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Annomauusn. TlepBblii pyCCKHIl TEpEBOJl €BPOIEHCKOTO PYKOBOACTBA MO TeHepai-0acy —
tpakrara «Treulicher Unterricht im General-BaB» JlaBuna Kenpaepa Obu1 ocymectBnéH B 1791
TONly | BBIIIEN 1O/ Ha3BaHUEeM «BepHoe HacTaBieHne B COYMHEHUH TeHepan-0aca...». HecMorps
Ha OYEBUJHOCTb UCTOUYHUKA, IPABOMEPEH BOIPOC O NEPBUYHOM TEKCTE PYCCKOM BEPCHH, TaK KaK
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KOTOPBIX 3aCBUJIETENBCTBOBAJIA BHECEHUE U3MEHEHUH pa3InyHOro xapakrepa. CinueHne TEKCTOB
Tpéx mepBbiXx m3manmidi (1732, 1737, 1743) u ux cpaBHEHHE C PYCCKOA3BIYHOM MyOIHKanuei
MO3BOJISIIOT YCTAaHOBUTH MEPBUYHBIA TEKCT «BepHoro HacTaBieHus». B kauecTBe noKa3arenbCTB
aBTOP NMPUBOIUT Psii OOHAPYKEHHBIX B HEMEIIKUX M3JAHUAX Pa3IMyuil (BCTaBOK, KYIIOp, eTalei
HOTHBIX IIPUMEPOB), COOTHECEHUE KOTOPBIX C PYCCKUM HU3JaHMEM JAET BO3MOXKHOCTb CIENIaTh
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B CTPYKTypy TekcTa. PaccmoTpeHue TepMuHOIOrMM «BepHOro HacTaBIEHUSD» B KOHTEKCTE
CTAHOBJICHUS CIIELUAIIBHOIO MY3bIKaJIbHO-TeOpeTudeckoro ammapara koHua XVIII cromerus
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JIEKCUKONI02USL OMe4eCMEEHHO20 MY3bIKO3SHAHUSL.

Kniouesvie cnoea: JlaBun KenbHep, «BepHoe HacTaBieHHE B COUYMHEHUU TeHepal-0acay,
poccuiickas my3bikanbHas Teopust X VIII Beka, renepain-6ac

Jlna yumuposanus: Ipecusxosa U. A. «BepHoe HacTaBleHHE B COYMHCHHH T'eHEpai-0aca
Hasuna KenbHepa: 0 mepBUYHOM TEKCTE pycckoro nepesona // IIpobnembl My3bIKaaIbHON HayKH /
Music Scholarship. 2021. Ne 4. C. 7-15. DOI: 10.33779/2782-3598.2021.4.007-015.

© TIlpecnsixoBa U. A.



Gre~ Mpobnembl My3bikanbHoW Hayku / Music Scholarship. 2021. Ne 4

Gre~. Theory of Music —¥©

Original article

“Treulicher Unterricht im General-Bass” by David Kelner:
about the Primary Text of the Russian Translation
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Abstract. The first translation into Russian of the European manual textbook on figured bass,
David Kelner’s “Treulicher Unterricht im General-Bal3” was made in 1791 and came out under the
title of “Vernoe nastavlenie v sochinenii general-basa...” [“Accurate Instruction in Composition
with Figured Bass...”]. Despite the apparent character of the source, there remained the appropriate
question about the primary text for the Russian, since prior to the latter’s publication, Kelner’s
work had undergone seven German publications, the half-century long history of which testified to
bringing in changes of various types. A collation of the texts of the first three editions (1732, 1737,
1743) and the comparison of all of them with the publication in Russian has made it possible to
establish the primary text of the “Accurate Instruction.” The author cites as his proof for this decision
a certain number of discrepancies discovered in the German editions (insertions, abridgements,
details of musical examples, etc.) the correlation of which with the Russian edition makes it
possible to arrive at the conclusion of the first edition being the primary text for the translation. This
conclusion discloses the path for further research of the translation of the “Accurate Instruction,”
stipulating the objectivity of the analysis of its quality and technique and the understanding of the
level of interference into the text’s structure on the part of the translator. Close examination of
the terminology of the “Accurate Instruction” in the context of the formation of the special music
theory apparatus of the end of the 18th century will be conducive to the development of such a new
branch of contemporary scholarship as the historical lexicology of Russian musicology.

Keywords: David Kelner, “Treulicher Unterricht im General-Bass,” 18th century Russian
music theory, figured bass
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HCTOPHUH OTE€YECTBEHHON MYy3BIKAITh-
BHOI‘/’I Teopun «BepHoe HacraBieHHe

B COYMHEHHH TeHepai-Oaca» JlaBu-
na Kempnepa (1791)! umeer ocoOblii cTa-
TyC: 3TO MEPBOE CIEHUAIN3UPOBAHHOE PY-
KOBOJICTBO I10 TeHepan-0acy, M3IaHHOE Ha
PYCCKOM SI3bIKE, M TIEPBBIA OIBIT TIEPEBOIA
3apy0eKHOTO HM3IaHus MOJO00HOro THIIA.

Ero nosiBnenue mpencrabisieTcsi 0COOEHHO
IIPUMEYATEIIEHBIM B OTHOILICHUU JBYX aKTy-
QJIBHBIX IS COCTOSIHUS POCCUMCKON TEOPUU
My3bikn koHua XVIII cronernss mpornec-
coB. IlepBblll U3 HUX 3aKIIIOYAETCS BO BHE-
IPEHUH €BPOIIEUCKON MY3BIKAJIbHON HAyKU
B OTE€YECTBEHHOE KYJIBTYPHOE IIPOCTPAHCTBO:
nocpeAcTBoM Tpyda KenbHepa, KOTOPBIN



Problemy muzykal'noj nauki / Music Scholarship. 2021. No. 4

0

caM aBTOp XapaKTEePHU3YyeT KaK KOMIICHIUYM,
TPAHCIIUPYIOTCS. HE TOJIBKO €ro COOCTBEH-
HblE TEOPETUYECKHE U IEAarornyecKkue
YCTaHOBKH, HO TaK)K€ MJICU TMOBJIUSBIINX HA
PYKOBOJICTBO M YIIOMHUHAEMBIX Ha €ro CTpa-
HUIIAX HEMEUKUX U (PaHI[y3CKUX aBTOPOB
N. . Xaitanxena, 1. Marre3ona, I1I. Mac-
cona, C. bpoccapa, X.-®. Pamo. Bropeim u3
HA3BAHHBIX TPOLIECCOB SIBISETCS (OPMHUPO-
BAaHME PYCCKOS3bIUHOTO MY3BIKaJIbHO-TEOpE-
THUYECKOTO JIEKCUKOHA: TJAHHBIN TIEPEBO/I SIPKO
JIEMOHCTPUPYET OCOOEHHOCTH €ro HayallbHO-
ro srana. VMccnenoBanue, HampaBlIeHHOE Ha
U3y4YECHHUE JTAHHBIX MPOLIECCOB U CIEHUPUKH
uxX oTpaxeHus B «BepHOM HacTaBlieHUW,
BPSII JTU BO3MOXKHO 0€3 00pallieHus K TEKCTY
nepBorctouHrka. OnHako mpolOiema ycra-
HOBJICHUSI OpUTHHAJIA JI0 CUX TOp He Oblia
MOCTABJICHA JIAXKE B TEX HEMHOTOUMCIIEHHBIX
HAyYHBIX W3BICKAHUAX, YTO MPSIMO UM KOC-
BEHHO CBsI3aHbI C PyKoBOJACTBOM KernbHepa.
B paGorax CcOBpeMEHHBIX HCCIIEIOBATENCH
paccraBienbl uHble akueHTsl: K. Crapp [1]
PEKOHCTPYHPYET KU3HEHHBIN TyTh My3bIKaH-
ta; A. B. bosipkuna [2; 3; 4; 5] cneunanuzu-
pyeTcsl Ha JIMHTBUCTHUYECKOW MpoOiIeMaruke
NEepeBO/Ia  HEMELKOSI3bIYHBIX  PYKOBOJICTB;
JI. B. Kupuninuna [6] aHau3upyeT pycckue
BEPCUM My3bIKaJIbHBIX TpakratoB XVIII
CTOJIETUS; aBTOP JAHHOW CTaTbU B JIPYTHX
MyOJIMKAITUSIX OMHUCHIBAET MY3BIKATBHO-TEO-
PETUUYECKYI0 TEPMHUHOJIEKCUKY B aclieKkTe eé
HCTOPUYECKOIo CTaHOBIeHUs [7; 8; 9].
Bonpoc o moucke nmepBUYHOTO TEKCTa
«BepHoro HacTaBlIeHUS» HE TaK KypbE3€eH,
KaK MOXET MpEACTaBIATbCS Ha TMEPBBIM
B3, Kaszamoch Obl, OTBET OYEBHJCH H
JTABHO M3BECTEH —3TO Tpakrar JaBuaa Kemnb-
Hepa (David Kellner) «Treulicher Unterricht
im General-BaB»: tutyn pycckoro uznanus
YKa3bIBAa€T Ha HETO, JIEMOHCTPUPYS YUTaTe-
a0 pamMmuio aBTopa («CcouuHénHoe 20cno-
ourom JI. Kennepowy), HazBaHue (XOTS U He-
CKOJIBKO TpaHC(hOpMUpOBaHHOE — «Beproe

HacmaeieHue 8 COMUHEHUU 2eHepal-0acay)
Y yKa3aHHE Ha S3bIK IepBOUCTOYHUKA («//e-
DpeBe0éHHoe C HeMeyKko20 HA POCCULCKOU
H. 3ybpunogvimy). Hanuuue >THX AaHHBIX
— XOpoIiasi ornopa s YUTareias TOW 3Io-
XU W JJI1 COBPEMEHHOTO HCCIIEeIOBaTEls,
MOCKOJIbKY TOJ0O0OHOTO poja WHbOpMaIus
B m3manmsax X VIII — mpagama XIX Beka co-
JieprKaiach Jajieko He Bceraa: (urypa aBTo-
pa WM NepeBoYrMKa MOTJIa ObITh CKPhITA 32
KPUNITOHUMOM (3aMETUM, YTO MMEHHO TaK
00CTOSJIO JI€TI0 C TIEPBBIM U BTOPHIM HEMEII-
kumu n3nanusamu «Treulicher Unterricht im
General-Ball», roe Obutn ykazaHbl TOJIBKO
unuimansl Kenpaepa — D. K.). Cioyuanocs,
YTO PYCCKOS3bIYHBIE BEPCHUH EBPOMEUCKUX
PYKOBOJICTB BBIIJISIACTH KaK «aHOHUMHBICY
(4TO TPOM30IILIO0, KaK W3BECTHO, MpHU IIy-
Oomukauuu  ¢parmenta «KpaTtkoro mokasa-
HUA wurpsl Ha kiaBukopaax» [ I. Troopka
B «KapMaHHO# KHIDKKE /TSI TIOOUTENEeH My-
3pIkH Ha 1796 rony). M Bc€ e MaHHBIX TH-
Tyna «BepHOro HacTaBieHUs» HENOCTaTOu-
HO JJIs1 ONPEIeNICHUS IEPBUYHOTO TEKCTa 110
NPUYMHE TOTrO, YTO C MOMEHTA IyOJIMKAI[H
«Treulicher Unterricht im General-Baf»
B 1732 romy 10 BbIXOJa B CBET €r0 PYCCKOTO
MePEeBO/IA, OCYIIECTBIEHHOTO CITYCTS MOYTH
60 net, Tpyn KenpHepa Obi1 cemukparo (!)
nepeusniad B [epmanun, npuyém B mepeuns-
naHus (MIPUKU3HEHHBIE U IOCMEPTHBIE) BHO-
CIJIUCh M3MEHEHHUs. DTOT (PakT u oOpazyer
npobieMy TEpBOMCTOYHHMKA, YKa3aHHWS Ha
KOTOPBIM TIEPEBO/IHASI BEPCHUSI HE COMCPIKHUT.
Bonee Toro, 3aberas Bmepén, ckaxeM, 4TO
HEKOTOpBIE AETANIU OTEYECTBEHHOTO U3/IaHuUs
CKOpee MOTYT HallpaBUTh WCCIIEOBATEINS Ha
JIOXKHBIN Cliel], 4eM NPUOIU3UTH K pa3rajke.
Kakue runoresbl OTHOCUTENBHO MEPBO-
HMCTOYHMKA TO3BOJISIET BBIABUHYTH PYCCKO-
sa3plyHOE M3/aHue? Bo-mepBbIX, ykazaHue
(dbamunuu aBTopa Ha TUTyJe «BepHoro Ha-
CTaBJICHUS» Ja€T OCHOBAHUSI MOJIaraTh, 4To
B OCHOBE NIEPEBOIa MOTJIO JIeXkKaTh OJJHO U3
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W3/1aHHM, Ha OOJOXKKaX KOTOPHIX OHA 3Ha-
Yujach B MOJIHOM BUJE, — TO €CTh HaYUMHAs
C TpeTbero. Bo-BTopbIxX, HE JTUIIEHO JOTUKHU
MPEATNON0XKEHNUE, YTO B KA4eCTBE TMEPBUY-
HOTO TEKCTa OBbLIO MCHOJB30BAHO OJHO U3
T€X U3JaHUM, YTO BBIIUIM B CBET HE3aJ0JIT0
JI0 TIOSIBJIEHHUS PYCCKOTO TIEPEBO/Ia — HAMPH-
Mmep, mecroe (1782) wnu ceapmoe (1787).
Beckyto npuuuny i Beioopa Gosee paH-
HEW BEPCHUH PYKOBOJACTBA HANTH J10CTATOY-
HO CJIOXKHO: BPSJ JIU POCCUNCKHI U3aTENb
koHIa XVIII cronerust Haxesuics PUBJIEYb
BHUMaHUE 4YHUTaTeliel TpakTaroM Oolee
YeM IIOJIyBEKOBOM JaBHOCTH. Hampumep,
N. JI. I'epcren6epr, neyaras B «Kapmannoi
KHIKKE Ha 1796 rom» BCTymieHUE U3 Kiia-
BUPHOTO PYKOBOACTBa TrOpka, 00OCHOBHI-
BaeT MPUYUHY MyOnukanuu tem, 4to «Jlo
HBIHE HET B CEM POJE Xopolei Ha Pycckom
SI3bIKE KHUTH. JleneliHa KI1aBUKOpAHAs KO-
Ja cTapa»’ — MpH TOM, YTO PYCCKHI €€ Te-
pEBOJ BbILIEN B CBET B 1773 rony.

U Bcé ke oOpaieHre Kk HEMEIKUM Tep-
BOMCTOYHMKaM Tpakrara KenbHepa mo3Bo-
JSI€T C YBEPEHHOCTHIO YTBEPXKAAaTh, 4YTO
pyccKuil nepesod Oblll 8bINONIHEH C NEePEO20
uzoanus. «Bo3pacTt» xe OpuUTruHana, BO3-
MOXXHO, ObUT HAMEPEHHO CKPBIT: B 3aBEp-
menun npenucinoBus (Der Verleger an den
geneigten Leser) HEMEIKOTO PyKOBOJICTBA
ctout nara 2 mas 1732 roga, kotopasi U3b-
ara u3 pycckoro «lIpemyBenomiieHust OT
U3JIaTeNs», XOTS BEChb OCTAJIbHOM TEKCT
pa3nena mepeman Oe3 kymiop. [Ipm sTom
B OTEUECTBEHHOM W3JlaHUU Aemudpyercs
KPUIITOHUM aBTOPA, YTO CBUJIETEIbCTBYET,
BEpOSATHO, 00 MH(OPMHPOBAHHOCTH H37a-
TeJsl WK TEePEeBOAYMKA O HAJIUYUHU Oojiee
MO3/IHUX BEPCUM TpaKTara v ero BOCTpeOo-
BAHHOCTH B MY3BbIKQJILHOU CpEXE.

Kakue cBenenuss moarBepknaroT (akT
eBponeiickoro npuszHaHus Tpyna KenbHepa?
B niepByto ouepenb, MHOKECTBEHHBIE HEMEII-
KM€ TIepeU3aHus U IMyOIMKaIlly Ha IIBE-

10

ckoM (1739) u narckom (1741, 1751) si3bikax.

Bwmecre ¢ tem, kak ykasbiBaet K. Cnapp
[1], mepBBIi MyOJUYHBIA OTKIWK HAa TPYH
KenpHepa, nosBUBHIMNCA Ha CTPaHU-
nax «Nieder-Sichsische Nachrichten von
Gelehrten neuen Sachen» 26 wutons 1732
rosia, ObLT PE3KO OTPHIIATENILHBIM, a 3a cap-
KaCTUYHBIM M SI3BHTEIBHBIM TOHOM aHO-
HUMHOTO aBTOpPa CKPBIBAJICSI aBTOPUTETHBIMI
roioc M. Marre3ona. OgHako ero MHEHHE
HE TMOJIYYWIO TMOMJICPKKU: AHOHCHUPOBAH-
Hoe B «Nieder-Sachsische Nachrichten von
Gelehrten neuen Sachen» 10 ampens 1732
rozia nepsoe usnanue tTupaxxom 2000 sx3eM-
IUISIPOB OBLIO PACKYILIEHO 3a TOJ, Ha 4YTO
ykaspiBaet [. @. Tesneman B IpeArCIIOBUN KO
BTOpOoMy m3nanuio 1737 roxa’. Kak u mMHO-
THE JIPYTHE BBIJAIONINECS TPEICTaBUTEIH
MY3BIKAJIbHOW KYJIBTYphl TOTO BPEMEHHU, OH
BbICOKO onieHun Tpya KembHepa. B wuccre-
noBanuu K. Criappa npuBonsTCs mpuMepsl,
JIEMOHCTpUpYIOIKE cTaTyc TpakTara Keinb-
Hepa Cped eBPOIEHCKUX MY3bIKaHTOB.

Bor nexoropeie u3 Hux. Jlopenu Kpu-
crop Muiiep, BUIHBIA HEMELKHH Teope-
TUK, ocHOBaTesb «OO0IIecTBa My3bIKAJIbHBIX
HayK», W3Jarelb KypHayia «My3bIKaabHas
oumbmoreka» («Neu eroffnete musikalische
Bibliothek») B omHoM 13 HOMepoB 3a 1 736 Tox
(1 Tom) moMeIaeT KpaTkoe U3JI0KEHUE IEPBO-
ro U3aHus U pekoMeHayeT kuury KenbHepa
JUI. HAYMHAIOUMX, npeiaras «Organisten-
Probe» Marre3oHa 1151 TanbHEHUIIIETO U3yde-
HUsL. SIk00 AITTyHT HECKOJIBKO pa3 YIIOMHUHAET
KenbHepa B cBoéM pykoBoacTBe «Anleitung
zu der musikalischen Gelahrtheit» (1758).
Kpucrop T'ormmu6 Illperep nonoxurens-
HO otr3biBaeTcs o «Treulicher Unterrichty»
B yueOHuKe «Deutliche Anweisung zum
General-Bass» (1772). Kpome Toro, paszusie
m3ganust «Treulicher Unterricht» Kenbhe-
pa oOHapy>keHbI B OMOIMOTEKAaX M3BECTHBIX
MY3bIKAHTOB — «OTIIa» IIIBEICKOW MY3bI-
xu Moxana TembMuxa Pomana, nemenkoro
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OpraHuCTa U MY3bIKaJLHOTO TeopeTka /la-
a1t [ormnoba Tropka, BEHCKOTO KJIacCHKa
Wozeda [aiiaaa. DK3eMIUIAp, IPUHAIIEKAB-
MM TTOCJIETHEMY, HCTICHIPEH MOMETKaMH,
C/IeJIaHHBIMU PYKO# komrio3utopa. [lanHble
(haxThI CBUECTENBCTBYIOT O TOM, YTO PYKOBOJI-
ctBo KenbHepa, X0Ts 1 ObLI0 NpeTHa3HAYEHO
JUIS HA4aJIbHOTO 00YYeHUs1, UCTIONIb30BAJIOChH
U 1po(heCCUOHATBHBIMUA MY3bIKaHTAMHU.

OTMeTHM Takke M TO, YTO CChLIKA Ha
Tpyn KenbHepa mpHuCyTCTBYyeT B OpHUrMHa-
ne «KmaBukopaHo#t mikonbe» JI€neiiHa u
B ¢€ pycckoM nepeBoje?. BoaMokHO, UMEH-
HO ATOT MOMEHT CTajl KIIOYeBBIM (HhaKToO-
pom, obycnoBuBmiuM BbIOOp «Treulicher
Unterricht im General-Ba» B kauecTse
MIEPBOTO OIbITa MEPEBOJA CIEIHATUZUPO-
BaHHOTO PYKOBOJICTBA IO TreHepay-0acy.
[TepeBop e ObLI BBIIIOJIHEH C IEPBOTO He-
MEIKOTO U3/IaHusl.

VYBEpeHHOE YTBEPKIEHUE O NEPBUYHOM
TekcTe «BepHoro HactaBieHHs) OCHOBAaHO
Ha CIIMYEHHH TEKCTOB JOCTYIHBIX HaM Iep-
BOT'0, BTOPOTO, TPETHET0 U3/IaHUI U UX CPaB-
HEHHMH C pyccKkoll myOnukanueil. Orpanuye-
HUE MarepHuajia XpOHOJIOTHMYECKU MEepPBbIMU
U3IAHUSAMHU TIOHAYaly OBLJIO OINpPaBIaHO UX
IIPWKA3HEHHON JTaTUPOBKOW; BIIOCIICACTBUU
e, 10 YCTAaHOBJICHUU MEPBOTr0 U3AAHUS KaK
NepBUYHOTO TeKcTa «BepHoro Hacrasie-
HUSD», HEOOXOIMMOCTh B MPUBJIEYEHUN OO-
jiee MO3IHUX M3JaHU OTrHana.

Anann3 Hemenkux u3ganuu 1732, 1737
u 1743 TomoB moKasajl, YTo UX OTINYHS HE
UMEIOT MPUHLIUIMHAIBHOTO XapakTepa it
CTPYKTYpbI U COJIEp>KaHUS IIeJIOT0: OCHOB-
HOM MaccHB TEKCTa NEPBOIO M3JaHUS CO-
XpaHsieTcs BO BTOpPOM M TpeThbeMm. Hambo-
jiee 3aMETHBI PACXOXKICHUS B OTHOIICHHUH
BCIIOMOTaTeNbHbIX pa3zaenoB. [lo cpaBHe-
HUIO C MEPBBIM, BO BTOPOM U3JIaHUU JTOOAB-
neno npeauciosue («Vor Redey) I'. ®. Te-
JemMaHa u mociecioBue oT aBropa («Noch
ein Wort»), nosiBUBIIeeCs KaK peakuus Ha
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kpuTHKy Marrte3ona B «Nieder-Sichsische
Nachrichten». B uznanuu 1743 ronga ky-
IIMPOBAHO IOCJECIOBUE, a BCTYIUTEIBHOE
cinoBo Tenemana ObLTO 3aMEHEHO Ha TIpe-
nucnoBue Januans Conanpaepa, npodecco-
pa YHuBepcuTeTa Ymrcainbl (Kak 3HAYUTCS
B Tekcte, Daniel Solander. Prof. Jur. Patr.
& Rom. Upsal), neppoHa4ajibHO MOSIBUB-
nieecs B ImBenckoMm usaanuu 1739 rona.
Pycckoe n3nanue He COOEpKUT HU OJTHOTO
Y3 Ha3BaHHBIX Pa3/IeyiOB.

ABTOPCKHE KOPPEKTHBBI BHYTPUTEKCTO-
BOTO XapaKTepa OOHAPYKUBAIOTCS HE CTOJIb
saBHO. OJTHAKO B paKypce Hallei mpoOieMbl
MOUCK ITUX MU3MEHEHHI CTAHOBUTCS BaXK-
HOU 3aJ1a4€il, peIIeHUEe KOTOPOU TaET OTBET
Ha BOIIPOC O MEPBUYHOM TekcTe «BepHoro
HACTaBJICHUS.

Paznuuus nepBeIX TpEX M3aHUN UMEIOT
XapakTep BHYTPEHHUX TEKCTOBBIX KOpPPEK-
TUB, JOOABJICHUM, KyIIOp, BCTABKM HOTHBIX
npuMepoB. Tak, BTOpoe u3aHue Ha 00JI0XK-
Ke 0003HAYCHO KaK pacHImpeHHoe («Zweite
und vermehrte Auflage»). K. Cnapp ormeua-
€T, YTO B HEM M3MEHEHHI U 100aBICHUI 110
CPaBHEHHIO C TEPBBIM H3JaHUEM HEMHOIO
[1, p. 49]. Onnako HamMu 0OHapY>KeHO OoJiee
Tpunuaru (!) aBTOPCKUX MPaBOK Pa3IUYHO-
ro Xapakrepa — OT J00aBJICHUS/KyIHPOBa-
HUS €IMHUYHBIX CJIOB U CIIOBOCOUYETAHUM /10
pacipennii, 00bEM KOTOPBIX MPEBBIIIAET
MOJITOPBI CTPAHMUIIBI, KPOME TOTO, M3MEHE-
HUSI KOCHYJUCH HOTHBIX MTPUMEPOB, KOPPEK-
UM CTPYKTYpPbI TAaOJIMUI] U UX HAIOJHEHUS.
Ha tutyne tperbero u3nanus, B OTJIMYUE OT
BTOPOTO, HET HH(OPMAITUH O €T0 COOTHOIIIE-
HUM C TPeAbAYIIUM. DTOT (PaKT MO3BOJISIET
MPEATNOI0KUTh, yTO U3aanue 1743 roga mor-
710 OBITH cTepeoTHITHBIM. OTHAKO CpaBHEHHE
BTOPOTO M TPETHETO U3/ITaHUH BBIIBUJIO O0JIee
JECATU PACXOXKIECHUHN pa3IMYHOrO IUIaHA.

[IpuBenéM nuiIb HENOJHBIN PsI OTIIN-
YU HEMEIKHX W3JJaHUM W COOTHECEM HX
C PYCCKHUM IIEPEBOJIOM.
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[To cpaBHEHHIO C TEPBHIM H3TaHUEM
1732 rona, B uznanuu 1737 roga pacuivpex
00bEM HEKOTOPBIX IJIaB.

B mage I mynkr Il gononHeH He3HA4H-
TenbHBIM TOsICHEHUEeM («Diese natiirliche
Tabelle ist insonderheit fiir Kinder und andere
annoch rohe Incipienten, die nur fiirs erste
so crasse das Intervallum einer Tertie sollen
kennen lerneny’), a mynktr XXIV — yTouHe-
HHEM O MECTOIIOJIOKEHUU peunTaruBa («und
werden zwischen die Arien gesetz»®). O6e
BCTaBKH COXPAHEHBI B TEKCTE TPETHETO W3-
JTAHWS, HO B PYCCKOM HM3/IaHUU COOTBETCTRY-
IOLIUX UM MPEIOKEHUH HET.

I ™aBa («Vom Gebrauch der
Signaturen») B IepBOM H3JaHUU COJEpPKa-
na 28 maparpadoB, BO BTOPOM HX KOJIH-
4yecTBO Bo3pociio 10 34. B coorBercTBUUM
C OTUM U3MEHUJIOCh U KOJUYECTBO CTPOK
B 3aBepuIaloleil miaBy TaONuile CUTHATYP:
B IIEPBOM H3JIaHHMU UX 23, BO BTOpoM — 29.
Pycckoe m3nanue crnemyer nepBomy.

B paznene «Erkldrung des Aufsteigens
des Dur-Thone» rnassi 11 Broporo uznanus
MOSBIISIETCA HOTHBIM mpuMmep. B pycckom
U3JJaHUU OH HE TIPEJICTaBJICH.

B VI mage ykpynHsietcst ab3ari, mocBs-
MIEHHBIA MaJION TEepIUH’, TOCIEe KOTOPOTO
npenoaraeTcsi Halu4yue HOBOTO HOTHOTO
MpUMepa, TaK M HE MOMABIIEro B OCHOBHOM
TEKCT ¥ HAIIICIIIETO MECTO MOHAYAITY JIUTITh
B CIIMCKE OINEYaTOK, a 3aTeM B TPEThEM W3-
nauun®. B VII r1aBe B HECKOJIBKO pa3 00b-
€MHEE CTAaHOBUTCS pas3fesl, MOCBIIIEHHBINA
YBEJIMUEHHOM KBUHTE; B HEM TaKxke 100aB-
JieH HOTHBINH npumep. OObEM TaHHBIX pa3-
JICJIOB B OTEYECTBEHHOM PYyKOBOJICTBE COOT-
BETCTBYET MEPBOMY M3IAHHUIO.

Bo Bropom uznanuu aBTop Moc4muTal He-
00XOUMBIM HM3MEHHTH IOPSIIOK CTOJIOIOB
B Tabmuiax rmasbl VII («Tabella locationis
Dissonantiarum in den Dur-Thonen; Tabella
locationis Dissonantiarum in den Moll-
Thoénen»®). B pycckom BapraHTe CTPYKTypa
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TaONUI] UACHTUYHA TaOIHUIIaM TIEPBOTO U3-
TAHUS.

B Tekcrax rmaB TpeTbero u3gaHus, Io
CpPaBHEHHUIO CO BTOPHIM, 0OHAPYKEHBI KpaT-
KH€ BCTaBKHU (OJJHO CJIOBO, OJTHO MPEAJIONKe-
HUE), pacIlUpEHUs 32 CYET HOBBIX OJHOTO
WJIU JIBYyX a03alieB, a TAKKE HEOJHOKPATHBIE
Kymiopsl. Jlob6aBineHne Matepuana MoBJIeK-
70 32 cOOOM BKIIIOYEHHE HOBBIX HOTHBIX
npuMepoB (miaBa V), a oOHapyXeHUE He-
TOYHOCTEW B MY3bIKaJbHOM IpUMEpE Mpe-
JBIAYIIETO H3IaHUS — €T0 KOPPEKTUPOBKY '°.
OTU U3MEHEHUs] HE TPE/ICTABJICHBI B pycC-
CKOM II€pEBOJE.

VYKaxkeM Take Ha HEKOTOpbIe JeTalu
HOTHBIX MMPUMEPOB, KOTOPHIE TOTIOIHST PS/I
JI0Ka3aTeNbCTB B MOJb3Yy IEPBOr0 U3AAHUS
KaK IMEPBUYHOIO TEKCTA PYCCKOTO MEePEBO/IA.

B Ttakrte 3 HOTHOro mpuMepa IyHKTa
XIV mnaBel | HOTa 4 B mapTUM HUKHETO
rojgoca MMEET pa3HOe OKTABHOE IOJIOXKe-
HUE: B IEPBOM M3/1aHUH OHA pacrojaraercs
B MaJjioii okTaBe'!, BO BTOPOM U TPETHEM —
B Oompmoi'?. Pycckass myOnukamust coot-
BETCTBYET MIEPBOMY H3aHUIO.

IIepBblii HOTHBIM npuMmep maBkl 11 co-
CTOUT U3 €IUHCTBEHHOW HOTHI B 0ACOBOM
KJIFO4Ye: B MEepBOM" W TpeTheM'! M3maHusIxX
— e, BO BTOpoM — c'°. B pycckom u3naHuu
MIpUMEP AHAJIOTMYEH NEPBOMY U TPETHEMY
W3JIaHUSIM.

B takTe 6 Tperbero HOTHOrO Impumepa
raBbl VI B IEpBOM, TPETHEM U PYCCKOM U3-
JAHUAX TIOMEIIeHa KBUHTA A — fis; BO BTO-
POM H3JIaHUU IPUCYTCTBYET TOJIBKO fis.

Psin oOHapyXeHHBIX OTIUYUNA MOXKHO
MPOJIOJKUTh, HO MPUBEACHHBIX BBIIIE JI0-
Ka3aTeJIbCTB JI0CTaTOYHO JJISi TOTO, YTOOBI
YBEPEHHO CJIeJIaTh BBIBOJI: IEPBUYHBIM TEK-
ctoM «BepHOro HacTaBlEHUS SBISETCS
nepBoe uznanue «Treulicher Unterricht im
General-BaBy.

