAINH, TPEANINCHIBAEMbIE YUUTEIIEM O TOM, KaK IPOBOAUTH MEPOIIPUATHS
[0 MEAUTALUU U MY3bIKaJIbHOMY 00pa30BaHHIO B MIHTEpHETE, U YCTAaHOBUTb KPUTEPUU UII UX

OLICHKU.

KiroueBple cioBa: meauTaiusi, My3bikaiibHOe oOpazoBanue, COVID-19 u oHnaiiH-My3bIKa,

ndpoBoit 6apeep, cTpecc.

INTRODUCTION

In January 2020, the World Health
Organization (WHO) declared that the
coronavirus outbreak detected in the city
of Wuhan (China) was a public health
emergency of international concern.
Subsequently, on March 11 the WHO
establishedinits evaluation of Covid-19 that
this new coronavirus can be characterized
as a pandemic. So on 14 March in Spain
a state of alarm was decreed for the sake
of stopping the expansion of this new
coronavirus. In this state of emergency
no one was allowed to leave their homes
with the exceptions established in article
7 of Royal Decree 463/2020 of March 14
which declared the state of alarm for the
management of the health crisis situation
caused by Covid-19.

Although being necessary at that time,
the effects of the confinement on citizens
were negative. In the first place, there were
very negative psychological sequelae, such
as increased stress, anguish, confusion,
anger, boredom and frustration, as well as
an increase in dangerous addictions.

In the field of education, one of the main
problems caused by the pandemic was the
growth of the digital divide among students
from different social classes, in addition to
problems in the learning process due to the
substitution of face-to-face teaching with
online classes, as well as a significant drop
in student achievement.

To the above aspects must be added the
bombardment of information about this new
disease and the consequent situation of stress
and anxiety generated in the population
in addition to the confinement itself,
whose effect has been counterproductive,
leaving a series of very serious negative
consequences. It is precisely within the
framework of the previous scenario that
Mindfulness was applied, which according
to the experts worth highlighting two very
relevant figures: Thich Nhat Hanh and Jon
Kabat-Zinn. Kabat-Zinn (1979), Lazar et
al. (2005), Kemeny (2012), Paez, Diaz and
Hernandez (2016) Segovia (2019), after
eight weeks of practice you can reduce
stress and anxiety levels (in combination
with Music Education activities as was our
case).

Based on the above considerations, it
is worth highlighting two very relevant
figures: Thich Nhat Hanh and Jon Kabat-
Zinn. Kabat-Zinn, used Mindfulness as a
complement to medical treatments for pain
(Parra et al. 2012) and in 1979, founded
a Stress Reduction and Relaxation clinic
in Massachusetts creating the program
called MindfulnessBased Stress Reduction
(MBSR) eight weeks long (Melero, 2015).
Numerous studies establish that this
technique significantly reduces levels of
stress and anxiety in humans.

Regarding Music Education, which is
the other factor of study in this proposal,
it is indispesable to mention Marta Toro,
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the creator of the "Grow with Confidence"
method for improving care (2011), which,
being based on music and relaxation,
improves the attention span and reduces
anxiety in children between 7 and 12 years
old. This is a digital platform for supporting
parents and educators which aims to
improve the well-being of children and their
environment during the various stages of
their growth. It is ideal for use in schools,
in consultations and at home. The method
has been scientifically tested by the Faculty
of Sciences of the University of Vienna in
a clinical trial with 156 children with very
positive results (Toro, 2011).

In short, this pandemic has generated
significant levels of stress, anxiety, and
fear as the result of the total confinement of
the population, to which should be added
the increase in behavioral problems and
psychological imbalances. Therefore, the
introduction of the combined techniques
of Mindfulness and Music Education by
means of an online methodology has been
rightly estimated.

MINDFULNESS PRACTICE AS A FORM
OF IMPROVING YOUR HEALTH.
REVIEW OF STUDIES

Currently there exists a disconnection
between the body and the mind; In other
words, people live with the body in the present
time and in the physical space in which they
are temporarily located, but with the mind
elsewhere, and sometimes automatically
thinking about the past or the future, leaving
aside living in the present or concentrating
on this very moment. This process is what is
known as the autopilot. Martin-Ausero and
Garcia de la Banda (2007), defining it as “an
attitude in which the person is aware of the
thoughts that refer to the past or the future,
instead of focusing on the present” (p.23).
This expresses the frequent occurrence

when a person, when performing a particular
task, tends to anticipate or focus on issues
that have no relation to what he or she is
doing at that very moment, thereby creating
unconscious habits.

Segal, Williams, and Teasdale (2017)
comment that we can spend hours on that
automatic pilot, without realizing what we
are really doing. During the period in which
our mind wanders, without being present or
aware of what is being done, we are much
more vulnerable to problematic or negative
situations. When our mind acts in the like
manner on an automatic pilot, our brain
activates judgments, previous concepts,
comparisons, anticipations, memories ... and
our mind wanders without any guidance,
usually taking into account the past or the
future (Losa and Simoén, 2013).

On automatic pilot, all the thoughts,
sensations, feelings (of which we are not
aware) can produce old habits of thought
that what they do is worsen our mood (Segal,
Williams, & Teasdale, 2017). Santamaria
et al. (2006) comment that the practice of
Mindfulness would allow us to become
aware of the present moment, to attract our
mind to the circumstance that we have to
carry out immediately.

For Melero (2015), the concept of
Mindfulness and its practice would make
us aware of our thoughts, feelings and
bodily sensations. In addition it would
teach us to make relevant decisions, instead
of automatically reacting to thoughts and
feelings as if they were real.

Kabat-Zinn (1990) observed the effect
that the practice of Mindfulness tends to
reduce emotional reactivity. This reactivity
refers to the distancing of emotions
(accepting them), so that they do not
affect us so much; that means accepting
emotions as they come. In other words, it
seeks to become aware of the need not to
make judgments about thoughts that are
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passing through the mind, and if negative
circumstances are occurring — or have
happened — we must learn to accept them,
trying not to be reactive with harmful
emotions.

In this sense, and in relation to the
previous assessment, Simén (2010) points
out that when we practice Mindfulness
we become aware of the mental activity
experienced at that time, while Melero
(2015) highlights the absence of reactivity
such as the ability of “knowing how to
respond, instead of reacting impulsively
to situations, thoughts, emotions, etc. In
other words, not being trapped by them or
rejecting them” (p. 208).

At the neurobiological level, this
reactivity is found in the amygdala and the
prefrontal cortex, while Hozel et al. (2010)
cited in Hita E. M. (2018), discover in their
results that, after practicing Mindfulness, the
amygdala became smaller and connectivity
with other areas of the brain decreases.

On the other hand, and in line with
everything that happens in our brain when
practicing Mindfulness, Lazar et al. (2005),
“used magnetic resonance imaging to
observe the brain of expert meditators”
(Tealde, 2016, p. 8), verifying that the
regions associated with attention, internal
consciousness and sensory processing
(prefrontal cortex and the right anterior
insula) they evidenced a thickening of these
parts. On the contrary, the amygdala was more
reduced in the meditators than in those who
did not meditate (Hervéas, Cebolla & Soler,
2016, p. 119). “The amygdala is a subcortical
structure associated with emotions, whose
main function is to send information related
to fear and anxiety” (Villegas et al., 2015,
cited in Tealde, 2016, p. 4).

Finally, it should be noted that after eight
weeks of practice the changes occurring in
the brain begin to be apparent, achieving
an improvement in working memory and

sustained visual attention as well as an
increase in performance and a noticeable
decrease in distraction after this training in
mindfulness (Segovia, 2019).

Furthermore, Kemeny et al. (2012) found
in their study that after eight weeks of the
practice of Mindfulness, teachers exhibited
fewer negative emotions, a reduction in
negative feelings, a reduction in anxiety and
an increase in states of positive moods (cited
in Body, Ramos, Recondo and Pelegrina,
2016).

MUSICAL EDUCATION AS A FORM
OF IMPROVING YOUR HEALTH.
REVIEW OF STUDIES.

Music has been shown to have
incredible benefits in people with stress,
depression, with different pathologies and
addictions. This practice has had beneficial
repercussions on the physical as well as on
the emotional level.

According to studies conducted by
Vaillancourt (2009), music can fulfill various
functions: it can be listened to without further
ado, it can be used as an educational method,
it can be studied for the sake of interpreting
it, and it can be used in therapy as a means
for improving, maintaining or restoring the
physical and psychological condition of a
person. In the same way Killingsworth and
Gilbert (2010) establish that when a subject
achieves mindfulness in the present moment
(by focusing on the content of his mind at
the same moment), he will achieve a greater
state of well-being, because he is living fully
consciously at the present moment, here
and now. In this sense, as the result musical
education focus on attention is improving
notably, since the practice itself requires the
mechanism of concentration as an essential
element to practice it.

In addition to the previous point,
Martin et. al (2014) affirm that emotional
intelligence can be educated through music,
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since this is a good vehicle to allow us to
affect our emotions, detect them, label
them correctly, regulate them using our
control capacity and take advantage of them
constructively. In this sense, Correa (2010)
contributes in his studies the psychological
effects of music, demonstrating its aid in
the control of pain, fear, or anxiety...and
providing the strategies for the functional
use of music in the different subjects
which are taught in educational centers.
Likewise, Lacarcel (2003) researches
Music Education from the perspective of it
providing a path that contributes to psychic
and emotional development, providing us
with the necessary balance for achieving an
adequate level of well-being and happiness,
since it not only fulfills a strictly educational
function, when we speak of musical
learning, but also serves other purposes,
since it encourages the discovery of our
own inner world, communication with "the
other" and the capture and appreciation of
the world around us.

Albornoz (2008) studies how music,
with the help of techniques and models
adapted to the individual and/or group
needs of the classroom, encourages
emotional exploration by establishing self-
knowledge and with it the development
of meaningful strategies to face and solve
learning problems, since it embraces the
emotional dimension, which contributes
to developing the motivation to learn. In
addition, the process of approaching and
understanding emotional life could imply
the increase of a positive concept about
oneself, or a considerable improvement of
self-esteem. Ruiz and Rodriguez (2018)
came to the conclusion in their study that the
correlations between the “psychoaffective
context,” the “affective management
context,” the “psycho-affective context,”
and “socio-perceptual context” are all very
strong in the musical practice.

2021, 1

In summary, emotional well-being is
an indicator of the students' motivation in
the activities and tasks proposed to them
in the classroom. Thus, when we identify
disinterest, there is an emotion which
sustains it. Recognizing emotions in learning
processes means stimulating and enhancing
creative activity for the sake of promoting
meaningful learning, which translates into
global well-being. Therefore, working by
means of Mindfulness and music around
the difficulties related to anxiety, stress and
behavior problems in the confined state of
the COVID pandemic, seeking personal
and academic development, presents a
way for permeating study and stimulating
motivation, responsibility and commitment,
in order to adopt a posture which contributes
to facing the challenge of study.

METHODOLOGY

For the sessions, the main Mindfulness
training techniques used in the Kabat-
Zinn Mindfulness-Based Stress Reduction
(MBSR) program were implemented:

1. A Mindfulness breathing exercise

2. A body-scan (the awareness of your
body sensations)

3. Mindfulness in activities of daily life
(washing, showering ...).

Different types of relaxations were
also performed in which the mind is fully
conscious (Jacobson relaxation and guided
massages). During the live sessions, direct
observation was used in which the following
aspects were observed: it was necessary
to detect if all the participants were doing
the session, how they behaved, if they had
their eyes closed, and if they were still and
comfortable in their places.

At the same time of the Mindfulness
sessions, the program Grow with confidence
by Marta Toro (2010) was used, aimed at
children between 7 and 12 years old, taking
advantage of the windows of opportunity
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or stages of development that open during
this age and that would be decisive in the
child’s development. This is a supportive
musical method for parents and teachers
which teaches children how to relax and,
at the same time, increase their capacity for
concentration and attention, trying to gain
confidence and selfconfidence.

The method is based on various concepts
of modern neuropsychiatry, such as the
epigenetic origin (the genes that are more
responsive to the environment) of disorders
such as ADHD (correcting ADHD), and
the knowledge of the different stages or
jumps of neurological development of
a being human. During their respective
stages of growth, children develop certain
types of brain waves that will determine
their behavior, their ability to learn and
their emotions. On the other hand, sounds
are vibrations with different frequencies
transformed into electrical signals that are
connected to our CNS (central nervous
system) and to neurological networks.

By means of music, relaxation is sought
and taught in children and, in addition to
increasing their capacity for concentration
and attention, improves their caution
and their confidence. For this purpose,
seven musical pieces are used with voice
guidance of 5 to 8 minutes each. These
contain specific sounds, spoken texts, and
cyclical rhythms designed to create an
environment suitable for relaxation and
concentration. The language is simple and
the instructions are easy to follow. In this
sense, we will go on to detail the different
steps and components:

1. A special place: Here the children
will learn to configure their personal space
in a positive and creative way; an inner place
where they will feel safe and confident, and
that they can evoke whenever they want or
need to do so. Similarly to a laboratory, in
this special place they will be able to process,

explore and create their own references and
patterns of balanced maturation. It will be
an indispensable tool that will serve them
for a lifetime.

2. Respiration: A vital process that
allows the oxygenation of the body.
Conscious rib and abdominal breathing is
learned easily.

3. Hemispheric Harmonization:
improves the cognitive and emotional
capacity. The two cerebral hemispheres,
reflexes, laterality and sensations are
provided with exercises.

4. The body scheme: improves the body
image and must be perceived as a crucial
aspect in the evolution of children, in self-
esteem and self-concept, and is essential in
the development of social relationships.

5. Energy balance: Attention, memory
and emotional balance are worked on
by means of an exercise dedicated to
stimulating maturation patterns.

6. Decision making: A counterpoint is
established between internal and external
sensations, so that children become able
to learn to differentiate their internal world
from their external perceptions and to
balance these two. This chapter also de-
dramatizes mistakes in its search for an easy
and effective solution.

7. Urban life: Although many times
it is thought that the ideal is to live in the
countryside, close to nature, there are many
people who live in the city where they also
learn things which the countryside does not
give you. It simply requires a different kind
of attention and rhythm. This chapter works
on developing a sense of personal autonomy
in the city itself.

Next, the guidelines that were followed
to apply the method were those indicated by
the author:

— Listen to the melodies and observe the
indicated procedures at least twice a week
in order to establish a routine.
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— Listen to 1 exercise per session (for 7
minutes a day).

— Always start with the first piece.

— From here, the order is random and
will depend on the children.

— The listening time will be adapted to
the children's plan.

— During the listening, children must
seek a relaxed posture.

DATA ANALYSIS: EVALUATION OF
THE ACTIVITY

Next, we will give an account of the
aspects related to the sample and the data
that were the object of the processing,
obtained once the activity explained in the
previous section has been completed, by
applying a questionnaire.

Methodology

Forthepresentinvestigationaquantitative
methodology and a non-experimental design
were used. The “survey” was applied as a
method of collecting information from our
sample, consisting of the students who have
participated in the activity. As an evaluation
instrument, the Five Facet Mindfulness
Questionnaire (FFMQ) (Baer et al. 2006),
cited in Melero (2015) was used. It is a
test to achieve the state of self-assessment,
which was posed in each session, through
multiresponse questions, with the usual
format in this type of research (Martin,
2004). This measures the general trend of
mindfulness in the state of ‘here and now’
from the following five skills:

1. Observation: knowing and feeling
the external and internal experiences,
such as sensations, emotions or thoughts.

2. Description: being able to detail those
sensations, thoughts, emotions ... that were
felt during the practice.

3. Acting with awareness: being able to
act with awareness at the present moment in

the here and now and to be able to lead the
mind to this very moment.

4. An absence of judgment: perceive the
thoughts which go through your head while
you are practicing Mindfulness, but do not
judge them.

5. An absence of reactivity: do not
react impulsively to various situations and
feelings.

The FFMQ includes 39 items with a
scale from 1 to 5 according to the degree
of each statement, from “very rarely” to
“always.” Each factor has 8 items. The
alpha quotient for each factor is between
0.75 and 0.91. In this study the version
translated into Spanish by Cebolla et al.
(2011) 1s the one which possesses the alpha
coefficient of 0.88 (Melero 2015). However,
the presence of such young participants
creates the necessity for an adaptation to
this questionnaire.

Statistics and Samples

The population is defined by the totality
of Primary Education students between
7 and 12 years old in Madrid. Based on
this point, an accidental non-probabilistic
sampling technique was used and the process
consisted of making the activity known to
all students from the Madrid educational
centers who could participate voluntarily
in the class which took place on April 18,
2020. This study involved 130 pupils aged
between 7 and 12 years who attended the
online dynamics class taught.

Analysis of the Data

The SPSS Statistics 22 program was used
for data analysis. The analyzes developed are
divided into two types: descriptive analysis
and correlational analysis. Basic descriptive
analysesare carried out (absolute frequencies,
percentages and measures of central
tendency and dispersion for the variables
contemplated in the study). Regarding the

132



Me>XXAYHapoOAHbIM oTAeA ® International Division

0

2021,1

correlational analysis, Pearson's correlation
coefficient was applied to assess whether
there were any relationships between the
variables studied, especially for assessing the
possible relationships between the variables
in the study.

Once these considerations have been
established, we will now present the results
obtained in the investigation.

The Instrument

The FFMQ questionnaire designed
for this activity establishes the scale of 39
items, with the evaluation scale from 1 to
5 (from “very rarely” to “always”). The
alpha quotient for each factor is between
.75 and .91. This study makes use of the
version translated into Spanish by Cebolla
et al. (2011), which possesses the alpha
coefficient of .88 (Melero 2015)

Results of the Evaluation
of the Main Variables

In the first place, and in relation to
the main objective, when channeling the
problems of behavior, stress and anxiety
generated by the confinement through
Mindfulness and Music Education, it has
been proven that some levels of anxiety and
stress become very well channeled However,
behavioral problems have continued in the
case of some of the children (Figure 1).
With regard to the behavioral problems,
a greater channeling effect has possibly
not been achieved, since we consider that
a greater margin of time would have been
necessary to achieve a positive effect of this
parameter.

In terms of attention and mindfulness
(concentrating on the “here and now”), better
results were achieved than with the anxiety
levels, since all the participants acquired
essential and simple guidelines with daily
exercises to perform individually at home.
In addition, they were also given a guide so

Graph 1: Stress Levels, Anxiety
and Behavioral Problems

Source: SPSS

that they themselves could carry out a daily
follow-up of how they were before doing
the practice, how the day had developed
and what was the bodily and mood-related
situation after engaging in this practice.

With regard to the acquisition of
awareness of the breath and its emotions,
important achievements are recorded since
breathing exercises were carried out every
day with a full awareness of the sensations
they were experiencing during that time
(Graph 2).

Graph 2. The Relative Frequencies of
Consciousness

0

Source: SPSS

Finally, it became possible to verify the
benefit derived from the use of Mindfulness
and Music Education after its application.
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In each session, they asked one by one what
they had noticed and what their mood was,
being themselves the people who expressed
what they felt in a state of total calm, very
relaxed and even feeling as having escaped
from external problems. They were given
weekly exercises in Mindfulness and
Music Education activities related to daily
life actions (brushing their teeth, taking a
shower ...), where they themselves recorded
the data in a weekly diary in order to check
all the benefits they had felt (Graph 3).

Graph 3. Verification of the Benefits

Source: SPSS

Regarding the time spent in this practice,
it has been determined that the duration of
half an hour of the session, which included
the explanation of its activities, the
comments on its benefits, and the questions
at the end of it have been most satisfying.
In the following table (Table 1), the weekly
mean of participants who have attended the
two weekly sessions is observed.

Table 1: Weekly Attendance Percentage

Week Average Attendance
1 70%
2 76%
3 74%
4 80%
5 86%
6 82%
7 87%
8 90%

Source: SPSS

In conclusion to this section, a graph is
shown below with the correlation between
the qualitative variable of age ratio and the
independent variable, the online application
of the sessions (Graph 4). Thus having a
strong positive linear correlation, this results
in the correlation coefficient of .97.

Graph 4: The Correlation Between Age
and the Level of Attention and Concentration
in Online Sessions

Source: SPSS

DIDACTIC IMPLICATIONS

In the present study it has been verified
that by practicing Mindfulness and Music
Education activities online, behavioral and
anxiety-related problems can be channeled
— the ones which for this particular case
have been generated by the confinement
because of the COVID19 pandemic in
2020. In regard to the specific objectives
set, an attempt has been made to provide all
the main guidelines and elements to work
in both programs, to connect with each of
the participants’ "I" in the present, with
the "here" and the "now". However, given
the non-total continuity of the participants
and the deescalation in the phases during
the confinement, it has meant that the
objectives raised previously have not been
fully achieved.

It has been proven in many research
investigations, such as that of Ruiz and
Rodriguez (2020), they confirm that music
as a social practice becomes an important
component both for the educational process
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and for practices linked to creativity and the
acquisition of social competences; Chiesa
and Starri (2009), that Mindfulness and
Music can reduce stress levels in healthy
people. In this vein Hervas, Cebolla, and
Soler (2016) have discovered that they
improved their mental health by reducing
repeated anxiety-generating thoughts.

As an important fact in relation to the
previous assessments, Kabat-Zinn founded
in 1979 aclinic which elaborated the program
called Mindfulness-Based Stress Reduction
(MBSR) for people with chronic stress, sleep
disorders, anxiety and addictions and it has
been proven that following eight weeks of
practice all negative levels were noticeably
reduced. Therefore, this present study has

corroborated the benefits of Mindfulness in
children who attend the primary educational
level of school, albeit, the results should be
taken with caution.

However, with regard to this study,
a deepening of the investigative work is
required in order to give it greater solidity.
Regarding this proposal as a line of research,
it is essential to carry out the study with a
much larger sample, to be able to generalize
the results for which a method or strategy
must be used which allows the participants
to control the applied care, so that the effects
can be verified, and to improve the access
routes for connection to the sessions by
using other types of platform which do not
create possible difficulties for participants.
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LiutupoBaHune cpoptenmuaHHoi my3biku M. bpamca
B KOHTEKCTEe MEeTaMOAEPHUCTCKUX TEHAECHLLUMU
kuHemaTtorpadpa XXI Beka’

HccnenoBanue NOCBALICHO HUTHPOBAHUIO (OPTENHAHHON MY3bIKH HEMEIIKOTO KOMITO3UTOPA-
pomanTuka HMoranneca bpamca B Tpéx kuHodunbmax: «IIpuspaunas wHuth» (2017), «Mbl
Bcera »xuiau B 3amke» (2018), «Manenbkue xeHIUHb (2019). ®UibMbI CHAIM aMEpUKAHCKHUE
pexuccépsl [lon Tomac Aunepcon, Craiicu Ilaccon, I'peta I'epBur B jpamaTuyeckoM XkKaHpe.
B crarbe cTaBuTCSA L€ BBIIBUTDH, KaK IUTUPOBaHUE GopTenruanHol My3biku bpamca (Banbca
hmoll op.39 Ne 11, Paniconuu g moll op. 79 Ne 2, Banbca As dur op. 39 Ne 15) peanusyet HeKOTOpbIE
4epThl MeTaMoJlepHu3Ma B QuibMax. Onupasch Ha pabOThl U3BECTHBIX TEOPETHUKOB, aBTOP
CTaThU YyHeJseT BHUMaHUE SIBJICHUIO METaMOJEepHHU3Ma, ero npobdiemaruke. OpuruHaIbHOE
UCIIOJIb30BaHUE MY3BIKAJIbHBIX IIUTAT U3 POpTENHaHHON My3bIKH bpamMca B MeTaMOIepHUCTKOM
KHHeMartorpade BeIpa)kaeTcs B MHTEPeCe PEKUCCEPOB K ICTETUKE MPOIIIOr0, 0COOEHHO K 3MT0XE
poManTu3Ma. [IpyHIIUIEI pabOTHI C My3bIKaJIbHBIMU IUTATAMHU 3aKJII0OYAIOTCS B HUBETUPOBAaHUHU
aBTOPCTBA, Je(opManuu TEKCTa MY3bIKaJIBHOTO MPOU3BEIECHNS, MHOTOKPATHOM MOBTOPEHUH,
JUHAMHUKE 3By4YaHUs LUTaTbl. B KUHOJIEHTaXx NOCPEACTBOM LMTUpOBaHUA Pamncoauun
op. 79 Ne 2 u BanbcoB op. 39 Ne 11 u Ne 15 no-pazHomy npencraBieHa METaMOJEPHUCTCKAS
«CTPYKTypa 4yBCTBEHHOCTH». OHa BbIpa)kaeTcsi B CIEAYyIOMHUX (akTopax: JIETCKOM CTHUIIE,
HMOIIMOHAIBHOCTH, HCKPEHHOCTH, KEHCKOM BOCHPHUATUU. B TpEX Qunbmax, HUTHPYS MY3bIKY
Bbpamca, pexxuccépbl SKCIEPUMEHTUPYIOT CO BPEMEHEM: OCTAaHABIIMBAsI, YCKOPSISA U pacIIUpssL
€ero.
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Quotations from Brahms’s Piano Music in the Context
of the Metamodernist Trends in 21st Century Cinema”

This article is devoted to quotations from the piano music of German Romantic composer
Johannes Brahms as implemented in three films: “The Phantom Thread” (2017), “We have Always
Lived in the Castle” (2018) and “Little Women™” (2019). These films were shot by American
directors Paul Thomas Anderson, Stacie Passon and Greta Gerwig following the genre of drama
movies. The article aims to disclose how the quotations of Brahms' piano music (Waltz in B minor
opus 39 No. 11, Rhapsody in G minor opus 79 No. 2 and Waltz in A flat major opus 39 No. 15)
implements some the features of metamodernism in these films. Based on the works of famous
theorists in its approach, the article focuses on the phenomenon and problems of metamodernism.
The original use of musical quotes from the Brahms’ piano music in the metamodern cinema is
expressed in the filmmakers' interest in the aesthetics of the past, especially Romanticism. The
principles of working with musical quotes in these films consist in neutralizing the composer’s
authorship, deformation of the musical text, manifold repetition of the music, and the dynamics of
the sound of the quoted music. In films, by quoting the Rhapsody in G minor opus 79 No. 2 and
Waltzes opus 39 No. 11 and No. 15 represent the metamodern “structure of feeling” in different
ways. It is expressed in the following factors: a childlike style, emotionality, sincerity, and female
perception. In these three films, by quoting Brahms's music, the film producers experiment with
time, its looping, stopping and expansion.

Keywords: Johannes Brahms, metamodernism, musical quotation, meaning, cinema, structure
of feeling, film music, Paul Thomas Anderson, Stacie Passon, Greta Gerwig.

JIAaHHOW CTaTb€ paccMaTpUBAETCA
B UTUPOBAaHUE (POPTEIIUAHHOU MY-

3piku  bpamca B kuHematorpade
nocineaHux JeT. Orpanuuumcst Tpems: ame-
PUKAHCKUMH JIpaMaTUYECKUMU KapTHUHA-
mu: «lIpuspaunas aute» (2017, pexuccep
ITonn Tomac Annepcon), «Mbl Beceraa xKuiu
B3amke» (2018, pexxucceép Craiicu [laccon),
«Manenbkue xkeHHb (2019, pexuc-
cép I'pera I'epBur), pokycupys BHUMaHUE
Ha TOM, KaK LIUTUpOBaHUE (POpTernuaHHON
My3biku bpamca (Banbca & moll op. 39
Ne 11, Panicoguu g moll op. 79 Ne 2, Banbca
As dur op. 39 Ne 15) BeisiBAsIeT, MOAYEPKU-

BA€T HEKOTOpPbIE YEPTbl METaMOJICPHUCT-
CKOHM 3CTETHKH B (PHIIbMAaX.

[Ipexne ueM nepelTu K aHalInu3y KHHO-
(GUIBMOB, OXapaKTepU3yeM OTHOCUTEIb-
HO HOBOE B COBPEMEHHOW HAayKe SIBJICHUE
«MeTaMoJIepHH3Ma», O0003HAUYMM €ro oc-
HOBHbIE NTpU3HaKku. TepMuH U onpeneaeHue
BIIEPBbIC MPUBEJACHB B padboTe «3aMeTKu
o Meranomepausme» (2010), HamucanHOM
¢unocobom Tumoreycom BepmroneHoM u
TeopeTukoM Meana PoOmHOM BaH neH AK-
kepoM [1]. Onu oOpaiaroTcst K MeTaMmozaep-
HU3MY JUISL ONTUCAHUS COCTOSIHUS KYJIBTYPbI
XXI Beka. CerogHs 2TO SIBI€HUE AKTHUBHO

* The reported study was funded by RFBR, project number 19-312-90050.
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U3ydaeTcsi YUYEHBIMU PA3IUYHBIX OONacTeit
sHaaua. OCOOEHHO BaXXKHBI HMCCIIEIOBAHUS
Ha3BaHHbIX Bepmtonena, Akkepa. Crycts
roJl MOCJE MOSIBICHUSI TEPMUHA XYIOKHHUK
Jlrok Tepuep cozmaér «Manudect Mera-
monepHusMay [10], a B 2015 rogy — padoty
«MeTtamoaepHu3M: KpaTkoe BBeaeHue» [11].
B stom xe rony B Poccum oTkphIBaeTcs
yHukanpHbii  caut  «METAMODERN»
(www.metamodernizm.ru) moj peaakiuen
A. TyceBa, M. Cepogoii, B. CepOunckoii.
Ha ném nyOmukyroTcsi nepeBen€HHbIE Ha
PYCCKHIA 13bIK pabOTHl TEOPETUKOB METAMO-
JIEpHU3MA, pa3JIMYHbIE WHTEPBbIO, CTATbU
POCCUNCKUX YUEHBIX. 3aMETUM, YTO B MY3bI-
KO3HAaHHMHM TaKXe HAOMIOIaeTcsl CTpeMJICHHUE
OCMBICIIUTD 3TO siBJieHHE. Tak, KOMIO3UTOP
H. Xpymésa B 2020 romy omyOmukoBana
MoHorpaguo «MeTaMoJepH B MY3bIKE U
BOKpYr Heé» [6]. Ha3zoBéM Taxke wuccie-
JIOBaHUs, MOCBAIIEHHBIE MTpo0ieMaM MeTa-
MOJIepHU3Ma B KWHO. VIMEHHO OHM CTajau
TEOPETUYECKON 0a30i HACTOSIICH CTaThU.
Oto «MetamonepH, quirky 1 KHHOKpUTHKA
2017-ro roga JI. Maxk-/laysmna [9], «HeTbipe
nuka noct-uponun» 2017-ro roga JI. Kon-
ctautuny [3], «Oco0eHHOCTH MeTaMonep-
HU3Ma B a3MaTCKOM aBTOPCKOM KHHEMAaro-
rpade» 2020-ro romga K. Muxaiinootii [5].
MeramofepHU3M TpPaKTyeT COBPEMEH-
HYIO KYJBTYpPY KaK €IUHBIM MOCTOSHHO W3-
MEHSIOLIUICA TOTOK, B KOTOPOM BCE BaXKHO.
OH He BO3BpallaeTcsi K MOACPHU3MY U HE
OTpULIAET IMOCTMOJIEPHU3M, a KoseOnercs
MEX1y HUMH, coueTasi B cebe MpPOTUBOIIO-
noxkHoctu. OTCrofa paBHBI MHTEpPEC Kak
K BEJIMKUM MPOU3BEIACHUSAM MPOILIOro, TaK
1 K MaccoBou KynbType XXI Beka, uTo BbI-
paxkaeTcs, B MEPBYIO OYepelb, B IIUTHUPO-
BaHuu. [loguepkHéM U 0cobOO€ OTHOIIEHHE
K IUTaTHOMYy Mmarepuaiy. Llurara moxer
OBITh HHUBEJIIMPOBAHA, HAMEPEHHO JIUIIICHA
aBTOpa, HO B3aMEH 3TOrO HaJelIeHa Uieei,
HaMpaBJIEHHON Ha BCEOOBEMIIIOIINE CMBbIC-
JIbl, B IyX€ <«JIMOTAPOBCKOTO METaHAPpaATHU-

Ba». H. XpymeBa B crarbe «IlocTuponus
U sidopus: 0 METaMOAEpHE B aKaJeMH-
YECKOM My3bIKE» IMHUIIET O TOM, YTO «Me-
TaMoZIepH pPadOTaeT CO CBEPXCMBICIAMH,
C apXCTUMUYCCKUMU CTPYKTypamH, ¢ Koja-
MU KYJIBTYpb» [7].

Emé oqHa 0cOOEHHOCTh METaMOJEPHU3-
Ma — BOBHUKHOBEHHE HOBOM BOJIHBI HHTEpE-
ca K pomanTu3my. JIrok Tepuep B «Manude-
CTE METaMOJICPHU3Ma) BBENI TEPMUH «HOBBII
[parMaTu4ecKuil pomanTu3m». 1o ero Mue-
HUIO, COBPEMEHHOMN KyNIbType HeoOXomauma
HMCKPEHHOCTh U OINOpa Ha YHUBEPCAJIbHbIC
CMBICITBI U LIEHHOCTH, & «XyJIOKHUKH MOT-
T OBl B3STh HA ceOsl MOMCKU UCTHHBD [10].
MeramoepH3M 3aUMCTBYET Y POMaHTH3Ma
ACKaNM3M, a TaKKe 0COoObIil MHTEpeC K Mpo-
HUIOMY, PEPIEKCUIO U HOCTAJIBIHIO, HAIOJ-
Hss MCKYCCTBO IIpouuioro cmeiciaamu XXI
Beka. [Ipu 3TOM BaXHBIMU acleKTaMu st
IIPOM3BENICHUSI UCKYCCTBA CTAHOBUTCS YyB-
CTBEHHOCTb U «CTPYKTypa 4yBCTBa». MeTa-
MOJIEPHUCTCKAsi YyBCTBEHHOCTb CTPEMUTCS
K TIOTPYKEHHIO B BUPTYAIbHYIO HIIH CyObeK-
TUBHYIO p€aJIbHOCTh, IPU 3TOM JEHCTBUTEIb-
HOCTh HE MCU€3aeT (XOTS U HUBEJIUPYETCs), a
CYLLECTBYET OJJHOBPEMEHHO C BUPTYAJIbHOMN
peanbHOCThIO. CTpaHHAsI UK IPUYYIJIABAS,
TaKk HasbiBaeMasi «quirky»-4yBCTBEHHOCTh
— OJIHAa U3 «CTPYKTYp UyBCTBEHHOCTH)» Me-
TaMoOJIEpHU3Ma. JTO TMOHSTHE HCCIEIyeT-
ca Jxxerimcom Mak-/laysimom Ha npumepe
kuHemarorpada XXI Beka. OH BUIUT MpoO-
SBIICHHE «quirky» BO MHOTHX acIeKTaXx,
B TOM YHCIIE, B TEMaTHUYE€CKOM HHTEpEce
K JETCTBY, HEBUHHOCTH, HaWBHOCTH, HC-
KPEHHOCTH, AMOLIMOHAIBHOCTU. Xapakrep-
HOE JIJIs1 TAKOTO TUIa KHHO OOHAPYKUBAETCS
B «...TOHE, YPaBHOBEIIMBAIOIIEM HPOHUY-
HYI0 OTCTPaHEHHOCTb U HMCKPEHHIOIO BOB-
JICUEHHOCTh MEPCOHAXKEN U MUPOB, MPUIY-
MaHHBIX aBTOpaMm» [9].

Onwupasice Ha MbIcib Jkeiimca Mak-
Jlayaiia 0 TOM, YTO METaMOJIEPHU3M B KHHO
BBIPAXXEH IIO-pPa3HOMY, Ye€pe3 pas3IMYHbIC
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«CTPYKTYpPBI», IEPEUSIEM K aHAIUTHYECKO-
My paszzneny crarbu. Boime Obum 0003Ha-
YEHbl HECKOJIBKO IPU3HAKOB METaMOJEp-
HU3Ma: 0c000€ OTHOIIEHUE K LUTAaTHOMY
MaTepuaiy, pOMaHTU3MY, «CTPYKTypa 4dyB-
CTBEHHOCTH» U «quirky»-4yBCTBEHHOCTb.
Bcé nmnepeuncneHHoe oOHapyKuBaeTcs
B ¢unpmax «[lpuspaunas HUTH», «Mbl
BCET/A JXKWIN B 3aMKe», «MaJleHbKHE JKEH-
myHb. EME oHa yepTa «CTPYKTYpPBI UyB-
CTBEHHOCTH» IPEJCTABIEHA B 3TUX KapTH-
Hax — JKEHCKoe Bocrpusitue. Pexuccepsl
IBYX U3 HUX, KaK U aBTOPbI OJHOUMEHHBIX
POMaHOB, CTaBIIUX OCHOBOH CIOXKETOB, —
xeHiuHbl (Cralicu Ilaccon, I'pera I'epsur,
Jlyuza Mei#i Onxort, [upnu Jkekcon).
OOpaiieHne K >KEHCKOMY BOCIHPHSITHIO —
OJTHa U3 Ba)XKHBIX YEPT METAMOJECPHUCTCKO-
ro KMHO, TaK KaK OHO CTPEMMTCS K JIUPHY-
HOCTH, NCKPEHHOCTH, YyBCTBEHHOCTH.
I'epounn «lIpuspaunoin HutM», «Ma-
J€HbKUX JKEHIIMH» U «MBbl BCerja Xuiu
B 3aMKE» 53MOLMOHAJIBHBI, BBICTPAMBAIOT
COOCTBEHHBI MHUp, OCHOBAaHHBIM Ha WII-
ro3usiX, panrazuax. OHU TO MpeObIBalOT B
CYOBEKTUBHON PpEaJIbHOCTH, TO CTaJKUBa-
FOTCSL C CypOBOW JIEUCTBUTENBHOCTBIO, UTO
OKa3bIBACT HA HUX TPABMATUYECKOE BO3JICH-
crBue. Hampumep, repounn «Msl Bcerna
WU B 3aMKe» J1Be cecTpbl Mapu Keiir (Ta-
ucca ®apmura) u Koncranc (Anekcanupa
Hannapuo), no1o0HO CKa30YHBIM MPHUHIEC-
caM, XHUBYT (PAKTUYECKH B JTOOPOBOIBHOM
3aTOYEHUH B COOCTBEHHOM IIOMECTbE U BO-
00paXkaroT, YTO OfIHA U3 HUX — BOJILICOHM-
1a, a Ipyras — ujaeajabHasl TOMOXO3sMKa W3
aMepukaHckor pexsiambl 1950-x. B kaptu-
He «MaseHbK1E KEHIUHBD) OHBIE CECTPHI,
HECMOTpsI Ha cioxHbIe 111 HoBoil AHmuun
1960-e rompl, MeuTalOT O MPEKpPacHOM Oy-
IOyLIEM M He cremar B3pociers. Hakonen, B
kaptuHe «lIpu3payHas HUTBY IIaBHas Tepo-
uHs Anpma (Buku Kpuric) — 6ennas oduru-
aHTKa — MPEeICTaBIISAET ceOst 30TyIIIKOM, CTpe-
MUTCS JIFOOBIMU CPEJICTBAMU CTATh CMBICIIOM
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JKU3HU W E€IUHCTBEHHOW MY30M KYTIOpbE
Petinonbaca Bynkoxka (JIpuuan [pit-JIsrouc).

BaxxHo u 1o, 4rOo AciicTBHE (PUIBMOB
pa3BOpayMBaEeTCs B MPOLLIOM, POMAHTH3U-
POBAHHOM U UCATU3UPOBAHHOM aBTOpPaMHU.
BusyanbHas kpacoTa B 3TUX JICHTaX JOCTHU-
raeTcs CUMMETpUEN B Kajpe, I[BETOBBIMU
PELICHUSIMH, JIeTadbHOW MPOpPabOTKOM KO-
CTIOMOB, TM€W3aXenh, UHTEepbepoB. LluTum-
poBanue ¢opTenuanHoi My3bIkHM bpamca
B (husibMax paboTaeT Ha YCUJICHHE ICTETH-
yeckoro 3(pQexra U CIyKUT MEXaHU3MOM
pedexcun 0 poMaHTH3ME.

[IpuMeuarenbHbl MPOU3BEACHUS, BbI-
OpaHHbIe pexuccCEPaMU B Ka4ECTBE UCTOY-
HUKOB IUTUpOBaHusA. B aByx ¢uiabmax
3ByuaT Banbcel u3 op. 39 h moll Ne 11
(«IIpuspaunas HUTHY») U As dur Ne 15 («Ma-
JIEHbKUE KEHIIMHBI»). DTU Balibcbl bpamca
— (QoprenuanHble MUHUATIOPBI, B KOTOPBIX
KOMIIO3UTOP BBIPA3WJl 1aHb YBAKEHUSI Tpa-
TUIUAM JIOMAIIHET0 MHTUMHOTO MY3HUIIU-
poBanus, BeHckoi «Hausmusik». E. [{apéra
Ha3bIBAET 3TU OIYChl CBOCOOPA3HbIM CILjia-
BOM «...CBE€TJIOM IPOCTOAYILIHON PajgoCTH,
MATKOW AJIETUYECKOW TMeYalu... TaHIle-
BaJILHOCTU C MECEHHOCThIO» [8, c¢. 127].
B Bansce 4s dur op. 39 Ne 15 Beipaxena
MPOCTOTA U JTYIIEBHOCTh OPaMCOBCKOH JIH-
puku, a B Banbce i moll Ne 11 oOHapyxu-
BAIOTCSl TIEPEJIMBBl HACTPOEHHUS OT MSITKOM
MeJIaHxoiauu K pagoctu. O600mas cka3aH-
HOE, MPEIOJIOKUM, YTO PeXHUCCEPHI 00pa-
TUJIUCh K OpPaMCOBCKHM BajibcaM, IMMOTOMY
YTO UX CMBICIBI OTBEYAIOT METaMOJIEPHU-
CTCKOW «CTPYKTYpE€ UyBCTBEHHOCTH», TakK
Kak 3Ta My3blka «cepaeuna» (E. Ilapésa),
obnagaer «OECXUTPOCTHBIM  JTUPU3MOM»
(M. IpyckuH), B HEH MPOCTyHaeT «MacTep-
cTBO bpamMca B nepeaaye OTKpBITOro, HEMO-
CPEICTBEHHOI0 YyBCTBa» [2, c. 73].

B ¢uneme «MbI Bcerna KW B 3aMKe»
pexuccép Craiicu Ilaccon BeIOMpaeT B Ka-
YeCTBE IUTUPYEMOTo npoussenenust Parco-
muto g moll op. 79 Ne 2 Bbpamca. lannas
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Panconust xommno3utopa 4acTo HCIOJIb3Y-
€TCs B Ka4eCTBE LIMTHUPYEMOro Mmarepuana
paznmnuHbiMu  pexuccépamu XX-XXI Be-
koB. OOpailieHue B KOHKPETHON KapTUHE K
uuTare u3 penpusbl Pancoauu — 370, B nep-
BYIO Ouepeqb, OMMax K KapTuHe «lIpu3pak
cBoOoaB (1974) pexuccépa Jlynca byHnro-
ansa. U B ogHOM, 1 B ApyroM ¢uibme B clie-
Hax IUTUpOBaHUs Parcoanu mogHuMaroTCs
TEMBI MIPECTYITHOM JIH0OBU Opara u CeCTpbl.
HNurtepecHo, 4TO BBEACHUE LIUTAT B pac-
cMaTpuBaeMble (UIBMBI TaKXE PELIEHO
B IyXe MeTaMOJIepHU3Ma, OHU Kak Obl yTpa-
YUBAIOT aBTOPCTBO, OKa3bIBAIOTCSI B 00-
JIACTU CKPBITBIX CMBICIIOB. Tak, B QuiabMme
«Majeapkne KeHIUHB)Y Bansc As dur
op. 39 Ne 15 Bnucan B psij quTaTr U3 Mpo-
W3BEICHUI KIIACCHKH, 3ByYalluX Ha 0Oaiy,
U OH CTAHOBUTCSI OJHUM W3 MY3BIKAJIIBHBIX
3HAKOB JIOXU poMaHTuU3Ma. Pexuccép He
JieNaeT Ha HEM aKLeHTa, 0oJiee TOro, HeCMo-
Tps Ha TO, yTo Banbkc Hanucan ansa dopre-
MAAHO, €r0 UCIOJHAET KAMEPHBIN OPKECTP.
B «Ipuspaunoii Hutu» Bansc 4 moll op. 39
Neo 11 3ByuwmT 3a KagpoM, SBISASACH, HA MEP-
BbIi1 B3IIs1]1, (JOHOM COOBITHI HA IKpaHe, HO
3aTeM OH IOBTOpSIETCA pa3 3a pa3oM OT Ha-
yajia M /10 KOHIIA, COMPOBOX/as U 00beIu-
HsISl HECKOJIBKO CJIEAYIOIIMX APYT 3a APYTOM
CLICH B TE€UEHHE IIEeCTU MUHYT. B pesynbra-
T€ PELUITUEHT HAYMHAET BOCIIPUHUMATH 3Ty
MY3bIKY KaK 0€CKOHEUHYIO HAaBSA3UHUBYIO Me-
noauto. briarogaps npuémMy MHOTOKPAaTHOTO
noBTopenus Bansca, [Ton Tomac Annepcon
JIOCTUTAET HEBEPOSTHON CHIIbl HAINpsKe-
HUS B Kajpe, OTpakash HEYKJIOHHO Hapac-
TalIlee W OJHOBPEMEHHO IOJABISIEMOE
HIMOLIMOHAIBHOE BO30OYKIECHUE, POKIEHHOE
HaBSI3UMBBIMU MBICISIMA TJIABHOW Tepou-
Hu. Hakoner, B puinbme «MbI Bcerna ®uiau
B 3aMKe» My3blka Pamncomuu g moll op. 79
No 2 nnutcs Bcero nBe MUHYTBI, HO ycCIie-
BaeT OOBCIUHUTH JIBEHAIATh CIIEH, B KO-
TOPBIX (pOpMHUPYETCS] OCHOBHOM KOHQIMKT
kapTuHbl. Penpusza Parnconuu 3By4dT Kak

B KaJpe, Tak U 3a KaJpoMm, €€ ¢ OmHnOKaMu
UCIIOJIHSET cTapuias cectpa KoHcraHe, oHa
3allMHAaeTCsd TO HAa OJHOM MOTHBE, TO Ha
JPyroM, ITyTaeTCsl, MEHSIET MECTAMHU TaKThI.
Ota nedhopMHUpOBaHHAS 1IUTATa, UCTIOTHEH-
Hasl MO-IAWIETaHTCKH, BOBMO)KHO OTpa)kKaeT
CJIOKHBIE, 3aIlyTaHHbIE B3aMMOOTHOIIECHHUS
MEXAY TepOsIMU KapTHUHBI.

C nomonipo MUTHpOBaHus GhopTenuaH-
HOM My3bIKH bpamca pexuccépsl B CBOUX
KapTUHaX 0COObIM 00pa3oM paboTaroT cO
BpeMeHeM. Llurarsl anarcs mo aBe MUHY-
Tel B « MBI Bcerna >KujM B 3aMke» U «Ma-
JEHbKUX JKeHIIMHax»; B «lIpuspaunon
HUTW» — LIECTh MHUHYT, HO TaK KaK B 3TH
KpaTKU€ BPEMEHHBIE OTPE3KU peaIn3yercs
COOBITHITHASI, CMBICTIOBAs MJIOTHOCTb, Y pe-
LUIIMEHTAa CKJIAJIbIBAETCS OLIYILLEHUE YBE-
JINYMBLIENCS JUIMTENBHOCTH cueH. Hampu-
Mep, B « MBI Bcer/ia )KMId B 3aMKe» MY3bIKa
Panicoguu g moll op. 79 Ne 2 3Byuut ¢ 41:39
1o 43:09. 3a 3TOT KpaTKuil OTPE30K 3ByUa-
HUS 3pUTENb Y3HAET, UTO MEXKAY CECTPAMHU
Mbspu Keiit 1 KoHCTaHC BO3HUKIIO HEIO-
IIOHMMaHMe, TaK Kak crapuias cecrpa Kon-
CTaHC BItoOMach B Ky3eHa Yapnb3a. A ToT,
B CBOIO OYE€pENb, BCEMU CHUJIAMHU IIBITAETCS
paccoputb cectép, 3amnolIy4yuTh JHOOO0Bb
Koncranc u crarp x0311HOM O0raroro mo-
MecTbsi. Kpome 3TOro, Ha My3bIKy HakJja-
JBIBAIOTCS TUAJIOTH MEX]y TepOsiIMH, 3aKa-
JPOBBIM MOHOJIOT MJaAlIed cecTpbl Mapu
Keiit. Takxe npuMeHseTCs aKTUBHBINA MOH-
Ta)XHbI PUTM U OPUTHMHAJIbHBIE OIIEpaTOp-
CKHE PEILICHUS.

B «IIpuspaunoit HuTH» My3blka Banb-
ca h moll op. 39 Ne 11 3Byuur ¢ 55:26 no
01:00:10. Dta nnuHHAs LUTaTa COMPOBO-
KJIaeT U o0beIMHSAET ceMb ClieH. B «Jlom
mon Bynkok» mnpueskaer Oenbruiickas
MpUHLIECCa, YTOOBI 3aKa3aTh CBaaeOHOE
matee. Bo BpeMst mpuMepku AJIbMy OXBa-
THIBAET MIPUCTYN PEBHOCTH K KyTIOpbE Peli-
HOJIBACY. AJjbMa, Hapylias BcE IpaBuia
ITUKETA, MOAXOAUT K IPHUHIECCE, JKEIAeT
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el CYaCTIIMBOTrO 3aMY’KeCTBa M TOBOPUT, UTO
ABIIAETCS KUTENbHULIEH 3TOrO KoMma. [locne
yero AjbMa 3alyMbIBa€T YCTPOUTh POMaH-
THYeCKUi ykuH Bynkoky. [lynecupyromas
n€rkocth Banbca i moll BHemHe KaxkeTcs
(hoHOM, COMPOBOXNKIAIOIIUM ACTETUUECKHU
0e3ymnpeyuHble KaJpbl CaJOHa MOJ, HO BHY-
TPEHHEE HaNpsKEHUE AJIbMBI, €€ PEBHOCTb
HapyUIaloT 3Ty BHEIIHIO TAPMOHUIO MEX-
Ny ayauopsaoM U u3o0pakeHueM. Harps-
XKEeHHe AJbMBI HAKIAIbIBAaCT HA MY3BIKY
T€Hb, OT YEro Ta MPEBPAILAETCS B 2JIEMEHT
ATUKETA, 32 KOTOPBIM CKpPBITHI pa3pyllu-
TebHBIE YyBCTBAa repouHu. 11loBrop My3bl-
k1 Banbca, 3aMOpOXXKEHHOCTh HaIPsHKEHUS
AJBMBI MOYYar0T SMOIMOHAJIbHBIN B3PHIB
B ClIeyIo1Iel cueHe yxuHa. [ToBTop Taxxke
OTpaXkaeT 3allMKJIEHHOCTh T€POUHHU Ha COO-
CTBEHHBIX UyBCTBaX, €€ ynpsMoe, HAuBHOE
kKeJlaHue J0OUTbCS B3auMHOCTU OT Peil-
HOJIB/ICA.

Haxonen, B kaptuHe «ManeHbKHE KEH-
b Banbe As dur op. 39 Ne 15 3Byunr
c 13:29 no 15:14 na Gamy, Kyna mpUILIA
nBe toHble cecTpbl — /o (Cupia Ponan) u
Mer (Omma YotcoH). Mer cpa3y HadMHaeT
TaHLEBaTh, a J[)KO MOKHJAET TaHILYIOLIUX
u 3Hakomutcsa ¢ Jlopu (Tumoru [lanmame).
Mornoapie rOIM 4YYyBCTBYIOT ce0si KOM-
¢dopTHEE B 00IIECTBE APYT ApPYyra, HEKEIU
B IIyMHOM koMnanuu. OHU C UHTEpecoM Oe-
CEYIOT U CMEeIOTCsl, pu 3ToM [[K0 Hapy1a-
€T MpaBHJIa 3TUKETA: YCIIEBAET BBIPYTraThCs,
ropoput Jlopu, 4TO HE TaHIYET, MOTOMY
YTO UCTIIOPTHJIA TTOA0J I1aThs, HAKOHEI, CO-
oO0IIaeT, 4To XOTeNa UATH Ha BOWHY BMECTE
C OTLIOM, HO, K COKAJICHHUIO, €€ HE ITyCTUIIH.
OnucaHHBIN MpUMEp LUUTUPOBAHMS, KAK U
B TIPSy IIUX KAPTUHAX, BMEIIAeT B KpaT-
KM BpPEMEHHOH OTpe30K OOJbIIOE KOJU-
yecTBO UH(popmanuu. U 31ecy Takxke npu-
MeuaTenpHa paboTta co BpemeHeM. lepou
TaK O4apOBaHbI 3HAKOMCTBOM APYT C Jpy-
TOM, YTO OHO JJIsi HUX 3amupaeT. DhdexT
IIPEKPACHOTO MTHOBEHUS, WIIO30PHOCTH,
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YyZIECHOTO JTOCTUTaeTCsl U C TIOMOLIBIO JTU-
HaMUKH 3By4daHus Banbca. OH 3By4nT 3a Ka-
JAPOM: TUXO, IPO3PaYHO, TOHOCUTCS KaK Obl
uznaneka. Bcé ckazanHoe paboraet Ha pea-
JIM3AIUI0 YyBCTBEHHOCTH B 3TOM ciieHe. Ha
NIEPBBIN IJ1aH BBIXOAWT SMOLIMOHAIBHOCTb,
OTKPBITOCTH, IOMOpP, KOTOPBIMHM HAIIOJHE-
Ha cueHa. CBemias u JMpruyecKass My3blKa
Banbsca ycunuBaer 3¢¢dekr nckpeHHOCTH
YyBCTB I'€pOEB.

OOpatuM BHUMaHUE Ha XapaKTEPHBII
IIPU3HAK METAaMOJEPHUCTCKOM «CTPYKTY-
PBI YyBCTBEHHOCTH» B OAHOM U3 (PHIIBMOB,
BBIPAKCHHBIN B «IETCKOM CcTHIEe». B «MBbI
BCEINa )XKWINA B 3aMKE» 3TO peIllaercs ye-
pe3 HauBHYIO, HO SMOLMOHAIbHYIO0 MaHEPY
ucnondHenusi Koncranc Parncomuu g moll
op. 79 Ne 2. Ilpuém danpmmBoii, HO HC-
KPEHHEU UTPhI BBIABUTACT HA NIEPBbIU IIJIaH
OMOLMH, BO BJIACTH KOTOPBIX HAXOMATCS
KUTEIN 3aMKa. Takas pegopmanus My3bl-
KQJIBHOTO TEKCTa HE JIEJIaeT XYK€ MY3BIKY
bpamca, HO cam npuéM IPUBHOCHT OCO-
OBbIIl CMBICJI B KMHOTEKCT: HEYBEPEHHOCTh
U (panpiib B MCIOJHEHUH MEPEKINKAIOTCS
C 3allyTaHHOCTBIO B MBICIIIX, YYBCTBAX M
B3aMMOOTHOILEHUSAX T€POEB.

MeTraMoznepHu3M — 3TO HOBOE U CII0KHOE
KYJIETYPHO€ SIBJICHHE, KOTOPOE B HACTOSALIEE
BpeMs UCCIIEAYETCsl YYEHBIMU PA3HBIX CTPaH
MUpa. A Tak Kak OHO IMOSIBUIOCH OTHOCH-
TEJILHO HEJTABHO ¥ HAXOJUTCS B CTAUH CTa-
HOBJICHUS, B HEM NPUCYTCTBYET HEKOTOpas
3bIOKOCTb, HESICHOCTh. YBEPEHHO T'OBOPHUTH
00 OKOHYATENBHO BBIKPHCTAJUIN30BABIINX-
Csl IPU3HAKAX, MOCTYJIaTaX METAMOACPHU3-
Ma MBI CMOKEM I10 IIPOLIECTBUN HEKOTOPO-
ro BpemeHu. HecMoTps Ha 310, B ociiegHue
HECKOJIBKO JIET XyAOKHUKAMM CO3IAOTCS
IIPOU3BEJICHUS, KOTOpPbIE TaK WIA HHA4e
BIIMCBIBAIOTCSL B OCTETUKY JAaHHOIO sBIIC-
Husl. OCOOEHHO SPKO €ro UJIeU PENpe3eHTH-
pyrotcs B kuHemarorpade XXI Beka.

B mnacrosmeit pabore paccMOTpeHbI
JUIIb HEKOTOPHIE YEPThl METaMOACPHU3MA
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B KMHO, 2 MMEHHO, KaK OHHU BBIPAKEHBI
WIH TOAYEPKHYTHl IUTUPOBaHUEM (opTe-
nuanHou My3blku M. bpamca. [Ipumepamu
MOCIYKUJIM TPU aMEPUKAHCKUX JIpaMBbl,
cusiteie B 2017-2019-¢ ronel. Beibop 006-
YCJIOBJIEH TEHACHUUAMU aMEPHUKAHCKOTO
KUHeMartorpaga U KHHOKPUTUKOW TOCIe-
HHX JIET, TaK KaK B 0OIECTBE HAOIIOHAeTCs
3aIpoCc Ha METAaMOJCPHUCTCKYIO «HOBYIO
UCKPEHHOCTH», poMaHTU3M. OCOOEHHO aK-
TyaJ€H 3ampoC Ha JKEHCKOE BOCHPUSATHE
peanbHOCTH (B CBETE MOMYJISpHOCTH (e-
MuHu3Ma). llutupoBanue ¢oprenuaHHOM
My3bIkd bpamca B kaptunax «lIpuspaunas
HUTH», «MBI BCErJa KUK B 3aMKe», «Ma-
JIEHbKUE KEHIIUHBDY, KAK BUJIUM, II0-Pa3HO-
MYy pEau3yrOT METAaMOACPHUCTCKUE UJIEH.
Hampumep, obnapyxuBaercs crenuduye-
CKOE OTHOUIEHUE K LINTaTHOMY MaTepHally,

KOTOPO€ BBIPaXXEHO B ()OHOBOM 3BYYaHHUU
LIUTAThl, Yepe3 TMHAMUKY 3BydaHus, nedop-
MAaIlMI0 HOTHOTO TEeKCTa. Takxke B KapTHHAX
HaO0JI0AaeTCsl MHTEPEC K MPOILIBIM 3I10XaM,
HauMHAs C TOTrO, YTO AEHCTBHUE pa3BOPAYU-
Baercd B 50-x ronax XX Beka U BTOpOi 1o-
nosuHe XIX Beka, 3akaHunBas 00palieHueM
K IPOMU3BEAEHUAM IPOLUIBIX CTOJETHH,
B TOM 4Hcie GoprenuanHon My3bike bpam-
ca. B atux nenrtax pa3sHooOpa3HO mpen-
CTaBJI€HA «CTPYKTypa UYyBCTBEHHOCTH).
Ona BbIpakaeTcs B JIE€TCKOM CTHJIE, 3MO-
LAOHAJIBHOCTH, YXEHCKOM BOCIPHUATHH, W
uutupoBanue BanbcoB u Panconuu bpamca
sp4e BBIABIISIIOT Ha3BaHHbIC 4epThl. L{utu-
pys My3bIKy bpamca, pexxuccepsl dKcepu-
MEHTHUPYIOT CO BPEMEHEM B KMHO(]UIIbMAX,
MHOTI'OKPAaTHO IIOBTOpsis, OCTaHABIIMBas,
YCKOPsISl M pACIIAPSA €T0.
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Cratbs nocpsuieHa ()eHOMEHY COBPEMEHHOI'0 ONEPHOTO MCKYCCTBA, B KOTOPOM 0CO0YyI0 POjb
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The article is devoted to the phenomenon of the art of contemporary opera, in which a special
role is carried out by the masterpieces of the Russian musical culture — Tchaikovsky’s operas.
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By the example of Eugene Aryeh’s production of the opera “Eugene Onegin” the techniques
of deconstruction of the figurative-semantic element of the performance and introductions of
polystilistic elements into the choreography of the mass scenes, both of them characteristic for the
postmodernist type of stage production are generalized. The tendencies of convergence of the opera
masterpiece, leading to the vulgarization of the artistic image and the redundancy of kitsch in the
folk-based protagonist are revealed. The article defines the disputability of certain artistic solutions
of some opera productions and, along with this, the effectiveness of separate provocative elements
of the stage action bringing together the cultural worlds of various epochs activating the process

of perception.

The materials for the research have been provided by the video recordings from the premiere
demonstration of the opera “Eugene Onegin” on the stage of the Bolshoi Theater, as well as texts in
periodical editions containing interviews with the opera producer and the leading artists.

