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OBPEMEHHOE MY3bIKOBEJICHHUE — I10JIE
npoOieM, KOTOphIE POXKTAIOTCA U
MHOXKaTCsi B pPe3yJabTare pa3BUTHUSA

HCKYCCTBa KaK 3CTETUYECKOro (heHOMEHa.

Tak, B. B. berukoB numert: «KapauHasib-

HOU TpaHc(hopManuu MoaBepraroTcs MpaK-

THUYECKH BCE CYIIHOCTHBIE C TOUYKH 3PEHUSA

KJIACCUYECKOM HSCTETUKHU OCHOBBI HCKYC-

CTBAa U B IIEPBYIO OYEPED €TO ICTETUYECKAS

ueHHocTh» [3, c. 274]. Onpenenuts 3TH

«CYIIIHOCTHBIE OCHOBBI» HAyKH O MY3BIKU

— 3a/1a4a, KOTOPYIO CIIEIyeT pelaTb BCEMY

HCKYCCTBOBEIUECKOMY COOOIIECTRY.

[TanopamHbIi 0030p TPOOIEMHOTO MO

MY3bIKOBEJICHUSI OOHAPYKUBAET, C OTHOU

CTOPOHBI, «BEUHBIE» TEMBI, a C JIPYyro —

TEMBI, BO3HHUKIIHNE 37eCh U ceidac. OqHu

13 HUX, CBSI3aHHBIC C KJIACCUYECKOM ACTETH-

KOI, HUKTO HE OTMEHSLI, U TpedyeTcs MOCTO-

STHHOE€ BHUMaHUE K HUM; a IPYTUe — MOPOXK-

JlaeMbl€ HOHKJIACCUKOM U €€ JIEKCUKOHOM,

— HYXKJAIOTCSl B U3YYEHUU U OLIEHKE. DTO

HETPYAHO NPEICTaBUThH, B3IISHYB Ha Ta-

KM€ KJIACCUYECKHE MPHUHIUIBI UCKYCCTBA,

KaK «IPOU3BEICHUE U XY/I0KECTBEHHBIN

00pas», «CTWIb U CTHJIUCTHKAY, «hopma U

conepxxanue». M coBcem Jnpyras kKapTuUHa

BO3HUKAET, KOIJJa OTMEYAIOTCS INI0OAIbHBIE
MeTaMop(o3bl KYJIbTYpbl M TMOSBISIOTCA
HOBBIE NTPOAYKThI 3CTETUYECKOTO CO3HAHMUS,
HanpumMmep: «apredaxT», « IEKOHCTPYKIUI,
CUTPa», «CUMYISIKP», «MHTEPTEKCT», «IH-
NEPTEKCT», «aMOMEeHT», «mnep(popmMaHcy,
(OKECT» U JIp.

[TonbiTKa 0003HAYUTH HEKOTOPBHIE CYIII-
HOCTHBIE IPEIMEThl COBPEMEHHOIO MY-
3BIKOBEUECKOTO IMPOCTPAHCTBA/BPEMEHH,
n30paHHbIE HA OCHOBE CONOCTaBJICHUS (pak-
TOB MY3bIKaJIbHOTO M BEpPOAJIILHOTO SI3BIKOB,
— OJIHA U3 HAIIKX 33/1a4.

HaunéMm ¢ koH1enTa «pobiemMay, BKI0-
4EHHOIO B 3aIVIaBME CTaTbu M Tpelyrolie-
ro yTouHeHHs ToikoBaHus. [Ipobremy (ot
rped. problema — 3aga4a, 3aJjaHUE) Xapak-
TEPU3YIOT MO-Pa3sHOMY: M KaK «3HAK0 umo,
HE 3HAIO0 KaKk», U KaK «3HaHUe 0 He3HaHuu
— npobneMHyro curyanuio». Hunbe bop,
BEJIUKUNA (PU3UK, CUUTAI, YTO «IIPOOIEMBI
BaXHEE DPELICHU: peleHus MOTyT ycTa-
peTh, a mpoOJIEMbI OCTAIOTCS»!. DTa MBICIIB
HAXOJHT OTKIIMK U B CY>KJICHHIX COBPEMEH-
HBIX TBOPIIOB (Hanmpumep, YMOepTo DKo)?.

Hemano BompocoB, TpeOyrommx «o03-
HauuMBaHUA» (aTpuOyLMH, OIpeneIeHus),

8 [MpobAeMbl My3blkaAbHOM Hayku / Music Scholarship. 2021. N2 3
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KPOETCS U B MY3BIKAJIbHOM Hayke, KOTO-
pasi Mopoil «HE JOTOHSET» MY3BIKAIbHYIO
MPaKTUKY. IJTO K€ MOXHO HaOIonaTth U
B MY3bIKaJIbHOW MEAAaroruke, Kotopas moj-
4yac ycTapeBaeT U KIET HOBBIX PEIICHUM.

Mp&1 0cTaHOBUMCS Ha MOHATHH, KOTOPOE
He 0e3 OCHOBaHUSI CUYHMTAETCS CYIIHOCT-
HbIM, — «XPOHOTHUIIOJIOTUYECKHE STallbl
TpaHcopMallui UCKYCCTBa» — M HAXOJIUT
NpUMEHEHHE B COBpEeMEHHOU (dumocoduu,
3CTETUKE, UCKycCcTBOBeAeHUHU. CBsS3aHHOE
CO BPEMEHEM M THUIIOM TBOPYECTBA, MOHS-
THE XPOHOTHIIOJOTMHM 001anaeT HEOAHO-
3HAYHOCTBIO XAPaKTEPUCTHK, MPU KOTOPOI
JIOCTUYb KOHCEHCYca MOoKa He yAaéTcs, — HU
B (hutocodckoit cpeie, HU B UICKYCCTBOBE/I-
YECKHUX KpasX.

Taxk, B. B. berukoB, ananusupys B pabo-
Te «IIpobnembl U “O0JIEBbIE TOUKH COBpE-
MeHHOU AcTeTuKm» (2005), KOHCTATHPYET:
«Bce wucnonb30BaHHBIE 3/1€Ch TEPMHUHBI
(aBaHrapzm, MOJEpPHHM3M U T. I.) YIOTpe-
OMNsIOTCS HA MPOTSHKEHUU CTOJETHSI BCEMH,
KOMY HE JIEHb, U B CAMBIX Pa3HbIX CMbICIIAX,
WHOT/Ia TIEPEKPHIBAIOIINX JIPYT Apyra, HHO-
rJa HUKaK He coBnaaarommx... O0 omHOM
U TOM K€ MPEAMETE KaXKIblii TOBOPUT, UTO
eMy Ha yM B30penét, Hajensst ynorpeons-
€Mble TEPMHUHBI TIPOU3BOJIBHBIMU (CBOMMM)
CMBICJIaMU U HE UHTEPECYSICh TEM, UTO TO-
BOPST 10 3TOMY MOBOJY €T0 KOJUJIETH U TOH-
MYT JIK OHHU ero Booomie» [2, ¢. 21].

He craBs 3agaun BCiymuBaThCsi B 3TOT
MHOTOTOJIOCHBIN «XOP» Pa3HOPEUUBBIX BhI-
CKa3blBaHUU, MBI COCPENOTOUUMCS Ha (Pu-
J0CO(CKO-ICTETUYECKUX KOHIEMIUAX He-
KOTOPBIX BBIJAIONINUXCS PYCCKUX YUEHBIX.

B cBoeit Teopuu, cBsizaHHOM ¢ PeHOME-
HOJIOTHMEN HMCKYCCTBa, CIeNU(pUKON 3cTe-
TUYECKOTO co3HaHus XX Beka, DBhIUukoB
BBIJICJISIET TpU dTama: «A4eaneapo — BCs
COBOKYITHOCTh OYHTapCKUX, CKaHIallb-
HBIX, JIATaXHBIX, MaHU(PECTapHBIX, HO-
BATOPCKUX HAIPABJICHUHN MEPBOU MOJOBU-

HBI Beka. <...> ModepHusm — CBOETO poja
aKaJeMu3aluys U JIETUTUMAlLUs aBaHrap-
HBIX HAaXOJOK B XYyJOXKECTBEHHOU cdepe
cepenarHbl cToNeThs 06e3 OyHTapCKO-CKaH-
JaTbHO-3MMAaTaXHOTO 3aj7l0pa aBaHrapa.
Ilocmmooepnuszm [Kypcus aBropa. — H. I'.] —
HaYyaBIIasiCA TOXE IJIe-TO B CEPEIUHE CTO-
JIeTUsI CBOeoOpa3Hasi pOHUYECKas Kajae-
JOCKOINHUYECKasi uepa BCEMHU LIEHHOCTIMU
u ¢penomenamu KynbTypsl, BKITIO4Yasi aBaH-
rapja ¢ MOJEPHU3MOM, B MOJyC€ HOCTaJb-
TUYECKOM yCTaJIOCTH 3aTyXarollero 3CTe-
tusmay [3, c. 350-351].

Hawm npeacraBnsieTcst BAXKHBIM, 4TO yué-
HBIIl TOBOPUT O «IEPEMEIIAHHOCTH SIBJIE-
HUW UCKYCCTBA, OCTABJISIS B CTOPOHE TaK Ha-
3bIBAEMOE KOHCEPBATMBHOE HaIpaBJICHUE,
MUMEIOIIEE CBOM MYTh Pa3BUTUS U KPUTEPUHU
oneHku. «HecMoTpst HA yCIOBHOCTH 3THUX
TEPMUHOB U MEPEMEIIAHHOCTh B KYJBTYpe
camMux ()EeHOMEHOB, 00O03HAYaEMbIX HMH,
OHM TE€M HE MEHEE JOCTAaTOYHO ONpeaeIEH-
HO OTPa)KalOT KaK CYHIHOCTHYIO THUIIOJIO-
TUIO0, TAK U OTHOCUTEJIBHYIO XPOHOJOTHIO
pa3BEPTHIBaHMS TIIOOAIBHON TIEPECTPOM-
KU 3CTETUYECKOrO CO3HaHHMS B XX BEKE»
[Tam ke, c. 378].

BriienuB 3Ty Tpu cTaIuK XPOHOTHUIIONO-
TUU UCKYCCTBA U JIOCTATOYHO YOEIUTEIbHO
OXapaKTEepPU30BaB KKy U3 HUX, BHIYKOB
UHUIMUPOBAT MPOPECCUOHAIBHYIO JHC-
KYCCHUIO U TIOSIBJIEHUE MHBIX TOUEK 3PEHUS
Ha 3TOT mipeaMer [4].

O6paTtuM BHHMaHHE Ha [O3HUIHIO,
3aHUMAaeMyI0 H3BECTHBIM (unocodom
H. b. ManbkoBckoii, kotopas B pabote
«XPpOHOTHUITIOJIOTUYECKHUE 3Tallbl Pa3BUTHS
HEKJIACCUYECKOTO ACTETUUECKOTO CO3HAHUSD
(2005) mpennaraet cBOKO KiIacCHU(PHUKALUIO:
«aBaHrapJl, MOJIEpHU3M, HEOABaHrapj, Io-
CTMOJIEPHU3M U  MOCTIOCTMOACPHU3IM.
YuéHblil BBIIEISET aBaHrapg W MOAEP-
HU3M KaK «MOIIHbIE, TPAHCHALIMOHAJIbHBIE
TEHJICHIMH TEePBOM MOJOBHHBI, XX BEKa,
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BKJIFOYMBIIIME B CBOI OpPOUTY BCE BHUIBI
uckycctBa» [8, c. 69-70].

ManbkoBCKasi, Kak U bbIUKOB, yKa3bIBa-
€T Ha «MHOTOCOCTaBHOCTBY» ITOTO SIBICHUS
KYJIBTYPBbI, HO, B OTJIMYKE OT KOJIJIETH, OHA HE
CBS3BIBAET MOJCPHU3M C «OCTBHIBAHHEM» U
«akazemuzanuei» aBanrapaa. Kpome toro,
OHA WHAa4e OICHUBAET BPEMEHHOU (haKTop,
cuMTas, 4YTO «aBaHTapj U MOACPHHU3M BO3-
HUKAIOT TOYTH CHHXPOHHO B Hauaje XX
BEKa» U «Ha MPOTSHKEHUHU AOCTATOUYHO JIJTU-
TEJILHOTO TEPHOJA DBOJIOIMOHUPYIOT TIa-
pajlJIeIbHO» [TaM ke].

3ameTruM: MaHbKOBCKasl (B SHIUKIIOIE-
JTUYECKOM H3JIaHuHN «JIEKCUKOH HOHKJIAC-
CUKU. Xy[I0’)KECTBEHHO-3CTETUYECKAs KYllb-
Typa XX Beka», 2003) duxcupyer taxxe
W HaJdu4he TEePMUHA «TpaHCaBaHTapI»
(bp. trans-avant-garde) kak Te€4eHUS B TI0-
CTMOJIEPHUCTCKOM )KMBOIIUCH, «...YbE ICTE-
TUYECKOE KPEeIo 3aKJII0UaeTcsi B MPOTUBO-
TOCTABJICHUN HEOABaHTapAy, B YaCTHOCTHU
KOHIIENTYaJIu3My, HOBOW >KMBONHCHOCTH,
(UTYpPaTHBHOCTH, KCIPECCUBHOCTHU, SPKO
BBIPXEHHOTO JIMYHOCTHOTO Hayania; ycTa-
HOBKE Ha 3CTETUYECKOE HACIaX/IeHUE, CBO-
00HOE COYETaHUE XyHI0KECTBEHHBIX CTH-
neu npouutoro» [1, c. 440].

OO6cyxmast najee OTHOIIECHUE YYEHBIX
K MpoOiieMe XPOHOTHUIIOJIOTHH, OOpaTum
BHUMaHUE U Ha CJCAYIOIIHNN HEMalOBaX-
HBI (pakT. MaHbKOBCKasi MPUMEHSIET, Hapsi-
Iy C TEPMHUHOM «HEOABaHTapa», U TEPMUH
«aBaHrapa-11»; mpu 3ToM OHa OCTaHaBIIH-
BaeT BHUMaHue Ha koHuenuuu 0. H. Xo-
JomnoBa’.

OO6pazyetcst MOOOMBITHOE HAYYHOE Tie-
pEeKpelBalie, CBOEOOpa3HbIA KYIBTYp-
HbI1 TpaHcdep (Mbl HE CpaBHMBAEeM Bpe-
MEHHBIE MOKa3aresn). XO0JIO0MoB B MO3AHEH
pabote «HoBble mapagurMbl My3bIKaJIbHOM
acteTuku XX Bekay» (2003) 3asuser: «Kax
BCE 3TO CIIYYHJIOCH B BEK BEJTMKOTO MIEPEIIO-
Ma? DBOJIOLMS €CTh MOCTEIEHHAasi CMEHa

napagurM. [IpumenurensHo k Hogelimen
My3bIKE 3BOJIIOLMS 3Ta HOCHJIA CTPEMHU-
TEJIbHBIN, B3pBIBHOM Xapakrep. E€ pa3Butne
IO TUHAMUYHO, JAByMSI OOJIBIIMMHU BOJI-
HaMHM, TaK Ha3bIBAEMBIMU «aBaHTapAaMu»:
Aganrapa-I (= 1908-1925) u Apanrapa-11
(= 1946-1968). CruxuiiHble MOITHBIC
BCIIJIECKM TBOPYECKOM SHEPIrUU BbI3BAIU
pajMKalbHbIE MEPEIOMbl B MY3bIKAJIbHON
KOMITO3MIIMM, BOIUIOUIABIINE TITyOWHHBIE
CMEHBl MY3bIKaJIbHO-ICTETUUECKUX Iapa-
qurm» [10, c. 139-142].

3nech  TpeOyeTcs  JIOMOJHUTEIbHBIN
KOMMEHTapuil. XOJOINOB, LIUTUPYS B BHI-
meyka3aHHou pabore ompeneneHue boru-
koBa (ot 2000 roma), oOparaeT BHUMaHUE
Ha MEXIUCHUIUIMHAPHOE «PACXOKICHUE»
B JIEKCUKOHE HCKyccTB. [IpuBomum par-
MEHT aBTOPCKOI'O TEKCTa!

«B My3bIKe 371€Ch CHOBa 3aMETHBI pac-
XOXKJEHUSI C TEPMHUHOJIOTMENH M XPOHOJIO-
TMEN OPYruX UCKYCCTB. Tak, OAUH U3 IIIy-
OOKHX uccienoBaTesieidl HEeKJIaCCUYeCKOn
acreTuky B. B. BBIYKOB yKa3bIBaeT Clie1yro-
1IMe obujue CTauu rpoiiecca “nepeoueHku
LIEHHOCTEW B XYI0XKECTBEHHOM KYJIbTYpe
XX Beka:

* Asaneapo — BCsl COBOKYIHOCTb OyH-
TApCKUX, CKaHJIAJIbHBIX <...> HOBaTOPCKUX
HanpaBJIEHUH |-1 MTOJIOBUHBI BEKA.

* MooepHnuszm — akazeMu3alus u Jeru-
TUMM3aLMs aBaHTapIHbIX HAaXOIOK B XyZO-
YKECTBEHHOM cpeJie cepelHbI CToseTus 0e3
OyHTapCKO-CKaHIaTbHO-3MIaTaXKHOTO 33]10-
pa aBaHrapja.

» TlocmmooepHusm — HauaBIIAsICSA TOXKE
IJIe-TO B CEPEUHE CTOJIETUSI CBOEOOpa3Hasl
<...> wurpa BceMH LeHHOCTAMH Kynpry-
PBI, BKJIIOYAsl U aBaHrapa ¢ MOAEPHU3MOM
<>

Hano ckaszars, uro beiukoB mnpensu-
Jie]l BO3MOXKHOCTB JIBYX BOJIH aBaHIap/a,
0 KOTOpBIX TOBOPUT XOJOIOB; W, TyMaeT-
Csl, 3[1€Ch HET «3aMETHBIX PACXOKICHUIN.
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Benp bblukoB yKa3plBaeT Ha «MOIIHbIE
aBaHrapnausie Gurype»: «lloxamyi, Tonb-
KO B MY3BIKE MOJICPHU3M SIBHJI HEUTO PaB-
HOE KpYIHEHIIUM JI0BOCHHBIM aBaHTapIu-
CTaM IO MOIIHU Xy/I0’)KECTBEHHOI'O MTOUCKA B
JIMIIE TaKuX KOMIIO3UTOPOB, Kak II. bynes,
K.-X. [ITokxayseHn, JIx. Kenmxk, S. Kce-
Hakuc, C. I'yGaiinynuna, A. Ilautke» [3,
c.431].

Cnucok BBILAAIOMIMXCS KOMIIO3UTOPOB,
yKa3aHHBIX BBINIEC, MOXET OBITH JOMOJ-
HEH U TaKUMU UMEHaMH, KaK . J[eHUCOB,
A. Bonkonckuii, A. [1sapt, B. CunbBecTpoB
U Jp., XyJ0KECTBEHHbIN MOUCK KOTOPBHIX,
C OJHOU CTOPOHBI, €CTh MPOJOJKEHHUE
aBaHTrapJHbIX UHTCHUMK Hadyana XX Beka,
a Cc Jpyrol — yCTaHOBIIEHUE MO3THUKH HO-
BBIX XY/10’KE€CTBEHHO-BBIPA3UTEIbHBIX
cpeactB. Takum 00pa3oM, My3bIKOBEIYE-
CKHIl M (PUIOCOPCKO-ICTETHUECKUM TOJ-
XOJIbl, 10 CYyTH, HE €CThb MPOTUBOCTOSIHUE
XPOHOJIOTUH U TEPMHUHOJIOTUHM B «BEK Be-
JIMKOTO TIepesIoMay°.

Uccnenyss XpOHOTUIIOIOTHIO B pyclie
MEPEOLIEHKH 1IEHHOCTEH, HE0OX0UMO CKa-
3aTh M O SIBJICHUSIX TaK HA3bIBAEMOTO KOH-
cepsamuzma — Kak o cepe XyHa0KeCTBEH-
HON KyJBTYpbl, COXPaHSIOLIEH Tpaguluu.
«OpHako UX BpeMsl Kak TBOPLIOB YK€ MpaK-
TUYECKH YIILJIO, TOATOMY KOHCEPBAaTU3M HE
JlaJ KaKUX-J1100 3aMETHBIX U TeM 0oJiee Bbl-
JAIOIINXCS SIBJICHUN WM UMEH B UCTOPUU
uckycctBa» [2, c. 351]. Bpems yuuio? uer
3aMeTHBIX (pUryp? BBITAIOLIUXCS SBJICHUI?
— 3THU BOIMPOCHI XKAYyT oTBeTa. He nckmtoue-
HO, UTO U TIOHSITHE KKOHCEPBATU3M» TPeOy-
€T YTOUHEHMS, U UTO MOKa HE «BBIKOBAJIN»
HYKHOTO TE€pPMHUHA JuIsd HaOogaeMbIx e-
HOMCHOB®.

Wrak, B cBsA3M C MpOOIIEMHOM CUTYaITeH,
Kacalollecs KaKk CaMHX BEIlEH, TaK U CJIOB,
WX O3HAuYaNINX, 00paTUM BHUMaHUE U Ha
caenyrouee. [T1aBHBIM My3bIKaJIbHBIM CO-
ObiTeM XX BEKa, KaK M3BECTHO, SIBISCTCS

otka3s ot moraavrocmu (Tonality, Tonalitit,
Tonalité) m mpoBo3IaLIeHUE AMOHATLHO-
cmu (Atonality). Ilo moBoxy 3TuX Tepmu-
HOB I10 CE€H JIeHb HET COIJIAcHsl, U KaXK[bIii
ryamarail KOHIENIMU HacTauBaeT Ha CBO-
€M, XOT4 BpeMsl, Ka3aJloCh Obl, JaBHO YIIJIO
BIIEPE U MIPEIBIBUIIO CBOU TPEOOBAHUS.
Hanomuum Bbicka3biBanue A. bepra
o pobneme: «Was ist Atonal?» B Gecene
o paauo (1930) kommo3utop, oTBeyas Ha
BOIIPOCHI MHTEPBBIOEPA, ONpPENEIAET CyLl-
HOCTb IOHATHS HOBOW MY3bIKH: «Bech 3TOT
IIyM O TOHAJILHOCTU BO3HUKAET HE CTOJb-
KO u3-32 (yHIaMEHTaJIbHOTO TOHA, CKOJIb
n3-3a MOTPEOHOCTH B 3HAKOMBIX TapMOHH-
SIX — CKa)XXeM, B TPE3BYUHSIX; U 5 TOJararo,
YTO MY3bIKa C JOCTaTOYHBIM KOJUYECTBOM
TPE3BYUHUd HE BbI3BIBAET OCKOPOICHUMH,
Jake €clIM OHa TaK CWJIbHO MNpPOTHBOpE-
YHUT CBSIICHHBIM 3aKOHaM TOHAJIBHOCTHY'.
(3ameTuM Takke, 4YTO XOJOIMOB, aHAIU3U-
py# B cBOE Bpems «Borriekay Toro xe bep-
ra, COMMKall TePMUHBI TOHATHBHOCTH U aTO-
HaJbHOCTH M TNPUMEHSAN cHerupuyeckoe
CJIOBOCOUETAHUE: «aTOHAJIbHOE, TO €CThb
HOBOTOHAJIbHOE MMPOU3BEICHUE. )
Hecornacuss B TEpMHUHONEKCHKE CY-
HIECTBYIOT U TIO0 MOBOJY CJEAYIOILIEH cTa-
MU MY3bIKaJBbHOTO aBaHTapia. B Hauane
1920-x rogoB, Kak H3BECTHO, TPOBO3MJIAIIA-
eTcs (BMecTo free atonality) «KOMIIO3UIIMS
¢ 12, nmums Mexay coboi COOTHECEHHBIMH,
ToHamMu» (HeM. Komposition mit zwolf nur
aufeinander bezogenen Tonen). ITOT Me-
ton (a He cuctema — no LlIEubepry!) ectsh
CHUMBOJI aBaHrap/a, aKKyMYJIHPYIOIIUI ero
PEBOJIIOLIMOHHYI0 MaHU(]ECTapHyI0 3HEp-
ruto. OJHAKO W 31E€Ch €CThb Pa3HONNIACHSA:
B Poccumn ucCnonb3yroTcs TEPMHUHBI «J10-
nexkaoHus», «CEpUMHOCTh», Ha 3amnaae —
twelve-tone technique, serialism. Ilpu 3Tom
Ba)KHO, YTO 3TO, Ka3aJIOCh Obl, HE3aMETHOE
TEPMHHOJIOTMYECKOE HECXOXKIECHHUE MPUBO-
JUT — HA MHOTO HU MaJio! — K pasobujenuro
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XpoHomunonoeuweckux — cmaouti. Ecmu
serialism (B PYCCKOSI3BIYHON JHUTEPATYPE)
— 9TO «TOTAJIBHBIA cepuaan3dmM» (TO ecTb
MeToJI KoMno3uuu kKoHna 1940-x — gaua-
na 1950-x, HauaBmMii myTh OT MeccuaHna u
b>06uTTa), — TO B aHMIOA3BIYHON TEPMUHO-
JIEKCUKE 3aMeTHA TEeHJEHLHUs OOBbEAUHSATDH
STHM CJIOBOM BCIO CEpHUITHYIO TEXHHKY, 0€3
BPEMEHHOTO pa3TpaHWyeHus. A 3TO He-
MaJOBaXXHO: BeAb «terminus — TpaHUIa»
(T1. A. ®nopenckwuii)®.

(Ecau mpogomkuTh 3Ty TEMY, TO MOXKHO
o0paruTh BHUMaHUE U HA BHEIPEHUE B CO-
BPEMEHHBIM MY3bIKOBEJYECKUM JIEKCUKOH
TaKUX TIOHATHH Kak sound masses, post-
tone, post-tonality, etc.’)

Wrtak, naxe KpaTkoe O3HAKOMIICHHE
¢ npoOieMol xpoHomunono2uy MO3BOJISIET
clenaTh MpelBapUTENbHbIE BBIBOJIBI O €€
aKTyaJbHOCTH HE TONBKO 171 punocopuu u
ACTETUKH, HO U JIJISl HAYKH O MY3bIKE.

B o0Gnactu «3HaHUSI 0 HE3HAHUWY) MOXKET
OKazaTbCs M TpobieMa memamooepHusmMa
— emé onHa «0ojeBast TOYKa», MPUKOCHO-
BEHUE K KOTOPOWM TPEBOXKHUT MHOTHX. Tak,
ManbkoBckasi B cBoelt pabore «OT Mozep-
HU3Ma K TIOCTIIOCTMOJAEPHHU3MY Via IMOCT-
MoJepHU3MY  3akitodmiia:  «CIIOUCTOCTb,
SKBUIMOPUCTUYHOCTD MOCTHOCTMOIEPHU3-
Ma, €ero HEOJHO3HAYHOE, MPOTHBOPEUHBOC
BO3/ICICTBHME HA MHP 3CTETUYECKOTO CTH-
MYJIUPYIOT “Hagueuposanue’” 3CTeTUYECKOU
Y MCKYCCTBOBEIYECKON MBICI Ha TOPOTe
XXI Beka» [7, c. 25].

[Ipu oOcyxaeHuu mTPOOJIIEMBbI «IIOCT-
IIOCT» NIPHUHATO ccbularbesl Ha JIroka Tep-
Hepa, a WMeHHO Ha ero «Manudect»
(Manifesto, 2011) [15] u «Kparkoe BBeze-
uue» (Brief Introduction, 2015) [14]. As-
TOp TUIIET: «J{MCKypc O CYIIHOCTH MeTa-
MoOJIepHH3Ma OyJeT OXBaThlBaTh MpPOLIECC
BO3POXKJICHUS] HCKPEHHOCTH, HaJICXKIbI, PO-
MaHTH3Ma, BICUCHHUS W BO3BpAaTa K OOIIUM
KOHIICTIIUSIM U YHHUBEPCAJIbHBIM HCTHUHAM

70 TeX MOp, MOKa Mbl HE JUIIMMCS BCETO
TOT0, 4TO OBUIO YCBOEHO HaMH B paMKax
KyJBTYpbl HOCTMOZAEPHU3MA. <...> MeTramo-
JEPHU3M IMPOBO3MIIAIIAET, YTO HAIIEe BpeMs
HAXOJIUTCS B COCTOSIHUU KOJIEOAHUST MEKTY
acreKkTamMu KyjlbTyp MOJAEpPHHU3MA U TOCT-
MonaepHuzmay [Ibid.].

B nocnenHee Bpemsi cTajlli MHOMXHUTb-
Csl TEKCTBl O «METaMOJEpHE»; MUIIYT 00
apXUTEKType MeTaMOJIepHa, JIUTeparype
MeTaMoJiepHa, ICTeTHKe U ¢unocodpun me-
TaMozepHa U T. A. [lo3HaBaTeIbHBIA HUHTE-
pec, B YacTHOCTH, NPEACTaBIsIET padoTa
A. B. IlaBnoBa «O0pa3sl COBPEeMEHHOCTH
B XXI Beke: MeTaMOJIEepHU3M», B KOTOPOU
JIeJIaeTCsa BBIBOJI, UTO C «COJEPKATeIbHOU
TOYKM 3pEHHsI KOHILENUUs METaMOJIepHa
MIPAaKTUYECKU HE BBIIEPKUBAECT KPUTHUKH,
a caMm MaHU(ECT O0CcTaéTCs B JIydlIeM CIIy-
yae Jeknapauuei». OgHako aBTop, KpUTH-
Kysl JIBIDKEHHE, 3akitodaer: «Meramonep-
HU3M 00pETAET HOBYIO KU3Hb U JOKA3bIBAET
MpaBo Ha CBOE CylIeCTBOBaHUE» [9].

(Uto KacaeTcst My3bIKH «METaMOJICPHAY,
TO OHa, TOXOXE, OCTAETCS MOKA B 30HE He-
OMO3HAHHOTO O0BEKTA, XOTS MOMNBITKA CKa-
3aTh CBOE CJIOBO U JaXX€ «KOHCTPYHPOBATh
COOCTBEHHYIO CHCTEMY MOHATHI» SBHO
o0o3Haumace'’,)

Hac He MoxeT He MHTepecoBaTh OTHO-
HIEHUE KOMIIO3UTOPOB K CMEHE KYJIBTYpPHOMN
MapajgurMbl — TO €CTh UX MY3bIKa U CIIOBO
0 My3blke. MI3B€CTHO MHOro€ M3 TOro, YTO
TOBOPSAT B CBSI3U C 3TUM HBIHE TBOPSIIUE
aBTopbl — HanipuMmep, P. Hleapun, C. I'y6aii-
nynuHa, B. MaprteiHoB, B. CuibBecTpos,
B. ExumoBckuii, A. bararos!'. O6parumcs
JUIIb K HEKOTOPHIM KOMIIO3UTOPCKUM BBI-
CKa3bIBaHUSIM MO MpobiemMe Mmeramopdos
ACTETUYECKOT0 co3HaHus. OHAKO B LIEJIOM,
BUaMMO, npas [l. KypnsHackuii, KOTOpbIN
OOpOHUI MBICIIb: « /{7151 MEHs1 My3bIKa — 3TO
MPaKTUKa OCBOOOXKIEHUSI OT TOTOBBIX OTBE-
TOB, WJIM UCKYCCTBO 33/1aBaTh BOIPOCHI»'Z.
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(OO0 sTOM aymMan u aBTOp 3HAMEHHUTOM Ibe-
col The Unanswered Question...)

«Ceiyac NMpUHIMIHATBHO MU3MEHWJIOCH
OTHOIIIEHHWE K TOMY, YTO Takoe ‘“HOBOE” H
“cTapoe”, — pazmplluIsieT bararoB B o1HOM
Y3 HEJaBHUX MHTEPBBIO. — [locae Toro, kak
MOCTMOJIEPHU3M CKa3aj CBOE CIIOBO B UCTO-
pUH KyJIBTYPBI U, BUIUMO, 3aKOHUMJICS, Ha-
CTynuj 3Tan adcomoTHO cBoOObl. CBO-
0071a 3Ta 3aKIIOYAETCS] B TOM, YTO YEJIOBEK,
CASIINICS COYMHSITH, UMIIPOBU3HPOBATH,
UTpaTh, MOXKET IIOJIB30BATHCS YEM YTOJHO
— JI0OBIMU CpEACTBaMH, KOTOPbIE HE Orpa-
HUYCHBI HU CTHIIMCTUYECKH, HU TEXHOJIOTH-
yecku. HaBepHoe, 3T0 OecmperieIeHTHBIN
nepruo. Mbl MOXeM CBOE CO3HAHUE HUKAK
He caepxuBaTh. Korjga y Hac ectb Oesrpa-
HUYHBIC BO3MOXXHOCTH, B TOM YHCIIC BUPTY-
aJbHbIE, MOSABIISETCA MOHUMAHKE, YTO 3a/a-
Yya — HEe UCKAaTh HOBOE, a 3aHOBO OTKPHIBATh
y’K€ JaBHO CYILIECTBYIOLIEE, KOTOPOE Yepes
3TOT MPOIIECC CTAHOBHUTCS HOBBIM» 2.

He uckats HOBOTO — BOT UTO MPOBO3IIIA-
1aeT KOMIIO3UTOP B CBSI3U C 3asBJICHHBIM
KOHIIOM TOCTMOJEpPHH3MA, KOTOPBIN «CKa-
3aJ1 CBOE CJIOBO B UCTOPUU KYJIBTYPHI U, BU-
MO, 3aKOHYHJICS»'Y. A Kak peanusyercs
aTa oOper€HHas ceobona? Ha »ToT Bompoc
MOJKET J1aBaTh OTBET CaMa MY3bIKa, TaKHE
HOBBIC COYMHCHMs bararoBa, kKak, Harpu-
Mmep, «Bomaenue» u «16+» (2019), u oco-
O6enHo mocienHee. Ha 3ToT crienuanbHBIHN
BOIPOC KPATKO OTBETUM JIUIIb CIAEAYIOIIIM.
Bokanbbrit uki «16+» — 3T0 opUruHaib-
Hasi «KaHpoBas (popmay, TJe MPeeMCTBEH-
HOCTb OPTaHUYHO COYETAETCS C MPUEMaMHu
rUNepTeKcTa, 00pazyouIerocs B pe3ysibTare
COBMEIIICHUS] MHOTOBEKOBBIX TEKCTOB KCH-
cKoil m033uu. CTHIIMCTUKA BBIPA3UTEIIBHBIX
CPEJICTB 3/1€Ch — COBOKYITHOCTh MHJIUBUTY-
aJIbHBIX PEIICHUH 1715 KaX 101l u3 16 neceH.
['maBHOE: aBTOp MepecTynaer 4yepe3 Karero-
puUU MOCTMOJEPHHU3MA U CO3AAET HEYTO HO-
BOE, HA3BaHUE YEMY OH He JIaéT, KpOMe Kak

«bOecnpereNIeHTHBIN Iepro» (MOXKET, 3TO U
€CTh METaMOJIEPHU3M?).

Bukrop ExkuMOBCKHII OTHan «jaaHp Ma-
MSATH» YIICANIEH MCTOPUYECKOM dIoxe
B cBOcH 3HakoBoM kommo3uruu Ne 100 —
«/leBsrast cumponus. Dnuradusi aBaHrap-
ny» (2017). [Ipembepa counHeHUS (IeKa0ph
2018) —aT0, 110 CYTH, HAYAJIO0 HOBOM CTaIUN
B TBOPYECTBE KOMIIO3UTOpPA (M HE TOIBKO!),
rae He Oy/leT MecTa CTUITUCTHKE, 0000IIEH-
HOM B 1IecTH yacTax 3Toi Kommnozunuu.

B BeG-0Oecene ¢ aBTOpOM ATHUX CTPOK
KOMIO3UTOP MHOT0€ «JOTOBapHUBAECT»
B OTHOLIECHUU (HOPMBI-COICPKAHUS TTPOU3-
BEJICHHUSI, €r0 KOHIIENTYaJIbHOTO 3aMbICiia U
KOHCTPYKTHUBHBIX MPHUHIMIOBY, ExuMoB-
CKHIl Jjaj OpUTMHAIIbHOE 3aIJIaBUE€ CBOEMY
TEeKCTy: «JleBsATh BONPOCOB-OTBETOB, 3a-
JaHHBIX caMoMy cebe...». B aToM BaxkHOM
MY3bIKOBETYECKOM JOKYMEHTE KOMIIO3UTOP
MOJHUMAET W peHIaeT CYIIHOCTHBIE IPO-
6seMbl (hrIT0CcO(HCKO-ICTETUIECKOTO TIIaHa.
Ms1 nipuBenéM (parMeHTHI TEKCTA C IEIIbIO
MOKa3aTh, KaK My3bIKaJIbHbIC U BepOalbHbIC
CpecTBa, 00BEAUHSISICh U COUETAsACh, MOTYT
JaBaTh OTBETHI HA BOIIPOCHI, IIOCTABIICHHBIC
BPEMEHEM:

«/leeamas... — smo cobparue mexuono-
euti XX eeka?

— XX Bek 0orar Ha TEXHOJOTUYECKHUE
HoBanuu. Ho 6picTpoTeuHOE BpeMsi KaxKI0i1
Y3 3TUX HOBALIMM OTBOJAMIIO OIPEAECIEHHBIN
CPOK — M K KOHILy CTOJICTHSI BCE€ HOBEHIIINE
(kak OHU B CBOE BpeMsI HMEHOBAJIUCH) TEX-
HUKU OCTAJIUCh B aHHANax ucrtopuu. Hacro-
SI111€€ COYMHEHUE — MYy3€HHasl SKCIIO3UIHS.

Heeamas... — smo snumaghus unu no-
cesauerue asaneapoy?

— Hauanocs Bcé€ ¢ aBanrapaa 50-X royioB,
rae napui cepuanusM bynesa u [ltokxay-
3eHa (a Ha oTeyecTBEHHOI HuBe [leHucoBa
u llIauTtke), moromM noOGaBMIIACH alleaTOpPH-
ka Ilengepernkoro u JlroTocmaBckoro, 3a-
TeM MUHMManu3M [nmacca u Paiixa. Dtumun
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OCHOBHBIMHU  HaIlpaBJIECHUSAMM KJaccuye-
CKMM aBaHrapz W ucdepnsiBaercs. 1 ymep
OH BMECTE C YXOJIOM €ro NOCJIEHUX aJeMn-
TOB.

Heeamas... — 5mo He nOCMMOOepHUCH-
cKoe couunenue?

My3biky XXI Beka MO>KHO Ha3bIBATh KaKk
YTOJHO, B TOM YHUCJIE U MIOCTMOJIEPHU3MOM,
HO 9TO HeakaJeMuuyeckoe, Heguinocodckoe,
HEMHTEJUIEKTyaJIbHOE, I0AYaC YPOIIMBOE
HamnpaBlIeHUEe HE HMEeT HHUYero oOuiero
¢ aBanrapaoM. C smnoxoil Benukoro ABan-
rapza».

(Kak roBopuTcsi, KOMMEHTapUH WU3JIUII-
Hu!)

[Toctckpuntym. BocnpuHumas wmy-
3bIKy «JleBaroit cumbponun» B. Exumos-
CKOTO, YUTasi U CIyllas aBTOPCKHUE CJIOBa
0 HEi'®, mpuxoAMIs K BBIBOLY: «DIHTa-
¢us ABaHrapay» — 3HAKOBOE IPOU3BE-
JIEHUE, SIBIIAIONIEE COOON MY3bIKAIbHYIO
xpoHotunosiornto XX—-XXI BekoB. B aB-
TOPCKOM KOHLENLUHU MPEACTABIEHO U Bpe-
M3 (mocnenoBanue 6 yacreit, rue 1 — Cepu-
anu3Mm, 2 — Asnearopuka, 3 — [lyanTuimsm,
4 — Muxkpononudonus, 5 — MuHUMANTHU3M,
6 — MakpoMUHUMAaJIU3M), U TUIl KOMIIO3H-
MU, TEXHUYECKH OOO3HAUYEHHBIN B 3aria-
BUU YaCTEH.

He Bctynas B momuior ¢ guinocodamu
U ICTETUKAMH, XYIOKHUKAMH U HEXYHOXK-
HHKaMM, EXKUMOBCKMI 0003HAa4YMiI 3I0-
XaJbHBIM MyTh MY3bIKaJTbHOTO HCKYCCTBA.
Komnozurop BBOAUT ciioBocoueTanue «Be-
UKW ABaHTapa», «OOHUMas UM, 110 CYTH,
MY3bIKaJIbHOE UCKYCCTBO NOCT-45-X, € KO-
TOPBIM OH TpOIIAeTCs, Oyayun yOeKIEH-
HBIM, 4TO YK€ BCE M300pPETEHO U CKa3aHOo.
Kynbrypa n kynsrypa (bbrukoB), nocraBaH-
rapa u Benukuit ABanrapa (ExumoBckuit)
— HET JIU B 3TUX CJIOBECHBIX CUMBOJIaX 4e-
ro-To 001ero?

Takum oOpa3zom, HaOmronas pasHbIe
MOJXOJIbI U TOYKH 3peHus — (uiaocodos,

ACTETHKOB, JTUTEPATOPOB, HCKYCCTBOBEIIOB,
— momnbITaeMcsi chopMyIUpoBatTh psij Mpoo-
JeM, KOTOopble TpeOyroT, Ha HaIl B3TIIA,
NaJbHEWIIE NOCTAHOBKA W H3YYEHUS
B My3bIKOBequeckoM miaHe. Cpeau HHX,
BO-TIEPBBIX, TEPMHUHOIOTHSA. MHOXKECTBO
CJIOB, OTHOCSIIUXCS K XPOHOTHUIIOJOTHUH
— «IOCTHOCTMOJIEPHU3ZM», «IIOCJE-TOCT-
MOJIEPHU3MY», «aJTBTEPMOJCPHU3MY, «ITU-
POMOJICPHU3MY, «BUPTYaTMCTHKA» W, Ha-
KOHEII, «<METaMOJIEPHU3M», «METAMOACPH,
— BC€ 3TO COMBACT pEUMIIUEHTa C TOJIKY,
BBOJUT €ro B 3a0myxuaenue. KomamuecTBo
TEPMHUHOB MHO>KHUTCSI, @ TOPU30HT PEIICHUS
pOoOJIEMbI OTOJIBUTAETCSI.

Bo-BTopeiXx, 310 (eHomenomorus.
JIBMKEHUE «K CaMUM BelllaM» — K MY3bl-
KaJIbHBIM (DakTaM KaKk 4YyBCTBEHHO BOC-
MPUHUMAEMBIM SIBIICHUSIM (WJIU TIPOIIE —
K CaMOM 3BydYallled MaTepUH, KOMIIO3H-
I[U1), — CYIIECTBEHHAs YaCTh TO3HAHUS MY-
3BIKAIBHOTO TIpOM3BeNeHus. Bocnpusrue
«caMHX BeIIeH» ceiyac ObIBa€T HE TOJIb-
KO pa3lInyHbIM, HO U MaJIOJ0Ka3aTeIbHbIM
B OTHOIIEHUU TOW MBICITH, KOTOpas JEKja-
pupyercs uiau ytBepxkaaercs. Hampumep,
coOro/1ast 3TUUECKYIO AUCTAHIINIO, 3aMeqy
cienytomee: noaekadoHus U anearopuka,
JAaHHBIC B OJHOM CBSI3KEe, — KaK SIBJIICHHC
aBaHTapja Hauayma XX Beka (?); usobpere-
HUE 3ByKa — KaK TIaBEHCTBYIOIHMA (aKToOp
MOCJIEBOCHHOTO MY3bIKAJIbHOTO aBaHTap/aa
(?); abcomroTH3amus OAHOTO COYMHCHHS —
Kak cuMBoJia (?) win pynopa HalpaBJeHUs
UT 1.

N B-TpeThux, 310 MeTomoorusa'’. Pado-
Tasg C MY3bIKQJIbHBIMU OOBEKTaMHU, MpUMe-
HsIs T€ WJIA UHBIE TTOJTXO/IbI K KCCIICOBAHHUIO,
BaXHO pas3linyaTh HE TOJBKO UX poj (Tpo-
W3BECHUE/KOMITO3UIIMSI/CUMYIIAKP), HO U
BKJIFOUATh UX B OKPYKeHHE (SHBAMPOHMEHT,
amMOueHT, KoHTekcT)'®. Kpome Toro, cie-
IyeT YYUTHIBaTh U KaHPOBOE CMEIICHHE,
YTO HEPEJKO CIBIIIUTCS B COBPEMEHHOU
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MY3bIKE U TIPUBOJAUT K HOBBIM THUIIaM KaH- 3aBepiiias 3aMETKHU, MO)KHO BCTIOMHUTh
poBoii kiaccudukaruu'’. (Mbl 0003HAUMIM ~ U3PEYCHHS 00 aKTyaJIbHOCTH MPEKPACHOTO,
TOJILKO HEKOTOPBIC ITyHKTHI TOW MpoOjieMa- O 3HAUYEHWW WCTHHBI M Merona: «Bormpoc
TUKH, KOTOPOH 03a/1aunBaeTCsl PEIUIHUCHT TPYyIAHEE OTBETa»; «3HAHHE MOXET OBITh
MY3bIKaJTbHBIX TPOU3BEICHUH.) JIMIIB Y TOTO, Y KOTO €CTh BOIPOCHI»?’.

S MPUMEYAHUA <

' Iut. mo: Komapos B.H. TaitHbl mpocTpaHCTBa U BPEMEHH.

URL: http://www.fil.wikireading.ru/55623 (nata o6pamenus: 05.03.2021).

2 YMOepTo DKo, paccykaas O 3arfiaBHM M €ro CMbICIE B paboTe «3aMEeTKH Ha MOJSIX UMEHU
PpO3bD», POpMYIHpYET: «ABTOpP HE JOJKEH MHTEPIIPETHPOBATh CBOE NMPOU3BEACHUEY; «3ariiaBue,
K COKaJICHMIO, — YXKe KIII04 K MHTeprperauum» [11].

3 Cwm. mogpobwee: [10, c. 139-142].

4 IIur. mo: [10].

3 OmHaKo B 1eJIOM (IIPH CPABHEHHH C 3apyOS)KHON TEPMUHOJIOTHEH) B 3TOM MHTEPIPETAIIMOHHOM
1oJie BCTPEYAIOTCS TEPMHUHBI, KOTOpBIE e€mle HEIOCTaTOYHO ne()HHUPOBAHBI, HaIpuUMep,
«3KCTIEpUMEHTAaJIbHAsl My3bIKa» U «My3bIKasIbHbIN aBaHrapy». Cu.: Nicholls D. Avant-garde and
experimental music // The Cambridge History of American Music. Cambridge University Press,
1998.

¢ Dra mpobiema o0cyxnanach HaMH B KHUTE «My3bIKajgbHAs KOMITO3HMIUS: MOJCPHH3M,
MOCTMOZIEpHU3M...» B MaBax «Heknaccuueckas kinaccuka B My3bike» U «Kiaccuueckas kiaccuka
B My3bIKke» [5, c. 111-154].

7 MsI npuBoauM (GparMeHT U3 MHTepBbIO A. bepra, nanHoro no paauo (1930) u Bnepsbie
NOCMEPTHO ONMYyOJMKOBAaHHOIO TMOJ Ha3BaHHeM «YTo Takoe aroHaibHOe?» B «BeHCkOM
MY3bIKaJIbHOM XypHaiey, 1936, Ne 26-27, c. 1-11. Cm.: Berg A. Was ist Atonal?

URL: https://www.de.wikisource.org/wiki/Was_ist_atonal%3F (05.03.2021).

8 ®nopenckuii [1.A. 13 kauru «Y BOIOPa3aCIOB MBICITHY.

URL: http://www.agnuz.info/app/webroot/library/210/514/index.htm (nata o6pamenus: 05.03.2021).

? «CylIecTBeHHBIH MOBOPOTHBI MOMEHT B MOCTTOHAJILHOM MBIIIJICHUH MPOU3OIIE] TOT/A,
KOTJ]a HEKOTOpPBIE KOMITO3UTOPHI 3aMEHHJIM HOTHI MAacCaMH HOT HJIM 3ByKO-MaccaMH B KaueCTBE
My3bIKaJIbHBIX euHULy (“A significant turning-point in post-tone thinking occurred when some
composers replaced notes with masses of notes, or sound masses, as musical units”) / Sound mass,
auditory perception, and ‘post-tone’ music.
https://www.tandfonline.com/doi/abs/10.1080/09298215.2020.1749673 (nara o6pamienus: 05.03.2021).

10 Xpymésa H. «Meramonepr B My3bike u BOKpyr Heé» (2020). ITpuBeaém aHHOTAIIHIO
K KHUTE: «ABTOp pacCMaTpUBAaET aKaJeMHUYECKYI0 My3BIKYy B CBETE€ METaMOJIepHa, ITOKa3bIBasi, KaK
BO3BpamnicHrne addexra mpeBpamaeTcss B MPUXOJ HOBOH TOHAIBHOCTH W MEJIOAWH, MOCTUPOHUS
— B paJMKalIbHOE YIPOUICHUE SI3bIKa W UTPHI C OaHAIBHBIM, a OCHWUISAIMS — B CBEPKAIOIIHN
KPHUCTaJIJI HOBOM MEJIaHXOJIMK U HOBOM 3iiopun. Onupasics Ha MaHupect Akkepa u Bepmronena,
aBTOp KOHCTPYHPYET COOCTBEHHYIO CHCTEMY MOHSTHH, BCTpamBas B He€ My3bIKy BajeHTnHa
CunbBectpoBa u MeM “Jl. 1oOpo”, pycckyto ¢punocoduto u nadbauku “BKonTakre”, KOHIENIINIO
“KOHILIa BpeMeHU KoMmmo3uTopoB” Bnaaumupa MaprteiHoBa u BbickasbiBaHus CnaBel KIICCy.
[Tonpo6wnee: https://www.labirint.ru/books/733414/ (nara obpamenus: 05.03.2021).
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" C11oBO KOMIIO3UTOPA HAXOMT [Tl CBOETO BHIPAXKEHHSI Pa3HbIC JKaHPOBBIE (POPMBI — HHTEPBBIO,
ctarbu, MoHOTrpaduu. Ocolyro akTyalTbHOCTh MPUOOPENIO CIIOBO O CBOEH U HE O CBOEH MY3BIKE,
Hanpumep: y [IpoxodneBa — « ABTobuorpadus», « ABromoHorpadus» — y Ekumosckoro. B 6ecene
¢ .M. CeBepunoii — B cBsI3U ¢ robmiierinoi natoi (2017) — kommo3uTop nmoguepkuBaeT: «O0paTute
BHHUMAaHUE Ha pa3HUILY B 3aIJIaBUU: 51 UMETI B BUTy ITPEKIIE BCETO CaMOaHaJIN3 CBOEH MY3BIKH, 2 IOTOM
yke Bce 3Tu ouorpaduueckue aeramm». Cm.: Cepepuna Y. M. Buktop ExumoBckuit — Hukomnai
Kopuaopd: nepecexaromuecs napamnenu. URL: http://www.gazetaigraem.ru/article/12474 (nata
obpamenus: 05.03.2021).

12 CM. MHTepBBIO TopTany «YacTHbIH KOPPECTTOHICHTY:

URL: http://www.chaskor.ru/p.php?id=8257 (nara obpamenus: 05.03.2021).

13 VeapoB C. A. B my3bIke ceiiuac 3Tan abcomroTHOM cBOOOIBI / Gecema ¢ A. bararoBeim.
URL: http://www.1z.ru/862511/sergei-uvarov/v-muzyke-seichas-etap-absoliutnoi-svobody (mara
obpamenus: 05.03.2021).

4 Tam xe.

> Tekct B. A. ExkumoBckoro «JIeBsTh BONPOCOB-OTBETOB K camMOMy ce0e» MOJIHOCTHIO
onyONuKoBaH B kypHalie «YuéHble 3amucku PAM um. I'mecunnix» (2020, Ne 2) B crarbe
H. C. I'ynanunkoit «Hayunast peub 1 My3bIKOBEICHUE) [6].

1 B. A. ExumoBckmii BeicTymmI B pamkax IIpoekra Coro3a KoMmmo3utopoB Poccuu
«Kommnosuropckue yutkm» ¢ MockoBCKUM aHcamOieM coBpeMeHHOM My3biku B HoBocuOupckoit
rocymapcTBeHHoi koHcepBatopuu (03.03.2020) ¢ nekmuei, rae TO3HAKOMHJI —CIIyIiarenei
¢ «JleBaroit cumbonueit. Dnurtadus aBaHrapay» (3amuch ¢ IpemMbepsl B aekadbpe 2018) u man
YCTHBIE TIOSICHEHUS K CBOEMY IPOU3BEICHHUIO.

7 Ba)kHO UMETh B BUJY U cieaymomiee: «MeTogaMu oCymecTBIeHHs (PeHOMEHOIOTHYECKOTO
WCCIIETOBAHUS SBIISIETCS HEMOCPEACTBEHHOE CO3epIiaHue (OUEBUIHOCTD).

URL: https://cuti.cc/O0Ssz (nara obpamenusi: 05.03.2021).

18 KoHTeKCTHBIN MOIX0 K HecineaoBanuio My3bikoBeaeHns X X—XXI BB. B Poccuu (CoBeTCKOro
Y TIOCTCOBETCKOTO MEPHOIOB) MpeACTaBieH, Hanpumep, B kuure T. M. Haymenko [12].

1 Hanpumep: Byctun A. Tlecuu JlykepbH 11 HAPOAHOTO rojioca i CiM()OHUIECKOTO OPKECTPa.
Mupogas npembepa cocrosiach B Mockse B 2019 rony (nupmxép B. FOpoBckuii).

20 ®opmymuposku X. I'. 'agamepa:

URL.: https://www.citaty.su/aforizmy-i-citaty-xansa-georga-gadamera (mara oopamienus: 05.03.2021).
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NuaycTpuaAm3saums My3blKaAbHOU KYAbTYpbl
KaK naTTepH CoBpeMeHHOoro obuiecrsa’

B wuccnenoBanuy mpeACTaBICHBI ITIABHBIE CKPBITHIE HAIPABISAIONIME WHIYCTpUAIU3ALUN
My3bIKaJIbHON  KyJabTypsl Poccun. OcHOBHOM 3ajadell MaHHOTO UCCICNOBAaHUS SBISCTCS
BBISIBJICHUE COCTABIIIOIIMX IMATTEPHOB COBPEMEHHON MY3BIKAJbHOW HHAYCTPUM KaK CErMEHTA
MaccoBOTO MOTpeOneHus. My3bIKanbHas KyJIbTypa CTAHOBUTCS MMPOTyKTOM MOTPEOJICHUS COLIMYMa,
TIOJICTPAUBASICH IO/ 3aKOH CIpoca / TIPEITIOKEHUsI. ABTOPOM OTPE/IeNIeHbl XapaKTEPUCTHKH IETIEBOTO
CerMeHTa norpeduresneit My3blKaIbHON KyJIBTYphl B cTpaHax EBpocoroza. OCHOBHBIMH TpeHAAMHU
Pa3BHUTHS MHIYCTPUHU KYJIBTYPBI B TPOTHO3HOM MEPHOJIE CTAHYT MPOAOIDKAIOIIAsACS U poBU3aus
W TEPCOHANM3ALMUSA NPOAYKTOB M YCIAYT KYyJbTYypbl, aKTUBHBIA pOCT IOJIb30BATEIbCKOTO
nOTpeOICHHS KOHTEHTA C MOOMIIBHBIX YCTPOMCTB, a TAK)KE, KOHEUHO, KOHCOJIMIA1IMsI, BEpTUKAIbHAS
uHTEeTpayss u (GOpMHpPOBAHHE KPYMHBIX HHU(POBBIX 3KOCUCTEM. ABTOPOM BBISBICHBI JBa
OCHOBHBIX NATTEPHA COBPEMEHHOTO COCTOSIHHUSI CUCTEMBI MY3bIKAJIIbHON KYJIbTYPbI — «LIEHHOCTH)
U «CTOMMOCTB)»: LIECHHOCTh — BHE3KOHOMUYECKOE MOHSTUE, TPAKTYIOIIEE KYJIBTYpy KaK CUCTEMY
CMBICJIOB; CTOMMOCTbD — ITOJIHOCTBEO DKOHOMHUYECKOE MOHATHE, PACCMATPUBAIOIIEE KYIBTYPy Kak
CUCTEMY IUIATHBIX yCITyT, HAIPABJICHHBIX HA MMOJIyYCHUE MPUOBUIN IMTyTEM THPAKUPOBAHHS KOTTUH.
B 3aBucHMMOCTH OT MCXONHOW MM BHIOMpAIOTCS W 0a30BBIC COCTABISAIONMINE JAHHBIX JBYX
MaTTEPHOB, 1 OCHOBHBIEC 3JIEMEHThl KOHEUHOW CTPYKTYPBl CUCTEMBI KYJIBTYpPbl 1JI1 KOHKPETHOTO
noTpeOuTeNs B KOHKPETHBIN MPOMEKYTOK BPEMEHHU.
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The Industrialization of Musical Culture
as a Pattern of Contemporary Society™”

This article demonstrates the chief hidden guidelines for the industrialization of Russian
musical culture. The main purpose of this study is to identify the components of the patterns of
the contemporary musical industry as a segment of mass consumption. Musical culture becomes a
product of social consumption, adapting to the law of supply and demand. The author defines the
characteristic features of the target segment of consumers of the musical culture in the European
Union. The main trends in the development of the cultural industry in the forecast period will be
the ongoing digitalization and personalization of cultural products and services, an active growth
of user consumption of content from mobile devices, as well as, of course, a consolidation,
vertical integration and the formation of large digital ecosystems. The author identifies the two
main patterns of the current state of the system of musical culture — its “worth value” and its
“price value”: the “worth value” being a non-economical concept which interprets culture as a
system of semantic meanings, and the “price value” — as entirely an economic concept, which
views culture as a system of paid services, a cultural industry aimed at making monetary profit
by replicating copies. Depending on the initial goal, the basic components of these two patterns
and the main elements of the final structure of the cultural system for a specific consumer in a
specific time period are selected.
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HUpYET TIOHMMaHHWE KyJIbTypbl pa3HOHaNpaBlIeHHBbIH Xxapaktep: 90% co-
C DKOHOMMYECKOM TOYKHM 3PEHHUS BPEMEHHOW MHUPOBOW MY3BIKAJIbHOW WH-
KaK «MHCTPYMEHTAJIbHOTO afmapara 1o JOyCTPUHM MPOU3BOAUTCS MATHIO KOMIIa-
yIOBIETBOpeHUI0 moTpebHoctei» [2]. Husmu: Vivendi Universal ocBoun 29%
O6memupoBasi JIMHAMHUKAa HW3MEHEHUH  MY3BIKaJbHOTO pblHKa 63 crtpaH, AOL

B COBPEMEHHOM 00UIeCTBE JOMU- HUHIYCTPUM KYJIbTYpPbl JE€MOHCTPHUPYET
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0

Time Warner ocBoun 15,9% aHanmorugto-
ro peiHKa. OCTarTCst CBOOOIHBIMHU PHIHOK
WHIuu co CBOMMH MY3BIKAJbHBIMH KOP-
nopanusiMd U PeIHOK MY3bIKU Adpuku —
MaJio WU HE HYXJAIOMHUICS B MOJOOHBIX
ycllyrax 1o MPUYHUHE MOCTOSHHOTO KO-
HOMUYECKOTO Kpusuca. EctecTBenHo, oc-
HOBHOM IIEJIBI0 JI€ATEILHOCTH Ha3BaHHBIX
KOpIOpaIui ABIsSeTCS MaKCUMaIbHOE T10-
JydeHue NpuObLIN.

B mnpeanmaraemom wuccnenoBaHuu 6a-
30BBIM SIBJISIETCS OMNPENENICHUE KYJIBTYpPbI
KaK acrekra o0IIecTBa, OJJHOTO U3 aTpuoy-
TOB ¥ ()OpPM COIMAIBHOTO OBITHS, & UMEH-
HO — WHHOPMAIIMOHHO-CEMUOTHUYECKOM
COCTaBJSAIONIEH COLMATBHOW CHUCTEMBI.
OTtpaciieByt0 SKOHOMHUUYECKYIO JIOMUHAHTY
KYJBTYPbl — UHIYCTPHUIO KYJBTYpBHI (Creative
industries) BO3MOXXHO OTNPEIETUTh KaK Mpo-
MBIIIJICHHBIA anmapar 1o MPOU3BOJCTBY
€AMHOOOpa3HbIX, CTAHJAPTU3UPOBAHHBIX
HOBHMHOK B cdepax MCKYyCCTBa, KMBOIHCH,
JUTEPATYPhl, KUHO, SIBISIFOIIUXCS IO CYTH
pa3BieKaTelbHBIM Ou3HecoM [1], BHOCS-
UM CTAOWIBHBIA U 3HAYUTEIHHBINA BKJIA
B pa3BUTHE 00IIECTRA.

B uccrnenoBanuu mokasaHbl OCHOBHBIE
CKPBITBIC HAMpPABJISIIONINE WHAYCTPUATIH-
3alMi MY3BIKAJIBHOM KyIbTyphl Poccun u
OCHOBHBIE NATTEPHbI COBPEMEHHOM MY3blI-
KaJIbHOW MHAYCTPUU KaK CETMEHTa Macco-
BOTO MOTPEOICHHUS.

Pelienne mnoctaBieHHBIX 3a/1a4 OCHO-
BBIBAJIOCh Ha MPUMEHEHHH METOJOB WH-
CTUTYLIMOHAJIBHOTO, JKOHOMHYECKOTO H
CTAaTHCTUYECKOTO aHayM3a, a TaKkKe CpaB-
HUTEJIBHOTO U cucTeMmHoro. [{ns xomuue-
CTBEHHOTO aHaiMu3a JesATEIbHOCTH WH-
NyCTPUU KYJABTYPbl OBLIU HMCIOJIB30BaHBI
opuLIUaIbHBIE MAaTepHUalbl, HAXOAIIUECS
B OTKPBITOM JIOCTYyIIe B [ 1aBHOM MH(OpMa-
[IUOHHO-BBIYUCITUTEIILHOM IIeHTpe MuHU-
CTepcTBa KyJabTyphl', DemepanbHoi Ciykoe
rOCY/IapCTBCHHOM CTaTUCTUKH?.

JIns  BBISABIEHUS CKPBITBIX YCTaHO-
BOK B HMHIYCTPUHU KYJBTYpHl CTajlo He-
00XOMMBIM MPOAHAIU3UPOBATH JaHHBIE
0 JEATENIBHOCTH OTPACIH KYJIbTYpbl W3
oduIManbHBIX apXuBOB. Vcmonab3oBaHue
JOKyMEHTAJIbHBIX MCTOYHHMKOB IMpEAOoCTa-
BUJIO BO3MOYKHOCTb BBISIBUThH JIATEHTHBIE
MaTTepHbl TPUMEHUTEIBHO K MY3bIKaJb-
HOW MHAYCTPHH.

My3bikaibHass KyJabTypa CTaHOBUTCS
MPOAYKTOM NOTpeOIeHuss couuyma, MOI-
CTpaMBasiCh IIOJ] 3aKOH CIIPOC/TIpesIoxkKe-
HUA. B NpOTUBONOJIIOKHOCTH BBICOKOMY
MY3bIKaJIbHOMY UCKYCCTBY WJI «MHTEJUICK-
TyaJIbHOMY MY3bIKaJIbHOMY HCKYCCTBY» HH-
NYCTpUSL CIYXKHUT 3aKperjieHueM KoH]op-
mu3ma. [lonynspHas unu «matepuanibHas»
KYJIbTypa MEHSET CBOE CONEPKAHUE 32 CUET
e€ BKJIIOYEHMSI B KaMTAJIMCTUYECKUN CIIO-
c00 MPOM3BOJCTBA.

[lonynspHas  My3blka  1OOYyXKJIaeT
K «KOMIYJIbCUBHOCTHU» U BHYILIAE€MOCTH.
E€ MoXHO ciymaTh B COCTOSSHUM «pacciiad-
JIEHHOCTH» WJIM OTBJIEYEHHOCTHU: CTaHAap-
TU3UPOBaHHBIE TPOAYKTHI, O€3HAIEKHO TO-
XOXKH€ APYT Ha Japyra (€ciu TOJIbKO 3TO HE
Opocaromuecs B 1la3a XHUTHI), HE TPEIIo-
JaralT COCPEOTOYEHHOI'O MBICIUTENbHO-
IO MPOIIECCa, MOCKOJIbKY TOTPEOUTEIIO0 OHU
cTanu Obl HEBBIHOCUMBI.

OTTankuBasch OT MPU3HAHUS KauecTBa
MOBEPXHOCTHOTO U HE TIIyOOKOTO BOCIIPHSI-
TUS TOMYJISIPHONM MY3BIKaJIbHON KYJIBTYPHI,
T. AnopHo npuBeTcTByeT Oosee TpebGoBa-
TEJIbHBIE K YPOBHIO CIIyLIATENsI MPOMYKTbI
COBPEMEHHOI'0 MHTEIIEKTYaJIbHOTO UCKYC-
CTBa, NpUBOAS B pumep My3bIKy LLIEnOep-
ra u BebepHa.

MupoBoil HUHTEpEC K UHIYCTPHUU KYJIbTY-
pb1 1 Menna 3a 2017-2020 roasl 3HAUUTENb-
HO BBIPOC M Pa3BUBACTCS B HAIPABICHUU
uupposuzanuu: «O0bEM MHUPOBON HHIY-
CTPUM pa3BJICYCHUM M Meaua MO HMTOraM
2020 roga coctaBuia 2,1 TpJIH I0JUIApOB.
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Oxupaercs, uyto B nepuog A0 2023 rona o
OyIIeT pacTh CO CPEAHETOOBBIMU TEMITAMH
Ha ypoBHE 4,3% u nocturHer 2,6 TpJH 1071-
JapoB»>.

JluHaMuKa SKOHOMHUYECKOW 0OCTaHOB-
KU B c(hepe IIIaTHBIX YCIYT MYy3bIKaJIbHON
KYJIBTYpPbl UMEET pa3HOHANPAaBICHHBIN Xa-
pakTep, 4TO OMPAaBIBIBACTCS TIOOATHHBIM
KpusucoM. Pa30buBka Temmna pocra 1o mpo-
OyKTaM BbISBUJIA PA3JIMYHbIE TEHICHIIUU
B MarepuajgbHOW COCTAaBIISIOIIEH HHAY-
CTpUHU KYJBTYpPHI U TBOpUECTBa. B mepuoj
¢ 2011 mo 2019 rox Temmel pocTa ObLTH
MOJOKUTEIBHBIMUA KaK B 3KCIIOPTE, TaK U
B UMIIOPTE€ aHTUKBapuara, MPOU3BEICHUMN
UCKYCCTBa, IOBEJIMPHBIX H3Aenuil, (oto-
MJACTUHOK ¥  (UIBMOB, MY3bIKaJIbHBIX
UHCTpYMeHTOB. [Ipou3BeneHus uCKyccTBa
¢ 15%-HpIM TOAOBBIM POCTOM 3KCIOPTA
¢ 2011 roma cranu ogHUM U3 KpYIHEMU-
IIMX BKJAJYUKOB B 3HAYUTENbHBIM POCT
ToproBoro mpodunuta B 2019 romy. Hdus
ra3eT, )KypHaJlOB M MEPUOJUUYECKUX H3/a-
HUM, apXUTEKTYPHBIX IJIAHOB U PUCYHKOB,
3alMCaHHbIX HOCHUTENIEH ¢ MY3bIKOW (Ha-
npumep, CD, MarHuTHbIE JIEHTHI U TpaM-
mnactuHku) nepuog ¢ 2011 mo 2020 rog,
HECMOTPS Ha MPOQPUIIUT TOPTOBOTO OaIaH-
ca, ObUI OTPULIATEIBHBIM U JIJIs1 SKCTIOPTA, U
JUIS UMIIOpTa. AyIMOBU3yalbHbIE U UHTEP-
aKTUBHBIC CPEACTBA MacCOBOW MH{QpOpMa-
uu (GUIbMBI, BUIE0, BUACOUTPHI U MPHU-
CTaBKM) TaKXke 3a(UKCUpPOBAIU TMaJICHHUE
B 00OMX TOPrOBBIX MOTOKaX C TOPTOBBIM
nedunuroM, coxpanuBmumcs B 2016 roxy.
ApXUTEKTYpHBIE IUIAHBI U YEPTEKHU, XOTS
U JIEMOHCTPUPYIOT CHJIbHEWIIIEe CHUMKE-
HUE SKCIIOPTa CPEAU BCEX AaHAIU3ZUPYEMBIX
nponykroB (—18,7% B rox), coxpaHwiu
B 2016 romy camoe BBICOKOE COOTHOIIE-
Hue sxcnopt/umnopt (10 mo cpaBHEHUIO
¢ 1,5 EC). Uto kacaeTcsi KHUT, TO 3KCIOPT
HECKOJIbKO YBEIUYMUJIICS, & UMIIOPT COKpa-
tuncsa. M Hao6opoT, peMeclieHHble H3/e-

mus (C MCHOJIb30BAaHUEM TKaHEH py4yHOU
paboThI U JEKOPATUBHBIX U3JCIIHI) U Kap-
ThI IEMOHCTPUPYIOT CHUP)KEHHUE IKCIIOPTa U
yBEJIMYEHUE UMIIOPTA.

Pe3kuii ciag B uMnopTe U 3KCIOpTE ra-
3€T, JKypPHAJIOB U NIEPUOJUYECKUX U3JaHU,
3alMCAHHBIX HOCUTENEN ¢ MY3bIKOH (KOM-
MaKT-AUCKH, MATHUTHBIE JICHTBI U TPaMMO-
(hoHHBIE 3aITUCH), COOTBETCTBEHHO —39% 1
—51% ot croumoctu umnopra 2011 roxa, ot-
pakaeT U3MEHEHMsI B CPEACTBAX MOJACPXK-
KH{ UHJIyCTPUHU KYJIBTYPBI U TBOPUYECTBA, KO-
TOpBIE CTAHOBATCS BCE OOJIEE TOCTYIHBIMU
B 1 poBoit popme yepe3 Murepuer. [an-
Hasl eBpoIielicKasi TeHIEHIUS TOATBEPKIa-
€T MHUPOBOM XapaKTep TEXHOJIOIMYECKUX
WHHOBAIMI, U3MEHEHHE MOTPEOUTEIbCKUX
MIPENOYTEHUH U, ClIeJ0BaTeIbHO, HEOOXO-
JMMOCTh MHHOBAITMOHHBIX MH(POPMAIIMOH-
HBIX TEXHOJIOTMI IU(PPOBU3AINH pE3yJIbTa-
TOB JI€ATE€IbHOCTH UHIYCTPUU KYJIBTYPbHI U
TBOPYECTBA.

B EC B 2016-2020 rogst 50% wunTep-
HET-T0JIb30BaTeNel  CIymand  MY3BIKY
yepe3 MOTOKOBYIO (GopMy Nepenadyd HH-
dbopmanuun. Ha Manbsre, B OuniasHauu u
[IIBernuu Takyo MOTOKOBYIO (hopMmy mepe-
Jla4yeu MpeAroynTaliv, Mo MEHbIIEH Mepe,
65% mnotpebuteneit Marepuera mo cpas-
HeHuto ¢ 28% B XopBaruu. OHIaliHOBOE
y4acTHE B KyJIbTYPHOH KU3HU MOXKET aHa-
JU3UPOBATHCS C YYETOM COLMAIBHO-3KO-
HOMHUYECKUX XapaKTepUCTHUK MOJIb30BaTe-
nei MHTepHeTa, TakuxX Kak I0JI, BO3pacT,
YpPOBEHb 00pa3oBaHUs, YPOBEHb JI0XOJOB,
CTeNeHb ypOaHU3alUU, CTpaHa POKICHUS
unu pabounii ctatryc. B EC 6bu10 ycTaHos-
JIEHO, YTO B KYJBTYPHBIX LeNsx MHTEepHET
MPEANOYUTAIOT OTHOCUTEIBHO OOJbIIIe
MY>XUMH, Y€M >KEHIIMH, W 3Ta KapTUHA
ObLIa MOATBEPKACHA IS BCEX IIECTH MPO-
aHAJIM3UPOBAHHBIX KYJIBTYPHBIX MEPOMIPHU-
aruil. [lokazarenu yyacTus B CETH TaKxke
ObUTM 3HAYUTENHFHO BHIIIE B BO3pacTe OT

22 Mpob6bAaeMbl My3bikaAbHOMW Hayku / Music Scholarship. 2021. N2 3



History and Theory of Culture

0

16 10 24 5eT 1o CpaBHEHUIO CO CTAPIIMMHU
BO3PACTHBIMHU I'PYINaMU, 32 UCKIIOYEHUEM
YTEHHS OHJIAHH-HOBOCTEH.

bonee BbICOKMII YpOBEHb y4acTHsl Tak-
K€ CBSA3aH C BBICOKMM YPOBHEM JI0XOJOB.
Opnako 3T0 OBUIO HEBEPHO IJISl UTPHI WM
3arpy3Kd Urp, KOTOpbIE cOOpajiu OJHU U
T€ K€ JOJIM ToJyib3oBaresiei HTepHeTa BO
BCEX JIOXONHBIX KBapTWisiX. IlepemenHas
«CTETEeHb ypOaHW3alMW»  COMOCTAaBHUIIA
noJsib3oBareliel iurepHera, mposkuBaromux
B TYCTOHACEJIEHHBIX U MPOMEKYTOUHBIX
HACENIEHHBIX paliOHax, C IMOJIb30BATEIISIMHU,
MPOKMBAIOIIMMU B MAJIOHACEIIEHHBIX pano-
HaX. 371ech Oosee BHICOKHE IO B UCTIONb-
30BaHUM VHTEepHETa B KyJBTYpPHBIX LIEJIAX
ObuUIM OOHapyXXEHbl B NEPBBIX JIBYX KaTe-
ropusix. Hamnume nocryna x HHTtepHery
B MEHEE HACEJIEHHBIX pallOHaX MOYKET OTYa-
CTH OOBSICHUTH OoJiee HU3KHE TMOKA3aTEeIH
y4acTHsl.

HaunGonee 3ameTHbIe pa3nnyus B pa30uB-
K€ 10 BO3PACTHBIM I'pyIlaM HaOIroalTCs
B TpEX APYIHX BHUAAX OHIANH-KYJIbTYpPHI:
MPOCMOTP TpaHCIUpyeMbix 1o MHTEepHeTy
Tenenepeaay Wik BUIACOMATEpUAJIOB, IPO-
CIyILIMBAaHUE MY3bIKU U BOCIPOU3BEACHUE
WJIM 3arpy3ka urp. B To Bpems Kak cpeaHuii
nokaszaresb B EC HMHrepHer-ciymareneit
My3bIKH B BO3pacte 16—74 ner cocraBui
50%, nns Bo3pacta 16-24 met — 80%, as
Bo3pacta 55-74 ner — 26% .

UccnenoBanue B o0nactu nHpopMaIu-
OHHO-KOMIIBIOTEPHBIX TEXHOJOTHUM MO3BO-
JISieT MPOBECTH aHaJIU3 MOojieliei mproope-
TEHUS KyJbTYPHBIX TOBAPOB WJIH YCIYT IO
CIEAYIOIHUM COLMAIbHO-IYKOHOMUYECKUM
NEepEMEHHBIM: BO3pacCT, MOJI, YPOBEHb 00-
pa3oBaHUs, CTpaHa POXICHHS, YPOBEHb
JIOXOJI0B, CTENEeHb ypOaHU3ALUUU U CTaTyC
Tpyaa. C TOYKH 3peHusl BIUSAHUS BO3pACTa
Ha MOJEJIb NOTPEOICHUsT YCIyT KYJIbTYPHI
1 TBOopuecTBa AaHHbIe 32 2016—2020 roabr
MOKa3bIBAIOT, YTO JIMIIA B Bo3pacte 25-54

JAeT OBUTM CaMbIMH MHOTOYMCICHHBIMU
(B OTHOCHUTEIHLHOM BBIPQKEHHH) B MOKYTI-
K€ KHMWI, )KypHaJIOB, ra3eT W OWIETOB Ha
MEpONPUATHUS, YTO OOYCIOBIEHO HaJUYH-
€M MOCTOSITHHOTO J10X0/a. MoJiosble MoJib-
3oBarenu Hutepuera (16-24 ner) Obuin
MpeCTaBIeHbl B MOKYNKe (DUIBMOB WU
My3blku (17% mnpotuB 15% B cpeanem),
YTO OTPaXaeT OTHOCUTEIbHYIO Ba)KHOCTb
3TOr0 BUJIAa YCIyT pa3BI€YeHUN MpHU OIpe-
JIeJICHUU 1eJI€BOTO MOTPEOUTENS HA PhIHKE
yclyr ans naHHod kareropuu. Ilo cpas-
HEHUIO C JAPYTMMH BO3PAaCTHBIMHM KaTEro-
pusmu, n10as8 noJp3oBarene MHtepHeTa
B CTaplliel BO3pacTHOI rpymnie B Bo3pacTte
55-74 ner, NOKynammMUX KHUTU U Ieya-
TamKUX Marepuansl B HTEepHeTe, Obuia
BBIILIE, YEM CPEIU MOJIOJBIX I0JIb30BaTe-
nen MuTepHera.

Jisa  onpeneneHus (QOKyc-rpynm Io-
TpeOuTenel yciIyr HUHAYCTPUU KYJIbTYpPBI
Y TBOpYECTBA IO NMPU3HAKY T0Ja [ KEH-
CKOM ayauTOpuH, noJb3yromeiics arepne-
TOM, XapaKTepHbl HHTEPHET-NIOKYIIKH KHUI,
KYpHaJIoB M raszet. s nonu mosp3oBare-
neil InTepHera My»ckoro mnojia oonee xa-
paKTepeH HHTepec K (puabMam WK My3bIKE.
B npuoOperennn OuineToB Ha MEPONIPUATHUS
MPaKTUYECKH HET Pa3HULbl MEXIYy MYXK-
YUHAMH U KEHIIMHAMH — TOJIb30BaTeNIIMU
HNurepnera.

[To ypoBHIO 00pazoBanus (GOKyc-TpyII-
bl TOTpeOuTeNnel HauOOoIbIIAsK OIS TIOJTb-
3oBareneil MHTepHera, NOTPEOIAIOLINX
KyJIBTYpHbIE U TBOPYECKHE YCIYTM M CO-
MPOBOXK/IAIOIINE UX KYJIbTYpPHBIE TOBAphbI,
ObUIa OTMEYEHA CPEJH JIUI[ C BBICIIMM 00-
pasoBanuem. [Ipouent nonb3oarenein Mn-
TepHeTa ¢ 0oJjiee HU3KUM YpOBHEM 00pa3o-
BaHM, MOKYNAIOUX KyJIbTypHBIE TOBaphl
B MHTEpHEeTE, Naxe COKparuics B NEPHOA
¢ 2011 mo 2020 roa, u pa3pbIB IO CpaBHE-
HUIO ¢ O0Jiee BBICOKMM YpPOBHEM 00pa3oBa-
HUS paBeH KodpPUIMeHTy 3 ¢ qaibHenen
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TEeHJEeHLIHEN K noHmxeHuto. [Io ypoBHIO 1
pacmpeneneHnI0 J10X0A0B (HOKyC-TPYIIIOf
SBJIAIOTCSI MHTEPHET-II0JIb30BaTENH, TpH-
oOpeTarole KylabTypHbIE TOBAaphl U yCITy-
v uepe3 MHTepHeT, HaunHas TOJIBKO ¢ 3-ii
KBapTUJIH JIOXOZOB.

Ucxonsa uz Mmonenu notpebiaeHus yciayr
HWHJyCTPUHU KYJIBTYpbl U TBOPYECTBA, BO3-
MOYKHO OIPEEIIEHUE U Pa3BUTHE MOJEIH
(YMHAHCUPOBAHMUSI  MY3BIKAJBHOM  HMHIY-
CTpPHH.

UccnenoBanus, mpoBOAUMBIE B CTpa-
Hax EC* EBpomneiickoii komuccueit u OOH?
C HCIOJb30BAHUEM BBISIBIEHHBIX IOKa3a-
tenei — Bkiaaa B BBII cTtpan, konnuecTsa
HOBBIX PabO4YMX MECT U MYJIbTUILIUKAIIH-
OHHOTO 3(dekra chepbl KyIbTypbl — MO-
3BOJIUJIM B TOYHBIX LU(pPaX 3aCBUACTENb-
CTBOBAaTh YKOHOMUYECKUU 3P (HEKT cexTopa
KYJIbTYPbI, B TOM YHCII€ U TBOPUYECKUX UH-
nyctpui. CornacHo AaHHBIM Aokiaana EB-
pOINENCKON KOMUCCUH «DKOHOMHUKA KYJIb-
Typsl B EBpome», «...BKJaJ KyJIbTypbl
ctpan EC B BBII cocraBun B 2006 roay
5,3%, 3aHATOCTH HACEJIEHUS B CEKTOpE
KyasTyphI 3,4%...»°. Jloknan OOH «Kpea-
THUBHAsl S)KOHOMHUKa» MPUBOAUT JaHHBIE MO
Poccun: «...nmpousBoacTBOM yclyr B cde-
pe kyabTypsl 3aHs1T10 B 2008 rony 7,3% Ha-
CEJICHMS, BKJIaJl cEKTopa KyabTypsl B BBII
cTtpanbl coctaBui 6,06% (TpeTbsi 4acThb
coOMpaeMbIX HAJIOrOB HA IPOU3BOICTBO
U HMIIOPT)...» . MupoBas My3bIKaJIbHas
UHIYCTpUSI B HACTOSLIUA MOMEHT CKOH-
neaTpupoBana B CIIIA u Benukobpura-
HUM. AMepHuKaHIbl MokynaioT 1/3 Bcex
BBIITYCKAIOIINXCSI B MUPE JUCKOB, TaM XK€
000CHOBBIBAIOTCSI U BCE OCHOBHBIE MY3bI-
KaJIbHbI€ KOMIIAHWUM, U 3BYKO3aIHCHIBAIO-
mue cryauu. B AHMIMM Ha Kaxzjoro mo-
TpeOUTeNnss MPUXOAUTCS B TOI B CpeIHEM
4 nucka — 3TO caMbIil BRICOKHH ITOKa3aTelIb
B Mupe. O1Hako 1o 1aHHbIM MexayHapoa-
HOH (enepanuu (onorpaduyeckoit mpo-

MBIIIJIEHHOCTH KOJWYECTBO MPOJAHHBIX
JTMCKOB aMEPUKAHCKUX HCIIOJHUTENICH BO
BCEM MHpPE CTPEMHUTEIBLHO YMEHBIIAETCH,
TOTJla KaK B JIPyTHX CTpaHaxX pacTET MmoKa-
3aTeNb MPOAAX 3aMUCEed MECTHBIX MY3bl-
KkaHTOB (Ha 67,5%).

Bo ®pannmm 3akoHOAATENECTBO 00361~
BaeT pamuoctanunu 40% sdupHOTO Bpe-
MEHH OT/AaBaTh (PPaHITy3CKHUM HCIOTHUTE-
JISIM, a CTaTUCTHKA IOKa3bkIBaeT, uyTo 17 u3
20 cambIX MpoaaBaeMbIX JUCKOB 3allMCaHbI
bpanmy3ckumu aptuctamu. [lo »TOM ke
CXeMe cTaiu padoTaTh paauocTaHiuu Typ-
uun, HunepnangoB u Kanansl. Bo ®pan-
UM TakXe BBEACH CICIUAbHBIA HaJIOT
Ha BBIPYYKYy OT MPOJAHHBIX OWJIETOB Ha
KOHIIEPTHl HMHOCTPAHHBIX HCIOJHUTEICH
— 3,5%, npuuém 31U JeHbru uayT B QoHn
MIOMOIIIM MECTHBIM MY3bIKAaHTaM W Ha pe-
KJIaMy (PpaHITy3CKOM MY3bIKH 3a PYOEkKOM.
Bo3MoOXXHOCTh NpUMEHEHUsI B UHIYCTPUU
KYJIBTYpBI YK€ anpoOHUpOBaHHBIX HA TPakK-
TUKE TOCYIapCTBEHHBIX OpraHU3aIMOH-
HO-PKOHOMUYECKUX MEXaHH3MOB IO3BOJIUT
BBISIBUTH JIOMOJIHUTENIbHBIC UCTOYHUKU (H-
HaHCUPOBAHUS.

[mobGanbHpIil 00bEM MPOJAXK JTHUCKOB
¢ 2011 roma maumnaetr magarb Ha 5% 10
2020 roga. B 3T0T k€ nepuoj Npoaaku My-
3bIku 4epe3 MuTepHeT Bblpocinu Ha 65%.
br1no ckagano 6oee 580 MITH KOMITO3HITHIA
1 33 MJIH IOJHBIX ajlbOOMOB. MToro, Hauu-
Hag ¢ 2000 rozma npogaxu My3bIKH Ha HOCHU-
Tensax ynanu Ha 23%. [1o monoaHuTenbHbBIM
yciayraM HWHAYCTPUU MY3BIKAJIbHON KyIlb-
Typhl TPOCICKUBACTCS  TMOJOXKHUTEIbHAS
JMHAMUKA: KOHIIEPTHI M TOPTOBJS COITYT-
CTBYIOILIEH aTpUOYyTHKOM JNEMOHCTPUPYIOT
pocT nipuObIIH Ha 4%; TOPTOBIIS MY3BIKOM
B pa3NUYHBbIX MUQPPOBBHIX (hopMarax — Ha
46%; puHTTOHBI — Ha 86%; MOXOJBI OT JIU-
[IEH3UPOBAHUS MY3BIKH JIUI PEKJIaMbl, Te-
JIENIoy, KHHO U Urp — Ha 20 MJIH JA0JJIapoB
(3T0 Tonmbko mo oruyértam Warner Music).
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B BenukoOputanuy mpomaku BUHUJIA BbI-
pociu OoJee yeMm B 2 pasa; mpojaxa KoM-
MaKTOB Ha JaHHBII MOMEHT MPUHOCUT OKO-
710 60% n0x01a My3bIKaJIbHOW UHIYCTPHUH.

Onnako B nociennue 50 mer MHOrue
aMEpPUKAHCKUE MY3bIKAIbHBIE HCIIOTHUTE-
JIM Yallle TacTPOJIMPYIOT 10 cTpaHaM EBpo-
TIBI, YeM T10 IpyTuM cTpaHaM. OObsCHIETCS
3TO BO MHOIOM €EBPONEHCKOM IOJUTHKON
MO/JIEP’)KKA HMCKYCCTBA, MPEANoararoen
KOMIUIEKC MEpP MpPaBUTEIbCTBA E€BPONEH-
CKHX CTpaH, JENAIOIINX HUCKIIOYCHUS IS
MCKYCCTBAa M KyJbTypbl. HekoTopbie BUABI
UCKYCCTBA U KYJIbTYpbl 3aCIYy>KHBAIOT IO-
OIIPEHUs, Ja)ke €CIId PHIHOYHBIE OTHOIIIE-
HHS DTOTO HE MO3BOJISIOT. DKOHOMHUYECKas
[IEHHOCTh TIEPEKPhIBAETCS OOIIECTBEHHOMN
[IEHHOCThIO, MPEAOCTAaBIsA BO3MOXKHOCTh
JIOCTYIIa K CaMbIM HOBBIM U HUHTEPECHBIM
BHJIaM HMCKYCCTBa M KYJBTYpbl. PhIHOUHBIE
3aKOHBl KOMIIEHCUPYIOTCSI TOCYIapCTBEH-
HBIMU CYOCHIUSMH WU OOIIECTBEHHOM
MOAAEPHKKOU.

Ucxons u3 ombita (QyHKITMOHUPOBAHUS
MY3BIKAJIbHBIX MHAYCTPUN APYTUX KOHO-
MHYECKH Pa3BUTBIX CTpaH MHUpPa, 00OCHO-
BBIBACTCS BBIBOJI — HEJIB3S B JAHHOU cdepe
MOJIHOCTHIO TIOJIy4aTh TOJIBKO Ty KYJIBTYDY,
3a KOTOPYIO IUIATAT. PIHOK MojaepXKuBaeT
HE XYIOXKECTBEHHO Ba)XHOE€ U CaMoO€ Ta-
JAHTJIMBOE, a JIUIIb TO, YTO MOTpeOsieTcs
MaKCHUMaJbHO OOJIBIINM OOBEMOM, IMOITO-
My HEOOXOAMMO COYETaHHE TOCYdapCTBEH-
HOM TOJUTHUKA M YAaCTHOTO HMHBECTHUPOBA-
HUSI B UHIYCTPUIO KYJIBTYPHI.

OCHOBHBIMHU TpPEHIAMH pPa3BUTHUS HH-
JTyCTPUU KYJABTYpPbl B OJMKaMIIEM MepUo-
Jie CTaHyT MpoJoJpKaromasics nudpoBu3a-
LUl ¥ IEPCOHATU3alUsI IPOAYKTOB U YCIIYT
KYJIBTYPbI, aKTUBHBIA POCT IMOJIb30BaTEIb-
CKOTO MOTpeOaeHUs] KOHTEHTa ¢ MOOWIIb-

HBIX YCTPOMCTB, a TaK»Xe€, KOHEYHO, KOH-
conuanus, BepTUKaJIbHAsI WHTErpanus u
dbopMHUpOBaHUE KPYIHBIX IU(POBBIX HKO-
CUCTEM.

JIns 1eneBoro cerMeHTa mnoTrpeduTe-
Jiell MY3BbIKaJbHON KYyJIbTYpbl U COIYT-
cTByromux uM ToBapoB EC xapaktepHbI
CIEYIOIIMEe XapaKTEPUCTUKHU: B BO3paCTe
25-54 netr — KeHCKasg ayquTOpHs C BBIC-
MM YPOBHEM 00pa30BaHMs, C BHICOKUM
ypPOBHEM J0X0jla (BBIIIE CPEIHEro), >KU-
TeNd TYCTOHACEJIEHHBIX PailOHOB W TO-
pOAOB ISl TOKYNKHU KHUTL, >XYpPHAJOB,
razet u ouneroB; 16-24 roma — myxKckas
ayIUTOPHUS C BBICIINM YPOBHEM 00pa3oBa-
HUSI, C BBICOKUM yPOBHEM J10X0Ja (BBIIIE
CpPEHEeTr0), IKUTEIU TyCTOHACEIEHHBIX
paliOHOB U TOPOJAOB IJIA MOKYNKHU (HHIIb-
MOB M My3bIKU. Heobxomumo amantupo-
BaTh CTaTUCTUYECKUE JAaHHBIE 3a TEPUOJ
2011-2020 roger mo EC k coBpemMeHHOMU
POCCHUMCKONM DJKOHOMHUYECKOW CHUTyaluu
B LIEJISIX TTOCTPOEHUSI MOJEIU KYJIbTypPHO-
ro moTpeOIeHus.