Kakue wuccnenoBaTenbckue Mepcnek-
THUBBI OTKPBIBAET yBEPEHHOCTH B OOHApy-
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JKEHHW OPUTHMHAJIBLHOrO TekcTta? B mepByto
oyepesb Te, YTO CBSI3aHbl C OOBEKTHUBHO-
CTBIO aHaJM3a KauecTBa M TEXHUKHU Iepe-
Bojia. [lonyyennas nadopmanus mo3Bosser
YCTaHOBHUTb, HACKOJIBKO TOYHO B PYCCKOM
Bepcur OblIa COXpaHEHa CTPYKTypa OpH-
rUHasa, ObUIM JIU C/ENIaHbl EPEBOAUYUKOM
KyHIOpbl WJIM BCTaBKH, MOCPEACTBOM Ka-
KOTo fA3blKa B PYCCKHUH JIEKCUKOH BXOIM-

JY T€ W WHBIE MY3bIKaJbHBIC TEPMHHBI.
Paccmorpenne TtepmuHosmornn «BepHoro
HACTABJICHHUS» B KOHTEKCTE CTAHOBJICHUS
CIIEIMAJILHOTO MY3bIKaJIbHO-TEOPETUYECKO-
ro anmapara konma XVIII cronmerus Oynet
CIIOCOOCTBOBAaTh Pa3BUTUIO TAaKOW HOBOM
BETBU COBPEMEHHOM HAyKH, KaK ucmopuye-
CKASl IeKCUKONLO2USL OMEYeCmBeHH020 MY 3bl-
KO3HAHUAL.
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Annomayun. Coxpanusiasics B cepockoM ropoge Hum (poauna umneparopa Koncrantuna)
¢pecka boropomuisl «KHUBOHOCHBIH HCTOUHHK» AAaET aBTOPY OCHOBAHUS ISl Pa3MBIIITICHUS
0 NTyOMHHBIX TPOIIECCaX CHHTE3a XPaMOBOI'0 HCKYCCTBA, 00BEIUHSIOIIET0 HE TOIBKO POCTPAHCTBO
XpaMma, ciy>k0y CBSITOMY, MKOHOIIUCHBIM Psijl, HO U CTPYKTYPY M LIBETONHCH TEKCTa MECHOMEHUH.
Cnyx0y «boropoauiie JKUBOHOCHBIN HCTOYHHK)» aBTOP OOHApYX MW B TEBYECKOW PYKOIMUCH
coOpanust Jmutpus BacunbeBuua PasymoBckoro (Poccuiickas rocynapcTBeHHass OMOIMOTEKA),
oTHocsuIelcst ko BTopoi nmonoBuHe XVII Beka. AHanu3 CUHEPruM IIBETOBOTO pPEHICHUs PpecKu
ropoaa Humi, nBeronucu TeKCTa CTUXUP U UX KOMIO3UIIMOHHOM U MEIOAMYECKOM CTPYKTYpbI
MO3BOJIIET PaCCMaTPUBATh COBOKYITHOCTh 3TUX CBOMCTB Kak OOraThlil pecypc A U3y4eHus: BCEro
XpaMoBoro TBopuectBa. [Ipumep nepuxopucuca (0OOMeHa SHEPTUAMHU) XyIO0KECTBEHHBIX CPEICTB
(dpecku xpama boropoauiiel ropoaa Hum v meBueckoit cimy>k051 B uecTh boropoauiibl « KuBoHOCHBII
HCTOYHMK», co3aHHbIX B Cepbun u B Poccuu B onHO Bpemsi — Bo BTopoii nojoBuHe XVII Beka,
JEMOHCTPUPYET KAHOHU3WPOBAHHBIN NUJAKTUYECKUN NPUHLUIN OOydeHUs dYepe3 XpamMoBOe
HCKYCCTBO, & UMEHHO JOHECEHHE JOTMaTHYECKUX OCHOB BEPOYUECHHS 4epe3 CHHEPTHIO BCEX
XyJIOXKECTBEHHBIX CPEJCTB, IPUHUMAIOIIUX y4YacTHe B XpaMoBoM jelcTe. [lepuxopucuc 3aech
— 00BbeIMHEHNE YHEPTUil BETONUCH TEKCTa MECHONEHUH, Meloaudeckux (GopMyi U LBETOBOTO
pelIeHns HKOHHOTO 00pasa.

Knrouegwie cnosa: boroponuna «KMBOHOCHBIM UCTOUHUK», Ppecka ropona Hul, nBeronuch
TEKCTa CIY>KObl, KOMIIO3MIIMOHHAs M MeJOoAWYEecKas CTPYKTypa CTUXHUp, CHHEPIHs CpPEJCTB,
MIEPUXOPHUCHC
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Abstract. The fresco of the Mother of God bearing the title “The Life-Giving Source,” preserved in
the Serbian city of Nis (the birthplace of Emperor Constantine), presents the author with the grounds
for contemplating about the deep foundations of the synthesis of church art, which unites not only
the space of the church, the service to the saint, or the iconographic series, but also the color structure
of the hymns’ text. The service to the “Mother of God, the Life-Giving Source” was discovered by
the author as a manuscript musical score from the second half of the 17th century as part of Dmitri
Razumovsky’s collection in the Russian State Library. Analysis of the synergy of the color scheme of
the fresco from the city of Nis, the color painting of the musical text of the stichera hymns and their
compositional and melodic structure makes it possible to examine the combination of these properties
as a rich resource for studying church art in its entirety. An example of the perichoresis (exchange
of energies) of the artistic means of the fresco in the Church of the Mother of God of the city of Ni§
and the singing church service in honor of the Mother of God, “The Life-Giving Source,” created
simultaneously in Serbia and in Russia, — during the second half of the 17th century, — demonstrates
the didactic principle of education by means of church art: the conveyance of the dogmatic foundations
of the doctrine through the synergy of all the artistic means participating in the church liturgical
action. In this case, the perichoresis is the unification of energies: of color painting of the musical
score of the liturgical chants, the melodic formulas and the color solution of the iconic image.

Keywords: Mother of God, “The Life-Giving Source,” fresco in the city of NiS, color writing of
the text of the liturgical service, compositional and melodic structure of the sticheras, synergy of
expressive means, perichoresis
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MU COOBITHIA, TIpou3omienmux emé bl JKuBOHOCHBIN NCTOYHUK» B KOoHCTaHTH-
B 450 rony, cmyxba «boromarepu Homone Obl1 00HOBNEH, U B XIV Beke Ona-
JKuBOHOCHBINM MCTOYHMK» NocTeneHHo no-  rofapsa Huxudopy Kammmery Keandomymy
JTyuuia pacrnpoctpaHenue B [IpaBocnaBHoli  Obula co3gaHa MOCBALIEHHAs eMy CiyxOa.
Tpaguuuu. 3akpenunack oHa Ha Ceernyro  IIpasmHoBanme «boropoguisl JKuBOTBO-
Cenmuny Ilacxu, B Ceernyro IIaTHuIly. psIIero MCTOYHMKA», U3BECTHOE C V BeEKa,

CornaCHo HCTOPUYECKON PEKOHCTPYK-  Pa3pyuienHesd Typkamu xpam «boropoau-
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yTBEpXkAeHO YcTaBoM B Benukyro IIaTauiy
CBemiol ceaMHULIbl U COMPOBOXKIAETCS UC-
MOJIHEHHWEM TpOoIiapei, KOHJAKOB U akadu-
CTOB.

Ha unepkoBHOCHaBAHCKUN SA3BIK 3Ta
cinyxx0a Obuta mepeBelneHa U J100aBIIeHA
B l[Betnyro Tpuoap BO BTOpON NOJOBHU-
He XVII Beka Erpumuem Yynosckum. Jlo
XVII Beka maHHOU ciyx0bl B Pycckoit
LIEPKBU HE OBLIO.

O®pecka «KHUBOHOCHBIM HMCTOYHUKY»
MoHacTeipss  lIpecBaToir  boropoauusl
B ymense CuyeBauka Onu3 ropomga Humn
pPEAKO BCTpeuaeTcs B TPaAULUAX cepOCKo-
ro mpasociaBHOro uckyccrsa XVII Beka.
CornacHo coxpaHMBIICHCS HAAMUCH Ha 3a-
najHoM cTeHe Heda, IepKOBb Obla paciu-
cana B 1644 romy ¢ 1oMOIIbI0 OCHOBATENA
Becenuna ¢ 6paresamu Cumeonom u JKuBko
BO BpeMs IPABJICHHUS CBAMICHHNKA [oBaHa'.

ABTOp NTaHHOW CTaTbu OOpaIlaeT BHU-
MaHU€ Ha CHUHEPTHIO0 XYyI0KECTBEHHBIX
CpPEACTB H300pakeHUs U TECHONEHUM
B uecTh boropoauuer XVII Beka. Tpéxuact-
HBI TPHUHIMI NPOIOBEIU, 3aJ0KCHHBIN
B TEKCTE KOHJIaKa, ObLI MOIEPKaH B CTPYK-
Type ppecku Humra.

Muma Pakouus B xHure «MoHACTBIpb
Cesaroit boropoauiibl B CHuueBauyKkon KIUCY-
pu» [1] mogpoOGHO m3ydaeT MKOHOTpaduro
¢dpecok xpama. bonbiias gpecka Ha 3anaj-
HOM CTEHE HA0Ca UMEET KOMITO3UIIMIO, B KO-
TOopoi 1Mo ¢ppeckoit « KUBOHOCHBIN HCTOU-
HUK» uU300paxeHsl 1apu KoHcTaHTHH,
Enena n umneparop Anaponuk II Ilaneo-
JIOT, BOCCTaHOBUBILINHI XpaMm «boroponuiist
JKMBOHOCHBII HCTOYHHK.

B Monacteipe Huma boropoauua npen-
craBieHa kak OpaHta 6e3 muajaeHna Xpu-
CTa, TJIe 30HBI M300paKEHUS TMO/IETICHBI Ha
BEPXHIOK0, CPEIHIOD W HIKHIOK YaCTH.
@OH KaXJI0U U3 4aCTEN MEHSIETC: OT JIa3y-
PUTOBOTO K TPaBSIHUCTO-3€IEHOMY U HEX-
HO-ronyoomy (BomHomy). Ha kaxaom w3
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Mn.1. ®pecka «KMBOHOCHBIN UCTOYHMK» B MOHACTLIpe
Casaroit Boropoauuel Bosne Huwwa
Fig. 1. Fresco “Life-Giving Source” in the Monastery
of the Holy Mother of God near Ni§

YPOBHEN PACHOJIONKEH OINPENCIEHHBIN KPYT
YYaCTHUKOB: Ha BepxHeM — boropoauiia
C BO3ICTHIMHU pyKaMH U apxaHrenamu [ 'aB-
puwioM u MuxausaoM, Ha CpelHEM — Yalla
(¢mana) Ha mpemecTane ¢ MOJSIIUMUCS, Ha
HIDKHEM — CTPaKIYIIUE, MBIOINE UCIETs-
IOLYIO BOTY.

Hctopust obpaza 1OCTAaTOYHO HEMpPO-
crasg. Muma Pakonusa numer o6 oOpase
Boropoauusl B xpame 1259 roga B ropoae
bosine (bonrapus), rne boromareprs npen-
cTaBieHa ¢ OnarocnosistomuM IIpenseu-
HBIM MJajieHiieM XpUCTOM Ha JioHe |[I,
c. 72]. Kak ykaspiBaet «IIpaBocnaBHas 3H-
HUKJIONEUs», «B MOHACThIpe BpoHTOXHOH
B Muctpe, KOTOPOMY MOKPOBHUTEIbCTBO-
Basl umneparop Anaponuk I, mogmucHoe
nzoopaxenue ‘“KuBonocHsii McTounuk”
BCTpeuaeTcs B pocnucu 1iepkBu boropoau-
sl Opurutpun (Adgenanko; okono 1322 r.):
B HapTeKce, HaJ BXOJOM B XpaM, u300pa-
xeHa boropomunia ¢ Mnaneniiem B ¢ua-
ne (yamie), Mo CTOpOHaM — TOIy(Urypsl
npaBeqHbix Moakuma 1 AHHBI B MOJICHUH,
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B BEpXHEH 30HE — HeOOJbIIME (UTYPKU
JIByX QaHTeJIOB; MPUYEM IOKHBIM Mapek-
KJIECHOH LEpKBU CB. PeoopoB (pocmuch
okono 1400 r.) Toro ’»e MOHACTBIPSI UMEET
ocBsileHue B yecTb boxbeit Marepu “XKu-
BoHOoCHBIM McTounuk”. Torma xe, B XIV B.,
MacTepOM BU3aHTUICKON BbIyYKH Oblia CO-
3laHa pocnuch UepkBu YcneHus I[Ipecss-
Toi boroponuiel Ha BosoroBoM noste B Be-
koM Hosropone (1363 . miu nocne 1380
), [Ie Ha 3amaJHoOM CTEeHe, HaJ BXOJOM
B XpaM, H300paKeHa CXOHasi KOMIIO3HIINS,
HO Oe3 aHreinoB 1o cropoHam. Bmocnen-
CTBUU OOJIblIIEE PACTIPOCTPAHCHHE MOTY YU
u3BoJ, rae boromareps B (huane nzodpaxe-
Ha Jepxkaiei odeumu pykamu MraaeHna
Xpucta (pocnuck cepeaunbl X VI B. B npu-
nene Teoprust [TobemoHocia B MOHACTBIpE
cB. [laBma va Adone). Ha Pycu nzobpaxe-
Hue “)KnBoHOCHBIN VCTOUHHK” B pocCH
BOJIOTOBCKOM 1epkBU 111 XIV B. ocTanoce
SIIMHIYHBIM IIPUMEPOM»?.,

ABTOpa cTarbu B OOJbIIEH Mepe MHTE-
pPeCyIOT U300paKeHHs U TIeBUECKasl TPaIu-
1y, oTHocsimuecs K X VII Beky, MoCcKonbKy
MMEHHO B 3TOT MEPHOA CIyXk0a IMoyydyaer
HaunOosplIee pacnpocTpaneHue Ha Pycu u
110 HacTaBJIeHHIo narpuapxa Hukona Bkito-
yaercs B coctaB L[BeTHrix Tpuonei. Onun
U3 TEPBBIX O0pa3loB ATOH KOMIO3HMIIUU
B XVII Beke npencrasnen B pocniucu Moan-
Ho-borocnoBckoro mpuaena (IMaKOHHHUKA)
bnarosemenckoro cobopa B CoiabBbIYETOI-
cke (1600, pabora MockoBcko aprenu De-
nopa Casuna u Credana Apedrnena; mpo-
nuck XVII-XIX BekoB). OgHako (pecka
cepOckoro ropona Humr kak Hukakas apy-
ras nepenaér Hadyajlo TPaJWLUU BHU3yallb-
HbIX 00pa3oB boropoauiel « KuBoHOCHBIN
ncrouHuk» XVII Beka.

Bce u3Boabl o6paza «boropomunsr Ku-
BOHOCHBIN HCTOUYHUK», KAK CTAHOBUTCSI SICHO
B IIPOLIECCE HMCCIENOBAHUSA, ONMUPAIOTCS HA
OJTHY MKOHOTPa(HUUECKyIO CXeMy, H3JI0KEH-
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Hyto em€ Moannom JlamackuabiM B «Tpéx
CJIOBax B 3aLIUTY MKOHOMOYUTaHus»: «M160
Yype3 MOCPEICTBO YyBCTBA B MIEPEIHEN MO0~
CTH MO3ra 00pasyeTcsi HEKOTOPOE MPeJICTaB-
JeHUe M, TaKuM OoO0pa3oM, OTIIpaBIIsIEMOE
K CIHOCOOHOCTH CYXXICHHS, COXpaHseTcs
B COKpPOBHILHHUIIC MaMSTH. JlelCTBUTEb-
HO, ¥ [’ puropuit borocnos roBopur, 4To yM,
CWJIBHO CTapasich BBIATHU 3a Ipeleibl Tele-
CHaro, BCIOAY OKa3bIBaeTCS OECCUIIbHBIM.
Ho u HeBuaumas boxxust ot co3manus Mmupa
TBOPEHMH MOMBIIIIsieMa BUAUMA CyTh. 11060
B TBApsX MBI 3aMedaeM 00pa3bl, MPUKPOBEH-
HO IOKa3bIBAIOIME HAM O0XKECTBEHHbBIE OT-
paXkeHHsl, TaK YTO KOIZla TOBOPUM O CBSITOM
Tpowule, BbICHIEN BCAKOIO Hadajia, TO H30-
Opakaem cebe TIOCPEACTBOM COJIHIIA U CBE-
Ta, U JIyda WK — ObIOIIEro KJI04YeM UCTOY-
HUKa U BBITEKAIOUIEH BIIaru, U TEUCHUSI, WU
— yMa U CJI0Ba, U HaXOIALLIETOCs B HAC JbIXa-
HUSI, WK — CTBOJIA PO3bI U 1IBETKA, U OJaro-
BOHMS. B cBOrO ouepenb, 00pa3oM OyayIero
HAa3bIBAETCS TAKOW, KOTOPBINA IOJI TOKPOBOM
3araJIki OTTeHsieT Oynyiiee, Kak KUBOT 3aBe-
Ta U 5Ke3JI, U CTAMHA 0003HAYaJI — CBATYIO
JleBy u boroponuny, kak 3muit — Toro, Kro
ype3 KPeCT YHUUTOXKWI CUITY YKYIIEHUS BU-
HOBHMKA BCEX 30J1 — 3MUs1, KaK MOpE U BOJA,
1 00JIaKO — yX KPEIICHHsD) .

Hxonorpaduueckast cxema JlamackuHa
MOAYEPKUBACT TPUUIIOCTACHOCTD, TPEXYACT-
HOCTh KaK U300paKeHU CBATHIX, TAK U TEK-
CTOB, C HUMU CBSI3aHHBIX.

ABTOpY naHHOM pabOTHI KaK UCCIIENO0-
BaTEJII0 LEPKOBHOrO HCKyccTBa Buzan-
tun U JpesHent Pycu, a Takke NpUHIUIIOB
aJanTaluyu BHU3aHTHICKOTO HMCKYCCTBa Ha
Pa3HBIX KYJIBTYpPHBIX MOYBaX, BCEraa ObLIO
KpallHE HMHTEPECHO pa3IVIAIeTh MEXaHU3-
MBI Pa3BUTHS TPAJULMH OT KYJABTYPHI K
KyJIbType. B nponecce aTux ucciaenoBaHuil
MHOTOKPAaTHO pacCcMaTpUBaJUCh pPa3HbIE
MEXaHU3Mbl aJalTalyuyd Ha YPOBHE TOMH-
JIETUKU U TEPMEHEBTUKH TEKCTOB, IJIACOBOU
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OpraHu3alluy, HAIMOJHEHUS HWHTOHAIMOH-
HeIMH Qopmynamu. CTanu TMOHSATHBHI ca-
KpaJIbHbIE MapKepbl JYXOBHOW Tpaiauluu,
MO3BOJISIONINE TOAJAEPKUBATh B HEU3MEH-
HOM BHUJIE COAEpaHUE ITyOUHHBIX CMBIC-
JIOB XpaMOBOI'O UCKyccTBa [2; 3].

I'epMeHeBTHKA COCTABISIIOIIMX 3JIEMEH-
TOB JICHICTBA 00ECIIEYNBACT CUHEPTeTHYECKHIA
3¢ eKT XpaMoBOrO CHHTE3a, O KOTOPOM ITH-
cainu Otubl Lepksu, yuénsle, B Poccun 00
3ToM Hayan nucarb oren [laBen dnopen-
ckuii. IT10T ekt obecrneunBaeT HEOOXO-
JTUMYIO CTETIEHb BOCIHPUSTHS LIEPKOBHOTO
UCKYCCTBA.

Buumanne B ngaHHOW paloTe Hampas-
JICHO HE TOJBKO Ha meporonuio (o ¢op-
mynupoBke A. JIugoBa), HO ¥ Ha Takoe SB-
JIeHUEe, KaK [BETOMHUCH, 3a()UKCUPOBAHHYIO
B TEKCTaX MECHONEHUN U B MAIUTPE HUKOH,
Ha npumepe ciyxk0b1 «boroponuusl XKugo-
HOCHBIA UCTOYHHUK». OOpaTuMcs Mpu 3TOM
K CPaBHUTEJIBHOMY aHAJIU3Y XYII0>KECTBEH-
HBIX CpeACTB (pPEecKH MU MPUYPOUYCHHBIX
K HEHl IEeCHONEHUIl dYepe3 CHHepreTuye-
CKH-T€PMEHEBTUYECKUI METOJ] UCCIIe0Ba-
Hus [4, c. 289].

B cBs13u ¢ 3TUM BakHOE 3HAYEHUE UME-
€T TePMHUH MEPUXOPUCUC («OOXOIUTH Kpy-
rom, coBepuars ooxoa»). Kak ynomunaer
B. B. Bacuauk, 5TO0 «B3auMOOOIICHHE
boxxeCTBEHHON M YENOBEYECKOM MPUPOJ
(“crioco6 B3aumopmasinus”)» [5, ¢. 31].

HaubGonee pannee ynorpebneHue Tep-
MuHa nepuxopucuc (ap. rp. Ilepryydpnoig)
B (opme rmnarosa M3BECTHO U3 pabOThHI
I'puropusa borocnosa «IlepBoe mocnanue
K npecsutepy Kneponuto, npotuB Amnoi-
JUHApUD»: «“XPHUCTOC BCEIIAETCS B CEPI-
na Hamu” (Ed. 3:17) oTHOCUTCS HE K BH-
JMMOMY, HO K yMoco3epuaemomy B bore,
IIOTOMY YTO COEOUHSIOTCS KaK €CTECTBa,
TaK 1 HAUMEHOBAHMSI, U TIEPEXOAT (Ip. Ip.
TEPLYOPOVCGMV) OIHO B JIPYroe IO 3aKOHY
TecHeuero coeauHeHus»!. B Oomplieit
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CTEINEHHU ATO MOHATHUE PacCMaTPUBAIOT MIPH-
MEHHTEJIBHO K TPAaKTOBKE CYIIHOCTH Tpo-
UIIbl, BMECTE C TEM B MCTOPUU LIEPKOBHOM
¢unocopun (y Makcuma HcnosenHuka,
Noanna Jlamackuna, I'puropust I[lamamsr)
MBI CTaJIKUBAaE€MCs U C APYIOM TPAaKTOBKOM
TEpMHUHA KaK «B3aMMOIPOHUKHOBEHHUS
Ipyr B Japyra XpHUCTOBBIX NPUPOI», O
KOTOPBIMH TIOJIpa3yMEBAETCsl B3aUMOJECH-
cTBHE dHepruii. L[BeTonmce Tekcra B mec-
HOIEHUSAX aBTOpP JAHHOTO MCCIEJOBaHMS
paccmarpuBaeT mojg00HO PHEPTUH, KOTO-
pasi MOXXeT OBbITh OOyCJIOBJIE€HA THUITOBHI-
MU 3aKOHAMU MBIIUIEHUS U BOCHPUSTHS.
A. A. Benuuko IUIIET, YTO «KJIFOYOM K I10-
HUMaHUIO CHUMBOJUYHOCTHU LIBETOBOW raM-
MBI B Pa3JIMYHBIX JIMHTBOKYJIETYpaxX MOXKET
CIIY’)XKUTh MU(DOJIOTU3M MBIIIJICHUS, KaTero-
PU30BaHHBIM MPU3HAKOM KOTOPOro OyaeT
MMMaHEHTHas: aMOUBaJICHTHOCTh U MHOTO-
TJIAaHOBOCTH/MHOTOMEPHOCTH 00pa3oB. Ka-
AKIOMY LIBETY IIPU MOJOOHOM MOJIXOAE, KaK
1 KQXXJIOMY 3BYKY B OTIp€/IeIEHHOMN JIMHTBO-
KYJIBTyp€, MOXKET COOTBETCTBOBAaTh HEKHUU
apXeTUMUYECKUU cMbICT» [6, c. 851-854].
AHaJIn3 CBOMCTB TEKCTa B COOTBETCTBUU
C IIBETOBOW CHUMBOJIMKON (IIBETOMHCHKIO)
CJIOB, 00pa3yIOMINX TEKCT, TTO3BOJISET COCTA-
BUTH TAOJUIly LIBETOINepenaun Tekcra. Mc-
xons u3 teopun IlceBno-/luonucus Apeo-
naruta, KOTopslii uruica OTiiaMu LEepKBH,
CHUMMETPHUS OTTEHKOB CHHETO BOJHOTO
MPOCTPAHCTBA B TEKCTax CIyxObl «Kupo-
HOCHBI HMCTOYHUK» 3aKpPEIUIIETCS B HMKO-
Horpaduu. Teopusi LIBETOBOW CHMBOJIMKHU
[IceBno-/lnonucuss Apeormnarura, KoTopas,
U OT AHTUYHOCTH, IPOIOJKAET CBOE ABU-
KEHUE U B XPUCTHAHCTBE, XOPOIIIO U3BECT-
Ha: 3eJIEHBIN — I[BET KU3HH, TOITY00# — IIBET
HeOeCHBIX cep M BOJBI, ajblii — I[BET Kak
KU3HHU, TaK U CTpPaJaHus, MypHyp — IBET
o6oxxectBeHHbIX umnoctacei (FO. I. boo6-
po, C. M. Kubapnuna, K. Bamuk) [7; 8,
c. 102-103]. Ananus ciayx0s! «boroponuie
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JKUBOHOCHBI HMCTOYHUK» HAET BO3MOXK-
HOCTh TMPOCIEIUTh CHHEPTHIO XYyJTO0XKe-
CTBEHHBIX CPEJICTB B XPaMOBOM ITPOCTpaH-
CTBE U IIEBYCCKOM BOILIOIICHHUH.
[lecHonenuss ciayxObl HaWJICHBI aB-
TOPOM CTaTbW B PYKOIMHUCH U3 COOpaHUS
. B. PazymoBckoro Ne 60 «IlecHonenus
TPUOJEH TTOCTHOU M IIBETHOM HA KPFOKOBBIX
HoTax» mnocueaHern yerseptu XVII Beka.
Pyxkornnce Hanmmcana mojayycTaBHBIM IMHCh-
MOM, TEKCT UCTUHHOPEUYHBIM, HOTALUS 3HA-
MEHHas C TIOMETaMH U MPU3HAKaMu®, 3amKch
KMHOBApbIO Ha 000pOoTe TUCTa 83 PYKOMUCH
CBUJICTENILCTBYET: «B msaTok cBemibist Cen-
Munpl. [IpazaHyeM nocinegoBaHue O UCTOY-
Hute [Ipecssateis boroponuie. Ha l'ocrionn
Bo33Bax. Ctuxupsl rac 6. [logoden». Tpu
CTUXHUpBI BHECEHbI Ha oOopore mucra 83,
mucte 84, obopote nucrta 84 (. 2 u 2 a).

o ~
Gunersuon Gk inasson. tp g ss .

AHamu3 CTPYKTYpHI TIECHOTICHHH CITyK-
OBl MOATBEPHKAAET TPEXUYACTHOCTH CTPYKTYD,
a IBETONHCh TEKCTAa OTPAKaeT Te CaMble
TOHA, KOTOpBIE MPeolIaaaoT Bo Gppecke ro-
pona Huma: romy6oit u mypmyp ¢ 31eMeH-
TaMH 30JI0TOTO ACCUCTa U HEXHO-3€JIEHOTO
Kak I[BeTa >ku3Hu. L{BeTonuck Tekcra u dop-
MYJIbHOE HAINOJIHEHUE CTUXUpP CIykObl bo-
rOpoJIMILIE MPeICTaBIeHbI B Tabmumax 1-3.

3enéHble TOHA B LIBETOIMCHU TEKCTA OIpe-
JIEJIEHHO CBSI3aHbl C MBICISIMU 00 HcCIIele-
HUM, JKU3HU U 370poBbe. My3bIKaIbHOE
odopmiteHue ciy)06 oOHApYKUBAET 3aKOHO-
MEPHOCTH TIOBTOpa HWHTOHAIIMOHHBIX (Op-
MyJ IIECTOro Ivaca: COIIACHO CTPYKType
TIECHOTICHHH, BCE CTUXHUPHI IEPBYIO CTPOKY
3aBepUIalOT MEpPEXEN, MPEANOCIeIHssA CTPO-
Ka 00s13aTeNIbHO OMHUPAETCS HA MOTUB (DUTHI,
MOCIIEIHUE CTPOKH JIBYX NEPBBIX CTHXHUP
HEe 3aBepiarTcs (Gopmynamu ¢
KPBDKEM, IEMOHCTPUPYSI HEOOXO-
JMMOCTH MIPONEBAHUS BCEX TPEX
CTUXUP CITY>KOBbI, TOJIBKO MOCIIE-

Wn. 2. NMecHoneHns TpUOAE NOCTHON 1 LIBETHOM Ha KPIOKOBbIX HOTax®
Fig. 2. Chants of the Lean and Colored Triodion on kryuk notes

e ~n 4 Ay
17 y ’ /
' o P '/t‘:“ ,‘,' P
HATLO f HEHHI X M 3 A0 A by 1R tfiss Xon Crnava

‘ )
L 1 \ Vg pos / O
e mery s AMAaE e Jrasa daa, § .,

/n.2 a. MNecHoneHns TpMoAEr NOCTHON U LIBETHOM
Ha KPIOKOBbIX HOTax (OKOHYaHWe Cryxobi)’
Fig. 2 a. Chants of the Lean and Colored Triodion
on kryuk notes (end of Church service)

Hss 3aBepUIaeTCs KyIM3MOM Kak
IJIaBHOW 3aKJTFOUUTENILHON (op-
MyJIOM BCEr0 3HAMEHHOIO pac-
neBa (BCe 3aKIIOUUTENbHBIE I10
GyHKIUM  (POpMYNIBI OTMEUEHBI
nponucHeIMU OykBamu). Hamo:-
HEHHE TMOCIEAHEH CTUXHUPBI Kak
ObI CyMMHUPYET U MY3bIKQJIbHO, U
TEKCTOBO BECh ()OPMYJIBHBIN CO-
CTaB CIIy>KObI, K KOHILYy CTUXUPbI
aKTyanmsauus AessHui boropo-
ULl IO VICIIEJIEHUIO OOJISIINX
ycuiieHa anudopoit «ecu» u pe-
NpU30il My3bIKJIBHBIX (OPMYIL:
CKa4yeK, rpyHKa, JOIHMHKA, (UTA, KyIH3Ma,
— (pynaupyromux yoenurenbHOe OKOHUaHUE
CITYXOBI.

Crnenyer nonararb, 4To TpaHCIIALUS ca-
KpaJbHBIX MapKepOB FOPHET0 CMbICIA Tpa-
JUMIIAN OCYLIECTBIISIETCS C TOMOILBIO FepMe-
HEBTHKH U LIBETOIIMCH TEKCTA HE B MEHBLIEH
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Tabnuua 1. CtpykTypa ctuxupbl «CTpaHHas v npecnasHas Hebec Bnagbikay
Table 1. The structure of the sticheron “Strannaya i Preslavnaya Nebes Viadyka”

NoNe Texcr Dopmyna Paznen
CTPOK

L. Crpaunas u npecnaBHast MEPEXA

2. He6éc BRI MEPEXA I
3. Ha Teb¢ copeprame

4, nsnavina [ECHCNODONNE KYJIM3MA

5 W60 CBEIIIIE SBCTBEHHO YKAHY

6. ko xe HokAB Bo yrpobe Toocii FETONEHEeHg MEPEXA

7. ucrognuk Ts oynoa I
8 rokasa Bce 6rarde Bpéromu KVIIU3MA

9. o6¥inue e HCHENCHMI MEPEXA

10. OaaroaesiHus UCTEKAKOLLM JOJIMHKA

11. BCEM HE3aBHCTHO nayx

12. TPEOYIOWMM KPENOCTH LyLL T'PYHKA I
ER b

14. BOJIO OmarogaTu

Tabnuua 2. CtpykTypa cTuxupbl «MaHHy Ts HebecHyto»
Table 2. The structure of the sticheron “Mannu Tya nebesnuyu”

NoNo Texcr ®Dopmyna Paznen
CTPOK

L. Mauny Ts HeGécHYO MEPEXA

2. | pas ICI0 HCTOYHUK TIOJIKYJTH3MBI I
3. L peeney TPYHKA

4 npuiickpeHHee 3emid 60 Tede TOK,

5. u Gnaroxat HCTOYHMKA TBOETO KaKu3a

6. YETBEPOUACTHE €5 MMOKPBIBATOINAs, MEPEXA II
7 CTPAHHBIMU YyJEChl BCErad,

8 ¥ BCEM TIPOCAMast OBIBACT BOAA ruéMast. MEPEXA

9. Tém sxe Becemimecs NNCTONNISHU KaBbIYKa

10. [PHUTEKAEM BEPHO, CPCAMHKA I
11. h 9YEPILTIONIS i

12. BCEra CIaJKOTOYHYIO

Tabnuua 3. CtpykTypa cTuxupbl «CTpyn ncLeneHniy
Table 3. The structure of the sticheron “Strui istseleniy”

NeNe Texct Dopmymna Pasmen
CTPOK

1. Crpyn MEPEXA

2. HCTOYACIIN BEPHO MPUTCKAIOLIBIM TIOJIKYJIN3MBI

3. ucTouruKy TrOEMY yna I
4. eerni HOTONGHESIS KYJIM3MA

5 TyHe 00 H3NMBACIIY, CpeAUHKA

6 OGIUTEHO 1 GOrATHO HeAYTyromEM HOHCHORIS MEPEXA

7. CJICTIBIS BIISIIBIS SBJISICIIH ICHO, - 1I
8 mpuCTynaomEst Kk Te6é: TPYHKA

9. XPOMBISt MHOTHS ICTIPABHIIA €CH, cKatex

10. ¥ Pa3CIa0NeHHEIs CTATHYIA eCH, JOJIMHKA

11. ymepBéHa e ORUBINA ccit MOJIKYJIH3MBL

12. BO3JIHIHHCM TPCTYOBIX, KVYJIN3MA I
13. HABOJHEHHBIX U 3JIOBIIIYIIINX

14. cTpAcTH HOHENtd ech. KVIIM3MA
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CTENEHU, YEM B MKOHHOM 00Opaze. Busyains-
HBIM 00pa3 Kak Obl emié nryoke pacmmdpo-
BBIBAET ATOT CMBICIL.