Keywords: Eugene Aryeh, opera “Eugene Onegin,” Tchaikovsky, Bolshoi Theater, stage

interpretation, opera production.

peMbepa onepbl «EBrenuit OHerun»
I1. . YailkOBCKOTO B MOCTAHOBKE
JIpaMaTUyecKoro pexucceépa EBre-
HUA Apbe Obla OCYIIECTBIEHA Ha HCTO-
pruueckoit cuene bompmoro tearpa Poc-
cuu 15 masa 2019 rona. K satomy BpemeHu
E. Appe — ocHOBarenb U XyJOKECTBEHHBIN
PYKOBOAUTEND HU3panIbCKOro Tearpa «le-
miep» — y»ke oOpéin ycrex U momyaspHOCTb
y myOnmuku. M3BeCTHOCTH TpHIILIa cpasy
nocne nebrora B onepe Meuucnasa Baiin-
oepra «Mauot» B bonbmowm tearpe (2017).
[TocranoBka omnepsl «EBrenuit Onerun»
SBJIAETCS OYEPEAHBIM BO3BpPAILIEHUEM IlIe-
JieBpa: MOCJenHss U3 HUX B bombpmom Te-
arpe Oblna mpencTtarieHa Ha HoBoil ciene
B 2006 rony (pexuccép . YepHAkoB).
[TocranoBka 2019 roga BoccTaHaBiIu-
BacT W3HAYaJbHBI AaBTOPCKHUIl 3aMbICEN
co3maHusi arMoc(hepsl MOJIOIOCTH M FOHOU
BIIIOOJIEHHOCTH: TIEPBOE HCIIOJIIHEHUE OTIle-
PBI elI€ IPU KU3HU KOMIIO3UTOpa OBLIO BbI-
IIOJIHEHO CWJIAMHM CTYAEHTOB KOHCEPBATO-
pun, B KOTOpOM npenogaBan YalKoBCKUM.
B xynoskecTBeHHOM 3aMbIciie Apbe 00b-
EAMHWINCH U TPAJIULINK, U HOBaUUU: «MHe
XO0UeTcs MOCTABUTh CHEKTaKJb OJHOBpe-
MEHHO KJIaCCUYECKUH U COBPEMEHHBIH,
— TOBOPWJI OH B OJHOM H3 HMHTEPBBIO. —

S He cTpemiIloCh OCOBPEMEHMBATh HCTO-
pHro OyKBaJIbHO U HE MBITAIOCh BTUCHYTH €€
B KaKyl0-TO CIIEIMaJIbHO COYMHEHHYIO KOH-
uenuuio. OCHOBHYIO 3aJauy BHXKY B TOM,
4TO0OBI OIepa 3a3Bydana CBEXo»'. Pexwc-
cEp COXpaHsIET TEKCT JIMOPETTO U MY3BIKY
OIlEephl, HO KapJAMHAJIBHO MEHSET €€ KaHp:
OH YCWIMBAET D3JEMEHThl TPAaruKOMEIHH,
MOPOM TOBOJIA UX A0 YPOBHS KUmud.

TsroreHne K KUTYy 3aMETHO YK€ B MeEp-
BbIX paborax Apne. IMeHHO mo3TOMY IO-
Ka3 npemMbepbl Mro3ukia «Mactep u Map-
raputa» (M3pauns, 2000) BbI3Ban MIKBaI
KpuTuku. Cam pexuccep mpu3HaBajcs, 4To
€ro TPAaKTOBKA OYyJIFaKOBCKOT'O CIOKeTa Obliia
HeOe3yKOPU3HEHHOM, HO BCE e OH MOCYH-
Tas €€ HECNPABENJIMBO PACKPUTHKOBAHHOM
«ITponutas mombITKa “mpojats” H3paUIIb-
CKOMY 3pUTEIIO B OMYJISIPHOM opme pyc-
CKYyI0 KJaccuky, — “Mactep u Maprapura”
B BUJIE MIO3UKJIa — ObLjIa HE OYEHb YJaUYHOM.
B Mockse s 3Ha1 Apyryto Kputuky. 1 B Ton
e MOoCKBe Nucaju, YTO TaKOro Tearpa yxe
HE OCTaJIOCh...»".

Pexxuccép orMeuar, 4To KUTY IPUBIIEKAET
3pUTENEil, OH TOMOTaeT CHavYasIa «3aleluTh
€ro BHUMaHHe, YTOObI 3aTeM TOMOYb Mepeii-
TH K Ooniee IIyOOKHMM TeMaM W pa3MbIIILIe-
HusM. OTBedast Ha BOIPOC O TOM, CMYILAET
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JIM €r0 KATY KaK HE3aTeWIMBBIM, HO SPKUU
«pacckas 0 caMoBape U BaJIeHKax», Apbe OT-
BETWIL: «A s MOAXOXKY K Tearpy, BUXKY TOJ-
my — U cepaue paayercs. Bpone Ob1 MBI He
CHIKaJIM KPUTEPUHU B 3TOM cliekTakie. Ko-
HEYHO, KUTY MPUCYTCTBYeT. B 001iem, Mbl
MOHMMAJIY, Ha 4TO mIIK. KUty e Toxke Obl-
BaeT pasHblid. PeCTOpaHHON KyJbTypBI y Hac
B CIIEKTAKJIE MOYTHU HET, & HA MPUMUTHUBU3M
BIIOJTHE CO3HATEBHO IIIU, HAM OYEHBb BAXKHO
ObUIO YCTAHOBHUTH U TIOATOTOBUTH TEPEXOJ
OT KUTYA K OYECHb CEPHEIHOMY M JIpaMaThy-
HOMY Matepuaiy...»’. Kpuruku mucanu, 4to
MOJIXOM, HalIeHHbIN UM B «Mactepe u Map-
rapure», ObUI B JallbHEHIIIEM HCIOJb30BaH
MpH 1ocTaHoBke onepbl «EBrennii OHeruny,
«IOTOMY YTO OH, HE OOparasi BHUMAaHUs Ha
TO, YTO MPOUCXOAHUT BOKPYT, CTapaercs Ie-
JIaTh TO, YTO JIJIsl HETO HHTEPECHO»?,
BBenenue sneMeHTOB KuT4a, OE3yCIOB-
HO, TPaHC(HOPMUPYET OPUTHHATHHBINA 3aMBblI-
CeJI OTephl, MPUBOANT K UCKAKEHUIO 00pa3-
HO-KOHIIENTYAJIBHOTO YPOBHSI CIIEKTaKJIA.
[TosiBrieHME HA CIIEHE MAIIMH, TEPOEB B yTPH-
POBAHHO SIPKOU OEXKAE MPUAAET ICUCTBUIO
nopoil KOMUYECKUH 3(PPEKT, TUCTapMOHH-
pyIOIMil ¢ OOIMM HACTPOEM CIEKTaKIIA.
MoxHo cornacutbesi ¢ MHeHueM P. Ckpy-
TOHA, YTO «KHUTY — 3TO (DUKTUBHOE HCKYC-
CTBO, BBIPAXKAIOIIEE JIOKHBIE SMOLIMH, LIEJIb
KOTOPOTO COCTOUT B TOM, 4TOOBI OOMaHyTh
noTpeduTessi, 3aCTaBIsis €ro JyMaTh, 4YTO OH
YYBCTBYET YTO-TO TIIYOOKOE U CEPHEZHOE»
[13]. JleiicTBUTENBHO, MCKa)KEHHE Opama-
TypPrUM ONEPHI 32 CUET BBEACHUS XOpeorpa-
(UYECKOTO AMU30/Ia CMEMIAET CMBICIOBBIC
AKIEHTHI: SIPKOCTh CIEHKU WU 3aJI0PHOCTH
TAHIIEB YYaCTHUKOB JICPEBEHCKOTO Mpa3/IHE-
CTBa, B KOTOPOM 33J€MCTBOBAHbI KPECThSHE
B KOCTIOMaXx JIOMAIllHUX M JIECHBIX MTHUIl U
JKUBOTHBIX (Tycel, eTyxa, KO3bl, MEIBEIA ),
JIeNalT €€ Mpa3sIHUYHOM KyIbMUHALMEH
1-i1 xaprunsl | peiictBus. CreHa aepeBeH-
CKOT'O TaHIIa HAIOJIHEHA UPOHUEH: MOMYJISIp-
HbIe (POJBKIIOPHBIC TIEPCOHAKU HCTIOTHSIOT

3JIEMEHThI COBPEMEHHBIX FTOPOACKUX TaHIIECB
(XUM-Xo11, POK-H-POIIT). DTOT MPUEM «OCO-
BPEMEHHUBAHMS» XOPEOTrpapUUECKOi CLEHBI
BBITVISIAUT BBI3BIBAIOIIUM U CIIOPHBIM C XY-
JIO’)KECTBEHHOW TOYKU 3PEHHUS, HO MO3BOJIS-
eT CONMM3HUTh JHUCTAHIMOHHO OTIAJIEHHYIO
CUTYallUI0 ONEPHOrO JEWCTBA C AKTyasb-
HbIM HactosimuM 3putens [3, ¢. 290]. He-
raTUBHOM Y4€pPTOU dTOM HAXOIKU peKUccEpa
MO)KHO CUMTATh TO, YTO JAaHHAs CLICHA 3aT-
MEBAET CBOEH SPKOCTHIO CHXKETHO M 00pa3-
HO-CMBICJIOBO Ba)KHBIE IyITHBIE U MOHOJO-
TUYECKUE CUEHBI |- KApTUHBI.

B pannux nocranoBkax Apbe yxe oOHa-
PYKUBAIOTCS XapaKTEpHbIEC AJIsI TOCTAHOB-
ku «EBrenus OHermHa» NpuéMbl JEKOH-
CTPYKLIMH 0Opa3HO-CMBICIOBOTO Hayala
cnekrakis. Tak, mpeyBelMYeHHUe 110 Tpo-
Tecka (ONBKIOPHOTO pSNa, TPUBOISIICE
K KHUTYEBOM M30BITOYHOCTH W, OTYACTH,
ByJIbrapu3allii XyJI0’)KECTBEHHOTO 00pasa,
IIPUCYTCTBYET B INpoekre «Bapuanumi s
Tearpa ¢ opkectpom» (U3pawmnb, Tearp «le-
miep»). Llenpto mpoekra ObLIO JAOHECEHHE
J10 M3PAUIIbCKUX 3pUTEIIEH OCHOB PYCCKOM
KYJIBTYypbl, HEKasi IPOCBETUTENIbCKAs 3a-
nada, 0OyCIIOBICHHAs] T€M, UTO PEKUCCED,
M0 €ro MPU3HAHUIO, «a0COMIOTHO HE TpPe-
CTaBsu1 ce0e ypOBHS HE3HAHUS PYCCKOM
KYJIBTYPbD»: «MBICTH OblIIa MPOCTasi — B3ATh
PYCCKHE NECHHU, COTBOPUTH U3 HUX YTO-TO
BpO/JI€ CIIEKTAKIISI C OObSICHEHUSIMU, YTO Ta-
KOE€ CaMOBap, BAJICHKH, ‘‘BOPOHKH’’; KaKOBa
JUTMHA COCYJIEK U KaKyI0 BOJIKY JIyYIlI€ [TUTh,
M 4TO IIO 3TOMY IOBOAY AymaeT MeHneine-
eB. [lopazoBanace s paBHO TOMY, 4TO €CJIU
TyZa 3a py4Ky OTBECTH U3PAUJIbTSIH, TO OHU
YTO-TO NMOWMYT. B cTune marpémek u nru-
IBI-TPOMKH, 3aITyTaBIIEH B JOeOpAX KOM-
MYyHHU3Ma PyCCKOM IyIIH U IPOY., HO BCE XKe
ropaso Jyd4lle, 9eM HUIETro)”.

B «EBrennn OHernne» 3a1a4a noka3arb
IIPOUCXOAAUIEE C AOJEH IOMOpa, peannu3o-
BBIBAJIACh B CIIOPHBIX CIIEHUYECKHUX pellle-
HusX. McnonnurensHuna naptuu Jlapunou
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(nap. apt. Poccun E. 3enenckas) pa3risibi-
BaeT Kyp B MOJ30pHYIO TpyOy, a TarbsiHa
BBIXOJIUT Ha CILIEHY B OYKaxX B 00pase CTy-
neHTKu (TaThsiHa HOCUT HENEMyI0 HMUTSIKY
U YTPUPOBAHHO OOJBIINE OYKH, IIAPKHU-
pyroiue oOMUK YMHOM, TITyOOKO YyBCTBY-
folelt  neBymiku). [lpuyynnuBbie akcec-
Cyaphl, MO 3aMBICITy PEXHUCCEPA, TOJIKHBI
ObUTM HE CTOJBKO D3MATUPOBATh, CKOJHKO
NOTYEPKUBATD TOTPY>KEHHOCTh TE€POUHU
B Ipu3pavyHbie (haHTA3HITHBIE MUPBI «3a3ep-
KaJIbs», CO3/IaHHBIC SIPKUM BOOOpaKEHUEM
JTIOOUTENIbHULIBI YTEHUSI, O YEM PEKUCCED
BBICKa3aJicsl cienyronmm obpaszom: «S xo-
TEeJ CHIeNIaTh €€ He MPOCTO JINPUYECKOH TIe-
POMHEN, a ajsAnoBarold JAEBOYKOM B OYKaXx,
KOTOpasi IEHCTBUTEIHHO YUTAET, HE MPOCTO
HOCHUT KHIKKY, OHA TIAJaeT B 3Ty KHUXKKY,
oHa TaM. U s 3Han Takux B dKU3HU, KOTOPBIE
KUBYT MHOTO TaM B 3TOM MHUPE, U KaXKbIi
pa3 uX HaJ0 OTTY/IA U3BJICKATH)®.
JIupuko-apaMaTHUECKHil 00pa3 repouHu
TEpsIeT CBOIO OJJHO3HAYHOCTb, HACHIIIAETCS
HEOXXUJAHHBIMU paKypcaMu. TeHICHIHS
JEKOHCTPYKLHUU OOpPa3HO-CMBICIOBOTO Ha-
qajia CIEKTaKJII PACKPBIBACTCS B Pa3HBIX
creHax. Tak, o0ObsicHeHHe JIeHCKOro B J1100-
BU Kk Onbre cosepiiaercss B aBTOMOOUIIE
«Bukropus benuy 1893-ro roga. Heonno-
3HAYHOCTh PEIICHUI MU3AHCIEH CTIEKTaKJIs
OCOOCHHO 3aMETHa B 3MM30aX MOSBICHUS
oOpaza mensens. B onepuom nubperto «EB-
reausi OHErnHay MOJTYMUCTUYECKUI-TIONY-
daHnTacTUYeCKuii 00pa3 MenBe.s, BBEIEH-
HbIA [lymkuasIM B oncanue cHa TarbsaHbl
JUTSL OTPaXKEHUSI TOICO3HATEIBHBIX CTPaXoB
U OMACEHUU TePOMHH, UCKIIIOYEH ISl MIPH-
JaHWs TeTbHOCTH W €TUHCTBA JIMPUUECKOM
JuHUU croxkeTta. OIHAKO COBPEMEHHBIE MO-
CTAHOBIIIMKHU OTIEPbI BOCCTAHABIIUBAIOT JIaH-
HBIA 00pa3 MYHIKWHCKOTO TOATHYECKOTO
CIOXKETa, HAJIEeTsisd €ro Pa3jIuYHbIMU CMBbIC-
JOBBIMH OTTeHKaMu. Kak mpaBuiio, Takas
TEH/ICHIIUS TIPOCIIEKUBACTCS B 3apyOeKHBIX
nocranoBkax [1, c. 18]. B wactHoctu, nns
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nuTtoBcKoro pexuccépa P. Tymunaca (Tearp
uMmenn Baxrtanrora, 2013) oOpa3 mensens
CTAHOBUTCS XapaKT€PHBIM CHMBOJIOM pycC-
CKOM KYJIBTYpbl, CPEICTBOM BOCCO3AaHUS
HAI[MOHAJILHOTO KOJIOPUTA M CBOEOOPa3HBIM
MMITYJIbCOM I pacKpbITus croxkera. Eciu
B Hauaje onepbl TarbsiHa CYACTIMBO MpH-
KUMaeT k cebe nogapeHHoro JIeHCKUM Ma-
JIEHBKOT'O IUIIOLIEBOIO MUIIKY, TO B KOHIIE
CHEKTaKJIsl OHA TAHILYeT C Yy4YeJIOM OOJbIIO-
ro mMeasens. [lpu 3Tom 3a cLeHOH ClbIeH
BOM BOJIKA M 3aBbIBAHUS BbIOTU KaK CHUMBO-
JIOB OJIMHOYECTBA U CBEPIIMBILEHCS OEIbI.

B mocraHoBKe 7aTBUMCKOTO pexucceépa
A. Jarapca npuCyTCTBYET JIEMEHT IPOBO-
Kaluuu: OOHaXEHHBIM apTHUCT-MUM B 0OJIb-
IIOW TOJIOBE-MACKEe MeNBEIs KpaaETcs I0
KpOBaTH, B KOTOPOU CcIUT TarbsiHa, BbI3bIBAs
e€ OecrnokoiicTBo. Kputuku, cBuaerenu ra-
CTPOJIBHOTO TOKa3a CIIEKTaKJId B BEAYLIEM
CTOJIMYHOM Tearpe, OTMETWIN SHaTHpYIo-
IIy}0 TPOBOKALMOHHYIO JI€p30CTh IMOCTa-
HOBKM B pyclie TeHJCHIMI 3anajHbIX Tea-
TPOB: «...Ha cueHe bombioro nsaeHpku 6e3
TPYCOB, K&KETCS, 10 CUX MOP HE MON3aI» .
Tak, JI. Hunukun, nomuépkuBas 3¢dexrt
MOJJOOHBIX HOBOBBEJEHUI B IMPAKTHKY CO-
BPEMEHHOIO TeaTpa, MUIIET: «...CO BPEMEH
MEPECTPOMKH HA HAIIECW CLICHE HaYal W pas-
JIeBaThCs, J1aMbl CTaJM IOKa3bIBaTh OIOCT,
HaAKOHEI[ JOIUIO U JI0 MOJIHOTO OOHAKEHHUS
— ¥ BCSIKMH pa3 sIBJIEHUE I0JI0T0 YeJI0OBEKa Ha
ClieHe 0OaBIsUIO IEHCTBUIO PHEPIUH, CIie-
HUYECKasl TKaHb SIBCTBCHHO HAIpsragach»®.
IIpOBOKaTHBHOCTH COBPEMEHHOIO CKYCCTBA
CIOCOOCTBYET pa3pyIIEHUIO «TPAHUI] MEX-
Iy JKU3HBIO U PEAIbHOCTBIO, CAKPAJIbHBIM U
npoaHHBIM, 3aIPETHBIM U Pa3peIIEHHBIM))
[11, c. 18], 3mech ke — U1 paCKpBITUS TITy-
OMHHBIX, HEKOHTPOJIUPYEMBIX TLIACTOB MOJ-
CO3HAHUS U, OJHOBPEMEHHO, JUISl pa3pylie-
HUS STUYECKUX U COLIMATBHBIX HOPM.

B nocranoBke Apbe 06pa3 meaBenas mo-
SBJISIETCS B CLICHE MUChbMa TaThbsiHbI, T0JIOBA
MezaBeast kpacyercs Ha OHETHHE, U Takxke
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BO MHOTHX CII€HAaX, BajbsKHO HaOIOmaeT
3a COOBITUSIMH, OKa3bIBACTCSI BAXKHBIM JICH-
CTBYIOIIMM JIUIIOM, HO BCE ke 00pa3 Me-
BeIs U3-3a 00MIHs (PONBKIOPHBIX MEpCOHa-
K€l B MacCOBBIX CLIEHaX BOCIHPHHHUMAETCS
CKOpEE KaK JEKOPATUBHBIN SJIEMEHT.

Apbe IpHU3HAETCS, UTO B €TI0 OTHOILLICHUHU
K MYIIKHHCKOMY TEKCTY OOHapy>KHBaeTcs
BOCXHMILIEHUE CMEJIOCTBIO IT03TA, COYETAEMOE
C IIPOCTOTOM, UPOHUEM, TMPUUHOCTHIO U Tpa-
TMYECKOH IKCIIPECCUEN B pa3roBOpeE CO 3pHU-
teneMm: «Kaxnplil pa3, Korna InepednThIBat0
[TymkuHa, s OTKpBIBAIO ISl ce0sl YTO-TO HO-
BO€ U YIUBJIAIOCH, KAK YEJIOBEK B €r0 BO3pac-
TE€ MOT OBITH CTOJIb MY/IPBIM, CTOJIb CMEJBIM.
OH HarnpsMyr0 pa3roBapuBacT C YUTATEIIEM,
a Tearp Ha4yaJl T'OBOPUTH TaK CO 3PUTEIEM
TOJIBKO JIET TpUALATh ToMy Haszax. Y Ilymi-
KHHA €r0 UPOHUS B COYETAHUM C JIMPHUKOH,
I1€YaJIbl0, JPAMOM, TPArHYHOCTBHIO — JTO I10-
paszutenbHbie Bemmu»’. OnHako YalkoBCKuUi,
pabotast Hajl onepoii, co3HaTeIbHO U30eran
VUPOHUYHOIO OTHOILIEHUSI K CBOMM II€PCOHA-
*kaM. [laxke 1Mo aBTOPCKOMY OIpPENEICHUIO
*KaHpa (WIMPUYECKUE CIIEHBD») MBI BHUJIUM,
YTO UMEHHO 4YyBCTBa I'e€pO€B, TOHKAs Iepe-
Jlada UX BHYTPEHHETO MUpa 0e3 3JI€MEHTOB
MPOHUH, TPOTECKA 3aHMMAJIM KOMIIO3UTOPA.
Apbe CTpEMUTCS COXPAHUTH IOITUYHOCTD U
JUPHAYECKYIO JIMHUIO KOMIIO3UTOPCKOTO TEK-
CTa, U, BMECTE C T€M, HEU30EKHO pa3pylla-
eT e€, MOAYEPKUBaAs UPOHUIO IIYIIKHMHCKOIO
CTHXa, YTPUPYs €€ U BO3BOIA JO KUTYA.

[lenp momoOHOro SKCHEpPUMEHTa — HE
TOJIBKO 3MaTaK, OTPAKAIOIIUN CTPEMIIEHHUE
aBTOPOB IPOEKTa 0OpaTUTh BHUMAHHE ITy-
ONMKH, BBI3BaTh BOJNHY OOCY)XICHUH W Ta-
KM 00pa3oM 3almoMHHUThCA. B HckyccTBe
XX—XXI BeKoB 3maTa)x CTAHOBUTCS LIAPO-
KO paclpOCTpPaHEHHBIM COLIMOKYJIETYPHBIM
SBJIEHUEM, IPOHU3BIBAIOLIMM HE TOJIBKO
uckycctBo [6, c¢. 171], Ho u oOuiecTBeH-
HYI0 XU3Hb, B TOM 4YMCJIE, ITOJINTUKY. BHY-
TPEHHEH, TIIyOMHHON €ro LeNbi0 SBISIeTCS
«mMetadopuyHas epeiada HEeKOero CMbICIa

COLIMAJIbHOW WJIM KYJIBTYPHOM MpOoOIEeMbD»
[10, c. 245]. 3amensss pa3pyLIUTEIbHYIO
JNECTPYKTUBHYIO CTPATETUIO JEBHUAHTHOIO
MOBE/ICHUS Ha TIOUCK BBIXOJIa U3 COLIMAIIBHO
HEOoNpeAeIEHHOT0, HEYCTONYHBOTO MOJIOXKE-
HUS, SIIaTaXx HalleJIeH Ha «0OpeTeHne HOBO-
IO ONbITa uACHTU(UKAIMU (YCBOEHUS MTOBE-
JICHYECKOI'0 KOJa, OCBOCHHUSI IPOCTPAHCTB,
B KOTOPBIX IPOMCXOIUT NpPE3EHTALMs H3-
OpaHHOM KynbsTypHO# Gopmbl)» [8, c. 39].
B nocranoBke Apbe 11eib 3naTaxa — 3T0
paboTa C BOCHPHITHEM OINEPHOTO IIeJEeB-
pa, UMEIOLIEro JUIUTENbHYIO CLIEHUYECKYIO
H3Hb, «OOPOCILIEr0 OOJIBIINM KOJINYECTBOM
LITAMIIOB 32 BCE€ CYLIECTBYIOIIHNE TOCTAHOB-
km»'’. Apbe B CBOM CICHMYECKOW HHTEp-
nperauuu onepsl «EBrennii OHerun» crpe-
MUJICS pean30BaTh OCHOBHYIO, C €r0 TOUKH
3peHusi, 3a/lauy — MOMbITAThCSI COXPAaHUTh
OIepy Kak >KaHp B IPOCTPAHCTBE COBPEMEH-
HOTO MCKYCCTBA U «IIOCTPOUTH MOCT MEXITY
CETO/IHAIIHUM 3pUTENIEM U TBOPEHHEM aBTO-
pa, 4ToOBI orepa 3a3Bydana cBexo»''. Jlms
3TOr0 HEOOXOIMMO, KaK OTMeuasl pexUccep,
«MIPOOUTHCSI K CMBICIIAM, YITH OT HITaMIIOB,
9TOOBI 3pUTENb HE TPOCTO CMOTPEN KOIHIO
OTIEPBI, HO ¥ YBHJIEH €€ TO-HOBOMY» 2.
Crpemnienust Apbe ObUIM OLIEHEHBI KpU-
TUKaMH U apTUCTaMU: KOMMEHTHUPYs OCTa-
HOBKY, Oaputon Urope lonoBareHko, wc-
nonHuTeNb poiau OHeruHa, MOJOKUTETBHO
pearupoBai Ha PEeXHUCCEPCKUI 3aMBbICEN:
«...HaMEpeHHUsl pexuccépa MHE UMIIOHUPY-
10T. OH X0UeT 0CBOOOUTH OIEPY OT MPEKHUX
“IOCTaHOBOYHBIX HACIOEHUI’, KaKk KopaOib
OT HAJIMIIIKUX paKyliek. MHe Kaxercs, 4To
“EBrenuii OHeruH” — omnepa, HEJOOLECHEH-
Has B IUIaHE TOTO, YTO B HEW 3aJI0KEHO U
JpaMaTypruaecKu, U My3bIKaJIbHO» .
Oco0y10 poib B pacKpbITHH JApamaryp-
MU ONEPbI, B 3MOLMOHAIBHO-3PEINUILIHON
OpraHu3alliy CHEKTaKJId UIPaeT LBETOBOE
pelIieHue CLEHUYECKOro MPOCTPAaHCTBA.
B odopmnennn cuen xygoxuauk C. Ila-
CTYX MCHOJb30BaJ MPUHIUI KOHTPACTa KaK
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IpUEM aKTHBU3ALUU 3PUTENIHCKOIO BHUMa-
HUs U oboctpeHust apamarypruu. [lepBeie
CLIEHBI CIIEKTAKJISl PELEHbl B SIPKOM 1IBETO-
BOI Tamme (3eIE¢HBIN, 3eIEHO-CHUHMI), pac-
KpbIBaloOIIEe 00pa3bl BECHBI, MOJIOJOCTH,
BIIIOOJIEHHOCTH, CeJIbCKOM wuamnnu. Mc-
M0JIb30BaHKE TIACTUKOBOM TPaBhbl B 0POPM-
JIEHWH TI0J1a CLEH, TOMHUMO KPacOYHOTO KO-
JIOpUTA, CO3MAET XOPOLIMHA aKyCTUYECKUN
3¢ eKT, Tak KaK CUHTETUYECKOE TOKPBITHE
He nonomaet 3ByK. He Tonpko nexkopanum,
HO U CLEHUYECKHE KOCTIOMBI OTIMYAIOT-
Cs MHTEHCHUBHOCTBIO LIBETOBBIX PELICHUM.
Bwmecrto xapakrepnon mist XIX Beka caep-
YKAHHOW IIBETOBOM TaMMBbI B O(QOPMIICHHU
OJIeXkIbl YYACTHUKOB TE€ATPaAJIbHOIO JEHCTBA
XYJIO’)KHUK IPUMEHSIET IPKUE 1IBETA, YCHUIIU-
BAIOLIME MPa3AHUYHOCTh HAPOJHBIX CIIEH,
dbopMupysl UX «IPUIOTHATO JIEKOPATHUB-
uelit» (T. [TopTHOBA) Xapakrep [7, c. 112].

B nmampHelimem nBeTOBas AJUHAMHUKA
MPUBOAUT K JOMHUHUPOBAHHUIO JBYX KOH-
TPacTHBIX LIBETOB: 4€pHOTO U Oemoro. ['eo-
MeTpus YEPHO-0EIIbIX KBaIPATOB T0JIa CIIe-
HBI CO3Ma€T CAep)KaHHBIH (HOH JEHCTBHUIO,
NOMUYEPKUBAET YCUJIEHHWE Tparu3Ma B Jipa-
Marypruu chnekrakiasi. HamedeHHbil pe-
KHACCEPOM MEPEXO/ OT KUTUEBOM SIPKOCTH
K JIJAKOHW3MY CBEpIIMBLICHCS Tpareauu co-
ctosuics. DpeKTHbIC CHEXUHKHU B (pUHAIIE
orephl ell€ CUIIbHEE BYaUMPYIOT KOJIOPUT
CIIEHUYECKOTO MPOCTPAHCTBA, 0OJEKast €ro
B OTCTPAHEHHBIN OCJBIN IIBET.

[locranoBka Apbe oOmIMYaeTcs Mac-
MITa0HOCTBIO: MPOJOHKUTEIBHOCTD CIIEKTa-
ki — 3 yaca 20 MunyT. OtHaKo pazHoooOpa-
3M€ IpamMaTypruuecKux NpuéMoB MO3BOISET
COXPAaHUTb 3PUTEILCKUI HHTEPEC HA TIPOTH-
’eHuU Bcero aerctBus. O BocTpeOoBaHHO-
CTH CHEKTAaKJsl CBHUJETENIbCTBYET (PAKT BbI-
COKOH 3aIlOJIHEHHOCTH 3aJ1a Ha IPOTSKEHUU
BCEH CEepUU NPEMbEPHBIX I10KA30B.

Crpemsch BBISIBUTH THUIIOJOTHUIO UHTEP-
IpeTanuy MOCTaHOBKU, OOpaTUM BHUMAaHHE
Ha DBOJIOIUIO KJIACCU(PUKAIIMOHHBIX TOJI-

2021, 1

XOJIOB MPU aHAIN3€e TeaTpaibHON MPAKTUKU
XX—XXI BEeKOB B pOCCUICKOM Tearpe, Ha4u-
Has co K. C. Cranucnasckoro u B. O. Meli-
epxonpaa, BIuioth a0 E. [Homokosa. B cra-
e «K ucropun u texuuke Tearpa» (1907)
B. O. Meiiepxob/1 BBIAEINI B 3CTETUYECKOM
IJIaHE JIBa OCHOBHBIX THUIA PEKUCCEPCKOTO
Tearpa: YCI06HbIU U HAMYPATUCTUYECKUL,
WCIIOJIB3YSl IJISl UX OIPENIETICHUS XapaKTepu-
CTHKHU «T€aTp CHUHTE30B, PEKUCCYpa yCIOB-
HOTO Tearpa» U «Tearp THUIIOB, PEKUCCYypa
peanuszmay [9, c. 85]. OmHako crieHUYecKast
IIPAKTUKa BTOPOU IOJIOBUHBI XX BEKa IOKa-
3aj1a HeJIOCTaTOYHOCTh JAHHOM Ki1accuuka-
LMY JJI aHAJIN3a aKTyaJlbHbIX MOCTAHOBOK.
CoBpeMEHHbIE UCCIIEOBATENN PacCIIUpH-
U 3Ty cdepy, BbIICTUB YEThIPE OCHOBHBIX
TUIA PEKUCCEPCKOTO IIPOYTEHUSD» OIEPBHIL:
nposzaudeckuti (IPUINHHO-CIIECTBEHHBIN),
nosmuyeckuii (yCIOBHO-METaQOPUUECKUIA),
ueposotl u nocmmooepuucmcekuti 5, c. 39].
IToCTMONEPHUCTCKUIM THUIT PEKUCCYPHI
XapaKTEePU3yeTCsl BBEACHUEM B TEKCT OpH-
TMHajga 53JIEMEHTOB MAacCOBOW KYJBTYpHI,
BHECEHUEM CEPbE3HBIX U3MEHEHUM B CTHU-
JUCTUKY U IpaMaTypruio omnepbl, BIUIOTh J0
«TOJIHOTO Pa3phIBa C aBTOPCKUM 3aMbICIIOM
M TOCTAaHOBOYHBIMHU TpaaurusmMm» [12].
JIaHHBIN TUIT PEXKUCCYPBI YACTO BCTPEUYALT-
Csl B COBPEMEHHOW TeaTpajbHOMN MPAKTHKE,
BbI3bIBAsi IPOTUBOPEUHBBIE OTKJIMKH BILIOTh
70 TIOJTHOTO OTPULAHUS: 3KIEKTH3M, 3Ia-
TaX, UCTIOJIb30BaHUE PJIEMEHTOB XATTICHUH-
ra u neppopmanca [2, c. 124]. IIpu Takom
MOJIXOJIE MOXET JIOMYCKAThCsl, KAaK OTMeua-
et E. C. llomokoB, «mobas “orcedsruHa”
KaK CMBICJIOBAsl, TAK U C TOUKHU 3PEHUS MPU-
MET BPEMEHU U 3IOXU. 3PUTEINIO MpeJiara-
€TCsl pa3rajpiBarh “‘pedychl” MOCTAHOBIIM-
Ka. @duiocoduern pexuccépa CTaHOBITCS
KpailHHii CyObeKTUBU3M U MeTa(U3NYeCKU
nmoHuMaemasi cBoboza TBopuecta» [12].
[IpoBen€HHBIN  aHAIU3 MOCTAHOBKHU
Apbe M03BOJISIET OTHECTH €€ K MOCTMOEP-
HUCTCKOMY THITY COBPEMEHHOM PEIKUCCYPHI.
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Crnekrakiab JEMOHCTPUPYET CTPEMIICHHE
aBTOpa BHECTH B XyJIO)KECTBEHHBIH 00pa3
OPUTMHAJIBHOTO MPOU3BEACHUS YEPThl Mac-
COBOM KyJIBTYpBI, OTPa3UTh C UX ITOMOIIBIO
CUCTEMY LIEHHOCTEH COBPEMEHHOIO 4eJIo-
Beka [4, c. 57]. MoaepHu3zanuu nojaBepra-
€TCs1 HE TEKCTOBOM YPOBEHb ITPOU3BEACHMS,
a CMBICIIOBOM, KOHIIENTyalbHbIN. [Ipn aTOM,
0€3yCII0OBHO, MPOUCXOIUT JAEKOHCTPYKLIHS
00pa3HO-CMBICIIOBOTO Hayajla IpOU3Bese-
Hus. C TOUKM 3pEHUs PENpPE3CHTALNN XPO-
HOTOIIa IOCTaHOBKAa ApbE XapaKTEPU3yeTCs
HaJINYMEM B €€ BU3YaJIbHOM psie OObeK-

THUBHBIX IApaJOKCOB: BKJIIOYEHUE aHAXPO-
HU3MOB ((OJBKIOPHBIE KOCTIOMBI B CIICHE
KpeCThsiH B 1-i KapTUHE) U YJIBTPacOBpe-
MEHHBIX 3JIEMEHTOB (Topozckoi Taner X XI
Beka). llenpro pexuccépa SBISIIOCH TIPH-
ONMMKCHHUE OTEPHOM KIACCHKU K PEaIdsM
COBPEMEHHOM KW3HU, BO3BPAIICHHUE «BEY-
HBIX» TE€M JIFOOBU U pa3oyapoBaHUs, CaMO-
MO3HAHHUS U CAMOPACKPBITHS B MPOCTPAH-
CTBE HOBBIX )KU3HCHHBIX KOOPAWHAT, 1aBas,
TakiuM 00pa3oM, HOBBIN IIAHC 3PUTENIO YC-
JIBIIIATH BOMPOCHI M HANTH HAa HUX OTBETHI
B IMAJIOTEe C BBICOKUM HCKYCCTBOM.
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«baneT B 6aneTex:
TBOpP4YeCKHe NMOMCKHU COBPEeMEHHbIX xopeorpacoB

Ha mpumMepe 6aneTHbIX crieKTakien nocieanero aecsaruierus — «l epoit Hamero BpemeHun» Uibst
Hemyrkoro B bonbmom Tearpe Poccun (6anermeiictep FOpuii [Tocoxos, pexuccép u cueHorpad
Kupunn CepebpennukoB, 2015) u «3onmymka» Cepres IIpokodbeBa B mocTaHOBKe AJIeKces
Mupomanuenko (ITepmckuii Tearp onepsl u 6anera, 2016) — paccMOTpeHBI TPOOIEMHBIC ACTIEKTHI
WCIIONIb30BaHUS CLIEHApPHOTO NpuéMa «OaneT B 0aneTey», a TakKe UX XyI0KeCTBEHHAss MOTHBAIIHS
B pyCJI€ CIOKUBIIUXCS TPAAULIUNA PYCCKOTO M MEPOBOTO X0opeorpaduieckoro uckyccrsa. [Ipodiaema
CBsI3aHa C TE€M, UTO UMEHHO ciieHa bosbioro Tearpa Poccun gaiiie Bcero cTaHOBHIIACH TUTALIAPMOM
JUISL ICTOPUYECKHUX SKCIIEPUMEHTOB B OalieTe, a Mo3AHee AJIsl IePEOCMBICICHUS XyI0)KeCTBEHHOM
COCTOSITENIbHOCTH COBETCKHX OaneToB MepBoil momoBUHBI XX Beka. Ilokazanwl mapamienu u
oruums O6anera «IllenkyHunk» B pa3HbIX mocraHoBkax J»xona Hoiimaiiepa u I'pama Mepdwu, rae
[JIaBHBIM JICWCTBYIOIINUM JIULIOM CTAHOBHUTCS OalleTMEHCTep — IEMUYPT, co3/1aTellb COOCTBEHHOTO
OanerHoro mupa. Ha mpumepe mepmMckoil MOCTaHOBKHM «30JIyIIKa» BBISBICHA XyJ0XKECTBEHHAs
HECOCTOSATENBHOCTh MEPEBOAA SMOIMOHATIBHO-MIO3TUYECKOTO COAEPKaHUsI OaleTHOM MapTUTYPhI
B COIIMAJIBHOE PYCIIO, @ TAKXKe NCKYCCTBEHHOCTh apajuieieii AyXoOBHOTo Mupa repoeB JlepMoHTOBa
¢ s3BIKOM Xopeorpaduyeckoro uckyccrsa XIX cronerus («I'epoit Hamero BpemeHnn»). [lokazaHno,
yTo Ooraroe My3bIKalbHOE coaepxaHue naptutypsl [IpokodreBa u e€ TpakToBKa Teomopom
Kypent3ucom HocUT MeTadu3HUECKHii, a HE COLUANbHBIN, Kak Y MUPOUTHUYEHKO, XapakTep, 1
MIOTOMY 3aBE€IOMO O0e/THSET BRIOPaHHYIO KOHIICTILIMIO «OaneTa B OanmeTey.

KnroueBble cnosa: banerneiii teatp Poccum, cuieHapHble MoTHBanuM, «OajeT B Oanerey,
TBOpuecTBO Auiekcess Mupomnnuenko, TBopuecTtBo lOpust Ilocoxoa, pexuccypa Kupwmiia
CepeOpeHHUKOBA.

s uutuposanus / For citation: Kabauék H. JI. «banmer B Ganere»: TBOpYeCKHE MOUCKHU
coBpeMeHHBIX xopeorpados // [IpobGnembl My3bikansHON Hayku / Music Scholarship. 2021. Ne 1.
C. 154-162. DOI: 10.33779/2587-6341.2021.1.154-162.
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The “Ballet within a Ballet”:
The Creative Searches of Contemporary Choreographers

By the example of ballet performances of the recent decade: Ilya Demutsky’s “A Hero of Our
Time” at the Bolshoi Theater of Russia (Yuri Posokhov, choreographer; Kirill Serebrennikov,
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producer and scenographer, 2015) and Sergei Prokofiev’s “Cinderella” produced by Alexei
Miroshnichenko (the Perm Theater of Opera and Ballet) examination is made of the problematic
aspects of the use of the stage technique of “ballet within a ballet,” as well as their artistic motivation
within the framework of the established traditions of the Russian and the world choreographic
art. The problem lies in the fact that particularly the stage of the Bolshoi Theater of Russia most
frequently became the venue for historical experiments in ballet, and latter, for the reevaluation
of the artistic validity of the Soviet ballets of the first half of the 20th century. The parallels and
differences are shown between the various productions of the ballet “The Nutcracker,” namely,
those by John Neumeier and Graham Murphy, where the main acting protagonist turned out to be
the choreographer — the demiurge and the creator of his own ballet work. By the example of the
Perm Ballet (in its production of “Cinderella”) the artistic misstep is revealed of the transference of
the emotional-poetic content of the ballet score into the social domain, as well as the artificiality of
the parallels between the spiritual worlds of Lermontov’s protagonists with the language of the art of
choreography in the 19th century (“A Hero of our Time”). It is shown that the rich musical content
of Prokofiev’s score and its interpretation by Theodor Kurentzis carries a metaphysical character,
and not a social one, as in the production of Miroshnichenko, and for this reason consciously

impoverishes the chosen conception of the “ballet within a ballet.”

Keywords: The Ballet Theater of Russia, stage motivations, “a ballet within a ballet,” the creative
work of Alexei Miroshnichenko, the creative work of Yuri Posokhov, the theatrical productions of

Kirill Serebrennikov.

PETPOCTIEKTHBE CIHEKTaKiIe MHUPO-

BOIo 0aJIeTHOrO Tearpa €CTh HeMallo

IPUMEPOB JApaMaTypruu, MOCTPOECH-
HOU (4YaCTUYHO WJIM TOJHOCTHIO) HA HCIIOJb-
30BaHuU npuéma «banet B O6anereyn. Tyt He
BCEI/1a YMECTHBI aHAJIOTHH C JpaMaTypruye-
CKUM TNIPUEMOM «TeaTp B TeaTpe», KOTOPHIH
UCIOJIb30Bal B cBouX nbecax eui€ llexcnup
(«MprmenoBka» B «l'amiere», MHTEpMenus
pemMeciieHHHKOB B mbece «COH B JIETHIOIO
HOYBY). B poccuiickom 6anere XX Beka yarie
BCET0 3TO SIBJIEHHE HAOII0AAIOCh B OQJIETHBIX
CHEKTAKJIAX TMEepHuoja IKCIAHCUU XOpeoapa-
MBI, KOTJIa IPUCYTCTBHE pa3BEPHYTOrO TaHILIEe-
BaJILHOTO (pparMeHTa CleroBajio ONpPaBIaTh,
00 B MpennojaraeMblX «peajrCcTUYECKUX)»
OOCTOSITENILCTBAX COBPEMEHHUKHU 3puUTeei
JIOJDKHBI OBUIM TaHIIEBAaTh HA YIWYHBIX WIH
CEeNIbCKUX Mpa3gHUKax, Oanax, cBagap0ax, HO
HUKaK HE B MacCOBBIX CLIEHAaX, CO3JaHHBIX
UCKJTIOUUTENBHO (aHTa3uel OGaneTmeiicrepa.
Tanen, B 0COOEHHOCTH KJIacCUYECKHUH, I0I-
’KEH ObUI BBIVISIETh ONPABAAHHBIM, JIOTHYE-
CKM U TICUXOJOTMYECKH MOTHBHPOBAHHBIM,

YTOOBI HE HAPYIIATh 3aKOHBI XKaHPA, yTBEPK-
JNEHHBIE U1E0JI0TaMU COBETCKOIO UCKYCCTBA.

He B mocnean:o0 ouepeab 3T0 ObUIO MpH-
YUHON MOSIBJICHUS] TaKWX OAaJeTHBIX CHOKeE-
ToB, Kak «Kpenoctnas 6anepuna» K. Kopu-
MapéBa (1927) nnn «YTpaueHHbIE WILTIO3UI
b. Acadnera (o O. ne banp3zaky, 1936), rae
[JIaBHBIMU T€pPOSIMH CTAHOBWJINCh HMMEHHO
6anernsle aptuctel. K ciosy, B 2011 roxy pe-
MEUK «YTpaueHHBIX WIUIIO3UI», HO YK€ Ha
My3bIKy JI. [lecaTHukoBa, caenan B boibimiom
Tearpe A. ParMaHCkuii, 4b€ MpHCTpacTHE
K TBOPUECKOM MepeeiKe ApaMOaneToB, B TOM
yucne Ha My3bIKy [I. llocrakoBuua («Caert-
aslid pydei», 2003; «boat», 2005) xopomro
U3BECTHO. VpoHM3Upys Ha ClieHEe HaJ MOHS-
THEM «OaneTHoil danbimy (Ha3BaHUE pa3-
rpoMHOi crathu B rasere «lIpaBma» 1936
roja mo moBoay Oaneta «CBETIBI pydein»),
ParmaHckuil BCE ke He 10 KOHLA M30exal
«TIpEepacCyKOB» COLMATUCTHYECKOIO pea-
JM3Ma M0 TOBOAY MCKyCCTBa Xopeorpadum,
BeAb B maprurype OaneroB IlloctakoBuya
y)Ke OBITM «IPOIMCAHBI» ONPENCIEHHBIC
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XyJI0O’)KECTBEHHbIE KayeCTBa, CBOWCTBEHHbBIC
BpEMEHHU UX co3ianus. Takum oOpa3om, ObLIO
HE CJIOKHO OTKAa3aThbCsl OT CTApOMl MapTUTY-
pbl «YTpayeHHBIX WILTIO3UI KOMIIO3UTOPA
b. AcadbeBa B monb3y COBPEMEHHOTO aBTOpa
JI. lecataukoBa. Ho Tem aktuBHE# A. Parman-
CKUU CTPEMWICS TEPEOCMBICIUTh HCTOPHIO
0aJIETHOTO HMCKYCCTBA, KOTOPYIO HENb3sl cebe
npencraButh 6e3 napruryp . [llocrakoBuya.
Nmenno cuena bonbmoro tearpa Poc-
CUU yYaIlle BCEro CTaHOBWJIACH ILIAIapMOM
JUTSI ICTOPUYECKUX JIKCTICPUMEHTOB B Oare-
T€ U MEPEOCMBICICHUS XYI0’KECTBEHHOM CO-
CTOATEIIbHOCTH COBETCKUX 0ajeToB IMepBOM
noJIoBUHEI XX Beka. IloBomamMu I STOTrO
B penepTyapHO MOJUTHUKE CIYKUIO (Kpo-
M€ PEeTpPONpPOEKTOB PaTmaHCKOTro) >kenaHue
OCBOWTH TPHUHIIMITAAIHFHO HOBBIA HCTIOIHH-
tenbckuit ctuib (k. Hoitmaiiep, P. Iletn,
JIx. Kpanko, Y. @opcaiit u ap.), o6oraturhb
penepryap CTapUHHBIMU OAJIETHBIMH PEITHK-
Busimu (I1. JIakoTT), a Takxke >kejJaHue OTMe-
TUThb KpPYITHBIE IOOWJICH BEIUKHUX JesATeNe
pycckoi KyabTyphl. [locaeaHum TakuM moBo-
oM J1st bonbioro Tearpa crano 200-netue
M. JlepmonToBa 2014 roga, B 4eCcTh KOTOPOTO
ObLT co3nan Oanet «I epoii HalIero BpeMeHm.
Ensa nu poccuiickoe HCKycCTBO TaHIA
MOXXET TTOXBAJIUThCS OOMIIMEeM OaJeTHBIX Ha-
3BaHHM, KOTOPHIC BIOXHOBJICHBI TBOPCHUSIMH
JlepmonToBa. CaMbIM MOMYJSPHBIM CpEIU
Hux crtan «Mackapang», co3ganubii H. PbI-
xeHKko 1 B. CMupHOBBIM-10/10BaHOBBIM Ha
OCHOBE MY3bIKH A. XauaTypsiHa K OTHOUMEH-
Hol npame mosTta (1982). U3Becten Takke
6anet, counH€Huplii JI. JlamyTuHBIM Ha JU-
Operro Oanermeiicrepa O. Jlamumkuiranu
(1956). MoXHO BCIIOMHUTH JIaBHUH Oajer
M. ®oxkunna «Tamapa» Ha My3bIKy M. banaku-
pesa (1912) u «Musipu» I'. Topan3ze, ussect-
HbIW MO TEJIEBU3MOHHOW BEPCUU, CO3AAaHHOMN
M. JlaBpoBckuMm (1977). Ho Bce 3TH OMBITHI
1o mMacmradbaMm ¥ TBOPYECKOMY pa3Maxy eBa
JIU CPaBHUMBI C TIPOEKTOM, KOTOPBIN TIPEIJIo-
xw1 bonbioint rearp k 200-neTuro nosra.

ABTtopom Oanera «l'epoii Haiero Bpeme-
HI» CTaJ MOJIOJION NeTepOyprcKuii KOMITO3H-
Top M. Jlemyukuii (mo3aHee OH y4acTBOBaJ
emé B oAHOM mnpoekTte bonbiioro rtearpa,
oanere «HypeeB»). 10 monHOLEHHas map-
TUTYpa, TI€ CIBIIHB OT3BYKH CIIOXXHOU
my3bikanbHON peun C. IlpoxodrneBa, nemo-
kpatnueckux uHTOHauuit I. CBupuaona,
E. Horu, ¢ m3o0peTarenbHON CTHIIMCTUKOM
OpPKECTPOBKU U YMECTHBIM BKpaIJICHUEM YH-
CTO «JAHCAHTHBIX» 3MH30/10B. Tak 4TO HET
MOBOJIa CKa3aTh, OyATO KOMITO3UTOp HE AAET
npoctopa Ui (aHTa3uHM TMOCTaHOBIIMKOB
3penuIa 1 XyJI0KECTBEHHBIX 0000IICHUA.

N3 TpéXx aBTOPOB NOCTAHOBKH, BKIIIOYAs
6anermeiicrepa HO. IlocoxoBa u pexwmccépa
K. CepebpennukoBa, mpernouTuTeNIbHee ObLI0
OBl BBIJICIUTH TIOCIIETHETO, YbHM KOHIICTITya b~
HBIE€ UJIEU C OYEBUIHOCTBIO BBIXOAAT B Oaie-
Te Ha nepBbld m1aH. CepeOpEeHHNKOB CTal He
MIPOCTO PEXKUCCEPOM, HO M ABTOPOM JINOPETTO,
KakK 3TO CIy4aJloChb B COBETCKOM XOpeoapame
1930-x romoB, korzma, HammpuMmep, PEKUCCEP
C. PagnoB mpuHuMan yvacThe B CO3JaHUU
«Pomeo u Jlxxynberts» C. IIpokodbena.

Ho muGperto CepebpeHHnKOBa — HE TIEpe-
CKa3 cueH U3 «l'epos Halero BpeMeHm» U He
IUTaH 711 XOpeorpaguueckoro BOIUIOMICHNUS,
a yMeJO COTKaHHas M B MEpy KpaTkas KOM-
MO3ULIMA M3 TpEX yacTed pomaHa JlepmoH-
toBa («bana», «Tamanb», Kusokna Mepuy).
N He ero BuHA, €CIIM 3TH AMOLMOHAJIbHBIE
¢parmenTsr y 0. [locoxoBa Tak u HE CTaNMH
yOeIUTENbHBIM X0peorpaguuecKuM TEKCTOM
(HACKOJIBKO 3TO BOOOIIIE BO3MOXKHO B OajeT-
HOM Bepcuu 1po3bl). I3 CTpyKTypBI THOPETTO
1CYe3 IIaBHBIM JEPMOHTOBCKHM PAacCKa3yuK,
oH ke cobecennuk [lewopuna Makcum Mak-
cuMbI4. M 3TOT OTKa3 OT SMUYHOCTH 3aKOHO-
MepeH. Ho Takke OblIIM COKpallleHbl BaKHbIE
paszznensl pomaHa nojJ Ha3BaHueMm «dara-
muct» U «Kypnan [Teuopunay, XoTs Ha CLIEHE
BO3HUKJIO cpa3dy Tpu Ilevopuna. BozmoxHo,
TakuM o0Opa3oM OaneTMeicTep BBET PEkKUM,
HE JIOIYCKAKIMUK YPE3MEPHON HArpy3Ku Ha
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VCIIOJTHUTENIS IIaBHOW POJIM BO BpeMs TPEX-
akTHOTO crniektakis. Ho pa3apoOnennsiii 00-
pa3 k puHATYy, KaKk OyIeT MOKa3aHo JaJbIIe,
TaK U HE CJIIOKUJIICS B €IMHOE IIEJI0E.

Bor xapakrepHblil mpumep TOro JMTepa-
TYPHOTO MOHTaka, KOTOpbIii BeIOpan Cepebd-
PEHHUKOB 13 JIepMOHTOBA B MPOJIOre TPETHEH,
nocnieHe yactu 6anera — «Kusoxaa Mepmy:

«Buepa s mpuexan B Ilaturopck, HaHsI
KBApTUPY HA Kparo ropojia, Ha CaMOM BBICO-
KOM MECT€, y MOJOMIBbI Marryka: BO BpeMs
rpo3sl obnaka OyayT CITycKaTbCsl A0 MOel
KpoBiu. HblHYe B msATh 4acoB yTpa, Koraa
sl OTKPBUI OKHO, MOSI KOMHATa HaroJIHUJIACh
3armaxoM IBETOB, PACTYIIUX B CKPOMHOM Ta-
JUCaJHUKE. BETKM LBETYIIMX YepelieH CMO-
TPSAT MHE B OKHA, U BETE€P WMHOI/A YCHIACT
MOW MHCHMEHHBIN CTOJ MX OCIBIMHU JIETIECT-
kamu. ..Beceno xuth B Takoi 3emue! Ka-
KOE-TO OTpPaJHOE UYyBCTBO PA3IUTO BO BCEX
MOWMX JKnjiaxX. Bo3mayx 4mcT u CBeX, Kak IoIie-
Jyi peOEHKa; COIHIIE IpKO, HEOO CUHE — YeTo
Obl, Kaxercs, OonplIe? 3a4eM TYT CTPacTH,
JKenaHus, coxaneHus?..» [2].

Xotst CepeOpEeHHUKOB SIBISETCS B CIIEKTa-
KJI€ U XyJO’KHUKOM-TIOCTAHOBIIIUKOM, OIIMCaH-
HOM MoaTHYecKoi atMocdepoii B ohopMIeHNN
OH CO3HATeNIbHO TPEHEOPET. 31ech CIeHorpa-
¢us crporo (yHKIHMOHATBHA U BECbMa JIAKO-
HUYHA, HO omucaHHoMYy JlepmoHTOBBIM Ilf-
TUTOPCKY HE COOTBETCTBYET. 3PUTENU BUIAT
TpeHaxepHbii 3a1 XIX Beka, r71e BOCHHbIE U
OaneprHBI HAXOMATCS C PAa3HBIX CTOPOH IIO-
MemeHus. TyT e B OONbIINX MpoéMax OKOH
HAIpOTUB CTAHYT «K Oapwepy» Ileuwopun u
Ipymmunkuii. TyT e TpaaAuIUMOHHBIH B 00y-
YEHUU TaHIy CTaHOK C 3€pPKaJiOM BBISBISET
OaneTHbIe, a HE MPOCTO OaTbHBIE PEMUHHUCLICH-
UK. 3/1eCh y4aTcs TaHIly Kak OJarornoixyvHo-
My M CBETCKOMY BpeMsIpenpoBoxaeHuto. Ho
B OYepeIM C TAHIIOBUIMIIAMU U MX KaBajepa-
MU B 3aJI¢ «TaHIYIOT» M KOJISICOYHHKH-WHBA-
munel. Tak B xopeorpauyecKyro CTUIMCTUKY
BMEIIIMBACTCS JIECTPYKTUBHOE Ha4ajo, 000-
3HAYaIoee COIUAILHOE HEOIaromnoryydue.

A Takxe TUYHYI0 00JIb — paHeHbIH [ pyrHuUII-
KW BBIHYK/IEH TaHIIEBATh U JaXe JIeiarh 00-
BOJIKM ITAPTHEPIIM € MTATIOYKOH.

Ilepenanbl  TaHLEBAJIBHOM  CTUIIUCTH-
KU 3pUMO TpPaHCPOPMHUPYIOT €€ B IOHST-
HBII BCEM S3BIK CHMBOJIOB M moHsATHH. Ho
B «baney», nepBoil yactu criektakis «lepoit
HaIIero BpeMeHn», MpueéM «obanera B baiere»
BBITJISIIAT HE BIIOJTHE OTIPAaBIaHHBIM, a CKOpEe
HaJyMaHHBIM, CO3JaHHBIM IO JIEKajaM YXKe
COCTOSIBUIMXCSl OIBITOB. BCIOMHHUTH XOTH
Ob1 TeneBM3MOHHBIN Oaner [Im. BpsHuesa
«l"anmares» no neece b. oy «Ilurmanuon».
Tam M. JIuena, urpaBmuii poiib npodeccopa
XWTTHHCA, VYU KOCHOSI3BIYHYTO IIBETOUHUILY
Onuzy Hynutn (E. MakcuMoBa) a3aM Kiiaccu-
YEeCKOTro TaHIIa, YTO CHavasia MpUaaBalo 3pe-
JUILY KOMHYECKUN 3¢ (eKT, HO CO BpeMEHEM
IPUBOAMIIO K UCKOMOMY Npodeccopom (Tod-
HEe aBTOpOM OajieTa) pe3yJibTary.

B nepBont yactu «I'epos Hamero Bpeme-
HU» OAMH M3 TpEX ucnonHureneil ponu Ile-
yopuHa (B nanHom ciydae W. L{Bupko), o0y-
YaeT MyDIHBYIO0 KPAaCOTKY-4epKemeHKy bamy
(O. CmupHOBa) KJIaCCUYECKOMY SK3EPCHUCY,
OyaTo mpuydas €€ K HEmpHeMJIEMOMY IS
TOPHOW JUKAPKM CTUJII0 CBETCKOW KU3HU
(XoTs ATO SIBHO HE OJIHO U TO ke). Curyarus
MpuoOpeTaeT MapOIUNUHBIN OTTEHOK, KOTAa
bana ymupaer To 1M OT HEMOCHIBHBIX YCH-
JUI B OCBOEHHMM KJIACCMYECKOIO TaHLA, TO
JIY OT TOCKH TI0 MPUBBIYHOMY 00pa3zy >KM3HU
(y JlepmoHTOBa — OT PYKH APYroro mepcoHa-
xa). U XoTs cuieHa e€ cMepTH pexUCCEPCKU
pelieHa n300peTarenbHO, ICTHHHAS IPUYHHA
CTOJb «yOUHCTBEHHBIX» IMOLIUN B CIICKTAKIIC
ocTaércs 3arafkoi. To ecTb B JaHHOM Cllydae
npuém «Oanera B Oanere» HE cpabarbIBaeT
Kak yOeIUTeNbHBIN JpaMaTypruiecKuii Xos.

Bce ucnonaurenu ponu Ileyopuna B ka-
X10M u3 3-x yacreit 6anera (kpome U. L{Bup-
Ko 370 Takxke A. OBuapenko u P. CkBop1ioB)
HE IOXOXH JpPyr Ha Jpyra, HO B COJIBHBIX
AMU30/IaX UM HE XBaraeT HeoOXxomumon ped-
JIEKCHUHW, UHIWBUAYAIBHBIX TCUXOIOTHYECKUX
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xapakrepucTHK. CuTyanus MeHseTcsl B JIyd-
LIYyI0 CTOPOHY, Koraa Kaxabld u3 Ilevopu-
HBIX HCIONHSET AYyIThI (IO OTAEITHHOCTH
¢ banon, Yanunon, Kasbxkaont Mepu, a Takxe
¢ I'pymmaunkum). Ho nnst pazsutus 0600mén-
HOTO IICHTPAJIHLHOTO 00pa3a 3TO OKAa3bIBACTCS
npobnematnyHo. Y moTomy He crnoxwuics ¢u-
HaJIbHBIM 3MU30], KOIJIa HA CLEHY BBIXOJIUT
TpHo Ilevopunsix, npuspak bansl u Kusoxaa
Mepu. I'pycTHBI XKeHCKHM BOKaiu3 (MOET
em€é M ogHA W3 BO3NMIOONICHHBIX [ledopuHa
Bepa) nponomxkaercss 1o 3aKpbITUs 3aHaBe-
ca, SMOIMOHAJIbHBIA HUTOI CIEKTAKIS SIKO-
Ob1 oueBuaeH. Ho cama apamarypruueckas
KOHCTPYKIUSL 0ajera HEmocieaoBaTeabHa
U ¢parMeHTapHa JUis TOTO, YTOOBI BOOYHIO
MOKa3aTh 0E3bICXOAHOCTD «JIHMILHErO YeJloBe-
Ka», CIIOMAaBIIICTO )XKU3Hb CE0€ U APYTHM.
Ecmu B «I'epoe Hamiero BpemeHn» boiib-
mioro tearpa npuém «banera B Ganere» uc-
MOJIB3YETCS B CHEKTaKJe BHIOOPOYHO M HE
Bcerna yoenurenbHo, To «3omymka» C. [Ipo-
KOo(beBa B IEPMCKOM mocTaHoBke A. Mupor-
HUYEHKO LIEJTMKOM MOJYMHEHA 3TOMY 3aMbIC-
Jy W 3aMELIAEeT CKA30YHbII CIOKET UCTOPHEH
CTaHOBJICHUSI COBETCKOW OalepuHBI B COOT-
BETCTBYIOIIMX HJICOJIOTUYECKUX YCIOBUAX
(konma 1950-x romoB). Ilpuuém neiicTBue
OasieTa mpouCcXoAuT IBHO B bosbiom tearpe,
3aByaJJMPOBAaHHO Ha3BaHHOM  «[TTaBHBIMY,
a IUCTBYIOIMMH JINLIAMU CTAHOBSITCSI, KPOME
TUTYJBHBIX T€POEB, HE KTO MHOM, Kak Huku-
Ta XpyILIEB, KCHIIMHA — MUHUCTP KYJIBTYPbI
(oueBunHo, Exarepuna ®@ypiesa), nepcrek-
TUBHBIA MOJIONION OaneTmercrep (¢ HaMEKOM
Ha FOpus ['puropoBruua obpasma 1957 roga) u
JpyTHUe 3HAKOBbIE (PUTypHI MIOXH, BPOJE Ha-
30inuBO OnuTenbHBIX coTpyaHukoB KI'b.
Pazymeercs, «Oaner B Oamere» — He ma-
TEHTOBaHHOE H300peTeHne A. MupourHu-
yeHko. IMenHo OajeTHbIE CKa3KU, MOT00HBIE
«I1lenKyHUHKY» WM TOH ke «30JyIlKe», CTa-
HOBWJIMCh Y MHOTUX OalleTMEHCTEpOB MHO-
TO3HAUHBIMH OaJIETHBIMU UCTOPUAMHU. Takum
co3nal, Hanpumep, «lllenkynunk» JIx. Hou-

Maiiepa, Il «IoJICO3HATENIbHAs AeTCKash Mey-
Ta TpeBpamaercs B (haHTaCTUYECKYIO pPealib-
HOCTb, OKpAllICHHY}0 MOTUBaMU Te€aTpaIbHbIX
qynec ¥ mpoOyxaarormeics: oHoCTH [§].