ABTOpOM OBUTH BBISIBIICHBI JIBA OCHOB-
HBIX MaTT€pHA COBPEMEHHOIO COCTOSIHUS
CUCTEMbl KYIBTYPBL: YEHHOCHMb WU CMOU-
mocmo. [lennocmbs — BHEIKOHOMHYECKOE
MOHSATHE, TPAKTYIOIIEE KYIbTYpPY KaK CH-
CTEMY CMBICIIOB; CHOUMOCHb — TTOJTHOCTHIO
SKOHOMHMYECKOE MOHSTHE, paccMaTrpuUBaro-
mee KylnbTypy Kak CHUCTEMY IJIaTHBIX YC-
JTYT/UHAYCTPUIO KYJIBTYPBI, HallPaBICHHbIX
Ha TMOJIy4eHHUE MPUOBLTU MyTEM TUPAKUPO-
BaHUs Konui. B 3aBUCUMOCTH OT MCXOIHOM
1Ie7TH BBIOMpAIOTCsT W 0a30BBIE COCTAaBIIS-
IOIMe JIByX O0O3HAYEHHBIX MATTEPHOB, U
OCHOBHBIE 3JIEMEHThl KOHEUYHOW CTPYKTY-
pPBl CHUCTEMBI KYJIBTYPHl ISl KOHKPETHOTO
noTpeOuTeNss B KOHKPETHBIN MPOMEKYTOK
BPEMEHHU.
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«ApxaHreabCkui u baanes, baanes M ApxaHreAbCKum»:
3aMeTKM O My3blke B TeaTpe-kabape «AeTy4yasi MbliLlib»

CraTbsi moCBsillIeHa MpoOIeMe «3BYKOBOTO IMPOCTPAHCTBA» OJHOIO U3 BEIYIIUX PYCCKUX
teaTpoB Maibix (Gopm — «Jleryuerr mbimm» Hukuter @EnopoBuva banmeBa. My3bikambHOE
oopmileHHe TeaTpalbHBIX MPOrpaMM OMNHMPAJOCh Ha JBa MPUHIUNA pabOThl ¢ MaTepuayioMm,
YCJIOBHO 0003HAUEHHBIX KaK «CBOE» M «uyxoe». [lox «cBoMM» B aHHOM Cily4ae MOHHUMAaeTcCs
My3bIKa, CIIEIMAIbHO HAlMMCAaHHAs JUIsl TeaTpajibHbIX HOMEPOB, MOJ «4y>KHM» — 3aUMCTBOBaHHbIE
counHeHust. OJJTHON U3 KITIOYEBBIX (QUTYP B KHU3HU U AeITeTbHOCTH «JleTyuell MpIin Obu1 Aiekceit
AnexceeBuu Apxanreiabckuil (1881-1943) — kommo3uTtop, peryiaspHO MHUCABIIUN N7 TeaTpa U
WCIIONHABLINI B HEM 005S3aHHOCTH 3aBeIyIONIET0 MY3bIKaJIbHOM YacThio. B crarke mpeanpunsTa
MOMbBITKA PEKOHCTPYKLMU >KU3HEHHOTO M TBOPYECKOTO MYTH ApPXaHTeNbCKOTO, BBIOJHEHHAs
B TOM 4YHCJIE€ C MPUBJICUYEHUEM MATEpUAIOB M3 PYCCKHUX U 3apyOexHBIX apXWBOXpaHWIUIIL. J[is
aHAJIUTUYECKUX HAOI0IeHNH BBIOpaHbl Hanboiee oKka3aTebHbIE U3 OMyOIMKOBAHHBIX COUMHEHHI:
BOoKajbHble MHHMATIOPHl «Karenpka», Bocrounas necus «Ha ropa crout nyxan», «llecenku
H. ®. banmueBa» Ha ctuxu Huxkomass Arnusuesa. Ilpobrema ¢yHKIMOHUPOBAaHUS MY3BIKH B
YCIIOBHUSIX «KabapeTHOro CMHTE3a» HaMeueHa Ha MPUMEpe OMEPETT U «Omep i ApaMaTHYeCKUX
aptuctoB» — «Kaznauetmmy, «['pada Hynunay u «I[1ukoBoit nambD».

KittoueBbie clioBa: My3blKa B PyCCKUX Ka0ape W Tearpax MUHHATIOp, Tearp-kabape «Jleryuas
MbIby», Le Théatre de la Chauve-Souris, The Bat, Hukura banues, Anekceid ApxaHTeIbCKUH.

Jna yumuposanus / For citation: Enykunze H. U. «Apxanrensckuil u banues, banues u
ApxaHrenbCKHiD»: 3aMETKH 0 My3bIKe B Tearpe-kadape «Jlerydas mpiiby // IIpobnembl My3bIKaabHON
Hayku / Music Scholarship. 2021. Ne 3. C. 28—42. DOI: 10.33779/2587-6341.2021.3.028-042.
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“Arkhangelsky and Baliev, Baliev and Arkhangelsky”:
Notes about the Music in the Cabaret Theater “Letuchaya Mysh”

The article is devoted to the issue of the “sound space” of one of the leading Russian theaters of
small caliber — “Letuchaya mysh’” [“The Bat”] directed by Nikita Feodorovich Baliev. The musical
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setting for the theatrical programs was based on two principles of work with the musical material,
conditionally labelled as “the original” and “the derived.” What is meant here under “the original”
is the music especially written for theatrical numbers, while “the derived” stands for quotations or
derivations of other composers’ music. One of the key figures in the life and activities of the “Letuchaya
mysh’” was Alexei Alexeyevich Arkhangelsky (1881-1943) — a composer who wrote regularly for
the theater and performed in it the duties of its musical director. The attempt is made in the article
to reconstruct the life and artistic path of Arkhangelsky, carried out, among other things, with the
incorporation of materials from archives in Russia and other countries. For analytical observations the
most exemplary of all his published compositions have been chosen: the vocal miniatures “Katen’ka,”
the Eastern song “Na gore stoit dukhan” [“The Caucasian Tavern Stands on the Hill”] and “Songs
by Nikita Baliev” set to poems by Nikolai Agnivtsev. The issue of the functioning of music in the
conditions of “cabaret synthesis” is set by the example of operettas and “operas for dramatic artists”

— “The Tambov Treasurer’s Wife,” “Count Nulin” and “The Queen of Spades.”

Keywords: music in Russian cabarets and miniature theaters, cabaret theater “Letuchaya mysh”
[“The Bat”], Le Théatre de la Chauve-Souris, The Bat, Nikita Baliev, Alexei Arkhangelsky.
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HUCTOPUU PYCCKHX TeaTpoB Ma-
aeix ¢GopM MockoBckas «Jletyuas
MBIIIBY 3aHUMAeT 0c000€ MECTO.

Hapsiny ¢ nerepOyprckum «KpusbsiM 3ep-

KaJoM» OHa CTOsla Y MCTOKOB «KabapeT-

HO snuaeMun» [8, c. 12], «3axBaTuUBLIEH»

B IIPEJIPEBOJIIOLIMOHHOE JIECATUIIETHE YMBI

U cep/lla HE TOJBKO CTOJIMYHOM, HO U MPO-

BUHIMAIbHOM myOnuku. OHa ¢popmupoBana

ACTETHKY U MOATUKY TaK Ha3bIBAEMOIO «MU-

HUATIOP-CTUJIS», CBOWCTBEHHOT'O PYCCKHUM

kabape W TearpaMm MuHHaTIOp. Haxoner,

«MBblIlIBY» NPOCTO-HAIPOCTO OblIa MEPBOM:

e€¢ poxaeHue npuypounnu Kk KacksiHOBY

nHio 1908 roga, — ¥ mpokuiia Ha TOPSIAKU

JOJIbIIE JIPYTUX, CBBIIIE YETBEPTH BEKa,

3aKOHYMB CBOIO HMCTOPHUIO B OSMUIPALUH

B 1936-M'.

OT COBpEMEHHHMKOB W TOCIea0BaTenei
«JleTyuyro MBIIIBY» OTINYANO, B UHUCIIE MPO-
4ero, o0mIre My3bIKaJbHBIX HOMEPOB. Tak,
B 3asBJeHUM B aupekuuto OOmectsa Jipa-
MaTHYECKUX M MY3bIKAJIbHBIX MHCAaTeNeH
oT 2 Hos0pst 1915 Toma XymoxKeCTBEHHBIH

pyxoBoautens «Mpimm» H. @. banues nu-
can: «OcoOeHHOCTh CIIEKTaKJIel Tearpa
“Jlery4dast MbILIb~ COCTOUT B TOM, YTO B Te-
YEeHUEe Beuepa NMpoxoauT He MeHee 14-15
npec. Takoro xkonuuecTsa Nbec B OAVH Be-
4yep He CTaBUT HU OJUH Tearp <...> B Ha-
3BaHHbIX Tearpax [Kopma u HesnoOuHa.
— H. E.] B peIKMX cIy4asix UAyT IbECHI CBbI-
e 5 aKTOB U €lI€ PEXKE B CONMPOBOKIACHUN
My3bIkd; B “JleTydeil MbIIIM™ MOYTH BCE
IILECHI CONTPOBOXKAAOTCS MY3BIKOM [KypCUB
Moit. — H. E.]»%.

Ecnu banueB u nykaBun (uenbro 3asiB-
JeHus Obl1a Mpocbk0a O CHUKEHUM CTAaBOK
aBTOPCKOTO FOHOpapa), TO CaMyl0 MaJloCTh:
TaK, aHaJIU3 IPOTrPAMM JOPEBOJIIOLIMOHHOTO
NIEPHO/A TI0KA3aJ, YTO HOMEpa C MY3bIKOU
JNENCTBUTENBHO COCTABIISIIOT B HUX IIpH-
MepHO 2/3 OT 0011ero Yrciia HOMEPOB.

My 3bIKaJIBHYIO HAIIPaBICHHOCTh Tearpa
OoTMeYaJIM U KpUTUKH. [lonpITOKMBas cBOM
BIIEYATJIICHUS] OT CHEKTAaKJIsA, MOCEIEHHOTO
B Hos1Ope 1912 rona, FO. CaxHOBCKHiT KOH-
CTaTUpPYET «IBOMCTBEHHOCTH» 3BYKOBOIO
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npoctpancTBa «Mbimm»: «lloutn Kaxabi
n3 11 HOMEpPOB CONMPOBOXKAANICA MY3BIKOM,
WIM OYEHb OCTPOYMHO 83AmOl HANnpoKam
<...>, U1 cneyuailbio, OCTPOYMHO U 4acTO
TaJaHTIUBO coyunénnou ad hoc <...> [Kyp-
cuB Mou. — H. E.J’». Takum o0Gpazom, pedsb
IUIa O JBYX INPUHIMIAX HCIOIb30BAHMS
MY3bIKH B YCJIOBHSIX T€aTPaJbHOTO CHUHTE-
3a, KOTOpbIE BECbMa OPraHUYHO BCTpauBa-
IOTCSI B ONIIO3ULINIO «CBOE — uyxkoen. [lox
«4y’)XKUM» B JIaHHOM CJly4ae IOHUMAETCs
My3blKa 3aUMCTBOBAHHAsA, MOJ «CBOUM)» —
BHOBb COUMHEHHAS, KaK IPABUJIO, TIO 3aKa3y
H. ®. banuesa 11 KOHKPETHBIX TeaTpallb-
HBIX HOMEPOB.

Kpyr cozparommx «cBoro» — s Tea-
Tpa — My3bIKy OBLJI COBCEM HEBENUK. B 1o-
PEBOJIIOLIMOHHBIN TEPHUOJ, B HETO BXOJIWUIU
B. H.T'apteBensa (1859-1927), E. 1. Ocmo-
3uto (1863-1935), U. A. Car (1875-1912),
H. A. Mansixkuna-HescTpyes (1869 — nocne
1917). Ilocnegnuii HEKOTOpPOE BpEMS HC-
TIOJTHSIT TaKXe O0sI3aHHOCTH 3aBEYIOIIETO
MY3BIKQIBHOW 4acThio «JleTyueil Mbrmm»®,
Ho B 1912 romy »3Ta AOMXKHOCTH meperuia
K Allekcero ANleKceeBUYy ApXaHTelIbCKOMY
(1881-1941).

buorpaduueckux ceenennii 00 A. A. Ap-
XAHTeJIbCKOM COXPaHWJIOCh HEMHOro. bymy-
LM COTpYNHUK «MbImm» poauics 24 urons
1881 roma B [lepmu®, oHaKO KTO OBUIM €roO
POIUTENH, KaKoe 0O0pa3oBaHWe OH TONYYWII,
KaK UIMEHHO OKaszaJyicsi B MOCKBe — Ha ceroa-
HSIIHANA MOMEHT HesiCHO. CBET Ha FOHBIE TOJIbI
ApXaHrenbCKoro OT4aCTH MPOJIMBAIOT BOCIIO-
muHauus MateH byireb. Tlo e€ cBeneHusMm,
OH OKOHUWI DUIapMOHMYECKOE YUMIIHIIE
(romel 00y4eHUsI HE YKa3aHbl), TeaTPAIbHYIO
kapbepy Hadyasn y @. A. Kopuia — cHauana
B JIOJDKHOCTHU TIEPBOTO WILTIOCTpaTopa’, 3a-
TEM, BEPOSITHO, 3aBEAYIOIIETO MY3bIKaJTbHON
YacThIO.

Ha crpanunax memyapoB byiie Apxan-
TeJIbCKUNA TPEACTaET SAAKUM DHTY3UACTHU-

YECKUM IOHOIWIEH: «lOopapld JIHUIIIIOMOM,
IIBIIIHOW LIEBEIIOPON, MAJICHBKUMH yCUKa-
MU, a TJIABHOE, YBEPEHHOCTHIO B CBOEM Ta-
JIAHTE, KOTOPBIA MCKPUIICSA U IMEpEeIuBajICs
B HEM, OH CTPEMUJICS CKOpEH, KaKk MO>KHO
CKopeil monmpoOoBaTh CBOM CUJIBL. Pycckas
My3bIKa, MECHsS BIEKINW €ro Hemnooeaumo,
HO M IIO33U, M KUBOIIMCH, U Tearp. <...>
['maBHOE — TeaTp, KOTOPHIi, MOXKET OBITh, HE
MeHee MY3bIKH BOJTHOBAJI BOOOpaKEHUE MO-
JIOZIOTO KOMITO3UTOpa»®.

Bcerpeua ¢ H. @. banueBbim oka3anach
UL ApXaHTelIbCKOTO CyIbOOHOCHOI: ¢ 3TO-
0O MOMEHTa U MOYTH J0 KOHIIA KU3HU OH
CBsI3aJI CBOIO Cynb0y ¢ «JleTyuel MbIIIbIOY,
CTaB HE TOJIBKO €€ «IPUCSKHBIM KOMIIO3H-
topom» (H. Ddpoc), HO 1 BEpHBIM COpaTHU-
KOM U IPYIOM €€ PYKOBOIUTEIIA.

Nx mHOroe pogHuiio. ApxaHrejabCKuH,
Kak ¥ banues, ObIT MacTepoM IIyTKH, Be-
cénot MHTpUTH, 00Jagan HEUCTOIUMBIM
YyBCTBOM IOMOpA; OO yCTpauBarh Ka-
MYCTHUKHU U BEYEPUHKHU, OTKPBITHIC U «JJI51
ceoux». Ob0a 10 camo3aOBeHHUs JIIOOWIH
tearp. Ho camMoe miaBHOe — Kak COpaTHHU-
KM OHM XOpOUIO MOHUMAJIM JAPYr Apyra.
«®aHTa3uss W 3aMBICIIBI OJHOTO [OBLIH]
TaK WUIIOCTPUPOBAHBI BOOOpaKEHUEM U
MMOHUMAaHUEM JPYroro, 4To Kak MaJIeHb-
Kas CIIEHKa Ha 2 MUHYTHI, TaK U “OoJbIias
onepa” <...> HE BBISBJISIJIM HU IIBOB, HU
npopex. <...> Iloutu myTs Hayaau OHU
COTpYIHUYATh, U TaK pyka 00 pyKy mpopa-
oortamu <...> 26 net», — BcnoMuHajia Maj-
neH byme’.

YeTBepTh Beka CHyKObl B TeaTpe He
PO JIJ1s1 APXaHTeJIbCKOTO 1apOM — OH
CTaJl IOMCTUHE MacTepoM Ha Bce pyku. Pa-
0oTas B 00JIaCTH BOKaJIbHOW MHHHUATIOPHI,
COUMHSSA MECEHKH, MEJIOAEKIaMaluu, po-
MaHCBI, KyIUieTsl. MicripoOoBan cBOU CHIIbI
B «KPYITHBIX» )aHpax'’, HalucaB HECKOJIb-
KO KOMHUYECKHX omep u omepert. llpu-
HHUMaJ Y4YacTHUE B CMEJbIX MY3bIKaJIbHO-
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CLIEHUYECKUX HKCIEPHUMEHTaxX, CO3/aBas
MY3bIKy K (UPMEHHBIM OaTNEBCKUM HH-
CLIECHUPOBKAM — HE TOJIbKO JINTEPATYPHBIX,
HO Y KMBONHUCHBIX UCTOYHUKOB. Kak u mno-
JIO’)KEHO KOMITO3UTOPY B JIpaMaTH4yeCcKoM
Tearpe, APXaHIeIbCKUM COYUHSII, Iepe-
KJIaIbIBAJI, ApAaHXXUPOBAJ, AKKOMIIAHUPO-
BaJl, nupr>xkupoBai. biaronapss HeyTomu-
MoMy B cBoux (anTazusx bammeBy ero
«coaBTOpaMm» CTaHOBWINCH IlymikuH u
JlepmonToB, T'orons n Yexos, M. A. Kys-
muH, A. K. Toncroi, B. B. Kamenckuii u
MHOTHE JIpyTHE.

K coxanenuto, GOTBITMHCTBO TE€ATPaIIb-
HBIX pa0OT €ro He COXPaHWIOCh, W, YTO
0COOEHHO 0OMIHO, 3TO KacaeTcsl, B IEPBYIO
ouepesib, KKpPyIHBIX» COYMHEHUN — orep U
onepetrt. Ho xoe-uTo BCE-Taku AOULIO 10
HallMX JIHEH — OTHAeJbHble MyOIUKAIUK
JIOPEBOJIIOLIMOHHOTO MepuoAa U HEKOTO-
pbI€ PYKOTIHCH (B OCHOBHOM apaH>XUPOBKU,
XpaHsIIUecs B apXuBe JOHIOHCKOTO My3es
Buxropuu u Ans6epra). Bkyne ¢ memyapa-
MU, TIPOrpaMMKaMH CIIEKTakJed U OTKJIU-
KaMH B IPECCEe OHU MO3BOJISIOT BOCCO3aTh
TBOPYECKHI OOJMUK KOMIIO3UTOpPA, XOTS H
B CaMbIX OOIIUX YepTax.

Cpenu pgecaTka-moayTopa OMYyOIHKO-
BaHHBIX BOKaJIbHBIX MUHHATIOpP, HANKCaH-
HeIX A. A. ApxanrensckuM Juist «Jletydeit
MBIIINY, HauboJiee MHTEPECHBI M IOKa3a-
tenbHbl «llecenku H. ®. bamuesa», Boc-
TouHast necHs «Ha ropa crour ayxan» u
«Karenbka. 3abbiTast monbka 40-X TO0BY.

«Ilecenxn H. ®. bamueBa» ckiagbiBa-
I0TCS B CBOCOOPA3HBI MUHU-ITUKI HA CTH-
xu Hukonas AramBrena (1888—1932). Bee
yeTbipe HoMepa — «M Tyt u tam (Danmer-
ta)», «llecenka o kpoxommiey, «llecen-
ka 00 stukere», «llecenka o rocmnoauHe
B 00Tax» — OMyOJIMKOBaHbI B OHON CEpUH
(«M3 penepryapa “Jlerydeld MbImK’») U
C OITHOW OOJIOKKOM, BCE YETHIPE B TOW WU
WHOM CTereHu MOTyT ObITh Ha3BaHbI aHEK-

NOTUYECKUMHU. VrpuBbIi 1 UTPOBOM Xapak-
TEpP MO3THYECKOTO TEKCTa IMPOBOLIMPOBAI
B OOJIbIICH CcTENEHM MUMUYECKOE, HEXKENIU
COOCTBEHHO BOKaJIbHOE BOIUIOIICHHE.
HaunGonpmmm ycnexoM mojib30Bajiach
«Ilecenka 00 3THKETE», KOTOPYIO, BIIPO-
4eM, OOBSBISUIA B IPOrpaMMe MOJ IPYyTUM
Ha3BaHUEM — «JIEHTEeHAHT U KpacOTKay:

C Tomuoit Cou Ha 60pTy makeTOoTa
[T nefiTeHaHT KOPOJIeBCKOTO GuIoTA.
ITepen Codwu oH BepTencs Kak 4€pT

U, 3aBepTeBIINCH, CBAIMIICS 33 OOPT.

B TOT k€ MOMEHT K JIEUTEHAaHTy IIMBITHYJIA,
3y0bI OcKajuB, OONBIIAs aKya.

Ho neiirenant He 0osuicst yrpos

N Hapn akynoro KOpTHK 3aHEC.

U nobnenHeBIIN, B CMATEHLU OOJIBIIIOM
Bcekpuknyna rpomko u quko Codu:

— O, neiiTeHanT, 4To Bbl! P10y — HOXXOM?
Oul..

U, npoureniraBmm cMymiéHHO «pardony,
TyT e axynoil nporyioueH ObUI OH.

Ha nepseiii B3msia, my3eika A. A. Ap-
XAHIeIbCKOIO  BEChbMa  HE3aMbICIIOBATa:
JVana3oH BOKAJIbHOM IAapTUU CKPOMHBIH,
MEJIOAUsSl He3aTelInBas, CTHJIb HCKIIIOYU-
TEJIBHO CHJUTA0MYecKuil — 0e3 eanHOoro
pacneBa. dakTypa CONpPOBOXKIEHUS YpPE3-
BbIYAHO TIpocTa (6ac — akkop), popremnu-
aHHasl MapTHsI B OCHOBHOM JIyOJIHpYyeT BO-
KaJIbHY1O, JINIIb U3PEKa KOHTPAILYHKTHPYS
C HEI0; €CTh B HEW TaKXKe U YEepThl IPUMHU-
TUBHOM WIIIOCTPAaTUBHOCTH.

Onnako mpocrora 3Ta ooManunBa. Kom-
MO3UTOP CKOpEe WrpaeT B JuiieTaHTa'', He-
KEJIN SBJISIETCS UM. JIMIIb Ha MUT «TIpUIIOJ-
HUMaeT OH MAacKy»: B KyJIbMHHALIMOHHBIN
MOMEHT crokera — «®Pu!l..» — goMHHaHTa
B Ka/IaHCE PA3PEIIACTCS HE B OXKHUIAEMYIO
TOHHUKY, @ B TPE3BYYHE HA IIECTOW HU3KOU
CTYNEHU C NOHW)XKCHHOW K€ KBUHTOH, 3BY-
yamiei, Ha ¢oHe obmiero 61aroodpasmus,
KakK OOJIbIIast «KIISIKCA.
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Ectp 1 emé€ ogHa npuurHa OTMEYEHHOMU
npocToThl. McnonHuTenb, Ajii KOTOPOIo
MpeAHa3HavYaIcs HOMEP, N0 CBUJIETEILCTBY
COBPEMEHHHMKOB, HE 00JaJall TMeBYECKUM
roJ0COM; CBOU NIECEHKU OH HE CTOJIBKO Ied,
CKOJIBKO «TOTyHaneBa-MoJyHAaroBapu-
Bam». A JIoH AMHHAI0 Tak U BOBCE Ha3bl-
Ban banuesa OesronoceiM. B cBOMX Memy-
apax OH BCIIOMUHAJI: Ha BcTpeue Hosoro,
1916 ronma, «Ané€ma ApxaHTrenbCKUU ynua-
pUJI MO KJIaBUIIaM, U HE MPOILJIO U CEKYyH-
JIbI, KaK BCSl TPyIIIa Ha CLIEHE U, 3 HEIO, ITy-
Onuka B 3aje, 6eCpeKOCIOBHO MOBUHYACH
bezzonocomy banueBy, yxe meiu IpyKHbIM,
COCIMHEHHBIM XOPOM UIYTIMBYIO KaHTATY,
counHéHHYO JI. I. MyHIITeiiHOM [KypCcUB
moit. — H. E.]» [2, c. 158].

Takum 00pa3oM, NOAOOHO MHOTUM Tea-
TpaJIbHbIM KOMIIO3UTOPaM, ApXaHIeJIbCKUN
YUHUTBIBAJI BOKAJIbHbIE BO3MOXXHOCTH aK-
Té€pa, YISl KOTOPOTo OBUIO MpEeaHA3HAUYCHO
TO WX WHOE €ro MPOU3BEICHUE — IyCTh
JlaXKe He3aTenInBasl eCeHKa.

Emé omHo moaTBepkIAECHHE ITOMY —
Boctounas necus «Ha ropa crout ayxany,
HamucaHHas B pacuére Ha B. S1. Xenkuna'?,
B otanune ot H. ®@. banuesa, on obimaman
BBICOKMM KPacUBBIM OapUTOHOM, KOTOPBHIM
BIIaJIe] B BBICIIECH CTENEHU BUPTYO3HO, U
MPOMIENT XOPOUIYIO IIKOTY MO PYKOBOI-
ctBoMm Mneu Carna.

XeHKUH ObLI BBIPA3UTEIBHBIM M ILIA-
CTUYHBIM aKTEPOM, MPUHUMAT y4acTHE
B MY3bIKaJIbHO-IPAMaTUYECKUX HOMEpax
«MpImny, HO HauOOJNBIIEH MOMYJIAPHOCTU
JIOCTUT KaK HMCTIOJHUTENIb PA3JIMYHBIX IIe-
CEHOK (YKpPaMHCKHX, IBITAaHCKUX, HA WU,
neceH Ha ctuxu bepanxe). Ha mogmocTtkax
e OaJIMeBCKOro Tearpa apTUCT BBICTYIAJ
B OJIHOM M3 CBOMX CLIEHMYECKHUX MACOK, IpeI-
CTaBJISISL KIIECEHKU TUIIUCCKUX KHHTOY.

[lecHu Menkux TOProBlEB, OOBIYHO 3€-
JI€HBIO U PPyKTaMH, — MO MPOUCXOXKIACHUIO
IPEUMYIIECTBEHHO apMsH, — COCTaBJISLIN

3HAYUTEIBHBIN IIACT TUQIUCCKON TOpOJI-
CckoM KynbTypbl KoHIAa XIX — Hauama XX
Beka. lllyTHukM u Ganarypbl, KHHTO, ObUIH
JIETKO y3HaBaeMbl B MEPBYIO ouepeab Oma-
roziapsi CBOEMY KOCTIOMY: IIMPOKHUM LIapo-
BapaM, apxaljlyKy, INOJINOSICAHHOMY Y3KHUM
peMHEM, KpacHOMY IJIaTKy Ha Mosce U Kap-
Ty3y. llecHM KMHTO — B OCHOBHOM WIyTOY-
HOTO COAEpKaHUSA; KOMUYECKU 3¢deKkT
B HUX JOCTHUTAJICS TJIIaBHBIM 00pa3oMm Oia-
rogapsi Tak Ha3bIBAEMOMY «KaBKa3CKOMY
PYCCKOMY» — 3a CYET MyTaHULbI NaJeKeH,
€IMHCTBEHHOTO M MHO)XECTBEHHOTO YHC-
J1a, ’KEHCKOTO U MY>KCKOT'O po/ia, UMUTALlUN
KaBKa3CKOI'0 aKLEHTa U MpoY.

B «Jleryyenn mblmm» XEHKHWH HMCHOJ-
HSJI, MO-BUIMMOMY, LIEJIBIA psAJl TaKUX IIe-
ceH. Cpean Hux: «Crout mycteiH (Bep-
omon unér)», «Jlerenani-ckaszku (Kazoek)y,
«3UMHUM HUIANKOM HaJieBancs», «Ot Tud-
muca 1o barymay, «Kanoosr Kunto». Cro-
Ba U MY3bIKy K HEKOTOPHIM W3 HUX I€BEIl
nucain caM (Hanpumep, «CTOUT MYCTBIHY).
Ho mo xpaitHeit mepe oaHy u3 MmOg0OHBIX
IIECEHOK IPETOAHEC €My KOMITO3UTOD. Peun
unér o Bocrounoit necue «Ha ropa crour
TyXaH».

Ha ropa crout ngyxan,

Ha npyroii ropa ayi.

Baii, Baii, Baii, Baii, Baii, Baii, Baii <...>
Mexnay HUMH pedKa BhETCA,

Baii, Baii, Baii, Baii, Bail, Baii, Baii <...>
A Kkax Ha3Batb e¢ 3a0yI1.

Ha onHom Gepery uiak Xour,

A Ha Ipyrom cTapyIiika MaTh.

OnHa eMy CHIJIBHO JTFOOUT,

OHa emy xouer

XoueT 0OHUMATB.

Kak u psjg Apyrux COYMHEHHH B DTOM
«KaHpe», BocTouHas mecHsi ApXaHrelb-
CKOTO B HCIIOJIHEHMHM XEHKHHA COXPaHH-
JIach B 3allUCH M JOCTYITHA IS O3HAKOMIIE-
Hus Ha caiite Russian-Record.com'. Dtu
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3amucu JaloT O00BEMHOE TIPEJCTaBICHHE
0 crenuduke My3bIKaJIBHOTO $S3bIKA, He-
HIaJHO 3KCIUTYaTUPYIOIIETr0 KIUIIE «pycC-
ckoro Bocroka» — «IMKOTo» M «TOMHOTO,
YyBCTBEHHOro». Hanuio u u3BHIKUCTHIC
OpHAMEHTAaJbHbBIEC MEJIOIUU, 1 HEU3MECHHAS
yBeJIMUEHHAsl CeKyHAa (MEepBbI MPU3HAK
«BOCTOYHOCTW»), M 0OmiIue QopIuaron
BKYII€ C pPUTMHUYECKONW OCTUHATHOCTHIO.

Bce 3T My3bIKaJIbHBIE KIIMILE UCIIOJIb-
3yeT U ApXaHTeIbCKUI, HO TOJBKO B TUIIEP-
TpodupoBaHHOM BuAE. «Jukuit» BocTok
peanusyercs B o0pa3e KapuKaTypHOU Jjie3-
TUHKH; JJI €r0 CO3/IaHUSl «IIPUBIICYEHBD)
dbopruTard U CUHKOMBI B OBICTPOM TEMIIE;
DK30TUYECKUU KOJIOPUT TMOAYEPKHYT «ITy-
CTOTHBIM» OKTaBHO-KBUHTOBBIM OCTHUHATO
B O6acy. Bo Bropoii wactu popmsr (Andante)
BO3HMKAET «ILJICHUTEJIbHASH OPUEHTAJIbHAS
«KOJIOpaTypa», ¢ TOMHOM HaCTOMYMBOCTBHIO
BHOBb M BHOBb OIEBAIOIAs YBEIMUYCHHYIO
CEKyHJy... JTa KoJopaTypa OTChUIAET CIIy-
miaresis K XOpy IOJIOBEIKUX JEBYLIEK W3
IT akra «Kus3s Urops» A. II. bopoauna
(«Ha 6e3Bonbe»). UX polHUT HE TOJIBKO YBe-
JUYEHHasl CEKyHJla U MMIIPOBU3aLIMOHHbBIN
XapakTep BbICKA3bIBAHUS, HO U «IIE€pPEIUBa-
FOIIUICS TPUOIBHBIA PUTM, U J1a’K€ aroru-
yeckue ykazauus (accelerando — ritenuto
— a tempo). OJIHAKO «GKEHCTBEHHAs» KOJIO-
parypa ucnoijHserca B BocTtouHol mnecHe
HE COMpaHo, a 6apUTOHOM, a BMECTO BOKa-
JIM3a B HEH 3BYUUT XapaKTEpHOE KaBKa3CKoe
«Bal-Bail-Ba».

[TockonbKky COUYMHEHHME NpeIHa3Haya-
70ch XEHKHUHY, KOMIIO3UTOP HE CTECHSJICS
B BBIOOpE MY3BIKAJIIbHO-BBIPA3UTEIIBHBIX
CPEICTB M, B OTIIMYME OT NeceHok mia ba-
JMeBa, MO3BONIMI cebe W HeMaldyl BHp-
TYO3HOCTh, M «CIJIaJIOCTHYIO» KAHTHJICHY.
Bmecre ¢ TeM OH BBICTYNMIJ TakKe B POJIU
YMEJOTro CTUIIN3AaToOpa U UMUTATOPA, CO31aB
U «IECEHKY TH(INUCCKOTO KUHTO», U — Ofl-
HOBPEMEHHO — MAPOJUIO HA HEE.

N mnecenkn banmeBa, u Tudnmcckue
NECEHKN XEHKHUHA MOJb30BAINCH y 3pUTE-
JI1 HECOMHEHHBIM ycriexoM. OgHako OH He
UIET HU B KaKOE€ CPaBHEHUE C TOM MOIy-
JSIPHOCTHIO, YTO BbIMAja Ha JOJIO APYrou
BOKaJIbHOW MUHHMATIOPbl APXaHT€JIbCKOTO —
3HAaMEHUTOMN NoyIbKH «KaTeHbkay.

Korma touno «KareHpka» IOsIBHIAacCh
B pernepryape, NOKa YCTaHOBUTh TPYIHO.
Camast paHHsisi U3 JOCTYNHBIX HaM Ha ce-
TOAHSAIIHUN MOMEHT mporpamm «Jletyuen
MBIIIN» ¢ YIOMUHAHUEM TIOJIbKHU 1aTHPOBa-
Ha 1916 romoM!'*; moaTBEpIKAEHNE TaTHPOB-
KM HaxoguM B MmeMmyapax Jlon AmMuHAanO.
EnuHcTBeHHas €€ NOpEeBONIIOIMOHHAS ITy-
OnmuKalus OCYIIECTBIIEHA H3AaTeIbCTBOM
«Apuon» B MoCKBe — K COXaJICHHIO, 0€3
yKa3aHUs Ha TOJ U3aHUS U, K CJIOBY, Ha aB-
TOpa JIUTEPATYPHOTO TEKCTA.

ITo mensiieit mepe a0 1922 ropa «Ka-
TEHbKa» ObliIa JOCTYIMHA MOCKOBCKUM 3pH-
tensaM'S. A B 1921-M ¢ HErO MO3HAKOMUIIACH
MaprkcKasl myoarKa, B TOM YUCIE U Tpe/I-
CTABUTEIIM PYCCKOM AMUTPALIMOHHON JHa-
criopbr'S. Iy HUX MoJibKa Oblia 3ByKOBBIM
Y BU3yaJIbHBIM CUMBOJIOM cTapou Poccuu;
y MHOTHUX OHa MpoOyXkaaia HOCTaJIbIUue-
CKH€ 4yBCTBa, a IOTOMY yCIieX HoMepa ObLT
HE TOJBKO OOBSICHUM, HO U TIPEJICKA3YEM.

[Ton obasHue «JleTyuelr MbIIMy» MoOmnan
N. ®. CtpaBUHCKMI, BOEPBbIC TOCETUBIINNA
TeHEPAIbHYI0 PENETULIMI0 BTOPOUM IMIPO-
rpammbl Le Thédtre de la Chauve-Souris
19 derpans 1921 roma. Ilox BnewatieHu-
€M OT CHEKTaKJIel KOMIO3UTOp Ha)xe CO-
TJIACUJICSL TIPEIOCTABUThH CBOIO MY3BIKY IS
HEKOTOPBIX HOMEPOB MPOTPaMMBbI (EMY 3TO
MOKa3aJIoCh «3a0aBHBIM»'’) U OpKeCTpo-
Baj il banueBa Tpu Mbechl, HAMMMCAHHBIE
panee'®. Hapsiny ¢ mpounmu GalMeBCKHUMU
MUHHATIOpaMu BHUMaHue CTpPaBUHCKOTO
npusiekia u «Karenbkay, parMeHT KOTO-
pOil OH MPOLUTUPOBAI B YBEPTIOPE K OIepe
«Magpa»".
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CunibHOE BrneuamieHue npoussena «Ka-
TEHbKa» W Ha (PpaHIly3CcKyo myonuky. Jo-
Ka3aTeJbCTBA ATOr0 MPUBOJIUT B CBOEH CTa-
The Jloypenc CannmBaH: mocTaBiIeHHAs BO
BTOpPOIl mporpamMme ce3oHa, «‘Karenpka”
MTHOBEHHO CTajla XUTOM», — TUIIET hccie-
noBarenb [13, p. 22]. B coctaB TpeTbeit mpo-
rpaMMBbI [10JIbKa HE BOIILJIA, YTO PACCTPOUIIO
Cpa3y HECKOJBKHUX (PPAHIY3CKUX KPUTHUKOB.
CaMpblil SMOIIMOHATBHBIM OTKIIMK, OIyOIH-
koBaHHbll JxeitH Karymi-Menne (Jane
Catulle-Mende) B La Presse 21 mapra 1921
rona, CaymuiMBaH UUTUPYET B CBOEH CTaThe:
«Ax, manpimka KareHnpka, <...>, KaK MbI
JKaJIeJu O Bac Buepa BeuepoM. JlaBaiite cka-
xem Mecbe banueBy, <...>, 4To ero Tpetuii
CIEKTAaKJIb FOpa3/l0 MEHEE yAAYEH, YEM JIBA
[mpenprmymux |» [Ibid., p. 22].

Pe3onanc «Karenbku» B AMepuke ObLI
HE MEHBIIUM, MOXET OBbITh, Jaxke OO0Jb-
muM, yeM B Ilapwxke. Dtor OanmueBckuii
«XUT» MyOJIMKa yBHIE€Ja BO BpEMs MEPBO-
IO racTpoJIbHOTO Typa, OPraHHU30BAaHHOIO
B 1922 romy aMepuKaHCKHM aHTpPENpEHE-
pom Mopucom T'ectom (1881-1942). CBu-
JIETENIbCTBOM €€ TOMYJISIPHOCTH MOXKHO
cunrars wunoctpauuio Kapna Jlmeka
crarbe OnuBepa M. Coitnepa «Pycckas ka-
Banbkana» (The Russian Cavalcade B The
New York Tribune ot 30 utons 1922 ropa).
Coiinep n300pakaeT psii PyCCKUX XyHOXK-
HUKOB, MYy3bIKAaHTOB M apTUCTOB, OTIIPABIISI-
IOLUXCS IOKOPATh AMepuKy. Bo3rasistor
rpynny ®@. M. ananua, M. M. Mopakus,
JI. ®. Mscun, nanee CieayroT 3HAMEHUThIE
PYCCKHE UCTIONTHUTENH, B UX uncie Le Ballet
Russe, 3atem M. M. ®okuHn, b. 1. Anuc-
dennn, C. B. PaxmanuHOB 1 Apyrue. 3aBep-
maet npoueccuto H. @. banues B koctiome
OJIOBSIHHOTO COJIJIaTHKA, a HEMOCPEACTBEH-
HO TMepeJ HUM H300pakeHbl MEePCOHAXH
3HaMeHUTON «KaTreHbKn» B KOCTIOMax IO
ackuzam C. 1O. Cyneiikuna — Ilanenbka,
Karenbka 1 MameHnbKa.

Ha nporskenun nocnegyronux 1012
net The Bat nocemana Coenqunénnsie [ITa-
ThI I0BOJIBHO PEryJsipHO. 1 emé oqaum cBu-
JIETENIbCTBOM MOMYJISIPHOCTH «KaTeHbKN»
B Amepuke cTtajao oTkpeitue B 1924 rony
B T'apneme (Heto-Hopk) pecropana ¢ ogHo-
UMEHHBIM Ha3BaHueM. «B Hauane 1924 rona
B “HOBOM pyCCKOM cI10BE” CTaIM MOSIBIATh-
csl 3araJiouHble OOBSBICHHS, COAEpXKAIINUE
TOJIBKO 0f1HO cioBo “?Karenpka?”. Cekper
UHTPUTU OOHAPYXKUJICS 4Yepe3 HECKOJbKO
nuei, korma JXopx Kosmos (oH xe XKopxk
deppapo) 16 nexabpsi ¢ OONIBIION MOMIION
otkpbu1 Ha Bect, 49-i1 ynuue, 109, pecto-
pan “Karenpka” (“KaTeHbkoii” Ha3bIBajCs
OMH W3 HOMEpPOB B IporpaMMme Tearpa-
kabape Hukutel banuesa “Jlerydas Ml
PEryISpHO TPHUEIPKABIIETO C TaCTPOJISIMU
B AMepuky). <...> “Karenpka” crana <...>
BTOPBIM LIEHTPOM MPUTSHKEHUS OOTreMHOM
nyonuku bpoasesi» [1, c. 83—84].

K cka3zanHoMy ocrtaércs a00aBUTH,
YTO MHOCTPAHHbIE 3PUTENIN CO BPEMEHEM
MOJIYYUJIM BO3MOXKHOCTh BOCIPUHHUMATH
HOMEp Ha poaHoM s3bike’’. Tak, B apxuBe
Chauve-Souris, HbIHE XpaHAIIEMCS B JIOH-
JTOHCKOM My3ee Bukropuum m Ansbepra?l,
«KaTtenbka» mpencraBieHa Ha TPEX SA3bI-
Kax — PYCCKOM (pyKOIUCB), (paHIly3CKOM
(MaIMHOMKCEH) U AHTJIMMUCKOM (TI€YaTHBIMN
IK3EeMILIAP).

CerogHs TpyZHO OJTHO3HAYHO OTBETHUTH
Ha BOIPOC, YTO MUMEHHO IO3BOJIMJIO HE3a-
TEUJIMBOM PYCCKOW MOJIbKE BBIIABUHYTHCS
B YHCJIO0 HECOMHEHHBIX OAJIMEBCKUX LUIATE-
poB*. Ho BbICKazaTh MPEAIOIOKEHHE
MokHO. CKopee BCero, Ha IEpPBOM MECTe
JIOJKHBI PACIIONaraThCsl BU3yalbHbBIN 00pa3
Y CLEHUYECKHE MpUEMBI, HaileHHble ba-
nueBbIM. [lepBoe — HecOMHEHHasi 3aciyra
CynetikuHa, 0()OpMHUBIIETO HOMED; €0 KO-
JIOPUTHBIE ICKU3bI TOCTOSHHO BOCIIPOU3BO-
IIMch B OykieTax Tearpa W CTaldu 4pes-
BBIYANHO y3HaBacMbIMU. BTopoe — 3aciyra
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nocraHoBiuka. Ilepconaxu nonbku — Ka-
TeHbKa, [lartenbka 1 MameHbka — peannso-
BaJIM Ha CIIEHE KYKOJIbHYIO IJIACTUKY; 3TOT
npuéM chopmupoBaics B TearpajbHOU
npaktuke «MpImm» emé B JI0pPeBOJIIOIU-
OHHBIE TOAbl. BOoT kak mucam 06 atom JloH
Amunazno: «llocine BOEHHBIX HOMEPOB MO-
SIBUJIACh TOJIb30BABIIASICS CyMACIIEIIIUM
ycnexom “Karenpka”, KOTOpyX AEHCTBH-
TeJIbHO He3a0bIBa€MO UTrpaja W Ieja Impe-
necTHas U KykonbHast DexHep®, U Kpyxach
Y TaHILysl, ¥ BBIITYYHB CBOM HE MOPTAIOIIIHE,
HavBHbIE, CTEKIISIHHBIC IV1a3a, U BCS Ha He-
BUJUMBIX TPYXUHAX, KaK YEYETKY OTOM-
BaJjla, BECEIMIACh, BCE TOT K€ HABSI3UMBBIM
3apa3uTEIbHbIN PEUYUTATUB:

— Yro Tannyens, Karenpka?

— IlonbKy, moabKy, MaMeHbKa!
— C kem tannyems, Karenbka?
— C odunepom, narneHpka!

A maneHpKka ¢ MaMEHBKOU TOJIBKO Ipy3-
HO B3JbIXaJIH, XJIOIIAJIHX ce0s 10 BaTHBIM
KOJICHKaM U YKOPHU3HCHHO BTOPWJIN IO/ aK-
KOMIIAHEMEHT <...>:

— Wb THI, OOM XK THI,
Uro *x ThI TOBOPHILB ThI!..» [2, c. 32]

3agaauMcs BOMPOCOM: Kakyl pOJb
urpana My3blka ApPXaHTEIbCKOTO B 3TOM
MUHHATIOpHOM cnekTakie? C ogHoW cTo-
POHBI, MOJIbKAa OblJIa MHCIICHUPOBKOH (M3-
T00NIeHHBIN «okaHp» banuesa), a motomy
OCHOBHas (PYHKIIHS MYy3bIKaJIbHOTO 0POpPM-
JeHUs — TpHUKIagHas. DTy pOJib My3bIKa
ApXaHTEIHCKOTO UTpajia UCTIPABHO — MOJb-
Ka HACTOJIBKO He3aTelsMBa, 4To €€ BIOJIHE
MOXHO MOCTaBUTh B OAHMH PsiJ C IECEHKa-
mu banuesa. Kommosutop nume mo3Bois-
€T pa3bIrpaTh Ha CIIEHE MAJICHbKYIO Apamy,
obopauunBaroniytocs dapcom>, HO HUKOUM
00pa3oM 3a CIOKETOM HE CJEIyeT, OCTaBa-
ACh CTPOTO B paMKax KyIUIETHOW (hOpMBI.
C npyroii cTopoHbl, peObiBasi Ha 3aJHEM

IJlaHe, MY3blKa ApPXaHIelabCKOTO YEM-TO
CIIyLIaTeNs «Uervisiiay, Heaapom JJon Amu-
HaJI0 yIOMSIHYJI B CBOMX MEMYapax «BCE TOT
YK€ HaABSI3YMBBINA 3apa3uUTENbHBIN peunTa-
THUB». TakoBO, HA MOM B3IJIsI, 0CO00E CBOM-
CTBO Te€aTpaJIbHON MY3bIKH ApPXaHIE€IbCKO-
ro — ObITh OTHOBPEMEHHO U 3aMEUEHHOM, U
HE3aMETHOU. XOTs, CTPOr0 roBOPsl, TAKUM
CBOICTBOM JIOJIKEH 00JIaaTh JIHOOONH KOM-
MIO3UTOP, BOJICIO CcyAel ciyKaluid B Tpama-
TUYECKOM TeaTpe.

C cepequnbl 1910-x rogoB «Jleryuas
MBIIIb» 1104 pykoBojacTBoM H. @. banue-
Ba HAYMHAET TaK Ha3bIBAEMOE «JIBUKEHHE
K OOJIBIIION KJTACCUKE», TOCTETIEHHO BKIIIO-
yas B pernepTyap MUHUATIOPHI, B TOW WU
WHOW CTENEHHM ONMUpAIoIIHECS Ha COYH-
Henuss A. C. Ilymkuna, H. B. Torous,
M. IO. JlepmonToBa, A. I1. HexoBa. Hexko-
TOpbIE M3 ATUX MUHHUATIOP MPEICTABISAIN
co00ll KOMHUYECKHE ONEpPHl WU OIEpPEeT-
ThI>. My3bIKy K HHM MHCaJ, pa3yMeeT-
Csl, «IPHUCSHKHBIA KOMIIO3UTOP» «MBbImm»
Apxanrensckuii. TaxkoBbl «I'pad Hymun»
no A. C. Ilymkuny, «Ka3naueima» 1o
M. IO. JlepmonToBy u «Poman ¢ kouTpabda-
com» Ha croxkeT A. II. Uexona.

K coxanenuto, Hu TUOPETTO, HU HOT-
Hble Marepuanbl K HUM HE COXPaHUJIUCh
(w1 moka He OOHApy’KEHbI), HO BCE XKe
HEKOTOPO€ MPEJCTABICHUE O HUX MOXKHO
cOoCTaBUTh. Bce Tpu sBISIOT COOOW OMBIT
HWHCIICHUPOBKM C MPUMEHEHHWEM MUHHUA-
TIOP-CTUJISI, OCHOBY KOTOPOTO COCTaBIIsI-
€T HE MPOCTO KPaTKOCTh, HO CXKATOCTb M
YCTaHOBKA Ha MPECIbHBIN JUHAMU3M JICH-
CTBUS.

«I'pad Hynmun» (B nepenenke B. Xona-
cepnya u b. CanmoBckoro) u «Kaznaueiinray
peanusyroT, No-BUAUMOMY, BHUJ Apamarh-
YECKOT'O CIEKTaKJsi C MY3bIKOH, KOTOPBIN
TeaTpajibHble KPUTUKU TOTO BPEMEHU UMeE-
HOBaJIl «OTEPOU IJIsi JpaMaTHYECKHX ap-
TUCTOB». O My3bike A. A. ApXaHTeIbCKOTrO
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k «I'pady Hynuny» H. E. 3dpoc oto3Bancs
B BEChbMa MOJIOKUTEIbHBIX TOHAX, @ CAMOI0
KOMIIO3UTOPA aTTECTOBAJ TAJIAHTIUBHIM aB-
TopoM: «My3bIKa OblsIa OpUTMHAIbHAS, UH-
TE€pEeCHasi, UHCIICHUPOBKA, IMOKa3bIBaBIIAs
Cpa3y BECh MOMEIIMYUN JIOM, 3aHUMATEIIb-
Hasl, UCTIOJTHCHHE M3SIIHOE»?S.

3anomHmiIace U «KasHauenmay. Ma-
jgeH bymie B cBoumx MeMyapax YIOMSHY-
Ja «WUIFOCTPALHUIO, IIYTKY, BOIEBWIb, HE
3Hal0, KaK Ha3BaTh, ‘Kaznaueinmry” <...>
Havano — tonpko He3ambIcIOBaTasi MEJO-
TUsi, HO Ye y OOJIBIIMHCTBA PaCIlIbIBACTCS
nobpast yapIOKa, KOTopast Tak U He COMAET
710 TIOCIICHEH MUHYTBI»?’.

«I'pap Hynmua» He wumen OOJIBIIOTO
yCIexa — «3pUTellb HE CKy4all, HO U HE TIPO-
SIBJISLT 0COOOTO BOCTOPra» [Tam ke|, uTo ke
kacaetcs «Ka3Hauelmy, TO Kak €€ OlleHu-
Ja poccuicKasi myOJiuKa, MOMPOCTy HEH3-
BECTHO.

KnroueBbIM cOuMHEHHMEM B KaHpe
«omepsl s ApaMaTUYECKUX APTHUCTOBY
crana «llukoBas mama» (1915). Cyanba
3TON «MUHUATIOPBD) — U B UCTOPHUU TeATpa,
U B ’KU3HU camoro banueBa, — CloxkeT JJis
camocTosiTeIbHOM uctopun. Ho oHa chI-
rpajia Ba)XHYIO POJIb U B TBOPYECKOM CyIb-
0c ApxaHreiabckoro. MMeHHo Omaromaps
«ITnkoBOM naMme» KOMIIO3UTOpP HPHUBIEK K
cebe BHUMaHHME MY3BIKAJIbHOW KPHUTHKH,
B ToM uuciie — B nuie Jleonnna Cabane-
eBa. [locTaHoBKa MOABHUINIA PELEH3EHTA
«TearpanbHOl razeTh» K pa3MbIIUIEHUIM
O pOJu MY3BIKH B CHEKTaksax «Jleryueit
MBI,

I'maBHOe Ha3zHaueHWE My3bIKM ApXaH-
reJIbCKOro B Tearpe banumea, Ha3zpiBaeMoM
UM «WJUTIOCTPALlMOHHON» (B MPOTHUBOBEC
«HACTOAIICH», «aBTOHOMHOI»), OH BHUJIET
B CIOCOOHOCTH «CO3/1aBaTh HACTPOEHUE U
3al0JIHATE <...> PUTMHYCCKHEC IYCTOTHI
CLIEHUYECKOIO JeUCTBUs». Takasg My3bl-
Ka He JOJDKHA NPETEHA0BATh HA aBTOHOM-

HOCTh, K HEH «HEMBICIUMO MPEIbIBISTH
TeX TpeOOBaHUM, KOTOPbIE MPEABIBISIOTCS
K YUCTOM MJIM K “HacTOsIIEN” MY3BIKE; 3TO
— MCKYCCTBO COBEPIIEHHO 0CO00r0 posa, co
CBOCI0 TEXHUKOK M CO CBOMMM 3aKOHAMM.
<...> 3TO HUCKYCCTBO, KOTOPOC NOJDKHO XY-
JIOKECTBEHHO MCIIOJb30BaTh CBOE MOJIOXKeE-
HUE€ Ha BTOPOM ILUIaHE U, HECMOTPS Ha 3TO
MOJIOKEHHUE, CTaTh HEOOXOMUMOU U Tpely-
€MOM BHYTPEHHE 4acThlO cnekrakis. U ra-
Kas My3bIKa, HECOMHEHHO, TpeOyeT 0co00ro
oflapeHusi, 0c000 HANPaBIEHHOTO KOMIIO3U-
TOpPCKOTO Tyibcan®, Takum omap&HHBIM,
cpa3y Bcaen 3a M. A. Cauem, CabaneeB u
CuMTal ApPXaHrelbCKOro, BO3AaBas JOJIK-
HOE €r0 MY3bIKE B YMEHHUHU OBITh Ha BTOPOM
IJIaHE ¥ OJJTHOBPEMEHHO SIBJISITHCS] OPraHny-
HOM U «BHYTpEHHE HEOOXOAMMOI» YacThIO
CIIEKTaKJIs.

[Tapanokc, oqHaKO, COCTOUT B TOM, YTO
caM ApXaHTeJIbCKUM, CKIIOHHBIN K mpodec-
CHUOHAJIbHON pedIeKcuu, BCIYECKH IMOPH-
11aJ1 y4acTh KOMIIO3UTOPA, IPUHYKIEHHOTO
«BJIAYUTH JKAJIKYIO POJIb UIJUIFOCTPATOpA OT-
JIEJIbHBIX MOMEHTOB HE CIIATHHOTO B 00I1IeM
pPUTME CHEKTaKIs (TaKOBBI 33Jja4l KOMIIO-
3UTOPA, CIYXKAIIETO JIpaMe)», paBHO, BIPO-
4YeM, KaK U ONEPHOT0 KOMIIO3UTOpa, «IOJI-
YHHUBIIETO ce0e 3PEIIUIHOE IEHCTBO» .

[Tozunmu Apxanrenbckoro u CabaHne-
€Ba HEKOTOPHIM 00pa3oM pacXoisTcs, HO
B ogHoMm CabaHeeB 0e3yClIOBHO IIpaB.
«B03MOXHO, 4TO 3Ta [MIUIIOCTPAILIMOHHAS.
— H. E.] my3blKka, OTOpBaHHAasi OT CIIEKTa-
KJIf, OT CLEHbI, OT pUTMa CLIEHBI, [1I0CTAB-
JICHHasi aBTOHOMHO, a HE B TEHU “BTOPOTO
maHa”, Morsia Obl MOKa3aThCs U OJIeIHOIO,
U JJaK€ MHOTJA BOBCE HEIPUEMIIEMON», —
MULIET OH.

Tomy ecTh mpsIMOE TOATBEPKACHUE
— ©IUHCTBEHHAs COXpaHUBIIascA MyOnu-
Kaius ApXaHreiabCKOro B JKaHpE Jpama-
TUYECKOW MHUHHATIOPBI — My3blKa K «Xo-
pomHOMYy jneiictBy o [pade-Mapkrpade
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Hpone KBuntuinane u HenokopHoM Po-
Oepre», omyoOnauKkoBaHHast B MocCkBe U3aa-
tenscTBOM @. PazcoxmHa. My3bIKalbHbBIN
MaTepual MpeJCTaBiIeH WECTbI0 HOMEPAMU
— TpeMs Mapmamu (Mapui-ranon Cavaleria
Vilgelmiana, mapm Benepsl «bapabGanHas
mKkypay», CBaieOHBIN Mapiil), a TakKe JIBY-
M3 xopamiu («be3uk», «/luBo-muBo») u u-
HaJbHBIM anodeoszom. Bee mects HOMepoB,
0e3 mpeyBeIMuYeHHUs, MPOU3BOIAT yOoroe
BIICYATIICHUE CBOMM MY3bIKAaJbHBIM MaTe-
puajioM — KpallHE CKyOHbIM M MOHOTOH-
HbIM B HMHTOHAallUOHHOM M PUTMHUYECKOM
OTHOILIEHHH, U «KyIbIM» (haKTypHBIM
uznoxenueM. Henw3s, Takum oOpazom,
He coracuThesi ¢ CabaHeeBbIM B TOM, UTO
paccmarpuBaeMasi aBTOHOMHO, 3Ta My3bIKa
«BOBCE HEMpHEMJIEMa» U OOpPETaeT CMBICI
TOJIBKO B YCIJIOBUSIX MY3bIKaJIbHO-TE€ATPaJIb-
HOTI'O CHHTE3A.

[Tocne OxTaOpbCKOW peBOMIOIUU Ap-
XaHTEJIbCKUMA OKa3ajcsi B HMUTPALMH.
Korga u kak MMEHHO OH SMUI'PHUPOBAJ, HE
BIOJIHE sicHO. ComlacHO JAaHHBIM, NpUBE-
NEHHBIM B u3aaHum «Poccuiickoe 3apy-
o0exxbe Bo @Dpanmuu 1919-2000», ero
oTmibiTie B KOHCTaHTUHONOJb B COCTaBE
Tpynnsl «JleTyueil MbIIIN» COCTOSIOCH
B 1920 rony, a mepee3n Bo Dpanuwuio,
B [Tapuxk, — B 1922-1923 ropgax. OgHaxo
no BocriomuHanusim P. B. byme-bopuco-
BOM, mocie orbe3na bamuesa u3 peBosto-
nuoHHON Poccum A. A. ApxaHrenbCkuii
HEKOTOPO€ BPEMsI PYKOBOAMWJI OCTaBILEH-
Cs 4acCThI0 MOCKOBCKOHM TpYIIIbI, CTaB €€
aupekTopoM®’. DTa BepcHs MOATBEPIKIA-
ercs u A. M. ®aiiko, KOTOpHIil B «3anu-
CKaxX CTaporo TeaTpaJibIIUKa) YINOMHHA-
eT A. A. ApXaHreiabCKOro B KayeCTBE
nupekTopa u  KoHpepaHcbe «MpIm»
B MOCKOBCKHH ce30H 1921/1922 roga [8,

c. 161]. KocBeHHBIM CBUIETEIHLCTBOM IPHU-
CYyTCTBHUSI KOMIIO3UTOpa B MOCKBE B 3TOT
nepuo sBigercs aduia bonbmoro KoH-
epTa B MOJIb3y Tonofaroiux (26 sHBaps
1922 ropa), Ha KOTOpOH ApXaHIeJIbCKUI
0003HAYCH KaK «3aB. My3. Xy/. 4aCThIO» 2,
[Tocnegnuit apryMeHT B MOJIb3y 3TOU BEp-
cuu — Gororpadus A. A. ApXaHTeIbCKOTO
¢ JapcTtBeHHOW Haanuceo M. U. 3eHuny,
narupoBanHas 20 anpens 1922 roga®. Ta-
kM 00pa3om, Cosetckyro Poccuro Apxan-
reJIbCKUM TOKUHYJ, BEpPOSITHO, HE paHee
JTOW JaTEl.

JlesaTenbHOCTh APXAHIEIbCKOTO B AMU-
rpaiuu  Obuta pasHooOpaszHou. OH mpo-
JNOJDKUJ  cOTpyAHMYecTBO C «Jletyuen
MBIIIBIO», 3aBEAYs MY3bIKAIHHOM YacTbiO
Tearpa |, Mo-BUIUMOMY, BbI€3kKasi C HUM Ha
racTpoJiv; B Ka4Y€CTBE JUPHKEPA TPUHUMAIT
y4acTHE B 3allUCU BOKaJbHO-XOPOBBIX HO-
MepoB U3 penepryapa «Mplu», a Takxke
B TesieBU3MoHHOM niepeaade BBC o Tearpe,
nocTaBjieHHOU B a¢up 28 mapra 1939 roza.
[Mucan nuTepaTypHO-My3bIKaJbHbIE CKETUH
st 6anoB U BeyepoB OOIIEecTBa PyCCKUX
Bpaueil nmeHu MeunukoBa (1934-1936),
¢ 1930-x romoB mepUOAMYECKH CO3AaBajl
MY3bIKY K KUHO.

ApxaHrenbCcKuil OB 3aMETHOU U, I0-
KAy, caMOCTOATENIbHOU (Gurypoit pyc-
ckoi smurpanuu. Ho B ncropun pycckoit
KYJBTYpbI, B TOM YUCJIE U 32 PyOex oM, OH
OCTaJICs HEpa3pbhIBHO CBsI3aHHBIM C «Jle-
Ty4edl MbIbIO» U €€ ocHoBareneM. Ilo-
TOMY 4YTO HMEHHO «...B ApPXaHIeIbCKOM
HEOOBIKHOBEHHO yaawiuBblii bamueB 00-
pén Kak Obl caMylo AyILIy CBOEro Tearpa,
€ro My3bIKaJIbHBIN cTWIb. Kaxknas HoBas
MOCTAaHOBKA MOCJEIHUX JIET — 3TO ApXaH-
renbckuil u banues, banueB u ApxaHress-
CKUI»**. ..
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' B 1936 rony ymep Hukura ®&noposuu banues (Hacrosimue ums u GpamMumins — MKpTua
bansau, p. 1877), ocHoBaTenb M XyHOKECTBEHHBIM pyKoBoauTeNnb Tearpa. Hexoropoe Bpems
TpYIIa MPOAOJIKUIA BRICTyIUIeHUs 6e3 Hero. [lonbiTku Bo30OHOBNIEHUS «JleTyuel MbIm» ObLIN
npennpussTel JIbBom I'peanunbiM B 1943-m. [logpoOuee 00 atom cm.: [1, c. 234].

2 leno OOmiecTBa pycCKHX ApamMaTHYSCKHX MHCATeIed W ONEepPHBIX KOMIO3UTOpoB. Tearp-
cabaret «Jleryuas mpib» (H. @. banuesa) // Poccuiickuii rocyaapCcTBEHHBIN apXUB JIUTEPATYPhI U
uckycctsa (PTAJIN). ®@. 2017 (OO1ecTBa paMaTHUECKUX MHUcaTeIe U ONEPHBIX KOMIIO3UTOPOB).
Omn. 2. En. xp. 786.

> 1O[pwmii] C[axHoBckuii]. My3bika B «JleTyueit mpimuny» // Pycckoe ciioBo. 1912. 6 (19) HosiOps.
Ne 256. C. 7.

4 Tlo cBemenusM, npuBeACHHBIM B ctatbe A. B. HaymoBa, ManbikuH-HeBcTpyeB 3aBemoBat
MY3BIKAJIBHOM 4acThi0 «JleTyuell Mblmm» coBceM Henouro, Bcero rox — u3 MXT k banueBy on
ymén B 1908-m, mocne npembepsl «CuHel nTuib», a ce3oH 1909/1910 rona «Hayan B aHTpenpuse
K. H. He3no0uHa, mraTHpIM KaneabMeucTepoM KOTOporo octasaics a0 1914-roy» [5, c. 200].

3 Ceenenus npuBeneHbl o: Poccuiickoe 3apyoexbe Bo @panmu (1919-2000). buorpadudueckuit
cioBapb. URL: https://dommuseum.ru/old/index.php?m=dist (mara obpamenus: 12.04.2021).

¢ Bopucosa, ypoxna. Kpepkanosckas (Kpumanosckasi) Pauca Bmamumuposna (?—1953,
[Tapux). IleBunia (mpamaTuyeckoe COMpaHo), MHAHUCTKA, nmeaaror. CIieHU4eCKUi TCEBIOHUM
— Magnen byme. B smurpanuu xwna B [laprxke. [Jo peBomroiuu, B 4KCIIE€ MPOYETo, CIyKUIa
B Tearpe «JleTydas MbIIIb.

7 byme-bopucora P. B. (Mamiena). BocriomuHanus 0 paboTe KOMIIO3UTOPA B ApTUCTHYESCKOM
kabape H. @. banuesa «Jletyuast mpIiby // ['ocynapcTBeHHBIN LIEHTpaJIbHBINA TeaTpaibHbINA My3eil
('IITM) umenu A. A. baxpymuna. @. 619. Ex. xp. 41. JI. 1.

¥ byme-bopucosa P. B. Bociomunanus. .. Iut. cou. // Tam xe.

? byme-bopucosa P. B. (Mamiena). Bociomunanus. .. [{ut. cou. // Tam xe.

10 3a uckmrouennem «I[TuKoBO#M mambl», pedb O KOTOPOH MOWAET HUXKE, KKPYITHBICY KAHPHI —
OTIephl WM OTNEPETTHI, — MOJAYMHSISACH 3aKOHAM MHHMATIOP-CTUJIS, 3Bydasin y banueBa B cpeqHem
8—10 muHYT. JloKymMEeHTalIbHBIM TIOATBEPKACHHEM TOJ00HOTO (opmara CIIy)KUT pekiama,
pasmeménnas B kypHaine «Tearp m uckycctBoy: «“JIETYUAS MbIIIB” H. ®. banuesa
OOBSIBIISIET KOHKYPC Ha IOMOPUCTUYECKYIO MbECY WIH omepeTTy <...> xaHpa “Jleryuelt Mmpimm”,
MPOJOIKUTENHHOCTRIO ercTBus 8—10 munyT» (1914. Ne 28. C. 3).

' TTo muennro JI. . TUXBUHCKOH, «IUIETAHTU3M» — TOYHEE, MHUMBIM JTHIETAHTHA3M — OLLI
co3HaTeNbHBIM dcTeTnueckuM npuraunoMm H. @. banuesa [8, c. 457].

12 Xenkun Bukrtop SxopneBuu (1882—-1944) — pycckuit aktép u nesen. Mrpan B pycckux
npamatndeckux tearpax B Kuese um HoBouepkaccke, ¢ 1910 — B merepOyprckom «®Papcey.
B «Jletyueit mpimm» ¢ 1912; ¢ 1917 nepewmén B Tearp munuatiop . ¥Oxnoro. C 1923 no 1940
B smurpauuu. B 1941 Bepnyncs B CCCP, BeicTynas Kak 3CTpaJHbI apTHCT M IOJIb30BaJCs
3aCITy’KEHHBIM yCIIEXOM.

3 Ha ropa ctout nyxaH (M3 KaBKa3CKHX MeceH KHMHTO). Buktop XeHkuH. Y posuist A. Biox.
®upma Parlophon. B-23007-11.

URL: https://www.russian-records.com/details.php?image 1d=35548 (nara oopamenus: 10.04.2021).

4 PTAJIN. @. 860 (1O. B. Cobosnesa). Om. 1. Ex. xp. 776. Memyapuct ynomunaet «KaTteHbKy»
KaK 4acTh nporpammsl, kotopyro H. ®@. banueB roroBun HakaHyHe npaszgHoBaHus 1916 rona.
OpnHako, ckopee BCero, MoJibKa MosIBUJIaCh B pernepTyape paHbliie.
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15 «KareHpka» BoOIITa B TMporpaMMmy COOpPHOTO KoHIEepTa «bBoJblIoON Bedep B MONB3Y
roJIOIAIOIINX», YCTpoeHHoro «mectkoMoM Hap[oanoro| Kom[uccapuara] mo MHocTp[aHHBIM]
Henam» 26 saBaps 1922 roga. Aduma Bedepa xpanutces B PTAJIN: @. 837 (H. A. ITonosa). Om. 2.
En. xp. 1402.

16 B 1920 roxy yacts Tpymisl Bo riase ¢ H. ®@. banmuessiM smurpuposaia B [lapuk, KOTOpBIi
CTaj JJIsA TeaTpa CBOETo poja «imrad-kBaptupoi» [4, c. 47]. Jpyras gacth octaiach B MocCKBe.
Taxum o6pazom, B 1920—1922 ronax omHOBPEMEHHO AaBaI IPEICTABIICHUS Cpa3y 1Be OaTUEBCKUE
«Jletyumne mplmm.

7. Cwm.: [7].

18 Peup uaét o Tpéx nérkux mpecax i GOPTENUaHo B YeThIpE PYKH (C JIETKOM mapTucii JeBoi
pykn). Ne 1. Mapm, nocssamén Anbdpeno Kazemne. Ne 2. Banbe. [Tocsamén Opuky Catu. Ne 3.
[Tonwka. Ilocesmiena Cepreto [saruneBy. Bece tpu nbeckl Hanucanbl B 1914 romy. B 1915 rogy
CrpaBuHCKHU caeman o0paborky Mapmra mis 12 mHCTpyMeHTOB (He omyOnukoBaHa). Takxke
B 1915 on Hamucan oOpabotky Ilompkm mis numOan. Bece Tpu dacTu BIOCIEACTBUU BOILIH
B Crouty Ne 2 st Majoro cocraBa opkectpa. CBeeHus IpuBeaeHHI 11o: [6, ¢. 692, 711].

19 O xonrakrax U. @. CrpaBunckoro ¢ H. ®@. banueBbiM 1 Bo3zeiicTBuu criekrakieii Chauve-
Souris Ha 3ambicesr «MaBpbI» U €ro peann3aluio moapooHee cm.: [16, pp. 1549—-1584].

20 Crpemsich amanTHpPOBaTh penepryap Ko BKycam 3apyoOexHoro 3putens, H. ®. Banues
HE TOJBHKO MEPEBOAMII OTJEIbHbIE HOMEpa CBOMX MPOrpaMM Ha JApPYTHUE A3BIKK, HO U OOHOBIISI
penepryap 3a cu€T oOpalleHHs K «HUHTEpHAlMOHAIbHBIM» >KaHpaM, B IIEPBYIO ouepeidb
K KJIaccu4decko oneperre. Tak, 11 OTKPBITUS apuKckoro ce3ona 1920/1921 roga oH BKIOYHIT
B nporpammy «llecenky ®optynmo» XK. Oddenbaxa. Pesonsl banmmeBa moHSATH HECIOXKHO.
Ocddendax k »TOMy BpeMeHHM ObUT BIIOJIHE HHTEPHAIMOHAIBHBIM KOMIIO3UTOPOM, OKa3aB
KOJIOCCAlIbHOE BO3/ICHCTBUE HA pa3BUTHE MY3bIKaIbHO-T€ATPAIbHBIX KAaHPOB APYTUX CTpaH, Aa
U CaM aHp OINEepeTThl rapaHTUPOBAJ yCIEX B YCIOBUAX MOJACTyMaroIei rmobdanuzanuu. Cm. 06
atoM: [15; 10].

2 YyTh Gosiee moapoOHO O JOHIOHCKOM apXuBe cM.: [3, ¢. 218-225].

22 Tlo mucumto Jloyperca Cenenuka (Laurence Senelick), pycckue kabape v TeaTpbl MUHHATIOP
B OMUTpAIMU TPAHCIMPOBAIA WHOCTPAHHOMY 3pHUTENIO 00pa3 IOpeBOMIOIMOHHON Poccum kak
SAPKOW, KOJNIOPUTHOM, CKa30YHOW CTpaHBL, YTO M OOECMEYMBaJIO UM YyCIEX HE TOJIbKO B KpPYyTY
SMUTPAIMK, HO M CPEIu HHOCTpaHHOW MmyOnuku (mompoOHo o0 »toM cM.: [14, pp. 44-59)).
Opnaxo pycckux HoMepoB B nporpammax H. @. banuesa 6b110 HeMano, a Takol MOMYISIPHOCTHIO
MOJIb30Baach UMEHHO «KaTeHbKay.

2 Anronuna @exuep (1897-1979) — pycckas akrpuca Tearpa v kuuo. B 19121914 cayxuna
B MXT, nozxe — B «Jletydeit mbimy». Ilocne peBomtonuu — B smurpanuu. C 1922-ro xuna u
paborana B CIIIA.

2* Kyneueckas nouka KateHbka TaHI[yeT MOJIHBII TaHEell, KOTOPOMY OHA BBIYYHJIACh B ITAHCHOHE,
U cobupaeTcs BBINTH 3aMyk 3a ouiiepa. Poqurenu 3anpemniarot et 3to, u Katrenbka nputrBopsieTcst
ymupatoiei. OqHako Kak TOJIBKO MOyYeHO coracue poauteseit Ha Opak, Katenbka «oxuBaeT.

2 B mporpammax «JIeTydeil MbIII» 10 OTHOIICHUIO K OTHUM U TEM K€ COUMHEHHUSIM HEPEIKO
UCIONB30BaIUCh 00a oOo3HaueHus. [Ipobrema >KaHPOBBIX OINpeneNeHU MNOoAOOHOro poaa
CIIEKTaKJICH ToKa He monyuuia pemenus. Tak, A. benuna B crarbe Operetta in Russia and USSR
CTaBHT B OfuH — omnepeTounbiii — psaa «lIpexkpacuyro 'amarero» @. don 3ynmne n «CiaykaHKy-
rocnoxky» JIk. b. Ileprones3u, nmocraBieHHbie B «Becenom Tearpe s MOXKUILIX aetei» [11,
pp. 135-148]. JeransHblii aHanu3 mpoOiieMsl xaupa cMm.: [12, pp. 1-13].

26 Dppoc H. E. Tearp «Jleryuas mpimb» H. @. Banuesa... Iut. u3a. C. 46.

Problemy muzykal'noj nauki / Music Scholarship. 2021. No. 3 39



Gre~_ McTtopuna u Teopmusa KYAbTypbhl

27 bymre-bopucosa P. B. Bocomunanwus. .. I{ut. cou. // Tam xe. JI. 3.

28 JI[eonnn] C[abaneeB]. My3sika B «JleTyueit mbimny» // TearpanbHas razera. 1916. Ne 41,
C.8.

2 ApxaHrenbckuii A. My3bIKa U PUTM CIIEHHUYECKOTO0 AeiicTBa. Macku. 1912—-1913. Ne 6. C. 22.

30 Poccwiickoe 3apyoexne Bo @paniuu (1919-2000). bruorpaduueckuii cioBapb.
URL: https://dommuseum.ru/old/index.php?m=dist (nara oopamenus: 12.04.2021).

3! Bymre-bopucosa P. B. Bociomunanwus. .. I{ut. cou. // Tam xe. JI. 1.

32 PTAJIN. @. 837 (H. A. Ilomosa). Om. 2. Ex. xp. 1402.

3 PTAJIN. @. 2691. Om. 1. Ex. xp. 21.

3% Surapes E. K ro6mnero Anekcest Apxanrenbckoro // XXusub nckycersa. M., 1921. Ne 3. C. 4.
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[Npom3BeaeHnst AASl LLECTUCTPYHHOM Fr'MTapbl
coBeTCcknx komno3utopos 1930-1960-x roaoos

CerosiHs UCKYCCTBO IECTUCTPYHHOU TUTAphI B HAIIEH CTpaHe HAXOAUTCS Ha BBICOKOM YPOBHE,
JOCTHKEHHE KOTOPOTO CTalo pe3ylbTaTOM JIOJroro mporecca. B crarbe paccmarpuBaercs
nepBblii oTanm (GopMHUpOBaHMS pernepTyapa Ajis HHCTPYMEHTa, B KOTOPOM YYacTBOBAJIHU
npodeccuoHaabHbIe KOMIIO3UTOPBI COBETCKOM 3MOXH. BpeMs co3nanus n3y4aeMbIX COUMHEHUH —
koHel] 1930-x — 1960-e roasl. ITOT EpUOT UCTOPUU O3HAMEHOBAJICS U3BECTHBIM JIaBJICHUEM Ha
TBOPUYECKHUX JIIOIEH CO CTOPOHBI BiAacTH. OO0sS3aTeIbHBIM CTANI0 HAMMCAHKUE JOCTYIHON MY3BIKU
BOCIIUTATEIFHOTO XapaKTepa, HCIOIb30BaHUE CPEACTB (DOIBbKIOpa M MPOJIETapCKOW IMEeCHH.
Jloru4yHbIM B TaHHOW CUTyalluu ObUIO OOpalleHre KOMIIO3UTOPOB K HAPOIHBIM UHCTPYMEHTAM,
B TOM YHCJIE€ K IIECTUCTPYHHOH rurtape. B mpousBenenmsx bopuca AcadneBa, Buccapuona
[lle6anmmna, Hukonmas Peumenckoro, Anekcanapa MocomnoBa, Urops CrnocobwHa m Apyrux
KOMITO3UTOPOB COEIMHUIUCH TPUMETHI (DOIBKIIOpa, MACCOBOM MECHU U €BpOIecKUue criocoObl
npeoOpa3oBaHUs MaTepuala, MPeJOMIIEHHbIE CKBO3b MPHU3MYy MOHUMAHHUS aBTOPAMU MPUPOJIBI
UHCTpYMeHTa. [lONIOKUTENbHBIM HMTOTOM CTajd0 BO3HUKHOBEHHE KOpPIyca COYMHEHHM IS
TUTapbl B TBOPUYECTBE aBTOPUTETHBIX KOMIIO3UTOPOB, MHTEPEC KOTOPBIX K MHCTPYMEHTY OBLI,
KaK MpEeJCTaBIseTCs, HEMOANEIbHBIM U BBIPA3HWIICS B CO3[aHUM MaTepHayia, OCHOBAaHHOTO Ha
M3y4YEHUHU €r0 MMMaHEHTHBIX CBOMCTB.
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Works for the Six-String Guitar
by Soviet Composers From the 1930s to the 1960s

In the present day the art of the six-string guitar in our country has developed to a high
level, and its achievement has become the result of a lengthy process. The article examines the
first stage of forming the repertoire for the instrument in which professional composers of the
Soviet era took part. The time of the creation of the examined compositions spans from the late
1930s through the 1960s. This period of history was characterized by the well-known ideological
pressure on artists from the government. Writing accessible music of instructive character,
incorporation of means of folk music and proletarian songs was encouraged. It was absolutely
logical in the given situation that at that time composers turned to folk instruments, including
the six-string guitar. The musical compositions of Boris Asafiev, Vissarion Shebalin, Nikolai
Rechmensky, Alexander Mosolov, Igor Sposobin, and other composers combined together the
distinctive marks of folk music and mass songs with the European methods of transforming
the musical material interpreted through the prism of the composers’ understanding of the
instrument’s nature. A positive conclusion was the appearance of a large number of compositions
for guitar in the music of authoritative composers, whose interest in the instrument was, as it
turns out, unfeigned and manifested itself in the creation of musical material based on the study
of its immanent traits.

Keywords: Boris Asafiev, Vissarion Shebalin, Nikolai Rechmensky, Alexander Mosolov, Igor
Sposobin, the music of Russia, Russian guitar music, six-string guitar.
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Hayajie XX CTOJIETUS B HALLIEH CTpa-
B HE IIECTUCTPYHHAs TruTapa ObLIa

UHCTPYMEHTOM, KOTOPBIM OCTpO
HYXJaJicsl B MPOGECCHOHAIILHOM PENePTy-
ape. C Tex mop oHa MpoNUIA IyTh UHTEH-
CHBHOIO Pa3BUTHS, BO MHOIOM H3MEHUB-
LIET0 MPEJICTABICHUE O BBIPA3UTEIBHBIX
U TEXHUYECKUX BO3MOXXHOCTSIX TUTAPHOTO
ucnojuuteiabcTBa. Ilo cimosam T. MBanuu-
KOBa, «COCTOSIHME HBIHEIIHErO 3Tara pas-

BUTHSI THTAPHON MY3BIKH T10 pa3Maxy KOM-
MMO3UTOPCKUX MHUITMATHB MOXKHO CUHUTATh
CTPEMHUTEIIBHO TMPOTPEeCcCHpyOmUM» |3,
c. 114]. Ceronnst mpousBeIcHUS JJIsl TUTA-
pPBI IEMOHCTPUPYIOT BIIMSIHUE COBPEMEH-
HBIX (UIOCOPCKUX KOHIEMINN, HCIOb-
3YIOT HOBATOPCKUE CPEJICTBA KOMITO3UIIHH.
OrpoMHBII HHTEPEC K TUTAPE BO BCEM MUPE
CBsI3aH CO cBoiicTBaMu €€ TemOpa. Nmen-
HO JeATeNbHOCTh TpodecCHOHAIBHBIX
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KOMIIO3UTOPOB TO3BOJIMJIA MY3BIKE JJIs
UHCTPYMEHTa COBEpILIUTh TUTAHTCKUI
ABOJIIOLIMOHHBIA CKa4yOK. B Hamiel crpane
NIEpBOHAYAJIBHBIN penepryap AJisl TUTapbl
cinoxuica u3 mpousBeneHuit b. Acadbe-
Ba, B. llle6banuna, H. Peaumenckoro, B. 30-
notapéBa, A. Moconosa, M. Cmocobuna,
I'. KamanaunoBa, A. Akcénona, H. lBaHo-
Ba, b. CTpaHHOII00CKOTO U IPYTUX KOMIIO-
3uTOpOB. Kakue ke 4epThl TUIIHYHBI JJIs
NEPBBIX COUMHEHUM, HATUCAHHBIX JJISl THU-
Tapbl B COBETCKOM cTpaHe?

[TocTapaemcsi BBIIBUTH OCOOEHHOCTH
MPOU3BEICHUN MJI1 TUTAPbI, HANMCAHHBIX
po(heCCHOHATLHBIMU COBETCKUMH KOMIIO-
3uTopamu B nepuoa ¢ 1939 mo 1965 ron.
Co3nanue penepryapa sl LWIECTUCTPYH-
HOW ruTapbl 0003HAYCHO BO3ZHUKHOBEHHEM
MEepBBIX COUYMHEHUN B TBOpuecTBe b. Aca-
¢reBa B 1939 romy. Hecmotps Ha 1O, uTO
YCJIOBHOW TOYKOW Hadajia HOBOT'O 3Tara B
My3BIKE Hallel cTpanbl cuutaercs 1956 ron
[2, c. 353], mpakTHKa Moka3aja, 4To KOM-
MO3UTOPHI U UX MY3bIKa MOJBEPrajuch pe-
MPECCUSIM U TIO3XKE, BIJIOTh 10 OKOHYAHMS
CYILIECTBOBAaHUS COBETCKOIO TOCYIapCTBa.
[TosToMy BepxHsig rpaHHIa 3TOrO NEPUOaa
B 1965 rogy onpenensiercss AOBOJIBHO MPH-
ONMU3UTETHLHO — MO OOJIBIIEH YacTH OKOHYa-
HUEM TBOPUYECKOTO IMyTHU MHOTHX U3 KOMIIO-
3UTOPOB, B MY3bIKE€ KOTOPBIX BBIPA3UIIUCH
oO1ue TeHICHIINH.

CeronHsi OrpoOMHO€ BHUMAaHHUE HCCIIE-
JIOBaTeJIeN yIemnseTcsl BOMpPOCcaM YCIOBUM
JKU3HU KOMIIO3UTOpPAa U OCMBICIICHHIO €r0
TBOPYECTBA C TOYKU 3PCHHUS KOHTCKCTA'.
«Ha camoMm nerne, counyM OKa3bIBaeT BCe-
MIPOHMKAIOIIIEE BO3/ICUCTBUE HA MY3BIKY», —
COBEPIICHHO CHPABEJIMBO MPOBO3IJIANIAET
A. U. lemuenko [9, c. 89]. B pasrosope o
MY3bIKE CTATMHCKOTO TIEpHO/1a HE0OXOIUMO
UMETh B BUIY, UTO (POPMHUPOBAHKE KOPITyCa
COUYMHEHHMI MPOUCXOAWIO B CIIOKHBIE IS
uckyccrBa BpeMena. B 1920-1950-e ronbt

TBOPYECKUE JIIOU OBLIU MO MPUCTATILHBIM
BHUMAaHUEM OPraHOB BJIACTHU, U 3TO SIBUIIOCH
TEM BMENIATEIbCTBOM, KOTOPOE MOBEJO
pa3BUTHE XyNOKECTBEHHOU KYJIBTYpPbI CTpa-
HBI 110 UHOMY Ty TH. OmipenenéHHbie GOPMBI
BO3JICHCTBUS BIIUSIOT HA CBOOOY JICUCTBHIA
U CTAaHOBATCS OYEBHUJIHBIMU IIpU aHAIIN3E
[10]. B 1929 rony Obuia cpopmynupoBaHa
OCHOBHasl O(hHUIIHANIbHAST KOHIICTIIIHS Pa3BH-
THSI COBETCKOM My3bIkH [1, c. 13], xapakre-
pU3YyIOIIAsICS MOAMEHOM XyHOXECTBEHHBIX
KkpurepueB. OCHOBHBIMH YCTAHOBKAaMU CTa-
JU TOPOCTOTA, MOHATHOCTh, JOCTYIHOCTb,
BBICOKU YpOBEHb MacTepcTBa. Bmecto co-
BPEMEHHBIX TEXHUK KOMIIO3UIIMM aBTOpaM
MY3BIKH TpEeIarajioch MPUMEHATh YEPThI
HapOJHOI U mposerapckoil necau. Cosep-
IIEHHO OYEBHJIHO, YTO «IPUSATHUE HABSI3bI-
BAEMOT'0 CTHUJIS )KU3HEIOBEICHUSI 03HAYAJIO
CO3HATEIbHOE PACTBOPEHUE MHIWBUIyallb-
HOTO sI3bIKa B OOIIEPUHSITOMN JIGKCUKE) [ TaM
xe, c. 15]. Kak yrBepxknaer T. B. Llaperpan-
CKasl, «My3bIKaJbHas KyJabTypa ‘“‘bpoH30BO-
ro Beka’ [mousarue mnosBigercs B 1960-x
roax B Cpeae MOATOB, MPOTUBOCTOSIINX
npucnocobaeHyeckor nosuuun. — f0. @.,
E. @.] otnmuyanack MOHATHON HECBOOOHOM
Y pa3HOU CTENMEHbIO TEHAECHIIMO3HOCTH, KO-
TOpO#i, BIIpoYEM, CMOIIIM U30exaTh Hanbo-
Jiee oJlapE€HHBIE MY3bIKAHTHI, TUIATUBIINE 32
3TO MOAYAC OYEHBb BHICOKYIO LIEHY» [8].
OOpaieHue K KIACCUYECKOW TuTape
B COBETCKOE BpeMsi OBLIO /alieko HE BCETaa
Oe3omacHbIM. IHCTpyMEHT B Halllel CTpaHe
B Havasie XX CTOJETHS BO MHOT'OM ITPUHU-
MaeT Ha cels YepThl PyCCKOM MEHTalbHO-
CTH, MPUCBAaNBasi pOJb HACJIECIHUKA UCKYC-
CTBA PYCCKHX CEMUCTPYHHHUKOB Beka XIX.
[IpucoenuHeHrne MCHNAHCKOM MIECTUCTPYH-
HOM TUTAapHhI K IJIEA]IE PYCCKUX HapOAHBIX
MHCTPYMEHTOB SIBJSIETCS caMO Mo cebe
OYEHb CTPAHHBIM HCTOPUYECKUM (HAKTOM.
OnHako 3TO OBLIO CIIACUTEIHHBIM B TO Bpe-
Msl IS JIeSITEled HMCKYCCTBa, HMMEIOIIHNX
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oTHOLIeHHEe K rutape. «CocyuiecTBoBaHUE
JIBYX BUJOB TUTAPBI MPEACTABISLIO COOOM
YHUKaJIbHYI0 OCOOEHHOCTh POCCUHCKOM
MY3bIKAJIBHOW KYJIBTYpPb», — YTBEpPXKIAECT
M. Umxanuuxkuii [4, c. 27]. OnHol U3 Hau-
Oomnee OIarofaTHBIX CTAHOBUTCS TEMa pycC-
CKOro (pOJBKIIOpa, Ha BCE Jaabl OOBITPHI-
BaBILIASICS B TO BPEMSI B IPOU3BENCHUSX JIsSI
TUTapBbl, YTO MPOSIBISLIOCH U B COZIEPKAHUU
MY3bIKH, U B MY3bIKaJIbHOM CJIOBApE.

b. AcadneB, craBmmii nepBeiM B XX
BEKE OTE€YECTBEHHBIM KOMIIO3UTOPOM, BHEC-
IIMM BKJaJ B CO3JaHUE pernepryapa Ui
HIECTUCTPYHHOU TUTAPhI, ObLT BIOXHOBIEH
konnepramu A. CeroBum®. CoszmaBas co-
YUHEHUS N7 TUTaphl, OH HE OBLI 3HAKOM
C KJIACCHYECKUMH 00pa3iamu i HHCTPY-
MEHTa U OMUpPAJCs Ha BECh CBOM Oorarbii
UCCJIEI0OBATEIbCKUI OIBIT U TBOPYECKYIO
¢antazuto. Ero Konumepr mns rurtapel u
KaMEpHOTO0 OPKECTpa, MPENIObl U POMaH-
ChI JUIsl TUTAPBI-COJIO, HanmMCaHHbie B 1939
rofy, CTaJlu JAHbIO MHMPOBOM M PYCCKOH
Tpaauuuu. Kommosutop coequHun mnpu-
MeThI (DONBKIOpa U MacCOBOM MECHU C €B-
poreicKuMu croco0amMu MpeodpazoBaHUS
Marepuaia, MpejloMIEHHBIMUA CKBO3b IpH-
3My COOCTBEHHOTO TOHUMAaHUSI TPUPOJIBI
WHCTpyMeHTa. M CTOpUYEecKH SBUBIIMICA
MEepPBBIM 00PA3LOM KaHpa B HAIlIEW CTpaHe,
KOHLIEpT AcadbeBa cTaj NEPBbIM KPYITHBIM
Y 3HAUUTEIBHBIM 110 COACPKAHUIO IIPOU3-
BEJICHUEM Il IIECTUCTPYHHOM TUTApPBI
KOMITO3UTOpA COBETCKOM 310X1. BHUMaHue
K ruTape Takou gurypsl, kak Acadnes, mo-
3BOJIMJIO BBIBECTH €€ U3 TOTO MOTY3a0BITOTO
COCTOSIHUS, B KOTOPOM OHa IpeObIBaia yxe
HECKOJIBKO JI€CSTUIIETHIA.