[IBeToBasi cumBonuKa oOpa3za boropo-
Wbl Ha (pecKe, COrIacoBaHHAs C IIBeE-
TOMHUCHIO TEKCTa M TEPMEHEBTUKON Me-
JOIUYECKUX OKOHYAHWH, oOecreduBaeT
JTUTaKTUYCCKUN TIPUHITUI O0yYeHUsT Yepes
XpaMOBO€ HCKYCCTBO: JIOHECEHHE JI0TrMa-
TUYECKMX OCHOB BEpOydYEHHs Onmaromaps
CUHEPIHH BCEX XYIOKECTBEHHBIX CPE/ICTB,

MPUHUMAIOUIMX y4acTHE B XPaMOBOM JI€H-
ctBe. OCyHIECTBIAETCS NEPUXOPUCUC KaK
CUHEpPrusl SHEPruil LIBETa TEKCTa IECHO-
TICHUH, METOANYECKUX (QOpMyNT U IIBETO-
BOTO pelieHrs MKOHHOro obpasa. [myOuH-
HO€ Ka4eCTBO CHHEPIMM XYJ10’KECTBEHHBIX
CPEICTB XpPaMOBOI'0 UCKYCCTBA areuIupyeT
K yctaHoBKaMm OtioB LlepkBH, TapMOHUYHO
OCHOBABIIIMM 3TH Ka4e€CTBA XPUCTUAHCKOTO
TBOpYeCTBa. Bripouem, nocineanuii Borpoc
TpeOyeT OTAENbHOIO UCCIIEIOBAHMS.

v NMpumedaHna ©

' Mndpopmanust o cepOckoit ppecke u GoTo Ppecku MOIydeHbl aBTOPOM Onarogaps KHHIe
Mumm Pakorus, 3a uto eMy ocobas 6maronapaocts [1].
2 1lesuenxo 3. B. XXuBonocHslit ucrounuk // [IpaBocnasuas snnmkinoneaus. T. 19. M., 2008.

C. 175-177.

3 CB. Uoann JlamackuH. [lepBoe 3alIUTUTENBHOE CJIOBO MPOTHB MOPUIIAIOLINX CBSTHIC HKOHBI,
raBa XI // IlonHoe coOpanue TBopenuit cB. Moanna Jlamackuna [mep. ¢ rp.]. T. 1. CII6.: Nmm.

C.-Iletep6. myxoB.. akan., 1913. C. 347-441.

* TBOpeHHsI CBATHIX OTLIOB B PYCCKOM IE€peBOje, M3laBacMble npu MockoBckor JlyxoBHOM
Axanemuu. T. 4. M.: Tunorpadus Asrycra Cemena, npu imneparopckoit Meanko-Xupyprudeckoi

Axanemun, 1844. C. 195-207.

> CooOpanus /1. B. Pasymosckoro u B. ®@. Onoesckoro. Apxus /1. B. PazymoBckoro / mos pex.

N. M. Kynpssuesa. M.: b. u., 1960. 257 c.

6 Poccwuiickas rocynapctBenHas ounomuorexa. @. 379. Ne 60. JI. 83 06. — 84.

7 Tam xe. JI. 84 00.
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«Marusa noetopa» B My3bike Upanabl KOcynosou

I0Oma Hukonaesna IlanresieeBa

Poccuiickaa akademus mysviku umenu I necunvix, e. Mockea, Poccus,
yulia_panteleeva@gnesin-academy.ru, https://orcid.org/0000-0003-1122-7668

Annomayua. Ctarbs NOCBSIIEHA PACCMOTPEHUIO KOMIIO3ULIMOHHOIO METOJa COBPEMEHHOTIO
poccuiickoro komno3suropa Mpanas! FOcynoBoii. B nieHTpe BHUMaHUs HaX0AATCA TPU COUMHEHUS
— «[Toptpet xensl xynoxauka» (2012), «ITomuxopaus» (2001), «IIpekpacHbie BB B MPEKpaCHOM
ambuente» (2010). OmpeneneHue «marusi MOBTOpPa», BBIHECEHHOE B Ha3BaHUE CTaThH,
npuHaUIe)KUT Komnosutopy Hukxonaro CupensHukoBy, nemarory HOcymoBoil mo KOoMIO3MIUHU
B MockoBckoii koHcepBaTtopuu. HecMoTpss Ha MeTa)OpUUHOCTD, ITO MOHATHE YAAaYHO MepenaéT
cBoeoOpaszue counHeHuil KOcynoBoii. B €€ KOMIIO3UIIMOHHON TE€XHUKE MPHUCYTCTBYIOT METOIbI,
OnMM3KHMEe K PENeTUTUBHOCTH, a TaKKe CYIIECTBEHHO OTIMyaromuecs OT Hux. [lepBblif Tun
IpeICTaBlIeH counHeHueM «llopTper )KeHbl Xyn0)KHHUKa», BTOPOH XapaKTepeH sl IPOU3BEICHUN
«ITomukopausi» u «llpekpacHble MBBI B IpeKpacHOM amOueHTe». B aHamuze koMmo3uuuu
«ITopTper >keHbl Xy[JO)KHUKA» BBIJIBUTAETCS TUIOTE3a O KPUNTOPOHUUIECKOM XapaKTepe TaHHOIO
npou3BeAcHusA-noprpera. McciaenoBarenbckoe NpeaoNOKEHNE, HALIEAIEe TOATBEPKICHHUE,
6a3upyeTcsi Ha CBOMCTBaX 3ByKOBOTO MaTepHasia, KOTOPbIH sABIISETCS My3bIKaJIbHBIM BOIIJIOIICHUEM
KOMITO3UTOPCKOTO MMEHHU. VMnes MOBTOPHOCTH pealn30BaHa 3[ECh CPEICTBAMHU PENETUTUBHON
TeXHUKU. MeTtoj «cTuxuitHoi nonudponun» (repmuH KOcynoBoit) packpbiBaeTcsi Ha IpUMeEpPE IBYX
JPYTHUX pacCMaTpUBAaEMBbIX B CTaTbe COUMHEHU.

Knrouegwie cnosa: panna FOcynosa, MeToz IOBTOPA, PENIETUTUBHOCTD, COBPEMEHHAS PyCCKas
MY3bIKa, «CTUXHIHAs TOMU()OHUSDY

Hna yumupoeanus: Ilanreneesa 0. H. «Marus nosropa» B My3bike Upauasr KOcynosoii //
[Ipo6aemsr My3bikanbHOU Hayku / Music Scholarship. 2021. Ne 4. C. 25-33.
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“The Magic of Repetition” in Iraida Yusupova’s Music

Yuliya N. Panteleeva

Russian Gnesins’ Academy of Music, Moscow, Russia,
yvulia_panteleeva@gnesin-academy.ru, https://orcid.org/0000-0003-1122-7668

Abstract. The article is devoted to examining the compositional method of contemporary
Russian composer Iraida Yusupova. At the center of attention are three compositions — “A Portrait
of the Artist’s Wife” (2012), “Polychordia” (2001) and “Beautiful Willows in a Beautiful Ambient”
(2010). The definition “the magic of repetition” brought out into the article’s title belongs to
composer Nikolai Sidelnikov, Yusupova’s composition teacher at the Moscow Conservatory.
Despite its metaphoric quality, this concept successfully describes the original traits of Yusupova’s
compositions. Her compositional technique includes methods which are close to repetitivity, as
well as those that are considerably different from the latter. The first category is represented by the
composition “A Portrait of the Artist’s Wife,” while the second is characteristic for her compositions
“Polychordia” and “Beautiful Willows in a Beautiful Ambient.” In the analysis of the composition
“A Portrait of the Artist’s Wife” the hypothesis is put forth about the cryptographic character of this
portrait-like composition. The researcher’s supposition, which has received confirmation, is based
on the features of the pitch material, which presents a musical manifestation of the composer’s
name. the idea of repetition is realized here by means of repetitive technique. The method of
“spontaneous polyphony” (to use Yusupova’s term) is examined by the example of the two other
compositions analyzed in this article.

Keywords: Iraida Yusupova, method of repetition, repetitive technique, contemporary Russian
music, “spontaneous polyphony”

For citation: Panteleeva Yu. N. “The Magic of Repetition” in Iraida Yusupova’s Music.
Problemy muzykal'noj nauki / Music Scholarship. 2021. No. 4, pp. 25-33. (In Russ.).
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BopuectBo HMpaunbr PadasnbeBHbr  «lIpekpacHble TEPMEHBOKCHI B MTPEKPACHBIX

KOcymnoBoii (p. 1962) — BugHOTO poc-  amOueHTax», «lleHue JIEBCTBEHHUKOB Ha

CUICKOrO KOMIIO3UTOpa U pexuccépa rope Cruon», «KageHuus u xoma JUisi BUO-
— MPUBJIEKAET K ce0¢ BHUMaHUE OPUTHHANIb-  JIOHYEINIH C OpKecTpom», «Po3a BeTpoB — 2»,
HOCTBIO 3aMBICJIOB U HEOOBIYHBIM UX BOIIO-  «Tpu MeauTaIiy Ha €eBaHTE€IbCKUN CIOKET,
menreM. CBoeoOpasue xymokecTBeHHOro cumbonus «TaitHa BaBunona» u «Hocde-
MHUpa aBTOpa PaCKpbIBAETCs YK€ Ha ypoBHE  pary-cumbonHus», onepsl «HoBas Asnura,
Karajora Mpou3BeICHUI, HA3BaHUs KOTOPBIX WM Tparuyeckas MCTOpUS PEBOJIIOIMHU Ha
CKJIaIBIBAIOTCS B pa3BEPHYTYIO, OoraTyto mo-  Mapce» u « QiHITeitH 1 Mapraputay. ..
THUYECKUMHU oOpazamu Kaptuny. [IpuBeném ConeprxarenbHbli U BBIpa3UTEIbHbIN 1A~
HECKOJIBKO IPUMEPOB TAKMX HAaMMEHOBAaHUM  HbI pon3BeneHui FOcynoBoii BecbMa pa3Ho-
— «lBerenune uB», «loTHMUecKkas KaHTaTa», OOpa3HbI; OMUCHIBAS MY3bIKy KOMIIO3UTOpA
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B KaTE€rOpUsIX SCTETUKH, HENb3sl 000NTHCH 063
MOHATUIN «IPEKPACHOE» U «BO3BBILICHHOE.
3aBopaxuBaroliass CBOEM MEIUTATUBHOMN
MOBTOPHOCTBIO, TOTPYKAIOIasi CIyIlaTes
B MUP YTOHYEHHOM M TEYAIbHOM KpPaCOTHI,
3Ta My3bIKa HAllOJHEHA COCTOSIHUSMU CO3Ep-
[[ATEeIbHOCTH U CTATUKH, B TyOUHAX KOTOPOI
CKpbITa OOJIbIIIasi SMOLIMOHANbHAS CHJIa. «AK-
TyaJlbHOCTh IPEKPACHOI0», 3HAMEHUTAsI Ta-
JaMepoBcKast (POPMYIMPOBKA, TOUHO OTpaXka-
€T 3CTETHUYECKUIM U/ea]l MHOTMX COYMHEHUI
FOcynoBoil — XynokHuKa, OpUEeHTUPOBAHHO-
TO B CBOEM TBOPUECTBE HA BBHICOKHE 00pa3Iibl
KJIACCUYECKOTO UCKYCCTBA.

Wutepripetupyst 3Ty My3bIKy Kak Ipo-
JIOJDKEHUE KIIACCMUYECKUX TPAJULIMI B COBpE-
MEHHOM MX OCMBICIICHUH, HCCIEI0BaTeN
HaXOJAT TS He€ Ccrielu(PUIECKyIO CTUIEBYIO
nokauuto. B wactnoctu, H. C. INynsHuiikas,
MHOTOCTOPOHHE ~ XapaKTepHu3ysl HIAUOJICKT
IOcynoBoii, npuyncnsier ero Kk KOHLENTya-
JU3MY U TOCTKOHIICTITYyaJIn3My, YTO OIpaB-
JAHO CIenU(pUKOH TBOPYECKUX TPOCKTOB
KOMITIO3UTOpPA, a TAKXKE K COBEPLIEHHO HOBOM
CTUJICBOW KaTETOPUU «HEKIJIACCUYECKasl Kiac-
cuka»: «B camom nerne, “BUpTyasbHBIE CO-
unHeHus:” HUpauowr FOcynoeoti — Hanpumep,
“IIrnpr-4”,  “Kurex-197, “Tloctmomus”,
“Cherubic” u ap. — HE TOIBKO HE BOCCTAIOT
MIPOTUB TaKWX KATEroOpui, KaKk “peKkpacHoe’,
“rapMOHMYECKOE”, “TyXOBHOE”, HO U YTBEp-
JKIAIOT UX B HOBOM ‘‘aMOMEHTE”, KOHIICTITY-
aJIbHOM M MYy3bIKaJIbHOM» [ 1, ¢. 127].

[IpexpacHplii aMOMEHT U MpPEeKpacHbIe
SIBJICHUS], CYIITHOCTH, IPEAMETHI U T. 1. — YT-
BepAuBLIasica B My3blke HOcymoBoil scre-
TUYECKasi KOHIIENIUs, MOJIy4arolias MHO-
KECTBEHHYIO peaJU3allii0 B LEJIOM psje
CXOJIHBIX MO CBOMM HAMMEHOBAHUSAM IpO-
m3Benenmit'. H. C. Dymsaunkas momguép-
KUBAET, YTO JAaHHBIN «IHKJI, OObEIUHEH-
HBI UMEHEM “‘aMOMEHT”’, — 3TO OTKPBITOE
MIPOU3BE/ICHUE, TUIIEPTEKCT, COCTOAIIUNA U3
n-psiaa mpecy [2, c. 143].

27

JIeiCTBUTEIBHO, KOMIO3HUTOP OTHIOIb
He u30eraer TaBTOJIOTMH, MOBTOPSisi B Ha-
3BaHMSIX CBOMX IOYTH OAHOMMEHHBIX IIbEC
SIUTET «IpeKpacHbI». «UBbBDY, «CKpHII-
Ka», «aphar, «IuaoHb, «COMIUIB), «Tep-
MEHBOKCB» M Jpyrue CyIIHOCTH, Oymydu
MPEKPAaCHBIMUA CaMH 10 cele, MOMEealoT-
Csl B CTOJIb )K€ «IPEKPACHBIE aMOHMEHTBI»,
U 3TOT METOJ YTBEP)KJIEHHUS IOKA3aTEJIEH.
Oco0eHHO eciu ero paccMarpuBaTh B 6oee
HMIMPOKOM KOHTEKCTE COBPEMEHHOM Xy0%kKe-
CTBEHHOW NPAaKTUKU: « Bo3BBIILIEHHOE 3aMme-
LIEHO YAMBUTENbHBIM, TParnuecKoe — rnapa-
nokcanbHbIM» [3, ¢. 7] u T. 1. [loBrOpeHue
CJIOBa «IPEKPACHBIN» B HAaWUMEHOBAHUSX
npousBeaeHuit FOcynoBoil BocnpuHuMaeT-
csl, TaAKMM 00pa3oM, KaK 3HAYMMBbIi BbIpa3u-
TeJIbHBIN MpUéM: crocod ycuneHus (3mda-
3bl), YTBEPKJICHUS [TIaBEHCTBYIOILEH UIEH.

PaGotast B pa3nuuHBIX ’KaHpax, Tpa-
TUIIMOHHBIX M HOBAIMOHHBIX, BO3HHUKA-
IOIMX HA CTHIKE MY3BIKAJIBHBIX XKaHPOB U
Ha T'paHulE C IPYTUMU BUJAMU UCKYCCTBa
(Menuaonepa, MPOEKT MYJIBTUMEANA U JIp.),
KOcynoBa naBHO oOpena u COOCTBEHHYIO
MaHepy Xy[0KECTBEHHOTO BbICKAa3bIBAHMUS.

3amaya HACTOSALIEH CTaThU COCTOUT B
TOM, YTOOBI UCCIIEZI0BATh CTHIIUCTHKY HEKO-
TOPBIX KOMIIO3ULUH, B KOTOPBIX 3HAYUMYIO
pOJIb UrpaeT Npuém MoBTOpA.

Bravane oOpatumcss K KOMMEHTapHIO
CaMOro aBTOpa, BABOMHE LIEHHOMY €IIE€ U
MOTOMY, YTO OH COJEP>KUT B cebe CIOoBO,
CKa3aHHOE O KOMIIO3UTOpE JIPYIMM COBpE-
MEHHBIM MacTepoM: «“Maeus noeémopa”
[kypcuB mou. — fO. I1.] (H. H. Cunensuu-
KOB). OTHU J1Ba CJI0Ba, OOPOHEHHBIE HEB3HA-
yall MOUM BEJUKHM YyYHUTEJIeM, cpadboTa-
JM BO MHE 3aMEIJIEHHBIM JIETOHATOPOM.
S onpenensao CBOIO TEXHUKY KaK “CTHXHii-
Hast monupoHus” ¥ “TIONU(GOHUS COMILIOB”,
HMHOITIA COEeMUHA 00a METOHA»?.

[loaTnunas xapakrepucTuka, nanHas Hu-
kosaeM CHIIeITbHUKOBBIM, MOXKET OKa3aThCs
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HE TOJIbKO MeTadopoil, HO U METOAO0JIOTH-
YECKUM UHCTPYMEHTOM, IPUMEHUMBIM IS
WCCJIEIOBAaHUSI KOMIIO3UTOPCKOW TEXHUKH
Npanger FOcynosoi.

CocpenoTourM BHUMaHUE HA COUMHEHU-
SIX, TIOBTOPHOCTH B KOTOPBIX IMpEICTaBICHA
B JIBYX OTJIMYHBIX APYT OT IpyTra Ka4eCTBaX:
Oosee cTporoMm (pemneTUTUBHOCTH) U Oosee
CBOOOTHOM («CTUXHITHAS TTIOTH(POHUSD).

SpkuM mpuUMEpOM TIEPBOTO MOXKET CITY-
KUTh HEOONbIIOE MIECTUMUHYTHOE COYH-
Henue «lloprpert xenbl XynoxHuka» (2012)
UIsl cTpyHHOro opkecrpa. Ilbeca cyme-
CTBYET B HECKOJIbKMX BEPCHSIX, a UMEHHO:
CTPYHHBIM KBapTeT U 0ac — posuib ¢ o0Opa-
60TKOH, KOHTpabac, 6ac-rurapa win GpoHo-
rpamma (2010); roboi, anbT, BUOJIOHYETH U
posub (2012).

«CunTar 3Ty MbECy CBOMM aBTOIOP-
tpetom»®, — rooput M. KOcymora, u sra
¢pa3a 6e3yCIOBHO 3HAYMMa B T'€pPMEHEB-
THYECKOM TPOYTCHHH JAaHHOTO TEKCTa.
OpuruHanabHOE, HECMOTpPS HAa OTCBUIKY
K M3BECTHOMY IMPOTOTUNY', Ha3BaHUE 3a-
CTaBJISIET OOPATUTHCSA B CMEXHYIO 00IacTh
— K U300pa3uTesbHOMY UCKyccTBY. U3BecT-
HBII ucTopuk xuBonucu /. B. CapaObsiHoB
B crarbe «llepen 3epkanom BpemeHH. 3aMeT-
KU O PyCCKOM aBTOIMOPTPETE) BBHICKA3BIBAET
cieayrolye HaOMoIeHHs 0 MOBOAY 3TOrO
cnenupuYecKoro jKaHpa: «...Korja aBTo-
HOPTPET NMepecTaér ObITh MPSMBIM YYaCTHH-
KOM “‘OO0JIBINION~ MCTOPUU HUCKYCCTB, KOTAQ
€r0 MAMATHUKHU MEPECTAIOT MONaIaTh B ATy
UCTOPHUIO, OH KOCBEHHO CBUETENILCTBYET
O TPOUCXOASIIUX HUCTOPUKO-XYI0KECTBEH-
HBIX Tpoleccax Kyzna 0osee 3HAYUTENbHO,
4yeM JII000H pyroit “rnomkaHp” UCKYCCTBa.
Hb0 npeomemom ezo 63e150a ocmaémcs
Cam XYOOHCHUK — 2NLABHBIU YYUACMHUK MBOP-
yecmea [KypcuB Mmou. — FO. I1.]. A korna
aBTOMOPTPETHI BXOIAT B Psii KPYIMHEUITUX
SIBIICHUY JKHBOIIUCH B IICJIOM, 3HAYCHUE UX
BIBOWHE BaYKHO: OHH CTAHOBSITCSI OJHOBpE-
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MEHHO U MPSMBIMU, U KOCBEHHBIMU (pakTa-
MH UCTOPHH UCKYyCCTBa» [4, c. 46].

Ecaum aBromopTpeTr cuMTaeTcs «Ioj-
skaHpom», TO «llopTper KeHbl Xyd0XKHH-
Ka» OKa3blBa€TCid €ro pa3HOBUIAHOCTHIO,
BOUparomieil B cedsi OrpOMHBIN MIIACT Xy-
JIOKECTBEHHBIX ~ 00pa3IoB®,  CO3JaHHBIX
3amaJiHbIMM U PYCCKUMH JKUBONHCIAMHU.
B cBowo ouepenb, KEHCKHH aBTONOPTPET
npojoibkaeT auddepeHunann, HO YKe
BHYTPH BBIJICJICHHOTO KaHPOBOTO IOJBU/A.
B ucropun n306pa3zuTebHOTO UCKYCCTBA U3-
BECTHBI HEMHOTOUUCIICHHBIC aBTOMOPTPETHI
KEHIIUH-XyIOKHUI] — HA30BEM, HalpHUMeEp,
pabotsl Apremusun JxeHTHnecku, 3MHau-
nbl CepeOpsikoBoil. UTO KacaeTcsi My3bIKH,
TO «kerc» KOcynoBoH, noxanyi, yHUKaJeH.
bnaronapst Tomy, 4TO repouHsl U aBTOpP MPO-
W3BEJICHUS, IEPCOHAXK U TBOPELI, TOPTPETHU-
pyemblii U noprpetupyronuii y FOcynoBoit
COBIIQIAI0T, BO3HHMKAET JIONOJIHUTEIIbHBII
KOHIIETITYaJIbHBIN CMBICT, «CITPOBOILIMPOBAH-
HBII» 3araJl0oYHBIM Ha3BaHUEM.

K uncny penkux npumepoB My3bIKalb-
HOTO aBTONOPTPETa — B JaHHOM Cllydae
MY>KCKOTO — MPUHAJJICKHUT CPEIHSA 4acTh
u3 Tpéx mbec nmns aByx poprenuano (1976)
Huépas Jluretn, Ha3BaHHAsT « ABTONOPTPET
c Paiixom u Paiinu (u Illonen toxe Tam)»
(«Selbstportrait mit Reich und Riley (und
Chopin ist auch dabei)»).

Urto kacaeTrcs NOPTPETHOrO KaHpa,
BeiOpanHoro MHpaummonr IOcymoBoii, To
B HEM OHA, BO3MOXXHO, MPOJOIKAET JU-
Huto ceoero yuntensa H. H. CunensHuko-
Ba, HEKOIZJAa CO3[aBIIET0 OPUTHMHAIBHYIO
B JKaHPOBOM OTHOIIEHUH OPKECTPOBYIO
komno3unuio  «PomanTnueckas cumgo-
HUS-IUBEPTUCMEHT B YETBIPEX MOPTpPETax
(“Bpemena cytok”)» (1964). Peub upér
O BOIUIOLIEHHBIX B YACTAX 3TOr0 LIUKJIA MY-
3bIKAJIbHBIX MOPTPETaX BEJIUKHUX EBPOIICH-
CKHMX KOMIIO3UTOpoB — A. BuBansau, M. Pa-
Benst, A. bepra u Y. CrpaBuHCKOTO.
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BocnpuanmMass couynHeHHe B KOHTEK-
cre apyrux komnosunuid M. FOcymnosoid,
HEJIb3sl HE OTMETHUTh €ro CBETJIBIA KOJIO-
PHUT, 3aMETHO KOHTPACTHPYIOIINNA MHOTHM
MPOU3BENCHUSM, IJIe TIOYTH Ha ypOBHE Oa-
pouHbIX adeKToB MepeaaHbl COCTOSHUS
m1yOoKo#l meuanu, ckopOu, ctpamganus. Ta-
KOBa, B YaCTHOCTHU, HAIIOJIHEHHAs BBICOKUM
Tparu3MoM, 3acCTaBISIONIUM BCIIOMHHTH
3Hamenutyio «Cold Song» Tenpu IlIép-
cema, xomnosuuusa «lIpexpacusie Juno-
Hbl B NIPEKPACHOM amMOHWeHTe» Wiu Apus
compano «Lasciatemi morirey», 3By4amas
B counHeHuu «llomukopaums» (2001) st
OecrienanbHOM ap(dbl, BUOJIOHYENH, POSIIS
u (hoHorpammel. CIIOBECHOW OCHOBOW 3TOU
MY3BIKH SIBJSIETCS TEKCT OJHOUMEHHOU
apun u3 omnepsl K. MonteBepau «Apuaj-
Ha», U B 3TOM JIMAJIOTe C MPOILIBIM MPOSIB-
JSIeTCSI O/THA U3 XapaKTEPHBIX YepT TBOpUE-
ckoro merona FOcymnoBoit. B «amOuenTe»
NPOU3BEACHUN, aTMOCc(epa KOTOPHIX HAIo-
MUHAET O 3arafl0YHbIX CHMBOJIUCTCKUX Kap-
TUHAX, TOJHBIX 3a4apOBAHHOCTH, HESICHOM
MEJIaHXOJIUH, TPEBOKHON TAMHCTBEHHOCTH,
«ITopTper KeHbI XyH0KHUKA» BBIICIACTCS
CBETJIBIM KOJIOPUTOM — 3TO MOPTPET, BHIMOJ-
HEHHBIA C TOYHOCTBHIO KapaHJAIIHOTO PH-
CyHKa M 00JaJarolIiii TOHKOCThIO HEXKHBIX
aKBapeIbHBIX KPACOK.

CoctostHre JIErKOCTH M MApeHusi TO0CTHU-
raercs Oarogapsi TOMy, 9TO Ha OTHOM YpOB-
HE BBIIEP)KMBAETCA BECh KOMILJIEKC BBICOT-
HBIX ¥ HEBBICOTHBIX MApPaMETPOB: H3SIIIHAS
TaHIIEBaJIbHAs PUTMOGOPMYJIa, CKOHCTpPY-
UpPOBaHHAsl W3 TOBTOPSIOLIUXCS MOTHBOB,
ycToiumBasi ToHaJbHas cpena (D dur), on-
HOPOJHBIA CayHJ CTPYHHBIX, KOHCTAHTHas
JTuHaMUKa (mf) 1 pOBHBIN TEMII.

Crporasi KOOpAUHAILIUS UHCTPYMEHTAIb-
HBIX TApTUH, O0O0pa3yoImUX pa3IHdHbIC
KOHTPAIIyHKTUYECKUE coueTaHus (U 3TO
BAXHBIH TMPUEM Pa3BUTUS TEMaTUUYECKO-
ro Marepuaia B Mbece), SBISETCS aHTHIIO-
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JIOM TIPUHIIUITY «CTUXUHHOW monudoHum»,
MIpeIoiaraoueil onpeaes€HHy0 cBOOOTy
B COCJUHEHNH T'0JIOCOB, CYIIECTBYIOIIUX B
eIMHOM (aKTypHOM MPOCTPAHCTBE.

HecmoTps Ha TO, 4TO B KaXJOM TrO-
JIOCE MMEETCA CBOM IATTEpPH, BCE BMECTE
OHM OOpPa3ylT €IUHBII 3BYKOBOW OOBEKT,
MOABUKHBIM M CTaTUYHBIM OJHOBPEMEHHO.
CraOunbHbId pa3Mep W peryisipHas ak-
LEHTHOCTh B COUYETAHHHU C NEPUOJUYHBIM
yepenoBaHueM JByX omnop (d/h) co3maroT
ycTonunBoe paBHOBecue. JlakoHMYHas
NBYTaKkTOBasi ¢opMmysia 6acoBOro marrepHa
(1 e€ MpoM3BOJHBIN BapHaHT), HEU3MEHHO
MOBTOpsieMasi Ha MPOTSKEHUH BCEU MbECHI,
CIY’)KHUT emé oAHUM (pakTopoM cTabuin3a-
UM B MaciITabax Bcel KOMIO3HIINH.

Mpumep Ne 1 W. HOcynosa.

«[MopTpeT XeHbl XyaokHMKay, napTus baca

Example No. 1 . Yusupova.
“Portrait of the Artist's Wife,” part of the bass voice

*Bass

OcrTaBisisi 3a KaJpoM MOJPOOHOCTH KOM-
TO3UIIMOHHONW TEXHUKH (XOTSI TaKOW aHaJIn3
MOr Obl OBITH MPEKPACHON WILIFOCTpALUen
CTPYKTYPHOH JIOTUKH), OTMETHM CTPOTHA
panroHaIu3M o0mme KOHCTpYKIHMH. Bcé,
YTO OTHOCHUTCS K KOJIMYECTBY IOBTOPEHUM
NaTTepPHOB, MX PUTMUYECKOMY/HHTOHAIH-
OHHOMY BUJOU3MEHECHHIO, KOOpAWUHALMU
TEMaTHYECKUX JJIEMEHTOB B TOPU30HTAJIb-
HO-BEPTHKAJIBHBIX IJIOCKOCTSIX, & TAKXKE BCE,
YTO CBSI3aHO C UJI€EH HENPEPHIBHOIO Pa3BU-
TS TEKCTYPBI, BKJIFOYAs 1€TajaIl OPHAMEHTH-
KM, YKa3bIBAET HA CKPBITHINM apXUTEKTYPHBIN
wiad. Jlaxke MUHUMAaJbHBIE JEKOPATUBHBIE
3JIEMEHTHI BHITIOTHSIOT B HEM KOHCTPYKTHB-
HYIO POJIb B paMKax €JUHOIO LEJIOro.

JloKa3aTenbCTBOM TOTO, Kak JUCTpUOY-
LA BCEX DJIEMEHTOB B KOMIIO3HUILIMM PETY-
JUpyeTcsl Ha OIM)KHEM U JTalibHEM IJIaHax,
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CITYXUT (pUHAM, SIBISIOMIANUCS JIOTHYECKUM
pEe3yJIbTaTOM MOCTENIEHHOTO BO3pACTaHUs
pON HE3HAYUTEILHOM, Ka3anoch Obl, (ax-
TypHOU AeTtanu (MopaeHT). UzsimiHas op-
HAaMEHTHKA, NMPUAAOLIAs 3ByYaHUIO OIpe-
JEJEHHBIM  «ACTOPUUYECKUI», BO3MOXKHO,
0apovHBId OTTEHOK, paclpesesieHa B TEK-
CType OTHIONb HE MPOU3BOJIBHO. B pas-
MEIIEHUH  MEJIU3MOB  IPOCIIECKUBACTCS
yCTOMYMBAsi 3aKOHOMEPHOCTh — 3TOT JEKO-
PaTUBHBIN 3JEMEHT BO3HUKACT HCKIIHOYH-
TEJIbHO KaK yKpall€HUE CEKYHIOBOIO MO-
TUBA e-d, Ha OTAENIbHBIX Y4acTKaxX (pOpMBI
BBIPACTAIOILETO B Pa3BEPHYTHIE ME€JATIbHbIE
JUHUY (CM. MAPTHUIO alibTa B TakTax 33-55).

Mpumep Ne 2 «opTpeT XeHbl XyOOXHMKaY,
TakTbl 36-40
Example No. 2 “Portrait of the Artist's Wife,”
mm. 36-40
%grgrcr: Pttt
pe> - o " 4 4 ' rm
Vin. I % = E = =
} Eépégép Feb b R b 2 8.0 .04,
Ve E - - v vy Y ¥ : vy ¥ Y -
» et EE e
OyHKIMSA [TaHHOW OpPHAMEHTAJIbHOU

GuUrypsl 3aKIHOUAETCS, OJHAKO, HE TOJBKO
B TOM, 4TOOBI BHyTpeHHE Au(depeHIpo-
BaTh TEKCTYpy, HAJIEJTUB €€ MOPXAIOIIUMH,
CJIOBHO 0a0OYKH, MOTHBAMHU, HO U B TOM,
YTOOBI BBITIOJTHUTH BAYKHYIO POJIb B OpPraHuU-
3auu (HOpMbl, — (PUHATIEHBIN pa3zell MbeChl
(HaumHas oT TakTa 229) MOIHOCTHIO OCHO-
BaH Ha TpeseoOpa3HbIX 3ByyaHusx. Bubpu-
pyIollasi COHOpHas TKaHb, IOCTPOEHHAS T10
ajeaToOpuyYecKoMy NpUHIUIY (M 3TO OAHA
3 (opM MpOSIBICHUS «CTUXUMHOWU MOJIHU-
(dhonuny»), coueraercs ¢ rpapuyecku YET-
KUM PHCYHKOM 0aca, COXpaHSIE€MbIM B STOU
PENETUTUBHOM KOMIIO3MIIMM OT Hauyaja Ji0
KOHIIA.
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Mpumep Ne 3 «[TopTpeT KeHbl XYLOKHUKAY,
tuHan, Takt 229
Example No. 3 “Portrait of the Artist's Wife,”
finale, m. 229
29 luga 5“"3“ Junga g glngﬂ 17
Vin.1 Al = TE5E:] ot
%:f Ignga lunga lunga ?ugﬁ lunga
i = -
H lunga Iunga lunga
v [JBHE CEll=
" lunga lunga d <
# lunga lunga Iunga
ve Bl = =
mf s
5 B Pr‘ - e e fﬁf‘ .