B tpakToBke Holimaiiepa [Ipoccenbmeriep
— OaneTmeiicTep, KOTOPBIH MPUXOIUT B JIOM
Mapu o npocsbe e€ crapmieii cectpsl Kia-
PBI, IPUMBI-0aJIEpUHBI T€ATPATLHOMN TPYIIIIHI.
W m1aBHBIM NOJAPOK, KOTOPBIA MOJIy4YaeT OT
Hero Mapu — GaneTHbIe Ty, KOTOPBIE YXKe
CTaJlv 7151 IEBOYKH IpeaMeToM meuThl. Knapa
U e€ KCHUX TAHLYIOT 111 Mapu BUPTYO3HBIN
Iy3T. A ToBenuTenb TaHleB JpoccenbMeit-
ep MaéT MOHATh, YTO MOJOOHOTO MacTEPCTBa
MOXXHO JOCTHYb TOJIBKO KPOMOTIMBBIM TPY-
oM (MBICJTb CTOJIb )K€ BEepHas, CKOJIb U 0Oa-
HanpHas). [locie aToro Mapu morpyskaetcs
B BOJIICOHBIM COH, IIE BUAUT ce0s1 BO BCEM
Onecke mupe Oanera, ero Tpyaax, ycrnexax u
Heynadax. J[x. Holimaiiep, 6ombIoit 3HaTOK
PYCCKOTO MMITEpPaTOPCKOro Oasera, mpekpac-
HO 3HAET UCTOPHUIO U YMEET CO3/1aBaTh XOPEO-
rpaduio B cTujie «3010TOTO BeKa» MapuuH-
ckoro Tearpa. CBoeoOpa3HbIM MOKJIOHECHHEM
ATOMY BEJIMKOMY MEPUOAY U SIBISIETCS €ro
«enkynunk». Tanen nus Holimaiiepa — «to
IOBEJIMPHOE MCKYCCTBO, H3IENHS KOTOPOIO
JOJIKHBI ONMCTaTh KaK UCTUHHBIE JPAroleH-
Hoctu. banermeiictep [lpoccenbmeiiep, 1o
BCEU BEPOSTHOCTH, YCIOBHOE coOMparemb-
HOE JIMIIO, Hecylee B ce0e uepThl XapakTe-
pa menoro psiga xopeorpadoB M IEAaroroB
snoxu Mapuyca Iletuna. OnuH U3 30130108
“kJacca”, Korja TyJa MpUXOIUT BOoOOpaxkae-
Masi AnHa [laBioBa, Tak u Ha3eiBaeTcs “IlaB-
noBa 1 Yekkertn » [8]. DTy MUHHMATIOpPY ITPU
MOCEIMICHNH AKaJeMUu pycCKoro Oanera
uMm. A. 5. BaranoBoii Holimaliep nmogapui
H. lynunckon. E€ ncnonmHsuim B KOHLEpPTax
V. Jlonarkuna u B. JlecHuIkuii.

VYuenunein YekkeTTn B cBOE Bpems Oblia
Mare H. M. Jlynunckoi u, mo e€ paccka-
3am, «Haranusa AnekcanapoBHa [lyauHckas-
Tanbopy HWHTEPECHO BOCHPOU3BOJWIIA Xa-
paKkTep 3HAMEHUTOrO IeIarora U €ro ypokH,
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B YacCTHOCTH, 3aHATHA ¢ AHHOM IlaBnoBoii,
¢ kotopor marb H. M. JlynuHCkO#l Takxe
BCTpevanach B cTyquu YekkerTu...» [8].
banernsiii kputuk A. [lopaeeBa yTBepka-
et, uto «“Ilenxkynunk” Hoiimaitepa (1971)
SBUJI HaM oOpa3 ‘“‘umeanbHOT0 OaJeTHOTO
Mupa”. DTO JNETCKHUM, YUCTHIA U OYEHBb HC-
KpeHHHUI Mup. [1aBHON repouHe CIEKTaKJs
HCIIOJIHIETCS OBeHaAaTh — U HUKAKOH “‘od-
TUYECKOW KEHCTBEHHOCTU B HEH elé HeT.
B stom cnekrakne Hoiimaliepa Takke HET
MBIIIEN — KPBIC, CpaskeHUH U cTpaxa. “Ilen-
KyHYMKa~ OH MpUIyMall KaKk CBOJ ITPaBul, IO
KOTOPBIM JIOJKEH JKUTh TeaTp» [3].
CoBepIIEHHO ApPYIyl0 HCTOPUIO, U TOXE
CBOEOOpa3Hblil «Oaner B Oanere», Mpuaymal
B cBOel BepcuH «lllenkyHunkay ¢ moa3aroiaos-
koM «Mcropus Kmape» (B cetn moctymHa €€
Buzico3anuchk 1994 roma) aBcTpayiMMCKuil Xo-
peorpad I'psm Mepdu. Ito Toxke panTazus Ha
TEMBI PYCCKOTO 0ajieTa, HO HaBEeSTHHAs TaBHU-
MU racTpossiMu B ABctpaiiuu AHHbI [1aBroBoii
(1926, 1929), 6anepunsl, KoTOpas MpPoOyAMIa
Ha JAJIEKOM KOHTMHEHTE HMHTEPEC K KIIACCH-
yeckomy TaHIy. Kpome toro, B 1936 rony As-
crpaymto noceruna Tpymma C. Jlsrunesa (Bep-
HEe TO, YTO OT HeE U e€ pernepryapa 0CTaioch).
I'. Mepdu, B1oXHOBIEHHBIN MYy3bIKOM Yaii-
KOBCKOTO (B CIIEKTAKJI€ UCIOIb30BaHA MOTHAS
naptutypa «lllenkynumka»), cosmanm Oaner
0 pycckoil smurpanuu Hadana XX BEKa, B
LEHTPE KOTOPOTO — UCTOPHUS OBIBIICH PYCCKOM
OaneTHOW apTUCTKU. ['epomHs mpencTaBisieT
co00#i «COOpHBII» 00pa3 — HABESIHHBIN UCTO-
pueii xu3au A. [1aBnoBoii, M. Kiiecunckoii u
MHOTHX JIPYTUX HACICTHUKOB PYCCKOTO Oae-
Ta, BOJICIO CY/IbOBI OKA3aBIINXCS B SMHUTPALHH.
[lepen 3purensiMu OpPOXOIUT BCS KU3HBb
pycCKoil OalepWHBI — HA4Yalo STMOXH, Jallb-
Helme coobiTua XX BeKa, MPOU30IIeIIIne
B Poccun. Muorue xopeorpaduyeckue pe-
IICHHUS] HEOOBIYHBI W BBIPA3UTEIbHBI, HO TIPH
3TOM OCHOBaHbI Ha Kijlaccuke. Peepuueckas
My3blka YalKOBCKOIO IOMOIVIA OPraHUYHO
co3math arMocepy HEpealbHOCTH TIPOMC-

XOJAIIEro, HO Ha OCHOBE JAECHCTBUTEIBHO
BO3MOXHBIX peajlbHBIX COOBITUN. TaHIbI,
nocrasneHHsle . Mepdu, B 1O xe Bpems
NO3BOJISIIOT NMPUKOCHYTHCSA K JIET€HIApHOMY
pycckomy Oasiety Toro BpemeHu. M He TonbKo.
B cnekrakiie BO3HHMKAIOT, HampHUMeEp, «TOJ-
CTbI€, MOPJIaThle KPBICHI, OJIEThIE B BOCHHYIO
(hopMy ¢ KpaCHBIMH MOBSI3KAMH Ha pyKaBax U
pa3MaxuBaronire KpacHsiMu ¢uiaramu. Buau-
MO, OHU CUMBOJIU3UPYIOT OOJIBIIEBUKOBY [7].

HetictBue nmpoucxoaut nepea HossiM ro-
JIOM. 3pUTENN «IIPOKUBAIOTY» BMECTE C Iepo-
MHEH BCe 3Tallbl €€ )U3HU: IEBOUKA, JIEBYIIIKA
1, HaKOHEII, OXKUJIast *KeHIrHa. B koHIe Bce
TPH UIIOCTACH TEPOVHH COETHHSIOTCS BOCIHU-
HO U YMHPAIOT.

Bepcus «uaeanbHOro 6aneTHOro Mupa
JIx. Holimaiiepa, «pacKoJIOTOTO» PEBOJIO-
el pycckoro Oamera I'p. Mepdu, ensa
JU CONPSTAaeTCsl C BAPUAHTOM «3OJIYIIKH
A. MupOITHUYEeHKO, OaIeTHOW CKa3KoH, Te
00JbIlIe TOJUTHYECKUX aJUIIO3UM, YEM Mpo-
KO(pBEBCKOM MeTa(U3MKU CUACThsI MOCIIEBO-
€HHOU DIIOXH.

B T10 x*e Bpems mnst A. MUPOUTHUYEHKO
«3omymKa» — 3TO U OMMaXKk MepMCcKoMy Oa-
JIeTy, BO3HHUKIIEMY B TIIyOMHKE KaK OT3BYK
JOCTHKEHUH MeTepOypreKoil IIKOJIbI, 3HAK I1a-
MmATu e€ npapoaurensHule E. Ielinenpeiix, a
TaKke camomy aBTopy 6anera C. [Ipokodnesy,
IHMCaBILEMY 3Ty My3bIKy B TorgamHeM Moio-
TOBe, B 3Bakyanuu. Ho mepmckast (MOIOTOB-
cKast) «30iyIlKay cTana emé OJHUM MOBOJOM
BCIIOMHHTb, YTO JOCTHUIKEHUSI COBETCKOIo Oa-
nera cepenrHbl XX BeKa, HAYaJI0 €ro MUPOBO-
TO TIPU3HAHUS OBLIH COMPSDKEHBI C UACOIOTH-
YECKUMH IIPUTECHEHUSIMU MHOTUX apTUCTOB U
OasleTMEHCTEPOB, YTO OBLIO OOPATHOM CTOPO-
HOW BHEITHE OJeCTSAIIeH Meain ycrexa.

Ilepmckas «3omymnikay (B JaHHOM cilydae
UCTOpHS ycriexa OajepuHbl) CTaBHIIACh Ha CO-
BETCKHX CIICHaX MHOXKECTBO pa3, Ha Hel op-
MHUpOBaJICsl OOJNBIION COBETCKHIA XOpeorpa-
¢uyeckuii cTwib... «M BOT HacTanm MOMEHT,
KOTZIa 9TOT CTHJIb U OTOT CIOXKET JIOJDKHBI
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OBITh MEPEOCMBICIICHBI — U OTYACTU B UPOHU-
YeCcKOM KJII0Ye, Be/Ib B Hallle Bpems BCE ma-
(hoCHOE | TIBIITHOE YK€ C TPYJAOM BOCIIPUHH-
MaeTcsi 0e3 CMATYaloNel M OTCTPAHSIOIICH
HWPOHUWY, — OTMEYAET NOCTAHOBIIUK [1].

BonbmIMHCTBO KPUTHUKOB, MHCABIINX
0 «3onymuike» A. MUPOIIHUYEHKO, MOOIIPs-
JY BHEIIHME TOBOJbI CO3JIaHUSl CIIEKTAKIIA
KaK e1[Ba JI1 HE TJIaBHBIC YEPTHI €T0 MpHBJIE-
Kare’apbHOCTH. Ha caMoMm ke nene mpeaMeTom
aHaiM3a CTAHOBWJINCH MMEHHO CTUJIEBBIE W
KaHPOBBIE MPOOJIIEMBI TIOCTAHOBKH, KOTOPHIC
HEN30€KHO BBIXOJIUIIU Ha NIEPBBIN MIIaH.

Xopeorpad u aBTOp HOBOro JUOpeET-
TO aHOHCHPOBAJ, YTO €ro «30yIIKa» — 3TO
«HE CKa3Ka B MPUBBIYHOM MMOHUMAHUH CJIOBA,
a pama, yepe3 npu3My KOTOpoi Mbl peduiek-
CUpYyeM HaJl COOCTBEHHOH JKU3HBIO U UCTOPH-
el bareTHOro MUpa M CTPaHbI B IIEJIOM. DTOT
Oaner, — MaHb yBaXeHUs OallETHOMY MHUDY.
B Hamem cmiekTakie pacKphIBalOTCSI MHOTHE
JeTanu apTucTuueckux oyauei. Kpome Ttoro,
s CHEIMaJIbHO BIUIEN B XOopeorpaduueckuit
TEKCT TJIACTHYECKUE ILUTAThl, XapaKTEPHBIC
JUTSI COBETCKOTO BPEMEHH, YTOOBI ATOT IJIACT
OaJieTHOM UCTOPUM HE ObLT yTpauyeH OKOHYa-
TEIbHOY [6].

CoOCTBEHHO TaHIICBAIBHBIC CIICHBI, B TOM
YHClie TUPUUECKHUE Ay Thl IJIABHBIX T€POEB U
MaHTOMHAMHBIE MHU3aHCIIEHBI, 0OBSICHSIONIHE,
KTO KOTO HEHAaBUIUT, CAEIAaHbl MOAPOOHO.
HNmeHHO OHU «Janu MoBoJ 3an003pUuTh Mu-
POITHUYCHKO B peaduiuTanuu apambaneTa
— HO HE JIO)KHO BBICOKOIIAPHOTO, COBETCKOTO,
a OaneTa MOBECTBOBATEIBHOTO, MPOTHKEHHO-
ro 6aneTHoro ‘“skmeHa’», — cuuraer JI. I'yu-
MazoBa [4].

[Ipoekiuu apXxeTUnU4ecKux repoeB JH-
OpeTTo OTpa3WiIMCh Ha peaJbHOM MHUpE «0a-
Jeta B Oajiere» — TaK TNEPCOHAXH CKa3KH
MEePEeBOIJIOTUIINCH B HOBBIX repoeB. Mecto
Mauexw 3aHs1a 3aBUCTINBAs TPUMa-0anepu-
Ha, COYYBCTBYIOLIME €W MOAPYTH 3aMEHUIIU
3nbIx cecTép. Tak uro obenjaHHas Tema yBa-
XKEeHHs 0aJIeTHOMY MHUPY OOEpHYJAch CKOpee

pa3o01a4eHUEM €ro 3aKyJIHCHBIX UHTPUIL, CYy-
IIECTBOBABIIIMX Be3/1€ U Bcerga. B cBoém Oa-
nere A. MupourHnueHko oboméncs 6e3 deu,
HO TPAKTHUYECKH €€ MECTO 3aHsUl MOXKHION
MacTep MO M3TOTOBJIECHUIO OaneTHOW OOyBH.
NmMeHHO OH mojapuil INIaBHOW TepOUHE «BOJI-
meOHbIe» MyaHThI (04T Kak J{poccenbmeii-
ep — Mapu B «lllenkynunke» Hoiimaiiepa).
Uro xe kacaerca Macrtepa myaHTOB, OH CTa-
HOBHUTCA B (uHane Oarnera cBoeoOpa3sHBIM
MPOBOJIHUKOM B WHOW MHp JI COCTapHB-
HIefcs TepoMHM «30IyLIKW» U €€ Cympyra.
U xoTst caMm MOMEHT MpoIIaHus 30MyIIKH-0a-
JIEPUHBI C 3eMHBIM MUPOM A. MUPOIIIHUYEHKO
HE aKICHTUPYET, 37€Ch HEN30EKHBI Tapa’uie-
JM ¢ TEM, YTO IMpUayMal i (uHaja CBOEro
aBcTpanuiickoro «lllenkynunka» I. Mepodu.

Xopeorpad OTAMYHO MopadboTal B Kaye-
CTBe IMOpETTHCTAa W APaMaTU4YecKOro pe-
)uccépa. C TaHIaMU e B IOCTAaHOBKE — BCE
3HAYUTENBHO clokHee. Hekoropsle BechMa
SPKHU U MOTYT MCIOJHSATHCS KaK KOHLEPTHBIE
HOMEpPA, HO OHU TOHYT B NAHTOMHME, OCO-
O6enHo B mepBoM nerictBun. «llopoit oOua-
HO CTaHOBUTCS 32 MY3BIKY — OHA TaK U MIpo-
CUTCS CTaThb OCHOBOM JUJIS TaHLA, a HA CLIEHE
BCE XOIMAT, KECTUKYIUPYIOT... Mexny Tem,
opkecTp MusicAeterna moa ymnpaBleHHEM
Teonopa Kypentsuca B ouepenHoi pa3 cebds
npeB3owen: “3oaymka” B 3TOM BHATHOM M
SMOLIMOHAIBHOM HCIOJIHEHUH 3ByYasa ¢ Ha-
kasioM “Pomeo u JIxxynbeTTor » [5].

YroObl Jtyurie MOHATh, B YEM COCTOAT
pPa3HOUTEHUS! MOCTAHOBILUMKOB — JUpPIKEpA
T. Kypent3suca u 6anermeiictepa A. Mupor-
HUYEHKO, CTOUT MPUCTYIIATHCS K MHEHHIO
emé€ OAHOrO M3 PELEH3EHTOB CIEKTaKJIA:
«Aupmxép npodén napTuTypy Kak IOBECThb
0 MUMOJIETHOCTH c4acThbsl. HoO MUMONETHOCTD
3Ta — MeTa(hU3MYECKOTO, a HE COIHAILHOTO,
KaK y MUpOLIHUYEHKO, CBOMCTBa. XOpeorpa-
¢a, kaxercs, 6onbIe 3a00THIIa HE MY3BIKa,
a coOCTBeHHOE TUOPETTO. YTOHYB B OAPOO-
HOCTSIX OBITA U 3TIOXH, OH IMOIIEN 32 CIOKETOM,
a He 3a MeTtagu3nukoil. MHOTHE BO3MOXKHBIE,
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Jaxe HeoOXoIuMbIe 000011IeHHs HE ObLIN pe-
aJM30BaHbl HU B TaHIE, HU B CIICHOTpa(UH.
Bnpouewm, 3Ta OyKBaJIBHOCTH BITOJIHE B JyX€
COBETCKOTO “‘ApamObarnera”, KOTOPbIA TaK aK-
TUBHO NOMHHAaeTcsa B crnekrakie. M mapru-
Ttypa IlpokodneBa HCTOpUYECKH MOBTOPSET
cynbOy maptutypsl “lllenkyHumka”: moka
eni€ HU O/IMH Xopeorpad He CMOT MOJIHOCTHIO
PacKpBITh UX KOCMUYECKUHN Tparuzm» [5].

Utak, cpenu mpoOIeMHBIX aCIEKTOB HC-
MOJIb30BaHUsl CIIEHApHOTO mpuéma «Oaner
B Oasete» OOHapyXeHbl TaKHe, KaK HECco-
CTOSITENBHOCTh TEPEBO/Ia 3MOLMOHAIBHO-
MO3TUYECKOTO COAepX)aHUs OaneTHON mnap-
TUTYPHI B COIMAIIEHOE PYycio («30IyIIKay),
UCKYCCTBEHHOCTh Mapajuieleil JayXOBHOTO
mMupa repoeB JlepMOHTOBa C S3BIKOM XO-
peorpaduueckoro wuckycctBa XIX croe-
tusa («I'epoil Hamiero BpeMeHw»). JIuGpeTTo
K. CepebpennukoBa k «leporo Hamiero Bpe-
MeHu» He Beerna cranoButes y FO. [Tocoxoa
yOenUTENbHBIM XOpeorpaduueCcKiM TEKCTOM.
Paznapob6nennsiii o6pa3 Iledopuna (Tpu wmc-
MIOJTHUTEIIS, KOTOPBIM HE XBaTaeT pediaeKcum,
VHAUBUAYAIbHBIX ICUXOJIOTMYECKUX Xapak-
TEPUCTUK) K (PUHATY TaK U HE CKJIAJbIBACTCS
B €IMHOE LIeNI0€.

B s3Bomonum apamaryprudeckoro Impu-
éma «Oaner B Oanere» OT HIIEOJIOTHYECKH
00yCcTIOBIIEHHOTO TpeOOBaHUS COIpeaTn3Ma
IO €ro COBPEMEHHOW aHPOBO-CTUJIEBOU
TpaHchopMalui HEU3MEHHO MpeodIagaroT
IIEJTA CO3/TaHUS HOBOW CMBICTIOBON KOJUTA3HH.
Tak, B nepBoli yactu «l'epost Haiiero Bpeme-

Hu» [ledopun oOyuaet bany knaccuueckomy
9K3epcucy, OyaTo mpuyyas e€ K HempuemJie-
MOMY ISl TOPHOUM TUKApPKU CTHIIIO CBETCKOM
xu3Hu. Ho y JlepmonToBa bana morubaer ot
PYKH Ipyroro nepcoHaxa, a B 0ajnere or To-
CKH TI0 IPUBBIYHOMY 00pa3y >ku3HH. To ecTh
B JIaHHOM cllyyae npuém «Oainera B OajeTe»
He cpabarbIBaeT Kak yOenuTenbHBIA Jpama-
TypPru4eCKuM XOxI.

[Tepmckas «3omymka» C. Ilpoxodre-
Ba B MOCTaHOBKE A. MHUpPOUIHUYEHKO B lie-
JIOM 3aMEIIAeT CKa30YHBIA CIOKET NCTOPUEH
CTaHOBJICHUSI COBETCKOW OallepuHBI B COOT-
BETCTBYIOIIMX HJCOJOTUYECKUX YCIOBHUIX
(xornma 1950-x romoB). B Helt ecTh oMMax
nepMCcKoMy OaieTy, 4TO MPUAAET CHEKTAKITIO
JIOTIOJIHUTEIbHYIO TPUBJIEKATEIbHOCTh, HO
CTHJICBBIE M >KaHPOBBIE MPOOIEMBI TOCTA-
HOBKHU IIpOAyMaHbl He 10 KoHla. CreKTakib
MupouHM4YeHKO BOCIPUHHUMAETCS B PYyCIie
JIPYTUX TIOCTAaHOBOK OaJeTHOW KIIACCHKH,
B ToM uymcie 3apyoexusix ([Ix. Hoiimaiiep,
I Mepdm), rae maBHBIM JASHCTBYIOLIUM JTU-
IIOM CTAaHOBUTCA OajeTMercTep — JEMHYDT,
CO3/1aTeNIb COBEPIICHHOIO 0aJeTHOTO MUpA,
B KOTOPOM T'€pOM KUBYT, CTAPSTCS U yMHUpa-
10T 10 ero 3akoHaM. Ho Goraroe My3bIKaib-
Hoe conepxanue naptutypsl C. [IpokodreBa
n e€ tpakrtoBka T. KypeHT3ncoM, MOBECTBY-
I0Iasi 0 MUMOJIETHOCTH CUACThsI, HOCUT 00-
nee MeTapU3NIECKHIL, a He COLMANBHBIN, KaK
y MupouH1u4eHKko, Xapakrep, 1 MoToMy 3a-
BEJIOMO OOEMHSET BBHIOPAHHYIO KOHIICTIIIHIO
«Oanera B Oanerey.
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CumdpoHM3IM U CIOUTHOCTD
B popTennaHHbix KoHuepTtax . 1. YaiikoBckoro”

B cTatbe paccmaTpuBaroTCss 0COOEHHOCTH KOMIIO3UIIMOHHOM JOTUKHU TPEX POPTENUAHHBIX
koHeptoB [lerpa Unpuya YaitkoBckoro. OCHOBHOW TPOOJIEMON BBICTYIAET COOTHOIIECHHE
B HUX 4epT CUM(POHHU3MA U CIOUTHOCTH, O KOTOPOM B HAyYHOH JUTEpaType CYLUIECTBYIOT JIUIIb
oTneNbHbIe cyxaeHusa. [ocnoncTBo cuMpoHUUECKO TEOpUH KaK «3HaKa» KOMIO3UIIMOHHOTO
COBEPIICHCTBA B OOJBIIMHCTBE OTEUECTBEHHBIX M 3apYOEKHBIX PadOT ChOPMHUPOBAIO OIEHKY
Broporo u TpeTbero KOHUEPTOB, Kak BTOPOCTENEHHBIX B PAAY MO3AHEPOMAHTUUYECKUX
KOHIIEPTHBIX couMHeHui. KoHcTarauusi B mnpousBeacHHUsIX YallKOBCKOrO 3HAYUTEIbHOU
pOJIM CIOMTHOCTH MHOTHMH HCCJIEIOBATENISIMU TO3BOJISIET PACCTABUTh HOBBIE AKIICHTHI
B UHTEPIpETalNN TPOU3BEACHUHN.

Pe3ynbrarhl aHaTUTHYECKOM pabOThI MOKA3bIBAIOT, UTO CUM(OHUYECKHE YePTHI B pa3HOM Mepe
CBOMCTBEHHBI KOHIIEpTaM YalKOBCKOTO: 3TO BBIPAXKEHO B COXPAHEHMU MPHUHIIMIA UKIUYHOCTH,
COHATHOCTH, WHTOHAIIMOHHOW «BBIBOAUMOCTH» TeM. C JApyroil CTOpPOHBI, aBTOHOMHOCTb U
HENPONOPIMOHAIBHOCTh COHATHBIX aJUIerpo, >KaHPOBas OKPAIIEHHOCTb OTAEIbHBIX YacTei
[[UKJIa, aBTOHOMM3aIUsl MapTUHl CONHMCTa U OpKeCTpa 3a CYET MHOTOYMCIICHHBIX KaJCHIIMH —
MOKa3aTel CIOMTHOW JIOTMKHU. Pa3nuuHble coueTaHusi ATHX KaueCTB MOXKHO OOHAapy>KUTh BO
BCeX TPEX COUMHEHHUAX YalKOBCKOrO, OIHAKO HamboJee «aHOMAJIbHBIM» C IMO3UIMHU >KaHPOBOM
TpaJuIuu OKa3biBaeTCsi BTopoil kKoHIEepT, mpulimmkeHHbIN ckopee kK KoHiepTHoi (haHTa3uu, yem
K JIByM JApPYruM KoHlepTam. Takum o0pa3oM, MOXHO clielaTh BBIBOJI: CIHOUTHOCTh CBOMCTBEHHA
doprenuaHHbIM KOHLEpTaM YalKOBCKOTO, M HMMEHHO OHa OIpeleisieT HUX YHUKAJIbHOCTb.
[IpoTuBoOMOCTaBICHHE IBYX KOMIIO3UIIMOHHBIX IPUHIIUIIOB MOYKHO TPAKTOBATh B CBETE OOpaIeHUS
KOMITO3UTOpa K BEIYIIMM EBPOMEUCKUM TPaTuIUsIM — HEMeUKOH U (paHIly3CKO#, CTaBIIHUX
OCHOBOM €ro HHCTPYMEHTAJIBHOIO TBOPUYECTBA.
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The Symphonic and Suite Traits
in Piotr Tchaikovsky’s Piano Concertos”

The article examines the features of the compositional logic of three piano concertos by
Piotr Ilyich Tchaikovsky. The main issue is the relationship between the features of symphonic
and suite principles, about which there are only a few separate assertions in scholarly literature.
The predominance of the symphonic theory as the “sign” of compositional perfection in most
musicological works written in Russia and in other countries, established the assessment of the
Second and Third Concertos as secondary in a series of late romantic concerto oeuvres. The
ascertainment of the significant role of the suite principle in Tchaikovsky’s works makes it possible
to place new accents in the interpretation of the concertos.

The results of the analytical work show that symphonic features are characteristic of
Tchaikovsky's concertos in varying degrees: this is expressed in the preservation of the principle
of cyclicity, sonata form, and the intonational “deducibility” of themes. On the other hand, the
autonomy and disproportionality of the sonata Allegro movements, the genre coloring of some of
the cycle’s movements, the autonomous status of the soloist’s and the orchestral parts as the result
of the numerous cadences — all of these are indicators of suite logic. Various combinations of these
qualities can be found in all three of Tchaikovsky’s concertos, but the most “anomalous” from the
position of the genre tradition turns out to be the Second Concerto, which is closer to the genre
of a Concerto Fantasy than to the other two concertos. Thereby, we can conclude that the suite
principle is inherent in Tchaikovsky’s piano concertos, and this is what determines their unique
qualities. The opposition of the two compositional principles can be interpreted in the light of the
composer's appeal to the leading European traditions — the German and the French, which have
become foundational works among his instrumental oeuvres.

Keywords: Piotr Ilyich Tchaikovsky, piano concerto, compositional logic, symphonic principle,
suite principle, cyclicity, Western European tradition, genre.

OMIIO3UIIMOHHBIE TPOLECCH B COYM-

Heauax II. M. YaiikoBckoro Bcerma

pENCTaBIsIM OCOOBIM HMHTEpec IS
uccnenosareneil. B mepByro ouepenp, BHU-
MaHue MPUBJIEKATU UHCTPYMEHTAJIbHBIE MPO-
U3BENICHNUS, B TOM 4YHcCie U (OopTEenHaHHbIE
KOHLIepThl. MccnenoBaHueM 3TOro Bompoca
3aHUMAJIUCh KaK OTEYECTBEHHbIC, TaK W 3a-
pyOexxnbie yuénbie. Konmeprsl YaiikoBckoro
MMHU PacCMaTPUBAIOTCS B COOTBETCTBUHM C 3a-
KOHOMEPHOCTSIMH  CUM(OHHUYECKOH KOMIIO-

3UIMOHHOW JIOTMKU. DTOT MOJXOMA MPUBEN K
(hOPMHUPOBAHUIO YCTOWYHBOTO MTPEIACTABICHHS
0 TOM, 4TO Haubosee ycnemHbiM ObuT [lepBbii
KoHIIEepT. [lpyrue counHenus it GopTenruaHo
C OPKECTPOM B TaKOM CJTy4dae MPU3HAIOTCS, KaK
MPaBWJIO, HEYIAYHOM MOMBITKOM TMOMCKa HO-
BBIX CPEJICTB BBIPA3UTEIBLHOCTH; TAK BO3HUKJIIA
KpUTHKA WX ApaMaTypruyeckKux KOHUEMIUN 1
JIOTHKH (OpPMOOOpPa3OBaHHSL.
Cumdonunveckoe TBOpuecTBO YailkoB-
CKOr0o, B CBOIO O4Y€pEIb, PACCMaTPUBAJIOCH

* The reported study was funded by RFBR, project number 19-312-90053.
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¢ pasHbix mo3unmid. Haumbonee opuruHaneH
noaxon M. ®@. Kynuna [4], npoBe/iiero na-
pajuieni ¢ CIOUTHBIM TBOPYECTBOM KOMIIO-
3utopa. Pa3zButueM 3TON HJeu 3aHUMAIICH
A. U. Knumosuuikuii [3], He TOIbKO OOHApY-
JKUBLIUKM 4epThl crouTHOCTH B llecToi cum-
¢donnn YaiiKoBCKOTO, HO B I1€JIOM OITMCABIIHNA
ATOT NpHUHIMIL Tak, psii «aHOMaJHi, He0Ob-
SCHUMBIX C TIO3WIMU CHUM(OHU3MA, HAIIEN
CBOIO TPAKTOBKY B IpeIaraeMoi KOHIIEIIIUH.

O KOMITO3UIIMOHHBIX Tpolieccax B popre-
IIMAaHHBIX KOHIEpTaxX YalKOBCKOIO B HAy4YHOU
JUTEepaType M3BeCTHO HemHoro. KiroueBbie
BbICKa3bpIBaHUs npuHaanexar H. B. Tymanu-
HO# [7], oTmeTuBIIEH Bo BTopoM KoHIepTe
OTJIEJIbHBIE MPOSIBIIEHUSI CFOUTHOCTH; OJITHAKO
LIEJIOCTHOTO B3IJIAJIa HA ATY MPOOJIeMy IO ceit
JIeHb He C()OPMHUPOBAHO. Y UUTHIBas Oeccrop-
HBIE CBSA3M CUM(OHUYECKOTO U KOHLEPTHOTO
TBOpuecTBa YalKOBCKOIO, MOYKHO IPENJIo-
KUTh CIEAYIOIYI0 THUIOTE3y: CIOUTHOCTH
CBOICTBEHHA W JPYTUM LHUKIUYECKUM CO-
YUHEHUAM KOMIIO3UTOPA, B TOM YHUCJIE — €ro
KOHILIEPTaM.

[To oTHOWIEHHMIO K kaHpy KoHUEPTA B XIX
BEKE HEPEJKO YMOTPEOIIIETCS MOHITUE «CUM-
(oHM3UpOBaHHEII»'. B mepByto ouepenp, Tak
obo3Hauaror counHenus JI. BaH beTxoBeHa,
P. IlIymana, M. Bpamca, 4To 0TpaXaeT OCHOB-
HYIO CyTh HCTOPUYECKOrO Iporecca cOmmxe-
HHSI KOHIIEPTHOTO U CUM(OHHYIECKOTO0 )KaHPOB?.
3apyOexHble IKBUBAJICHTHl TEPMHUHA «CUM-
(hOoHM3UPOBaHHBIA KOHIIEPT» — Symphonische
Konzert wu Concerto symphonique. Ero ucro-
puto moapoOHo omnuckiBaeT X. M. Kox B Mo-
Horpapuu «®oprenuannelii koHUepT XIX
BeKka M kareropus cuMpormueckoro» [15]. On
noguépkusaer pons . A. Jlutonsda, mano-
U3BECTHOTO CErofiHs (PpaHIly3CKOro KOMIO3HU-
TOpa W NMUAHUCTA, KOTOPBIN BIEPBBIE UCIIOJb-
30BaJl  CJIOBOCOYETAHUE «CUM(POHUUYECKHIA
KOHIIEPT» B Ha3BaHUM CBOMX COYMHCHUIL.
Cumdonuzamus QoOpTEeNHaHHOTO KOHIIEpTa
ObUTa OHUM M3 BOKHEUIIUX MyTEH pa3BUTHS
JKaHpa B 3aI1aJHOEBPONENCKON MY3BbIKE.

IlepBbIM pPYCCKMM KOMIO3UTOPOM, OT-
pearnupoBaBIIMM Ha O3TU TEHICHIUHU, OBLI
A. I. PyOunmreitn. Yxe B [lepBoM koHIep-
te (1850) oT4€TIMBO BUAHO, YTO OH CHHTE-
3UpOBaJl U AKTUBHO HMCIOJIb30Bajl MPUHIU-
b, 3aJIOKEHHBIE BeTXOBEHOM W pa3BUTHIC
B TBOpYECTBE, B MEpBYIO ouepenp, Jlucra,
a takke Bebepa, ['ymmens u Jluronbda. Ero
KOHIIEPTHI B TIOJTHOW MEpe MOXKHO Ha3BaTh
«cUM(pOHM3UPOBAHHBIMUY»; OJHAKO OH OBLI
€IMHCTBEHHBIM 10 YallKOBCKOIr0 KOMIIO3HUTO-
POM, CIIEIOBABIIAM MO JaHHOMY myTH. Oue-
BUJHO, YTO 3TOMY CIIOCOOCTBOBaja TECHas
CBs3b PyOuHINITEHA ¢ 3amaIHOEBPOIICHCKON
KyJBTYPOH, €T0 IPUBEPKEHHOCTH IIEHHOCTSAM
HEMELKOU TpaJuLIUu.

Jpyras TeHaeHnys 0003Ha4eHa psiioM Co-
ynHEeHWH, HadateiM Koumieptom ¢ moll op. 4
A. . Butyana®. 3HauuTenbHbIN BRI MIPH-
HajuiexuT M. A. banmakupeBy, HanucaBLIEMY
s (oprenmano ¢ opkectpoMm «bombiryro
(danTazuro Ha pycckue TeMbl» (1852) u Kon-
uept fis moll (1855-1856). Kak ormeuaer
JLx. Hoppuc, B HuX 0OHapy>KHUBAeTCsl BIUSHHUE
JPyTUX 3arnaHOEBPONEHCKUX KOMIIO3HTOPOB
— @, [llonena u A. ¢on I'enzensra [16, p. 57].

Wrak, B Poccun k 1874 rogy Obutn mpen-
CTaBJICHbl pa3HbIC HANpPaBICHUSI Pa3BUTUS
KOHIIEPTHOTO JKaHpPa: «JIHUCTOBCKHID» CHUM-
(hOHMYECKUI TUT U «IIOTIEHOBCKUI», Ooiee
KAMEPHBIN, HAXOJAIINICS B PyCJi€ TPAIULINI
«ctuist OpwitnanT»’. [losiBjieHue B 3TO Bpe-
Mms IlepBoro konuepra YaiikoBckoro (1875)
OBLIIO BCTPEYEHO B MYy3blKaJbHOM Mupe Poc-
CUHU HEOJHO3HAYHO: mpeacTaButenu «Mory-
4eil Kydku», 1o ciioBaM KyHuHa, BOCTIpUHSITH
3TO COYMHEHHE «...C HEJIOYMEHHUEM U OCYKIe-
HueM. Camblii kaHp GOPTENbIHHOTO KOHIIEP-
Ta MPU3HAH OBUT B 3TOM KPYyry O€3HaAEKHO
yCTapeBUIUM U JIOKHBIMY [5, c. 183]. Tlo-Bu-
JUMOMY, HETaTMBHOE OTHOLIEHHE ObUIO BO
MHOTOM TIPOIWKTOBAHO HETPHUATHEM >KaHpa
6onpmioro cuMmdonudeckoro konuepra. On-
Hako caMm YalKoBCKUH B OOJIbIIIEH MEPEe CKIIO0-
HSJICS HIMEHHO K CUM(OHHYECKOM TPAKTOBKE,
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croiictBenHor Jlucty, Jlutonwdy, PyOun-
IITeHY; €r0 MHEHHE O «IIOMEHOBCKOM)
TUTEe OBUIO JOCTATOYHO CKENTUYHO. B omHOM
u3 (penpeToHOB OH mucan: «Yto kacaercs 110
BbIOOpa rocnoxorw EcumnoBoit nmepBoro koH-
uepra lllomena, TomuTensHO ATUHHOTO, OEc-
COJIEPKATENIbHOTO, MPEUCIIOIHEHHOTO PYyTH-
HBI, TO S1 HE MOTy ero omoopute»® [10, c. 48].

PaccMorpenue KoHUEpPTOB YaNKOBCKOTO
B KOHTEKCTE CUM(POHUYECKON TPAJULIUU UMEET
JIOBOJILHO TPOJIOJDKUTENBHYIO0 HCTOPHIO. YKe
B 1878 romy I. A. Jlapow B perieH3ud, OITy-
OmukoBanHOU B razete «lomocy (Ne 93), mucan
o [TepBoM koH1IEpTE: « DHEPTUUECKUI, TOTHBII
KHU3HA W JIBMOKEHUSI, KOHIIEPT 3TOT CO CBOCH
TPaHMO3HON UHTPOMYKIIMEH, KOHEYHO, Ooree
cuM@oHUs, YeM KoHLepT. .. Ho kak cum@onu-
YEeCKOE MPOM3BEICHHUE, OH CTOUT YPE3BBIYAIHO
BBICOKO M I10 MBICIISIM, U 110 MX Pa3BUTHIO...»
[6, c. 47]. CornacuTbcsl ¢ 3TUM BbICKa3bIBaHU-
€M MOYKHO TIO IIEJIOMY PSAY MPHYMH.

B nmnepByio ouepenp, cumboHUYECKUI
KOMITO3ULIMOHHBIA TPUHLUIT TPOSIBISAETCS
B camoM (EHOMEHE BCTYIUICHHS, YTO IS
KOHIIEpTa TOTO BpEMEHH ObLTO HeopauHap-
HBIM pEeLIEHHUEM. AJBTEPHATUBOM TPAJULIM-
OHHOM I KJIACCHYECKOTO KOHIepTa (hopme
C IBOMHOM »kcrmo3umueit’ ¢ Hadana 1830-x
rO/IOB OKa3ajach COHaTHas opma, KOTopas
Yarme BCero mpeaBapsuiachk HeOOIBITUM OpKe-
CTPOBBIM BCTYIUIEHHEM B BHJIE JJAKOHUYHOU
npeamOysbl. B kadecTBe mnpumMepoB MOXK-
HO IpuBeCcTH KOHLEpThl @. MenaenscoHna,
3. I'pura, P. lllymana, A. I. PyOunmTeiina
(Ne 3; Ne 5), K. Cen-Canca. Y YaiikoBckoro, B
CBOIO O4Yepe/lb, BCTYIUICHUE HE TOJIHKO UMEET
YETKO O(POPMIIEHHYIO CTPYKTYPY, HO U CITyKUT
HCTOKOM TeMaTH3Ma BCero KoHiepra. Bcrnen
3a JlapomeM, My3bIKOBEIBI Pa3HBIX ITOKOJIC-
HUM pa3BUBaIU ATy ujaer0. OO0 MHTOHAIMOH-
HOM «BBIBOAUMOCTU» TeM B [IepBoM koHIIepTE
BrepBble Hammcan A. JI. AnekceeB B pabo-
Te «Pycckas (oprennanHas My3blIKa: KOHEIl
XIX — navano XX Beka» [1, ¢. 43-52], noka-
3aB CBS3b BCTYIUICHHUS C TJIABHOM, TOOOYHOM

U 3aKJIIOYUTEIBHON MapTUSAMU MEPBON 4aCTH,
a TaKKe C OCHOBHOHM TEMO# BTOpOi yacTu®.
[TonckoM MHTOHAIIMOHHBIX COOTBETCTBUU 3a-
HUMaJicss u OputaHckuii yu€Heiii J[. bpayw,
MOUEPKHYBIINM TapMOHUYECKUE CXOJCTBA
MEXAy TEeMaMHU KOHLEPTa; CBOK KOHIIEM-
LU0 OH M3JIOXKWJI BO BTOPOM TOME MOHOIpa-
¢un «Tchaikovsky: The Crisis Years»’ [11,
p. 22-23]. Bc€ 310 — XapaKTepHbIE YEPTHI CUM-
(hOHUYECKOTO KOMITO3UIIMOHHOT'O PUHIIMIIA.
Henp3s npoiith MuMo aHanoruu co Bro-
poii cuMmdoHmeil, HaMcaHHON HE3a10Jr0 10
koHIIepTa B 1872 roay, rae ectb pa3BEPHY-
toe BeTyruieHre. COYMHEeHHs pOIHUT U 0011~
HOCTh TEMaTUYECKON NUCIO3UIUU: HKCIIO3H-
1usl MepBOM 4YacTH CUMGPOHHM HAYMHAETCS
CKEPLO3HOM TEMOMW, KOTOPAsi B XO/I€ Pa3BUTHUS
TpaHcopmupyeTrcst B Oosiee IHEPTUUYHYIO
U TOP>KECTBEHHYIO; Jlajiee CIeNyeT Jupuye-
CKasi TeMa U JHUPUKO-IPAMATUYECKUNA CHABUT
B MOOOYHOW MapTHH. DTOT e MPUHIHUI pe-
anu3oBaH u B IlepBom koHuepre. CXOACTBO
HaOmoaeTcs B Ppa3pabOTOYHBIX paszjenax
COYMHEHUN: JUPHUKO-IAPAMATUUECKOE Haya-
JIO B XOJI€ Pa3BUTHUS NPUBOAUT K SPKO BbIpa-
JKEHHOM JpamMaTHu4ecKor KyJIbMUHALMU. Eié
OlHa 00IIIas YepTa — BO3BpAIEHUE 00Pa3HOM
cdepbl BCTYIUIEHUS B KOZE MEPBBIX YacTeil
nukioB. Takum o6paszom, IlepBbiii KOHLEPT
€CTECTBEHHO W JIOTUYHO BITMCHIBAETCS B KOH-
TEKCT OPYTUX CHUM(OHMYECKUX IPOU3BEIe-
HuK YalKOBCKOTO, MOCKOJIBKY MX IPUHLIUIIBI
0€e3yCIIOBHO BO MHOTOM coOBMajatoT. OqHaKo
MOJKHO JIM 3TO CKa3aTh O JPYTUX KOHLEpTax?
OueBuaHo, uyto Tperuii KOHUEPT, Ha-
MUCAHHBIA Ha Marepuane HEe3aKOHUYEHHOU
cuMmponuu Es dur B 1893 rony, umeer Tec-
HbIE CBSI3U ¢ cuM@oHUYecKUM xkaHpoM. Cy-
LIECTBYIOT JIBa €r0 BAapUaHTa: OIHOYACT-
HbI KOHLIEPTIUTIOK U TPEXYACTHBIA UK.
N B My3bIKOBEIEHUHU, U Cpeld IHAHUCTOB
YTBEPAWIOCh MHEHHE O BTOPOCTENEHHOCTH
TpeTpero KOHIEPTA; 3TO MPUBEIO K TOMY, UTO
MPOAOKUTEIHLHOE BpeMsi HU B OJHOU pabo-
T€ OH HE pacCMaTPHUBAJICS KAaK LUKIMYECKOE
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NPOU3BE/ICHUE, XOTS IEPBOHAYAIBHBIN 3aMbl-
CeJl KOMITO3UTOpa ObLIT UMEHHO TakuM '’

Kak u B IlepBoM KoHIIEpTE, 37€CH MPUCYT-
CTBYET IMPUHIIUI MHTOHAIIMOHHOW BBIBOAUMO-
CTH T€M, 4TO OOECIEUMBACT IUIOTHYIO CBS3b
gacteir 1mKma. OTCyTCTBHE BCTYIUICHUS,
B KOTOpPOM ObI OBLIM COCPEIOTOYEHBI OCHOB-
HbIE TEMaTHYECKHe 3€pHA, MIPUBEJIO K pacrpe-
JIETICHUIO CKPETUISIOIINX MOTHBOB TI0 Pa3HBIM
paznenam ¢opmbl. Tak, HHTOHAIIMOHHOE POJI-
CTBO OOHApYKUBAETCA MEX]Ty IJIAaBHBIMU Tap-
tusimu niepBoro Allegro brilliante n gunana,
nobouHast maptus | yactu ¢ e€ xapakTepHbIM
XOJIOM Ha CEKCTy CO34aéT apKy CO BTOpOM
Temori Andante. OYHKIMOHATBFHO CaMOCTO-
ATeNbHAs W sipKas 3aKIIOYMTENbHAs MapThs
I yactu cBA3aHa MHTOHALIMOHHO W PUTMHYE-
CKM ¢ miaBHOW maptueit ¢uuama. Emé omHo,
HE caMOe OYEBHUHOE CXOJCTBO OOHApYKHBa-
€TCsl MeXTy TepBOoi TOOOUHOM TeMo (prHama
(1M k€ TIEPBBIM AMU30/I0M) U IJIABHOM TeMOM
IT yacTtu (cxema 1). Takum oOpa3om, BO3HHKA-
T LieJ1as CeTh TEMAaTUYECKHX MEePEKINYCK.

Cxema 1 I1. Y. Yaitkockuii. Konmept Ne 3.
MHTOHAIIMOHHBIE CBA3U MKy YacTAMH IUKIIa
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Tpernii KOHLIEPT TaKXKE HMEET TOYKH
CONPHUKOCHOBEHHUSI C OPKECTPOBBIM TBOpYE-
ctBoM YaiikoBckoro. MoXXHO OOHApYXHUTh
HEKOTOphIe o01Ire 4epThl ¢ TpeTbeit cumpo-
Hueit D dur, narmmcannoit B 1875 romy. Ilpe-

XKJI€ BCETO, KaK U B «11ape» 11epBbIil KOHLIEpT 1
Bropas cumdonusi, 310 KacaeTcs mepBhIX Ya-
CTEH LUKIOB. Tak, CXOOHYIO TEMAaTHU4ECKYIO
JUCITO3ULIMI0 MMEIOT DKCIIO3MIIMOHHBIE pa3-
JIeNIbl: ITIaBHAsl TEMa B Xapakrepe maestoso,
KOHTpAcTHasi Tupudeckast mobouHas u B 3a-
BEpPUICHUU — CKEPLO3HAs 3aKIIOYUTEIIbHASA
naptusd. B 000MX COYMHEHMSX SKCIIO3UIIUS
3aKaHYUBACTCs SIPKOM XapaKTEPHOU TEMOH,
a B TpeTbeM KOHLIEpTE 3aKJIFOUUTEIIbHAS M1ap-
TUS — €Ba JIM HE camas 3allOMUHAIOIIASCS
B | vactu. B 00oux cimyuyasix BOImpeku AByX-
TEMHOM JIOTUKE COHATHOTO ajuierpo, Yaukos-
CKUM 100aBIISIET TPEThIO TEMY, HHTOHALIMOH-
HO ¥ 00pa3HO CaMOCTOATENbHYIO, OTHAKO HE
pa3BUBAIONIYIOCS B pa3paboTKe.

Takum oOpazom, u Ilepswiit, u Tperuit
KOHLIEPTHl YalKOBCKOIO HE TOJIBKO aJamnTH-
PYIOT THUNWYHBIE UIsI CUMGOHMU oOOIIHe
MPUHLMUIIBI TEMAaTHYECKOrO Pa3BUTHS, HO U
00pa3yloT mapajuied ¢ KOHKPETHBIMU €TO
CUM(OHUYECKIMH COYMHEHUSIMU. B cBs3u
C 3TUM BO3HUKAET HEOOXOIUMOCTh YTOUHHUTD
poib ocoboro kadectBa cuMponusma Yaii-
KOBCKOro, orMmedeHHoro A. U. Knumosun-
KHMM, KOTJa OH MHIIET O «B3aUMOCOIPHUKOC-
HOBEHUN» B TpeTheil CUM(POHUU CIOUTHOCTHU
u cumponusma [3, c. 31]. . ®. Kynun taxxe
YKa3bIBAET HA MPOTUBOCTOSIHUE ITUX KAHPO-
BO-KOMITO3UI[MOHHBIX MPUHIIUIIOB U B APYTHUX
CUM(OHUYECKHX MpOu3BeACHUsAX Yailkos-
CKOTO, B YacTHOCTH, B UeTBEPTOI1 cumbpoHnM
[4, c. 113]. Ecu mpuHATH TE3UC O BHEAPEHUHN
B cuM(poHnYeckre KoMno3uuuu YaikoBcko-
IO NPHUHIMIA CFOUTHOCTH, TO, NIO-BUIUMOMY,
CTOUT MEPECMOTPETh HEKOTOPHIE OLIEHKH.

CoBepllIeHHO JIpyrasi KapTHHa BO3HUKAET
BO Bropom koHuEepTe, rae, Mo yTBEpKACHUIO
H. B. TymanuHo1, CFOUTHOCTb IIPUCYTCTBYET
HE B OTJEJBHBIX IPOSBICHUSX, & CTAHOBUT-
cst «ocoOeHHOCThIO IKIa»''. Yike B | yactu
BCTpPEYAETCS LENbIA Psif] )KaHPOBBIX «aHOMa-
JIMI», YKa3bIBAIOIIMX HAa COBEPLIEHHO MHOM,
OTIMYHBII OT CUM(POHUYECKOTO, THI Jpama-
Typruu. Bo MHOrOM 3TO CBSI3aHO C KOHTEKCTOM
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co3faHusi npousBeaeHus: B 1879 rogy Yaii-
KOBCKHI BIIEpPBbIE OOpaTWJICS K HOBBIM JIJISI
HETO aHpaM — Kalpui4yuo, CEepeHaje, CIou-
te. U, kak ormeuaer TymaHuHa, «Takoll TUI
KOHIIEPTHOTO IMKJIa CBUJIETEIILCTBYET 00 00-
mel TeHACHIUH CUM(OHUYECKOTO TBOpYE-
cTBa YallKOBCKOTO ATHX JICT U O BCE OONBIIIEM
TATOTEHUU KOMIIO3UTOpPAa K HOBOW IJIsi HETO
ctoutHoit gopme» [7, c. 53]. OgHako, B 4ém
KE 3aKII0YaeTcss 0COOEHHOCTh (DeHOMEeHa
Broporo xonuepra?

Ero nepsenii ucnionuurens — C. 1. Tane-
€B, — Mociie npemMbepbl nucail YalkoBCKOMY,
YTO «MHEHHSI O HEM JIOBOJILHO Pa3InIHbIC, HO
BCE OHM CXOASATCS B TOM, YTO NIEPBasi U BTOpast
YacTh CIUIIKOM JUIMHHBD [9, ¢. 81]. Takke
OH HEOJHOKPAaTHO yKa3blBaJl HA 3aTSHYTOCThb
KaJICHIIMOHHBIX 3MU30/I0B, APIYMEHTHUPYSI 3TO
TEM, UTO «...K KOHILy 2-i CTpaHHUIIbI CIyIlIaTe-
JIM YTOMSTCS, a K KOHILY 4-11 BBIAYT U3 TepIe-
HUs...» [TaM xke]. [Toxoxxue 3amedanus Tanee
BBICKa3bIBACT U MpU 00CyxeHnn YeTBEpToi
cuM(pOHUM: «...TIEpBasi 4YacCTh HECOPA3MEPHO
JUIMHHA CPaBHUTEJILHO C OCTaJbHBIMHU YacCTsl-
MH; OHa UMEET BUJ CUM(POHUYECKOU MOAMBI,
K KOTOpPOW CIy4yallHO MPUCOYMHWIA TPU 4Ya-
CTH U CIIEJIJIA U3 ITOTO CUM(POHHUIO» [TaM XKe,
c. 27]. OueBUHO, YTO TAKOE HEMPUATHE MOTIIO
OBITh BBI3BAHO JIMIITL HECTAHIAPTHOCTHIO 3a-
MBICJIa, KOTOPYIO COBPEMEHHUK BOCITPUHUMAIT
KaK OIpeneHHOe HapyIIEHUE KaHPOBBIX
Tpaguuuid. [Ipoeuupysi ero BbICKa3bIBaHUE
Ha MOCJENHIO peaakiuo Broporo koHuep-
Ta, B KoTopoi Il yacth Obuta cokparieHa epa
JIM HE HAIOJIOBUHY, MBI MOXXEM OOHApYy>KUTh
0€3yCIIOBHOE CXOJICTBO. JTH K€ CJIOBA MOTYT
OBITh CIIpaBeIMBO PUMEHEHHI U K [lepBoMy
KoHIIEepTY. Takum 06pa3zom, HeCOpa3MEPHOCTh
yacTei U 04eBUAHASI 3aBEPIIEHHOCTD, CAMOJIO-
CTaTOYHOCTh COHATHBIX AJUIETPO MOXKET OOBSIC-
HATHCSI CIOUTHOM JIoruKou. B monreepxkaeHue
cHoBa oOparumcs k cioBam A. U. Knumoswutl-
Koro: «YalkoBCKHI olrylal CAM(POHHUIO KaK
MpeAeI1 JOTHYECKOM )KECTKOCTU U IETEPMUHU-
POBAHHOCTH, TOT/AA KaK CIOUTY BHUJIEN aHTHUIIO-

JI0M CUM(OHHH TPEXK]IE BCEr0O UMEHHO B 3TOM
e€ kauectBe» [3, c. 32].

BaxxabM otimuneM BToporo xoHnepra ot
IlepBoro n Tperbero BHICTYHAaeT OTCYTCTBHUE
CKBO3HBIX HMHTOHAIIMOHHBIX CBSA3€H, O YEM
nuier Tymanuna'?, BeneacTBue 3TOro moj-
PBIBAETCsI caM MPUHLUI HUKIMYHOCTH, XapakK-
TEPHBIN U1 CUM(POHUYECKOTO MTPOU3BEICHUSI.
Kpowme 31oro, crnenyer oOpaTuTh BHUIMaHUE Ha
COOTHOILIEHUE OPKECTPOBOM U (hOpTENHaHHON
naptuid. MIX coBmecTHOe 3ByuaHue BO Bro-
pPOM KOHILIEpTE MHMHUMajbHO. B pazpaboTke
I wactu, nanpumep, uz 300 TakTOB B aHCAM-
O1e QoprenuaHo U OPKECTP HUrparoT JUIIb
18 TakToB! IIpOTS>KEHHBIE COJIBHBIE BCTABKU
MPE/ICTaBICHBI U B IPYTUX paszenax (popMmsl,
B YAaCTHOCTH, 3HAYHUTEIbHAS 110 CBOMM OOBE-
MaM CBsI3yIolas mapTus (hakTUIEeCKH MpeBpa-
LIAeTCs B JOKaIbHYIO KajeHuuto. Bo I wactu
YallkoBCKUIl BBIJEISIET B OPKECTPE COIMUPYIO-
M€ CKPUTIKY W BHOJIOHYENb; (opTeHaHHAS
MapTusi, OIHAKO, NPEPHIBAETCS JUIMTEIbHBIM
nay3upoBaHueM. TakuM oOpa3oM, aKTHBHOE
B3aMMOJICHCTBHE COJUCTa U OPKECTPA, CTOJIb
apko npencraBieHHoe B Ilepsom u Tperbem
KOHIIEpTax, 371€Ch OTCYTCTBYET.

CrouTHOCTB, TIPUCYIIIas KOMIO3uIHu BTto-
POTro KOHIIEPTA, B OTIIMYHE OT CHM(OHUIECKUX
MIPUHIMIIOB OpraHu3anuu 1enoro B IlepBom
n TperbeM, Ha€t mMarepuan Uil IOCTaHOBKHU
emé oHOro Bompoca: o auanore YailkoBcko-
ro C JIByMsl BEAYIIMMH 3alaJHOEBPONEHUCKHU-
MU TPATUIHASIMHU TOTO BPEMEHU — HEMELIKOW H
(paniry3ckoid. UmMenHo B koHueprax Cen-Can-
ca, KoTopble YalKOBCKHII XOpOIIO 3HaN, 00-
HApY>XUBAETCS MHOTO OOMIETO C pEIICHUS-
MU, HaOmomaeMplMu BO BTopom koHuepre.
VYV Cen-CaHca conucT BBIBEJEH Ha MEPBBIA
IUIaH 3a CYET LIEJIOro psga npuéMos. Tak, oc-
HOBHOE H3JIO)KEHUE U DPA3BUTUE TeMaTu3Ma
MIPOMCXOIUT B MapTuu (OpTEnuaHo, a op-
KECTp, TPEHMYIIECTBEHHO aKKOMITAaHHUPYS,
BKJIIOUAETCS B 3TOT MPOLECC B UMUTAIIIOHHBIX
paznenax. Cen-CaHC TakKe BBOIUT 3IMU30bI
quasi cadenza, KOTOpble TI0O WHTEHCHBHOCTH
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MOTHUBHOM paOOThI MUHOI/Ia IPEBOCXOST OCHOB-
HyI0 pa3zpabotky. [lomumo sToro, obparaer
Ha ce0s BHUMaHHE 3HAYUTEIIEHOE KOJIMIECTBO
BHUPTYO3HBIX BCTaBOK M XOJOB, HACBIIICHHBIX
CaMbIMH pa3IMYHbIMU TpuéMamu (GopTemnu-
aHHOU TeXHUKU. CTaHOBUTCS OYEBUAHBIM, YTO
3TH KOMIIO3UIIMOHHBIE pEIIeHHs OBbUIA BOC-
NpUHATH YallKOBCKMM B MOJIHOM MEpe U NpHU-
MeHeHbl BO BTopom koHuepre. @paHiry3ckue
YEpPThl B COUMHEHUSIX ITOIO MEpUoAa OTMEYa-
JIMCh HEOJHOKPATHO; B YaCTHOCTH, JKYPHAIHUCT
neurmrckoi  razerel  «General-Anzeiger»
yTBEp)KIaJl, YTO «Ooraro oJap&HHbIM KOMIO-
3UTOpP OCHOBATEJILHO U3YYWJI HEMELIKYIO U HO-
BYIO (DPAHITY3CKYIO MY3bIKY, HO HE HAaHECS MPH
3TOM HHU MaJICHILIEro yuepoa OpUruHaaIbHOCTH
cBoero TayianTtay (ut. no: [8, c. 587]). [Tomo6-
HBIX acCOIMAaIUil ¢ (DPAHITy3CKON TpaauIIuei
[IepBblii KOHIIEPT Y COBPEMEHHHUKOB HE BbI3bI-
Basl. Temarnueckas pabora B HEM MO3BOJISLIA,
M0-BUMMOMY, IIPOBOJIUTH MPSIMbIE AHATIOTUH C
HEMELIKOM MaHEpOM MH1ChMa.