Co3manue My3bIKH U1 TUTaphI Ipodec-
CHOHAJIBLHBIMU KOMITO3UTOPAMH OBLIIO HEOO-
XOJIUMBIM IIarOM Ha MYTH (OPMUPOBAHUS
penepryapa. B 3Tom npouecce orpomMHyo
ponb ceirpan A. M. HMBanos-Kpamckoil.
H. A. UBanoBa-Kpamckas B cBoel KHHTE

00 OTIIe OMHUCHIBAET €r0 TBOpUYECKOE OOIIIe-
nue ¢ B. IllebamunsiM, H. PeumeHnckum,
B. 3onorapéseivm, . CriocoOuHbIM U 1py-
TUMU KOMIIO3UTOPAMH, KOTOpBIE NI0 3TO-
rO0 HUKOTJA paHEee HE MUCAIM MY3BIKU JJIS
KJIACCUUECKOM TUTaphbl U HE BIaJACIIU UCKYC-
CTBOM HCMOJHEHUS Ha HEeWl. My3bIKaHT Op-
TraHU30BaJl PETYIIpHOE U3TaHNEe COOPHUKOB
My3bIkH 17151 TuTapsl ¢ 1950 no 1982 rona,
KoTopble conepkar counHenus B. IlleGa-
nvHa, A. Mocomnosa, JI. bupnosa, 1. Cno-
cobuna, B. 3onorapépa, I. Kamangunona,
I1. Jlongonosa, H. Peumenckoro, D. 3axa-
poma, FO. O6nenoBa, A. Tomunna, E. Cna-
BuHCKOTrO, U. bonaeipeBa, b. bynnuukoro u
MHOTHX JIPYTHUX.

[Tpoussenenust nns rutapsl B. IlleGa-
nuHa (CoHaTMHA M HECKOJIBKO MUHHATIOP)
nosiBisiroTest B 1950-1960-x rogax. O6pa-
IIEHWE K KIJIACCHUUYECKOW THUTape SBUIOCH
HOBBIM CJIOBOM B TBOPUECTBE KOMIIO3UTOPA.
Jlist ero My3bIKM XapakTepHbI (GuiIocod-
CKO€ CoJiep)KaHHe, CACPKaHHOCTh, IITyOrHA
Bbicka3biBaHus (ConatmHa, «Pazmymber,
[Ipemtonus a moll). ConatHa BOIUIOIIAET
SICHO€ U CBETJIIOE€ BOCIPHUATHE MHpPa KOM-
MO3UTOPOM, TOP>KECTBO TAPMOHUU >KU3HH,
KOTOpPBIE IIApST B MO3HEM €r0 TBOPUECTBE.
Mys3bikalibHbIN 361K counHeHui 1lleGanu-
Ha JIJI TUTapbl COOTBETCTBYET TEHICHIIUSAM
COBETCKOTO HCKYCCTBa. OJTO MPOSIBISAETCS
B HICTIOJIb30BAHUU CPEJICTB PYCCKOTO (hOJIbK-
nopa. Ileecer «Paznymbe» u «llnscoBasy
MPENICTABISIOT COOOM MPUMEPHI BOILIOIIE-
HUS CTWIMCTHUKA HApOAHOM TMECHU — CO-
OTBETCTBEHHO JIMPUYECKONW MPOTHKHON U
misicoBoii. «KomapiOenpHassy u «MaleHb-
KUl BajbC» OJM3KU PYCCKOM akajaeMuye-
ckoii my3bike XIX Beka. [Ipemtonus C dur,
AKCILTyaTUpYIOIas 4YepThl Mapiiia, CTaHO-
BUTCS 0Opa3LoM BO3ACHCTBUS COBETCKOM
WJICOJIOTHH, BOIUIONIAs YEPThl MaCCOBOM
necHu. BMecTte ¢ TeM KOMIIO3UTOp CO3-
na€T XapaKTepHYI0 THTApHYI0 (akTypy —
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MMEHHO CBOMCTBAa TUTaphl (aKyCTUYECKHE,
OCOOEHHOCTH CTPOs1) SIBIAIOTCA (HaKTOPOM,
OTPENIETISIONINM  BBIOOP BBIPA3UTEIIBHBIX
CPEJICTB B €ro «ap(hoBbIX» MPETIONUIX.

Heobxonumocts u3yueHust Qoiabpkiopa
MpUBEJIa MHOTHX KOMIIO3UTOPOB K HAYYHOU
NESTENbHOCTU B ATOM OOJIACTH, CO3/IaHUIO
MY3BIKH JUIsI OPKECTpa HAPOAHBIX UHCTPY-
MEHTOB, y4eOHbIX ocoouii. imenno B 20-¢
rofibl OBLJIO TIOJIOKEHO Hayanao MpOIEecCy
U3Y4YEHUs HALMOHAIBHBIX MY3bIKAJIBHBIX
cuctem HapoaoB CCCP [5, c. 9]. Ha stom
¢dboHEe MPOUCXOIUT U aKaJeMHU3alus Hapo/-
HbIX HUHCTpYMEHTOB. Bunmanue H. Peumen-
CKOTO K TUTape BbIPa3uioCh B CO3/1aHUHU He-
CKOJIbKMX MHMHHATIOP, MOCBSIIEHHBIX TEME
BOCIIEBAHUSI MOJIOAOM COBETCKOW CTpPaHBbI.
Menonuu ero MpoW3BEICHUM IJIsI THUTaphl
(Otron, Pomanc, KompiOenbHas) uMEOT
4YepThl HApOJHOM, MPOJETapCKOW MECHHU,
KHMHOMY3BIKH TOTO BPEMEHHU.

OmHUM U3 KOMIIO3UTOPOB, HAMOOJIEE MO-
CTpaJaBLIUM OT pexuma, cTan AJeKcaHJIp
MoconoB. My3blka, HalMCaHHAsE UM IOCIIE
BO3BpAICHUS] U3 CCBUIKH, IEMOHCTPHUPYET
MPU3HAKY UHOTO CTUJIA, JTUIIEHHOTO MTOTEH-
MU K U300peTeHunI0, dKCIpeccuu. Pe3kas
JTUCCOHAHTHOCTb, MOJIWJIAJ0BOCTh, MOJU-
PUTMUSL, SKCTIEPUMEHTHI B 001aCTH UHCTPY-
MEHTOBKHU U JPyTHE YepPThbl, BO3HUKAIOIINE
B pe3yJbTare CTPEMIIEHHUS K HOBAaTOPCTBY,
HaBCerjga IOKHUIAIT €ro MY3bIKaJbHbII
s13bIK. OTion 1u1s tutapsl (1953) Mocosnosa,
Boulenmnidi B penepryap MBanosa-Kpawm-
CKOTO, JIEMOHCTPHUPYET 4epThl «OOHOBJIEH-
HOTO» CTWIA Kommo3utopa. OH omupaert-
Cs Ha TPAJAMLMOHHBIE CPEJCTBA, CO3/1aBast
JMPUKO-IPaMaTHYECKYIO KOMIIO3ULIHIO,
B COZIEp’KaHUU KOTOPOM CMBIKAIOTCS IMYHOE
U oOlIeHaMoHaIbHOE. BO3MOXKHO, CMbICH
COUYMHEHHSI COOTHOCHUTCS C OTIOJIOCKAMH
OTTPEMEBIIIEN BOMHBI, HE OCTABUBILIEN PaB-
HOJIYIIHBIM HHKOTO. MeNoauss HIKHETOo
rojoca COAEPKHUT 4YepTbl MaccoBOM (BO-

€HHOM) MEeCHHU, OTHOBPEMEHHO B HEH IpH-
CYTCTBYIOT aJUlt03uM Ha HaneB Dies [rae;
OHA BOKaJIbHA M AMATOHUYHA, B TAPMOHHHU
YyBCTBYETCS OIIOpa Ha HATypPaJIbHBIE JIA]IbI.
OO6pa3 nepexoauT U3 JUPUYECKOU chepsl,
B MY3bIKE IOBBIIIAETCA IPaTyC TPEBOXK-
HOCTH. HameBHOCTh M apnemKupoBaHHAS
(dakTypa mepBOro 3MU30/1a CMEHSIIOTCS aK-
KopamMu Ha (poHe «Habara» — OpPraHHOro
MIyHKTA, JUIsl KOTOPOT'O KOMITIO3UTOP UCIIOJIb-
3yeT OTKpbITbIe 0ACOBbIE CTPYHBI a U d.

Komnosunust MoconoBa HeOoJbILas,
HO YpE3BbIYAlHO HACBILEHHAs IO CBOE-
My cozaepxkanuto. Kommnosurop, koropomy
NPULUIOCH OTKa3aTbCcsl OT COOCTBEHHBIX
yOeXIeH!H, TOMCKOB, SKCIIEPUMEHTHUPOBA-
HUs B 00JIaCTM FapMOHUU U Jajia, CO3MaET
ITyOOKO€, HallOJIHEHHOE FepOMKO-/IpaMaTH-
YECKUM COJEpPKAaHUEM IPOU3BEIACHUE IS
TUTapbl, UCMONb3Yysl €€ TapMOHMYECKHE U
MEJIOIMYECKUE BO3MOKHOCTH, OCOOEHHO-
CTH CTpOs, CBOMCTBA PETUCTPOB KaK OCO-
Oyro kpacky. Onupasich Ha TMATOHUYECKUE
CPEICTBA, OH IIPUMEHSET BBIPA3UTEIBHOCTD
MHCTPYMEHTA: BO3MOXHOCTb CO3JAaHMs Te-
Ky4yell MY3BIKUIBHOW TKaHHU, B KOTOPOH
HaME4Y€Ha JIMHUS OCHOBHOW MEJIOAUH, Tpe-
BOJKHOE OCTMHATO Ha OTKPBITBIX CTpyHax,
XOpaJIbHOCTh, KBUHTBl B KYyJIbMHUHAIUH,
npu3BaHHbIE HM300pa3UTh  KOJIOKOJBHBIN
3BOH. B cpenneil yactu rurapa 3By4MT Iyi-
KO, KOMIIO3UTOP HCIOJB3yET BCE CTPYHBI
MHCTPYMEHTA JJIsl JOCTHKEHUS JipamaTuye-
CKOW KyJIbBMHUHALIHH.

Bynyun TanaHTIUMBBIM MY3BIKOBEAOM,
BOCIIUTABIIMM OTPOMHYIO IUIESIIy Y4Y€HU-
KOB, IOCBSTHMBIIMM TpUAUATh JIET Hayd-
HO-TIEIATOTHYECKOU  IESITENIIBHOCTH, CO3-
JaBUIMM OCHOBHbBIE YUYEOHUKU IO 3TUM
mucuuiuirHaM,  Mrope  Braaumuposud
CriocoOMH  HACTOWYMBO  HHTEPECOBAJI-
cs xommosuierd. OOpaTUBIINCH K THUTa-
pe, OH JAEMOHCTPUPYET CKJIOHHOCTb K HC-
MIOJIb30BAHUIO KPACOYHBIX BO3MOXKHOCTEU
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UHCTpyMeHTA. OCHOBHBIM BBIPa3UTEIbLHBIM
CpPEACTBOM B €10 MeHyaTe CTaHOBUTCS Tap-
MOHHA. B pamMkax mpocTtoil TpE€X4acTHOM
(hopMBI TIOCIIE APKCIIOHUPOBAHUS OCHOBHOM
TOHAJILHOCTU e moll, ynoOHON Ijisi TuTa-
pbl, KOMIIO3UTOP MOIYJIUPYET IOHAYaIy
B mapayienbHelii G dur, a 3aTeM — B TO-
HaJIBHOCTH BTOPOU U TPETHEU CTEIIEHU POJI-
CTBa, 3a0upaercs B ewwé Oosee ynanéHHbIe
TOHAJIbHBIE MTPOCTPAHCTBA, UCIIOIB3YS MIpe-
pBaHHBIE 0OOPOTHI, PHTAPMOHU3M H JIPYTUE
CpEeACTBAa TapMOHUU. JINHEAPHOCTH WUIPaET
B MeHy3Te MUHUMAaJIbHYIO POJIb, MEJIOIU-
YECKHUE JIMHUM TMPOXOAST B Pa3HBIX TOJIO-
Cax WM UCIOJb3YIOTCA MPAKTHUYECKH TOJIBKO
JUIIb JJIsl CBSI3M aKKOPAOB M HEUTpaiu3a-
M1 BO3HUKAIOMMX nepedueHuit. Cozmacres
BIICUATJICHUE, YTO ATa IIbeCa HOCUT B 1ICJIOM
AKCIIEPUMEHTATOPCKUM XapaKTep U SIBJISET-
Cs1 OTIBITHBIM 00pa3IioM 0OpaIeHHs] KOMITO-
3UTOpAa K HOBOMY JUISl HETO MHCTPYMEHTY,
MPECTABISAIONIEMY HEU3YUEHHOE TTOJIE.

ITogBoas utoru MpoBeAEHHOMY HCCIIE-
JIOBAHMUIO, OTMETHUM, YTO CTHIMCTHUYCCKUEC
0COOCHHOCTH TIPOM3BEIICHUM /JII TUTApHI,
HanmucaHHbIX B 1930-1960-e¢ rompl mpo-
IIUIOTO BeKa, ObUIM OMpeleieHbl HeoOXo-
JTUMOCTBIO  YJIOBJIETBOPEHUSI  OOOIOIHBIX
UHTEPECOB — PYKOBOJICTBA CTPAHBI U CAMMX
KOMIIO3UTOPOB. B 3TONM My3BIKE IOCTHI-
HYTBl LEIM U 33/]a4d TOCYIApCTBa 3MOXHU
CTAJIMHCKOTO TIepuoja, MOCTABJICHHBIC TIe-
pea TBOpLaMU — BOCHUTATEIbHBIE, ITPOIIa-
TaHJUCTCKHUE, YTO BBIPA3WIOCHh B OJIM30CTH
K (hOJTBKIIOPY, BOILJIOIICHUH YEPT IIpoJieTap-
CKOM, BOGHHOM IIE€CHHU.

Ha nepBbiil B30I 3TH NPOU3BEACHUSA
JUIICHBl TUIIUYHOTO  KOH()OPMHUCTCKOTO
«HepBa U ckpbiToro apamaruzmay (Llape-
rpajickasi), KOTOPBI MOXHO YCMOTPETh
pa3Be 4To B Ibece s TuTapbl MocosoBa.
B counHeHusIX KpymHOU (OpPMBI CO3AHBI
Mo3UTUBHBIE KapTuHbl. Tak, B KoHuepre
AcadneBa, 1eMOHCTpUPYIOIIEM NyTh CTpa-

Hbl OT COBPEMEHHOCTH K JPEBHOCTH, «CO-
BETCKUN JTUK» 0003HAUCH B MEPBOM YACTH.
Conaruna IllebanunHa conepX UT 3nuye-
CKYI0 TPakTOBKy oOpa3za Pycu, mpubnmxka-
IONIyIoCcsT K Oosiee TO3THUM KOHIETIIHSIM
(Conara ansa rurapsl B. Kuktsl). B TBOp-
YeCTBE KaXJ0ro U3 KOMIIO3UTOPOB HaMeya-
€TCSl HEOJTHOKpaTHOE OOpalleHe K ruTape,
B pe3yJIbTaTe 4ero MOsBISETCS KaK Meaaro-
TMYECKUH perepTyap, Tak U IPOU3BEACHMUS,
aJIpeCOBaHHbIE B3POCIIBIM HCIOTHUTEIISM.
DKCIepUMEHTHI B 00JIaCTH 3BYKOM300pa3u-
TEJIBbHOCTH OTPAHMYMBAIOTCS B 3TO BPEMS
npUMepaMHu Bocco3laHusd 3(dekra Koio-
KOJILHOTO 3BOHA, MOJApa)KaHUsl 3BYyYaHUIO
APYTUX UHCTPYMEHTOB (Tyciu, Oanamnaiika).

HecoMHeHHO, BaKHBIM (AaKTOPOM IpHU
BO3HUKHOBEHUU MPOU3BEACHUN I TH-
Tapbl SIBISETCS IUIOJOTBOPHBIA HHTEPEC
KOMIIO3UTOPOB K HOBOMY HWHCTPYMEHTY.
[Toucku B cnenuduueckoit obnactu o3Ha-
MEHOBAJUCh BOSHUKHOBEHHEM Marepuaia,
CBA3aHHOI'O C MMMAaHEHTHBIMH CBOMCTBa-
MU HWHCTPYMEHTa U TIpeIHa3HAaYeHHOTO
UCKJIFOUNUTENBHO eMy. KoMno3uTops! nuryT
CpEICTBa aJanTalliid CBOETO COOCTBEHHO-
ro CTHIISI K 0cOOeHHOCTsIM rutapbl. Hecmo-
TPs Ha TO, YTO OCBOCHHE HA COOCTBEHHOM
omnbITe cieU(UKU HHCTPYMEHTA 3a4aCTyIO
ABJISIETCA «KaMHEM TIPETKHOBEHHS» [7,
c. 151], ans MHOTHX 3TOT MPOIECC OKa-
3aJICsl TBOPYECKUM IKCIIEPUMEHTOM, yaay-
Hble 00pa3lbl KOTOPOro MpPEeACTaBISAIOT
BBICOKYIO  XYJOKECTBEHHYIO I[€HHOCTb.
T. B. Ilaperpanckas BbICKa3bIBaeT cIrpa-
BEJIJIUBYIO MbICIb: «B cBOMX nyumux TBO-
PEHHSIX COBETCKas MY3bIKa yMYIpsiach
CoueTaTh HOBAIlMU 3alaJHOW TEXHHUKH
U DK3UCTEHLUHAIbHO OPUEHTHUPOBAHHYIO
MeHTanbHOCTh» [8]. b. Acadres, B. Ille-
6anuH, A. Mocoinos, H. Peumenckuii Tpak-
TYIOT TUTApy KaK YHUBEpCAJbHbIN akaje-
MHYECKUH HWHCTPYMEHT, OOJIaJaromIui
cOOCTBEHHOHN crneuuuKkon, Tpedyromen
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peanu3aiuu B COOTBETCTBYIOIIEM MaTepHU-
ane. x oOpamieHue k rutape npooyauso
HWHTEPEC K HEW KOMITIO3UTOPOB CIEAYIOLIUX
nokonenuit — C. I'ybanigynuuoi, 3. [le-
HucoBa, B. I{pitoBuua, A. BoaKOHCKOrO,
B. Kuxrtsl, 1. Pexuna, K. Boakosa, E. I1oza-
raiiiia, M. Laiirepa, E. ®upcosoit, FO. Kac-
naposa, E. [IosiHoBOM 1 MHOTHUX APYTHUX.
brnaronapst mosiBIEHUIO TUTAPHBIX COUMHE-
HUN pycCcKuX MpodeccuoHaIbHbIX KOMIIO-
3UTOPOB MPOUCXOAUT CIUSIHUE HALIUOHAIb-
HOI CaMOOBITHOCTH C YK€ BbIpaOOTaHHBIM

Ha 3amaje MacTepCTBOM, KOTOPOE B CBOIO
ouepenb U MPUBOJIUT K PACIBETY POCCHIA-
CKOTO THTapHOTO HCKYCCTBA.

Asmopul 61a200apHbl UCNOTHUMENIM HA
Kaaccuweckou eumape Poswarny Mameoxy-
nuegy, Ace Cemomunou, [[mumpuio Bopo-
oaesy, Pomany 3opvruny, Apkaouro Pe3nu-
Ky 3a NOMOWb 6 081A0CHUU MAMEPUATOM.
Iybokyro brazodapHocms npuHOCUM YdU-
menio U HACMABHUKY, OOKMOPY UCKYCCMEO-
sedenusi, npogheccopy Tamwvsine Brnaoumu-
posHe Llapecpadckoii 3a 800XHO8eHUe.

<S> TIPUMEYAHUA <>

' JlanHow npo6neme nocesiensl Tpyabl JI. O. Akonsina [11], E. C. Biacosoii [1], M. Paky [6].
2 Anapec CeroBusi Bax /bl TOOBIBAJ B HallleH cTpaHe (MEPBBIi ero mpuess coctosuics B 1926
roJy, BTOPOI — JIECSTh JIET CIYCTS), YTO TOBOPHUT O MOJIOKUTEIBHOM BOCHPUSATHH €r0 TBOPUYECKON

ACATCIIbBHOCTHU PYKOBOJACTBOM.
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IlepdopmaruBHOCTh U TIepdopMaTUBHBIE (POPMBI CTATM HEOTHEMJIEMBIMU COCTABIISIOLIMMHU
COBPEMEHHOIO MY3bIKJIbHOTO MCKYCCTBAa M CIOCOOCTBOBAIM OOHOBJIEHHIO €0 aKaJeMHUYECKHX
’KAHPOB: B MY3bIKQJILHOM T€aTpe MO BO3/IEHCTBHEM MephOPMATUBHBIX (POPM POXKIAIOTCS TaKHe
Pa3HOBUIHOCTH OIIEPHOIO CIEKTAKIIA, KaK IIOCT-OIlepa, JOKYMEHTAIBHBIA MY3bIKAJIBHBIA TEATp;
B MHCTPYMEHTAJIbHOU MY3BIKE Ha IIPOTSIKCHUU HECKOJIBKUX NECATWICTHH HE yTHXaeT UHTEPEC
K MHCTPYMEHTAJIbHOMY TeaTpy. B coBpeMeHHOH My3bIKalbHOM KynbType nephopMaTUBHbIC
¢dopmbl cTanu miaThopMoi, oObeIUHAIONIEH aKaJeMUYeCKYI0 U HEaKaJIeMHUYECKYI0 TPaJulIMY,
YTO SIPKO JJIEMOHCTPUPYET Mpa3JHUYHAs KYJIbTypa, I/ie CHHTeTHUecKue nepdopmaruBHbie (HOpMBI,
BOMpass yepThl MCTOPUYECKUX NPA3JHECTB U PUTYAIOB, NMPOAYLUHUPYIOT HOBble uaeu. OnHakKo
B I'YMaHMTapHOIl HayKe IpU OCMBICICHHM MOHATUH «meppopMaHcy U «mephOopMaTUBHOCTH»
co3aaéres JUCKYCCHOHHOE ToJie. B oTeuecTBEHHOM MY3bIKO3HAHUU POOIeMa X U3y4EHUS U BOBCE
HE MOJIy4MJiIa JO0JDKHOIO OcBelleHUs. Bonpocsl, CBI3aHHbIE C Pa3BUTHEM JaHHOM MpoOiieMaTuKy,
B HACTOAILEE BPEMsS OCTAIOTCA OTKPBITBIMH M IIPEIOCTABIAIOT IIUPOKUE BO3MOXXHOCTHU IS
HCCIIE0BAHMS.

Cratrbs nocBsIeHa NpodiieMe OCMBICIICHUS TOHATUH «11ephOPMATUBHOCTEY U «IIEPHOPMAHCH.
B pabote npeanpuHsTa MOMBITKA MPOCIEIUTh OCOOCHHOCTH WX CTAHOBJICHMS B COBPEMEHHOM
poccuiickoil M 3apy0eXHOW HayKe, pacCMOTPETh CIIOXKHUBLIMECS B CMEXHBIX 00JIacTIX
TYMaHUTApPHOTO 3HAHMSA MOJXO/bl K U3YUEHHUIO neppopManca U nepHopMaTuBHOCTH, ONPEIEIUTh
npoOaeMbl HCKYCCTBOBEAUECKOIO JHCKYpca M HAMETUTh aKTyaJlbHble JUISI MY3bIKO3HAHUS
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POJIM 3pUTENs KaK HEMOCPEICTBEHHOTO YYaCTHUKA MPOUCXOAIINX coObITUi. Takas Touka 3peHus
MI03BOJISIET HE TOJILKO OOBEAMHUTH CTOJIb pa3Hble C(Eepbl, KaK aKaJeMUYECKUE MY3bIKaJIbHbIE )KaHPbI
U apT-IPaKTHUKH, HO U paccMOTpeTh nephopMaTHUBHBIC (HOPMBI UX MPEACTABICHUS KaK €IUHbIN
(eHOMEeH My3bIKaJIbHOM KYJIBTYpbI ociieaneit Tpet XX — Hayana XXI Beka.
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The Particularities of Comprehending the Concepts
of “Performativity” and “Performance”
in Contemporary Music Scholarship in Russia and Other Countries™

Performativity and performative forms have become an intrinsic part of almost all academic
genres, and have contributed to their renewal: in musical theater, under the influence of performative
forms, such varieties of opera performance as post-opera and documentary musical theater have
appeared; in instrumental music the interest in instrumental theater has not subsided for several
decades. In the present-day musical culture, performative forms have become a type of platform
for uniting together the academic, classical and the non-academic, popular traditions, which
has been vividly demonstrated by the festive culture, in which synthetic performative forms,
absorbing the features of historical-ritual and secular festivals, have produced many new ideas.
However, in humanitarian scholarship, when comprehending the concepts of “performance art”
and “performativity”, a field of debate has been thereby created. In Russian musicology, the issue
of studying performativity and the performative forms of contemporary art has not received any
proper elucidation. The questions related to the development of this issue currently remain open
and provide ample opportunities for research.

The article is devoted to the issue of comprehending the concepts of “performativity” and
“performance”. An attempt is made in this work to trace the peculiarities of their formation in
modern scholarship in Russia and in other countries, to consider the approaches to the study of
performance art and performativity as they have been developed in related fields of humanitarian
knowledge, to identify the questions of discourse in art criticism, and to outline the prospects of
further research relevant for musicology. The authors propose and substantiate the interpretation of
performance art as a form of presentation which combines theater and ritual and assume a special
interpretation of the role of the audience member as a direct participant in the events taking place.

" The research was funded by Russian Foundation for Basic Research (RFBR), project number
20-012-00366-A “Performativity of music as a phenomenon of contemporary culture.”
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This point of view makes it possible not only to unite such different spheres as the academic,
classical musical genres and art practices, but also to consider the performative forms of their
presentation as a unified phenomenon of musical culture in the last third of the 20th century the

beginning of the 21st century.

Keywords: the concepts of “performance” and “performativity”, theater and ritual, discourse in

art criticism.
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a MpoTsKeHUU Oosee 4eM Moiy-
BEKOBOI HCTOPHM CYIIECTBOBAaHUS
MCKyCCTBa neppopMaHca CIOKHUICS
Kpyr HccliefoBaTenel, pa3padarbIBarouX
pa3iMyHbIe acHeKThl MpoOieMbl (YHKINO-
HUpoBaHus neppopmanca u neppopma-
TUBHOCTH, TaKHe€ KakK OMpeIesIEHUEe CBOCO-
Opasus neppopmaHca M €ro BOIUIOLICHHE
B pa3HBIX BHJAaX HCKYCCTBA M KYJBType
B IIEJIOM, XapaKTEPUCTHKA PA3HOBHIHOCTEH
nepdopmMaHca, OHUMaHue nephopMaTHB-
HOCTH B (punmocopuu KyabTypbl U HCKYC-
cTtBo3HaHuu. Cpenu uccienoBareseil Hau-
6onee uzBectHnl Jx. Octun, JIx. batnep,
P. lllexnep, B. Tépuep, P. Tonadepr (CILLIA),
3. @uep-Jluxre, X.T. Jleman (I'epmanus),
B. berukoB 1 H. ManbkoBckasi, A. ObyxoBa,
B. ITerpos, M. Karynsiu (Poccus).
[TapagokcanbHBIM 00Pa30M CIOKHUIOCH
TaK, YTO TOHATHE «IEPPOPMATHBHOCTHY
W3Ha4YaJbHO ObUIO pa3paboraHo B ¢uo-
copuu s3pIKa — 0ONACTH, HANPSAMYIO HE
CBA3aHHOM co c¢epoit ObITOBaHUS TEP-
¢dopMaHca, HO OOBSCHSIOUICH MPOLECCHI
MBIIIJICHUS. ABTOpPOM TepMUHa cTai J[oH
Octun. CornacHo emy, «mneppopMaTuB-
HOCTB» IIPOUCXOAMT OT IJIarona to perform
(aHDI. «IpEeACTaBIATH», HUCIOIHATH») U
«YKa3bIBa€T HA TO, YTO MPOU3HECEHHUE BHI-
CKa3blBaHUS O3HAYaeT COBEPIICHUE JEM-
ctBus» [4, c. 19].
MOoHO CKa3aTh, 4TO YYEHBIN COBEPILIIII
PEBOJIIOLMOHHOE OTKPBITHE, KOTOPOE CTa-

JIO OTIPABHOM TOYKOM JUIsi T'yMAaHUTApPHBIX
HayK, B TOM YHCJIE€ JJI1 UCKYCCTBO3HAHMSI,
JI0Ka3aB MJEI0 O TOM, YTO SI3BIKOBBIC BBI-
CKa3bIBaHUS CIIOCOOHBI HE TOJBKO KOHCTA-
TUPOBATh (PAKThl U OOBACHATH MOJOKEHHUE
Belle, HO W 001aJaloT BO3MOXHOCTBIO
COBEPILUECHUS KOHKPETHBIX AcHUCTBHU. Ta-
KHE S3BIKOBbIE BBICKa3bIBaHUS OH Ha3Ball
nepopMaTUBHBIMU (B IPOTHBOBEC IpH-
BBIYHBIM KOHCTAaTUPYIOIIUM BBIPAXKECHUSIM,
KOTOpbIE MOXKHO KJIACCHU(PUIMPOBATH 10
IIPU3HAKY «BEPHO» WU «HEBEPHO).

Cormacio Octuny, nephopMaTUBHBIE
BBICKA3bIBaHUSI OJHOBPEMEHHO HaJIEJICHBI
CIOCOOHOCTBIO YTO-TMO00 €OO00IaTh ¢ IO-
MOILBI0 PE€YM U BMECTE C TEM COBEPILIATH
neiicTBue, 0 KoTopoM coobiaercs. bonee
TOTO, OHU 00JIaJ]al0T BO3MOXKHOCTBIO (op-
MHUPOBATh COLUAJIBLHYIO IEHCTBUTEIBHOCTD,
KOTOPYI0 OHU *€ U O00BACHAIT. OJHAKO
MpPUMEHEHHE TaKHX peYeBbIX O0OOPOTOB,
JUIL TOrO 4TOOBI OHU MOJpPa3yMeBaIUd CO-
BEpILIECHHE AEUCTBUS, JOHKHO IPOUCXOAUTh
B ONpENENEHHOM KOHTEKCTEe, MOApasy-
MeBalolleM  COONIIOACHHE  MHCTUTYLHO-
HAJIBHBIX W COLMAJBHBIX YCJIOBUH. Benp
neppopMaTUBHbIE BBICKa3bIBaHUSI HE CY-
IIECTBYIOT caMH 1O cede, a Bcerna aapeco-
BaHbl HEKOEMY COLIMAJIBHOMY COOOIIECTRY,
B paMKax KOTOPOIO M COIVIaCHO HOpPMaMm
00I1€CTBEHHOIO MOBEJEHUS KOTOPOIO MPo-
HCXOJUT CBOETO PO/a MHCIIECHUPOBKA COLU-
aJbHOIO aKTa.
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Hecmotpst Ha 1O, yT0o OCTHH B KOHIIE
1950-x mpumenun omnpexaenenue «mepdop-
MAaTHUBHBIE» HCKIIOYUTEIBHO K PEYEBBIM
JEUCTBUSM, JIaHHBIA TEPMHUH OKa3ajcs
KU3HECTIOCOOHBIM U B OTHOIIEHUU HHBIX
JEMCTBUM, U CO BPEMEHEM OH IEpelEn U3
oOnactu peun B cepy sI3bIKa KyJIbTYPhI U
si3pIKa MCKyccTB. Hawano ans gopmuposa-
HUS HOBOM Teopuu nep(popmMaTUBHOCTH T0-
JIO’KUJIO UCCIIEA0BAaHUE AHIIIMICKOTO TEOpE-
Tuka KynsTypbl JDxkynut batnep [10]. s
MOHUMAaHUs MepHOPMATUBHOCTH B HCKYC-
CTBE OKa3ajach BaKHa €€ HJIesl O TOM, UTO
TeHJIepHasi HIEHTUIHOCTh BhIpaOaThIBaETCS
IIOCPEACTBOM COBEPILEHUS OIPEACIEHHBIX
nyOIUYHBIX JEHCTBHM B coluyme. BaxkHo,
YTO MCCIIE0BATENb MPEIIOKUIA HOBBIN
MyTh, CBSI3aHHBIA C NMPUMEHCHUEM TEPMH-
Ha «1epPOpMATUBHOCTH» MO OTHOILIECHUIO
K ¢usznueckum (cinoBamu batnep — Tenec-
HBbIM) AeicTBUSIM. «MBbI HE IPOCTO 00MaIa-
€M TEJIOM, HO B ONIPEIAECIIEHHOM CMBICIIE MBI
co3maéM ero», — nuumer barnep. JlencTBus,
KOTOPBIE MbI COBEPIIAEM CO CBOMM TEJIOM,
BKJIIOYAs BOCIPOM3BEICHUE IBH)KCHUU H
XKEeCTOB, (OPMUPYIOT HAIy STHUYECKYIO,
KYJIBTYPHYIO, COLIMAJbHYI) HJIECHTUYHOCTH
[10, p. 273].

JJ1st KICKyCCTBO3HAHMSI OCOOBIM UHTEPEC
npencTaBisieT To, uto u OcTuH B (Quiioco-
¢uu s3pika, U batnep B ¢punocodpun Kyib-
Typbl MHTEPIPETUPYIOT MephopMaTHUBHBIC
JENCTBUS KaK MyOJIMYHbIE CTICKTAKIIH, TIPO-
HCXOSIINE B PAMKaX ONPEACIEHHON COLIH-
aJbHOM TPyNIbl U HAJACIEHHBIE K TOMY XK€
yepTamu puTyasa.

HoBblil TOBOPOT B pa3BUTHH UAEU IIEP-
(GhOopMaTUBHBIX JACHCTBUM MPOU3ONIEN B He-
MELIKOM LIKOJIE, IPEACTABICHHON UCCIEN0-
BaHUsIMU Bonbdranra Jlunma [15], Dpuku
@uiep-Jluxre [7], pa3BUBIIKUX KOHIEHIIUIO
«1ep(HOpPMaTUBHOTO TOBOPOTA». ABTOPHI
OTMEYAIOT, YTO B COBPEMEHHOW KYJIBTYpE
HAOJI0IaeTCsl MPOLIECC CTUPAHUS TPAHMIL

KaK MEX]y pa3lUYHbIMU BHJIAMH HUCKYC-
CTBa, TaK U MEXKJy UCKYCCTBOM W IOBCEJ-
HEBHOM JEeHUCTBUTEIBLHOCTHIO. BO Bcex
cdepax KyJabTypsl (HE TOIBKO B UCKYCCTBE)
TOSABJISIOTCS. OPTaHU30BaHHBIE OCOOBIM
00pa3oM CHEKTaKIN-COOBITHS, HEMOCpe/I-
CTBEHHBIMH YYaCTHHUKAMHU KOTOPBIX CTaHO-
BATCS 3putenu’. [1oaToMy aBTOpBI TEOpHUU
«1epPOpMaTUBHOTO TOBOPOTa» MPEIJIO-
KWW TIPUMEHSTD IMOHATHS «Tep(opMaTHB-
HOCTB» M «TeppopMaHC» HE TOIBKO IS
OTHMCAHUS XYI0)KECTBEHHBIX, HO U HEXYJIO-
KECTBEHHBIX ()EHOMEHOB, TaKUX KaK HEXY-
JI0’)KECTBEHHBIE CIIEKTAKIN WUIIU MPOLECCHI,
CBSI3aHHBIE C TeaTpan3allveid U dCTeTHu3a-
el MOBCEIHEBHON KU3HU.

To ecTb B rymMaHUTapHOM HayKe CIIO-
JKUJIACh YCTOWYMBAsI TOUKA 3PEHUS O TOM,
910 TepHOPMATUBHOCTH SIBISETCS OCO-
ObIM CBOICTBOM COBPEMEHHOW KYJIBTYPBI
M UCKYCCTBa M, OyJly4H aJgpecoBaHa OIpe-
NeNEHHOMY COLIMAJIBHOMY  COOOIIECTRY,
NPEJICTABISET COOO0M WHCIEHUPOBKY COIIH-
aJIbHOTO aKTa, CIOCOOCTBYET OObEINHEHUIO
cooOmiecTBa, 00J1agaeT BO3MOKHOCTBIO 13-
MEHSATHh MUP U (POPMHPOBATH HICHTHYHOCTh
naauBuayyma. llom BosxpeiicTBueM mnep-
(hOpMATUBHOCTH TPAHUIBI MEXKIY XyIOXKe-
CTBEHHBIMH M HEXYIOKECTBEHHBIMU (op-
MaMH KYJIbTYPbl OKa3bIBAIOTCSI CTEPTHIMHU.

Urto kacaetcs TepMuHa «mephopMaHCy,
TO OH BO3HHUK B XyJO’)KECTBEHHBIX IPAKTH-
Kax aBaHrapja MpeArnoa0oKUTEbHO B Haua-
age 1950-x rogoB, Korja 3HAMEHUTBHIA KOM-
no3uTop-s3kcnepuMenTanuct Jxon Keimxk
Ha aduIIax cTaJ UMEHOBATH TaKUM OOpa-
30M cBOoM KOHIEPTHL. C koHma 1950-x mo-
SIBJISITIOCH 1 MCYE3aJ10 OOJIBIIIOE KOJTHYSCTBO
TEPMUHOB, C IIOMOIIbIO KOTOPBIX MY3bIKaH-
ThI, XyIOKHHUKH, PEKUCCEPHI 0003HAUAIN
HOBAaTOpCKHE MOUCKU. Camble H3BECTHBIC
W3 HUX — XEIIICHUHT, akius, coositue. Op-
HaKO BBEJEHHOE B XyJI0XKECTBEHHYIO TTpaK-
TUKY AJanoM Kamnpoy ci10BO «XENIEeHUHT
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BCKOpE BBIIIIO M3 00HMXOJa TaK *kKe, Kak
aKkIusg W COOBITHE, KOTOpPHIE OCTAaJUCh
B KaueCTBE MCTOPUYECKHX OOO03HAYCHHIA
aBaHTAPHBIX MPAKTUK U OKA3aJIUCh HEXKHU3-
HecnocoOHbIMU. Jlanee, B koHIe 1960-x,
TEPMHH «TIepPopMaHC» CTand aKTHBHO HC-
MOJIb30BaTh TeaTpajbHBIA pEXUCCEP U
OJTMH U3 TIEPBBIX TEOPETHKOB Tepdopman-
ca Puuapn llexuep st 0003HaYEHUsT CBO-
UX HOBAaTOPCKHX MOCTAHOBOK B Performing
Garage. OkoHYATEIbHOE 3aKPEIJICHUE TEP-
MUHA B JIEKCUKOHE PO eCCHOHAIBHOIO CO-
obmectBa mpousonuio B 1979 roxy, xoraa
W3BECTHBIM MCKYCCTBOBEI U KypaTop BbI-
CTaBOK COBPEMEHHOTO HCcKyccTBa Poy3 Jln
Tonabepr onyOnuKkoBaia mepBOe MacuITad-
HOE uccienoBanue o nepdopmance [1].

Opnnako HaunHag ¢ 1970-X ToH0B U II0
HACTOsIIee BpEeMsl TEPMHUH «IepPOopMaHCH
HE UMEET OIHO3HAYHOTO TOJIKOBaHus. B co-
BPEMEHHBIX MCKYCCTBOBEIYECKUX paboTax
SIBHO BBIpQ)KCHA TCHJICHIIUS Pa3HOACIICKT-
HOTO aHaju3a U TOJKOBaHUS repdhopMaHca.

Crnemyer OTMETHTh, YTO B MCCIIECIOBAHU-
sax 1970-2000-x rogoB 0003HAUYUIIUCH JIBE
MarvucTpaabHble JUHUU, CBS3aHHBIC C TIOHU-
ManueM niepopmanca. OqHa U3 HUX TIPe/I-
craByieHa nyonukanusmu Poys JIu TonaOepr,
Knayca bwusenbaxa, bpenmona Teiinopa,
Moiiper Pot, XKepoma PorenGepra, Xbio
AJlamca ¥ MHOTHX JIPYTHX HCKYCCTBOBEJIOB,
OTHOCSIIUX MepPOpPMaHC MPEUMYIIECTBEH-
HO K c(epe UCKYCCTBA U TOMYEPKHUBAIOIINX
€ro Xy/JIOKECTBEHHYIO CYIIHOCTh. [Tpu aTOM
KXIbI M3 UCClefoBaTeieil aKIeHTUpyeT
pa3HbIe YepThl B KAUECTBE OCHOBOIIOJIAralo-
X Juist nepdopManca.

Tak, Tonabepr Ha3zbiBaeT mepdopmaHc
«popmoii mpsiMoro oOpaieHus K MUPOKOH
ayIuTOpUmN», 00JaAI0NIEe CIIOCOOHOCTHIO
«IIOKUPOBATh MyOJIHKY, 3acTaBiIsAg €€ mepe-
CMaTpuBaTh COOCTBEHHBIE MPEACTABICHUS
00 HMCKYCCTBE M €r0 CBSI3U C KYJIBTYypOil»
[1, c. 7]. B paborax ['onabepr HeoOxoaumMo

BBIJICJIUTh BaXKHYIO JJIi NIOHMMAaHHUs Iep-
(dbopMaHca MBICITb O TeaTpaJIu3aliK KaK Oc-
HOBOIIOJIAraroleM CBOMCTBE neppopmanca.
ABTOp Ha3pIBaeT mNep(OpMaHC «IIMPOKO-
MaclITaOHbIM BH3YyaJbHBIM TeaTpajbHbIM
neiictBom». 1 Bmecte ¢ Tem lonadepr ot-
aenseT mnephopMaHC OT aKaJeMHYECKOTO
crekTakiis: «B ornruune ot Tearpa, 31ech 1c-
MIOJIHUTENb U €CTh XyHOKHHUK: pelKo ObIBa-
€T, 9TOOBI OH, MOJO0HO aKTEPY, U300paxka
MEPCOHAXKA, a COJACPKAHHUE €ro JCHUCTBUSA
[IOYTU HUKOTZA HE CIEAYET TPAJULMOHHO-
My CHO’KETY WJIM HappaTuBY» [TaM Xe, C. §].
bin3kuMm okasbiBaeTca U BujeHue Pot, ko-
TOpast Ha3bIBaeT MePPOPMAHC KUCKYCCTBOM
pacimpeHHoro tearpa» [16, p. 86].

Potren6epr, Oyayuu OTHUM U3 aBTOPOB,
NPEANPUHSABIINX  TOMBITKY 0003HAYUTH
nep(opMaHc Kak XKaHp, IPEIIOKUI CIey-
IOIME €ro0 XapaKTepUCTHKU: HepdopmaHc
CBA3aH C BOIUIOLIEHHWEM TEJIECHOCTH H
C pa3pyLIEHHEM I'PaHUL] MEXKY UCKYCCTBOM
U JKU3HBIO, MEX]y KAaTE€ropHs MU «HUCKYC-
CTBO» U «HE HCKYCCTBO»; OH OTpPHIAET
UJCK TOHUMAHUS COYMHEHMSI KaK «IIpo-
U3BENICHUSA», «OIyCa» WIM «ILEIEBpay;
B HEM (yHKIHMS nTpeobnagaeT Haa GopMoii;
B nepdopmaHce akTEPhl HE Pa3bIIPHIBAIOT
KaKHX-TM00 poJiel, a cKopee MpencTaBis-
I0T caMHUX ce0s, B CBOIO O4epe/lb 3pUTENH
SBJISIIOTCSL YYaCTHUKAMU COOBITHS, YTO Me-
HSET XapaKTep B3aUMOJECUCTBUS AKTEPOB CO
3purensamu [17, p. 12].

AJtaMc TIpeIsIoKuII ToHUMaHue repgop-
MaHCa KaKk HOBOT'O BMJla UCKYCCTBa, KOTO-
po€ «...B 3HAUUTEIBHOW CTENEHHU XapakTe-
pHU3yeTCsa OTKa30M OT IpaBUJl, U3BMEHEHUEM
IIECHHOCTEW W HEMOCTOSHHOW TOYBOM» [§,
p. 3]. buzenbax ompenenser nepopmanc,
KAaK «KHBOE HCKYCCTBO, KOTOPOE MOSBIIS-
€TCsl Ha IVla3ax y 3pUTeNeil, MOMEHT, Korna
XyJOKHUK BBICBOOOXK/IAET MpoOLECC TBOP-
YeCTBa, OTAENAET €ro OT NpoAykKTa» [9,
p. 19]. buiuskoii upen npuaepKUBAETCS
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Teisiop, nenas aklUEHT Ha B3aUMO3aBUCH-
MOCTHU MEXAY «XYyA0KHUKOM-HUCIIPOBEpra-
TeJIEM» U CUCTEMOM KOMMEPUECKOTO UCKYC-
cTBa B cBoel pabote «lckyccTBO cerogHs»
[6, c. 37].

Hpyrass TeHIEHIMs, TpeacTaBICHHAs
paboramu Illexnepa, Mapsuna Kaprncomna,
Ansetsl KyH U qpyrux y4€HbIX U KpPUTHU-
KOB, CBSI3aHa C TPAKTOBKOM mepdopmaHca
Kak OOIIeil A UCKYCCTBA U MOBCETHEBHO-
ctu (opmbl. To eCTh UCKYCCTBOBEIUYECKHE
uccienoBanus o nepdopmaHce B ompese-
JAEHHOW Mepe Pa3BUBAIOT UJIEI0 «mepdop-
MATHBHOCTH» U «epPOPMATUBHOTO MOBO-
poTay, CIOXKUBIIYIOCS B HA3BAaHHOU BBIIIE
HEMEIIKOU IIKOJIE.

Tak, IllexHep oTpuIIaeT UACKO TPUYACT-
HOCTH mepdopMaHca JUIIb K MUPY UCKYC-
CTBa M HA3bIBAET €ro «(PopMoil BOILUIOUIEH-
HOTO TIOBEJICHUS», TOJpa3syMeBas «JIo0oe
YEeJI0BEUECKOE JICHCTBUE, OCYIIECTBIEHHOE
B IIOBCEIHEBHON OOIIECTBEHHOU >XKU3HWY.
Cornacuo Illexnepy, «iroboe myOnuyHOE
coObITHE, PUTYaJ, TPAJULIMS U MTOBCEIHEB-
HOE JIeliCTBHE HOCAT mephOpMaTUBHBIM
xapaktep» [18, p. 25]. C Touku 3peHus
Kapncona, mepdopmanc ¢(yHKIIHOHUpPYET
B MUKPO- M1 MaKpOKOCMOCE, TO €CTh MPOSIB-
asieT ce0sl Kak B UCKYCCTBE, Tak U B Oosee
IIMPOKOM  COLIMOKYJIBTYPHOM MPOCTpaH-
CTBE, W SIBIAETCS CBOEro poja «metado-
poii coBpeMeHHOW KyabTypbl» [11, p. 8].
Cornacio MHenuto KyH, ucCKyccTBO mep-
(dopMaHca sBISETCS MPEXJIE BCETO, «PU3H-
YECKOM aKIMEW, KOTOpasl 3aJEHUCTBYET BCE
TPAJULMOHHBIE UCTIOJTHUTEIBCKUE MEINAY,
aKIMel, UiIu COOBITHEM, TJE UCIIOIHUTEh
npencTasisieT camoro ceds. Cienyer oTMme-
TUTb, YTO MPU BCEX PA3IUUYUSIX B TPAKTOBKE
TepMUHa «1epdhopMaHCy BCE aBTOPhI OTME-
YaloT TeaTpaIbHOCTh 3TOW HOBOW (OPMBI
UCKYCCTBa. 3pHTENb, Oyaydd COy4YacTHH-
KOM cOOBITHH TIepdopMaHca, SIBISICTCS €To
HEOTHEMJIEMOM YaCTHIO.

B oTeuecTBEHHBIX MY3BIKOBEIUECKUX
paboTax MOCIEeNHUX AEeCATUIETUN Ha-
OnmroaeTcs OmpeAe€HHOE 3amo3faHue
(B cpaBHEHUU C IPYTUMHU 001aCTSIMH UCKYC-
CTBO3HaHUS) B OCMBICIICHUH TiepdopMaHca,
KOTOPBIA M CEroJHs M3y4aeTcsi B COBEp-
HIEHHO PAa3JIMYHbIX HAMpPAaBICHUSIX, YTO U
YCIIOXKHSET PEIICHUe BOMpPOca O CO3JaHUU
equHOM neduHMIMK. B Tpymax poccuii-
CKHUX WuccienoBareneii nepdopmaHc 000-
3HaYaeTCsl Kak >KaHp aKIHMOHAJBbHOTO HC-
KyCCTBa, CAMOCTOSITEJIbHBIA BUJl HCKYCCTBA
u ¢opma mpencrabieHus. TakoMy MHO-
TO3HAYHOMY TOJIKOBAHHUIO CIIOCOOCTBYIOT
cienytromnye (GpakTopsl: CBOOOAHOE yHOTpe-
OneHue TepMUHA KOMITIO3UTOPAMU U MY3bI-
KaHTaMu-TieppopmepamMu, MHOrooopasue
TBOPUYECKOW IPAKTUKHU, 3aJICMCTBYIOLIECH
nepdopmaruBHbie (OPMBI, CHHTETHYE-
ckas nmpupoja nepdopmanca, BOUPAIOIIETO
B ce0s pa3IMuHbIe BUJIbI HCKYCCTB U OajaH-
CHUPYIOIIETO Ha T'PaHU XyHOXKECTBEHHOU M
HOBCEIHEBHON JENCTBUTEILHOCTH.

OtMetrum, 4TO >KaHPOBAsl TEOPUS IEp-
dbopMaHca SBISETCS OAHOW U3 MCXOIHBIX
JUTSL POCCUMUCKUX MY3bIKOBEIUECKUX HUCCIIe-
JIOBaHUH MoclienHuX aecarwinetui. Hanpu-
Mep, B uccienopannu Bianucnasa [lerposa
— €/IBa JI1 HE €IMHCTBEHHON B POCCHICKOM
My3bIKO3HaHUM MoHorpaduu o mnepdop-
MaHC€, OH TPAKTyeTCsl KakK »KaHpoBas pas-
HOBUJIHOCTh aKIMOHAJIBHOTO HCKYCCTBA.
ABTOp OTCUHUTBIBAET UCTOPHUIO €0 BO3HUK-
HOBEHHUS OT aBaHTap/HbIX NPAKTUK Hayaja
XX Beka [5]. OnHako Ha HaII B3I, WSS
TPakTOBKM MepdopMaHca Kak >KaHPOBOU
Ne(UHUIIMN BBI3BIBAET COMHEHHUS B CHITY
MHOT000pa3us €ro BOIUIOLICHUS B pa3jiny-
HBIX BHJaX UcKyccTBa. [lepdopmaHc sipko
3asiBUJI O ce0e B CTOJb HIMPOKOW 00JacTH,
BKJIIOYAs TeaTp, *KUBOIKCH, My3bIKY, BUJIC-
0apT, Xopeorpaduio, 4T0 HE MOXKET UMETh
KaKuX-J11M00 €IUHBIX >KaHPOBBIX MpU3HA-
KOB. JKaHpOBOW KOHLENIMU B ITOHUMaHUU
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nepopmaHca MPOTUBUTCS U YPE3BBIYAITHO
MHOTOOOpa3Has nmpobiemMarruka mpou3Be/e-
HUH, TOApa3yMeBaromas akICHTUPOBAHKE
IIEHHOCTH TBOPYECKOTO aKTa KaK TaKOBOTO
Y BBIBOJSAIIAS. HA TEPBBIN IUIAaH HE 3aKOH-
YEHHBIH OITYC, a IPOLIECC €T0 CO3AAHUS.

Haubonee nieroctHas v B OOJIBIIENA CTE-
MEHW JUIIEHHAS TPOTHUBOPEYMA KOHIIET-
nus o0o3HavueHHs rmepdopMaHca CBs3aHA
C €ro NMOHMMaHUEM KaK HOBOW (OpMBI Te-
aTpaJibHOTO TmpencTaBieHus’. Hampumep,
Maprapura KaryHsH, naBas omnpenencHue
neppopmaHCy, HOHUMAET MOl HUM «HCTIOJ-
HEHUe-ICUCTBIE, BBIXO/SINEE 32 PAMKH BU-
JOBOU CITEIU(UKU MCKYCCTBa», TIPH 3TOM
UCCIIeIOBATEh OTMEYAET, YTO MCTOIHEHH-
€-JIeiCTBHE «HE BBIXOIUT 32 PAMKHU UCKYC-
CTBa, a CYIIECTBYET Ha €ro y)Ke 3aBOEBaH-
HOM pacUIMpeHHON Tepputopumn» [2, c. 79].

Opnnako Ha pybexe XX—-XXI BekoB u3-
MEHWJIaCh TPAKTHKA (QYHKIIMOHUPOBAHHUS
neppopmaHca B My3bIKaJIbHOM HCKYCCTBE.
Ecmu B mepuon 1970-1980-x nepdopmanc
MPEUMYILECTBEHHO BOILIOMIAJCS B ab-
CTPAKTHBIX HHCTPYMEHTAJIbHBIX KOMIIO3H-
IUSX U DMATAKHBIX KOMIO3UTOPCKUX Ke-
cTax, To ¢ cepeauanl 1990-x o6macTh ero
OBITOBaHMS CYIIECTBEHHO pacCIIUPUIACD.
[Tepdopmanc BHeapUIICS B pa3IMYHbIE aKa-
JNEMUYECKHE XKAHPBI, B TOM YHUCJIE, B OJHH
u3 HanboJiee KOHCEPBATHBHBIX U IPHUBEP-
KEHHBIX TpAJUIMU — OMNEPHBIA >KaHP.
COOTBETCTBEHHO, OMPEACICHUS «MY3bI-
Ka-JIeMCTBUE)», «HCIIOJHEHUE-ICHCTBUEY,
yKa3bIBAIOIIME Ha TeaTpajibHOCTh, HO HE
paboTarome B pamMKax akKaJeMHUYeCKHX
MY3bIKaJIbHO-TE€aTPAIBHBIX XKaHPOB, OKa3a-
JIUCH O BOIIPOCOM.

C Hameil TOYKH 3pEHUs, MEPCICKTHUB-
HOM 1T My3BIKO3HAHUS, YYUTHIBasl H3Me-
HUBIINECS CHOCOOBI (PYHKIIMOHUPOBAHUS
nepdopMaHca, BUIUTCS KOHIICTIIIUS TIep-
dopmaHca Kak crenudpuieckor (Gopmbl
NpEJCTaBICHUS, CTaBIICH aJbTepHATHUBOU

aKaJEeMUYECKOMY CHEKTaKII0 U HMEIOIIEeH
BBIPa)KEHHBIE YepThl pUTyana. [1aBHOE OT-
JIMYKe CTIeKTaKIsA-niepopMaHca OT CIIeKTa-
KJI aKaJleMUYECKOro 3aKIK4YaeTcs B 0CO-
00l (PyHKIMH 3pUTEIs], KOTOPbII 3aHUMAaeT
MO3UIMIO HE TMAacCHBHOTO HaOIomaTesns,
a COy4yacTHUKa pa3BOpaYMBarOLIETrocs Aeii-
cTBa. Takas TpakTOBKa POJIM 3pUTENs OJIn3-
Ka putyainy. He cilydailHO B BBICKa3bIBaHU-
X TEOPETUKOB M MpakTukoB 1970-1980-x
MeJbKaJdl HAEH O PUTYyaJbHOM XapakTepe
nepdopmanca’.

[ToaTomy B crekrakie-neppopMaHce,
B OTJIMYME OT AKaJEMUYECKOTO CIIEKTAKIIS,
BOXHO co03/1aTh 3(PGEeKT UMMEPCUBHOCTH
(npucyTCTBUS), IOTPY3UTh 3PUTEIS B CMO-
JEJIMPOBAHHYI0 PEAJIBHOCTb, INI€ CTEPTHI
TPaHULIBI MEXAY peajbHbIM U XyJO0XKe-
CTBEHHBIM MUPOM, U CIIPOBOLIUPOBATH CUTY-
aluIo, MePeKUB KOTOPYIO Ha COOCTBEHHOM
OTIBITE, 3PUTEIb [T0-HOBOMY BOCIIPUMET pa-
Hee 3HAKOMbIE XYyHOXKECTBEHHBIE COOBITHS
a10o0 ¢akTel U3 couuanbHol xu3Hu. [lep-
(dbopMaHc, COEIMHUB METO/Ibl TEATPATIBLHOTO
HCKYCCTBA W pUTyaja, NpU3BaH MOTPY3UTh
3pUTEIII B 0C000€ COCTOSHUE — JTUMUHAIIb-
HOE, UM TIOTPAHUYHOE, B PE3YJbTaTe 4Yero
YYaCTHUKHM ACHCTBUS, MOJOOHO Yy4YacTHU-
KaM puTyajia, JTOJKHBI OOpecTH HOBBIM
OIBIT, UMEIOIINI CUMBOJINYECKYIO OCHOBY.

Takasi TpaKTOBKa MO3BOJISIET OOBSICHUTH
MHOTHE HOBAallWHU, CBA3aHHBIE C BHEIPEHU-
eM repdopMaHca B aKaJIEMAYECKHE )KAHPHI.
Hampumep, onepubie counHeHuss Pununa
[macca («Ditamreiiny, «Carbsarpaxa», «9x-
HatoH»), Mepenutr Monk («CyaHo», «AT-
nac»), Cruena Paiixa («Tpu ucropum»,
«Ilemepa»), Jxona Apamca («Jloktop
Atomublit»), Tan yna («Mapko Ilono»,
«JleBsTh Ilecen») HEBO3MOXKHO aJIeKBAaTHO
aHAJIM3UPOBATh, UCXOJS U3 TPAIULIUOHHON
IUIL  MY3BIKO3HAHUS METOJO0JIOTMYECKOU
6a3pl. CounHEHUs1 Ha3BaHHBIX KOMIIO3UTO-
POB, BO-TIEPBBIX, HEMBICIUMBI 0e3 yuéTa
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MOJUTUYECKUX JIMOO HMHBIX WHCTUTYIHO-
HAJIBHBIX (DAKTOPOB; BO-BTOPBIX, OHH TIOJI-
HOCTBIO OTBEPrarOT KaHOHBI €BPONEHCKOMN
JpaMbl, Ha KOTOPBIX OA3UPOBAJICS OTIEPHBII
aHp Ha TMPOTHKECHUH Oosiee YeThIPEX CTO-
JIETUH; B-TPETBUX, IPEATNIOIATAIOT BOBJICYE-
HUE 3pUTeNed B IPOLECC KOHCTPYUPOBAHUS
CMBICJIa MTPOU3BEICHMUs, CO3/aBast yCIOBUS
JUIsl AMMEPCHM U TIEPEKUBAHNS TUMUHAIIb-
HOCTH (TIOZIpoOHEe cM.: [3]).

Tak, 3puTenn Ha3BaHHBIX BBILIE OIEP
0011a/1at0T BO3MOKHOCTBIO KOHCTPYHPOBATh
CMBICJIBI, ONHPAsACh HA MEPCOHAIBHBIN CO-
LHUOKYJIBTYPHBIA ONBIT. [ mocTuxkeHus
sddexra MOrpyKeHUs KOMITO3UTOPHI BO-
BJICKAIOT 3pUTEIIeH B CBOEOOPA3HYIO UTPY CO
CMBICJIAMHU, YEMY CITIOCOOCTBYIOT crielu(pu-
YECKHE MPUHLHUIIBI PabOThl C TOITUYECKUM
TekcToM. Ecnum paHee B akaaeMHUYeCKOU
orepe TEeKCT JIMOPETTO HEC CMBICIOBYIO Ha-
IPY3Ky, TO TENEPb KOMIIO3UTOPHI BCAYECKU
n30eraroT nepesadyd TOYHOTo CMbIcia, MOoA-
yEépKrBasi B TEKCTe (POHETHUECKYIO (YHK-
LU0 IIPOU3HOCUMBIX CJOB. Tak, B oIepsl
['macca n AmaMca BKIIIOYEHBI TOATUYECKUE
TEKCThI Ha CAHCKPUTE, UBPUTE, 3bIKE /[peB-
Hero Erunra. Tan JlyH BBOIUT B OIEpHBIE
CIEKTaKJIM BbIPBaHHbIE U3 KOHTEKCTa (pa-
3Bl U CJIOBA Ha PAa3JIMYHbIX, KaK IPaBUJIO, HE
IIOHATHBIX 3pUTEIISIM a3UATCKUX U €BPOIIECH-
ckuX s3bIkax. Onepsl MOHK 1 BOBce arel-
JUPYIOT K UTpe ¢ abCTPAKTHBIMU CIIOTAMHU.

JIlpamaryprusi 3TUX COYMHEHUH BBICTpA-
MBAETCS U3 COOBITUH, HE CBSI3aHHBIX JIOTH-
YECKU U HE COITIACOBAHHBIX HCTOPUYECKHU;
BepOabHbIN, MY3BIKaJbHBIA U CLIEHUYE-
CKMM TEKCTBl HE HaIpaBJICHBl Ha Iepena-
4y Kakoro-iu0o omnpeAesnéHHOTro CMbICTa.
B omepax cospmaérest cutyanus, Onu3kas
JMMHUHAIbHOW. Beap 3purenn He HMEOT
BO3MOKHOCTH CJIOXKHUTbH MPEACTABICHUE O
CMBICJI€ TIPOUCXOAIINX Ha CLIEHE COOBITUI
U TIOTOMY OKa3bIBAaIOTCS JI€30PUECHTHUPO-
BaHHBIMU. Kpome Toro, Kaxablil 3pUTEIb

OKa3bIBAETCS B TAKOM CUTyallMu, KOTJAa OH
JIOJDKEH CaMOCTOATEIbHO, ONUPAsCh Ha
COOCTBEHHBIE NEPEKUBAHUS U KYJIBTYpPHBIN
OMBIT, PEIIUTh, KAKUM O0pPa3oM BO3MOXKHO
npeojoieHue 3Toro kpusuca. C momMouipko
COIOCTaBJIEHUs! (PaKTOB M3 MOBCETHEBHOU
JNENCTBUTENBHOCTH U OPIraHUYHOTO COEIU-
HEHUS UX C XyI0)KECTBEHHBIM MHUPOM MpO-
U3BEJCHUS KOMIIO3UTOPHI TOATAIKHUBAIOT
3puUTeNeN K ujee No-HOBOMY B3INIIHYTh Ha
y’K€ 3HAKOMbIE COILIMAJIbHbIE W TOJHUTHYE-
CKue (DaKThl, CaMOCTOATEIbHO IPOBECTU
napajjield MeXAy pa3po3HEHHBIMU CUTYya-
UUSAMHU, TIOHATh UX B paMKax JIMYHOIO IS
Ka)KJIOTO 3pUTENIsl 3CTETUYECKOTO OMBITA.

Takum 0Opa3oM, CyIieCTBEHHbIE OOHOB-
J€HUs, TPOMU3OMIECIIINE B MY3bIKaJIbHOU
NpPaKTUKEe, MPUBEIM B COBPEMEHHOM Hay-
K€ K IOMCKY HOBBIX IIOJIXO/I0B B U3y4YECHHH
neppopMaTUBHBIX (JOPM U BHOBb aKTyaJlu-
3UpoBaiy npodiemy TepmuHoioruu. [Ipu-
BEJEHHBIM KCKYpC B HUCTOPHIO CTaHOBIIE-
HUS TEPMHUHOB «Mep(HOPMATUBHOCTH» H
«1reppopMaHC», HECMOTPsS Ha pa3auyus
B MX TPaKTOBKE B ¢uinocopuu s3bika, Gu-
70copuN KyIbTypbl M HWCKYCCTBO3HAHHH,
NOKa3aJl OYEBHUJHBIE TOYKU COIPHUKOCHO-
BeHus. Mnen Octuna u barnep o mepdop-
MaTHBHBIX PEYEBBIX aKTax U nepdopmaTus-
HBIX JICHCTBUSX, TPAKTOBAHHBIX B Kau€CTBE
NyOMUYHBIX CHIEKTaKJIeH, HaAenEHHBIX Yep-
TaMU pUTyaJla U MPOUCXOASIINX B OIpee-
JEHHON COLMAJIBHOW TpYIIE, OKa3aluCh
aKTyaJbHBIMH IPU UX MPOELUPOBAHUH Ha
00J1IacTh HOBBIX ()OPM MY3BIKAJILHOTO HC-
KyccTBa. MckyccTBOBeAUECKUE KOHIETIIUH,
oObsicHAOIME MNepPOpPMaHC KaK HOBYIO
(dbopMy TpeACTaBICHHUS W BBHICTAUBAIOIINE
J0Ka3aTelibHyl0 0a3y Ha MpPOTUBOIOCTAaB-
JeHuH neppopMaHca U aKaJEeMHUYECKOro
CHEKTaKJIsA (CIEKTAKIIsI, ONUPAIOLIEroCcs Ha
3aKOHBI ApaMbl), C Halleil TOYKU 3PEHMUS,
SBJISIIOTCS. Hanbosee NepCueKTUBHBIMU IS
u3ydeHus nephopmanca.
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S MPUMEYAHUA <

! HarnsgaelM OPUMEPOM MOTYT CIY)XHTh Mpa3IHUYHBIC MEPONPHUATHS, MPOBOIUMBIC

B OOIIECTBEHHON U Aa)ke monuTuyeckoi cepax. Takue MaccoBble Mpa3aHUKH MOTYT BKJIIOYATh
LIECTBUE IO YJIHIIAM, MPA3THUYHbIE Mapajl, MOCTAHOBKU B TopojckoM mpocTtpaHcTBe. [lonobHo
TeaTpajbHbIM CIHEKTaKIsAM-niepopMaHcaM, Mpa3IHUYHbBIE JIeHCTBAa 00JaAAa0T CIOCOOHOCTHIO
IpeBpalarh NyoInYHOe IPOCTPAHCTBO B JMMHHAJILHOE, 8 O0BIIEHHOE BPEMsI B IEPEXOJIHYIO (pasy,
TEM CaMbIM ITO3BOJIAS YYaCTHUKAM UCIBITATh IOIPAHUYHBIE OLYIICHMS.

2 Hcropust CTaHOBIICHHS My3bIKOBEIYSCKOM KOHICMIMK mneppopMaHca Kak (GOpMbI
MIPEACTABICHUS YXOIUT KOpHAMU B 1968 rox, xorma amMepuKaHCKHHA HCCienoBaresb Puyapn
Kocrensnenr 0003Hauna My3bIKajbHbIE HOBAllMM CBOMX COBPEMEHHHUKOB TEPMUHAMHU «HOBBII
TeaTp», WIN «TeaTp CMELIaHHBIX cpeacTB» [14]. Ha3BaHHas KOHLIENLNS MOMYyYHIa MPOJOIKEHUE
B paborax Xpro Yainmu Xuukoka. MccrnenoBarens B 1974-oM BBe TEPMUH «MY3bIKa-ICHCTBUCY»
(action music) nyis XapakTEPUCTHKH JTIOOBIX HEAKaIEMHUUECKUX MY3BbIKAIBHBIX (hopMm [ 14, p. 270].

> bnaromapsi uccienoBaHusiM aHTporoniora Buktopa TEpHepa W TearpaibHON NpaKTHKE
[IlexHepa nosiBUIACH BO3MOXKHOCTD JJOKa3aTh pUTYyaIbHBIN XapakTep neppopMaTuBHbBIX JEHCTBUI
B UCKYCCTBE M KynbType. TEpHeEp, Ucclieyst TOUKH COPUKOCHOBEHUS TeaTpa v puTyasia, OTMEYaeT:
«...B TeaTrpe €CThb YTO-TO MCCIEAYIOIIEe, OLICHUBAKOIIEE U JaXKe HAKA3YIOILIEe, YTO-TO, YTO HOCUT
XapakTep CBSIIEHHOI0, MU(PUYECKOT0, HYMUHO3HOTO, TO, YTO HOCUT “CBEPXbECTECTBEHHBIN
XapakTep penuruo3Horo neuctus» [19, p. 12]. lllexnep Taxke CBA3BIBACT TEATP C PUTYaJIOM,
CUMTas, YTO YCIEUIHBIA CIEKTaK/Ib-epPOpMaHC TOJKEH COUETaTh PUTYaJbHBIE U Te€aTpalibHbIE
aneMmeHTHI [ 18].
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AKYCMaTMKa B MYAbTMMe,A,MﬁHbIX MHCTa/\/\SII.l,MSIX*

CraTbs NOCBSAIIEHA U3YYEHUIO HHCTAUISALUN — aKTUBHO Pa3BUBAIOLIEMYCS XY/10’)KECTBEHHOMY
SIBJICHUIO COBPEMEHHOM KYJIBTYpbI, COPMHUPOBABIIEMYCsI B paMKaxX KOHIIeTITyann3Ma B 60-X rogax
nponwioro cronetus. E€ 1iens — Ha KOHKPETHBIX pUMeEpax MoKa3aTh pa3HooOpas3re MOCTPOCHUS
aKyCMaTH4YeCKUX OOBEKTOB M WX (DYHKIMH B pamMKax MYJbTUMEIUHHOTO THUINA WHCTAJUIALNH,
BBISIBUTH pa0OTY C Pa3HOTO pojia 3BYKOBBIM MaTepHaioM — FOJIOCOBBIM, IIIyMOBBIM, My3bIKaJIbHbIM,
PacKpbITh JTUHAMHUKY B TOCTPOSHHHM TAaKOTO POAA MHCTAUISAIMOHHBIX OOBEKTOB M CIEHUPHUKY
UX BO3ACHUCTBUSA Ha ciymarens/3putens. MHcTammsmus — HCKYycCTBO Cpelbl, OCHOBAHHOE Ha
UJiee B3aMMOCBS3M XyJOXXECTBEHHOIO OOBEKTAa C KOHTEKCTOM. DJTO CHHTETHMYHOE IO HPHUPOJIE
ABJIEHUE, KOTOpoe (POPMUPOBATIOCH HA MEPECEUECHUN PA3JIMYHBIX BHIOB UCKYCCTB M TBOPYECKUX
IPAKTHK. 3BYKOBBIE PEAJINU TaKXK€E SBUIUCH 3HAUMMBIM MaT€pUaJIOM CO3JJaHUsI HHCTAJUIALIMOHHBIX
npousBefeHuN. [1yTh BKIFOUEHHS MYy3bIKHA B MHCTAJUISILUU JIEKAII Yepe3 MPOCTOE JEKOPUPOBAHUE
UX TPOCTPAHCTBA, CIIOCOOHOE YCHWJIMTH CYITECTHIO, — K OCMBICICHHIO OOBEKTHOH CYITHOCTH
3BYKOBBIX peaynii. [Ipoluecc 3TOT ObLI CTUMYJIHPOBAH Pa3BUTHEM KOMIIBIOTEPHBIX TEXHOJIOTHH.
C mnosBineHHMEM MYJIBTUMEIUNHBIX HHCTAUIALMN 3BYK OOpEeTaeT WILII030PHO MPEAMETHbIE
OuepTaHus, BCTPAUBASCh B HWHCTAUIINUOHHOE XyHOXKECTBEHHOE IIPOCTPAHCTBO HAPALY
C BEIIHBIMU PEAJHMSIMU U BU3yaJbHBIMH IIBETOCBETOBHIMU OOBEKTaMH. B 3THX HOBBIX yCIOBHSAX
SIPKO TIPOSIBWJI €e0s MPUHIUIT aKyCMAaTHKH, YCHJIMBIIUHN Mep(OpMaTUBHYIO CYIIHOCTbH SIBICHUS
Onaroapsi akTUBHOMY BOBJICUEHUIO 3pUTEIIS B IIPOLIECC OCBOEHUSI MEIUHHOTO apT-IIPOCTPAHCTBA.
MarepuanbHOH OCHOBOM HMHCTAJUISIIUA CTAHOBATCS (PaKTHUECKU JIOOBIE 3BYKOOOpPA3OBaHMA,
B TOM YHUCJIE U YEJIOBEYECKHUH rojoc. AKyCMaTM4eCKUEe ToJIoca — Marepual, KOTOPBIM IUPOKO
npuMeHsieTcs B MHcTaunusax X. ['€060enbca, Ha UX MpUMepax pedeBasl aKkyCMaTHKa IoKa3zaHa
KaKk cBoeoOpa3Has BepOanbHO-3BYKOBasi Marus, CYITECTUS KOTOPOH 3acCTaBisIeT 3pHUTels
IIPOAYLIMPOBATh HA OCHOBE YCJIBIIIAHHOTO CBOM CMBICIIBI, UTO PACKPBIBAET CYyTh MHCTAIUISALUU KaK
IIPOCTPAHCTBA HHTEpIIpETAlMU. My3bIKaJIbHBIE MHCTAJUIALMY pa3IeiIeHbl HA MHTEPAKTUBHBIE U TE,
IJie 3pUTeNlb OCTAaETCsl B OONBIIEH Mepe BOCIPUHUMAIOIINM CYOBEKTOM, MOJBEPrasch MPH STOM
MOIIIHOMY ayAHO- WM ayAHOBH3yalbHOMY BO3/EHCTBHIO. Takoro poma oOpasisl pacCMOTPEHBI
Ha npuMmepax npousseneHnii ®. Kmuena, M. Mentpymn, 1. Teiimka, P. Xenke u np. Ha ocHoBe
aHalM3a TPUMEPOB BBISBICHA MHOTO(QYHKIMOHATBHOCTh aKyCMAaTHYECKHUX 3BYKOBBIX OOBEKTOB
B [IPOCTPAHCTBE MYJIBTUMEIUWHBIX WHCTAJUIALIAMN.

KuroueBbie cnoBa: My.]'IBTI/IMeI[I/II\/'IHble HUHCTAJUISIOWN, KOMIIBIOTCpHAsA MY3bIKd, AKyCMAaTHKAa,
CYITCCTHBHBIC BO3BMOXKXHOCTHU MY3bIKHU, ITIPOCTPAHCTBCHHOC UCKYCCTBO.

" MccnenoBanue BBINOIHEHO NpH (hUHAHCOBO# nopaepxke Poccuiickoro ¢honma GpyHaaMeHTaIbHBIX
uccnenoBanui, rpant Ne 20-012-00366 «IlepdhopmaruBHbie POPMBI My3bIKAJIBHOTO HCKYCCTBA KaK
(eHOMEH COBPEMEHHO KyJIbTyphI».
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Acousmatic Sound in Multimedia Installations™

The article is devoted to the study of acousmatic sound in installations — an actively expanding
artistic phenomenon of contemporary culture formed within the framework of conceptualism in
the 1960s. Its purpose is to show by means of specific examples the diversity of construction of
acousmatic objects and their functions within the framework of a multimedia type of installations,
to show work with various kinds of sound material — verbal, noise-generated and musical, to
reveal the dynamics in the construction of such installation objects and the specificity of their
impact on the listener and viewer. Installation is an art pertaining to the environment based on
the idea of the relationship between the artistic object and the context. This phenomenon, which
is synthetic in its nature, has been formed at the crossroads of various types of arts and artistic
practices. Sound realities have also provided significant material for the creation of installation-
based works of art. The path of incorporating music into installations stemmed from simple
ornamentations of the installation space, capable of enhancing the aspect of suggestion, for the
sake of comprehending the object-related essence of the sound realities. This process has been
greatly stimulated by the development of computer technologies. With the emergence of the
phenomenon of multimedia installations, sound has acquired an illusory object outline, adapting
itselfinto the installations’ art space, along with physical realities and visual color and light objects.
In these new conditions the principle of acousmatic sound has clearly demonstrated itself, having
enhanced the performative essence of the phenomenon by means of actively involving the viewer
into the process of mastering the media art space. Virtually any sound production, including the
human voice, can become the physical foundation for artistic installations. Acousmatic voices
are a type of material widely used in the installations of Heiner Goebbels, in which acousmatic
speech is shown as a kind of verbal-sound magic, the suggestion of which makes the viewer
produce his own semantic meaning on the basis of what he has heard, which demonstrates the
essence of the installation as a space of interpretation. Musical installations may be categorized

** The research was funded by RFBR according to the project Ne 20-012-00366 “Performativity of
music as a phenomenon of contemporary culture.”
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into the interactive types and those in which the audience remains the passive recipient, while
being exposed to powerful audio or audio-visual impact. The examples of this kind can be found
in the works by Volkmar Klien, Marian Mentrup, Daniel Tage and Robert Henke, among others.
The multifunctionality of acousmatic sound objects in the space of multimedia installations has

been revealed by the analysis of the aforementioned examples.

Keywords: multimedia installations, computer music, acousmatic sound, suggestive possibilities

of music, spatial art.
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HCTAJUIALIAS — aKTUBHO pa3BHBalo-
meecss XyHdO)KECTBEHHOE  SIBIICHHE
COBPEMEHHOM KyJIbTypbl. BO3HUK-

HYB B paMKax KoHuenTtyainusMa 60-x rogos

IIPOLLIJIOTO BEKa KAK DHBAMPOHMEHTAIbHOE

HUCKYCCTBO, OCHOBAHHOE€ Ha KOHLENINHU

B3aUMOCBSI3U  XY/I0KECTBEHHOI'O 00BEKTa

C OKpy’Karollen Cpeloy, NHCTAUIALMS U3-

HayaJbHO OblIa CHUHTETHUYHA, MOCKOJIBKY

(opmHpoBaslach Ha NEPECEUECHUH pa3Iny-

HBIX BUJOB UCKYCCTB U TBOPYECKHMX IIPAK-

TUK. Onpenensis HHCTAUIALMIO KaK UCKYyC-

CTBO CpE€lbl, CIEAYET BBIACINUTD B KAYECTBE

KAHPOBOU 0COOEHHOCTH SIBJICHHUS €ro Mpo-

CTPAHCTBEHHYIO M BPEMEHHYIO crenudu-

Ky. OTAEeIMBIINCE OT IUIACTUYECKUX BUOB

UCKYCCTB (HaIllOMHHM, YTO KOPHU SIBJICHUS

YXOAAT B aBaHrap/ Hadayia XX BEKa, B OIbI-

ThI [Tabno Ilukacco B pamkax aHalIUTHYe-

CKOTO KyOu3Ma C ero TeXHHKOH KoJlaxa,

B KOHTppenbe(dHble KOHCTpyKUMH Bnagu-

mupa Tarnuna, penu-menasl U accamOs-

*H1 Mapcens [[romana), HHCTaJUTSILIMOHHOE

NPOU3BEACHNE MOIYIHPOBAIO OT O0OBEKTa

K [IPOCTPAHCTBY, MOAPa3yMeEBasi HEKYIO Xy-

JIOKECTBEHHO TPOJYMaHHYIO YCTaHOBKY,

MOHTaX B OTIEJIEHHOW OT OOIIeH cpesl

«JIaKyHe»', mproOpeTaroleii CUMBOIMYE-

ckoe 3HaueHue. Ero cBs3b u onpeneséHnas

Tonvko maiina oaém nam scusns. Tonvko maiina...

I'apcua Jlopka

3aBHCHUMOCTB OT OOIIIETO CPEIOBOTO KOHTEK-
CTa HECOMHEHHa. JTa MPOCTPaHCTBEHHAs
JIOKaJIU3alMs U UCKYCHAsl yCTaHOBKA pa3Ho-
00pa3HBIX MO MPOUCXOXKICHUIO U KaYECTBY
00BEKTOB, 00pa3yOMINX HWHCTALISIIUOH-
HYIO KOMIIO3HUIIMIO — BEIIHBIX, KUBOIKC-
HO-I[BETOBBIX, CBETOBBIX, OOOHSITEIbHBIX H
WHBIX 10 MPUPOJIE, IPEIONPEIEIINIIA HEBO3-
MOXXHOCTh OJJHOMOMEHTHOTO 3pPUTEIIbHO-
ro e¢ ocBoeHus. KOHTakT ¢ MHCTALISAIIUEH
TpeOyeT BPEMEHHOTO €€ MOCTIKEHUs. Xy-
JIO’)KECTBEHHBIN OMBIT (OPMHUPYETCS T0-
CTETIEHHO, B OMNPENEIEHHON Mepe TITroTes
K MPOCTPAHCTBEHHO-BPEMEHHOM TeaTpaib-
HOW mapaaurMe. MHCTamsiuus He HCKITIO-
YaeT TaKTUJILHOIO KOHTAKTA C IPEAMETHBIM
€€ HaIllOJIHEHUEM, HAXOXICHUE «BHYTPU»
XYI0KECTBEHHOTO 00BEKTA K AMOIMOHAITb-
HOMY J100aBJsieT TEJIECHOE BOCIPHSITHE,
omnuparonieecs Ha CyOBEKTUBHBIN OIIBIT.
B onpenenénHoil Mepe MOXHO T'OBOPHUTH
O TOM, YTO 3PUTE]Ib CTAHOBUTCSI HEOTHEM-
JIEMOM 4acThlO XYJI0KECTBEHHOI'O IIEJIO0TO.
He wumMmeromass KOHKPETHKH CMBICIIOBOTO
HaIlOJIHEHUS, UHCTAJUISIHUS TePEKUBACTCS
UM UHTYHTHBHO, B OIIOpe Ha ()eHOMEHOJIO-
TUYECKHI TOIX0/, TO €CTh HE Yepe3 aHAIIN3,
a 4yepe3 CUHTE3. DTO JAET NOHMMAHUE JJie-
MEHTOB, BKJIFOYEHHBIX B XYI0KECTBEHHbBIN
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KOHTEKCT WHCTAJUIIUOHHOIO MPOCTpaH-
CTBa KaK CHCTEMBbI, aKKyMYJIUPYIOILIEH CH-
FOMUHYTHBIA SMIIMPUYECKUN XY10)KECTBEH-
HBII OMBIT C aCCOLIMATUBHO aKTUBUPYEMBIM
KU3HEHHBIM ONBITOM cyObekTa. Ha ato
yka3biBaeT U DHHU Punr Ilerepcen, xorga
TOBOPUT O TOM, YTO «UHCTAJUISILIMOHHOE
UCKYCCTBO CHJIBHO C()OKYCHPOBAHO Ha CH-
Tyalllu, B KOTOPOM aKTUBHO UCCIIETY IO
U TEJIECHO 3aHSATHIN 3pUTEIIb-UCIIOIHUTEND
CTAJIKUBAETCA C JEATENBHOCTBIO IO IpO-
W3BOJCTBY CMBICJIOB, YTO CTAHOBHUTCSI BaX-
HOW YacThI 3CTETHKH MHCTAJUISLIMOHHOIO
uckycctBay [8]. Ilo cymecTBy 3TOT OIBIT
BBICTYIIAET JUIsl CO3JaTelied U KaKk MOTHB,
¥ KaK LeJIb MHCTAJUIALIMOHHBIX IIPOU3BEE-
HUU UCKYCCTBA.

VYuactue 3purens, akTHBHO OCBauBa-
IOLIEr0 MPOCTPAHCTBO HMHCTAUIALUU, IO-
3BOJISIET TOBOPUTH O MNPUCYIIHX SIBICHUIO
gyepTax nepdopmanca (cMm. 00 atom: [6; 7]).
Oco0as popma KOMMYHHKAIIUU C apT-00b-
€KTOM, allpuopu IPOBOLUPYIOIIAs HA HH-
TEPAKTUB, MCCIEAOBAHUE U PA3MBILUICHHUE
HaJ| 3arajkaMu OKPYarollero CHMBOJINYe-
CKOTO IPOCTPAHCTBA, OKA3bIBAIOIIETO CEH-
COpHBIN APPEKT U CyOBEKTHBU3IUPYIOIIETO
MepeXUBaHMs B IMPOLIECCe KOHTAKTa, MpH-
BOZIAT K 93P (eKTy, OTU3KOMY PUTYaTbHBIM U
nep(GopMaTHBHBIM MPAKTUKAM.

B MHOrooOpa3HoM KoHITIOMEpare Xyao-
KECTBEHHBIX CYOCTAaHLUH, HCIOJIb3yEeMbIX
MpU  «KOHCTPYMPOBAHUW» WHCTAIISAIHM,
MY3bIKaJIbHbIE U — IUPE — 3BYKOBBIE peajni,
ObUIM OCBOEHBI, MOXKaTyH, MOCIECAHUMH,
ofHaKo 0 (pakTy ux Bc€ Oojee aKTHBHOTO
WCIIOJIb30BaHUS SIBUJIMCh HE MEHEee 3Hayu-
MBIM KOMIIOHEHTOM CO3/1aHUSI HHCTAJUISILIH-
OHHBIX IIPOM3BEACHUN HapsAly C MPEAMET-
HbIM. B mepBbIXx oOpa3uax HMHCTAIUISLUM,
UCTOJB3YIOLINX MY3bIKY, 3ByKOBasi MaTepus
IIPUBJIEKAJIACH B KAYECTBE JEKOPUPYIOLIETO,
MPUBHOCSIIETO0 JOMOJTHUTENIbHbBIE CMBbIC-
Jbl ¥ YCUJIMBAIOLIETO CYITECTHIO (paKTopa.

IIpumepom Takoro pona sBHJIACh IEpBast
MHCTAJUIALMS, TTIO3HAKOMUBIIAS COBETCKOTO
3pUTEIIA C JAHHBIM SIBJICHUEM I10]1 Ha3BaHU-
em «Pait» (1973). E€ aBropsl — B. Komap u
A. Menamua — npeACTaBUIIA 3PUTENIO 3a-
IIOJIHEHHOE NIPEIMETHBIMU CUMBOJIAaMU Pa3-
HBIX PEJINTUH KBAPTUPHOE IMPOCTPAHCTBO,
MIOTPY>KEHUE B KOTOPOE MPOUCXOIUIIO NP
cBeTe (oHapuKa U 1o My3bIKy. K coxane-
HUIO, OOHAPYXUTh KAKUX-ITUOO CBEACHUU
0 TOM, YTO MPEACTABISIIO COO0H 3TO My3bI-
KaJIbHOE COITPOBOXKJICHHE, HE Y1aJIOCh.

C pa3BUTHEM DJIEKTPOHHBIX U KOMIIbIO-
TEPHBIX TEXHOJIOTMM CHUTyallMsl Kapau-
HaJbHO MEHSETCA. OKCIEPUMEHTAIIBHBIC
ONBITHI 110 IIPOU3BOJACTBY HOBOM 3BYKOBOWU
MaTepuu HEAKyCTHYECKOTO IPOUCXOKIC-
HUS NPUBONAT K MHO)KECTBEHHBIM H3Me-
HEHUSIM, P U3 KOTOPBIX MPUHLHUIHAAIBHO
BAKEH JUISl UCKYCCTBA MHCTALULALMUU. Tak,
B 2JIEKTPOHHON MY3bIKE 3ByK OOHapy»XHUBa-
€T CBOI0 OOBEKTHYIO CYITHOCTb, YTO OTpa-
xaet BBenéHHbIN [1. leddepom Tepmun
«3BYKOBOM 00BEKT». MOXHO cKa3aTb, 4ToO,
oOperass WJUTIO30pHO MPEIMETHBIE OYep-
TaHWs, OH IIOJHOIPABHO BCTPAaMBACTCS
B MHCTAJUBILIUOHHOE Xy OXKECTBEHHOE IIPO-
CTPaHCTBO HapsiAy C BEIUHBIMU peallusiMHU
¥ BHU3YaJbHBIMH I[IBETOCBETOBBIMH OOBEK-
tamu. J[J11 mpouecca 3MaHCUIIALIMKM 3ByKa
B KOHTEKCTE€ MHCTAUIALUN OBLIO BaXKHO,
YTO WJUIFO30PHBINA  ayauajibHbId OOBEKT
B CHJIy HOBBIX TE€XHOJOTHYECKUX YCIOBUM
ABJISAJICSL  CIIBILIMMBIM, HO HCTOYHHMK €TrO
ocTaBaJICd HEBUIUMBIM. [IpuHiun akycma-
TUKU Jaj] MOIIHBIA MUMIYJIbC K Pa3BUTHIO
MY3bIKaJIbHBIX MYJIBTUMEIUNHBIX WHCTAJ-
nauui. OH MO3BONMII 3BYKOBOM Marepuu
BIIMCAThCS B UJICOJOTHIO SIBJICHUS KaK HC-
KyCCTBa XY/10’)K€CTBEHHON TpaHChopMaluu
cpenbl, a KpOME€ TOIO, CYLIECTBEHHO YyCH-
a1 nep@opMaTUBHYIO CYITHOCTh MHCTaJ-
JSIIUOHHBIX KOMITO3ULMH, MMOCKOJNBKY ObUI
IIPU3BaH IOBBICUTH YPOBEHb BO3JICHCTBUSA
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Ha 3pUTENs, BOBICYEHHOTO B MPOLIeCC MH-
TEPaKTUBHOTO OCBOEHHUS HEOOBIYHOTO Me-
nuitHOTO apT-npoctpancTBa. Ocobas cyrre-
CTHUSl 3ByYaHUN CO CKPBITHIM HCTOUYHUKOM,
HEBO3MOXHOCTb KOOPJIMHALIMM MEXIYy ay-
TUANbHBIM PSIZIOM M TPOU3BOJSAIIUM €TI0
YCTPONCTBOM, OTCYTCTBHUE BHUIAMMOIO UX
COOTBETCTBUSA TMOPOXKAAeT COONa3H pas-
rajKy, MPOHUKHOBEHUS B TallHy HaXOX]e-
HUSI CMBICJIA Yepe3 MPUHAJJIEKHOCTh K TOU
WIA UHOM HJiee WIN COOBITHIO. DTOT MOUCK
IPOUCXOJIUT, KaK yXke ObLJIO OTMEYEHO, Ha
YpOBHE MHTYUIIUMH, TaK KaK B 3TOW CUTya-
LMY MPUHLHUI aKyCMaTUKHU BBICTYNAET KaK
MHCTPYMEHT IICHUXOaHaju3a, anejuIupys
K cdepe Obecco3narensHoro. B padore ¢ pede-
BbIM MarepHajioM 3TO OCOOEHHO HarJIsiTHO.
WNHTepecHble mpuMeEpBI €r0 UCIIOJIb30BAHUS
B BHUJE aKyCMaTH4YECKOW COCTaBJIAIOLICH
MYJbTUMEIUNHBIX HMHCTAJUISIIUN  conep-
xar mnpousBeneHUs XaiiHepa ['€60enbca.
Kommnozurop nosicuser: «5 yacto paborato
C aKyCMaTHM4eCKUMHU 00BEKTaMU — TO €CTh
C rojI0CaMH, IMPOUCXO0XKIEHUE KOTOPBIX I0-
HSITh HEBO3MOXKHO (3TO MOTYT OBITh TOJIOCA
JIIONIel, KOTOPBIX YK€ HET B )KUBBIX, ayTEH-
TUYHAasl 3THHUKA). AKyCMarhuyeckue rojiaoca
CTUMYJIHUPYIOT XKeJlaHue Y3HaTb, OTKyJa OHU
IpOUCXOIAT. MeHs He CTOIBKO MHTEPECYeT
UJICHTUYHOCTD TOBOPSIIETO (€ro A3bIK) WU
MY3bIKaHTa C €r0 CTApUHHBIM MHCTPYMEH-
ToM. MeHs uHTepecyeTr auctanuus. Mimen-
HO OHA MHMIIMMPYET HaIlle BOCIIPUATUEY 2,
c. 107]. DTo cBI3aHO C 3CTETUKON KOMITO3H-
TOpa, MPOSBIAIOIIETO UHTEpeC K oOpazawm,
BBI3BIBAIOIIUM HAINPSKEHUE U MPOBOLIUPY-
IOIUM K pa3MbllIUIeHUAM. Tak, B MHCTal-
asuuu «Bemm [tudrepa» BocmpousBo-
MBI 4EJIOBEUECKUMU I0JIOCAMU PEYEBOU
poLecc, ¢ OHON CTOPOHBI, CO3/1aET «30HY
HaANPSDKEHUS» 3a CYET apTUKYISALUOHHOM
«pa3MBITOCTHY, 3aCTaBJIssl BCIIYLIUBAThCA B
pedeBble KOHCTPYKIMH B MIOMCKAX BepOasb-
HBIX 3HAYEHUU WU TOJOCOBOW MPUHAIIICHK-

HOCTH UX HOCHTEIIEH, C JIPYrON K€ — BbI-
CTyMaeT Kak CBO€OOpa3HbIM MY3bIKaIbHBII
KOMIIOHEHT?, 00JaJaloli TEMITOBLIMH,
MHTOHALIMOHHBIMHA, PUTMUYECKUMH U TEM-
OpalbHBIMH XapaKTepHCTUKaMu. PeueBoit
miacT BkirouaeT TekcTsl Ltudrepa, o3By-
YeHHBIC INOTIAHACKUMM akTépoM buiiom
[TarepcoHOM, KOTOpBIE YIUBUTEIBHBIM 00-
pa3oM MepervieTeHbl ¢ pedamu adpoame-
PUKaHCKOTO MCIAMCKOro Jujepa, Oopua
3a npasa 4yepHOKoxkuXx HMkca Mainkonbma,
C 3aIllMChl0 MHTEPBbIO aHTponosora Kiona
JleBu-Ctpoca u (pparMeHTaMu COUYMHEHUI
VYunssama C. beppoy3a — sspkoro npeacraBu-
TEeJsl aMEpUKAaHCKUX Tucarenell OUT-mokKo-
JICHUSL.