NMnpeccuoHucTUYeCKas KpacOYHOCTh
ATOrO paszzesia BhI3bIBAET aCCOLMAIMU CO
BTOpOWM 4acThio counmHeHus «lIpekpac-
HbIE€ MBBI B NPEKpPACHOM aMOHUEHTE» — Ta
e CTpyAIlascs, eABa KOJbIIIYIIasics, Mo-
I00HO BETBSM IUIAKYYUX HUB, 3ByYHOCTb.
MortuB (e, d, a) U3 OCHOBHOrO MHarTepHa
yTpauuBaeT 3/1eCh CBOM TaHIIEBAJIbHBIN Xa-
pakTep M IJIaBHO, CIIOBO B pamnuie (mpea-
CTaBJISI€TCS BIIOJIHE YMECTHBIM IPUMEHUTD
3TOT KHWHEMaTOoTpapUUECKUl TEPMHH),
IepeMeIaeTcs, MOYTH 3aCThiBas B CBOMX
MHOT'OKpaTHbIX noBTopeHusax. (Takoi apa-
MaTypru4eckui XoJl HalOMUHAeT O KOH-
TPacTHBIX (DMHANBHBIX pa3/iellax B HEKO-
TOPBIX JAPYTUX COUMHEHHUSIX KOMIIO3UTOPA,
HarpuMep, O COJIBHOM 3ByYaHUH 3JIEKTPO-
TUTapBl, CIEAYIOIIEM IOCJIE XOPOBOTO Ie-
HUS B TOW YaCTHU KOJUIEKTUBHOIO MPOEKTa
«Ctpactu-2000», koTopas OblJIa HaKUCcaHa
. KOcymnoBoii.)

D10 HaOMI0IeHNE HAIIIO TTOATBEPKIE-
Hue: GUHATBHBIN pa3/iel Nbechl B 3aud-
POBaHHOM BHJI€ MPECTABISAET aBTOPCKOE
ums. Tpu 3Byka (e, d, a), MHOTOKpPaTHO
MOBTOPSIOIIMECS BO BCEX IOJI0Cax MapTH-
Typbl (KpoMe 0acoBOT0), MOXXHO TIepeBe-
CTU B OYKBEHHYIO CHCTEMY, B Pe3yJbTaTe
YEero «IMpOsSBUTCS» UMs KOMIIO3UTOpa —
NPAULIA:

e (A1), d (P),a(4), e(H),d (1), a(d)
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«Marust noBTOpa», HEMOCTUKUMBIM 00-
pa3oM 3aKIO4€HHAsE B ABTOPCKOM HMEHH
(Upa-una), HaxonUT B NbECE CBOE PaCKpHI-
THE U Xy 0KECTBEHHOE OlpaBianue. MoHo-
rpamMma KOMIIO3UTOPCKOIO UMEHU — HE €CTh
JIM 3TO CBOETO pojia aBTorpad Xy1oKHHKa Ha
IIOJIOTHE, IPUYEM BCTPOCHHBIN B OCHOBHOMN
TEKCT MPOU3BEACHNUS, KaK, HaIIpUMep, MoJ-
MUCh «AMBa30BCKii» Ha 00J0MKax Kopaos
B KapTHHE «JleBAThIl Bam»? OTH WK Jpy-
rue nopoOHble MPUEMBI BHEAPEHUS] UMEHU
B M300pa)K€HUE COJEepkKarcsi B OCHOB-
HOM MaTTEPHE MbEChl (CM. MapTHIO BTOPOM
CKPMIIKH, TaKT 59), BOCIIPOU3BOJUMOM 3a-
TEM y JIPYTuX MHCTpYMEHTOB. Takum obOpa-
30M, KOMIIO3MIIMIO, HACKBO3b IPOHU3AHHYIO
OyKBaMH, BXOJSIIMMU B aBTOPCKOE KM,
PaBOMEPHO HA3BATh KPUNMODOHUUECKOII.

Mpumep Ne 4 «opTPET XeHbl XyOOXKHMKaY,
TakT 59
Example No. 4 “Portrait of the Artist's Wife,”
m. 59
‘*9—'59—H‘—*FTT*—“*'& ==, ,Tﬂ' = ﬁg—ﬂ#n—*‘s
- @: P él._ll-' == S g.u:_l === .,gl:_]-_[
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OCHOBHBIE JTOTMYECKNE TPUHIIMIIBI 3TON
KOMITO3HUIIMA MOYKHO OOOOIIUTE B BUIE OU-
HapHBIX ONIO3ULINN: YETKOCTH IIOBTOPEHUI
(OT KOPOTKMX MHTOHALMM 10 KPYNHBIX MO-
CTPOEHHIT) / OTCYTCTBHE TaKOBOHU (B ycIo-
BUSAX alleaTopudeckoi (akTypbl); METp H
puTMHUecKas mynbcauus / «amopdHoe»
Bpems (TepmuH I1. Bynesa) u T. 1. [{Jo6aBum,
YTO peneTuTuBHOCTH HOcymoBa couertaeT
C Pa3IUYHBIMM NMOJU(POHUUECKUMHU IIPE0O-
pa30BaHUSAMU TEKCTYpbl (CTPETThI, KaHO-
Hbl), aKTUBU3UPYIOLIUMHU IPOLECCH B yC-
JIOBUSIX HEMOJBHKHOTO TOHAJIBHOTO IOJIS.
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Jpyroit TUII KOMITIO3ULIHI, OTMEYEHHBIX
«Marveu moBTOpay», MPEACTAaBIEH B COYM-
HeHuu «llomuxopaus» (2001), mocesmEH-
HOM 3ByKopexuccépy Ilerpy Kupmmiosnay
Konpapammuny®.

Onpenenénnas opueHTalUs Ha CTH-
JUCTUKY 0apOyHON MY3bIKH, 3aJ0KEHHas
B 9TOM IIPOU3BENICHUH, IPOSIBIISIETCS B CTPO-
TOH CIEp’)KaHHOCTHU U SKCIPECCUBHOCTH BbI-
cka3piBaHudA. [loBropamm mnpoHHM3aHA BCA
TKaHb KOMIIO3UIIMUA: MU OTMEUYEHA U apus,
MOCTPOEHHAss MO TNPUHLUIY BapbUPOBA-
HUSL OJTHOM rapMOHWUYECKOW ITPOrPECCHH, U,
B 3HAYUTEJILHO OOJIbIICH CTENEeHH, COMUpY-
oISl TAPTHUS U MapTUX (POHOBBIC, AMOHEHT-
Hple. OcBOOOXKTast aHCaMOJIEBOE HMCIIONHE-
HUE OT XECTKO (PMKCUPOBAHHOM B3aWMHOM
KOOPAMHALIMHU T'OJIOCOB, aBTOP AOCTUTAET UX
THOKOTO — CTUXHWHOTO — MOJIH()POHIIECKOTO
coequHeHus. JleiicTByeT NpUHIUI HEe «HOTa
IPOTUB HOTHD», @ B3aUMOJAOIOJIHUTEIBHO-
IO CYLIECTBOBAaHUSI CaMOCTOSITEIbHBIX (akK-
TYpHBIX 3JeMeHTOB («ambient elementsy,
no tepmunonorun U. FOcynosoit). Apnen-
KUPOBAaHHBIC (UTYPHI, HHUCXOISIINE TaM-
MOOOpa3Hble JIMHUM — BOT YTO OOBEIUHSET
COJIUPYIOLLYIO MAPTUIO U €€ OKPYKEHHE; U3
ITHX MONOOUN ¥ BO3HUKAET 0OBEMHOE TTPO-
CTPaHCTBO, HAIIOJIHEHHOE B3aUMHBIMU OTpa-
KEHUSIMU U BapbHpPOBAaHHBIMU IIOBTOPAMHU.
B uucne npuémoB, ynpapisIOIIMX COYETa-
HUEM «aMOMEHTHBIX 3JIEMEHTOB» U COJIUPY-
IOIIEH MapTUH, HA30BEM NPUEMBI yBEIUYE-
HUs, TPOJIOHTAIlMU OTAENbHBIX 3JIEMEHTOB
(HarmpuMep, MOBTOPEHUE TapMOHMI) W, Ha-
IIPOTHUB, COKPAILIEHNUS, PEAYKIIUU — B YACTHO-
CTH, U3BATHUE 3ByKOB U3 HUCXOALIEN TaMMO-
00pa3HOM JIMHUM 110 MPUHLIMITY JIororpuda.

OnHuM U3 NpPOSBIEHUNA «MAaruu MOBTO-
pa» sBisercs couuHeHue «lIpekpacHbie
UBbl B IPEKPACHbIX aMOMEHTax» (KOH-
1nept aua OecrnenanbHOW apdbl U CTPYyH-
HBIX). Apda — U3MH0OIECHHBI UHCTPYMEHT
N. FOcynoBo#, ajii KOTOPOro OHa JaBHO
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U TIOCTOSTHHO THIIET, Ha30BEM, K MpuUMe-
py, Konuepr nnst ycunennoit apgsl ¢ opke-
ctpoM «Arpa amplificatay (1987). OGmias
arMocdepa 3TOH JBYX4aCTHON KOMITO3HUITMH
NOTpY’KaeT CIyIIATeNss B COCTOSHUE JIJIH-
TEJBHOIO CO3EPLIAHMS IPEKPACHBIX CYIIHO-
CTEU — MOBTOPSIOLINXCS MOTUBOB, aKKOPJIO-
BbIX MOCJEN0BaHUM, (aKTypHBIX €IUHCTB.
CruxwuiiHas noaupOHUS HATIISTHO TIPOSIBIISI-
eTcst BO BTopoi yacTu «IIpekpacHbIX uB...»,
rJe, KaKk CJeQyeT U3 aBTOPCKOW peMapKu
B NAPTUTYPE, «COJUCT U OPKECTP HUIPAIOT
HE3aBHCHMO U OTJEIBHO APYT OT APYTay.
My3blkalibHasi TKaHb MPOU3BEIACHUS Ha-
CBHIIIEHA MHOTOYMCIIEHHBIMH IOBTOPaMH
(aKTypHBIX, TEMAaTUYECKUX U aTeMaTHye-

CKUX €IWHUL, CONIACYIOIIMXCA C JIOTHKOU
TapMOHUYECKON MPOrpEeCcCUU WM, HaIpo-
THB, MPEeObIBAHUEM B HEKOEM CTaTHYECKOM
coctosinuu. Kommnosunnonusiit meron FOcy-
MTOBOM TaK»e MoJpa3yMeBaeT paboTy C Uuc-
JIOBBIMHM HJICSIMH, BIIMSIOIIMMHU Ha CO3JaHUE
y pELMIIMEHTAa BIIEYATICHUS! KaK Obl POU3-
BOJIBHOT'O CoKaTHsl/PACIIUPEHHUs, YCKOPEHUM/
3aMeJIeHui BHYTPH THOKOTO M HEOHOPOI-
HOT'O MY3BIKaJIbHOTO ITPOCTPAHCTBA.

Urak, «marusa nosropa» HUpaunaer FOcy-
MTOBOM — 3TO M 0c00ast KOMIIO3UTOPCKAs TEX-
HOJIOTHUS, COYETANIasi B ceOe MPUHITUIIBI
JETEPMUHU3MA/UHACTEPMUHU3MA, U 3CTe-
TUYECKUN TTOUCK, OOpaIlIEHHBIN K HaeanaM
MIPEKPACHOTO.

> [pumevaHua ©

! «IIpekpacHas CKpHUIIKa B MNpeKpacHbIX amOumeHnTtax» (2008) mis GapoyHOW CKPHIIKH

u O6apouHoro ancamOns; «lIpekpacHble TEPMEHBOKCHI B MPEKPACHBIX aMOMEHTax» A ABYX
TEPMEHBOKCOB, T000s1, cTpyHHOTrO kBapteTa u posis (2008); «IIpekpacHas apda B mpekpacHbIX
ambuenTtax» (2008) mns OecrnemanbHOM apdbl U aHCAMOIISI CTapuHHOW MYy3bIkH; «IIpexkpacHbie
Junonsl B ipekpacHbIx amOuenTax. [locnenuuii con [1€pcemna» (2009) aJist ABYX KOHTPATEeHOPOB,
KaMepHOTo Xopa u 6apounoro ancamo6is; «[IpekpacHble KOHTUHYYMBI B IPEKPACHBIX aMOUEHTaX»
(2010), xoHLIEPT AJIs1 BUOJOHYENH, POSIS M OPTaHa ¢ KaMepHbBIM opkecTpoM; «IIpekpacHble ronoca
B mpekpacHbix ambuentax» (2010) must ctpyHHOro kBapreta u (oHorpammsl; «lIpekpacHbie
COMIUIBI B TMpeKpacHbIX amOueHTax» (2012), KOMIO3HIMSA MaMATH U B 4eCTh beHKaMHuHa
Bbputrena ans robos, CKpUIKH, aabTa, BUOJIOHYENH U posiist; «IIpekpacHble 3ByKH B MTPEKPACHBIX
amOueHTax» (2012), komrno3unus asist ro0os u posiisi; kantata «lIpekpacHblie c0Ba B TPeKpPacHBIX
ambueHnTax» (2013) — BOT mpou3BeIeHUs, BXOAAIINE B €AMHBIA TUIIEPTEKCT.

2 U3 nucema U. P. FOcymoBoii aBropy Hacrtosiiei ctarbu (saBapb 2019 roga).
Tam xe.
Nwmeercs B Buay kuHopmibM «IlopTper sxeHbl XynoxkHuka» (1981), CHATBIN pexkuccEpom
A. A. TlaHKpaTtoBbIM.

> B 2018 rony B MockBe B ['ocymapcTBEHHOM My3ee M300pa3UTENIbHBIX UCKYCCTB MMEHHU
A. C. IlymkuHa ¢ ycnexoM mpoiia BeicTaBka «KEHBI», T1e ObUTO MpencTaBiIeHo 0oiee copoka
MOPTPETOB KEH BBIIAIOIIMXCS PyCcCKuX xynokHHKOB — b. Kycromuea, M. Bpybens, B. Ceposa,
K. ITerpoBa-Bonkuna, A. Jleitneku, P. @anwka, [1. Konuanosckoro, U. I'pabdaps, b. I'puroprena,
C. Cyneiikuna, FO. [TuMeHOBa 1 APyrux MacTepoB PYCCKOM KMBOIUCH.

® O pmaHHOM COYMHEHHMHM Takke ObUta omyOnukoBaHa crtaths E. WM. KacmbiHHHOM,
BeIycKHUITBI PAM nmenn ['mecunbix no kinaccy H. C. I'ynsHuIKOM: « AMOUEHT-KOMITO3UIIHS
B TBOopuecTtBe Mpanasl Ocynosoii: “Ilomukopaus’™ mist OecrienanbHON apdbl, BUHOJIOHYEIH,
posisist 1 poHOTpamMMBI» [5].
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CumdcoHnyeckne nckaHma B ouHCKon my3sbike 1960-x:
«Arabescata» 9uHoloxaHu PayTtaBaapa
u MNMepBasa cumdoHnsa XeHpuka OTTo [1oHHepa

Hpuna Baaagumupoua Konocosa

Ilempo3zasoockas cocyoapcmeennas koncepsamopusi umenu A. K. Inazynosa,
2. Ilempo3zasoock, Poccus,
kopira@mail.ru, https://orcid.org/0000-0001-9436-5171

Annomayusn. Crarbsa nocBsmeHa 60-m romam XX Beka, BpEMEHU OCBOEHUs B DUHISHANN
TEXHUK HOBEHIIEH KOMIO3HIINHU, KOTJ]a MHOTHE aBTOPHI YCTPEMHIINCHh NMEPEUHTOHUPOBATh C MX
MOMOIIBI0 CUM(OHHIO — BaXKHEHIINH [T (PUHCKOM MY3BIKQIBHOW UCTOpUH *)aHp. HampasieHus
ero TpaHchopmanuu moka3zanbl Ha npumepe UerBéproit cumdonun «Arabescatay DiiHOOXaHHU
PayraBaapa (1962) u IlepBoii cumponnn Xenpuka Otro [onHepa (1964). «Arabescata»
PayTaBaapa — equHCTBEHHOE (PUHCKOE LIEIMKOM CEpHaTIbHOE OPKECTPOBOE counHeHne. B mpomecce
aHaJM3a NoKa3aHbl 0COOCHHOCTH CTPYKTYpPHOI OpraHU3alliy U BbLAEIEHBI IPU3HAKH, JEAIOLIIe
omyc cumdonueir. Cyapba «Arabescata» cBs3aHa co CMEHOH JKaHPOBOTO CTaTyca: KOMITIO3UTOP
BKJIIOUMII €€ B CUM(OHUUECKHUI MacCUB CITYCTS IBaJllaTh YEThIpe roja rnocie cozaanus. [lpu atom
COYMHEHHE H3HAYAIILHO 00Pa30BHIBAIIO HEPAPXHMUECKU YCTPOCHHBIN UK, B KOTOPOM YTaIbIBACTCS
«CeMaHTUYECKUI MHBapHaHT xaHpa» (Mapk ApanoBckuit). Cumdonus JJoHHepa, Ha000pOT,
COXpaHUB TPAJULUOHHOE 0003HAYEHHE, CYLIECTBEHHO OTKJIOHSUIACh OT TUIIMYHOIO COJAEPKAHUSI.
[Tpencrapmnsist coO0i KoUK, 00pa30BaHHBIN JIBA/IIATHIO ITUTATAMHU U3 aKaJIEMHYCCKOM, TIOT-MY3BIKH
U JPKa3a, OHA Ha HECKOJBKO JIET OINepe/uia MOsBICHUE 00pa3lioB KOJUIAKHOM MOIMCTUIMCTUKHI
— Cum¢ponun Jlrouano bepro (1968) u IlepBoii cumdponnn Anbppena Hautke (1972). Pemenne
JloHHepa OBLIO [T HETO 3aKOHOMEPHBIM M BOOPAJIo B ce0st ONBIT paOOTHI B AIIEKTPOHHBIX CTYIHSIX:
cUM(OHUS IEMOHCTPUPYET B3I HA MAaTepHall KaK aKyCTUIECKHI OOBEKT U OTIOPY Ha MOHTaXKHBIE
MIPUHLIMIIBI KOMITO3ULIMK. J[Ba pacCMOTPEHHBIX OIyca, [0-pa3HOMY Hacjenysl TpaJuluH KaHpa,
B UCTOpUH (pUHCKON cUM()OHHUN BHITTOTHIIIN CXOJHYIO (DYHKIIMIO: BBIAIS U3 TIIEHA CHOCITIYCOBCKOTO
BJIMSTHUS, TIOKA3aJTM HOBBIE TOPH30HTHI TPAKTOBKH YKaHPA.

Knrwouesvie cnosa: ¢dunckas cumdonus 1960-x, DiiHoroxanu PayraBaapa, Xenpuk OTTO
JloHHep, ceprasin3M, CTHIIEBOM IUIIOPAIN3M, CEMAaHTUYECKUI MHBApPUAHT CUM(POHUN

Jna yumupoeanus: Konocosa . B. Cumdonndeckne uckanus B puHckoit My3ssike 1960-x:
«Arabescatay DitHoroxanu PayraBaapa u [lepBas cumbonus Xenpuka Orro JouHepa // [Ipobiaembl
My3bIKaIbHOH Hayku / Music Scholarship. 2021. Ne 4. C. 34-51.
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Original article

Symphonic Explorations in Finnish Music during the 1960s:
Arabescata by Einojuhani Rautavaara
and Henrik Otto Donner’s First Symphony

Irina V. Koposova

Petrozavodsk State A. K. Glazunov Conservatory, Petrozavodsk, Russia,
kopira@mail.ru, https://orcid.org/0000-0001-9436-5171

Abstract. The article is devoted to the 1960s, a time of mastery of newest techniques of musical
composition in Finland, when many composers aspired to reintonate with their means the genre of the
symphony—one of the most important genres for Finnish music history. The directions ofits transformation
are demonstrated by the example of Einojuhani Rautavaara’s Fourth Symphony Arabescata (1962) and
Henrik Otto Donner’s First Symphony (1964). Rautavaara’s Symphony is the only Finnish orchestral
composition which is entirely serial in its technique. During the process of analysis, the peculiarities
of structural organization are shown and the features which designate the work as a symphony are
highlighted. The fate of Arabescata is connected with the change of status for the genre: the composer
included it into the symphonic massif twenty-four years after having composed it. At the same time, the
composition initially comprised a hierarchically constructed cycle in which the semantic invariant of the
genre (to use Mark Aranovsky’s term) is guessed rightly. Donner’s Symphony, on the other hand, having
preserved its traditional indication, swayed to a considerable degree from the typical content. Presenting
in itself a collage formed by twenty quotations from classical music, pop music and jazz, it forestalled
a few years before the appearance of the landmark examples of collage polystylistics — Luciano Berio’s
Sinfonia (1968) and Alfred Schnittke’s First Symphony (1972). Donner’s solution was natural for him
and absorbed into itself his experience of working in electronic studios: the symphony demonstrates a
view of the musical material as an acoustic object and a reliance on the collage principles of composition.
The two examined works, following the traditions of the history of the Finnish symphony in different
ways, have fulfilled analogous functions: having surpassed the limitations of Sibelius’ influence, they
have shown new horizons of interpretation of the genre.

Keywords: Finnish symphonies from the 1960s, Einojuhani Rautavaara, Henrik Otto Donner,
serialism, stylistic pluralism, the semantic invariant of the symphony

For citation: Koposova 1. V. Symphonic Explorations in Finnish Music during the 1960s:
Arabescata by Einojuhani Rautavaara and Henrik Otto Donner’s First Symphony. Problemy
muzykal'noj nauki / Music Scholarship. 2021. No. 4, pp. 34-51. (In Russ.).

DOI: 10.33779/2782-3598.2021.4.034-051.

cuMmponuveckas cdepa TEepekuBa- JAaHHOM kaHpe. Llenbii psa o0CTOATENbCTB
er B OUHISHIMK HACTOSILIMN pac-  CIOCOOCTBYeT MoaoOHO#M cutyarmu. Cpenu
nBeT. K cumpoHnn npuxomsT M MOJOAble, HUX €CTh BHEIIHWE, CBI3aHHBIC C peaisIMU
U 3pelible, HO He oOpallaBiIdecs K Heil pa-  ceromHsmHed (QUHCKON XyI0’KE€CTBEHHOM
HEE aBTOPBI; KOMIIO3UTOPBI, YK€ MUCABIIME  KU3HU: OBCEMECTHOE PAa3BUTHE U BHICOKHIA

B MOCJIC/THAE HECKOJBKO NECATWICTHH  CUM(OHUM, YCHIUBAIOT CBOKO aKTUBHOCTH B
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UCTIOJIHUTEIIbCKAN  YPOBCHb  OPKECTPOB';
NpaKTHKA MPUIVIALIEHUS] B OPKECTPBI IITAT-
HBIX KOMIIO3UTOPOB?; CYIIIECTBEHHAS TOCY-
JApCTBEHHAs TMOAJEPKKA KOMITO3UTOPCKOM
AeATeNbHOCTH®. braronpusTHON OKazaliach
U cTuieBas arMoc(epa, CIOXKHBIIAsICS Ha-
yyHast ¢ 1980-x. B My3bike PuHIAHINN
9TO BpEMs, Ha3BaHHOE 3IOXOM IUTIOpaIu3-
Ma‘, 1ajo BO3MOXXKHOCTH COCYIIIECTBOBAHHS
MO-pPa3HOMY OPHEHTHPOBAHHBIX SIBICHHMA:
CO3BYYHBIX AaKTyaJbHEUIINM TEHIEHLMAM
COBPEMEHHOM €BpOIEHCKOM MY3BIKH U 00-
Jee TPaJAUIIMOHHBIX, B pAMKaX KOTOPBIX BO3-
HUKJIa O0JbIas 4acTb GUHCKUX CUM(OHUT.

BwMmecre ¢ tem «cumdonndeckuii 6ymy»,
HaOmronaeMbeli cerogus B DuHIIHINH, CTal
UTOIOM TIOCTENEHHOM TpaHCpOpMaLUK OT-
HOIIEHHUA K CUM(OHUU Ha MPOTSDKEHUH XX
crosietus. B mepBoil MOJNOBUMHE BEKa OHA
BIIOJIHE 3aKOHOMEPHO 3aHMMaJla CTaTyC «ca-
Moro aproputetHoro kaHpa» (K. Kopxonen).
CMmeHuBIIE APYT Apyra B 3TOM BPEMEHHOM
IPOMEXYTKE HALMOHAIBHBIA POMAaHTU3M® U
HEOKJIaCCHIM3M® OBUTM OPHEHTUPOBAHBI HA
KITACCHKO-POMAaHTUYECKUM KpPYT KaHpoB. [Jo-
MHHHUPOBaHHE Cpeid HUX CUM(OHUM Ompe/ie-
JISTA HEMPEJIOKHBIN aBTOpUTeT GUryphl SHa
Cubennyca n ero cuMQpOHUYECKOT0 TBOpUE-
CTBA, a TAKXE COXPAHSBLIASCS IPUBEPIKEH-
HOCTh HEMELIKUM TPAJUIMAM B HCKYCCTBE.
C cepenunbl 1950-x monokeHUe Jen mocre-
IIEHHO CTaJI0 MHBIM U3-32a Ipuxona B OuHIsIH-
JIMI0 HOBEHMIIIMX TEXHUK KOMITO3HLIMH; CHAaYa-
J1a 371ech ObLTa 0CBOEHA I0/IeKaOHUS, a 3aTEM
CepHaIn3M, COHOPHKA, AJIeaTOpUKa, IEKTPO-
aKycTH4YecKass KOMIIO3UIMS'. ABaHTapIHbIC
TEUCHHUSI N3MECHUITN JKaHPOBBIE TIPHOPHUTETHI,
YTO CYILECTBEHHO CHM3WJIO MPECTHK CHUM-
¢onmu. B monepHucTckoii armocdepe, 1o
cioBaM K. Axo, «u cumdoHnusi, 1 cuMQpoHu-
YEeCKO€ MBIIIICHUE ONPENEeNEHHO BBIILIN
u3 Moab (1T, mo: [1, c. 50]). O. PayraBa-
apa BCIOMHUHAIL, 4TO B 1960-¢ xommo3uTopa,
NMCABILETO0 CUM(OHUM, HE3aMEUTUTEIILHO

36

OOBSBISIIN «OTBSIBIEHHBIM KOHCEPBATOPOM»,
u gaxe B 1970-e cumdonus MHOrMM Kasa-
Jack HEYMECTHOHM [Tam xe, c. 57]. B artoit
CBSI3U BIIOJTHE 3aKOHOMEPHO, YTO B (PUHCKOU
MOCJIEBOCHHOM My3bIKe 00pa3oBajiach riesaa
KOMIIO3UTOPOB, OOHOBHUBIIINX KAHPOBBIN ap-
CEeHaJT 1 He 00paIlaromuxcs K CiM(QOHNH: 3TO
3O. beprman, . Cepmmiisa, O. Koprekanrac,
K. Caapuaxo, M. JIuaaoepr u ap. XoTs 1o Ko-
JIMYECTBY MX OKa3aJ0Ch F'OPa3/io MEHBIIIE TEX,
KTO COXpaHWJI IMPUBEPKEHHOCTh BEAYIIEMY
KJIACCUYECKOMY >KaHpY.

@DaKTU4ECKH, MOACPHUCTCKUMA JTall BbI-
SIBIJI CaMOOBITHOCTh OTHOIIIEHUS (DUHHOB
K CHUM(OHUU, TOCKOIbKY MHOTHE aBTOPHI
npomoKaid  0OpMIIATh 3aMBICHBI, CBS-
3aHHBIE C HOBEHIIMMH KOMIIO3UTOPCKUMU
TEXHUKaMH, HMEHHO B CHUM(OHHUYECKOM
chepe. Ha pyGexe 1950-1960-x mnosiBu-
JUCH TIepBbIe (PUHCKHE JT0/IeKaOHHBIE CHM-
donun (cumdponun Ne 1 T. MaprTuneHa u
I1. Xeituuuena, obe 1958; M. KokkoHeHa,
1960; JI. bammakoBa, 1963 u np.). Ilozxe
BO3HUKJIM CUMGOHUH, UCTIONB3YIOIINE UHbIE
TEXHUKU: cOHOpUKY (Bropas O. Canmen-
xaapa, 1966 u UYerséprasa II. XeliHnHeHa,
1971 n ap.), anearopuky (Ilaras V. Mepu-
nsiiHeHa, 1976), snekrponuky (Yerépras
VY. Mepunsitnena, 1975). CoxpansiBiiasics
B HOBBIX SI3bIKOBBIX YCIIOBUSIX BEPHOCTb CUM-
¢dboHMU BeNla K M3MEHEHUIO TPECTaBICHUINA
0 JKaHpe: CMM()OHUIECKOE MBIIIICHUE (HUH-
HaMH Hayajo OCO3HABaThCs KaK BEUHOE U He
00s13aTeNIbHO CBSI3aHHOE C TPaJAUIMOHHBI-
MH KOMIIO3UIIMOHHBIME cXemamu®., B sTom
OTHOIIIEHUU TOKa3aTeJIeH KOMMEHTApHil
1. KoxkoneHa K npembepe ero ITepsoii cum-
¢donuu: «B mocneaHne HECKONBKO JECATH-
JeTui B yale yTBep»kKaaeTcs, 4To cuMo-
HUS Kak (opMa KOMIIO3UMLMHU OOpedeHa Ha
rubenb. Jlaxke ecnu 31O mpasnaa, CUMQOHU-
YyecKasi MBICJIb caMa 10 ce0e — B IIMPOKOM
CMBICIIE apXUTEKTOHUYECKOro U (uiiocod-
CKOT'O MBILIUICHUS — SIBIISETCSI OECCMEPTHOIA.
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KoMmno3utopsl MbIcnuim  cUM(OHUUECKH
33JI0JITO JI0 TOTO, KaK OHU CTaJId COYUHSTH
cUM(OHHMHU, U 3TOT CHOCOO MBIIUICHUS CO-
XpaHuTCs» (UUT. 1Mo: [2, p. 5]).

borareiii onbiT 1960-X 110 «ImiepeniaBke»
CUM(OHUU 3aJI0KUJT OCHOBY JJIsl €€ Jab-
HeHIIero pacusera B (PMHCKOM HCKYCCTBE.
Ho xakoBbl ObUTM HampaBlIeHUs KOMIIO3H-
TOPCKUX TOMCKOB, Kakue MpoOiIemMbl mpeo-
JI0JIEBAJIMCH HA 3TOM myTu? Jlns oTBera Ha
9TH BONPOCHI BEIOpaHsI 1Ba Harbolee paau-
KaJbHBIX 110 CBOEMY 3aMbICITy CUM(OHUYE-
CKHMX COYMHEHMS U3 BCEX, KOTOPbIE BO3HUK-
au B Ounnsnauun 1960-x. Oto Yerépras
cumdoHus «Arabescatay DitHoroxanu Pay-
taBaapa’ (1962) — emuHCTBEHHOE (PUHCKOE
cepHualibHOE MTPOU3BEACHUE ISl OPKECTpa U
[lepBast cumponust Xenpuka Otto JloHHE-
pa'® (1964) — onuH U3 caMbIX paHHUX (HUH-
CKHUX OPKECTPOBBIX OIMYCOB, BHICTPOCHHBIX
Ha nutatHoMm Marepuaiie'!. [lpeamnonaraem,
YTO UX aHaJIU3 MO3BOJHUT OTBETUTH HA IO-
CTaBJICHHBIE BOIIPOCHI.

TBopueckast cynpba «Arabescatay Ha-
yanach CO CKaHjajia, oOCyKJIaBLIErocs Ha
NEPBBIX MONI0caxX (UHCKUX Ta3eT: IJIaBHBIM
TuprxEp cuMpoHuuecKoro opkecrpa Oun-
ckoro Pagmo — IlaaBo bepriyHa, pykoBo-
JTUBIINI 1O ATOTO MEPBBIM HCIOJTHEHUEM
Tpetbelt ciMpOHNM KOMITO3UTOPA, HA ITOT
pa3 rOTOBUTH MPEMbEPY KATErOPHUUECKH OT-
kazayica. OCHOBHBIM MOBOJIOM IOCTYXUJIH
[ATh BBIMOJIHEHHBIX HAa MWJIJIUMETPOBOM
Oymare uepTexkeH, MpeanociaHHbIX pa3-
nenam Il wactu'’?, ITo meiciu aupmxépa,
3HAKOMCTBO C HUMU I HCTIOJTHEHUS OBLIO
COBCEM HE 00s3aTeIbHBIM, KOMIIO3UTOP XK€
HAcTauBaJ Ha OOPaTHOM.