Hakonen, cnenyer ckaszartb O KaHpPOBO-
CTH, KOTOpasi B IIEJIOM WIPAET BAXKHYIO POJIb
B TBOpYeCTBE YalKOBCKOIO M CUMTAETCS OJ-
HUM M3 HETIPEMEHHBIX aTpUOyTOB CIOUTHOCTH.
Bo BropoM koH1epTe MeUIeHHas 4acTh B I10JI-
HOW Mepe COOTBETCTBYET XKaHPY POMaHCa, TaK
KaK BOKaJIbHOE Ha4aJlo B HEll 0e3yCIIOBHO Mpe-
obnamaet. duHa, B CBOIO 0Yepeb, UMEET Yep-
ThI TAHLIEBAJILHOCTH, YTO MOXKHO CKa3aTh U IIPO
[T gacte IlepBoro koHIEpTa: MOAUEPKHYyTAs
PUTMUKA IVIABHOW TEMBI, a TAKKE BBEJICHUE Xa-
PaKTepHBIX I MOTOHE3a PUTMHUUYECKUX (op-
MYJ B OHOM M3 3MH30/10B TAKXKE YKa3bIBAIOT HA
SICHBIE )KaHPOBBIE UCTOKU TeMarn3Ma. Bo II ya-
ctu IlepBoro koHIEepTa 0OHAPYKUBAIOTCS Yep-
ThI TIACTOPAJIH, @ OBICTPBINA AMU30]] BbIACPKAH
B JKaHpe Bajibca. OHAKO HETb351 HE YUUTHIBATD,
YTO /I TIO3THEPOMAHTHUYECKON CUM(OHUU SIp-
Kasi )KaHPOBasi OKPAILIEHHOCTh TEMaTU3Ma B I1e-
Jom Obuta xapakrepHa. 1 YalikoBCckuii B 3TOM
cllyyae He ObUT OpUTHHAJIEH.

Takum 00pa3om, Bce TpH KOHILIEPTA UMEIOT
YepThl CIOMTHOCTH, B Pa3HOW MeEpe coderae-

MbI€ C IpUHIMIIAaMU cuMpoHu3Ma. EnuHcTBeH-
HO€e counHeHne YalKkoBCKOTo /i (pOpPTENHaHO
C OpPKECTPOM, B KOTOPOM ITIABEHCTBYET CIOMT-
Has noruka — KonneprHas ¢anrasus op. 56.
B nepByto ouepenp, oHa BbIpaxkeHa B (opme
MIPOM3BEJCHMS: HECMOTpsI Ha YepThl COHAT-
HOCTH (HaJIM4HMe JIBYX TEM U TPATULIMOHHOIO
TOHAJIBHOTO TUIaHA), B TIEPBOM YacTU TOCHOI-
CTBYET poHAa’IbHOE Hayano. OO60COOICHHOCTD
pa3aenoB BeIpaykeHa rpauuecky B CaMOM TEK-
cre. Tak, YallkoBCKUI CTaBUT Mepe SMU30/I0M
JIBOMHYIO YEPTY, a IEPE]] pENPU301 — reHepalb-
Hyto nay3y. [Ipumeuarenen cpennuil pasnmen
NIEPBOM YaCTH, IOCKOJIbKY OH HAaIllCAaH, BO-TIEp-
BBIX, B (popMe BapHalnii Ha HOBYIO, paHee He
SKCIIOHMPOBAHHYIO TEMY, BO-BTOPBIX, — JUIA
¢doprenmano comno. Kommosurop mnpemycmo-
TpeJ BO3MOKHOCTh UCTIOTHEHHS (DaHTA3HH U B
OZJHOYAaCTHOM BapuaHTe, BCIEACTBUE YETO BO3-
HuKaeT (¢eHoMmeH koawl ad libitum. Haxonern,
MIPUHLIAIT KOHTpAcTa — OIWH W3 Ba)KHEHIIMX
NOKazaTejae CIOUTHOCTH — BOIUIOTHICS BO
BTOPOI1 yacTu rpousBeneHus. Takum oopaszom,
YalkoBCKHI CBOOOIHO BHICTPANBAET KOMIIO3H-
MoHHYyto Joruky Konuepraoit panrazuu. Kak
numerT KamMoBUIIKUNA, «CTAHOBUTCS OYEBH/I-
HbIM, YTO BKJIaJibIBal YaWKOBCKHI B CJIOBa O
CIOUTE, KaK He TpeOyrolen “ToqYMHeHus Ka-
KUM-JTHO00 TpaauiusiM U ipaBuiiam’™» [3, ¢. 30].
[TonBeném nroru. Utak, B popTenmanHbpIx
KoHLlepTaXx YalKOBCKOrO CIOMTHAsl JIOTHKa
MposiBUiIa ce0s C pa3HbIX CTOPOH, BHIBOAS Ha
MEPBbIM MUIAH TEMAaTUKO-JIpaMaTyprudecKue,
(bopmooOpasyrole Win kaHpOBbIe 0COOEH-
HocTH. [Ipu 3ToM cumdonusm Bc€ ke ocTa-
€TCAd MIaBEHCTBYIOUIUM KOMIO3UIIMOHHBIM
OPUHLIMIIOM, Tpexzae Bcero, B IlepBom u
TperbeMm KoHLIEpTax. BTOpoi KOHIIEPT, 3HAUN-
TENHHO 0O0JIee «CIOMTHEII, B OOJBIIECH Mepe
TsiroteeT K KoHuepTHoit ¢anTasun'?, onHako
HEKOTOpbI€ MPUHIUIBI (B YACTHOCTH, COHAT-
HOCTh) B HEM COXpaHeHBI. TeM caMbIM, 371eCh
CIOUTHOCTh U CUM(OHU3M COCYIIECTBYIOT U
«B3aUMOCOIPUKACAIOTCS», (QOPMUPYST yHH-
KaJIbHOE 110 CBOUM Ka4€CTBaM COUMHEHHUE.
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OTmeTuM, 4TO U CUM(OHU3M, U CFOUTHOCTh
B (hoprenuaHHBIX KOHIEpTax YailKoBCKOro
HMMEIOT BIIOJIHE ONPEICTIEHHBIE XapaKTePUCTH-
Ku. B mepBoMm ciyyae 3T0 — «BBIBOJUMOCTbY
TEM, LIEJCHANPABICHHOCTh TEMAaTHUYECKOro
pa3BuTHa. Bo BTOpoM — aKIEHT Ha MPHUHIIM-
II€ COMOCTABJIEHUS] KOHTPACTHBIX Ppa3ZeiioB,
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TEMaTU4eCcKasi aBTOHOMHOCTb YacTeW LUKJIA.
JlaHHBIE TPUHLMIBI MOXXHO CUUTaTh CBOE-
oOpa3HbIM 3HaKOM Jguajora YaiKoBCKOTO
C JABYMS TPAaIULUSAMU €BPOIIEHCKOTO MHCTPY-
MEHTaJIu3Ma — HeMelKou U (ppaniry3ckoi. Mx
CUHTE3 U CTAJI OCHOBOM €T0 UHANBUIYAJIbHBIX
KOMITO3ULIMOHHBIX PEIICHUH.

S MPUMEYAHUA <

! JlaHHBIA TEPMHH HCIIONB30BAJICS B TPydaX OTCUECTBCHHBIX My3bIKoBeZOB I. A. Opiosa,
JI. H. Paabena, M. C. ipyckuna, . K. Ky3nenosa, M. E. Tapakanoga.

2 OTuéTMBO 3Ta TPAAUIMS MPOCICKUBACTCS B BbICKa3biBaHUH J[)k. XOPTOHA O KOHIICPTHOM
tBopucctBe M. Bpamca: «KOHLEPTHBIH CHMGOHH3M B TOI CBSI3M — MOIXOMSINAS KOHIICIILIHS:
KOHIIEpTHI bpamca 6mke k beTxoBeny, motomy 4uto oHu cuMm@onndeckue» [14, p. 144].

3 ToBopst o renesuce nousitus Concerto symphonique B KOHTEKCTe 00IIeiH cuM(pOHU3AIMN
)aHpa koHnepra, X. M. Kox numiet, uto «I1lapae Aupu JIntonsd ObL1 IepBbIM, KTO OTpearupoBal
Ha 3TO pa3BUTHE, Ha3BaB CUM(POHUYECKUMH CBOU (popTenmuaHHbie KOHIIEPTHI...» [15, S. 133].

4 06 »TOM COUMHEHHMH U3BeCcTHO HemHOro. OHo Obuto Hamucado B 30-e romer XIX Beka u
HAaXOJUJIOCh B pycie NMuaHuctuueckux tpaauuuii Jx. @unpna. Kaxk numer k. Hoppuc, 3to
OB «TepBbIN (OPTENMMAHHBIA KOHIICPT, HAMMCAHHBINA B POCCHM M UCTIONMHSIBIIUICS 32 PyOEKOM,
u PyOuHIITEHH YacTo Urpajn ero Bo Bpems eBpomneiickux ractponeit B 1840—43 rry» [16, p. 13].
be3ycnoBHO, 3TO Mpou3BeeHIE 0Ka3aJI0 3HAUNTENbHOE BIMSHUE KaK Ha CTHIIb YueHHKa Butyana
— A. I. Pyobunmreiina, Tak u Ha [1. M. YalikoBckoro, B IEpByI0 ouepenb, B HopTenruaHHOM MTHUCHME.

5 Tlo yrBepxnmenuto Jx. ComcoHa, B OCOOCHHOCTH B paHHHX counHeHusx Illomena
«OTYETIMBO BUHO BIUSHHE “‘CTUJISI OpUIUTMAHT® — KOHIIEPTHOTO MHAHU3Ma, CBA3aHHOTO C TAKUMH
komno3uTopamu, kak ['ymmens, Bebep, Momenec u KanpkOpennep». Cm.: Samson J. Chopin,
Fryderyk Franciszek // Grove Music Online. 2001. URL.:
https://www.oxfordmusiconline.com/grovemusic/view/10.1093/gmo/9781561592630.001.0001/omo-
9781561592630-e-0000051099?rskey=jj 1 ISE&result=3 (20.12.2020). Takxe O CBA3M «CTUIA
OpWJIIMaHT» ¢ >KaHpoM KoHuepTa nucain P. MBanoBuu, mogu€pkuBasi ero BUPTYO3HYIO OCHOBY,
Oasupyromyrocss Ha Mmenkod TexHuke. Cwm.: Ivanovitch R. The Brilliant Style // The Oxford
Handbook of Topic Theory / Ed. Danuta Mirka. 2014. URL.:
https://www.oxfordhandbooks.com/view/10.1093/0xfordhb/9780199841578.001.0001/oxfordhb-
9780199841578-e-13 (20.12.2020).

¢ Crnenyet mpu3HaTh, 4TO HEKOTOpPbIC YePThI MHaHU3Ma [eH3enbTa BCE e 00HApYKUBAIOTCS B
KOoHIIepTax YailkoBCKoro, o 4éM nucai B cBoei crarbe J. ['apaen [12]. OqHako MHBIX COBIACHHI
HE 0TMEYajocCh.

7 JIBoiiHast SKCIO3WMIIMS BCTpEYacTcss B IieoM psae KouieptoB XIX Beka. Cpeau HuUX
counnenus kak K. M. ¢pon Bebepa, U. H. ['ymmens, 61u3KuX Mo CBOEH CTUITMCTUKE K KJTACCUIECKUM
KaHPOBBIM 06pasiaM, Tak u M. Bpamca, A. I Py6unmreitna (Ne 1, 2), III. A. JIutonsda. He
ciemyeT 3a0bIBaTh, uTO U Tpu KoHIEpTa JI. BaH berxoena (Ne 3—5) Takke Hanucanbl B XIX Beke.
Takum oOpa3oM, JBOiHAs KCIO3ULMS €Ul J0JIroe BpeMs MpOoAOIIKajia CyLIeCTBOBAThH HAapaBHE
C HOBBIMH MPUHIIUIIAMHU (OpMOOOpPA30BaHUS B KOHIIEPTaX.

8 Kounermus A. JI. AsekceeBa B BHE CXeMbI IpeicTaBicHa B pabore J[». Hoppuca [16, p. 128].

® Cwm. Takxe crareio D. ['apnena «A Note of Tchaikovsky’s First Piano Concerto» (1981) [13]
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00 MHTOHAIIMOHHBIX CBA3SIX BCTYIUICHUS CO CIETYIOIUMH TEMaMH.

10 Paccmorpennto Konmepra Ne 3 kak IHUKJIMYECKOrO MPOU3BEICHHS MOCBSIIEHA CTAThsI
«Tpetwnii poprenuannbiit koHuept 1. M. YaiikoBckoro u npobneMa HUKINYHOCTHY [2].

' Tak, H. B. TymaHnHa KOHCTaTUPyeT, 4TO «OCOOEHHOCTHIO IMKIIa BTOPOro KoHIepTa CiyXuT
cBOeoOpaszHas “CrOMTHOCTH™» [7, ¢. 53].

12 «YacTH KOHIIEpPTa CAaMOCTOSITEIIbHBI [0 TEMATU3MY, B HUX HET MHTOHAIIMOHHOI OOILIHOCTH,
Onaromapsi 4emy IIOJy4yaeTcs OUIYIIEHHE HEKOTOpPOH pa300IIEHHOCTH YacTed, HEeCMOTpsS Ha
TpeOoBaHUE UCTIONHATH UX 0e3 nepepriBa», — ormedaeT H. B. Tymanuna [7, c. 53].

3 Ob6a counHenus: Hanucabl B G dur W 1O CBOEH COAEPKATEIbHO-O00OPAa3HON CTOPOHE
3HAUYUTENILHO MPUOIMKEHBI APYT K JIPYTY.
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MaHysAb Ae Danbsi, UHTpoAyKLMS K OareTy «Tpeyroakas:
0 TeMOPOBOM BOMNAOLLLEHUM HALIMOHAABHOIO Havyana

B naHHOI cTarbe paccMaTpuUBaeTCS MHTPOLYKIMS K OalieTy BBIJAIOIIErocsl HMCIAHCKOTO
xkomno3uropa XX Beka Manyais ae @ansu « Tpeyroiaka» ¢ TOUKU 3peHHsI TEeMOPOBOI OpraHU3aluu
U WUAECU IPETBOPEHHS B MY3bIKE HAIMOHAJIBHOIO EAWHCTBA IIOCPEACTBOM CHHTE3UPOBAHMS
KaHPOBBIX MCTOKOB My3blkM AHnanycuu, Kactuwnmmu, Karanonum m Mypceuun. SIBissch caMbIM
MJIaJIHAM IPEACTABUTEIIEM UCITAHCKOTO PeHacuMbeHTO B My3bIKe, Daibs 0Ka3aics eAMHCTBEHHBIM
KOMIIO3UTOPOM, CYMEBIIIUM OPTaHUYHO COEAMHUTH YEPThl TPAJAULMOHHOTO (DIIAMEHKO C TaKUMHU
HOBBIMH COBPEMEHHBIMH Xy/105K€CTBEHHBIMY TEYEHUSAMU IIPOLLIIOTO CTOJIETHUS, KAK UMIIPECCUOHU3M
U HeokJaccuiu3M. Ero moBcemecTHoe oOpalieHue K KaHpaMm M IUIacTaM PErHOHAIBHOTO U
oOmiencnanckoro (oypkiopa, a Takke TEHACHUUS K CHHTE3y HApOJHBIX M aKaJIeMHUYECKHX
TEMOPOB TPHUBETN KOMIIO3UTOpPA K BOCCO3IAHUIO B MY3bIKaJbHO-TEATPAIBHBIX COUYMHEHMAX
camoro pacmnpoctpanénnoro B HOkHoit Mcmanuu HapomHoro neictBa — Tabnao (hIaMeHKO
NPAaKTUYECKH B €r0 TPAJUIMOHHOM BHJIE, B YACTHOCTH, B HHTPOLYKIMH K Oanety «Tpeyroikay.
Takum 006pazom, HJIeH MadCTPO, KOTOPBIE IPEACTABISIOT COO0H OpraHMyHOE TEMOPOBOE ETUHCTBO
B 3ByYaHHH CUM(OHUYECKOTO OPKECTPA M HAPOIHBIX KPACOK, IPEACTABUIM OOJIBIION CIIEKTP HOBBIX
KOJIODUCTHUUYECKUX PELICHUN I TBOPLIOB MOJIOJOIO IOKOJICHHS M PA3JIMYHBIX HAL[MOHAJIBHBIX
MY3bIKaJIbHBIX IIKOJL.

KiroueBble crnoBa: temOp, Mcnanus, (nameHnko, Tabnao, GaneT, KaHTe XOHAO, (HOIBKIOP,
Manyanb ne Panps.

Jnsayumuposanus/ For citation: bepxxanpakos . b. Manyanb ne @anbs, UaTpogykius k 6anety
«Tpeyronka»: o TeMOpPOBOM BOTUIOIICHUH HAIIMOHAIBHOTO Haudaina // [IpoGiemMbl My3bIKaabHOM
Hayku / Music Scholarship. 2021. Ne 1. C. 173-181. DOI: 10.33779/2587-6341.2021.1.173-181.
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Almaty, Kazakhstan
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Manuel de Falla, Introduction to the Ballet “The Three-Cornered Hat”:
About the Timbral Manifestation of the National Element

The article examines the introduction to the ballet “The Three-Cornered Hat” by outstanding
20th century Spanish composer Manuel de Falla from the point of view of its timbral organization
and the idea of implementing a sense of national unity into music by means of synthesizing together
the genre sources of the music of Andalusia, Castile, Catalonia and Murcia. Being the youngest
representative of the Spanish Renacimiento in music, he turned out to be the only composer who
was able to combine in an organic way the features of traditional flamenco with the new artistic
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trends of the previous century (Impressionism and Neoclassicism). The composer’s ubiquitous
turning to the genres and strata of overall Spanish and regional folk music, as well as his tendency
toward creating syntheses of folk and academic musical timbres led to the recreation in de Falla’s
musical-theater compositions of the most widespread folk custom in Southern Spain — the tablao
flamenco, practically in its traditional form, in particular, in the introduction to the ballet “The Three-
Cornered Hat.” Thereby, the maestro’s ideas, which present an organic timbral unity between the
sound of a symphony orchestra and folk musical colors, have displayed a broad spectrum of new
coloristic solutions for composers of the younger generation and various national music schools.

Keywords: timbre, Spain, flamenco, tablao, ballet, cante jondo, tradition, Manuel de Falla.

apTUTYphl MHOTHX COBPEMEHHBIX

KOMIIO3UTOPOB OTJIMYAIOTCS  OO0Jb-

MM Pa3HOOOpa3HeM M CMEJIbIMU
SKCIIEPUMEHTaMU: K HMHCTPYMEHTaM Tpajau-
IIUOHHOTO OpKECTpa MpHOAaBISAIOTCA OpPUTH-
HajbHbIC, DJK30THYECKHE, KOHKPETHO-IIY-
MOBBIE, JETCKHE HHCTPYMEHTHI U OCOOBIE
npuémbl urpel. OaKH U3 yOEIUTENbHBIX TPHU-
MepoB — «baiika npo Jlucy, Ileryxa, Kora na
bapana» U. CtpaBuHCcKOro — «Becénoe npea-
CTaBJICHHE C TNEHUEM MU MY3bIKOW», B Map-
TUTYpy KOTOpOro BBeAeHbl LumOanbl. Cam
KOMITIO3UTOpP IPHU3HABAJCS, YTO TAKOE TEM-
OpoBO€ pelieHue ObLJIO BHYLIEHO €My Tyc-
JSIMU — HapOIHBIM MHCTPYMEHTOM, KOTOPBIA
Bapan HocHT B ocneIHEN YaCTH IIbECHI U KO-
TOPBI UMHTHUPYETCS B OPKECTpe IUMOanaMu
[7, c. 21]. B maptutypax OanetoB CrpaBuH-
CKOTO HCIIOJIB3YIOTCSI MHOTOYHMCIIEHHBIE TpE
IIOTKH, CBUpEIM U JPyTHe HAPOJIHBIE HH-
ctpymeHnThl. Jx. Kelmx — KOMIO3UTOp-
n3zobperarenp, kak Ha3Ban ero A. IlIénGepr,
BKJIIOYQJI B AKaJEMHYECKYIO aBaHTApAHYIO
MY3bIKYy 3THHUYECKHE WHCTPYMEHTBI pa3HbIX
HaponoB (ABcrpanuu, bmmxaero Bocroka,
Mekcuku, Anonun), Tx. Kpam, koroporo,
IO €ro CJIOBaM, «3aBOpa)kKMBaJla Marus 3BY-
Ka», NPUMEHSAJ Mapakachl, KUTANCKHE Ta-
penouku, O0aHIKO, CUTAp, MaHIOJIUHY, Bap-
ra"; ¢ MOMOIIbI0 HEOOBIYHBIX TEMOPOBBIX
CBOMCTB MHCTPYMEHTOB, UX COYETAHHUM, HC-
NOJTHUTENIbCKUX MPUEMaMOB, CO3AaBaJICS He-
MOBTOPUMBIN 3BYKOBOWM MHpP (CM. 0 HEM: [6,
c. 436]). B TBOpuEeCTBE POCCUICKUX aBTOPOB

MBI HaXOJMM MHOXKECTBO MPUMEPOB JTAHHOU
TEH/ICHIIUU: TapTapykH, kabacel (KyOHMHCKHE
yIapHbIE HHCTPYMEHTHI), cojio MapumbadoHna
UCIOJB3YI0TCSA B IMKIie «Ilnaum» s conpa-
HO, yaapHbeIXx U (oprenmano . [leHucoBa;
KOBOEJT (KOPOBBU KOJIOKOJIBYMKU — UHCTPY-
MEHT JIATUHOAMEPUKAHCKOTO TIPOUCXOXKIE-
HUS1) ¥ TOM-TOMBI 3By4aT B «KapMeH-crouTey
P. llenpuna.

Takasg TeHAECHIMS 3aKOHOMEPHO MpHUBEsa
K TOMY, YTO TEMOpPOBBII CHHTE3 aKaJeMuye-
CKHX W HapOAHBIX MHCTPYMEHTOB I0CITYKUJII
HMITYJIbCOM K OTPaXKCHHIO B MY3bIKE HE IPO-
CTO WJEU Nepeauyd HallMOHAJbHOW KpacKH,
HO NEPEOCMBICIICHUIO HAllMOHAJIBHOI'O Haya-
J1a, TIPUBEIIIET0 K BOCCO3AAHUIO B MY3bIKE
LIEJIOr0 HapoAHoro jeiicrBa. B uactHOCTH,
B «baiike» CTpaBHHCKOIO B CAaMOM Ha3BaHUU
YK€ OTPaKEHO JEHUCTBO — HAPOJIHBIN FOMOPH-
CTUUECKHUH paccka3, KOTOPbII B BUJIE CLICHOK
OOBITPBIBAJICS. CKOMOpPOXaMHU Ha sipMapKax
C UCTIOJIb30BAaHUEM HAPOAHBIX MHCTPYMEHTOB,
YTO M BOCCO3/1aHO KoMmo3utopoMm. Keimxk
B nbece «Two 3», Gmaromapsi MCHOIB30Ba-
HUIO SIMTOHCKOTO HWHCTpyMeHTa c€ (TyOHOM
OpraH) U MOPCKHMX PAaKOBHH BOCIPOU3BOAMT
B TOYHOCTU PHUTyal BOCTOYHOW MEIUTALIUH,
KOTOPBI, IO MHEHHUIO0 camoro Kelmxa, Tak
BaXEH COBPEMEHHOMY YEJIOBEKY B YCIIOBHSX
ypOanuzanuu. braronapsi ®eHCKOMY BOKaly
U yIapHbeIM MHCTpyMeHTaMm B «llmagax» [le-
HUCOBa 0000IIAIOTCS TPaJAWIIMOHHBIC TUIAUYU
pPa3IUYHBIX HApOMOB (TPUYETHI, JAMEHTO,
3apray W JIpyrue), TO ecTb, Onarogaps TeM-
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OpaM Bocco3aércss HapoaHoe aeicTBo. Pac-
IIMPUB TAPTUU YIAPHBIX HHCTPYMEHTOB,
Hlenpun ycunupaeT 3pPEeKTHOCTh TAHIIEB B
«KapMmeH-crouTey», 4To CrocoOCTBYeT mepe-
Jlaye TaHla B HApOJHON MaHepe (C KacTaHbe-
TaMH, ylapaMH HOT U TaK J1ajee).

OcTaHoBMMCS Ha 3TOM BoIpoce Ooiee
noapoOHO, BbIIENUB Oaner «Tpeyroiakay
(«El sombrero de tres picos») kpymHeiiiero
komnozutopa XX Beka Manyans ne ®anbu,
HanucaHHbld UM B 1919 roxy. Ha npumepe
UHTPOOYKIMU K OasieTy, B KOTOpoil Habmo-
JTAeTCsl HEMAJIO HOBAaTOPCKUX PEIlEeHUH, pac-
CMOTPHUM BOCCO3/1aHNE HAPOJHOIO UCIIaHCKO-
ro jeiicTBa MyTéM TeMOpPOBOW OpraHU3aluu
MY3bIKaJIbHOI'O HOMEpA.

W3 Tpéx BeaylIMX KOMIIO3UTOPOB MCIAH-
ckoro Bo3poxnenus (ucm. Renacimiento) Ma-
Hy?J1b e Panbs (1878—1946) — aBTOp Takux
11€€BPOB, KaKk «CeMb MCIAHCKUX HApOIHBIX
necen» (1914), 6anetsl «JIF0O0OBB-BOMITICOHN-
a» (1915) u «Tpeyromnka» (1919), cumdonu-
YeCcKHe BIEYATICHUS U1 (OPTENHUAHO C OpKe-
ctpom «Houn B camax Ucnmaanm» (1906-1919),
— okazajcs camblM MitagmuM. Ero TBopue-
CTBO CYLIECTBEHHO OTIMYAETCsl OT HaClenus
N. Anp6ennca (1860-1909) u 3. I'panagoca
(1867-1916). B nepByto ouepeib, UHBIM MHE-
HHUEM O poJiu (POJIBKIIOpa U €ro NPEeTBOPEHUHU
B aKaJeMHYECKOM My3bIKE, a TaKKe CBS-
3bI0 NPOU3BEACHUI, HANOJHEHHBIX POMAaH-
TUYECKUM MagocoM, € TaKUMH HOBBIMHU
COBPEMEHHBIMH XY/I0)KECTBEHHBIMU Teue-
HUSMM, KaK HMMIPECCHOHU3M, HEOKJIACCH-
nu3M. OOmen3BecTHO, 4TO K (OJBKIOpY
@ainbst obpariancs MOCTOSHHO, MPHUBJIEKas
KaK peruoHajbHble, TaK U OOIIEHCIaHCKHE
(GopMBl HapOAHON MY3bIKH, €€ pa3IMyYHbIE
CTHJICBBIC IIIACTBI M XKaHpbl. M. MaHn3aHo
(uccnenoBarenb My3blkid Danbu) TPUBOAUT
cienyomue ciosa kommnosuropa: «Heobxo-
JTUMO UATH TIyOke B (OonbKIOp, YTOOBI HO-
HATb €r0 UICTUHHYIO IPUPOJY, HO HU B KOEM
clydyae He JeiaTb W3 HEro Kapukarypy»

(. mo: [9, p. 3]).

IIpyHuMast BO BHHMaHUE YPOKH CBOETO
neparora @. Ileapens, KOTOpBIM pacKpbul
mepel MOJIOIBIM MY3BIKAHTOM HEOOBSTHBIC
IIPOCTOPBI UCITAHCKOTO UCKYCCTBA, KOMIIO3H-
TOP BCEr/a CJIe10Bajl CRBOEMY IJIABHOMY KpPEA0
— HE IMUTHPOBATH (DOIBKIIOP, HO BOILIOMIATH
€ro B JOCTaTOYHO rryOokoii mepe. Kommoszu-
1us Beeraa Oblia JiyIsl Mas3CTpO CTPOTHM, TIPO-
TyMaHHBIM 70 MeJIpYallnX AeTaneil mpo-
neccoM. OH MOTYUHSIICS YCTaHOBIEHHBIM UM
CaMUM K€ CTPOXKaWIIMM TpeOOBaHUSIM — BCE
HaxoOAWIOCh B TOJHOM COOTBETCTBUHU C 3a-
MBICJIOM, JOBOAMBIIMMCS B BOIUIOILEHUU IO
MOJIHOTO coBepiieHcTBa. Panbs ObUT moce-
JIOBaTeJIeH B IMOJYMHEHUM YCTAHOBJICHHBIM
JUIs ce0s MpUHLIMIIAM, HallpuMep, rapMOHU-
YECKOT'0 MOCTPOEHHUS HA OCHOBE HaTypajbHO-
ro 3BYKOpsiZia, O BEPHOCTH KOTOPOMY HE pa3
roBopus B Oecenax. OJHOBPEMEHHO OH TO-
CTOSIHHO pacuIupsl cpepbl MOUCKOB, OCBaH-
Bas BCE HOBBIE oOnacTu. TeMOp He siBiseTCS
UCKJIIOYEHHUEM: K OPKECTPOBKE CBOMX CUM(O-
HUYECKUX mOpousBeneHud Danbsi MOAXOIUI
¢ OOJBIION OTBETCTBEHHOCTHIO, CTAPAsCh 1O
MaKCUMyMy Iepeaarh JyX BPEMEHU U UCIaH-
CKHI TEMIIEPAMEHT.

Hcropus IlupeHenckoro momayocTposa
(ucnanckoilt yactu) copmupoBasia ero Kak
CTpaHy, KOTOPYIO MOXHO CMEJIO Ha3BaThb Me-
CTOM TIE€pecedeHus IByX KyJAbTyp — 3anaja u
Bocroka. C ogHOM CTOPOHBI, THICAYEIETHSS
KyJbTypa MOEpUNCKOM U KEIBTCKOW IMBU-
JU3ali, 3aTeM PUMCKasl 31oXa M, Kak clei-
CTBUE, MHOTOBEKOBOI MEPHOA KaTOJIMYECKO-
ro xpuctuancrBa. C Apyroil — JUIMTENIbHBIN
nepuon apadckoro ruéra (718-1442), obpa-
3oBanne KopmoBckoro xammdara, rocymap-
cTBa Anb-AHJany3, CMEUIEHUE KYJbTYp Ce-
MUTCKHX HapojoB, 6epOepoB C BECTTOTCKOM
U noepuiickoii TpaguisamMu. Beé aTo mopoau-
JIO0 TaKoe SIBJICHUE, KaK (DJIaMEeHKO — HeuTo, 3a-
XBaThIBAKOLIEE CepAlla, JyLIIU MHOTUX JIFOJEH
U 110 ceil aeHb. VIMeHHo BO (prrameHKo TeMOp
CBITpAJl PEHIAIONIYI0 POJIb JJIi 00pa30BaHUS
HallMOHAJILHOTO ~ aHJAJIY3CKOIO  KOJIOPHTA.
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IIpn cranmaptHOM HabOpe HMHCTPYMEHTOB
(rutapa wuCHONB30BajaCh MHOTHMH Hapo-
namu EBpombI, pOICTBEHHBIE KAacTaHBETAM
WM, TIO KpaiiHe Mepe, CXOXKHUE Mo PyHKIUIM
Y 3BYyYaHHUIO WHCTPYMEHTHI TAKXe BCTpeda-
JIMCh), 3BY9aHHUH TOJI0CA, PACTIPOCTPAHEHHO-
r'o MOBCEMECTHO Y BCeX Hapo10B, Ha FOre Hc-
TaHUM CIIOXKUJICS 0COOBIM CcTUIL. BocTouHas
MeJIoANKa ¢ OOMINEM METU3MaTHKH, MUKPO-
TOHOB, JIOJITUE 3aIle€Bbl, KAHTE XOH/0 U JIaXKe
pacrieB COTIACHBIX KaK 0COOBIM MPUEM BOKa-
Ja — 3TO JIMUIb HEKOTOPbIE YEPTHI FOHKHO-HC-
MAHCKOTO CTHJIA.

Oco0OeHHO MIMPOKO M MHOTOTPAHHO MY-
3BIKAHT, TOCPEICTBOM TEMOPOBOIl cCdepHl,
NpeJIOMUJT HApOAHYI0 MYy3bIKy Kactunuu u
Anpanycun. Otmerum, uro Danbi — oguH
W3 TIEPBBIX HMCIAHCKUX KOMIO3UTOPOB, KO-
TOPBIN LIETMKOM U TMOJHOCTBIO MPETBOPHUI B
CBOEM TBOPUECTBE CAMOOBITHYIO TPAJIUIIHIO
¢namenko. Kak et E. [TnHuykoB B cTatse
«AHAaNyCcCKU Jan», «KOMIIO3UTOPHI IPO-
LIJIOTO, COYMHSBIIME MbEChl B “UCHAHCKOM
CTHIIE”, JONTO€ BpeMsi OBUTH HEBOCIIPHHIM-
YUBBl K COOCTBEHHO TapMOHHMYECKHUM OCO-
OEHHOCTSIM TUTapHOM Urpsl. M3 AByX ero oc-
HOBHBIX KOMIIOHEHTOB — PHUTMO(aKTypHOTO
U TapMOHHYECKOTO, OHH OOBIYHO BOCIIPOM3-
BOIWJIM mepBbIii (3a uckmouenuem J. Ckap-
narti)» [4, c. 30]. [logo6HOTO poma BOILIO-
HICHUN MBI HE BCTpeyaeM HHU y AJbOeHuca,
Hu y I'panagoca, OONbIIyI0 YacTh HACIEAUS
KOTOPBIX COCTaBIISIIOT KaMEpHbIE MPOU3BE-
nenus. Oo6pamiasich K xaHpy Oanera, Daybs
W3HAYaJIbHO MOHUMAJI TIPSIMYIO CBSI3b TAHIIA U
MY3bIKM Kak BO (IaMEHKO, TaKk M B Oanere,
YTO CHOCOOCTBOBAJIO MOJIHOKPOBHOMY OTpa-
YKEHUIO HAIIMOHAJIBHOTO CBOEOOpa3usi.

B mepByto ouepenp, oOpamaeTr Ha cebs
BHUMAaHHUE TApTHUs KaCTaHBET, MPOMHUCaHHAas
KOMIIO3UTOPOM B Oasiere (TakThl 12-25 u na-
jee). 31ech Mbl BUAUM PUTM, OTIMYHBIA OT
JIPYTUX MPOU3BEACHUN aBTOPOB HEUCIIAHCKO-
o0 MPOUCXOXKICHUS, KOTOPblE B OCHOBHOM
TPAKTOBAJIM KaCTaHbETHI, KaK, C OTHOU CTOPO-

HBbI, HEKYIO KPackKy, C Ipyrol — HHCTPYMEHT,
3aJIal0lui pUTMUYECKyI0 mynbcanuio («Hc-
MaHCKUi TaHery u3 Oanmera «lllenkyHdmk
I1. YatikoBckoro, «Aparonckas xota» u «Houb
B Manpune» M. I'munku, «Mcnanckoe kar-
puuuno» H. Pumckoro-Kopcakosa). B nannom
e cllydae — 3TO TPEMOJIO, 3aJJaI0LIEE CKOpee
HE MYJIbC BCE MY3bIKU, @ (POHOBBII KOJIOPHT.
Bonee Toro, mapTuro KacTaHbET HCIOIHSIOT
TaHLOPBHI, KaK 3TO ObLIO IPUHSTO B HAPOIHOM
WCIIOJIHEHUU My3blku AHnanycuu u Kactu-
uu (mpumep Nel).

M. ne damnp4.
WnaTponyxius x 6anety
«Tpeyromnkay, mapTHsi KACTAHBET

[Ipumep Ne 1

CrnenoBarenbHO, B MHTPOIYKIIUH K OaneTy
KaCTaHbEThl TPAKTYIOTCSI KOMIIO3UTOPOM, KakK
WCIAHCKasl KpackKa, MOJHOLEHHBIA aTrpulyT
aH/IATy3CKUX TAHIEB, TEM CAMBIM MOTYEPKH-
Bas BAXKHYIO JIOJIIO MPOSIBICHUS HApOIHOTO
Hauaja B JIaHHOM 3MH30/I€ HE TOJBKO B MYy-
3bIKe, HO elé U B xopeorpaduu. He numnum
OyleT ymoOMSHYTh, YTO OPKECTP BO BpeMms
WCIIOTHEHUSI  BBIIICTIPUBEAEHHONW MapTHH,
MOJTYUT. B TeMOpOBOM OTHONICHHWH B TaKTax
12-25 HanmoHaIbHBIE TEMOPBI TPEBATUPYIOT
HaJ aKaJIeMUYECKUMH.

Crnenyronieil HeMaJlOBaXXHOM KpacKoH sB-
JSETCS KEHCKUM ToJIoC — MELL0-COIPAHO.
[ToueMy e KOMIIO3UTOP MPEANOYEN €ro Co-
npano? Ha Ham B3I, Ha Takoe pelicHHUe
B TEMOpOBOW OpraHu3alu JaHHOIO HOMe-
pa, danpi0 HATONKHY CTUJIb TPATUIIMOHHO-
T'0 MCIIAHCKOTO TIEHUs — Kaume xoHoo (cante
jondo — ¢ ucm. «mTy0oKoe TMEeHue»), A KO-
TOPOTO XapaKTePHO HAJAPHIBHOE MCIOJHEHHE
Ha CBSI3KaxX, 0COOCHHO B BEPXHEM PETUCTPE, U
IUTAaBHBIA CITYCK B HY)KHMM, TJ€ MPOUCXOAUT
KaJeHIUs MouTH Kaxaou ¢paszel. To ects,
roJI0C, HaYMHas C KyJbMHUHAIINHU, BEPXHETO
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3a1eBa, MJIaBHO CITyCKAeTCsl 10 HUKHEN TOUKH,
Yaiie BCEro B IMana3oHe KBUHTHI UM OKTaBbI
C HCIOJIb30BAaHUEM aHJATYCCKOM raMMbl WU
¢purwmiickoro nana. B Takom nuamna3one nepe-
JaTh HaNPsHKEHHOCTh KaHTE XOHI0 CIIOCOOEH
TOJIBKO TOJIOC Menno-comnpano. He ciywyaiiHo
K. buze B onepe «Kapmen» napTuto iaBHOM
TEPOMHHU TAKXKE MOPYUYAET HITOMY TOJIOCY.
ITepBas cTpoda moBTOpsieTcs nBa pasa, 3a-
TE€M B HEOOJIBLIOM JUana3oHe MPOXOAMT pe-
yuTaIys, dnurpad ko Bcemy Oanery:

OHo uzaéT ¢ He3anaMATHBIX MJIEMEH, TIEpece-
Kasg MOTUJIbHUKU BEKOB U JIUCTOMAJbI Oypb.
Nnér or mepBoro miaga ¥ IEpPBOrO IOLE-
nyst» (1T, mo: [3, c. 11]). H. P. ManuHoBckas
B MPEAMCIOBUM K KHUI'€ OTMEYAET CIEAYIO-
mee: «Menoausa KaHTe XOHI0 YCTOWYNBA, HO
IIECHsSI HUKOIZIA HE IOBTOPSIETCSA U, CKOJIBKO
Obl He Mejach, Helb3sl ucuepnarb €€ yXoB-
HBII TMOATEKCT. DTU KOPOTKUE — TPEX-, ye-
TBIPEXCTPOYHBIE NECHU — OJHA W3 BEPILIMH
WCIIAHCKOW T033UM, HO BCE XK€ IMOIJIUHHASA,

IyOMHHAs TOA3WsI KaHTE XOHJIO

TekeT BokaJIa M3 HHTPOAYKIUH
HA HCMAHCKOM

IlepeBon Ha pycckuii sI3bIK

JKUBET B MEIOAUYECCKOM HUMIIPO-
BH3aTOPCTBE N HEOTACIIUMA OT UC-

Casadita, casadita!
Cierra con tranca la puerta!

KacanuTa, kacajaura
(OykB. x03s110111KA) !
3arpu mocuiabHee JBEPh!

MIOJIHEHUS» [TaM Xke, c. 12].
JleticTBUTENIBHO, 001a1as1 CBO-

El aunque el diablo este dormido

A lo mejor se despierta! |
MHHYTY!

XOTb ABSBOJ MOXET OBITh U CIIHT,
OH MOXET NMPOCHYTCS B JTIOOYIO

UMU ONpeAeNEHHBIME  (opMamMu
Y Pa3HOBUIHOCTAMH, CTPYKTypa
KaHTE€ XOHJO YCTOMYMBA, UMEET

Takum ocTpoymMHBIM oOpazom Danbs
NOMUYEPKMUBAECT KYJIbMUHALIMOHHYIO U OAHY
U3 CaMbIX KOMUYHBIX ClIeH Oayiera (B JIOM
K MEIBHHUKY BXOAHUT KOPPEXHUAOP, KOTOPHIHA
XOUeT COOJa3HUTH €ro JKEHY, pa3/ieBaeTcs U
JIO)KUTCS Ha KPOBaTh, I7I€ €ro MOTOM U 3acTa-
HET X035uH noma) (mpumep Ne 2).

OO0 >TOM MIEHUHU — OTHOTOIIOCHOM, BOCTOY-
HOTO CKJIa/1a, C OT3BYKaMH apaOCKoii U coxpa-
HEHHOM IbITaHAMH WHJIUKWCKON MEJIOAHMKHU,
BEJIMKWW ucnanckuil nodt dexnepuko ['apcus
Jlopka, BtOONEHHBIN B aHIAyCCKYIO MY3bl-
Ky, ucai: «OHo mouctrHe riry0oKoe, TiryOxe
Bcex Oe37H M MOopeil, HAMHOTO TITyOXe cepl-
1a, B KOTOPOM CETOJHs 3BYYMT, M TOJIOCA,
B KOTOPOM BOCKPECAET, — OHO IMOYTH OS30HHO.

IIpumep Ne 2

Hurponyknus k 0anety « Tpeyronkay,
mapTus BoKaa

y€THOE KOJIMYECTBO (hpa3, a Tak-
K€ HECKOJIBKO pa3 TMOBTOPSIIOIIMECS KaJeH-
IIMU B caMOM KoHIIe Kymiera. Kak yxe Ob110
CKa3aHO BBIIIE, TOJIOC, HAYMHAS C KYJIbMH-
HaIlMW, BEPXHETO 3areBa, TUIABHO CITyCKaeT-
Csl 10 HUXKHEHN TOYKM (B JMaIra30HE OKTaBBlI,
JEIUMbI, AYOJCIMMbI) C HCIIOIb30BAHUEM
aHJATyCCKOM TamMMmbl  (a-b-c-cis-d-e-f-g-a)
wi  (purmiickoro smana (a-b-c-d-e-f-g-a).
bonpmas yacTh MCHAHCKON MY3bIKM HOCHUT
MOJIaJIbHBIA XapakTep, TMOATOMY 3a IIeH-
TpPaJIbHBIM 3BYK Yallle BCEr0 MPUHUMAETCS
3BYK d WIH €. ITO CBSI3aHO C HACTPOUKOM I11e-
CTUCTPYHHOU MCIIAHCKOW TUTAPBL.
PaccmorpuM Oosee cxkaro BOKaJIbHYIO
napTui0 B uHTpoaykuuu. Kakum xe oOpa-
30M 3/1€Ch TIPOSIBIISIOTCS Y€PTHI KAHTE XOHI0?
B crpykrypHoMm otHOmeHun «Ka-
canural» COCTOUT U3 YETBIPEX
npemioxkennii: 12 (4 mocnemHux
TaKTa TMpOTsHKEHHAS HOTa gis)
+ 8 + 8 + 12 (4 mocienHUX Tak-
Ta MpOTSHKEHHAs HoTa gis). u-

dia- bloes- t¢ dor - mi

Z intenso, ma poco meno f
—

= = ——c-Co=

— Que aunquecldia- blo es- & dor - - de

ama3oH NIEPBOIO PaBEH OKTABE,
BTOPOIO — OKTaBE, TPEThETO —
KBHUHTE, U YETBEPTOrO — TEPLUU.
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[lepBoe mpennoxeHne HaAYUMHAETCS C 3aleBa,
TJIABHO CITYCKAsICh C fis BTOPOU OKTaBBI 10 Zis
nepBoii. Bropoe npennokeHue aHaIOTrHnYHO
OCTaJIbHBIM, MEHSIETCS JIMILIb JUana3oH Me-
aoauu. Tpuosb U 4eTBEPTh B KaJICHLHUAX 3a-
MEHEHBI Ha JIBE€ IIECTHAIIATHIX M YETBEPTh.
Ucxons w3 31010, Mbl BUJUM, YTO MOMHUMO
TEMOpPOBOI1 OpraHU3alMK U MIPETBOPEHUS Ha-
[IMOHAJIEHOTO KOJIOPHUTA, B JAHHOM SITH3071€C
UHTpOAYKUIUU (TakThl 12-55) kommo3uTop
coOMIOaeT MPAKTUYECKU BCE MTPU3HAKHU KaH-
pa KaHTe XOH0, KaK 3TO MPHUHSITO B aHIaITy3-
ckoM (onbkiope: GopMy, pa3BUTHE MBICIH,
MEJIOANKY 3BYKOpsina, peructp. OnHako, siB-
JS5ICh  PO(ECCHOHATBHBIM  KOMITO3HUTOPOM,
B CTPYKTYpPHOM OTHOLIEHUH Danbsi MOIIH-
HsaeT Gopmy Oosee CTPOrUM KIACCUYECKUM
npaBuiaM (12 + 8, a 3arem creayeT ux mpe-
oOpazoBanue B 8§ + 12). Bo3Hukaer Hekas
«urpa GopM MpeIoKEeHHID, KOTOPYIO MOYKHO
Ha3BaTh 3€PKaTbHO-TPAHCIAIIMOHHON CHMMe-
Tpueit (tepmud b. Kapakysnosa), mpu kotopoi
MIPOUCXOIUT MPEoOpa3oBaHUE BTOPOM YaCTH
13 TIEPBOH 32 CUET X 3ePKATHHOTO OTPAKCHHS
[1,c. 12].

Takum 00pa3oMm, BBOJ B MApTUTYPY KEH-
CKOTO BOKaJsa ¢ ucrnonHeHneM necHu «Kaca-
JUTa» U MOIYMHEHUEM MHOTUM 3aKOHaM CTH-
JIsl KAHTE XOHJI0 — BTOPOU MpUMeEp TEMOPOBOM
IpaMaTyprum Oayieta, e SiPKO MPOSIBISIECTCS
HapoaHoe Haudano. OJHakKo, Tak Kak 3TO BCE
e He mpodeccHoHaIbHOE KaHTEe-XOHIIO,
a JIUIIb €T0 MIPETBOPEHHUE Yepe3 TeMOp akaze-
MHUYECKOIO rojoca MEII0-COMPaHO, MOMKHO
CKa3arh, YTO B JJAHHOM KOHKPETHOM Cllydae
JI071S1 HAPOJHOTO M aKaJEeMHUYECKOTO SIBIISIOT-
Cs1 B3aUMOIONIOTHSIOIIUME, 000TalaroIUMU
IpyT JIpyra, a Takke MPUIAIOUIMMHU MY3bIKE
HEMOBTOPHUMBIN KOJIOPUT AHJIATYCHU.

Bonbiryto pons B TeMOpoBOM Apamaryp-
MM UHTPONYKIMU K Oanery «Tpeyromkay
UTPAlOT BBIKpUKK TaHIopoB «Ole!», 3By-
Jamge Tocie KaxIodh ¢(pa3sl BOKalIHMCTa
B «Kacagute». OHU MOAUYEPKUBAIOT HAPOJI-
HOE Ha4aJo, AOTOJIHAS TEBIA, MOAICPKUBAS

ero. B Tpaaunuu ¢pramMeHko BRIKPUKH U3 TOJI-
nbl Hanonooue «QOle!», «Que bien!», «Que
caliente!», «Pasa, pasa!» cayxar cBoeoOpas-
HOW peduiekcuel  ciymarenei-3purenci,
HanpaBJIEHHOW Ha WCIOJHUTENS, MOAAep-
KUBAIOIICH €ro, MOMOTAIOIICH eMy TIIyOxe
PacKpbITh SMOLIMOHANIbHOE cocTosiHuE. « Oley
— B ATOM MEXJIOMETHH 3BYYHUT O100peHue
U TIpU3BIB K emé OoblIel HaropUCTOCTH;
OOBIYHO MMEHHO ATHM BBIKPHKOM 3aKaHUU-
BatoTcs HapoHble TaHbl FOxHoM Mcnanumu.
«Oley sBnsieTcs 00s3aTeNBHBIM AIIEMEHTOM
aHJaTyCCKOro TaHla. B sToM HemanoBax-
HOM IITPUXE TAKXKE MPOSBISETCS BIHUSHHUE
Bocrtoka. [logoOHBIE BBIKPUKH CO CXOKHM
Ha3HAUYEHHEM M CMBICJIOM MOXKHO HaWTH
y mHorux Hapoaos KaBkasza u LlenTpanbHOi
Azun. Cxopee BCero, 3TOT 00bI9ail BOCXOAHT
K JPEBHUM OOILUM KYJIBTYPHBIM KOPHSIM.

JlaHHBIN TpUEM TaKKe CleyeT paccma-
TpUBaTh KaK HEKYI0 TEeMOpPOBYIO KpacKy
B TPOSIBIICHUU HAIlMOHAIBHOTO Havana. bo-
Jee Toro, OGrmarojaps 3TUM BBIKpUKaM (OHHU
3By4aT JIBa pa3a B HOMEpE, KaXIbli pa3
YEeTBIPEXKPATHO), MOXHO JlaXXe TOBOPUTH
0 ToM, uT0 Danbs CTpeMIICS BOCCO3/1aTh Ha
cueHe aeicTBue (prameHko Tabrao — <«OKH-
BOTo» (hIaMeHKO BO BceX TPEX ero gopmax:
cante (nieaue), baile (tanen), toque (My3bI-
Ka). Y KOMIIO3UTOpa 3TO — UHCTPYMEHTAJIb-
HO€ BCTYIUICHUE, KACTaHBETHI, 3aIeBAIOIINI
BOKaJl C KyJbMUHALIMOHHON 30HBI, BEIKPUKH
«Ole!», mpogomKkeHne BOKajia, CHOBA BBIKPH-
ku «Ole!» 1 3aBepuaronii HHCTPYMEHTAb-
HbI npourpsii (mpumep Ne 3).

M. ne @anbs.
WnuTponykmus k Oanery
«Tpeyromnxkay, BeIkpukd «Ole!»

[Tpumep Ne 3

Voix r—F

Mains : I 3 I T
trappies [P+ JP & 1P & &P &+
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OpHako He CTOUT 3a0bIBaTh, YTO (JIAMEHKO
— 3TO HE TOJBKO MIECHU W WHCTPYMEHTAIbHAS
My3bIKa, HO ¥ TaHUpbl. [I. [Iuayrun ga€r cie-
nytoniee onpeneneHue dramenko: «DrameH-
Ko — o0miee 0003HaYEHUE FOKHO-UCTIAHCKOU
(aHgaITyCHIICKON) HAPOJHON MY3BIKH — IIECHU
(cante) u Tanua (baile)» [5, cr0. 843]. Tanery
BO (pJIlaMEHKO, 3a4acTyl0, €CTh IOJHOIICHHOE
JIOTIOJTHEHHE K CTIETOMY, CHITPAaHHOMY, OH — OC-
HOBHOM HCTOYHHK PACKPBITHS BHYTPEHHETO
AMOIMOHAIBHOTO COCTOSIHUSA. OTMETUM, YTO
cam Danbst 1 xopeorpad-mocTaHOBIHK « Tpe-
yronku» Jleonu MsicuH u3Ha4aabHO CTaBUIIN
3a/1a4y — co37aTh OaJieT HOBOTO THUIIA, KUCTIaH-
ckuit 6aner». ccnenoBarens TBopuecTBa M-
cuna E. Cypurl ormeuvaer cienyromiee: «Pa-
0oTa HaJl WCIIAHCKUMH TaHIIAMH OKa3aJlaCh
BXHCHMILIMM DTallOM B TBOpYeCTBE MscuHa.
OH ¥ BMIOCJIEICTBAM K HUM HE pa3 oOpariaics,
HanpuMmep, B “Mcnanckom karnpuuyuno” B 1939
rony. Ho Baxxnee apyroe. CoznaBas “Tpey-
rosiky”’, MsICHH OKOHYareabHO yOenuscs, 4yTo
MOYKHO CTPOWTH OAJICTHBIN CHEKTaKIbh Ha OC-
HOBE TeaTpaIbHBIX MPUEMOB U XOpeorpaduye-
CKOTO $I3bIKa, OTJIMYHBIX OT PaHee MPUHATHIX
B Oasiere. I B nmanpHEWIIEM MHOXECTBO €r0O
MIOCTaHOBOK OyIyT OCHOBAHBI HAa 3TOM TPHH-
ey [8, ¢. 67]. Xopeorpad xoren nepeHecTH
BCE BaHEWImMe TpuéMbl TaHIa (GramMeHKo
B KJlaccuyeckuii Oaer. M, KoHEeYHO JKe, BCe-
BO3MOXKHO TOAYEPKHYTHIE AKIIEHTHI, YIapbl
HOTaMU, TTIOPHIBUCTHIE XJIONKHU JIAJOHSIMU — BCE
ATO BO BPEMS UCTIOIHEHUS CO3AET 3ByKH, KO-
TOpBIE HEJIb3s1 HE paccMaTpUBaTh Kak MpPETBO-
peHuE HallMOHAIBHOTO TEMOPOBOTO KOJIOPHUTA.
BBenénnapie momoOHBIM 00pa3oM 3IIEMEHTHI
TaHIIa — ATO CaMbIi MPSIMOM OPUEHTUP

WNupiMu crioBaMu, HE SBISISICH UICTUHHBIM (J1a-
MeHKo (0e3 ruTapsl, TaHIa B IuaThe bata de
cola v TpagMIIMOHHOTO TOJIOCA cante-jondo),
®daJbsi BCEMHU CYIIECTBYIOIIUMHU €TI0 CHMBOJIA-
MU UMHTHPYET Tabaao B CBOEM OaleTe, Makx-
CUMAaJIbHO TIPHOIMXKasi €r0 K TPaJAUIIMOHHON
¢dopme. CaM KOMITO3UTOP ATO MPEKPACHO TI0-
HUMAJI, ¥ TIO3TOMY JIa)K€ B HEKOTOPBIX MECTax
MapTUTYPbl OH YETKO MPOIMUCHIBACT YIAaphI
XJIOMKaMH y TaHIIOPOB YKa3bIBasi B MapTUTYpeE
UHTpOAYKIMH — «Mains frappées» (dp. — xio-
T1aTh B JIAJOMIN).

Haxonen, mnociegunii HeMaJIOBa)KHBIM
(dakt. 3 Bcex 82 TakTOB MHTPOMYKIIUU Op-
KECTp MPECTaBIICH IBYMs chepaMu: yIapHOM
(JIuTaBpHI as, €s), U MEAHO-TYXOBOM (TPOMOOH
U BaJTOPHBI), YTO COCTABISIET TPH pa3HbIC
TeMOpoBbIe Kpacku. Ha3oBéM WX YCIOBHO
aKaJIeMUYeCKIMH KpackaMu CUM(POHUIECKOTO
opkecTpa. OnHaKo, Ha Halll B3IJIsi, MOI00HOE
TeMOpoBoe perieane Dabi KOHBEPTEHTHO
TPaIUIIMKA HMCIIAHCKOTO (DOJIBKIIOpa, B YacT-
HOCTH, KATaJIOHCKOTO TPEXJIOIBHOTO TaHIa
capiaHa, MCIOTHIEMOTO 0] aKKOMITAHEMEHT
yIApHBIX W JYXOBBIX WHCTPYMEHTOB, Kak W
B Hauasie MHTpoAyKiuu. B xopeorpaduyeckom
BOIUIOIIEHNH MSICUH NOAYEPKUBAET 3Ty UJICHO
CO CXOXKMMH C capJaHOW JBIKeHUsIMU. Bcé
3TO MO3BOJISIET TOBOPHUTD, YTO JI0 Havasia rpe;i-
crasieHus Tadnao aabs Bocco3maér AelicTBO
capranbl. TakuMm 00pa3oM, SIBISISICH HEKHM
BCTYIUICHHEM M MOCTIIONUEN B HHTPOAYKLIUH,
TpaHchopMupoBaHHas capaaHa, 00pamIIsis Ta-
0ma0 (raMeHKo, YCHJIMBaeT OOIIEHUCIIaHCKOE
HAyaJl0 ¥ HALMOHAJIBHOE €JUHCTBO MY3BIKH
WHTPOIYKITHH:

JUIS 3pUTENIsl Ha BOCCO3aHne (pi1aMeHKo
BHE ero TpaauimonHoi ¢popmsl. C. Ma-

TOH OTMCHACT, YTO CYHICCTBYIOT HCKUC

0a30BbI€ 2JIEMEHTHI kaHpa (HIaMEeHKO,
«KOTOpBIE CIIOCOOHBI BBICTYIATh B POJIN

CHUMBOJIa CBOCTO KaHpa 1 obOecrieuynBaTh

JKA3HECIIOCOOHOCTH CMBICIIOB JIAXKE BHE

CBOEr0 MCKOHHOTO apeaina» [2, c. 94].

Kos-Bo TakTOB,
Omnopa Ha capaany | Onopa Ha ¢guiaMeHKo
3aHUMAaeMbIX
(KaraJyionus) (Anpanycus)
B MHTPOAYKIUHU
JluTaBpsl KaCTaHbETHI 47/31
TpomboH BBIKpHKH «Ole!» 38/13
BanrtopHsr XJIOTIKH PYK 20/13
roj0c MeULO0-COIPaHo 39
- yIapsl HOD 13
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IIpoTssKEHHOCTh  3BYy4YaHUsI  aKaJEeMH-
YECKMX MHCTPYMEHTOB B HWHTPOIYKIHH
B CyMMe€ IO mapTusM 3aHuMaeT 144 Ttakra
(47 TakTOB MO MapTUTYypE), a TEMOPOB, OT-
BEUAIOLIMX 332 HalMOHaJIbHOE Hadayno — 109
(35 TakToB). B ImpOIIEHTHOM COOTHOIIEHUU
nupel npeodpaszoBeiBatoTca B 56 % (mep-
BbI cTosOen)) u 44% (BTOpoi crosberr).
OpnHako Takoe cpaBHEHHE TeMOpPOBOI opra-
HU3allMU MOKa3bIBaeT JUIIb (OPMY MOCTPO-
€HHUs caMOT0 HOMEpa M ero TeMOpoBoil apa-
MaTypruu, HO HUKaK HE BAXXHOCTh TOHW WIIH
MHO TeMOpPOBOi1 cpepbl paccMaTpruBaeMoro
HaMu 0aJE€THOTO HOMEpA.

Taxum 006pazom, 3aBepIrasi pacCMOTPEHUE
UHTpoayKuMHU K O6anery «Tpeyronka» ne Pa-
JIbU, MBI IPUXO/IUM K CIIEIYIOLIUM BBIBOJAM:

1. Inss  Bocco3maHwsi  HAIMOHAJIBHOTO
NeiicTBa, KOMIIO3UTOP BBOAUT B MApPTUTYPY
OasieTa KacTaHbETHI, MOpyYas UX TAHIIOPAM,
YCHUIIMBas BaXHOCTh TPAJAUIIMOHHOTO Hadajga
HE TOJIBKO B MY3BbIKE, HO U B XOpeorpaduu;

2. Bocnpou3Bos Ha CIIEHE MOJHOLEHHOE
mpencTaBieHue (GpraMeHKo, MadCTPO JIOMOJI-
HSI€T TaHLbl BOKAJIBHBIM COMNPOBOXKICHHUEM,
KOTOpOE IO BCEM MapaMeTpaM OTBEYAET Tpa-
TUITMN CTAPUHHOTO HAPOTHOTO TICHHUS KaHTE
XOH/I0 — HAJPBIBHOCTh MaHEPHI UCIIOJHEHUS,
IJIABHBIM CITYCK B HW)KHUI PETHCTP C BEpX-
HEW HAYaJIbHOW KyJIbMHMHAIIUH, WCIOJIBb30Ba-
HHUE aHJATYCCKON raMMbl WM (PPUTHUHCKOTO
Jana; mpu 3ToM oOpamuisieT ¢pas3bl TPaIUIU-
OHHBIMU CTPYKTypaMH, BCIICICTBHE YETO MPO-
CJIE)KMBAETCS MPUHLMIT 3€PKATbHO-TPAHCIIS-

2021, 1

HUMOHHOM cummMmeTpuu. IlompakaHue CTHIIIO
KaHTE XOHJI0 OCYIIECTBIIIETCA 4epe3 TeMOp
aKaJeMHYECKOTO MEII0-COMPAHO, YTO ypaB-
HOBEIIMBAET COOTHOILIEHHUE HAIMOHAJIBHOTO
U aKaJeMHYECKOro Hayaa B TeMOPOBOH jpa-
MaTypruu UHTPOAYKUUHU « Tpeyronkuy;

3. BaxHyro (pyHKIMIO BBITIONHSIOT JKC-
MIPECCUBHBIE BHIKPUKU TaHIOPOB «Ole!/» mo-
CJIe KXo (pas3bl BOKATUCTA, TOAIEPKUABAS
CHEU(PUYHOCTh U HEMTOBTOPUMOCTb HaIMO-
HaJIbHOTO Hayaja MpU BOCCO3JaHUU JEHCTBA
Tallla0 B aKaJIEeMHIECKON MY3bIKE;

4. AKIeHTHl B Xopeorpaduu, ynapsl HOT,
XJIONIKM JIAJIOHSIMM, TNponucaHHble Panbei
B MapTUTYPE, TAKKE ABIISAIOTCS MPOSIBICHUEM
HApOJIHBIX TeMOpPOB M JEHCTBA, TaK KaK OHU
BOCIIPOM3BOJAT TE€ XK€ CaMble 3BYKH, YTO U
TaHIOPHI (JTAMEHKO BO BPEMS CBOMX HCIIOJI-
HEHUM;

5. IIpeTBOpsisi B UHTPOAYKIIMU MY3bIKalb-
HBIE KaHpPbl Pa3IMYHBIX PEruoHoB Mcnanuum
(Karanonus, Anganycus, Kactunus u Myp-
CHSl) U CTPEMSICh K MX OPTaHUYHOMY CHUHTE3Y,
KOMIIO3UTOP TEM CaMbIM BOILJIOIIAET B MY3bI-
K€ MJICI0 HAIMOHAJIBHOIO €JIMHCTBA HCIaH-
CKOT'O HapoAa.