AKyCMaTH4eCKHE Irojioca U3BECTHBIX U
HEU3BECTHBIX JIFOAEH — 3HAYMMasi COCTaBIIs-
o1asi Ipyrot nHCTALBIMU X. ['é00ennca
— «GENKO-AN 107031» (Moscow, 2017)
JUISL BUJIEO, 8-KaHAJIBHOI'O 3BYKa, BOJABI U
BOJIHOBOM MalIMHBIL. XapakTepusys Hc-
HOJIb3YEMBIA MaTepHall, KOMIIO3UTOpP MOA-
4EPKUBAET MY3BIKAILHOCTh BEPOAIILHOTO
psana: «Ectb nenslil psag nucarenen, KoTo-
pble BIOXHOBIISIIOT MEHsI HE TOJIBKO COZEp-
KAHMEM CBOMX padOT, HO M MY3bIKaJIbHO-
CTBIO CBOMX TEKCTOB. JTO MX rojoca Kak
pa3 MOXHO YCIBIILIATh HAa HMHCTAUISALUHU
“GENKO-AN 107031 (Moscow, 2017)”:
ronoca leprpynsl CraitH, Anena Po6-
I'puiie, Xaitnepa Mromiepa u apyrux» [1].
Jlo6aBuM Kk Ha3zBaHHBIM MMeHa JI. Kelimxka,
A. AxmaroBoi, M. AbOpamoBu4 u VYnasd,
Komuraca, A. Kpyuéneix, 3. Jlrocuepa,
C. Hamubinak, a Ttaxke 3THOrpaduueckue
sanucu [peunn, Adpuku, ['py3un, Azep-
Oaiipxkana. HecmoTpst Ha To, 4yTO TeaTpasb-
Hasi 3CTETUKa OTCYTCTBUSA 1Mo ['€60enbey He
MpenojaraeT TPAHCISILMM aBTOPOM KOH-
KPETHBIX CMBICIIOB — UMM HAlOJIHSET Mpo-
W3BEJICHUE 3pUTEIIb CAMOCTOSTEIBHO, — OUe-
BUJIHO, YTO 00€ Ha3BaHHbIE MHCTAJLUISLUH,
UCIOJB3YIOIAE B KaueCTBE BAKHEHIIUX
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MaTepUalbHbIX CyOCTaHUMM BOAY M ak-
yCMaTU4YE€CKUE To0J0Ca, KOHIENTYaJlbHO
CIEAYIOT YCTAHOBKE OJIHOTO U3 «Typy»
X. I'é66ennca — Jxxona Keiimka: «BepHYTh
OKpY>Kalolllylo cpeny B HCKyccTBO». Ha-
MOMHHUM, 4TO Ha co3gaHue «GENKO-AN
107031» koMmo3uTopa BIOXHOBHJIO CO-
3eplaHue AMOHCKOTO cajia 4Yepe3 Kpyrioe
M KBaJpaTHOE OKHA B OyAJAMIICKOM MOHa-
cTeipe ropoga Kuoto. BoamoxHo, 4TO 3TO
JlaBHEE BIEUaTIICHUE ObUIO CTONb CHUIIb-
HBIM B CHJIy MU3BECTHOW CHUMBOJIUKHU Caja,
OpraHUYHO COEIUHSIONIETO B cebe mpupo-
Iy U UCKYCCTBO, B KOTOPOW CTUXUS BOJbI
3aHUMAaeT 0co00e MECTO, a KpyT — CUMBOJI
HeOec B «COI03e» € KBaJIpaTOM — CUMBOJIOM
3emutl GOPMHUPYIOT HUJICH0 UX TEPBO3/aH-
HOCTH U HepazaeauMocTH [3].

B wuncramssuun ['é00enbca M CTUXUA
BOJIbI, U OOpalleHne MOCPEICTBOM aKyc-
MaTUKH K JIOPEYEBON apXauKe — OPUEHTUP
Ha NEPBUYHOE, TPUPOIHOE Havano. B aTom
CMBICIIE MHTEPECEH MOA00p TEKCTO-TOJO-
coBOro marepuana. @parMeHTbl U3 JIUTE-
paTypHON KOHLIEPTHON KOMIIO3ULIMU Empty
World («IlycTeie cioBay), B KOTopol (par-
MeHThl U3 «JlHeBHuka» lenpu J[lenBuna
Topo® unrarorcst KeitpkeM ¢ mocTeneHHbIM
— OT YaCTU K YaCTH — CEMaHTUYECKUM HX
YHUUYTOXKEHUEM TOCPEJICTBOM yCEUCHUS
NPEJIOKEHHM, Tay3, CIOTOBBIX KYMIOp U
T. 1. [4], dyTypucTHUECKHE S3BIKOBBIE a0-
cTpakuuu 1od3un  Kpyd€HbiX, ropioBoe
apXau4yHoe MEeHHe-TOBOPEHHE U MOojapaxa-
HUE€ 3BYKaM IMPUPOJIHOTO MPOUCXOKACHUS
Caitnxo Hamuputiak — 3TuxX nmpumepoB A0-
CTaTOYHO, YTOO MOHSTHh YCTAHOBKY aBTOpa
Ha S3BIK TBOPYECKOTO OECCO3HATENHHOTO.
Jlo6aBuM K CKa3aHHOMY Pa3HOSI3bIYUE, 0CO-
Oble MaHepbl MPOU3HECEHUs, aKyCTUYECKH
MPUYYAJIUBbIE, HE UMEIOLUE MPSIMOTO BEp-
0aTFHOTO CMBICIIA PEYEBBIC TIOCHUTBI, OBITY-
IOLIUE B OCOOBIX XY/I0KECTBEHHOIO MPOUC-
XOXK/IEHUS MPAKTHKaX — BCE 3TO, HMIOKUPYS

CBOCH HEOOBIYHOCTHIO, HEBO3MO)KHOCTHIO
MOHATh, OTCYTCTBUEM HPUBBIYHOTO, OXKH-
JIaeMOT0, aKTHBHPYET 3pUTENSA HAa TOUCK
OTBETOB B MUPE CBOUX JIMYHOCTHBIX CMBIC-
JIOB, HETMOAKOHTPOJIBHBIX CO3HaHUIO. Peue-
Basg aKyCMaTWKa — CBOETro poja BepOasb-
Has «Marusi», CyrreCTusi KOTOpoil, B COI03€
C BHU3yaJbHBIMHU, CBETOBBIMH, IIBETOBBIMH,
NPUPOAHBIMU CYOCTaHLMSIMH, 3aCTaBIISET
3pUTENs, PEKOHCTPYUPYs BOOOpaskaeMbie
WUCTOYHUKH 3BYKa, NPOIYIHPOBATH CBOU
ay[HMOBU3yaJIbHE CMBICIBL. JTO TO3BOJISIET
TOBOPHUTH 00 MHCTAJUISIIUH KaK O MPOCTPaH-
CTBE MHTEPIIPETAINU, B TIPOIIECCE «OCBOE-
HUS» KOTOPOTO CIyIIaresb, Omaromaps uc-
KyCCTBY, PaCKpbIBaeT B c€Oe HOBBIC TPAHH.
PaccmoTpeB HekoTOpbie OCOOCHHOCTH
MCIIOJIb30BAaHUSI TEKCTO-TOJIOCOBOM aKyc-
MaTHKH, CIEAYET MOAUYEPKHYTh, YTO OTCYT-
CTBHUE B HMHCTaJUIAIIMA KaKk 0COOOM BHIE
TBOpYECTBa (pOpMaIbHOM 3aJaHHOCTU UMe-
€T CIEACTBUEM aOCONIIOTHYIO MHANBHUIYya-
JTU3aIUI0 penieHuid. [aBHBIM (opMau-
30BaHHBIM IMapaMEeTPOM, Kak paHee ObLIo
OTMEYEHO, SIBISIETCS YCTAaHOBKA OOBEKTOB,
B TOM YHUCJIC U 3BYKOBBIX, B OTPAHHYECHHOM
XyIOKECTBEHHO O3HAY€HHOM MPOCTpaH-
cTBe. Pa3HOOOpa3ue ayquainbHbIX PEIICHUN
C HCTIOJBH30BAHUEM aKyCMAaTHKH IO3BOJIS-
€T pa3eliuTh BCe MHOrooOpasue MHCTall-
JSUOHHBIX 00pa3loB B CAMOM IIHPOKOM
TUTAaHE Ha MHTEPaKTUBHBIC H T€, T/IE 3pUTEIb
octaércst B OoJbLIei Mepe BOCIPUHUMALO-
UM CyOBEKTOM, IMOJBEPTasch MPH STOM
MOIIHOMY ayInO- WA ayTHOBU3YaIbHOMY
Bo3AeicTBUIO. OCTaHOBUMCSI Ha HEKOTO-
PBIX TIpUMEpax MHTEPAKTHUBHBIX 3BYKOBBIX
WHCTAJUTSIUHN, B KOTOPBIX y9aCcTHUE 3PUTEIS
OKa3bIBaCTCS MPUHITUITHAIEHO BAKHBIM JIJIS
¢dbopMupoBaHusl 3BYKOBOTO MPOCTPAHCTBA,
TJle¢ OH CTaHOBUTCS OJHOBPEMEHHO M HC-
TIOJTHUTEJIEM, U B ONpPENCIEHHON Mepe aB-
TOPOM, YNPABJISIOUINM JIBUKEHHEM 3BYKO-
BOTO MaTepHalia ¥ ero MPOCTPAHCTBEHHBIM
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pa3sMenIeHueM, TO €CThb KOMIIO3UIUEH.
[IpocToil U, OQHOBPEMEHHO, IOKA3aTEIIb-
HBIM MIpUMEp — MHCTAIUISALUUS OepIMHCKOM
CTyIuW nu3aiiHa WU uckycctBa White Void,
YCTaHOBJICHHass B My3ee MeHenbco-
Ha-bapronsau B Jlehinmure B 2014 romy
«IddexTopuyM — HHTEPAKTUBHBIA BUP-
TyaJbHBIH OpKECTp»* M MO3BOJIAIOIIAs Ka-
KJIOMY TIOCETUTENI0 TMOYYBCTBOBATh CeOs
B POJIU AUPHKEPA MY3bIKH BEJIMKOTO KOMITO-
3uTopa. Ha ocHOBE 31€KTpOaKyCTHUECKOTO
MY3BIKaJIBHOTO MaTepuaia B peKUMe HHTe-
PaKTUBHOW 3BYKOBOM CpE€JIbl CTPOUT CBOIO
uHcTausiuio Padded Perception («Msir-
KO€ BOCHPHATHE») aBCTPUUCKUN KOMIIO-
sutop Ponbkmap Kinmen. M1 oHo peanbHO
MATKO€, MOCKOJIbKY YCTaHOBKa IPEICTaB-
JsieT coOOM MSTKUM MOJIbI KyO-KOMHAry,
MIOBEPXHOCTH KOTOPOTO OCHAIIEHbI CEH-
COPHBIMM JaTYMKaMH, TAKTHUJIBHOE CONpPH-
KOCHOBEHHE C KOTOPBIMH TiepeAaéTcs Ha
CIIELIMAJIbHYIO0 3BYKOBYIO YCTAaHOBKY, CO3-
JlaBasi TUCTAHUUIO MEXIY OXUIAeMbIM U
HCKYCCTBEHHBIM 3ByYaHUEM: LIEIOCTHOCTh
bu3uYeCcKol M 3BYKOBOW pEaJIbHOCTU pas-
MBIBACTCS".

Jpyroii nmpuMep — MUHTEPAKTUBHAs MY-
3bIKAJIbHO-JIA3€pHAsT MHCTAIISAUUS Forest
(«Jlec») NOHIOHCKON CTyauu Au3aiiHa
Marshmallow Laser Feast. DTa TUTaHT-
CKasl ycTaHOBKa 3aHuMaeT 450 KBaapaTHBIX
METPOB, Ha KOTOPBIX PACIOJIOKEHO OKOJIO
150 mysbIkanpHBIX «aepeBbeB». Mccnemys
3TO 0c000€ MPOCTPAHCTBO, 3PUTENH BO3-
JIEUCTBYIOT HA KOHCTPYKLHMH — MMOCTYKUBAs
M0 HUM WJIM COTpsicas UX, OHU BBI3BIBAIOT
3BYKOBYI0 U CBETOBYIO peakumio. Kaxnoe
«IEPEBO» HACTPOCHO Ha OIPEACIEHHBIN
3BYK, COBOKYITHOCTh KOTOPBIX MIPU MHOXE-
CTBEHHOM TaKTHUJIBHOM KOHTAKTE€ CO3JAET
IMPOCTPAHCTBEHHbIE TapMOHUU, BOCIPO-
U3BOJIMMBIEC C MOMOIIBIO CUCTEMBI O00BEM-
HOro 3ByKa. [lorpyxeHue B BUPTyaJbHBII
JIECHOM MAacCHB U CBOETO POJa «pa3roBOp»

C JIepeBbSIMH, HE MPOCTO OAYXOTBOPSIOT
o0pa3 jeca, HO HECyT HKOJIOIMYECKOe IO-
CIIaHME€, 3acTaBisisl OIILYTUTh E€IUHCTBO
C MHPOM MPUPOJBI, aKTUBUPYIOT UHIUBH-
JyalbHBIM OMBIT OOIIEHUsI ¢ HUM, (POpMHU-
PYIOT 4yBCTBO B3aUMO3aBUCHUMOCTH.

Crneundurika THTEPaKTUBHOW MY3bIKaJIb-
HOIl MHCTaJUISIIUU, C IPUMEHEHHEM aKyc-
MaTUKH, IOMUMO CUJIbI BO3/ICHCTBUSA HA BO-
oOpakeHHe YYaCTHUKOB, HE OCO3HAIOLIUX
pEabHOTO MPOUCXOKICHHUS 3BYKOBOM Ma-
TEPUH, BO3HUKAIOIIEH B CWIY CIy4alHBIX
WIM LeJeHaNpaBICHHbIX NPUKOCHOBEHHM
K TEM WU UHBIM OCS3a€MbIM COCTaBIISIO-
UM  HHCTAJUISIIUOHHOTO MPOCTPAHCTBA,
3aKJII0YEHA B HEMPEACKAa3yeMOCTH U HETIpe-
PBIBHOI OOHOBIISIEMOCTH 3ByKOBOI'O ITOTOKA,
KOTOPBIN TOJIHOCTHIO TOAYUHEH (aKTOpy
ciydaitHoctu. B aToM — cneuuduka tako-
ro pofia YCTaHOBOK, HE NTOJTUMHEHHBIX Tpa-
JULMOHHBIM 3aKOHaM JIMHEWMHOTO pa3BEp-
THIBAHUS MY3bIKAJIbHOTO MPOU3BEACHUS OT
Hayaljla K 3aBEpPUICHUIO, MTOCIIE YETO MOXKET
IIOCJIEIOBAaTh TOJIBKO €r0 MOBTOpEeHME. Tak,
B CBETO3BYKOBOW HMHCTAIUISIIUU Resonate®
(«Pe3onaHcy), mpeacTaBisIONIEd momoone
OTPOMHBIX MacIITAOOB HIUITKOBOTO UHCTPY-
MEHTa Ha OTKPBITOM BO3AYXE, CBETAIIAACS
JBIDKYIIAsICA CTPYHHAsI CTPYKTypa T'eHepu-
pyet arMoc(depHbIe 3ByKU U U300paKeHus,
pearupyss Ha KOHTAKThl C TOCETUTEISIMU,
KOTOpBIE HAaXOHATCS BHYTPU 3TOM HUCKYyC-
CTBEHHO CO3JaHHOW TPEXMEPHOW MHTEPaK-
TUBHOW MPOCTPAHCTBEHHOW KOMIIO3ULIUH, U
JUTUTCS, HEMIPEPBIBHO, MOCTOSSHHO U3MEHSIS
CBOIO 3BYKOBYIO aypy.

[Topaxkaer KpacoTol M HAYKOEMKOCTBIO
XyJIOKECTBEHHOW WIEH MHTEPAKTHBHAs WUH-
cTaiuIsIys « DIouapl: CKyJIbITYpPa B IBUKE-
Hun» cryauu White Void, nipencraBieHHas
B 2019 rony Ha BeicTaBke Hyundai B pamkax
Munanckon Hemenu ausanHa. MHOXECTBO
(1200) manenpkux Kpymibix cdep, 3akpe-
IUIEHHBIX HA MOTOJKE U CBUCAIOLIUX B BUIE
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TPEXMEPHOIO MaccuBa, IOJ BO3JIEHCTBUEM
Ja3epHBIX JTydel 00pa3yloT BUAUMOCThH 00-
JTaKka CBETSIIUXCS TOYCK — (IFOHIOB’, HAX0-
JAIIMXCS B HEMPECTaHHOM JTUHAMUYECKOM
JBU)KEHUH, KOTOPOE aKTMBHPOBAHO >KECTa-
MU IYOJUKU B pe3yJbTare yCTaHOBJIEHHOU
CUCTEMBI  TPEXMEPHOIO  OTCIICKUBAHUS.
BcenenctBue xKecTUKYIALMU BO3HUKAET -
(EKT CKOMIEHUSI «MOJEKYID», CO3JAIOLINX
MEHSIOILINECS CBETOBBIE CKYIBITYPbI — TPEX-
MepHBbIe rpaduueckre KOMIO3HULIMH, BOILIO-
HIAIONIME UACK0 NEPBO3JAHHOW NPUPOAHON
MaTepuH, HaxONALIEHCS B HENPEPHIBHOM
JBYO)KEHUU U Pa3BUTHU. ABTOpaMH 3BYKOBO-
ro opopmienuss — Mapuan Mentpyn u [la-
HudeM TelmkeM — 3Ta uzes Oblia peannso-
BaHAa Ha OCHOBE TEXHOJIOI'MI F€HEPaTUBHOIO
3BYKOBOIO aM3aiiHa. BceiencrBue amropur-
MUYECKH 3alpOrpaMMHUPOBAHHBIX BHIOM3-
MEHSEMBIX HOBTOPEHUH, 3ByKOBbIE (HOpMBI
B OeCITpepBIBHOM MPE0OPA30BaHUH 3BYKOBOU
MaTepuu BBICTPAUBAIOTCA B ONPEIACIEHHOM
COOTBETCTBUU (hOpMaM BU3YyaJIbHBIM, CO3/a-
Bas To OoJiee paccpeioTOUEHHYIO TKaHb, TO
aKUEeHTHPYs OoJiee TIOTHBIE KOHTYpPbI BU3Y-
IBHBIX (hopM®.

Bropoil TMn MHCTAILIALMM, HCHOJB3Y-
IOLIUX aKyCMaTU4YECKUE 3BYKOBBIE peajui,
COXpPAaHSET 4YepThbl MPENOJHOCHUMOIO BHJA
UCKYCCTBa, TpaHC()OPMHUpPOBAHHBIE TIEp-
dhopmaruBHOM cocTaBstonieid. Takue mpo-
u3BeJCHMS (a UX B OOJIBIIIOM YHCIIE CIIy4aeB
MOXXHO 0003HAUYWTh UMEHHO TaK) MPEAro-
JaraloT HE MEHBUIYK0 BOBJIECYEHHOCTh
clymarenass B CWIY TOTIO, YTO «OCMOTpP»
MOJIOOHOT0 POAAa MHCTAJUISIUN Ipeanosa-
raeT BO3MOXXHOCTb CMEHBI PaKkypcoOB, Kak
BHEUIHUX, TAK U BHYTPEHHUX, BCIEICTBHE
MpeObIBaHUsI HEMOCPEICTBEHHO B «IIOJIEY
TPAHCIUPYEMOM CBETO-1IBETO-3ByKOBOW MH-
dbopmaruun ¥ OOBEKTHOTO PACIOJIOKCHHS
pa3HOro poxa KOHCTpyKumi. Henpusbru-
HOCTb CUTYallMM BOCHPHSATHUS, aKTUBHOCTh
«OCBOEHHSA» NPOCTPAHCTBA HHCTAJUIALMM,

HEOOBIYHOCTh 3BYKOBOTO U MHOTO Marepu-
ajna, U3 KOTOPOTO BBHINIOJHEHA Ta WIHA HWHas
YCTAHOBKA, MHOTOKaHAJIbHOCTb BIIMSIHUS
Ha CEHCOPHYIO CHCTEMY 4YeJIOBE€Ka HMEIOT
CJIECTBUEM IIEPEKUBAHUE, TIO CHIIE COIIO-
CTaBUMO€ C JUMHMHaIbHBIM. He ciryqaitnHo
CO3/1aHHE TaKOTo poJia PACIIMPEHHBIX IO
CTENIEHU BO3JEHCTBHS HMHCTAJUISILIMOHHBIX
MIPECTABICHUI OJHOBPEMEHHO SIBISIOTCA
O00OBEKTOM HCCJIEIOBAaHUSl MMOBEACHUECKUX,
SMOLIMOHAJIBHBIX PEaKIMil YeJIOBEKa, BO3-
HUKAIOIIKUX [0 BO3AEUCTBHEM MOIIHBIX
XY/10’)KECTBEHHO-TEXHOJIOTUUECKUX  pe-
cypcoB. Upe3BblYailHO MHTEPECEH B 3TOM
11aHe onbIT LleHTpa sKcneprMeHTaIbHbIX
Menua- W MeppOpPMATHBHBIX HCKYCCTB’.
Ero un¢pactpykrypa — KOHLIEPTHBIN U Te-
arpanbHblid 3aibl (Ha 1200 u Ha 400 mecT)
C COBEpIICHHON aKyCTHKOH, KOMIIBIOTEp-
HbIM OCHAIICHHMEM U IPOEKLHUOHHBIMU
9KpaHaMH, HECKOJIbKO OOOpYIOBAaHHBIX
IEKTPOAKyCTUYECKON anmnaparypou cry-
IUi U T. M. — MO3BOJISIET OCYLIECTBIISTH
MEXAUCHMIUIMHAPHBIE  XYJ0KECTBEHHBIE
IPOEKThl JII000M CTENeHH CIIOKHOCTH,
K BBIIOJHEHUIO KOTOPBIX IPUBIEKAIOTCA
COBPEMEHHBIE KOMIIO3UTOPHI, paboTaoIIne
B cdepe 3MEKTPOAKYCTHUYECKOH MY3BIKH.
Tak, panee yIOMSHYTOMY aBCTPUHUCKOMY
xomnosutopy Ponpkmapy Kimeny lLlen-
TPOM OBLI 3aKa3aH PEMUKC Ha €ro KOMIIO-
sunmio Start-Ziel-Siege, Ha3BaHUE KOTOPOM
coctaBuia (ppasa, HCIoIb3yeMas B HEMEII-
KOM IOHOYHOM MHpE, O3HaJaromas «moode-
Ja oT ctapra a0 ¢uuuma». Pabora B cu-
cteMe 360-rpagyCHbIX BUJICOMPOCKLIUA U
00nEéMHOTO 3By4aHus ¢ O6onee yem 40 mu-
HaMUYECKMMH 3BYKOBBIMH YCTpOMCTBaMH,
OKpYXaIOIMMH  3puTeneit'’, oTKpbIBasia
BO3MOXHOCTb  JOCTH)KEHHS  YIUBHUTEIb-
HBIX 10 HEOOBIYHOCTH MPOEKIUU 3BYKOB,
HaIpaBJIEHHBIX Ha CiylIaTreiell «moj pas-
HbIM ymiom». Kommnosuuus B HOBOM Bep-
CUM TpEACTaBWIA ayIMAJBHYI0 WHCTA-
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JSUI0  Pa3HOOOpa3HbIX aKyCMaTHYECKUX
00BEKTOB, CIyXOBOE OCBOEHUE KOTOPBIX
MPOU3BOIMIIOCH 3PUTENEM, HAXOIAIIMMCS
B LICHTPE 3TOT0 IPOCTPAHCTBA U UMEIOIINM
BO3MOXHOCTb JBUTAThCS BHYTPU HETO WU
M3MEHATh PaKypC «CIBIIIAHUS», CHISI Ha
Bpalammmxcs cryiabax. [logoOHeie xymo-
YKECTBEHHBIE OMBITHI, ITOMaj1as1 B pakypc Jla-
OopaTopyuy KOTHUTUBHBIX U UMMEPCHUBHBIX
cuctreM (CISL) nmpu EMPAC, craHOBST-
CAd MarepualioM JUIsi U3y4EHUs CEHCOPHO-
ro OmbITa 4YeJIOBEKa, €r0 B3anMMOJICHCTBUI
C KOMITBIOTEPHBIMH CHCTEMaMH, MpoOiIeM
pacIIMPEHHON BU3yalIM3alluM, aKyCTHKU,
TaKTWIBHBIX OIIYLIEHUN U TIp.
XynoKECTBEHHBIE HUJIEH, JIeXKaIlue
B OCHOBE MOJJ00HOTO pojia paboT, Kak M UX
BOIUIOLIEHHE, YPE3BBIYANHO Pa3HOIUIAHO-
Bbl M 3aBUCAT OT TEXHUYECKOW OCHAIEH-
HOCTU TpoekTa. PaccMOTpuUM HECKOJIBKO
MIPUMEPOB — OT CKPOMHBIX IO pecypcam
JI0 TEXHOJOTHMYECKH MPOJBUHYTHIX. 3BY-
koBass uHctausinus Ponbkmapa Kinena
Stromen-Queren («llepeTexanue-nepece-
YeHHE») Il KOMHAThl ¢ BHJOM Ha MOpe,
YCTAHOBJIEHHass B OWOJIMOTEYHOM 3ajie
Lentos Museum' (2018) mnpeacrais-
€T MYCTOW YUTAJBHBIN 3aJ1 CO CKAMEWKOU
JUI TIOCETUTENIEH B LIEHTPE, OKPYKEHHOU
BOCEMBIO IpoMKoroBopuressiMu. C ogHON
CTOPOHBI OKHO OTAENSET CO3EpPLAIOIIETO
BOJHBINA TaHAMAPT 3pUTEINIS OT BHEIIHETO
MHUpa, HO TIPU ITOM MHUKPO(DOHBI, IPUKpE-
Wi€HHbIE K (Qacaay 30aHUs, Pa3MBIKAIOT
3aMKHYTO€ MPOCTPAHCTBO BHEIIHUMU 3BY-
KOBBIMH peausiMi, o0pa3ys THOpUIIHYIO
3BYKOBYIO Cpe€lly, HAapyLIAIOUIyH T[apMo-
HUIO BUJIMUMOTO U CJIBIIIAMOTO.
HNutepecHbl MHCTAUISIIIMOHHBIE PA0OTHI
HEMeIIKoro KoMmmo3uTopa PoGepra XeHke,
CO3/1aBaeMble UM JIJIsl OOJIBIINX KOHIIEPTHBIX
CIIEHUAIN3UPOBAHHBIX IUIOMIA0K HA OCHO-
BE€ COBPEMEHHBIX MYJBTUMEIUNHBIX TEXHO-
JIOTUM, TTO3BOJISIOIINX COEIUHSITh KUHETHU-

Ky, LIBET, CBET, 3BYK, TYMaH B IUHAMUYHbBIC
XYJI0’KECTBEHHO-TIPOCTPAHCTBEHHBIE ~ KOM-
no3uuuu. Mimes nunxxeHepHoe oOpa3zoBaHue,
XeHKe yBIeu€H KpacoTol TeOMETPUIECKIX
nporopuuii 1 (QuUryp, Ja3epHO-CBETOBOM
«TaHeI» KOTOPBIX, COIMPOBOXKIAOIIHIACS
MEPEeMEIIAOIIUMCS M M3MEHSIOIUM TIPO-
CTPAHCTBEHHbIE OUEPTAHUS  MY3bIKaJb-
HBIM PSZIOM, COCTaBIISIET CYTh €ro pPadoT.
CBoero ponia THITHOTHYECKOE BO3ICHCTBHE
— TOTPYXCHHE B MHTCHCHUBHYIO MO HACHI-
IMIEHHOCTH HEOOBIYHBIX XYI0’KECTBEHHBIX
CUHTETUYECKUX KOHCTPYKTOB, OecIipecTaH-
HO MpeoOpakaromux CBO (HopMy U JOKa-
110, 3ACTABJISIONTUX CIICTUTH 32 TPOCTPaH-
CTBEHHBIMH W BH3YaJbHO-ayIHaIbHBIMH
Metamop(o3zamMu, — HMEET pPe3yabTaToM
BOCIIPUSITUSL TPaHC, TMEPECTPYKTYPHUPYIO-
HiA 0OBIICHHOE COCTOSTHUE CO3HAHMUS, Pac-
MIUPSIOMMNN  3MOIMOHAIBHO-CEHCOPHBIN
OmBIT yesioBeka. IIpuBeném B mpumep ase
u3 ero paoor. [lepsas — Cos / Sin («Kocunyc
/ CMHYC») TIOCBSIIIEHA FOOWJICHHON naTe —
ctonetuio bayxay3a — u peacTaBieHa, yTo
CUMBOJINYHO, B 3JaHUU TIKOJBl MEHEK-
MeHTa W au3aiiHa llonbdepaiin B ropozae
Occene'’. BusyasibHas 4acTh Ha IMEPBBIA
B3MJIAJl ACKETHYHA, OCHOBaHA Ha MPOCTOU
TEOMETPUUECKON (UTrype Kpyra, KOTopas
MHOTOKPAaTHO CIIPOEIMPOBaHa Ha OETOHHBIC
cTeHsl 31aHus. Ho 310 numib nucxonHas Tod-
ka. [locpencTBOM HECKOJIBKHUX JIa3epHBIX
CKaHEpOB IIBET, TEKCTypa, PAaCIOJIOKCHHE
KPYTrOB HAUMHAIOT MEHSTHCS, 3aXBaThIBas
BOOOpaKeHHE HEMBICIUMBIM MHOXECTBOM
KpacouyHbIX IpeoOpa3oBanuii. Kommerorep-
Hasi MporpaMMa CUHXPOHU3HUPYET BU3yallb-
HbIE «COOBITHS C MY3bIKAJTbHBIMU, POXKIAS
CIIOKHYIO TApPTUTYPy NPOCTPAHCTBEHHOU
ayIMOBU3YyaJIbHON KOMIIO3UIUH.

Jlpyras MOHYMEHTallbHAsE WHCTAJLISA-
uus Xenke — Deep Web («I'myOokasi may-
THHa») ObUTa TIpeiacTaBieHa B bepnune B
OTPOMHOM TpOCTpaHCTBe 3ana Kraftwerk,
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nepeoOOpyA0BaHHOM M3 CTapoM 3JIEKTPO-
CTaHUMM B panioHe bepun-Murre misa mno-
Ka3a INPOU3BEICHUNA COBPEMEHHOIO UC-
KyCCTBa, TPAHCIMPYIOLIMX  JYXOBHYIO
sHepruto. Kak cienyer w3 TEXHMUYECKOTO
ONMCAHUs, «3TO MHCTALIALHNS C UCIIONb30-
BaHUEM 12 BBICOKOTOYHBIX JIA3€POB U Ma-
TpULBl W3 175 OBMKYIIMXCS BO3IYIIHBIX
[IAPOB JUIS CO3/IaHMsl BIICYATISAIOIMIEN TPEX-
MEPHON CKYJBINTYpPbl W3 JIMHUM M TOYEK,
MapsIIKUX B IPOCTPAHCTBE HAJl ayJUTOPHUEN.
Xopeorpadusi CHHXpOHU3UPYETCA C NapTH-
TYpO#, BOCIIPOU3BOJUMON C 8-KaHAJIbHBIM
00béMHBIM 3ByKOoM»'®. IllecTuaecaTumu-
HyTHasi KOMIIO3MIIMsSI, yNpaBisieMas aBToO-
paMU-UCIIOJIHUTEISIMA B PEAJIBHOM BpeMe-
HU, 3aCTaBlsieT MyOIHKY 3aBOPOXKEHHO
CIIEIUTh 3a pa3HooOpa3ueM 3JIEKTPOHHBIX
3By4aHU — TOYEYHO-YJApHBIX, IyJIbCUPY-
IOLLMX, MIMCCAaHAUPYIOUINX, «Kalarolux»,
KJIACTEPHO-TapMOHUYECKUX M MPOYMUX
B UX CMEHAX U COOTBETCTBUAX BU3YyaJIbHbIM
TpaHc(opMaIusM B MPOCTPAHCTBE.
3aBepmiass  0030p  MYJIBTUMEIUUHBIX
WHCTAJUIALIANA, MCIIONB3YIOIHUX aKyCMaTH-
YEeCKUE 3BYKOBBIE OOBEKTHI, CIEAyeT elé
pa3 BEpHYTHCSI K CyTH TEPMUHA «aKyCMaTH-
Ka». [ 0BOps 0 MpHUYMHaAX NPUBEPKEHHOCTH
K JaHHoMy TepMmuHy, ®pancya bennp —
dbpaHIy3cKUi KOMMO3UTOP, CTOSIBIIUN Yy
UCTOKOB SIBJICHUS, NMONYEPKUBACT, YTO aK-
yCMaTHKa — 3TO HE TOJIBKO Muaroperckuit
TEPMHH, HO U COOTBETCTBYIOLIUN B3IVISA
Ha MHp, O3HAYAKOIIHMKA «...MaKCUMaJIbHYIO
OTKPBITOCTb B BOCHPHUATHH Cc(hepbl 3BY-
Ka — BCET0, 4TO TOJIBKO BO3MOYKHO YCIIbI-
watb!» [5]. 1 3T0 1eMCTBUTENBHO TaK, MO-
CKOJIbKY MOIIIHBIN PECYPC XY10’KECTBEHHBIX
CPEICTB, KOTOPBIE IpEIaraeT XyI0KHHUKY
uudpoBasi TEXHUKA, HMEET CJIEICTBUEM
HEMBICIIUMOE Pa3HOO0pa3ue Xyd0KECTBEH-
HBIX PELICHUN U aBTOPCKHUX MOAXOA0B. Bcé
3TO «MOpPE» HOBOM JKCIEPUMEHTAIBHO-
ro Xxapakrepa HH(pOpMalMM IpeacTaBis-

eT OMaroaTHyIo MOYBY ISl M3YUYEHUS Kak
cnenuuKH SBICHUS, TaK U psga mpooseM,
Hen30eKHO BCTAIOIIUX MPU €T0 PacCMOTpe-
HUU, TaKUX, HalpuMep, Kak BO3JICUCTBUE
Ha CJyLIaTelsl SKCIIEPUMEHTAIBHOTO AJIeK-
TPOHHO-aKyCTUYECKOTO MCKYCCTBA, CIIEILH-
¢duka ero BocnpusTHs, pazHooOpazue hopm
U MaTepuajoB, TEXHUYEcKas oOecreyeH-
HOCTh, OBITOBaHHE B HOBBIX aKyCTHUYECKHUX
cpenax, ocoOble YCIOBUS BOCHPOU3BEIE-
HUSI MHCTAJUIALNMA, MHTEPAKTUBHAS UX MPU-
pona u mp. O4EeBHIHO U TO, YTO OCOOCHHO-
CTBIO aKyCMaTHMU€CKOW MY3BIKH U — IIUPE
— 3ByKa — SIBJISIETCS] KaU€CTBO HEOOBIYHOTO
ayIMallbHOTO Marepualia, HEpeIKo Mpea-
CTaBIISIIOIIETO  JKCKIIO3UBHYIO, IITyOOKO
WHIMBHUIyaJU3UPOBAHHYIO 3ByKOBYIO MaTe-
puto. [Io cinosam @. benns, «dneKTpoaxy-
CTUYECKHE MPOLECCHI, MPOUCXOSIINE BHE
00J1aCTH CIBIIIMMOTO, JAI0T HAM OYePTaHUs
MIPOSIBIICHUI Opy2oil npupoosvl, B KOHTEKCTE
KOTOPOU BO3HUKAIOT HOBBIE 3BYKOBBIE 00b-
€KThbI, HUKOTJIa HE UMEBIIINE PEaIbHOTO CY-
IIECTBOBAHMS» [TaM Xke].

C npyroii CTOpOHBI, OTCYTCTBUE BHU3Y-
aJTU3POBAHHOTO MCTOYHUKA 3BYUYAHMUSI, TIPU
HEOOBIYHOCTH €ro KoJIOpuUTa U (POpPMBI,
BBI3BIBAET CBOETO poOjia KOTHUTUBHBIN JuC-
COHAHC Y CIIylIaTeNsi, aKTUBU3UPYS MBbIC-
JUTENbHBIE PEAKIUHU, MMOCKOIbKY HaJTU4He
HEKOEH TaifHbl 3aCTaBIsI€T MCKaTh CIIOCO0
e€ oObsicCHeHHS. A TIOMCK ITOT OCYIIECT-
BJISIETCS MPEXKJIE BCETO uYepe3 COCpPenoTo-
YeHHUE Ha CaMOM 3BYKOBOM IIOTOKE, Ha €ro
conepxanun. CkazaHHOE OOBACHSIET MHO-
rOQYHKIIMOHAJIBHOCTh aKyCMaTUYECKHUX
3BYKOBBIX OOBEKTOB B IPOCTPAHCTBE MYJIb-
TUMEIUNHBIX WHCTAJJISIMN, OCHOBHBIC U3
KOTOPBIX — y4acTHE B CO3/JaHHM apXUTEK-
TOHUKU PACCTAHOBKH OOBEKTOB, YCUJICHHE
ACTETUYECKOT0 KOMIIOHEHTa, CO3/JaHue
«TOJST HAIPSHKEHHOTO BOCHPUSITUSY, CTH-
MYJIMPYIOIIETO Ha MOUCK KIIF0Ya K TOHUMa-
HUIO CJBIIIUMOTO.
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! Hanomuum, 4to B OykBanbHOM cMbicie Installation — ycraHOBKa, pa3MellieHre, MOHTaX.

2 T'é60enbCy mpHCyIIe MIMPOKOE TOHMMAaHKE 3ByKOBOM MaTepuu: «Jlaxe eclii rOBOPUTh TOJILKO
0 BHU3YaJIbHOM COCTaBIISIOLIEH MOUX paboT, Mbl BCE paBHO HalAEM B HEW My3bIKaJbHBIA aCIEKT,
PUTM MPOCTPAHCTBA WK MEIOAUIO roBopsiiero» [1].

3 dunocopus T'enpu JleliBuna Topo, kKak H3BECTHO, OCHOBaHA HAa PYCCOMCTCKOHM ujee
BO3BpallleHUs K IPOCTOM K13HU B nipupoze. Murepec k Heil ['€60enbc nposiBiisi U paHee, co3/1aB
B 1998 romy opkecTpoByI0 KOMIIO3UIMIO IO poMaHy «YoiaeH, uin JKu3Hb B JECy», OTIEIbHbIC
(dparMeHTbl KOTOPOW HMCHOJb30BaHbl M B JAHHOM HMHCTAULIIMHU. DTO emé pa3 MoauEpKUBaeT
nepecedeHue uaeit ['€66envca u Ketimxka uepes ¢punocoduto Topo.

* Cm.: EFFEKTORIUM - interactive virtual orchestra.

URL: https://www.whitevoid.com/effektorium/ (nata o6pamenns: 10.04.2021).

> OnwucaHue ¥ BUACOMUTIOCTPAIIMIO HHCTAILIISIIIUHU CM. |
URL: http://www.volkmarklien.com/works/installations/padded-perception.html (mara
oOpatenusi: 10.04.2021).

¢ Wucrammsiuus Obuia mpencrasiaena B 2012 romgy Ha BbicTaBke Luminale Bo ®pankdypre,
cm. Buaeo: URL: https://www.youtube.com/watch?v=I0iDzCZ10 Q (mara oopamenus: 10.04.2021).

7 XKungkue u ra3000pa3HbIC JICTKOMOABHKHBIC KOMIOHEHThI MarMbl MJIM IHUPKYIHPYIOIINAE
B 3eMHBIX [TyOMHAX HACHIIICHHBIC Ta3aMHU PACTBOPHI.

8 «®Dmouapl: ckyapnTypa B aBwkeHun» crynun White Void, My3bIKanbHBIA MpUMEp CM.:
URL: http://marianmentrup.com/mmsound/wordpress/2019/01/09/fluidic-sculpture-in-motion/
(mara obpamenus: 10.04.2021).

9 Experimental Media and Performing Arts Center (EMPAC).

10" JInuHa S5KpaHHO# KOHCTPYKIUH — 12 MeTpoB, mupuHa — 4,5.

' My3eii coBpeMEeHHOTO HCKyccTBa B ropoze Jlunie (ABcTpus).

12 TlIxona pacroyioxkeHa B YHUKaJIbHOM T10 apXUTEKType 3nanuu Sanaa-Kubus, mocTpoeHHOM B
2006 rogy SIMOHCKUMHU apXUTEKTOpPaMHU B BUJE Ky0a ¢ aCCUMETPUYHBIMU OKHAMU HA TEPPUTOPUU
oowrekta Becemupnoro nvacnenus KOHECKO — maxter Lonsdepaiin.

3 TIpembepa cocTosuiach B paMKax ()eCTUBAIIS MOMYJISPHOW U IKCIIEPUMEHTAIBHONW MY3BIKH
CTM-2016 B bepnune: Deep Web. Audiovisual kinetic installation by Christopher Bauder and
Robert Henke [2016]. Cm.: URL: https://www.roberthenke.com/installations/deepweb.html
(mara obpamenus: 10.04.2021).
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®eHoMeH undgpoBU3aLLIUM MY3bIKK
KakK (paKTOp HOBbIX COLLMOKYAbTYPHbIX TpaHCccopmaLnit

B mpemnaraemoil cratbe paccMarpuBaeTcs MpoOieMa B3aUMOJCHCTBUS KIACCHYECKOH H
COBPEMEHHOM MY3bIKH, CO3JAHHOM HAa OCHOBE WHHOBALMOHHBIX TEXHOJIOTMM, B TOM YHCIE
C UCIIOJIb30BaHUEM LU(POBBIX TEXHOJIOTMHA. AHAJIM3UPYIOTCS BOMPOCHI MX BO3ACUCTBHUS Ha BCE
JTallbl My3bIKaJIbHON UHIYCTPUM, HAYMHAS C CO3AAHUS MY3bIKAJIBHBIX IIPOU3BEIACHUN Pa3IMYHBIX
KAHPOB, MX MWCIIOJHEHUS M 3aKaHuMBas (pUKcalueil pesyiaprata Ha HOCHTEISAX HH(OpMAaIHH.
ABTOpBI YIENSIOT BHUMAaHUE HCTOPUUECKMM BEXaM BHEIPEHUS B MY3BIKAJIBHOE HCKYCCTBO
NEPeOBBIX TEXHOJOrui. B pabore nmogHuMaroTcst mpo6aeMbl KyIbTYPOJIOTHYECKUX MTOCIEACTBUI
BO3JICHCTBYSI HOBBIX TEXHOJIOTMM Ha MY3BIKaJIbHBIM MUD, @ TAaKXKE 3aTparuBalOTCs HEKOTOPHIE
ACIIEKThI, CBA3aHHBIC C HAYYHO-TEXHUYECKUM IPOIPECCOM B MY3BIKE.

ABTOpBI IIPUXOAAT K BBIBOAY, YTO B LIEJIOM, HE3aBUCUMO OT OTCYTCTBHSI B MY3BIKAJIbHOM
cooOmiecTBe MapagurMbl BOCHPHUATUS 3JICKTPOHHBIX HMHHOBALIMH, IMPOLECC «IH(PPOBU3ALMN
MY3BIKH (XOT$1 ObI B KAKOM-TO YacTH €€ CO3/1aHMs, BOCIIPON3BEICHUS WIIN e BOCIIPUATHUS ) JOCTATOYHO
pEIEBAaHTEH COBPEMEHHBIM TPEHJAM PAa3BUTUSA KYyJIbTYPbl B LIEJIOM U MY3BIKAJIBHOW KYJIBTYpPBI
B yacTHOCTH. [T03TOMY, yKa3bIBasi Ha HEKOTOpPbIC HETaTUBHBIC aCMEKThI IIU(PPOBOr0 BO3ACHUCTBUS
TEXHOJIOTUH Ha MY3BIKY, aBTOPBI IIPUXOAAT K BBIBOJLY O 3aKOHOMEPHOCTH YKa3aHHOIO IIpoLEcca,
IIPOJOJDKAIOLIErO TEHACHIUIO COBEPIICHCTBOBAHMS KIIACCUYECKUX MY3BIKAJIbHBIX UHCTPYMEHTOB
U aKyCTHKHU KOHIIEPTHBIX 3aJI0B, TOJIbKO Ha IPHUHIMUIIMAIBLHO HOBOM YPOBHE, COOTBETCTBYIOLIEM
COBPEMEHHOMY COCTOSIHUIO Pa3BUTHS TEXHOJIOIUH.

KiroueBnie ciosa: MY3bIKad, MY3bIKaJIbHAsA KOMIIO3HIIUA, (bOHOl"pa(b, CHUHTEC3aTOpP, BOKOICD,
KOMIIBXOTCPHBIC TEXHOJIOI'MU, COMILI, COMIUIMPOBAHHUEC, MUKITHUPOBAHUC.
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The Phenomenon of Digitalizing Music
as a Factor of New Sociocultural Transformations

The article examines the issue of interaction between classical and contemporary music
created on the basis of innovational technology, including those using digital technologies.
Analysis is made of their impact on all the stages of the musical industry, beginning with the
creation of musical compositions of various genres, their performance and ending with fixating
the result on information holders. The authors draw our attention to the historical landmarks
of incorporating the forward technologies into the art of music. The work raises issues of
culturological consequences of this implementation into the musical world, and in addition
certain aspects connected with the scientific and technological progress in music are touched
upon. The authors come to the conclusion that overall, regardless of the absence in the musical
community of the paradigm of perceiving electronic innovations, the process of “digitalizing”
music (at least in a certain part of its creation, replication or perception) is quite relevant to the
contemporary trends of development of culture in general and music culture in particular. For
this reason, when mentioning on some of the negative aspects of digital impact of technologies
on music, the authors come to the conclusion about the consistent pattern of the indicated
process which continues the tendency of perfection of classical musical instruments and the
acoustic of concert halls, only on an essentially new level corresponding to the present-day state
of scientific knowledge.
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orjga pedb 3axOAUT O IMepeMeHax

B TEXHOJIOTHSIX, MOXKET TOKa3aThCs,

YTO HCKYCCTBO BO BCEM MHOT000-
pa3uu €ro WHIWBUIYAIbHBIX MPOSBICHUI
0CTaéTcs B CTOPOHE, OJTHAKO MY3bIKa TaK ke
MOJIBEp)KEHA TEXHOJIOTHYECKOMY BO3CH-
CTBUIO M TIPOTPECCY, IIOTOMY YTO OHA OXBa-
THIBACT HAMOOJBIIUN KPYT CONPUYACTHBIX
K DTOMY SBJIEHHUIO (WM TMpoIeccy) Jroaci
[17, p. 165]. IHHOBanMu B anmapaTHOM U
MPOrPaMMHOM O0ECIICYCHUN JaBHO YKe
MPEOIONIENI TPAHUIIBI TOM-KYIBTYPhI, 00-
HOBUB CaMy CTPYKTYpPy KOMMYHHUKAIIHIA
B TOM, KaK MBI CIIyIIaéM MY3BIKY, Kak e¢
co3gaéM W KaK JOHOCHM JI0 BOCHPHUSATHS
cinywarens [12, p. 3]. Ha ctpanunax storo
KypHaJla paHee aBTOPhl HEOAHOKPATHO 00-
palainuchk K Bompocam

HaJbHas (MHOTOJOPOXKEUHAsI) 3aMUCh 3BYKa
Y CUHTE3aTOpbl, a TAK)KE DJEKTPOHHBIE MY-
3bIKAIbHBIE WHCTPYMEHTBHI — TEJITapMOHU-
yM, TpayToHUYM, «OHAec MapTteHo» u Tep-
MeHBOKC. B 1948 rony kanajckuii nuHxeHep
Xb10 Jle KeliH 3aBepInii KOHCTPYUPOBAHUE
ANMEKTPOHHOTO Sackbut, TpeAIIeCTBEHHUKA
YIpaBIsieMbIX HaNpsDKEHUEM CHUHTE3aTo-
POB, C YYBCTBUTEIBHOCTBIO KIIABHATYPHI,
MO3BOJISIIONICH yIpaBiATh BUOpATo, IIUC-
CaHJI0 M aTaKoMu.

B Poccnu nepBbIi POTOTHUIT SIIEKTPOH-
HOTO CHUHTe3aropa 3Byka (cuHre3atop ANS,
MOJIyYUBIINK CBOE HA3BaHWE [0 MHUIMA-
nam Anekcanapa Hukomaesuua CkpsiOuHa)
ob11 co3nan E. A. Myp3unbsim B 1957 rony
(doto 1) [6; 10].

B navane XXI Beka

MIPUMEHEHUS] BBICOKUX
TEXHOJIOTUM,  II03TO-
My B 3TOH CTaTrbe XO-
TEIOCh OBl YIETUTh
BHUMaHHE HHU(POBHIM
TEXHOJIOTUSIM,  TIpH-
HHUMaeMbIM Ha BOOpY-
KEHUE TPAKTHUYECKHU
BCEMHM  YYaCTHHKaMH
MY3bIKAJIBHOW ~ UHIY-
CTpPHHU.

H3BecTHO, YTO CO-
BPEMEHHOE pa3BUTHUE
JIEKTPOHHOM MY3BIKM Haudajgoch ¢ 1877
rofga, korna T. Daucon n3o06pén Gonorpad,
CIIOCOOHBIM BOCHPOU3BOAUTH 3aITUCAHHBIN
3BYK. YK€ B IepBOU o0BMHE XX BEKa Ha-
qaJjicsl MPOLECC TEXHOJIOTM3AUU CO3/IaHUS
MY3bIKQJIBHOTO Psi/ia U MOSBUJIACh MHOTOKa-

®oto 1. EBrenunit AaekcaHaposny Myp3snH
n ero cnHtesatop ANS'

pacnpocTpaHeHHUe I10-
Ty4uua 1u@poBol HMH-
Teppeiic  My3bIKaIb-
HOTO  WHCTPYMEHTA,
nimn  MIDI, kortopbii
MO3BOJISIET ~ MOJIB30BA-
TENSM  TOAKIIFOYATHCS
K KOMIIBIOTEPY WM
JPyTOMY MY3BIKaJIbHO-
MY YCTpPOMCTBY, YTOOBI
Urparb Ha HECKOJIbKHUX
ANIEKTPOHHBIX HMHCTPY-
MEHTaxX OJIHOBPEMEH-
HO. K midi-xoHTpomiepamM OTHOCST pa3ind-
HbIE BH/IbI allIapaTHOIO WJIM IPOrPaMMHOIO
o0ecrieyeHtsl, KOTOPOE OTBEYAET 3a CO3JJaHHE
Y IIepeiady IOTOKA JaHHBIX Ha COBMECTUMOE
U(PPOBOE WK NIEKTPOHHOE 00OPYIOBaHHE
(cuHTE3aTOpPBI, 3BYKOBBIE MOAYJAM U T. IL.),
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npeobpasyroliee MOIy4YeHHYI HH(pOopMa-
IO B 3BYKH. CIIMCOK MOJOOHBIX YCTPOMCTB
JIOCTaTOYHO OOIIUPEH U, UCXOJISl U3 UX MPE-
HA3HAYCHUSI, MOXKET BKJIIOYATh: YIPABIISIO-
Ui midi-kouTposuiep (MpeAHa3HaYeH IS
yIpaBlieHUs TUIarMHAMHU, CHUHTE3aTOpaMH,
BUPTYaJIbHBIMU OMOIMOTEKAMH U T. 11.); ITU-
POBOE YCTPOMCTBO JIIsl UCTIOTHEHUS MY3BIKU
(Croma MOYKHO OTHECTH DJIEKTPOHHOE MTHAHH-
HO, CUHTE3aTOp, JIEKTPOHHBIN aKKOPACOH,
JIpaM-MallluHy, JJIEKTPOHHBbIE OapalaHsbl,
DJ-xonTposmnep u ap.).

Taxke CyIlIecTBYIOT KOHBEPTOpHBI, MO-
3BOJISIFOIINE MPEBPATUTh B MUOU-CLCHAPUIA
3By4aHHE T0JI0Ca YEIOBEKa, TUTAphl U T. 1.,
CEKBEHCOpHI (CIyXKaT Juisd 3alucu U Xpa-
HeHust uHbopmarmu B popmare midi vnm
JUIL CO3MAHMS AaBTOAKKOMIIAHEMEHTa IS
KOHIIEpTHOTO BbICTyIUIeHus1), MMC (Midi
Machine Control, ycTpoWCTBO, KOTOpOE
NpEIHA3HAYCHO JUIS YIPABICHHS pa3iny-
HbIMU pekopaepamu), DAW (digital audio
workstation, cM. GoTO 2) U Ipyroe 3ByKo3a-
nuchIBaroliee odopymnoanue [16]. Bee atm
TEXHOJIOTUH TIO3BOJISIOT YIPABISATH MPOIIEC-
COM 3alKCH MY3BIKaJIbHOTO MPOU3BEICHMUS,
TPOMKOCTBIO, MTAHOPAMOM, MEPEKITIOYEHIEM
MEXIYy AOPOKKAMH U
OpOYUMHU  (PYHKIUSMU
DAW B aBromaruue-
ckoM pexume. Kpome
MMC B rpynmy CcTy-
JUIHBIX KOHTPOJUIEPOB
BXOJSAT MHIU-MUKIIIC-
pBl, denaepsl, MHUAU-
(GyTCBUTYM U T. II.

B nmociaegnue romel
TaK Ha3bIBaeMasi «KOM-
ObIOTEpHAsl PEBOJIIOLIUA» HE TOJIBKO O0b-
eIMHWIA W YOPOCTHIIA HCHOJIH30BAHHE
BCEX TMEPEUYMCICHHBIX TEXHOJIOTHYECKUX
WHHOBAaIMi, HO U MOPOJHJIa BO3MOXHOCTb
UCTIONb30BaHUSl  MPUHIMIIAATBHO  HMHBIX
U(QPOBBIX TEXHOJOTUM, KOTOpBIE CTaHO-

®oto 2. Digital Audio Workstation
(DAW)?

BATCSI BCE OoJiee MOMYJIIPHBIME CPEIH MY-
3bIKAHTOB. JTO, B CBOIO OYepe/lb, MPUBEIIO
K HEOOXOIMMOCTH pa3pelieHus 1eJIoro psaa
po0JeM, CBA3aHHBIX C YCTAHOBIICHHEM aB-
TOPCTBA WM OPUTHHAIBHOCTH MY3bIKalb-
HBIX npousBeneHuil. K uuciny Takux tex-
HOJIOTUM 0€3yCIIOBHO OTHOCUTCS sampling.
B My3blke Tpaauius «COMIUTUPOBAHUSY,
WM WUCIOJb30BaHUSl (PparMEHTOB YYKHUX,
3aIMMCAHHBIX PA3TUYHBIMU CIIOCOOAMU TIPO-
W3BEICHUMN, OCBSIIEHA BEKAMH — MY3bIKaH-
ThI U KOMIIO3UTOPHBI, pabOTaBIIIKE B PA3HBIX
KaHpax, 4acTO ONMHUPAIUCh HA BOCIPUSITHE,
nepepaboTKy U YaCTUYHOE HCIIOJIb30BAHHE
MY3bIKM TpealecTBeHHUKOB. Kiaccuye-
CKasi My3bIKa TaK)Xe IPOIBETaeT Ha 00pas3-
nax (sample) u nama HaMm TO, YTO MOXKET
OBITH OJJHUM MX CaMbIM M3BECTHBIX 00pa3-
noB — Kanon D dur Ilaxenn0ens, craBimmii
B XX—XXI Bekax nmomyisipHOM My3bIKaJlb-
HOM 1uTarou [S]. Ilpumepamu ucCHoIb30-
BaHUS KIJIACCUYECKOM MY3bIKA MPOILIBIX
BEKOB MPU CO3/aHUH COBPEMEHHBIX KOM-
MO3ULUNA MOXKET CIYXUThb HIPUMEHEHHE
WTAIBSIHCKAUM KoMmmo3utopoMm JI. bepuo
B Ha3BaHWU TpeThell yacTu cBoeir Cumpo-
Huu In ruhig fliessender Bewegung (1970)
HaUMEHOBAaHUS  Tpe-
thell yactu Cumdo-
Huu ¢ moll Ne 2 T'. Ma-
nepa (Resurrection),
a TakXe MPUCOeIH-
HEHUE MY3BIKAJIBHBIX
UTAT KOMIIO3UTOPOB
pa3NUYHBIX 3MOX —
I bepnmuosa, M. Pase-
ns1, U. CrpaBuHCKOrO,
A. bepra, K. [lITokxay-
3eHa, JI. Ban berxoBeHna u nip. [18].

Tem He MeHee, OTKPBITBIM OCTaETCs
BOIIPOC O TOM, TJI€ 3aKaHUMBACTCS «3aUM-
CTBOBAaHHAs» KOMIIO3UIMS ¥ HaYMHAET-
csi coBpeMeHHas. Benp Tenepb, MOMHMO
npuUMeHeHUs] (PParMeHTOB HOTHOW 3aluCH
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Ha Oymare, co3fareiay My3bIKH MOTYT 3a-
McaTh «B U(dpe» BCe CBOM MY3bIKAJIbHBIC
WHCTPYMEHTBI WJIH UCITOJIb30BaTh ()parMeH-
Thl 3alUCEN C aHAJOTOBBIX M IH(PPOBBIX
Hocurenen. 110CckonbKy co3nanue CoMILIOB
MIPOUCXOIUT IOJHOCTBIO BHYyTpu DAW m
IUTArMHOB, JII000# LU(PPOBOIT 3BYK SBISET-
Csl TIOTEHIIMAJILHBIM MaT€pUaIOM JUIsl COM-
IUIMpOBaHus. Takxke ¢ MOMOUIbIO CIMILIOB
BO3MOXKHO BOCIIPOM3BOAUTH 3BYKH HaIMO-
HaJILHBIX WHCTPYMEHTOB, MPUYEM 3TO Oy-
JIET KOMITbIOTEPHAsE UMUTAIUS, a HE ayTeH-
TUYHBIN 3aITMCAaHHBIN 3BYK [2].

B Hacrosiee Bpemsi CymiecTBYeT MHO-
KECTBO OMOIMOTEK OPKECTPOBBIX 00PA3IOB
(coMIUIOB), HayWHAsg C YHUBEPCAIbHBIX,
KOTOpBIE CO/IepKaT BCE CTAHJIAPTHBIE pa3-
JENbl OPKECTpPa M UMEIOT CaMble OCHOB-
Hble U (yHAaAMEHTaJIbHbIE APTUKYISLNU
(The Albion Series, Symphobia, Metropolis
Ark I n np.), v 3akaHunBas OMOMHOTEKAMU
KOHKPETHBIX OPKECTPOBBIX ceKiuil (Berlin
Strings, Mural Symphonic Strings, Mural
Symphonic Strings, Hollywood Orchestral
Woodwinds, Spitfire Percussion u nip.)*. Ta-
KM 00pa3oM, MOXKHO TOBOPUTH O TaKOM
SIBJICHUU, KaK «COMIUIUPOBAHHBINA OPKECTP»
(The Sampled Orchestra)®*.

3aMeTHO TPOTHBOpPEYHME BHYTPH TEH-
JICHITUU BO3/ICUCTBHSI COBPEMEHHBIX TEXHO-
JIOTUH Ha MPOIIECC CO3aHUS U UCTIOITHEHUS
MY3bIKH: C OJHOM CTOPOHBI, UIMEET MECTO
MOMYJISIPU3AIMS ¥ TIOBBIIIICHUE JTOCTYITHO-
CTH OPKECTPOBOM MY3BIKH JUIsl HAuWHAIO-
IIUX KOMIIO3UTOPOB, C JPYTOM — MPOUCXO-
JTUT 00€ClIEeHMBaHNE MacTEPCTBA, HIKOJIbI U
TaJjaHTa WINA Jaxke, HalPOTUB, MOSBIIAETCS
KOHKpETHAasl JIGHeXHasi IieHa. BeposTHO,
BCE-TaKH KEJIAHUE YUUTHCS CO3AAHUIO KOM-
NO3UIUN M J100MBATbCS MacTepCTBa B HC-
MOJIHEHUU MY3bIKAJIbHBIX TPOU3BEACHUIMA
Bcerga OyayT B MPHOPHUTETE, HO MHTEPEC,
JNETePMUHUPYEMBbIl HOBBIMH BO3MOKHOCTSI-
MU, OyZIeT TIOCTOSTHHO PaCIIUPSTHCS, B TOM

quclie 3a MpeaenaMu npodeccuoHaIbHOTO
oOyueHwusl.

HuTepecHpiM ()akTOM MOXKHO CUHTAThH
MOSIBJICHUE TAKOW KOHIIEMIIMM, KaK «CUM-
bo-anexTponHas My3bikay (COM), kotopas,
CONNIACHO OIIPENEIICHUIO, IPENIIOKEHHOMY
POCCHIICKUM KOMIO3UTOPOM U MY3bIKaJIb-
HBIM TeopeTukoM A. DHu, npeacrasiser
co00#l BUJ DIIEKTPOHHOU IO CBOEH CTHIIH-
CTUYECKOM, MHCTPYMEHTAJIbHOM M CTPYK-
TypHO# criennduke U cUMPOHUYECKON MO
CBOEH KOMITO3UIIMOHHOW aTpuOyTUBHOCTU
1 BHYTpPEHHeMy coaepxkanuto. OHa 3ape-
KOMEHIoBaJIa ceOsi TIyOoKol B (uiiocod-
CKOM IIJIaHE ¥ HanboJjee 3HaYMMOM B TUIaHe
MHPOBO33PEHUYECKOM, M HMEET MPHU3HAKU
CEpbE3ZHOM MHTEIUIEKTYAIbHOM MY3BIKH J10-
CTaTOYHO KPYITHOM KOHIENTyaJabHOU (op-
™Mbl [11]. 1 HecMoTps Ha TO, YTO yKa3aHHOE
MY3bIKAJIBHOE HAIPABJIEHUE B CBOE BpEMs
BBI3BAJIO HEOJHO3HAYHYIO PEAKLHIO CpPEeaH
KPUTHKOB’, TEM HE MCHEE€ MHOTHE HCCIICIO-
BaTEJIM BBICKA3aIUCh B €€ MOAJEPKKY [3].

bruskoit k cuM(o-371eKTPOHHON MY3bIKE
0 AyXy KOHUENIMEN MOXKHO CUMTATh «aKa-
JEMUUYECKYIO DJIEKTPOHHYIO MY3bIKY» [13,
p. 31]. D10 BHI aKaIEeMUYECKOW MY3BIKH,
IIPU CO3JaHUM W UCIOJIHEHHH KOTOPOHM HC-
MIOJIb3YIOTCA  DJIEKTPOHHBIE MY3bIKAJIbHBIE
MHCTPYMEHThl M TexHonoruu [14, p. 6].
K xomnosurtopam, paboTaBmuM B 3TOM Ha-
pasiieHun, otHocAT JI. bepuo, K. IlTokxay-
3eHa, 5. Kcenakuca, J[. Kaygmana, yactuuno
. Jlurern, JI. Hono, b. Manepny, I1. byne-
3a, S. ymurpecky u ap. Takum oOpazom,
MOYKHO Ha0IIt01aTh (DeHOMEH CBOEOOPA3HOTO
IIPOHUKHOBEHHUSI DJIEMEHTOB, 3aPOJUBLINXCS
B JIOHE IMOIYJISIPHON MY3BIKHU (B MIEPBYIO OUe-
pellb, TEXHUYECKUX PEILIEHUI, AIEKTPOHHBIX
MY3bIKAJIbHBIX HMHCTPYMEHTOB), B MY3bIKY
KJIACCUYECKYI0, U OOpaTHOE IBIKCHHE —
WCIOJIb30BaHUE 3JIEMEHTOB (MY3bIKaJIbHbBIX
LUTAT, COMILIOB OPKECTPOBBIX MY3bIKAJb-
HBIX MHCTPYMEHTOB U JIp.) aKaJIeMUYECKOM
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B [IOJIHOM CMBICJIE 3TOTO CJIOBA MY3bIKU MPU
CO3/IaHUU TIOMYJSIPHBIX COBPEMEHHBIX WIIU
)K€ aBaHTapAHbBIX INpou3BeAcHU. B psne
CIIy4aeB 3TO MPUBOIUT K Pa3MbIBAaHUIO I'pa-
HUI] MKy JKaHpaM# U cdepaMu, KOTOphIe
npexae ObLIM COBEPIIEHHO YETKO paszesie-
HBI 110 LIEJIOMY PsIIy HapaMeTpOB.

NudopmanuoHHbie  KOMIBIOTEPHBIE
TEXHOJIOTHH, AIEKTPOHHbIE UHCTPYMEHTHI,
CHUHTE3aTOPBI 3ByKa U I0j10Ca CTaIN YaCThIO
MY3bIKAJIBHOW MHIYCTPUHU BO BCEX €€ Mpo-
apneHusAx. M naxe tam, Iie OTCYTCTBYIOT
paauKalbHbIE HKCIIEPUMEHTBI IO CMeEllle-
HUIO )KaHPOB, UHCTPYMEHTOB U TEXHUK, BCE
PaBHO IPOUCXOIUT IPOHUKHOBEHNE TEXHO-
JIOTUH B albMa-MaTep Nyoovaiiero My3bl-
KaJIbHOTO MCKYCCTBA — B €TI0 KJIACCUYECKH
xaHp. Ocoboe 3HaUeHUE MPUOOPETAIOT CO-
BPEMEHHBIC TEXHOJIOTMM CHATHS, 3alIUCU U
OUYMCTKH 3ByYaHUSI.

CoBpeMeHHass M KjaccHyecKas My3bl-
Ka OMMPAIOTCA HAa OJHU U T€ ke 0az0oBbIe
OCHOBBI JJIs BOIUIOLICHUSI B U3Hb — OT
UCTIOJIb30BaHUS MHUKPO(QOHOB M ayAHOHH-
Tepdeiica (ycTpoilicTBa ISl 3alIUCH MY3bl-
KaJbHOTO HCIIOJHEHHUS), HEOOXOIUMOCTH
MUKIIUPOBaHUS (Ipolecca ONTUMU3ALMH U
00bEeTMHEHUS] MHOTOJIOPO’KEUHBIX 3aruceit
B KOHEYHBIN MPoayKT) Wi DAW nsis moctu-
YKCHHsI TIPABUJIILHOTO OaJlaHCca MUKIIUPOBA-
HUSl UCTOYHHMKOB 3BYKa — JI0 JOCTHKCHMS
ONTHUMAJILHOW TPOMKOCTH U OajlaHCa MEXKITY
TpEKaMH JUIsl CO3[aHMsl CIUIOYEHHOTO KJlac-
cudeckoro anbOoma. BmecTo crepuiibHOM
AKyCTUKHM CTYyIUHM 3BYKO3aIlUCH KJlaccuye-
CKH€ MMPOU3BEICHUS 3aMHUCHIBAIOTCS HA MPU-
poze, T aKyCTHKa YK€ TIIATEIbHO YUTEHa.
[ToMumMoO JNOKaMKM M MEPBOKIACCHOTO MYy-
3bIKAJILHOTO HCIIOJIHEHHSI, HEOOXOIUMOCTh
B MHKpOQOHAX U O0OOpYIOBaHHUH, CIIO-
coObHOM 3(peKTUBHO yIaBIMBATh BCE ITH
TOHKHE HIOAHCHl KJIACCHUUYECKOM MY3bIKH,
sBisieTcst  abcomoTHOM.  [IpoHMKHOBEHUE
IU(POBBIX TEXHOJIOTUH B MY3bIKAJbHBIN

MUp HEN30eXHO M HEOOpaTHMMO, NPUYEM
YeM JTaJibllle pa3BUBAIOTCS TEXHOJIOTHH, TEM
OombIe cep BO3MEUCTBUS U MPUMECHCHHS
OHH HAXOJST B MY3bIKaJIbHOW UH]TyCTPHH.
Hcxons u3 CHOXKUBIINXCS peaIhid, MOX-
HO BBIJICJIUTD PsiJ] KJIFOUEBBIX MOMEHTOB, KO-
TOpBIE XapaKTEPU3YIOT BOCIPHUSATUE HOBBIX
IU(POBBIX TEXHOJOTHH B COBPEMEHHOM
MHUpPE U JCTEPMUHUPYIOT HEKOTOPHIE CIIEITHU-
(uvecKue TPEHIBl TOCIETHETO BpPEMEHH.
[IpodeccuonanbHbie My3bIKaHTBI OTKPHIBA-
0T JTsI ce0s1 HOBBIE BO3MOYKHOCTH B KOMMEP-
[MaJIN3ali1 CBOETO TBOPYECTBA U UCTIOJIHU-
TEJBCKOTO MacTepCTBa, HAPUMEP, CO3aBast
COMIUTBI 3ByYaHHUs OTICIBHBIX MY3bIKaJIhb-
HBbIX MHCTPYMEHTOB, 3alMCAaHHbIX B pa3iny-
HBIX TOHAJILHOCTSIX U putMax. C oHOM CTO-
POHBI, TaKasi CUTyaIllsi MOKET OLICHUBATHCS
MO3UTUBHO, TaK KaK HEBEPOSITHO PaCIIMps-
€T BO3MOXKHOCTH JJIsl TBOPYECTBA HEOIpe-
JICIEHHO IIMPOKOTO Kpyra JIWIL: JIFOOOH, y
KOT'O €CTh JIOMa NEPCOHAIbHBINA KOMITBIOTED,
COOTBETCTBYIOIIIEE TMPOrpaMMHOE oOecIe-
YeHHe U 000pYIOBaHHE, MOXKET MO3BOJIUTH
cebe TeHepupoBaTh MY3bIKAJIbHBIE MPOU3-
BEJICHUS B JIIOOOM JKaHpe M JaXke CO311aTh
COOCTBEHHBIN «COMIUTUPOBAHHBIN OPKECTP.
C npyroil CTOpOHBI, OHa MPOBOLIMPYET Iie-
JBIA psal IPOOIIeM, CBSI3aHHBIX, BO-TICPBBIX,
C BO3MOXKHBIM TOCTENEHHBIM OOECIIEHUBA-
HUEM MY3BIKAIBHOIO TaJlaHTa W TOJyvae-
MBIX ITyTEM TUTAHUYECKUX YCUJII HABBIKOB
Mpo(eCCHOHATEHON UTPhI HA MY3bIKaTbHBIX
HHCTpPYMEHTaX. BO-BTOpPBHIX, CO BpeMEHEM
JOCTYITHOCTh «JIETKUX» HWHCTPYMEHTOB U
MaTepuasoB JJisi TBOPYECTBA MOXKET 3HAUU-
TEHbHO CHU3UTh MHTEPEC K TOTYUEHUIO MY-
3BIKAIBHOTO O0pa30BaHMsI M M3YYCHUIO MY-
3BIKAJILHOM HAYKU JaXKe JUIsS TeX, KTO UMEeeT
K DTOMY SIBHBbIE MPUPOIHBIC CKIOHHOCTH.
DTO, OYEBHUIHO, HE Takas OOJbIIas MPO-
Onema JJi1 COCTOSIBIIIUXCSI KOMITO3UTOPOB U
WCTIOJTHUTEIIEH, HO 3TO MOXKET CTaTh CEPhE3-
HBIM BBI30BOM Uil OyIyIIUX TTOKOJICHUH.

Problemy muzykal'noj nauki / Music Scholarship. 2021. No. 3 81



G/ﬁ\

My3bika B cUCTeMe KYAbTYypbl

B-Tperbux, ckiaaplBaroliascs CUTyalus
BBIBOJIUT Ha IIPUHLIAINIAAIBLHO UHON YPOBEHD
Mpo0bJIeMy aBTOPCTBA MY3bIKaJIbHBIX KOMIIO-
3ULMHA, CO3JaHHBIX MOCPEACTBOM KOMIIMIIS-
IIUU TOTOBBIX MY3BIKaJIbHBIX (DparMeHTOB.
HoBble TexHOMOrNN r€HEPUPYIOT HOBBIE
BO3MOYKHOCTH, U, BEPOSITHO, CAMO€E ITIaBHOE
B 9TOM IIpOLIeCCe — HE JIOMYCTUTHh HeoOpa-
TUMOTO Pa3pyLIUTEIBHOIO BIUSHUS TEXHO-
JIOTH Ha TOHKYIO c(epy My3bIKQJIBHOTO HC-
KyccTBa. Tak 4acTo NMPOUCXOAWIIO B JPYIHX

o0JIacTsIX, KyJa Mporpecc Jo0pacs 3Ha4YM-
TEJBHO PaHBIIIE, PACTBOPHUB CEKPETHI CTAPBIX
MacTEpOB MO/ IITyM HOBOMOJIHBIX ITaPOBBIX
M MHBIX MaIluH. B 9TOM KOHTEKCTE HEOOXO-
IAMO CJIEOUTH 3a TEHICHIMEH W3MEHEHHUS
Oananca, jenas akIeHT Ha TOM, YTO JIFOObIE
TEXHOJIOTUM TIPEACTABISAIOT COOOM JIMIIIb
WHCTPYMEHTBI, U KaK Obl OHM HH OOJIeryaiu
KU3Hb TBOPIIA, BEPOSTHO, CIEIYET CICNIATh
YCHJIUE IS TOTO, YTOOBI COXPAaHUTh TO, YTO
MOKHO CUMTATH JOCTOSTHHEM DIIOX.
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CMbICAOBbDbIE CTPYKTYPbI MY3blKaAbHOIO TEKCTA
U MNMpaKTH4H4eCKass CEMaAHTUKA

ConepxaHne My3bIKaJIbHOTO TEKCTA, B OTIIMUME OT HOTHOT'O TEKCTA C €10 TapaMeTpaMu KOMIIO3ULIUU
Y TPaMMAaTHKH, HE OIIMCHIBACTCS TECOPETUKAMU U IIPAKTUKAMHU B CTPYKTYPHBIX KaTETOpUsX. YCTOMYNBa
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TPAJMIUS Y3KOW rpaMMaTHICCKOW HAIPABJICHHOCTH OOYyUSHHSI YTEHUIO M MHTEPIPETAMH HOTHOTO
TeKcTa. B aHamm3e My3bIKaIbHOTO IIPOU3BEICHHS PEOOIATAI0T TNO0 SPAMMAMUKO-CUHMAKCUYECKULL
(B TEOPETHYECKUX TUCIUIUIMHAX), JTHOO UHMYUMUBHO-XYO0dcecmEeH bl (B NCTOPUIECKUX
JMCITUITIHHAX ) acTieKThl. CTPYKTYPHBIH TOIXO0JT TIO3BOJISIET M3MEHUTD PE3yJIbTaThl IPOHUKHOBEHUS B
DTyOUHBI MY3bIKaJIBHOTO coziepxanusi. C 3TUM HanpaBJICHHEM TI0 Pa3pabOTKe TEXHOJIOTHH aHAIIN3a
U YTCHHs CMBICIIOBOM OpraHM3allii MY3BIKAJIFHOTO TEKCTa 3HAKOMHUT YHUTATeJIel IpeisiaracMas
cTaths. PaccmarpuBaeTcs CTpyKTypa HHTOHAIIMOHHBIX (POPMYIT C 3aKPETUIEHHBIMU 3HAYCHHUSIMU U X
CBOMCTBA HapallMBaHHs BTOPUYHBIX CMBICIOBBIX 00pa30BaHWN MPU MHTPAIMU U3 TEKCTa B TEKCT
OJTHOTO KOMIIO3UTOpPA MJIM COYMHEHHH Pa3HBIX JKaHPOB M cTWied. CTaThsi CONCPKUT HH(OPMAITHEO
U CCBUIKM Ha Pe3yJIbTaThl UCCICIOBAHUN M IyONMKAIMK B OOJACTH MPAKTHYCCKOW CEMaHTHUKU —
HOBOTO HAIpaBJICHUS B Pa0OTE POCCHHUCKUX YYEHBIX IO/ PYKOBOJICTBOM aBTOpA CTaThbU B HAyYHO-

HCCIICO0OBATCIIBCKOM KOJJICKTHUBEC Ha60paT0pHH MYSBIKaHBHOﬁ CCMAaHTHUKU.

KnroueBble crioBa: My3bIKajibHas CEMaHTHKA, aHAJIN3 MY3bIKaJIbHBIX IPOU3BeeHUH, JIJabopaTopus
MY3bIKaJIbHON CEMAHTHUKH, MHTOHALMOHHAS JIEKCUKA, MUTPUPYIOIIas MHTOHAMOHHAs popMyIa.

© HlaitmyxameTona JI. H., 2021
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Analysis of musical content as a sphere
of knowledge encompasses a very broad
circle of phenomena. In order to shape a
particular position in this multidimensional
research-related and practical perspective,
it is important to trace the boundaries
within it, to choose a methodology and to
formulate the issue. In recent years the most
important issue to be perceived is that of
“the musical text and the performer” with
the possibility of its elaboration on the basis
of a methodology of semantic analysis.

With the aim of carrying out musical
research and also for the sake of adaptation
of the obtained scholarly knowledge to
the field of pedagogy and performance in
2001 I founded the Laboratory for Musical
Semantics [http://lab-ms.narod.ru/]. At the
beginning of my presentment [ wish to draw
attention towards several apparent paradoxes
which have manifested themselves both in
musical scholarship and musical practice.

The paradox of musical scholarship is
apparent, because investigative thought
continues to direct its efforts at elaborating

the issue of form generation, the technical
side of the musical composition,
compositional logic and the grammatical
rules of the musical language. At the
same time, the most significant content-
based categories — the idea, the theme, the
subject, the hero, the protagonist, the image
— are still not given sufficient attention
and pertain to a sphere which is hardly
scholarly in its nature: they continue to
exist on the borderline of free rendition and
descriptiveness of the subjective results of
perception. This leads to a substitution of the
content of the musical text with the content
of the listener’s perception, or else serves
as a non-binding occasion for free artistic
associations from the sphere of universal
culture and the contiguous arts.

In other words, content, unlike form,
is virtually not recognized as a structural
category, which inevitably eternalizes the
stability of the tradition of the narrow-
grammatical directedness of musical
study. In the research of musical content
and in analysis of musical thematicism up
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to the present day there is a prevalence of
either grammatical-syntactic aspects (in
theoretical subjects), or of intuitive-artistic
ones (in historical subjects).

And, indeed, research acknowledges
that content is endowed with its own
structural organization which is subdivided
into a chain of independent, logically
interconnected notional segments. The
semantic structures of the musical text —
for example, musical quotations, retorts
(in narrative dialogues), utterances made
by the main protagonist (monologues),
rhetorical figures and intonational lexis —
expressions of speech with fixed meanings,
etc. — constantly migrate from one musical
text to another and form an independent
semantic logic which does not coincide
with the syntactic structures and the form-
generating logic of a musical composition.

The paradox of musical practice lies in
the fact that in Russian musical education (as
well as that of a number of other countries
as well) there is an absence of the tradition
of structural analysis of content. From the
first steps of studying music theory and
playing an instrument the student learns
to read the signs of the musical text of the
score, but nobody teaches him or her in any
circumstances to interpret the meanings of
the musical text [2].

There is no less amount of paradoxes in
the professional system of the relationship of
“themusicaltextvs.theperformer.” Themost
important of them is the authoritativeness
of the “intermediary” between the musical
text and the performer in the likeness of the
editor or the pedagogue. Both attempt to
achieve an efficacy of the authorial version.
However, notwithstanding the entire
axiomatic character of the perceptions of
the musical composition as the “bearers of
the musical image,” every performer (just
as every editor or pedagogue) convinces

himself or herself of the same thing:
the regular laws of interpretation of the
meaning, even within the boundaries of the
artistic space of a musical theme, remain
a secret of the seven seals. In the present
day this is obvious to an equal degree both
to a scholar and to a practicing musician.
Incidentally, let us note that the types of
relation to the musical text (within the
conditions of graphical fixations) formed
during later times — namely, the Classical
and Romantic periods — are automatically
transferred to the ecarlier urtext, as well,
which is absolutely extraordinary, since
in this case it is not considered that this
type of musical text is intrinsically mobile,
flexible, variable or demonstrably intended
not only for the multivariate performance,
but also for active transformation. And
while the tradition of the authoritative
replication of the editor’s version (or of
following the pedagogue’s version) evolved
in connection to the Classical and Romantic
musical text, in connection to early music
a complete disregard of the specificity
of the urtext. The consequences of such
a phenomenon are known as the lack of
skills of free music-making: a mastery of
the technique of arrangements, adaptations
and transcriptions. The successful solution
for many of the aforementioned problems,
including the establishment of adequate
relations in the sphere of “the musical text
vs. the performer” depends on the mastery
of the contemporary developments in
the sphere of a competent application of
interpretation of the semantic structures of
thematicism, as well as of the intonational
lexis permeating it. And here it becomes
fitting to emphasize the prioritized role
of semantic analysis in the sphere of
performance articulation and interpretation,
since it is primarily important for a musician
to ascertain, what he or she is performing,
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and then already to determine how to
achieve this (Heinrich Neuhaus).

If we are to give a concise formulation of
the position in relation to the issue of analysis
of the content of a musical composition
in general, it comes down to the necessity
of cultivation of systemic perceptions of
the musical language and musical speech
(phonetics, grammar, syntax and semantics),
where the semantic component, or the
level of the intonational lexis forms the
leading element in the analysis of semantic
structures and the content-based logic of a
musical composition. In connection with
the indicated requirements, it is important
to realize the necessity of a purposeful
formation of an alternative tradition of
interpreting the musical text from the
point of view of poetics, semantics and
the stylistic domain, and not only (as it is
customary) from the positions of phonetics,
grammar and syntax.

The prospect of forming a system is
perceivedintwomaindirections: 1) in further
development and perfection of a scholarly
methodology in the sphere of analysis of
musical content (implicitly, by collective
means); 2) in an active inoculation of applied
scholarly-methodological elaborations into
the tutorial process with the aim of adapting
academic results towards it. It is necessary
to relate the sphere of practical semantics
to the latter.

The second field obtained its right to
existence and made a claim about itself with
serious and effectual results.

In the sphere of practical semantics, a
number of stably functioning universals of
a sign character has already been revealed,
and with their aid it becomes possible to
achieve a competent and quite reasonable
analysis of the connection of the theme with
the musical image, of the “sign” with the
“meaning” and “signification” (according

to Algirdas Greimas). Undoubtedly, the
scholars are correct: it is both important
and essential to make sense of the theory
of signs, especially by applying scholarly
terminology with the aim of a substantial
intromission into the issue of the specific
features of music and the laws of organization
of the content of musical compositions.
However, there 1s and should be no direct
interdependence between the constant
search for more perfected classifications
and practical actions in interpreting the
semantic structures of the musical text.

In scholarly elaborations it is important to
proceed from the fact that the musical texts
of various epochs and styles are organized
according to the principle of a “semantic
musical score” which creates a peculiar
“polyphony of semantic strata.” Whereby,
in music it possesses both horizontal and
vertical projections. Each musical text is
divided into semantic segments, which
do not coincide with the traditional form-
generating structures. Thus, a retort in a
dialogue, which is a semantic segment
of the musical texts, may equal to one
measure, as well as to an integral syntactical
construction.

A significant role in interpreting semantic
structures is played by the intonational lexis
and the phenomena of infertext, possessing
not only a textual etymology proper (the
quotation, the monogram, the emblem), but
also a sign-situational one.

Intonational lexis (the migrating
intonational formulas) is formed by stable
constructions with fixed meanings, capable
of arousing concrete subject-related and
image-related perceptions. Intonations
with fixed meanings migrate actively
in the thematicism of various musical
texts, enriching the musical language
and concretizing the content of musical
compositions. But while the grammatical
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approach relies principally on mythological
and syntactical structures (a tonal plan,
chords, meter-rhythm, the structure of
motives, phrases, the form of a musical
composition), the main goal of semantic
analysis is the definition of the intonational-
lexical components of a musical theme, the
key intonations of a musical composition'.
They present the possibility of a subsequent
competent articulation which would be
pertinent to the authorial conception.
For example, the appearance of pastoral
intonations is concretized by quite an
ascertainable amount of intonational
lexis, such that is clear for setting the
goals of articulation. In Haydn’s sonatas
it is a whole set of constantly appearing
migrating intonations: “the gallant figure”
(a characteristic motive with dotted
rhythms frequently embellished with
melismas) is an intonational stereotype of
a plastic nature; textual clichés in the forms
of parallelisms of thirds and sixths (the
so-called “ribbon voice-leading”) include
the “duo of two panpipes”: “he and she”
(“the shepherd and the shepherdess”); “the
golden progression of horns” in various
structural and semantic modifications (“the
triadic signal,” “the gleaming tone”), “the
figure of longing” (a descending chromatic
embellishment of the cadence), and “the
bourdon bass” (in the rural pastoral).
Their fanciful combinations, exquisitely
encrusted into ornaments, frequently set
up complex analytical goals of interpreting
image-related meanings. But particularly
the details of the musical text and their
semantic realities create within the context
of 18th century “regulated feelings” such
an immensely indispensable stylistic effect
of refined and intricate articulation [3].
Analysis of intonational lexis may
help exacerbate the already well-known
perceptions of the textual situation of a

90
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“genre within a genre,” at the same time
substantially specifying the goals of artistic
replication and performing articulation.
Thus, the performance of minuets in
Haydn’s piano sonatas, which are familiar
to everybody and seemingly simple and
clear, by means of replication of general
genre-related traits circumvolves with most
interesting and considerably more profound
“theatrical producer” solutions, if the
performer is familiar with the techniques of
its manifestation by the composer. Thereby,
in Haydn’s piano sonatas several means of
manifesting the minuet are demonstrated:

1) the narrative-plastic (the depiction
of a dance), 2) the narrative-musical (the
depiction of scenes of music-making,
accompanying dances with characteristic
instruments — the flute or the harpsichord),
3) the narrative-pictorial (the pastoral),
4) the narrative-theatrical (dialogues of
opera characters), 5) the non-narrative
(embellishments) [3].

In all cases Haydn makes use of very
varied intonational lexis, however, the
key intonation inalterably remains to be
the “rhythmic formula of the dactylic
step” (F. Caroso) which assimilates the
plasticity of the soft manner of the dance.
The peculiarity of the gallant style and the
means of manifestation of “regulation of
feelings” was formulated most precisely
by British aesthetician Thomas Read, who
defined it as a form of conveying ‘“the
innermost by means of the outer.” After
this, it becomes unnecessary to prove the
importance of the performer’s orientation in
interpreting the extra-musical components
of the composer’s musical text.

It is especially indispensable to highlight
such a semantic structure of the musical
text as embellishment. Being essentially an
extra-musical component of the composer’s
text, it plays an important artistic role,
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adorning the main segment of the musical
text, or its construction. Regardless of the
means of introducing the embellishment
into the melodic or harmonic base, both its
varieties — the outer (melismas) and the inner
(diminutions, figurations) fundamentally
remain to be the “supplementary” (according
to Dmitri Likhachev), and not the basic
element of the musical text. The realization
of the functional role of the definition of
“the supplementary element vs. the basic
element’” helps in the theatrical production of
the musical composition’s dynamic planes
and its separate segments, in the correct
classification of the musical material into
background and relief, the accompanying
voices and the theme, the embellished
and the main segments of the melodic
line. Embellishment, upon its appropriate
interpretation as the supplementary element,
can no longer lay any claims in this case on
the role of the leading construction, which
would provide for a competent articulation,
one that corresponds to the composer’s
conception.

The extra-musical components are not
limited to embellishment. Broadly familiar,
for example, are the theatrical insertions
into the content and the musical language
of Mozart’s instrumental compositions. In
particular, the piano sonatas and concertos
contain an entire gallery of “migrating plots
and images,” scenes and characters from
18th century comic operas [4].

The expositions of many of the piano
sonatas contain specimens of intonational
theatricality and dramaturgy representing an
array of protagonists. The scenes of courtship
(Sonata No. 1 in C major, K. 279, 3rd
movement), conflict-laden dialogues (Sonata
No. 7,K.309, exposition of the 1st movement,
Sonata No. 14, K. 457, 1st movement) and
“migrating images” recognizable from
other musical and non-musical (literary or

theatrical) works present the performer with
the obligation of being extremely precise in
the replication of dialogical retorts, since they
belong to opera protagonists and concrete
characters and are saturated with the lexis
characteristic to them.

Musical texts which broadly incorporate
non-musical elements serve as excellent
material for elaborating problem-related
situations and roleplaying in professional
instruction. Their competent interpretation
by the performer provides for a variable
setting of semantic goals in the process of
search for appropriate stylistic articulation.
At the same time, consideration must be
given to the protagonist’s character (his or
her age, temperament, manner of behavior,
or social affiliation), as well as his or her
demonstration of character in the situation
(“Susanna complains,” “Susanna flirts,”
“The countess defends herself,” etc).