PucyHku, craBmme IIPUYMHOM CCO-
pel PayraBaapa u beprnynna, umenu mis
«Arabescata» BaxkHoe 3HaueHue. Kak Oy-
JIeT IOKa3aHO HUKE, OHM 3aKJI0Yaju B cede
CBOEr0 pojia KOJI, pPaCKpbIBAIOLIUN 0COOEH-
HOCTHU CEpUaIbHOU opranu3auuu Il gacru.
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OpnHako ATUM WX (QYHKIUS HE OTpaHUYH-
nack. Bece cxembl MM UHIUBUAYAJIbHbBIN
BU3YaJIbHBIA OOJIMK, CBS3aHHBIN C PacIoso-
KCHHBIMA Ha HUX (UTYpaMu: KBaJIpaToM,
3Ur3aramu, JUHUSMHM DPA3HOM HaIpaBIICH-
HOCTH, BCTPOEHHBIMHU JpPYT B Apyra Kpy-
ramMu U T. . CHUMBOJUKA, 3aKpENUBIIAsICS
3a KaxJo0u u3 Quryp, nana BO3MOXKHOCTb
MPOHUKHYTH B 00JacTh UJEH, 3areyaTiéH-
HOIl B 310N My3blke. E. OkyHeBa Tpakry-
eT €€, KaK «yCTPEMJICHHOCTb OT 3€MHOIO
K HEOECHOMY», UCXO/Sl U3 CUCTEMBbI OIIIO-
s3unuit — «3emau 1 Heba (kBaapar u Kpyr,
TOPU3OHTAJIbHBIC W BEPTUKAJIbHBIC JTUHUU
COOTBETCTBEHHO), BPEMEHH UYE€JI0BEYECKOTO
1 00)KECTBEHHOTO (KPYyT), MY’KCKOTO U JKEH-
CKOTo Hauana (3urzaru)» [3, c. 341].

Ewmé oquH MOMEHT, BaXKHBIN ISl Cyb-
Obl «Arabescatay, CBsI3aH C MPOU3OIIEAIICH
CO BpPEMEHEM CMEHOH €€ XKaHpPOBOIo CTa-
Tyca. Xorsi PayraBaapa u 3aaymbiBan CBOU
oIyc Kak cuM(OHHIO, 0 YEM BIOCIEICTBUH
YIOMHMHAJ HE pa3, MepBOHAYAIBHO MO100-
HOro 00O3HAYEHUs MPOU3BEICHUE HE TOIY-
ywio. [IprynHOM, ¢ OHON CTOPOHBI, CTAJIO
HEraTMBHOE OTHOLIEHHWE K KJIACCUYECKOMY
KaHpy, ObITOBaBIlIEE HA MOMEHT BO3HHKHO-
BeHUs1 «Arabescatay B (DMHCKHX TIporpec-
CUBHBIX MY3BIKAJIbHBIX Kpyrax (JI0CTaTO4yHO
BCIIOMHUTH IIUTUPOBAHHBIE BBIIIE BBICKA3bI-
BaHUS 110 3TOMY IOBOJY), C APYroi — BHEI-
HE caMO NPOM3BEJICHUE MaJl0 MOXOAWIO Ha
TPaIUIIMOHHYI0 CUM(OHUIO. «Arabescata»
Obuta BKIIOueHa PayTaBaapoil B ero cum-
(donnueckuii UK Toabko B 1986 romy, BO
Bpemsi niepepaboTku YeTBEpToil cuMQoHuUH,
HanucaHHol B 1964 rony. He ynoBneTBopus-
IIUCh PE3YJbTAaTOM, aBTOP PEIINI BOBCE OT-
Ka3aTbCsl OT ATOTO COYMHEHUs, 3aMEHUB €r0
Ha «Arabescatay. CieoBarenbHO, OHA U3HA-
YJaJibHO Hecla B cebe cuM(OHMYECKU TeH
ObLa OoJblIe, YeM OImyc ISl opkecTpa 6e3
BHSITHOTO >kaHpoBoro npoduis. [Tonpobyem
9TO MOKA3arh.
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[IpousBeneHne COCTOMT U3 YETHIPEX Ha-
CTeH, Bce OHHU, 00Jajasi TeM K€ Ha3BAHUEM,
YTO U BECh OIIYC, UMEIOT CBOM IOPSIKOBBIN
HoMmep (Arabescata I, Arabescata Il u 1. 1.).
Yactu HamucaHbl B CEPUATBHOM TEXHHKE,
B (pMHAIE KPOME TOTO MPUBIICYECHBI CPEICTBA
anearopuku. [lepBoe onrcanue cepuaibHOM
opranmzaiuu counHenus gan K. Axo [4],
3aTeM YCTPOMCTBO TPEX MEPBBIX yacTel 00-
cTosiTenbHO oxapakrepuzoBana E. I. OxyHesa
[3], anearopHas cTpyKTypa (priHaIa IMOKa MOJ-
POOHO HE aHAM3UPOBAJIAC.

B ocHoBy «Arabescata) TOJI0XeHBI B
BCEHHTEPBAJIbHBIE CHMMETPHUYHBIE CEPUU
(manee — cepus A u cepusi B), u3 nepBoii BbI-
pacTaroT KpailH1e 4acTH, U3 BTOPOU — Cpell-
Hue (mpumep Ne 1; mpumep 3aMMCTBOBAH U3
crateu E. OxyHneBoit, cm.: [3, c. 332]).

Mpumep Ne 1 O. Paytapaapa. «Arabescata». Cepuu
Exemple No. 1 E. Rautavaara. “Arabescata”.
Series
Cepus A P R
e = ————ba—be
T e |

Ha mnpexomno3nnnoHHOM JTane cepuu
NPEACTAIOT B JBYX OONUKAaX — B MCXOIHOM,
TOHOBOM Y YHCJIOBOM. JJIs1 TOT0 KOMITIO3UTOP
IIEPEBEIT B YMCIIOBOE BBIPAXKEHUE IOy TOHO-
BYIO BEJIMYMHY WHTEPBAJIOB, COCTABHUBILNX
KOKIYI0 cepuro. B urore y Hero nosydm-
JUCh JBa pAna, Kaxabld u3 11 aneMeHToB:
9-7-10-11-4-6—-8-1-2-5-3 (cepus A)
u 5-8-3-10-1-6—11-2-9-4-7 (cepus B).
TOHOBBIN BHJ| CEpUM peaNM3yeTCs B 3BYKO-
BBICOTHOI CTOPOHE MY3BIKH, YMCJIOBOM — Ha
YPOBHE MHBIX MapaMmeTpoB (puTma, TemMOpa,
JTMHAMUKH U T. 1.). Kpome Toro, kak B TOHO-
BOM, TaK 1 B YHCJIOBOM BBIPAYKEHUU 00€ CEpUU
JEUCTBYIOT B YETHIPEX (opMax: OCHOBHOM,
WHBEPCHHU'®, B BUJIC KBAPTOBOM M KBHHTOBOW
MyTauui. MIX KOIMYecTBO OTYACTH BBI3BAHO
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COBOKYIHOCTBIO ~CEpHAIIM3YEMbIX Iapame-
TPOB: BO BCEX YaCTAX YNOPSAIOYEHBI BBICOTA,
puTM, TEMOp M JWHaAMHKA'!, U1 WX opra-
HU3ALMM MOXET MPUMEHSThCS CBOs (hopma
(Hanpumep, Tak TpoucxoauT B | vactu, cwm.
noapo6nee: [3]). OOmmpHBI MPEeKOMIIO3HU-
LMOHHBIN MaTepuaj Ha pa3HbIX dTanax mnpe-
o0pazyeTcst B 3BYKOBYIO Marepuio ¢ OMOpoi
Ha UHAMBUAYaJIbHbIE 3aKOHOMEPHOCTH.

B nByX HEUETHBIX YaCTIX — IEPBOU U TPE-
ThEH — BO3HUKAIOILAs! KOMIIO3ULIUS IETEPMHU-
HUPYETCsl ONIPENENEHHBIMU PAAAMU, KOTOPbIE
BBICTYIIAIOT B POJIU C8EPXNPUHYUNG WU Me-
mapsoda. Tak, B | yactu 3Ta 3aKOHOMEPHOCTh
JNEUCTBYET B OTHOILIEHUHU YETBIPEX 2cpynn
uncmpymenmosg. B HHX 3ByKOBOM IIpoLiecC
PETyINPYETCsl YMCIIOBOW IOCIEIOBATEIBHO-
CTbIO, COOTBETCTBYIOIIECH KBHUHTOBOW MyTa-
UM (JIepeBSHHbIE AyXOBbIE), KBAPTOBOU MY-
Tauu (MeIHbIE TyXOBbIe), IpuMe (yIapHbIE)
u uaBepcun (cTpyHHbIe"). [Ipu 3TOM JTOTHKA
MeTapsiia BO BCEX Ipymmax MposBisieTcss Ha
HECKOJIbKUX YPOBHSIX: Ha €€ OCHOBE BBHIOU-
paeTcs YMCIo 3BydYalllMX COOBITHIA; peryiu-
pyercsi NosiBIIeHHE TeMOPOB, TMHAMUYECKUX
HIOAHCOB U OINpPENENEHHBIX TPaHCIO3ULIMI
BBICOTHBIX PS10B; HAKOHELL, C OIIOPOM Ha Me-
Tapsan oOpasyeTcss MPOW3BOJHAS YHCIIOBAs
MIOCJIEIOBATENBHOCTD, ONPENEISIONIas PUT-
MHUYECKYI0 OpraHu3aiuio'® (mompobHee 00
3TOM CM.: [TaM *ke]).

B III yactn aHanOrM4yHbIN MPUHLAI BbI-
PaKEH B CBS3U C pasHbIMU HAPAMEMPAMU:
pHUTMOM, TeMOpOM U JrHaMUKoW'’. Kakmprid
Y3 HUX YIOPSAJAOYEH MPU MOMOLIM YUCIOBOM
MIOCJIEI0BATEILHOCTH, BBIBEJICHHOW U3 CBOE-
ro psna. B maHHOM ciyyae 4yacTh UMEET IISITh
pasenoB, B KAXKA0M U3 HUX 00pa3yeTcst CBOi
BapUaHT COYETaHUsI PANOB (moapoOHee 00
3ToM cM.: [Tam ke]). [lo cpaBHeHuto ¢ mep-
BOI 4YaCTBIO TPEThsSI OPraHU30BaHa CIIOXKHEE,
B Hel PayraBaapa pacluupuil KOJIU4eCTBO
MPEKOMIIO3ULIMOHHOTIO MaTrepuajia U BBEIN
JIOTIOIHUTEIIbHBIC PSAJIbI TUHAMUKH, TeMOpa
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u putrMa. CrenctBueM CTajJo YMHOXe-
HHUE YHCJIa CEPHATIM3YyEeMbIX 3JIEMEHTOB, IO-
CKOJIKY Ha YPOBHE PUTMa BBIIEIWINCH TPU
CaMOCTOSITENIbHBIX BEJIMYMHBI — IUIOTHOCTb,
NPOJOIDKUTENBHOCT, U (pakTypHas (opma.
B utore maBHO# 0COOEHHOCTBIO OpraHu3a-
MM HEYETHBIX 4JacTel «Arabescata» crana
MHOTOKpaTHasi Oropa Ha YHCJIOBBIE 3aKOHO-
MEPHOCTH, YTO JIENAET €€ IKCTPAOPAMHAPHBIM
NPOU3BEICHUEM HE TOJIBKO B (PMHCKOM, HO U B
oO1ieeBponenckoM koHTekcre. [lo MHeHHIo
E. OxyneBoii, «Arabescata» «3aciyXuBaer
OBITh IPU3HAHHOMN MAMSITHUKOM €BPONENCKO-
IO MY3bIKaJIbHOTO CTPYKTYpaIu3Ma B LIETIOM)»
[Tam xe, c. 330].

[Ipu ¢opmupoBaHUK 3BYKOBOTO Mare-
puasia JAByX YETHBIX YacTel MPOU3BEACHUS
TaKKe MCIOJIb30BaHA WEs CBEPXIPUHIIMIIA,
TOJIBKO OH UMEET UHOE, 00Jiee CyOBEKTUBHOE
NPOUCXOXKACHUE U IPOUCTEKAET HE U3 CEPUU-
JTAHHOCTH, a POXKIEH BOJIEH CaMOT0 KOMIIO3H-
topa (Il yacTb) UM COBMECTHBIMU YCHITUSIMU
KOMIO3UTOpa U qupuxépa (punam).

Bo Il yactu B posu CTpyKTYpUPYIOLIETO
Hayaja BBICTYIAIOT T€ CaMble KOMIIO3UTOP-
CKHE€ YepTeXH, U3-3a KOTOPBIX UyTh HE CO-
pBajach npeMmbepa «Arabescatay. Kak yxe
OBLIO CKa3aHO, BCETO YEPTEkKEH MATh, KaX-
JbIA U3 HUX TIpeABapsAET OAMH U3 pa3JieoB
TON 4YacTu. UepTeKu YCTPOEHBI CXOIHO:
Ha HUX ¢urypa win (Urypsl IMOMeENIEHbI
B JIEKAPTOBY CUCTEMY KOOPJMHAT, OTpaHU-
YEHHYIO JIByMsI OCSAMH — BEpTUKAJId U TO-
PU30HTAJIM, KOTOPBIE pa3/eleHbl Ha ILIECTh
OTPE3KOB 110 LIECTh KJIETOK (mpumep Ne 2).

OTpe3ku oOcH BEpTUKAIU COOTBET-
CTBYIOT OJHOW M3 IIECTU JUIMTEIbHOCTEHN
(od.d4.4d), a mporymepoBannble kierku
YKa3bIBaIOT Ha CIIOCO0 WX JICNICHHUS; OTPE3KU
OCH TOPU30HTAJIM BMEIIAIOT OHY M3 ILECTH
MHCTPYMEHTANIBHBIX Tpynn (yaapHble, Mel-
Hble, (opTenuaHo, yXOBbIE, CTPYHHBIE,
IIMITKOBBIE), KJIETKHU K€ — KTy U3 LIECTH
JTMHAMUYECKUX OTTEHKOB (ff, f, mf, mp, p, pp).

39

Mpumep Ne 2 O. PayraBaapa. «Arabescatay.
MepBbii pasgen Il vactu, yepTéx
Example No. 2 E. Rautavaara. “Arabescata”.
The first section of 2nd movement, sketch
1 J
2
o 9
4
5
? 9
I D A
4
5
$ 2
1 7| N
2 $|
J z A, B, Cond D move
2 from measure 7140 8 .
¢
2 N |
PR -2
5
6
‘ :
J s ]
: C B
2 :
22 ,
0T i
B nfmpp oy fmfupp ppMff f mfmp p po\fY S mfmp p pp\y Sf mfmp p ppYy f mfmpp pp

percussion brass piano weodwind strings  harp, cel , vibr

Wcnonp30BaHHbIE KOMIIO3UTOPOM (DUTYPBI,
OKa3bIBASCh BHYTPHU TaKOH CHCTEMBI, CTaHO-
BATCS QJTOPUTMOM ISl BBIBEACHUSI PUTMU-
YeCcKoM, TeMOPOBOI M TMHAMUYECKOM CTOPOH
3Bydaliel MysbIkd. [IJIs1 3TOro mo KOHTYpy
BCeX (pUryp HaHECEHSBI JIeJICHUs U HyMepaLys,
Ka)KJI0€ YHCIIO COOTBETCTBYET ONpPEIEIEHHO-
MY TaKTy, €0 IPOEKIMA Ha KaXIy0 U3 ocer
noMoraeT pacirdpoBarb KOHKPETHOE HaIo-
HEHUE TaKTa: TUIl U KOJMYECTBO JJTUTEIBHO-
CcTel, 3Byyarie TeMOpbI U T. 1. (prmep Ne 2).

EnvHCTBEHHBIM HE YYTEHHBIM B PUCYH-
Kax IapaMeTpoM sIBJIsIETCs BbicoTa. B ocHo-
BY 3BYKOBBICOTHOH OpraHH3aliy MOJ0KEHO
TO K€ CAMO€ YHCJIO IIECTh, KOTOPOE PEryIIu-
PYET CTPYKTypalHio UHbIX TapaMeTpoB. Ce-
pUilHasg TUCHO3ULIUS CTPOUTCS Ha CLEIIe-
HHUU PSAAOB MIPUMBI M1 MHBEPCHUH, OTCTOSIILIUX
JpyT OT ApyTa Ha HIECTh OJIYTOHOB, TO €CTh
Ha TpUTOH. Ha mpoTsbkeHun vactu 3Ta mno-
CJIEIOBATENILHOCTh MPOJBUTAeTCs BBEPX IO
XpOMaTHYECKOW raMMme, MOKphIBas paccTo-
SIHAE TaK)K€ pPaBHOE TPUTOHY: YacTh Hauu-
Haetcs cueruienueM Ph-lf, a 3akanunBaercs
coenunenneM Pf~1A. [locnennee nmposeneHue
YacTHU OKa3bIBAC€TCA OAMHOYHBIM (9TO Pfis),
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Hameyasl BBIXOJl 3a Mpeeibl B3auMooOparu-
MOTO JIBUYKEHUSI TIAPHBIX MPOBEACHUM PSIIOB,
OHO CUTHAJIM3UPYET 00 OKOHYAHUH YACTH.

B cepuanbHo-aneaTopHoM (QuHane
B (DYHKIIH CUJTBL, PEKUCCUPYIOIIEH TOCTPO-
€HUE KOMIIO3UIMH, BBICTYINAIOT HAMEPEHUS
KOMITO3UTOpa M AMPMKEpa: MEpBbIN 3a1al
OTIpeNIeIEHHYI0 CyMMY TMpaBWil, OT UX TPO-
YTEHUs] BTOPHIM 3aBUCHUT, KaKylO MpOIO0JI-
KUTEIBbHOCTh U MarepuajibHOE HAIOJHEHHUE
OyaeT uMmeTh 3Bydaiasi My3bika. [lapTury-

Mpumep Ne 3
Example No. 3

pa QuHama COCTOUT M3 JAECITU DPA3JENOB,
IIPOHYMEPOBAaHHBIX aBTOpOM. Kaxkapni w3
HUX, B CBOIO OY€pe/lb, MPEACTABIICH ISThIO
CEKILIUSMH, WX YHUCIO COOTBETCTBYET KOJU-
YECTBY MHCTPYMEHTAJIBHBIX TPYII, HAa KO-
TOpBIE B IAaHHOM CIIy4ae pa3ieiiéH OpKeCTP.
OTUX TPYII, KaK ¥ B MPEAbIAYIIEH 4YacTw,
IITh: JICPEBSIHHBIE TyXOBbIE; MEIHBIE TyXO-
BbIC; yIapHbIe; yenecTa, apda, poprenuano;
CTpYHHBIC (BHEIIHUN OOJMK CEKIUI B JABYX
paznenax ¢uHaia mokaszaH B mpumepe Ne 3).

O. Payteaapa. «Arabescata. lll yacTb, hparMeHTbI MAPTUTYPI
E. Rautavaara. “Arabescata”. 3rd movement, fragments of the score
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[TapTuTypy npensapsieT aBTOpCKUN KOM-
MEHTapHil, B OOIIMX YepTax MOSCHSIOIIHIA
ocobeHHOCTH ycTpoucTBa: «IIaTh pa3HbIX
MHCTPYMEHTAJbHBIX TIPYyNI Ha JABYX CO-
CEHUX CTPAHUIAX MOTYT OBITh CHI'PAHBI
B J1IOOOM B3aMMHOM TMOpPSIKE, KOTOPBIN
perynupyercs AUpUKEPOM (OOUH 3a Jpy-
UM, OJHOBPEMEHHO WJIM YaCTHUYHO HaKJIa-
JbIBasiCh OJWMH Ha Apyroil). OgHako B Ka-
JKIOM MHCTPYMEHTAJIBHON TPyMNIE TOJDKEH
NOJCPKUBATHCS COOCTBEHHBIN YHCIIOBOM
nopsiiok BerymiieHuit (1-10)»'8. Takum
0o0pa3oM, 04epEAHOCTH pa3JEIOB 3AEChH
SBIISIETCA CTAOWJIBHOW: B JIIOOOM HCHOJI-
HEHUU OHU CJIEAYIOT B IPSIMOM IOPSIJIKE
oT mepBoro Ao necaroro. OnHako ux Ha-
MOJTHEHUE MOOWJIBHO — CEKIUH, COCTaB-
JSIFOIIME  pasfiefibl, KOMOWHUPYIOTCS IO
TpeOOBaHUIO JUPUKEPA, OH BBIOMpAET UX
NOPSIIOK U Xapakrep coueTanus: «OauH 3a
JPYTUM, OJHOBPEMEHHO WJIM YACTUYHO Ha-
KJIQ/IBIBAsICh OAWH Ha Jpyroi». Hampuwmep,
B ucnosHeHun CHUM@OHUYECKOTO OpKe-
ctpa Jlelinuurckoro paauo (aupuxep Makc
[Tommep) QAT UMEET TaKylO TPyHITHPOB-
Ky cexkuuit — I paznen: 1+5-3-2-4; II pas-
nen: 1+3+4+5-2; III pazmen: 5-4-1-2-3;
IV paznen: 5-2—-1-3-4; V pazgen: 4-3-2-5-1;
VI paznen: 5—-1-4-3-2; VII paznen: 5—1-4—
3-2. VIII pazpen: 1+4+5-3+4; IX paznen:
4-1+2+3+5; X pazgen: 1+4+5-2-3",

Onupasich Ha TUIOJOTHUIO AJIEATOPHBIX
dopm, npemnokennyo M. IlepeBep3eBoid,
KOHCTPYKIUIO, BO3HUKAIOIIYIO B (uHAieE
«Arabescata», MOXXHO CUUTaTh Bapualeib-
HOM. B HEH, comacHO MCCIEA0BaTENIo,
«aJjieaTopHa He TOJIbKO TKaHb, HO W IMOCJe-
JIOBATEJIbHOCTh HU3JIOXKEHHSI MBICIIH, KOTO-
pasi MEHsIeTCsl 10 3aMbICIY KOMIIO3UTOpa,
HO KOJIMYECTBO “Bepcuil” (hOpMbI IPU 3TOM
OTPAaHUYEHO ONPEAEIEHHBIMU YCIOBUIMU
[5, c. 329]. B namem cinyuyae cBOOOMHBIN
CUEHApHuil pa3BEPTHIBAHMS PA3IEIIOB PETY-
JUpyeTcs: OOUIUM TOPSAIKOM HUX HCIOJHE-
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HUS, a TaKKe BBIOOPOM BapUAHTOB COYETa-
HUS CEKIUN.

Cekunu HMMEIT pa3HyI MPOTIKEH-
HOCTbH (OT JBYTaKTa /10 AEBATUTAKTA), UX
(bakTypHBII OOJIMK U 3BYKOBOE COJIEpKaHHE
MO3BOJISIFOT TOBOPUTH O TPEXYACTHOM KOM-
no3unn ¢uHana. E€ kpas poCcTBEeHHBI 1O
Mmy3bike (pazzaenst Ne 1-3 u Ne 8—10) u onu-
paroTcs Ha MAaCCUBHYIO aKKOPJIOBYIO (DaKTy-
PY, CIOXKEHHYIO M3 COOpaHHBIX B BEpTHKa-
7 pAnoB. BoceMoW paszaen mpou3BOIEH OT
NIEPBOTO, AEBATHIA — OT BTOPOTO, JECATHII
— OT TPEThEro; MpUUYEM Ha 3AKITHOUYHUTEIIb-
HOM 3Talne HCXOJHbIM MaTepual BOCIPO-
U3BOAMTCS B YaCTUYHOM OOpAIlleHUHd U B
IIPOTUBOIIOJIOKHON TMHAMUKE, BCE 3TO CIIO-
coOCTBYET 3aBEPIIEHHOCTH, 3aKPYIIIEHHO-
ctu nenoro. CepenuHy oOpa3yroT pas3aemsl
Ne 4—7, nznoxkeHue KOTOPBIX JIMHEAPHO H
NaéT noiu(OHM3UPOBAHHYIO TKaHb, Iie-
PEKIIMKAIOLIYIOCS C MPEABIIYIIMMHU YacTs-
MU ILIMKJIA. B 11ejoM 3Tamsl 3TOM KOMIIO-
3UIMM BHE 3aBUCUMOCTU OT KOMOWHAIUU
COOBITHI BHYTPH HUX 3aleyarieBaroT Mpo-
TUBOIIOJIOKHOE COCTOSIHUE: KpaliHuE pasje-
JIbl CTAaTUYHBI, CEPE/IMHA — TIOJIBHIKHA.

PaGora nang «Arabescata» crana qist Pay-
TaBaapa BaXHbIM U CEPbE3HBIM TBOPUYECKUM
9KCIIEPUMEHTOM. 3aCTAaBUB C€0s «IPAKTUKO-
BaTbCs B CTPYKTYpUPOBAHHUU, KOTOPOE Orpa-
HUYMBaeT TeOs MOJOOHO THUCKaM», KOMIIO-
3UTOP HAYYWJICS YNPABISATh MY3bIKAJIbHBIM
MIPOLIECCOM, «HE 3aBUCSILUM OT BOJIH, HO 3a-
BUCSIIIMM OT Marepuaiay [1, c. 52]. ITo mue-
Huro K. AX0, 3TO MO3BOJMIO KOMIIO3UTOPY
«YCBOUTH 3HAUEHHUE CTPYKTYPbI» U OCBOOO-
IO OT MOTPEOHOCTU CTOJIb CO3HATENIBHO
IUTAHUPOBaTh €€ B MOCJEIYIOIINUX COYMHE-
HUSIX [TaM Xke].

Bepnémcs k nHTEpeCyrolemMy Hac BOIpO-
cy 0 cMM(OHUYECKOM CTaTyce «Arabescata.
Vike mocie npemMbepbl KOMIIO3UTOP U MY3bl-
KaJIbHbIM KpUTUK M. ByopeHbropn ykaszan Ha
HAJIM4ME B HEW MPU3HAKOB CUM(POHUIECKOTO
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MBITIUICHUS. 371eCh HY>)KHO OTMETHUTh, y QUH-
CKHUX KOMITO3UTOPOB CIOXKHIIOCH JJOBOJIBHO
YCTOMYMBOE NOHMMAHUE JIAaHHOM Karero-
puu, ucxonsiee u3 nozuuun . Cubenny-
ca, JUIsl KOTOPOTO CYTh JKaHpa Oblila CBsi3aHa
C «TIIyOMHHOUW JIOTHUKOI», 00BEIUHSIONICH
Bce cuM@oHnueckue Temsl [6, c. 164]. Kak
CJIEICTBUE, BaXKHEHIIEH mpuMeTolt cumdo-
HUYECKOTO M3JI0XKEHUS JUIsi (PUHCKUX KOM-
MO3UTOPOB CTAHET OCOOBIA THUI MOTHUBHOM
pabotsl. Hanpumep, M. KokkoHeH cuuTaet:
«... s MeHs “cUM(OHMYECKHIA~ O3Ha4a-
€T CO37/aHKE LEIOCTHOTO MTPOU3BEACHHUS U3
HECKOJIbKMX MOTHBOB; OHHM Pa3BUBAIOTCA,
U3MEHSIOTCSI U COUYETAIOTCS B Pa3IMYHBIX
KoMOWHanusax» (ut. mo: [7, c. 95]). Bor u
y PaytaBaapa, ubsi My3bIKa BbIBEJICHA BCETO
U3 JIByX Cepuil, mogoOHasi MOTUBHAs OOII-
HOCTh Marepuana Hamuuo. OnHako i
TIOJTHOLICHHOTO OCO3HAHMSI COYMHEHUs KaK
cuM(poHUN 3TOro HejoctarouHo. [opazno
Ba)KHEE, YTO B 3TOM OITyce COONIoeHa ye-
THIPEXYACTHAST CTPYKTypa C TMPUBBIYHBIM
pacnpeneneHreM (QYHKIUH MEXAy 4acTs-
MU U MHO>KE€CTBEHHBIMU, 3aJI0’)KEHHBIMU Ca-
MHUM KOMIIO3UTOPOM, MEPEKIUYKAMU MEXK-
oy HuMu?,

OcHOBY cUM(OHUU COCTAaBISAET MY3bI-
Ka B MEJICHHOM JBW)XCHHH: XOTSl YacTH
HE HMEIOT TEMIOBBIX O003HAYECHUI, CO-
IJJACHO YKa3aHWSIM METpOHOMa, Temn | da-
cTH cooTBeTcTBYeT Largo (uetBepth = 44),
IT — Andante (uetBepth = 92), III — Allegro
(ueTBepTh 120), metpoHOM B (uHaiE
He BbIcTaBlieH. Kak Mbl Mokazajiu, B CBS3U
C OCOOCHHOCTSIMU BHYTPEHHETO YCTPONCTBA,
YacTH pa3JeNsitoTcs monapHo. OpraHuzanus
HEUYETHBIX YacTel LEIUKOM U MOJTHOCTHIO Jie-
TEPMHUHHUPYETCS CEPUSMHU, MOJIO)KEHHBIMU B
1X OCHOBY (cepueit A B [ yactu, cepueii B —B
IIT), ¥3 HUX BBIBEJIEH OOIIMUPHBII MPEKOMITO-
3ULIMOHHBIN Marepuai, a TaKKe MPUHLIMIIBI
00pa3zoBaHus BCEX 3BYKOBBIX COOBITHIL. Or0-
pa UCKIIIOYUTEIIEHO Ha BO3MOXXHOCTH CepUid
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COOOIIAET CONEPHKAHUIO ITUX YACTEN HEKYIO
OOBEKTUBHOCTh. B MPOTHBOMOJIOXKHOCTH
3TOMY YE€THBIE YaCTU BOCHIPUHUMAIOTCS KaK
CBSI3aHHBIC C CYObEKTUBHBIM HAYaJOM, UX
MaTepurai XOTs U ONpenenéH TOH ke mapoun
cepuit, BC€ ke 00111asi CTpyKTypa 1 3By4aHHe
MY3bIKA UCXOAST U3 MHUIMATUBBI KOMITO3U-
TOpa U JUPHAKEDA.

Jns oco3Hanus (GYHKIWMA, BBITOIHSEC-
MBIX 4YacTsMH «Arabescata», oka3bIBaeT-
Cs TPOAYKTUBHBIM COOTHECEHHE BBIMOJ-
HEHHOTO HaMH aHaiu3a ¢ HaOIIOACHUSIMU
0 CEeMaHTUYECKOM WHBapUaHTE CUM(OHHH,
npuHauiexamumu M. I ApaHoBckomy?!.
Tak, y4€HbIM NOKa3aHO, YTO COJEp KaHUE,
CBSI3aHHOE C JICCTBOBAaHUEM, JIBIDKCHHEM,
oTpaxaeMoe B paMmkax | yactu, B yucie
MpoYero nepeaaéres uepes «peodiagaHmue
JTUCKPETHOCTH MTOCTPOEHU» [8, ¢. 29]. BbI-
paxenueM 3toro y PaytaBaapa MoxeT ciy-
KUTh KOMIIO3UIUSI YaCTH, OTKPbIBAOLIEH
«Arabescata» 1 umeromieit camoe ApoOHOE
MIOCTPOEHUE B LUKIIE, MTOCKOJIBKY COCTOUT
u3 12 TpE€XTaKTOB.

VYKJIOH MeUIEHHOW YacTh CHMQOHUYE-
CKOrO IIMKJa B CTOPOHY CTaTHKH, CO3€p-
[aHWsI, TI0 MBICIIM ApaHOBCKOTO, obecrie-
YUBaeTCA NpeoONalaHMeM IIeJIOCTHOCTH,
KPYMHBIX CTPYKTYp. OTH OCOOCHHOCTH
B «Arabescata» BHOBb NPOEIHPYIOTCA Ha
oOuree ycrporictBo Il yactu: He cimyuaiiHo
KOMITO3UTOP BBHITIONHWI €€ KaK CEpUI0 MHU-
HUATIOP, KOXKJasi U3 KOTOPBIX POXKJIECHA TEM
WJIM UHBIM PUCYHKOM-uyeprexoM. Emé onun
MapKep MEJIEHHOW 4acTH — YCTaHOBKa Ha
rcuxoJsiornyeckoe — y PayraBaapa BocIpo-
U3BEIEH HAa YPOBHE CEMAHTUKH, TPaHCIIU-
pyeMoil ¢Qurypamu, HCIOJIb30BaHHBIMU
B ero pucyHkax. [Ipuuém, Onaronapst um rme-
pel HaMU OTKPBUICA HE TOJIBKO XYIOXKHUK,
03a004YCHHBINI BHEBPEMEHHBIMH BOIPOCA-
MH, HO U 4YeJIOBEK. UETBEPTHIN U3 Pa3leioB
II wactu, HOCsAMMIM noa3arojioBok «llocss-
LICHUE», KOMIIO3UTOP aJpecoBal CBOEMY
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ChIHY MapKorwxaHH, KOTOPOTO JOMAaIlHhE
3BaJid TUTH, TOATOMY Ha YEPTEKE MOMEIIIe-
Hbl aBa ciaoBa — « TITILLE» u «ISI», o3Ha-
Yaromue «1ist TUTu» u «ramna.

['maBHas u3 xapakTepHBIX 0COOCHHOCTEN
IIT wyacTu, BBRINOJIHEHHBIX B «Arabescatay,
— 3T0 ObICTpBIN Temn. Kpome Toro, 3aech
CBOCOOpa3HO MPETBOPEHO TJIABEHCTBO
puUTMa Haja APYTUMHU CPEACTBAMH, UMEHHO
PUTM TIOIBEPTHYT B 3TOM 4YaCTH IMapame-
TpU3aLMU: B HEM BBIJICJICHBI TPU CAMOCTO-
SITEILHBIX AJIEMEHTA — IUIOTHOCTh, MPOI0JI-
XKUTEIBHOCTh U (akTypHas popma.