6. [TomHOLIEHHOCTD U KU3HECIIOCOOHOCTh
npousBesieHui danpy, B KOTOPHIX JOCTUTHYT
OpraHWYHBIM CHHTE3 aKaJIEMHYECKOIO 3BY-
YaHUsl OPKECTpa M HAUMOHAJIBHOTO OMbITA,
OTKpBbUIA OOJIbLINE BO3MOXKHOCTH JJIsI KOM-
MIO3UTOPOB MOCJIEAYIOUIUX OKOJICHH, B TOM
YyucIie s IpeICTaBUTENIeH MOIOABIX HAI[UO-
HaJIbHBIX KOMIIO3UTOPCKUX LIKOJ.
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«Ach Golgatha!» Kapeaa l'yiiBaptca
B acreKTe CMHTe3a CeprMaAM3ma, aAeaTOpUKU U MMHMMaAU3Ma

Kapen TD'yiiBaprc — OenbruiicKuii KOMITO3UTOpP, YbE€ TBOPUYECTBO OKa3ajao BIIHMSHHE Ha
3aIaJHOEBPOIEICKYIO CEpHANIbHYIO U 3JIEKTPOHHYIO MYy3bIKYy. KoMmo3uTopckie TeXHUKH, KOTOpbIe
OH TIPUMEHSJI B pa3Hble NMEPHUO/bl BPEMEHH, BCErAa MpeciieoBall MIaBHYIO 1IeJIb — BOIUIOTHTH
unen Abcomtora n CosepiieHcTBa. B 1970-1980-e roasl KOMIIO3UTOpP COCPEAOTOUYMII BHUMaHUE
Ha ajeaTopuke U MUHHMaiIu3Me. K IydimM counHeHusIM 3TUX JIET OTHOCSTCS NATh «JluTanuin»,
HalMCaHHBIX JUIS Pa3HbIX HHCTPYMEHTAJIbHBIX COCTaBOB, U OIEPHBIM MPOEKT «Aguarius»
(«Bomoneii»). B nanHo# crarbe BHUMaHue yuensiercs nmbece «Ach Golgathaly («Ax, Tonrodaly),
KoTOopas Obuta co3mana B 1975 rogy m okaszaiach OJHUM W3 MEPBBIX MUHUMAJIHUCTCKUX OIMBITOB
I'yiiBapTca. @akTHYeCKM BeCh MaTepHall COYMHEHUS OCHOBAaH HA IUTaTe — OJHOTAKTOBOM
compoBoXkieHnn peuntaruBa anbTa «Ach Golgathay u3 «Crpacreit mo Mardero» U. C. baxa,
KOTOpasi ojiBepraercs JeKoHCTpyKuuu. CounHeHue npeqHazHaueHo 11 ap(bl, OpraHa u yaapHbIX,
napTuTypa umeet rpaduueckoe ohopMieHHeE.

Ha ocHoBe neranbHOro aHajian3a MY3bIKJIBHOTO MarepHalia, €ro BBICOTHOW, PUTMHUYECKOM,
PErucTpoBoi, TEMOPOBON CTPYKTYphI, aBTOpP MPHUXOAUT K BBHIBOJAM O TOM, YTO B JIaHHOH Ibece
OpraHMYHO CHHTE3UpPOBAJINCh MapaMeTpuueckoe MbinuieHue [yiiBaprca, xapakTrepHoe JUIs
CEepUaJIbHOTO MEPHO/a €ro TBOPUYECTBA M OTIMYAIOIIEeCs aHAIMUTUYECKUM IMOIXOOM, M HOBBIE
TEH/ICHIIUHU, CBSI3aHHBIE C aJIEaTOPUKON M MUHUMAIU3MOM, KOTOPbIE OIpeeInii BapuadenbHy0
MIPUPOJLY MY3bIKaJIbHOIO TEKCTa U KOMMEHTUPYIOLIUI TUIT MBIILIJICHHS.

KiroueBnie cnoBa: my3sika XX Beka, Kapen IyiiBaprc, «Ach Golgathal!», cepuammsm,
ajearopuka, MUHIMAIIN3M, PETIETUTUBHAS TCXHUKA.

Jna yumuposanus / For citation: TutoBa A. B. «Ach Golgatha!» Kapena I'yiiBapTca B acriekre
CHHTE3a cepHalu3Ma, ajJeaTopuku U MuHuMaiausma // IIpoOGnemsl My3bikanpHONW Hayku / Music
Scholarship. 2021. Ne 1. C. 182—-192. DOI: 10.33779/2587-6341.2021.1.182-192.
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“Ach Golgatha!” by Karel Goeyvarts in the Aspect of Synthesis
of Serialism, Aleatory Technique and Minimalism

Karel Goeyvaerts was a Belgian composer whose musical output exerted an influence on Western

European serial and electronic music. the compositional techniques which he incorporated into his
music at various periods of time always served his main goal — to manifest the ideas of the Absolute
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and Perfection. During the 1970s and the 1980s the composer focused his attention on the aleatory
technique and minimalism. His best compositions from those years include five “Litanies” written
for various instrumental ensembles and the opera project “Aguarius”. The present article focuses
its attention on the composition “Ach Golgatha!”, which was created in 1975 and turned out to be
one of Goeyvaerts’ first minimalist works. Virtually the entire material of the composition is based
on a single quotation — a one-measure accompaniment to the recitative “Ach Golgatha” sung by the
alto voice in Johann Sebastian Bach’s “St. Matthew Passion” which is subjected to deconstruction.
The composition is written for harp, organ and percussion, while the score is written by means of
graphic notation.

On the basis of detailed analysis of the musical material, its pitch, rhythmical, registral
and timbral structure, the author arrives at conclusions that this composition synthesized in an
organic way Goeyvarts’ parametrical thinking, characteristic for the serial period of is work and
distinctive for its analytical approach, and new tendencies connected with the aleatory technique
and minimalism, which determined the variable nature of the musical text and the commenting type

of thinking.

Keywords: 20th century music, Karel Goeyvaerts, “Ach Golgatha!,” serialism, aleatory

technique, minimalism, repetitive technique.

enbruiickuii komnosurop Kapen I'yi-

Baptc (1923-1993) sBusuics ogHuUM

U3 MEPBOOTKpPHIBATENEH CEpPUATIBbHOMN
U DJEKTpPOHHOM My3bIkH. K coxaneHuro,
JI0JITO€ BpEMSI OH OCTaBaJICsl B TEHH JIWJIe-
poB napmmranckoit mkoisl — K. [Tokxay-
3eHa, II. bynesa, JI. Hono u np. Ilepsbie
3HAYUTENIbHbIE MyONMKaIlMK O €ro BKJIAJe
B My3bIKaJbHbIE Pa3pabOTKU aBaHrapjaa
BO3HHUKIN B 1980-1990-¢ rogpl. Ix aBTO-
paMu OBLTM TMPEUMYIIECTBEHHO OCbIHii-
ckue uccnenoparenu I. Cab6e [10; 11] m
M. Jlenape [7; 8], a Takxe aBCTpaTUUCKUI
my3bikoBeq P. Tyyn [12]. B oreyecTBeHHOM
My3bIKkO3HaHUU 10 XXI Beka KOMIIO3UTOP
OCTaBaJICsl IPAKTHYECKU HEU3BECTHOU (Pu-
rypoil. Jlume B 2010-x romax mnosiBUIICS
pan 3ameTok u craren JI. Axomnsna [1] u
E. OkyHeBoii [2; 3; 4], packpbIBarolux oc-
HOBBI CcepHabHOM TeXHUKU [ 'yiiBaprca, ero
ACTETHUUYECKHUE B3IJISA/IbI, B3AUMOOTHOIICHHUS
¢ K. llTokxay3eHoM.

TBOpueckuil myTh KOMIO3UTOpaA OBLI
oTMeYeH B3néramu U naaeHusmu. [lepuoa
CTaHOBJIEHUS U OTKPBITUSI HOBBIX 3BYKOBBIX
MUPOB CMEHHUJICA TSXKEIBIM TBOPYECKUM

KPU3HUCOM, KOTOPBIH, B CBOIO OU€pe/ib, MPHU-
BEII K TYXOBHOMY MEPEPOXKICHUIO U HOBOM
YKWA3HU B My3bIke. KoMImo3uTop, 3asBUBIINIA
0 cebe B 1950-e rompl Kak IpHUBEPIKEHEI]
cepuanusMa, B JajbHEWIIEM oOpaTuics
K aneatopuke ¥ MuHUManuzMmy (1970-
1980-¢ roasr). HecmoTpst Ha kKapAuHAIBHOE
pasiinuue, 3TH TEXHUKH B paMKax 3CTETH-
yecko koHuenmuu [yiiBaprca ObUIM TOJ-
YUHEHBI OJTHOH 11€JIU — BOILJIOTUTH Hieu AO-
comora u CoBepIlIEeHCTBA.

CaMbIMH  HM3BECTHBIMHM MHHHMAJINCT-
CKUMU COYMHEHUSIMHU KOMIIO3UTOpa CUUTA-
I0TCS OaTh «JIMTaHui», HaANMCAHHBIX JJIS
Pa3IMYHBIX UHCTPYMEHTAIbHBIX COCTABOB,
U omnepHbli mpoekTt «Bopomeit», co3pa-
Bapiuiics B Teuenue 10 ser (1983-1993).
Ot paboThl B pa3HOW Mepe TMOMYUYUIH
OCBEIlIEHHE B 3apyOEKHOM MY3BbIKO3Ha-
Huu. B ¢dokyce BHUMaHUS JTaHHOW CTaThbU
— Manou3BecTHbIM onyc ['yiiBaprca «Ach
Golgatha!» («Ax, Tonrodal»), 10 cux nop
HE MNPUBJICKABIIMA BHUMaHUS HHU 3amnaj-
HBIX, HH OTCYSCTBEHHBLIX MCCIIEIOBATE-
jge. Ero ocoO0eHHOCTh 3aKIIF0YaeTcs B HC-
MOJIb30BAaHUU ITUTATHI (UTO HE XapaKTEPHO
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JUI. KOMIIO3UTOpa), HAa Marepuaie KOTOpon
MOJICITYAHO BBICTpAaUBaeTCA (PAKTUUECKU
Bcs nbeca. Ha ocHoBe aHanu3a npeanpuHu-
MaeTcs MOMbITKA BBIIBUTH CIIEHU(pUUECKUE
4epThl KOMIIO3UTOPCKOro Meroza I'yiBaprca
1970-x TOOOB W MOKa3aTh UX B3aMMOCBSI3b
C MPEKHUM CEPUATIBHBIM MBIIIJICHUEM.

ITreca «Ach Golgatha!» 6bu1a Hanucana
o 3akazy BRT' B 1975 rony u npezacrasiis-
Ja coboii, mo crmoBaM ['yifBapTca, «OOBEKT
B cocyae» [9, S. 113]. OcHoBoil counHe-
HUS MOCTYXUJI (parMeHT COMPOBOKACHHUS,
3aMMCTBOBAHHBIM M3 peYUTAaTUBA aJIbTa
«Ach Golgathay 3namenuTsix «Crpacreit
o Mardero» baxa (mpumep Ne 1).

IIpumep Ne 1 H. C. bax. Ctpactu mo Mardero.

Ne 69. PeuntaruB anbTa, TakTel 1-3

RECITATIVO. CORO 1.
b, —

Ohoe da caccia L. ([
Ohoe da caccia Il

Alto.

Violoncello.
Organo ¢ Continuo.

PeuntatuB pacnosnoxeH BO BTOPOM pa3-
nene oparopud, (aKTHYECKH B 3aKIIOUH-
TeabHOM €€ yacTu. OH pacKphIBA€T YyBCTBA
YEJIOBEKa, B3UPAIOILEro Ha CLEHY pacIsTUs
Xpucra, €ero nepekuBaHus U MOTPACECHUE.
OnuceiBasi JAHHYIO CLEHY B MCCIIEIOBAHUU
o baxe, A. llIseiinep numet: «TpeTes ciie-
Ha: “U cupas creperiu ero tam... Takxke u
pa300MHKKY, PACIIAThIE C HUM, MOHOCHIN
ero”. Tonma, n3neparomasica Hax Nucycom,
pas3oluiach; HacMeXaBIIUecs pPa300NHUKU
ymoJkid. TummHa y kpecta. Haasuratorces
cymepku. Yac cmeptu npubmmkaercs. Kak
Bcerna, bax m3o0paxkaeT KOHEIl MOXOpPOH-
HBIM 3BOHOM; OH ITyXO 3BYYHUT B pEUUTATHBE-
apuo3o “Ach Golgatha, unsel’ges Golgatha”,
npensemtas cmepts Mucycay [6, c. 472].

B Tekcre peunrtatmBa Takke OONBIIOE
BHUMAaHUE yJI€JICHO ONIMCAHUIO MECTA, CTAB-
miero mnocienHuM mnpuctanumem Mucyca
Xpucra:

2021, 1

Tonroda, ax, 'onroda, mecto Myk!
Tocrions BeecnasHelii 31echk 3aMydeH OyzieT HacMepTb,
Bcio mupoByto bnaronats
3nech, KaK MPOKJISITHE, IPUTBO3IIT.
Co3sparens 3eMiu U HeOa
Jlumar 1 Bo31yxa, 1 TBEPAH.
HeBuHHOCTE BUHOBATOM T'MOHET,

Mos nyma norpsiceHa;

Tonroda, ax, [onrogda, mecto myk!?

PeunraruB  TOHAJIBHO  HEYCTONYUB.
KitoueBbie 3Haku (Tpu 0eMOJIsT) yKa3bIBaIOT
Ha Es dur, B KOTOpOM HalMcaHa Mmoclieayro-
masi apusi, OJHAKO 3/1eCh 3Ta TOHAJIBHOCTh
He NosBisieTcs. B Hauane u KoHIEe peuuTa-
THUBA YCTOEM CIBIIIUTCS AS dur, BHITIOIHS-
omui QyHKIUI0 cyOqoMUHAHTHI B Es dur.
Ho 310 omymenne MUMOIETHO, MOCKOJIb-
Ky, HallpuMep, B MEPBOM K€ TakTe J100aB-
JICHUE 3ByKa ges MPeBpalllaeT Ka3aBIIMICS
MOHAYaJly yCTOWYMBBIM AaKKOPJ B JIOMU-
HaHTy K Des dur. Ha npotskeHUM HOMEpa
BO3HUKAIOT HEOHOKPAaTHbIE OTKJIOHEHUS
B Pa3JIMYHBIC TOHATILHOCTH — b moll, es moll,
Des dur, as moll, f moll, Es dur. bax cocpe-
JIOTOYMBAET BHUMAaHUE HA HEYCTOMYMBBIX
FapMOHHUSIX, LIUPOKO MPUMEHSIST JIUIUITHU-
4eCcKHue 000POTHI.

B kauectBe marepuana Jijisi CBOEro mpo-
u3BeAeHus: ['yiiBapTC HCHONB30Bal JUIIb
IIEpBBIA TAakT peuutarusa. [Ipm 3TOM OH
MPUOETHYNI K MPUEMY JTEKOHCTPYUPOBAHUS
3aJIaHHOTO (PparMeHTa, pa3bsiB €ro Ha OT-
JIebHBIE 3BYKH, CO3BYYHS, Pa3MEIIEHHbIE
Mopo3Hb. B Teuenue nonroro Bpemenu Oa-
XOBCKHI (hparMeHT ocTaéTcsi HeONo3HaBa-
E€MBIM ISl CllyXa, «CJIOBHO IBUXKYILIHUMUCS
CUJTydT 3a MaToBbIM cTeksiom» [9, S. 503].
W Tonbko B KOHIIE MbECHI B MApTUU apQbl
OH TIOSIBJISIETCS 0O0JIee WM MEHEEe OTYETIIH-
BO (pumepsnt Ne 2, Ne 3)3,

CounHeHne MpeAHa3HAYeHO Ui ap(dbl,
opraHa u ynapHbeix (MemMOpaHO(hOHOB, Me-
TaTI0OHOB M JEPEBSIHHBIX HIAMO(OHOB).
Kenass mNOAYEPKHYTH «IPHU3PAYHBIA 00-
JTUK» 0axOBCKOTO MOTHBA, KOMIIO3UTOP
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HaMEpPEHHO HKCIIOJIb30BaJl TPYIITy yAApHbBIX
C HEONPEIEIEHHON BBICOTON 3BYYaHUs.

[Taptutypa umeer rpapuyeckoe ohopm-
nenue. [IpocTpaHcTBO cTpaHUIIbI (IPUMEPHI
Ne 2; Ne 3) pacuepueHo Ha KpyIIHbIE KJIETKH,
BBI3BIBAIOIINE aCCOLUMALNY C MUJIUMETPO-
Boi Oymaroil. [IpomoyKUTEeNnbHOCTh BCei
IBECHl M3MEPSIETCS] B TaKTax-NaTTepHax,
IIPOHYMEPOBAHHBIX C JIEBOW CTOPOHBI. Bee
CTpaHULbI COAEPKAT OAUHAKOBOE UX KOJIU-
YeCTBO — IO MATh. Kakaplil TakT-narrepH
pa3outr Ha 4 CceKTopa, COOTBETCTBYIOIIMX
10 CBOEH CyTHM METPUYECKUM JoysIM. [[mu-
TEIBHOCTh 3TUX JIO0JIEW YCIIOBHO IpUpaB-
HUBAETCS K OAHOW YETBEPTH, MOCKOJIBKY,
COMIAaCHO TEMIIOBOMY OO0OO3HAYEHHUIO KOM-
no3uropa, ueTBepth = 78. [Ibeca onupaercs
Ha PENETUTUBHYIO TEXHUKY, [I03TOMY IIOCIIE
Ka)XJI0TO TakTa ['yliBapTC BBICTABIISET 3HAK
penpusbl. IloBTOpsATE marrepH ciegyer
4 pasza, nepel TeM Kak BCTYIHUT CIEIYyIO-
. [Ipu sTomM npenpiaymmil npoaoIxKaeT
NOBTOPSTHCS. Kaxkplil My3bIKaJIbHBINA MH-
CTPYMEHT BBOJAUTCS 110 OIIPENEIEHHOMY aJl-
TOPUTMY. 3HaK «+» O3HauaeT A0OaBJICHHE
MHCTPYMEHTA, a «—» — €r0 BBIKIIOUEHUE U3
oO011ero 3By4aHusl.

[Tpumep Ne 2 K. I'yitBaptc. «Ach Golgatha!»
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[Tpumep Ne 3 K. I'yiiBaprc. «Ach Golgatha!»
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Takum 006pazom, NapTUTYPHYIO CTPAHU-
1y HE0OXOMMO YUTaTh B JIByX Harpa.Jie-
HUSIX: CJIEBA HAIIPaBO U CBEPXY BHU3. B KoH-
1€ KKJO0N CTpaHULbl KOMIIO3UTOP BBOJUT
JOTIOJIHUTENbHYIO CTPOKY (3a MpenenaMu
TaKTOBOM HyMepalMH), KOTOopas OTpa)kaeT
Marepuagl U KOJIUYECTBO HHCTPYMEHTOB,
OCTaBUIMXCS 3By4aTb B IOCJEIHEM TAKTE.
3T0 mpeCcTaBIseT HECOMHEHHOE YI00CTBO
JUIS1 My3BIKAHTOB, TaK KaK 3By4aHHE NaTTep-
HOB y HMX COXPAHSETCS N0J4ac Ha JOBOJIb-
HO JUITMTENbHBIN ITepro BpeMeHHU. B Takrax
xe ['yiiBapTc (ukcupyer JulIb MOAKIIoYe-
HUE WIH BBIKJIFOYEHUE HHCTPYMEHTOB.

Kommo3uTop ucnonap3yeT nponopuuo-
HaJIbHYIO HOTauuioo ((payKTyallMOHHYIO,
no repmunonoruu E. Jly6unen). Touku co-
OTBETCTBYIOT KOPOTKOI arake 3ByKa, OTpe3-
KU 0003HAYalOT €ro MpPOAOJKUTEIBHOCTD.
Yem JuIMHHEE OTPE30K, TEM JIOJIBLIE TUTCS
3By4aHHe.

NHCcTpyMEHTaNnbHbBIN COCTaB BKIIOYAET
CIIEAyIOle MHCTPYMEHTHI: apda, oprax
u 3 rpynmsl yaapHbIX (MeMOpaHO(OHBI,
MetaiodoHbl U Kcwiodonsl). Marepuan
MHCTPYMEHTOB C ONPENACIEHHONW BBICOTOM
3By4yaHus (apda U OpraH) 3amuChIBACTCS
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Ha HOTHBIX cTaHax. Kaxknas u3 Tpéx rpynm
YAApHBIX JOJDKHA COCTOATh U3 6 WHCTPY-
MeHTOB. KoMIo3utop mpu 3TOM HE KOH-
KpPETU3UpPYeT, U3 Kakux uMeHHo. [Ipenmo-
YTEHHE OTAAHO TEM, KOTOpbIE€ HE HMEIOT
ONpeAcTIEHHON BBICOTHI 3BYUaHMUSI.

[IpumepHbIit BBIOOp MY3BIKAIbHBIX HH-
CTPYMEHTOB MOKET OBITH CJIEIYIOLIUM:

— MEMBPA®OHDBI — nutaBpsl, Maybii
u Oounpmiol Oapabanbl, OyOeH, TaMOypuH,
TaM-TaM WJIA TOM-TOM;

— METAJUIO®OHBI — tapenku, roHr,
KOJIOKOJIBYMKH, TPEYTOJbHUK, Xail-XxeT, Oy-
OCHIIBI;

— NIMODOHBI — nepeBsiHHas kopo-
00uKa, KACTaHBETHI, TPEUIOTKA, KJIaBe, T'yH-
PO, XJIOMYIIIKA WJTH JIOKKH.

BapuabenpHOCTF TEMOpPOBOTO cocTaBa
(KaK ¥ UCIOJIb30BaHKE MPOMOPLIMOHATIBLHOM
HOTAallMU) CBUIETEIBCTBYET O BO3JEHCTBUN
Ha KOMIIO3UTOPCKOE MBILUIEHHE ajearo-
puku. ['yiBaprc, OIHAKO, YCTaHaBIMBAECT
yCIIOBUE BBIOOpA: WHCTPYMEHTHI JIOJIKHBI
OTJIMYAThCSl 1O PETUCTPOBOMY 3BYUYAHUIO
U 0o0pa30oBbIBaTh CBOCOOPA3HYIO MIKAIY
OoT HM3KOM TeccuTyphl (1) k BbICOKOH (6).
B maprutype rpynmnel HHCTPYMEHTOB
JUISL HADSIAHOCTU O0O3HAYeHbl PAa3HBIMU
reomeTpuueckumMu (urypamu. Merasio-
(oHaM COOTBETCTBYET TPEYTOJIbHHK, Je-
PEBSIHHBIM UANO(POHAM — MPSIMOYTOIBHUK,
MemOpaHnodoHaM — Kpyr (ipumep Ne 2).

Jlnst nekoHCTpyKuuu I'yiBapTC UCIOb-
30BaJjl TOJILKO Marepuan 0axoBCKOro COmpo-
BOXKJCHUS (MCKIIFOYUTENILHO MEPBbIM TaKT
peuntaruBa). Kommosutop pa3buin ero Ha
OJIMHOYHBIE 3BYKH (OJHO3BYKH), IBy3BYUHUS
U TPEX3BYUUs, KOTOPBIE MOSBISIOTCS KaK IO
OTAEIBHOCTH, TaK U B OJTHOBPEMEHHOCTH Y
WHCTPYMEHTOB C ONPEAEIEHHON BBICOTOM
3ByuaHus (oprana u apdsl). JluHamuyeckue
OTTEHKH U IITPUXH MOTHOCTHIO OTCYTCTBY-
10T. ['yiBapTC OCTaBIAE€T AAHHBIA ACHEKT
CBOET0 COYMHEHHUS HAa YCMOTpPEHUE TUpPH-
*KEpa. DTOT MOMEHT el CUIbHEE MOTUYEp-

2021, 1

KHBaeT BapuabEIbHOCTH MPOW3BEIACHHS U
€ro aJleaTOPHYI0 HApPaBIECHHOCTbD.

Tenepp mnoapoOHEe OCTaHOBUMCS Ha
MPEKOMITO3UITMOHHOM MarepHalie y oprana
u apdel. Marepuan, kKak yKe 0TMEYajoch,
BBICTpPAMBaeTCsI B TPEX HANpaBICHUSX.
OnuHOYHBIE 3BYKH TPEACTABISIOT CaMyIO
MHOTOYHUCIIEHHYI0 Tpynny (mpumep Ne 4).
N3 peunrtarnBa anera ['yMBapTC HCIONb-
3yeT clenyumue: as, ¢, es, ges, des, b. Ux
JMANa3oH W3MEHSETCS B NpeNenax oT As,
10 ¢’. B maptutype, OIHAKO, BO3HHKAIOT
U JIOTIOJIHUTENbHBIE 3BYKH, KOTOpBIE OT-
CYTCTBYIOT B 0aXOBCKOM COIPOBOXICHUU:
h, e, a. Bcero oOpasyercsi 14 ogHO3BYKO-
BBIX AJIEMEHTOB. YacTb HOT AyOIupyeTcs B
pasHbIX peructpax. Hanpumep: c-c'-c?, 4s -
as, es-es', ges'-ges®. B T0 ke BpeMsi KOMITO-
3UTOP HCIIOJIb3YeT M PaclpOCTpaHEHHBIH
B CEPUMHOU U CEPUAIIBHOU MY3BIKE IIPUEM
OKTaBHOTO 3aKpEIUICHUs] TOHOB: 3BYKH e,
des', a*>, h' coXpaHSAIOT CBOE PETrUCTPOBOE
MOJIOKEHNE Ha TPOTSHKCHUU BCEH IBECHI.
OTMmeTnM, Y9TO 3aKpETIEHHBIE TOHBI — ATO
MPEUMYIIECTBEHHO T€ 3BYKH, KOTOPBIE OT-
CYTCTBYIOT B 0aXOBCKOM COITPOBOXKICHUU.

[Mpumep Ne 4 K. T'yitBapre. «Ach Golgatha!
[Ipexommo3utinoHHbI MaTepuair. OMHO3BYKH

be - =

'y

OnHOBpEMEHHBIE NIBY3BYUHsl IIPEACTaB-
JS10T 7 pa3HbIx couetanuit (mpumep Ne 5).
WX wimocTpupyloT clieayronye UHTepBa-
ael: M. 10, M. 7, yM. 4, 4. 8, M. 3. Ilocnen-
HUE JIBa UHTEpBaia TyOIUPYIOTCS JTBAXKIIbI
OT pa3HbIX 3ByKOB. Bo Bcex co3Byumsx (3a
UCKIIIOYCHUEM e-as) HUCHOJIb3YIOTCS TOJb-
KO 3BYKH OaxOBCKOTO COIPOBOXKICHHUS.
A eIVHCTBEHHBI YMEHbIIEHHbII HHTEPBAJ
BKJIFOYAET JOMOJHUTEIbHBIN 3BYK e. [Ipen-
MYIECTBEHHO IpyIIia COCTOUT U3 0eMOIb-
HBIX 3BYKOB.
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IIpumep Ne 5 K. I'yiiBaptc. «Ach Golgatha!»  IIpumep Ne 7 K. I'yiiBaprc. «Ach Golgatha!»
[IpexoMno3uMoOHHBIM MaTepual. JBy3Byqus [IpexoMIo3ULMOHHBIN MaTepHua.
. ITocnenoBaTeIbHOCTH U3 IBYX JIEMEHTOB
%‘? :,‘; bog bg 5
— by be | b b

OpnHoBpeMEHHBIE TPEX3BYUUsI — camasi
MaJIOUMCIIEHHAs TPyNa, KOTopasi COIEPKUT
MATh OJTHOBPEMEHHBIX COYETaHUM (TIpuUMep
No 6). KomOuHMpOBaHKME 3BYKOB CKJIabl-
BaeTCsl B OMNPEACIEHHYIO 3aKOHOMEPHOCTD.
[lepBbie Tpu BapuaHTa MPEACTABISIOT CO-
0oif coequHeHne MHTEpBajIoB: 0. 3 + 0. 2
(4-2),6.2+m.2(2-1),0.2 +ym. 4 (2-4).
Kpaiiaue co3Byuus cummeTpudHsl. Bee Tpu
COUETaHMs MOMEIIEHbl B HU3KUI pPErucTp,
CONIEPKaT CEKYHJZIbI, YTO CIOCOOCTBYyET
Oonpied cnutHOCTU 3Bydanus. llocnemy-
IOILIHE JIBA COYETAHUS MOSABISAIOTCS B Cpel-
HEM PETUCTPE U CKJIAABIBAIOTCA B Ma)op-
HOE Tpe3By4He as-c-es. B 1enoMm 3ameTHa
TEHJICHLIUSI PETUCTPOBOTO JBUKEHUSI CHU3Y
BBEpPX, OT KOHTPOKTaBbl K NEPBOIl OKTABE,
K TaPMOHUYECKOW SICHOCTH M KOHCOHAHT-
HOCTH, B KOTOPOU BCE OTUETIIUBEE Y3HAETCA
0axOBCKOE COMPOBOXKJICHUE.

[pumep Ne 6 K. TI'yitBaprc. «Ach Golgatha!»
IIpexoMno3unMOHHBIN MaTtepuail. Tpéx3Byuus
%‘: L‘ Li—
o b
= - = =

OTtnenpHy0 Ipynny NPEeKOMIIO3HIIMOH-
HOI0 MarepHualla COCTaBIAIOT IOCIEN0Ba-
TEJIBHOCTH U3 IBYX U TPEX DIIEMEHTOB, B KO-
TOPBIX MOXXKHO BCTPETUTH Pa3HOOOPA3HYIO
KOMOHMHALIMIO OAMHOYHBIX 3BYKOB, JIBY3BY-
yuld W TpEX3ByuMil. JIByXdIeMEHTHbIE
Ipynnbl OCHOBAaHbI HA YETBIPEX BHJAX CO-
€IVUHEHUN: OAHO3BYK+OJHO3BYK, TPEX3BY-
que+aBy3By4UeE, TPEX3BYUYHETONHO3BYK,
NBy3Byune+aBy3Byune (mpumep Ne 7). s
HUX XapaKTEPEeH IPEUMYILIECTBEHHO HMU3-
KMH peructp (quanaszoH ot 4, 1o es').

TpéxonemMeHTHBIE TPyNIbl OCHOBAHBI
a1u00 Ha COEIMHEHUHU OTHO3BYKOB, MO0 HA
COYCTaHUH TPEX3BYUHS C OJHO3ByKaMu. X
JIMara3oH cyniecTBeHHo mmpe — ot C 10 ¢?
(npumep Ne 8).

K. I'yiiBaprc. «Ach Golgatha!»
[IpexoMIIO3ULMOHHBIN MaTepHua.
[TocnenoBaTeabHOCTH U3 TPEX 3JIEMEHTOB

IIpumep Ne 8

>

Camoii KpynmHOU TpyHIoi OKa3bIBAE€TCs
TIOCJIEOBATEIBHOCTD U3 IIECTHU 3JIEMEHTOB,
KOTOpas MOSBIIACTCS B KOHLIE IPOU3BEACHUS
U OKa3blBaeTcad (PaKTUYECKH HACHTUYHOU
C IEPBBIM TAKTOM OaXOBCKOT'O COIIPOBOXKIE-
Hus (mpumep Ne 9).

[pumep Ne 9 K. TI'yiiBaprc. «Ach Golgatha!y

IIpexoMITO3ULIMOHHBIN MaTepHUal.
ITocenoBaTeIbHOCTE U3 HIECTH JIIEMEHTOB
9
@, T l{:; T

> be

- be

" be

[Toxa3zarenabHO, YTO TOIBKO 3/1€Ch BO3HU-
KaeT MaKOPHOE TPE3BYUHE dS-C-€S.

Cx0oxuM 00pa3oM OpraHru30BaHa U rpyI-
na y1apHbIX HHCTPYMEHTOB 0€3 onpeieieH-
HOM BBICOTHI 3By4aHus. ['ylBapTc UCIOIb-
3yeT OHO3BYKH, JABY3BYUHMsI, TPEX3BYUHS U
YeThIPEX3BYUHSL.

OnHO3BYKM BKIIIOYAIOTCS B MPOM3BElE-
Huu 17 pa3 (cm. Tabmuny 1). Kak ynomu-
HaJIOCh paHee, BCE yAapHble MHCTPYMEHTHI
(MeTa10(oHbI, MEMOPaHO(POHBI U ICPEBSIH-
Hble UANO(OHBI) pa3AeieHbl IO BHICOTE 3BY-
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yaHus HH(bpaMI/I or 1 mo 6. Cpe,Z[I/I Ta6aumna 2. K. I'yiiBaptc. «Ach Golgatha!»
OJTHO3BYKOB MOJIHOCTBIO OTCYTCTBY- [IpexoMno3uMOHHBIN MaTepual. JBy3Byuus
€T 3BE€HO C BbIcOTOH 3. B 3HAaueHUM
CuMBOJI MH- 06 CuMBOJI MH- 06
| emuHOXKIBI NPOBOAMTCA KaKaas CTpyMeHTOR i S —, O3HAYeHHe
TeCCUTYPbI TECCUTYPbI
W3 3asBJICHHBIX B COCTaBE IPYIII. 10 apTUType 10 MapTUType

2 BO3HHMKAET TPWXKIBL: JBa pasa

EnunoBpemenHbIe

IlocnenoBarenpHBIC

y METAIIO()OHOB Y OIMH Y JIEPEBSIH-
HBIX UIUO(GOHOB. 4 TMPHUCYTCTBYET

JIBAKIBI, 1 TOJIBKO Y METAJIIO()OHOB.
5 BO3HHUKAaeT JABAXKIBL: y METAJLIO-

(OHOB U JIEPEBSIHHBIX UAMO(POHOB.
Camas Oonbwas rpynmna — 6. OHa

A 6
O 4 AN A 4+3
A 4
0 ) A O 6+4
O 4
O 3 O O 4+2

BO3HUKAET CeMb pa3. B Heu nepe-
BSIHHBIE MIUO(DOHBI TPEICTABICHBI
TPUAKBL, & OCTAJBHBIE TPYNIIBI — IBAXK/IBL.

Taoaumna 1. K. I'yiiBapte. «Ach Golgatha!»
[IpexomnozunnoHHkI Matepuan. OgHO3BYKH

ITocaenoBarenb-
CuMBOJI HH-
HaunMeHnoBanue | HOCTh NMOSABJICHHUS
CTPYMEHTOB
rpynn HHCTPYMEHTOB
Mo MapTUType
10 TeCCUType
A Metaiioponsl | 1,2,2,4,4,5,6,6
O MeMOpaHO(hOHBI 1,6,6
JIEPEBSHHBIE
O P 1,2,5,6,6,6
U0 OHBI

B counmHeHuM CyiiecTByIOT HIECTh pa3-
HOBUAHOCTEW ABY3ByuHil (cM. Tabmuiy 2).
Tpu u3 HHUX 3By4ar OIHOBPEMEHHO, a TpHU
— MocJenoBaTelibHO. B Kaxx7oM 3BeHe ecTh
yIAapHbI MHCTPYMEHT C BbicoToM 4. Tak-
K€ MOXXHO BBIJICIUTH TMAphl, OTHOCSIINECS
K OJHOM rpymme: MeTaiodoHsl (4+3 — 1o-
CJIEZIOBATENIbHO) U JIEPEBSIHHbIE UINO(OHBI
(4+3 — omHoBpemeHHO, 4+2 — MmocieaoBa-
TenbHO). OcTaBuivecs TpU JBY3BYuYHs OC-
HOBAaHbl Ha CMEUICHUU PA3HBIX YIApHBIX
TPYII, HO BO BCEX M3 HUX MPUCYTCTBYIOT
MeTamiopoHbl. J[Baxkbl OHU TpeICTaBie-
Hbl B 3HaY€HUU 6, B Mape C JACPEeBIHHBIM
uanopoHoM u MemOpaHodonom (6+4 —
OJTHOBPEMEHHO, 6+4 — TocneaoBaTebHO).
Onun pa3 4 BMecTe C JIEpEBSIHHBIM HJIHO-
(¢oHOM (4+2 — OTHOBPEMEHHO).

Tpéx3Byuust U 4ETBIPEXBYUHsI BO3HUKA-
10T M0 ogHOMY pasy (cM. Tabmumy 3). Ka-
’KJ10€ U3 HUX MPOBOAUTCS UCKIIOUYUTEIHHO
y OAHOH TPYIIBI YAAPHBIX HHCTPYMEHTOB:
JEPEBSIHHBIX UIUOPOHOB U MeMOpaHodo-
HOB. Tpéx3Byune mnosBisercs MHocienoBa-
TEJBHO Y IEPEBSIHHBIX UANO(POHOB B 3HAYE-
Husx 2+3+5. Uetsipéx3Byune oOpasyeTcs
IIPU COETMHEHHUH JIBYX €IMHOBPEMEHHO 3BY-
yamux nap: 5+4 u 4+3.

Taoauma 3. K. I'yiisapre. «Ach Golgatha!»
IIpexoMITO3UIIMOHHBIN MaTepHral.
TpéxByuue u 4eThIpEXBYUHE

CHUMBOJ MHCTPYMEHTOB

O003HaYeHHE TeCCUTYPHI
10 MapTuType

O 2+3+5

O

My3bIKanbHas TKaHb MbECHI YINIOTHAET-
cs nocreneHHo. [Ipon3Benenue HaunHaeTcs
MyaHTUJIMCTUYHO (OAHO3BYKaMH, JIBY3BY-
YUSIMHU, TPEX3BYUHSIMHU), BECh 3BYKOBOIA
MaTepuan paznenéH nayzamu. 3areM (ax-
Typa HAuMHAET YIUIOTHATHCSA, PACCTOSHHUE
MEXIy 3ByKaMU COKpaiaercs, oopasyercs
TEHJICHITUSI K UX OOBbETUHEHUIO B JIByX- U
TPEXANEMEHTHbIE  IOCJEI0BATEIbHOCTH.
3BYKOBOW MPOLIECC MOXKHO ONKCAaTh, TAKUM
o0pa3oM, Kak JBMKEHUE OT OTJIEIbHBIX TO-
YeK K Tpynmnam.
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Ocoboe BuHumanue [yiBapTc ynemnsier
PETUCTPOBOMY Pa3BUTHIO, KOTOPOE, Kak
MOKa3bIBAET aHAJIN3, CTPOro ClenyeT 3a Oa-
XOBCKOW MY3bIKOM. Kak yke yrnomMuHazoch
BBIIIE, BCE COUMHEHUE BBIPACTAET U3 IIEPBO-
IO TakTa COMPOBOXKICHUS PEUUTATHBA aJlb-
Ta. B 3TOM (hparmenTte napTusi BAOJOHYEIH
U OpraHa continuo umeet 4éTkue rpapude-
CKHE€ KOHTYDPbI ABUKCHHS: «HU3-BEPX-HU3»
(AN). Otuactu naptus ro6os da caccia I cne-
nyet Toi xe joruke (mpumep Ne 1).

B cBoém counnenuu I'yitBapre, 1o cyru,
COXpaHseT NaHHbIM npuHLMMN. Tak, y WH-
CTPYMEHTOB C TOYHOM BBICOTOM 3ByYaHUs
(opran u ap¢a) My3blka IOHa4aJly BO3ZHHUKA-
€T B KOHTpPOKTaBe U Ooubioil oktase. [lo-
CTENEHHO J/100aBJsIeTCs CpPEeIHUN PErucTp
— mepBas okrasa. [Ipu MOAKIIOYEHUH BbI-
COKHX 3BYKOB (BTOpasi U TPEThsl OKTaBHI)
HU3KUHN peructp BbikItodaercs. Camasi BbI-
COKasl TOUYKa BCEro COYMHEHMSI JOCTUTAETCS
B nnarrepHe 30, copeprKaliemM 3ByK ¢ TPEThEU
okTaBsl. Ilocne 3Toro ocyuiecTsisercs pe-
TUCTPOBBIA CHaJ: 3BYyYaHUE MOTPYXkKaeTcs
B MIEPBYI0 U MaJIyl0 OKTaBy, a 3aT€M OIly-
CKaeTcs emé Hke, B NTyOUHBI OOJIBIION U
KOHTPOKTaBbl. TakuM 00pa3oM, pPerucTpo-
BOE Pa3BUTHE MMOAYUHSIETCS ONPeeIEHHOMY
MOPAJZIKY: «HU3-BEpX-HU3». IHTEpeCHO, UTOo
3Ta PErUCTPOBasl BOJIHA 3aTEM IOBTOPSIETCS
(Tax ke, KaK B IEPBOM TaKTe 0aXOBCKOTO pe-
YUTATHBA, IJI€ OHA TPOBOJIUTCS JABAXKIBI).

Kpome perucrpoBoro passurusa, [yn-
BapTC COCPENOTOYMBAET BHUMAaHHE M Ha
put™Me. B cOUMHEHMM KOMIIO3UTOpP 3aUM-
CTBYET PUTMHYECKYI0 (OpMyny IepBOro
TaKTa 0aXOBCKOI'O COINPOBOXKJIECHUS U Ipe-
obpazyert eé€ (mpumep Ne 10).

B narrepnax 14 nocrenenno ¢opmu-
pyeTcsi puTM mapTtuu roboeB da caccia.

[pumep Ne 10 U. C. Bax. Crpactu no Mardero.

Putm nepBoro takra

[Ipu aTom I'yiiBapTC HCIIONB3yEeT METOX AJl-
IULMN: UIMTEIbHOCTH PUTMHUYECKOH (op-
MyJIbl J100aBISIOTCS MOCTENEHHO (KaK Io-
ka3aHo B mpumepe Ne 11).

IMpumep Ne 11 K. I'yiiBapre. Crpactu mo Mardero.
«Ach Golgatha!» [larrepusr 1-44

T L e e e

Kommnosurop, takum o0Opa3zom, BBOIUT
HOTY 3a HOTOM, Omarojaps yemy efne yra-
IbpIBaeMasi 1urara oOperaer Ooinee OTUET-
JIMBBIE KOHTYpPBL. B camoii maprtutype yBuU-
N€Th JAHHBII MOMEHT JOBOJBHO TPYIHO
U3-32 OTCYTCTBUS NPUBBIYHOMN 3aIIUCH PUT-
Ma. B TO ke Bpems npH IpOCIyIIMBAHUU
CXOXECTh Cpa3y BOCIPUHUMAETCS, TaK Kak
KaXIbI IaTTEPH MOBTOPSAETCS HECKOJIBKO
pas.

Jlanee aHanornuHbiM oOpa3zoMm 100aB-
JsieTcs puTMudecKkas Gopmyia U3 MapTUd
continuo. Ilpu HaNnOXXeHUN PUTMOB T0OOEB
U continuo pUTMHYECKasi CTPYKTypa 0axoB-
CKOTO COIPOBOXICHHUS BOCIIPOM3BOIUTCS
noutd noiaHocTeio (mpumep Ne 12). Kak
TOJIKO PUTMHUYECKHN KOHTYp CTAaHOBUTCS
OTYETIIMBO  ONO3HABAEMBIM, KOMIIO3UTOP
BHOBB JICKOHCTPYHPYET €ro, mpuderas K 00-
paTHOMY NPUHIUIY — IPUEMY CYyOTpaKLUK.
B urore putM, KOTOpBIN TOJIBKO CTal yra-
JBIBATHCS, IOJTHOCTBIO UCUE3AET.

[pumep Ne 12. K. I'yiisapre. Crpactu mo Mardero.
«Ach Golgatha!» ITarrepusr 7-8

™~
™~
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-
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B nanpHelimeM momoOHBIN MpuéM HC-
MOJIB3YETCS HECKOIBKO pa3. K koHIy coun-
HEHHUS 3aMMCTBOBAaHHAs IIMTaTa CIMHOMKIbI
MOSIBJISIETCS ITOYTH B TOYHOM BHJEC, IIE CO-
XpaHseTcs MEpPBOHAYAJIbHBI PUTM U Tap-
MoHus (mpumep Ne 13).
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[Tpumep Ne 13 K. I'yitBaptc. Ctpactu mo Mardeto.
«Ach Golgatha!» Ilarrepn 84
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Urak, ananu3 omyca «Ach Golgatha!»
MOKA3bIBAET, YTO MAPaMETPUUECKOE MBIII-
JeHne, ChOPMHUPOBAHHOE B PAaHHHH MTEPHO.T
TBOPYECTBA, OCTABAIOCH AKTYyaJlbHBIM IS
I'yitBaprca u B 1970-e ronpl. B npoussene-
HUU CaMOCTOSITEIbHOE Pa3BUTHE MOIYHYAtOT
napaMeTpbl BHICOTHOCTH, pETHCTPa U pUTMA.
[TokazarenpbHO, YTO JEKOHCTPYHpPOBAHUE
TOTOBOTO MY3bIKaJIbHOIO MaTepuaja Mpo-
UCXOJUT U3HAYAJIHO Ha MPEKOMIO3UIIMOH-
HOM ypoBHe. TakuM 00pa3om, KOMIIO3UTOP
B OCHOBE CBOEH ONMpAETCs HAa aHAJIUTHYe-
CKO€ BHJIEHHME MY3BIKAJIBHOTO Marepuana,
KaK 3TO OBLIO CBOWCTBEHHO CEpPHAIU3MY.
Koneuno, I'yiiBapTc He HCHIONB3yeT Ka-
KUX-JIUOO OMNpeneNEéHHBIX YHUCIOBBIX CXEM
B opranHuzanuu mnbechl. OH CO371aéT KOH-
TPAIyHKT MapaMeTpoOB, KaKIbIA M3 KOTO-
PBIX MMOIYUHSETCS CBOEH JIOTUKE Pa3BUTHS,
00yCIJIOBIEHHOM He aOCTpakTHBIM MaTeMa-
TUYECKUM TPUHIIUTIOM, HO HCKIIIOYHTEIh-
HO cojiep’KaHueM 0axOBCKOro (pparmeHTa.
CouuHeHue, 1Mo CyTH, BBIPACTAET LEINKOM
U3 OJJHOTO TaKTa OaxOBCKOTO COIPOBOXKIE-
HUS, CJIOBHO OBl MTOKAa3bIBasH «OKM3HBY» 3TOTO
OTPBIBKA TOJ[ YBEJIMYUTEIHHBIM CTEKIIOM.
Tak, BBICOTHOCTb paccMaTpUBAETCSI KOMIIO-
3UTOPOM C TIO3UIIMU B3aMMOJCHCTBUS 3BY-
KOBBIX IOCJEIOBAaTEIbHOCTEH 0aXOBCKOTO
MOTHBA; BpEMEHHasi 00JIacTh (QUKCUPYET
PUTMHYECKYIO KaHBY UCIOJIB3YEeMOU ITUTa-
ThI; PETUCTP, B CBOIO OUY€pellb, MPETBOPSIET
HaripaBieHue aBumxeHus (1]). [lapamerpsl
MIPU 3TOM Pa3BUBAIOTCS KakK Obl Mapasliesb-
HO, HE B3aUMOJICICTBYS APYT C APYTOM, TO-
3TOMy OaXxOBCKMI (parMeHT OMO3HAETCS
TO HA PUTMHUYECKOM, TO Ha MEJOANIECKOM
(BBICOTHOM) YpOBHE, U JIUIIb B CAMOM KOH-
1Ie TbEChl OCYUIECTBISIETCS OObEIUHEHUE

2021, 1

BCEX HM3MEPEHMI, NO3BOJIAIOIIEE HA MIHO-
BEHHUE CIIOBHO OBl «MaTepHaIN30BaThy», BO-
IJIOTUTH (et incarnatus) caM MOTUB.

BaxxHbIM acneKTOM COYMHEHUSI BBICTY-
MaeT 4MCJIOBas CUMBOJIMKA, YTO OBLIO Xa-
paKkTEpHO JUIsl PaHHEro 3Tara TBOPYECTBA
I'yitBaprca®. Tak, mpoCTpaHCTBO IMbECHI Ca-
KpaJu3yercs MPEeuMyIleCTBEHHO YUClIaMu 3
u 4. Hanpumep, Kax/plii narTepH B rpadu-
YECKOM OTOOpaKEHHHM MMEET YeThIpe Jelie-
HUS U TIOBTOPsieTCsI ueThipe pa3a. CounHeHue
MpeIHA3HAYCHO JIJIs TPEX TPYIIT UHCTPYMEH-
TOB — IIWIKOBBIX, KJIABHUILIHBIX U YIapHBIX;
yIapHbIE, B CBOIO 0YEPE/Ib, OAPA3AEIAIOTCS
Ha Tpu rpynnbl. s uaeHTuguKanum uam-
0(pOHOB B MapTUTYypE UCIIOIB3YETCS cXema-
TUYECKOE HW300pakeHUe KBajpara, MeTall-
710(oHBI  0003HAYAIOTCS  TPEYTOJILHUKOM,
MeMOpaHohoHsl — Kpyrom. Uucna 3 u 4, kak
U YHOMSIHYTBIE T€OMETPUYECKHE (QUTYPHI,
CUMBOJIM3UPYIOT CTaTUYEeCKOE COBEPILIECH-
CTBO, KOCMUY€ECKOE paBHOBECHE, 00KECTBEH-
HO€ TPHUEIMHCTBO, OECKOHEYHOCTh, UHBIMU
CJIOBaMH, OJIMIIETBOPSAIOT T€ MOHATUSA U Ka-
TErOPUH, KOTOPbIE BIMCHIBAIOTCS B KOHIIETI-
uto AGconrora, BoiaHoBaBInyto ['yitBaprca
B cepuaibHbli niepuoj. OAHAKO, B OTIIMYHE
OT IPEKHUX COYMHEHUM, 3[€Ch CTAaTHYECKUN
MpoLIECC YCTyNaeT MECTO MEAUTATUBHOMY,
Maru4ecKu-puTyaabHOMY.

Takum 06pa3oM, MeTahU3UKO-TEONOTH-
YECKUI B3[VISIJI HA COYMHEHHE IPOJOJIKa-
€T COXPaHSITh CBOU MO3UIIMHU B TBOPUYECTBE
I'yiiapTca B 1970-¢ rompl, HO 4TO IOKa-
3aTEIbHO — W] «YUCTOTHI» MaTepuana
(B cMBICIE HCHOJIL30BAaHUS MaTepuaa,
OYMILIEHHOTO OT JIOOBIX CJIEI0B MPOIILIO-
ro) yTpauuWBaeT 3HAYEHUE U CMEHSETCS
UCTOPUYECKOU peduieKcueid, TeHICHIINeH K
KOMMEHTHUPYIOIIEMY THITY MBIIUICHUS, YTO
BeCbMa XapaKTEpHO JIJIsl BCe MY3bIKH (Kak
3aIaIHOEBPOINICUCKON, TaK U OTEYECTBEH-
HOI1) 3TOr0 BpEMEHU B LIEJIOM.

ITbeca «Ach Golgatha!» — onun U3 Bax-
HBIX 3TanoB pabots! ['yiiBapTca ¢ HOBBIMU

190



2021 1 Music Theory P

TEXHUKaMH, KOTOPbIE PAaCKpOIOTCS BO BCEH  IMapaMeTPUUYECKYH0, alleaTOPHYIO W MUHU-
cBOeH MonHoTe B courHEHUsAX 1980-x ro- MaaMCTCKYyI0 KOHIIENIIMU, OHA OIPEHEIUT
J0B. BeicTymas cpegorouneM MpOIUIOro  BEKTOPHI OyAyIIWX HAMpaBICHUN Pa3BUTH
U HACTOSIIET0, CHUHTE3UPYySd CEpUaIbHO- B TBOPUYECTBE KOMIIO3UTOPA.

S MPUMEYAHUA <<

' BRT (Belgische Radio- en Televisiecomroep) — @oH;1 O€JIbIUHACKOTO PAHO U TEIICBU3UOHHOTO
BEIIaHMSL.

2 TlepeBox Muxauna Camonosa [5].

3 TlapTuTypa COUMHEHUS MPEAOCTABICHA HUICPIAHICKUM U3/1aTeIbcTBOM «Donemusy.

* B aTOM M TOCIEAYIOIEM MpUMepax PUTM TMPHBEACH K TPAJUIMOHHOMY THITY 3allUCH.
B xauyecTBe yciaoBHOM CU€THOM e€qMHMIIBI BhIOpaHa YeTBEPTHAs JJINTEIbHOCTh, IOCKOJIBKY TEMII
M=78.

> YnoMuHaHHE O YHCIIOBOW CHMBOJIMKE B CEpHajbHBIX Ibecax [yiBapTca BcTpedaeTcs
B paborax E. I. OxyneBoii. Cm.: [2, c. 143].

< AUTEPATYPA (<>

1. Axorsia JI. O. My3bika XX Beka: sHUMKIIoneauaeckuit cnoBapb. M.: [paxtuka, 2010. 855 c.

2. Oxynesa E. I'. Unes AGcoimora B 3CTeTHUSCKHX B3MIsAax U My3bike Kapena ['yiiBaptca //
Bectauk my3bikanpHOM Hayku. 2018. Ne 3. C. 138-145.

3. OxkyneBa E. I CepuanpHas my3bika BO Biactu Abcomora: o mucbmax K. I'yitBaptca
k K. IlItokxay3eny // Opera musicologica. 2016. Ne 2. C. 5-27.

4. OxyneBaE.T. Conara s nByx ¢poprenuano K. I'yiiBaprca u «Kreuzspiel» K. IlITokxay3ena:
Ha MEePEeKpecTKe CTPYKTYPHBIX uzeii // Mys3sikanbHast akagemust. 2016. Ne 1. C. 10-16.

5. CamonoB M. A. lllegeBpst baxa mo-pyccku. CTpactu, opaTopun, MECChI, MOTEThI, KAHTATHI,
My3bIKanbHble pambl. M.: Kiaccuka-XXI, 2009. 284 c.

6. Ilsefinep A. Morann Cebactesin bax / mep. X. A. Crpekanosckoii, 5. C. JIpyckuna; pe.
H. M. Enykuaze. M.: Knaccuka-XXI, 2016. 816 c.

7. Delaere M. The Projection in Time and Space of a Basic Idea Generating Structure. The Music
of Karel Goeyvaerts / Revue Belge de Musicologie / Belgisch Tijdschrift voor Muziekwetenschap.
1994. Vol. 48, pp. 11-14.

8. Delaere M. Karel Goeyvaerts: A Belgian Pioneer of Serial, Electronic and Minimal Music
// Tempo. 1996. No. 195, pp. 2-5.

9. Goeyvaerts K. Selbstlose Musik. Texte — Briefe — Gespréache / Eingeleitet und herausgegeben
von Mark Delaere. Koln: Edition MusikTexte, 2010. 560 S.

10. Sabbe H. Goeyvaerts and the Beginnings of «Punctual» Serialism and Electronic Music
/I Revue Belge de Musicologie / Belgisch Tijdschrift voor Muziekwetenschap. 1994. Vol. 48,
pp. 55-94.

11. Sabbe H. A Paradigm of «Absolute Musicy»: Goeyvaerts’s N°4 as Numerus Sonorus // Revue
Belge de Musicologie / Belgisch Tijdschrift voor Muziekwetenschap. 2005. Vol. 59, pp. 243-251.

12. Toop, R. Messiaen / Goeyvaerts, Fano / Stockhausen, Boulez // Perspectives of New Music.
1974. Vol. 13. No. 1 (Fall-Winter), pp. 141-169.

191



Gre~ Teopuga My3biku 2021, 1

06 asmope:

TutoBa AHactacusi BacuibeBHa, acnupaHTKa KageIpbl TCOPUH MY3bIKU U KOMITO3ULIUH,
Ilerpo3aBoackas rocynapctBeHHass koHcepBaropus umeHu A. K. Imazynosa (185031,
r. [TerpozaBosck, Poccus), ORCID: 0000-0001-9475-5348, titovaan.94@gmail.com

<> REFERENCES <>

1. Akopyan L. O. Muzyka XX veka: Entsiklopedicheskiy slovar' [20th Century Music:
An Encyclopedic Dictionary] Moscow: Praktika, 2010. 855 p.

2. OkunevaE. G.IdeyaAbsolyuta v esteticheskikh vzglyadakh i muzyke Karela Guyvartsa [The
Idea of the Absolute in the Aesthetic Views and Music of Karel Goeyvaerts]. Vestnik muzykal'noy
nauki [Journal of Musical Science]. 2018. No. 3, pp. 138-145.

3. Okuneva E. G. Serial'naya muzyka vo vlasti Absolyuta: o pis'makh K. Guyvartsa k
K. Shtokkhauzenu [Serial Music in the Power of the Absolute: The Letters of Karel Goeyvaerts
to Karlheinz Stockhausen]. Opera musicologica. 2016. No. 2, pp. 5-27.

4. OkunevaE. G. Sonata dlya dvukh fortepiano K. Guyvartsa i «Kreuzspiel» K. Shtokkhauzena:
na perekrestke strukturnykh idey [Sonata for Two Pianos by Karel Goeyvaerts and “Kreuzspiel”
by Karlheinz Stockhausen: At an Intersection of Structural Ideas]. Muzykal'naya akademiya
[Musical Academy]. 2016. No. 1, pp. 10-16.

5. Saponov M. A. Shedevry Bakha po-russki. Strasti, oratorii, messy, motety, kantaty,
muzykal'nye dramy [Masterpieces of Bach in Russian. Passions, Oratorios, Masses, Motets,
Cantatas, Musical Dramas]. Moscow: Klassika-XXI, 2009. 284 p.

6. Shveytser A. logann Sebast'van Bakh [Schweitzer A. Johann Sebastian Bach]. Translation
by Kh. A. Strekalovskaya, Ya. S. Druskin; Edited by N. M. Enukidze. Moscow: Klassika-XXI,
2016. 816 p.

7. Delaere M. The Projection in Time and Space of a Basic Idea Generating Structure. The Music
of Karel Goeyvaerts. Revue Belge de Musicologie / Belgisch Tijdschrift voor Muziekwetenschap.
1994. Vol. 48, pp. 11-14.

8. Delaere M. Karel Goeyvaerts: A Belgian Pioneer of Serial, Electronic and Minimal Music.
Tempo. 1996. No. 195, pp. 2-5.

9. Goeyvaerts K. Selbstlose Musik. Texte — Briefe — Gesprdche. Eingeleitet und herausgegeben
von Mark Delaere. K6ln: Edition MusikTexte, 2010. 560 S.

10. Sabbe H. Goeyvaerts and the Beginnings of «Punctual» Serialism and Electronic Music.
Revue Belge de Musicologie / Belgisch Tijdschrift voor Muziekwetenschap. 1994. Vol. 48,
pp- 55-94.

11. Sabbe H. A Paradigm of «Absolute Music»: Goeyvaerts’s N°4 as Numerus Sonorus. Revue
Belge de Musicologie / Belgisch Tijdschrift voor Muziekwetenschap. 2005. Vol. 59, pp. 243-251.

12. Toop R. Messiaen / Goeyvaerts, Fano / Stockhausen, Boulez. Perspectives of New Music.
1974. Vol. 13, No. 1 (Fall-Winter), pp. 141-169.