In the expositions of many sonatas
it is easy to discover and recognize an
individual “protagonist-related” lexis of
many “migrating images,” — for example,
of Susanna (or, otherwise, her prototype —
Rosina from Mozart’s early opera “La finta
semplice”). Besides the “gallant” intonations
of plastic origin?, they are frequently
manifested in the musical text through
characteristic “images of speech,” clichés of
Italian tongue-twisters (the 3rd movement
of the 1st Sonata, K. 279, the first and third
movements of the 10th Sonata, K. 330),
coloratura effects conveying the excitement
and affect and depicting a tempestuous
temperament (the first movement of the 5th
Sonata, K. 283, the first movement of the 15th
Sonata, K. 545), exclamations, invocations
and interjections (the first movement of
the 7th Sonata, K. 309). A constant cliché
accompanying the “migrating image”
of Susanna is also a harmonic figuration
(more frequently as Alberti basses: see the
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first movements of Sonatas No. 1 and 15),
or a rhythmic figuration (for example, an
intense conflicting scene in the exposition
of the first movement of Sonata No. 7).
As a rule, the clichéd figuration sounding
in a fast tempo and creating the necessary
inner “nerve” of the image in many cases
organizes the indispensable tempo-rhythm
of the “theatrical” scenes®.

The intonational lexis reveals both the
protagonist’s character (the social status, age,
temperament, outer manners corresponding
to the “regulations of the etiquette’) and the
peculiarities of the situation (the conflicting
dialogue). The lyrical and sedate Countess
is presented in the sonatas exclusively
through the “character in the situation” in
her dialogues with the Count: her retorts
and full-scale utterances. Thus, in the first
parallel period in the 14th Sonata in C minor,
K. 457 she participates in a conflicting
dialogue and “pronounces” laconic,
but extremely succinct retorts in these
situational-narrative specifics (the situation
of “the Count accuses” vs. “The Countess
defends herself.” The figures of curtseying,
ornamentally embellished, combined with
lamento intonations, correspond to the
utmost the means of demonstration of the
feelings of the gallant age: the conflict is
capable of making the noble lady lose her
balance, while the inquietude of the soul
remains within the confines of etiquette in
all circumstances.

The short retorts are gradually
transformed into an unfolded utterance
in the exposition of the 7th Sonata, where
the change of the emotional states (from
wonderment and bewilderment (mm. 10—
14) to dissatisfaction and rage (mm. 15-20)
demands from the performer a conscious
separation of the musical text into “semantic
parts of the role” (Konstantin Stanislavsky).
The splitting of the musical text into

semantic segments, the manifestation of
content-based structures and the analysis of
the intonational lexis ultimately determines
the appropriateness and the quality-based
efficiency of the setting of the performance-
based (and production-based) goals in the
work on the musical text.

The analogy between the work of the
pianist on the musical composition and the
work of the producer (or actor) in a theater,
made by Samariy Savshinsky in his time,
has great perspectives hitherto unrealized
either in pedagogy or performance practice.
The methodology of work on the expressive
(intonational-semantic) pronouncing
through setting the “super-objective of
the role,” the “emotional germ of the
role,” the tempo-rhythm of the scene” (the
semantic segment of the musical text) or the
performance (or the musical composition)
could organically fit into contemporary
pedagogical technology of elaboration of
roleplaying and problem-based situations
in order to activate the performer’s
imagination and his or her artistic initiative
[5]. The use of the narrative-figurative basis
regulates the performer in the necessity
of subordinating the articulation to the
figurative-semantic side of the performed
action, since the retorts are pronounced in
this type of dialogue on behalf of concrete
protagonists®. At the same time, the change
of the narrative action, its development
stimulate a constant search for solutions
and choice of variants of this pronouncing,
including consideration of the reaction of
the partner — the participant of the dialogue.

Analysis of intonational lexis makes it
possible not only to decide efficiently the
artistic aims of performance articulation,
but also to overturn many entrenched
conceptions in the sphere of the theory of
thematicism. Semantic analysis presents the
possibility of passing from approximate and
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amorphous descriptions of the “character of
the music” and the “character of the musical
theme” to a more in-depth interpretation of
the etymology of musical significations,
the connections of the theme with the
musical image. Thus, analysis of the lexical
constitution of amusical theme of the figured
bass genres convinces of the necessity of a
reevaluation of conceptions about it as being
“petrified” and “changeless,” since baroque
musical themes in Western European music
turned out to be saturated by a diverse and
quite concrete intonational lexis. The latter
possesses both substantive and emotional-
affective meanings. Its interaction with its
own supra-ostinato stratum indicates at a
process of active intertext migration, while
its inclusion in the intonational-lexical
constitution of diverse formulas testifies
about intensive intertext interactions [1].

The issue of “Semantics and Articulation
of the Musical Theme” has been highlighted
by us as one of the most important in the
sphere of practical semantics. It is currently
being developed on the basis of integration
of musicological and performing disciplines,
which helps deepen the technique of
performance analysis and is conducive to
subsequent development of the theory of
musical significations.

In addition to analysis of intonational
lexis, we must consider a resultative
movement of technologies of practical
semantics to be the interpretation of the
segments of the intertext (“the text within
the musical text”). It has been observed
that in the musical compositions in many
genres by Western European composers
from the 17th and 18th centuries we may
recognize without difficulty and readily
discover semantic universals which carry
out the roles of narrative-situational signs.
Practically in all baroque musical texts
for clavier in a “folded” (sign) appearance

there is a replication of the typical models
of dialogues reflecting the interrelations
between the participants of music-making
ensembles: continuo — solo (the vertical
projection) and ripieno — concertino (the
horizontal projection). Due to the fact that
these musical textual constructions are of a
sign-situational nature, they may serve as a
foundation for the organization of problem-
based situations and roleplaying in teaching
and formation of the skills of “expanding
a work for clavier into a musical score for
ensemble.” In other words, the baroque
musical text for clavier itself creates the
conditions for organization of roleplaying,
imitating the situation and conditions
for music-making. When performing a
fragment of a musical text (a musical
theme or another, more expanded semantic
segment of a musical composition), we
immutably discover our participation in the
narrative, comfortable and quite fitting for
work in the problem-based situation “And
how this would sound in performance by a
historical orchestra?” In the dispensation of
the main “roles” — the continuo (invariant)
and the solo (variant) between two partners
(the first and second piano) — the playing
situation of everyday music-making from
the Baroque period is recreated. This gives
the opportunity of a multiple variation-
type transformation of fragments and sets
forward before the performer the tasks
of transformation according to the laws
of the specific features of the early urtext
(application of registers, doublings, the
technique of diminution, the technique
of coloration, double counterpoint of the
octave — the so-called “baroque mirror”).
The assortment of skills obtained during the
process of work on the “concerto dialogue”
(which is how we label this type of exercises)
presents the opportunity of coping with
many specific types of “free music-making”
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which are unfamiliar to the contemporary
performer, including improvising on the
musical text following an assigned matrix-
model. The ideal artistic specimens of such
kind are the everyday type of 16th and
17th music and, in particular, J. S. Bach’s
instructive compositions for clavier: “The
Notebook of Anna Magdalena Bach,” “The
Notebook of Wilhelm Friedemann Bach,”
the Inventions and Sinfonias. The latter are
perceived by us as a “school of free-music-
making,” in which the work on creating
various editorial and performance versions,
expansions of musical text for clavier into
“orchestral” musical scores with the use
of the possibility of timbral imitations in
performance “with eight hands” or on two
pianos. Interesting results are also achieved
by free performance of Bach’s Inventions
and Sinfonias in the textural-acoustic space
of two instruments (“orally” — without any
notation) in various versions. This provides
a true path towards mastery of the skills
of transformation of the text, the use of
intonational lexis and stylistic features of
the Baroque period [7].

The semantic conditions of the
inclusion of intertext (in this case — a “non-
clavier” musical text in Baroque clavier
compositions) places before the performer
the additional goals of articulation connected
with the skills of timbral imitations by
means of the contemporary piano.

In the music for clavier of the 17th and
18th centuries the “migrating images” of the
musical instruments of the epoch are broadly

disseminated. The intonational lexis of the
flute, violin, trumpet and horn, organ and
harpsichord has entered the intonational-
lexical vocabulary of the clavier music by
the old masters. While migrating from one
musical text to another, it has formed the
semantic vocabulary and the artistic context
of the clavier musical theme of the Baroque
period.

Students and pupils majoring in
piano become accustomed to the integral
perception of the musical text and the content
of a musical composition, while working on
the technology of unfolding clavier music
into a musical score for an ensemble with
the participation of one or several partners.
What is perceived to be valuable here
is that the dialogue comprised of two or
more semantic structures-retorts of various
durations obtains artistic manifestation in
the process of sound of an integral semantic
segment of a musical text. An ensemble-
like participation of two partners in a
dialogue makes it possible to change in a
variational manner the goals of articulation
in various “proposed circumstances” (to use
Konstantin Stanislavsky’s term).

The efforts of researchers in the field of
practical semantics and the development of
innovational technologies on its basis are
indispensable, since they in particular are
capable of providing for music the status
of the art of expressive intonating, and for
performers and musicologists an artistically
appropriate attitude towards the composer’s
musical text.

Sy NOTES o<

' With the aid of the concept of “crucial intonations” perceptions are created about the
intonational lexis among beginning musicians, starting with the youngest age.
2 In Italian comedies and in the Spanish “comedies of the cloak and the sword” the servants

always presented the “mirror” of their masters.
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3 Tt is characteristic that the identical lexis (the “gallant intonations” against the background of
Alberti basses in fast tempos) comprises the essence and the “emotional cell” of Susanna’s role in
the opera itself.

* We ascribe to the concept of “theatrical dialogue” typified manifestations of narrative-based
actions with the participation of the heroes and protagonists not only in Mozart’s compositions,
but also in music of various different epochs and styles. For more about this, as well as about the
development of a didactic system of dialogues-etudes (problem-based situations and roleplaying) on
a semantic basis see: Shaymukhametova L. N. Osnovy muzykal'nogo intonirovaniya. Programma
dlya studentov fortepiannykh otdeleniy muzykal'nyh vuzov. [Foundations of Musical Intonating.
Program for Students of Piano Departments of Musical Institutions of Higher Education]. Ufa,
1998. Recommended by the Ministry of Culture of the Russian Federation.
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KonueptHaa cumdonns, K. 364 Mouapra:
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COJIUCTOM U OPKECTPOM, a HE MEXITy JIBYMsI OTJCIbHBIMU “‘TIEPCOHAXKAMU », U 3TOT (PaKT MoOy>KIaaeT
Pammrona paccmarpuBars Konrieprayto cumdonuto [K. 364] kak kparkoe yTelieHue «Ipu OTCYyTCTBUN
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n his biographical book on Mozart, Julian

Rushton states, “dialogue is always a

feature of Mozart’s concertos, but usually
between the soloist and the orchestra, rather
than between two individual ‘characters’,
and the Sinfonia Concertante [K. 364]!
‘may briefly have consoled him for the lack
of an opportunity to write an opera’” [15,
p. 79]. This article morphs that statement
into a question: why and how could Mozart
channel his operatic inclinations through
the Sinfonia Concertante? In an attempt to
find an answer, I shall analyse a number of
aspects of Mozart’s approach to the genre
of the symphonie concertante from two
main perspectives. First, I shall introduce
a brief historical background on Mozart’s
K. 364 as the basis for the consideration
of Barry S. Brook’s understanding of the
concertante as an enlightened genre and
Mozart’s potential interest in the aspects
that might have made it so, an argument that

is actually related to and based on Mozart’s
exploration of dramatic dialogue. Second,
I shall analyse the interplay between the
operatic and instrumental elements found in
the second movement of K. 364, mapping
themtoaselectionofMozart’soperaticworks,
particularly those composed at the same time
and right after the Sinfonia Concertante.
I also contrast Simon Keefe’s interpretation
of the dialogic-dramatic dimension of
Mozart’s instrumental music, the influence
of opera on his piano concertos, to Charles
Rosen’s study of the influence of the formal
developments that Mozart adapted from his
instrumental music to his operatic writing.
Mozart’s Sinfonia Concertante may have
been composed in Salzburg in 1779 after
his return from his long trip (1777-1779) to
Paris, where the genre was very fashionable
at the time. Little is known about the genesis
of the work, since the original score has
been lost and the “autograph fragments that
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do survive bear no indications of date or
provenance” [19, p. 146]. What we do know
i1s that the composer was simultaneously
working on a parallel work in the concertante
style for violin, viola, cello, and orchestra
(K. 320e),> which he eventually abandoned,
but where he also explored the possibilities
of scordatura for the viola part. In Mozart’s
Sinfonia Concertante K. 364 the employment
of scordatura can be seen as an attempt
to increase the equal status of both solo
instruments; raising the viola’s tuning by a
half step adds more brilliance to its sound
and allows it to compete in equal or at least
similar terms with the violin [3]. The focus
of this article shall be the second movement
of the work, a rather unique Andante, similar
in a number of ways to the second movement
of Mozart’s Piano Concerto K. 271, which
has captured the attention of various Mozart
scholars. Rosen, for example, points out,
that “as an expression of grief and despair,
this movement [referring to K. 271], stands,
with the slow movements of the Sinfonia
Concertante and of K. 488, almost alone
among Mozart’s concerto movements; not
until the Andante con moto of Beethoven’s
G Major Concerto is the same tragic power
recaptured” [13, p. 211].

The potential influences on Mozart’s
work, There is no spacing between words
here but will not be explored in depth in this
article, could be historically framed through
a number of geographical references. On the
one hand, we have the composers from the
Mannheim school, which is closest to Mozart’s
circle of influence, including Carl Stamitz,
Christian Cannabich, Ignaz Holzbauer,
and Franz Danzi. These composers not
only cultivated the concertante genre, but
also maintained deep connections with the
Parisian musical scene, “which throughout
the period remained the great centre of
attraction for the Mannheimers in view of its

important publishing trade and flourishing
concert life, both public and private” [9,
p. 129]. Interestingly, Mozart was personally
acquainted with Cannabich; they first met
in 1763 in Schwetzingen, then again in
Paris in 1763 and in Mannheim in 1777 [5,
pp. 34-35]. Mozart admired Cannabich’s
conducting, but not the composer’s music,
as shown by his correspondence [16,
p. 165],® even though Cannabich supported
his vain efforts to secure a position in
Mannheim. The symphonies concertantes
by Johann Christian Bach (who spent
an important part of his life in London)
represent a further significant exponent of
the genre, presenting an undoubtable French
connection, since they were commissioned
by the Concert Spirituel. The contribution
by Italian composers was not as significant,
being exemplified by the works of Giovanni
Battista Viotti, Luigi Boccherini, and
Gaetanno Brunetti.

The concertante style manifested in
Mannheim, London, and Italy grew out
of the genre born in Paris at the hands of
a selective list of composers, including
Francois  Devienne,  Frangois-Joseph
Gossec, Ignace Joseph Pleyel, Jean-
Baptiste Bréval, Jean-Baptiste Davaux,
and Giuseppe Cambini [12]. Cambini was
supposedly responsible for the failure of
the performance of Mozart’s Symphonie
Concertante for four wind instruments
by the Concert Spirituel, according to the
composer’s own letter to his father on
11 May 1778 [12, p. 152].* The influence that
the works of some of these composers might
have had on Mozart would be an interesting
topic for further research, but one which is
necessarily left open here, since the main
focus of this article is to frame the Sinfonia
Concertante K. 364 within Mozart’s output.

In his comprehensive study of the
historical development of the Sinfonia
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Concertante® Barry S. Brook stresses how
the short-lived genre, which emerged in the
1770s and had almost disappeared by the
1820s, represented a “fusion of elements
from the divertimento forms <...>, the
symphony and the solo concerto” that marked
the “application of the developing Classic
symphonic style to a concertato principle,”
emerging from the “pre-Revolutionary
Parisian casserole” [17; 11; 1, p. 131; 2,
p. 496]. Its relevance in France is further
stressed by the fact that, of the almost six
hundred works which have survived, half
were written by French composers. The
development of the genre mirrors the deep
social changes taking place at the time; the
appearance of “bourgeois audiences, the
public concert halls, the larger orchestras;
musically, it embodied the tastes of these
audiences, to wit: an increasing fascination
by virtuoso display, a fondness for big
sonorities, and particularly, an all-pervading
love affair with the pleasing melodic line” [2,
p- 497]. Brook’s most interesting hypothesis
relates the development of the Sinfonia
Concertante to the Enlightenment, asserting
that it was a vehicle for the instrumental
composer to channel his increased
independence. The genre can then be linked
to the Sturm und Drang movement, which
it opposes in many ways (representing what
he refers to as a convergence of opposites),
but to which it is nevertheless connected;
both stem from a critical approach to the
particular change in the musician’s role in
society, slowly and unevenly moving from
church or aristocratic-related patronage to a
conception of the self as a representative of
the bourgeoisie, a process defined by Brook
as the composer’s “problem of identity.”
The disappearance of the genre towards the
1820sisaccounted for inthe following terms:
“the cult of the individual, the glamour of
the virtuoso enjoying star billing, replaced

100

and overwhelmed the concept of ‘concerted’
action”; the problem of identity had been
temporarily solved or, rather, replaced by
a completely different one [1, p. 147]. Its
significance in Mozart’s own case has been
explored in the second chapter of Nicholas
Till’s study of the composer’s operas and
their relation to Enlightenment ideals,
entitled “The education of a bourgeois
artist” [18, pp. 9-17].

Till’s reflections can be used to take
Brook’s reading of the Sinfonia Concertante
as an enlightened genre a step further to
an approach that might bring it closer to
Mozart’s own interest without relinquishing
its enlightened dimension. The concertante
style offered Mozart a form of purely
instrumental writing that was as close as
possible to dramatic operatic writing. In
opera it s possible to find a division between
two interconnected but distinct worlds:
the musical-instrumental and the theatrical
dimensions (the libretto, the setting, etc.).
Furthermore, the stage, as an intricate arena
of artistic interaction, makes possible the
combination of the elements enabling the
existence of an operatic dramatic narrative:
opposing forces engage in a dialectic process
that eventually arrives at some sort of
resolution. The concertante style parallels
this division. On the one hand, the orchestra
is a source of internal dialogue; on the other,
both soloists embody dramatic forces that
establish another analogous, quasi-theatrical
exchange of ideas representing, in a certain
way, the operatic stage. The verticality of
the individual element against the orchestra
is abandoned for a new level of horizontal
parity between both soloists and a resultant
increase of the orchestra’s significance as an
interlocutor in the dialogic shaping of the
work. The onstage operatic drama, manifested
by the dialogue between characters initially
presented as equal, is adopted here in a turn
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that might be linked to Enlightenment ideals;
for instance, the Ancien Régime’s political
structure, centred around the sole figure of the
king, was criticised for its negation of equality
and political freedom in texts as relevant as
Montesquieu’s Spirit of the Laws (published
in 1748) or Voltaire’s Political Essays
(published in 1750), which went as far as to
defend parliamentary republican government
as an ideal model [6, pp. 405-416; 7,
pp. 416-424]. In a similar fashion, the lone
soloist in Mozart’s K. 364 gives way to a
dialogue between equals. Furthermore, even
if Mozart did not consciously realise the
ideas of coetaneous philosophers, his music
and ‘“his musical expression reflects a core
of assumptions that permeated the eighteenth
century thought” [14, p. 5].

The dialogic-dramatic  element in
Mozart’s piano concertos has been
thoroughly analysed by Simon Keefe in
his book Mozart’s Piano Concertos [10]. A
number of arguments raised by Keefe can
be easily applied to the second movement of
Mozart’s K. 364 in a revelatory manner that
clarifies the hypothesis raised in the previous
paragraph. Keefe, taking Heinrich Christoph
Koch’s 1787 treatise Versuch einer Anleitung
zur Composition and Antoine Reicha’s 1814
Traité de mélodie as foundational references,
associates the classical concerto with
dramatic rather than conversational dialogue;
as a result, the relationship between orchestra
and soloist(s) in terms of cooperation and
competition/confrontation (a dualism linked
to the diffuse potential readings of the
etymology of the term ‘concerto’) needs to
be approached from a renewed perspective,
cooperation becoming the dominant dialogic
motivation in Mozart’s music. In his view,
even though Mozart’s piano concertos
contain instances of dialogue, they cannot be
considered as purely dialogical works. Those
dialogic occurrences can be traced through
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alterations in the overall behaviours of the
work’s different “characters.” My previous
hypothesis is reinforced by Keefe’s argument;
there is a significant difference in “the
relationship between Mozart’s operatic and
concerto dialogue <...>namely the presence
of textual and musical dialogue in opera”
[10, p. 102]. Mozart’s malleability to adapt
his technique of dramatic dialogue became
more intricate throughout the Viennese
period as his “operatic orchestra consistently
demonstrates a more sophisticated level of
involvement in dramatic dialogue in Figaro
and Don Giovanni [mature operas] than
in Idomeneo and Die Entfiihrung [earlier
operatic works]” [10, p. 145]. Keefe argues
that Mozart’s intergeneric dialogic processes
engage his piano concertos and operas from
the 1780s in their own types of dialogue: the
concertos demonstrate the influence of his
earlier operatic writing and, at the same time,
influence the operas that followed them.
Furthermore, Keefe asserts that Mozart
develops and reinforces over time:

<...> the inter-generic quality of his
dramatic dialogue, a quality transcending
fundamental differences in the makeup
of concerto and operatic interlocutors.
Moreover, just as musical dialogue is nothing
if not dynamic, so the relationship between
Mozart'’s concertos and operas is itself a
vibrant one, each genre drawing inspiration
from the other. Formal and gestural parallels
between Mozart’s operas and concertos
cannot in themselves characterize the
vitality of the reciprocal process, the energy
and verve of Mozart’s dramatic dialogue,
however, captures the real spirit of stylistic
confluence. [10, p. 146]

The ensuing section will demonstrate how
the behavioural alterations of the different
characters in Mozart’s K. 364 construct
the work’s dramatic-dialogic structure
and how some of those elements might be
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related to a number of arias from Mozart’s
operatic output: can we trace an intergeneric
dialogue between K. 364 and the composer’s
operas? This perspective will then lead to
a consideration of Rosen’s own approach
to Mozart’s dramatic writing, which will
serve both as a counterargument to and an
expansion of the ideas developed hitherto.

An overall analysis of the timeline
included in Appendix I is necessary here: it
is in the interplay among the ritornello/solo
structure, the placement of the thematic areas,
the alternating or simultaneous entrances
of the violin and the viola, and the location
of the different accompaniment patterns
where Mozart shapes the dramatic—dialogic
dimension of the Sinfonia Concertante.
It is also there where the listener can trace
those instances of dialogue marked by what
Keefe defines as the characters’ changes of
behavioural models. Furthermore, those are
the elements that make this an unusually
complex sonata form, untypical even for
Mozart’s slow movements of his concertos.
The following accompaniment patterns
shall be employed in the forthcoming
analysis and are included here for reference
(see Example Nos. 1-7).

Example 1 W. A. Mozart,
Sinfonia Concertante, K. 364,
mm. 1-2, celli and basses, pattern 1
s B ==
14 14 |4
Example 2 Sinfonia Concertante, K. 364,

mm. 1-2, viola I, pattern 2

Example 3 Sinfonia Concertante, K. 364,
mm. 6-7, violin I, pattern 3
e e
© B sfo ‘ s; l —
102

Example 4 Sinfonia Concertante, K. 364,
mm. 9-10, violin II, pattern 4
e ————

e o o o o o ¢ ¢ ¢ o & o
Example 5 Sinfonia Concertante, K. 364,
mm. 21-24, violin I, pattern 5 (contrapuntal)
g e e
G e L EEESSES

D) v _ | T & = —

Example 6 Sinfonia Concertante, K. 364,

mm. 28-30, violin I, pattern 6 (syncopated)

Example 7 Sinfonia Concertante, K. 364,
mm. 53-55, orchestral strings, pattern 7

(combinatory)
SR

f
eI I s

e e e

f .. ..

B L e rani
+ £ —f T~ ’/‘ e f—
RN SO

f

The first shift that has a clear dramatic
dimension can be found in the second
rotation proper: it is a solo, marked as R(P')
in the Appendix, that counters the procedure
employed in all the preceding thematic areas,
which are always structured as a ritornello
and a subsequent thematically reiterative
solo. This change is arguably designed to
intensify the reappearance of the opening
material. Even if the orchestra, in measures
58-61, seems to introduce the beginning of
rotation 2, its actual commencement is only
accurately articulated in the violin solo from
measure 62 (see Example 8).
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Example 8

58  Tutti

Sinfonia Concertante, K. 364,
mm. 58-68, solo violin and viola

The dialogue between both
solo instruments is clearly
depicted in Appendix I and needs
s to be considered in detail before

a comparison to the dramatic-

dialogic structure of Mozart’s
arias is introduced. The opening

statements of the theme are
separately presented by the violin

and the viola before a transitional
passage  with  intercalated

On a different musical level Mozart
the articulates dramatic shifts through
the employment, variation, and subtle
combination of a limited amount of
accompaniment patterns. The appearance of
different patterns within the same thematic
area throughout the second rotation
exemplifies this: R(P') employs patterns IV
(see Example 9, celli and basses, m. 63) and
V (see Example 9, violin I, mm. 63 to 65),
paralleling the viola’s imitative repetition of
the solo in P instead of its original simpler
employment of pattern IV alone. Something
similar happens with Tr: in the second
rotation, we find one new accompaniment
pattern, which is a variation of II (see
Example 10). These shifts are designed to
strengthen the dialogic relationship between
both soloists and the orchestra.

Example 9 Sinfonia Concertante, K. 364,
mm. 63-65, orchestral strings
(=
W S E e EES=Sersiss
0L
R i
\_/
by & @
i 2 o e e s e o ! —
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entrances leads to the orchestral
introduction of the second
theme. That material is repeated by both
soloists in a sustained parallel entrance that
lasts until the third ritornello. In the second
rotation Mozart varies the original sequence:
the opening material is compressed and
presented by both instruments before they
engage in a short exchange that leads to
a parallel presentation of material in Tr.

Example 10 Sinfonia Concertante, K. 364,
mm. 74-77, orchestral strings
ﬂL74
e
0 1
i - = 7T —
—F [P |3
e -
=F = e e = } F
* ;Fiﬁkj

The original structure of S and C is then
repeated. Crucial significance for the
forthcoming comparative analysis is the
manner in which the relationships between
both soloists and that with the orchestral
section are structured and how in both
rotations (although in a much faster fashion
in the second) the initial separation of violin
and viola leads to a dialogic alternation and
a final discursive concurrence.
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The range of arias considered in the
preparation for this essay includes works
that predate K. 364 such as La Finta
Giardinera (1774)° or Zaide (1779)" and
works composed at the same time and after
the Sinfonia Concertante, from Idomeneo
(1780) to Die Zauberflote (1791).° Since
parallelisms with earlier works proved
difficult to establish, only three arias from
later compositions shall be considered here:
the aria Se il padre perdei from Idomeno
(Actll, Scene 2,n° 11), the duet Meinetwegen
sollst du sterben! from Die Entfiihrung
(Act III, n° 20)'? and in the counter-analysis
based on Charles Rosen’s understanding
of sonata form, and the sextet Riconosci in
questo amplesso una madre from La Nozze
di Figaro (Act 111, n° 18)."

Appendix II includes an analysis of the
overall sctructure of Se il padre perdi. This
aria exemplifies Mozart’s exploration of
different aria forms in /domeneo, an opera that
combines, according to Tim Carter, ternary
da capo, compound-ternary, and compound-
binary formal patterns [4, p. 235]. The aria’s
ABAB structure, the option that most closely
approached the sonata form, represented a
shorter version of the Metastasian pattern:
“it merged with the most common strategy
of 18th-century tonal grammar [common to
sonata form], whereby the A section starts
in the tonic, modulates to a related key to
the B section, returns to the tonic by or in
the A section, and ends in the tonic with the
second B section transposed” [4, p. 236]. The
dramatic shifts take place here on a number
of different levels. First, in the relationship
between text structure and thematic areas, we
can find that the setting of the stanzas does
not fit the formal structure of Mozart’s aria.
Second, if we consider the strings, winds,
and voice as differentiated characters (the
consideration of the winds as an independent
character in the second movement of K. 364
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is not applicable since they constitute a very
small section and are only used as harmonic
reinforcement of cadences), we discover
an interesting dialogic parallelism with the
andante from the Sinfonia Concertante:
the orchestra introduces the opening theme
(Example 11), reiterated then by the voice
from measure 15 onwards, in T1 (Example
12); an intercalated dialogue between voice
and winds leading to a concurrent entrance
of voice and strings at first and, eventually,
all the available instrumental forces in T2
follow throughout the transitional motivic
material; the second appearance of T1 is
purely vocal (Example 13), skipping the
orchestral introduction and leading to a
shorter intercalated fragmentation of the
material before the ensemble as a whole
leads the aria to its concluding gesture and
fades away with a small intercalation of
material between winds and strings. Once
again, an initial fragmentation leads to a
dialogic alternation and a final discursive
concurrence.

Example 11 Idomeneo, Kv. 366, ActII, no 11,
mm. 1-6
S e . PO
ey e e —
== R . e e
ritinor ([ S=cSc=ss=ccoooooioooioooc 55
A | con sordino
viota |
mezza voce ‘Iﬁi‘ f P
ILI4 é !
Violoncello 3 -
¢ Basso =S==—=—== f
b TP
Example 12 Idomeneo, Kv. 366, ActIl, no 11,
mm. 14-17
P
‘g; = o — ee
I
e
; .j ? -‘l\_/é # # GRS RGRRR
-1 T . — - -
W Eer P e
= ==
Seil pa-dre per -d 1 pa-triail
. r
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Example 13 Idomeneo, Kv. 366, Act 11, no 11,
mm. 53-58
@ 53‘ — :;\._.l
£ [ =
=
£ %Eﬁ =
& =
§§ : e e
E52 =
CaaaS Here |7 e Y Y E_F

One more enlightening example that
the explores parallelisms between Mozart’s
K. 364 and his operatic writing can be
found in the duet Meinetwegen sollst
du sterben! from Die Entfiihrung (the
analysis can be found in Appendix II). Here
Mozart explores a sonata-related form in a
completely different way. T1 (Example 14)
and T2 (Example 15) can be seen as a unified
primary thematic area (P), followed by a
transitional passage (Example 16, measures
25-31) which leads to a secondary thematic
area (S) in T3. The material that follows
measure 41 and up to the reappearance of the
opening theme in measure 54 can be seen as
compressed development that parallels the
structure of a slow-movement sonata form
(what Darcy and Hepokosky would define
as a Type 2 sonata) [8, pp. 353—-386].

0
Example 16 Die Entfiihrung, Kv. 384,
Act III, no 20, mm. 24-30
4
N Caesura —l‘lé: IJ)’ ? "‘,? £ . _}) ﬁ‘%
. |ﬁ ]'|/‘J A A [ J IN e
fin Siy) § T ¥ i T 14 h_‘gj‘#
=t ot Bl e e F e+
e g [ v v 2 = P 4 v
5 N N N | A b b
st t = g 1 =
8y - 'LP‘ - 3
= e e T =

soll nicht mitdir  ster-ben? Won-ne ist mirdies Ge - bot_! Won - ne

VeeB. = : =]

The second rotation of the opening
material does not follow the initial order:
instead, Mozart fragments the opening
motives and mixes them in an intercalated
duet between Belmonte and Konstanze. The
tonal plan of the aria also matches that of
a sonata. The first remarkable coincidence
with K. 364 is the composer’s emphasis on
changing the order of events at the beginning
of the second rotation, a dramatic effect that
was not common in his instrumental music
in the late 1770s (modified recapitulations
were more common in Haydn’s music at
the time) but which would gain a greater
relevance in his operatic writing and his
mature Viennese instrumental works.
Other interesting similitudes can be
traced with the dialogic construction of
K. 364: both soloists are represented here

by Belmonte and Konstanze. This

Example 14 Die Entfiihrung, Kv. 384, 1S a connective aria: it attempts to
Act I11, no 20, mm. 1-5, Belmonte  achieve a greater dramatic continuity,

‘ . ) ] linking the preceding and following
”"% =5 A R R S e through the elimination of the
orchestral introduction or concluding

Example 15 Die Entfiihrung, Kv. 384, postlude. If one does not account for

Act III, no 20, mm. 10-15, Konstanze

the lack of an orchestral introduction
in the opening theme, a number of

striking similarities remain: the first

Bel - mont! du  stirbst mei-net-we-gen! mei-net-we-gen! [chnurzog
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theme (T1) is presented by Belmonte
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and contested by Konstanze (T2) before
they engage in a short dialogic exchange
that leads to simultaneous singing at the
end of T3, paralleling the structure of
the first solo section of the Andante in
K. 364. The following passage, transitioning
from measure 41 to the reintroduction
of the opening material, is a sustained
dialogic exchange that prepares Mozart’s
fragmentary exposition of the material
in the recapitulatory area. This dialogic
tension is resolved in the closing entrance of
T3 where Belmonte and Konstanze sing in
parallel steadily until the end of the section,
following the structure of the final solo and
orchestral entrances in K. 364.

One further analytical perspective that
will both counter and complement the one
developed hitherto is introduced by Charles
Rosen in his study of the influence and
adaptation of the sonata form, instrumental
in origin, into the complex arias of
Mozart’s mature comic operas. Rosen
employs his conception of sonata form as
an organic developing structure that lacks
fixed rules; it is the work itself, instead,
which “provides its own expectations,
disappoints and finally fulfils them” [13,
p. 296]. The adaptability of the sonata style
cannot be seen as a result, as the forceful
imposition of a fixed form on a dramatic
genre since “the symmetry and resolution
of the sonata form were permanent needs
of the classical composer, not dispensable
elements of form™ [13, p. 293]. This
perspective leads us to question, on a
purely formal level, the relation between
the Andante from Mozart’s K. 364 and
the sextet Riconosci in questo amplesso
una madre from La Nozze di Figaro
(Act III, n° 18),"” shedding a different
light on the previous Keefe-influenced
comparison of the behavioural changes of
the composition’s “characters.””
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We have seen that the Andante from
Mozart’s K. 364 exemplifies a unique
interpretation of what is usually termed
as a slow-movement sonata form: it
lacks a differentiated development and
the second rotation emerges in a blurred
manner, both at a level of motivic and
tonal articulation (the recapitulation does
not start in the original key), from the use
that Mozart makes of the material in the
final part of the exposition. An adaptation
of this flexible structure can be found in the
sextet from Figaro (see Appendix III for a
detailed analysis): a proper development
is once again missing, and the tonal shifts
are unexpected within the sonata scheme,
deviating from the original F Major to the
dominant C Major and one step further to
a tonicization of G Major (the secondary
dominant), which, given its insistence and
length, could be considered a modulation
proper. The parallelism between both
works moves here from a dramatic-dialogic
perspective to a formal one: the flexibility
that characterises the Mozartian approach to
sonata in his mature operatic works can be
found in the second movement of K. 364.
The lack of a developmental section as a
source of contrast, linked to the significance
of recapitulation as a point of return and
closure, and the need for symmetry and
resolution characteristic of the Classical
style are explored in an unusual manner in
the examples considered here: Mozart draws
on dialogue as a source of differentiation
and disappointment of the work’s own
expectations (the key shifts that precede the
beginning of the second rotation) and the
varied repetition of material as the forces
that articulate the dramatic structure of the
movements.

The opening hypothesis, which was
originally presented as an open interrogation
questioning the possibility of an operatic
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reading of Mozart’s K. 364, can now be
reassessed. All the preceding research has
shown that a number of dramatic-dialogic
and formal parallelisms can be traced
between Mozart’s Sinfonia Concertante and
his subsequent operatic output. An argument
could be proposed to consider K. 364 as an
exemplification of Mozart’s exploration of
some of the constructive dramatic elements
that would anticipate his mature operatic
writing, late chamber music, and piano
concertos composed in Vienna. One could
even posit that the differentiation between
Mozart the composer of instrumental music
and Mozart the operatic composer has been
a biased musicological apriorism position
that this type of intergeneric studies might
attempt to deconstruct; instead of departing
from a given dualism, the composer’s
stylistic coherence and dramatic malleability
can be placed as a starting point from which
the instrumental and the operatic emerge

only as different expressions of a unified
reality, with the different genres working
as communicating vessels that interconnect
Mozart’s exploration of dramatic dialogue.
Furthermore, the centrality of dialogue links
this research to the secondary hypothesis
relating Mozart’s interest in the concertante
genre to Enlightenment ideals. Keefe argues
that Mozart’s piano concertos constituted a
locus of pedagogy, an argument that can also
be applied to K. 364, “as thorough workings
out of the quest for harmonious, cooperative
existence, Mozart’s piano concertos [and the
Sinfonia Concertante] offered exemplary
models to their contemporary audiences of
how to live their lives — less immediate than
textual models inmusical and spoken theatre,
but not less powerful or enlightening” [10,
p. 185]. Rushton’s fragment can now be
reinterpreted, and the article’s title can be
rewritten as a statement: Mozart’s K. 364,
an enlightened operatic reading.

Sy NOTES o< <

' Mozart W. A. Sinfonia Concertante in E-Flat major, KV. 364. (Urtext of the New Mozart
Edition). Edited by Christoph-Hellmut Mahling. NY: Bérenreiter-Verlag, 2009.

2 Aversion of the first movement has been reconstructed by Philip Wilby and recorded by Iona
Brown (violin), Nobuko Imai (viola), and Stephen Orton (cello) with the Academy of St. Martin in

the Fields for the Philips-Decca label.

3 According to Robert Spaethling, “Cannabich, who is the best conductor I have ever seen,

commands the love and respect of his musicians.”

* Robert Spaethling also says, “Ramm and Punto came up to me all worked up and asked why
my Sinfonie Concerto was not on the program? I don’t know (...) I do think, however, the reason

behind it all was Cambini.”

5 Other detailed analyses of the genre can be found in these two doctoral dissertations which
have been considered on the preparation of this article, but they are not quoted in its body, since
they have not provided any significant data to enlighten the proposed hypothesis.

6 Mozart W. A. La Finta Giardinera, KV. 196. (Urtext of the New Mozart Edition). Edited by
Rudolf Angermiiller and Dietrich Berke. NY: Bérenreiter-Verlag, 2006.

7 Mozart W. A. Zaide, KV. 344. (Urtext of the New Mozart Edition). Edited by Friedrich H.

Neumann. NY: Bérenreiter-Verlag, 1957.

8 Mozart W. A. Idomeneo, KV. 366. (Urtext of the New Mozart Edition). Edited by Daniel

Heartz. NY: Bérenreiter-Verlag, 2011.
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® Mozart W. A. Die Zauberflote, KV. 620. (Urtext of the New Mozart Edition). Edited by
Gernot Gruber and Alfred Orel. NY: Bérenreiter-Verlag, 1970. The complete list includes: i. La
Finta Giardinera (Dolce d’amor compagna); ii. Thamos, Konig in Agypten; iii. Zaide; iv. Idomeneo
(Se il padre perdei); v. Die Entfiihrung (Traurigkeit ward mir zum and Meinetwegen sollst du
sterben); vi. La Nozze di Figaro; vii. Don Giovanni (Tra quest’arbori celata and Or che tutti, o mio
tesoro); viii. Cosi Fan Tutte (Ah, guarda, sorella and A signor son rea di moris); ix. La Clemenza di
Tito and x. Die Zauberflote (Tamino mein).

19 Mozart W. A. Die Entfiihrung aus dem Serail, KV. 384. (Urtext of the New Mozart Edition).
Edited by Gerhard Croll. NY: Bérenreiter-Verlag, 2005.

" Mozart W. A. La Nozze di Figaro, KV. 492. (Urtext of the New Mozart Edition). Edited by
Ludwig Finscher. NY: Barenreiter-Verlag, 2001.

12 See 11.
Wolfgang Amadeus Mozart
Sinfonia Concertante, K. 364
II - Andante
EXPOSITION
2 2
Ritornello/Solo
Thematic Areas P P TR S S C Connective material
Violin — © Material from P
Viola : _— = = =
Patterns 1+11+101 IV+I1 IV+V IV+VI . v VIl 51+u+111
(Measures) 5 16 25: 35" 4‘,5 5 5;5 55-
HC PAC. X X HE:PAC, cacsura III:PAC - :
L ! — — s : 1 1. mmmmmaa—
Timeline I
¢ minor Eb Major
ROTATION 2
Ritornello/Solo [Cadenza]
. 1
Thematic Areas R(P) TR RESY R (Y R (C) _Coda Material from P
Violin —_— _— . . : .
Viola — — — . —
Patterns IV+V CHAIVAVI IV4VI - v v L I+I+I
(Measures) 0 . o1 9% |usE 116 | 22 122,
. . . cacsura PAC . . PAC
Timeline  --------- : e . | mmmmmeiemeemnicmaacaaaaaaa]
Eb Major ¢ minor
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Wolfgang Amadeus Mozart
Le Nozze di Figaro K. 492

Act III, N° 18, Riconosci in questo amplesso una madre

EXPOSITION
Thematic Areas E Tr | C | Cadential Extension
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3 Bartolo
é Don Curzio b
£ :
= Susanna e
= . :
5 Figaro :
= The Count
£ e
2 M
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Introduction

The creation of a musical composition
requires fortitude, strength, broad knowledge
and experience, in addition the presence of
the creative process. Each composer has a
different understanding of the subject of his
or her musical work and a unique way of
interpreting his or her ideas. The creative
process is carried out by analyzing the
cultivation of novel musical techniques
used in contemporary works. Continuing the
process of musical experimentation means
finding ways of choosing, considering,
creating and contrasting in order to achieve
integrity and unity in the various undertaken
attempts. This is followed by deduction
of the musical innovations, paying close
attention to the musical compositions which
would be created and enhancing them in the
composer’s own work. It is important for a
composer to succeed in the creation of his
or her musical work.

Writing a composition depends not
only on natural talent, instinct and
spontaneity but also on the process of
working on a musical work in any form,
involving thought process and energy
and the accumulation of experience.
In addition, it involves the ability to develop
ideas and insights or intellect, accuracy,
and perseverance in concentration or in
contemplation [6, pp. 72-73].

There has been a considerable amount of
absorption of the aesthetics of cross-culture
of Western and Eastern musical traditions
in many musical works. According to Suka
Hardjana [7, p. 215] in his book titled Music:
Between Criticism and Appreciation the
approach to music composition in the West
generally involves meeting between ideas
and conceptions which are then streamed
into structures or forms and transformed
into musical techniques.
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Cook [4, p. 3] comments that cross-
cultural trends in music provide a foundation
for contemporary culture, and the elements
contained in a musical composition must
be based on the semantic meanings derived
by the composers themselves. Many
composers have embraced a cross-cultural
approach to creating a musical composition,
as has especially been shown by Western
composers, thereby demonstrating their
opposition to the hegemony of Western
culture.

Michael Asmara, Indonesian composer
from Yogyakarta has composed musical
works by combining elements of traditional
Javanese music with elements of the
Western atonal musical system. He
expressed an opinion, namely that, “the
use of atonality turns the Javanese and the
Western musical tradition into equals, and
with its use both of which are able to stand
alone.” This may be demonstrated in his
composition titled Symphony No. 1, where
he compiled a set of pitches each of which
is joined with particular rhythmic patterns,
such as, for instance, C# from the equal-
tempered chromatic scale is aligned with
quarter notes, the slendro siji scale — with
sixteenth notes and the pelog scale — with
32nd notes, then combining the slendro &
pelog scales by means of serial techniques,
such as the prime, inversion, retrograde
and retrograde inversion. In his work he
combined 10 pitches such as: C# as an
equal-tempered chromatic pitch, D from
siji slendro, E from pelog, and others,
where each pitch is ordered in such a way
that the equal-tempered chromatic, slendro
and pelog pitches were interspersed among
each other (from an interview with the
composer, dated November 17, 2010).

According to Yang [15, pp. 395-
396], in the 20th century Asian musical
traditions played an important role

Mpob6bAaeMbl My3bikaAbHOMW Hayku / Music Scholarship. 2021. N2 3



MexXAyHapoAHbIK oTaeA ® International Division

0

in Western musical art as a source of
inspiration for contemporary composers.
A considerable number of discussions of
Asian musical influences has demonstrated
the incorporation of elements of Oriental
melodies formed from the pentatonic
scale. Composers have brought in Asian
percussion instruments, as well as
particular references and titles originating
from ancient philosophies and religions
from Asian countries, adopting them to
a Western context. The most obvious
manifestation is the use of the pentatonic
scale and the gong to demonstrate an
abundance of musical practices, as found in
Lou Harrison’s work titled La Koro Sutro or
Heart Sutra, which made use of the Oriental
pitch scale and also combined chorus,
organ and musical collections of gamelan
instruments from the Javanese tradition,
which, albeit, were built in the United States
(Coal. 2013, pp. 16—17). Another composer
who combines Western musical traditions
with gamelan instruments is Steve Reich,
as demonstrated in his work Mallets, Voices
and Organ, in which he uses Balinese
gamelan instruments which delineate a
peculiar pentatonic scale, namely C, Db,
F, Gb, A (Batubara, 2013: 22). Benjamin
Britten also created a cross-cultural musical
environment in his opera Death in Venice,
where he brought in a twelve-tone series
by mixing different sound-related styles,
patterns and techniques derived from the
Balinese gamelan tradition [3, p. 334].
Contemporary composer Jack Body
1s well-known for his involvement with
the culture of Asian countries. According
to him, the transcription of music and the
musical transformation of Asian countries

has influenced an entire generation of
composers in New Zealand. In addition to
the traditional appeal of Asian countries
and non-Western music for Westerners,
particularly the use of abstract sound with
the intention to dissipate and explore the
inner human condition has become the
principal theme of many of his works
(from an interview with the composer,
May 14 2011).!

Jack Body's practice regarding the
transformation of sound in musical
instruments may be distinguished from his
response to the original approach, which
allows the examination of certain musical
techniques. He has also composed an opera
titled A/ley, based on the life of Rewi Alley,
performed at the New Zealand International
Art Festival 1998. According to Jack Body,
the process of writing the opera was carried
out in various different ways, one of which
was that Chinese musicians were trained
in music schools and hence have learned
to read Western notation easily. They were
invited to perform contemporary music in
Alley (from an interview with the composer,
May 14, 2011).

Alley is represented by two characters,
one of them being young and one in his old
age. In Alley the main protagonist sings in
English, whereas the other three characters
are Chinese and sing in Chinese. The
work also includes a chorus which also
sings music to Chinese texts. A number
of Chinese songs that use pentatonic
scale are included in the opera. The other
relevant musical elements of the opera
are the diatonic and chromatic scales.
The full score of Alley includes Chinese
(sheng, gaohu and di) and Western musical

! The interviews were carried out by e-mail to obtain information on the interpretation and use of
musical instruments in the composition of the opera titled A//ey.
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instruments (oboe, clarinet, trombone and
percussion).

Among the influences of Eastern
musical aesthetics, the Malay culture
is especially prominent. In Malaysia
composers turn to the genre of opera
rather seldom, in comparison to works in
instrumental genres. Composition of opera
in the form of an academic genre based on
Western musical traditions is also still very
rare, as are cases of combining Western
musical styles with those of Malay music.
The opera Maria Zaitun was written in
2004 by Razak Abdul Aziz from Malaysia
[8, p. 464]. The composer stated that the
rhythmic ideas contained in the opera
were based on the rhythmic subtleties
of the Malay language. In addition, the
influence of Islamic aesthetics such as
the concept of geometry also inspired
him in the form of introducing particular
structures and harmonies, using a variety
of different techniques connected with
the language of atonality. He has also
carried out preliminary investigations of
rhythm in his musical composition titled
Nelayan (1999), as well as and in-depth
investigation of rhythm, harmony and
structure in the work titled Five Piano
Etudes (2002). This article examines the
opera Maria Zaitun composed by Razak
Abdul Aziz in terms of the mastery of
musical elements, as well as the sound
and rhythm of the Malay language spoken
in the text set to music in the opera.

According to Theodore K. Rabb [9,
pp. 321-330] in Opera, Musicology and
History, 1t is known as a formula that in the
20th century various forms of opera were
created by composers, such as epic opera,
tragedy, expressionist opera, naturalist
opera, fantasy, allegorical opera, grotesque
comedy, patriotic, irony, and political
satire. The definition of opera is found
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in Copland’s book [5, p. 174], according
to which opera contains characters and
a storyline which are expressed through
music, and not the usual dialogue found in
drama.

The opera consists of a combination
of purely orchestral and vocal sections
accompanied by the orchestra. The vocal
sections consist of choral numbers, duos
and solos, whereby the chorus contains
the usual contrasting textures of soprano,
alto, tenor and bass. Especially prominent
in the opera are the vocal duos sung by
contrasting voices. The costumes and
props for the opera are adapted to the
storyline. Steib [10, p. 387] states that in
an opera, music is always associated with
singing, and this vocal element is formed
from the storyline narrated in the libretto
(which, incidentally, in Italian means
“little book”), and each libretto differs
to a certain degree from the synopsis or
scenario of the storyline.

Razak Abdul Aziz is a composer
from Penang, Malaysia. He has written
numerous musical works in instrumental
genres and for chorus, the latter include
such a substantial work as The Fisherman
for SSATB and string orchestra. A number
of his works contains cross-cultural
elements, expressed in the combination
of Western and Malay musical traditions.
In his opera Maria Zaitun he stresses the
importance of organically combining a
Western musical style with an approach
emphasizing the rhythmic expression of
every word or sentence from the Malay
language, best defined with the term
“hook-shaped.” He mixed and matched
the “hook-shaped” attributes of the Malay
language with Western musical techniques.
Razak asserts that expressions were based
on his own views (from an interview with
the composer, July 24, 2013).
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Methods

The research method used by the writer
is the descriptive qualitative method [11,
p. 2]. According to Strauss and Corbin
[12, p. 19], this method is best expressed
when several theories are used to apply an
approach related to a particular discussion.
Following them, Octavia [13, p. 98] asserts
that to carry out research by using the
method of qualitative research presents the
most viable musicological approach. In
this article the author describes the data and
facts connected the original literary novel
which is adapted into a compositional work
in the genre of opera. The goal is to be
able to find new perspectives which were
previously known only by a very small
group of people.

The Idea and Concept of Creation
of the opera Maria Zaitun

According to Annisa and Lusi [1,
p. 70], the idea itself can be created through
popular culture. Popular culture, similar
to movies, has been known as one of the
most influential mediums to spread views
or beliefs. According to Nalan [14, p. 13],
the conception of theatrical music may
be contained in either a short illustration
or complete musical composition
demonstrated in a complete performance.
Maria Zaitun was derived from a short story
by Fatimah Busu, Perkembalian Seorang
Yang Bernama Maria Zaitun (The Return
of a Woman Named Maria Zaitun), which
was printed in several literary journals in
Indonesia and Malaysia in 1980. In her
short story, Fatimah Busu presented a
scathing criticism of her community in the
1970s. This short story depicts the absurd
aspects of society to which Fatimah Busu
belongs. It demonstrates the deception,
loss of belief and injustice that occurs

Problemy muzykal'noj nauki / Music Scholarship. 2021. No. 3

when moral values are misinterpreted or
distorted.

Discussion / Analysis

Maria Zaitun is an opera set for
8 voicesaccompanied by 6 violins, 3 violas,
3 violoncellos, 2 double-basses, harp,
2 pianos, celesta, glockenspiel, vibraphone,
xylophone, marimba and percussion. The
latter includes triangles, temple bells,
bell tree, finger cymbals, hand cymbals,
suspended cymbals, Malay gongs, tamtam,
glass chime, glass, sand blocks, slapstick,
wood blocks, temple blocks, geduk, snare
drums, tambourine, tomtoms and bass
drums. There are eight vocal textures,
namely, 1st soprano voice, 2nd soprano
voice, 3rd soprano voice, 1st alto voice, 2nd
alto voice, 1st tenor voice, 2nd tenor voice
and bass voice.

With the approval of Fatimah Busu, a
number of sentences contained in this short
story has been adjusted to form the libretto
for Razak’s opera. One of them is the very
final section of the Fatimah Busu’s short
story, and it becomes the initial section of
Razak’s libretto. This can be seen in the
example below:

‘Tepat pada waktu yang saat di pinggir
hutan Beringin berhampiran dengan Lebuhraya
Timur — Barat, Maria Zaitun sedang diturunkan
perlahan-lahan ke dalam liang lahad. Beberapa
orang pekerja perempuan yang pekak, bisu
dan buta sedang bekerja dengan bersungguh-
sungguh  enyempurnakan  pengkebumian
tersebut dengan tertib dan hormat di bawah
pengawasan malaikat-malaikat’

(translation into English)

“Precisely in due time, at the edge of the
nearby forest, close to the East-Coast Highway,
Maria Zaitun is being lowered slowly into the
pit. A number of deaf, dumb and blind female
employees are working earnestly to ensure that
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the funeral rites are carried out in order under
the supervision of the angels.”

The quotation above is the final section
of the short story by Fatimah Busu which
was adjusted by Razak to present the
introduction of Scene 1.

‘Di  pinggiran  hutan,  sekumpulan
wanita yang pekak, bisu dan buta sedang
memperkebumikan Maria Zaitun. Wanita-
wanita ini terdiri daripada koir Soprano 2,
Soprano 3 dan Alto 2. Untuk memenuhi
jumlah pekerja-pekerja ditapak perkebumian,
ketiga-tiga penyanyi lelaki (Tenor 1, Tenor 2
dan Bes) juga berada di pentas. Namun
mereka tidak menyanyi’

(translation into English)

‘On the edge of the forest, a group of
women who are deaf, dumb and blind are
burying Maria Zaitun. The ladies form Soprano
2, Soprano 3 and Alto 2 of the chorus. To bring
in the required number of workers at the burial
site, three male singers (Tenor 1, Tenor 2 and
bass) are also present on stage. However, they
do not sing.”

From the two lines above Razak has
demonstrated that he had changed the
placement of the lines at the end of the
short story into the introductory section
in Scene 1 of his opera. The final section
of the short story, which was considered
especially important by Razak, becomes the
main subject matter of his opera, the theme
of the funeral and the burial. The following
example is a phrase spoken by the people
who admit that they drove Maria Zaitun
from the mosque. This is found very close
to the end of Fatimah Busu’s short story:

“Perempuan yang kami halau dari masjid

satu waktu dulu, sewaktu dia ating hendak
sembayang berjemaah!”
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(translation into English)

“The woman who we drove away from the
mosque, when she came to pray during the
congregation!"

The above sentence was revised by
Razak in his libretto:

“Siapakah  yang  mereka  sedang
memperkebumikan?”

(dinyanyikan oleh suara alto 1)

“Agaknya perempuan yang telah dihalau
dari masjid itu”
(dinyanyikan oleh suara soprano 1)
(kalimat kedua-dua di atas terdapat pada bar
41 hingga bar 46)

(translation into English)

“Whom are they burying?” (Sung by alto 1)
“Presumably the woman who was driven
out of the mosque” (sung by soprano 1)
(both of these lines are located in mm. 41-46 of
the musical score).

The aforementioned line has been
incorporated with elements of the music
sung by the narrator in the score of Razak’s
opera. This can be seen in the musical
example listed below:

Example 1 Scene 1, mm. 41-46
Narrator's friend L@, £2LE s, ﬂ? B2 i oy fe—be—e l]{_,“ H‘; 5‘;“ qd“ hd‘vd‘ Fs. ]
Si-a-pa-kah yang m k se-dang mem - per - ke-bu - mi-kan?

The musical elements contained in the
music score above are as follows: (1) By use
of the subdivided chromatic pitch scale C,
C# /Db, D, D#/ Eb, E, F, F# / Gb, G, G# /
Ab, A, A# / Bb, B, (2) by use of a changing
time signature, i.e. 3/4, 1/8, C or 4/4, which
is adjusted to Razak’s Malay language pattern

Mpob6bAaeMbl My3bikaAbHOMW Hayku / Music Scholarship. 2021. N2 3



MexXAyHapoAHbIK oTaeA ® International Division

0

expression, (3) by use of different note
durations,such as eighths, sixteenths, 32nd
and 64th notes arranged in such a way as to
support the chromatic pitch spectrum and
transform it into a melodic arrangement, which
semantically expresses the text of the libretto,
(4) by use of irregular rthythmic patterns, such
as triplets and quintuplets with the intention
of matching each word expression with a
rhythmic unit and a chromate pitch, (5) by
means of a dynamic sign which is aligned
with the lines by the narrator.

In m. 71 there is a dialogue between the
narrator and his friend, whereby the two
men want to reveal the name of the woman
who was driven away from the mosque.
Razak arranges 4 words, namely “What is
the woman’s name?” in a particular way.
They are pronounced by the narrator’s
friend, who sings them in one melodic
phrase containing the pitch series D, D#,
C#, E, F, F#, G, A, B, with the use of triplets
and quintuplets brought in for the sake of
supporting the four words comprising the
question. Then the narrator pronounces two
words: “Maria Zaitun,” which are placed
into a melodic phrase consisting of pitches
D, Eb, F, G#, A and two triplets brought in
to support the words of answer. This can be
seen in the example below:

Example 2 Scene 1 mm. 71-72

® Lo
2
Narrator §

a-ri - a i -
Nartors ord e e i
S L = BT e

A-pakah na - ma pe-rem - pu - an  i-tu?

By setting to music the Malay text
presented in Example 2, Scene 1, mm. 71-
72 in this fashion, Razak has demonstrated a
Malay style of musical expression, as shown
by the pitches selected by him matched
by different durations (eighth, sixteenth
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and 32nd notes), the dynamic signs and
the metric changes between 2/4, 3/4, 1/4,
4/4 and back to 2/4. Thereby, the selected
pitches, as shown above, are arranged into
series of melodies to express the intonations
of the questions and answers.

The next example is demonstrated by
the words contained in Fatimah Busu’s
short story incorporated by Razak into the
libretto of his opera. The words contained
in the short story are:

“Tidak tahu dari mana bermulanya wabak
kebencian kepada Maria Zaitun itu....”

(translation into English)
“I don't know when the hatred for Maria
Zaitun began...”

The words above, as used by Razak
in this section of the opera, are presented
in mm. 353-357, sung by soprano:

Tidak tahu dari mana bermulanya wabak
kebencian kepada Maria Zaitun itu....

(translation into English)
“I don't know when the hatred for Maria
Zaitun began...”

Example 3 Soprano 1 begins in the passage on
mm. 353-357
@J: 7;; Whisp:rin_g—likc L,
Narrator | e =Ess e S =
Ti-dak ta-hu da-ri ma-na
356 %
\% v, )
Narrat W: ‘— = fo—te—be- ==
ber - mu-la-nya wa-bak =
357 ) R " ) - /V
Pl — — e — —————
Nargtor iii“‘z’j e : 7 L === 1‘ 1=
ke-ben - ci-an ke-pa-ca  Wa - 1i-a Zai-n |-Iu.\_/
The first two words, which mean

“I don’t know” are sung to 4 pitches: C, D,
Db, E, matched to different durations, such
as fourth, eighth, sixteenths and 32nd notes.
The affirmation of the words “I don’t know”
is also followed by dotted rhythms on the
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syllables “ti” and “ta.” This is followed by
an extension of the notes by means of ties
on the syllables “no” and “hu.” This can be
seen in the example listed below.

Example 4 m. 353

@J:ﬁw

hispering-like
0 e e
) E— —— A e S ——
Narrator % T | — — f—  — — 1

Ti-dak ta - hu

The musical instruments accompanying
the words “I don't know when the hatred
for Maria Zaitun began” are from the string
section: 6 violins, 3 violas, 3 violoncellos
and 2 double-basses. Each string instrument
i1s endowed with its own melodic line and
is played one after the other successively
with the wuse of the angular bowing
technique, applied for the sake of producing
the impression of a chaotic background.
During the vocal pause between the phrases
“I don’t know” and “where” there is a short
instrumental interlude played by the string
instruments angular bowing techniques. The
purpose of placing the string instruments
between the two phrases is to express the
chaotic atmosphere created by the words.
This lasts from m. 353 to m. 357.

Example 5 The passage of the string

instruments in mm. 353-355

/“\‘J

(353) g 2

o= 7”60 Whispering-like
5
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Conclusion

Most operas are set to librettos which
depend on adaptations of the available
literary sources, such as dramatic plays,
novels, short stories, chronicles, and
fairy tales, rather than the sources in their
original forms, and therefore depend
on the writers of the librettos, who
demonstrate the skills of shortening and
summarizing the original texts. From
the examples above it becomes possible
to understand the mechanisms used by
Razak to adapt Fatimah Busu’s short story
“The Restoration of Maria Zaitun” into
an opera. Razak made a thorough study
of virtually each word of the short story,
in order to be able to choose the particular
sentences which would become parts of
the libretto in his opera.

However, Razak wished not merely to
compose an opera which would contain
elements of the main plot of the short
story, but, instead, he desired to focus on
the in-depth message the short story had
to offer, in his effort to create the opera
“Maria Zaitun,” which stresses on what
words are the most appropriate for the
libretto and the best equipped to be set to
the vocal lines. Fatimah Busu never even
thought of creating music for expressing
every word contained in her short story.
With the appearance of the opera “Maria
Zaitun” composed by Razak, she was
given the opportunity of witnessing her
short story transformed into an operatic
performance.

2021. N2 3



MexXAyHapoAHbIK oTaeA ® International Division P

< REFERENCES <>

1. Anissa, Syeikha Marabessy & Lusi, Lucia Ani Handayani. Musical Aspects for Empowering
the Black Characters in the Movie Get Out. Journal of Resital (Journal of Performing Arts). 2017.
Vol. 20, No. 2, pp. 70-80.

2. Batubara, Junita. Thesis for Ph.D.: Pengkaryaan Opera Dua Zaman-Hkayat Siboru
Deakparujar: Penggabungan Muzik Atonaliti dan Muzik Batak Toba [The Creation of Siboru
Deakparujar's Two Age-Hkayat Opera: Merging Atonal Music and Toba Batak Music]. Pusat
Pengajian Seni: Universiti Sains Malaysia (USM), 2013. 47 p. (In Indonesian)

3. Cooke, Mervyn. Britten and Bali. Journal of Musicological Research. Cambridge University
Press: United Kingdom, 1988. No. 7, pp. 330-369.

4. Cook, Lisa M. Thesis for Ph.D: Living in Northwest Asia: Transcultural and Postwar Art
Music. Department of Musicology, University of Colorado, 2009, pp. 1-24.

5. Copland, Aaron. What to Listen for in Music. First Signet Classics Printing: United States of
America, 2002. 308 p.

6. Hardjana, Suka. Corat-Coret Musik Kontemporer: Dulu dan Kini. Ford Foundation dan
Masyarakat [Contemporary Music Doodles: Past and Present. Ford Foundation and Society]. Seni
Pertunjukan: Indonesia, 2003. 318 p. (In Indonesian)

7. Hardjana, Suka. Musik: Antara Kritik dan Apresiasi [Music: Between Criticism and
Appreciation]. PT Kompas Media Nusantara: Jakarta, 2004. 542 p. (In Indonesian)

8. Matusky & Sooi Beng. Muzik Malaysia: Tradisi Klasik Rakyat dan Sinkretik [Malaysian
Music: Folk Classical and Syncretic Traditions]. Penerbit Universiti Malaya: Kuala Lumpur, 2012.
464 p. (In Indonesian)

9. Rabb, Theodore K. Opera, Musicology and History. Journal of Interdisciplinary History.
Massachusetts Institute of Technology. 2006. Vol. 36, No. 3, pp. 321-330.

10. Steib, Murray. The Reader’s Guide to Music: History, Theory, Criticism. Fitzroy Dearborn
Publishers: Chicago and London, 1999. 928 p.

11. Subagyo, Joko. Metode Penelitian dalam Teori dan Praktek [Research Methods in Theory
and Practice]. Jakarta: Rineka Cipta, 2011. 135 p. (In Indonesian)

12. Sujarweni, Wiratna. Metodologi Penelitian [Research Methodology]. Yogyakarta:
Pustakabarupress, 2014. 205 p. (In Indonesian)

13. Octavia, Maria. Analisis Teknik Komposisi Musik “Variation on a Theme of Sepasang Mata
Bola” Karya Jazeed Djamin [Technical Analysis of Musical Composition “Variation on a Theme of
a Pair of Eyeballs” by Jazeed Djamin]. Journal of Resital (Journal of Performing Arts). 2018. Vol. 17,
No. 2, pp. 98-117. (In Indonesian)

14.S. Nalan, Arthur. Pertunjukan Musik Teatrikal “IBU” Produksi Teater Koma [Theatrical
Music Performance “IBU” Produced by Koma Theater]. Journal of Resital (Journal of Performing
Arts). 2017. Vol. 18, No. 1, pp. 13-26. (In Indonesian)

15. Yang, Mina. American Music. Journal The Board of Trustees of the University of Illinois
Press. 2005. Vol. 23, pp. 395-397.

About the authors:

Junita Batubara, Ph.D., Associate Professor at the Music Department, Faculty of
Language and the Arts, Universitas HKBP Nommensen (20234, Medan, North Sumatera,
Indonesia), ORCID: 0000-0001-5149-2453, nitabtbara72@gmail.com

Problemy muzykal'noj nauki / Music Scholarship. 2021. No. 3 121



Gre~ Me>XXAYyHapoOAHbIM oTAeA ® International Division

Sri Rustiyanti, Dr. (Arts), Associate Professor at the Culture Anthropology Department,
Faculty of Culture and Media, Institut Seni Budaya Indonesia (40265, Bandung, Jawa Barat,
Indonesia), ORCID: 0000-0003-2099-7111, rustiyantisri@yahoo.com

Stepanus Hanggar Budi Prasetya, Dr. (Arts), Associate Professor at the Puppetry
Department, Faculty of Performing Art, Institut Seni Indonesia (55001, Kabupaten Bantul,
Yogyakarta, Indonesia), ORCID: 0000-0002-6278-2373, hanggarbp@gmail.com

06 asmopax:

Jlxynuta Barybapa, Ph.D., nonent xadenpsl My3bIkH, QaKylIbTeT sI3bIKa U HCKYCCTB,
Yuupepcuter Hommencena barakckoit [Iporecrantckoit Xpuctuanckoit Llepksu (20234,
. Menan, Ceepnas Cymarpa, Uanonesus), ORCID: 0000-0001-5149-2453,
nitabtbara72(@gmail.com

IIpu PycTHSIHTH, JOKTOP HCKYCCTB, JOIEHT Kadeapbl aHTPOIOJIOTUH (PaKyIbTeTa
KyJBTYpbl U Meaua, IHCTUTYT MHIOHE3UNCKONU KyIbTypbl U UcKyccTB (40265, r. bannyHr,
3anagnas fBa, Manone3us), ORCID: 0000-0003-2099-7111,
rustiyantisri@yahoo.com

Crenanyc Xaurrap bynu Ilpacerbsi, TOKTOp MCKYyCCTB, IOLIEHT Kadenpsl Tearpa
KyKOJI, (DaKyJIbTET HCIIOJHUTENBCKOIO HMCKYCcCTBA, VMHIOHE3MMCKUII MHCTUTYT HCKYCCTB
(55001, PerenrctBo bantyn, [okbsikapra, Mugonesus), ORCID: 0000-0002-6278-2373,
hanggarbp@gmail.com

&P

122 Mpob6bAaeMbl My3bikaAbHOMW Hayku / Music Scholarship. 2021. N2 3



MexXAyHapoAHbIK oTaeA ® International Division P

ISSN 1997-0854 (Print), 2587-6341 (Online) DOI: 10.33779/2587-6341.2021.3.123-136

UDC 784.1
NATALYA V. KOSHKAREVA

State Musical Pedagogical Institute named after M. M. Ippolitov-Ivanov
Moscow, Russia

ORCID: 0000-0003-3831-3419, nkoshkarevav@gmail.com

A Multimodal Analysis of Hommage a Marina Tsvetayeva
by Sofia Gubaidulina

The article reveals the stylistic features of the contrapuntal technique Sofia Gubaidulina applied
in her choral composition Hommage a Marina Tsvetaeva. This study analyzes Sofia Gubaidulina’s
contrapuntal technique of synthesizing the poetic and musical texts. It examines the genre
archetypes of each movement of the suite, analyzes the types of contrapuntal approaches in terms
of the parameters of tradition and innovation, and carries out a contextual analysis of the suite
as an exemplary contemporary choral composition. The five movements of the composition are
categorized into three genre archetypes (canon, motet, and psalmody), five types of contrapuntal
techniques (canonical imitation, hoquet, antiphon, continuous imitation and responsory) and four
types of 20th century compositional techniques (sonorism, pointillism, quotations and sonoric
aleatory technique). Nine vocal techniques and five types of vocal sound are utilized in this
composition. These vocal techniques and types of sounds are especially distinctive in the third,
fourth, and fifth movements of the work. This is, in all likelihood, the first article to examine the
technique of contrapuntal writing as a separate phenomenon in contemporary Russian music on the
example of Sofia Gubaidulina’s composition of Hommage a Marina Tsvetaeva, written in the genre
of a cycle of pieces for a cappella chorus.

Keywords: Sofia Gubaidulina, Marina Tsvetaeva, contemporary polyphonic writing, choral
polyphony, choral suite, canon, psalmody, motet.

For citation / /[ns yumuposanus: Natalya V. Koshkareva. A Multimodal Analysis of Hommage
a Marina Tsvetayeva by Sofia Gubaidulina // [Tpobnembr My3bikanbHOM Hayku / Music Scholarship.
2021. Ne 3. C. 123-136. DOI: 10.33779/2587-6341.2021.3.123-136.

© Natalya V. Koshkareva, 2021
© Publisher: Scholarly-Methodical Center “Innovation Art Studies,” 2021

H. B. KOILIKAPEBA

Tocyoapcmeennbvlil My3bIKAILHO-NEOA202UYECKUL UHCIUNY T
umernu M. M. Unnonumosa-Hearnoea
2. Mockea, Poccus

ORCID: 0000-0003-3831-3419, nkoshkarevav@gmail.com

MyAbTUMOAQABbHBIM aHaAU3 «[locBsiLweHns MapuHe LiBeTtaeBon»
Codouun IN'ybaiayAnHoM

B crarpe packpbIBaloTCsl CTHIIMCTHUECKHE O0COOCHHOCTH moiudoHuueckoro nuckMa Codun
['y6aiirynmuHoM, UCTIONB30BaHHOIO €10 B XopoBoi komnozuuun «Ilocesenne Mapune L[BetaeBoii».

Problemy muzykal'noj nauki / Music Scholarship. 2021. No. 3 123



Gre~ Me>XXAYyHapoOAHbIM oTAeA ® International Division

[Tokazanbl pe3ynbTaThl aHanu3a TeXHUKU monudonHundeckoro nucbma Codum ['ybOaiiaynunoit
B CHHTE3€ MO3TUYECKOTO U MY3BIKAJIbHOTO TeKCTa. PaccMaTpuBaloTcs s)KaHPOBBIE aPXETHITHI KXk 101
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Introduction

The artistic legacy of Sofia Gubaidulina
holds a specific place in the history of
world musical culture of the 20th and
early 21st centuries. Gubaidulina’s
music is widely known throughout the
world. Sofia Gubaidulina incorporates
contrapuntal writing which follows other
composers, inheritors of the legacy of
the Viennese Classicists, such as Dmitri
Shostakovich, Alexander Scriabin, and
Olivier Messiaen' (Fanning and Assay
2019; Artamonova 2019 [4; 11], and etc.).
Numerous musicologists have studied her
choral styles (Kholopova 1973 [3], and
etc.). Other music scholars have studied
her rhythmic and numerical structures,
the originality of her sonoristic pieces [1,
p. 121] and her instrumental compositions
(Moskvina 2015, and etc.). However, only
a few scholarly works (e.g., Kholopova
1973) have explored the artistic heritage
and spiritual nature of Sofia Gubaidulina’s
music.
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This work carries out a semantic analysis
of the spiritual nature of the poetical texts
the composer has set to her music to fill
this exsting gap. Awang (2016)* stated
that Peynircioglu’s poetical texts play a
significant role in evoking the listeners’
emotions through the melody inherent in
the songs. The poetical texts combined with
melodies evoke the audience’s senses and
emotions by means of a semantic process,
thereby enhancing their perception of
their message. Therefore, the composer’s
focus is on innovative techniques which
enhance choral counterpoint. Gubaidulina’s
musical compositions reveal three types
of genre archetypes, which are canon,
psalmody, and motet (Warwick 2011 [20]).
These prototypes symbolize the eternity of
spiritual entities and the infinity of historical
and temporal categories. By bringing
in innovative tone painting methods
and referring to compositions written in
different years, as well as the poetic cycles
set to music by her, Gubaidulina managed to
express her desperation and alienation sense
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of from the world (Dyganova 2017 [10]).
This combination has made Gubaidulina’s
musical legacy distinctly different from that
of other composers. Research has shown
that composers find it more challenging
to emphasize and demonstrate the poetry
they set to music by making use of various
contrapuntal writing techniques without
damaging the poem’s subtle musical
qualities (Dyganova 2017).

This research work contributes to the
musical literature in three ways. First, this
study makes use of a multidimensional
research model and contributes to the
repertoire of educational and professional
ensembles. Research reveals that Sofia
Gubaidulina’s music has not been
sufficiently represented in concert programs
(Dyganova 2017). For instance, the
composition Hommage a Marina Tsvetaeva
has not yet been sufficiently studied in the
musicological literature.* This is, in all
likelihood, the first research work which
explores this composition in the context of
a cappella choral music.

Second, by examining such a
capacious concept as counterpoint in
Gubaidulina’s choral music, this study
provides a substantial contribution to the
musicological literature on contemporary
music (Dyganova 2017) and research which
analyzes aspects of performing practice
and issues of interpretation (Moskvina
2015 [1], and etc.). This work explores the
genre archetypes in Hommage a Marina
Tsvetaeva. Only a small number of research
works has examined the various genre
archetypes (Dyganova 2017), and their
discoveries are not consistent (Lepri and
Mcpherson 2019 [14]). For example, Lepri
and Mcpherson discovered that the partially
correct responses to the elements associated
with the music’s genre or instrumental
usage were directly linked to the designer’s
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background. This study analyzes the
Hommage a Marina Tsvetaeva comprised
of five movements and unearths three genre
archetypes: namely, canon, psalmody, and
motet. These discoveries continue along the
line of Warwick’s (2011 [20]) elaborations
of the genre archetypes. These discoveries
are consistent with Awang’s (2016) semantic
analysis of the influence of patriotic songs
on people’s hearts and minds. It also
provides a response to Awang’s (2016) call
to examine utilized vocabulary (namely,
selected words) in music and its effect on
the listener’s emotions.*

Finally, this study integrates practice
and theory by proving the uniqueness of
Sofia Gubaidulina’s contrapuntal writing.
However, with the presence of numerous
genre archetypes, the multifaceted nature
of the contrapuntal technique becomes
all the more resourceful as an applied
concept. In striving to uphold the organic
trinity of the fundamental directions of
musicology (history, theory and practice),
this work explores the paradigm of choral
music performance which reveals itself in
Gubaidulina’s music. For many decades
composers have focused on writing music
for grandiose choruses characterized by an
intensification of chamber music-making,
as manifested in instrumental, vocal and
choral music (Kholopova 1973). In such
performances every single performer
essentially becomes a soloist. The increased
interest of composers in chamber genres
has led to the emergence of small choruses.
For example, many arrangements for a
cappella chorus have been made by many
composers in the 20th century, such as
Schnittke and Gubaidulina.> However,
these practices have not been researched.
Therefore, this work brings all the practical
aspects of music to the level of music
theory.
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Literature Review
Polyphonic Music

The earliest known polyphonic music
dates back to the early 10th Century,
which includes a setting of a short chant
dedicated to St. Boniface, the patron
saint of Germany (Plotnikova 2016 [2];
Helsen 2015 [12]). The term polyphony
originates from Greek poluphonia (from
polu- “many” and phoné “sound”) and
refers to a significant number of voices
(Schneider and Zerfass 2019). Polyphony
i1s associated with the independence of
multiple voices or instruments (Schneider
and Zerfass 2019 [18]). In polyphonic
music, every participant is independent
and part of a common polyphonic texture.®
However, the starting and ending point of
any note or voice may overlap with the
previous or the next note. Polyphonic
music is always intentionally composed
with a focus on independent melodic lines
(Helsen 2015).

The earliest known polyphonic music
comes from a collection known as The
Winchester Troper (Bennett 2009 [6],
and etc.). According to Bennett (2009),
polyphonic music is mostly associated
with Baroque and Renaissance music
(Collins 2018 [8]), as well as composer
Johann Sebastian Bach (Atwood 2019
[5]). Many different musical styles, such
as canons, fugues, and Dixieland jazz, are
considered to be polyphonic (Plotnikova
2016). According to Plotnikova (2016), in a
canon a melody is played in canon the first
time (the leading melody), and then after
that a fixed set of times, the same melody
1s replayed (succeeding melody). The
most popular canons are children’s songs.’
A fugue introduces a melodic theme and
imitates that theme throughout a piece (e.g.,
Baroque music Atwood 2019). A fugue
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differs from a canon in two ways. First,
its melodic repetitions can make changes
in the notes or rhythms (in leading and
the subsequent melody). Second, a fugue
contains different sections and lasts longer
than a canon. Dixieland Jazz, also known
as hot jazz or traditional jazz, emerged in
the 1910s and 1920s in New Orleans (Leo
2020 [13]). A standard Dixieland jazz
ensemble is comprised of a trumpet, clarinet
and trombone as the main horn section,
alongside a rhythmical instrumental section
comprised of adouble-bass, a piano, a guitar/
banjo, drums, and washboard (Leo 2020).
In Dixieland Jazz, the trumpet, clarinet, and
trombone play different, melodies, unrelated
to each other throughout a song. The trumpet
typically plays the leading melody, and the
clarinet plays fast and intricate melodies,
while the trombone plays a slower, more
straightforward melody in the background
(Leo 2020). There are usually two or more
variations of a single melodic line played
simultaneously. Two people sing the same
melody, but one adds extra embellishing
notes and variations, such as is usually done
in Turkish, Arabic, Japanese, or Thai folk
music.

Folk music constitutes a significant
part of choral music. Contemporary choral
music 1s characterized by innovative
methods of sound production and a radical
reassessment of its quality. It must be
remembered, after all, that the present age
is the time of the emergence of various new
musical styles and techniques. These factors
have transformed the vocal process of choral
music (Phipps 2011 [17]; Dyganova 2017
[10]). The foundation of choral music aims
at increasing the attention of composers
and performers to the Gregorian chant and
the traditions of Renaissance polyphony
(Collins 2018 [8]), as well as to the Second
Viennese School (Fanning and Assay 2019

Mpob6bAaeMbl My3bikaAbHOMW Hayku / Music Scholarship. 2021. N2 3



MexXAyHapoAHbIK oTaeA ® International Division

0

[11]; Artamonova 2019 [4]; Moskvina
2015 [1]). We can cite as an example, Luigi
Dallapiccola’s Dodecaphonic Bel Canto
(Phipps 2011 [17]) comprised of a cycle of
six pieces with written in the twelve-tone
technique full chorus. Dallapiccola made
full use of the dodecaphonic technique by
organically merging it with intonations of
various different ancient vocal music, such
as the madrigal style, declamation, sensory
perceptions of the words set to music, and
characteristic intonations® (Phipps 2011).

Sofia Gubaidulina

Sofia Gubaidulina is a contemporary
composer whose music is characterized
by philosophical depth, high spirituality,
and vivid emotionality (Dyganova 2017).
Her artistic heritage includes various
musical genres and compositions that are
complex and diverse, including music for a
capella chorus,’ the choral suite Hommage
a Marina Tsvetaeva and arrangements of
folk songs. Although Gubaidulina’s choral
works are few in number, they have formed
a critical foundation, which characterizes
the features of many composers’ styles.
Unfortunately, Gubaidulina has not been
composing in choral genres in recent years;
she explained that her compositions are not
in demand.

The suite Hommage a Marina
Tsvetaeva 1s composed of five pieces for
full chorus a cappella, the titles of which
are: Fallen Deeper than the Waves, The
Horse, Splendour of the Pipes Interlude,
and The Garden. Gubaidulina used four
poems by Marina Tsvetaeva in her suite
and combined two separate lines from
previous movements of the cycle to create
The Interlude (Lukomsky 1999 [16]). In
Hommage a Marina Tsvetaeva the poetic
text presents a multi-layered structure.
Emotionally, the suite demonstrates a
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combination of external and internal
conflict; dramatically, it is a composition
consisting of five examples of Fabula and
narration.'® Hommage a Marina Tsvetaeva
was composed when Tsvetaeva returned
to her homeland and was engulfed by the
whirlwind of the Soviet reality. She felt
like a stranger because everyone around
her proved to be a liar and hypocrite and
glorified pagan idols (e.g., the leader,
themselves, or Satan). It is typical to
include Gubaidulina in the Big Troika
of the late-Soviet avant-garde musical
movement (Chambers and Krivosheyev
2016 [7]). As emphasized by the leading
figures of contemporary choral performing
arts, the choral heritage of modern
composers (Chambers and Krivosheyev
2016; Dyganova 2017) presents the most
exciting material for choral singers.
Choral avant-garde music is characterized
by a new perception of sound, dissonant
chords, free chromaticism, an uneven
pulse, an innovative musical language,
and a combination of sharply contrasting
singing techniques (Fanning and Assay
2019; Artamonova 2019; Moskvina 2015;
Phipps 2011).

In Gubaidulina’s choral output the
vocal techniques are complex and difficult
to perform (Lukomsky 1999). They
are similar to dramatic actors’ speech,
where great importance is attached to
the intonation. The composer considers
choral voices as multifaceted and capable
of producing various vocal and speech
techniques. For instance, unlike many
other contemporary techniques of writing
for the chorus, breath-like singing is
easy to perform. Gubaidulina made a
considerable amount of use of different
modern performing techniques, such
as bringing in numerous divisi that turn
chorus singers into soloists. Moreover,
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the use of non-fixed pitches of sounds and
non-traditional methods of articulation
are also widespread techniques of choral
sonorics (Dyganova 2017). The suite’s
choral texture is comprised of sound
complexes (sonors), in which not only
individual intervals, but also regular
sounds are indistinguishable. The use of
frequent glissandi in various forms leads
to the formation of microtonality, as well
as a random combination of sounds due to
the alternate introduction of choral parts
simultaneously performing different vocal
and speech-like techniques (including
aleatory relationships of sounds)," and
etc.

A striking example of sonorism,
which is partly similar to the methods of
Gubaidulina, is the third movement of
Ligeti’s Requiem (Levy 2013 [15]). The
words, being whispered, are divided into
syllables of relatively short durations
(eighths and triplet eighths). Since these
syllables are rhythmically stressed, the
exact pitch and structure of the chords
may not be audible. As Ligeti (Levy 2013,
mm. 35-46) observed, the intonation is
outlined only in general terms. Gubaidulina
made use of choral sonorism, where a
consonance is whispered, while another
one replaces the leading consonance.
It is difficult to differentiate these two
consonances.

Research Questions

In order to fulfill our research objectives,
the following research questions have been
developed:

RQI: Can Gubaidulina’s polyphonic
technique and genre archetypes be revealed
through semantic analysis?

RQ2: Can  Gubaidulina’s  vocal
techniques and sounds be distinguished in
the composition?
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Methodology and Procedure

This study analyzes the five movements
of Sofia Gubaidulina’s choral suite Hommage
a Marina Tsvetaeva. The five movements
(Table 1, column 2) are then analyzed using
a multi-modal research design. Moreover, it
uses semantic analysis to examine the stylistic
features of the contrapuntal writing of Sofia
Gubaidulina’s music. This study extracts
data for the analysis from each movement.
The simultaneously selected movements
were taken by means of extraction of key
words. Moreover, Valentina Kholopova’s
expression parameter was used to analyze
each movement’s emotional parameters.
According to Kholopova, Gubaidulina’s
compositions are usually grouped into five
expression parameters (EP), which are
articulation and sound production, melody,
thythm, texture, and compositional writing.
These parameters are typically used as either
consonant or dissonant EPs.

Data Analysis

The objective of the data analysis
is to determine the lyrics and text used
in the five movements, using semantic
analysis. The keyword extraction was
performed to identify words in lyrics and
semantic contexts or the characteristics
of the choice of words in the lyrics. The
keywords (synonyms and antonyms)
were double-checked by Russian linguists
from a large university in Russia. The
data analysis process went through two
steps: (1) synonyms and antonyms were
developed for each movement through
word clustering, and (2) the movements
were then assigned several clusters to
identify the genre archetype, polyphonic
techniques, and compositional techniques.
The five movements were grouped into
five consonant and five dissonant EPs.
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These EPs were generated by analyzing
the keywords and linking them to their
respective themes.

Results

RQI1: Can Gubaidulina’s polyphonic
technique and genre archetypes be revealed
through semantic analysis?

Gubaidulina’s  polyphonic technique
in a cappella choral music is revealed in
synthesizing the poetic and musical text.
Table 1 shows that all five movements
can be categorized according to the genre
archetype, polyphonic technique, and
sonoric technique. The results of the
word and lyric extraction reveal that each
movement has a renewed musical language,
sometimes achieved by a combination
of sharply contrasting, literary and folk,
singing techniques. These words and lyrics
are characterized by philosophical depth,
high spirituality, and vivid emotionality.
These characteristic features are revealed
in the third and fifth movements, which
incorporate psalmody. In these movements
the composer makes use of a different type
of psalmody. In the third movement an
antiphonal chant is used, which produces
allusions to the Gregorian chant. In the
fifth movement a responsorial psalmody is
complemented by polyphonic cluster chords
in the background (in the bass). The fourth
movement combines a continuous imitation
technique supplemented by sonoristic—
aleatoric compositional techniques with the
archetype of a motet. The arrangement was
inspired by early music genres and modern
composition techniques. These discoveries
answer our first research question.

The analysis of Gubaidulina’s Hommage
a Marina Tsvetaeva reveals the theme in its
primary form (Example 1) and a reversed
theme in the ultra-contrapuntal choral
parts (Example 2). In the fifth movement
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(The Garden), the soloist synthesizes
allusions to the lyric sixth, which correlates
the motives with the previous movements’
themes. In the choral part clusters diverge
in different directions in the volume of
a diminished fourth, which appears in
response to the soloist’s calls. This technique
indirectly refers to the intervallic structure of
the first movement of the cycle. In sum, the
development of the musical themes in the
composition is replaced by the development
of the overall poetic idea.

Example 1 The beginning of Sofia Gubaidulina’s
Fallen Deeper than the Waves (Movement 1)
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Example 2 Measures 5-9 of Sofia Gubaidulina’s
Fallen Deeper than Waves (Movement 1)

Alto 1

Alto2 ||y

Alto 3

Tenor |

Tenor 2

Tenor3 [

As shown in Example 3, Gubaidulina
followed the pointillist technique (Phipps
2011) by placing sound points in different
registers and separating them with
prolonged pauses. Example 4 shows the
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use of antiphonal psalmody in the third
movement. The musical and textual
material appears three times between
different groups of the chorus. Continuous
imitation is the technique that culminates
the fourth movement (Interlude). As
shown in Example 5, the text’s emotional
coloring develops from imitations through
the double canon to the chant, made use of
chords that complete this movement in the
fifth movement. These discoveries answer
our second research question.

Example 3 The beginning of Sofia Gubaidulina’s

Horse (Movement 2)
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Sofia Gubaidulina’s
Splendor of the Pipes (Movement 3)

Example 4

Tenor

Bass

Splen-dor of the pipes is

no - thing  but just rust -lig grass

RQ2: Can  Gubaidulina’s vocal
techniques and sounds be distinguished in
the composition?

Gubaidulina used fourteen different
vocal techniques in her composition. The
vocal techniques include singing, breathy
singing, intoned speech, intoned breathy
speech, direct speech, breathy speech,
whisper, breath sound-in, and breath sound-
out. The sounds are notated as soorities
with approximate pitches, indeterminate
pitches, glissading speech, non-rhythmical
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glissading speech, and sequential increasing
in pitch with an undefined non-fixed pitch.
The vocalist used the lower part of the vocal
range, which causes intonation inaccuracies
in the composition.

These discoveries reveal that the
composer used varied vocal techniques and
sounds in her composition. In the fourth
movement (the linterlude), the composer
incorporated intoned speech (commonly
knownas “sprechgesang,” Covach2018[9)),
intoned breathy sound, and plain-breathy
speech. Intoned speech (sprechgesang)
is demonstrated by the composer’s use of
adjectives such as delightedly, joyfully,
enthusiastically, festively, frivolously,
thoughtfully, with great dignity (with well-
trained voice), affirmatively (with crying
out), and terrifyingly affirmative. These
adjectives change the vibrant color of the
fourth movement. Intoned breathy sounds
are dynamically low but have a greater
expressive variety. Plain and breathy speech
is a technique that makes speech slurred
and causes dynamic decay. Breathing
sounds-in and -out were used in the fifth
movement (7he Garden). To produce these
sounds effectively, the performers have to
perform in halls with extraordinary acoustic
capabilities. The listener may interpret
these sounds as simple moaning. The
glissading speech was used in the texts of
the third (Splendor of the Pipes) and fourth
movements (/nterlude). In these movements
the composer dramatically used the words
and by passing them through a series
of rhythmic, intonational, and dynamic
transformations. These discoveries answer
our third research question.

Discussions

The five movements of this cycle are
influenced by early music genres and
contemporary composition techniques.
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Marina Tsvetaeva’s poems have unified all
the five movements. Sofia Gubaidulina’s
composition conveys the poetical text in a
multi-layered structure. Therefore, this study
fulfills its objective of examining Hommage
a Marina Tsvetaeva s composition by Sofia
Gubaidulina in the following way.

First, this work employed a
multidimensional research design to
extrapolate the genre archetypes, polyphonic
techniques, and modern composition
techniques of the five movements of the
cycle. The discoveries presented in Table
1 present us with grounds to assert that
Gubaidulina’s interpretation of Hommage
a Marina Tsvetaeva can be subdivided
into three genre archetypes (canon,
motet, and psalmody), four polyphonic
techniques (canonical imitation, hoquet,
antiphon, and continuous imitation), and
four compositional techniques (sonorism,
pointillism, allusions, and sonoric-
aleatory technique). The analysis of the
fourth movement also reveals the use of
semantics to evoke the listeners’ emotions
and enhance their understanding of the
composition.