Kak wu3BectHo, (unam B cumdoHHUE-
CKOM IIMKJIE CBSI3aH CO CMEHOM IuIaHa, €ro
XapaKTePU3yeT «Iepexo]i OT EIUHUYHOIO
K MHOXX€CTBEHHOMY», 0C000€, TTaHOpaMHOE
BUJIeHUE [TaM xe, c. 29]. ImeHHo 310 3a-
Jade CIy>KUT BapuadenbHasi opma Tocie-
Hell uyactHm «Arabescata», ITOTEHIIMAIIHLHO
COCYIIIECTBYIOIIIME BapHaHThl IMOCTPOCHUS
KOTOpPOIl MPOTUBOCTOSAT €IUHUYHBIM B CBO-
el peanuzanu QopMaM MpeapIIyIIUX Ya-
creil. BMecte ¢ TeM BHMMaHUE K Pa3HbIM
BapUaHTaM COYETaHUS WHCTPYMEHTAIbHBIX
rpyI, JieKaliee B OCHOBE ajleaTOPHON KOM-
Mo3uIMu (puHaAIA, 1aéT B3IV HAa OPKECTP
KaK »UBOM OpraHu3M. A B 3TOM MOXHO BH-
JIETh OMOCPEIOBAHHOE BBIPAKEHUE TaKUX
BbIZesieMbIX M. I. ApaHoBckuMm wuuen [V
YaCcTH, KaK «KOJJIEKTUBHOE» M «pPacTBOpE-
HUC B JKM3HU KOJJISKTHBA» [TaM ke, C. 34].
Bcé ckazanHoe yoexaaet, uto «Arabescata»
OitHoroxanu PayTtaBaapa neHCTBUTEIBHO
C camMoro Hadaja ObUTa COYMHEHHEM, Hacle-
JTYIOIIMM CUM(POHUYECKYIO TPAJMIINIO, HO
Jienana 3To Cyry0o MHAUBUAYAIBHO Mepe-
WHTOHUPYS XapaKTepHbIEC MTPU3HAKU KaHPA.

C counnenuem Xenpuka Otro JloHHepa
BCE CIIOKHIIOCH C TOYHOCTBIO JI0 HA00OPOT:
OHO M3HAYAJIPHO OBLIO HAMMEHOBAHO CHM-
dboHuel, HO HE TIPETEH0BAIO HA TUITUYHO
CUM(OHHYECKOE COACP)KAHHE, ITOCKOIbKY
10 CBOEH CyTH MPEACTABISIIO Pa3BEPHYTHIN
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KOJUTaX. [TIaBHBIM MapKepOM 3TOr0 KOM-
MaKTHOro 12-MUHYTHOTO oOmyca, MNpeaHa-
3HAYEHHOTO ISl CTPYHHOT'O OpKecTpa U op-
raHa XaMMOH/Ia, CTaJia Oropa Ha IIUTATHBIN
Mmarepuas. Becero B mpocTtpanctse cumpo-
HUU 00BEAMHUIOCH 0KOJIO 20 (hparMeHTOB,
NPUHAJIKAIUX KOMIIO3UTOpPaM Pa3HOTO
BPEMEHHU U CTHIJISL, TAaKUM Kak B. A. Mouapr,
JI. berxoBen, Y. A3, /l. Jlurern, I1. bynes,
X. B. Xenre, 158 Kokkonen, K. Piogman,
3. Canmenxaapa, JI. Cerepcram, B. ok,
JIx. Jlennon u II. MakkapTtHu (3TOT criu-
COK yKa3aH caMUM KOMIIO3UTOPOM, CM.: [9,
s. 167]).

B uenoMm oOpHCOBaHHOE «IIUTATHOE
nose» /i JlonHepa npenctaét kak aBToouo-
rpaduuecku okpaiieHHoe. OHO cOCTaBIeHO
M3 My3bIKA (DUHCKHX KOMITO3UTOPOB-CBEP-
CTHHMKOB, C KEM €ro CBS3bIBAIIM TBOPYECKHE
koHTakThl (K. Promman, O. Canmenxaapa u
JI. Cerepctam), U3 COYMHEHHM HEMOCPE-
crBennbix (M. Kokkonen u JI. Jluretu) u
nyxoBHbIX (Y. AiiB3 u I1. bynes) yunteneii.
Cpeau muratr ocoboe MECTO 3aHUMAIOT
JIBE TOMYyJsipHble necHu — «Beuep TpyaHo-
ro aas» («A Hard Day’s Night») rpymis
«butm» 1 «Ocens B Horo-Mopke» («Autumn
in New York») B. [Iioka, cTaBmias u3BecT-
HBIM JIKa30BbIM cTaHaapToMm. llurara mo-
CIIEHEN camas NPOTSKEHHAS: KOMIIO3UTOP
MIOJIHOCTBIO IIPUBEN €€ IPUIIEB, 3aBEPILUB
UM CBOE COUMHEHHE.

Ounan cuMPOHUM MOXKHO CUUTATH IS
Jlonnepa mpopoueckuM. B naneHeiiem —
¢ koH1a 1960-x on Oyzner pa3BUBaThCS Ipe-
HMMYIIECTBEHHO KaK J1>Ka30BbIil HICTIOJTHUTEIh
n kommnosutop. Torma ke ciaydyurtcs mepe-
OlLICHKa COYMHEHMIA, HAlTMCAHHBIX B Hayaye
1960-x, B Tom uncne u CuM(pOHUN: KOMITO-
3UTOpP HAJIOKHUT 3alpeT Ha UX MOCIenylo-
IIM€ WCIIOMHEHMS, MOATOMY 3a MpeesaMu
Ounnsanauu CuMmQpoHHsS OCTajaach TMOYTH
HensBecTHOM. [Ipu 3TOM B HEM paHblle Apy-
IMX OKa3aJlaCh BOIUIOLIEHA KOMITO3UI[MOH-
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Hasl uJies, KOTOPYIO MBI 3HAEM TI0 CUMBOJIaM
KOJUTQXKHOW MOMUCTUIUCTUKH — Cumdo-
nun JI. bepuo (1968) u Ilepsoii cumponnn
A. Iautke (1972). 310T QakT cTaHOBUTCA
JOTIOJIHUTEIbHBIM CTUMYJIOM BHUMATEJIbHEN
MIPUCMOTPETHCS K TAHHOMY ITPOU3BEICHUIO.

Onopa CumdoHurd Ha 3aKOHOMEPHOCTH
KOJUTa)Ka MOTYEPKUBAETCS yXKE B €€ 3aroJioB-
K€, JKJIEKTUYHOM, OOBEIMHUBIIEM BMECTE
TpH si3bIKa (AHITIMICKUM, HEMEUKUN U (paH-
I[y3CKUN) U Pa3JIMYHbIC CTUJIEBbIC AJUTIO3UU.
CounHenune Ha3BaHO Tak: «JIyHHBI HCTOY-
HuK, win [Ipuriamenue K. .. wim CuMmdoHus
I» («Moonspring, or Aufforderung zum... or
Symphony I). [TepBast uactb 31€Ch npencTaB-
Js1eT co0OM CTUIIM3AIMIO U OTChUIAET K 3arvia-
BUsM Haronobue «Jlynnoro ceera» K. [le-
6roccu. Jlonnep npusnaBaicsi: «HecMotps Ha
TO, YTO Ha CTAJUH IUIAHUPOBAHUS MOS IIbECa
U coieprKajia HECKOJIBKO cepuil, TouHble (hop-
MaJlbHbIE pacu€Thl, @ HHOIIA U HEMHOTO [Ty~
OOKOMBICIICHHBIE Pa3MBIIIICHUS, B TOTOBOU
¢dbopme U3 He€ moaydyuaach MajeHbKas Mod-
Ma, JIpIIIAIIas €CTECTBEHHBIM U HACTOSALIUM
pomantuzmom» [Ibid., s. 167]. Bropas gacth
SIBJISIETCS. COOCTBEHHO IIUTATOW M yKa3bIBAET
Ha poHno «lIpurmamenue x tany» Kapna
Mapuu ¢on Bebepa. Kak MbI moMHUM, 3TOT
OITyC MpEACTaBIsET cOO0I CBOETO pona Cro-
UTY TaHIIEB, YTO KOCBEHHO YKa3bIBAaCT HA CO-
CTaBHOM XapakTep Marepualia JOHHEPOBCKON
Cumponnn. Kpome cocTaBHOrO Ha3zBaHUs
MPOU3BEACHUE TAKKe CHAOKEHO MOCBAIICHU-
em Yapnb3y AiiB3y, KOTOpoe 0C000 MOKa3za-
TEJIEHO B KOHTEKCTE 00CYKIAEMBIX ITPOOIIEM.

Kak wum3BecTHO, AWB3 CcTajl OJHUM U3
MMHAOHEPOB  KOJUIAXKHOW  TOJUCTUIIUCTHU-
ku. [To cnoBam C. CUruasl, «KOMIIO3UTOP
BKJIFOYWJI TEMBI JPYTUX aBTOPOB B Oolee
YeM TpeThb cBouX counHenui» [10, c. 333].
B GonbmmHCTBE CBOEM ITUTATHBINA MaTepH-
aji, K KOTOpoMy oOpamiajics KOMIIO3UTOD,
OBl CBSI3aH C OBITOBOM My3bIKOM. Yare
Ipyrux AWB3 IIUTUPOBAT «MEJOAUU TUM-
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HOB, XOpAJIOB, IaTPUOTUYECKUX IIECEH,
oxoTHHYBKX 30BOB (bugle calls), momymsip-
HBIX CaJOHHBIX meceH (parlor), cenbckux
ckpunaueit (fiddle tunes), crymeHueckux,
3a3[[paBHBIX TECeH, OapabaHHBIC PUTMBI
MaplIiei» [TaM xe], HO MOT UCIIOJIb30BaTh U
aKaJIEeMHUYECKYIO0 €BPOIEICKYI0 MY3bIKYy OT
H. C. baxa u JI. berxoBena no K. /IleOroccu.
Ponp nurar B My3bike AliB3a uccienoBa-
TEJISIMU TPAKTYETCS B ONPEACIIEHHOM KITHOUE.
OHM MOHUMAIOTCSA KaK CBOEro poja OTChLI-
KW, KOMMEHTapHi «K 3ByKOBOMY OBITYy ame-
PUKAHCKOM MPOBHHLMM», C UX IMOMOUIBIO
KoMIo3urop, kak numer O. MaHynkuHa,
«BOIUIOIIAET B 3BYKE “YHECEHHYIO BETPOM
Awmepuxy» [11, c. 74]. To ecth 1tuTaThl 00Opa-
3yIOT TOT «MHTOHALIMOHHBIH CIIOBapb», KOTO-
pbIii GOPMUPYET U 3BYKOBOM, U CMBICJIOBOI
OOJIMK COYMHEHUH aMEepUKAHCKOTO KOMIIO-
sutopa. B cumdonuu JlonHepa ncmoib3oBa-
HUE LIUTAT OMMUPAETCS HA UHBIE UJIEH.
Xenpuk Otto JIoHHEp OTHOCUTCS K YHC-
7y HauOoJsee sIpKuX MpeacTaBuTeNei ooue-
cTBa «DHUHCKAs My3bIKaJIbHAsi MOJOAEKD,
¢ HUM B DUHIIIHIUYU CBA3BIBAIOT AKTUBHOE
HacTyIUIEHHE aBaHrapnaa (IesTeIbHOCTb
o0ImecTBa Hampia MoapoOHOE OCBEIICHHE
B cTathe E. OxyHeBoi, cm.: [12]). K MomeHTy
HanvcaHus cuMdonun J{oHHep, Mo cioBaM
M. XeWHHE, NMONB30BAICA CIIABOM «palu-
KaJIbHEHIIEro aBaHrapaucta OUHISHANN
[9, s. 165]. IlpuuuHOi OBUIM HEMOXOXKHE
Apyr Ha JIpyra HpOEKThl, JBUKUMBIE HEy-
TOMHUMBIM TOHMCKOM HOBBIX ()OpM BBICKA-
3bIBAHMSI U ACCUMIJTUPYIOIINE HAa (PUHCKOM
II0YBE OIBIT €BPONEUCKON U aMEPUKAHCKOM
HOBeuIen My3blku. Tak, B 1962 nosBunace
«Cantata profana» s TpéX CONUCTOB U Ka-
MEPHOI0 aHcamOJIsl, BO3HUKIIAS 0] BIIUS-
HueMm Oyne3oBckoro «MonoTka 6e3 macre-
pa», a psinom ¢ Hell — «Mneorpamma 1». Ora
«OKCIIEPUMEHTAJIbHAS MbECA, UCCIEAYIOIIAs
YPOBHHM 3BYYaHMs», CTpOMJIach Ha OMIO-
3ULIMMU 3BYKa W IlIymMa: B Hell Ha ¢oHe Tyna,
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co3maBaeMoro 12 TpaH3ucTopamu, MOSBIISA-
JUCh «MHUKPOAJIEMEHTHI, Hecylue HHGOop-
MAaIfio» — PEIUIMKH OTAEIbHBIX HHCTPY-
MEHTOB ((JIeHThI, KJIapHEeTa, TPOMOOHA M
yaapHbIxX) (ut. mo: [Ibid., c. 164]). biaroma-
psi cBoeMy coctaBy, «Maeorpamma 1» nmeet
napaiens ¢ «BooOpaxkaeMbM Ten3axeM
No 4y (1951) JIrxona Kelimpka, paccauTaHHBIM
HAa aQHAJIOTUYHOE YUCIIO PATUONIPHUEMHUKOB.
B aBrycre 1963 roga Jlounep Bmecte ¢ Tep-
pu Paitnu u Kenom Jlpton, amepuKaHCKUM
XyIO)KHUKOM-TIephopMepOM,  ApaMaTyprom
U PEXHUCCEPOM, OCYIIECTBHIM Ha YIUIAX
XenbCUHKUA TEPBBIA (UHCKHM XAMIEHUHT
— «YIUYHYIO TIbeCy XeNbCUHKWY», €r0 HIIEU
HAIIUTK TIPOJIOJDKEHHE B TIhECE TOTO e rofia
«For Emmy 2». B e€ ¢unane mpenmona-
rajloch yIpaBICHUE peakuuel MmyOIuKu:
UCTIOJIHUTEIA JIOJDKHBI OBUTH  BMEIIIATHCS
B PUTM aruIOJJMCMEHTOB U Pa3BUBATh €TO JI0
oOpazoBanus 3(p(PeKTHOro 3ByKOBOTO TOJSL.
K murarnomy marepuaity, Ko-

Topbiii  foBneeT B CHMQOHMH,  [oumep Ne 4
JIoHHep cTall CHCTEMAaTU4ECKU
oOpamarsCcsi HECKONbKO paHb-  Example No 4

me 1964 roga. Hanpumep, B ero

MOJyYWJIM HWHOE KOJIMYECTBEHHOE U Kaue-
CTBEHHOE BBIPAKEHHE.

C omHOU CTOPOHBI, YHUCIIO IUTAT 3]I€Ch
BBIPOCJIO B Pasbl, C IPYyroil — OHU MPOLLIN
TIIATENbHBIA  OTOOp W 3a(UKCHUPOBAHBI
B HOTHOM Tekcre. [lokaszareneH crnocob
ux CBs3u. MHOrga KOMIO3UTOp ONUpaeT-
C Ha MHTEPBAJIBHYIO WM PUTMUYECKYIO
OOLIHOCTh CHENYIOUIMX JApPYr 3a APyroMm
KOHTPACTHBIX OJIOKOB: Hampumep, OeT-
XOBEHCKasi TeMa CyabObl M (PparMeHT u3
«/ImBeprucmenta» JI. Cerepcrama HCXonsaT
U3 aHAJOTMYHOTO PUTMHUYECKOTO MOTHBA.
Ho wame pasHoponnsie ¢parmeHTsl OyK-
BaJIbHO «CKJIEEHBI» MEXIy coOOl: Tak, 3a
TEMOM MOLAPTOBCKOW «ManeHbKOM HOY-
HOM cepeHabl» 3BYUUT KJIacTepHas nojioca
B nyxe K. Ilenmepenxoro (mpumep Ne 4,
TakThl 4-5 U TakThl 6—7), 32 SKCIPECCUB-
HBIM cono anbra (B ctuie KokkoHeHa) —
(bparMeHT u3 IUTUTHEBBIX «ATMOCHEDPY.

X. O. JoHHep. CumcpoHus Ne 1,
tbparmeHT
H. O. Donner. Symphony No. 1, fragment
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HC TOJIBKO 3aMMCTBOBAHMsA, HO U

COeNUHEHUE aKaIEMUYECKOH U

HEaKaJIeMHYECKON MY3bIKH. O,I[-

HaKo B cuMdoHun o0a CBOICTBa
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DTO CBOWCTBO OTPA3WJIO OMBIT PabOThI
JloHHEepa B IBYX LIEHTPax IEKTPOHHON My-
3bIKM — Ha CTyIuH «Siemens» B MIoHXeHe
n Ha cemuHapax [. Kénnra B bunrxosene.
371ech KOMIIO3UTOPOM ObUIM CO3aHbl Mar-
HUTO(OHHBIN KOJUTaX K (uiabmy 3. Pyot-
cano «Kaksi kanaa» («/IBe kypuis», 1962)
U nepBoe (PMHCKOE COYMHEHUE Ul TUIEHKU
— «Esther» (1963). Ilpunuunsr MOHTaXa U
KOJUIa)Ka, JIeKaBIIME B TOT MOMEHT B OC-
HOBE CO3/IaHHs DJICKTPOHHBIX COYMHEHMH,
B Cumdbonun ObUIM NMPUMEHEHBI K Mare-
puany cyry0o MHCTPYMEHTaJbHOU MpHUpO-
nel. Kpome Toro, Ha my3piky CumdboHuun
pacnpocTpaHwiIcs B3DISIA  (XapakTEpHBIN
KOMITO3UTOPAM-3JIEKTPOHIINKAM), COIJlac-
HO KOTOpOMY JI1000M 3BYKOBOH (hparMeHt
OLICHMBAETCSI ¢ TOYKHU 3PEHUS €r0 aKyCTH-
YECKHUX XapaKTEpPUCTHUK, & HE B CBS3H CO
CTUJIEBOM WJIM >KaHPOBON NPHUHAIIECKHO-
cTbto. Takas ycraHoBka Obuia copmu-
poBaHa €IIE€ B KOHKPETHBIX COUYMHEHUSIX
I1. Hleddepa u ypaBHsina B mpaBax 3Byya-
HUS J1I000H NpUPOIBI, B TOM 4YHCIE 3BYK
u mwyM. [IpuHaanexHocTh K 0003HAYCH-
HOM Tpaauuuu OOBACHAET «COYETaHUE He-
coyeraeMoro» B mnaprurype CumdoHuu:
B Hell (hparMeHTHl U3 «papUHUPOBAHHBIX
aBaHTapAHbIX COUYMHEHUN («CTPyKTypBhI»
I1. bynesa, «Atmocdepsr» [. Jluretn umu
«Konkopa-conara» Y. AiliB3a) cocencry-
10T CO «IUIATepaMmu» KJIaCCUYECKOTo perep-
tyapa (Ilstoit JI. berxoBena u «MamneHb-
KO HOYHOU cepeHanoi» B. A. Mouapra),
a TaKXKe C HACTOSIIMMM XUTaMHU TeX JIeT —
necHen «bUTII3», BBITYIIEHHOW B IO/l HATU-
canust CUM(OHUYU U TOCTOSIHHO 3BYYaBIlIeH
TOrZa U3 PAaJUONPHUEMHHMKOB, U 3HAMEHU-
TBHIM JI7)Ka30BBIM CTaHIApTOM, IIPUHAJIECHKA-
M B. JTroky.

Hactynuno Bpems 3a1aTbcsi BOIIPOCOM,
II0YEMY «MAJIEHBKYIO II03MY B POMaHTHYE-
CKOM Jtyxe» JIOHHEep BCE-Taky Ha3BaJl «CUM-
¢onus». Yro 3a 3tuM croutr? DuHCKHE
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uccienoBarenu Onu3ku B oreHke Cumgo-
Hun Jlonnepa. Ilo maenuro M. XeliHué, B
HEW COBEPIICHHO SCHO BBIpAXKEHA WPOHUS
B OTHOILIEHUU CHUOEIMYCOBCKOW TPAIUIINH,
r1e 0COOEHHO ILEeHWIAach CUM(pOHHUYECKAs
dbopma [Tam xe, s. 167]. D. Canmenxaapa,
copatHuk JloHHepa 1o «DUHCKON MY3bI-
KaJTbHOM MOJIOJEXKMY, CBA3BIBACT (DYHKIIUIO
ATOr0 COYMHEHHS C MPOTECTOM HE TOJBKO
«MPOTUB CUM(POHUHU, HO TIPOTUB TOM aKaje-
MHYECKOH M HECAMOCTOSATEIILHON MAaHEpHI,
B KOTOPOV MHOTHE U3 HAIITUX COBPEMEHHBIX
KOMITO3UTOPOB MPOOOBAJIU MOIpaKkaTh Tpa-
auIonHou cumbonum» [13,s. 139].
Llenas cymma ¢akTopoB MO3BOJISIET BOC-
MPUHUMATh OOCYX/JIaeMbli OMyC Kak JBU-
KUMBIN HJICEH aBaHrapJHOIO OTPULIAHMSL:
B HEM HApyIIAlOTCA HE TOJIbKO BHEIIHUE,
HO M BHYTPEHHHME 4YepThl xkaHpa. K yxe
YIOOMSIHYTBIM TPU3HAKAM — OJHOYAaCTHO-
CTH, KOMITAKTHOCTH M KaMEpPHOCTU — JIO-
0aBMM OTCYTCTBHE B OOIIEH KOMIO3UIINH
OMOpbl Ha UJCI0 CEMAHTUYECKHUX OIIO3U-
uui (M. ApaHoBCkuil) U omnpenenEHHOTO
YPOBHS KOHIIEMIIUOHHBIX 0000IIeHn. ITO
MIPOU3BEJICHUE  BBIPAXKAET COBEPILIECHHO
ONpEAEIEHHYI0 3CTETUYECKYI0 YCTaHOBKY
Y HamnpaBlieHO Ha (PUKCAIMIO «3BYKOBOTO
noprpera» cBoero BpemeHu. M. XenHué
MIPUBOJIUT BbICKa3bIBaHUE JlOHHEpa, BECh-
Ma IOKa3aTelbHOE B ATOW CBS3M W 3arme-
yaTJIeBIee €ro Imo3ulno Havaina 1960-x:
«Jl7s1 MeHst My3bIKa €CTh HEUTO, YTO OKpY-
’KAeT Hallle BPEeMsl, YTO 3BYUHUT MOCTOSHHO»
[9, s. 157]. Kak npexacrasnsercs, Cumdo-
HHUS CMOTIJIa BOIUIOTUTBH CMBICH 3THUX CJIOB
IIOJIHEE BCEH APYrod MY3BIKM KOMIIO3MTO-
pa, BO3HUKIIIEH B riepBoii osioBuHe 1960-x.
N ecnu coBpeMEHHHUKaM 3TO IPOU3BEIIE-
HUE MPEACTABIIOCH aHTUCUM(pOoHUEN (Ha-
IIpUMEpP, TAaKOE€ OIpPENEIICHHE COYMHEHUIO
nan . Canmenxaapa [13]), To cerogus
B HEM TaKXe€ MOXXHO YCMOTPETh OJUH W3
BAPUAHTOB BO3BpAalICHUsI K HITUMOJIOTHUU
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’KaHPOBOTO UMEHH, K CAMOMY CMBICITY CIIO-
Ba «CUMQpOHHUS.

XOTsl 110 aHAJOTHHU C TEM, YTO COYMHE-
HHUE€ HMEET HECKOJbKO aJbTEPHATUBHBIX
Ha3BaHWI (HaIIOMHHUM, BCE€ OHU COETUHEHBI
MeXIy co00#l uepe3 COr3 «UJIN»), ero Co-
JIEPKAHUE TAK)KE MOXKET MMETh BAPUAHTHI
TpakToBKU. Tak, J. CanMeHxaapa CUMTAET:
«Cumponus JloHHEpa ecTh CBOETo poja
HaOOp BMEYATIEHUN OT 3amaJHON MY3bIKH
OT BPEMEHHU BEHCKOIo Kiaccuuusma 1o Jlu-
reTu» [Tam ke, c. 139].

[Togseném wrorn. Bo3Hukmume npyr 3a
npyroM counHenus PayraBaapa u JloHHepa
BIIOJIHE 3aKOHOMEPHO OKa3aJluChb MAJIO IIO-
XOXKUMHU APYT Ha Apyra. 3a KaXIbIM U3 HUX
CTOSUI €r0 TBOpELl U T€ WHIWBUIAYAJIbHBIC
UJieu, 4To ero BonHoBanu. Ecin PaytaBaapa
BBICTYIIAJI KAK MOJIOJOM, HAXOISIIUICS B TIO-

HCKE aKaJIEeMUYECKUI KOMITO3UTOp, TO [{0oH-
HEep, 0COOEHHO B TepBoil mojoBuHe 1960-x,
npeacTaBall THIIMYHBIM HOHKOH()OPMHCTOM,
OyHTYIOIIUM TIPOTHB YCTOSIBIIUXCS TPaaH-
uuit u HopM. Ilotomy B cuMponumn nepso-
ro, HECMOTPsI Ha CIIO)KHOCTb M HEOpAMHAP-
HOCTb €€ YCTpOWCTBa, OBUIO OOHAPYKEHO
HEMaJIo0 TUMHWYHBIX PU3HAKOB, a B cuM(o-
HUM BTOPOTO KOHCTAaTUPOBAJIOCh CEPbEZHOE
0OHOBJICHHE )KaHPOBOTO coepkaHus. Bme-
cre ¢ TeM onycel PayraBaapa u JloHHepa
B UCTOPUH (PUHCKOM CUM(OHUM BBINOJIHUWIN
CXOZIHYIO (DYHKIIMIO: OHM TIOMOTJIM BBIUTH U3
IJIeHa CUOEIMYCOBCKOTO BIIUSIHUS, MOKa3a-
JI1 HOBBIE TOPU30HTHI B TPAKTOBKE KaHpa,
3aJI0)KUB TEM CaMbIM II0YBY JUIsSl paclBeTa
CUM(POHHMH, KOTOPbII (UHCKOE HCKYCCTBO
OyZleT mepexuBaTh B MOCIETHUE AECITUIIE-
T XX Beka.

o~ NMpumedaHna ©

1

B mnactosmuii momeHT ®UHCKas accolMalus CI/IM(I)OHI/I’leCKI/IX OPKECTPOB BKIIFOYACT

20 KOJUIEKTUBOB: Mpo(heccHOoHaNIbHbIe CUM(OHNUECKHE OPKECTPHI €CTh B 12 ropojiax, KaMepHbIe U
noxynpodgeccruoHalbHble — B BOCbMU. bosee noapoGHast nHpopMaius 0 Kax10M U3 HUX pa3MelleHa
Ha caiite ®uHCKOM accoumanyu cumponundeckux opkectpos (https://www.sinfoniaorkesterit.fi/).

2 KOHTpaKTHBIE YCIOBHUS 00S13bIBAIOT KOMIIO3UTOPA COYUHSITH JIJISI «CBOCTO» OPKECTPa, HEPEAKO
3T0 — cuMdoHuu. Ha cerogHsmHuil 1eHb mTaTHble KOMIO3UTOPHl €CTh B ISTH KOJUIEKTUBAX:
Cumponnyeckom opkectpe I. Jlaxtu (mou€rHeiii kommnosutop — K. Axo), ®unapMoHHMYECKOM
opkectpeI. Tamnepe (ttarHblii komnosutop — M. Kyycucto), [opoackom opkectpe Oyiy (IUTaTHbIN
xomnosurtop — O. Koprekanrac), @unapMoHnyeckom opkecTpe I. TypKy (IITaTHbIe KOMIIO3UTOPBI —
M. Xeiinué, A. Xunbopr), [opoackom opkectpe r. Baaca (mrarasiii kommno3utop — M. @arepyn).

3 T'paHTOBasi MOJUTHKA, TPOBOIMMAs (PMHHAMH B O0JIACTH KYJIBTYPbI, IPU3HAHA 00PA3LIOBOIA.
NunuBuayanbHble XyI0XKECTBEHHBbIC CTUNEHAWM (TpaHThl) B (DUHISHANM MOTYT BBIIABAThCS
CPOKOM Ha OJIUH, TPH, MATh UM NATHAAUATh JieT. [TonydyeHne nonoOHON CTUIIEHINH, KaK TIPAaBUIIO,
naét e€ 00nagaTeno BO3MOXKHOCTh MOJIHOCTBIO COCPEIOTOUUTHCS Ha TBOPUECKOM padore.

* B 1enom pasHble UCCIIEI0BATENHN 0-CBOEMY BUJIST MEPUOIU3ALNIO MY3bIKAIBHOW HCTOPHU
Ounnsaauu. Mel onupaemcs Ha nepuonusanuio K. KopxoHeHa, B KOTOpOH BBIAEISAIOTCS:
HalMOHANBHBIN poMaHTu3M (1890-1930-¢); mogeprusm 1920-x (mepBas BoJIHA MOJEPHHU3MA);
HeoknaccuiusM (1940-e — cepenuna 1950-x); nonexkadonusiii nepuon (cepenuna 1950-x — Havyano
1960-x); Bropast BoiaHa MoaepHusMa (1960-¢); nepuon HoBo# ToHanbHOCTH (1970-€); cTuUneBOM
wopanusM (1980-e u ganee) [7].

> HaunoHanbHBIH pOMaHTU3M (WJIM KapellMaHu3M) — TEYEHHEe, CHayalla ONpe/IeNUBIICeCs
B nureparype u >xuonucu Ounnsaaun (1890-e), uyTh mozxe oOHapyxuBliee ceOsi B My3bIKeE.
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Ero xapakrepHol 4epToi cTaja MO3TU3ALMS KaJIEBAIbCKOM TEMAaTUKH, KApEJIbCKOW TPaIuLIMOHHON
KYJIBTYPBI, ObITa, ei3axa. B My3bIke KpoMe XapaKTepHBIX CIO’KETOB HAIIMOHATHHO-POMAHTHYECKUM
COYMHEHMSIM CBOMCTBEH MO3HEPOMAHTHUECKHUI KPYT CPEICTB: TapMOHHUS, 0COOEHHOCTH (HOPMBI,
KaHPBHI.

6 ®UHCKUII HEOKIACCHUIIM3M IIPU CXOXKEM C EBPOICHCKAM HAaUMEHOBAaHMHM HMEET HHBIC
BpPEMEHHBIE paMKH U cyTh. Eciiit B EBpornie TeueHne HeoKJIacCHIIM3Ma OXBaThIBACT J[BA ITPEIBOCHHBIX
NECATUIIETUS U OPUEHTHPOBAHO HA KIACCUYECKYIO U IOKJIACCHUECKYIO MY3bIKY, TO HEOKJIACCULIU3M
«Imo-(pUHCKW» UMEET J0- U mociaeBoeHHYIO (a3el (1930-¢ — mawamo 1940-x u cepenuna 1940-x —
Hauyajo 1950-X cOOTBETCTBEHHO). B Ka /1011 U3 HUX OCBaMBAETCsl CTHIIb BAXKHEUIITNX €BPONEHCKUX
komrozutopoB XX Beka: oT CrpaBuHckoro, Pasens, Xunmemurta u Omxerrepa no baproka,
[Ipoxodresa u lllocTakoBuya.

7 TouHee BpeMsi OCBOCHHUSI (PMHHAMHU HA3BAaHHBIX TEXHUK OMPEIEIISIOT JIaThl BOSHUKHOBCHHUS
TEX WJIM MUHBIX courHeHUH. [lepBriMu GUHCKUMHE ToeKapOHHBIMU OIycamu ctain «Expressivo»
(1952), «Tpu danrazun i knapraeta u Goprenuano» (1954) O. beprmana u «Angoscia» (1954)
H.-D. ®yrmrenra. Cpean cepuanbHBIX COYMHEHHH Haz0BEM «Aubade» (1958) O. beprmana.
Conopabie onmycel — «Syrinx» (1963) K. Pronmana; Bropas cumdponus (1963/1966), «Dnerum»
(1963), «ITbsHbIi KOpabmb» (1965/1966) 3. Canmenxaapa.

8 TIpaBOMEpHO CUMTATh, YTO FTOT MPOIIECC HaYasCs eié B TBopuecTBe CHbEMyca: CaMOOBITHOCTD
ero cuM(pOHHUI OTpENeNsIeTCs HE TOJBKO XapaKTEpOM TEMaTHU3Ma, JIAAOTapPMOHHUYECKHUM SI3BIKOM
¥ HMHCTPYMEHTOBKOW, 00ECIIeUMBAIONIMMU MY3bIKE HETIOBTOPUMBIH HOPAMYECKUN KOJOPHT, HO
U TIOUCKaMU B o0nactu (OpMbl, CTPEMIIEHUEM MPEOJOJIETh TUKTYEMYIO KaHPOBOW TpaauLueit
3aJJaHHOCTb CUM(OHUYECKON KOMIIO3UIINH.