About the author:

Anastasia V. Titova, Post-Graduate Student at the Department of Music Theory and
Composition, Petrozavodsk State A. K. Glazunov Conservatory (185031, Petrozavodsk,
Russia), ORCID: 0000-0001-9475-5348, titovaan.94(@gmail.com

192



& My3bikaAbHasi KyAbTypa HQpOAOB MHUpa 25

ISSN 1997-0854 (Print), 2587-6341 (Online) DOI: 10.33779/2587-6341.2021.1.193-202
YIK 781.7

H. B. TA3BIYEBA

baxunckas mysvikanvnas akademus umenu Yzeupa I'aoocubetinu
2. baxy, Azepbaiioscan
ORCID: 0000-0001-9515-6750, kristina.baku@yandex.ru

JKaHpoBasi cneuudrka BapMaHTHOCTH
B a3ep0aiiA)KaHCKMX NeCeHHO-TaHLLeBaAbHbIX hopmax

ABTOp HccrenyeT mpoOieMy BapHMaHTHOCTH KaK MPUHLMIA WHTOHAI[MOHHOTO Pa3BUTUSA U
dbopmooOpa3zoBaHus B azepOaiiKaHCKOM My3bIKE YCTHOM TPAJAUIIMK — MMECHAX, TaHLAX, TeCHU(ax,
peHrax, TupuHrax. BapuanTHOCTb npeAcTaéT B ATUX kKaHpax B KaueCTBE XapaKTepHOro MpHU3HaKa
NOCTPOEHUS (PONBKIOPHOTO TEKCTa, €ro JaJOMHTOHAIIMOHHOTO, PUTMUYECKOro, (PakTypHOro,
CTpYKTypHOTO BbIpakeHHs. C OIHOH CTOPOHBI, MPOBEAEHHOE KOMIUIEKCHOE HCCIEI0BAaHUE
azepOaiKaHCKOM MYy3bIKM YCTHOW TpaUIMK TO3BOJWIO OOO3HAYUTH THUIOBBIE (HOPMBI
BapHAHTHOCTH, BCTPEUAIOLIUECS BO BCEX €€ MeceHHO-TaHIeBalbHbIX (hopmax. C qpyroil CTOPOHBI,
HOBOE€ BHJIEHUE MPoOiIeMbl CHOPMUPOBAIOCH B KOHTEKCTE CPAaBHUTEIBHOIO aHAIN3a, KOTOPBII
MIOMOT COTIOCTAaBUTh PA3JIMYHBIC )KAHPOBBIE CUCTEMBI U BBISIBUTH B HUX 0COOEHHOCTH BapbHUPOBAHHUSI.
AHanu3 Mmokasall, YyTO BapUAaHTHOCTb B3aMMOJACWUCTBYEeT B a3zepOailmkaHCKOM (OIbKIOpE C
pedpPEHHOCTHI0, CEKBEHTHOCTHIO, MPOPACTAHHEM, OPHAMEHTAIBHOCTHIO, KOMOMHATOPUKOM.
Crneunduka BapuaHTHOCTH B >KaHPOBOM cucCTeMe a3epOalpPKaHCKOM My3bIKH 00yCloBUIa
o0Opa3oBaHHe pepEHHBIX CBsI3€i: B MECHAX U TaHLAX — B KIACCUYECKOM OOJIMKE C COXpaHEHUEM
MpOMNopIui, B TeCHU(]AX U pEHTax — B CBOOOAHOMN Xy0/KECTBEHHOU TPAKTOBKE. B necHsX u TaHmax
NEHCTBYeT MPHUHIIMII BapUAaHTHOTO TOXKECTBA, MCIONB3YIOTCA MNPUEMBI MUKPOBAPHUPOBAHUS,
npeodaIaiaoT MepUOANYECKHE CTPYKTYPhI; B TPAAUIIMOHHBIX MECEHHO-TAHIEBAIbHBIX (POopMax,
CBSI3aHHBIX C MyTaMOM, BayKHbI TEHICHIIMM BapHAHTHOTO OOHOBJICHHS TeMaTH3Ma, COTIOCTaBICHUS
PETUCTPOBBIX U JIAJIOBBIX CPEACTB, 00pa30BaHMs CKBO3HBIX MOHOTEMATHUYECKUX CTPYKTYP.

KiroueBble ciioBa: azepOaiiiyxaHCKasi My3bIKa, YCTHAs TPAJAUIINS, IECHS, TAHEI], CDABHUTEIIbHBIN
aHaJu3, XaHpoBas crnerudrka, BApUaHTHOCTD, pa3BUTHE, PopMooOpazoBaHue.

Jna yumuposanus / For citation: TlazprueBa W. B. JKanpoBas cneundurka BapHaHTHOCTH B
azepOailKaHCKUX TIEeCEHHO-TaHIeBaIbHBIX Gopmax // [Ipobnembl My3bikaabHON Hayku / Music
Scholarship. 2021. Ne 1. C. 193-202. DOI: 10.33779/2587-6341.2021.1.193-202.
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The Genre Specificity of the Variation Technique
in Azerbaijani Song and Dance Forms

The author researches the issue of the variation technique and the principle of intonational

development and form-generation in Azerbaijani music of the oral tradition — songs, dances,
tesnifats, rengats and diringats. The variation technique demonstrates itself in these genres as the
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characteristic features of construction of folk texts, their modal-intonational, rhythmic, textural
and structural expression. On the one hand, the conducted integrated research of Azerbaijani music
of the oral tradition made it possible to indicated typical variation forms which can be found in
their song and dance forms. On the other hand, a new perspective of the issue has been formed in
the context of comparative analysis which helped juxtapose various genre systems and reveal the
particular traits of variation in them. Analysis has shown that the variation technique interacts in
Azerbaijani folk music with refrains, sequences, intergrowth, ornamentation and combinatoriality.
The specificity of the variation technique in the genre system of Azerbaijani music has stipulated the
emergence of refrain connections: in songs and dances — in the classical guise with the preservation
of the relevant proportions in the tesnifats and rengats — in a free artistic interpretation. The songs
and dances contain the principle of variation identity, make use of techniques of micro-variation,
and show a prevalence of periodical structures; the traditional song and dance forms connected with
the mugam show an importance of tendencies of variational renewal of thematicism, juxtaposition

of registral or modal means, and emergence of through monothematic structures.

Keywords: Azerbaijani music, oral tradition, song, dance, comparative analysis, genre-related
specificity, variant features, development, form-generation.

3epOaiiKaHCKasi My3blKa YCTHOM

TPaJHIMU — 3TO OTPOMHBIN IIJIACT

TpaguUUi HapoJa, KOTOPBIM CKJIa-
JbIBAJICS Ha MPOTSKEHUU MHOTUX BEKOB.
TecHO CcBsI3aHHAs ¢ UEHHOCTHBIMH OPHUEH-
TalUsIMU OOIIECTBA, OCOOEHHOCTSIMH MEH-
TaJUuTeTa 1 MUPOBO33pEHUs, a3epoaiiKaH-
CKasi My3blKa YCTHOM TPaJMIINKU 3aKI0YaeT
B ce0e SIPKO BBIPAXKEHHBIE MPUMETHI HAIIHO-
HAJbHOTO XapakTepa W HaMOHAJIbHOIO
ckiaga MelnieHus. borareiimue oGpassl
M TEeMbI, pa3HOOOpa3HbIEC >KAHPOBBIE (op-
MBI a3epOaiipkaHCKOM HApOMHOW MY3BIKH
BO3HUKAIOT B CII0)KHOM JUAJIEKTUYECKOM
B3aMMOJICICTBUM KOJUIEKTUBHOTO XYJIOXKeE-
CTBEHHOTIO CO3HAHUS W WHIUBUIYaJIbHOTO
TBOpuecTBa. Cpeau MHOXKECTBAa ACHEKTOB
n3ydeHus: (PONbKIOpa Ba)XKHOW MpPEICTaB-
JsieTcst mpobiieMa BapUaHTHOCTU U €€ TIIy-
OMHHOMN CYIIHOCTH B MPAKTUKE HAPOTHOTO
HCKYCCTBA.

MHuororpanHblii paszzen aszepOaiiaxaH-
CKOM MY3BIKHM YCTHOM TPaJWLIMK BKIIOYAET
B ce0sl MMEeCHHU, TaHIIbl, TECHU(DBI', peHIH?,
JMPUHTH’, HAXOIIIINECT MEXIy CcoOoi
B IIOCTOSHHOM B3auMoOJeHUCTBUHU. B oTim-
yyue OT NECEH W TaHIIEB, BTOpas TIpyIina

’KAHPOB — TECHU(BI, PEHI'W U TUPUHTH —
ABISIIOTCS  hopMamMu  azepOailKaHCKOM
TPAAULIMOHHON MY3bIKH M BXOJST B COCTaB
myrama-gectrsix®. CkiIaapIBasch U pa3BH-
BasiCh NapajulesIbHO, a3epOailyKaHCKue Te-
CEHHO-TaHLIeBaJIbHbIE (POpMBI 0OpazoBau
€MHYI0 CTWJIEBYIO CUCTEMY, COCTAaBIISIO-
HIYIO «T€HETHYECKH (POH HCTOPUKO-KYITb-
TypPHOU MMaMATH Hapoga» [2, c. 83].
OcymiecTBisisi CpaBHUTEIBHOE HCCIIe-
JIOBaHUE >KAHPOB a3epOailKaHCKON My-
3bIKM YCTHOW TpagullUH, aBTOP CTaTbU
ONUpaeTcs Ha 3HAYUTENbHBI Hay4yHBIN
OIIBIT, HAKOIUICHHBIN B Tpynax b. I'yceiinimy,
P. 3oxpabosa, P. Mamenooii, T. Mamenosa,
A. Mamenosoii, C. @apxanosoii, C. barupo-
BoH, A. ParumoBoii u ap. Cucremaruzaius
O0sbII0T0 00bEMa MY3BIKaJILHOTO MaTepH-
aja, Ormopa Ha METOJ| MY3bIKaJbHOW KOM-
NapaTUBUCTUKH, IO3BOJIWINA COIOCTABUTH
pa3IuyYHbIE KAHPOBBIE CUCTEMBI HA YPOBHE
IPUHLUIIOB MX CTPOEHMs, JAJ0BbIX U Te-
MaTUYEeCKUX 0COOEHHOCTeH. B cTarbe peub
UAET O BHYTPUKOMIIO3MIIMOHHOM Bapbu-
POBaHHMM, BAPUAHTHOCTH PacCMaTpHUBAETCS
KaK METOJ1 TEMaTH4eCKOro Pa3BUTH U Qop-
MOOOpa30BaHMsI B MECEHHO-TAHIEBAIbHBIX
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YKaHpax azepOaiKaHCKON MYy3bIKH YCTHOM
TPaIULUU.

BaxxHpIM cieqcTBUEM MOHOIWHHOCTH
MY3bIKaJIbHOTO MBIIUICHUS B a3epOaii-
YKAHCKOW MY3bIKE CTAHOBUTCS Oco0as pas-
pabOTaHHOCT,  METOJ0OB  BapUAHTHOCTHU
MaJIoro IUIaHa, 4TO CBSI3aHO CO CBOEOOpas3-
HBIM OTHOIIIEHHWEM K 3BYKY KakK aOCONIOT-
HOU neHHOoCTH. «llosBIeHne KaXgoro Ho-
BOI'O TOHA, J1aK€ COCEIHEro, 3[eCh MOYTH
BCEI/Ia OLIYIIAETCS KaK “UHTOHALMOHHBIN
CIABUT’, TOYTH KaXJbId 3BYK OIEBaETCH,
MOCTYNIEHHOCTh  3aMELIAeTCd CEKBEHIU-
ei, IIHUPOKO NPUMEHSIOTCS Pa3IUYHbIE
BU/IbI TIOBTOPOB (MOTHUB, OTAENIbHBIN 3BYK),
B TOM YHCJIE MHOTOYHCIICHHBIE TPENBEMBIY,
— numet M. Ab6esrays [1, c. 38]. Caoe-
o0pa3zue azepOaiiKaHCKON My3bIKH YCTHOM
Tpaguiuu 00yCIIOBIIEHO OCOOBIM XapakKTe-
POM «3By4aIlei cyOCTaHIMI»’, CBI3aHHOU
C YCTAHOBKOM Ha XyJJ0KECTBEHHYIO U300pe-
TaTeIbHOCTh — IPUHIMUIINATIEHO HMMAHEHT-
HYI0 UMIIPOBU3AIMOHHOCTh, YTO Ha CTPYK-
TYpPHOM YpPOBHE BBIPAXKAETCS COYECTaHUEM
MOBTOPHOCTHU € NMPUEMAaMH MUKPOBAapUAHT-
HOTO OOHOBIIEHHUs TeMaru3Ma. B azepOaiin-
YKAHCKUX TMECEHHO-TaHIEBAIbHBIX (popMax
BCTPEYAIOTCA BAPUAHTHOE OINEBAHUE OINOP-
HBbIX TOHOB JIaJla, BAPUAHTHBIE CEKBEHIINH,
pa3JIMuHbIe BapUAHTHI 3aMOJTHEHUS CKayKa,
NepeCcTaHOBKA dSJIEMEHTOB BHYTpU (pa3bl
U WX KOMOWHATOpHKA HA YPOBHE HECKOJb-
Kux (Qpa3, MacmradHas MOOWIBHOCTh H
PUTMHUUYECKOE BApbUPOBAaHUE. 31€Ch MOXKHO
TOBOPUTH O BAPUAHTHOCTH OJHOTO MOTHBA
u (pasbl, JJOKATHHBIX U3MEHCHUSX BHYTPH
MHTOHAIIMOHHON MOJENIN U €€ BapUaHTOB,
a TaKXXe BapUAHTHOCTU «aBTOHOMHOIO»
CBOIICTBa B paMKax 1enoro crpoenus. O0-
paTuMcs K My3bIKaJIbHBIM TTPUMEpaM.

BapuanTHoe omeBaHuME ONMOPHOrO TOHA
a SIBIIIETCSI NICTOKOM MHTOHAIIMOHHOTO pa3-
BUTHUSI B HApPOJHOM NeECHE «SIxaH TydM>-
m» («3acterau Bopot»)®. [lecHs Hanucana
B Jiaxy Cersix ¢ TOHUKOM fis, B KOTOPOM 3BYK

@ BBITONHSICT (DYHKIIMU KBUHTBI OCHOBHOTO
ToHa’ (mpumep Ne 1).

[Ipumep Ne 1 Haponnas nmecHs «Sxan myitMama»
(«3acteram BOpoT»)
Allegretto
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OneBaHue — BpalllEHUE BOKPYT 3TOH
CTYNEHH OTHOCUTCSl K YHCIy THITUYECKHX
norneBok neceH jana Cersx U HaXOOUT OT-
pakeHUE BO MHOTHMX MY3bIKaJIbHBIX 00pa3-
1ax. OOBIYHO TOT 3BYK BHAYAJIE BBIJCPKH-
BAC€TCsl Ha OJHOM BBICOTE, a BapUaHTHBIM
M3MEHEHHSIM TIOABEPraeTcs MOMEHT OleBa-
HUSl KBUHTHL. B Hammem mpumepe oHO ocCy-
IIECTBISIETCS. B ACHMMETPUYHOM OOBbEME
HIKHEW KBUHTHI U BEPXHEH CEKYyHIbI.

B ocnoBe menonuu mupuary «Ilumpoy®
HaXOAATCST BOCXOZSIIME KBapTO-KBUHTO-
BbIe CKauku OT ToHWKH yiana llyp g’ n ux
BapUAaHTHOE 3allOJIHEHHE, JOIMOJHEHHOE
OpHaMeHTaluel OTAeIbHBIX 000poTOoB. Ba-
PHAHTBI YIOPHO M Pa3sHOOOpa3HO JEMOH-
CTPUPYIOT O3TOT THUIMYECKUNH CTEPIKCHb,
CcBOOOJHO TpaHCHOPMHPYsT MacIITabbl OC-
HOBHOTO MEJIOJUYECKOT0 KOMILIEKca (TpH-
Mmep Ne 2).

IIpumep Ne 2 Hupunru «l Tumpo»
Largo J. =46
4 b J4 b
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Baxnyio pons B KaHpax azepOaii-
KQHCKOM MY3BIKM YCTHOM TpaJWIUU BbI-
HOJIHAIOT TOHAJIBHBIE CEKBEHIUHU, KOTOPBIE
SBJIIIOTCSL HE TOJIBKO CPEACTBOM Pa3BUTHS
MY3bIKQJILHOTO MaTepHuajia, HO U MPUHIUIIOM
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KOHCTPYUPOBAHHUSI CaMOW MEJIOAUKH. MHO-
THe CEKBEHIIMH COYETAIOT B cebe CTPOrocTh
W BBIICP)KAHHOCTH OCHOBHOTO PHCYHKa
C HWMIPOBH3ALMOHHONW CBOOOMOW. 3BEHBS
CEKBEHIIUU Pa3IUYalOTCs CBOMM BHYTPEH-
HUM HAIlOJHEHUEM C TIOMOIIBI0O METPOPHUT-
MHUYECKUX, JaJJONHTOHAIIMOHHBIX M CTPYK-
TYPHBIX HIOQHCOB. Meloausi-CeKBEeHIIUs
tecHuda «Pact»!’ cTpoutcs Ha CreIUIeHHH
MOTHBOB OIICBaHMUS, TIPH 3TOM TPaHU MEKIY
3BEHBSIMH MAaKCHMaJbHO CIIaKEHbI, U Ka-
KJIO€ TIOCIIEMYIOIIee 3BEHO IOIXBATHIBACT
KOHEYHBIN 3BYK mpeapiaymiero. [logooHas
CEKBEHILIMS TONy4YHja B a3epOailyKaHCKOM
MY3BIKO3HAHWH  Ha3BaHUE  «IPEAbEMHAS
cekBeHIus»'!. [ToBTOpEHHE Meoanu B pac-
CMaTpUBacMOM TECHU(E COIMPOBOXKIACTCS
BapUAHTHOCTHIO HE TOJILKO 3BEHBEB CEKBECH-
IIMH B TICPBOM M BTOPOM IPOBEIICHUHU, CAMO-
TO MOTHBA B TPETHEM MPOBEACHUH, HO U Iie-
JOCTHBIM CMEIICHUEM MEJIOINU-CEKBEHITHN
Ha OIHY CTyIeHb BBepX (mpumep Ne 3).

[Ipumep Ne 3 Tecuud «Pact» Ne 6
Moderato cantabile
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MHorue meceHHO-TaHIeBabHbIC (Op-
MbI A3epOaiipkaHa YKIaIbIBAIOTCS B TIe-
PEMEHHYI0 METPUYECKYIO CETKY pa3MepoB
6/8 — 3/4, B KOTOpOH JTOMyCKarOTCsl THOKKE
KOMOUWHAIIUU PUTMHYECKUX TPyII. ITO 00-
CTOSITEILCTBO CO3MAET CBOECOOpPA3HYIO Ba-
PUAHTHOCTHh BHYTPEHHETO YICHEHUS JOJICH
B TaKTe, TUIINYHBIE CMEIIEHUS TaKTOBBIX
aKieHToB. B azepOaiimkanckoM (OIBKIIO-
pPe MOXKHO BCTPETUTh KaK pa3HOBPEMEHHOE
COYCTAaHUE JIByX- M TPEXJIOIBHOW METPH-
KM, TaK U OJHOBPEMEHHOE TMOJIUPUTMHU-
yeckoe (BOKAJIbHAsS W WHCTPYMCHTAIbHAS

2021, 1

MIapTUU BEAYT OAHY MEJOAUIO0 C pas3iihy-
HON METPOPUTMUUYECKON aKLIEKTUPOBKOM).
Purmudeckomy BapbUpOBAHUIO OTBOAMTCS
Ba)KHAsl POJIb B PA3BUTUM TAHIIEBAJIbHOIO
TeMaTu3Ma, Tie BakeH 3(PeKT co3maHus
IIOCJIEA0BATEIBHOIO U HEYKJIOHHOI'O YCKO-
pEHUs «TeMIla JEeUCTBUS». PurtmMuueckune
U3MEHEHHsS (PONBKIOPHOTO TEKCTa Xapak-
TEPU3YIOTCS B3aMMONEPEXOAaMH Apodie-
HUS U BbIpaBHMBaHMs (YepeloBaHUE POB-
HOI'0, CUHKOIIMPOBAaHHOI'O WU ITyHKTHUPHOI'O
IBUKEHMS), CIMTHOCTU U Pa3JeiIbHOCTH
WHTOHALIUU (TIOSIBJICHHE W HUCYE3HOBEHHE
OCTaHOBOK-11€3Yp), CMEHON PUTMUYECKOTO
PUCYHKA €r0 3epKaJbHBIM OTPAKCHUEM.

Kak mpaBuno, B 0OJbIIMHCTBE a3ep-
0alPKaHCKUX  TECEHHO-TaHIIeBaJbHBIX
¢opM BapuaHTHBIE H3MEHEHHUS COCPEIO-
TOYEHBI B HaYaJie IOCTPOEHHUSI C XapaKTep-
HBIM BO3BPAaTOM TOHWYECKOH KaJeHIUH'’.
A3zepOaliKaHCKHE YUY€HBIE OINPEIEIISIOT
Ha3BaHHBINA MPUHIUIT KaK «pePpeHHOCTHY
WIH «pOHJA’IbHOCTHY. [lpuHmun ped-
PEHHOCTH 3aKpeIUISIETCS] Ha Pa3JIMYHBIX
CTPYKTYPHBIX YPOBHSAX MY3BIKaJIbHOTO
TEKCTa B )KaHpax azepOailKaHCKOW My3bI-
KM yCTHOM Tpanuuuu. Hanpumep, B suibl
«Tomy»"® pedpeHHOCTh CKpemIsieT ABY-
TakThl (mpumep Ne 4).

[Ipumep Ne 4 Tanen suubl «lommy»

Andante
Aut /r_‘\

B TanneBansHBIX Popmax, rae pedpeH-
HBIE CTPYKTYpPbI MOIYYHIN 3HAYUTEIHHOE
pacmpocTpaHeHue, pepeHsl MOYTH BCEr-
Ja WHTOHAIIMOHHO TOYHBI M MAacCIITa0HO
CTaOMIBHBI, WX BO3BPAIICHUE PETYISIPHO.
B tecuudax pedpeHHocts «Byanupyer-
Cs» XOTA OBl HE3HAUYNTEIBHBIMH BapHAHT-
HBIMH «JIETaIIMW», KOTOpbIE BHOCSTCS B
u3noxeHue ¢pa3-pudM U X YeperoBaHHE
¢ BapuaHTaMu-3a4nHamu. U sTa onmcannas
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3aKOHOMEPHOCTh CTaHOBHUTCS BaKHOU 0CO-
OCHHOCTBIO TIPOSIBIICHUSI BApUAHTHOCTH B
*aHpe recHuda. [IpuBeném B nmpumMep Bapu-
aHTBI pe(PEHHOTO MOCTPOSHUS U3 TeCHU(DA
«Pact»', B KOTOpOM paccmarpuBaeMbIit
HPUHIIMIT IPOSIBJIICTCS HA YPOBHE Pa3JIesioB
dbopmer (ipumep Ne 5).

IIpumep Ne 5 Tecuud «Pact» Ne 3
Allegro non troppo
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B sTom TecHude cymecTBeHHYIO pOib
UTPAIOT HE TOJHKO WHTOHAIIMOHHBIC M3ME-
HEHMsI, BHOCHUMBIE B pepeH, HO U Ta Mac-
mraOHas Nponopuus, B KOTOPOH COOTHO-
CATCSI CTAaOMJIBHBIE U MOOWJIBHBIC Pa3/Ieiibl
¢dopmsbl. [1aTh pa3 Ha NPOTSKEHUU IECEH-
HOW CTpO(BI MOSBISIETCS CKPEIUISIOmast
pedpennas ¢paza: BHauaIe MOCIE YEThIPEX
TaKTOB, 3aT€M B CEpelMHEe — JBEHaJLaTH
TAaKTOB U CHOBa 4YeTbIpéx. Kymbpmunaim-
OHHBIM TPOPHIB BBEPX K OKTAaBHOMY TOHY
HapyllaeT KOMIO3UIMOHHBIE IapaMeTphbl
pedpeHHOM CTPYKTYphI, TEM CaMbIM, 3aTs-
THBAETCS BO3BPAIICHNE «CHHTAKCUYIECKON
Y JIaJI0BOM TOHUKH g.

B omnume oT HapoAHBIX MECEH, B TaH-
[IEBAIbHON MY3BIKE BCTPEUAIOTCSl TaKHe
crienuduieckre GopMbl IPOSIBICHUS BapH-
AHTHOCTH, KaK TOHAJIbHOE BapbUpPOBAHHE,
JagoBasi M PETUCTPOBasi BapUAHTHOCTH'’.
B npomecce xpomarmzanuu — MOBBILIE-
HUS WIM TIOHMKEHUS OTNIEIbHBIX CTyIeHEN
B a3ep0aJKaHCKOM JIaJOBOM CUCTEME — BO3-
HUKAEeT SIBJICHNE, POACTBEHHOE TOHAIBHOMY
BappupoBaHuio. K npumepy, B penre «Maiie
bastei-1lupa3»'® yxom B cTpoil pasnena
«basteI-Mcdaran» npuBoguT K nepemMerie-
HUIO TEMaTHYECKOTO KOMIUIEKCA U3 TOHAb-
HoCcTU g moll B e moll (mpumep Ne 6).

ITpumep Ne 6 Penr «Maiie bastoi-Ilupas»

Andante
T.13-24
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B xaHpax azepOailipkaHCKOW MY3BIKH
YCTHOM TpaJuIMK BCTPEUAIOTCS pa3InyHbIC
(hopMBI THTA TIEPHO/IA, IBYXUACTHBIE, TPEX-
YyacTHbIe, poHI000pa3Hble. [lecennas nubo
TaHIeBaJIbHAsl (hOpMa MOXKET ClIaratbCs U3
psna «BapUaHTHO- OAOOHBIX» (hpa3, B Me-
JOAUYECKOM M PUTMHUYECKOM OTHOLIEHUU
00pa3yIoUINX MEPUOANUECKYIO CTPYKTYpY.
Berpeuatorcst 00pasiibl, OCHOBaHHBIE Ha
Oosiee CBOOOIHOM BApUAHTHOM Pa3BUTHUH,
MIPU KOTOPOM MeJIoAuYecKast INHUS ONupa-
€TCsl Ha CBOOOIHYIO IIOBTOPHOCTH MOTHBOB.
OT npenplyliero JaHHBIA THII OTJIMYAeT-
Csl OTCYTCTBHEM CTPOTOW MEPUOAMYHOCTH,
BAapHAHTHOCTHIO MacmTaboB Tembl. Ponb
BapUAaHTHOCTU KaK CPEACTBAa BHYTpUTEMa-
TUYECKOTO Pa3BUTHSI BO3PACTAET B KyILIET-
HO-TIPUIIEBHBIX CTPYKTypaXx: €CIId Ha 3areB
IPUXOJIUTCS U310)KEHUE OCHOBHOTO MY3bI-
KaJbHOT'O MaTepuaa, TO PUIEeB pa3BUBAET
€ro mMyTéM MOTHBHOTO APOOJICHUS, CEKBEH-
IUPOBAHUS, PA3IMIHOTO POIA PUTMHUIECKO-
rO BapbUPOBAHMUSL.

B xanpax azepOaiipkaHCKOTO (POJIBK-
Jopa MOXXHO OOHapyX HUTh (OPMBI «MOHO-
TEMaTUYECKOI0» COAEPIKaHUs, B KOTOPBIX
000co0sieHre aBTOHOMHBIX BapHAHTOB IO-
3BOJISIET PACCMOTPETh MX B KaueCTBE CaMo-
CTOSITEJIBHOTO TEMaTHYECKOro KOMILIEKCa
u BeAfTr K o0pa3oBaHMIO Ooyiee CIOXKHBIX
¢dbopM, HEpeAKO C KOHTPACTHBIM COOTHO-
HIeHHueM paszenoB. Tak, mepBas 4acTb 00-
psmoBoro HameBa «Xaunai» («XopoBom»)'’
IOCTPOCHAa Ha NEPUOJUYECKUX IOBTOpax
OCHOBHOM TeMbl C €€ OpHAaMEHTaJbHBIM
BapbupoBaHuEeM. Btopoil pazmen xapak-
TEpU3yeTCsl 3HAYUTENbHOW TpaHchopMa-
[UEel TeMaTHYeCKOro marepuasna, a UMEH-
HO YMPOIIEHHWEM €ro HWHTOHAIIMOHHOTO
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penbeda, Kak Obl «pa3psliKOi» OpHaMeEH-
TaAJIbHOM TKaHU. YOajJeHHe OT HadaJIbHOM
TEMBI BBIJICJIEHO B MEJIOJUYECKOM, METPO-
pUTMHUUYECKOM (BMeCTO pa3mepa 3/4 — 6/8),
temrioBoM (BMecto Largo — Allegro), mac-
MTAaOHOM OTHOILIEHUU (BMECTO 4YETBIPEX
TaKTOB — Tpu TakTta). [Ipu sTomM yHK1IMO-
HaJIbHBI KapKac TEMbl BbIACPKUBACTCS
YETKO M BBICTYIAET B Ka4€CTBE CTAOUIILHO
CKPEIUISIFOIIET0 3JIEMEHTa — MEJIOUS U BO
BTOPOM pa3z/ieie OpUEHTUPOBAHA Ha MTOKa3e
Y3K000BEMHOIO TPOCTPAHCTBA, 3aMKHYTOTO
toHukou mama lyp f. [lpuuém mocnemuee
eni€ Ooyee KOHIEHTPHUPYETCS U CKUMAET-
Csl 10 KBapTOBOIO JIMAIa30Ha, OrpaHUYEH-
HOrO TOHHUKOM Jlaza U €€ kBapTou. B 1e-
JIOM TiecHs1 00pa3yeT JAByX4acTHYIO Gopmy:
aa aaabbbbbbb (mpumep Ne 7).

2021, 1

BctaBkamu [3, ¢. 58]. B penre «Kapabax-
IITUKECTECH» Mepe]l HaMU 0COOBI UMITPOBH-
3alMOHHBIA CTWJIb Pa3BUTHS, COYETAOIIUN
YCTOMYMBOCTh MHTOHAILIMOHHON OCHOBBI CO
cB0O0OOM €€ OOBIrpBIBaHUA. DTa CBOOOIA
MEJIOJIMYECKOTO M300pEeTeHUs MPUBOIUT
K CMEJIOMY CO3JaHUI0 HOBBIX BapHaHTOB
MOTHBA, 3HAYUTEIBHO MPEBBIIIAIONINX Mac-
mTabbl MUCXOAHOTO TE3UCa, HO XPaHSIIUX
¢ HUM CBsi3u. OT yMEpPEHHOT0 W3MEHEHMUs
TeMbl 0e3 e€ KOpeHHOro IpeoOpa3oBaHUs
JI0 CEpUH BHYTPUBAPUALIMOHHBIX HMMIIPO-
BHU3allMi HA KOHCTPYKTHBHOM OCHOBE — Ta-
KOBBI CTYIIEHU MPOPACTAHMS TE€3UCA MOHO-
TEMAaTUYECKONW KOMIIO3UIUMHU, O0pa3yromiei
nepuol. B pe3ynbrare BOZHUKAIOT acCOIU-
allui ¢ MYTaMHBIM MHTOHUPOBAHHEM, CO
CTPacCTHBIM JIMPUYECKHUM BBICKA3bIBAHUEM,
IKCIPECCUBHBIM U3JIUSHUEM DMOIMHU B OJI-

IIpumep Ne 7 Haponnas necus «Xanait»  goMMEHHOM Myrame (HpI/IMep No 8),
(«XopoBoay)
Largo [Tpumep Ne 8 Penr «Kapabax-mmkecrecu»
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OleBaHME KBUHTBHI OCHOBHOTro ToHa Cersax
a — 3ByKa c. Bo3HuKarone HoBblE BapuaH-
Thl TEMbI COBMEIIAIOTCS C OnecTsield op-
HaMEHTAMEN-0IIEBAHUEM OIIOPHBIX TOHOB
Jana, pasIBUKEHUEM JlMana3oHa MEJOJu-
YECKOM JIMHUM U IIUPOKUM BOBJIEYEHUEM B
9TOT MPOLIECC IIOYTH BCEX CTYIEHEU 3BYKO-
psana. Pasznuyast B (ONBKIOPHON MpaKTHKE
BapUaHTHOE Pa3BUTHE U UMIIPOBU3ALIMOH-
HbIi nipouecc, M. Kopenanosa nuier, 4yTo
MOCIICAHUN XapakTepusyercs Oosee CBO-
00AHBIM KOMOMHHMpOBaHUEM (pa3, cMelle-
HUEM MPHU3HAKOB pa3HbIX TUIIOBBIX (hpa3s,
W3MEHEHUEeM JJIMHbI ¢pa3, nobdaBieHUEM
MOTHBOB I10CJIE KaJlaHCA U PEYUTATUBHBIMU

ITo copaBemmBomy 3amedannto A. Co-
KOJIOBOH, «0€3 KaTeropuu jkaHpa W BHE e
OTpEeNIeNICHUs] HECOCTOSITEIbHO HHU OJIHO
WCCIIeIOBaHNE, MMEIONIEe OTHOIICHUE K
donbkiiopy» [7, ¢. 31]. OcobenHocTH Bapu-
aHTHOTO TIPOIIecca, KaK U €ro pe3yibTaThl,
BO MHOTOM OOYCJIOBJICHBI TEM, B KAaKO! YKaH-
POBO¥ CHCTEME 3TOT MPOIECC OCYIIECTBIIS-
€TCsl, MIOTOMY KaK «BCSKHH KaHp 3a/1aéT He-
KOTOPBI HAa0Op MpaBUJI, CTABUT MPEICIIHI,
OTIpeNieNsieT BOBMOKHOCTH BapbHUPOBAHHSD)
[6, c. 194]. ConocTaBieHue pa3HbIX NECEH-
HO-TaHIIEBAIbHBIX XKaHPOB A3epOaiimkana
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HO3BOJMJIO BBIIBUTH Kak OOIIME 3aKOHO-
MEPHOCTH MX CTPOEHMS, TaK U HEKOTOPHIE
OTJIMYUTEIbHbIE OCOOEHHOCTH TeMaruye-
ckoro pasutusa. O0600mas npoBenEHHBIN
CPABHUTEJIbHBIN aHAIN3, IPUXOAUM K CJe-
JYIOIIMM BBIBO/IAM:

1. YacHeHue BHYTpPEHHHMX 3aKOHOB pas-
BUTHS U (opMooOpa3zoBaHus B azepOaiii-
KAHCKUX TECHSAX M TaHIaX HCXOIUT U3
IPUHIMIIA BAPUAHTHOIO ToxaecTsa. IIpu-
pona (ONBKIOPHOTO TBOPYECTBA B ITHUX
YKaHpPAX CBsI3aHa C TOBTOPHOCThIO MOTHBOB,
¢dpa3, paznenos (GopMbl IpU 3HAYUTETBHON
POJIM MUKPOBAPbUPOBAHHUS.

2. B xaHpax TpaJIWIHMOHHOM MY3BIKH
— JUPUHIAaX U peHrax, TeCHUpax — cyIie-
CTBEHHa MpobjemMa TEeMaTU4YecKoro JIBH-
KEHHUS, 3aKOHOMEPHOCTEH BapHUaHTHOTO
OOHOBJICHUSI WM CMEHBl POJICTBEHHOIO
Marepuasa BHYTPU KOMIIO3ULMU. DTa CMe-
Ha oOmajmaer CBOEW JaJOMHTOHAIIMOHHOU
JpaMaTyprueii, HaxoJsicb B 3aBUCHUMOCTH
OT CXEMBI MEJIOJNYECKOrO Pa3BEPTHIBAHUS
B Myrame, U B TO € BpeMsi oOoramaer u
paciupsieT THTOHAIMOHHBIN CTPOU LHKIA
B LIEJIOM.

3. Ilpenmnonarast TEHIEHUIHUIO K IOCTYyIIa-
TEIbHOMY Pa3BUTHIO, BAPUAHTHOCTh B3au-
MOJICHCTBYET B >KaHpax aszepOailKaHCKON
MY3bIKH YCTHOW TPaJULIUUA C TAKUMH IIPUH-

LUIIaMH, Kak MpopacTaHue, pepeHHOCTb,
KOMOWHATOPUKA, CEKBEHTHOCTb, OpHAMEH-
Talusl.

4. Cnenuduka BApUaHTHOCTH B KaHpPax
azepOaiKaHCKOM MY3BIKM YCTHOM Tpa-
IUIHUK BEAET K 00pa30BaHUIO TUMTHUYECKHX
pedpeHHBIX CBSI3€W, KOTOpbIE OpraHu3y-
0T Pa3jJu4yHble KOMIO3ULUOHHBIE YPOBHU
(hONBKIIOPHOTO TEKCTa, Y4acTBYS B Xapak-
TEPHOM COIOCTABJIEHUH MOTHBOB, (ppa3 U
Oomnee KpynHBIX nmoctpoeHuid. Ecou B mec-
HSX W TaHIAX pePpPEeHHOCTh MPOSBIACTCS
B CBOEM KJIACCMUECKOM OOJIMKE C cOXpaHe-
HUEM MNponopuuil GopMbl U comepKaHuUs,
TO B TPAJULMOHHBIX XaHpaxX HUMIIPOBU3A-
[IHOHHOE MY3BIKAJIBHOE BBICKA3bIBAHUE BE-
IET K BapUAHTHOCTU KaJIeHUUU-pUPM, He-
CTaOMIBHOCTH MX BO3BPALLCHHUSL.

5. BapuantHocTh mpuoOpeTaer mupo-
KOE€ 3HAY€HUE B CTPYKTypE IMECEHHO-TaH-
1IeBaJIbHBIX JKaHPOB azepOaiiKaHCKON My-
3bIKM KakK CI0CO0 BHYTPUTEMAaTHUECKOTO
pa3BuTusa U GopmMooOpazoBaHus. MHOT000-
pasue MNpOosIBJICHUN MPUHLNINA BapUAHTHO-
CTH BEIET K CO3IaHMIO KAK NIEPUOINYECKUX
CTPYKTYP, TaK U CKBO3HBIX MOHOTEMaTHYe-
CKHMX KOMITO3UIIMM, B KOTOPBIX MOSBISETCS
BO3MOXHOCTb PAacCMOTPEHHUS «aBTOHOM-
HBIX» BapUaHTOB B KadeCTBE CaMOCTOS-
TEJIbHOIO TEMaTUYECKOTO KOMILJIEKCA.

S MPUMEYAHUA <>

1

HCITIOJIHACTCA BHYTPHU MYTaMHOTI'O IIUKJIA.

Tecuaud mpencrasnser coboi oOpaselr TOPOJACKOW JTUPUUECKON MECHU-POMAHCA, KOTOPHIN

2 PeHr — BHPTYO3HO pa3pabOTaHHBIN TaHEl, KOTOPHII HCIOIHIETCS B COCTaBE MYraMHOTO

IIMKJIa U B KaUYE€CTBEC CaMOCTOSATEIBHON MBECHI.

3 JlupuHre — JNErKuid, OXKHUBIEHHBIA PEHT B HIECTHIOJIBHOM pasmepe. MHOrIa 3TOT TepMuH
CIPUMEHSETCS W U1 XapaKTEPUCTUKU HApOAHBIX MECEH, UCHOJHAIOIIMXCA B TOM XK€ TEMIE U

put™me» [8, c. 31-32].

4 Myram-aecTrsix — BOKaJbHO-HHCTPYMEHTATBHBIN UK, COCTOSIINN M3 HMIPOBU3AI[HOHHBIX
Y METPOPUTMUUYECKHU YETKUX Pa3/IeTIOB — MECEHHBIX (TECHNU(OB) M TaHIIEBAJIBLHBIX (PEHTOB).

5 W. 3eMIOBCKHIl BBOAWT B 3THOMY3BIKOBEJICHHE TOHATHE «MY3BIKAILHOTO BEIIECTBAY —
ocoboro Tuma 3Bydaiield CyOCTaHIIUM, KOTOpasl COMpPSIKEHA «C ATHOCIYXOM M C ITHHYECKUM
u7iealioM 3BYKOM3BJICUEHHS U My3ULIMpOBaHus B 1iesnom» [12, p. 183].
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6 AsepOaiimkanckue HapoaHbie necHu / 3amuck C. PycramoBa, @. Amuposa u T. Kynuesa;
coct. brone-brons Mamenos. baky: Mmsir, 1981. T. 1. Ne 36.

7 Cersx ¢ TOHHKOMU fis CTPOUTCS CIIELYIOUIHM 00pa3oM: cis —d—e—fis—g—a—h—c—d—e, ero
TOHUKOM siBisercs IV ctynens 3Bykopsa. I1o 3Bydanuto najg Cerax O1M30K Maxxopy ¢ OMOpoi Ha
ero Il crynens. Bee ctynenu j1afa BBINOIHSIOT ONpeAeaEHHbIe (YHKIIUH, TOTYUHSASICH OCHOBHOMY
TOHY U TOHMKe. Il CTyneHb Ha3bIBaeTCs «OCHOBHOW TOH», B HAallleM MpHUMepe 3TO 3BYK d. bonee
noZpoOHO O CTPOEHHUU Ja0B azepOaiIKaHCKOM HApOJHON MY3BIKH CM. 3JIEKTPOHHOE M3IaHUE
kauru Yzeupa ['ampxubeitnu [10].

8 AsepOaiipKaHCKHE TUPHHTH U PEHTH / HOT. 3anuch . Mancyposa u A. KepumoBa; npeauci.
®. Amuposa. baky: Nmbir, 1986. Nel4.

° Jlag Ulyp ¢ Tonukoitd: a—h—c—d—-e—f—-g—a—b—c.

1 30xpaboB P. AsepOaiimkanckue TecHu®bl / peA. U TMOACTPOY. Mep. asepd. TEKCTOB
I'. YO. Anuesa; npenuci., BCTYIL. CTaTbsd U KOMMEHT. aBT. M.: CoB. komno3urop, 1983. Ne 6.

" CmpIc e€ 3aKITro4aeTcsi B TOM, YTO OMOPHBII 3BYK KaXK/OTO CJIEIYIOIIEro 3BeHa CEKBEHIIUH
3apaHee MPEJBOCXMIIACTCS B OINEBAIOIIEM PUCYHKE MPEIbIAYIIEro, TO €CTh «Oepércs Kak Obl
MIOCPEICTBOM cBoeoOpa3Horo npeabémar [1, c. 23].
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13 T'yceitnnu b. Asep0OaiikaHckue HapoaHble TaHIeBadbHbIe Menonun. Y. 1. baky: AsepHerp,
1965. Ne 15.

14 3oxpabos P. Ykas. uzm. Ne 3.

1> Bonee moapoOHO crienudrka BApHAHTHOTO METOJa HAa YPOBHE TEMaTH4YECKOTO Pa3BUTHUS U
(opmooOpa3oBaHus B a3epOaiiIPKaHCKOM TaHIIEBaJIbHON MYy3bIKE pacCMOTpEHa B KHuUre: [5].

¢ Cm.: PycramoB C. A3zepOaiiipkanckue Hapoausle peHru. Y. 2. baky: Asrocmysrus, 1956.
Ne 18.

Jlane! azepOaiiykaHCKON HApOAHOM MY3BIKH JIEJIATCS Ha ONpeAeTEHHbIE pa3/ieibl, B KaKIOM
13 KOTOPBIX MEJIOJIUS ONIUPAETCS HAa CBOIO ONOPHY!O cTyneHb. Jlan basatei-1lIupas coctout us Tpéx
pasnenoB: Maiie bastoi-1lupa3, basrei-Hcdaran n Xyszan. B paccMarpuBaeMoM peHre TOHUKON
spisiercst [V cTyneHb — 3ByK g, 3ByKOPS UMEET ClIeyoLuii oonuk: d —e—fis—g—a—b—c—d—es.
B pasnene bastei-Hcdaran onopHoii crynensto sBisercs Il crynens aga, B Halem npuMepe 3To
3BYK e.

17 AzepOaitkanckue Hapoanbie iecHu. T. 1. Yka3 uzm. Ne 92.

'8 Pycramos C. Yka3. u3zn. Ne 58.
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AKTyaAu3aums KpaeBeAYeCKOM KOMMNEeTEeHTHOCTH
B npouecce o0y4yeHusi My3blkaHTa-neaarora B By3e

B crarbe onpeneneHb 00pa3oBaTelibHbIC OCHOBBI PA3BUTHSI KPAaeBEIUECKOM KOMIIETEHTHOCTH
B X0JI¢ yueOHO-TpodeCcCUOHANBLHON eATeNbHOCTU OyayIlIero My3bIKaHTa-Megarora B eIMHCTBE
TaKuX MpoQeCcCUOHATBHBIX aCMEKTOB, KaK MY3bIKAaHT, [€Jaror, ucciaeaosareib. [lokazana poib
U3Yy4YEeHUS MY3bIKaIbHOTO KpaeBeICHHUsI B X0O/I€ TOATOTOBKY 0aKallaBpOB B By30BCKOM My3bIKalIbHO-
oOpasoBarenpHOil cucteme Kazaxcrana v pa3BUTHSL COOTBETCTBYIOIIECH KOMIIETEHTHOCTU. B ToM
YUCIIe, TOKa3aHbl yCIEIIHbIE PE3YIbTaThl €€ pa3BUTHS Ty TEM OPTaHU3aUY CTYI€HUECKON HAyYHO-
MOMCKOBOW JEATEIbHOCTU: WHIWBHUIYAIbHOM U KOMAaHAHOW paboThl oOydarommxcs mno coopy
KpaeBeIYeCKIUX MaTepUajoB; BHIMOJIHEHUH TBOPYECKHUX 3a/JaHHM; OOLIEHWU C MY3bIKAHTaMH,
KOMITO3UTOPaMU; YCBOGHUU HOBBIX 3HAHUU 110 MY3bIKaJbHOMY KPAaeBEACHHUIO B TUCTAHIIMOHHOM
dbopmare; ydyacTUM B TBOPYECKOM IMPOEKTE IO HAIOJHEHHUIO co3jaBaemMoro MHTepHeT-cailTa.
Jlana xapaKTepucTHKa KpaeBEAUYEeCKOW KOMIETEHTHOCTH OyayIIUX MY3bIKaHTOB-IIEAAroroB
B paMKax ampobamuu B ydeOHOM mpolecce OakanaBpuara (dIEeKTUBHBIM Kypc «My3bIKaabHOE
KpaeBelleHUe»), 4YTO TMO3BOJUJIO BBISIBUTH OCOOCHHOCTH W YPOBHH DAa3BUTHS BY30BCKOM
CTYACHUYECKOW MOJOA&KH B 00IACTH TPAAUIMOHHOW M JUCTAHIIMOHHOW (opMm oOydeHwus.
KpaeBenueckass KOMIIETEHTHOCTh aKTyaJIM3UpPOBaHA KaK 3HAauMMoOe NpodecCHOHAIbHO-
JUYHOCTHOE KayeCTBO OYIyIIMX MY3bIKAHTOB-NEAAroroB B COOTBETCTBUU C COBPEMEHHBIMU
TpeOOBaHUSIMU By30BCKOI MOJATOTOBKHU.

KitroueBbie ciioBa: By30BCKasi IOATOTOBKA MYy3bIKAHTA-TIEArora, KpaeBeaueckas: KOMIIETeHTHOCTh
My3bIKaHTa-TIe]arora, TMCTaHIIMOHHOE 00yUeHHE.
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Kymamepa A. E. Axryanuzauus KpaeBeJ4eCKOH KOMIIETEHTHOCTH B Ipolecce oOyueHHs
My3blKaHTa-1iearora B Byse // IlpoGnemsl Mmy3bikanbHoi Hayku / Music Scholarship. 2021. Ne 1.
C.203-212. DOI: 10.33779/2587-6341.2021.1.203-212.
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Actualization of Areal History Competence
in the Process of Training Music Pedagogues at Universities
and Conservatories

The article defines the educational basis for the development of areal history competence
in the course of educational and professional activities of the future music pedagogue in the
unity of such professional aspects as a musician, teacher, researcher. The article demonstrates
the role of studying the local musical lore in the course of training bachelors in the university-
and conservatory-based musical educational system in Kazakhstan and the development of the
appropriate competence. In particular, the successful results of its development are shown by
means of organization of student research activities, the students’ individual and group work
in collecting materials related to areal history of any given topic, in performing creative tasks,
communicating with musicians, composers and mastering new knowledge on music areal
history, taking into account the professional orientation in a remote format and participating
in a creative project to fill up an established internet website. The article describes the areal
history competence of future music pedagogues in the framework of testing the elective course
of “Music Areal History” within the educational process of the bachelor's degree, which allowed
to identify the features and levels of its development in the process of education and training
of students in universities and conservatories in traditional and long-distance forms of study.
The article actualizes areal history competence as a significant professional and personal quality
of future musical pedagogues in accordance with the present-day requirements of university and
conservatory training.

Keywords: university and conservatory training of a music pedagogue, areal history competence
of a music pedagogue, long-distance study.

OBPEMEHHAsl Ka3axCTaHCKas BBIC-
masi My3bIKaJIbHO-00pa3oBaTenbHas
CUCTEMa OPHUEHTHPYET COOCTBEH-

HYIO J€SATEIBHOCTh B OIOPE Ha IPOUCXO-

JSIIME  MOJEPHU3ALMOHHBIE  IIPOLIECCHI,

B TOM YHCJIe, B JyXoBHOM cepe. CornacHo

COIEP)KAaHUIO MPEACTABICHHBIX TOCylap-

CTBEHHBIX IIPOEKTOB, U3JIOKEHHBIX B TOCY-

JNApCTBEHHOM mnporpamme «Pyxanu »xaH-

reipy (JlyXOBHOE BO3POXKICHHE)», KYJIbT
MOMCKA HOBOTO 3HAHUS JIOJKEH CcTaTh (PyH-
JTaMEHTaIbHBIM (PAKTOPOM yCITeXa B CHUCTE-
Me BBICIIIET0 MY3BIKaJIbHOTO OOpa30BaHMS,
HAIMOHAJIBHBIM IPUOPUTETOM B IOATOTOB-
K€ BBICOKOOOPA30BaHHBIX PO(ecCHoHaIoB
— TJIAaBHBIX TPOBOMHUKOB MOJCPHHU3AINH
CO3HAHMS, CIMOCOOHBIX OBICTPO AANTHUPO-
BaThCSl M CEPHE3HO MPOBOAUTH PA3ITHUHBIC
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BU/IbI MY3BIKaJIbHO-KPAEBEAUYECKON PaOOTHI
IO TTOJIEP/KKE MAJIOM POJIUHBI.

[Iponecc 3HaKOMCTBAa U OCBOECHUS MY-
3BIKAJIBHOTO OBITa W KYJABTYPHI B WIKOJE,
COIIaCHO 3ampocaM 00IecTBa, HAIPAMYIO
3aBUCUT OT CaMOI0 MYy3bIKaHTa-Ie/arora,
OT €ro MY3bIKaJbHON KpaeBeq4eCKOl KOM-
neTeHTHOCTU. Oco0yi0 aKkTyaJabHOCTh HpHU
3TOM NPUOOpETAaeT HM3yYEHUE MY3bIKaJb-
HOTO KpaeBeleHUs B XO/A€ Y4ueOHO-Npo-
(eccuoHaNbHON JAEATETbHOCTH OymayIInxX
MY3bIKaHTOB-IIEIArOroB, Kak Ba)KHOTO IO-
3HaBaTEJIbHOTO UICTOYHUKA B IPUOOPETCHUH
COOTBETCTBYIOILIETO CHCTEMHOIO 3HAHHUS
0 MY3bIKQJIbBHOM KpaeBeneHun Kazaxcrana.
[legaror-mMy3bIKaHT JOJKEH MPUOOpETaTh
KpaeBeIUeCKyI0 KOMIIETEHTHOCTh KaK JIN4-
HOCTHOE TPO(ECCHOHATBFHOE Ka4eCTBO,
3¢ (PEKTUBHO UCIIONB3YS BCE MO3HABATENb-
Hble BO3MOXXHOCTH MY3bIKaJIbHOIO Kpae-
BeneHus. [IpogyKTUBHBIM pe3yabTaTOM
B Kasaxcxom nayuonanvnom yHusepcume-
me uUcKyccme SIBUIIOCh BBEJICHHUE DJIEKTHUB-
Hble crenkypca «My3bIKalbHOE KpaeBe-
JeHue» B OakanaBpuaTe 00pa3oBaTesbHbBIX
nporpamm «My3bIKalIbHOE 00pa3oBaHUE
u «TpamuuMOHHOE My3bIKAJbHOE MCKYC-
CTBO (IOMOBIpa)».

OnaHuUM M3 CaMbIX JOCTYIHBIX U MpPO-
BEPCHHBIX IIPAKTUKOM IIyTEH IIOBBIIIE-
HUSI KpaeBeJYECKOM KOMIETEHTHOCTH
OynylmMx MY3BIKAHTOB-TIEJJaroroB, ¢
aKTyaJIU3allMy B IPOLECCE NPUOOIIEHUS
K MY3bIKaJbHO-KPAaE€BEAUYECKON JIesTElNb-
HOCTH CTajla OpraHu3alus IOUCKOBOM
o0pa3oBaTenbHON JeATENbHOCTH CTYIEH-
TOB B XOJ€ BBINOJIHEHHUS TBOPYECKOTO
npoekTa mo cOopy My3bIKaJbHO-Kpae-
BEIUECKUX MaTepHuajoB, KOTOPbIE MOCTY-
KWW  MH(OPMALIMOHHO-MY3bIKaJIbHOM
0azolt nnsa cosmaHus pyOpuwk BeO-calita
«dombyraacademy.comy.

O6o03HaueHHbIC PYOPUKHU COAEPIKAT MY-
3bIKAJIbHO-KPAaeBeIUECKHe MaTepualbl 10
7 peruonam Kazaxcrana (o A. Ceiiaumbe-

Ky), BKITFOYAIOMINX B ce0sl Teorpaduyueckue
JAHHBIE PErMOHA, dTHUYECKUM COCTaB, CO-
Ce/IHUE CTpaHbl U PETHOHBI, 0COOEHHOCTU
Ka3aXCKMX MY3bIKAJIbHBIX TpPaJWLIU{, 3Ha-
YUMbI€ UCTOPUYECKUE COOBITHS, MPOUCXO-
IUBUIME B JAHHOM PErMOHE, TBOPYECKHE
Oounorpaduu BBITAIOMIUXCS JIEATEICH Kyilb-
Typbl, @ TaKK€ Marephayibl O Ka3aXCKOM
HAI[MOHAJILHOM HWHCTPYMEHTE JIOMOBIpa,
00pa31bpl BOKAIBHOW M WHCTPYMEHTAIbHOU
MY3bIKH, HOTHBII MaTepHall.

CoOOTBETCTBYIOIINM COBPEMEHHBIM TpE-
OOBaHUAM MY3BIKAHT-TIEIATOT — 3TO HC-
cienosarenb. CTpaTernyeckuM METOJO0M
B XOJE pa3BUTHUSA €ro MY3bIKaJIbHO-NEAA-
TOTUYECKOHM, MY3BIKaJIbHO-KPAaeBEea4ECKON
KOMIIETEHTHOCTH CTAHOBUTCS HAYyYHbIN Me-
Toz noucka. [Ipu 3ToM HeyTOMHUMas Kaxaa
HOBBIX BII€YATIIEHUI, COBEPILIEHCTBOBAHHE
MY3bIKaJIbHO-UCIIOJHUTEIBCKOTO MacTep-
CTBa, MY3bIKAJIbHO-TIEJAroruyeckas Jio-
003HATETBbHOCTh, MOCTOSHHOE KeJlaHue
JKCIIEPUMEHTUPOBATh,  CaMOCTOSITEIbHO
UCKaTh Pa3jIUYHbIE MY3bIKAJIbHO-KpaeBe-
YECKHUE CBEJCHHUS CTajla XapaKTepHOHU AJIs
OyIyIMX MY3BbIKAHTOB-IIEAAroroB MOCIe
M3YUYEHHS BBIIICHA3BAaHHOIO CHELKypca U
y4acTus B BBIIOJHEHUH TBOPYECKOIO JUC-
TAHI[MOHHOTO MPOEKTA B YCIOBUIX OHJIAlH-
o0yueHus CTyAeHTOB OakamnaBpuarta |[7,
c. 44].

[lonsiTne «mmouckoBasi 0Opa3oBareIbHas
NESTENbHOCTh OyIyIIUX MY3bIKAaHTOB-IIE-
JIaroroB» MCIOJIb3YeTCsl KaK BUJ Y4eOHOH,
MCCIIEZ0BATENbCKO-IIPO(ECCUOHATIBHOMN Jie-
ATEIILHOCTH, OPraHU30BaHHOW Ha OCHOBE
CTY/IEHTOLICHTPUPOBAHHOTO OOy4eHHs [2,
c. 177-178], xapakrepHbIMH IMpPU3HAKAMU
KOTOPOTO SIBJISIFOTCS:

— HanpaBJICHHOCTh Ha Pa3BUTHE Kpae-
BEUYECKOIO 3HAHUS C IPOSBICHUEM TBOP-
YECKOM aKTUBHOCTH CTYACHTOB;

— aKTyaJu3alus Impoiecca camoodyyda-
eMOCTH OyAayIIMX MY3BIKaHTOB-IIEIaroroB;
MJIaHOMEPHOCTb;
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— HaJIMYUe CUCTEMbI MPOOJIEMHBIX 3a-
Jad TIOMCKOBOTO M HCCJIEN0BATENIbCKOTO
Xapakrepa B 00JaCTH MYy3bIKaJIbHOIO Kpae-
BEICHMUS;

— HampaBJICHHOCTh Ha KpaeBeIYECKUU
nouck (crnocoba pemieHus, UHPopMaIH,
0003HaueHui, chepsl U yCIOBHM MPUITOAKE-
HUs, 3aKOHOMEPHOCTEU, CBOMCTB U T. [1.);

— HCHOJb30BaHUE MPU MOCTAHOBKE MY-
3BIKAJIbHO-00pa30BaTeIbHBIX MPOOIEM U
MOMCKE MX PEIICHUs HHTYUTUBHBIX U SMIIH-
PUYECKHUX MPUEMOB MY3BIKATbHO-KPAEBEI-
YEeCKOM e TeTbHOCTH;

— peanu3anus OCHOBHBIX JTAloOB IOKUC-
KOBOMW KpaeBeIUECKOM NesTENbHOCTH, B TOM
Ylclie Ha OCHOBE AMCTAHIIMOHHOTO o0yuye-
HUS;

— TOJIy4eHHE HOBOTO 00pa30BaTEIIbHO-
ro MPOAYKTa MY3bIKaJIbHO-KPAaeBeI4eCKOM
JESITEIbHOCTU B XOJI€ BBIITOJHEHUS TBOpYE-
ckoro mpoekra [8, c. 31].

JlanHast OCOOEHHOCTH CTpaTeru4yecKon
LEJM BBICIIET0 MY3BIKaJIBHOTO 00pa3oBa-
HUS MPEANoNaraeT co3gaHue yCIOBUHM Ui
MIOMCKOBOM 00pa3oBaTebHON KpaeBeaye-
CKOW JIeATeIbHOCTH, MPU KOTOPOW CTYyHCH-
THI:

— CaMOCTOSITEIbHO M OXOTHO HpUO0O-
PETAIOT HENOCTAIOIINE 3HAHUS U3 Pa3HBIX
HCTOYHUKOB;

— yyarcsi TOJIb30BaThCsl MPUOOPETEH-
HBIMM 3HAHUSAMH JJI1 PEUICHUS MYy3bI-
KaJbHO-TIO3HABATEIIbHBIX WU MY3bIKaJb-
HO-TIEIATOTUYECKUX 3ajay; MpUoOpeTaroT
KOMMYHHUKaTUBHBIE YMEHUS, paboTas B CTY-
JCHYECKUX TPyIIax;

— Ppa3BUBAIOT HUCCIIEI0BATEIbCKUE yMe-
HUS B 00J1aCTH MY3bIKaJIbHOTO KpaeBeACHHUS
(ymenus o c6opy uHpopmanuu, HabIoIe-
HUS, IPOBEACHUS aHaIN3a, OOIICHU);

— Ppa3BUBAIOT CHUCTEMHOE MY3bIKallb-
HO-KpaeBeI4ECKOE MBIIILJICHUE.

KpaeBenueckue 3HaHUS My3bIKaHTa-I1e-
Jlarora CTaHOBSTCSl 6230BbIM KOMITOHEHTOM
€ro pa3BHUBAIOIICHCS MY3bIKaIbHO-Kpae-
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BEIYECKON KOMIIETEHTHOCTH, TUYHOCTHBIM
npoQeCcCUOHATbHO-3HAYUMbIM  Kau€CTBOM
[7, c. 142]. Tak, M0 MHEHUIO POCCUHCKOTO
yuénoro JI. A. TapacoBoii, My3bIKaJIbHOE
KpaeBe/IeHNE — 3TO HAy4YHOE HalpaBJlIeHHE,
KOTOpO€ M3ydaeT OOblYau, HPaBbl, 3HAHUS
MY3bIKQIbHOW HApOAHOW H mpodeccuo-
HaJbHOM KyJIbTYpbl OT 3apOXKJIEHUSI U 10
coBpeMeHHOCTH. Ha cerogHsmHuil J1€Hb
B CTPYKTYpPE€ MY3BIKaJbHOI'O KpPaeBEICHHUS
BBIJICJISIETCA  MY3bIKaJIbHO-UCTOPUUECKOE
KpaeBEJEHUE, COCTOSIIEE M3 KpaeBeqye-
CKOM My3BIKabHON S3THOTpadum, Kpae-
BE/IUECKON UCTOPUM MY3BIKU U MY3bIKaJIb-
HO-IIEIarOTHYECKOTO KpaeBeneHus [5].
Pocculicknii KynbTypoJIOI, MCKYCCTBOBE.
H. C. JluxauéB [3, c. 161] cuuran kpae-
BEJICHUE JICHCTBEHHBIM CPEACTBOM COXpa-
HEHHS U BO3POXKICHHS KYJIBTYPhl CTPaHBI,
a KOMIO3UTOp, My3bikoBen J. B. JleHucon
npyaaBajg O0JbIIOE 3HAYEHUE MY3bIKAIb-
HO-KpPaeBEeIYECKUM METOAaM HCCIeA0Ba-
HUSI TIPU WU3YyYEHUU KU3HU U TBOPYECTBA
koMmmo3utopos [1, c. 18—19].