Second, the study introduces a
capacious concept of genre archetypes
in Gubaidulina’s music and Hommage a
Marina Tsvetaeva. This research identifies
three genre archetypes (canon, psalmody,
and motet) in the five movements. These
archetypes reflect a renewed choral texture.
For instance, the genre prototype of the first
movement is canon, which elicited symbols
of spirituality and infinity of categories.
The second movement’s genre prototype is
the early historical genre of hoquet, which
has been neglected by composers for a
lengthy period of time, but was revived
in the pointillism prominent among the
works by the composers of the Second
Viennese School. Gubaidulina followed
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Anton Webern’s pointillist aesthetic canons
(Sternberg, Kaufman, and Pretz 2001 [19])
by placing sound points in different registers
and separating them with prolonged pauses.
(Example 3). As shown in Example 4, the
third movement is an antiphonal psalmody.
Here, musical and textual material appears
three times between the different choral
groups. Stylistically, the music alludes to the
Early Middle Ages and the rigid rhythmic
compositions exemplified by that era.

Finally, this study unveils that the
polyphonic  technique’s  multifaceted
nature is resourceful as an applied concept.
Continuous imitation is the technique
of the culminating movement titled
Interlude. A short motive with the words
that Splendour of the Pipes goes through
various emotional and psychological states,
from soft intonation to affirmative fervor.
It is also noteworthy that, following the
song text’s vibrant coloring, the polyphonic
technique develops from imitations through
the double canon to the chant using chords
that complete this movement of the suite
(Example 5). The final piece, entitled The
Garden, is based on the genre archetype of
psalmody.

Example 5 The begging of Sofia Gubaidulina’s

Interlude (Movement 4)
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In contrast to the previous movement,
in this movement this study discovers a
responsive type of psalmody, with calls
and responses between the soloist and
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the chorus. The soloist’s part synthesizes
allusions to the lyrical sixth movement,
which is typical of the works by 19th century
Romantic composers (Dyganova 2017).
This lyrical movement is complemented by
the correlation of motives with the themes
of the previous movements. In the choral
part clusters diverge in different directions
in the range of a diminished fourth, which
appears in response to the soloist’s calls.
This technique produces an indirect
reference to the intervallic structure of the
first movement of the cycle.

Conclusions

The musical art of the late 20th and early
21st Centuries is replete with innovative
ideas and techniques. In particular,
choral polyphony emphasizes the role of

symbolism and irrationality. Hommage a
Marina Tsvetaeva by Sofia Gubaidulina
is one of the most impressive examples
of contemporary choral music. This
composition for a cappella chorus makes use
of new techniques. Moreover, the composer
conveys the poetics of Tsvetaeva’s text in
a nuanced way. In Sofia Gubaidulina’s
choral work the artistic text is presented
as a multi-layered structure. Emotionally,
the suite shows a combination of external
and internal conflict, while dramatically,
it demonstrates a combination of narrative
and narration. The narrative of the five-
movement composition is presented by four
poetic texts written at different times. These
texts were selected because of the most
potent manifestation of central ideas in the
works of Tsvetaeva.

<< APPENDIX o< <>

Table 1: Movements in Hommage a Marina Tsvetaeva by Sofia Gubaidulina

No. | Title Genre Archetype | Polyphonic Technique | The compositional Technique
1 | Fallen Deeper than Waves | Canon Canonical imitation Sonoric
2 | The Horse Motet Hoquet Pointillism
3 | Splendor of the Pipes Psalmody Antiphon Allusions
4 | Interlude Motet Continuity imitation Sonoric-aleatoric
5 | The Garden Psalmody Responsory Sonoric
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Crarbsi mpeacTaBisieT co00il pereH3u0 Ha MOHOrpaduio JOKTOpa HCKYCCTBOBEIEHMS,
npodeccopa MoCKOBCKOM KOHCepBaTOpuHM W KpymnHeimiero ucciaemonarens B. H. Xomomooit
«Codus I'ybaitmynuHay, BeIeanIyio B u3narensctBe «Kommoszutopy k 90-neturo C. ['yOaiaymuHOM.
E€ BcTymuTenpHasi 4acTh pacckas3blBaeT 00 YHUKAJIBHOCTH JaHHOW MOHOrpaduu, CBS3aHHOMN
C MHOTOJIETHUM H3Y4YE€HHEM TBOpYECTBA M IUIOJOTBOPHBIM JIMYHBIM COTPYAHUYECTBOM aBTOpa
KHUTU ¥ KOMIO3UTOpOM. OCHOBHAsl 4acTh CTaThb MOCBSILEHA UCTOPUH CO3JaHMUS KHUTU U €€ MATH
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KOTOpasi €CTECTBEHHbIM OOpa3oM CBfi3aHa C HEYKJIOHHBIM JIBIDKEHHEM K caMopealn3aluu e€
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MoHorpaguu, a TaKke 00yCIIOBICHHBIN JBYXJIETHEH MaH/IeMHIeN HeIOCTAaTOK B JOCTYIIE K 3apyOex HOMN
6ubmuorpaduu, KpUTUKE U IEPUOIMKE TOCIEAHUX JIeT. OCHOBHBIM BBIBOZIOM SIBIISIETCS 3aKOHOMEPHOE
oOHapyXeHHEe JaHHBIM HCCIIE0BAHUEM CYIIHOCTH TBOPUECKOTO KPEJO KOMIIO3UTOPA.
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Along the Path of Spiritual Self-Knowledge.
About Valentina Kholopova’s Monograph “Sofia Gubaidulina”

The article presents a review of a monograph by Doctor of Arts, Professor of the Moscow
Conservatory and a most significant researcher Valentina Kholopova “Sofia Gubaidulina,” which
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has recently been published at the “Kompozitor” publishing house in honor of Gubaidulina’s
90th anniversary. Its introductory section describes the uniqueness of this monograph, which is
connected with a longstanding study of her musical works and a productive personal cooperation
of the author of the book with the composer. The main section of the article is devoted to the
history of the creation of the book and its five editions. Here a description and analysis are given
of the monograph’s content and structure, as well as its main particularities. The latter include
an examination of Kholopova’s term “parameter of expression” applied by her for analysis of
Gubaidulina’s musical compositions. However, the article’s main goal is to demonstrate the
dialectics of Gubaidulina’s artistic path shown in the book, which is connected in a natural way
with the unswerving motion towards the realization of her talent, which is also reflected in the
article’s title. The review indicates at the monograph’s objectively strong aspects, as well as the
limitation of access of bibliography, criticism and periodicals of recent years from countries, which
was stipulated by the two-year-long pandemic. The main conclusion of this review is the obligated
discovery by means of this research of the essence of the composer’s artistic creed.

Keywords: Sofia Gubaidulina, Valentina Kholopova, “parameter of expression,” catalogue of
Gubaidulina’s compositions, analysis of musical compositions.
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HHUTa BanenTunsl HuxonaeBHbI MY3BIKOBCIA ocoboe MECCTO, 4YTO ABJIACTCA

Xononosoit «Codusa I'ybOaiimynu-

Ha», BeImeAmas Kk 90-JIeTHIO KOM-
HO3UTOpa, 0€3 MpeyBEeJINYeHUs SBISETCS
TPYAOM BCEH €€ KU3HHU. XOPOILIO U3BECT-
HbI U Jpyrue MoHorpaguu aBTOpa, NOCBS-
ménHble AHTOHY BebepHy (B coaBTOpCTBE
c 0. H. Xononossim), Anbdppeny IIaut-
ke, Poguony llenpuny, Bnagumupy Chu-
BakoBy. OZJHaKO HACTOSILEE MCCIIEJOBAHKE
3aHMMaeT B OOIIMPHOM KaTajlore TpPYIOB
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CJIEZICTBUEM Ba)KHOTO (haKTa: Ha MPOTSIKE-
HUW MHOTHX JECATHICTHH, OyKBaJIbHO CO
ctyneHdeckoit ckampu, C. A. I'ybaiaynu-
Hy u B. H. XononoBy cBsi3bIBaeT rryookas
Apy’k0a W TECHOE TBOPYECKOE OOIICHHE.
JlauHbIil ¢akT, Kazaaock Obl, Cyrybo Jnu-
HOTO Xapakrepa, 0e3yCII0BHO, OTPA3HIICS HE
TOJILKO Ha KOJIMYECTBE U3JaHUN HACTOSIIEN
MoHoTpaduu (BKIOYas 3apyOexHOe, 3TO
yKe MATOoE Mo c4€Ty), HO U B 0COOOM pa-
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Kypce HCCIIeIOBaHUA. 3/1€Ch KOMIIO3UTOP U
UCCJIEI0BATENb HAXOATCSl BHE MPUBBIYHOMN
JUCTAaHIMM — YHUKAJIbHBIA CIy4Yal, aHaJIorT
KOTOPOMY B UCTOPUU MY3BbIKA HANUTH CIOXK-
HO. VIMEHHO 00 3TOM CBHJETEIBCTBYIOT
cioBa ['ybaiimynuHONH — «MOEMYy JTyXOBHO-
MY JABOWHUKY», aIp€COBAHHbBIE XOJIOIIOBOM
emé B 1972 roqy Ha nmogapeHHOMU el nmapTu-
type [lsatu 3TI0m0B 1151 apdwl, KOHTpabaca
U yIapHbIX.

Knura XonomoBoin 4ype3BblUaliHO LIEHHA
MMEHHO TEM, YTO OHA, B CHIIy OOBEKTUBHBIX
OOCTOSITENTLCTB U UYTKOCTU HCCIIE0BATEs,
peasbHO MOKA3bIBAET ITyTh KOMIIO3UTOPA BO
BCEX MOJAPOOHOCTSIX, OTMEYAsi HE TOJIBKO OC-
HOBHBIE BE€XU TBOPYECTBA, HO U IMOCTEIECH-
HBIN IPOLIECC €T0 JyXOBHOI'O CTAaHOBJICHUS.
['yOalimynmuHa — KOMITO3UTOP CYACTIIMBOU
cynpObl. HecMOTpst Ha TpyAHOCTH HCTOPH-
YECKOI0 MOPSIKA, BKIIOYAIONIUE HAIUYKE
UJCOIOTMYECKUX YCTAHOBOK B HCKYCCTBE,
LIEH3ypy W Tpodee, €d yoaloch BCTPETUTh
T€X, KTO [IOMOT OTKPBITh €€ MY3bIKY MUPY. DTO
I'mpon Kpemep, Haramus I'yrman, Bnann-
mup Karan, Bmagumup Tonxa, Mapk [1ekap-
ckuid, @punpux Jlumnc u ap. OQHOBpEMEHHO
C 3THUM, C CaMBIX IIEPBBIX L1ar0B KOMIIO3UTO-
pa, He pephIBasiCh HA Ha OJIUH o1 (BKJI0Yast
Y FOHOIIECKHUE ITOMCKH, ¥ TOJIbI IOYTH IOJHO-
ro «0e3MOJIBUs» B TUIAHE MCTIOJTHHUTEIHCKOM
peanuzanuu), €€ TBOPYECTBO CTAHOBUIIOCH
00bEKTOM HCCIIEZOBAHUS KPYIHOTO MY3bI-
koBefa. To, 94To B WHOU cepe CUUTAIOCh
OBl «KOH(IJIMKTOM HHTEPECOB» (MMEETCs B
BUY CBSI3b JINYHOTO U MPOQECCHOHAIBHO-
r0), B JaHHOM CJIy4ae JaJi0 BIEUATIISIOIINN
pe3yabpTar: Mbl UMEEM BO3MOKHOCTbH IO3HA-
KOMUTBCSI C TPYJIOM, COCIMHUBIINM B cebe
0COOEHHOCTH HCTOPHYECKOT0, TEOpeTHYe-

CKOro, Ouorpaduueckoro u CrpaBoOYHO-OU-
onuorpaduyeckoro mccienoBaHus. DTOT
(akT B MOJHOM MEpE OTPAKAETCS U HA KOM-
MO3UIIMN KHUTH: OHA BKJIFOYAET pa3HbIC Ma-
TepHalibl, 00beTUHEHHBIC OOIIIEH Ipamaryp-
THEH, HE OTKJIOHSIOIINECS OT TIIAaBHOMU LIeNN
— OCMBICJICHHS] TBOPUECTBA KOMITO3UTOPA.

Brnepsole Hactosmmii Tpyn Obul OMmy-
OnmukoBaH Toj penakiueit Duio Pecranpo
K 60-netuto xommnosutopa B 1991 romy
B Wtanmuu', cTaB caMbIM MEPBBIM KPYITHBIM
uccnegoBanueM o ['yOaaynuHOM, BOIIEI-
MM B OOIIMPHYIO CEPUIO0 TYPUHCKOTO H3-
narensctBa EDT 0 xomMmo3uropax BTOpOU
noiaoBuHBI XX Beka. B ocHOBe KHUTH — IBE
yacTu: MHTEPBBIO Pectanbo ¢ ['ybaiimynu-
HOM M MOHOTrpaduUecKoe HCCIICOBAHHE
XononoBoi. Briocimencteun pgaHHas KOM-
MO3UIUSl U3JIOKEHUS MarepuajioB ObLia
coxpaHeHa XOJIOIIOBOW U B MOCIIEAYIOINX
YETHIPEX HUBAAHUSX HA PYCCKOM SI3bIKE
(1994-2020). Opnako MoHOTrpadudeckas
YacTh C KaXKJIbIM HOBBIM W3/IaHHEM HE TOJIb-
KO yBEJIHUYMBaIach B 00bEMax, HO U CTaHO-
BUJIACh 110 CyTU OCHOBHOM. OHa BKJIIOYasa
PAI BAXKHEHIINX MO CMBICITY U KaHPY KOM-
MOHEHTOB M MAaTepHayioB, 3HAYUTEJbHAsS
4acTh KOTOPBIX ObUIA MPEJOCTaBICHA aBTO-
Py KHUTH CAMUM KOMITO3UTOPOM.

VYxe B mepBoM uznanuud 1994 roga Ha
PYCCKOM  SI3bIKE€ TOSIBUIUCH  (DparMeHTHI
Torja eme HEeOomyOIMKOBAHHBIX MapTUTYD,
ABTOPCKHE aHHOTAIIMM HEKOTOPBIX COYMHE-
HUW, HEU3IaHHbIE IO TOW MOphl (GoTOrpa-
dbuu, a Takke pacmmpeHa Oudmuorpadwus.
B xadecTBe JOKYMEHTAJIbHBIX CBUICTEIHCTB
OBLITU TIPEJICTABIICHBI TAKXKe (PparMeHTHI ap-
XUBHBIX cTeHOrpaMM Cor03a KOMIIO3UTOPOB
CCCP 1950-1980-x romos.

! Gubaidulina. A cura di E. Restagno. Torino: EDT, 1991. I. La vita. — E. Restagno; II. Le opére. —
V. Cholopova [['y0aiinynuna / mox pea. 3. Pecranvo. Typun. EDT, 1991. 1. Kuzus / O. Pectanbo;

I1. TBopuecTBo / B. Xononosa].
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Btopoe pycckoe mzmanme (2008 roma)
OBLJIO JIOTIOJIHEHO HOBBIMHU aHHOTAITUSIMU H
aHaJIM30M IIPOU3BEJCHUMN, CO3TAHHBIX MEX-
ny 1991-m — rogom otbesna ['ybOaiimynuHon
B I'epmanuto — u 2006-M B COOTBETCTBUU
C HOBBIM KaTajJoroM KOMIIO3UTOpa OT H3-
natenbcTBa Sikorski. Tperbe pycckoe u3-
JlaHUe, BBILIEIIEe BCKOPE MOCJE BTOPOTO,
B 2011 roamy, BKIIFOYMIIO HE TOJIBKO HOBBIE
CourMHeHHs W OuOmuorpaduo, HO U BOC-
MIOMUHAHUS CECTphl KOoMIo3uTopa — Mabl
I'y6aitnynunoit «O HamMX paHHUX TOAaxX».
Hacrosmee, yerBéproe pycckoe Hu3gaHue,
OTMEUEHO CO3JaHHEM HOBOH IIITOU IJIaBEI
(«Ho: 4ro0sbl s mo0uUII...») ¢ aHHOTALUAMHU
K countHeHusiM ¢ 2011 o 2020 rox. Hetpyn-
HO 3aMETUTb, YTO BCE U3JIAHUS COBMAJAIOT
C OCHOBHBIMHM BEXaMH TBOPUECTBA KOMIIO-
3UTOpA.

[TogpoOHee OCTaHOBUMCSI Ha KaXJ0M
pasznene nocliegHero u3aanusa kauru. [lo-
MEIIEHHOE 3/1ECh MHTEPBbIO JHIIO PecTanbo
66110 B3sITO Y ['yOaiiaynuHoil B TeueHue je-
catu auert 1991 roga. OHO A0 cux mop siB-
JISIeTCS €MIMHCTBEHHOM TOPOOHO# mpodec-
CHOHAJIBHOU OeceI0i ¢ KOMITIO3UTOPOM O €&
TBOPYECTBE.

Crnenyromast 3a uHTEpBbIO ['yOaiimynu-
HOI MoHOTpadus XoJIOMOBOM MO/ 3ar0JI0B-
koM «Ilar mymm» onpenensieT U METOAUKY
aHajgu3a COYMHEHUN KoMIo3uTopa. MoHo-
rpadusi COCTOUT U3 MATH IJIaB C HE MEHeEe
MOATUYHBIMU HA3BaHUSIMHU, YTO OTPAKaET
MaHepy OIHUCAHUS COOCTBEHHBIX IMPOU3BE-
neHuid camoil ['yOalmylmMHOMN, MOCKOIBKY
«HU3 IBYX OCHOBHBIX BHUJOB JIUTEPATyphl —
MO0A3UM U TIpo3bl — ['yOaliIynuHa mpearno-
yuTaeT no33uto» (c. 184). Kaxnas u3 nsatu
[JIaB OUEPUMBAET, C OJHOW CTOPOHBI, MEPHU-
OJIbl TBOPYECTBA KOMIIO3UTOPA, a C IPyroin
— IPEICTABISIET aHAJIU3 OTIAEIBHBIX COYH-
HEeHUU. BO BTOpPOM M TpEThEN ITIaBE OHU
PacIoNIOKEHbI B COOTBETCTBUHU C KaHPaMU:
KaMEpHbIE, BOKAJIbHO-UHCTPYMEHTAJIbHbIE
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U OpPKECTPOBBIE COUMHEHHUs. B yerBEprou
U IITOW [NIaBE Mbl BUJUM HX NPEICTABICH-
HBIMM y’K€ B CKBO3HOM IOPSAKE — B BUAE
anHOTamii ['ybalynnHOi 1 aBTOPU30BaH-
HBIX aHHOTAIMH XOJIOIIOBOM.

B mepBom paszzaene nepBoil IaBel MO-
Horpaduu «3amagHO-BOCTOYHBIN KOMIIO-
3UTOp» B CKaToi (hopMe pPACKPHIBAIOTCA
penuruo3ueie, punocodckue, KyabTypHbIE,
ACTETUYECKUE U TOITUYECKUE HCTOKH
TBOpuecTBa ['ybaiinynuHoi. Bo Bropom eé
pasziene TE3UCHO NPEJICTABICHBI ITIABHBIC
0COOEHHOCTH MY3BIKAJILHOTO SI3bIKa B ClIe-
OYIOIIUX BaXKHEMILIMX acleKTax: B PUTME,
IpamMaTypruv U «IapameTpe IKCIPECCUM.
Ocoboe BHHMaHHE YIACIEHO TOMY (aKTy,
YTO MYy3bIKajbHasi CUMBOJUKa ['yOaiimynu-
HOM HampsiMylO CBsi3aHa C €€ KOMIIO3UTOp-
CKOM TEXHMKOW, BKJIIOYAIOILIEH CIUIaB YIIO-
MSIHYTOW CUMBOJIUKH CO cHEU(PUYECKUMU
croco0aMu MHCTPYMEHTAJIbHON U BOKaJb-
HOM apTUKyJauuu. 11ockombKy ucnonb3ye-
Mas ['yOalaynuHON TexHHKAa OOBEKTUBHO
HE YKJIaJbIBAJIACh B PAMKHU YK€ U3BECTHOM
TEPMUHOJIOTUH, aBTOPOM KHHUTU ObUIO BBe-
JIEHO HOBOE IMOHSTHE — «IapameTp 3KC-
npeccumn». [Ipu s3Tom XosmornoBa OTMEUAET,
yro «“Tlapamerp nskcmpeccun’”, oOHapy-
YKUBAIOIIUNCS HE TOIBKO B My3bIke ['yOaii-
IYJAUHOM, HO U JPYTUX KOMIO3UTOPOB XX
BEKa, BKJIOYAET AapTHUKYIALHIO, CIHOCOOBI
3BYKOM3BJICUEHUS], a TaKke 0coObIM 00pa-
30M OPraHMW30BaHHYIO MEJIOAUKY, pUTMUKY,
baktypy. <...> V TI'yGaiigynuHoit “napa-
METp IKCHPECCUU” JOCTUT TAKOM CTENEHU
pa3pabOTaHHOCTH, YTO CTaJl MIPETEHI0BATh
Ha poJib OAHOTO U3 BUAOB KOMIIO3UTOPCKOM
texHukm» (c. 109).

Bropas mmaBa «Capx pasberaromuxcs
TPOIIOK» OXBarbIBaeT mepuoa ¢ 1965 mo
1977 ron. XomonoBa Ha3bIBa€T €ro «Iep-
BBIM JIBEHAJLIaTHJIETUEM 3PEJIOr0 TBOpYE-
ctBa Codun I'ybarigynunoit» (c. 115), Tem
caMbIM YKa3bIBasi, YTO OOJIMK KOMIIO3UTOPA,

Mpob6bAaeMbl My3bikaAbHOMW Hayku / Music Scholarship. 2021. N2 3



Reviews

0

HaXOAMBUIErOCs HA MPOTSKEHUU BCEH JKU3-
HU B COCTOSHHMM HENPEPBIBHOIO IIOHCKA,
ctopmupoBascs umeHHO B 310 Bpemsi. Co-
BCEM HE CIy4ailHO, 4YTO 0030p ATOTO MEepUO-
Ja X0JIONIOBAa HAYMHAET C KAMEPHOU MY3bI-
KU, 00palasi BHUMaHHUe Ha TO, 4TO OOJIbIIIAs
4acTh COYMHEHUN Hanucana ['ybaimynuHon
MMEHHO B 3TOM »aHpe. I umeHHO 31ech,
o cJioBaM XOJIONOBOM, KOMIIO3UTOpP pPa3-
pabaThiBacT COOCTBEHHYIO <«J1a00OPaTOPHIO
3KCIIPECCUM», TIIAaBHBIM 3JIEMEHTOM KOTO-
poll sABIAETCS 3BYKOBass Kpacka. B oaron
CBSI3M Ba)KHEWIee 3HAUCHUE MpHOOpeTaeTt
U UHIUBUJyaJIbHOCTh HUCIOJIHUTENICH, BO-
IUIOUIABIIMX 3aMBICIIBl  KOMIIO3UTOpa Ha
cueHe. [7aBHBIMM OCOOEHHOCTSAMH KOM-
MO3UTOPCKOM TEXHUKH CTAHOBSTCSA TLIA-
TEIbHO pa3paboTaHHas ApaMaTyprus co-
YUHEHUM M MaTeMaTU4YeCKU BBIBEPEHHBIN
pacuét kak GOpMbI U PUTMA, TaK U APYTUX
KOMITOHEHTOB MY3BIKAJIbHOTO $I3bIKA, KOTO-
phle, KaK MpaBUiIO, PacIoJIOKEHbI B COOT-
BETCTBUU C TOCTOSHHO IPUCYTCTBYIOIIECH
B €€ COUMHEHUSAX JUXOTOMHUEH JIByX MPOTH-
BOMOJIOKHBIX Hadasl. CXOIHbIE TMPUHIUTIBI
OpraHu3aluy OTMEYEHbl U B BOKAJIbHBIX,
U B OPKECTPOBBIX COYMHEHHMSX. XOJOMOBA
oOpaliaer BHUMAaHUE Ha TO, YTO «C Teye-
HUeM BpeMmeHH ['ybalaynuHy Bc€ OombIle
IPUBJIEKAIOT BO3MOXHOCTH Y€JIOBEYECKOTO
rojoca» (c. 161). Bo mHOrOM ¢ HUM CBsI3a-
Ha TaKXe IIKaJla IapameTpa 3KCIPECCHH,
NOCTENEHHO PAaCIIMPSIOIAsACS OT COYMHE-
HUS K counHeHuto. Ocoboe 3HaYeHHE 3/1€Ch
UMeeT U NIIyOOKOe MPOHUKHOBEHHE B CYTh U
B 3ByuaHHe Jrooumoit ['ybalynunoit mos-
31U Pa3HbIX BPEMEH U HAPOJOB.

CxoaHbIM 00pa3oM MOCTPOEHA M KOMIIO-
3ULMS TpeThel m1aBbl « CONMBIOTCS BOSIUHO
oroub u po3a» (1978-1990). Onnako B eé
npeaMOyie XosomnoBa oOpamaeT BHHMa-
HUE Ha KOPEHHOE M3MEHEHWE IMOHWMAHUS
KOMIIO3UTOPOM COJIEp)KaHUSA MY3bIKaJlb-
HOro cuMBoOJja. Jpyroil BakHOW 4YepTOu
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3TOr0 MEPHOAA SABISAETCS MHOE OCO3HAHME
pUTMa U 0COOCHHO MY3BIKAIBHOU (HOPMBI,
HaXOJSLIUXCS B TECHOW B3aUMOCBSI3H APYT
C JpPYyroM, 4YTO B IOJHOW MEpE€ ITOKAa3aHO
B 0030pe M30paHHBIX MpousBeaeHuit. Of-
HaKoO B OTJIMYME OT IPEIBIAYIIEro 3Tara,
OTPaXEHHOIO BO BTOPOM IVIaBE, aBTOP MO-
Horpaduy HauyMHAET 3/IeChb CBOM pacckas
C MpPOU3BENCHUA M CUM(POHUYECKOTO
opkectpa: cuMonun «Crpimry... YMOJK-
JO», KOHIIEpTa JJIsl CKPUIIKU C OPKECTPOM
Offertorium, xoHuepra s (oprenuano
c opkectpoM Introitus, «CeMu CIOB» ISt
BUOJIOHYENIM U OasiHa ¢ opkecTpoM U Pro
et contra nns opkectpa. K oueBugHO HOBO-
My B TBopuectBe ['yOaiimynuHoi mpuHai-
JEXKUT U UJied UHCTPYMEHTAJIbHON MECChI,
BOILIOLIEHHAS! B TOCJIEAHUX JIBYX U3 BbIIIE-
Ha3BaHHBIX.

[oBOpst 0 KaMEpHBIX COUYMHEHUSAX ITO-
ro nepuoja, XoJomnoBa OTMEYaeT, YTO OHU
MO-TIPEeKHEMY MpeolIagaroT. 3TO BO MHO-
TOM CBSI3aHO C HX POJIbIO «J1aboparopuu
JKCIpeccun» KomIosutopa. Bmecte ¢ tem
B HHUX IIPOCJICKUBAETCS ONPEIECIEHHOE Te-
MaTHYECKOE E€IUHCTBO, KOTOpPOE 00puco-
BAaHO CIEAYIOIIMM o00pa3zoMm: «XapakTep
3aMbIcia, TeMaTWKa IPOU3BEACHUM, Kak
Bcerga y ['yGaiimynmHON, — HHTPOBEPTHHBIL.
<...> MHOrouyucieHHble KaMEPHBIE COUNHE-
HUS KaKk Obl IPUTATHBAIOTCS K HECKOJIBKUM
LEHTpaM, ONPEEISIEMbIM UIH KOHKPETHbI-
MU HCHOJTHUTENSMU, UM BO3MOXKHOCTAMHU
MY3BIKaJIbHOTO S3bIKa, WM UAEeH CHHTe3a
3amaga u Bocroka, uiau peiauruo3Ho-cUM-
BOJIMYECKUMU KOHIeTIusaMmu» (c. 213).

I'yGaitnynuHa Takke nmpuaaét OoJbIIoe
3HAYEHHUE «3PUMOCTU CUMBOJIa», €TO0 MY3bl-
KaJlbHOHM «marepuanuzauum» (c. 221), uro
C 0co0Oi SIPKOCTBIO TPENCTaBICHO B [n
croce JU1sl BUOJIOHYENW U opraHa, B «Cane
paaocTy u nevanm» s (ieTsl, apgbl, aab-
Ta U yTena. BaxxHoe MecTo 3aHMMAIOT U CO-
YUHEHUS U1 YAAPHBIX UM C UX YYACTUEM:
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«O0mmsaums» ana 4yetvipéx u «B Haya-
Je ObUT PUTM» JUIsl CEMU YIAPHUKOB. DTO,
0€3yCII0BHO, CBA3aHO C JIMYHOCThIO Mapka
[Iexkapckoro, HO IMIaBHOE — € peanu3anuen
uJel KOMIIO3UTOpa B OOJIACTH MY3bIKallb-
HOTO pUTMa, CPEIH KOTOPBIX — UCITOIb30Ba-
HUE PUTMUYECKON CUCTEMBI, OCHOBaHHOM
Ha ynciax dubonauyuu. Mnes uHCTpyMEH-
TAJIbHOM MECCHI HE OCTAaBIISIET KOMIIO3UTO-
pa U B MPOU3BEACHUSAX KAMEPHOIO >KAHPA,
BOIUIOTUBIIKNCH B coHare «Panyics» mid
CKPHUIIKH ¥ BUOJIOHYEJH.

He MeHee mionoTBOpPHBIM J1aHHBIN IIe-
puOJ SBISIETCS TakKKe B OOJIACTH BOKaJlb-
HOM M XOpPOBOW MY3BIKM. B Takux coumHe-
HUSX, Kak Perception Ha ctuxu OpaHcucko
Tannepa u «llocesmenne Mapune LlBera-
€BOID», IKAJIa MapaMeTpa SKCIPECCUU, CBA-
3aHHasl C BO3MOYKHOCTSIMH I'0J10Ca, HEBEPO-
SITHO PACIIUPSIETCS, YTO 3aT€EM OTPA3UIOCh
W Ha COYMHEHHSIX MOCIEAYIOUHNX MEPUO-
I0B. B 3akitoueHne TpeTheu IaBbl TaKKe
oTMevaertcs, yTo y ['yOalaynuHoON «Ha HO-
BBIX Hayajax CTaJjl CKJIaJIbIBATbCSI CUHTE3 €€
MY3bIKH U TO033UU — CJIOBHO OBl B €IMHOMU
“BOKaJIbHOM 11033HH”» (C. 275-276).

Uereépras u mATas IaBbl KHUTU I10J
Ha3BaHueM «KOHTpaIyHKT 3eMJid ¥ He0a» 1
«Ho: 9TO0BI 51 TFOOUIL...» TTOCBSIIEHBI COYH-
Henusim 1991-2020 ronos. Kaxayro u3 ras
OTKpbIBAET OOLIMPHOE 3CCE, ONMUCHIBAIOIIIEE
HE TOJILKO OCHOBHBIE OCOOCHHOCTU KOMIIO-
3UTOPCKON TEXHUKU, HO U COOBITHSI KU3HH
['yGaitmynuHoOi, CB3aHHBIE CO BCTpEUYaMH,
NOYTH KaXkJash M3 KOTOPBIX Jana TOTYOK
K CO3JaHUI0 HOBOIO COYMHEHMs. B ston
CBSI3U YPE3BBIYAITHO BaXKHBIM CTAJIO OOIIIe-
HUE C KOJIJIeraMu-KoMIosutopamu — Jlyua-
xu Hono, JI>xonom Keiimxem, Ansppenom
[uuTke, Bukropom CyciuHBIM, a TaKxke
¢ ucnojguutenamu Banepuem IeprueBnim,
Angpecom MycroneHoMm, Brnagumupom
Tonxa, ®puapuxom Jluncom, FOpuewm bami-
MeToM, BagumoM PenuHbIM, HCTIOJTHUTEIb-
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Huuel Ha koto Kasye Cagaii, moatom ['en-
HagueM Awru, OassHucTKoM Mwue Mukku,
CO3/1aTeJIEM MY3bIKaJIbHBIX MHCTPYMEHTOB
W3 TPUPOAHBIX MarepuanoB MaHbpeaom
bneddeprom. B kaxaom u3 BCTynuTEb-
HBIX OYEpPKOB 3BYYMT M IIpsiMasi peub KOM-
MO3UTOPA U3 PA3IMUYHBIX HHTEPBBIO.

B »srtor mnepuon ['ybaiimynuHa, Kak u
paHee, MPOJOJDKAET dYepnarb CBOE BIOX-
HOBEHUE U3 CAMBIX PA3HBIX HCTOYHHUKOB:
B mo33uu Punbke, ¢unocopuu beprasena
u bybepa, CBSIIEHHBIX KHUTAaX, PEJIUTHU-
O3HBIX 00psIax, SI3bIYECKOM pHTyaje, aH-
TponocoCKOl ICTETUKE, HUMIIPOBU3AIUU
Ha HETPaJWLHUOHHBIX MHCTPYMEHTaX BHE
HaJIM4YMs OIbITA BJIAJICHUS UMU U UCIIOJIHU-
TEJIbCKOM IIKOJIBI. BaXkHENIy10 posib B 3TO
BpeMsl UTpaloT MaTeMaTU4yecKue pazpadbor-
KM nmaHucrta u quprxképa Ilerpa Memanu-
HOBa B 00JaCTH aKyCTHMYECKHUX PSAJOB, UTO
BBIPA3WJIOCh B CO3JJaHNU TaKUX COUMHEHUH,
Kak Silenzio, «Pa3MbllieHue 0 Xopaje
N. C. baxa “U Bor s npen Tponom Toum™»,
«Teneppb Bcerma cHera», «U: IIpaznHecTBO
B pasrape». MHOroMepHOCTh M1 MHOTOILJIA-
HOBOCTb NPEANPUHATHIX TOUCKOB MPUBEIH
K CO3JaHUI0 MOHYMEHTAJIBHOIO JUIITHXA
«Ctpactu n Bockpecenue Mucyca Xpucra
no Moanny», mepBas 4acTb KOTOPOIO —
«Ctpactu no Moanny» — Oblia 3aka3zaHa 1is
HItyTraprckoro (¢ecruBaisi-MuIeHUYMa
2000 roga. OnHakO HECMOTPS HA MHOXKe-
CTBEHHOCTh IMOMCKOB, UMEHHO B 3TO BpeMs
CTHJIb ¥ 3CTETUKA KOMIIO3UTOpA CTAHOBATCS
CTOJIb Y3HABAa€MBIMH, YTO KaHPOBasi CTOPO-
Ha Kak Obl OTXOJUT Ha BTOPOU IUIaH, TOTAA
KaK Ha aBaHCIIEHE OKa3bIBAaeTCs cama uaes
COYMHEHHUS. DTOT (PAKT JUKTYET U HOBYIO
KOMITO3UIIMIO YETBEPTOM U IMSTOU IVIaB, IIIE
aHHOTAMU TPOU3BEACHUIN MpeAcTaBie-
Hbl B CKBO3HOM IOpSJKE, B COOTBETCTBUU
HE C HX JKaHPOBOW NPHHAJIEKHOCTHIO,
a C CUMBOJIMYECKHM COZEp’)KaHUEM U Bpe-
MEHEM UX CO3JaHUsl.
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Ecnu cBoero poaa «KylnbMUHALIUEH) T1e-
puona 10 2001 MoXeT cuuTaThCA TUNTHUX
«Ctpactu n Bockpecenue Mucyca Xpucra
no MoaHHy», TO cienyroniee BajaLaTuie-
THE BEHYAET NNI00AIbHBIN 3aMbIicen 15-uacT-
HOU oparopun «O J0OBH M HEHABUCTU,
OJIHa U3 TEM KOTOPOU BOLLIA B MOCBSIICHUE
I'yOGaiinynunoii «Benmukomy berxoBeny»,
npuypodeHHoe K 200-1eTHeMy r00uero He-
MELIKOIO TeHHUS.

Momnorpaduio 3aBepiialoT 3akioue-
Hue u [Ipunoxenne. Ilocnennee cocrout
U3 HOTHBIX MPUMEPOB, KpaTkux Ouorpa-
¢dbudeckux CBEACHH, OOIIMPHOTO CITHCKA
npeMuid U Harpaj, Hebonbioro 3cce Umbt
['y6aiimynuHON, cecTpbl KOMIIO3UTOpa, 00
UX JIETCTBE, MMEHHOIO yKa3aTells, MOJIHO-
ro crucka counHennii 10 2020 roma BKIIIO-
YUTEIbHO U OubImorpaduu Ha pycCKOM U
MHOCTPAHHBIX SI3bIKAX.

[TockonbKy 3aKOHBI )KaHpa PELIEH3UH AHK-
TYIOT OITUCAHUE U CHA0BIX CTOPOH peleH3HU-
PYEMOTI0 U3/1aHusl, TO YKaKEM Ha €IMHCTBEH-
HBId HEJIOCTAaTOK, CBSI3aHHBIM HE CTOJIBKO
C YIYILLIEHUEM aBTOpa, CKOJIBKO ¢ OObEKTUB-
HBIMU OOCTOSITETILCTBAMHU — 3aTPYIHEHHBIM
JOCTYIIOM B TOCJIEAHUE TOIbl K HCCIIEOBa-
HUIO 3apyOeKHOW JIUTEpaTypbl O KOMIIO3U-
Tope. OIHAKO HET HUKAKUX COMHEHHUM, YTO
B MIOCIIETYIOIINX BO3MOXKHBIX M3/IaHUSIX KHU-
M IaHHBIN 11po0en OyzieT BOCTIONHEH.

Hacrosimii Tpyn siBiAsieTcsi HE TOJIBKO
MOHOTpaduei, Ho U CBUAETEILCTBOM 310X,
MEHSIIOIIETOCS «IIBETa BPEMEH» U CYIbOBI
LIEJIOTO ITOKOJICHHUSI KOMIIO3UTOPOB U MY3bI-
koBenoB. ['yOaiinynuaa u XoJjomoBa IpH-
HAJUIEKAT K «OTTENEIBHOMY» ITOKOJICHHUIO,
KOTOPOMY HPHIILIOCH IPEOJOJIETh Pa3pbiB
BpeMEH, 00yCIIOBIICHHBIHN MOYTH MOJTYBEKO-
BBIM (OKEJIE3HBIM 3aHaBecOM». FIMEHHO 3TO
ITOKOJICHHE ITPOJIEIIAII0 KOJIOCCAIbHBIN TPYX
IO MPEOI0JICHUIO JAHHOTO pa3pbiBa U yCBO-
€HUIO IIPAKTUYECKU BCE MUPOBOM KYJIBTY-
PBI IEPBOU MOJIOBUHBI XX BEKa B yCIIOBH-
AX noanoibia. OTHOBPEMEHHO C 3TUM UM
IIPEACTOSIIO HANTU CBOU MYTh.

N ceromHs KOMIO3WUTOP NIPOAOJIKAET
HaXOJMUTBCS B COCTOSIHUM HENPEPBIBHOTO
CO3UJIaHUs HOBBIX 3BYKOBBIX MHUPOB, OTpa-
KAIOLIUX €ro BHYTPEHHUE UCKaHUs B 00Ja-
CTH Qpuinocopuu, ICTETUKH, MTOI3UH, HAYKH.
[IInpoko UHTEPHPETUPOBAHHBIE ITUYECKUE
W peIuruo3Hble uaeu cranu s ['yGaiimy-
JUMHOU (haKTOPOM OZHOBPEMEHHO M COMPO-
TUBJICHUSI, U CTAHOBJIEHUS, YTO SIPKO IPO-
JEMOHCTPUPOBAHO B IIITH U3IaHUIX KHUTU
XO0JI0MOBOM.

Aemop peyensuu 6nacodapum npo-
¢geccopa B. H. Xononosy u uzoamenbcmeo
«Komnoszumop» 3a npedocmasieHuvie ma-
mepuarul.
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Btopas peaakuus «[1cKOBUTSAHKMU»
B KOHTEKCTe onepHoro teopyectsa H. A. Pumckoro-KopcakoBa

Cratbs nocasieHa BTopoii penakunu onepsl Hukonast A. Pumckoro-Kopcakosa «IIckoButsaHka»
(1876—-1877). Ota Bepcus co3naBanachk KOMIIO3UTOPOM BO BPEMsI €r0 CAMOCTOSITEIbHON yu&Obl
U Hayasia paboThl B KOHCEPBATOPUU M cTaja Haubojee 3HAKOBBIM COYMHEHUEM AITOTO MEPHOA.
OpHako B MCTOPMM OHA OCTAJach IPAKTHUYECKH HE3aMEUEHHOW — IOCTAaHOBKAa B MapUHHCKOM
TeaTpe, BONPEKH JKEeJIAaHUIO aBTOPa, HE COCTOsIach, He ObUIM M3JaHbl HU KJIaBUpP, HU MApTUTYPA,
U B UTOIe PENaKIUs COXPAHWIACH JUIIb B BUIE PAa3pO3HEHHBIX pykonuced. Hamu mposeneHo
TEKCTOJIOTUYECKOE HCCIEJOBAHUE COXPAHMBIIMXCS (ParMEeHTOB, BIEpBbIE OOOOIIEH BeCh HX
IUIACT U COCTAaBJIEH NEPEYEHb MMEIOIIMXCS MaTepuaioB (110 UCTOYHMKAM M3 OTIENa pyKOIHUcen
Poccwuiickoii HallMOHANBEHOW OHONMMOTEKH), a TAKXKE CAENaHa MOMBITKA COMOCTABUTH UX C TUIAHOM
OTIepbl, COAEPHKALIMMCS B OIHOM M3 YEPHOBHMKOB, M IPEICTaBUTh B HamOoJiee IMOJHOM BHJE
3ambicen PumMckoro-KopcakoBa. KpoMe Toro, mpoBenéH cpaBHUTENBHBIN aHAIU3 TPEX PENAKLINM,
a IMEHHO UX CIIEHAPHBIX TJIAHOB — MOIPOOHO UCCIIEAOBAHBI OTIANYUS IpaMaTypruy U KOMIO3ULIUU
BCEX BEPCHUH OIEepbl; HA OCHOBAHUU JTOIO CIEIaHbl BBIBOABI O LIETOCTHOCTH U XYI0KECTBEHHOMN
LIEHHOCTU BTOPOH pEIaKIUH.

ITomuMoO 3TOrO, B CTaThe PacCMaTPUBACTCS PELECNLMS BTOPOU PENAKIUU — OTHOLIEHUE K HEU
B LIEJIOM U K OTHEIbHBIM D3IHM30JaM B YaCTHOCTH CAaMOI0 KOMIIO3UTOpA, €r0 COPaTHUKOB II0
«Moryueii kyuke», Hamexnbr Pumckoit-KopcakoBoit u Bacumus SctpeOrieBa, a BIOCIEICTBUU
— HCCJIENOBATENC, 3aHUMABIINXCS M3yYEHHEM JTOM pelakuuu. B 3akirodueHHe BbIIBUraeTCs
TUIIOTE3a: HEraTMBHOE OTHOILICHHUE KO BTOPOM penakuuu «lICKOBUTSIHKW» yTBEpIHIIOCH
B MY3BIKOBEIICHUM M B H3JATCIILCKOM IPAKTHUKE B OCHOBHOM H3-3a MHEHHs KOMIIO3UTOpa
0 COOCTBEHHOM TNPOM3BEICHUH 0€3 JEeTaJbHOr0 KPUTHUYECKOTO aHAIM3a MY3BIKAJIBHOTO TEKCTa.
Takast mo3unKsA, KaK HaM Ka)KeTCs, MOXKET OBITh IEPECMOTPEHA MOCIIE TOTr0, KaK MapTutTypa OyaeT
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The Second Version of The Pskov Maid
in the Context of Nikolai Rimsky-Korsakov’s Opera Legacy

The article is devoted to the second version of Nikolai Rimsky-Korsakov’s opera “The Pskov
Maiden” (1876—1877). This version was written by the composer during the time of his independent
studies and beginning of work at the Conservatory and has become the most significant composition
of'this period. Nonetheless, it became virtually unnoticed in music history — there was no production at
the Mariinsky Theater, despite the composer’s wishes, neither the piano-vocal score, nor the full score
was published, and as the result this version was preserved only in the form of segmental manuscripts.
We have undertaken a textological research of the preserved fragments, for the first time having
provided a scholarly generalization of their entire core, and having made a list of all the available
materials (according to the sources from the Manuscript Section of the Russian National Library),
and the attempt has been made to compare and juxtapose them with the plan of the opera contained
in one of the manuscripts, and to present Rimsky-Korsakov’s initial conception most completely.
A comparative analysis of all three editions of the opera is made, particularly, their scenario plans —
detailed research is made of the differences of dramaturgy and composition of all the opera’s versions;
conclusions are made about the integrality and artistic value of the second version.

In addition to this, the article examines the reception of the second version, as well as the
attitudes towards the entire work, as well as to separate episodes from it, in particular, of the
composer himself, his associates from the “Mighty Handful,” the composer’s wife Nadezhda
Nikolayevna and the greatest researcher of his works Vassily Yastrebtsev, and subsequently — of the
researchers engaged in studying this version of the opera. In conclusion, the hypothesis is brought
out, according to which the negative attitude towards the second version of the “Pskov Maid” has
gained a foothold in musicology and in publication practice for the most part as the result of the
composer’s own opinion about his own composition, without any detailed critical analysis of the
musical text. In our opinion, such a position may be reevaluated, after the score is assembled from
the existing fragments, which will make it possible to evaluate its position in Rimsky-Korsakov’s
musical legacy in a more precise or objective manner.
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epBas onepa H. A. Pumckoro-Kop-  npyrux counmHenusx. B oOmieii cinoxHOCTH
cakoBa «IIckoBuTsiHKa» 3aHMMaeT B paboTa Haj omnepoil 3ansia Oonee 30 ner,
YTO CBHJIETEIBCTBYET O 3HAUMMOCTH 3TOTO

TBOPYECTBE KOMIIO3UTOpa 0C000e

MecTo. OHa CylecTByeT B TPEX pelaKLUsX,
a 1eJsblil paa GparMeHTOB onepbl UCHOJb-
30BaH B «My3bike k apame» JI. A. Mes u
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Marepuaia sk KOMIO3UTOPa.
N3 Bcex Bepcuit «IICKOBUTSIHKW» Hau-
MeHee M3BeCTHa BTopas penakuus. OHa
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HUKOTZIa He OblUla u3gaHa (B OTIMYME OT
NEPBOW M TPEThEN), HU pa3y HE MCIIONHS-
J1ach HA CIIEHE U HE CYIIECTBYET HA JAHHBIN
MOMEHT B BHJI€ LEIOCTHOW MapTUTYpbl —
JMIIb B PYKOIUCHBIX (parmMeHTax. My3bl-
KOBEJaMHU JTOT MaTepuai TakXKe HU3y4YeH
MaJio — IO OHOM cTarhe ecTh y A. M. Bu-
xaHckoil [1] u B. B. Topsiuux [2], a B 11eioM
psane paoort [3; 4; 12; 14] penakuus Iuib
ynoMuHaercs. B cratbe Mbl BriepBbie 0000-
1AM BCE COXPAHMUBIIUECSA PYKOIUCH ITOMN
BEPCHH OINEPHI U COOTHOCUM €€ C OLICHKaMHU
aBTOpPA U COBPEMEHHUKOB.

Bropas penakuus «I[IckoBuTsSHKI ObLIIA
HanucaHa Pumckum-KopcakoBsiM B 1876—
1877 ronax, BCKOpE MOCJIE CHITHUS CO CLIEHBI
MapumnHCKOro Tearpa NOCTaHOBKH IIEPBOU
penakuuu. MMmynbcoMm K penakrype cra-
au cpa3dy Tpu npuuuHbl. [lepBas u3 Hux
— KpUTHKa nepBoy penakuuu. Ilocie Toro
Kak B npecce Pumckomy-KopcakoBy «siao-
BUTO COBETOBAJIM MOYy4UTHCS» [5, c. 102],
OH CTPEMUJICS YCOBEPILIEHCTBOBATH CBOE
MUCHMO: «SI co3HaBaj, YTO MOSI TOTIAIIHSIS
KOMIIO3UTOpPCKasi TEXHUKA Obljia HEI0CTOM-
Ha MOUX MY3BIKQJIbHBIX HUJIEW M IpeKpac-
HOTO croxeTa» [TaM xe, ¢. 135-136]. Bro-
poit mpuuKnHON ObLTa paboTa Haa U3TaHUEM
naptutyp «oKusHu 3a uaps» u «Pycnana
u JIronmune»y M. WM. ImHKM, O clioBaMm
Pumckoro-KopcakoBa, — «HeoxumaHHas
mIKoJia» [TaMm ke, c. 134] KOHTpamyHKTa,
MHCTPYMEHTOBKHU U roj0coBeeHus. B-Tpe-
TbUX, KOMIIO3UTOP HMEHHO B 3TO BpeMs
HaunHan npenonasatb B Cankr-Ilerep-
Oyprckoif KOHCEpBATOPUU M TMapajuieIbHO
CaMOCTOSITEILHO 00yYascs rapMOHUH, KOH-
TPanyHKTy U OpKecTpoBKe. IMeHHO 1o3TO-
MYy, B IEPBYIO OYEPE/lb, OH XOTEJ BHEAPUTH
B «lIckoBuTsiHKe» HOBYIO mMOIU(OHUYE-
CKYIO TEXHHUKY, YCJIOXXHUTh TapMOHHMIO M
NIEPEOPKECTPOBATh MMAPTHUTYPY .

Penakuus Oblma «BUYEpHE» OKOHUYEHA
B cepeaune 1877 roma’. Pumckuii-Kop-
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CakoB Hammucan B aupekuuto Mmmeparop-
CKUX T€aTpoB 00palleHue ¢ MpeaIoKESHUEM
0 TIOCTaHOBKe HOBOH Bepcum®. CoxpaHuUII-
Csl YEPHOBUK MUChMa KOMIIO3UTOpa OapoHY
K. K. Kucrepy, ynpasisomemMy AUPEKLU-
el MMmeparopckux TearpoB, B KOTOPOM
Pumckuit-KopcakoB npesuiaraet Bo300HO-
BUTH orepy B e€ HOBoil Bepcuu’: «Bce...
M3MEHEHUS YK€ CJIeJIaHbl MHOKO 32 HCKIIIO-
YEHUEM HHCTPYMEHTOBKH, KOTOPasik MOXET
OBITH BITOJTHE OKOHYEHA B CEHTAOpE MecHlIe,
B IPOAOJKEHUE K€ JeTa 1 Obl MOTr Ipen-
CTaBUTh, €CJIM TOHAJI0OUTCSI, BCE XOPOBBIE
HyMepa ¥ JHOPEeTTO C MOCIEeI0BaBIIMMU
U3MEHEHUSAMI»’. DparMeHThl BTOPOH pe-
JAKINH, HAITMCAHHBIE MTOCJIE ATOTO MHUChMA,
JATUPOBAaHbI JIETOM M OceHblo 1877 rona,
TO €CTb, BEpOSATHO, OTBeT Kucrepa Obu1 1o-
J0XKUTENbHBIM. VIcX0as U3 NaHHBIX, TPUBE-
NEHHBIX B nucbMme U «Jleronucuy», U3 Boc-
nomuHanuii B. B. SlctpebueBa, KoTOphIii
TaKXe MEPEYUCIsieT HEKOTOpble HOBOBBE-
JICHUsl BTOPOM pelakiuy, a eme u3 coxpa-
HUBILIErocs B OJHOM M3 (parMeHTOB BTO-
poOil peakuMy CLEHAPHOIO IUIaHa, MOXXHO
CBECTH BOEIUHO BCE Pa3pO3HEHHBIE 4aCTH
Manyckpunra Kopcakosa.

N3 25 cueH, OTMEUEHHBIX B CII€HAp-
HOM 1uiaHe, 11 HamucaHbl 3aHOBO (MX HE
OBLJIO B IEPBOM pEJAKIMU) — TO €CTh I0Y-
TH TIOJIOBHMHA ONEphl. B 4epHOBUKE MHCH-
Mma Kk Kuctepy kommnoszurop o603Hauui Bce
NPEANPUHATBIE UM B ONEPE U3MEHEHUS:
«MHO0 czenaHbl B OlEpe CyLLECTBEHHBIE
U 3HAUMTENbHbIE J100aBICHUS M HEKOTO-
pble U3MEHEHHMsI, BBEJEHbl HOBbIE CLEHBI
W HOBBIC Juna. IJ1aBHeHIIMe U3 HUX ClIe-
nytorue: A) CounHEH MpoJIOT K omepe
B l-il kaprune; b) B 1-m geiictBum co-
JIacHO JpaMe Mesi BCTaBJIEHO NYITTHHO;
B) B 3-m neiicTBUM COYMHEHO BHOBH TPHO
U 3aKITIOYUTENbHBIN aHcaMOnb; [) B 4-m
JNEUCTBUM XOp KaJUK IMEPEX0XKHUX, CLe-
Ha npuxoxa llapsa MBana BacunbeBuua,
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rposa, kaBatuHa MBana I'po3Horo u Hanu-
CaH HOBBIH 3aKITFOYUTEIBHBIA XOP»°.

[Iponor, npexae «COBEpIIEHHO OTOPO-
IIEHHBIM, HO Wrparolldid TaKyl0 BHIHYIO
ponb B npame Mes» [5, c. 134—-135], Bno-
CJIEICTBUM IIpeBpaTwiics B omnepy «bospsbl-
Ha Bepa Illenora». B HEM packpsiBasiach
TaiiHa poxxaeHus: OJbry, IIaBHOW TeépOUHU
«lIckOBUTAHKM», KOTOpast IO 3TOrO JHIIb
BKpaTlle IepecKas3blBajliach. Pacmmpenue
naptuu Cremu MaryThl U TOSIBIEHUE HO-
Boro mnepcoHaxa — YerBéprku Tepruro-
peBa, npyra Muxaitna Tyuu, — «yaBOoWIo»
Jy3THBIE CIEHBI: psAoM ¢ ay3tamu OJbru
n Tydn NMOSBWIOCH MO JIOIOJIHUTEIBHOMY
Iy3Ty, BEPOATHO, UYTOOBI OTTEHUTH JIUPH-
YECKYyI0 Iapy KOMHYECKOHW. Jla U B 1enoM
ObITOBAs! JIMHUS ONEPHI CTajla HAMHOTO Be-
coMee — C YIJIMHEHHEM clLeHbl «lopenox»
B TIEPBOM JIelicTBUH U 100aBieHneM «rpser
B 0aOKkm» BO BTopoM. [locnennee neiicTBre
JOTIOJIHWIJIOCH OOLIMPHOW CLIEHOM C Kalu-
KaMH nepexoxumu 1 FOpoauBbiM, KoTOpast
IIPUBHECIA B OIIEPYy HOBYIO, PEIUTHO3HYIO
JUHUIO (BIEpPBBIE B TBOpYeCcTBe PuMCKO-
ro-KopcakoBa) U B IIeJIOM CYIIECTBEHHO
u3Menmna crookeT «lIckoBuTsHkm»’. Hako-
HEll, OYEHb pa3pociiach MOCIEAHASA KapTUHA
— C HOBBIMHU COJIbHBIMM 31HU304aMHu [po3-
Horo. 1o cyTu, mpakTU4eCcKu HEM3MEHHBIM
B JIpaMaTypru4eckoM IUIaHE OCTaloCh
b «Bedey.

[locne 3aBepmieHusT BTOPOM pelakuuu
Pumckuii-KopcakoB BENM meperoBopsl 0 €€
IIOCTAaHOBKE, OJHAKO JO 3TOr0 JENO TaK U
He nouuio: «Ha kakoil-To peneTunuu mo-
caeqnuid [K. K. Kuctep. — M. C.] cnpocun
HamnpaBuuka, BUiel1 Jid OH MOIO HOBYIO Iap-
TUTypy. TOT OoTBeuas, uro HeT. Tem neno u
KOHYHMJIOCH, U “IIckoBHTSIHKA” BO300OHOBIIE-
Ha He ObL1a» [Tam ke, ¢. 137—138]. CrpanHo
ObLIO OBl Ipeanoaararth, YTO TOJBKO M3-3a
CJOXHBIX OTHOLIeHUH Pumckoro-Kopcako-
Ba 1 HampaBHuKa orepa He BEpHyJach Ha
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CLEHY, OJHAKO CJeIbl BTOPOW peHaKINHU
B 9TOM MECTe JIEHCTBUTEIHHO OOPHIBAIOTCS
— 0OoJbpIIIe HUKAKUX CBEJICHHUM O Mpe/roia-
racMoM IIOCTAHOBKE OIEPhI HET.

[lonnas mapTutypa Uiu KJIaBUpP BTOPOM
peAaKiMKi HE COXPAHUIIUCH, UMEIOTCS JIUIIb
Oosee WM MEHee MPOTSHKEHHbBIE PYKOMHC-
HbIe (DparMeHThl, U JeJI0, Cy/s [0 BCEMY, HE
B TOM, YTO MHOTO€ OBIJIO YTEPSIHO C TOAAMH.
06 «yneneBmux oTpbiBKax» [10, c. 382]
numieT emeé B 1895—1896 rogax Sctpeodies,
TO €CTh Ha TOT MOMEHT U y CAMOI'0 KOMIIO-
3UTOpPA y’KE€ HE ObLIO MOJHOTO TEKCTa TOU
BepcUU onepbl. Mbl MOXKEM NPEITONIOKHUTD,
yT0 PuMckuii-KopcakoB M3Ha4aiabHO IIpe-
JOCTaBWJI B TUPEKILIHIO TEATPOB HE MOITHYIO
MapTUTYPY, & PAJ HOMEPOB, KOTOPbIE ObLIH
HaIMCaHbl 3aHOBO, CYIIECTBEHHO Iepene-
naHel 1100 nepeopkectpoBaHbl. OO0 3TOM
TOBOPUT U BHEITHUI BUJ NAPTUTYPbI OTHON
u3 pykomuceu, Hanbonee monHou (OTaen
pykorncet Poccuiickol  HalMOHAJIBHOM
oubnuorexku, ¢oua 640, Ne 47) — Bce HO-
Mepa 37eCh HamucaHbl 4YepHWIaMu (a He
KapaHJamoM, Kak B OOJIBIIUHCTBE IPYTUX
aBTorpaoB BTOPO PEAAKIIUN) U «HAOEIIO»
— IPEUMYIIECTBEHHO 0€3 JOTOIHUTEIbHBIX
MIOMET.

Bce ¢parmMenTsl BTopoil penakium cem-
yac xpansaTca B Otaene pykonuceit Poccuii-
CKOM HaIMOHAJIbHOW OuOImorexku. M3 ue-
TBIPEX apXUBOB, CONEPXKAIIUX aBTOTpadbl
«IIcxoButsukm» (Poccuiickas HarmoHa b-
Has Oumbnmoreka, Poccuiickuii MHCTUTYT
uctopun  uckycctB, Cankr-IlerepOypr-
CKas TOCYJapCTBEHHAas KOHCEPBATOpUS H
Poccuiickuii HanMoOHAJIBHBIM My3€d My-
3bIKH), TOJIbKO B Poccuiickoil HalMOHalb-
HOI OUONIHMOTEKE €CTh Marepuajibl BTOPOI
penakiuu. HawmbOosnee monHbIN Marepuan
onepsl U3 OIMHHAILATH «TETPALEI» colep-
xaT ABe — ynoMsiHyTelid Ne 47, mapturypa
(c K1aBUPOM Ha HUKHUX CTpoKax) U Ne 65,
Ki1aBup (¢ moxazaronoBkoM «HaOGpocku mst
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neHust ¢ ¢-1. ¢ yKa3aHueM Ha MHCTPYyMEH-
TOBKY»). Bce ocTanbHble COXpaHUBIIHECS
HOMEpA — 3TO aHTPAKTHI, YBEPTIOPHI U MPO-
Yhe UHCTPYMEHTaJIbHbIE (hparMeHThl, OJTHA-
KO HE COJIbHBIE CLIEHBI. BeposTHO, LieneHa-
npasiieHHas pabora Pumckoro-Kopcakosa
HaJl HUIMU CBfA3aHa C TEM, YTO KOMIIO3UTOP
CTPEMUIICS «IIPUCTIOCOOUTHY» SMU30bI He-
YIAABIIEHCST BTOPOW PENAKLINH JUISl IPYTHUX
uenei. Tak, BCkope yBepTiOpa K IPOJIOTY,
«Urpa B 6a0km» M TpU HHCTPYMEHTANb-
HBIX aHTpakTa (mepen cueHoil Beua, nepen
cueHoit ¢ Onbrou u nepen cuenor ¢ Huko-
noi CanocoM) ObLIM BbIETICHBI B My3bIKY
Kk npame «lIckoButsanka». Takxke otnesnb-
HBIM mpou3BefeHueM ctai «CTux 00 AJek-
cee boxbeM yenoBeke», KOTOPbII BO BTO-
poii penakuuu Ob11 0CHOBOM cueHsl Canoca
u I'posnoro®. Hakonen, Ha marepuaie 3a-
KITIOUMTEIILHOTO XOpa OTepsl OyeT HOCTPO-
€H 3aKJIFOUUTEIBHBIN ke Xop «CepBuaum»
— CITyCTS JIBA ICCATHIICTHS .

ScTpebiieB roBopuT 00 3TOM TaK: «HTo-
OBl XOTSl OTYACTH YTWJIM3UPOBATH MY3BIKY
cBoeil Bropoi penakinuu, Pumckuii-Kopca-
KOB BBIIENUJ U3 HEE LETbIN P HOMEPOBY
[10, c. 115]. To ecTh BCe HOBBIE CIICHBI,
KOTOPbIE KOMIIO3UTOpP CUWUTAJI JOCTOWHBI-
MU, OH TIPHUCIIOCOOWI ISl APYTUX TEJeH,
a 4YTO-TO B U3MEHEHHOM BUJE A€ BOLLIO
B TpeThio penakuuto. OIHaKO Macca COib-
HBIX ()parMeHTOB OKazajach 3a0bITa — W3-
3a pacrpoOCTPaHEHHOTO MHEHUS O TOM, YTO
caMm Pumckuii-KopcakoB cunran 3Ty My3bl-
Ky cmaboit. B «Jleronucu» oH mumIeT, 4To
HamnpaBauk «ObL1 THICSYY pa3 mpaB» U 4TO
CaM OH «TOYHO YyBCTBOBAJ, YTO 3TO K JIyY-
memy» [5, ¢. 138]. ScTpebuieB nmoaTBepKaa-
eT: «Kak Buamm, Bce OBUIO 10 TaKOH CTere-
HU YJIMHEHO MacCOl0 MOOOYHBIX CIIEH, YTO
B 3TOM CBOEM HOBOM Buje “lIckoBUTsAHKA”
CTayia efBa JIn yIHOOHOM IS MOCTaHOBKH,
a MOTOMY CaMOMY aBTOPY BCKOpE yKe MpH-
[IJIOCh OTKAa3aTbCsl OT MBICIU KOTJa-JIU00
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YBUJIETh 3Ty OIepy Ha cuene Mmmeparop-
ckux Tearpos» [10, c. 114-115]. O «anun-
HOTax» MHUILET U caM KOMITO3UTOP: «5 uyB-
CTBOBAaJl... YTO B HOBOM BHJE OmeEpa MOs
JUIMHHA, CyXa W TsKEIoBaTra, HECMOTPS Ha
Tyunryto GakTypy U 3HAYUTEIBHYIO TEXHU-
Ky» [5, c. 137].

OTO MHEHHE O BTOPOW pelaKIuu B Iie-
JIOM pas3feisuid U OMU3KUE KOMITO3UTOpa —
OIISITh K€ MO cyioBaM Pumckoro-Kopcakosa.
«IIponor xBanmuiu, XoTs Oojee WIM MEHEe
caepxanHo, Krou, Mycoprckuii u Cracos,
BanakupeB ke OTHOCWIJICS K HEMY paBHO-
IYIIHO, PaBHO U KO BCEHl omnepe B €€ HOBOM
BHJIE, 32 UCKIIIOUEHHEM XOpa KaJuK, IPO3bl
u puHanbHOro xopa. Uro ke kacaercs 10
IpoYMX Iepenesiok u BcTaBok B “IIckoBu-
TsaHke”, T0o Mycoprckuii, Krou u Cracos
0o00psUIM UX, HO OTHOCHJIMCh B OOIIEM
CyXO U CIIEpXaHHO K €€ HOBOMY BUly. XKeHa
MOsI KaKk Oy/lITO TOXKE coxkaliena O e€ Mpex-
Hel popMe U MaJlo cCOuyBCTBOBaja €€ u3Me-
HEHUAM» [TaM xke|.

OTO MpUBEIO K TOMY, YTO M MHEHHS
HCCIIEAOBATENIE  OKAa3aJuCh  IpPaKTH4e-
CKH €IMHOTJIACHBIMU — BCE MY3BIKOBEJHI,
aHAJIM3UPOBABILIME WU XOTsI OBl 3aTparu-
BaBIIME BTOPYI PEAAKIHIO, OT3BIBAIOT-
Ci O HEW MPEeUMyIIECTBEHHO HETaTHUBHO.
A. M. BuxaHckasi, Hallpumep, IMHUILIET, YTO
cuena ¢ Canocom cHusmia odpas3 I'po3Ho-
ro, a BeeaeHue Crem u YeTBEpTKU OT-
BJIEKAJI0 «OT LEHTPAJbHBIX JIMPUYECKUX
nepcoHaxeil Onbru m Tyum» [1, c. 8].
B. B. I'opsunx HazbiBaet cueny ¢ Canocom
«MAJIOyJaYHOM C MY3BIKQJIBHOH CTOPOHBI»
[2, c. 47], a 0 penakiuu B 1I€JIOM TOBOPUT
Tak: «[louTn Bce HOBamMM OBUIM peayiu-
30BaHbl... B nquOperto. HaiiTu amexBar-
HOE€ MY3BIKJIbHOE PEIICHUE KOMIIO3UTOPY
B IIEJIOM HE yAaJIOCh» [TaM ke, ¢. 50], cchi-
J1asiCh, OTIATH K€, HAa OLIEHKY caMoro Pumcko-
ro-KopcakoBa u Beizenss Ha oOmieM (oHe
«cnabpix» cuieH numib KaBatuny [posHoro.
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A. H. Imutpues, cocraButenb «IloaHoro
COOpaHusi COYMHEHUI», MHIIET, YTO OIle-
pa oOKazajach «pPBIXJIOW M TPOMO3IAKOW,
a «BCTABKHU HOBBIX CIIEH. .. JIUIIb 3aMEIJISLIIN
obmmii put™m aevictBus» [6, c. XIII]. Haxo-
Hell, Pryapn TapyckuH Ha3Ban BTOPYIO pe-
JAKIUIO «HEYNAYHOU MIEPEACIIKON, B KOTOPOU
B TBOpIIE, OE€3yCIIOBHO, BO300Ia a1 TTEJaHT
[mepeBox moit. — M. C.]» [14, p. 168].

[TopbiTOXXKMBas 3TU KOMMEHTApUH, MbI
MOXXEM BBIIETIUTh TPU DIABHBIX YyHOpEKa
BTOPOW pENaKIuu: JJIUHHO, PHIXJIO, MaJo-
yaayHo. Ecnu cyObeKTUBHOCTH MOCIHE-
HEel OIEHKH OYeBUIHA U HE TpeOyeT KoM-
MEHTapUEB, TO TNEPBBIC JBE HYXKIAIOTCS B
nosicienuu. CrtpemiieHue Pumckoro-Kop-
cakoBa K pazHooOpasuto «IICKOBUTSHKIY
B J[paMaTypru4eckoM M >KaHPOBOM ILJIaHAX
IIPUBEJIO K TOMY, YTO OIl€pa CTaJla BbIIVIA-
neTh Oosee 0OBEMHOM U MHOTOILIAHOBOMA.
Psnom oxazamuck «cBsateie» (Hukoma Ca-
joc) u «iryTe» (Ctemra u YetBépTka), ObIT
(mamku BrnackeBna u [lepdunbeBHa) u Jito-
6oBHas smHus (Onpra u Tyua), OXOTHUKH U
KaJIMKU IIEPEX0XKUE, CIOBOM, — BCE pa3HO-
obpasue mupa.

OnHako BCE 3TO K€ Mbl MOKEM YBUJIETh
U B TJIAaBHOM «CIYTHUKE» «IICKOBUTSHKN»
— «bopuce I'onyHOBE»: 31€CHh «COCENCTBY-
o1 IOponusslii u Bapinaam ¢ Mucaunmnowm,
[Munkapka 1 Mapuna Muumek ¢ Camo-
3BaHILEM U T. A. OqHAaKo MmapaioKC COCTOUT
B TOM, YTO OJIHO M TO K€ CBOMCTBO B «l0-
JTYHOBE» CTAHOBHUTCS MOBOJIOM IS BOCXH-
nieHus, a B «IIckoButanke» — s mopu-
nanus ', Kak HaM KaXkeTcsl, O4€Hb BaXKHO
OLICHUTH BTOPYIO peaakuuio «lIckoBuTsH-
KU» KaK BaXKHBIA JJIsI KOMIIO3UTOPA OIBIT
OCBOEHHSI OO0JIBIION UCTOPUUECKON ONIEPHI,
Ybs KOHLEMIMS ONMUPAeTCcss Ha IMYLIKUH-
CKO€ MOHUMAaHHE HUCTOpU3MA. DTOT OMBIT
He OBLI CTOJIb YOEIUTENIEH U OpTraHU4eH,
kak «[ogyHOBY, yxe XOTsl Obl TOTOMY, YTO

150

penakuus onepsl ocranach, 10 CyTH, He-
3aBepIIEHHOM, OHAKO 00Iee HaMEpEeHHE
Pumckoro-KopcakoBa, kak HaM KaxeTcs,
OYEBUHO.

Taxk, coOcTBeHHas OlIEHKAa KOMIIO3UTOpa
CTajla MMPUYMHOW TOTO, YTO KO BTOPOM pe-
JAKIMKU TaK U HE CTAJIM OTHOCUTBHCS «BCE-
pbE3», a HCCIeNoBaTeNN CTaBWIA MEpe.
co0O TIeNb JIWIIb TOATBEPIUTH CKa3aH-
HOe aBTOpOM. OJHAKO HETaTUBHBIC OLIEHKU
JIOJKHBI OBITH «IIPOBEPEHBD» UCIIOIHUTEIh-
CKOM MPAKTUKOM — TaK, KaK CIy4YHJIOCh, Ha-
IpuMep, ¢ KaBaTUHOUM [ po3HOrO M3 BTOpOM
penakiuu. OHa Oblj1a BIOCIEACTBUU BCTaB-
neHa (M ocTajlach MMEHHO KaK BCTaBHOM
HOMEp) B (UHAIBHYIO BEPCHIO OMEpbl U
Obuta oueHb jroOuma ®@. U. HlangnuHbiM,
[JIJaBHBIM HCIIOJTHUTENEM HapTuul [po3HO-
ro. OTOT (akT cTaj NpUYMHONU oOpalleHus
K Marepuaity apuu (U peAaKkiuu B IEJIOM)
B. B. I'opssunx, KOTOpbIN OCYILIECTBUII BaXK-
Heliliee ucciaegoBanue. To ecThb 10 CUX 1op
€CTh HEKOTOpasi «IpeayoekKIEHHOCTDY MYy-
3bIKOBEJIOB MPOTUB 3TON MY3BIKH, U MPEO-
JI0JIETh €€ MOXKET TOJIBKO MOAPOOHOE Hcce-
JOBaHUE.

Takum oOpa3om, BTOpas penaxKius
«IIckoBUTSHKM» cTajla 0COOBIM (peHOMeE-
HOM U B MHOT'OJIETHEW HCTOPUU 3TOM ONEPHI,
Y B Haclequu kommnosuropa. M3nanue Bcex
COXPaHUBIIIKUXCS MaTepUalioB 3TON BEPCHUH,
Ha Hall B3MJIsAJ, HEOOXOAMMO HE TOJBKO
C TOYKHU 3PEHHUS TEKCTOJIOTHYECKOro 0000-
IIECHUS M CBEJICHMS] BOEIUHO BCEro TEKCTa
onepsl. HamHoro Baxkuee To, 4To Onarogaps
3TOM BEPCHUU MBI CMOXKEM MOJpoOHEee u3y-
YUTh «IEPEXOAHBIN» MEepHuol TBOPUECTBA
Pumckoro-Kopcakosa, korna cosnaBaiuch,
B OCHOBHOM, Y4€OHbIE COUMHEHHUS, a PEIaK-
nus «lIckoBUTIHKM» OKa3ajgach HanOojee
KpynHOW pabOTON Tex JIeT, U MO-HacTos-
1IEMY OLIEHUTh 3HAU€HHE 3TOr0 Marepuaia
B 3BOJIIOLIUM CTUJISE KOMIIO3UTOPA.
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S MPUMEYAHUA <

' Omumu Opeii nurret 00 3toM: «BaoxHOBIEHHBIH, BO3MOXHO, H3yueHreM baxa u Kepyounu,
yero TpeOoBaja HOBas JOJDKHOCTh B KOHcepBaropuu, Pumckmii-KopcakoB pabortan cBoei
npodeccopckoil kpacHoil pyukoi Haj “TICKOBUTSHKON, Oniepoit, KOTOPYIO OH BCETO 3a HECKOJIBKO
JIET JIO ATOTO MHUCAJ elI€ KaK KyYKHCT, IpeHeOperaomuil TpaaunusamMu [nepesoa moit. — M. C.]»
[13, p. 73].

2 Pumckwuii-KopcakoB natupyeT OokoH4YaHuMe pabOThl Haja pemakuueit B «Jletommcu» 1878
TOZIOM, OJTHAKO HauOoJiee MO3IHSS U3 COXPAHUBIIUXCS PYKONUCEH maTupoBaHa 18 okTsiopst 1877
roja.

3 Pumckuii-Kopcako Takxke ykasbiBaet B «Jletomucn» 3a 1878 roxa: «Ilo okoH4aHHH PabOTHI
Haj “TIckoBuTsaHKON” B 1878 romy s Hamucals B AUPEKLIUIO UMIIEPTEATPOB O JKEITAHUU CBOEM BUJIETh
e€ Ha clieHe B HOBOM BHae» [5, c¢. 137], omHako B MHUCbME TOBOPUTCS O KEJIAHUU KOMITIO3UTOPA
«BO300HOBHTH OIEpy B TeueHue Oymymiero ce3ona 1877—-1878», 4ro cBUaETENbCTBYET (B YMCIE
IIPOYEro) O AATUPOBKE ITOro Tekcra 1877 rogom.

* TTuceMo He natupoBaHo camMuM PuMckum-KopcakoBbiM, OJIHAKO HAMH YCTaHOBJICHO, YTO OHO
ObL10 HanucaHo Mexxy 17 mast u 25 utons 1877 roga: 17 Mast OblT OKOHYEH MOCIEAHUNA U3 HOMEPOB
COXpaHUBLIETOCs KJIaBUpa, 25 UIOHSA JaTUPOBAH IUIAH BTOPOW PENAKLMU, YIOMSHYTBIN HUXKe. B
nucbMe Pumckuii-KopcakoB roBoput o 4eThIpéx NEHCTBUSAX Omephbl (KaK yKa3aHO B KJaBUpPE U
Kak ObUIO B MEPBOM peAaKIMM), B IJIAHE K€ UX YK€ TPU — KaK B COXPaHUBIIUXCS (pparMeHTax
NapTUTYPBI, JATUPOBAHHBIX JETOM-0CEHbIO 1877 roxa.

> Pumckuii-Kopcakos H. A. IluceMo ympaBistonieMmy aumpeknueit I[lerepOyprckux WML
tearpoB Oap. Kapny Kapmosuuy [Kuctepy] ¢ mpocs00ii 0 BO30OHOBIEHUH TTOCTAHOBKH OTIEPHI
«IIckoBUTSIHKa» U C ONTMCAHUEM aBTOPCKUX U3MEHEHHH 1 100aBiIeHUH, BHECEHHBIX B omiepy (1877)
// Otnen pykonuceit Poccuiickoit HamoHanbHo# Onbnuoreku. @. Ne 640. Ex. xp. Ne 803. JI. 3.

6 Tam xe.

7 TlogpoOuee o cuene Mpana I'po3noro ¢ Hukonoit Camocom cm.: [7].

8 00 ucTopum 3TOTO CTHXa B TBOpUecTBe PrMckoro-Kopcakosa cm.: [9].

? «['maBHeiIee U3 GUHATIBHOTO XOpa BTOPOH penakiiu “TICKOBUTSHKN B3STO B 3aKITFOYUTEIILHOC
Credo w3 “CepBunun’”’, 1 B “lICKOBUTSHKE” 3TH TapMOHUH COTTPOBOXKIAIIH CJIOBO “aMMHB . “OcTanbHoe
K€ U3 ATOTO X0pa, — ckazan Hukomnait AuapeeBud, — mycTh HaBcerga nponanét ™ » [11, c. 213].

1 Tlonpobuee o mapamensx mexay «IIckoButsukoit» u «bopucom ['omyHOBEIM» cM.: [8].
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«Pycckoe» B My3blke 3apy0e)XHbIX KOMIO3UTOPOB
Ha «PYCCKYIO TEMY»

B crarbe cTaBUTCS BOIIPOC O TOM, KaK BUIUTCS «PYCCKOE» KOMIIO3UTOPAMHU, IIPUHALIEKALTUMU
JPYTUM HallMOHAJIBHBIM KylnbTypaM. CynuTh 00 3TOM MO3BOJISIET BHYIIUTENbHBIA KOPITYC OITyCOB
Ha «PYCCKYIO TeMy». «Pycckoe» B HUX pealu3yeTcs IOCPEICTBOM yTOYHSIOLIE-PA3bACHAIOMINX
3aroJIOBKOB M apceHalla My3bIKaJIbHBIX CPEACTB M NpuéMoB. BecbMa MHOrooOpa3Hble MOIXOIbI K
TEMe CUCTEMATU3HPOBAHBI U OOBEAUHSIOT TPH «IHKa» «PYyCCKOTO». B OTHOM M3 HUX OHO TPaKTyeTCs
Kak 00O3HaueHHe ToCyJapcTBa («PycCcKOe» OTOXKAECTBISIETCS C «POCCHUHCKUMY), MapKepaMu
KOTOPOT'0 CTaHOBATCS reorpaduueckue HazBauus (Poccus, e€ pexu, peruoHsl, CTOIULBI M TOPOIa),
CeBep kak reorpaduyeckas TUCIOKaIHs, BEXU UCTOPUYECKOTO MPOIIIOT0, KOPOHOBAHHBIE 0COObI
U COOBITHSA KM3HM IIApCKOM ceMbu. JIpyroil acmekT Moka3blBaeT OOLIECTBEHHYIO M YACTHYIO
KHU3Hb YeNOBEeKa («pyccKoe» IMpeBpallaeTcs B «3THOTpa(UUECKOe»), OTKPBIBAIOLIYIOCS 4Yepe3
UCIOJIb30BaHUE B HA3BAHUAX CJIOB PYCCKOTO JIGKCUKOHA, PYCCKUX UMEH COOCTBEHHBIX, aTpUOyTOB
ObITa (caHu, TpoiKa), yepe3 3ByUaHHE PYCCKOM MMECHUM M HAWUTPHIIIA, TaHIIEBAJbHbBIE MKAHPHI,
TeMOpPBI HAIIMOHAJIBHBIX HHCTPYMEHTOB, (DparMeHThbl U3 MPOU3BEICHUH PYCCKUX KOMIIO3UTOPOB U
TEKCTBI PyCCKUX JIMTEPATOPOB. TpeTuil pakypc 0CBOCHMS PyCCKOIO aKLIEHTUPYET IIPABOCIIABUE KaK
PEUTHO3HYIO COCTABIISIIOILYIO PYCCKOTO MUPa («PYCCKOe» MPEACTAET KaK «KOH(PECCHOHAIBEHOEY).
PennrnosHelil aciekT pycckoro packpelT ycunusmu banpnaccape I'anmynnu, Karepuno Kasoca,
Jlxona TaBenepa, Apso Ilsapra.

OO030p MHOTOYHCIIEHHBIX TPUMEPOB BOIUIOUICHUS «PYCCKOM TeMb» 3apyOeKHBIMU
KOMIIO3UTOpaMH MOKa3bIBAE€T THOKOCTh, PAaCIUIBIBYATOCTh IeorpapuuecKux U STHUYECKUX TPAHUL]
«PYCCKOI'0» B UX MY3BIKE.
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“The Russian Element” in the Music on “the Russian Theme”
by Composers from Outside Russian

The article poses the question, how the “Russian element” is viewed by composers who belong
to other national cultures. We are able to judge about this by a convincing number of works written
on the “Russian theme.” The “Russian element” is realized in it by means of finely illuminative
subtitles and an arsenal of musical means and techniques. Very diverse approaches to this theme are
systematized and combine three “images” of the “Russian element.” In one of them it is interpreted
as an appellation of the state (“russky,” i.e. “Russian” in the sense of the nationality is identified with
“rossiyskiy,” i.e., “Russian” in the meaning of pertaining to the state), whose referential substance
is expressed by the geographic names (Russia, its rivers, regions, capitals and cities), the North as a
geographical dislocation, the landmarks of the historical past, the crowned heads and the events of
the life of the tsar’s family. Another aspect shows the social and private lives of people (the “Russian
element” is transformed into the “ethnographic’), which reveals by endowing musical compositions
titles with words from the Russian lexicon, Russian proper names, attributes of everyday life (“sani,”
1.e. sleds or “troika,” i.e. three horse carriage), through the sound of Russian songs and folk tunes,
dance genres, timbres of national instruments, fragments from works by Russian composers and texts
by Russian poets and writers. The third angle of reclamation of the “Russian element” accentuates
Orthodox Christianity as the religious constituent of the Russian world (the “Russian element”
manifests itself as the “confessional element”). The religious aspect of the Russian element is revealed
by the efforts of such masters as Baldassare Galuppi, Caterino Cavos, John Tavener and Arvo Pért.

An overview of the numerous examples of manifestation of the “Russian theme” by composers
from other countries shows the flexibility and the diffuseness of the geographical and the ethnic
boundaries of the “Russian element” in their music.

Keywords: Russian theme in the music of Baldassare Galuppi, Caterino Cavos, John Tavener,
Arvo Part, Russian folksong.
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onpoc, o0O3HAaYeHHbIH B Ha3Ba-
HUM CTaThU, MacIITaOHO W OCTPO
BCTa€T, Korma oOOHapyKuUBaeTCs

HEMpEeoNoInuMas JIUCTAHLUS MEXIy ca-
MOUJCHTU(HUKAIIMEH POCCHUSH U TEM, Kak
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1 00Ccy’KIaeTcs OH HE TOJIBKO B 00JIACTH MO-
JUTHUKH, TICUXOJIOTUH («3arajlouHas pyccKas
Ny11a» ), KyJAbTYpPbl (CKaXeM, UCTOpUYECKast
muccus Poccun, noctmxenust Poccuu B 00-
JaCTH JIUTEPATYpPbl U UCKYCCTB U €€ BKJIaJ B
MPOLIECC CTAHOBJIEHUS OOIIEMHPOBOM KyJIb-
TYpPBbl), HO U MYy3bIKH.

3aymaThCsl HaJl OTOOpaKCHUEM Harei
POIUHBI B MY3BIKAJIbHBIX MPOU3BEIECHUAX
HO3BOJIMJI OOJIBLION KOPITYC MCCIETOBAaHUN
TBOpYECTBA 3apyOeKHBIX MY3BIKAHTOB [1;
4; 7 m np.]| ¥ pOCCUNCKO-EBPONEHCKUX KYJIb-
TYpPHBIX B3aUMOAEUCTBUU [2; 3], CIOXKHUB-
LIMICS B MOCJIEAHUE TOABl U 3HAYUTEIBHO
obOoraruBmMii co000 (yHIAMEHTAIBHBIC
Tpynsl mponwioro'. Ilpencrasisisi co0oro
BeCbMa IICHHbIC MaTepuabl, 3TU IMyOIHKa-
LMY TEM HE MEHEE He HalleJIeHbl Ha BOIIPOC,
KOTOpPOMY TOCBSIICHA JJaHHas padoTa: Kak
NOHUMAEMCs  «PYCCKOe»  MY3bIKaHMamu,
NPUHAOTEANCAUWUMU OPY2UM HAYUOHATILHBIM
Kynemypam. llpu 1IMpPOKOM oXxBare OIly-
COB, HAIIMCAHHBIX B Pa3HbIX >KaHpax («4u-
CTO MY3BIKAJIbHBIX» U «CHUHTETUYECKUX)
— BOKaJIbHBIX U XOPOBBIX, MYy3bIKaJIbHO-TE-
aTpaibHbIX), HanOojee MHPOPMATUBHBIMU
JUISL HAC B 3TOM IIJIaHE OKa3bIBAIOTCS IPOU3-
BE/ICHUSI HHOCTPAHIIEB C 3asBJICHHON «pyc-
CKOI» TEMAaTHKOHM, KaK IPaBUJIO, C «TOBO-
PALIMMIY» TPOTPAMMHBIMH  (CJIIOBECHBIMHU)
Ha3BaHUSIMU.

«Pycckoe» Kak naes

3aayMbIBasICh O TOM, KaK IOHHUMAETCs
«PYCCKOE» MPEICTABUTENSIMU IPYTUX HALIH-
OHAJIbHBIX KYJIBTYD, JJOTUYHO OTTOJIKHYTb-
CA OT TE€X HWJEH, KOTOPHIE BbIJIBUTAIUCH
U Ppa3leiisuIuCh POCCUUCKUM OOIIECTBOM
(B paMKax MaHHOW TyONHMKAIIMU BPSJ JIH
1e71ecooOpa3Ho BCTyNaTh B TMOJIEMHUKY IO
CYIIECTBY 3TUX ujaei). OQHON M3 TaKOBBIX
ctana BeIickazanHas B X VI Beke uges «Mo-
ckBa — Tpetud Pum», mpoBosmiamasiias
MockBy npeemuunied Pumckon Mmmnepuu,
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HECYLIYK) €IMHEHHE CBETCKOTO U JIyXOB-
HOTO0, yTBepkAaBiasi MOCKBY Kak BCEMUp-
HBIM LIEHTp npasociasusi. Bo BpeMena map-
cTtBoBaHusi Hukonas | OwbiToBaBIIast panee
uaes CMEHWIach TOCYIapCTBEHHOW HJIE0-
Jorueu, chopMyIUpPOBaHHON B KOHIEIIINH
C. C. ¥YBaposa «IIpaBocmaBue — Camonep-
xaBue — HaponHocThy.

To miM MHOE UICOIOTHYECKOE «CAMOO-
MpesieJIeHNe» MPOHU3BIBATIO COOOI0 KU3Hb
pPOCCHUSH, 1 OHO HE MOIJIO OCTaTbCsl He-
3aMEUEHHBIM MPEICTABUTEISIMU  JIPYTUX
KyJbeTyp. BMecte ¢ Tem Obu10 OB HEOTIpaB-
JAHHBIM YIOPOLIEHHWEM MoJjararb, 4To Ka-
XKJasi KOMIIOHEHTa HEKOW MJI€0JI0TUYECKON
(bopMynbl HaMpsIMYI0 MaTepHaTU30BAIACH
B HX MYy3BIKAJIBHOM TBOpuecTBe. Jlyma-
eTcs, ObUTO OBl BEepHEE CUMTATh KaXKIbIi
OTJIECJIBHO B3SITBIA HJICOJOTMYECKUN MO-
CBUI COETMHEHHEM MHOXXECTBA Pa3JIMYHBIX
rpaHeil xku3Hu. IMEHHO OHM U TMomajgaiu
B MOJI€ 3peHUsl 3apyOeikHbIX KOMIIO3HMTO-
poB. IlbITasice 0600UUTF MHOTOKPACOYHOE
BHUJICHHE U XYJ0XKECTBEHHOE 3all€4yaTieHue
«PYCCKOTO» «UY>KECTPAHI[AMU», BBIACIUM
TaKue KOHIENTyaJIbHbIE cTarycsl Poccun,
Kak e€ 2cocydapcmeenHHocmb, 00U ecmeen-
HAS U YACMHASA HCU3Hb POCCUAHUHA, pelu-
2uo3Hocmy. YoenuMcs B X IBPUCTHUYECKOI
OHEPruu, OOpPATUBLIUCH K MY3BIKAJIbHO-
My (IPEMMYILIECTBEHHO IPOrpaMMHOMY),
CJIOBECHO-MY3bIKaTbHOMY (BOKAJIBHOMY U
XOpPOBOMY) U MY3bIKaJIbHO-TE€ATPAIILHOMY
TBOPUYECTBY 3apyOEIKHBIX MACTEPOB.

«Pycckoe» Kak TBOpYeCcKoe 3apaHue
KOMMo3uTopa

Ha mnepBbIil B3mIsi1, MHOCTPAHUBI JIET-
KO YJIaBIUBAIM KYJIBTYPHO-IIOJIUTUYECKUE
TEHJICHIINM POCCHICKOro OOIIECTBAa M TBO-
PWJIY B IOJIHOM COOTBETCTBUU C HUMM.

IIpexne Bcero, B CO3HAHUU UTHOCTPAHHO-
ro My3bIKaHTa CKJIajbiBajics oOpa3 Poccun
KaK Jpyroro, CBOeo0pa3HOro rocyiapcraa.
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MoXHO cKa3aTh, 4TO B IAHHOM CITy4ae «pyc-
CKOE» OTOXKICCTBIISIETCS C «POCCHICKIMY.

Jlerko y3HaBaeMbIMU MapKepaMu TOCY-
JapcTBa B 3arojlOBKax MPOU3BENCHUHN I10
npaBy CTanu reorpaduuecKkue Ha3BaHUS:
Russia, e€ pexu (Néwa, Wolga, Don, Dwina,
Ischussowaja), e€& cromunsl (Moscou/
Moskwa/Mosca; St. Pétersburg, Petrograd,
Leningrad ¢ mnpuropogamu Pawlowsk,
Peterhof, Gatschina, Oranienbaum), e€ pe-
ruonsl (Crimée/Krymée; Siberia), e€ Topo-
na (Nishnij Nowgorod, Stalingrad, Odessa,
Vologda, Voronezh, Kalouga, Smolensk,
Pskov, Livadia, Aloupka). Tononumsr mo-
T'YT OBITh IPUBSI3aHBI K KAKOMY-TO COOBITHIO
(BOCHHBIM JEHCTBUSIM), @ MOTYT BO3HUKATh
KaK METKH JIMYHOU CyAbOBI OMEPHOTO Tep-
conaxa (cceutpHOTO Trpada benépckoro,
cubupsuku EnuzaBetst — [IpackoBbu Jlyrio-
noBoii, naps Iletpa I) unu camoro aBropa —
€r0 MOE3/I0K U MPEOBbIBAHNH B TEX WIIU UHBIX
MecTHOCTsX Poccun (B MHOTOYHMCIICHHBIX
MY3bIKaIbHBIX « BoCTIOMUHAHUSX O...»).