® Diinotoxanu PayraBaapa (Einojuhani Rautavaara, 1928-2016) — oauH u3 KpymHEHIIUX
(UHCKIX KOMITO3UTOPOB BTOPOW TMONOBUHBI XX Beka. OOpa3oBaHue OH MOINY4HI B AKaJeMUHU
nmenn Cubenunyca (knacc komno3uuu A. MepukaHnTo), a 3areM B J[Kynbsapickoil mkosie (yauscs
y B. Ilepcukerrtu u A. Konnanaa), Takke craxxuposaics B LlIselinapuu u I'epmanun. TBopuecTBo
PayraBaapa oxBaTujo BCE€ OCHOBHBIE aKaJEMHUUYECKHUE >KaHPBL: €My NpuHaaIexar 8 cuMOHUH,
14 xoHLIEPTOB, HECKOJIBKO OIEp, KaMepHasi U XOpoBasi My3blka. PayTraBaapa Taxke M3BECTEH Kak
niegaror, ¢ 1976 mo 1990 ron on mpenogaBai koMno3uinio B Akagemun nmenn Cubenuyca. Cpenu
€ro HanOoJiee MMEHUTHIX YYCHUKOB — Kommo3utop Kanesn Axo n qupmxép Dca-Ilekka CanoneH.
3a cBoro gesrenbHOCTH B 1985 romy PayraBaapa Obut ymoctoeH l[ocymapcTBeHHOH mHpeMuu
OUHISHINY B 001aCTH MY3bIKH.

10 Xenpux Otro lonnep (Henrik Otto Donner, 1939-2013) — ¢uHCKHI KOMITO3UTOp, TpyOad,
pPa3HOCTOPOHHUN My3bIKaHT. JloHHep yuwics B Akamemun umeHu Cubenmyca B XeTbCUHKH
(y M. Koxkonena u H.-D. ®yrmrenra), a 3atem B Bene y JI. Jluretu. B ero TBopueckoii Kapbepe
MIEPETIENOCh HECKOJIBKO CaMOCTOSITENbHBIX JTMHUNA. B nepBoil monosune 1960-x oH mpocnaBuics
KaK KOMITO3UTOP-aBaHTAPMCT, a TO3Ke KaK JHKA30BBIH U KHHOKOMITO3UTOP, aBTOP MOIYJISIPHBIX
neceH. B 1966 rogy /lonHep cran oqHUM U3 OCHOBaTelel 3ByKo3amnuchiBarouieil komnanuu Love
Records, cpirpaBiieli BaXHEHITYI0 poiib B MPOABIKEHUH POK-My3bIkH B OuansHanu. C 1969 mo
1976 ron oH Tak)Ke BO3MIABISI AKaJEMHUYECKYIO MIEBUECKYIO accoluanuio, a B 1974—-1979 romax
ObL1 npencenareneM ['ocy1apcTBEHHON KOMUCCHH 110 MY3bIKE.

! TlapannensHo ¢ JJOHHEpOM LIUTATHI U aJUTIO3UU B CBOM COUMHEHUS cTall BBoauTh K. Proqman,
OJTHaKO 3TO ObUIM KaMEpHbIE OIyChl — COHAThI U KBApTETHI.

12 Bce OHM MMEIOT 3aroJIOBKH, CBSI3aHHBIC C COOTBETCTByIOmMMHU ¢urypamu: 1. Quadratus
(«KBagpary»); 2. Zigzag («3urzar»); 3. Figurae («®Durypsi»); 4. Dedicatio («Ilocssimenue»);
5. Rotatus («Portammsi»).
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3 O06e cepun cOCTOAT U3 ABYX OTCTOSIIMX APYT OT JPyra Ha TPUTOH TeKCaXxOpHOB, BTOPOIi
U3 KOTOPBIX BOCIIPOM3BOAMUT NEPBBIA B BO3BPATHOM JBHKEHHH. B MOmOOHBIX ciiydasx HpsMble
U PaKoOXonHbIe (POPMBI CEepUil OKa3bIBAIOTCS PABHBI, 3TO COKpAIIaeT 00IIee YUCIIO TPAHCTIO3UIIUH
Ka)X/10M cepuu A0 12 BBICOTHBIX BEPCHI MpUMBI U 12 BapuaHTOB MHBEPCHUM; PAKOXOJ U PAKOXO[
MHBEPCHUU OKA3bIBAIOTCS UM MJIEHTUYHBI U B KOMIIO3ULIUU HE UCTIONb3YIOTCS.

" Tompko B Il wacTu pUTMO-BpeMEHHas CTOpPOHAa HMEET OoJiee IeTaTM3HMPOBAHHOC
YCTPOWCTBO M TPEICTABICHA Yepe3 OpraHU3alMi0 TUIOTHOCTH 3BydaHUs, (akTypHOH (GopMbl U
IPOIOJKUTEIBHOCTH.

15 Tlon aTM Ha3BanueM PayTraBaapa 0ObeJMHWI B | 4acTH CTPYHHBIC IIUITKOBBIC ¥ KJIABHIITHO-
yAapHble HHCTPYMEHTHI (apdy, popTenuano, 4yenecty, KCuiohoH).

16 KoMOHMHAIMS PSAZOB, PETYIUPYIONIMX 3TH IPOIECChl, OOHOBISIETCS KaXK/Ible TPU TaKTa,
MOCKOJIbKY YacThb pa3zesieHa Ha 12 TpEXTAKTOBBIX pa3zelioB.

17 3ByKOBBICOTHOCTh B 3TOHM 4aCTH OpPraHW30BaHA CaMOCTOSTENbHO. TyT JAEHCTBYET NMPUHIIMUII,
aHasornuHelil Il yactu: mocien0BaTeIbHOCTD PAJOB MPUMBI U UHBEPCUU NPOJBUTAETCS BHU3 110
EeJ0TOHOBOM ramme — Pa—les; Pg—Icis u T. &.

18 TIpenucnoBue k GunHany «Arabescata» muTupyeTcs Mo u3ganuto: Rautavaara E. Symphony
Ne 4. Helsinki: Edition Pan. 1988. 68 s.

19 Apabckue nudpbl B cxeMe 0003HA4YalOT TPYIIy HHCTPYMEHTOB, OHHM IMPOHYMEPOBAHBI
COIIaCHO HX PACIOJIOKEHHIO B MapTUType: 1 — NepeBsiHHbIE AyXOBbIE, 2 — MEIHBIE TyXOBBIE,
3 —ynapusie, 4 — poprenuano, yenecrau apda, S — CTpyHHBIC. 3HAK «+» 0003HAYACT OJJHOBPEMEHHOE
3By4aHME IPYMIl, 3HAK «—» — [I0CJIE0BATEIbHOE.

2 Haubosee OYECBHIHBI 3T MEPEKIMYKH B CBS3M C BBIOOPOM TEX WM HWHBIX YHCE,
YIOPSTIOYMBAIONINX KOKIYIO 4acTbh. [[pocTpaHcTBO CUMQPOHUH TapMOHU3YIOT UGPHI: 4 (4 hopMBI
CepUM Ha MPEKOMIO3UIIMOHHOM M KOMIIO3UIIMOHOM YpOBHSX, 4 CepHaJu3yeMbIX NapaMerpa
B JIByX IEPBBIX YacTIX U T. A.), 5 (5 munuatiop Bo Il wactu, 5 pazgenos B Il wactu, 10 cexuuit
B (huHase, eJIeHne OPKECTpa Ha 5 WHCTPYMEHTAIBHBIX TPYI B ABYX MOCIEIHUX YacTAXx), 6 (1Ba
reKkcaxop/ia Ha pacCTOSIHUM 6 MOJYTOHOB B CTPYKType CE€pHM, 6 MHCTPYMEHTAJbHBIX TPy BO
Il yacTu, qUCHO3ULMS PAIOB C ONMOPOM HA YUCIO 6 B 3BYKOBBICOTHON CTPYKTYpE ABYX CPEIHUX
yacTeil, 6 cepuanusyeMbix napamerpos B Il wactu), 11 (11 3nemMeHTOB B HHTEPBAJILHON cepun) U
12 (12 3BykoB B cepuu BbICOT, 12 paznenos B [ yactn).

2l X0Ts1 KHHATa COBETCKOTO YYEHOTO HU B KAaKOW CTENCHU HE MOIVIA MOBIHITH Ha (PUHCKOTO
KOMITO3UTOpa (JI0CTaTOUHO CKa3aTh, YTO KHUTa BbllIa B 1979 roxy, yepes 17 net nocine HanucaHus
CUM(OHUM), TIEPECEUCHUSI MEXKIY TEOPETHUYECCKUMHU OOOOIICHUSMH U PACCMOTPEHHBIM HaMHU
COYMHEHHEM Topa3uTenbHbl. OHM JHUITHUA pa3 yOekJaloT B CHJIE KOHIICTIIUH, BBICTPOCHHOMN
M. I. ApaHOBCKHM.
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AnHomayuna. ABTOp CTaTbU pacCMaTpUBaeT aCHEKThl JYXOBHOIO cMbicia onepsl dpaHcuca
[lynenka «Jlmamorn KapMmelIUTOK» KaK CHCTEMOOOpasylolide »dIEMEHTHl €€ TyXOBHOTO
npocTpaHcTBa. MccnenoBanue COAEPKUT TUIOTE3y O MPUHIUIAX (GOPMHUPOBAHUS MPOCTPAHCTBA
JYXOBHOTO CMBICJIa ONEpPbl Ha OCHOBE B3aUMOJCICTBHUS €ro OTIENbHBIX acleKTOB. Pa3Burtue
Ka)KJ0r0 U3 HUX MOJYMHEHO UJEE CHHTE3a BPEMEHU M BEYHOCTH. B LIEHTpe NyXOBHOrO cMbICia
Mpou3BeeHUsl HaxonuTcs obOpa3 Xpucra (joroc). AHaJIM3UPYIOTCS OTTEHKU («OOEPTOHBI»)
MY3bIKaJIbHOTO CMBICIIA, BIOKEHHOTO [1yJIeHKOM B XapakTepUCTUKU TyXOBHOTO 00JIMKAa MOHAXHUHb-
KapMeJIHNTOK, B TIEPBYIO Ouyepe/ib, OONMKa ITIaBHOW TepOMHU — cecTpbl bianmi, a Taxke o0enx
HACTOSATENbHUIl KapMEJIUTCKOr0 MOHAacThIps. Ha cxeme, mpencTaBieHHONM B 3aKIIOYUTENIBHOMN
4acTHU JJaHHOM CTaThH, YCJIOBHO 00O3HAauU€HAa CBA3b ACHEKTOB JyXOBHOI'O CMbICIA MPOU3BEICHUS
C XpUCTHUAHCKOH UEEN CUHTE3a BPEMEHHU U BEYHOCTH.

ABTOp NMPUXOIUT K CIEAYIOLIUM BBIBOJAM: XYIO0XKECTBEHHBIH MHP NMPOU3BEACHUS BKIIOYAET
UIMPOKUN CHEKTP CMBICIOBBIX «OOEPTOHOBY», YKa3bIBAIOLIUX Ha IMPETBOPEHHE KOMIIO3UTOPOM
OCHOBHBIX TOJOKEHHH KaTOJMYECKOTO YYeHHUs O Ojaromart, MOpsIke Oarojatd W repenade
onaromaru Cesitoro Jlyxa; ¢popMupysi TyXOBHBIH OONHK TIIABHOW TEPOMHH U JPYTHX MOHAXUHB-
KapMEJIHMTOK METOJaMH BOKAJIBHO-CUM(MOHUYECKOTO pa3BHUTHs, [lyJeHK OTMETHI B HapTHType
OTTEHKH MY3bIKaJIbHOTO CMBICIIA, XapaKTEPU3YIOLIUE JYXOBHOE MPOCTPAHCTBO ONEPHI; Pa3BUTHE
ACIIEKTOB JyXOBHOTO CMBIC/IA XapaKTEpU3yeT €IMHOE JYXOBHOE NPOCTPAHCTBO OMNEPHI Kak
MUCTEpPHUIO OJ1aroiaTu.

Knrouegwie cnosa: «/Inanoru kapMenauTok», XpUCTUAHCTBO, JIATbIHb, MyYE€HHUYECTBO, CBATHIE,
ackeTHka, MuUcTuKa, Ilynenk, 6naronarhb

Jna yumupoeanusa: Azaposa B. B. Acniektsl nyxoBHOrO cmbicia B onepe @pancuca [lynenka
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Abstract. The author of the article examines the aspects of the spiritual meaning in Francis
Poulenc’s opera Dialogues of the Carmelites as the elements fundamentally systemic to its spiritual
dimension. The research contains the hypothesis that the spiritual meaning of the opera is revealed
on the basis of the interaction of its particular aspects. The development of each one of them is
subservient to the idea of synthesis of time and eternity. The spiritual sense of the opera is centered
around the image of Christ (Adyoc). The author analyzes the tints (or the undertones) of the musical
sense and meaning implemented by Poulenc in characterizing the Carmelite nuns — first of all, the
spiritual traits of the main heroine, Sister Blanche, as well as both of the superiors of the Carmelite
monastery, as well. The scheme in the final part of the article presents in a provisional manner the
connection between the aspects of the spiritual meaning in Poulenc’s opera with the Christian idea
of the synthesis of time and eternity.

The following conclusions are arrived at: the artistic world of this work includes a broad spectrum
of semantic “overtones” which indicate at the composer’s implementation of the fundamental
principles of the Catholic teachings of grace, the order of grace and the transfer of grace of the
Holy Spirit; by formulating the image of the main heroine and the other Carmelite nuns by means
of vocal and symphonic development, Poulenc marked out in his musical score the nuances of the
musical meaning which characterize the opera’s spiritual dimension; elaboration of the aspects of
spiritual meaning characterize the opera’s unified spiritual dimension as a mystery of grace.

Keywords: Dialogues of the Carmelites, Christianity, Latin, martyrdom, Saints, asceticism,
spirituality, Poulenc, grace

For citation: Azarova V. V. Aspects of Spiritual Meaning in Francis Poulenc’s Opera Dialogues
of the Carmelites. Problemy muzykal'noj nauki / Music Scholarship. 2021. No. 4, pp. 52-62.
(In Russ.). DOI: 10.33779/2782-3598.2021.4.52-62.

XK. bepnanoca «/luanoru kapmenu- Bo ®Ppanuuu. Co3naBas My3bIKaJIbHBIE Xa-

ToK» (1949) 1 B OTHOMMEHHOI OTlepe  PAKTEPUCTHKU JTYXOBHOTO OOJIMKA IJIABHBIX
@. Ilynenka (1953—-1957) o6HapykUBarOTCS ~ TEPOUHB OMEPHI, KOMIIO3UTOP OCOOO OTMe-
B TIpoIlecce Pa3BEPTHIBAHUS KAapTUHBI XPU-  THJI OTTEHKH MY3BIKaJBHOTO CMbICTA, Gop-
CTHAHCKOW JKU3HHU M MYyYEHHUUYECKOW CMEPTH  MHUPYIOLIME B MPOU3BEIEHUH ITPOCTPAHCTBO
MOHAXHHb-KapMEJIUTOK, CTABIIMX KEPTBAMH  JTyXOBHOTO CMBICIIA.

ﬁ CIEKTHI TyXOBHOTO CMBICIIA B MIbECE  COLMAIILHO-MOMUTHYECKOTO Teppopa (1794)
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B monorpaduu aBropa crateu «“‘/Ina-
aoru kapmenutok”. Ilbeca XK. bepnanoca
u onepa ®. [Tynenka» (2020) 6b11M OCBe-
HIEHbl UCTOPUS CO3JIaHUsI, TPOOIEMbI MY-
3BIKAJIBHOM pamMaTypruu U My3bIKaJabHOTO
A3bIKa, IEVCTBUE HA CLIEHE, a TAKXKE HEKO-
TOpble OCOOEHHOCTH peajbHOM JYXOBHOM
KU3HU OCHOBHBIX IEPCOHAXKEU NpOU3Be-
nenus [ 1]. BmecTe ¢ TeM akTyanbHO UCCTIe-
JIOBAaHUE B3aUMOJIEHCTBYIOIIMX aCIEKTOB
IYXOBHOTO CMBICJIa B XYA0)KECTBEHHOM
MHUpE MPOU3BENECHUS, B IPOCTPAHCTBE €TO
JyXOBHOTO CMBICIIA, UTO U SIBJISIETCS LEIBIO
cratbd. B e€ 3amauv BXOOUT BBISABICHHUE
aCIIEKTOB TyXOBHOI'O CMBICJIA B MY3bIKAJIb-
HBIX XapaKTEepUCTHUKaX 0Opa30B IVIaBHBIX
repoOvHb MPOU3BEIEHUA, a TaKxke oOHapy-
KEHUE CHUCTEMBI B3aUMOJIENCTBUA paccma-
TPUBAEMBIX ACIIEKTOB B XYJOXKECTBEHHOM
MHpE Ha3BaHHOU OIIEPBHI.

AHanu3 My3bIKaJILHOTO CMBICJIA OIEpPbI
MO3BOJISIET PEKOHCTPYMPOBATh KOMIIO3U-
TOPCKHMI 3aMbICel B YacTU OpraHu3aliu
JYXOBHOTO IPOCTPAHCTBA IPOU3BEIACHUS.
Xy[I0’KeCTBEHHBI MUP «/lMaoroB kapme-
autok» [lynmeHka wuccnemyeTcss METOIOM
NPOEKLUU YHUBEPCAIbHBIX MOHATHH Karo-
anueckor punocopun (Goma AKBHHCKHIM,
XKak MaputeH) 1 KaTOIMYECKON TyXOBHO-
ctu (x. P. OMdoHH) Ha popMupoBaHue 1y-
XOBHOTO OOJIMKA TJIaBHBIX T€POMHb OMEPHI,
a TaKXKe Ha CUCTEMY B3alMOJICHCTBUS acleK-
TOB JIyXOBHOT'O CMBICJIa IPOU3BEJCHUSI.

MpocTpaHCTBO AYXOBHOIO CMbICNa
npousBeaeHus

BceoOmme Muctudeckue KOHIICTITHI
XpUCTHAHCTBA — OaroAarb, nepegada omna-
rojaatu u nopsiaok 6narogaru Cesaroro Jlyxa
— COCTaBJISIIOT MPOCTPAHCTBO TYyXOBHOTO
cMBbICIa B omepe «/luamorn xapMemuTox».
Kommno3utop mnpenacraBun  BO3ACUCTBUE
Cestoro Jlyxa Ha cynbObl MOHAaXWHB-Kap-
MEJUTOK B aHTHHOMUYHOM €JTHHCTBE C TPO-
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xoauslIer Bo OpaHLIMU KAMITAHUEN JEXPU-
CTHAHW3ALMY, DPAa3BI3aHHOW SKOOMHIIAMU
B 1794 rony.

[Io cnoBam Ilynenka, emy ObUIO U3-
BECTHO 00 OCOOEHHOCTSIX JTyXOBHOW KM3HU
MOHaxuHb-KapMenuToK B Mcnanum u3 me-
peBenEHHON Ha (PpaHIly3CKHM SI3bIK KHUTH
«YcraHoBneHusi cBatod Tepe3bl ABHIb-
ckoi». B onHOIl u3 Oecen ¢ »KypHaJIMCTOM
mBenapckoro  paguo Suisse Romande
Credanom OpneneM KOMITO3UTOP YIIOMHUHAI
0 MaJIOM3BECTHOM (hOpME MPOSIBIICHUS MUCTH-
YECKOTO 3KCTa3a B JyXOBHOW NMPAKTUKE HC-
MAHCKUX MOHAXHMHb-KapMeNnTOK [2, c. 109].

Ha HavanbpHOM cTraauu paboOThl HaJ
onepou «JImanorm kapmenutok» IlyneHk
oOparuyi BHUMaHWE Ha XapaKTepHbIE OCO-
OCHHOCTU CMbICJA, BJIOKEHHOIO Jpama-
TYproM B XapakKTEpPHUCTHUKY IYXOBHOIO 00-
JMKAa TOYTEHHOM WIyMEHbH MOHACTBIPS
KapMeJIMTOK — rocnoxu ne Kpyaccu, koto-
pasi IpUXOAWIACH JalbHEN POJICTBEHHULEH
10 MaT€pUHCKOW JINHUU IJIABHOM T'€pOMHE
IIPOU3BEICHNs] — bnaHm, maTHaALATHIIET-
Hel gouepu mapkusa ae Jlagope. Haxomsich
B NMPUEMHOI MOHACTBIPS, TSKETIO OOJIbHAS
HACTOSTENBHUIIA BEAET YUYTHUBYIO Oecemy
c Oyaymied TOCTYIIHULIEM W MOHaXHMHEH
bnanm (mauano 2 xaptunbl [ geiictBus).
[Ipexne dyem BBIpa3sUTb OCHOBHYIO MBICIIb
0 BCEOOBEMITIONICH POJIM MOJUTBHI B MO-
HAaIlllECKOM  CITy>)KEHHH, HACTOSTEJIbHULA
HallOMHWIA bJaHII O CypOBBIX YCIOBHUSX
KU3HU B OOUTENN MOHAXUHb-KapMEIUTOK.
B paccmarpuaemoi cuene IlyneHnk co3nain
HA4YAJIBHYI0 XapaKTEPUCTHUKY TyXOBHOI'O
0o0JMKa WTyMEHbH, YbHM JIAKOHUYHBIE CY-
KICHUSI OBLITM PE3yJbTaToOM JOJITOM acke-
TUYECKOW *u3HU «1epen borom». Bo 2 u
4 xaprtuHax | nedicTBHUA KOMMO3UTOp 00-
Hapy>KuJl HOBBIE T'PaHU JYXOBHOM >KHU3HU
HACTOATEJIbHULIBI, OTMETHUB BO3PaCTAIOLIEE
BO3/IeiicTBUE OJarojaT Ha TyXOBHBIN MyTh
UT'YMEHbBHU.
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[IpencraBnsiss Jtamsl 3TOro IyTH Ha
YPOBHE pa3BUTHs MY3BIKAJIILHOTO CMBbICIA
Bcel onepsl, [1yJIeHK yCIIOBHO «CTPYKTYypH-
pOBa» MPOCTPAHCTBO TyXOBHOIO CMBICIIA
npousBeneHus. Tak, B 4 kaptune I neiicTBus
OIIEPHI MOTYYUIIN Pa3BUTHE OTACIIBHBIE Tpa-
HU €€ TyXOBHOTO CMbICia: 0 boxecTBeHHOM
NpeAHa3HaYeHUN U 00 HCIIOJHEHUU 4Yello-
BEKOM 3ambiciia bora, o B3auMoJIeiiCTBUM
Onarofaty U COBEPIIEHHOMN NpUpoabI (ecTe-
cTBa) yenoBeka. KommnosuTop nepenan cre-
IU(PHUKY COCYLIECTBOBAaHMS aCKETUYECKOTO
Y MUCTHYECKOI'O ACTIEKTOB B JYXOBHOM JKM3-
HU HACTOSTEJIBHUIIBI, @ TAK)KE MPOSBICHUE
B JYXOBHOW XU3HU NpenofoOHON marepu
UTYMEHBH TOpsIIKa OaronaTy U e€ ydacTue
B aenax Cesaroro Jlyxa. [lepBoii BepimHOI
pa3BUTHUs JYXOBHOIO CMBICJIA OIEPHI SBJIA-
ercst (puHanbHas KyapMuHauus | geiictBus
omnepbl, B KOTOPOW IMPOUCXOAUT TAaUHCTBO
nepenadn Onarogatu. YMuUpasi, HaCTOSITENb-
Huna (rocroxa ne Kpyaccu) nepenana 6mna-
roaarb Cestoro [[yxa cectpe branmi.

B3aumopgencTaue mexay TauHCTBEHHOM
OnaropgaTtbio U eCTECTBEHHOM
NPUPOAON YenoBeka; yyacTue YenoBeka
B Aenax onarogatu Ceatoro flyxa

B mpocrtpaHcTBE IOYyXOBHOTO CMBICTA
oTepbl NPUCYTCTBYET OOTOCIOBCKUMN aCTIEeKT
B3aUMOJICUCTBUSL MEXIAYy TAaWHCTBEHHOU
OnarofaTbl0 M €CTECTBEHHOM MNpPUPOAOH
CMEPTHOTO uesoBeKa. OTTEHKN Ha3BaHHOTO
acreKTa TyXOBHOTO CMBbICIa OOHapyKHBa-
IOTCS B ITPOLIECCE PA3BUTHS MY3BIKAJIbHOTO
CMbICNa, BIOXEHHOTO IlyleHKOM B My3bI-
KaJbHbIE XapaKTEPUCTUKU JYXOBHOTO 00-
JIMKA HAaCTOSITEIbHULIBI U ITITABHOW T€POUHU
bnanmi. «EcTh 60TOCI0BCKHUI CMBICT B pa3-
JMYEHUHN MEX]y 01arofarsio U €CTECTBOM,
HO 3TO pa3IU4eHHE HE a0COIIOTHO — Japhl
boxbu u OnaromaTHbl, U €CTECTBEHHBI.
be3 Onarogatm Mbl He MOIXy4aeM M €cTe-
cTtBeHHOro», — ormeuan C. C. ABepuHILIEB
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[3, c. 147]. BorocinoBCKuUii CMBICI TAK¥KE CY-
LIECTBYET U B PA3JIMYCHUU COBEPIICHHOU U
HECOBEPILIEHHOM NPUPOAbI YyenoBeka. Eciaun
HEeCOBepIlIeHHass (TpexoBHasi) MpHUpona
CMEPTHOTO YEJIOBEKA CO31aET NPEIATCTBU
B IIPOLIECCE B3aUMOJCUCTBUS YEJIOBEKA
¢ Onmaronarblo, TO COBEpIIEHHAs NPUPOJA
YelloBeKa OCEHEHa CBETOM Oiarojaru, Io-
CKOJIBKY Y€JIOBEK B CBOEH AYILIEBHO-TEJE-
cHOM mosnHoTe boroM ObUT mpenHa3HauYeH
O6eccMmepTHIo.

JlyxoBHbIN IyTh rocnioxu e Kpyaccn,
KaK I0Ka3aJl KOMIIO3UTOP, HAaXOIWJICS IOA
3HaKOM B3aUMOJCWUCTBUS MEXay Onarona-
ThI0 CBsiToro Jlyxa v COBEpPIICHHOW IpHU-
ponoi uenoBeka. PazBurre My3bIKaJIBHOTO
cMbIcia B 4 kapTuHe | neiicTBUs onepsl He
OCTaBJIIET COMHEHUN B TOM, YTO TAUHCTBO
HEBUJMMOM nepenayn Onarogatv IMpOU-
301UI0 Ha MEHTAJIbHO-IICUXOJIOTHYECKOM
YPOBHE, HE JOCTYMHOM OOBIYHOMY IIOHU-
MaHuto. [lokaz coOBITHSI, O KOTOPOM HIET
pedb, KOMIIO3UTOP IIOATOTOBUJI METOAOM
BKJIIOYEHHUS] B PACCMATPUBAEMYIO CLEHY
SMU30/1a C JKCTPAOPAMHAPHBIM SIBICHHEM
MHUCTHUYECKOIO IKCTa3a UTYMEHBH (B MapTH-
Type Ha3BaHHBIN U301 OTMEUEH U paMu
—115). Pa3BuTne My3bIKaJIbHOTO CMBIC-
Ja B HA3BaHHOM DJIIM30I€ COCPEAOTOYCHO
Ha OOHAPY)XCHHHM aCMEKTOB ACKCTHKU H
MUCTHUKH (B KaTOJIMYECKOU TPaIUIIH SIBJIE-
HUS IOJJOOHOTO poja OTHOCSTCS K 00aacTu
MucTudeckoro Oorociosusi). Bo3spacraro-
1iee Bo3zeiicTBUe Oiarogatu Ha JyXOBHYIO
®U3Hb rocnoxu e Kpyaccu (Hacrositens-
HUIBI), €€ ydyacTHe B Jeiax Onaronarw,
a TaK)Ke TAMHCTBEHHOE JICHCTBUE NIEPENAYN
Onarofatu yCiIOBHO IOKa3aHO Ha puc. 1.

Muctnueckuid nap OnmaromaTu NpUaai
JYXOBHON JKW3HU CECTpbl biaHm HOBBIN
JUHAMUYECKUN HMITYJIbC, YTO IOCIYKHJIO
OTIPABHOM TOYKOH i TpaHcopMaluu
IIPOCTPAHCTBA JyXOBHOT'O CMBICJIA OIEpPHI;
pa3BUTHE B3aMMOACHCTBYIOIUX aCIEKTOB
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Puc. 1. Bosgeictaue Griaroaatv Ha AyXOBHYH XM3Hb HAacTosTeNbHNULbI. [epeaaya Gnarogatn

Fig. 1. Impact of grace on the Prioress’s spiritual life. Transfer of grace

JYXOBHOTO CMBICJIA IO3BOJISIET OXapaKTepu-
30BaTh HA3BAHHOE MPOCTPAHCTBO KaK MHU-
CTepuio OnarojaTu.

Pemaromym kputeprem 1yXOBHOTO Iy TH
TepOMHH SBIJIOCH TOOPOBOJIBLHOE TIPUHECE-
HHE CBOEHU JKM3HU B JKEPTBY BO MMs XpH-
cra. Tomonorusi 1yxoBHOro myTtu braHim
ne Jlagopc mpencrapiser coO0K MCTOPUIO
CaMOMNO3HAHUS YEJIOBEKA MOJ BO3JICHCTBHU-
em Omarogatu Casaroro Jlyxa. bmaronarsb
moOy>KJaeT TePOUHIO JCHCTBOBATH, CIEIYS
VMMAaHEHTHOM JIOTUKE JTYXOBHOM XWU3HU —
nopsanky Omarogaru. [lonmHocThio mpeomo-
JIEB CTpax, ¢ neHueM xBajsl CBaromy Jlyxy,
bnanm B3omuia Ha 3madoT, TPUHECS CBOIO
JKU3Hb B )KEPTBY BO UM XPUCTA.
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FapMOHUYHOE eANHCTBO
acKeTUYecKoro ¥ MMCTUYECKOro acrnekToB
AYXOBHOW XWU3HK, NPOTEKatoLen
no 6naropatn Ceartoro [lyxa

B My3BIKQJIBHO-IICHXOJIOTHYECKON  Xa-
PaKTEepPUCTHKE TyXOBHOIO OOJMKAa CECTPbI
Koncranuuu ot cesroro /luoHucus nomu-
HUpPYET pafocTh OBITHA KakK IPOSBICHHE
cBera Omaromatu Castoro Jlyxa. Kommo-
3UTOP BBIIBUJI TAPMOHMYHOE COEIUHEHHE
ACKETHUYECKOIO0 M MHUCTHYECKOIO aCIIEKTOB
JYXOBHOTO CMBICJIA B XapaKTEPUCTUKE Y-
X0BHOro obnuka KoHcTaHImu, XuByien
caMOi OOBIYHON XPUCTHAHCKOW >KU3HBIO.
[Ipoctoii n OmaroyecTUBBIM 00pa3 >KU3HU
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Bena u [Ipecsdaras Jlea Mapusi, oceHEHHAA
napom 6naronaru Cesiroro [lyxa.

B My3bIKaIBHONM XapaKTEpUCTHUKE HYy-
X0BHOTO oOnuka KoHcTaHnuu, mokazaHHO-
'O B Pa3BUTHHU Ha IIPOTSHKEHUU BCEU OIEpHI,
[1ysieHK OTMETHII CMBICIIOBOM OTTEHOK: M3-
MEHEHUE EPBOHAYAIILHO HEUTPAJILHOTO OT-
HOILICHUS IOHOM MOHaXWHH K CMEPTEIbHOU
6one3nu rocnoxu e Kpyaccu Ha npoTuBo-
nosoxkHoe: KoHcTaHuus Kenaer He3aMel-
JIUTENIBHO TI0KEPTBOBATH CBOEH IKU3HBIO
paay cnaceHusi HaCTOATEIbHULBI OT CMEPTH
(3 cuena 3 xaptunsl | neiictBust). Kak Mox-
HO IIPEANONOXKUTb, MY3bIKAJIbHBIM CMBICI
Ha3BaHHOW CIIEHbl OOHApY>KUBAeT OCOOBIN
BEKTOp €€ pa3BUTHS, YKa3bIBAIOIINN HA He-
BUUMOE NpUCyTCTBUE o0pa3a Xpucra. [o-
TOBHOCTh KOHCTaHIIMM K CAMOIIOXKEPTBOBA-
HUIO CBUJIETEIILCTBYET HE TOJIBKO O TOM, UTO
TepOMHS CTPEMUTCS MOAPAKATh IEUCTBUIM
Xpucra; MOHAUIECKOE UMS HaXOZsAIIEeHCs
B obutenu bnanm or CwmeprtHON Myku
XpHUCTOBON HEBOJIBHO HAIIPaBJISET MOJINAT-
BEHHOE nepexuBanue Koncrannuu k raiige
cmeptu Criacurerns.