My3bIKalbHOE KpaeBeICHUE SIBIIACTCS
YacThI0O MY3bIKO3HAHUS U pa3leioM Kpae-
BeleHUA [6], U €ro CyuiHOCTb COCTOHUT
B M3YUYEHHHM COBOKYIHOCTU BCEX SIBIICHUI
MY3bIKaJIbHOM KYJIBTYphI, @ TaKke B HC-
MOJIb30BAaHUM Marepuana, IMOJy4YeHHOTOo
B pe3yjbTaTe 3TUX HCCIEJOBAHUNA B y4eO-
HOM npouecce. Kpome Toro, My3sikanbHOE
KpaeBeleHue Na€T BO3MOXKHOCTb I'yMaHHU-
3UpOBaTh 00pPa30BATENbHBIN MPOIECC, TO
€CTh HE TOJIBKO MPEIJIOKHUTh PasHOOOpas-
HYI0O HUH(POpPMAIMIO, HO M 3MOIMOHAIb-
HO 00oraTtuTh OOydYaromMXCs. 3HAKOMSACH
C OCOOCHHOCTSIMH MY3BIKAJIbHON KYJBTY-
PBI POJTHOTO Kpasi, CTYAEHT YYUTCSl OCO3Ha-
BaTh ce0s KUBYIIUM B ONPEACIEHHBIX IT-
HOKYJIBTYPHBIX YCIIOBUSIX U B TO )K€ BpeMsl
npuodmarbcss K OOoraTrcTBaMm HalMOHAb-
HOM KyJbTypsl [4, ¢. 209].

My3bIkallbHOE KpaeBEICHHE IMOBBIIIAET
cTaryc 00pa3oBaHus, MPU ATOM O00yyaro-
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HIMICS SIBJISIETCSl JOCTOMHBIM TPEICTaBU-
TEJIEM CBOET0 PETrHOHA, YMEJBIM MOJIb30Ba-
TEJIEM M CO3/IaTeNIEM €TO COLMOKYIIBTYPHBIX
HeHHocTel u Tpaauuuid. CUCTEMHBIM KOM-
MIOHEHTOM MY3BIKaJIbHOTO KPAeBEICHUS SIB-
JSIETCSI MY3BIKQTBbHO-3CTETHIECKAsT M COIH-
ajbHas cpelia — KU3HEHHOE IPOCTPAHCTBO,
B IPaHULIAX KOTOPOTO OCYIIECTBISETCS pa3-
BUTHE JTUYHOCTH. ONTUMAIBHO OPraHU30-
BaHHBII Mpoliecc npeArnoiaraeT 0CBOCHHE,
OpeXJe BCEro, JAyXOBHO-HPAaBCTBEHHOMU
Cpezbl, KOTOpast SIBISIETCS] MUTATEIbHOMN OC-
HOBOW 00pa3oBaHUs, SMOIMOHAJILHBIM Oa-
3MCOM Pa3BUTHSI TMUHOCTH, IEPCOHATLHBIM
«TosieM» TPUOOIICHUSI K HAlMOHAIBHBIM
MY3bIKaJIbHO-KYJABTYPHBIM UM 00ILIEUesIo-
BEUECKHM LEHHOCTSAM OynyIIuX My3bIKaH-
TOB-TIE/IarOTOB.

Pazpaborannsiii B 2018 romy ayeKTHB-
HBbI Kypc «My3bIKalbHOE KpaeBeIeHHE)
uMe 1EeNbI0 IpUoOIeHre Oy IyIIUX MY3bl-
KaHTOB-TIEIarOTOB K TTOMCKOBO-HCCIIEIOBA-
TEJIbCKOM KpaeBeI4eCKOM JIeATEIbHOCTH.
C 2018 o 2020 rozsl crienkypc arnpooupo-
BaH B yueOHO-00pa30oBaTelIbHOM Ipolecce
B XOJIe MEJarorn4eckoro 3KCIEepUMEHTa
C y4YacTHEM CTYICHTOB OakayiaBpuara 00-
pa3oBaTeNbHBIX MPOorpaMM «My3bIKaIbHOE
obpazoBanue» (7 cTyneHToB) U «Tpaguiu-
OHHOE MY3BIKaJbHOE HCKYCCTBO (IOMOBI-
pa)» (22 ctyneHTa), B TOM YUCII€, B IUCTaH-
IIMOHHOM opme.

Ha sTame koHCTaTHUpyrOIIEro sKcnepu-
MEHTa TOMCKOBO-KpaeBemaueckas o0pa3o-
BaTelIbHAs JIEATENbHOCTh OyIyIIUX MY3bI-
KaHTOB-IIEIaroroB Obljla OpraHU30BaHa U
BBITTOJTHSJIACH Oarogaps CIeayIOInM OIIe-
HOYHBIM MOKa3aTessIM:

1) OnTumanbHblii TOUCK U YCBOEHHE
KpaeBeI4eCKOro Marepuaia, B TOM YHCIIe
B XOZIC BBINIOJHEHUS! CTyACHTaMH TBOpYe-
CKOT'O IPOEKTa;

2) PazButne y Oymymux My3bIKaHTOB-
MI€/1aroroB MHTEIJIEKTYaJIbHON U My3bIKalb-
HO-KpaeBeI4eCKOM 3pyIuINH;

3) U3yueHune U OBJaJICHME METOAAMH
COBPEMEHHON KpaeBeI4eCKO-I103HABATENb-
HOW JIeATENIbHOCTH C MOMOIIbI0 HH(pOpMa-
[IUOHHO-KOMMYHHUKAIIHOHHBIX TEXHOJIOTUH;

4) PazBuTue y KaxJOro CTyAEHTa IO-
TpeOHOCTH B caMO0Opa30BaHUU U B CaMoO-
Pa3sBUTUM  MY3bIKAJIbHO-KPAE€BEIUECKON
KOMIIETEHTHOCTH KaK HE0OXOJUMOro mpo-
(beccuoHaIbHO-3HAYMMOTO Ka4eCTBa.

Kpome Toro, B mpolecce MOUCKOBO-
KpaeBe4eCcKoi paboThl y CTYJI€HTOB OTUYET-
muBO (GopMHUpOBaNiach IieJieBasi yCTaHOBKA
10 TOTOBHOCTH K JIOCTHKEHUIO ITOCTaBJIEH-
HOM 1enu (pesynbrara); (GOpMHPOBAHUIO
npo(ecCHOHaNbHO 3HAYMMOW MY3bIKaJIb-
HO-KPaeBeIYECKOM KOMIIETEHTHOCTH.

OnbITHO-3KCIIEpUMEHTANIbHAsT ~ pado-
Ta OCYHIECTBISJIACH MYTEM SKCIEPTHOMN
OLICHKM TIpemnojaBaTesei, aHKeTUpOBa-
HUS U CO-OLIEHKH CTYAEHTOB. DKCIIEpTHas
OIIEHKa IPOBOJMIACH MYTEM OaJIIbHO-PEi-
TUHTOBOM CHUCTEMBI Ha KOHCTaTHPYIOIIEM
1 (OPMUPYIOILIEM dTarax MeJaroruyecko-
ro dKCIEpUMEHTa, 1o KoTopoi, 0—49 Gan-
JIOB XapaKTepHU30BaJIUCh KaK HU3KUMA 0asi;
50—69 6amnoB — cpennwmii; 70—89 GamnoB
— Xopomuii ypoBeHb; 90-100 GanmmoB —
BBICOKMI YpPOBEHb IOHCKOBO-UCCIIEN0BA-
TEJIbCKOM JIESITENbHOCTH U TOJYy4YEHHOTO
00béMa My3bIKaJIbHO-KpPAaeBEIUECKUX 3HA-
HUM.

Jlnst ©Gonpledt JOCTOBEPHOCTH JKCIIE-
pUMEHTAIbHOW paboOThl Mbl pa3AeNuin
CTYJIEHTOB Ha TPH TPYIIIbI, TO €CTh DKCIIE-
pumenTanbHas rpynna Ne 1 (OI'l, n = 7),
sKcnepuMeHTanbHass rpymmna Ne 2 (D172,
n = 11) u kouTponbnas rpymma (KT, n=11).

Ha xoHcTatupytoleM sTane uccieaopa-
HUS IPOBOJMIIOCH aHKETUPOBAaHUE, Ky/1a BO-
IIUTA BOTIPOCHI MO MOKa3y Pe3yJabTaToB OC-
BOEHUS KpAaeBEAUYECKOM KOMIIETEHTHOCTH.
B xome mounckoBOM My3bIKAIBHO-KpPaeBE-
YEeCKOM JIeSITeIbHOCTU B 00JIACTU TPaUIu-
OHHOM JTOMOpPOBOW MY3BIKM U JTOMOPOBBIX
IIKOJ, U30paHHBIX CTYJEHTaMU PETHOHOB
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Kazaxcrana, ObU1 BBISIBIIEH Cl1a0bIi YPOBEHb
3HaHUW HCIIONHUTENIBCKUX 0COOEHHOCTEN
7 peruoHaNbHBIX LIKOJ, HCTOPUUECKUX CO-
OBITHI, 0COOEHHOCTEH TOMOPOBBIX TpaIu-
i, 00bIuaeB, reorpa)uIecKux 0COOCHHO-
CTEH Ka3aXCTAaHCKUX PETHOHOB.

ByaymuM My3blkaHTaM-nearoraMm Ha
IBYX OJTanax HM3y4YyeHUs CIenKypca ObLIO
MPEJIOAKEHO 3aMOJIHUTD TECThI, HATUCATh U
3alIUTUTh TEMATUYECKOE 3CCE, UCIOIHUTH
Ha JOMOBIpe KIOM (MHCTPYMEHTAJIbHBIC
MIPOU3BEACHUS) PA3IMYHBIX PETUOHAIBHBIX
mkon (s D12 u KI'). U ecnm Ha aTamne
KOHCTaTupymlIero skcrnepumenta 48,2%
(14 u3 29) cryneHTsl HE CMOIVIM J1aTh MOJ-
HOTO OTBETa Ha 3a/JlaHHbIE TECTHI, TO IO
uToraMm (hOpMHUPYIOIIEro 3Tana UCCiIe0Ba-
HUs cna0blil YPOBEHb KpaeBEIUECKON KOM-
HNETEHTHOCTH IMOKa3alu TolbKo 6,8% (2 u3
29) Oyayuux My3bIKaHTOB-TIE/IarOTOB.

B xone ¢popmupyromero stamna skcnepu-
MEHTa CTyJeHTaM TpeOOBaJIOCh MOKAa3aTh
YPOBEHb U 00BbEM PA3BUTHSI KpaeBeaUECKOU
KOMIIETEHTHOCTH, YMEHUI B HAallMCAaHUU U
3allMTe KYpPCOBBIX TBOPYECKHX IPOEKTOB
Ha U30paHHYI0 UMM MY3bIKaJIbHO-KpaeBe/l-
YECKYI0 TEMY, cAada KOTOpPOW Ipoxoauia
B IMCTaHIUOHHOM (hopme. 1o momyueHHbIM
JAHHBIM JTUCTAHLIMOHHBIX 3aJaHUi ObuIN
MOKa3aHbl BBICOKUE pe3ynbTaThl  85,7%
(6 u3 7) crymento OI'l, 81,8% (9 u3 11)
ctynentoB J12, 54,5% (6 u3 11).

Crynentsl OI' 2 u KI' Ha 2-x 3Tamnax skc-
MEPUMEHTAJILHOU pabOThl JOHKHBI ObUIH
II0Ka3aTh YPOBEHb MY3bIKaJIbHO-UCIIOIHU-
TEJIbCKOW TOATOTOBKU IyTEM INpENOCTaBIIC-
HUSI MY3bIKaJIbHO-KPAEBEAUECKHUX CBEICHHM
U HCIIOJHEHHS KIOEB CEMM PETMOHAJbHBIX
JOMOPOBBIX IIKOJ, COXpPaHsSs TPaaUIMOH-
Hble IPUEMBI UTPHI HA ToMOBIpe. J{71s1 mpoBe-
JICHUs] JAaHHOTO 3Tara HCCIIENOBAHUS ObLIN
MIpUIJIALIEHb! BEAYLIUE NPENoaBaTen uc-
MOJTHUTENBCKON Kadeaps! «loMObIpay.

Ecin Ha mepBoM 3Tame UCClI€A0BaHUS
BBICOKHE pe3yJIbTaThl pPa3BUTUS KpacBe-
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YECKOH KOMITETEHTHOCTH ¥ HWCIOJTHHUTEIb-
CKOro MatepcTBa nokasanu 54,5% (6 u3z 11)
crynentoB D12 u 63,6% (7 u3 11) crynen-
toB KI', T0 Ha Bropom s3tane 90,9% (10 u3
11) crynentoB D12 u 72,7% (8 u3 11) cry-
nentoB KI' mokaszanu noHMMaHue CTHUIIEBBIX
O0COOECHHOCTEH B HICTIOJIHEHUH KIOEB C TIOKa-
30M KpaeBeMUECKUX 3HAHUN PEerHOHAIBHBIX
JOMOPOBBIX IITKOJ.

CpaBHHBasi pe3yabTaThl ONPOCOB KOH-
CTaTUPYIOMIETO W (OPMUPYIOMIETO ATAMOB
IKCTICPUMEHTAILHOTO UCCIICIOBAHUS, MOXK-
HO 3aMETHTD IOJIOKUTEIBHOE BIMSIHUE KYP-
ca «My3bIKalTbHOE KpaeBeCHHE» Ha MOKa3
YPOBHSI MY3bIKQJIbHO-KPAEBETUECKOU KOM-
METEeHTHOCTH CTY/IEHTOB 00pa30BaTEIbHBIX
nporpamMm «My3bIKalbHOE 00pa30BaHUE» U
«JlomMOBIpay.

CTyneHThl y4acTBOBAJIM B HAy4YHO-TIO-
WCKOBOH AESITeThHOCTH, B cOOpe KpaeBea-
YECKUX MaTepUasoB 3aJJaHHON TEMAaTHUKH, B
BBIMIOJIHEHUHU TBOpYECKUX 3anaHuii. OOmia-
SICh C My3bIKaHTaMH U KOMIIO3UTOPaMH, OHH,
C OITHOW CTOPOHBI, YCBOMIIM HOBBIC 3HAHUS
M0 MY3BIKAJILHOMY KpPaeBEACHUIO C Y4é-
TOM TPO(heCCHOHATFHONW HANPABICHHOCTH,
B TOM 4YHCIIe, B JUCTAaHIIMOHHOM (hopmare
(myTéM y4yacTHsi B TBOPYECKOM IMIPOEKTE 110
HAIOJHEHUIO CaiiTa My3bIKaIbHO-KPaeBEe-
yeckuM Marepuanom). C qpyroi CTOpPOHBHI,
npuoOpenu BaxHeimue odume u npodec-
CHOHAJIbHBIE KOMIIETEHIIUH B XO/I€ UH/IUBH-
AyaJTbHOTO MOKCKA, pa0OTHI B KOJJICKTHUBE U
KOMaHJIe COKYPCHHKOB.

B mponecce ocymiecTBieHHs IOUCKA,
aHaJin3a, o000OIIeHus, CHCTEMaTH3aIluu
My3bIKaJbHO-KpaeBequeckoii  nHpopma-
IIUH, TIPU TOATOTOBKE 3CCE, JOKIAN0B IO
U3y4aeMoMy Y4eOHOMY Marepuaity CTy-
JCHTHl YCIENIHO OCYIICCTBIISIA TPOIIe-
Aypy OLICHHBAHHS YPOBHS KpaeBeI4eCKHX
3HAHWH, JENad CBOCOOPa3HYI0 CO-OIICH-
Ky TpH IOKa3e MOJIYYECHHBIX pe3yJbTa-
TOB TOMCKOBON MY3BIKaJbHO-KpPaeBE/-
yeckoi pabotel. [lo MHEHHIO CTYIEHTOB
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SKCIIEPUMEHTAIBHBIX TPYII, caM IpoLecc
u3ydeHus: Kypca «My3bIKalbHOE KpaeBe-
JIEHUE» T03BOJIUI 0oJiee MOJIHO MOJIydaTh
npodeccuoHaNbHble KOMIIETEHLIIMH TpHU
OCBOEHHH TaKUX BUJIOB JIESTEIBHOCTH, KaK
UCIIOJIHUTENbCKAs, Melarornueckas, Hayu-
Ho-uccaenoBarenbckas. He Mmenee Bax-
HBIM OKa3aJIoCh YMEHHE aKTyaJlu3UpOBaTh
U pa3BHUBaTh JINYHOCTHbIE KOMIETEHLUU:
COLIMAJIBHO-INYHOCTHYI0, MHPOBO33pPEH-
YECKYH0, KOMMYHHUKaTUBHYIO.

Takum o06pa3oMm, NOMCKOBO-KpaeBel-
yeckas JesATeNbHOCTh OyAyIlero Ineaaro-
ra-My3blKaHTa MPOSBIsAET cebsd M Kak Ou-
oakxmuyeckoe seneHue, U Kak cpedcmeo.
Kak oudaxmuueckoe senenue oHa mpen-
CTaBIIIET COOOM: C OIHOW CTOPOHBI, y4eo-
HO-TBOpYECKOE 3a7aHue (TO €CTh, TO, YTO
JIOJDKEH BBINOJIHUTH OOy4YaroIIMHCs My-
3bIKAHT-IIE1aror), oOBEKT €ro MY3bIKallb-
HO-KPaeBEIYECKON NIEATEIIBHOCTHU; C APY-
roi — ¢GopMy MCUXMYECKHX MPOLECCOB
(maMsITH, MBIIIJIEHUS, TBOPYECKOIO BOOO-
pakeHUS U Jp.) IPH BBHIIIOJIHEHUN yIeOHO-
rO0 U TBOPYECKHUX 3aJIaHHM, YTO MPUBOAUT
K MOJIY4EHHUIO COBEPILIEHHO HOBBIX, paHee
HEU3BECTHBIX  MY3bIKAJIbHO-KpaeBequE-
CKUX 3HaHUW; C TPETbEU — MOBOJ K yIUIy-
OJIEHUIO U PACIIMPEHUIO MY3bIKaJIbHO-KpPa-
eBeguecKoi cepsl.

[TouckoBass obOpazoBaTenbHas MY3bl-
KaJIbHO-KpaeBeAueckass  JAesATENbHOCTh
Oynymux MY3BIKAaHTOB-TIEIaroroB Kak
cpedcmeo Tipennoinaraer: 1) B Kaxmou
KOHKPETHOM CUTYyallul YCBOEHHS COOTBET-
CTBHUSI KOHKPETHOH KpaeBemauecko-o0pa3o-
BaTeIbHOM 3a/auu; 2) pa3BUTHE y 00y4aro-
IIUXCS Ha Ka)/IOM 3Talle ero JBUKEHHS OT
HE3HaHUS K 3HAHUIO0 HE00X0IMMOro oobéMa
Y YPOBHsI 3HaHWW, YMEHUN U HaBBIKOB JUIS
pelIeHust  KpaeBequecKO-I03HaBaTEIbHbIX
3aj71a4; 3) BEIPAOOTKY Y CTYJEHTOB IICUXOJIO-
TMYECKOM YCTAaHOBKM HA CaMOCTOSTEIbHOE
CHUCTEMAaTHUYECKOE IMOMOJIHEHUE MY3bIKaJlb-
HO-KpaeBeTYeCKUX 3HAHUNH U BBIPAOOTKY

YMEHUI OPHEHTHPOBATHCS B TIOTOKE MY-
3bIKAJIbHO-KpaeBeqyeckol  nHpopmanuu;
4) akTHUBHOE BJAaJ€HHE YMIPaBICHUECKU-
MU HaBBIKAMH WU TIOCTOSSHHOW MOTHBAIIMH
K CaMOCTOSITEIbHOW TTOMCKOBO-ITO3HABA-
TEIHHOU KPAaeBeIYECKOM eI TeIbHOCTH OY-
TyLIero My3bIKaHTa-KpaeBe/a.

B xome mpoBen€HHOTO MCCIEIOBaHUS
OBLIIM YCIIOBHO BBIJICNICHBI 5 YpOBHEH pas-
BHUTHS MY3bIKaJIbHO-KPAaeBEIUECKON KOM-
METCHTHOCTH OyAyIIero My3blKaHTa-Te/a-
rora:

1. Vposenv konupyrowux oeticmsuti
CTYAEHTOB IO 3aJaHHOMY OOpas3ily, UJIEH-
Tudukanus oObEKTOB U SIBICHUH, UX Y3-
HaBaHHUE MyTEM CPaBHEHUS C U3BECTHBIMHU
oOpasnamu. Ha 3ToM ypoBHE MPOUCXOIUT
MOJIOTOBKA OyayIIUX MY3bIKAaHTOB-TIE/A-
TOrOB K MY3bIKaJbHO-KpaeBeIueCKOl pa-
oore.

2. Vposenv penpooykmuernoii oesmens-
Hocmu TI0 BOCTIPOU3BEICHUIO HHPOpMALIUU
00 M3y4aeMbIX My3bIKaJIbHO-00pa30BaTeIb-
HBIX KpaeBeaueckux oObekTax. Ha stom
ypOBHE y)Xe HauMHaeTcsi 000011eHre npu-
€MOB M METOJIOB YueOHO-TI03HABATEIbHOMN
KpaeBeUeCKON JAesITeIbHOCTH.

3. I[Ipodyxmuenslii ypoeensb My3bIKaJlb-
HO-KPaeBEUECKOU HCCIIEI0BATEIIbCKOMN
JCSATSIIBHOCTA MY3bIKaHTa-Tiearora, Kor-
Jla OH MOXET CaMOCTOATEIHLHO MPUMEHSThH
MPUOOPETEHHBIE 3HAHUS IS PEIICHUS MY-
3bIKaJIbHO-00pa30BaTEIbHBIX 3a/1ay.

4. Camocmosmenvuvlii ypo8eHb MY3bl-
KaJIbHO-KPACBETUECKON JIEATETLHOCTH MY-
3BIKAHTA-TIEAarora OTIAMYAETCS BO3MOXKHO-
CTHIO TIEPEHOCA 3HAHWK TMPHU BBINOJIHEHUU
TBOPYECKHX 33JIaHU B COBEPIIICHHO HOBBIC
CUTYaIlUU IPUHSTHSI PEIICHHH.

5. Buicuuti kxpeamusHwiii yposeHb — CO-
3JaHUE HOBOTO, TMPOSIBIICHHE TBOPYECKOM
WHUITAATUBBI.

B pesynbrate u3ydyeHHs] DIIEKTUBHO-
ro Kypca «My3bIKQJIBHOE KPaeBEICHUE» W
y4acTHUS B TBOPYCCKOM IMPOCKTE y CTYICH-
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TOB aKTyaJlM3UpOBAJIACh KpaeBeIyecKas
KOMIIETEHTHOCTh KaK Tpo(eccHOHaIbHO-
JMYHOCTHOE KaueCTBO, IPU 3TOM ObLIU TO-
Jy4YE€HBI pa3In4HbIC 3HAHUSA:

— O IPUHLUIAX, METO/IAX U 3a7a4ax My-
3bIKAJIbHO-KPAEBETUECKOTO HCCIIEOBAHMS,
crioco6ax cbopa, aHaJIM3a, UCIOIb30BAHUS
U COXpaHeHHs HH(OPMAIMH O MY3bIKaJb-
HOM KyJIBTYyp€ N3y4aeMoro Kpas;

— 0 crnenuguKe NOUCKOBO-HCCIEI0Ba-
TEJIbCKOM KpaeBeauecKor paboThl, KOTOpas
MIOMOIVIa IPU OpraHU3alUHU TPAAULIMOHHOTO
U JIUCTAHIMOHHOTO OOYy4YeHHs HPaBHIBHO
HaNpaBUTh HCCIEA0BaHHE IO MpobdiemMam
Pa3BUTHSI MY3bIKAJIbHOM KYJIBTYpPbl U MY3bl-
KaJIBHOTO 00pa30BaHus;

— O pa3BUTHUM MY3bIKAJIbHOW KYJIBTY-
pel Kazaxcrana, O6maronapsi KOTOpbIM CTY-
JEHTbl CMODIM Pa300paTbCsi B HCIOJIHU-
TEJIbCKO-CTUJIEBBIX PA3IUUUSAX JOMOPOBBIX

2021, 1

MIPOM3BEICHUM pa3HbIX 00NacTeil U cyMenu
OTpPEICTUTh TCHICHIIMHM Pa3BUTHS JOMOpPO-
BOTO MCITOJTHUTEIICKOTO MCKYCCTBA U MY-
3BIKAJIBHOTO 00pa30BaHuUs B HUX;

— 0 COITMAJIbHO-UCTOPUUYECKUX COOBITH-
X U YHUKAJbHBIX MIEPCOHANUAX MY3bIKaIIb-
HOM KyJBTYpHI Kpasi, 4TO MoMorio (Gopmu-
poBaTh y OyAyIIUX MY3BIKAHTOB-TICAArOTOB
MMOHUMAHUE COITMOKYIBTYPHBIX, MY3bIKaJIb-
HO-UCTOPUYECKUX U COBPEMEHHBIX MPOLEC-
COB B paccMmaTpuBaeMoil cdepe, pa3BUBATh
YyBCTBO OTBETCBEHHOCTH 32 COXPAHHOCTH
Ka3aXCKOT'O MY3bIKaJIbHOTO HACIEAUS;

— 3HaHUS B O00JACTU TEOPETHUYCCKHUX
OCHOB Pa3BUTHUS MY3BIKAJIbHON KYJIBTYpbI
U MY3bIKaJIbHOTO MCKYCCTBa, 0€3 KOTOPBIX
HEBO3MOXKHO OBJIAJICHUE CPEJACTBAMU H
YMEHUSAMH peaanu3aiiu KyJlIbTypHO-IIPOCBE-
TUTEJIBCKON U MPAKTUYECKOU JEATENBHOCTH
relarora-My3bIKaHTa.
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OpraHm3saums u coaepxkaHue
MY3bIKaAbHO-MCMOAHUTEAbCKOM MOATOTOBKM
B BbICLUMX HAalLLMOHAAbHbIX KOHCEPBaTOPUAX

My3blk1 ¥ TaHua lNMapmxka n AmoHa’

Ha BonHE MHOTOBEKTOPHBIX TIPOIIECCOB B  BBICHIEM MY3BIKAIBHOM 00pa3oBaHUU
MY3BIKAaHTOB HCIIOJHUTEIBCKUX CIEIHATbHOCTEH, BO MHOTOM OOYCJIOBJICHHBIX COITMAIbHBIMHU
TpaHchOpPMAIUSIMU U TPAKTHKOW COBPEMEHHOTO MY3BIKAJIBHOTO HMCKYCCTBA, 3apOKIaBIIHUXCS
napajjielbHO B Ppa3auyHbIX cTpaHax EBpombl, uMeHHo @paHums, B TEPBYIO oOuYepelb,
BocTpuHsiIa cornamenue B bononse 2008 roga kak yaoOHYHO MOJENb, C OJHON CTOPOHBI, IS
IIUPOKOTO MAapPTHEPCKOTO B3aMMOICHCTBUS M B3aUMOOOOTAIEHHS, a C JIPYyroil — TBOPUECKOM
«pecTaBpaluu) HCTOPUYCCKH CIIOKHBIICHCS CaMOOBITHOW CHCTEMBI BBICIIETO MY3BIKAJIbHOTO
00pa3oBaHMs UCIIOJIHUTENCH B 3TOM cTpaHe. B crarbe mokazaHbl OCOOCHHOCTH pEOpraHU3aIH
CTPYKTYpBI, MPUHIMIA TPUCYXKICHUS HAyYHBIX CTEIEHEW M JWIJIOMOB B JIByX HauOoiee
MIPECTHUKHBIX MY3BIKAIBHBIX By3ax — [lapmxckoil u JIMOHCKO# BBICIITMX KOHCEPBATOPUIX MY3BIKH
u Tanna. CraenaHbel BHIBOABI 00 OI'POMHOM IOTEHITMATIE M OCOOCHHOCTSIX TEHICHIIUN Pa3BHTH
JIIBYXBEKTOPHOW IO CBOEH MPHUPOJEC MEXKTOCYIapCTBEHHON KOHBEHIMHU, Onaromapsi MPUHSTHIO
KOTOPOW OTKPBIBAIOTCS HOBBIE TMEPCIEKTUBBI JJIsI PACIIMPEHHUS AUANa3oHa MPUOOpETaeMbIX
CIielaanu3aluii 1 UHTSJUICKTyJIM3allMH By30BCKOW MOJTOTOBKY U B HAIIICH CTpaHe.

KiroueBble ciioBa: cucTema BbICIIEro oOpa3zoBaHusi, koHcepBaropuu Dpaninuu, bornoHckoe
COIJIAIICHHUE.
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MY3BIKQTbHO-UCIIOTHUTEIBCKON MOATOTOBKY B BBICIIMX HAIIHOHAJIBHBIX KOHCEPBATOPUSIX MY3bIKH
u tanua Ilapmwxka u Jluona // IlpoGiemsl My3bikaiabHON Hayku / Music Scholarship. 2021. Ne 1.
C. 213-222. DOI: 10.33779/2587-6341.2021.1.213-222.

" HccnenoBanue BBINONHEHO pH (HUHAHCOBOM mopiepxkke PODU B pamkax HayqHOTO MPOEKTa
Ne 19-013-00855 «Tennenuuu pa3BUTHS My3bIKaJIbHOIO 00pa3oBaHus B COBpeMeHHOU dpaHuumy.
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The Organization and Content of Musical Performance Training
in the Higher National Conservatories of Music and Dance
in Paris and Lyon”

On the wave of the multi-vectored processes in higher musical education of performing musicians
in many ways conditioned by social transformations and the practice of the contemporary art of
music generated by parallel means in different European countries, particularly France primarily
accepted the Bologne Convention in 2008 as a convenient model, on the other hand, for broad
partner interaction and mutual enrichment and, on the other hand — of an artistic “restoration” of a
historically established original system of higher musical education for performers in this country.
The article shows the particularities of reorganization of the structure, the principle of bestowing
scholarly degrees in the two most prestigious higher educational institutions — the Paris and
Lyon Higher Conservatories of Music and Dance. Conclusions are arrived at about the immense
potentials and particularities of the tendencies of development of the transnational convention two-
vectored in its nature, the acceptance of which opens up new prospects for extending the range of
acquired specializations and the intellectualization of training in higher educational institutions in
our country.

Keywords: system of higher education, conservatories of France, Bologne Convention.

BISIBJICHHE ITPOIPECCUBHBIX METO/IOB
opraHu3anuu oOpa3oBaHUs U BOC-
NIUTAHUS  WCIIOJHUTEIEH-UHCTPY-

MEHTAJUCTOB B BBICIIMX HAalMOHAJIbHBIX

KkoHcepBatopusax l[lapwka m JImona mpen-

CTaBJISIETCS. MHTEPECHBIM B pPaKypce pac-

CMOTpPEHHUS HWHHOBAIIMOHHBIX IIPOLIECCOB

yepe3 npusMy uaend bosloHCKoM Jeknapa-

uu. MeXIyHapoOHYH 3HAaYMMOCTb ITHUX

SBJICHUN TIOKa)KET aHaJIU3 U COIOCTaBlIe-

HUE TPaJAMIMOHHOTO M HWHHOBALIMOHHOTO

B ONMM3KHMX IO CTAaTyCy M YPOBHIO peaiu-

3anuu oOydeHus: KoHcepsatopusx Opan-

uuu U Poccun. D10 MO3BONIUT AaTh OLIEHKY
mpoleccaMm COMMKEHUS] CHUCTEM BBICHIETO
My3bIKaJdbHOTO oOpa3zoBanusi B EBpomne u
MIPOTHO3UPOBATh  MEPCIEKTUBHBIE IYyTH
pa3BHUTHSI, HAIIPABIICHHBIC Ha B3aUMOOOOTa-
1eHrue U npodeccroHamu3auo 00ydeHus
MHCTPYMEHTAJIMCTOB.

HeobxonmuMo moa4epkHyTh paBHO3HAU-
HOCTb OOBEKTOB PACCMOTPEHHS BBICIIUX
koHcepBatopuit Jluona u Ilapmwxka (¢ ux
0COOBIM TOCYJIApPCTBEHHBIM CTATyCOM, OT'O-
BOPEHHBIM PSIJAOM JIOKYMEHTOB U 3aKpe-
TUIEHHBIM Ha 3aKOHOJIATEIbHOM YPOBHE) U

* The reported study was funded by RFBR, project number 19-013-00855, “Trends in the
development of music education in modern France.”
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POCCHUICKHMX KOHCEpPBAaTOPHIl C MpakThye-
CKU MJICHTUYHBIM CTaTyCOM BHYTPU CTPAHBI
B COIIOCTAaBJIEHUH C €BPONEHCKUMHU By3aMHU
B CBETE TeX MpolieM, KOTopbie OyIyT HAMH
paccMOTPEHBI.

WNurencudukanuss oOyueHuss B cdepe
COBPEMEHHOT'0 BBICIIET0 00pa30BaHUs B I1e-
pHuoa mI00aln3alyy U TOBBIIIEHHBIX Tpe-
OoBaHUM K MpodeCcCUOHAN3AIUY SBIIACTCS
aKTyaJbHOM U KIIF0OYEBOH B JII0O0M OTpaciu,
BKJIIOYAs! MY3bIKaJIbHO-UCIIOJTHUTENBCKYO.

[Ipennpunsatr cobop U aHaau3 HEOOXO-
JTUMBIX JTAHHBIX, MMOYEPHHYTHIX M3 pa3HO-
00pa3HbIX WH()OPMAIIMOHHBIX UCTOYHHKOB:
MHCTPYKTHUBHBIX JOKyMEHTOB, pEIJIaMEHTH-
PYIOIIUX YKa30B, 0030pHBIX cTaTeu, HHPOP-
Malliy, MpeJICTaBIeHHON Ha O(UIIMAIBHBIX
caiiTax KoHcepBatopuil. lcnonb30BaHbI
TaK)Ke MaTepualbl, JHO0E3HO NpPeJoCTaB-
JIeHHbIE BBITYCKHUKaMH, Ipodeccopamu
KOHCEpPBAaTOPUI U COTPYIHHUKAMH Hay4YHBIX
nieHTpoB Opannuu'.

CdopmynupoBannsie B bomonckoit ne-
KJIapallK TOJIOKEHHUs Tpejiaraercs pac-
CMaTpUBATh KakK JABYXBEKTOPHBIE: C OJHOM
CTOPOHBI, HalpaBJICHHbIE HA UACHTHU(]UKA-
LUIO CTPYKTYPHBIX NpeoOpa3oBaHuil Moje-
oM «OakajmaBpuar — Marucrparypa — JOK-
TOPAHTYpa» U OTKPBIBAIOIINE B 3TOU CBA3H
BO3MOYKHOCTb CBOOOJIHOTO TEpEABUKECHHUS
CTY/IEHTOB TI0 €BpPOMNEICKUM By3aM; C ApY-
rOil CTOPOHBI, HA CTUMYJISILIMEO TBOPYECKOTO
Pa3BUTHSI CaMOOBITHOTO M MH/IUBU1yaJIbHO-
ro Onaronapsi akTUBU3AIMM MHTETPAIIMOH-
HBIX IIPOLIECCOB.

JIByXBEKTOpHBII ~ aHanu3 00O03HAYMI
OCYIIECTBJICHHE Ha MPAKTUKE JIByXBEKTOP-
HOTO B3aUMOBIIHUSHUS: 0053aTeIbHOE Clle-
JIOBaHHE CTPYKTYPHBIM HOpMaMm I03BOJISET
m1yOoKo M pesibe()HO M3YYUTh WHIUBHUIY-
aJlbHOE U TPAAULIMOHHOE, XapaKTEPHOE IS
BBICIIMX KOHcepBaropul PpaHuuu U OT-
JIENbHBIX BY30B cTpaH EBpombi.

Paccmorpum cTpykTypHBIE Tpeolpa-
30BaHUsl NOCIEIHHUX JECATHIETUNH «0o-

JOHCKOTO  MepHoJa», MPOU3OIIEANINE
B BpICIIMX HallMOHAJIBHBIX KOHCEpPBATO-
pusix JInona u Ilapuxa.

Boiciie HanuoHalbHbIE KOHCEpPBATO-
puu Ilapuxa u JInoHa u ceronHst coxpas-
IOT CcTaryc Hambosiee MPEeCTHKHBIX y4deo-
HbIX 3aBefeHUd BO DpaHIMU MO LEIOMY
psAly HalpaBlI€HUW, BKIJIIOYAs MOATOTOBKY
MY3bIKAHTOB-UCIIOJHUTENIEH U TpernojaBa-
TeINe-NCCIieIoBaTeleii BRICOKOTO YPOBHSI.

AHanu3 opraHu3aluud U COJEp)KaHus
oOyuyeHHs] B 00euX KOHCEpPBAaTOPHSX BBISB-
asieT (yHIaMEHTAIBHOCTh, MAacIITa0HOCTh
U JIMIEPCTBO JTUX YyupekaeHud Bo DpaH-
My Omarojapst UX OOIIHOCTH W B3aMMO-
NIEMCTBHIO, a TaK)Ke 0003HAUYaeT HEKOTOphIE
0COOEHHOCTH, CBA3aHHBIE CO c(epoil B3au-
MOJICUCTBUSI KOHCEPBAaTOPUM C YHHUBEPCH-
TE€TaMU U UHBIMH HAyYHBIMHU CTPYKTYpPaMHU.
CeroaHst 3TH KOHCEPBATOPUH NPEACTABIISIOT
co00i MCKIIIOYUTENLHO BBICHIME Y4eOHBIE
3aBeJICHUS’, Ky/Ia IPUHUMAFOTCS 110 KOHKYP-
Cy CTYIEHTBI, UMEIOIINE cpeaHee mpodec-
CHOHAJIbHOE MY3bIKaJIbHOE 00pa30BaHuUeE.

Iapuowcckaa  Bvlcwasa HayuonanvHas
Koncepeamopus mysviku u manya CSNMDP
(Conservatoire National Supérieur Musique
et Danse de Paris) naxomgurtcs B Benenuu Co-
BETa JUPEKTOPOB U €TI0 IIpeiceaTesl, Ha3Ha-
yaemoro Ykazom llpesunenta PecryOnuku;
BO3IVIABIIAETCS TUPEKTOPOM, Ha3HA4Ya€MbIM
takke YkazoMm [Ipesunenta PecryOnuku mo
MPEUIOKEHNI0 MUHUCTPA KyIBTYPBbI.

HemnocpenctBeHHO My3blKallbHOE 00pa-
30BaHHE pEATUIYETCS 0OpazoeamenbHOu
cmpyxkmypou, nMmenyemon «Hanpasnenue
MY3bIKaJIbHOTO OOy4YeHUsi W UCCIeq0Ba-
HUI», COCTOALIEE U3 BOCBMHU OTIENOB (fe-
apTaMEHTOB):

— OTHEJIEHUE KIACCUYECKUX U COBpE-
MEHHBIX HTHCTPYMEHTAJIbHBIX JUCIUILINH;

— MY3bIKaJIbHO-aHAJIMTUYECKUN OT/IEN;

— OT/JAEeJIEHUE 3BYKOBBIX NMPOQeccuit;

— JIPKa30BBbIi OT/AEI U My3bIKaJbHAs UM-
MIPOBU3ALMS;
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— OT/eNIEeHUE BOKAIbHBIX IUCIHUILINH;

— IIeJarorudecKuil oTaei;

— OTJe] MUChMa, KOMIIO3UIIUU U JUPH-
KUPOBAHHUS OPKECTPOM;

— OTJEJI CTAPUHHOM MY3BIKH.

CtpyKTypa MEpEeUUCICHHBIX JenapTa-
MEHTOB c(hOpMHpOBaliach B TMOCJEIHUE
NECATHIICTHS Ollarojapsi MoATaHOMY TIpe-
00pa3oBaHui0, OOYCJIOBJICHHOMY TOMAIH-
canuem B 1999 ropy mnpencraBuTensIMU
29 cTpan bonoHckoil Aekapanny, Hanpas-
JIECHHOW Ha COJIM)KEHUE CUCTEM BBICIIETO
oOpa3oBaHus cTpaH EBpoIbI ¢ 11eNblo cO3-
JAHWUSI €IUHOTO €BPOMEHCKOro MpOCTpaH-
cTBa BbIcuiero oOpaszoBaHus. Bcenencteue
storo Bo @panuum ObuIa OCYIIECTBIE-
Ha pedpopma LMD (mucanc-mactep-nok-
TOp), KOTOpas HW3MeHmIa (paHITy3CKYIO
CUCTEMY BbICHIEro 00pa3oBaHUS B COOT-
BETCTBUM C €BPONEHCKUMH CTaHJIapTaMHu
pedopmer BMD (6GakanaBpuar-maructpa-
Typa-IOKTOpaHTypa). BcneactBue pe-
dopmbl Licence-Master-Doctorat Beiciiee
oOpazoBanue Bo PpaHIK OPraHU30BAHO
B COOTBETCTBUM C €BpOIEHCKON CHUCTe-
moit ECTS (European Credit Transfer and
Accumulation System, — eBpomneiickas
cHUcTeMa TepeBoJila U HAKOIUICHUS Kpeau-
TOB, WK OaaoB), paspaboranHoit EBpo-
nerickuM Coro3oM B pamkax bomoHckoro
npouecca. Ha mpaktuke cucrema ECTS
UCIIOJIB3YETCS TP TIEPEeXo/ie CTYACHTOB U3
OJIHOTO y4eOHOTO 3aBelIeHUsl B JIpyroe Ha
BCceW Tepputopun EBpomnelickoro corwsa u
JIPYTUX €BPOMEHCKUX CTpPaH, MPUHSIBIINX
3Ty CUCTEMY, BKJItOUasi B HACTOSILIIEE BpEMS
u Poccuro. OauH yueOHBIM TOA COOTBET-
ctByeT 60 ECTS-6ammam, 94T0o cOCTaBIIsIET
okoio 1500-1800 yueOnbix uacoB. Jlus
nonydeHus creneHu OakanaBpa (licence)
Hy>kHO HabpaTh oT 180 mo 240 ECTS-6ax-
JIOB-KPEAUTOB, a JJIs MacTtepa (Marucrpa)
nobpate Hemocrtaromme a0 300 (To ecTh
emé ot 60 mo 120 ECTS-6ammor)’. Bo
@®paHIMK OHA 3aMEHUJIa PaHee HCIO0JIb30-

2021, 1

BaBIIIYIOCS CHCTEMY OILICHOYHBIX €IWHHIIL
UV (des unités de valeur).

EnuHCTBO CcTparermyeckux uenel KoH-
cepBatopuii [lapuxa u JInona o0ycrioBiIeHBI
MpEANUCAaHUAMU BOJOHCKON JIeKIapanuy,
a TAK)KE 3aKPEIUIEHBI PSAJIOM HOJIOKECHHM.

B Hacrosiiee BpeMsi yueOHBIN mpoliecc
B JIByX BBICIINX HallMOHAJIBHBIX KOHCEPBa-
topusx JInona u Ilapuxa BkitoyaeT B ce0st
Tpu 1ukia: 1) licence — cooTBETCTBYET €BPO-
nefckoMy OakanaBpuary U UMEET MPOJOJI-
KUTEJIIbHOCTb TPU rojia; 2) master — SKBUBa-
JICHT €BPOIENUCKON Marucrparype, JUIHTCS
JIBA TO/la W BKJIIOYAET yIIIYOIEHHYIO MpO-
deccroHaNbHYIO MOATOTOBKY; 3) doctorat
— JIOKTOpaHTypa, MOoJpa3syMeBaromias My-
3bIKATbHO-Meopemuieckyo  MOATOTOBKY
B BHJIC JICKIIMM U CEMHHApOB, MpaKTUYe-
CKMX 3aHATHUI, M HAy4YHO-HCCIIEI0BaTE/b-
cKkyto pabory. OOyueHue B JOKTOPAHTYpE
3aBEpILIACTCS HAIMCAHUEM JIUCCEpTalUH,
KOTOPYIO OIICHUBAET CHelHabHAsi KOMUC-
cusi, cocTodliasg H3 3-8 CIelualucTOB
B COOTBETCTBYIomIel obmactu. [locie 3to-
ro cienyet e€ mybnmuunas 3amura’. CoBo-
KYIHBIA 1epuoj; 00yueHus: 3aBUCUT OT €To
MHTEHCUBHOCTHU U BBIOpAHHBIX KBalU(]UKa-
1l ¥ Koneobercs ot 5—6 1o 8 u OoJiee ner.

B 2009 romy AreHTcTBO MO OLEH-
K€ HCCIEOBaHUI M BbICIIETO 00Opa3oBa-
Hus AERES (Agence d'évaluation de la
recherche et de l'enseignement supérieur)
MIPOBEJIO OLIEHKY JBYX BBICIIUX KOHCEp-
Batopuii B [lapmwke u Jlnone u oOBsABHIO,
ymo 06a 8y3a UMEIOT NMPaBO MPUCYXKIATH
CTENEeHb Macucmpa B KOHIE 2-TO ILHKIIA.
Komuccueii Obun npu3HAHbBI TPeICTaBIeH-
HbIE MCCJIEIOBaHMS B PA3JIMYHBIX HaIpas-
JeHusAX. BBICOKMI cTaryc HccieqoBaHUN
CTaJl BOBMOXKHBIM O1arofapsi MpuBJICYEHUIO
IpenoAaBaresiei, 0CyIeCTBISIOIMNX CBOO
JESATENBHOCTh OJHOBPEMEHHO B HECKOJIb-
KUX 00yacTax (KOHIEPTHBIA HUCTIOJHUTEIh
MEXyHapOAHOTO YPOBHS U CHELUATUCT
B o0JIacTH ayAMOBM3YyaJbHOW 3amucu, Iu-
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PEKTOp My3€sl U My3bIKaJIbHbIN KPUTHK, MY-
3BIKOBE U T. 11.).

Cnenyer OTMETHUTH, YTO B HACTOSAILIEE
BpeMsI B JByX 00O3HAaUE€HHBIX KOHCEPBATO-
pUSX HUMEIOTCS COOCTBEHHBIE OTIEJIECHHUS
ookmopanumypuel. Takum 00pa3oM, CTPYK-
TypHasl peopraHu3anysi KOHCEpBAaTOpUN 3a-
BEpIIEHA B MIOJIHOM 00bEME B COOTBETCTBUU
¢ bonoHckon nexiapanuen.

Poccuiickoe oOpa3oBaHue, coriacHo 60-
JIOHCKOH cucTeme, MpeagaraeT 1Be MOJEIH
NOJTy4yeHus1 mojiHoro Bricuiero oGpa3oBa-
HUSl B TOCYIApCTBEHHBIX KOHCEPBATOPHAX
IpU TIOATOTOBKE HCIIOJHUTENEH-UHCTPY-
MEHTAJIMCTOB: OakajxaBpuarT — MarucTpa-
Typa — aCCUCTEHTYpa-CTaXXKUPOBKa (aHAJIOT
€BpPOIEUCKON  aCIUPAHTYPbI-AOKTOPAHTY-
PBI), COBOKYIHBIN MepHo 00ydeHus § Jer,
U CIIELUAJIUTET — aCCUCTEHTYPa-CTaKUPOB-
Ka (COBOKYIHBIN mepuoj oOyueHus 7 JeT).
CoxpaneHa OnecTsIIe 3apeKOMEeH /I0BaBIIAs
ce0s TpaauIMoOHHas poccuiickas ¢popma 00-
YYEHHUs] — CHELUAINTET, TP 3TOM KOJIMYe-
CTBO 3a4€THBIX €JIMHULl PACCUUTAHO TAKUM
o0pa3om, 4To 3Ta AByXCTylleHYaTas MOJENb
BIIOJIHE MHTErpupyercs B 0OLIeeBponei-
CKHMI MEXaHHM3M HaKOIUIEHUS] KPEUTOB.

Bektop BHemHENH CTPYKTYpHOM peop-
raHu3aluyu B BBICIIMX KOHCEpPBAaTOPHAX
®pannuu 1 Poccun B osHON Mepe BIiucall-
csi B 0OILEEBPONEICKYI0 CHCTEMY, COXpa-
HUB HEKOTOpPbIE OCOOEHHOCTH, KOTOpbIE HU
B KOEH Mepe He MPENSATCTBYIOT UHTErpalu-
OHHBIM ITporieccam. Tak, Kk mpumepy, Ha 0aze
PocToBcko# rocynapcTBEHHOM KOHCEpPBATO-
pun nmenu C. B. PaxmanuHOBa ¢ ycrexom
OBUT OCYIIECTBIEH NPOEKT OOMEHa Mpo-
(eccopamu U CTyJIEHTaMH B paMKax €BpoO-
neiickoil nmporpammel Opasmyc (Erasmus).
[TooOHbIE aKThI COTPYIHUYECTBA PEAIN3Y-
I0TCS MEXK]ly Pa3IM4HBIMU By3aMU EBpOIIBL.

BekTop BHYTpEHHUX IPOLECCOB UHTEH-
cUpUKAIMM TPAJAULIMOHHBIX WHAWBHIya-
JU3UPOBAHHBIX IIyTEH Pa3BUTHs B paMKax
OOJIOHCKOM MOJENH, OKa3bIBaeTCs, HUYEM

HE OrpaHHWYEH M JaKe TMOJy4aeT HOBBIU
SBOJIIOIMOHHBIA HMMITYJIbC pa3BuTus. OH
peanusyeTrcs B ABYX aclEeKTaX: COXpaHEHHUE
c(hOpMHUPOBAHHBIX TPAJAUIINNA U TUIACTUIHOE
oboraImieHue 3TUX TPAJULMKN 3a CYET BHe-
JIPEHUSI IPOTPECCUBHBIX METOJOB, YTO IO-
3BOJIIET CTYJIEHTY BPEMEHHO IMEPEBECTUCH
B KaKOW-TM0O0 By3 JJISI COBEPILICHCTBOBAHUS
B omnpenenéHHONM o0nacTh 3HaHUH, Oosee
MIPUBJIEKATEILHON /JI1 HEro, a 3aTeM Bep-
HYTBHCS U MPOJIOJDKUTH 00pa3oBaHUE B CBO-
&M By3e. 3HaunMble pa3paboTKH, XapakTep-
HBIC JUTsl ONIPEICTIEHHOTO By3a, HE00X0IUMO
COXpaHsATh U Pa3BUBATh: 3TO HE MPOTUBOPE-
YUT NOCTYJaTaM KOHBEHIUU.

Bo3sBpamasick Kk 0COOEHHOCTSIM OpTraHu-
3aIliu ¥ COAEPKaHUs yueOHOTO mpoliecca
B KoHcepBaropusix ®panumu u Poccun,
0003HaYMM HEKOTOPHIE CYIIECTBCHHBIE pa3-
JMYHUS, KOTOpBIE B OONbILIEH MEPE KacatoTCs
OpraHM3alMOHHBIX MporeccoB. B Poccun
TPAJUIIMOHHO 110 OKOHYaHUU By3a BBIIAET-
Cs OIUH JIUIJIOM, B KOTOPOM MPOMUCHIBA-
I0TCS  COOTBETCTBYIOIIME KBalU(UKALIMU
(cm. Cxemy 1).

Bce BIMyCKHUKY Ha BCEX CTYIIEHSAX 00Y-
YEeHUsI MOTYYar0T KBATHU(PUKAIIMH UUUPOKO2O0
cnekmpa, GUKCUPYIOIIUE PABO HA pean3a-
LMI0 KOHIIEPTHOM JEeATEIbHOCTH, COTIACHO
JUIIIIOMY, KaK COJIO, TaK U B COCTaBE aHCAM-
Oneii (OpKeCTPOB), B COYCTAaHUH C ITPABOM Ha
MPENOJABATENIbCKYIO IEITENIbHOCTD, HAPSITY
C TPOCBETUTEIHCKOM M OpraHU3aIMOHHO-
ynpasieHueckoil. Cpok oOyueHusi B Oaka-
naBpuare u Marucrtparype B PO cocrasuser
6 net. B pe3ynbrare oOy4eHuUs CTYIEHT IO-
JIy4aerT JiBa AUIUIOMA, KOTOPbIE MOTYT UMETh
pasnuunble kBanudukanuu. [IpupaBHuBae-
MBI K HUM YPOBEHb CIICLIMAIUTETa 3a TIsi-
TUJIETHUN Tiepuosl oOy4yeHUs MpeAronaracT
MOJTyYEHUE OTHOTO TUTLIOMA’,

Jlanee paccMOTpUM OpraHu3aluioo o0y-
YeHHUS U TIONYy4YEeHHs IUIUIOMOB B cdepe
MY3bIKAIbHO-UHCTPYMEHTAIIBHOTO  MCIOJI-
HutenbcTBa B Ilapmxkckoit u JIMoHCKOM
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Cxema 1. KBanm¢ukaunu, npucBanBaeMble B KoHCepBaTopusix PO

CtyneHnu BbicIIero 00pa3oBaHus

KBamdukanum, npucBanBaemMble BBITYCKHUKAM
o0pa3oBaTeJbLHBIX POrpaMM

Aptuct aHCcaMOII,
[penogaBarens (U1 BceX UCTIOMHUTENICH-HHCTPYMEHTAIIMCTOB);

BakajnaBpuar o
Konueprmeiicrep, ApTucT opkecTpa, PykoBoguTenbs TBOpUECKOTO
KOJUTEKTHBA (B 3aBUCHMOCTH OT HHCTPYMEHTA)

Marucrparypa Maructp

Cneuunanurer Konmnepraslit ucnonaurens. [Ipenogasarens

(Ilepsas u 6mopas cmynenu emecme, eciiu Opu-
EHMUPOBAMbC HA KOIULECHEO KPEeOUmos)

ACCHCTEHTYPa-CTa)KHPOBKA

AprHcT BBICIIEH KBaTU(UKALWH,
IIpenogaBarens TBOPYECKUX AUCLHUILINH B BBICIIEH MIKOJIE

KOHCEpBaTopusix. BoT Heckompko ompene-
JASIONMX  (GaKTOPOB, JACMOHCTPUPYIOUTUX
OpraHu3allMOHHOE U, YaCTHYHO, COAepkKa-
TEJIIbHOE omu4ue B CTPYKType U OpraHu3a-
U 00pazoBanus Bo OpaHIuu:

— HAJIMYUE paziuyHbiX JUTIIOMOB WU
cepTu(UKaTOB JJa)ke B OJHOTUIHBIX y4yeO-
HBIX 3aBEJICHUSX, a TAKXKE B paccMaTpuBa-
€MBIX HaMU «BbICIINX HAITMOHAJIBHBIX KOH-
cepBaropusix My3bIkd U TaHIa» [lapuxka u
JInona;

— Kaxnas KpanuuKanus Mpeanona-
raeT BhIAAYy OmoenibHo20 AUIIOMA TOCHe
TONy4YEHHs] CepPTU(UKATOB COOTBETCTBYIO-
IIET0 KOJIMYEeCTBA AUCIUILINH;

— TIOJy4YeHUE Tearoruieckod W Ha-
YYHO-UCCIICIOBATEIILCKON  KBaTH (UK
MpearnoyiaracT o00s3areNbHOE TMapasliesb-
HOoe OOy4yeHHE B COOTBETCTBYIOLIEM YHH-
BEpCHTETE.

Bo ®pannmu cymecTByOT 08a oghuyu-
ANIbHLIX OUNIOMA, TIO3BOJISIONINX MPEno/a-
BaTh MY3bIKYy. Peub uaET 0 rocymapcTBeH-
HOM oOunaome yuyumens myzviku — DEM
(Diplome d'Etat de professeur de musique)
u cepmugurame coomeemcmeuss (IIPUTOL-
HOCTH) K UcnoiHeHuto o0S3aHHOCTEH y4u-
tenst My3biku — CA (Certificat d'aptitude aux
fonctions de professeur de musique). Mme-
IOT MPaBO Ha BBIJAYy TOCYIApPCTBEHHOTO
muioma DEM, momumo CNSMD JIuona u
[Tapuxka, em€ neBsATh y4eOHBIX 3aBEICHUH.

Ceptudukar coorBeTcTBUsI CA MOXHO
nosryuuth Tosibko B CNSMD Jluona u Ila-
pIDKa, 9TO MOMYEPKUBACT BHICOKUH TIpodec-
CHOHAJIbHBIN yPOBEHb MOATOTOBKH Ipernojia-
Bareneil B 0003HAYCHHBIX KOHCEPBATOPUSIX.
Attectar CA (Certificat d'aptitude) Boigaér-
Csl TIOCJIe OKOHYAHMS MEAaroruyeckoro oo-
pazoBanusi. [IprcBanBacmbie KBATM(UKAITUN
B KOHCEPBATOPHUSIX MMEIOT HEKOTOpbIE pa3-
muunsi: CNSMD B JInone — npenooasamens
mysvixu [5], CNSMD B [apuxke — oupexmop
yupeosicoeHus u npenooagamens my3viku [6].

ITosenenune [dexpera «O craryce Ila-
puwxckoit u Jluonckoii CNSMD» ompe-
JEIUI0 CBOEOOpa3HbIA NyTh pPa3BUTHUA
BBICIIIETO MY3bIKaJIbHOTO 00pa3oBaHUs BO
@paHIUM B HAYYHO-UCCIIEIOBATENLCKON U
negarorudeckoit oonacrax. Jexper «O cra-
tyce Ilapmxckoit u JInonckoir CNSMD»
ot 18 ¢erpasns 2009 B COOTBETCTBUU CO
cratbeit L. 759-1 o6pa3oBaTeibHOTO KOJIEK-
ca ompezessieT ux 3a7a4u, U3 KOTOPBIX Cie-
IIyeT, 4YTO 3TH yueOHbIE 3aBECHHUS SBISIOT-
Csl «BBICIIMMH yY€OHBIMH 3aBEJICHUSMU» U
UM IIPEOCTaBISIETCS 0CO00€ MPaBo:

— 3aKJI0YaTh COMAIICHHs] C Trocyaap-
CTBEHHBIMH WJIM YaCTHBIMH OpraHU3aIlv-
SMH, B TOM 4YHUCJI€ C (PpaHIy3CKHUMH WU
WHOCTPAHHBIMU YUPEKICHUSIMHU BBICIIETO
o0Opa3oBaHuUS;

— OCYIIECTBJISATh  HAy4YHO-UCCIIEN0-
BaTEJILCKYIO JI€SITEIbHOCTh, B TOM YHCIIE
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IPOCBETUTENBCKYIO, M o0ecreyuBarb €
pacrpocTpaHeHue» [8].

Perucrtpauus uccnenoBanuii, Hapsaay ¢
HepexoJoM Ha 00pa30BaTENIbHYI0 MOJEIIb
LMD (licence-master-docteur)’, m03BOJH-
7a 3TuM yupexaenusm ¢ 2008 roga 3akiro-
YyaTh COMIAIICHUS C YHMBEPCUTETaMHU IS
COBMECTHOTO MPUCYXACHUS TuIioma [7].

[IpuBenéHHble VYKa3pl MHHUCTEPCTBA
@paHuK cnocoOCTBOBAIM MHTEHCH(UKA-
LMY HAy4YHO-HUCCJIEI0BATEIbCKON J€ATENb-
HOCTH Ha BCEX ATanax MoJy4eHHUs BBICIIETO
00pa3zoBaHus, YTO OMPEISTUIIO0 Oosee yIiyo-
JNEHHYIO U IIeJICHAIIPaBICHHYIO OpraHu3a-
o ydeOHoro mporecca. CBoeobpasue
OpraHu3anuu o0y4eHus CTYJIEHTOB B cdepe
HAy4YHO-UCCJIEIOBATEIbCKON  JI€ATEIBHO-
ctu B KoHcepBaropusax [lapwxka m JImona
00yCJIOBJIEHO TE€M, 4TO KadeIpbl MY3bIKO-
BEJICHUS, TEOPUU MY3BIKM M KOMIIO3HMIIMH
C 0COOBIM CTAaTyCOM HAaxOIATCS TPU yHH-
BEpPCUTETaX, @& HHCTPYMEHTAJIbHO-UCIOJ-
HUTEJbCKUE JIeTIapTaMeHThl (OTAeIeHUS)
— B KoHcepBaropusix. OTneneHusi, cBsi3aH-
HBIE C pa3BUTHEM IpodeccHil TEXHUYECKO-
ro npoduis (3ByK, 3aKUCh, MOAETUPOBAHNE
U 1p.), TaKXKe KOHUEHTPUPYIOTCS B YHH-
BEepcUTETaX. BrIIeyOMSIHYTBIMHA YKa3amMu
3a(pUKCUPOBAHO MPABO HA COTPYAHUUYECTBO
MEX/1y KOHCEPBATOPUEN U YHUBEPCUTETOM,
pa3paboTaHbl COBMECTHBIE IPOrpPaMMBbI
oOyuyenus. Takoe HampaBieHUE COTPYIHH-
YyecTBa He MMeeT aHasiora B Poccuu u npen-
CTaBJISIETCS IOCTATOYHO UHTEPECHBIM.