W3 My3bIKH MPONLIBIX BEKOB BUIHO, YTO
€BPOIMECHIIBI SICHO 0CO3HABAIH CIieIU(pUIe-
ckoe reorpaduueckoe nonoxxkenue Poccun
— Cesep. OO 3TOM CBHIIETENBCTBYIOT, Ha-
IPUMEp, «Pa3BICUCHUS I MOJIOIEKHU Ha
JTOOMMBIE PYCCKHE TMECHW» I0JI Ha3BaHU-
em «l[Betsr Ceepa» op. 103 (Bluettes du
Nord, 1852) HeMenKoro KOMIo3uTopa u M-
anucrta @. beiiepa (Ferdinand Beyer, 1803—
1863), pycckue «Ilecan Cesepa» (Chants
du Nord) op. 88 b (panIry3ckoro muaHu-
CTa-BUpPTyo3a W komnozutopa A. lopua
(Alexandre Edouard Goria, 1823-1860),
«IIlecTp CEeBEpHBIX TMECEH 0€3 CIIOB» IS
nutTpel (6 Nordische Original-Lieder ohne
Worte, 1861) HeMeIKOTO TUTapUCTa, LUTPH-
cTa, nesua u kommnosutopa A. /lappa (Adam
Darr, 1811-1866), cpenu xotopbix Ne 1 u 2
— pycckue. Hemeukuii KOMIIO3UTOp U OU-
pmwxép XIX Beka K. O. bax (Carl Emanuel
Bach) coumHun MHOXECTBO CaJOHHBIX

Problemy muzykal'noj nauki / Music Scholarship. 2021. No. 3

MbEC, CBSI3aHHBIX C TEMH MECTaMHU, KOTO-
pbl€ OH MOCETHJI; €ero HaclieJue BKIIOYAET
(anTasuro Ha pycckue menonuu Nordisches
Bougquet (1896) u Nordische Quadrille no
MOTHBaM pycckux neceH op. 183. Brnonne
ecTtecTBeHHO, 4T0 «CeBep» KOHKpPETU3H-
pyercs B TMPEICTABICHUSX EBPOIEHIIA €T
MPUPOIHBIMU SIBIICHUSMU — TaKUMH, Kak
«cubupckas Bororay (Siberian Snowstorm)
n Toundra. CUMNTOMaTU4HO TNpPU 3TOM,
9YTO OT UCKOHHO pycckoro «CeBepa» OTiu-
yaeTcsi 6ojee MHOTOHAIIMOHAIBHBINA «HOr)
— TaKUM OH BHJIUTCS, HallpUMeEp, TaTCKO-
My KOMIIO3UTOPY, JUPUKEPY W MMHAHUCTY
B. benaukcy (Victor Emanuel Bendix,
1851-1926), xoropsiii 3aBepurm Cumdo-
Huo Ne 2 «JletHue 3Bykm rora Poccum»
D dur op. 20 nns opkectpa (Sommerklange
fta Syd-Rusland, 1887—-1888) yxpaunckon
IJIICOBOM TEMOM.

Poccust kak rocymapcTtBO HEM30E€KHO
O0CO3HAETCS MHOCTPAHHBIMU MY3bIKaHTa-
MU, TIPH KU3HHA KOTOPHIX MPOUCXOAST CY/Ib-
OOHOCHBIE HCTOpHUYeckue coObITus. Ux
TBOPYECTBO IMPEBpAIACTCSI B CBOETO poja
MY3bIKaJIbHBIA «THEBHUKY, WU MY3bIKaJIh-
HBII «apXUB», MO «JIOKyMEHTam» KOTOPOTO
MBI y3HaéM O Brop:keHun B Poccuro Hamo-
JI€OHA U €TO M3THAaHWH, O Mo0e/Ie PyCcCKOro
OpPYXXHSI B PYCCKO-TYpEIIKMX BOMHAX, MOJ-
BUTaX PyCcCKUX MOpsikoB Ha [lanpHem Boc-
TOKE, TsDKeleuux 0osx Bropoil MupoBoit
BOIHBI U Jipyrux Oatanusx. B cBoux omy-
CaxX MY3bIKaHThI-MHOCTPAHI[bl YBEKOBEUMIIH
Sébastopol, Navarin, Oczakow, Inkermann,
Cronstadt, Port-Arthur, Stalingrad. I1ouéT-
HOE MECTO B UX MbECAX-TIOCBSIICHUAX 3aHsI-
mu Suworow, Skobeleff, Malakoff, Potemkin
U JIpyrHe UCTOPUYECKUE MEPCOHAXKH, OJIHU-
HETBOPAIOIINE CIABHYI0 HCTOPHIO HaIlIeu
CTpPAaHBI.

Poccus kak rocymapcTBO OTKPBIBAET-
cs elé OAHOM CBOEW CTOPOHOM BO MHO-
XKECTBE TbEC 3amajHbIX KOMIIO3UTOPOB,
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NPUYPOYEHHBIX K TaKUM COOBITHSIM BCe-
poccuiickol (a Ha Aene — MeXITyHapOJHOM)
3HAYUMOCTH, KaK KopoHauu. IHOCTpaHHbIE
(0coOeHHO TPUIIBOPHBIC, CITYKUBIINE LIap-
CKOM WJIM UMIIEpaTOpCKON KOPOHE) MYy3bl-
KaHTBI CIICIIMIIN 3aCBUCTEIECTBOBATH CBOU
BEPHOMNOJJAaHHUYECKUE YYBCTBA Pa3HOO-
Opa3HbIMH TTAQOCHBIMU «TOP>KECTBEHHBIMU
MapIIaMm», MOJOHE3aMH, BalbCaMu U T. .
JllMHHBIE W BUTHUEBAThle Ha3BaHUS IMO00-
HBIX OIyCOB OOBIYHO COJIEpXAaT HE TOJIBKO
HaMMEHOBaHHUE CaMOro COOBITHS (BEHUAHUS
Ha LIapCTBO, MpUe3]a MOHApXa WU HACHE-
HUKA C BU3UTOM B €BPONECHUCKYIO CTpaHy, AHS
POXKICHHUS HITH TIOXOPOH ), HO M TOYHOE YKa3a-
HUE perajguii u craryca «omapsiemoro» (lhrer
Majestit Elisabeth Alexiewna Kaiserin aller
Russen, Sa Majesté I’Empereur de toutes les
Russies Alexandre Nicolaievicz), naty nmpouc-
XOJISIIIETO U Apyrue GaxThl (Kak, HaIpUMep,
B «TpuymdansHOM Mapiie COIO3HBIX BOHCK
nociie B3ATud Jlewnimra, COUMHEHHOM IS
¢doprenuaHo ¥ MOKOpHEHIEe MOCBAIIEHHOM
BEJIMKOW MaTepyu BCEMUPHOTO OCBOOOAMTEIIS
Eé BemnuectBy Mmneparpune Mapun Dé-
nopoBHe B. ¢oH AymaHOM, OBIBITUM aab-
IOTAaHTOM TJIABHOKOMAHAYIOIIETO PYCCKOU
apmuu B Ilepcun» (Triumph-Marsch der
verbiindeten Krieger nach dem Sturme von
Leipzig fiirs Forte-Piano / Componirt und
der erhabener Mutter des Weltbefreyers Ihre
Majestaet der Kaiserinn Maria Feodorowna
unterthanigst dedicirt von W. von Aumann
vormals Adjutant des Oberbefehlshabers der
russischen Armee in Persien, 1814) (Wilhelm
Fridrich Johann von Aumann, 1792—-1815).
B omepHBIX TPOW3BEACHUAX MPOILIBIX
BpEeMEH HOCUTEISIMU  TOCYIapCTBEHHOM
BJIACTU CTAHOBSTCSI PYCCKUE LIAPH U MMIIE-
paropel: MBan I'posneii, Jhxenmurpuit 1,
[I€rp I, Exarepuna II. B coBerckoe Bpems
B CJIaBWJIBHBIX O/IaX, KaHTaraX, OpaTopH-
X, TIECHSAX TOSIBIISIFOTCSI COOTBETCTBYIOIIHE
JMYHOCTH, aKKyMYJIUpYyIOUIMe B cebe BCIO
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rOCyJIapCTBEHHYIO BJIacTh B HAIlleil CTpaHe,
— Lenin, Stalin.

Hakonern, mo6aBuM, 4TO HEU3MEHHBIM
CHUMBOJIOM BJIaCTU KaK B JIOPEBOJIIOIMOH-
HoM Poccum, Tak ¥ B COBETCKHUE T'OJbI, MbIC-
nutcs Kremlin.

TBopueckasi IMYHOCTh, OTKPHITAsI K IO-
3HAHUIO HEPOJIHOU JJisl HE€ KYJIbTYphl, He-
HM3MEHHO HAaOJII0aeT MPOUCXOAAIIEE PSIOM
C HEI B MOBCEIHEBHOM JIE€HCTBHUTEIBHO-
cTu. Tak el OTKphIBAECTCA €II€ OAUH ACTIEKT
HAI[MOHAJIbHOTO — O0IeCTBEHHASI M 4aCT-
Hasl )KU3Hb 4YesioBeKa. llHoCcTpaHHbIE MY-
3BIKAHTHI, KPAaTKOBPEMEHHO IMOCEIIABIINE
Poccuro wmnu J10Jro >kuBHIME B HEM, HE
MOIJIH OOOWTH CBOMM BHHMaHHEM TO, YTO
UX OKPYXajo; IPeUMYIIECTBEHHO UMEHHO
31€Chb OHM HCKaJld HCTUHHOE, YKOPEHEH-
Hoe, cnerupuuecku pycckoe. Tem cambiM
«PYCCKOE» OTOXKJIECTBISJIOCh C «ITHOIpa-
budeckum».

HyxHo ckazare, 4To 3THOTpadu3M BO-
BC€ HE OBLJT TPOAYKTOM TBOPUECKOTO MOUCKA
OTJIEJIBHO B3SITOTO TBOPIA. «XYA0KECTBEH-
Hast stHorpadus» (H. A. JoOGpomoOoB)
BbI3pEBaJIa KaK 3aMeTHasi JCTeTUYecKas
TEHJICHIIMS U B CAMOM POCCHUHCKOM 00111e-
CTBE (CTUIIM3AIUsl O]l CTapHHY» CKa30K
A. C. IlymkuHa, 3ane4arieHue CLEH U3 Kpe-
CTBSIHCKOM )KM3HU Ha MOJIOTHAX )KMBOTIUCIIEB,
coOupaHue JTUTePaTypPHOTO U MY3bIKaJIbHOTO
donpKIopa, OOCYXKIEHHE CYIbOOHOCHBIX
11 oOmiecTBa uaen Gpuocodckoit MpICIu 1
XyJIOKECTBEHHOM KpUTHKH). KocHymace oHa
U HMHOCTPAHHBIX MY3BIKAHTOB, Y KOTOPBIX
THOrpauuecKoe MOpoi rpaHUuUIIO C IK30-
THuYeckuM. llepenarb «MEeCTHBIN KOJOPUTY,
«XapakTep» — Takasi TBOpUYECKas 3ajaya
CTaBWJIach MMM MHOTOKpPATHO, JOCTaTo4Y-
HO BCIIOMHUTb MHOTOYMCIICHHBIC CIOMTHBIC
IIUKJIBl  PA3HOHALMOHAIBHBIX — «XapaKTep-
HBIX» TIbeC (Pieces caractéristiques) — moT-
JIAHJICKUX, HEMEIKHUX, BEHTEePCKHX, IOJb-
CKUX, CPEAN KOTOPBIX, KaK MPaBUIIO, MECTO
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Haxoauiioch u Danse russe, Chanson russe,
nbecaM A la Russe.

CIeKTp NMPU3HAKOB TAKOTO «PYCCKOTO
BenK. Ero cocTaBisiror 0€30TKa3HbBIE JICK-
CUYECKHE MapKephl — CJIOBa U3 PYCCKOTO
nexcukoHa (bajuschki baju, douchinka/
dushenka, Czar, Czarine, Tsarewna, isba,
briska, muzhichek, samovar, matrioshka,
sarafan, vodka) v pycckue nMeHa COOCTBEH-
ueie (Alyosha, Antonida, Ivan, Katinka,
Katioucha, Lida, Lisinka, Luba, Marfa,
Maroussia, Nadeshda, Nadia, Natalia,
Natasha, Nikita, Olga, Olenka, Prascovia,
Sacha, Tatiana, Zinaide; Iwanowna,
Fedorowna, Petrovich; Romanow). Ouu
B M300MIMH pa3OpocaHbl cpead HAaUuMEHO-
BaHUH MPOTrPAMMHBIX ITEC, BCTPEUAIOTCS U
B ONEpHBIX JHOpeTTO. JaBHIOIO (paHIly3-
CKYI0 TPAJWIMIO TOPTPETHPOBAHUS TIpe-
KPACHBIX JIaM MTPOAOIKUIIA «Tajiepes «MO-
ckBuuek» (Moscovites).

[Tockonpky B 3acCHEXKCHHOW «CeBep-
HOI» Poccuu HEBO3MOXKHO OBLIIO OOOUTHCH
0e3 caHel, B My3blke MYaiuch «Tpoukm»
(La Troika/Das Dreigespann), Heclach
«Pycckas camnas moutay (Russische
Schlittenpost), napuino cMex W pagocCTh
«Pycckoe karanume Ha caHsax» (Russian
Sleigh Ride/Schlittenfahrt).

NHocTpaHHBIX MY3BIKAHTOB  YBIIEKJIA
Jlaxe pycckas ckaska: «Bacwimca [Ipekpac-
Has» (Die schone Wassilissa) COBpeMEHHOTO
HEMEITKOTO KOMIIO3UTOPA M POK-MY3bIKaH-
ta Opuka Kpocca (Erik Kross) mocrasne-
Ha B 2000 rony B Mdrchenmusik Theater
r. [{utray.

JloCcTOBEpHBIM U YOETUTENIbHBIM OT-
KPBIBAJIOCh HHOCTPAHILY «PYCCKOE», YCIIbI-
[IIAHHOE CKBO3b MPU3MY HApPOIHOMN IECHH.
besycnoBHO, caM (hakT €€ mpuCyTCTBUS B
orepe Wi MPOrpaMMHONW MHCTPYMEHTATb-
HOW Tbece yKe CIOocoOCTBOBAJI 00Opa3oBa-
HUI0O «MECTHOTO KOJIOpHTa». Takas poJib
OTBOJIMJIACH TIOMYJISIPHBIM TIeCHIM «KaH-
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Kay, «younymxka» («3#, yxaem!»), «Borii-
Iy JIb sl HA pEYEHBKY)» U MEHEE U3BECTHBIM:
«Bponp no ynuue merenuna MeTéT», «Ko-
asgay». B aTHOrpaduuecku-3HaKoBOM — Kak
MEPBOCTENEHHOW — LIEHHOCTH (POIBKIOP-
HOU MecHU yOexkaaeT TOT (akT, YTO HEKOTO-
pbl€ IIMPOKO M3BECTHBIE ABTOPCKHUE MEJIO-
MY yTpauyMBajyd MUMEHA CBOMX CO3/aTeseu
¥ aQUIIMPOBAIUCH 3aMaHOEBPONEHCKUMHU
KOJUIETaMH KaK «pyccKas HapojHas Iec-
Hs». Takas y4yacTb NMOCTHINIa HAallMOHAJb-
HbIi ruMH «boxke, [aps xpanu!» A. JIbBoBa
¢ TekctoM B. JKykoBCKOro, KOTOpsIii 4acTo
npecTaBisyics Oe3bIMSHHBIM WUJIU € yKa3a-
HUEM «PYyCCKasi HapOJHas MECHs», a TAKKE
crasiue B XIX Beke «BU3UTHBIMU KapTOY-
KaMI» «PyCCKOro» pomaHcel «KpacHslii ca-
padan» A. Bapnamosa, «ComnoBei» A. Ans-
obeBa, «Ckaxute eii» kasruau E. Kouay6eii.

CrpaBeyIUBOCTH paAu CIEAyeT, Of-
HAKO, CKa3aTb, YTO HEMAaJO MY3bIKAaHTOB
NPOSBIISATIM K PYCCKOM HApOIHON IEeCHE
ropasno Oosiee miyOokuiit unrepec. O HEM
CBUJICTENIbCTBYET ILICJICHANIPABIICHHAs pa-
60Ta 1o cOopy MeceH B TOM €CTeCTBEHHOM
cpene, B KOTOpoil oHu ObiToBanu. [Tomumo
aBTOpOB H3BecTHOro B EBpome cOopHuka
H. A. JlsBoBa — W. Ilpava’, ruraHTCKyIO
paboty mo cOOpy M 3amUCH PYCCKUX Iie-
CeH MpoJenall, HallpuMep, IIBEJ MO IMpo-
ucxoknennro B. H. Tapresenpa (Julius
Napoleon Wilhelm Harteveld, 1859-1927),
B 1906 nmpennpuHABIINNA ITyTEIIECTBUS I10
Cubupu ¢ 1enpro codupaHuss U myOIHKa-
IIUU TIOPEMHOTO U KaTOP>KHOTO (hosIbKIIO-
pa, a mo3xe u3naBmuil coopHuk «1812 rog.
35 pycckux U (ppaHIy3CKHX IMECeH, Map-
IIEH, TAHLIEB U IIP. 31I0XU Brop:keHus Harmo-
neona I B Poccuro B 1812 rogy» mis myx-
ckoro xopa. OnmyOJMKOBaHHOE B CEpEMHE
XIX Beka HEMELKUM KOMIIO3UTOPOM, -
PIKEPOM | TperopaBaTesieM (OpTEenruaHo
JI. Kénepom (Christian Louis Heinrich
Kohler, 1820-1886) wusmanue «Pycckue
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HapOJIHbIE TIECHU: COOpaHHbIE U TOJIOKEH-
Hble i1 omHoro (Goprenuanoy (Album
national russe, myon. no 1875) Bxirodasio
194 wmenomun. Wckpennmit mpodeccuo-
HaJBHBIA MHTEPEC K CIeIU(PUIESCKU «pyC-
CKOMY» CKBO3UT B HECMETHOM KOJMYECTBE
apaH)KUPOBOK 00pPa3lOB pycckoro (oib-
kiopa: 6omnee 100 apamxupoBok (1869)
BBITIOJTHEHBI POCCUUCKUM MTHAHUCTOM, KOM-
MO3UTOPOM, M3/1aTEIeM HEMEIKOTO MpPOUC-
xoxxaenus M. bepuapaom (Moritz [Matvey]
Bernard, 1794-1871); «Haponusie 3Byua-
Hus» (Volkstone, 1878) xommo3utopa u nu-
anucta H. ¢pon Bunbma (Peter Nicolai von
Wilm, 1834-1911) comepxxar 150 pycckux
U IIITAHCKUX HAPOJHBIX MECEH U T. 1.
JIro0G0ombITHO TpOSIBUIIM ceOsi  TaHIIe-
BaJbHBIC JKaHpPhl. C ONHON CTOPOHBI, Ha
«TOANYM» BBIIUIN YCIIbIIIIAHHBIE U YBUICH-
HbI€ WHOCTPAHIIAMHU TPAJAUIIUOHHBIC ATHH-
YecKue pycckue TaHuwl — Trepak, Kozdcek,
Kamarinskaya, 4910 OBIIO €CTECTBEHHO U
3akoHOMepHO. C JIpyrod xe, MOSBUIKCH
TaHIbl C CUMOMOTHYECKUMH HA3BAHHSIMH,
OTpaXKAIOIIMMH TEOMOIMTHYSCKUI CTaTyC
Poccun, BritouaBmieit B ce0s Ha ompene-
JAEHHBIX UCTOpUYECKHX dTanax [lonpury u
VYkpauny: Mazurka russe, Polonaise russe,
Russian Krakoviak, Russian gopak, Gopak
(Russian dance). N1 mporpamma, u co0-
CTBEHHO MYy3bIKa 3/IeCh TIIOJAlOT CHUTHAI
O HAIMOHAJIBHO-CTHJIEBOM HEOJHO3HAY-
Hoctu. C TpeThei, MPOUCXOAUIIO TIapa-
JIOKCaTbHOE CKPEIIMBAaHHE BEChMa JUC-
TAHLIUPOBAHHBIX KYJIBTYP, UYTO HEBOJBHO
BBI3BIBACT aHAJIOTHIO C M3BECTHBIM I'puUOO-
€IOBCKUM BBIpakeHHeM 3 «lops oT yma»
«CcMecCh (hPaHIy3CKOTO C HUKETOPOICKIM):
Gigue russe gpannysa D. K. ne JI’EpBunne
(Etienne Caillette de L’Hervilliers, 1889),
Gavotte russe (Marousia-Gavotte) ¢pan-
my3a A. Jlyumxuau (Alexandre Clément
Léon Joseph Luigini, 1897), «Tanen pyc-
cKkuX amatei» (Russischer Apachentanz)
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HEMEIKOSI3pIYHOTO Kommo3utopa P. Ildap-
pa (Reinhard Pfarr, 3anmuce 1987). O mo-
THBaX TaKUX «THOPUIOB» (SKCIIEPUMEHT
B 00J1aCTH CTUJISI HAITMOHAIILHOM KYJIBTYPHI,
MY3bIKQIBPHOE TMPUHOIICHUE 3amagHOCB-
POIIEUCKOM KYJBTYpPbl — PYCCKOM, B CiIydae
¢ Gavotte russe CAMBOJIM3aIUs TPyKObI Poc-
cuu 1 OpaHium — Tema, KCTaT, aKTyaabHast
B KoHIIe XIX Beka) 0CcTa€Tcs TONBKO rajarh.

My3bIKallbHasE  COCTaBISAIONIAs  ObITa
PYCCKOTO 4eJIOBeKa — 4YeJIOBEKa IMOIOLIETO
W TaHIyIolero — obecrneynBaiach COOT-
BETCTBYIOIIUMHU MY3bIKAJIbHBIMU HHCTPY-
MEHTaMH, TIOCTOSSHHO HWMHUTHPYEMbIMU
B MbECAX HA «PYCCKyrO» TeMy. Kak 3HaKo-
Bble BbLIesUMCh Balalaika, Garmoshka,
Bells (xonokona), Les Grelots (OyOeHI11bl).

Hakonern, ocoboe MecTo B TBOPYECKOM
IUAJIOrTe C PYCCKOM KyJIBTypOW 3aHsAIU
XYIOKECTBEHHBIC TPOU3BEICHUS HAIIUX
COOTEUECTBEHHUKOB. Cpeaum HHUX MY3bI-
kasnbHble omychl (A. 'ypunésa, A. Ans-
oneBa, I1. YaiikoBckoro, . CTpaBUHCKOTO
U Ap.), Gurypupyromue B BUJE IIUTAT, all-
J03UM, TEM [Ji1 BapUALlMOHHBIX KOMIIO-
3UIUNA, Pa3IMYHBIX HHTEPTEKCTYyaJbHBIX
MEePEKJINYEK. Y3HaBaeMOM «BU3UTHOM Kap-
TOYKOI» PYCCKOrO CTajao TBOPUYECTBO Ha-
HIMX JUTEpaTopoB — 1o3ToB (A. [lymkuHna,
M. JlepmonTOBa, A. AXMaTOBOI1), YbU CTH-
XU UHCIIUPUPOBAIN MHOKECTBO POMaHCOB
U KaMEpPHO-MHCTPYMEHTAJbHBIX KOMIIO-
3unuid, u nucareneit (P. JlocrtoeBckoro,
JI. Tonctoro, A. YexoBa), 4bu Mpou3BeIe-
HUSI TTOJTYYUIIA MIPOJOJKEHUE B MHOTOYHC-
JIGHHBIX OIepax.

be3ycinioBHO, B HauMEHbIIEH CTelle-
HU B MY3BIKAJIBHBIX OITyCaX HHOCTPAHHBIX
CHELMAIMCTOB 3areyarienach peJTuruo3Hasi
(mpaBocJiaBHasi) COCTABIISIIOLIAsL PyCCKOTO
MHUpA, ¥ 3TO HEYIUBUTEIbHO. OUeBHUIHO, Ha
MEHTQJIUTETE WHOCTPAHIIEB CKa3bIBAJIOCh
JIOBJICHHUE JIPYTUX, paHee (110 )KU3HU) cop-
MHUPOBABILIUXCS Y HUX KAaTOJIMYECKUX WIIU
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MPOTECTAHTCKUX PETUTHO3HBIX (BO3MOXKHO,
U aTeUCTHYECKUX) LIEHHOCTel. BeposiTHo,
JaBall 0 cebe 3HATh «3aKPBITHINY, UHTUM-
HBI XapaKTep PEeTUTHO3HBIX IepeKHUBa-
Hul. TeM He MeHee IpaBOCIaBHE KaK He-
oTheMJIeMasi 4YacCTh JKU3HU POCCUSIHUHA BCE
K€ HAIIO CBOE 3aredariieHHe, MpU 3TOM
«KoH(EeCCHOHATBLHOE»  MPUBEPIKCHIIAMH
JIPYTUX PEIUTUA TPAKTyeTCs KaK SKBUBa-
JeHT «pycckoro». K Hemy mopoit pacrnona-
rajav, HampuMep, ONEpPHBIE CIOXKETHhI (0CO-
6enno XVIII Beka), B KOTOPBIX JTyXOBHBIE
JUIa U UEPKOBHBIE PUTYabl MPUBHOCUIH
«MECTHBIN KOJIOPUT.

OtnaguMm  JOMKHOE IIEPKOBHOMY Ha-
neBy «I'umH k BeuepHe» (Vesper Hymn)
J1. BoptHsiHCKOTO (XOTS aBTOpCTBO BOpTHSIH-
CKOTO BCE K€ OKOHYATEJIHbHO HE MOJTBEPXK-
neno). K nemy oOparuncs Jx. CTuBeH-
coH (John Andrew Stevenson, 1761-1833)
U CHeNall apaHXUPOBKY ISl BOKaJbHOIO
KBapTeTa (WM CMelIaHHoro xopa) ¢ dop-
TENUAHO C aHDIMUCKUM TekcTtom T. Mypa
Hark! The Vesper Hymn is Stealing, B xoTo-
poit I'uMH cTan mmpoko u3BecteH B EBpo-
ne ¥ ObUT apaHXKUPOBAH MHOTUMU JPYTUMH
My3bIKAHTaAMHU IS WHBIX HCIOJHUTEIb-
ckux cocraBoB (Henry Rowley Bishop,
Jean-Baptiste Duvernoy, Franz Konig,
Carl Lafite, Ferdinand Ries) niu monoxen
B ocHoBy Bapuauuii (Thomas Aptommas,
Augusta Garrett Browne, Charles B. Grobe,
James Pethel, Carl Reinecke, William H.
Swan).

[IpuBeném emé€ onuH, €nBa JIM HE HC-
KJIFOUUTEIBHBIN MIPUMEpP — TBOPUECTBO aH-
mmiickoro kommnosutopa XX Beka J[xo-
Ha Taeenepa (John Tavener, 1944-2013).
K Ttpamuuusam mnpaBocnaBusi €ro MOITOJI-
KHYJIM HEKOTOPHBIE )KM3HEHHbIE 00CTOSTEIb-
cTBa — Opak (XOTs M HEMPOOKUTEIBHBIN)
C IIPaBOCJIAaBHOW TI'PEYAaHKOM, BPEMEHHOE
npoXkuBaHue B ['penuu ¢ M3ydeHuem BOC-
TOYHOTO XPUCTHUAHCTBA, TBOPUYECKHI COIO3
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¢ poxaEnHou B Poccnn MoHaxuHen DEKITON,
kpeieHue B 1977 rogy, B Bo3pacrte TpuaLa-
TH TPEX JIeT (B XpPUCTUAHCTBE UMEHYEMOM
«Bo3pacToM XPpHUCTA»), MHUTPONOIUTOM
Antonnem Cypoxckum (baymom). B Teue-
HUE KpailHe 3HAYMMOro W IUIOAOTBOPHOIO
JIBAJIIATUIIETHETO MIPABOCIABHOIO MEPHOA
B KU3HM TaBeHepa MOSBUIUCH CTOJb Ce-
pPBE3HBIE OMYCHI, KaK KaHOHUYECKUH Ipa-
BOCJIABHBIM PEIUTHO3HBIA TUKN Liturgy of
St. John Chrysostom (1977) nna cMemaH-
Horo Xopa a cappella, The Grateful Akathist
(1987) mnst xopa U cUMGOHHUECKOTO OpKe-
ctpa, onepa Mary of Egypt (1991) (moapo6-
Hee cM.: [6]).

He orpannuuBasch BHEUTHUMH, PUTY-
aJbHBIMU aTPUOyTaMK TPaBOCIABHOM KYJb-
TYpbl, KOMIIO3UTOP TOrpykaercs B e€ oc-
HOBBI, OBJIQ/ICBAE€T CTAPUHHBIM 3HAMEHHBIM
pacreBoM — OCHOBHBIM BHJIOM JPEBHEPYC-
CKOro 00TroCIy)eOHOT0 MEeHUs, YTO 0OCOOEH-
HO SIPKO J1aJi0 O ce0e 3HaTh B MECHOTICHUH
Ju1si cMetnianHoro xopa Funeral Ikos (1981).
W xoTs BHOOCHENACTBUM MY3BIKAHT HCKal
0ojee IIMPOKHE JTYXOBHBIE OPHEHTUPBI
B IPYTUX PEITUTHO3HBIX TPaKTHKaX (B EBaH-
rejlnd, TEKCTaX aMEpPUKaHCKUX WHACHIIEB,
cydueB, WHAYCOB, MOCIEAOBaTENEH HCa-
Ma), pyccKas JyXOBHasl TPaJAUIIUS OCTaBUIa
B CO3HaHNM TaBeHepa HEU3IIaIUMBIH ClIe],
KOTOPBIM OTmevaTayncs B KPYMHbBIX, 3HAYH-
MBIX JUIsI KOMIIO3UTOPCKOTO CTaHOBJICHUS
omycax ILEHTPAJIbHOTO Tepuojia ero TBOP-
YeCTBa.

HecnoxHo 3aMeTUTh, 4TO MpaBOCIaB-
Hasi KyJbTypa JOCTAaTOYHO JOJITO 3are-
yaTieBajaCh BeChbMa IIOBEPXHOCTHO H
naxe (B cinydae ¢ «'MUMHOM K BeuepHE»
J1. BopTHsiHCKOTO) KOCBEHHO. BMecTe ¢ Tem
Oosee IyOOKO€ MPOHUKHOBEHUE B peiH-
THO3HBIN ACMHEKT >KU3HU POCCHUSIHUHA, CO-
NPSOKEHHBIA ¢ U3YYCHUEM W TBOPYCCKHUM
BOCIIPOU3BEICHUEM MY3bIKAIbHBIX TPaIH-
UM, BCE K€ CTAJO BEPOSATHBIM (yCHIIUSIMHU
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b. l'anynnu, K. KaBoca, JIx. TaBeHnepa,
A. Ilspra).

JTHUYECKHe rPaHULLbl «PYCCKOro»

O0630p 3apyOeKHOW MY3BIKH, BOILIO-
HIarouieil KOHLENT «PYCCKOEe», BCKPHIBAET
BECbMa Ba)XKHOE OOCTOSITENIBCTBO: HEKOTO-
PYIO Pa3MbITOCTb, MOABUXKHOCTb, HEOIHO-
3HAYHOCTh KJIKOUEBOro MOHATHS. OHa Haét
0 ce0e 3HATh B TeX Cilyyasix, KOTAa «pyc-
CKOE» TECHO colpuKacaercs (M Jaxe B3a-
HMMOIIPOHUKAET) C KAKUM-TO JPYTHUM SIPKO
BBIPKEHHBIM HalMOHANbHBIM. CHUMOUMO-
TUYECKUN MOCHUI JOHOCHUTCSl YK€ M3 Ta-
KUX Ha3BaHUU IIbeC, Kak Bohemien Russe,
Russisches Zigeunerlied. Pazymeetcs, 11b1-
raHckasi KyjlibTypa OPTraHMYHO BCTpPOECHA
B JKM3Hb PYCCKOTO uenoBeka. OmHako 00b-
equHenue Oepennom Jlucrom (Ferenc Liszt,
1811-1886) B «/IBE pycckue MEeTOIum» st
doprenunano (1842) «ConoBes» A. Ans-
obeBa u «llpiranckoii necan» («Tol HE TO-
BepHIlb, KaK Thl Muia») 1. BynaxoBa wnm
xe pacmmdpoBka HaumeHoBaHUs «l[pira-
HE» IM0J13ar0JIOBKOM «pPYyCCKasi MeJIOAUs IS
doprenmano» op. 27 (Les Bohémiens, my0n.
1o 1852) komno3utopa u nuanucrta K. Jleu
(Charles Lewy, 1823-1883) 3acraBisioT
YCMOTPETh TEHACHIIMIO K YpPaBHUBAHMUIO,
OTOXKJIECTBJICHUIO, CTUPAHUIO HAIMOHAJb-
HOM crienu(pUUHOCTH.

Hamuoro oueBugHee 3Ta TEHICHIUS
P TECHOM CONPUKOCHOBEHUU «PYCCKO-
ro» U «yKpauHCKoro». HenBycMBICIEHHO
e JekiapupyeT IMOJIHOE Ha3BaHUE TMpo-
U3BEJCHUS YeXa MO MPOUCXOKIEHUIO Op-
Hecta Bamxypbl (ArnoSt Vancura, 1750-—
1802): «Pycckas cumoHMs Ha YKpaWHCKHE
TEMbD». AHIIMACKUA W HEMENKuil Ooro-
cioB u ¢unonor b. bepecdopn (Benjamin
Beresford, 1750-1819), nexotopoe Bpems
CIIY’KUBIIUH CBALICHHUKOM B MocCKBe, co-
Opas 1 omyOIMKOBasl COOPHUKH HEMEIIKHX,
MIOTJIAHACKUX M PYCCKUX TNECEH C aHIIUii-
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CKUMHM TEKCTaMH, TOCYUTAB BO3MOXHBIM
OZIMH U3 HUX Ha3BaTh «Pycckuii TpyOamgyp»
(«Cobpanune yKpauHCKHX U JAPYTUX Hapoj-
HbIX Menonuit») [The Russian Troubadour
(A Collection of Ukranian, and other
national Melodies), 1816], oueBuAHO, HCXO-
151 U3 TEONOJIUTUYECKOTO CTaTyca YKpauHbI
TOTO BpeMeHU Kak okpanHbl Poccun. Ilonb-
ckuii ckpunay u komno3utop C. CepBaunHb-
ckuii (Stanistaw Serwaczynski, 1781-1859)
Kak aBTOp nbechl Kofomeika nnsi CKpUNKHU U
doprermmano op. 10 (1851) He Mor He 3HATH
YKPAWHCKOTO MPOUCXOXKIECHUSI M30paHHOTO
UM aHpa, U BCE ke pa3MeCTUJI COMyTCTBY-
IOIUNA YTOUHSIOIIMA KOMMEHTapuh «Oiie-
cTsmast GpaHTa3usi Ha PyCCKHE HAIMOHAb-
HbIE MOTHUBBI». TOYHO TO € MOXKHO CKa3aTh
O YELICKOM KJIaCCUYECKOM THUTapUCTe U
xommosutope I11. Pake (Stépan Rak), B 1945
rojly poAMBILIEMCSl B 3aKapnarbu, KOTOPBIH
TEM HE MEHEE Ha3BaJl OAHY M3 CBOMX IIbEC
Ruska Dumka; €& yKpamHCKO-TIOJIbCKHIA
KAHPOBBIM T'€HE3UC MOJAKPEIUIAETCS HHTO-
HAIUSMU YKPAuHCKOTO (OJIBKIIOpa.
CBoeoOpa3Hoe MecTo Ha dTHoOrpaduue-
ckoil kapre EBpasuu 3ansuia necHs Schone
Minka. KopHu e€ yXomaT B yKpPaWHCKYIO
KyJlIBTypy — aBTOPOM MecHH «IxaB Ko3ak
3a [lyHai» cuMTaeTcs 3alOpOKCKUHM Ka3zak
Cemén Knumosckuii. Bckope oHa 3aBoeBa-
na Poccuto, a 3arem Ilonblny u cocenHue
crpansl. HarmoneoHoBCKMe BOMHBI «3KCTIOP-
trpoBann» €€ Bo Ppanuuio. B Asctpun n
['epmanuy momynspHOCTH €1 0becredns Ho-
BeIM HeMelkuil TexkcT nmo3Tta K. Turme, rue
TepOMHS MoJyunsa uMsi MHHKa, a IeCHs —
Ha3zBauue Schone Minka, ich muss scheiden.
Jns Hac BaxxHO TO, 4TO B EBpomne u
Jaxe 3a e€ npenesaMu NECHs UACHTU(U-
LpOBaJach OJHO3HAYHO KaK pyccKas, 4To
MOATBEPKJAI0T, Hanpumep, JleBsiTh Bapu-
anui Ha pycckyro necHio (Schone Minka)
(9 Variations sur un air russe [Schone Minkal,
1814-1815) op. 37/40 K. M. ¢oun Bebepa
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(Carl Maria von Weber, 1786—-1826); Jle-
CSITh BapbUPOBAHHBIX TeM ISl POPTEITUAHO
op. 107 (Zehn variierte themen, 1817—18)
JI. Ban berxoBena (Ludwig van Beethoven,
1770-1827), rne mox Ne 3 3Hauutcs «Ma-
Jopoccuiickas necHs», a nox Ne 7 «Pycckas
necHs» (Schone Minka). Ha atoii Mmenoguu
MIOCTPOCHA IbECa COBPEMEHHOTO aMepH-
KaHCKOTO KOMIIO3UTOpA M apaHKUPOBIIIH-
ka K. JI. I'pysens (Carrie Lane Gruselle)
«OtkpeiTka u3 Poccum» (Postcards from
Russia).

Hecnoxno yoeautbcst B TOM, UTO TIOHU-
MaHHE «PYCCKOTO» BIIOJIHE COOTBETCTBO-
BAJIO HCTOPHUKO-TEOrpapuueckor peauu,
THUYECKas: HJICHTUYHOCTh Oblla COOTHE-
ceHa ¢ reorpaduueckumu rpanuiamu Poc-
CUM HA OIpPENEIEHHOM JTane €€ UCTOpHU-
yeckoil a3Bomtonuu. IloaTomy, MOCKOIBKY
Poccuiickas umnepusa konua XVIIL u XIX
Beka BKItouana B cebs Ykpauny u [lomib-
11y, KOMIIO3UTOPaMH B TO BpPEMs BIIOJIHE
MOKET OBITh HA3BAaHO PYCCKUM, HAIPUMED,
YKPAWHCKOE WJIH K€ Mosbckoe. O4eBUIHO,
10 ATOW TMPUYUHE KOMIIO3UTOP W IMHAHHUCT
u3 Hunepnannos M. Amep (Josef Ascher,
1829—-1869) nmocuuran KOMyCTUMBIM OITy-
OonukoBatb B 1857 romy kampuc-masyp-
Ky «Pycckuit kpecThIHCKUN TaHel» (WiIu
«Ilonsckuii Taneny) (Danse des Paysans
russes / Danse polonaise) op. 55. A BoT
TUTYN HanedaTtaHHoro B CujHee MOJIbCKO-
ro taHua ans ¢oprenuano Volga op. 36
K. Hydonra (Claude Dufault; 1877-1934)
BBINVISLIUT JOCTATOYHO KYPBE3HO.

CUMIITOMaTHUYHBI 3aT0JIOBKM MHOTOUHC-
JICHHBIX MHCTPYMEHTAIBHBIX IThec «Kazakm»
(Kosakenritt), xoTopble HE CoAepIKaT orpe-
NENEHHON HAIIMOHATBHON UICHTU(UKAIIH.
OcBenoMIIEHHOCTh 00 MCTOPUM Ka3auecTBa
— TEHETHMYECKOM IUTIOpaM3Me Ka3aubero
coobmecTBa U OONBIION reorpaduueckoit
pacIpoCTpaH€HHOCTH Ha Teppuropun Poc-
CUICKOM MMIIEpUHM — HE MO3BOJUT COOTHE-
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CTH MX C KaKOH-TO ONpeneaeéHHON (CKaXeM,
PYCCKOM) HAITMOHAJILHON KYJIBTYPOH.
HeoruéTtnuBocTth, HENPOSACHEHHOCTH
«PYCCKOI0» CTAaHOBHTCS OYEBUIHOM emeé
B OJHOM IUIaHE — TP €r0 PacCMOTPEHUU
C TOYKH 3pPEHUsl KYJIBTYpOJIOTHYECKU-TICHU-
XOJIOTUYECKON MIEHTU(UKALIMU: HACKOJIb-
KO PYCCKO€ BOCIIPUHUMAETCS U OCO3HAETCS
MMEHHO KaK TaKOBOE €BPOIEHCKUM «yXOM).
Hamm HabmroneHus oKasbIBaKOT, YTO «CJIbl-
LIMMOE» OTHIO/b HE 0053aTENIbHO COBMAIAeT
C «UCTUHHBIMY. [IpuBeIéM TOMYy pUMeEpBHI.
B 1776-1784 romax TOH My3bIKaJIbHOI
xu3HU [leTepOypra 3aaBai npuexaBiuii U3
Wramuu JIx. [Tanzuemno (Giovanni Paisiello,
1741-1816) — KOMIIO3UTOP U KareJIbMencTep
nMrieparpuiel Exarepunsl Bropoit u yun-
T€JIb MY3bIKH BEJIMKOW KHATUHU Mapuu D¢-
nopoBHsI. [IpedriBanne B Poccun ckazanoch
Ha €r0 TBOPYECTBE, B YACTHOCTH, Ha IByXaKT-
HoW omnepe «JI1000Bb ¢ MPENATCTBUSMU, UIH
Menbanunxa» Ha suoperro [x. [TanomOb1
(L’amor contrastato, ossia La molinara),
nocrapieHHoil B Heanone B Teatro dei
Fiorentini yxe 1mocie 0oTbe3ia KOMIIO3UTO-
pa u3 Poccun B 1788 romy. B ocHoBy apumn
1aBHOU repounu Nel cor piu non mi sento
(«B cBOéM ceptie s Oosblie HE YYBCTBYIO
JUKOBaHUA OHOCcTW») w3 Il nelicTBus
(B npyroii Bepcuu Omepsl — Jy3Ta) MOJIOXKe-
Ha pycckasi HapoaHas necHsi «Ha To 51b, yto-
661 mevanm» (B XIX maBe pomana «HoBb»
N. C. TypreHeB oOnuchIBa€T HUCHOJHEHUE
3TOM NECHU cymnpyramu crapukamu @omyii-
kot 1 @umynrkoit CyO004eBbIMH U TTPUBOHUT
eé texct: Ha mo v, umobwt neyanu / B n1106-
8u Ham Haxooums / Ham 6oeu cepoye oanu,
/ Cnocobnoe nobums?). Apusi HaCTOJIBKO
nonobuiace B EBpore, 4To JecATKH KOM-
MO3UTOPOB (Cpeld KOTOPBIX CTOJIb WMEHH-
Thle, Kak /[>x. borTe3unu, JI. BaH beTxoBeH,
H. Ilaranunu) cpenanu e€ apaHXHPOBKH,
npeoOpazoBanu B cBou dDaHrtasuu, Bapua-
MU U Jpyrue npecbl. OHAKO HU B OJHOM

163



G/ﬁ\

M3 nctopuum 3apy6bexx HOM My3bikMK

ciydae (kak, BmpoueM, u y Ilausuemnio)
B HOTHOM TEKCTE HE YKa3bIBAETCS €€ PyCCKOE
MIPOUCXOXKJICHUE, M3 YEero MOXKHO CJIeNaTh
NPEIIONIOKEHUE, UYTO €€ PYCCKUE KOPHH,
CKOpee BCEero, He ObUTH M3BECTHBI €BPOIICH-
[aM.

[Toxokee MPOU30ILIO U C MY3BIKOW IpYy-
roro utanbsana — Jx. Poccunu (Gioachino
Rossini, 1792—-1868), xoTtopslii B camoii
nonyJsspHot cBoed omnepe «CeBUIbCKUN
LHUPIOJIBHUKY» MPOLUUTHUPOBAT MEIOIUU PyC-
CKHMX HapoJHbIX neceH «Tbl moau, Mos Ko-
POBYIIIKA, TOMOW» U «AX, 3a4eM ObI OTOPOJ]
TOPOJIUTH», HO, CyAsl MO HCCIEAO0BATElb-
CKHM U KPUTHUYECKUM CTaThSIM O MPOU3BE-
JIEHUH, HUKTO UX KaK dTHOrpaduieckue 10-
KyMEHTbI HE BOCITPUHSLIL.

HyxHo mnpusHare, 4yTO oOmnpenenéHHas
«TITyXOTa» MPHU HALMOHAIBHOM aTpuOylnuu
MY3bIKH TPUCYIIA OTHIOAb HE TOJBKO 3a-
MaJHOEBPONEHCKUM MY3bIKAHTAM IO OT-
HOIICHHUIO K PYCCKOW KynbType. fBieHue
3TO MHOTO PacIpOCTpPaHEHHEE U CIOXKHEE.
JlocTarouHo ckas3arb, 4TO OHO IMPOCTUpA-
eTCs TaK)ke Ha 00J1acTh HAIlMOHAJIBLHOM ca-
mowuneHTuduxanuu. Kazanocs, sicHo Buaen
niepen coboro A. @. JIbBOB 3aaqy rocymap-
CTBEHHOTO MaciTabda, roBopsi B CBOMX «3a-
NMCKax» 0 couMHeHnHn rumHa Poccun: «3a-
Jlada 3Ta oKazajiach MHE BECbMa TPYIHOIO,
KOTJa S BCIIOMHHAl O BEJIMYECTBEHHOM
rUMHe aHruiickoM God, save the King!, 00
OpUTHMHAIBHOM THMHE (PPaHIy30B U yMH-
JUTETHFHOM TUMHE aBCTpuiickoM. Heckomb-
KO BpPEMEHHM MBICIIb 3Ta Opoausia y MEHS
B rojioBe. Sl 4yBCTBOBaJ HaJIOOHOCTH Ha-
nucaTh TUMH BEJIMYECTBEHHBIM, CHJIBHBIN,
YyBCTBUTEIIBbHBIN, JIJIS1 BCAKOTO MOHSTHBIN,
MMEIONIUN OTHEYAaTOK HAMOHAIbHOCTH,
TOJHBIN JJISI LIEPKBH, TOJHBINA ISl BOMCKA,
TOAHBIN JIJI1 HAPOJa, OT YYEHOTO J10 HEBEXK-
1Dy . OHAKO ke 9Ta OJaropoHas nejib He
ObLJ1a OLIEHEHA IO TOCTOMHCTBY — KPYITHBIM
3HATOK pycckoil KyaeTypsl B. B. Cracos,
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XapaKTepHU3ysl TBOPYECKYIO MESITEIbHOCTh
A. @. JIbBoBa, Oe3aneuIIIMOHHO KOHCTAa-
TUPOBAJ, YTO HU TUMH, HH JyIlIa aBTOPA «HE
HMEIOT HUYEero HalfmoHaabHoro» [5, ¢. 143].

Hakonen, 3aBepmias Hamr o030p, q00a-
BHM, YTO CJIOBECHO€ yKa3aHHE Ha HEUTO
pycckoe MOXKET HOCHTh U BOBCE CYry0o
YCIIOBHBIA XapakTep, HUKOMM 00pa3oM He
compsrasichb ¢ caMoud My3bIKoW. U siBIeHME
3TO B MACCUBE «PYCCKHUX)» OIYCOB KOMIIO-
3UTOPOB-UHOCTPAHLEB BECbMa paclpo-
CTPaHEHO.

Wtak, BBISICHUIIOCH CIENYIOLIEE: 3apy-
OCKHBIM MY3bIKAHTAM «PYCCKOE» Tpe-
CTaBJIsieTCsl BeChMa MHOTooopa3Ho. OHO OT-
KpbIBaeTcsl Kak 0003HAaY€HHUE ToCyIapCTBa.
Emé OGonee mpuBIeKaTelieH TOT €ro CIIOH,
B KOTOPOM ITPOCMATPUBAETCS KU3Hb POCCHU-
STHUHA. 3HAYUTEIBHO (XOTS W OMPaBIAHHO)
YCTYNAET UM €UI€ OANH ACIEKT PyCCKOro —
AKKyMYJIMPOBAaHHBIN B PEITUTHH.

Bommomenuto  «pycckoro»  cmoco0-
CTBYET apceHaJ CpeJICTB U PUEMOB, Cpeau
KOTOPBIX 3aMETHO BBIACISIETCS YTOUHSIIO-
Ie-Pa3bACHAIONIAS POJIb MPOrPAMMHOTO
3arojIoBKa M IIUTUPOBaAHUE crienudruecko-
ro MY3bIKaJIbHOTO Matepuaina ((ombKiop-
HOTO WJIHM >X€ aBTOPCKOTO, MOJYyYHBIIETO
OOJBIIIYI0 €BPONEHCKYI0 M3BECTHOCTh Kak
quasi-POIBKIOPHBIIL).

B xoxe 0030pa BBIACHWIOCH, YTO CaMO
«PyCCKOE» KaK apXeTUINUYECKUN MY3bl-
KaJIbHO-XY/I0’)KECTBEHHBIN KOHLIETIT BEChbMa
pacILIBIBUATO, €r0 TeorpaduyecKue u STHU-
YECKHUE IPaHULIbl Pa3MbITHI. YK€ 3TO pacIo-
Jaraet K ToMy, 4TOObI 33/1aThCsl BOTIPOCOM:
MO3BOJUTEILHO JIU TP JOBOJIBHO HTUPOKOM
OXBaTe MMPU3HAKOB PYCCKOTO, 1a U AMHAMUY-
HOCTH CaMOTI'0 XYI0KECTBEHHOI'O KOHIIENTa
TOBOPUTH O MIIyOMHE €ro MOCTHKEHUSI UHO-
CTpaHHbIMU My3bikaHTamMu? llonmaércs nu
y HUX paciu(poBKe «HAIIMOHATIBHBINA KO
— «HanuoHanbHO-KynsTypHass JIHK» poc-
cusitHuHa?
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CkazanHoe y0OexaaeT B TOM, 4TO 000-
3HAUEHUsI TMPOOJIEMBI — «pyccKasy» Tema
B MY3bIKE KOMITO3UTOPOB-UHOCTPAHIICB
(dTO, COOCTBEHHO, W CHIEJIaHO B JIAHHOM
nyOnukanuu) — sBHO HemoctaroyHo. [lo-
TpeOyeTcsi e€ nanbHeimas riyookas pas-

paboTKa, IpU KOTOPOM IMOHATOOUTCS Kak
IIOMCK JTaHHBIX 00 00CTOATEILCTBAX CO3/1a-
HUS U UCTIOJTHEHUS TPOU3BEICHUI B IIIHPO-
KOM HCTOPHKO-KYJIBTYPOJIOTHYECKOM KOH-
TEKCTE, TaK W TIIATEIbHBIM aHaJIM3 caMoiu
MY3BIKH.

<S> TIPUMEYAHUA <>

' Ilrenun 5. 5. My3bika u 6anet B Poccun XVIII Beka. JI.: My3rus, 1935. 190 c.
2 JIeBoB H. A., TIpau U. CoOpanue HapoIHbIX PyCCKUX receH ¢ ux ronocamu. CI16., 1790. 192 c.
3 JleBoB A. @. 3ammcku A. @. JIbBoBa // Pycckwmii apxuB. 1884. Ku. 2, Ne 4. C. 241. I{ur. no:
Anexkceit Kyp6atos. Kommnosutop A. @. JIbBoB. «boxe, Llaps xpanu!»
URL: http://wordweb.ru/2007/12/06/kompozitor-a.f.-lvov.html (07.01.2013).

< AUTEPATYPA (<>

1. Anrtonenko E. FO. Bampnaccape [amynnu u my3blka 1jsl MpaBOCIaBHOM JUTYypruu //
Bectnuk IIpaBocnaBroro Csato-TuxoHOBCKOro rymanurapHoro yuusepcurera. Cep. V. Bonpocsl
UCTOPUH U TEOPUU XPUCTHAHCKOTO nckyccTBa. 2017. Boim. 28. C. 49—-66.

2. Honrymmna M. I. Kamepnas BokanbHasg My3bika B Poccun nepsoii nosnoBunsl XIX Beka
B €€ CBA3AX C eBponeiickoi kyasrypoit. CI16.: Kommosutop, 2014. 446 c.

3. Kask A. b. Pyccko-eBpasuiickasi IIUBHIIM3ALMS: B3aUMOJEHCTBAE MY3bIKaIbHBIX KYJIBTYp
(IX — magano XX BB.) // ITomurnoszuc. 2007. Ne 1 (29). C. 76-95.

4. PooxxoBa H. A. My3ssikanbHble 6atanuu B Poccun // IcKyccTBO My3bIKU: TEOPHSI K HICTOPHSL.
2011. Ne 1-2. C. 127-141.

5. CracoB B. B. Crareu 0 my3sike: B 5 Bbin. M.: My3sika, 1977. Beim. 3. 1880—-1886. 354 c.

6. Ilamxanosa II. III., Ka3anuesa JI. I1. JI>x. TaBenep. Mononpama «Cmepts MBana Mnbuuay:
K BoIlpocy 00 nunTepnperanuu ogHonMenHoi nosectu JI. H. Tonctoro // [Ipobiaembl My3bIKaabHOM
Hayku / Music Schilarship. 2019. Ne 1. C. 106—-114. DOI: 10.17674/1997-0854.2019.1.106-114.

7. Iluraesa E. 0. Pycckas Tema B 3a11aJHOE€BpONEICKOM My3bIKaibHOM Tearpe (koHen X VIII
— Hayasio XX BB.): JUC. ... KaH]. HCKyccTBoBeneHus. Kazansp, 2014. 327 c.

06 asmopax:

Kazanuena Jlonmuia IlaBioBHa, JOKTOp MCKYCCTBOBEACHUS, mpodeccop Kadeapbl
TEOpUM M HUCTOPUU MY3bIKH, 3aBefyromias [IpoOreMHON HayyHO-HCCIEI0BATENbCKOM
JlaGopaTopueid My3BIKAJBHOTO COJACpXKaHWS, AcTpaxaHCKas TroCylapCTBEHHAsS
koHcepBatopus (414000, . Actpaxanb, Poccus), ORCID: 0000-0002-7943-9344,
kazantseva-lp@yandex.ru

BoakoBa Iloanuna CraHucCIaBOBHA, JIOKTOp  HCKYCCTBOBEACHHS,  JIOKTOP
¢mnocodcknx Hayk, KaHAUAAT (QUIOIOTMYECKUX HayK, mpodeccop Kadeapsl pyccKoro
s3pika, KpacHomapcekoe Briciiiee BoeHHoe OpnenoB JKykoa u OktsOpbckoi PeBomtorim
KpacHO3HAMEHHOe yuunuiie umeHu renepaia apmuu C. M. Illtemenko (350063,
r. Kpacunonap, Poccust), ORCID: 0000-0002-2424-7521, polina7-7@yandex.ru

Problemy muzykal'noj nauki / Music Scholarship. 2021. No. 3 165



Gre~_ M3 nctopuum 3apy6bexx HOM My3bikMK

<" REFERENCES ~ <>

1. Antonenko E. Yu. Bal'dassare Galuppi 1 muzyka dlya pravoslavnoy liturgii [Baldassare
Galuppi and Music for the Orthodox Christian Liturgy]. Vestnik Pravoslavnogo Svyato-
Tikhonovskogo gumanitarnogo universiteta. Ser. V. Voprosy istorii i teorii khristianskogo iskusstva
[Bulletin of the Orthodox St. Tikhon Humanitarian University. Ser. V. Questions of History and
Theory of Christian Art]. 2017. Issue 28, pp. 49-56.

2. Dolgushina M. G. Kamernaya vokal'naya muzyka v Rossii pervoy poloviny XIX veka v ee
svyazyakh s evropeyskoy kul'turoy [Chamber Vocal Music in Russia during the First Half of the
19th Century in its Connections with European Culture]. St. Petersburg: Kompozitor. 2014. 446 p.

3. Kayak A. B. Russko-evraziyskaya tsivilizatsiya: vzaimodeystvie muzykal'nykh kul'tur
(IX — nachalo XX vv.) [The Russian-Eurasian Civilization: The Interaction of Musical Cultures
(From the 9th to the Early 20th Century)]. Polygnozis. 2007. No. 1 (29), pp. 76-95.

4. Ryzhkova N. A. Muzykal'nye batalii v Rossii [Musical Battles in Russia]. Iskusstvo muzyki:
teoriya i istoriya [ The Art of Music: Theory and History]. 2011. No. 1-2, pp. 127-141.

5. Stasov V. V. Stat'i o muzyke: v 5 vyp. [Articles about Music: In 5 Issues]. Issue 3. 1880—
1886. Moscow: Muzyka, 1977. 354 p.

6. Shamkhalova P. Sh., Kazantseva L. P. Dzh. Tavener. Monodrama “Smert' Ivana Il'icha”:
k voprosuob interpretatsii odnoimennoy povesti L. N. Tolstogo [ The Death of Ivan Ilyich: Concerning
the Question of Interpreting Leo Tolstoy’s Novelette of the Same Title]. Promlemy muzykal'noj
nauki / Music Scholarship. 2019. No. 1, pp. 106—114. DOI: 10.17674/1997-0854.2019.1.106-114.

7. Shigaeva E. Yu. Russkaya tema v zapadnoevropeyskom muzykal'nom teatre (konets XVIII —
nachalo XX vv.): dis. ... kand. iskusstvovedeniya [ The Russian Theme in Western European Musical
Theatre (From the Late 18th to the Early 20th Century): Dissertation for the Degree of Candidate
of Arts]. Kazan, 2014. 327 p.

About the authors:

Liudmila P. Kazantseva, Dr.Sci. (Arts), Professor at the Department of Theory and
History of Music, Head of the Laboratory of Music Content, Astrakhan State Conservatory
(414000, Astrakhan, Russia), ORCID: 0000-0002-7943-9344, kazantseva-lp@yandex.ru

Polina S. Volkova, Dr.Sci. (Arts), Dr.Sci. (Philosophy), Ph.D. (Philology), Professor
at the Russian Language Department, Krasnodar Higher Military Orders of Zhukov and

October Revolution Red Banner School named after Army General S. M. Shtemenko
(350063, Krasnodar, Russia), ORCID: 0000-0002-2424-7521, polina7-7@yandex.ru

&P

166 Mpob6bAaeMbl My3bikaAbHOMW Hayku / Music Scholarship. 2021. N2 3



On the History of Western Music P

ISSN 1997-0854 (Print), 2587-6341 (Online) DOI: 10.33779/2587-6341.2021.3.167-174
VIK 782.1

B. B. ABAPOBA

Cankm-Ilemepbypeckuil 20cyo0apcmeeHHblll YHU8epcumen
2. Canxkm-Ilemepoype, Poccus
ORCID: 0000-0003-1049-2259, azarova_v.v@inbox.ru

Mopsiaok 6AaroaaTu B onepe MpaHcuca lNyaeHka
«AMAAOrM KAPMEAUTOK»

B craree paccmarpuBaercs MPOCTPAHCTBO AYXOBHOIO CMBICIIA M CHCTEMA €r0 OpPraHHU3aluu
B «/lnanorax kapmenuTok» —onepe @pancuca I[lynenka, packpsIBaromieil TeMy JTyXOBHOTO MOJBUTA
B0 uMs Xpucta. [lyneHk oxapakrepus3oBajl 0COOEHHOCTH JyXOBHOTO MyTH MOHaxuHH bianmn ot
CwmeptHOlt Myku XpHCTOBOHM, KOTOpas OKa3aiach B YHCIIE KEPTB PECIyOJUKAHCKOW BIACTH U
BMECTE C OCTAJIbHBIMH CECTPAMHU-KaPMEJINTKAMH IIPUHSIA MyUYEHHYECKYI0 CMEPTh Ha TMJIBOTHHE.
MoHartneckast u3Hb in spiritualibus TIaBHBIX T€POUHB ONEPHI MPEACTaBIEHAa KOMIIO3UTOPOM KaK
«00BIYHAs COBEpIIECHHAs XpUcTUaHCKas kU3HbY» (k. OMAHH). ABTOp MPUXOAUT K CIEAYIOUIUM
BBIBOZIAM: MPOEKLHUSI YHUBEPCAIbHBIX TOHITUNH XPUCTHAHCKOM ¢uimocoduu KaToIHIU3Ma
B 0a3MCHYIO0 YacTh JYXOBHOTO CMbICJIA OTEphl «J[1anoru kapMenuTok» GopMUpPYyeET NpeACcTaBIeHUE
00 0COOEHHOCTSIX XY/I0’)KECTBEHHOTO MHUpa JTaHHOTO MPOU3BEICHMS; STINU30/Ibl, 0OHAPY>KUBAIOILIHE
B OIIEPE OTJEIBHBIE PA3HOBUJIHOCTH MUCTHUYECKOTO OIBITA U ACKETUYECKHUX MPAKTUK MOHAIIECKON
KU3HU, PYHKIIMOHUPYIOT KaK CUCTEMOOOpa3yoII1e AIEMEHTHI OpsIKka 6J1aroJaT B MPOCTPAHCTBE
€€ ITyXOBHOTO CMBICIIA; B omnepe «Jlnamorn kapmenutok» npeacrtasienue [lymeHka o mucrepuun
Oyaromatu OTpaxkeHo par excellence.
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The Order of Grace in Francis Poulenc’s
Dialogues of the Carmelites

This paper looks into the structure of spiritual domain in Dialogues of the Carmelites, a
work by Francis Poulenc which depicts a monastic feat in the name of God. Poulenc shows
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in detail how sister Blanche of the Agony of Christ ends up mounting the scaffold among
other Carmelites. The composer reveals the main characters’ inner world in spititualibus as an
ordinary development of a perfect Christian life (ref. Jordan Aumann). The study has identified
that: the projection of universal catholic philosophy notions onto the foundation of the opera’s
spiritual sense forms an understanding of its world’s special features; the opera gives a glimpse
of particular mystical experiences and ascetic practices related to monastic way of living that
work as major elements to the order of Grace; the world of Dialogues of the Carmelite shows
Poulenc’s perfect understanding of the Grace as a mystery.

Keywords: Francis Poulenc, Dialogues of the Carmelites, Christianity, Grace, nuns, martyrdom,

spiritual world.
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€MHOI'0 €CTh B UCTOpHUH Omepbl XX

BEKa MIPOU3BEICHUM, B KOTOPBIX I10-

Ka3aHO HEBUIMMOE BO3/IEHCTBHE Ha
yenoBeka napa Cesaroro Jlyxa, a Takxke ze-
ATEIFHOE yYacTHe YeoBeKa B iesiax onaro-
naru. Onepa @pancuca Ilynenka «/luano-
'Y KAPMEIUTOK» — COUMHEHHE, OTPa3HUBIIIEE
CBOOO/IHBIN BBIOOP JAYXOBHOTO MOABUTA BO
nMs Xpucra. JKM3HEHHBIH IIyTh U MydYe-
HUYECKasi CMEpPTh MOHAXHHb-KapMEIUTOK
MCTOJIKOBaHbI KOMITO3UTOPOM KakK MOPSII0K
in spiritualibus (TOPSAOK «B JTyXOBHOMU
ctepey). [lonarue nopsiaka, UMeBIIEE YHU-
BepcalbHOE 3HAYEHUE B TEOJOTUU CBATOTO
®ombl AKBUHCKOTO, B XX BEKE pa3BUBaj
BhTAfOIIMIACS  paHIy3ckuii  dumocod-
HeoToMHCcT W OorocioB Kak Mapuren
(1882—-1973). Karonuueckuii MBICTUTENb
ompenenun Onaronatb Cesroro Jlyxa kax
OCHOBHOM MPUHIMI «B nopsiake oT HoBoro
3aBetax [4, c. 72]. ACIEKTbI KATOJIUYECKOTO
y4eHHUs O OJlarofatv COCTaBWIIM UICHHYIO
OCHOBY TbeChl (PAHILY3CKOTO MBICTUTEIS
XKopxa bepranoca (1888-1948) «Jluaino-
M KapMelIuTok». B omHOMMEHHOM omepe
O®pancuca I[lynenka (1953-1957) coOvbI-
TUSL 1 00pa3bl UCTOPUUYECKOW PEeaIbHOCTH
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1794 rona Bo @paHiuu npeacTaBiIeHbl KOM-
MO3UTOPOM CKBO3b TMPHU3MY NOTYNHEHHON
MOPAZIKY OJarofaTy XpUCTUAHCKOM >KHU3HU
MOHaxXUHb-KapMENUTOK. B XymoxxecTBeH-
HOM MHpE Omephl «J{Hnajioru KapMeIuToK»
JOMUHUPYET TMPOCTPAHCTBO JTYXOBHOTO
CMBICIIA.

Ucrtopus cozmanust «JluanoroB kapme-
JUTOK», CTPYKTypa, NEHCTBHUE Ha CIIEHE,
pa3BUTHE MY3BIKAJLHOW JIpamMaTypruu M
aCMeKThl MY3BIKaJIbHOTO CMBICTA, a TaKXKe
OT/IENIbHbIE OCOOCHHOCTU peabHON [y-
XOBHOHM HM3HU TJIABHBIX TE€POUHb OIEPHI
OCBEIllIeHbl B Haimleid MoHorpapuu «“Iu-
anoru kapmenutok’. Ilbeca XK. bepnano-
ca u onepa @. Ilynenka» (2020) [1]. Hus
MMOHUMAaHUS XYHOXKECTBEHHOTO MHpa OIle-
PBI aKTyaJbHO HCCIIEJOBaHHE €€ TYXOBHO-
ro NPOCTpPAaHCTBA — TOW Oa3MCHOW dYacTu
XPUCTHAHCKOM U3HU 4YEJIOBEKa, OCHOBY
KOTOpO¥ cocTaBisger Onarogath CBATOTO
Hyxa. Kak MOXXHO NMPEeAnooKUTh, OCHOBY
OpraHu3alid Ha3BaHHOTO MPOCTPAHCTBA
COCTABJISIFOT BO3JIEHCTBUE OarofaTu Ha Jy-
XOBHBII MHUp 4eloBeka, nepenada Oiaroaa-
TH, a TaK)K€ ydacTHe 4YeJoBeKa B Jeie Ona-
rogatu Cearoro [lyxa.
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Iens crarbu — chopmupoBarh mnpen-
CTaBlieHHE 00 O0COOEHHOCTSAX MHOTOTPaH-
HOTO Xy/J0)KECTBEHHOTO MHpa OMNEpbl, pac-
CMOTPEB OpraHu3aluio0 0a3ucHOW dYacTu
IPOCTPAHCTBA €€ AyXOBHOro cMbicia. Cra-
BATCA CIEAYIOIIME 3a/laud: OXapaKTepH-
30BaTh OA3UCHYIO 4YacThb B IPOCTPAHCTBE
JYXOBHOI'O CMBbICIIa onepsl «Jluamorn kap-
MEJIHUTOK», ONPEAEIIUB TEM CaMbIM OCHOBY
e€ XyJI0KECTBEHHOI'0 MHpa; OOO3HAYUTH
CHUCTEMOOOPA3YIOIINE AJIEMEHTHI TOPSAIKa
onaronatu Cesitoro /[yxa B mpocTtpaHcTBe
JYXOBHOT'O CMBICIA NPOU3BEICHUS; OIpe-
JEJIUTh 3HAYEHHUE JTUTYPTHUECKUX TEKCTOB
HAa JIATBIHU B XY/I0’)KECTBEHHOM Mupe «Jlu-
aJI0rOB KaAPMEIUTOK.

Wzyuas mopsimoxk Onarogatu kak Oa-
3MCHYIO YacTh B MPOCTPAHCTBE JTYXOBHOTO
CMBICIIa ONEpBI «/luaaorm KapMmelIuTok»,
aBTOp CTaTbU OIPENEISAET OCHOBY €€ XyJO-
KECTBEHHOTO MUpa, YCTAHABIMBAET CHUCTE-
MOOOpa3yloIue >IeMEHThl Hopsaka Oia-
ronatu Cesaroro Jlyxa, BbIABISET (QYHKIUU
JUTYPIUYECKUX TEKCTOB Ha JIATBIHU U OT-
MeydaeT B omnepe ocoOble MPU3HAKK kKaHpa
MUCTEPHUH, YTO COCTABISET METOJOJOTHIO
UCCIIEIOBaHUS.

B xynoxectBeHHoOU KoHuEenuuu «Jlna-
JIOTOB KapMeJIMTOK» JAEUCTBYET CUCTEMA Op-
raHU3alKu JTyXOBHOI'O CMbICIA — MOPSAIOK
onarogatn Cesaroro Jyxa. CkBO3b Hpu3-
My BO3JEHCTBHS 01arofaT/y4acTusi 4eio-
Beka B mopsake Omaromatu Cesaroro Jlyxa
B IPOU3BEJICHUU OTPaKE€Hbl OCOOEHHOCTH
JYXOBHOTO ITyTH IVIABHOM TE€POMHU — MO-
HaXWHU-KapMenuTku bnanm or CmepTrHOM
Myxn XpHCTOBOM M APYTHX CECTEP-MOHA-
XHMHb, CTaBIIMX My4YE€HUIIaMH U OeaTnduiu-
poBanHbIx [lanoii [Tuem X B 1920 rony.

JIyXOBHYI0 KH3Hb IJIABHOW TIE€pOU-
HU omepbl brmanm ne Jlagopc ompenensier
1yOOKoe BHYTpeHHee enuHeHue ¢ borom.
BwmecTte ¢ TeM B pacnopsiiok 4acTHOM KU3-
HU bnaHm BTOprarmrcs npecienoBaHUs
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CO CTOpPOHBI PECHYOJMKAHCKUX BJIACTEH,
IPOBOJALIMX KAMIIAHUIO JI€XpUCTHAHU-
3anuu. [IpsMoe M KOCBEHHOE OTpa)KCHHE
Ha3BaHHBIX COOBITHI MpPEACTaBIeHO B 1 U
3 xapruHax | nmelictBus, B 3 u 4 xapTuHax
IT nevictBus, B 1 u 2 kaptunax Il geficTBus,
BO II murepmoonuu III pelictBusa, a taxxke
B 4 xaptune Il neiictBus onepsl.

B 1 xaptune [ neicTBUs KOMIIO3UTOP yjie-
AU 0coboe BHUMAaHUE OOHAPYKEHHUIO Ha-
MPsLKEHHOTO TYIIEBHOIO COCTOsIHUA brani,
UCHBITHIBAIOLIEH MOCTOSHHOE YYBCTBO MYy-
YUTEJIbHOTO CTpaxa W MPUBBIKIIEH CUUTATH
CTpax CBOMM OCHOBHBIM HenyroM. Bospa-
IasCh K MBICIIU O cTpaxe Xpucrta B [edcu-
MaHCKOM cajy, briaHi Taxke pa3Mbluisia
0 BockpeceHnn Cracurens; oHa ¢ 0COOBIM
TpeneToMm ynomuHazia o Ilacxe, cumBonuzu-
pyIoIIel XpUCTHAHCKOE OOHOBIICHHE YeIOo-
Beka [6, p. 21]. He naxons ansa ce0st mecta
B OKPYXKAIOILLEH KU3HU, MATHAALUATUICTHSISA
TepOUHS NPUHAJTIA TBEPIOE PELICHUE BCTY-
UTh B MOHaIeckuit opaeH Kapmens. Yoe-
IUB OTLA B TOM, YTO €€ NpeJHa3HAuYCHUE
cocrouT B ciyxeHuu locnony, bianm or-
Ka3aJ1ach OT BCEX MPUBWIETHI BBICOKOTO CO-
UaJIbHOTO TonokeHus. OTka3 ot 6e30enHo-
TO CyILECTBOBaHMA B 0COOHsKe Mapkusa u
N0OpOBOJIBHOE pellieHre biant nocenuTbes
B 00UTENH, KUBYIIEH HA TOJASTHUSI TOPOXKAH,
YKa3bIBaIOT HA €€ CTPEMJIEHHE CIIEA0BATh 3a-
MoBeIu XpHCTa O HEBO3MOXKHOCTH Ooraro-
My BoiiTH B LlapctBo Hebecnoe. Hauano ay-
XOBHOTO IyTH IJIABHOM T€POMHU OTMEYEHO
BO3/IEHCTBUEM OJIaro/iaTy.

Bo 2 xaprune | geiictBus (cuena cobe-
cenoBaHusl brmaHm v HacTOATENBLHULBI MO-
HacTeIpst rocnoxu ne Kpyaccu) Ilynenk
repenan AyLIEBHOE CMATCHHE INIABHOM Te-
pOUHU, HEM3OBIBHBIN CTpax KOTOPOH IJiaBa
MOHACTBIPSI MCTOJKOBajla KaK T'OTOBHOCTh
Oymyleli MOHAaXWMHHM y4acTBOBaTh B TailHE
cmeptu XpuctoBoil. Komnosurop packpbiin
Ty HEBUJIMMYIO TYXOBHYIO CBf3b, KOTOpPas
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BO3HUKJIa MEXIy bnaHil u rocnoxoin ne
Kpyaccu, kak Bo3aeiicTBue nopsiaka Onaro-
nartu. Ha3zanHoe HeBuaMMoOe yuyacTtue Olna-
ronati (popMUpyET MPOCTPAHCTBO TYXOBHO-
'O CMbICHIa onepbl: Mup Ay biani o3apén
00KECTBEHHBIM CBETOM JIMUHOCTH XPHCTA.
B 4 xaptune Il neiicTBusi BoipakeHO €€
IIpUMeyaTesIbHOE BbICKa3bpIBaHue o Cracu-
tene Kak o Llape CnaBbl 1 OTHOBPEMEHHO
kak 00 Arnie boxxwem [Ibid., p. 180]. B mo-
HACThIpe KapMEIUTOK NoCIylHuIa biaani
or CmeprtHOii Myku XpucToBOW ciexyer
cTporoi aucumiuinHe odutenu. Pacmops-
oK Tomo0HOoM xmu3Hu JIk. OMdHH, aBTOp
KHUIU «XPHUCTHAHCKasi TyXOBHOCTb B Ka-
TOJINYECKOW TPAJAULMN», ONPENeTua Kak
«OOBIYHYIO COBEPIIEHHYIO XPUCTHAHCKYIO
KU3HBY [5, c. 92]. Bmecte ¢ npyrumu mMo-
HaXMHSIMH OOIIMHBI, B OTCYTCTBHE HACTO-
SATENbHUIIBI, blaHIm npuUHUMaeT yyacTue
B I0JIOCOBaHHUU 00 00eTe My4YEeHHUYECTBA U
B 00psifie MPUHECEHUsI TaHHOTO 00eTa.
[IpeknonuB konenu, bnaHmr BBepser
cBoto xku3Hb bory (1 kaptuna III geiicTBus).
[Topsimox Giarogatu opmMupyer B €€ ayiie
1y0OKO€ BHYTPEHHEE COEAMHEHHE ¢ XPH-
CTOM; TOT K€ MOPSAJOK PETYIUPYET MPUHE-
CEHHUE/UCTIOJIHEHNE 00ETOB MYyUYEHUYECTBA.
[Topsimox Onaronmatu sBisieTcs Oa3uCHOM
4acThlO0 B IPOCTPAHCTBE JYXOBHOIO CMBbIC-
Ja omnepsl. B 1eHb Ka3HU cecTépP-MOHAXUHb
cectpa bmanm or CmeptHoit Myku Xpu-
CTOBOM 0O€3 TEeHHU cTpaxa Ha JIMIE B30LUIA
Ha 311aoT, I71e OHA OKa3a1ach MOCIEIHEN.
C nenuem Veni, creator Spiritus (rumMHa
Casromy Jlyxy) brnanm npubnusunach K ru-
JbOTHHE U MPUHSIIA MyYEHUYECKYIO CMEPTh
(4 xaptuna III netictus). [logBurom Bo uMst
Xpucra Iv1aBHas TEPOMHS 3aBEPLIMIIA CBOIO
Cyl1b0y; €€ XpUCTUAHCKasl *U3Hb HE MMela
OTKJIOHEHUI OT IpeIHa3HaYeHHOro borom
yTy. McnomHsemslii Ha 1aTbIHA TUMH — MO-
JUTBEHHBIA npu3blB CBsiToro /lyxa — 3aHu-
MaeT 0co00€ MOJOKEHHWE B MPOCTPAHCTBE
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IYXOBHOTO CMbICIAa Tpou3BeleHUs. Veni,
creator Spiritus —3TO aroreu pa3BUTHSI IN1aB-
HOM HJIeu IPOU3BEICHHUS, UACH OIarofarTy.

Ha npotsbkeHun onepbl  KOMITO3UTOP
noKaszaJl BO3JeicTBHE mMOpsijika Onaronatu
Ha JyXOBHBIM MHp poBecHUlbl brmanm —
roHOM cecTprl KoHcTranuu ot cearoro Ju-
onucusi. B 1 cuene 3 kaptunsl | aeicTBus
KoHcTanimst — mOCIyIIHHWIIA MOHACTHIPS
B KoMmibeHe — BCIOMHHAET 0 ¢BaIb0e CBOETO
Opara B nepeBHe. [lyneHk oTMeTHs npume-
YaTeNbHBIM OTTEHOK CMBICIIA: HE3aI0JITO 10
BCTYyIUIEHHs B opAeH KoHcraHius Becelno
TaHIEBaJla BECh JIEHb HAIPOJIET; paccKasbl-
Basi 00 3ToM coObiTuu bnanm, Koncranims
C YBIEYEHHEM TIOBTOPSAET TAHIIEBAJIbHBIC
nBrkeHus. KoMro3utop, BO3MOXKHO, Ipe-
rojiaraj accolMaluio ¢ XOPOBOJIaMU MOHa-
XUHb, PA3PEIIEHHBIMU B UCIIAHCKOM OpJICHE
«OOCOHOTHX» KapMEIUTOK TPH KU3HHU €ro
OCHOBATeJIbHUIIBI — CBATOM Tepe3bl ABUIIb-
ckoit (1515-1582). Ilynenk ObL1 OCBEnIOM-
JIEH O CBOJIE NyXOBHBIX NpaBuil (disciplina)
OpJIeHa KapMEJIUTOK, YUPEKIAEHHOTO B 1562
rofly, MO TMPOYTEHWU KHHUTU pedopmarop-
ckux «OcHoBanmil» cBsitoi Tepesbr Uucyca.
HccnenoBarens XpUCTUAHCTBA U aBTOPUTET-
HBI UTANBSIHCKUMA myOmunucT A. Aymkuac
yKa3aj Ha CyLECTBOBAHUE B KaTOJIMYECKON
JYXOBHOH ITPaKTUKE MAJIOU3BECTHOM pa3HO-
BUJIHOCTH MUCTUYECKOTO PKCTa3a B BUE UC-
CTYIUIEHHOTO MaccoBoro taHua: «C cambIx
MCTOKOB XPUCTUAHCTBA MIECHONIEHHUE U TaHEll
MIPEJCTABISIOT COOON MHUIIMAIMIO MHCTH-
YECKOTO IMyTH, LEJIbI0 KOTOPOTrO SIBISIETCA
aHTeIbCKUN X0poBO. B paro, kak BbIsICHSET-
Csl 13 MHOTOUYHMCIIEHHBIX MKOHOTpahUIeCKuX
n3o0paxenuii or CpenHeBekoBbs 10 HoBoro
BpPEMEHH, OJaKeHHbIE M aHTeJbl Kpy’Karcs
B XOPOBO/JIE BOKPYT BceBbIIIHEro — BeIpaxast
HeOecHyI0 rapMoHuio» [2, c. 163].

[lynenk BbIpazuin B omepe OcoOblil Jap
cectpsl KoHcTaHIMu, KOTOpasi 3Hajia To, 4TO
NPOU3OUAET B CKOpOM OyIyIeM; OKpyKa-
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IOIMe HE NPUHUMAIM BCEPHE3 «O3aPEHUS)
repouHd. TauHCTBEHHAasl TCHUXOJOTHYECKast
ocobeHHOCTh KoHCTaHIMM nMena OTHOIIe-
HUE K MOPSAAKY TyXOBHOM *U3HU Sub specie
aeternitatis («C TOUKU 3pEHUST BEUHOCTH)).
CMBICT CJIOB M IOCTYIIKOB 3TOM IOHOM MOHa-
XMHU HaxXOJWTCS HA IIyOUHE, HE JOCTYIHOM
o0brHOMY MOHMMaHMIO. Harrpumep, B 3 clie-
He 3 kaptunbl | nerictBus KoHcTaHims BHe-
3aIHO MpeUIoKUiIa biaHil NpekIoHUTh KO-
JICHU U BMECTE IIPUHECTH B xKepTBY bory cBou
YKU3HU BO CITACEHUE YMHUPAIOIIIEH TOCTIOXKH JIe
Kpyaccu (11. 70) [6, p. 62]. 3Has1 0 TOM, 4TO, HE
JIaB €l BpeMEHM cocTaputhbest, [ocnoap morm-
NET el cMepTh B OfMH JieHb ¢ bianm, Kon-
CTaHIIUA «XOTeNNa yMEpeTh MOJoAon» (11. 72)
[Ibid., pp. 64—65]. Ob6pa3 neicTBUii cecTpbl
Koncranimu g brmadm Obul HEMTOCTHKU-
MbIM, BBI3BIBAIOLINM HEIOYMEHHE U JO0CAY.
[Tynenk oOHApPYX M CKPBITHII CMBICT OTHO-
mieHrss KOoHCTaHIIMM K CMEPTU: OHA JKelaeT
cliefioBaTh TMpUMEPY XPHUCTa, yYMUPABIIIETO
B CBOOOTHOM MOBUHOBEHUH Bojie OTIia.

B I unrepmonuu mexty 1 u 2 kapruHamu
(Il akT) KOMITO3UTOpP TEepeAan BO3ACHCTBHE
nopsiika Omaromatu. Ilo cnoBam Koncran-
11K, 3aMbices1 bora ocyiiiecTBUICS B TOM, UTO
HACTOSITEIbHUIIA YMEpJia CMEPTHIO, TIPeIHA-
3HaYeHHOW I Jpyroro denoBeka [Ibid.,
pp. 111-112]. Ilpegna3znauenue, 0 KOTOPOM
BeJIET pedb T'€POUHS, CBA3aHO C MOPSIKOM
omaronatu Cesitoro Jlyxa. B 3 cuieny 3 kaptu-
Hel [II geiictBus onepsl (1. 46) KOMIIO3UTOP
MOMECTHJT 3MH30]] TAMHCTBEHHOIO «O03ape-
HUs» cecTpbl KoHcTaHuy, npeacka3aBiieit
3aKII0YEHHBIM B TIOPBMY CECTpaM-MOHaXHU-
HSIM BO3BpAIlleHUE MCUYE3HYBIIEH U3 o0uTe-
mu branm [Ibid., p. 223]. Ha3BanHbI#H S1TH3011
OTMEUaeT Belylllee 3HaueHUe Mopsika Omna-
rO/IaTu B MPOCTPAHCTBE TyXOBHOTO CMBICIIA
ornepsl. B (uHane npousBeneHus mokazaHo
y4acTue MNPUTOBOPEHHBIX K CMEPTH MOHA-
XUHBb-KaPMEJIUTOK B JIEHCTBHSIX OnaromaTw
Castoro [lyxa. Iloromme B3biBaroT k Mare-
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pHU MUJIOCEpANS — KPOTKOM, O1aroii, HeXKHON
Jlese Mapuu. Haxomsce Ha smradore, ce-
ctpa KoHcraHuus npopoipkana neHue Ju-
Typrudeckoro rumsa Salve Regina, ¢ KOTO-
PBIM MOHAaXMHU MPUHUMAIIA MYYEHUYECKYIO
cMmepTb. Bochmast ctpoda rumHa — oOpariie-
Hue kK bmaronaraoit Jlee Mapuu — o6opBa-
J1ach Ha MOJIYCJI0BE B MOMEHT MA/ICHNS HOXKa
riunboTuHBL.  OOpa3  [apuner HebecHoii
B onepe «/lnamorm KapMeiImTOK» SBISAETCS
OJIMLIETBOPEHUEM «OOBIYHOW COBEPIICHHOU
XPUCTHAHCKOW ku3HW». [IpencmeprHas mo-
JIMTBA CECTEP-MOHAXUHD BBIPAKAET XPUCTU-
AHCKYIO MJICI0 CUHTE3a BPEMEHHU U BEUHOCTH
B IIPOCTPAHCTBE J{yXOBHOTIO CMBICJIA OIIEPBHI.

I'maBa MOHacThIps MOHAXHWHb-KapMeEIH-
Tok B Komnbene rocnioxka ne Kpyacen — onna
U3 [IABHBIX T'€POHMHB PACCMATPUBAEMOIO
npousBeneHus. E€ yaactue B nene Gnarona-
1 CBsToro /[yxa nmokasano Bo 2 u 4 xaptu-
Hax | nerictBus onepsl. JlyxoBHOE HacTaBie-
HUe, AaHHoe braHm cMeprensHO OONBHON
HACTOSATEIIbHULICH, PAaCKpPBIBAET CMBICT €€
ACKETHYECKOM TyXOBHOM *u3HU. CiioBa Ha-
CTOSITEJIbHULIBI O JKW3HM MOHAaXWHb-KapMe-
JIMTOK B OETHOCTHU 1 O MOJIUTBE 32 BCEX CTpa-
KIYIIAX UMEIOT DK3UCTCHIINAIBHBIN CMBICIL.
Hacrosrensuuna npenocreperaet bianm 00
OIACHOCTY WJUIKO3MH, MOAYEPKUBAs, YTO 3a-
Oy /IeHUs SIBJISIOTCS MCTOYHUKOM 3714 IS
KaXJI0ro yenoBeka. B 4 cueHe 2 kapTuHBI
I nenictBus 1lynenk nepenan TpeBory HacTo-
SATEIBHULIBI B CBSI3U C €€ pa3MbIIILIEHUEM 00
UMEHH, n30paHHoM bianm s MoHarecko-
ro ciyxeHnus («cectpa brnanm or CmepTHOi
Myku Xpuctooii»). ['ocnoxa ne Kpyaccu
BCIIOMMHAET: MHOI'O JIET TOMY Ha3aJ OHA HE
pemmiach u30parb UMsi, 00s3bIBAIOIIEE MO-
HAXMHIO MPeObIBATh B MOJIUTBEHHOM CKOpOU
o cmepru Cnacurens. B okoHuanue 2 kap-
TUHBI | 1eHCTBHA ONepbl KOMIIO3UTOP IIOME-
CTHJI 3IIA30/, PACKPBIBAKOIINI CMBICIT ITOHS-
TUSL «HpenonpeneneHue». PykoBoICTBYSCH
TalHbIM 3HAHHUEM O NPENOIPENEIEHHOM €U
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JYXOBHOM TIOCTYIIKE, HACTOSITEJIbHULIA IIe-
pel CMEPTHIO CO3HATENILHO COBEPLIMIIA IPU-
MedarenbHOe JeicTBuE. B kauecTtBe cBoen
NOCJIEHEN BOJIM OHA Ha3HAYMWJIA MOCTyIIa-
Hue Marepu Mapuu ot Borutomenus: 3amu-
1ath U 0oeperarb 0ObSITYIO0 CTPAXOM CECTPY
bnani or CmeptHoit Myku XpucrtoBoil. Ta-
KUM 00pa3oM, HacTOSITENbHUIIA TIOCIIE0Ba-
na nopsiaky omaronatu Cestoro Jlyxa.

4 xaptuHa | neicTBUs Oonepbl COAECPKUT
330/, B KOTOPOM IOKa3aHO MHCTHYECKOE
MPOsIBJIEHHE OJ1aro/laTi: YMHUPAIOLIYIO MpU-
opeccy MOCEmaeT MPOPOYECKOE BUICHUE.
Onu3on, 00HAPYKUBAIOIIWA OUH U3 BUIOB
ACKETUYECKOM JTyXOBHOM NPAKTUKHA MOHa-
HIECKOM >KM3HM, MpPEICTaBIsieT coOOM CcH-
CTEeMOO0Opa3yoIIMii JIEMEeHT mopsiika Oma-
ro/laTH B MPOCTPAHCTBE JYXOBHOI'O CMbICIA
onepsl. 3/1eCb KOMIIO3UTOP PACKPBLIT CMBICT
MOHAIIECKOW >KWU3HU in Spiritualibus —
MPUHIUN TIyOWHHOW B3aMMOCBS3U Onaro-
JIaTh U COBEPILIEHHOM MpUpPObI (€CTEeCTBA)
yenoBeka. Ha3BaHHBIM 3MM301 OTMEYaeT
DIyOWHY JTyXOBHOTO CMbICIa omepsl. Mrto-
T'OM JOJIOM MOHAIIIECKOW KU3HU TOCHOXKHU
ne Kpyaccu crano 3kcTpaopAuHapHOE JIeH-
CTBHE: MPENOA0OHAs MaTh-HACTOSTEIHHULIA
HAUBBICIIUM HampspKeHHeM (U3UYECKHUX U
JYXOBHBIX CHJI, TIPUHSB «Ha ce0s» mepen
CMEPTHI0 AYXOBHYIO ciabocts brnanmi, me-
penaina et qap Onarogaru (4 ciieHa 4 kapTu-
Hbl [ geiictBus). CakpalibHOE MPOCTPAHCTBO
MUCTEpUU Onarofatv — MIyOMHHAs OCHOBA
IyXOBHOTO cmbicia onepsl Ilynenka. He-
BUJIUMOE CBEPXbECTECTBEHHOE SIBJICHUE,
0 KOTOPOM UAET pedb, UMEET OTINYUTEIILHYIO
0COOEHHOCTb: B HEM OJHOBPEMEHHO IMPUHU-
MaroT yyacThe boxkecTBeHHOe eCTeCTBO, «OC-
Bsiraronast onaronare» Cesaroro /lyxa u Boss
CMEpTHOro 4enoseka. B omepe «/lnanoru
KapMEIUTOK» SIPKO OTPA’KEHO MPEICTABICHUE
[Tynenka o Muctepuu Onaroiary.