Buenpenue psiga HOBBIX KBalM(UKa-
i B0 OpaHuuy U UX Pa3IUYHBIX MUK-
CTOB OBLIIO 00YCIIOBIIEHO U3MEHEHUSIMU Ha
PBIHKE TpyJla U IpobieMaMu TpyA0yCTpOii-
CTBa, a TaKXKe IOSIBJICHUEM HOBBIX OTpac-
JIel, COINPUKACAIOLINUXCA C MY3bIKaJIbHOU
cepoil. Heo6xoaumMocTh MomyyeHus: 3TUX
HOBBIX KBaJlM(UKAIMIl MOBIEKIA peopra-
HU3AIMI0 MEKBY30BCKOTO COTpYAHHYE-
CTBA, HETUIIMYHOTO JJis HAalero odpaso-
BaHMUsI, OJTHAKO YK€ 3apEKOMEH]I0BABILETO

ce0s1 Kak mporpeccuBHOE U 3(PPEKTUBHOE.

Tpaguuinonnoe s (paHiry3ckoro o0-
pa3oBaHUs MOJIYYCHHUE Pa3/IeIbHBIX JUILIO-
MOB JIJIsl MICTIOTHUTENICH U ISl TIperojaBa-
TeJlel TakKe MOJBEPINIOCh KapJIWHAJIbHBIM
U3MEHEHUSM B COIEPKaHUH U OpTraHU3aINK
00pa30BaTeNbHOIO MPOIECcCa, periaMeHTH-
pyronmM o0si3arebHOe 00yUYeHUEe CTY/ICH-
TOB M B KOHCEPBATOPUHU, U B YHUBEPCUTETE.

dakT 0053aTeNBHOTO COTPYAHUYECTBA U
B3aMMOJIeCTBUA KOHCcepBaropuil [lapuxa n
JInoHa c yHuBEpCUTETaMU U HAYYHBIMH I1€H-
TpamMH 3aKpenui HJCI0 CTUMYJIUPOBAHUS
yIIyOJIEHHOM Hay4YHO-UCCIEA0BATENbCKON
NesTeNbHOCTU 0oJiee IIMPOKOTO CHEKTpa,
3HAYUTEIILHO PACHIUPSIONIETO BO3MOXKHO-
CTH TIPUMEHEHUS 3HAHUN W HABBIKOB M-
IUIOMUPOBAHHBIX MPOQECCUOHAIOB B CO-
BPEMECHHOM MY3bIKAJILHOM ITPOCTpaHCTBE®,

Wrak, 3HaUMMOCTH WCCIICOBAaHHS 3a-
KITIOYACTCS B BBISBICHHH IEPECCUCHHS W
B3aMMOBIUSIHUSA HEU30€kKHO TMepeceKaro-
IIUXCSI BEKTOPOB KaK OCHOBOIIOJIATAIOIIETO
SABIICHUS B c(hepe COBPEMEHHOTO BBICIIETO
o0pa3oBaHus, XapaKTEPU3YIOUIETOCs IMpo-
neccamMu  miobanuzauuu, (QyHIaMeHTa-
JW3allii, HANpPaBJIICHHBIMH Ha pa3BUTHE
KOHKYPEHTOCIIOCOOHOro MpodeccuoHania.
JlanHbie HAOMIONEHUST MPEAIOIaralT mpo-
Tpeccupyloe TeHACHIIMN BO BPEMEHHOU
NEPCIIEKTUBE B 000MX BEKTOpaxX pPa3BUTHSL.
PernpezeHTaTHBHOCTH BHIOPAHHBIX JIJISI aHA-
JH3a AIIEMEHTOB CTPYKTYPBI B COAEP KaHUS
y4eOHOro mpolecca B ONpeneaéHHon Mepe
Na€T TMPEeACTABICHHE O JIOMUHUPYIOIIUX
CO3UJATEIbHBIX TMPOLECCaX, MPOUCXOMAS-
KX B 1IEJIOM B 00pa30BaTelIbHON CHCTEME
BOCIIUTAHUSI  HCIIOJHUTENEH-UHCTPYMEH-
TanuCcTOB. MoAenupoBaHue MyTeld pa3BH-
TUS IPHOPUTETHBIX HAIIPABJIICHUN B By3aX
CrocoOCTBYeT HE TpocTo GopMaIbHOM
BO3MO)KHOCTH I€pEX0Jia CTY/IEHTOB U3 By3a
B BY3, a paCIIMPEHUIO 3HAHUH B OTIPEIeIEH-
HBIX HaMpaBJIEHUSIX, TOITOMY Pa3BUTHE HH-
TUBUyalbHBIX, 0A30BBIX HAIPABJICHUN B
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My3blKkaAbHOe obpa3oBaHUue

pa3IMYHBIX By3ax HAJI0 CYUTATh HEOOXOH-
MBIMH U HauBaXHeUIMMu. [IpuHnun B3au-
MOJICHCTBUS BY30B «TyOJTUPOBaHUE-KOITUPO-
BaHUE CJIEYET OTHECTHU K PETPECCUBHBIM, &
MPUHLHAI «BOCHPUHUMAIOIIAN-OTIAOITUI
(umu «B3anMooOaranarIIUNCI-COBEPILIEH-
CTBYIOUIHMICS») CIIEAYET OTHECTH K IIPOrpec-
CUBHBIM. biarogaps MeXrocynapCcTBEHHON
WHTErpallid 3HAKOMCTBO C Pa3IUYHBIMU
HaMpaBJICHUSIMU TPAJAULMOHHOTO OOyYEHHS
CHOCOOCTBYET TOCTEIIEHHOMY COBEpIIICH-
CTBOBAHHIO COJIEPKaHUS 00Pa30BaATEIBHBIX
IIPOLIECCOB BO Bcex By3ax. [Iporpeccuposa-
HUE B MOJOOHBIX TaH/IeMaX OyJeT OCyIIecT-
BIISITECS HE HA JIMHEWMHOM YpPOBHE-KOIUPO-
BaHMH, 4 B paMKaX B3aMMOU3MEHSIOLICICS
CIIMpaJIbHOM KOHCTpYKLMU. [Ipu Takon mo-
JIEJIA B3aMMOJACUCTBUSI IOMYCTUMO TMpeodIia-
JAHUE OJHUX COAEPKATEIbHBIX SJIEMEHTOB
HaJ1 IpyruMu 0e3 HapYIICHUS CIIOKUBIITHXCS
WHJUBUYaTU3UPOBAHHBIX TUIIOB 00yUYeHUS,
a TakXke npeoOpa3oBaHUE U MEPEHACTPOITKa
HEKOTOPBIX 3JIEMEHTOB B XOJI€ UX aJlaNTaluu
K cozepkaHuto ydeOHoro nporecca. biaro-
Japsi UHTETpallii 3HAKOMCTBO C Pa3InYHbI-
MU HalpaBJICHUSIMU TPATUIIMOHHOTO 00yye-
HUsl OyleT CrocoOCTBOBAaTh MOCTEIIEHHOMY
COBEPIICHCTBOBAHUIO COJEpKaHUsI 00pazo-
BaTEJIbHBIX ITPOLIECCOB BO BCEX By3aX.

2021, 1

Buipaoswcaem npusnamenvnocms 3a n06e3-
HO npedocmasieHHvle Mamepuaibl U OecyeH-
Hble C8e0eHUsl, NONYYEHHble 8 JIUYHOM 00uje-
HUU:

— @panyyzckum  neoazo2am-uccieoo-
gamensam, npogeccopam Yuugepcumema
Copbonnvr  JKamny-Ilvepy Muanape (Jean-
Pierre Mialaret) u lanusno Iucmon (Daniel
Pistone);

— npogeccopam Ilapudicckou KoHcepea-
mopuu, my3zvikogedam Pnopanc baodons-bep-
mpan (Florence Badol-Bertrand) u Pemu
Kawmnocy (Remy Campos), npogeccopy xnac-
ca akkopoeona Makcy bonns (Max Bonnay),

— Oupekmopy omoena MeiCOYHaAPOOHbIX
omuowenuti  Ilapuswcckou  koncepsamopuu
I peuan Amrwszan (Gretchen Amussen) u koop-
ounamopy no enewHum ceazim Ane Cepeee-
oti (Ania Sergueeva),;

— oupexmopy oubnuomexu I exmopa bep-
nuoza Ilapuoicckoii koncepsamopuu Cecunvb
I'pan (Cécille Grand) u 6ubnuoecpaghy Any
Mesento (Yann Mevel);

— evinyckHukam Ilapudsicckoli KoHcepea-
mopuu, uccreoosamento Anexkcanopy Kroany
(Alexandre Juan) u 0okmopy my3vikO3HaHUA,
KOHYepmupyouemy apmucmy, npenooasa-
menio Jluonckoil koncepsamopuu Bencany
Jlepme (Vincent Lhermet).

< > TIPUMEYAHUA <>

! Jlns ananu3a, CONOCTABICHUN U BBIBOIOB HAMH 33JICHCTBOBAHbI JJOCTOBEPHBIC MaTepPHAJIbI,
aktyanpHbie B 2020 TOomy, Tak Kak HCCIEA0BaHHWE OPUEHTUPOBAHO HA MPOOIEMBI CETOMHSIIHETO
cocTosiHUS 00pa3oBaHus. HayuyHBIM OpUEHTHPOM IO CITYKIITU ITyOJITUKAIIUU OTEUECTBEHHBIX YUEHBIX
E. b. Ankapogoii [1], JI. H. llaiimyxameToBoii [4], . A. [Tactymxkosoit u E. I. I'pynucrosoii [9].

2 B HacTosimiee Bpemsi YpOBEHb MOATOTOBKU B [lapwkckoit u JIMOHCKOH KOHCEpBaTOPHUSIX
npu3HaH O(QUIMATHHO KaK HICHTUYHBIN U PaBHO3ZHAYHBIN.

> Panee 3Tu ydeOHBbIC 3aBEJCHHS MPEIOCTABISUIM O0Opa3oBaHHE BceX ypoBHe#. Henb3st He
YHOOMSIHYTh O CYIIECTBOBAaHUHU PA3BETBIEHHOW CETH HEOJHOPOIHBIX MO COACPKAHUIO U YPOBHIO
o0pa3zoBaHHs (PPaHIy3CKHX KOHCEPBATOPHUIA, MPEACTABISIOMNX COO0H, «HE 0053aTeIbHO BHICIIEE
yde0HOe 3aBe/IeHHe U He 00s3aTeIbHO My3bIKalIbHOE [3, c. 134].

4 Csenenus o cucreme kpeautoB ECTS: Poccuiickuii yHUBEPCUTET APY>KOBI HAPOIOB.

URL: http://www.rudn.ru/?pagec=290 (10.05.2020).

5 CBencHHus B3SITHI CM. Ha caitte: Yauepcuretsl ®pannuu // UniPage.

URL: https://www.unipage.net/ru/universities_france (10.05.2020). Hexkoropsie cBeneHus
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MOJyYeHBl B MPOIECCEe JIMYHOTO 00MIeHus ¢ aupekropoM OTaena MeKIyHapOIHBIX OTHOIIEHUMN
[Tapmxckoii koHcepBaropuu [ peuan Amro3an (Gretchen Amussen).

6 OmHako CyIICCTBYIOT HEKOTOpPbIE pa3jinyus, Kacaromecs chep IeSTEIBHOCTH |
3aKpeIUIEHHBIX THUIIOB 3a7ady Npo¢ecCUOHATBLHONU AEATENbHOCTH BBIMTYCKHUKOB. YIIUBISET
OTCYTCTBHE B (peiepalbHbIX TOCYIApCTBEHHBIX CTaHAApTaxX CIENHaTUTeTa U aCCUCTEHTYPbI-
CTQXHPOBKM B pazjeie MEpedyHs BUIOB U THUIOB JAESITEILHOCTH BBIMYCKHHUKOB YIOMUHAHUS
0 MpaBe BBIMOJHATD BHITYCKHUKAMHU OPTaHU3allMOHHO-yTIpaBieHuYeckie PyHKINUHU, XOTs, O4EBUJIHO,
9TO HEIOpa3yMEHHE CleAyeT OTHECTH K CIy4alHOMY YITyIIEHHIO, TaK KaK IpeICTaBIseTCs
HEJIOTMYHBIM, YTO MOJENb «CIEIHATUTET — AaCCUCTEHTYpa-CTaKUPOBKa» HE TMpeAroiaraeT
MPaBO 3aHUMAThCs yMHpaBIeHUECKO# nesTenbHOCThI0. Ha 3ToM doHe nenouka «bakanaBpuar —
MarucTparypa — aCCUCTEHTYpa-CTaKUPOBKa» BBIIIIAUT Oojee MepcrneKTUBHO M 00BbEMHO. Emié
0oJiee HeMPaBIOTOA0OHBIM U CITy4altHBIM BRITIIAIUT OTCyTcTBUE B iepeunsax @I'OCa cnennanutera
Y ACCUCTEHTYPBI-CTAXKUPOBKU YIIOMUHAHUS O HATMYUH HAyYHO-MCCIIEA0BATEIbCKOM e TEIbHOCTH.

7 DKBUBAJICHT €BPOIEHCKON MOJIENN «OaKalaBp — MarucTp — JIOKTOPY.

8 Bonee moApoOHO crelU(HKa pPa3BUTHS MEXKBY30BCKOH HAYYHO-HCCIIEIOBATEIbCKON
nesitenbHOCTH Bo @Dpanmuu u Poccum, a Takke OCOOCHHOCTH TONYYEHHS MEAaroruueckoit
KBaNM(UKALMA W CpaBHUTENbHAS XapaKTEpPUCTHUKA Ipollecca OOy4eHHS HHCTPYMEHTATHCTOB-
UCIIOJTHUTENEN Ha BCeX JTamax BhIciiero obpasoBaHus Bo @Dpaniuu u Poccum OyayT Hamu
PacCMOTPEHBI B OTAETBHBIX CTAThHAX.
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H. f. MsackoBCKMi Ha cTpaHULLAX XXypHaAa «CoBeTckasi My3blka»
1933-1951 roAOB: KOHTEHT-aHaAM3

Hukomnaii SIkoBneBud MsCKOBCKUI 3aHUMAIl BEAyIIee MECTO B MAHTEOHE COBETCKUX KIIACCUKOB.
B nentpe BHUMaHuA cTaTbi — 00pa3 MsCKOBCKOTO-KOMITIO3UTOPa, BOZHUKAIOUINI HA CTPaHUIIAX
xypHana «CoBerckas My3bika» (odunuanbHoro opraHa Coro3a COBETCKHMX KOMIIO3UTOPOB).
IIpoBenéHublii KOHTeHT-aHanu3 ctaredl 1933—1951 romoB mMmo3BOJISIET YTBEpKAAaTh, YTO
MsiCKOBCKHII MpEeACTaBIeH B MEYaTh COBETCKUM TBOPILIOM, «CAMOCTOSTEIBHO MPEOA0IEBIINM
NyTh MEPEBOCIUTAHUS». MaTepuasibl MOATBEPKIAI0T BHICOKUN MPOdeCcCHOHANbHBIA CTaTyC U
aBTOpUTET MsickoBcKoro, Oiarogapsi kotopomy B 1936 u 1948 rompl KpuTHKa €ro TBOpYECTBA
He npuodperana pe3kux ¢opM. BrImonHss 3a1a4y TpaKTOBKU MPOU3BEACHUN B JyXe dCTETUKHU
colpeann3Ma, MY3bIKaJbHbIE KPUTUKHM MAapKHpPOBaJd HAIMOHAIBHYIO M HUIACHHYIO OCHOBY
€ro TBOPYECTBA Ye€pe3 KATErOpUIO CJOB, YKA3bIBAIOIIUMX HAa JEMOKPAaTUYHOCTh M ONTHUMHU3M
B My3bike. [T1aBHas yepra MSCKOBCKOTO-KOMIIO3UTOpA — CyOBEKTHBHAs HANPaBICHHOCTh €T0
TBOpUecTBa (MHIUBUIyaAIH3M, NECCUMHU3M) B paMKax OMHApHOW MU(DOIOTHYECKON CHUCTEMBI
COBETCKOI ACTETUKH MpPUpPABHHUBANIACH K HOHKOH(OpMHU3MY. B cBsi3u ¢ 3TUM MOTHB OOpHOBI U
MPEOJ0NICHUs CTall BEAYLIMM IpPH OMUCAHUM TBOPUECKOTO MYTH KOMIIO3UTOpa, MpHAaBas €ro
00JIMKY TepOMYECKUE YEPTHI.

KimroueBble cnoBa: Huxomaii MsckoBckuil, xypHan «CoBeTckasi My3blKa», COBETCKUMN
KOMIIO3UTOpP, COLHMAINCTUYECKUN pPEAIN3M B MY3bIKE, PELENTHBHBIE HCCIEHOBAHMS, KOHTEHT-
aHaJIN3.

Jna yumuposanus / For citation: TopOynosa H. A. H. fI. MsickoBckuii Ha CTpaHHUIIAaX XKypHasa
«CoBerckast My3bika» 1933—-1951 ronos: xonTeHt-ananu3 // I[IpobiaeMbl My3bIKaIbHON HayKu /
Music Scholarship. 2021. Ne 1. C. 223-232. DOI: 10.33779/2587-6341.2021.1.223-232.
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Petrozavodsk State A. K. Glazunov Conservatory, Petrozavodsk, Russia
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Nikolai Myaskovsky on the Pages of the Journal “Sovetskaya Muzyka”
During the Years 1933-1951: Content Analysis

Nikolai Yakovlevich Myaskovsky enjoyed the leading position in the pantheon of Soviet classics.
At the center of the author’s attention is the image of Myaskovsky the composer appearing on the
pages of the journal “Sovetskaya muzyka” (the official edition of the Soviet Composers’ Union).
The carried out content analysis of articles dating from the year 1933—1951 makes it possible for us
to assert that Myaskovsky is presented in the press as a Soviet artist “who overcame independently
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the path of correctional education.” The materials confirm Myaskovsky’s high professional status
and authority, as the result of which in the years 1936 and 1948 the critique of his musical output
did not acquire harsh forms. Carrying out the task of interpreting his compositions in the vein of
the aesthetics of socialist realism, musical critics have marked the national and ideal foundation
of his music through the category of words which indicated at the democratically accessible and
optimist qualities of his music. The chief attribute of Myaskovsky the composer — the subjective
directedness of his music (individualism, pessimism) — was equated to non-conformism through
the perspective of the binary mythological system of Soviet aesthetics. In connection with this the
motive of struggle and overcoming became the leading one in the description of the composer’s

creative path, endowing his image with heroic features.

Keywords: Nikolai Myaskovsky, journal “Sovetskaya muzyka,” Soviet composer, socialist
realism in music, receptive research, content analysis.

uKonan SkoBneBud MSICKOBCKUN —
OJIMH W3 JIUJIEPOB MY3BIKAJIIBHOTO
UCKYyCCTBA B CTQJIMHCKYIO 3IIOXY,
B MOCTCOBETCKOM MPOCTPAHCTBE 3aHMMAET
JIOBOJILHO CKpOMHY!0 mno3uiio’. Ero mpu-
YKU3HEHHas CJlaBa HalllJla OTPaKEHUE B Kyp-
Hane «CoBeTckas My3bIKa», OCHOBAaHHOM
B 1933 rony kak oduuManbHbBIN MeYaTHBINA
opran Coro3a COBETCKHUX KOMITO3UTOPOB?.
MsickoBckuii padoran B CCK B cocrase
MPaBJICHUSA U €ro KOMHCCHUHU MO MPUEMY
(c 1932), mozxe — B rpyIine CBA3MU C 3arpa-
Hute (¢ 1934) u peaxosieruu >xypHaja
«Cosetckas My3bika» (1940-1948).
[Ipodune MsickoBCkOrO B KypHaje
«CoBeTckasi My3bIKa» MPEACTABIAET COOOM
MO/IEIb KOMIIO3UTOPA, IOCTETIEHHO MIEPEPO-
JTUBUIETOCSI B COBETCKOTIO MyTEM CaMOBOC-
NUTAHUS; MOTUB MpeooJeHus: cebs cTan
HEOTHEMJIEMOIl YacCThIO €ro pernpe3eHTa-
[IMA: TaKOBa OCHOBHAsl TUIIOTE3a CTaThHU.
UccnenoBanue onupaercs Ha KOHTEHT-aHa-
mu3 craredt 1933—-1951 ronoB u Meronono-
ruro E. JTo6penko u M. Paxky, nzyuaronmix
CroCOObl  KOHCTPYUPOBAaHUSA COBETCKOTO
TBOpLIA — IUcaTes U kommnosuropa [3; 5],
a taxxe Tpya U. BopoOnéBa, packpbiBaro-
M1 COBETCKUE KAaHOHBI B MY3bIKE U 3aTpa-
TUBAOIINI ucTopuio )xypHana «CoBerckas
My3blKa» B JJAaHHOM KOHTeKkcTe [2]. MeTto-

JI0JIOTUSL BBOAUT PaKypc CTaTbl B 001acThb
PELENTUBHBIX UCCIIETOBAHUI.

3aMeTku 00 HCIOJHEHUU OIYyCOB
H. MsckoBckoro, TBOpYECKMX IJIaHaX,
a TaK)Ke CTaTbU M OYEPKHU C aHAJIM30M €ro
HOBBIX COYMHEHMI €4aTaIUCh PETYIISAPHO.
ABTopaMu nyONMKaluil BHICTYNUIN KpyI-
HbIE COBETCKME MY3bIKOBeIbl 1. bepHanar,
B. Bacuna-I'poccman, B. Bunorpanos,
JI. TunzOypr, JI. HanuneBuu, M. [pyckuH,
. Kuromupckuii, A. Mkonnukos, FO. Ken-
nei, T. JIuBanosa, A. Octpernos, C. Ckpe0-
koB, [. XyOOB, KOMHO3UTOPBI-KPUTHUKHU
M. Kosanb u I. KpeliTHep, KOMIO3UTOPBI
— yuyeHukn MsickoBckoro B. Ille6anun u
M. Yepémyxun, kputuk C. lnudmreiin,
ckpunau [[. Orictpax. Cam MsICKOBCKUIA
CTajl aBTOpOM JIBYX IyoOmnmkanuii’. [lepuo-
IUYECKH OCBEIIAJINCh 3arpaHUYHbIE UC-
MOJTHEHUS €ro cUM(OHUI, KOTOphIE UMENN
JUISL COBPEMEHHHUKOB «IIOPA3UTEIbHOE H...
nponaraijiucTckoe 3Hadenue» [1, c. 188].
Ilo cnoBam JI. AkonsiHa, «IJIaBHBIM TOITY-
JSPU3aTOPOM €r0 TBOPYECTBA» Ha 3amaie
cran jpupwxkép Yukarckoro cum@oHuye-
ckoro opkectpa @. Crok [9]. Jlo6aBum, uTo
B COBPEMEHHOM 3amaJHON pycucTuke Msic-
KOBCKHH INPEACTAET KOMIIO3UTOPOM BTOPO-
ro mwia"a, M. ®ponosa-Yokep, a Bcien 3a
Helt u I1. @eitpkioy knaccupuumupyroT ero
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cuM(poHUU Kak cyrybo colpeanucTuye-
CKHUe U, CIeI0BATEIbHO, «OOHKHE, TPECHBIE
u OananbHBIE» [8; 6, p. 337]. I1. 3ak orua-
CTH peadbuuTupyeT MACcKOBCKOTO, YTBEPXK-
nasi, uro metamopdo3sa ctuig B 1930-x ro-
JlaX MPOU30ILIAa HE TOJNBKO IO BIUSHUEM
BHEIIIHETO JaBjiaeHus [12].

B xypnane mnpogeccuonanvuulii cma-
myc KOMno3umopa OCTa&Tcs BBICOKMM Ha
INPOTSKEHUH  BCETO  paccMarpUBaeMoro
nepuona. Ko BpeMeHU NOSIBIEHUS XKYp-
Haja KOMIIO3UTOPOM OBbLIO YK€ Hamuca-
HO JIBEHaJlaTh CUM(OHUM, YEThIpE KBap-
TeTa, 4eThipe (OPTENUAHHBIX COHATHl H
MHOXKECTBO CUM(POHUYECCKUX M KaMEPHBIX
npousBeaeHuil. K 1946 rony ero «llecus
0 JleHnHe» mpu3HaBAJIACH OJAHOU W3 JIy4-
IIMX Ha 3Ty TeMy, a CUM(OHHHU OLICHUBA-
JUCh, KaK HMMEIOIIHE MHPOBOE 3HAYECHUE
Hapsay c npousBeaeHusiMu lllocrakoBuya,
[Ipokodrera, [murpa, Xauarypsina, Kaba-
neBckoro u Illebanuuat. O crabuibHOCTH
cTaryca JIETKO CYJIUThb IO Mpa3THUYHBIM
Bbiyckam. TakoB Ne 4 (1941) ¢ noprperom
Hukonas fxoBneBuua Ha 0OJOXKKE: HOMED
nocBsmEH MsickoBckomy u I[IpokodneBy
B cBs3U C¢ 60-netuem. 3nech MUdoIorusu-
pytoTcs ouorpadus, TBOPUECKHUMN Ty Th U 00-
HIECTBEHHAs JIESITEIBHOCTh MSCKOBCKOTO
B Pa3HBIX MIOCTACSX: KaK COBETCKOro 4Ye-
JIOBEKA, KaK KOMIIO3UTOPA U KaK XyJI0KHHUKA
B IIMPOKOM cMbIciie. B Tom xe rogy Msic-
KOBCKUH CTaJl OHUM M3 JIaypeaToB TOJBKO
YTO yUpekaEHHON CTaTMHCKON TTPEMHUH°.

[TocranoBnenne o CTalMHCKUX Tpe-
MUSIX BHOBb myOnukyercs B 1946 rogy
(Ne 2-3); Illamopun, MsckoBckuii, I[Ipo-
ko(beB, XauarypsH, [uap, 3axapoB cra-
M jaypearamu [IpemMun mepBoi cTeneHu®.
OtcyTcTBHE OpYruX yHNOMHHAHUN B 3TOM
HOMEpPE OKYyNaeTcs B MPa3JHUYHOM JIs
[TpokodpreBa U MSICKOBCKOTO ClIEIYyIOIIEM
(Ne 4) ¢ odunuanbHBIM TO3APABICHHUEM,
psiIOM cTarel, HOTHBIX 00pa3loB U BKJIEH-
KO ¢ coBMecTHOM (hoTorpadueii.

Perynspuo ormewaercs ponb Misic-
KOBCKOro-nejjarora. B yka3aHHOM BbllIe
Ne 4 (1941) [lleGanuH cpaBHUBAET 3Ha-
YEHUE IIKOJIBI MSCKOBCKOIO CO IIKOJIOM
Pumckoro-KopcakoBa u TaneeBa; crarbs
OTJIUYAETCSl AMOILMOHAIBHOCTHIO U MHUHHU-
MaJpHOM J030M nponaranabl. [Ipodeccuo-
HaJIbHOE Kpeao MSCKOBCKOTO — COBETCKUM
ujiean J0CTyIHOCTH U OCYXIE€HHE HOBATOP-
CTBa KaK CaMOIeH — OH O(pOpMIISET uepes
PSIMYIO pe4b, YTO HEOOBIYHO JUISI TI€YaTH:
«Ecnmu BaMm HE CyXJ€HO OBITh HOBATOPOM,
TO, UCKYCCTBEHHO MpPHUAYMbIBasi HEOObIY-
HBIE COYETAHUS. .. BBl UM TeM OoJiee He cTa-
Here! JloOuBaiiTech mydrie TOro, 4Tod Bal
3aMbICeN pa3BUBAJICA €CTECTBEHHO, IPOCTO
Y JIOTUYIHO!»’.

Baxno, 9yTO B 3HAKOBBIC IJIS OTEUE-
CTBEHHOM My3bIkH TOnbl (1936 u 1948)
aBTOPUTET MSICKOBCKOTO OBLI JOCTATOYHO
CUn€H, 4TOOBI HE MO3BOJUTH aBTOpaM 00-
JUYUTENBHBIX CTaTeil MoApOOHO M YacTo
OCTaHAaBIIMBAThCS Ha €ro (OpMAaIIUCTH-
yecKkux «rpexax», kak Owuio ¢ Illocra-
koBudeM Hu IIpokodreBbiM. OOBHUHEHUS
B (opmanu3Me OOBIYHO COMPOBOXKIAIUCH
YIOMUHAHUEM (aKTa €ro MHpeo0JICHHUS.
Tak, B 1938 rony I. KpeilitHep «dopma-
JUCTUYECKUE» paHHuEe (QopTenuaHHbIe
OMYyChI HA3BIBAET «CYOBEKTUBHBIMHU UTOTA-
MU JJaBHO MUHYBILETO 3Tala TBOPYECKOTO
Pa3BUTHS KOMIIO3UTOpa»®.

[Tocne IloctanoBnenuss or 10 despa-
s 1948 roma moMeHsIach PEAKOJIETHUS
KypHana; MSCKOBCKOIO OTCTPAaHWJIH OT
pa6otel B Oprkomutere CCK, u ero ums
NPAaKTUYECKU HCUe3NI0 W3 KypHana. Hc-
KkitoueHueM crai «Crnop o MsICKOBCKOM»
T. JluBanoBoil B (popmMe aHOHUMHOHU Oe-
celpl, A€ METOJ IOKa3HOM IHCKYyCCHHU
COUETaeTCsl C MPUHIUIIOM ITyMaHOBCKOTO
nuanora dnopecrana U IB3e0us — crocod
n30exaTh NpsIMbIX OOBUHEHUN. ABTOp OT-
Ka3bIBAET KOMIIO3UTOPY B HAPOAHOM IpH-
3HAHUM U B KJIIACCUYHOCTU COUMHEHUM, HO
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KpUTHUKA OCTOPOXKHA, a (OpMaliu3M MOHH-
MaeTCs KaK HeUYTO MHTYUTHBHOE: «MOXKeT
ObITh, MSICKOBCKHI BHEIIIHE CJIEAYeT Tpa-
UMM PYCCKOM IIKOJIBI, HO HE €€ AyXY, HE
e€ mIaBHOMY cojiepKaHuo»’. My3bIKOBe
CTaBUT eMy B npumep lnmnky, boponuna,
YaiikoBckoro, Pumckoro-Kopcakona, ¢ ko-
TopbIMU B 1930-€ roaipl ero yacTo nomenia-
JIY B OJTUH PSI.

Hepenxo nms MsiCkoBCKOTO B JKypHaje
CBSI3BIBACTCS C pacy8emom CUM@OHUZMA.
YTonuueckoe mMpeacTaBICHUE O BEIyIIEM
nonoxennn CCCP B paszButum cumdo-
HHUYECKOTO JKaHpa OKOHYATEIbHO YKpe-
nuiock k cepeaune 1940-x. 10. Kenapimn
B 1934 u T Xy6oB B 1936 roay BEIABUTAIOT
Te3uc 00 ocoOoM 3HaueHUUu cuMpOoHUYE-
CKOTrO TBOpYeCcTBa MSICKOBCKOTO KaK CBs-
3YIOILIETO 3BEHA MEXAY MOJOJO0M COBET-
CKOW M TPEAPEBOIIOLUUOHHON KYJIBTYPOU.
MHuorokpatHoe mnepedpazupoBaHue 3TO-
ro te3uca y XyOoBa NpHUBOJIUT K MO3TUY-
HOMY YTBEPXKICHHUIO «O HNepepotcoeHuu
OONBIIOTO XYIOKHHUKA, YbSl )KU3Hb, OBITH
MOJKET, MOIIIa Obl OOBIYHON HM3BHIIMCTOM
TPOIOM 3CTETCKOIO CIIYXKEHHS ‘“‘UUCTOMY
MCKYCCTBY”, €Cli OBbl... HE CBEXHUH BETEP
PeBomtoruu [Kypcus moit. — H. . ]»'°.

Jlns mpecchl TOro BPEMEHHM Xapak-
TepHa GopMylna peaOUIUTAIUM JTIOAEH
TBOpUECKUX MpodeccHil ¢ MOMOIIbIO «ca-
MOYOUHCTBEHHOTO MEPEPOXKICHHUS», OCBO-
00X IAIOIIEro OT KaHTUCOBETCKUX» UepT [4,
c. 122]. dns MsCKOBCKOro, Kak MpeacTa-
BUTENST JTOPEBOIIOLMOHHOTO TOKOJIEHHS,
Momugvl 6OpvLOLI U NPeodosieHuUss CTaIu
xapaktepHbiMiu. OH caM HCHOJIb3YeT MX
B «ABTOOHMOrpa)MUEeCKHX 3aMETKaxX»
(1936, Ne 6)'', koTOpBIE BIOCIEACTBUU
MHOTOKpPAaTHO IUTHUPOBAJIUCh M TEpecKa-
3BIBAJIMCH, XOTS UX MOXKHO OOHApPYKHUTh H
panbiie. Emé B 1933 rogy M. UepémyxuH,
OTIPAaB/IbIBAS IIECCUMH3M» KOMIIO3UTOPA,
MPEJCTABISET €r0 B F€POUUYECKOM KITHOYE:
«Ero ucKyccTBO TyOOKO HACHIIICHO. ..

2021, 1

HE CyCaJIbHbIM BOCHPUSATHEM XHU3HU... OH
WIIET U YKa3bIBACT APYTUM IYTH K 1peo0o-
JleHUulo TPYIHOCTEH, HE CKpbIBasl UX [Kyp-
cuB Moii. — H. I".]»'2.

B o6mmpHoii ctathe 1934 rona FO. Ken-
JIBIII PEJIKO HUCIOJIB3YET CJIIOBO «OOpbOay,
HO TOCTOSIHHO BO3BpAIlA€TC K MBICIH
0 «IepecTpoilke»; MpadyHOCTb U OJHUHO-
4ecTBO MSCKOBCKOTO B HPOILIOM MpoO-
THUBOINOCTABJISIOTCSA (OKMBOCTH» U «pea-
JUCTUYECKOM TEHJEHUMU» B HACTOSIIEM;
JIBeHaALaTyr0 CUM(pOHHMIO HA3BIBAET «JI0-
KyMEHTOM HJICOJIOTUYECKON nepecmpoiKu
COBETCKOM UHMENIUSeHYUU. .. CBUJETENb-
CTBYIOILIUM O TIIYOOKHX U KOPEHHBIX W3-
MEHEHMSIX B €€ co3Hanuu TIOJ BIMSHUEM
OTPOMHBIX YCIIEXOB COLMAINCTUYECKOTO
CTPOUTENILCTBA [KypcuB MoO#. — H. I.]»".
XapakTepHa METOHUMUS: TIEpEHECEHUE 3a-
cIIyT MSICKOBCKOTO Ha BECh CIIO 00I1IecTBa,
C MIOMOUIBIO YEro UX 3HaYMMOCTb MOBBIIIA-
eTcsl.

[Tonatus «60pbOBY U «IPEOTOTCHHUSD,
JOMUHUPYIOIIUE TPU OMHCAHUM >KU3HEH-
HOTO MyTH MSCKOBCKOIO, TakXe HCIOJb-
3y1oTCsl XyOOBBIM B aHAJUTHUYECKOW YacTu
ctateu 0 [llectHanmnaroit cumponun (1937,
Ne 1): «ocHOBHast MbICIIb CUMGPOHUHU — UAES
PaZloCTHOM KHU3HEYTBEpKAAIOIEH Oopb-
ObI»; «CTEPKHEBOU ‘“MOTHB MPEO/IOJICHUS™
— OCHOBa IVIABHOU TeMbI yBepTIopb»'*. Ta-
KUM 00pa3oM, aBTOp OTOXIECTBISIET >KU3-
HEHHBIN MyTh U KOHKPETHOE TPOU3BEICHHUE;
U1 HETO XyIOKHUK OYKBaJIbHO CYIIECTBYET
B CBOMX TBOPEHHUAX. MOKHO OTMETUTH OCO-
Oblil magoc U KpacHopeure cTuist XyOosa,
KOTOpBIA OTJIMYAETCS CIIOKHBIMU CHHTAaK-
CHYECKMMH KOHCTPYKIMSIMH C OOMJIHEM
BTOPOCTENEHHBIX M LIEMOYKaMU OIHOPOI-
HBIX UICHOB MPEMJIOKEHUs, NPUYACTHBIX
U JIeeNPUYIaCTHBIX 00OPOTOB, a TaKXKe CTH-
JUCTUYECKUMU (UTYpaMU, XapaKTEPHBIMHU
IS «ILTOLIAJAHOIN pedH.

EIVMHCTBEHHBIM U3 BCEX KPUTHUKOB,
. JKutomMupckuil B anmpeabCKOM HOMEpE
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1941 roga moapoOHO OCTaHABIMBAECTCS HA
TE€ME NOKOJIEHU, BbIPAKasCh O COBPEMEH-
HUKaX KOMIIO3UTOPA CIIETYIOIIUM 00pa3oM:
«B mpenpeBoIIOLIMOHHON npomusopeuuso-
cmu TIPOSIBIsIAch U cinaboCTh UX, U CUJIA.
CnabocTb — B TMOJMTUYECKON [€30pHEH-
TUPOBaHHOCTU... Cuila — B HEYracumou
IpaXJaHCKOW HEHaBUCTH K OecrmpocBer-
HOM oObIAeHIIMHE OypxKya3sHoi Poccum, B
KakJIe OTBICKATh UCTHUHY. .. [KypCUB MOIl. —
H. I'']»". JlopeBomOIMOHHAs MPaYHOCTb
MY3BIKH TMPEJICTABISACTCS aBTOPY H3KHUTOM:
TakuM 00pa3oM, MOTHB OOPBLOBI CIVIaXKHBa-
eTcsl.

TpakTOBKa MPOU3BEAECHUN B yX€ ICTE-
TUKHM collpealiu3Ma Obula BakKHeIen 3a-
nauer kputuku. Crenarh 3T0 MOKHO OBLIO
MO-pa3HOMY, HAMpuUMep, MyTEM MHHUMOUN
pacuindpoBKUA MporpaMMHOCTU. Tak, Te-
Moit JIBeHaamaroit cuUMGOHUM CUHTAIH
«COLIMAIIUCTUYECKOE MEpPEyCTPOICTBO Je-
peBHM», a pUHAT — KTOPKECTBOM OOPIIOB
3a compeanu3m»'®. Mcmonb3oBanu npuém
XapaKTepPUCTUKU COAEPKAaHUS C OMOPOM
Ha «COBETCKHE» KpuTepuu. B mocrennem
Beimycke 1937 roma XyOOB B OTHOIICHUU
[Taroii u Bocemuasuaroit cumdonuii ymo-
TpeOJIsieT KPUTEPUHU MPOCTOTHI U SICHOCTH,
HapoaHocTd u MaccoBoctu'’. I'. KpeliTHep
TaKXe yJelaseT MHOTO BHMMaHUS KpHUTE-
pUI0O MAacCOBOCTHM B BOKAJIbHOW MY3bIKE
H. MsickoBckoro, K1acCHIYHOCTH B hopTe-
nuanaor (1938, Ne 1, Ne 9)'*. A. HkoH-
HUKOB B peneH3un Ha lIaTeiii kBaprer
KOHILICHTPUPYETCSI Ha BOMPOCAX KOMIIO-
3UTOPCKOM M MCHOJTHHUTEIBCKON TEXHUKH
(1939, Ne 12); nmpu aHanu3e BeIpa3UTEIIb-
HBIX CPEJCTB aKIIEHT JIeJIaeTCa Ha 00CyX-
JNEHUHM «IIPOCTHIX U SICHBIX» 00pa3oB H
XapakTepe TeMaTh3Ma; OTMEe4aeTcsl Tak-
K€ COI03 BIIOXHOBEHHS U MAacTEpPCTBA, UTO
MO>XHO PAaCUEHUTh, KaK OajaHc GOpMBI U
comepxanus'’.

B penakunonnoit crarbe (1941, No 1)
NpU3HAKaMU Mporpecca MOCIEAHUX Jecs-

TU-TISITHA/ILIATH JIET TBOpUECKOI Onorpadun
KOMITO3UTOPA OIPEAEISIOT TATY K «IuaTo-
HUYHOCTHY», (GKU3HEHHOCTH WHTOHAIMOH-
HOTO CKJIaJla», «OTXOJ OT CTyHUIEHHOCTH
FapMOHUYECKOM TKaHU» U «CKIOHHOCTh
K Ooiplell KOHCTPYKTHBHO-KOMIIO3H-
HUOHHON OTYETIMBOCTUY», UYTO SBIAETCS
MapKepaMH MAacCOBOCTH, HApOIHOCTU H
peanu3ma, a J[Banuare nepBas cUMQOHUS
IIPEBO3HOCHUTCS, KaK «OAHO M3 JY4IIUX
[IPOU3BEICHUN... BO BCEH COBETCKOM MY-
3pike»?’. E€ ycmex ObLI BENHMK HACTONb-
KO, UYTO IIOCJIE BOMHBI OHA CTajla MEPUIIOM
JUIsL IPYTUX COYMHEHUM MSICKOBCKOTO: TaK,
JI. TunzOypr (1946, Ne 1) cpaBHMBaeT ¢ Heit
BuononuenbHbI#i KOHIIEPT?'.

B Marepuasax 4acTto HCIONb3YeTCs
NpUEM cpasHeHusi ¢ Opy2umMu KOMHO3U-
mopamu, HEpenKo Uisl UACHTU(PUKALNU
BBICOKOTO craryca. Hampumep, B KHure
«Writings on Music: Russian and Soviet
Music and Composers» B Hadaie 1940-x
rogroB H. Crounumckuii HaspiBaeT Msic-
KOBCKOTO  KOMIIO3UTOPOM-POMAaHTHUKOM,
«poccuiickuM Manepom» [10]. B xypnaie
3TOT NPHUEM YaCTO OKa3bIBAETCSI MAPKEPOM
knaccuuHoctu. Hampumep, B 1933 romy
M. UYepémyxuH mnogu€épkuBaeT OIMU30CTh
napoBaHus ¢ YallKOBCKUM, OTMEYAET BIIU-
saHusl Mycoprckoro u [ma3yHoBa, a u3 3a-
pYOEXKHBIX KIACCUKOB — MpeAcTaBUTEICH
Hemelkoro cuMponusma berxosena, Illy-
MaHa, bpamca, bpykuepa, Manepa?.

Oco0eHHo yacTo MSICKOBCKOTO CpaBHU-
BaroT ¢ YalikoBckuMm, Mycoprckum u ber-
XOBEHOM, UTO BbI3BaHO OOLIMMU MPUHIUIIA-
MU GOpMOOOpa3oBaHUs M CUM(POHUIECKOTO
MMCbMa, a TAKXKE IOJIO)KEHUEM B COBETCKOM
uepapxun. O6pa3sr Mycoprckoro u berxo-
BEHA UMEIOT KOHHOTAllMH HAapOJHOCTH U Ie-
pousma, o uéMm noapodHo numer M. Paky
[5]. C. CkpeOkoB, 0060011ast paboTy «KOpH-
dess MupoBoit CUMGOHUYECKONH MY3BIKHY,
HAXOJIUT AHAJIOTUU TeMaThu3Ma ¢ CUM(OHU-
svmu Jlucra, YalikoBckoro, PaxmaHuHOBA,
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Ckpsibuna, bopoauna, Pumckuii-Kopcako-
Ba u ap.>

Obpaz napmuu, no cnoam U. Bopo-
ObEBa, MPETOMIISIETCS B KOMMYHHUCTUYECKOM
UJICOJIOTUU U B U300paKECHUHM HACTOSIIETO
KaK CTYyNEHUW K YTOIHUYECKU HJICATIbBHOMY
Ooynymemy [2, c. 79]. B aToM cMbIcie TOKa-
3aresieH NPUEM 3aKIIFOUYUTEILHOTO MPOTroBa-
pUBaHMS HAJEXK HA OyIyIIUe JOCTUKCHUS
caMoro MsICKOBCKOTO M COBETCKOI'O UCKYC-
cTBa BooOme. HapparuB mpomnuTaH Kyib-
TOM BOX/IsI, HO YITOMUHAHUs 00 OTHOIIICHUH
MSCKOBCKOTO K MHapTUM HCKIIFOUUTEIIBHO
penku. Tak, nanpumep, I. Kpetituep (1938,
Ne 1) numer: «Moryune o0pa3bl BEIHKUX
BoXkAeH — Mapkca, Jlenuna, Cranuna, re-
pouyecKkas aBHUALMs, IMOABUTH JIETUUKOB,
HAalll CJIABHBIM KOMCOMOJI — BCE 3TO IPOYHO
BOIIIO B CO3HAHUE MSICKOBCKOTO-Xy/10KHU-
Ka U, KaK )y 8Ccex COBemcKuUx noel, Cmano
HeomwveMaeMOolU 4acmuplo €20 MEOPUECKOU
orcusnu [KypceuB moit. — H. I.]»**. B 1936
rony MsickoBckuid Hanucan necHio o Cra-
JIMHE Ha TEKCT Ka3aXCKOTO KUPIIH; CTaThs
0 Heii 3aHsuTa YeThipe nonock”. Tlomgyepk-
HEM, UTO UCTIOJIB30BAHUE COOTBETCTBYIOIIEH
TEMAaTUKH B MPOU3BEACHUSAX HE TapaHTUPO-
BaJIO yCIexa; TaK, MOMbITKa 00CITYKUTh pe-
KUM Ha JIMYHBIX YCIOBUSIX, IPEANPUHSITAS
[IpokodreBbiM B ero Kanrare k 20-neturo
OkTs16ps1, Obla Oe3ycrHenHOM W TpHUBesa
K co3JaHui0 Oojiee KOH(POPMHUCTCKOU
«3npaBuIB»?S.

Kak yxe ormeuanocs, nocie 1948 rona
0 MSICKOBCKOM B KypHaJi€ TOYTH HE MUIITYT.
Ho B 1951 rogy (Ne 3) mosiBnisieTcst cTaThst
B. Bacunon-I'poccman «Ilocnennue mpo-
nsBenenus H. 5. MsckoBckoro» ¢ yepramu
HEKpOJIora, B KOTOPOW MPOUCXOAUT TIIA-
TeJIbHBI 0TOOp OMorpadUUecKUX JTaHHBIX
U JIOCTWXKEHUM, MPOCIABIAIONIMX KOMIIO-
3UTOpa, KOHCTPYUPOBAHUE €0 TyXOBHOTO
NopTpeTa M 3BOJIIOLMU TBOpyecTBa: JlBas-
narh cenpbmas cuMponus u TpuHaaATHIA
KBapTeT MpUOOPETaIOT 3/1eCh KOHHOTAIUU

2021, 1

TpUyM(anbHOCTU U HUCKIIIOYUTEIBHOCTH, a
AKU3Hb MSCKOBCKOIO IpEACTABIISETCS aB-
TOPY «IIOJIHOM TBOPYECKMX MCKaHUU, Ce-
PBE3HBIX OLIMOOK U npomusopeyuil», HO
«3aBEPIIUBILIEUCS YymEepicOeHuUeM peanu-
cmuyeckux npunyunos»*’. CHUMBOJIHYHO,
YTO CBOM MBICIIH OHA apryMEHTHUPYET -
TaTaMu U3 «ABTOOMOrpaUUEecKUX 3ame-
Tok» 1936 ropa, IloctanoBnenus u peuun
’Knanosa 1948 roga — 3HaKOBBIX JOKYMEH-
TOB JUII TBOPYECKOIO IyTH KOMIIO3UTOpA.
B 3aBepuienne myOnukanuu aBTop Marepu-
aja npeanoiaraet, 4YTo NoCieTHUE COUNHE-
HUSL «MOTJIM OBl OBITH HAYAJIOM... CaMOTO
BBICOKOT'O 3Tara TBOPYECTBAa» MIICKOBCKO-
ro (4TO0 MOXKHO TPAaKTOBaTh KaK yTONMUIO HA
MEPCOHAILHOM YpPOBHE) M O0OS3BIBACT CO-
BETCKYIO MY3bIKY ITPEB30MTH yCIEX KOMIIO-
3uTopa (YTOIUs Ha YPOBHE CTPaHBbI)*®,

B pe3ynbprare KOHTEHT-aHaJIM3a MaTepu-
ajoB 1933-1951 romoB BBIICHUIOCH, YTO
IUISL KypHAJbHOTO 0O0NHKa MSICKOBCKOTO
XapaKTEPHBI CIEYIOLUIUE KaTETOPUU CIIOB:

1) yxa3pIBarouiye Ha nNpoQeccuoHaIn3M
U CTAaTyC Cpelud KOMIIO3UTOPOB — CaMBIMU
MOMYJSPHBIME cTanu «Mactep» (40) u «pu-
nocod» (CeMaHTUYECKH OJIM3KH CIIOBA «HUH-
TEJUIUTEHT», «PAlMOHAJIbHBIINY, «HUHTEN-
JEKTYalbHBINY, «MY3bIKAaHT-MBICITUTEID,
«XYIO’)KHUK-YUYEHBII», B LEIOM 26); BCETO
B KaTeropuio Bouwio 118 cios;

2) MapKUpyIOIIHEe HAIMOHAIBHYIO U
UICHHYIO PUHAIJIEKHOCTh, 00JIee YacThle
— «coBeTckuit» (49), «uaeiHpIi» (a Takxke
«UJCOJIOTUYECKUIN, «COLUPECATUCTUYHBIN,
«peaTuCTUYECKUI, «IIaTPUOTHYHBIIN, BCE-
ro 19), «tiy6okuit» (18); Bcero 109 cnos;

3) obo3HavaronMe  JAEMOKPAaTHIHOCTH
A3bIKa — Yallle APYTUX UCII0JIb30BAHbI CJIOBA
CUCKPEHHUI», «IPOCTOW», «ACHBINY (87);
Bcero 107 cios;

4) HeraTuBHas JIEKCHUKA — «CaMOYINy-
ONnEHHBI» U «cnoxHbIN» (o 10), ceman-
THYECKH WM OJNM3KU «CYObEKTHBHBIIY,
«a0CTpaKTHBIN», «HETOHSTHBINY, «HEIO-
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CTYIIHBIN», «HESCHBIN», «HALyMaHHBIN,
«popmanucTUuHbI»; Bcero 44 clioBa;

5) roBopsiue 0 MO3UTUBHOCTH TBOpYE-
CTBa — «KH3HEPaJO0CTHBIIN», ONTUMUCTUY-
HBII (24).

N3BectHa mmpoTra CEMaHTUYECKOTO
IOJI1  COLlpealu3Ma, BBbI3BaHHAs HEOIHO-
3HaYHOCTHIO0 000MX TEPMUHOB («COLUATH3-
May U «peanusmar). Kpurepuun «peanuctu-
YECKOI0» B My3bIKE HE ObUIN SICHBI U IIOYTH
CIIMBAIIUCh C «HAUMOHAIBHBIM»?’. Takas
cuTyalusi obecneurBania MpocTop i UH-
TEPHPETALNH.

OOparuM BHMMaHWE Ha TJIABHYIO MpPO-
OmeMy oOIeHKH MSCKOBCKOTO Kak cosem-
CKO20 KOMIIO3UTOpA: «MHAMBUAYAIU3M» U
«CyOBEKTHBH3M» B COBETCKOW OMHApHOU
MU(DOJIIOTMUECKON KapTUHE MUpa MPUpPAB-
HUBaeTcs K HOHKoH(popmusmy. Hu craryc
«MHTEJUIMTEHTa», HU Kapbepa B Pycckon
UMIIEPATOPCKOl apmMuu, HU coObITHs 1936
1 1948 To10B HE CMOTIIH MOTYOUTH €ro aB-
TOPUTET, HO MPOU3BEJCHMS, INIABHBIM 00-
pa3oM CHUMQOHUHU, C TPYAOM MOIIAOTCS
«COBETCKON» TpakToBKe. C aHaJIOrM4YHBI-
MU TPYAHOCTSMHU INPULUIOCH CTOJIKHYTHCS
P «COBETH3aMW» YaWKOBCKOIO; HECIy-
YaifHO aBTOPBI 4acTO OTMedYalau OIM30CTh
ux MHupoBo33peHus. «Haubonee BpeaHbIM
CBOMCTBOM MHPOCO3E€pLAHMS KOMIIO3UTOpa
KPUTHKHU. .. TPOBO3IVIAIIANIH. .. IECCUMU3M.
OHM OBUIM TOTOBBI OOBSICHUTH €TI0 C TIOMO-
IIbI0 HCTOPUKO-COLIMOJIOTHYECKUX CXEM,
HO, pPa3yMeeTCsl, CYUTAIH, YTO B COBPEMEH-
HOW MM... JEUCTBUTEIBHOCTU OH COBEp-
LICHHO HEIPUTOACH», — 3TU ciioBa M. Paky

o II. YaliKOBCKOM BIIOJIHE NPUMEHHUMBI U
K MsickoBckomy [5, c. 591]. JIuunas tema
HE MoIJ1a ObITh OCHOBHOM B TBOPUECTBE CO-
BETCKOT'0 XyJOXKHHUKA, I0ATOMY CJeLysl COll-
peaTncTUUeCKOMY 3aKa3y, aBTOpHI IIbITa-
JIUCh ONTUMUCTUYECKU HUHTEPIPETUPOBATH
Ka)KJJ0O€ HOBOE COYMHEHHE, HE IMPU3HaBas
CyObEKTHBHU3M 4YacThIO ero Hatypbl. Ha 310
oOpamanu BHuManue M. JKuromupckuit u
C. lInudureirn.

Kpome Toro, MO:XHO czienaTh BBIBOJ, YTO
00pa3 MsickoBckoro B )KypHase « CoBeTckast
MY3bIKa» ObLI IOBOJILHO CTaOWJIEH: BO-TIEp-
BBIX, K MOMEHTY CO3/IaHUS JKypHaja OH y>Ke
OBLT C(OPMUPOBAH MPU HEMTOCPEACTBEHHOM
y4acTUU caMOro MSICKOBCKOTO; BO-BTOPBIX,
OOPHCOBBIBAJICS TTOCPEICTBOM HAJIOKEHUS
COBETCKMX KaHOHOB COIL[pPEaJIu3Ma, Macco-
BOCTH (TIPOCTOTHI U SICHOCTH), HAPOJHOCTH,
KJIACCUYHOCTH; B-TPEThUX, B HEM MOCTOSIH-
HO HCIIOJI30BaJICSI MOTUB OOPHOBI U TIpe-
OJIOJICHUSI.

MotuB 6OpsOBI W TIPEONOJICHUS CTaj
OCHOBHBIM CpPEICTBOM JJI IpEICTaBe-
HUS TBOPYECKOTO IMyTH MSICKOBCKOTO Ha
NPOTSHKEHUH KaK MUHUMYM JBAJIATH JIET
MIPEXKJIE BCEr0 IOTOMY, YTO OH BIIMCHIBAJICS
B KOHTEKCT U COBETCKOW, U PEBOIIOLMOH-
Hoi mueonoruu. [lo ananoruu ¢ mudomno-
ru3anuei oopasa berxoBeHna, maHHBIN MO-
TUB OKa3bIBaJICS CBA3aHHBIM C COBETCKHUM
KpUTEpPUEM repor3Ma. YCUIIEHUE 3TOT0 MO-
THBA TPUAABaIO0 00pazy MSCKOBCKOTO 4ep-
ThI «4€JI0BEKa-00pIIa», UTO B CBOIO OUYEpeb
YKJIa/IbIBAJIOCh B KOHIEMIIUIO COBETCKOTO
YeJIOBEKA AMOXU TOTAIUTApU3Ma.

<S> TIPUMEYMAHUA <>

1

B XXI Beke uHTepec K MSCKOBCKOMY BO3PAacTacT: OCYILECTBICHO HECKOIBKO IPOEKTOB

C 3allMCAMMU CHM(I)OHPI‘-ICCKOIZ MY3bIKH, BBIITYHICHBI 3aITMCH BCEX KBAPTCTOB U (bOpTCHI/IaHHBIX COHar,
CO3JaH CalT 0 KOMITIO3UTOPE, 3alIUIICHO HCCKOJIBKO KAaHAUIATCKUX ;[HccepTauI/Iﬁ 0 €0 TBOPYCCTBC.

2 C 1992 rona — «My3bIKabHAas aKaIeMHU.
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3 B uectp XVIII cbe3na naprum GonbineBukoB // CoBerckas mysbika (CM). 1939. Ne 3.
C. 44-46; Msackosckuii H. Apro6norpaduueckue 3aMmeTk o TBopueckoM mmytu // CM. 1936. Ne 6.
C. 3-11.

* Kpeiitaep I. BokamsHoe TBopuectBo H. MsckoBckoro // CM. 1938. Ne 1. C. 18-24;
Hle6anun B. MsickoBckuit-yuntens // CM. 1941. Ne 4. C. 47-51.

> MsickoBckuit cran naypearom Ilpemun mnepBoii cremeHu B pasmepe 100 Tbic. pyOnei
(3a Cumdonuro Ne 21, kantary «Ha nosne KynukoBom» u popTennaHHbIi KBUHTET).

6 MsickoBckuii — 3a KBaprer Ne 9.

7 Ilebanun B. MsckoBckuii-yuurens // CM. 1941. Ne 4. C. 47-51. ABTOp — BBIJAIOIIUIACS
nezaror, npogeccop, B OyayuieM — peKTop MoCKOBCKOW KOHCEpBaTOpHUH.

8 Kpeiitaep I. ®oprenuannoe tBopuectBo H. Msickosckoro / CM. 1938. Ne 9. C. 9-14.

? JluBanosa T. Cniop o MsickoBckom // CM. 1948. Ne 9. C. 24.

10 Xy60B I'. MsickoBckwmii 1 ero 15-s cumdponus / CM. 1936. Ne 1. C. 4.

" MsickoBckuii H. ABToOmorpaguyeckie 3aMeTku... Yka3. cod. [lyOnukanus HE COOEPKUT
KPUTHUKH TIOJIUTHYECKOTO PeKMUMa, HO yrke yepes rof . XyOoB TpakTyeT MOTHB «O0OpBObI B UyKA0H
cpene», Kak BHyTPEHHUH poTecT MICKOBCKOTO MPOTUB LapU3Ma.

12 Yepémyxun M. MsickoBckwuii u ero 12-s cumdonust // CM. 1933. Ne 3. C. 100-106.

13 Kenapi FO. 12-s cumdonust MsICKOBCKOTO M HEKOTOPBIE TPOOIEMbI COBETCKOTO CUM(OHN3MA
// CM. 1934. Ne 2. C. 22.

4 Xy6oB I'. 16-1 cumponus Msckosckoro // CM. 1937. Ne 1. C. 23. «VYBepTtiopoii» Xy06oB
Ha3bIBaeT | yacTe cuMpoHuH.

5 Yuromupckuit [1. K uzydenuto cruns H. 5. MsickoBckoro / CM. 1941. Ne 4. C. 46.

' Yepémyxun M. Yka3. cou. C. 104.

17 Xy6os I. 3onoroii Bek HapoxHoro TBopuectsa / CM. 1937. Ne 12. C. 31.

18 Kpeiitaep I'. BokanbHoe TBopuecTBo H. MsickoBckoro... Yka3 cou.; OH xe. DoprennaHHoe
TBOpuecTBO H. MsickoBckoro... YKa3. cod. B iepBoii craThe paHHUE BOKAJIbHBIE OITYChl TAOYMPYIOTCH,
KakK «JIeKaIeHTCKue». B 3akimroueHne aprop npuoderaeT K yTonmueckoMy coBeTckomy kiuie: «Harma
KpacoyHasi, MHOTOTpaHHas )KU3Hb Jjaia MSCKOBCKOMY HOBBIE, SIPKHE UMITYJIBCHI [ TBOPUECKOTO
noabéMay (c. 24).

1 UkonnukoB A. Ilsteiii kBaprer H. MsickoBckoro / CM. 1939. Ne 12. C. 77-80. Asrop
YTBEP)KJAET, YTO KBapTeThl MSCKOBCKOIO «0O3HAMEHOBAIN BO3POXKICHHE», a MIOTOM M «PACLBET
COBETCKOM KaMEepHOM MY3bIKH» U MPOTUBOIIOCTABIISET €r0 MY3bIKY (JOPMaIH3MY.

20 TBOpYECTBO MOCKOBCKHX KOMITO3UTOPOB U pabora MCCK // CM. 1941. Ne 1. C. 19.

2! Tunz0oypr JI. Buononuenshsiii kontept H. MsickoBckoro // CM. 1946. Ne 1. C. 42-52.

22 Yepémyxun M. Yka3. cou.

2 CkpebroB C. Cumponnueckuii Temati3m Msickockoro // CM. 1946. Ne 4. C. 42-55.

#* Kpeiituep I'. Bokanbaoe TBopuectBo H. MsickoBckoro... C. 23.

3 Bunorpazos B. O necue «Ort Beeit gymmm» Msickockoro // CM. 1937. Ne 1. C. 31-34.

26 Tlogpobuee 06 aTom cm.: [11].

7 Bacuna-I'poccman B. IMocnennue mpoussenenust H. S1. MsickoBckoro // CM. 1951. Ne 3.
C. 35.

2 Tam xe. C. 38.

2 M. @ponoa-Yokep naért akoHH4IHOE omnpeaeneHue: « “Corpeani3Mom’ Ha3bIBAM BCE YTO
yrogHo, npociasisoomee Cranuna u ero nena» [7, p. 312].

30 Kuromupckuii 1. K usyuenuto cruis H. . Msckosckoro / CM. 1941. Ne 4. C. 32-46.
HImudmreiin C. 21-1 cumponus H. Msckosckoro // CM. 1941. Ne 1. C. 27-34.
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