HoBass HacTosiTeNbHUIIA MOHACTBIPS
B Komnbene, rocnoxa Jlunyan, cienys mo-
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psanky ot HoBoro 3aBeta, HE OTCTyHaeT OT
TeX MpaBWJl, KOTOPbIE MPU KU3HHU MOAAEP-
’KUBajda B MOHACTBIPE MPEXKHAS IJIaBa MO-
Hameckol oomrenn. JlesaTeaTbHOCTh HOBOM
HACTOSITEIHHUIBI HaYaJIach B TIEPHOJ Tpe-
CJIETOBAaHUM XpPUCTUAH CO CTOPOHBI pecIryo-
JIMKAHCKUX BJIACTEH, KOrja CylecTBOBa-
HUE MOHACThIps B KommbeHe Haxoauiaoch
MOJT YIPO30M YHUUYTOXKEHHS, & MOHAXUHAM
yrpoxana cmepth (2 kaptuna Il neiictBus).
[IpyHumas TpaauUMOHHBIA 00€T mocCiy-
IIaHUSI MOHAXWHb, HOBAask HACTOSITEIbHUIIA
BHITHO BbIpa3wyia COOCTBEHHOE OTHOIIIE-
HUE K MPaKTHKE MPUHECEHUs] XPUCTUAH-
CKUMHU TIOJBUKHUKAMU OOETOB MyuyeHUYe-
ctBa. Kak ka3anoch, My4eHUYECTBO MOIJIO
CTaTh JOCTOMHBIM OTBETOM XPHUCTHAH Ha
JICICTBUSL BJIACTEH, pa3BsA3aBIIUX AHTHUpE-
JUTUO3HYIO0 KamnaHuio. OJHako rocroxa
Jlunyan mpus3Baia MOHAIIECKYHO OOIIHMHY
3aHATHh MO3ULHI0 MHUPHOTO COCYIIECTBO-
BaHUs C pechyOnuKaHIaMU, 3asBUB, YTO
MYYEHHYECTBO sBisieTcsl Harpagou. Ka-
KOM CMBICII MMENO MOA0OHOE YTBEpKIe-
Hue? HecoMHEHHO, OH MCXOAUI OT CJOBa
an. IlaBma: «A korga yMHOXWICS TIpeEx,
cTaja mpeu3oomnoBarh Onarogathy» (Pum.
5:20, 21). B nauane 2 xaptunsl Il geiictBus
orepbl KOMIIO3UTOP TMOKAa3aj, 4TO TOCIoXka
Jlunyan BbIpa3uia HaMepeHHE CIEeI0BaTh
TOM CTpaTeruu, 0 KOTOPOil OHA 3asiBUJIa Ha
LEPEMOHUHN TPATUIUOHHOTO TPUHOCUMOTO
MOHaxWHSIMH 00eTa MOBHHOBEHHUSA. B HO-
BBIX YCJIOBHSIX CYIIE€CTBOBAHMSI MOHACTHIPS
CTparerueil HacCTOATENbHUIIbI TO-MPEeXKHE-
My SIBJISUIACh JUCIUIUIMHA, MOAYUHEHHAS
nopsanky 6naronatu Cesaroro [yxa.

3a Ha3BaHHOW LIEpEeMOHMEN MOoCie10Ba-
na oOuias MoiuTBa MOHaxuHb Ave Maria
(3 cuena 2 kaptunsl II gedicteus). Ilepen
JUILOM TPO3SIIe CMEPTH MOHAXUHU BBI-
paswiy Hajexay Ha 3anmty bmaromarHoit
JleBbl Mapuu. Cnentyst nopsiiky Onarofati u
HaXO/SICh B «CO3HATEJILHOM M JIEMCTBEHHOM

Mpob6bAaeMbl My3bikaAbHOMW Hayku / Music Scholarship. 2021. N2 3



On the History of Western Music

0

MOBUHOBEHHUMW», MOHAXWHHU MOATBEP-
UM TOTOBHOCTb HCIIOJHUTH MPaBUIIO
disciplinae [3, c. 60]. Kax IIpecssitas JleBa
Mapus Bceneno MNOAYMHUIACE Oaroma-
i1 CBsatoro Jlyxa, mpopomkasi mpu 3TOM
J)KUTh CaMOM OOBIYHOM >KH3HBIO, TAK U MO-
HaxWHSM-KapMeJIUTKaM T0100aeT Ccieno-
BaTh YCTAQHOBJICHHOMY TOPSIAKY JKU3HU
B MoHacTbIpe. CoracHo yOex1eHHIO HOBOM
HACTOSATEJIbHUIIBI, B TTO/JIEP>)KAHUU CIIOKOM-
HOTO TOBMHOBEHHUSI BJIACTH Mpeaep Kalium
U COCTOsJIA 1IeJIb €€ MPAKTUYECKOro PYKO-
BOJICTBA PACIOPSIAKOM >KH3HU B OOUTENIH.
3a00TsICh O CHACEHUU KU3HU CITYKHUBIIIETO
B MOHACTBIPE CBSIICHHUKA, HACTOSTEIbHU-
11a HaIIPaBJISIET €My COOTBETCTBYIOIIIEE Mpe-
nocrepexxenue (I narepmonus mexnay 1 u
2 xaprunamu III neiicTBust onepsl). Y3HaB
0 BHE3aITHOM MCUE€3HOBEHUH CECTpPhI biiaHi
13 MOHACTBIps, IpHOpecca opyvyaeT Mare-
pu Mapuu ot Borutonienus pasbickarb €€ n
CIMACTU OT CMEPTEIbHON OMACHOCTH.
HacrositenbHuia 0CO3HaET yrposy He-
30€)KHON CMEPTH, OXKHIAIOIIECH MOHAXHWHb
oOuTenu B pe3yaprare ACHCTBHI pecity-
OnmukaHckux Biactei. locmoxa Jlmmyan
obemnraer cécTpaM-MOHAXHHSIM HUCIOTHUTH
00eT My4YeHHUYeCTBa, KOTOPHIA OHA HE TMPH-
HOCWJIA JIMYHO, TaK KaK HAaXOAWIach B OTh-
e3ie To JenaMm MoHacTeips. Heobxomu-
MOCTb MCIIOJIHUTH JIAaHHBIN 00eT o0y 1aeT
HACTOSATENILHUIY COOOIIUTh MOHAXHHIM
0 CBOEW TOTOBHOCTH OTBETUTH mepen loc-
MOJIOM 3a TMOCIHEIIHO COBEPIIEHHOE HMHU
nericteue. IlyneHk mokaszanm CrocOOHOCTh
K CAMOOTPEUYEHHUIO HOBOM HACTOATEIbHULIBI
B 1 u 3 cuenax 3 kaprtunsl Il geiictus [6,
pp. 198-199]. Xpucrouentpusm — credo ro-
cnoxu Jlunyan. Haxonsice B TioppMe 1 Om1a-
TOCIIOBJISIt  CECTEP-MOHAXUHb HUCIOJIHUTH
00eT My4eHHUYeCTBa, IPENoA00Has MaTh-Ha-
CTOATENbHUIIA HAlOMHUJIA CECTpaM-MOHa-
XHHSAM O TOW JYXOBHOHM CBOOOJE, C KOTOPOU
Xpucroc ucnoiauui Boto Otia. [eiicTBus
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U clloBa rocnoxu Jluayan BbIpakaroT Xpu-
CTHMAHCKO€ CMHUPEHHE M BCEOOBEMIIIOILYIO
mo60Bb K uenoBeky. Ilopspok Gnmaronarwy,
XapaKTEepU3YIOLUN MPOCTPAHCTBO JYyXOB-
HOTO CMBICTIAa ONEpPhI, TOMUHUPYET B «/lna-
Jorax KapMeJIMTOK» BO MHOTOM Onaronaps
BCECTOPOHHEMY I0Ka3y y4acTUsi TOCHOXKH
JIlunyan B nenax Onarogaru Cesaroro Jlyxa.

[TonBozs UTOrM, OTMETUM:

— IIpoexuus yHUBEpCaIbHBIX NOHATUI
XPUCTUAHCKON (uitocopuu Karonuuusma
B 0A3MCHYIO 4aCTh JYXOBHOI'O CMBICJIA OTIe-
pel «/lmamorn xapmenuTox» (HopMHUpYyeT
npencraBieHue 00 0COOEHHOCTIX XyJlO0XKe-
CTBEHHOT'O MHpa JJAaHHOTO IPOU3BEACHNUS;

— Onu3o0/pl, 00HAPYKUBAIOLIUE B OIIEPE
OT/AETbHbIE PA3HOBUIHOCTH MHUCTHUYECKOTO
OIbITa M ACKETUYECKUX IPAKTUK MOHAIIe-
CKOM JKH3HU, PYHKIIHOHUPYIOT KaK CHCTEMO-
oOpasyrolIye IeMEHThI opsiaKa OnaronaTu
B IPOCTPAHCTBE €€ JyXOBHOIO CMBICIIA;

— Oco0bIMi BekTOpamMH Topsiaka Oma-
ro/IaTu B MPOCTPAHCTBE AYXOBHOI'O CMBbIC-
Ja Omepbl SBISAIOTCA HWHTETPUPOBAHHBIC
KOMITIO3UTOPOM B OCHOBHOM TEKCT IPOM3-
BeJCHUA Ha (PAHIY3CKOM S3BIKE JUTYP-
TrMYeCKHe TMMHBI Ha JaTblHU. DTO 4YacTb
ncanMuyeckoro ctuxa o Jlazape (1 kap-
tuna Il npeiictBus), monutrBa Ave Maria
(3 cuena 2 kaptunsl 11 nelictBus), ctpodsl
TUMHOB Ave verum corpus (2 cueHa 4 kap-
tunbl Il peiictBus), Salve Regina (4 kap-
tuHa Il neiictBus) u Veni, creator Spiritus
(4 xaptuna III neitctBus). Yepenysch ¢ oc-
HOBHBIM TEKCTOM ONephl Ha (hpaHIly3CKOM
A3bIKe, (parMeHThl JUTYPrUYECKHX TEK-
CTOB Ha JIATBIHU PACHIUPSIOT IPOCTPAHCTBO
JYXOBHOI'O CMBICJIA ONIEPHI, B KOTOPOM S3BIK
Karonuueckoii iepkBu (J1aThiHb) MIPEACTaB-
JSeT OTIMYUTEIbHYI0 OCOOEHHOCTh XYIO-
KECTBEHHOI'O MUPA;

— B omepe «/luanorm xapmenuTok»
npencrasinenue [lynenka o mucrepun 6ma-
rOJIaTH OTPAXXEHO par excellence.
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a3HOOOpa3HbIe TMOHSATUS C TMPHUCTaB-
P KoMt «cayHm» (sound) — cayHa-apT, ca-

YHJ-IU3alH, CayHJI-ApaMa — MpUMe-
HSIIOTCSA ISl XapaKTEPUCTHKU Pa3INYHbIX
BUJIOB Wi (HOpM aynuanbHON KYIBTYpHI,
3BYKOBOTO TBopuecTBa. B Hauane XXI Beka
HOSBIIACTCS PSII M3AAHUM, MOCBSIIEHHBIX
aylualibHOW KYJIbTYpE U OINPEAEISIIOINX
HapsIy C TEPMUHOJIIOTHYECKUM armapaTroM
KpPYT' OCHOBHBIX MPOOJEM: CTaTbl U MOHO-
rpaduu 1o KyJIbType CIBIIIAHUS U KyIbType
3Byka M. bynna [15], @. Opnamana [16] u ap.
B naHHBIX HcclegoBaHUSIX OCHOBHOE BHU-
MaHHE yIENSIETC TEXHOIOTUHN ayJUaJIbHOIO
BocnpusiTsi. Ha Haiil B3misi/1, HE MEHEe Ipo-
TYKTUBHBIM SIBJISIETCSI OHTOJIOTMYECKUIN pa-
Kypc, U3J0KeHHbIN B Tpyaax b. Keiina [7],
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BBIBOZSIILIETO HCCIIEOBAHUS ayJUaIbEHOIO
BOCIIPUATHS HAa COUMOKYJIBTYPHBII U aKCHO-
JIOTHYECKUN YPOBHHU.

3ByK B COBPEMEHHBIX XyH0KECTBEHHBIX
UM KOMMEpYECKUX (pEeKJIaMHBIX) Ipo-
€KTaX 3a4acTyl0 HCIOJb3yeTCS B CUHTE3€
C U300pa’KeHUEM, CTAHOBSICh YaCThIO ayno-
BU3YaJbHOIO (3BYKO-3PUTENIHOTO) LIEJIO-
ro. TexHuueckue HOBAIMM, W3MEHSIOLIUE
NpUBbIYHBIE (HOPMBI TPAHCIALUHU, THpa-
KUPOBAHUsS ayHOBU3YaIbHBIX OOBEKTOB,
(GOpMUPYIOT «HOBYI0 KOMMYHHKATHBHYIO
napagurmy, JTOMOJHSIONYIO TPaJAULIMOHHbIE
(bopMbI OOLLIEHUS MEXTY JTHOIbMU — KYJIBTY-
Py HENOCPEACTBEHHOTO OOIEHHS U KYJIbTY-
py MHUCBMEHHYIO» [6, ¢. 78]. OcyiiecTBieHne
KOMMYHHKAIIUU CO 3pUTEJIEM B CayH-Apame

Mpob6bAaeMbl My3bikaAbHOMW Hayku / Music Scholarship. 2021. N2 3



Musical Theater

0

npeznonaraeT ocoOyr poiib 3BYKOBOHM art-
Mocdepbl, KoTopasi MPUIAET KOHIIETITyallh-
HOE M3MEpPEHHE CIICHUYECKOMY JCHCTBHIO.
Hecny4aitHo B 0THOM U3 OIIPEAETIEHUN KaH-
pa cayHJI-ApaMbl MOMYEPKUBACTCS HUMEHHO
MY3bIKaJIbHAsI COCTABJISIONIAS CIIEHUYECKOTO
neiictBus: «Soundrama — 3TO Tearp, B KOTO-
POM JipaMaTHyYeCKOe JIEUCTBUE CTPOUTCS MO
MYy3bIKaJIbHBIM 3aKOHam» |5, c. 560].

CuHTeTHYECKHI JKaHp  CayHJI-ApPaMbl
BO3HUK Ha CTHIKE MY3bIKaJIbHOTO U IpaMaTu-
4ecKoro tearpoB. HecMoTpst Ha cBOW MOJI0-
JIOW BO3pacT, OH UMEET JI0BOJIBHO IITyOOKHe
KOpHH. be3ycnoBHO, cCymIecTByIOT oOIIue
YEepThI B CayH/I-PaMe U KaHPE OMepPbl, PU-
yéM UMEHHO B TeX o0Opaslax, KOTopble OT-
HOCSITCSL K TIEPUOJIy CTAHOBJIEHHSI OIIEPHOTO
YKaHpa WK €r0 UCTOPUUYECKUX MeTaMop(o3.
B niepByto ouepenb peub UAET O MPOU3BEIE-
HUSIX B KaHpe drama per musica («IpaMa Ha
MY3BIKE», «JIpama 4epe3 MY3bIKY» ), CTABIIIHUX
pEe3yaBTaTOM TBOPYECKUX HSKCIIEPUMEHTOB
Peneccanca. IlognMHHO pPEBONIOLMOHHBIM
3HaUeHWEM 00Jaan MpUHIHI (IOPEHTUH-
CKOM KamMmeparbl HE TOJBKO BO3POIUTH Tpa-
JUIUU aHTUYHOW MOHOJIMM, HO W CJEeNarh
e€ BaXHBIM dJIEeMEHTOM apamaryprun. Kax
ormeuaet A. B. Kyknes, «“npama uepes my-
3bIKy” JIOJDKHA ObLIa, MpeXKIe BCEro, Mpu-
BJI€Yb BHUMAHUE CIyIlIaTeNIel K ceMaHTh4e-
CKOMY PsiTy MO3THYECKOTO TEKCTa MCIOIHS
emMoro npousBeAeHus. M eciu paHee Bblpa-
3UTEJIbHBIE BO3MOXXHOCTH MY3bIKH U T0JIOCA
HCIIONIb30BAINCH TOJBKO JJI JOCTHKCHUS
“aKyCTHYECKOTO YJIOBOJIbCTBUS  , TO OTHBIHE
My3bIKa CTAHOBHWJIACh CBOETO pojia “KapaHo-
rpaMMoOii” TEKCTa U cleloBajia 32 MHTOHA-
LIMOHHBIMU B3JIETaMH U MAJICHUSMHU T0JIOCA,
NOJ00HO JIeKJIaMalliy JIPaMaTHYeCKOro aK-
Tepa» [8, c. 386].

TearpanbpHas npaktuka XX BEKa OKa3bl-
BaeTCsl HanOoJee XPOHOJIOTHIECKH U XYJO-
YKECTBEHHO-ICTETUUECKU OJIM3KOM K HOBAIIU-
M XXI Beka, BO MHOIOM HOATOTOBJICHHBIM
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AKCIIEPUMEHTAIILHOW  JI€ATENBHOCTBIO  pe-
YKUCCEPOB MPEIIECTBYIOWIETO Beka. [loHu-
MaHH€ Ba)XHOCTH 3BYKOBOTO O(OPMIICHHUS
TeaTpaJIbHbIX IPOEKTOB PUBEJIO K TOMY, UTO
yxe B 60-¢ roasl XX Beka B AMEpUKe HaYu-
HAeTCs MOArOTOBKA CIEIMAINCTOB B 00J1acTH
3BYKOBOIO JIM3aiiHa, a 4yTh [103/]HEE, B Haya-
ne 1970-x ronoB, B aMEpUKaHCKOM apT-HH-
IOYCTPHUH TOSIBIISIFOTCS NIEPBBIE TEaTpaJIbHbIE
3ByKOpEKUCCEPBL. TearpaabHOE HCKYCCTBO
pyoexa XX—XXI BekoB npu nomoui uud-
POBBIX TEXHOJIOTMH JIEMOHCTPHUPYET pac-
HIMPSIOLIUECS] BO3MOXHOCTU IOCTPOEHHS
3ByKOBOIO 00pa3a CHEKTaKkisi Ha OCHOBE
CHUHTE3a CBEPXTEXHOJIOIMUYHBIX BU3YyaJIbHbIX
1 3BYKOBBIX 3¢ dexToB [1, c. 145].
Hctokamu cayHA-IpaMbl MOXHO Tak-
K€ HAa3BaTb JKCIIEPUMEHTAIBHBIC SIBICHMS
B 001acTH aKaJeMHYECKOrO0 HCKYyCCTBa,
B KOTOPBIX TaKXe HAMETHJICS ITPOLECC CHH-
TE3UPOBAHUS BOBMOKHOCTEN MY3bIKaJIbHOIO
U TeaTpajbHOIO UCKycCTB. Pe3ynbrarom mno-
JNOOHBIX AKCIIEPUMEHTOB CTAJIO MOSIBJICHHUE
’KaHpa MHCTPYMEHTAJIbHOIO Tearpa, B KOTO-
POM aKTEPCKasi UIpa, IUIACTUKA JBUKCHUM,
CLIEHUYECKOE JIBMKEHUE, TOJIOC CTAIU MOJ-
HOLICHHBIMU KOMIIOHEHTaMU HCIIOJHUTEIb-
CKOI'O IIpoLEecca, MO3BOJISIOLIETO PACKPHITH
XyIA0XKECTBEHHBIN 3aMbIcesl counHeHus [10,
c. 3]. CBoOona nepenBUKEHUsT MYy3bIKAHTOB
B IIpOIeCcCce CLEHUYECKOro JeHcTBUsS cOMM-
KaeT UX JAESITEIbHOCTD C TPAKTUKON HHCTPY-
MEHTAJILHOTO TeaTpa, MOMYJISIPHOCTb KOTOPO-
ro B My3blke XX Beka 00yCJIOBJIEHA TE€M, UTO
JTAHHBIN JKaHp OKa3aJcs « ‘BBITOJCH  KaK JJIsi
KOMITO3UTOPOB (BU3YyaJIbHBIN PsiJl TO3BOJISIET
pacuIMpUTh CMBICIOBYIO c(epy) U HCIO-
HUTENeH (BU3YyaJbHBIA psA CIOCOOCTBYET
MIPOSIBJIIEHUIO UX aKTEPCKUX CIIOCOOHOCTEN),
TaK M JJs ciayliarenei (BU3yalbHBIN psin
MIPUKOBBIBAET BHUMAHUE U PacIIu(ppOBHIBa-
€T CMBICITBI Kommo3uTopa)» [10, c. 4]. besyc-
JIOBHO, y4aCTHE MY3bIKAaHTOB B IOCTaHOBKAX
MHCTPYMEHTAJIBHOTO Tearpa U cayHJI-Jpame
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TpeOyeT MOMUMO NPO(EeCCHOHAIBHOIO HC-
MIOJIHUTENBCKOTO MacTepCcTBa apTUCTUYE-
CKUX HAaBBIKOB, MOOMJIBHOCTH U YYTKOCTH
K IIPOMCXOJALIEMY HE CLIEHE.

TenpeHuuu Tearpanu3aluu IPOSBISA-
I0TCS. HE TOJIBKO B JKaHPE MHCTPYMEHTaJIb-
HOTO TeaTpa, HO TAK)KE U B IPOCTPAHCTBEH-
HOM My3bIKE, YTO TMO3BOJSET OOHAPYKHUThH
[IyOMHHOE POJCTBO 3TUX SBJIEHUH B 00-
JaCTH MY3BIKaJIbHOIO MCKYCCTBA, BBIIBUTH
UX OOLTHOCTH B CTPEMJICHUU K CHHTETU3MY,
00bEIMHEHHUIO PA3IIMYHBIX BU0B UCKYCCTB.
OT0 KauecTBO ()EHOMEHOB MY3BIKAJIBHOIO
ncKyccTBa XX BEKa HE YCKOJIb3aeT OT BHU-
MaHUsl MY3BIKOBE/IOB, OTMEYAIOLIUX, YTO
«B HEKOTOPBIX CIIy4dasx IPOCTPAHCTBEH-
HYI0 MY3BIKY OTOKIECTBIISIOT C SIBICHUSAMHU
MHCTPYMEHTAJIBHOIO TeaTpa: 3TO BIIOJHE
IOHATHO M 3aKOHOMEPHO, TaK Kak Iepe-
MEIIECHNE UHCTPYMEHTAINUCTOB 10 3aly BO
BpEMSI UCIOJHEHUS — €CTb U W3MEHEHME
MPOCTPAHCTBEHHOM JIOKAIU3alluU OHOBpE-
MEHHO, U MPOSBIIEHNE TEATPAIN3ALMH IIPO-
1ecca ucrnoiaHenus» [4, c¢. 7]. Jlnsg mocne-
BOCHHOM MY3bIKaJIbHOM NPAKTUKU B LIEJIOM
XApaKTEpHO pacCIIUpPEHUE MPEICTaBICHUN
0 XapakKTepe MY3bIKaJbHOTO 3BYYaHUS.
B arot nepuoj «My3bika mpuBena B IBUXKe-
HUE BCE TEUCHUS U HAIIPABJICHUS, PA3BUBAB-
LIMeCs MapajuielbHO B €€ HeApax, KOTOphIe
NpUILIM K (PyHKIMOHAIBLHOMY B3aUMOOO-
MEHY, KaK U pa3JIu4HbIE COCTABIIIOIINE CO-
BPEMEHHOTO 3BYKOBOTO criekrpa» [9, c. 23].

dakTopoM, COMMKAIOUIMM HPOCTpPaH-
CTBEHHYIO MY3bIKY, HHCTPYMEHTAJIbHBIN Te-
aTp U cayHI-ZIpamy, SIBISIETCS pacLIMpEeHHe
TpaHUI] BBIPA3UTEIBHBIX BO3MOKHOCTEH
3By4aHMs B apT-o0bekTax. OnHaKo eciu ca-
YHI-apT CTPEMUTCS MPENETBHO IUPOKO pas-
JBUHYTh PAaMKU aKaJeMUYECKUX TPaTULIMA
BOCIIPUATHSL MY3BIKAJIbHOTO 3BYKa 3a CYET
BBEICHUSI SKCHEPUMEHTAIIBHBIX JJIEKTPOH-
HBIX HMHCTPYMEHTOB, M300pETEHHS HOBBIX
Xy[HO)KECTBEHHBIX TEXHUK W BHUAOB TBOp-
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yecTBa (MpenapupoBaHUE HHCTPYMEHTOB,
3BYKOBasl MHCTAJULSILMS, CayHJI-KOJUIAXH,
«KOHUEPTHI TULIUHBDY, COHOPHAs MO33UsS U
T. 1), TO B CayHJI-IpaMe Mbl OOHApPYKUBAEM
JIOCTAaTOYHO KOHCEPBATUBHOE HCIIOIb30Ba-
HUE TeMOPOBO-KOJIOPUCTUYECKOTO 3BYYAHUS
roJioca U My3bIKJIbHBIX HHCTPYMEHTOB.

My3bika B cayHI-ApaMe — TakK ke, KaK
U CIIOBO — CTPEMUTCA K yCHIIeHUIO dhdek-
Ta peajiu3ma, OTPAXKAIOIIEr0 CHOHTAHHYIO
€CTeCTBEHHOCTh TBOPYECKOTO TMpoliecca.
B npamarnueckux nmocTaHOBKax, Kak OTMe-
qaet K. K. Uyxposa (Uyxpykuase), «My3bl-
Ka TIO3BOJISIET MPEB30UTH TPaBMYy U JlaXxe
caMy Tparu4eckyr HCTOpPUIO 4Yepe3 Iep-
(hOpMaTUBHBIN aKT U €TO HCTIOTHUTEIHCKYIO
aKIUACHTAILHOCTEY [13, ¢. 140].

[ToMMMO TEHAEHLIMM CUHTETH3MA, B Ca-
YHA-IpaME€ HE MEHEee SIPKO IMPOSBISETCS
Ka4eCTBO HMIIPOBHU3AMOHHOCTH. XX BEK
CTaJl BPEMEHEM TOCIIO/ICTBA B aKaJeMHye-
CKOM My3bIKE TPaJUIIMU 0e3yCIOBHOM OI10-
PbI UCTIOJTHATENSI HA HOTHBIN TEKCT. AJIbTEp-
HaTUBOW JAHHOW YCTAHOBKE, KaK OTMEYaeT
A. A. CepnrokoB, cTajna «AMITPOBU3ALIMOHHAS
KyJbTypa J1Ka3a, COXPAHSIOLIUECS YCTHBIE
(dhonbKIOpHBIE (hOPMBI, ATTIEaTOPUUECKUE TEX-
Hukm» [11, c. 3]. Ha pybexxe XX—XXI Bekos
MIPOUCXOUT YCUIIEHUE UHTEPECa UCTIOTHUTE-
JIeH akaJIeMUYEeCKOM TPaIUIK K UMIIPOBH3a-
LIMOHHOCTH B MPOLIECCE KOHLIEPTHOTO BBICTY-
TUICHUS, TPOSIBIISIIONIEECS] B aKTyalIU3allid
*KaHPOB napadpas v TPAaHCKPUIILIUIAL.

HNmripoBu3alinoHHOE Haudano, o0benu-
Hstomee (ONBKIOPHBIE TPATUIIMM U Ca-
YHI-ApaMy, CHelnu(pUYecKkn pacKpbIBaeT-
Csl JaXk€ Ha ypOBHE ClokeTa. Tak, IepBblii
CIEKTaKJIb B JXaHpe cayHia-Ipambl «Kpac-
HOM HuUTKON» (moctanoBka B. H. IlankoBa
no nbece Anekcanjapa JKenesiosa) nocss-
EH HCTOPUH MOJIOAOTO YEJIOBEKA, KOTOPBIN
npuexay B JEPEeBHIO coOuparh (OJIBKIOP,
3HAKOMUTBCSI C HAPOJIHOM KYJIBTYypOU, U3y-
4arh 00psizbl. B criekrakie 3a1elCcTBOBAaHBI
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KOHTpalac, ynapHbIE WHCTPYMEHTHI, Iep-
KyCCHsl, TSTh KaJIIOK, MPHUAAIOIIUX CBOE-
00pa3HbIil apXandeCcKui KOJIOPUT JCHCTBUIO.
B nmnocraHoBKax COBpPEMEHHBIX Tea-
TPaJIbHBIX PEXKUCCEPOB MPUCYTCTBYET Kaue-
CTBO, KOTOPOE MBI BHIICJISIEM U B KaHPE ca-
YHA-IpaMbl — IepGOpMaTUBHOCTH (OT aHIJI.
performance — «BBICTYIUICHHE, TIPEICTaB-
nenuey). [lepdhopmaruBHOCTE, IO OMpeie-
nenuto I. I. ['agamepa, gABIsA€TCS «BBINOJI-
HEHHUEM HOpPMbI COOTBETCTBUSI MBICIA U
JIEMCTBUS, HOPMBI JACHCTBYIOLIETO MBIIILIE-
HUS U OCMBICJIICHHOTO JAeUCTBUS» [3, c. 41],
3TO MPOPBIB OT YCIOBHOCTH U T€ATPAJIbHO-
CTU B 00J1aCTh PEaIbHOTO COOBITHS, TTPOSIB-
JIEHUE KOHTpTearpajln3aluy UCKYCCTBaA.
[Tepdopmanc, Brmrouaromuii B ceOs
YEThIPE OCHOBHBIX 3JIEMEHTA — IUIOLIAJKY
(MecT0), BpeMsi, UCTIOTHUTEIIEH U 3pUTeeH,
ABIISIETCSl  [TapaTeaTpalibHbIM  SIBICHUEM.
[IposiBnenuss mepdopMaTHBHON NPAKTUKA
UCCIIeIoBaTeu OOHAPYKUBAIOT B PEJIUTH-
O3HOM MPAaKTHUKE, yKa3bIBasi, YTO B BETXO- U
HOBO3aBETHOW TpaJAHIHH «OOKECTBEHHOE
CJIOBO MPUPABHHUBAIOCH K MOCTYynKy» [12,
c. 116]. Onnako mo3mHee CIOBO BCE OOIb-
e oopacrano MeTadhOpUISCKUMU «IILJICH-
dbammy, MmIacTaMu MHOTHX aCCOITMATHUBHBIX
JOTIOTHUTENBHBIX 3Ha4eHUil (KOHHOTa-
1uil). XynokecTBeHHas mpakTuka XX Beka
B Jnile (yTypUCTOB, JaJanCTOB, CIOppea-
JUCTOB JEMOHCTPUPYET pa3zHOOOpa3zHbIe
MONBITKUA «OYUCTUTBHY» CIOBO, BEPHYTh EMY
MEPBO3JIAaHHYIO0 TIIYOMHY U SIPKOCTh H3Ha-
YaJlbHOTO 3HAYeHUs, JOOUTHCA Hepa3pbIB-
HOM CBSI3U MEXK/y CJIOBOM U COMPOBOXK/IA0-
M ero neiicteuem. Kak ormeuan P. bapr,
neppopMaTUBHOCTh €CTh CBOMCTBO TEKCTAa,
KOTOPBIA HE CTOJIBKO IMMOBECTBYET O YEM-TO,
CKOJIBKO JIEMOHCTPUPYET HEUTO, 4YTO MPO-
UCXOIUT B JCHCTBUH, IMOATBEPKIAIOIIEM
MOVIMHHOCTH cJioBa [2, ¢. 89]. Llennto BBO-
JTUMBIX B Tearp rnephopMaTUBHBIX MPAKTUK
ABIseTCs ycuieHue sddekra peanusMma,
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HMCKPEHHOCTHU U MPaBIUBOCTU CLIEHUYECKO-
ro JIEWCTBUS, YCUIEHUE KOMMYHUKAaTUBHO-
rO BO3JICHCTBUS HA 3pUTENISL YEPE3 CIOBO.

O0001mast BBIIIEU3IIOKEHHOE, OTMETHM
OCHOBHBIE CTHJIMCTHUUECKHUE YEPThI KaHpa
CayH[I-ApaMBbl:

— CHUHTETHUYHOCTH, NPOSBISIOMIAsICS
B CONMXEHUU JPaMaTHYECKOTO U MY3bI-
KaJIBHOTO BUJIOB UCKYCCTBA, IPU 3TOM 3Ha-
YeHHUE ay[Mopsia CIEKTaKJIed BO3pacTaerT,
OH U SIBJISIETCS BaXKHBIM JIpaMaTypruyeCKuM
CPENCTBOM,;

— UMIIPOBU3AIMOHHOCTh B IMpoOIEcce
MY3bIKQIBHOTO HCIOJHEHHUS; MTHOBEHHAas
peaKusl UCIIOJIHUTEISI HA U3MEHSIOIIYIOCS
pearbHOCTh aHCAMOJIEBOTO BBICTYILIICHUS;

— nep(opMaTUBHOCTb.

[lokazarenen mnpuMep  CTaHOBJIEHUS
XKaHpa cayHA-IpaMbl B OTEUECTBEHHOM HC-
kycctBe. OIHUM U3 TEPBBIX PEHKHUCCEPOB,
OCBauBAIOLIMX 3TOT >KAHP B MOCKOBCKOM
TearpalibHON cpene, ctan Biagumup Huko-
naeBnd [[aHKOB — pexuccep, akTép, KOMIIO-
sutop, BeIMyckHUK [MITUCa (mactepckas
O. JI. Kynpsiiosa), ocHOBarenb U pPyKOBO-
IUTENb CTYIUU SounDrama W TO31HEE —
TBopueckoit mabopatopun «AKycTHUECKast
yutKay. OTKpeITHE cTyauu SounDrama co-
crosutock B 2003 romy neOHOTHBIM CIEKTa-
KieM «KpacHoil HUTKON» MO OTHOMMEHHOU
neece A. JKenesnosa. C 3TOro CnekTakis
HAUMHAETCS MCTOPUS OCBOCHHUS >KaHpa ca-
YHA-JIpaMbl, OJJHAKO TBOPYECKHUIA METOJ pe-
xuccépa 0hOPMUIICS paHbIIIe: CAMbIMU Tep-
BBIMU €r0 TeaTpajbHbIMU OMNBITAMU OBLIN
donbkiiopubie cniekTakau «lIpomai, 3umay
(2000), «My3blka PYCCKOTO  KOCTIOMAay
(2001), «Bpemst nomb» (2002). B stux mno-
CTaHOBKAaxX NpUHUMAaIM y4dactue Monoaéx-
HBI (PonbKIOpHBIA 1IeHTp «Betkay, LlenTp
TpaauIMOHHON KynbTyphl «Cornmacue» u
¢donpkIopHBIN aHcamOnb «Pycckas My3bl-
ka». BeiOop (PONBKIOPHBIX KOJIEKTHBOB
B KaQu€CTBE OCHOBHBIX YYaCTHUKOB IMEPBBIX
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CIEKTaKJIel He CTy4aeH — JIF000Bb K HApOJI-
HOMY HWCKYCCTBY IPHUBHUBAJIACH OymymieMmy
pexuccepy ¢ aeTcTBa: Oynydu MOAPOCTKOM,
[lankoB e3aun B sKcnenuIuu As cOopa u
3aMyucy NPUMEPOB YCTHOTO HAPOJITHOTO TBOP-
yectBa. OJTHUM U3 TaKUX MECT OBLIO CEJlo
[TnéxoBo Kypckoit obmactu. 3akOHOMEPHO,
YTO JIMYHBIN ONBIT pexxuccépa B. H. I1anko-
Ba TEPEKJIMKACTCS C TEMaTHUKOW BBIIICYTIO-
MSIHYTOTO €ro J1Ie0roTHOTO criekrakiisa «Kpac-
HOM HUTKO.

BaxxHasg 0COOEHHOCTb MEPEUNCICHHBIX
CIIEKTaKJIE — HCKIIFOUUTENIbHOE 3HAYCHUE
3ByKa KaK OCHOBOIIOJIATal0IIer0 KOMIIOHEH-
Ta cayHI-Apambl. AHaIu3upys 3¢ ek, mpo-
M3BOJMMBIN CIICKTAKIAMU CcTyanu [1aHkoBa,
KPUTUK OTMEYaJl, UTO B HUX «MY3bIKa cama
TUPUKUPYET U BEAET CIEKTAKIb, CO3/1aBast
“caynn-atMoc(depy”, TMOXOXKYH Ha 3BYKO-
BOE CONPOBOKIEHUE JEHCTBUTEIBHOCTH,
KyZla BJI€3aeT pa3HbIil 3BYKOBOM ‘“‘Mycop’:
0T OOpPBIBKOB pajuorepenay A0 IIapKaHbs
npu xoap0e. My3bika BeAET UTPY, MOAUMHSS
JICHCTBHE HA CLIEHE CBOEMY PUTMY, TO Xa0-
TUYHO-I’)Ka30BOMY, TO CYPOBO-POKOBOMY,
TO UTPOBO-(POJIBKIOpHOMY» [14].

B mnepBrix cnekrakmsix JlaGoparopuu
«AKycTUYeCKass YHMTKa» YXKE pacKpbIBaeT-
Cs MMIIPOBU3ALMOHHOE HA4aJl0 aKTEPCKOM
paboThl U CTpEMJICHHE K HCIIOJIB30BAHHIO
AKyCTHUECKHX MY3bIKJIbHBIX WHCTPYMEH-
TOB, OTKa3 OT JJIEKTPOMHCTPYMEHTOB, CHUH-
TETHYECKUX TeMOPOB. B yacTHOCTH, B CrIeK-
takne «Jlera Bmamaer B CTUKC» pexuccEpa
. B. lepennsena (2019) cronkHOBEeHUE IBYX
MIPOTUBOOOPCTBYIOTHX IIUBUTU3AITUH U KYITh-
TYp — €BPOIIECHCKON U a3UaTCKOM — PACKpbIBa-
€TCsI TIPU MOMOIIM CONOCTABJICHUST MEJIOIUI
Y 3BYYaHMsI STHUYECKUX MY3bIKAJIbHBIX HMH-
crpyMeHToB (komnozurop JI. Komesast).

CIOXeT CIIEKTAKIIS 10 OMHOMMEHHOI IThe-
ce /1. PeTuxa cBsi3aH ¢ 1paMaTH4eCKUMU CO-
obITusiMu Ha JlaneHeM Boctoke, pa3Bopaun-
BAIOIIMMUCSA B iepuoj [ paxaaHCKON BOMHBI
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1920-1921 rogoB. CTpeMUTETBEHOMY «BETPY
MEpeMEH» PEBOIIOIMOHHBIX MpeoOpa3oBa-
Huil B Poccun mpOTHUBOCTOUT THICSYETIETHSIS
TPaAUILIMS TyXOBHOTO MOJBHYKHUYECTBA, YTO
HaXOJUT OTpa)keHHE B MY3bIKaIbHOH cepe
cnekrakyig. CIEHbl C y4aCTHEM OCHOBHBIX
JNEUCTBYIOIMX JIML O3BYYEHbI JIByMs OC-
HOBHBIMU TEMaMU: MEJIOJUEH MOMyJspPHOTO
Basibca M. A. IllarpoBa «Ha conkax Manb-
WKYpUN» U OyIIUCTCKON MaHTPBI «OM Tap?d
TyTTape Type coxa». JlaHHble TeMbI TO 3BY-
Yar MpOIOJKUTEIHHO, TO COKpAIIAOTCs 10
MIONIEBOK, CTAHOBSCh JIEUTMOTHBAMU OCHOB-
HBIX JICCTBYIOIIUX JIUI] U IPOTUBOOOPCTBY-
IOILUX CUJT ucTopuu. TearpanbHOe IeHCTBUE
MIPU ATOM O0oTaIaeTcs MpuéMamu, modepr-
HYTBIMHU U3 OTIEPHOU JpamMaTyprum.

B cnekrakiie ObUT UCMONIB30BaH Xapak-
TEepHBIA HAOOP MY3BIKAIBHBIX WHCTPYMEH-
TOB M MEPKYCCUU: BUOJIOHYEIb, POSIb, TU-
Tapa, 6acoBbIi U Majblii OapabaHbl, TYOHas
rapMoIliKa, MapoBO3HBIM I'yqok. OCHOBHOM
aKLIEHT C/IeJIaH Ha STHUYECKUX UHCTPYMEH-
Tax U pUTM-cekiuu. JKemanueM KoMIo3u-
Topa OBUIO MaKCHUMAaJlbHOE COOTBETCTBHE
KOJIOpUTY MeCTHOCTH. 110 3TOM mpuumnHe B
COCTaBE CIEKTAKJISI MOSBWIUCH MOPUHXYD,
THOETCKUE Yalllu, BapraHsl, por. biaromaps
MHCTPYMEHTAJIbHOMY COCTaBy MOTYEPKUBA-
€TCSl HE TOJIbKO MTPOTUBOCTOSIHUE, HO U TITY-
OMHHOE POJICTBO JIBYX MUPOBO33PEHUYECKHX
CUCTEM M JBYX HCTOPHUYECKUX CHJI: BHO-
JIOHYENb U MOPUHXYpP OJU3KH MO MPUPOAE
3ByKou3BieueHus. llepenBuxeHne My3bl-
KaHTa MO CIIEHE C BHOJIOHYENIbIO BU3Yaslb-
HO 3(¢deKTHO, OH CTAHOBUTCS 3HAYUMBIM
AIIEMEHTOM ClieHn4eckoro aeuctBusi. [lms
nepenadn Meramopdo3 00pa3HO-IMOIHO-
HaJIbHOTO COJI€p’KaHUS OTIENbHBIX CLEH
MPUMEHSJIUCh MMIIPOBHU3AIUH, OCHOBAH-
HbIC Ha DKCTICPUMEHTAIILHBIX IPAKTHKAX IO
CO3/IaHUIO OPUTUHAIBHOTO TEMOPOBO-KOJIO-
PUCTHYECKOTO 3ByYaHHs: UTPa HA CTPYHAX
«TpenapupoBaHHHOTO» (PopTEenmnano, 0oco-
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Oble MpUEMBI 3BYKOU3BIICUEHUS Ha JIKeMOe
U T. 1. B ApaMaTypruuecku BaKHbIX CLIEHaX
MY3bIKaJIbHBIA PSAJl MOATOTABIUBAI CMBbIC-
JIOBYIO Y SMOLIMOHAJIBHYIO KYJIbMUHALIMIO.

OgHuM U3 3HAYUTENBHBIX COOBITHI
B UCTOPUM OTEUYECTBEHHOW CayH]I-IpaMbl
cTajia mocrtaHoBka crnekrtakis «llosectu
benkuna» (TBopueckas maboparopust MoJI0-
JIBIX PEKUCCEPOB U KOMITO3UTOPOB IO PYKO-
BozictBoM B. H. ITankoBa, 2019; kommno3urop
A. B. Kum). 3nece npumensiercs 10CTaTod-
HO TPAJAULMOHHBIN IMOJAXOJ B MCIIOJIb30Ba-
HUM BBIPA3UTENIBHBIX U TEeMOPOBO-KOJIOPH-
CTHUYECKUX BO3MOXHOCTEH HHCTPYMEHTOB:
CTPYHHBIE 3By4aT B CLIEHAX JIMPUUECKOTO Xa-
pakTepa, ynapHbIe U JyXOBble — B OaTaIbHBIX
snu3ofax. IlecHu B MCIIOMHEHUH JKEHCKOIO
XOpa TO3BOJSIOT CO3/1aTh HJIWJUTUYECKHAN
GOoH IS ClIeH IEPEBEHCKO-YCaIeOHOM KU3-
HU. IHCTpyMEHTalIbHOE 3ByYaHHE BBIIOIHS-
€T POJIb 3MOIMOHAIBHOIO MOATEKCTa CLEH,
OHO T03BOJISIET CPOPMHUPOBATH «BOJTHBD) JTU-
HAMHUYECKOTO HapacTaHUs U craja, 00beu-
HHUTH ()parMEHTapHbIE PEIUIMKU U JIEHCTBUS
B OOIIUI IpaMaTUYECKHM MOTOK.

B xaHpe cayH-IpamMbl pellieH CIIEKTaKIb
«Itnmka» pexxuccépa Taucun Kanslrunomn
(lentp npamarypruu u pexuccypsl, 2019)
10 MOBECTH HHUJICPJIAHICKON MHUCATEIbHU-
sl Moke Ban Jleyen «Ilum». My3bIkalb-
HBIH psijl CIIEKTAKIIs ObLT OJTOTOBJIEH KOM-
no3utropoM JIbBom TepHepom, caenaBmnm
apaH)XUPOBKY MMIIPOBU3ALUNA MY3bIKaHTOB
— YYAaCTHUKOB CIIEKTAKIIS U CO3aBIINM Ca-
YHJ1 OTACNIbHBIX ClIeH. B mocTtaHnoBke ObuH
UCTOJIb30BaHbl Pa3HOOOpa3HbIe M0 TeMOpy
BOKaJbHbIE M HMHCTPYMEHTAJIbHbIE 3By4Ya-
Husl (yIapHble MHCTPYMEHTHI, 3JIEKTPOTH-
Tapa, BuOpadoH). Buononuens 3nech BbI-
CTynajla MpPEeUMYIIECTBEHHO B KauecTBE
CBA3YIOLIETO HMHCTPYMEHTa, €€ 3By4YaHHUE
BBINOJIHSIO (DYHKLHIO UHTEPMEIUN MEXITY
CIICHaMH, CBO€0OPA3HOTO «T0JI0Ca aBTOPay.
B nmanormyeckux cueHax perjuKu BHO-
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JIOHYENH TAKXXe OOBEANHSIIN aKyCTUYECKOE
IIPOCTPAHCTBO 3MU30/a, TO SMOLUMOHAIBHO
CONMMXKAsCh C IKCIPECCHEN akTEPCKON peyH,
TO CO37aBasi OUIYIIEHNE OTCTPAHEHHOCTH U
Kak ObI «B3IVIs1/1a CO CTOPOHBIY.

[TonpiTOKMBasE BhILIECKAa3aHHOE, OTME-
THM, YTO CTUJIMCTUYECKUMM 4YE€pPTaMH Ca-
YHJI-IpaMmBbl SIBIISIFOTCS CHHTETUHYHOCTb, OCHO-
BaHHAsl HA JIOMMHUPOBAaHUM 3BYKOBOIO psjia
B ayJIMOBU3YaJIbHOM OOBEKTe, HMMIIPOBU3a-
LUUMOHHOCTb, NeppopMaTuUBHOCTb. AKyCTHYE-
CKO€ MPOCTPAHCTBO IMMOCTAHOBOK POCCUMCKUX
PEKUCCEPOB B KaHPE CayHI-IpaMbl BEICTpau-
BAEeTCsl HAa TPAAULMAX AKaJIEMUYECKOTO OIep-
HOTO HCKyCCTBa (CHCTEMa JIEMTMOTHBHOTO
pa3BUTHs) U SKCIIEPUMEHTAIBHBIX MPAKTUK
(MHCTpYMEHTaIbHBINA TeaTp, MPOCTPAHCTBEH-
Hasl My3blKa, aBaHTapAHbIE MPUEMBI «IIpera-
pUpPOBaHUS» UHCTPYMEHTOB U T. 1.). Bkia-
JIOM OTEYECTBEHHBIX PEXHUCCEPOB B MPOLIECC
pa3BUTHsL KaHpa CayHA-ApaMbl SIBISETCS
aKkTyanu3auus IPHUHLMIIA HCTOpPU3Ma, IpO-
SIBJIIIOLIETOCS B CTPEMJICHUMHM HCIIOJIB30BaTh
ayTEeHTUYHbIE HApOJIHbIE MHCTPYMEHTHI, MO-
MyJsipHbIe (QOJIBKIOPHBIE U ACTPATHBIC METIO-
JIUU, CBSI3aHHBIE C MY3bIKAJIBHOW KYJIBTYPOU
Pa3IUYHBIX MEPUOAOB PYCCKOM W MHUPOBOM
uctopuu. [IpumeHeHre NaHHOrO NPHUHIIKIA
MTO3BOJISIET MPHUIATh PEKUCCEPCKUM HCKaHH-
SIM BAKHBIA COLIMOKYJIBTYPHBIN CMBICI: HO-
Basl JICKCHKA XYIOXKECTBEHHBIX SI3BIKOB OCO-
BPEMEHHBAET XOPOILIO 3HAKOMBIE 3PUTEIIO
TEKCTHI JIMTEPATypHBIX IIEAECBPOB, HAXOAUT
aJIeKBaTHBIA 3BYKOBOM 00pa3 MOCTaHOBKaM,
OTPAKAIOLIUM pPEaJUM TEKYILEro BPEMEHHU.
LlenHocTbto coxpaHeHus OajlaHca TpaJuLiA
U DJKCIIEPUMEHTOB B OCBOEHHMM OTE€YECTBEH-
HbIMH PEXKUCCEPAMU M apTUCTaMHU YKaHpa
CayHJI-IpaMbl SIBJISIETCS TPOU3BOAMMBIN MO-
CTaHOBKAMH XYJOKECTBEHHBIN A(PQPEKT: OHU
TIO3BOJISIIOT 3PHUTENIO YIITyOUTHCS B CaMOTo
ceOs1, MpUCITYIIaThcs K CBOMM HOBBIM OIIIY-
IICHUSIM, YCIIBIIIATh «OOEPTOHBI HCTOPUNY
B CBOEM YKU3HEHHOM OIIBITE.
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MouaptnaHctBo MunTtas TaeybaeBa
B 6aAeTHbIX MOCTAHOBKAX AASI A€TeM

N3yuyenue peHOMEHA MOIIAPTHAHCTBA OOYCIIOBIEHO MOTPEOHOCTHIO B MO3HAHUU ACTETUYECKUX
YCTaHOBOK XY/IO)KHHUKA. B ITpeicTaBneHHOMN cTaThe OCYIECTBIISETCS MOIBITKAa 0003HAYUTh TEHICHIINU
MOLIapTHAHCTBA B TBOPYECTBE Ka3aXCTAHCKOTO pekuccépa u Oanermeirictepa Muntas TrneybaeBa
(1947-2009), nesTenbHOCTH KOTOPOTO OCMBICIIUBAETCSI B COBPEMEHHOM HCKYCCTBOBEUECKOM I1OJIE.
Mertononornyeckoi 6a30i At pabOTHI CTaNIN TPY/bl, MOCBAIIEHHbIE MOLAPTHAHCTBY U CMEKHBIM
HOHATHAM, B TOM uucie paborel AHatonmus Llykepa, Apkamus Kinumowuiikoro, Auekcanapa
Cemuukoro. OcHOBOM Juis uccienoBaHusi TBopuecTBa MuHrtas TreybaeBa i gereil cranu
SMIIMPUYECKUN U aHAIIUTUYECKUN METOJIBI, a TAK)KE METOJIbl PEKOHCTPYKIIMH, aHAJIN3a U OTNIMCAHUS
CIEKTaKJIsA, BBIPAOOTAHHBIC JICHUHIPAJICKOM «TBO3JEBCKOM» IIKOJON TeaTpoBeleHMs, JAroIIne
BO3MOXHOCTb PACKpPbITh MOLIapTHAaHCKOE MUpoIIoHuMaHue TieybaeBa. ABTOp paboThl TOAYEPKUBAET,
YTO T€Ma JISTCTBA CTasla FeHepalIbHOM B TBOpUECTBE peskuccépa-xopeorpada. OHa sBisach 11 HETo
HEHNCCAKAEMBIM POIHUKOM BIOXHOBEHMSL, UTO ITO3BOJISIO EMY HAIIOIHATH TKaHb CIIEKTAKIIsI UTPOBBIMHU
3NIEeMEHTaMH, OOHaKAIOIMMH MIPUPOLY HAMBHOCTH, CBOMCTBEHHYIO MUpY OanerMeiicrepa. B aTux
Xy/I0’)KECTBEHHBIX MHTEHILMSIX IPOCMAaTPUBAETCs MOIAPTHAHCKOe MupoollyiieHue Tieybaesa,
BIIEPBBIE PACCMaTPUBAEMOE B KOHTEKCTE HACTOSAIIIETO UCCIIEIOBAHMSL.

KiroueBple cioBa: Ka3axckuii Oanet, OajeTHBIA CIEKTaKib, pekuccép-xopeorpad, MunTai
TneybaeB, MOIIAPTHAHCTBO, TEMa JICTCTBA.
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The Mozart Tradition in Mintay Tleubayev’s
Ballet Productions for Children

The study of the phenomenon of the Mozart tradition is stipulated by the need for cognition of the
artist’s aesthetic notions. The article makes an attempt of indicating the tendencies of bringing in the
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Mozart tradition into the legacy of the Kazakh theater and ballet producer Mintay Tleybayev (1947—
2009), whose activities have not yet received its due comprehension in the field of art criticism. The
methodological basis of the work is formed by musicological works devoted to the Mozart tradition
and the contiguous concepts, including works by Anatoly M. Tsuker, Arkady I. Klimovitsky and
Alexander Ya. Selitsky. The basis for the research of Mintay Zh. Tleubayev’s legacy for children
turned out to be the empirical and analytical methods, as well as methods of reconstruction, analysis
and descriptions of a performance developed by the Leningrad “Gvozdyov” school of theatrical
studies which present the possibility to reveal Tleubayev’s Mozartian world perception. The author
of the work emphasizes that the theme of childhood became basic in the works of the producer and
choreographer. It became for him an inexhaustible spring, which allowed him to permeate the fabric
of the performance with play elements, which reveal the nature of naiveté intrinsic to the ballet
producer’s world. In these artistic intentions it is possible to view Tleubayev’s Mozartian world
perception examined for the first time in the context of the present world perception.

Keywords: Kazakh ballet, ballet production, producer-choreographer, Mintay Tleubayev,

the Mozart tradition, the theme of childhood.
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«Mouaptuanuamu»  HUCCIEI0BaTEIN
Ha3bIBAIOT JEATENeH HMCKYyCCTBA — MY3bI-
KaHTOB, MHCATEJIEN, aKTEPOB, HAJICIEHHBIX
0COOBIM ONTHUMHUCTHYHBIM, CBOETO poja
«JIETCKAMY» MHPOOIIYIIEHUEM U OTHOCS-
UM cebs K TIOYUTaTeIsIM TBOPYECTBA Be-
aukoro rexHusa. MysbikoBen A. Cenuukuit
0003HaYaeT 3TO SIBJICHUE Ha OCHOBE CXOJI-
CTBA «TUIIOB TBOPYECKOM JIMYHOCTH» |[8,
c. 197-198], ormeuas HEOOXOMUMOCTh HO-
BOTO MOJXO/a K M3YYEHHUIO 3CTETHUYECKHUX
YCTAaHOBOK XylnoXXHUKa. Cpenu H3BeECT-
HbIX UMEH K ATOMY SIBIICHHIO OTHOCSATCS:
A. Ilymkun, K. bansmont, M. Inwumnka,
I1. YaiixoBckuit, C. [Ipokodres, C. CroHuM-
ckuil. CIUCOK MOKET OBITh ITPOIOJIKEH HME-
Hamu A. benoro, b. [Tactepnaka, K. Uykos-
ckoro, M. Pasens, E. [1IBapua, @. Uckanaepa,
A. MuponoBa. B npeqnaraemoii crarse Tep-
MUH «MOIAPTUAHCTBOY» BIEPBBIC MPUMEHS-
€TCS K Ka3aXCTAaHCKOMY PEKUCCEPY B XOPEO-
rpady Munraro Tiey6aey (1947-2009)'.
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...Komy 0ano 3anevamnemsv pebénra cpeou cozeezoui...
P. M. Punbke

YnomuHaeMble MMEHA BO MHOTOM 00B-
eMHseT olllas yepra — MPUBEPKEHHOCTh
UX TBOpYECTBA K JKAHPY CKa3KH, KOTOpas
HEpa3pbIBHO CBs3aHa C TEMOM JETCTBA.
A B JIeTX «HET HUYEro HCKYCCTBEHHOIO,
HaMEpPEHHOT0, HAUTPAHHOI0», OTTOrO JeT-
CTBO «IIOJTHO HACTOAIICH TYXOBHOW CBOOO-
ey [6, c. 128—129]. MoxHO cka3aTh, 4TO
MOILIAPTHAHCTBO €CTh CYIIHOCTHasi 000J104-
Ka JIyIId YelloBeKa, KOTOPBIA HajenéH na-
POM HauMBHOCTH U cBOOOABI. OHO CBSI3aHO
C MO3HAHUEM BHYTPEHHETO MUpa JIMYHOCTU
U TICUXOJOTMH TBOPLA, MOTOMY H3Yy4YEHHE
3TOro (peHOMEHa MpeAnoiIaraeT noxy4eHue
MHOT000pa3HOro 3HaHUs.

My3ssikoBen A. Ilykep, pa3MblIiss
o Mouapre, yTBEpkAA€T, YTO «Ero TBOP-
YEeCTBO OTMEUEHO NOrPYKEHHOCTBIO B pe-
albHYI0, 3€MHYIO >KM3Hb, PEAKUM IO Ha-
ONMI0aTEeIPHOCTH BU3YaJIbHO-0CS3aEMBIM
BOCCO3/IaHHEM €€ KOHKPETHBIX JETajeH,
NOAPOOHOCTEN, CUTYaIUi, U, IPEKIIE BCETO,
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YyeJIOBEUECKUX XapaktepoB» [12, c. 31].
B »TOM KilOUE HMHTEpPECHO 3aMedyaHue
E. Bunokyposa, xoropsiii nucan o [lym-
kuHe: «[[lymkuH] ObT MOUApTHAHEL, OH
CUMTad, YTO MCTUHHOE HCKYCCTBO HOCHUT
MOLAPTHAHCKUM XapakTep. “A s, moseca
BEUHO MPa3/IHbII", — 3asBISIET TOAT O ceOey
[1, c. 233]. M. Ko3akoB, pa3MbIILIss O JIHY-
HOCTH AHnpes MupoHoOBa, 3aMeTHJ, YTO
y HEro «XBarajl0 4yBCTBAa IOMOpA, YTOOBI
HE3alIOPEHHO CMOTPETh HA KU3Hb U HC-
KyccTBO. OH yMmel LIEHUTh 4yKO€ MHEHHE,
pazoBaThCs Uy)KMM ycrexam, B HEM ObLIO
MOIIAPTHAHCTBO — a 0€3 ATOr0 Ka4eCcTBa HET
HACTOSIIIIETO XyAoKHUKa» [5, c. 180].

VYrnoMsiHyTble BBIIIE  XYAOKECTBEH-
HbI€ YCTAaHOBKM BO MHOTOM MPUMEHUMBI U
K JIMYHOCTH Ka3aXCTAHCKOTO JesiTessl HC-
kycctB TrneybaeBa. Co3HaTenbHO WM Oec-
CO3HATEJIbHO, OH TBOPWJ U KW B pycie
MOLIAPTHAHCKOM 3CTETUKHU. Tema nercTBa
BBICTYMAET B €r0 MCKYCCTBE OHOM W3 re-
HEpaJbHBIX TEHACHIUHI, Yepe3 KOTOPYIO OH
CTPEMUJICS BOIUIOTHTH XOpeorpaduyecku-
MU CpEJCTBaMU BOJIICOHBIM MHUp JETCTBA,
UCIIONB3YSl MapaJOKCAIbHBIE BO3MOXHOCTH
UTPOBOM CTUXHUU. TaJlaHTIMBBIN PEXKUCCED,
OaneTmeiicTep U meaaror ObLI CTOJIb MHO-
TOrpaHeH W JEsTelIeH, YTO OXBaTUTh BCE
€ro TBOPYECTBO B HEOONBINOW CTaThe HE
MPEICTABISIETCS BO3MOXHBIM. TeM He Me-
Hee, TmompodyeM 0000IUTh, U 0003HAYUTH
[JIABHBIE XAPAKTEPUCTUKHA MUPOOILYIICHUS
TneyOaena.

«Ectp nronmu, KoTopeie <...> Ha BCIO
KU3Hb COXPAHSIOT CIMOCOOHOCTH TMO-JIET-
CKH paJioBaThCs TOMY, YTO OHH CO3JAI0T,
JI0 KOHIIa IHEW CBOMX HE TEPSIOT BIIOOIEH-
HOCTH B BBIOpaHHYIO MMM MPOQPECCHION,
— Mucajia OiHa U3 co3JaTesiel Tearpa Ui
nereit B Poccun u Kazaxcrane H. Can [7,
c. 237]. Takum Obu1 TneyOaeB. HarnsigHo
3TO JEMOHCTPUPYIOT CIOXKETHO-IIPOTpaMM-
HbI€ CIEKTaKJIM JETCKOTO LHMKIA, Cpeau

Problemy muzykal'noj nauki / Music Scholarship. 2021. No. 3

KOTOpbIX: «AucTéHOK» (1973), «3o0moroii
kimounk» (1974), «Pycckas ckazka» (1975),
«Tpu mopocénka» (1984), «Ilokrop AiiGo-
aut» (1987). Ux omuuuTensHON CTUIEBOM
YepTOi BBICTYNAET pPENpe3eHTALHs IETCKO-
ro 3TOcCa KaK COBOKYIHOCTH XapaKTepoB
1 HpaBoB peOEHka. OOHapyXUBaeTCs 3TO
M BO BCEX €ro MOCTaHOBKaxX JAETCKUX TaH-
1eB oT «KoponeBckux mUHrBUHOBY (1979)
no «Cropnpuza» (1987), or «O30pHuU-
koB» (1993) no «bana 1oHBIX rBapAciIeB»
(2009). Ilpu aTom moctaHoBku TieyOaeBa
oOpallleHbl He TOJIBKO K FOHOIIIECKOMY MOKO-
JICHUIO, HO U KO BCEM, Y€l «PacCyloK CBEK,
a BooOpaxkeHue xuBo» (B. CMupHOB).
Hemano xopeorpaduyeckux mnpou3Be-
JeHUl OasieTMeicTep co3aa il MOJIOIOrO
ITOKOJICHHUS 3pUTeNeH U ucnoanurTenei. Emy
OBLJIO YYXKJO Tparuueckoe BUJIEHUE eil-
cTBUTENbHOCTU. HanpoTus, obnangas mo3u-
TUBHBIM BOCTIPUSTHEM OBITHS, CBOMCTBEH-
HBIM JIETCKOM TICHUXOJIOTHH, OH HarOJIHSII
CBOHU CIEKTAKJIA IOMOPOM M U300peTarelb-
HOM 3pENUIIHOCTHIO. A B )KU3HEPAJOCTHBIX
TaHUAX XYIOKHHKY BHJEJCS KIOY K CO3-
JAHUIO YCHEIIHOTO CHEKTakIs. BbITh ps-
OOM C IOHBIM 3PUTEIIEM, MbICAUMb, KAK OH,
U JIOCTYIHBIM $I3bIKOM TaHIIa JJOHOCUTH 0
HEero BBICOKOE MCKYCCTBO OajieTa — CTajo
XyJIO’)KeCTBEHHbIM Kpeno TneybOaeBa. Tak,
B CleKTakiie «Tpu Mmopoc€Hka» O4YEBUIHO
cTpemiieHne xopeorpada 3amojHUTh Oa-
JETHYI0 TKaHb HAO0OpPOM W3 y3HABaeMbIX
NETCKUX 3a0aB W YNpaXKHEHWH, KOTOpBIE
NpUIaBalii CYIIECTBOBAHUIO TE€POEB TMOJ-
YEPKHYTO WUTPOBOW M WHGPAHTUIBHBIA Xa-
pakrep. Cectpa Hada nenana 3apsnky, a eé
opares Hud n Hyd, «yromnénnsie» Oec-
MOJIC3HBIM 3aHSITUEM», UTPAJU TapeliKaMu
C Kalled WM YBIJIEKAJIUCh JIOBied 0abo-
YeK B OrpOMHBIN cadok. B 3To Bpems Had
B OJIMHOYKY IBITAJICSl 3aHUMAThCsl OCTPOM-
KOHM JToMa. DJIIEMEHTBI U IPEAMETHI JETCKOU
KU3HU COJIMKAIM 3pUTENIS U TepOeB depes
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KOMILUIEKC CMOJEIMPOBAHHBIX XOpeorpa-
¢dhom mpeiaraeMbix ooctoaTenseTB. K mpu-
Mepy, B OJTHOM U3 3MH30/I0B FOHBIN 3pUTEIh
Bujen, kak Had néc 3a cnmHoi panern moy-
TH BO BECh CBOW POCT, a €ro Oparhs JTUIIIb
MMUTHPOBAJIA TIOMOIIIb, MPOJOJIKas 3a0aB-
JSATHCSL.

Jlerckue Ganersl TneyOaeBa HE cozep-
KA CKyYHBIX TMOYYEHUM, a BOCIUTHIBA-
a1 pebEHKa Ha IpHUMepe CHOHTAHHBIX CH-
Tyalluid, pokaarouuxcs Ha cueHe. FOmop
U JKU3HENIO0ME pa3phIBajd T'e€pPMETHUHbBIC
rpaHullbl Oajera, a Tepou cKopee ObuIH
JE€TbMHU C MX UCKPOMETHBIMHU pPEaKLMIMHU,
YeM KOCTIOMHBIMHU TmepcoHaxamu. Korma
B Clekrakiie «Tpu MOpOCEHKA» aApPTUCT,
ucnonHsomuid napruto 3noro Boska, 06-
pamajics K JETSIM B 3pUTEIIbHBINA 3all, BbI-
XOAWI K HUM M «IIyraj», TO opocsTa pea-
TUPOBAJIM 3a 3pUTEJIEH U Myrajluch BMECTE
¢ HuMu. OHU BbBUIE3ANIM U3 OPKECTPOBOI
SIMBI U TIPOHOCUJTUCh MUMO PEOSIT, CMOTPSI-
mmx Oaner. FOHbIE 3pUTEnN KUBO M AMO-
[MOHAJILHO pearupoBaid Ha MU3AHCLECHBI,
CTaHOBWJIMCh UX COYYaCTHUKAMHU.

UYepes BCIO TBOPUECKYIO *U3Hb Tieyba-
€Ba TSHYJACh CBS3YIOIAs HUTh, COCTUHSIO-
ujas ero ¢ AeTbMHu. Bocco3naBas «1mos3uio
JIETCTBa» B CBOMX IIOCTAaHOBKax, Oaner-
MeHCTep OTHOCWICS K IOHBIM pedsitaM Kak
K paBHBIM, 0€3 MaJleHIlero OTTEHKa BBICO-
KOMEpHsI B3pOCIIOT0, BCEra LEHUI U JOpo-
KU HEMOCPEJICTBEHHOCThIO HUX BOCIIPUS-
tusi. lcnonib3yst METOT IEPEHOCca HA CLEHY
S3bIKa JE€TCKOM KOMMYHUKALIMM — OH Ipe-
BOCXMIIAJT TAKUM 00Pa30M PEaKIHIO FOHBIX
3pureneid — Tney0aeB «BOCIUTHIBA» HX
oOpa3aMu, JIUIIEHHBIMH MHOTOCIOXHOCTH,
HO HEMPEMEHHO HANOJHEHHBIMU aKTUBHBIM
nercTBrueM. XoTs peOEHOK, MO0 MHEHHIO
IO. Onmreitna u E. FOkuHOWM, «I0HpaB-
CTBEHEH <...>, umMmopanen» [13, c. 247] u
B CHJIy 3TOTO YacTO MOJBEPraeTcsl yUCHHUIO,
BHUMAaHUIO, BOCIHUTAHUIO, IOCIYLIAHHUIO.
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«B3pocblit BociuThiBaeT peOEHKA — U BOC-
MUTHIBAETCS UM, BIUTHIBAET YEPTHI €0 JIET-
CKOCTH, YUUTCSA y HEro OBITh PalOCTHBIM,
OBITh JOOPBHIM, OBITH JKUBBIM» [TaM Ke].
TneybaeB Ha 3aHATHSAX CO CTyAEHTaMU —
Oynymumu OaneTMencTepaMu — TOBOPUII
uM: «IlepBbie ABa roma y4€Obl s Bac yuy,
BCE€ OCTAJIbHBIC — BBl MCHS»".

B cBoeli modTH3anUU OETCKOM TEMBI
xopeorpad «baneTu3upoBa;» KaHpP CKas-
KH, oOpamasich K apxeThrnam, MpPOYUTHI-
BaeMbIX peOEHKOM. XOTS €CTh MHEHHE,
YTO HHMKOTIJIa HENIb3sl Y3HaTh, O Y€M Jyma-
10T JIETH, KIIOTOMY YTO OHHM HE BBIPAXKAIOT
ce0s1 Ha HAIlIeM S3bIKE, OHU KaK Obl HHOMY
MUpY NpuUHAAIexkaT» [Tam xke]. My3biko-
Beq B. CmMupHoB nucan o Mopuce Pasene,
YTO B CBOEH MY3BIKE OH «BOCCTAET MPOTUB
IyXOBHOTO 0’K€CTOYEHUs peOEHKA U MOKa-
3bIBAET, KAKOE IEJIUTEIbHOE JICHCTBHE HA
HEro OKa3bIBAIOT MPUPOJIA, CKAa3KU, COJEp-
Kalue yooKrue MopaibHble HCTUHBD [9,
c. 154]. Ucxons u3 3TOro Te3uca, MOXHO
aKIIEHTUPOBATh HAOIIOICHUE HA TOM, YTO
BCEe IOCTaHOBKM TiieybaeBa 3aKaHYMBa-
JUCh IPUMHUPEHUEM WUIIU JPYyKOOU Tepoes
(mepconaxku Oanera «Jloktop ANHOGOIUTY
«mpouanuy bapmanes, u oH NOABISIICS U3
MacTU KPOKOJWJIA KMUBOM U yIbIOArOIIHIi-
Cs1; IECHBIE KUTENU criekTaks « Tpu mopo-
CEHKa» KOPMIIM 3JI0T0 TOJIOHOIO BOJIKa
kamei «['epkynec», 1 OH cpa3y CTaHOBUJI-
csl moOpei u. T. 1.). BaxkHO OAYEpPKHYTH,
YTO HECMOTPS Ha HEOOXOAUMBII KOH(DIUKT
IpamMaTypriuv M CIOXKHBIC MEPUIIETUH OT-
HOIIICHUH TepoeB crekrakiel, y Tneyoa-
€Ba MOJIHOCTHIO OTCYTCTBOBAJIM arpecCUB-
HbIE JICMCTBHUS IIEPCOHAKEM.

OCHOBOI NIETCKHMX CIIEKTaKjIeH Oarner-
MelcTepa SIBISUIOCh UTPOBOE Hayajo, KOTo-
poe crmocoOCTBOBAJIO aKTUBU3AIMHU FOHBIX
3pUTEIIEH, IOTOMY €r0 TBOPYECTBO — SIPKUHI
MIpUMEpP BOIUIOIICHUSI MBICIIM HUJEPJIAHI-
ckoro dunocoda M. Xéizunra: «Taner —
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OJTHA M3 CaMbIX YHCTBIX U COBEPIICHHBIX
¢dopm urpe» [10, c. 263-264]. Xopeorpad
co3I1aBaj Urpy, Kotopas Bcerja Obuia B OII-
MO3UIMU TIOBCETHEBHOCTH (Jaxke B MpO-
rPaMMKH K CIEKTAKJIII0 OH BKJIIOYal Ha-
CTOJNIBHBIE WTIPHI, CKAa30YHBIC KAPTHHKH).
Takum 00pazoMm, MOXKHO TPEANOIOKHUTD,
YTO KOHIIEMIHUS MyTH B TBOpuecTBe Tiey-
0aeBa CO3ByYHa CO B3IVISIIOM HEMEIKOTO
dunocoda I. I'amamepa, KOTOpBIH HCTOJ-
KOBBIBAJI CYyTh T€aTpa KaK Urpy, MpeaHa3Ha-
YeHHYIO s cMoTpeHus. OH cyuTal, 9To
«B TIPa3IHUKE BCET/1a 3aKII0YEHO HEUTO BO3-
BBIILIAIOIIEE, YTO M3BJIEKAET U3 OOBIIEHHO-
CTH T€X, KTO B HEM yYaCTBYET, M TOJHIMAET
BCEX JI0 HEKOM BCEOXBATHIBAIOIIECH OOIIHO-
cti» [2, ¢. 157-158]. ITonoOHast 0OIIHOCTH
Ha CTEKTAKIISIX PeXUccEpa CIuTaynBaia mo-
KOJICHUS JIFOAIEH — B3POCIIBIX U JI€TEH, MPH-
menmux B Tearp. banersr TrneybaeBa Hecnu
B ce0e 2JIeMEHTHI IMpa3JIHUKa, Korjaa Kak-
JIBIN CTIEKTAKIIb CTAHOBUIICS Yy/IOM TIpeBpa-
HIeHHs] B3pociioro B peOénka. Jletu, mpu-
X0l B Tearp, KaXKIbld pa3 MOrpy’Kalanuch
B NPa3IHUYHYIO 3UPOPUI0 — OHU MOCTO-
SSHHO BO3BpAIAJIUCh K ITOMY «BEIUKOMY
mraoBeHuto» (I. ['agamep).

B mponomkenne pa3MbIIUIEHH O MO-
naptuanctse TieybaeBa cienyeT KOHCTaTH-
pOBaTh, UTO MPOCIEAUTH €T0 CaMOHaOIro/Ie-
HUS 110 OTHOIIICHUIO K ceOe U CBoeil paboTe
JIOCTaTOYHO CJIOKHO, TaK KaK OH MpaKThye-
CKM HE OCTaBHJI IMOCJE ce0s MUCbMEHHBIX
VUCTOYHUKOB. VICKIIO4EHME COCTABIISIIOT
dakcumuie cueHapusi Kk Oanery «Jlokrop
AibGonut», medyatHele pykomucu Oarera
«Tpu mopocénkay, a Takke HE TIOCTaBJICH-
Horo 6anera «Kot B canorax», 3CKu3bI-cxe-
MBI PUCYHKOB TaHIa «KoponeBckue muHT-
BUHBI» W HECKOJIBKO THCEM K MaTepu BO
BpeMsi yu€Obl B KOHCEpBAaTOpUHU. AHAIINU3H-
pysl TepeducieHHbIE JOKYMEHTBI, MOXKHO
CYIUTh O JMYHOCTH Xopeorpada ¢ TOYKH
3pEHUs €r0 MOoYepKa, O €ro PeKUCCEPCKOM
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MBIIIUICHUU TPU CO3JaHUU JIpaMaTypruu
CIEKTaKJI, O HEKOTOpPhIX (haKkTax TBOpYE-
cKoii buorpadumu.

Camopediekcusi, caMoaHaln3, «BCMaT-
pUBaHHE B ce0s», KaK 3TO MPUCYIIE JTH00-
My TO-HaCTOSAIIEMY TBOPYECKOMY YEJIOBEKY,
TPE3BO OLICHUBAIOLIEMY JCHCTBUTEIBHOCTD,
omnpenensyin pexuccépckoe kpeno Tney-
6aeBa. Ero wu30paHHOCTb, MHTYUTHBHO
ONIYIIABINASICA OKPYXAMOIUMH, Oblia
3ameTtHa ¢ gercrBa. W. I'ynseBa, yduBs-
masics ¢ TieybaeBbIM B xopeorpaduue-
CKOM Yy4YWIHMIIE, BCIOMHHAja, 4YTO emIé
B IIKOJBbHBIX KOHIIEPTaX «OH WIpal Ha
¢dboprenuano, BBLACISSACH CpPEId MHOTHX
apTUCTU3MOM H 0COOOW MYy3BIKAIBHO-
cthio. Ecim BcmoMHUTE geTcTBO YalKoOB-
CKOT0, TO y>K€ TOT/Ia €r0 BOCIIUTATEIbHULIA
®annn JropOax Ha3pIBaia OyayHIIero KOM-
MO3UTOpa ‘“‘CTEKJISHHBIM peOEHKOM™» [4,
c. 147]. My3ssikoBen A. KinuMmoBuikuit mno-
sicHsT: «CTEKIISTHHBIN — 3TO ¥ BOJIIICOHBIH,
3araJIOYHO-TAMHCTBEHHBIA: U “y BCEX Ha
BUAY’, U OT BCEX — “3a CTEKJIIOM~ — OTIO-
POXKEHHBIN 4€M-TO HEBUUMbIM, IOTOMY U,
KaK BCSIKasl WLIIO3UsSI, 0COOCHHO UHTPUTY-
IOIIUM; CTEKJITHHBIA — 9TO U XPyTNKUH, 06€3-
3aIUTHBINA, TPO3PAYHBIH, T. €. TPEOYIOIINIA
0c000 OCTOPOXKHOTO O0OpaIEHUS-IPUKOC-
HOBCHHS, B MPOTUBHOM CJy4ae OH MO-
KET pazouthcs» [Tam ke, c. 148-149].
B kaxoii-to crenenu TieybaeB HamoMuHAT
«CTEKJITHHOTO peOEHKa» — OH HEe JIIOUI
(dhanpirb, OB TPOCTHIM B OOIICHUHU, YMET
MOPAJIOBATHCS 32 ONM3KUX U JTAKE UYKHUX
Jro7ied; OBbLT TpPOraTelbHBIM B OTHOIICHH-
X C POAHBIMH, JOBEpYUB M HauBeH. [Ipu
9TOM €My OBLIM MPHUCYIIM YMEHHE 3allu-
TUTh CJIA0BIX M OTBETCTBEHHOCTH, Kak
Oynro Obl oH ObLT cTapiie Bcex. Kommera
Tney6aeBa uckycctBoBen JI. A. XKyiiko-
Ba B Oecelie ¢ aBTOPOM CTaThU BBICKa3aja
MBICJIb O (D€HOMEHE TBOPUECKOM JIMUHOCTH
OanermeiicTepa, CUUTasl, YTO €r0 B3IJISIBI
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U PEXHUCCEPCKUE MOCHUIBI B «OCHOBE CBO-
eil UMeNu TapMOHUIO JyXa, BHYTPEHHIOIO
cBO0OO/Y, OOKECTBEHHYIO HCKPY TallaHTa,
IIEAPOCTH CEPACYHOTO aapan.

VYnuButeneH TOT (akT, YTO €CIU MO-
naptuanen; I1. YaitkoBckuii (10 MHEHHIO
A. KmumoBuikoro) GorotBopwi Moirap-
Ta, Urpajg €ro, CiIyliaj, BOCXUILAJICA, CO-
3nan «Mouaptuany», To TieybaeB, npu
€ro CKjajie JUYHOCTU U MUPOOIIYIICHHH,
MPaKTUIECKU HEe 00paIiancs K My3bIKe KOM-
Mo3uTopa B CBOEM TBOpuecTBe. JIuib pa3
OH TOCTaBWJI TaHEIl Ha MY3bIKy «ManeHb-
KOl HOUHOM cepeHanb» Momapra (KOTO-
PBIil 10 CUX MOp B penepryape AByX Oaner-
HBIX IIKOJ). Brnu3kolt Kk MouapTuaHckomy
ctimo Obuta «Kiaccudeckasi cuMpOHUS
C. IIpokodbeBa (0 KOTOPOH caM KOMIIO3H-
TOp MHUCaJ, 4TO TaM MPHUCYTCTBYIOT U Mo-
1[apT, ¥ €r0 CTUJIb) B OTHOMMEHHOM Oanere,
rae xopeorpad cosman odpasbl ITupKEpa
U MY3bIKAHTOB Ha OCHOBE KJIACCUYECKOTO
TaHIa ¥ 0TYaCTU rporecka. MOXXHO BblJie-
JUTH Takxke oOpaiienue TieybaeBa k mpo-
m3BegeHuto A. Ilymkuna «Ckaska o mome
u 0 paboTHuke ero bamne» nis mocTaHoOB-
KH KoMeauitHoro Oanera «Pycckas cka3kay
M. Yynaku. B nenom ormerum, uto Trney-
0aeB Ha MPOTSHKEHUU BCEro TBOPUECTBA 00-
pamancs K «MaXOpHbIM» MapTUTypaM, He
OTATOIIEHHBIM 3CTETHUKOW TParudeckKoro.
OTTOrO M MOCTAaHOBKHU €ro ObUIH TMO3UTHUB-
HBIMH 1 JOOPBIMH.

A. Lyxep mucan: «Cmenocts Monapra
cocTosiia B <...> CaMOOIIYIIEHUH CBOEH
BHYTPEHHEU CBOOOJBI — YEIOBEYECKOU H
TBOPUECKOM B HMX HEPACTOPKUMOM €JIUH-
ctBe» [11, c. 412]. TneybaeB, ocBOOOXK1a-
SICh OT MPABWJI M YCIOBHOCTEH, CTPEMSCh
K HOBBIM XyJOXCCTBEHHBIM OTKPBITHSIM H
ACTETUYECKUM HJiealiaM, CTAHOBUJICS HE3a-
BUCHMBIM OT KJIACCUYECKUX KaHOHOB. OH
TBOPWJI B PAa3HBbIX HAMPABICHUSIX U KAH-
pax xopeorpaduu, KaxkIablii pa3 OTKpbIBas
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3PHUTENIO0 HOBBIE TPAHU CBOETO MCKYCCTBA.
JlocTuras oHOW BEpIIMHBI, OH OpaJics 3a
npyryr. banermeinicrep crapaics He 1O-
BTOPATHCSA, EMY OBbLIO HHTEPECHO HOBOE.

B uckyccrBe TneybaeBy mpuxoamyioch
MIPEO0J0JIEBaTh MHOTHE IPETpPaabl, CMEIO
pelarb TBOPYECKUE 3aa4M, YTO OH JeJIall
JIETKO, HUYETO HE BO3BOJSA B PAHT CJIOXK-
HOIO ¥ HemocwibHOro. Ero TBopuecTBo,
Kak My3bika Monapra u Ilpokodnesa, He
HYXKJIQJIOCh B PEAJIbHBIX XKU3HEHHBIX HM-
MyJIbcax U MO CyTH CBOEH ObLIO camojocC-
TaTOYHBIM. XOTs OanmeTMeicTepy He pas
MPUXOAUIOCH OTCTAUBAaTh CBOM YEJIOBEUE-
CKHE MpaBa, peajbHas )KM3Hb HE COCTAaBIIS-
Jla «BXXHYIO YaCTh €ro XyJ0KeCTBEHHOIO
OBITHS, YTOOBI CTaTh TEMOUW TBOPYECTBAY
[Tam xe, c. 414]. TneybaeB yacTo cTaBHII
CIIEKTaKJIu BHE 3I0XM, BHE BpemeHU. Ha
CLEHE Pa3BUBAIUCH B3aWUMOOTHOLICHUSA
repoeB, pa3BEPTHIBAIUCH 0OCTOSATENHCTBA
U JIpamaryprusi, paspemias COOBITHIHBIN
KOH(DJIUKT dYale B «MaXOPHYIO KOIY».
Konneru Tney0GaeBa BCrioMUHAH, YTO «OH
yMen 00y CUTYaIuio BO3BECTU B MO3H-
THBY»".

JIeHCTBUTEILHOCTh B CLIEHUYECKOM HH-
TEepIpETALNU JOJKHA MPEACTABIATHCA KaK
HEKOE BOJIIEOCTBO, IMpEBpallalolIeecs
B peanbHOCTh. Kak MIaBHBIA Tepod pac-
ckaza I. Tecce «JlercTBO BOMIICOHHKAY,
pexXuccEp MOXET mpeoOpaxkarb 3Ty Ieil-
CTBUTEIBHOCTh, YXOJIUTh OT HEE U PACTBO-
pATbCS. B UCKyccTBE. Pexxuccép HEe TONBKO
o npogeccuu, HO U O CBOEH BHYTpEHHEN
cytu, TneybaeB co3aaBas npa3aHUK, OPS-
1ok «mpekpacHoi urpen» (I. T'ecce), nmma-
HEHTHOE OIIYIIeHHE KOTOPOH ObLIO Xapak-
TEPHO JIJISI €70 UCKYCCTBA U J]a)Ke PEaIbHOMN
*u3HU. Ero TBOpuecTBO HEe MaHU]ECTHPO-
BaJI0 U HE JIEKJIAPUPOBAJIIO MOJUTUUYECKUE
Y HUJICOJIOTUYECKUE JIO3YHTH, OHO CBOOO-
HO CyIIECTBOBAJO NapajlIeIbHO B MHUpPE
uckyccrBa. Kak OIHaXIbl 3aMETH] €ro
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COKypcHUK b. DiipmaH, «HY HO 3aHUMATh-
Csl ICKYyCCTBOM, a HE MTPOBOKALIUSIMI»®.

B xonue TtBOpueckoro mytu TieybaeB
B Oecenax ¢ OIM3KUMH JPY3bsIMH COXa-
JIEJ O TOM, YTO €r0 IOCTAaHOBKHU Majo UIYT
B Kaszaxcrane. OH umen B BuAy OaneTHbIE
CIIEKTaKJIA, KOTOPbIE CETOMHS MOMYJISPHBI
U UMEIOT yCIleX B APyrux crpaHax — Poc-
cun, bemapycu, Keiprecrane’. Jlroboe
€ro TBOPEHME, KaK TBOPEHHE HACTOSILETO
XyJIO)KHMKA, CO3JAIOIIET0 CBOM IPOU3BE-
JIEHUS YCEpJIHBIM U JUIMTENbHBIM TPYIIOM,
€CTh TBOPEHHE JIOJITOBEYHOE, U OHO OCTa-
HETCS HAJONTO 3puMbIM. M. Xéii3unra yr-
BEPAUTENBHO 3asBWJI, YTO NPOU3BEJIECHUE
MCKYCCTBA IIOYTH BCErJa MOKHO OTHOCHTD
K MUpPY IOTYCTOPOHHETO OLIYILIEHHUS, 3apsi-
KEHHOTO MOTEHIUSAMH CAKpaJIbHOTO: «Ma-
IMYECKOM CWJIOH, CBAILIEHHBIM CMBICIIOM,
penpe3eHTaTUBHON HIEHTUYHOCTBIO C KOC-
MUYECKUMHU SIBIEHUSMH, CUMBOJIMYECKUM
3HaueHuem» [10, c. 268]. MouapTuancTBo
TneybaeBa B ero TBOpUECTBE BBIPA3UTEIIb-
HO, OHO KaK SIpKMIl MapKep BBIPUCOBBIBAET-
Cs1 B COIIPOTUBIICHUE BCEMY TPAareAMNHOMY
u oObieHHOMY. [IpupoaHas cnocoOHOCTh
K CUJIBHBIM, TTyOOKHUM 4yBCTBaM, HEOOBIK-
HOBEHHAsl YYTKOCTh K OJM3KUM MU He3ay-
psAaHas BIEYATIMTEIBHOCTh OTPAKAINCH
B €ro TBOPYECTBE, KOTOPOE BOCIPHUHMU-
MajiOoCh HOBAaTOPCKUM U HEOPAMHAPHBIM.
Xopeorpady ObUIO CBOWCTBEHHO «BEUHOE

JIETCTBO», U OH MPOCIIMPOBAJI €r0 HA CBOU
TBOPEHMUSL.

Momuapruaner; TneybaeB Bcerga Haxo-
JTUJICSL B IBMDKEHUU, B TBOPUECKUX YCTPEM-
JICHUSIX K YEMY-TO HEHU3BEJAHHOMY, B HEM
JKUJIO YyBCTBO IIEPCIIEKTUBBI. Pexuccép
B CBOMX CIIEKTAKJISIX MO-OTEYECKHU MOATA-
KHMBaJ 3pUTENS K MUPY HEMOCPEACTBEHHO-
CTU U UCKPEHHOCTH, KOTOPBIE C BO3PACTOM
CTAHOBSITCSI TTIOYTH HECBOMCTBEHHBI JIOASM
B UX «CBEPX MEpHI CHEIUATU3UPOBAHHOM,
HMCKaXEHHOM TBHICSYbIO PA3HBIX ONOCPENO-
BaHMI CyliecTBOBaHUM» [2, c. 165].

Tearp pexuccépa XUBET U IOHBIHE
B cepAlax JIIoJei, OKpPY>KaBIIUX €ro Wi
COINPHUKOCHYBIIUXCS C HUM 4Y€pE3 €ro Imo-
CTaHOBKM M >KM3HEHHbIE cHUTyauuu. Emy
KaK SpKOM TaJaHTIUBOM JIMYHOCTH, IO
BelpakeHnto [. T'ecce, — «aelCTBUTEIb-
HOCTHU HMKOTIJIa HE OBLJIO JOCTAaTOYHO, Tpe-
ooBanoch emé BommedcTBO» [3, c. 27].
A. KimmmoBuIxui mucair, 4to YalkoBCKHi
CBEPILINJI CBOE MTPEHA3HAYEHNUE U OCTAJICS
TE€M, KTO OH €CTh, HU B 4YEM HE M3MEHHB
ceoeMy papy. [na YalkoBCKOro wymom
ObLJIa BCTpEYa B POJIUTEIHCKOM JOME C MY-
3pikoM Mouapra. J{ns TneybGaeBa — BcTpe-
4a C JIETbMU, C UX SMOLUSIMHU U PAJOCTHBIM
cmexoM. OH Obu1 OasieTMecTepoM C JIeT-
CKOM IYIION U POKAEHHBIM JIJISI FOHBIX CEP-
JIell, COXPAHUBIIIUM Ha BCIO )KU3Hb «Iparo-
LIEHHBII MUp B cebey.

<> TIPUMEYAHUA <>

1

Muntait XKenenbeBuu TneybaeB — COBETCKHI U Ka3aXCTaHCKUU pexuccep, baneTmeiicrep,

Hesaror, 3aciy)XeHHbIH nestenb uckycctB Kaszaxckoit CCP, naypear npemuu JleHMHCKOro
KOMcoMoJ1a, ipodeccop. 3a rofibl CBOEH JIeATeIbHOCTH OH OCYIIECTBIII OCTAHOBKH 12 0aneTHBIX
CHeKTakJieH, xopeorpagpuueckoe opopmienue k 18 onepam, 6onee 30 TaHIIEBATBHBIX KOMIO3ULIUH
u 6onee 100 Tearpanu3oBaHHBIX NpeacTaBieHuil U nporpamm B Kaszaxcrane, Poccun, benapycn,
Kurae u gp. Bocniuran psa 6anermeiictepoB B Kazaxckoil HallmOHaJIbHON akaJeMUU HCKYCCTB
umenu T. K. XKyprenosa ¢ 1995 no 2009 rox.
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2 OpurrHaJbHOE Ha3BaHHME Ha Ka3aXxCKoM si3bike — «JKacysanaap 6ambn».

3 W3 cTyneHYecKnuX BOCIIOMUHAHHI aBTOpA CTAThH.

4 U3 6ecensl aBTOpa crathk ¢ JIrommuioi XKyiikooii (Anmarsl, 3 mapra 2017). JInunblii apxuB
aBToOpA.

> U3 Gecenpl aBTOpa crathu ¢ Ammion AmmmeBoid (Anmarel, 10-11 suBaps 2017). JInanblii
apxuB aBTopa. [Iyonukyemcs enepauvle.

¢ Peus bopuca Diidmana Ha mpe3eHTau KHUrH « HOE TpocTpaHcTBO ciioBay T. BoGophIKMHOM
B «Ilapke kynabTypsl U ureHus» I[lerepOyprckoro kamxkHOTO Kityoa «bykBoem» 25 despamnst 2015
roja.

7 U3 Gecennl aBTOpa cTarthu ¢ JIro00BBIO JIcoHOBOM (AMaThl, 3 saBaps 2019). JInuHblid apXuB
aBTopa. [Iybnuxyemcs enepauvle.
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