B My3bIKaJIbHYI0 XapakTepUCTUKY Y-
xoBHOro obnuka Koncranuuu I[lynenk un-
TErPUPOBAJ CMBICIOBbIE 00EpPTOHBI 0000-
MIEHHOTO acleKTa JYXOBHOTO CMBbICIHA
OIlEepbl, KOTOPBIM yCIIOBHO MOKHO Ha3BaTb
«CBSTBIE W MYYEHMKW». Pacmmpss mpo-
CTPAHCTBO JYXOBHOT'O CMbIcia omnepsl, [1y-
JIEHK Iepean UACH IOCIaHus arocToia
[TaBna, B KOTOPOM TOBOPUTCS O «IIPEU30-
Ownnu OnarogaT BO BpeMEHa, KoTa Ipe-
YMHOXaeTcsl Tpex» (4 ciueHa 4 KapTUHBI
IT neiictBus). JleiicTBysl BOPEKH yenoBede-
CcKUM AestHusiM, CBsToi Jlyx ycTaHaBiMBa-
€T B XpPUCTHAaHCKOM MHPE PAaBHOBECHE MEXK-
Ny KOJINYECTBOM I'PEIIHUKOB U CBSTHIX.

Pa3Butue  My3BIKaJIBHOTO  CMBICIA,
(OpMHpPYIOIIEro MpEACTaBICHUE O JyXOB-
HOM oOnuke KoHcTaHumu, mponoikaercs
B 2 u 3 xaprunax Il (3akmrounTenbsHOIO)
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JNEUCTBUS ONEPBL: KOMIIO3UTOP ITOBTOPHO
IoKaszajn crpemiieHne KoHcTaHnu K caMmo-
OTPEUYCHUIO BO BPEMS TOJIOCOBAHUS OOIIH-
HBI O IPUHECEHUH 00eTa My4eHHUYECTBA.
['apMOHMYHOE COEAMHEHHE ACKEeTHYe-
CKOTO M MHUCTHYECKOIO aCMEKTOB JTyXOB-
HOTO CMbIC/Ia B MY3bIKAJIBHOW XapakTe-
puctuke nayxoBHOro ob6muka Koncranium
[Tynenk obHapyxw1 B 3 ciieHe 3 KapTUHBI
IIT pevictBus oneprl. Haxonsace B TrOpbMeE,
Koncranuus 3asBuiia cecTpam-MOHaXUHIM
0 TOM, YTO WCYE3HYBINAs U3 OOUTENH cCe-
ctpa bnani obs3arenbHO BEpHETCS, YTOOBI
ObITH BMecCTE cO BceMu. KoMrio3urop orme-
TWJI, 4TO cj0Ba KOHCTaHIIMM HA HECKOJIBKO
MTHOBEHUH W3MEHWJIM HalpaBlI€HUE MBIC-
Jel MOHAXWHb, HAXOMSIIMXCA B OXHUAA-
HAHA CMEpPTHOM Ka3HW. IlynmeHK, Hen3MeH-
HO OOpamiaBIIMii BHUMAaHHE Ha MPUMEPHI
SIPKOTO TPOSIBIIEHUSI TyXOBHOT'O CMBbICTA B
JKABOMUCHBIX TOJIOTHaX A. MaHTEeHbH H
®. ne Cypbapana, omnpeaenws Moa00HbIE
JyXOBHBIE  03apEHUsS] NPUMEYATEIbHBIM
CJIOBOCOYETAHHEM «MHUCTUYECKHU pea-
musm» [2, c. 86]. HeogHokpaTtHO yOexaaB-
mrasicsi B IGMCTBUSIX HEBUANMOMN Onarogatu
Koncranuus ¢ pagocTHbIM OJ1aroroBeHuEM
OTHOCHUJIACh K COOCTBEHHOMY Jlapy «o03ape-
HUl». 3a MUHYTY 10 CMEpPTH Ha 3madoTte
KoHcTanmust ¢ Msrkoil ynpIOKOM BcTpe-
TWJIa TnosBiIeHUE biianm Ha MecTe Ka3HU
cecTép-MOHaxMHb (2 creHa 4 KapTUHBI
I peitictBus). Ha nsmadore monaxunHu
HHM Ha MUHYTY HE MpEeKpamaid NeHue ay-
xoBHOTO TMMHa «Salve Reginay. T'omocos
OCTaBaJiIOCh BCE MEHbINE; COJbHas (pasza
KoHcTanuun 0 HEKHOCTH M MUJIOCEPIUU
[IpecpaToit JleBsr Mapun Obuta oOopBaHa
MaJICHUEeM HOXKa TWIbOTUHBL. PazBuTue my-
3bIKAJILHOTO CMBICJIA, CBSI3aHHOE C (POpMHU-
poBaHueM JyxoBHoro obnuka Koncranuuu,
yKa3blBa€T HA TapMOHUYHOE B3aUMOJECH-
CTBHUE AJIEMEHTOB, MPUHAJIEKAIINUX K pa3-
JIMYHBIM JTyXOBHBIM aCIIEKTaM OIEPBHI.
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PacxoxaeHue BO B3rnsgax MOHaXvHb-
KapMenuTOK Ha NOPSAAOK AYXOBHOM XN3HU

PackpriBast Xy10’KECTBEHHBI MHpP OITE-
pb1 «/Inanoru kapmMenuTok», [lynenk Bkito-
i B 4 kaptuny Il nefictBus npuMevarens-
HbI AaCHEKT O PACXOXKICHUH MOHAXUHb
BO B3IVIAJaX HA MOPSIOK TyXOBHOHM JKH3-
HU. Hapymenue TpaguuMOHHOIO yKIiaaa
B JKU3HHU OOLIMHBI MPOU30ILIO BCKOpE IO-
cine cmepru rocnoxu ne Kpyaccu. Marb
Mapus ot Boruomesus — nOMOIIHULA HO-
BOM HACTOSITEJBHHUIIBI TOCIOXHU JlnmyaHn —
BbIpa3Wiia JIMYHOE MOHUMAaHUE MPOOIEMBI
B3aMMOJICHCTBUSL OOIIMHBI C HOBOW BIja-
CTBIO W OIIO3UIIUIO TI0 OTHOIICHUIO K YOe-
YKJICHHUSM TJ1aBbl MOHACTHIps. He npu3HaBas
BO3MOXKHOCTH KOMIIPOMHUCCA C pecIyOmiu-
KaHCKOM BJIACTBIO, MaTb Mapus Haxonuia
11e7IeCO00pa3HBIM BBHIPA3UTh MIPOTECT HACHU-
JIMIO CO CTOPOHBI rocynapcerea. Oaepxxumast
HJIee My4YEHUYECKOr0 MOJBUIa, OHA CUM-
Tana ceds TOCTOMHON OBITh B YHUCIE TEp-
BBIX KaH/M/IATOB HA MyYEHUYECKUI BEHEL.
B orcyrcTBue rocnioku Jlnnyan, yexasmen
B [lapwx mo nenam obutenu, marb Mapust
WHULMMPOBAja MOCHEIIHOE IPUHECEHUE
o0eTa My4YeHHYECTBA MOHAIIECKON OOIIH-
HOW M T€M CaMbIM MPUOIU3UIIACH K UCIIOJI-
HEHUIO MPUHECEHHOTO 00€Ta MyYeHUYECTBA
(1 xapruna III nefictBus). OTka3aBIIKCH
WCHOJIHATh pacnopsbkeHue rocnoxu JIu-
JyaH, NPU3bIBaBIIECH MOHAXWHb COXPAHAThH
CIIOKOMCTBHE, MaTb Mapus Hapylwia Io-
PAIOK JTyXOBHOM KW3HU, a TAKKE JTAHHBIN
HacToOsTeNbHUIIE 00eT moBUHOBeHUs. [lo-
CcJie IPUHECEHUs 00eTa My4eHUYECTBa MaTh
Mapus crana OTKpBITO IPOTHBOCTOSITH BOJIE
HACTOSATENbHUIBI (1 WHTEpMETUsT MeXIy
1 u 2 xaprunamu 11 neiicTBus).

TakTHYHO BBIPA3WB HECONIACUE C ACH-
CTBHUEM CBOEH ITOMOILHHUIIBI B IPUCYTCTBUU
BCEX MOHAaxXWHb W HE BCTymas B Je0arhl,
manam Jluayan nmopyuwia marepu Mapun
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pa3bICKaTh COEXKABIIYIO U3 MOHACTBIPS Ce-
cTpy bianmr u BMecTe ¢ HEI0 BO3BPATUTHCS
K CECTpaM-MOHAXUHSM.

B I unrepmronuro 11 nerictBus onepel,
COZEPIKALIYI0 JCHCTBUE Ha CLEHE, KOMIIO-
3UTOp A00aBUJI BaXKHYIO JUIsl OOHApYyKEHUS
OOroCI0BCKOI0 OTTEHKA JTyXOBHOI'O CMBICIIA
IIPOU3BENCHUS CLIEHY C y4YacTHEM Marepu
Mapuu u CBAILEHHUKA, PACCKa3aBILIEro eu
00 apecTe MOHaXMHb-KaApPMEIUTOK BO IVIaBe
C HACTOSATEJIBHULIEU U O NMPEACTOSIIEM CYLE.
Ilynenk nepenman xenanne marepu Mapuum
HaXOJUTHCS BMECTE C apeCTOBaHHBIMU. BbI-
CJIylIaB HaxXOIMBIIYIOCS B CMATCHUM Marb
Maputo, CBAILICHHUK €1 HallOMHWJI O «IUIa-
He bora», npegHasHaYMBILIEro KaXa0My 4e-
JIOBEKy ero yzaes. Mare Mapus Hagana Boc-
IIPUHUMATh TPOUCXOJAIIEE B MHOM CBETE:
3HaK [IpoBuIeHHs CO BCEH OYEBHIHOCTBHIO
yKa3blBaJl Ha JACUCTBHE MOpsAKa OaromaTu
Cearoro [lyxa, ynpapisitOIIETO KU3HBIO U
CMEPTHIO yenoBeka. Mare Mapus He nosBuU-
Jack nepen TpuOyHaJoM; OHA CKpbIBajach
B TOJIIE BO BPEMsI Ka3HU CECTEP-MOHAXUHD,
IIOHMMAs1, YTO €€ MMs BHECEHO B CIIMCOK
IIPUrOBOPEHHBIX K cMeptd. He ucnonnus
JAHHOTO €10 00eTa My4YeHUYeCTBa, IIOMOLLI-
HUIIA HACTOATEIbHUII MHAYE PACIOPSIN-
Jack «CBOOOIOM B HICTUHE», OITUCAB B MEMY-
apax MoJpoOHOCTH Ka3HU HEBUHHBIX JKEPTB.

ACIIEKT 0 PacXOKJIECHHUHU BO B3IVISIAAX MO-
HaXVHb-KapMEJIUTOK Ha OPSAJOK IyXOBHOU
’KU3HU 3aHUMaeT 0c000e MECTO Cpenu Mpo-
YUX aCIEKTOB JTyXOBHOTO CMbIcia, pOopMu-
PYIOIIHUX €IMHOE TyXOBHOE IPOCTPAHCTBO
npousBereHus. Ha3Banublii acrekt oOHa-
pY’KHBaeT B onepe «/[namorn kapmMenuTox»
peanbHOE CYIIECTBOBAHHME IMOJIMTHYECKOTO
teppopa 1794 rona; npucyTcTByromas, Kak
Ka3aJI0Ch, HA BTOPOM IIJIaHE MOJUTHYECKAs
pEaNbHOCTh COCTaBISAET AHTUHOMHYHOE
LIEJIO€ C PEAIBHOCTBIO yXOBHOM. B omepe
«/lnamoru KapMeIuTOK» AJOMHHHUPYET MPO-
CTPAaHCTBO AYXOBHOI'O CMBICJIA.
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ACIIEKT O pacxOoKJICHMM BO B3INIAAX
MOHAaXHWHb-KapMEJIUTOK Ha MOPSIO0K TyXOB-
HOM >KU3HHU B3aMMOJEHCTBYET C aCIEKTOM
JYXOBHOTO CMbIC/Ia «OJaroarb, MOPSAOK
Onarojatu u nepenaya Onaropatu CBSITOro
Jlyxa». ACHEKT 0 pacxoKIEHUH BO B3IVIA-
JaX MOHAXWHb-KapMEIUTOK Ha MOPSIOK
JYXOBHOM KM3HU CBSI3aH C XPHUCTHUAHCKOU
UJeel CUHTE3a BPEMEHU U BEYHOCTH.

CeaTble U MyvyeHuKkU. O6eT MyyeHMYecTBa
B NPOV3BeAeHUM

OOGHapy>KuBarOUUH OTHOIIEHUE MOHA-
XUHb-KapMEIUTOK K XPUCTHAHCKUM MOJI-
BIOKHMKAM acleKT JyXOBHOIO CMbICIIa
OIEpbI YCIOBHO MOYHO Ha3BaTh «CBSTHIE U
MydeHUKW». Bo 2 cuene 4 kaptunsl | neu-
cTBUs omepsl rocnoxa ae Kpyaccu ynomu-
HAeT O YKEPTBEHHBIX IOABHUIaxX CBATBHIX U
0 MPOCIaBUBIIEM XPpUCTa CMUPEHUH OeaHSI-
KOB [4, p. 84—85]. MOXHO TIPEAIOIOKHUTD,
YTO HACTOSITEJIbHHUIIA MHOCKA3aTEIbHO OT-
MeTuiIa QakT NOJUTHYECKON pacipaBbl Haj
CBAIIEHHOCITY)KUTEIISIMUA, HE MPU3HABIIM-
MU KOHCTHUTYIMOHAJIBHOTO JyYXOBEHCTBA
B roabl ®paniysckor pepomronnu 1789
roga ¥ TMPUHSIBIIUMU MYYEHUUYECKYIO
CMEpTh; B CIIOBAX HACTOATEIbHUIIBI Pa3iIH-
YaeTcsl MOJATEKCT, CBA3AHHBIA C YKa3aHHEM
HA €BAHIeJIbCKUN SMH30]] TIIyMIJICHUS Hal
XpuctoM. B Ha3BaHHOW CLIEHE ITOYTEHHA
UT'YMEHbS TPOU3HOCUT CYpOBBIE CJIOBa
0 TOM, YTO Jla)Ke CBSITbIE HE BCETJa MOTYT
OTKPBITO BCTYIUTH B OOPBHOY C IbSIBOIBCKH-
MU TiposiBieHusiMu 31a [Ibid., p. 86—87].

W3noxkeHHasi B MapTUType 1moa uudpoi
KpaTKas OpKECTpOBas TeMa CBATHIX U
MYYE€HHUKOB B JyX€ KOJIbIOETBbHOW IECHU
(ppp,%) 000011aeT MY3BIKAIBHBIA CMBICT
JPaMaTypruuyeckoro pa3BUTHS BO 2 CIIEHE
4 xaptunsl | neiictBus [Ibid., p. 84]. O600-
MIEHHBIM MY3bIKaJIbHBIA 00pa3 CBATHIX U
MYYE€HUKOB M3 omepsl «Jluamoru kapme-
JUTOK» TMpPOJOJHKAeT rajepero o0pas3oB
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IOpOJICTBA U CKOpOU B TBOpuecTtBe M. My-
COpPICKOT0, MY3bIKy KOTOPOT'O BBICOKO IIe-
HUI (paHily3cKuid Komno3urop. Peusb uaér
0 MY3bIKaJIbHBIX 00pa3ax CHa/CMEpPTH B BO-
KabHOM 1uKie «llecHn m musicku cmep-
ti» M. Mycoprckoro. O XaHpOBOM KOA€
KOJIBIOCJIbHOM TECHU, MO3BOJSIONIEM IIPO-
JNOJDKUTh €OUHYI0 TPAeKTOPUIO Pa3BUTHUSA
MY3BbIKQJIBHOTO CMBbICIIA, YIOMHUHAJIOCh
B MoHorpaduu [1, c. 77].

[IyneHk npomoiKuil pa3BUTHE ACIIEKTa
«CBATBIE U MYYEHUKN» BO B3aUMOJECHCTBUU
C ACIIEKTOM O PACXOXKAEHHUHM BO B3IVIAAX
MOHaXWHb-KapMEJIMTOK Ha TOPSAI0K TyXOB-
HOM *u3HU B 4 cuieHe I aelicTBUs onepsl.
Pa3zButne My3bIKanbHOTO CMBICIA B Ha-
3BaHHOM CIEHE KOMIIO3UTOpP OCYIIECTBHII
METO/IOM T10Ka3a CaMOIIOKEPTBOBAHUS T'O-
cnioku JlumyaH, B3siBIIeH Ha ceOsi OTBET-
CTBEHHOCTh 3a MPOCTYNOK Marepu Mapuu
¥ 3a TOCIEIIHO MPUHECEHHBI MOHAXUHS-
MU 00eT MyYEeHHUYECTBa, KOTOPBI OHA HE
MPUHOCHUJIA JINYHO.

PaccmarpuBaemblil acieKT «CBATbIE U
MYYECHUKH» OTIMYAET CMBICIOBOE €/IMH-
CTBO C IIEJIEBPOM TOMUJIETUKHA — TEKCTOM
IJIaMeHHOM mponoBeau bepHaHoca, o3a-
raBieHHoN «Hamm npy3ps cBaTeie». Oco-
00e BHMMaHHE aBTOpP OOpaTHJI Ha HEOXKH-
JNAHHOE, BBINIAIAILLIEE «IKCTPABATaHTHO»
BBIJIBIDKEHUE HEU3BECTHBIX MOHAXMHBb,
MPOCTBIX MUPSH, JaK€ HHUIIUX, KOTOpPbIE
BApPYI CTAHOBSTCS CBITBIMH — «3aCTyIHH-
KaMH, TOKPOBUTEJISIMHU, a IOPOU U yUUTENS-
mu Beenenckoil niepksu» [ 5, ¢. 264].

My3bIKaJdbHBIA CMBICH, COACPKAIIUICA
B XapaKTEPUCTUKE JTyXOBHOTO OOJIMKA TO-
crioxku JluyaH, Kak MOKHO IPEATIONIOKUTh,
Obu1 mepenan IlyleHKOM CKBO3b TPHU3MY
ONPEAEIEHHBIX ITPEACTaBIeHUN bepHanoca
0 CBATHIX: «B HHUX BOIIOTMIACHh TaiiHa TBO-
peHus <...> OHM MOJHOCTBIO OCYIIECTBUIN
ce0st B MUJIOCEPIUU XPUCTOBOM U KaXK[IbIi
13 HUX, N0 cioBy amnocrona [lasna, cam
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cTaJl XpUCTOM» [TaM ke, C. 262]. YnomuHa-
Hue bepHanocom mmenu amnoctona Ilapna,
aBTopa 14 nocnanuid, Bxonamux B HoBblil
3aBer, a Takxke nperBopeHue llymeHkom
B 4 cuene 4 kaptunsl Il gelictBus «/luano-
TOB KAPMEJIMUTOK» CMBICIIA OJJHOTO U3 IOCIa-
Huil [1aBna, Kak MpeacTaBiIseTCs, CBSI3aHbI
110 CMBICJTY C U3BECTHBIM PACCKa30M O Uy/JIe,
COIIPOBOXKJIABLIEM CMEPTh ATOTO aIoOCTOJIA
B Pume: «Ero orpyOneHHast rojoBa BbITOBa-
puBaet B nocyueanui pa3 umsa Mucyca Xpu-
cta» [6, c. 342]. Takum 00pa3oM, acIeKT
«CBSITbIE U MYYECHUKH» B3aUMOJICHCTBYET
C LIEHTPOM JYXOBHOT'O MPOCTPAHCTBA OIle-
pBI, T1Ie HaXoauTCst 00pa3 Xpucra (JIoroc).

MonuTBbI U TMMHbI Ha NaTbIHW
KaK acnekT JyXOBHOro CMbICNa onepsb|
«[nanorn KapMenuToK»

MonuTBbBl U TUMHBI Ha JIATBIHU BBITOJI-
HAIOT B omnepe «Jluanoru KapMeIuTOK»
(GYHKIMIO yTBEpXKACHUA €€ ITyXOBHOTO
cMbIciia. XpUCTUAHCKHUE CBATHIHU HAIlOMHU-
HAIOT O TOM, UTO KPaTKOBpPEMEHHAs 4eJIoBe-
YyecKasl KU3Hb — 3TO 0000IIEHHOE U3JIOXKE-
HUE «COZAEPKAHUS» TAaHHOTO MPOU3BEIECHUS,
a MOJUTBBI U TUMHBI — €ro OeccMepTHBIC
dopmynsl/popmel. Tak, B 1 kapTuny
Il neitictBus Ilynenk unHterpupoBan ¢par-
MEHT YMHOOTIIEBAHMSI, OTKPHIBAEMBIN CIIO-
BamMu O Jlazape u 3aBeplIaeMblii KaHOHU-
yeckor (popMysnoil 3aynOKOWHON CITY>KOBI:
«Tu eis, Domine, dona requiem, et locum
indulgentiae. Amen» [4, p. 103]. Ha3Ban-
Has MOJIUTBA MpPUBHECIA B MPOU3BEACHUE
JBIXaHUE BEYHOCTH.

ITynenk nomnarai, 4To Ha TEKCTaX JaTUH-
CKUX TMMHOB U MOJMTB KaTOJIMLIU3M JEp-
xuTca 1 B XX Beke. Kommosuropy Obu1o
W3BECTHO M 00 ujesx MOOOPHHUKOB JTUTYP-
rudeckoi pedopmsl, 1 00 U3MEHEHUHU 00-
JIMKa KaTOJWYECKOM MecChl (HOBBIM YWH
Mecchl 0buT u3san B 1970 romy, crycts rox
MIOCJIE CMEPTH KOMIIO3UTOPA). AHAIU3ZHUPYS
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cyTh nanHoit pedopmsl, C. C. ABepuHIIEB
OTMe€YaJl B IEPBYIO OUEPEb, UTO JIATUHCKUMA
A3BIK «YCTYHHJI MECTO COBPEMEHHBIM Hallu-
OHAJIbHBIM sI3bIKaM...» [6, ¢. 672—673]. Ho-
BbIE BESTHUS KaTOJIMIIM3Ma HE OKa3allu BO3-
JEUCTBHS HA TyXOBHBI MUP KOMIIO3UTOPA.
OtHomenue I[lyneHka Kk HHTETpUPOBAHHBIM
B onepy «Jluajoru KapMeIUTOK» MOJIUT-
BaM U T'MMHaM Ha JIaTbIHU YMECTHO BbIpa-
3UTh CJIOBAMH Karojimdyeckoro ¢umocoda
n Mmeiciurens JK. Mapurena, orMeuasie-
ro: «llepkoBb, Karoquuu3M, — 3TO BEIIH
[0 CyTH CBEPXbECTECTBEHBIE, HATKYJIBTYp-
HbIE, U 11eJIb UX — KU3Hb BeuHas» [7, c. 58].
MoauTBBl U TUMHBI Ha JATBIHU COOOILAIOT
OCOOEHHBI PUTM LIEHTPOCTPEMHUTEIILHOMY
BUly IBUKEHUS, B3aUMOJIEUCTBHIO pa3iiny-
HBIX aCIEKTOB CMbIC]Ia B JyXOBHOM IHpO-
CTpaHCTBE «/l1ManoroB KapMeIUTOK.

XyI0KECTBEHHAss KOHLENUUS ONepbl
00001IMIa TYXOBHBIN CMBICT O0JIee IeCITH
IIPOU3BEJICHUM, CO3/1aHHBIX KOMIIO3UTOPOM
B nepuon 1939-1953 rogos. 3amonro 1o
«/Inanoros xapmenutok» Ilynenkom Obuin
HaIlMCAaHbl MAPTUTYPBI IJIs1 YETBIPEXTOJIOC-
HOTO CMEIIIAaHHOTO Xopa a cappella «Salve
Regina» (1941) u TpEXTroIOCHBIA MOTET
JUTSL JKEHCKUX TOJIOCOB «Ave verum corpus
(1952).

MonutBa «Ave Maria» B 3 crieHe 2 Kap-
TrHBI I 1eficTBUS Onepsl ABISETCA HEOThEM-
JIEMOM YaCThIO MTPOCTPAHCTBA €€ TyXOBHOTO
cmbicna. OOpamenne k llapuie CBATHIX,
IIpecesaroit [lee Mapun, «3amaér CBOO
Mepy BceoOIrero, ero Konteke [8, ¢. 410].

B 4 xapruny Il neiicTBUs KOMIO3UTOP
BKJIFOYMJI TUMHHUYECKUH CTUX «Ave verum
corpus»; B 4 kaptuny III neficTBusi — THMHBI
«Salve Regina» u «Veni, creator Spiritusy.

ACHEKT «MOJMTBBI U TUMHBI Ha JIATbIHI»
B onepe «/luanoru KapMenuToK» yTBepKaa-
€T WJEI0 CHUHTE3a BPEMEHH U BEYHOCTH.
B uentpe cucTemMbl B3aMMOAECHCTBYIO-
IIMX aCMEKTOB AYXOBHOIO CMBICJIA OIEpbI
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«/lmanmoru KapMeIMTOK» HaXOIUT- .
cs1 o0opa3 XpwucTa (Jioroc).

=
BsaumoseiictBue B mpowms- E’ BE
BEJICHUU AaCTIEKTOB JYXOBHOTO % Eg H
CMbICJIa YCJIOBHO MPEACTABICHO 3 ' 293
Ha pHC. 2. it
B mpocrtpaHcTBE ITyXOBHOTO -5
CMbIciIa omnephl «/luanoru kap- N
MEJIUTOK» Pa3IMYaroTCsl Clery- T~
IOIIME ACTICKTHI: T
— bnaronate, mepemaya 6na- %,
rogaTd M TOPSAOK OirarogaTu Xpwcroc
CasToro I[yxa; LiexTp (1010C) AYXOBHO
— BsaumogeiictBue MeEKXIY ‘\\ 3 cMuiCna npowIBEACHYA
0J1aromaTbi0 U €CTECTBOM 4YEJIO- | %,0’ S
BEKa; y4acTHe YeJIOBeKa B JieJax \\ it om0
Onmarogarty; _ P
— EnMHCTBO acKeTMYECKOIo U —t
MHUCTUYECKOTO aCIEeKTOB JyXOB- .
HOM KU3HM MOHaXHHb-KapMe- $5 g g H
JUTOK, MPOTEKAOIIEH 1Mo 6aro- LY £
JIaTH; ] ' §§
— Caartbie 1 myueHuku. O6et i
MYYE€HHUUYECTBA B IPOU3BEACHNUH;
— Pacxoxnenue BO B3DIsgaxX v
MOHAXUHb-KapMEJUTOK Ha MOps-
JIOK TyXOBHOM KHU3HU; Pyc. 2. BaaumopeiicTBie acekToB AYXOBHOIO CMbICNa
— MOJIUTBBI ¥ THMHBI HA Jia- B onepe «[uanory KapMenuToK»
TBIHU — XPUCTHAHCKHUE CBIATBHIHU Fig. 2. Schematic interaction of spiritual aspects
B OIlepe. in Dialogues of the Carmelites
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Abstract. At present, the theory of musical form is still dominated by the notion that elements
of sonata form in composition began to penetrate into vocal genres or, more specifically, into
the opera aria only by the end of the 18th century, when they had already been fully established
in instrumental music. In the latest studies devoted to sonata forms, both in Russia and in other
countries, there is no mention of the emergence or manifestation of the principles of sonata in
opera and vocal music. Nevertheless, in Italian aria (both in serious and comic opera) the principles
of sonata form have been forming intensively since the end of the 1720s, i.e., long before these
processes were noted in instrumental music.

The article analyzes the composition in a number of arias from serious and comic operas by
Leonardo Vinci, Johann Adolph Hasse, Giovanni Battista Pergolesi and Gaetano Latilla. In these
arias, the sonata principles are reflected in the compositional, thematic and tonal-harmonic planes.
All arias are variants of the early two-part (binary) sonata form enclosed by the outer sections
of the da capo. The conclusions are as follows: 1) sonata form in arias is based on interaction
with the strophic arrangement of the poetic texts containing figurative contrast; 2) sonata form
was established in stages, from a distinctly structured exposition (without clear signs of sonata
in the second section of the form) to a full binary sonata form with thematic repetition and tonal
subordination in the reprise, the priority role in this process played by comic opera.
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Annomayusn. B HacTod1iee BpeMsl B TEOPUH MYy3bIKaIbHON ()OPMBI TOCTIOACTBYET yOEXKICHNUE,
YTO B BOKAJIbHBIE JKaHPbI, KOHKPETHEE, B ONIEPHYIO apUI0 SJIE€MEHThI COHATHON KOMIO3HUIIMH CTaJIN
IIPOHMKATH JINIIB K KOHITy X VIII Beka, Korjja OHH y>Ke ITOJTHOCTBIO CII0KUIMCh B UTHCTPYMEHTAJIBHON
My3bIKe. B HOBEHIINX MCClIe0BaHUAX COHATHOM (DOPMBI, KaK OT€UECTBEHHBIX, TaK U 3apYOEIKHBIX,
IJ1aBbl O TIOSIBJICHUM WJIM TPOSIBICHUM MPUHIUIIOB COHATHOCTH B OINEPHO-BOKAJIbHOW MY3bIKE
OTCYTCTBYIOT. TeM He MeHee B UTabsHCKON apuu (Kak B paMKax Cepbe3HOM, Tak U KOMHYECKOI
OTephl) IPUHLIUIIBI COHATHON KOMIO3UIIMM MHTEHCUBHO CKJIAJIBIBAIOTCS YK€ BO BTOPOU MOJIOBUHE
1720-x TO10B, TO €CTH 33/I0JITO JIO TOTO, KaK ATH MPOIECCHl OTMEYEHBI B 00JIaCTH MHCTPYMEHTATbHON
MY3bIKH.

B crarpe mpuBoAMTCS aHAIU3 KOMIIO3ULIMU B psie apuil U3 CEPhE3HBIX U KOMUYECKHUX OIep
Jleonapno Bunum, Woramna Aponnpda Xacce, /[>xoBanuu bartucter Ilepronesu, ['astano
Jlarunnpl. CoHaTHblE MPUHLMIBI B HUX HAIIM BBIPAXKEHHE B CTPYKTYPHO-(YHKIIMOHAIHHOM,
TOHAJIbHO-TAPMOHHYECKOM M TeMaTHYeCKOM IUIaHaxX. Bce apum mpencTaBisioT coO0i BapHaHThI
JByX4aCTHOU (ABYXKOJIEHHOM) CTapUHHOW COHATHON (QOopMBI B paMKax KpaWHHUX pa3ieaoB
¢dopmel da capo. B 3akimtoueHune cienanbl BHIBOABL: 1) coHaTHas ¢opma B apuu CKJIaJbIBaeTCs Ha
OCHOBE B3aUMOJICUCTBUS CO CTPOPUIECKOM OpraHU3alMUe MOITUUECKOTO TEKCTa, COACPIKAIIETO
00pa3HbIi KOHTPACT; 2) CTAaHOBJIEHHWE COHATHON (OPMBI MPOXOAUIIO CTAAUAIBHO — OT SICHO
CTPYKTYPHUPOBAaHHOM SKCIIO3UIIUH (03 YETKMX MPU3HAKOB COHATHOCTH BO BTOPOM YacTu (hOpMBI) 110
MOJTHOM ABYXKOJIEHHOM COHAaTHOM (hOPMBI ¢ TEMAaTHUYECKUM ITOBTOPOM U TOHAJIbHBIM MOAYNHEHUEM
B perpuse, MIPUOPUTETHYIO POJIb B 3TOM Ipoliecce urpajia koMmuyeckas omnepa. Ctarbsi COOEpKUT
HOTHBIE IPUMEPHI U TaOJIUIIBI.

Knrouegwie cnoea: conarnas popma, utanpsackas onepnas apust X VIII Beka, crpoduxa

Jna yumuposanusn: Jlyuxep I1. B., Cycunko U. I1. Ctpoduka u COHaTHOCTh B UTATBSTHCKOMN
onepHoii apun 1720-1730-x ronos // IIpobnaemsl My3bikanbHOM Hayku / Music Scholarship. 2021.
Ne 4. C. 63-75. DOI: 10.33779/2782-3598.2021.4.063-075.

“After Francesco Algarotti’s Saggio preface to the collection of articles following
sopra [’opera in musica (1755-1763), the the 2006 International Conference on
da capo Aria acquired a bad reputation Italian Aria [1, p. 515]. The critical attitude
among theorists” — with this thesis Lorenzo  towards opera seria as a “costume concert”
Bianconi and Michel Noiray began the prevailed until the last third of the 20th
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century and contained aesthetic and even
ideological underpinnings. It is unlikely,
however, that this was the reason why the
aria, and not limited to the da capo variety,
found itself virtually beyond the research
field of the theory of classical musical form.
The decisive role played the conviction in
the unconditional priority of instrumental
genres as the basis for the musical
principles of composition themselves. As
a consequence, vocal forms were assigned
a purely marginal position, and, obviously,
there could be no question of their influence
on the creation of forms in instrumental
music. In this essay we focus on an issue
the very formulation of which would appear
unconventional, namely the role of Italian
aria in the evolvement of sonata form.

The history of sonata form in 18th-
century music has long attracted the attention
of researchers. In Russian musicology, as
early as in the decade of the 1970s, works
appeared in which the sonata “prehistory”
was carefully analyzed [2; 3]. Notably, the
only mention of sonatas in an opera aria was
associated with Mozart’s arias of the 1780s,
when the classical sonata form had already
been fully established in instrumental music
[2, p. 32].

The same tendency prevails in
musicology outside of Russia, but there are
important exceptions. Alfred Einstein, in
his book about Mozart (1945), outlined the
priority of Italian aria in the development
of at least one instrumental form:
“... historically speaking, ... the form of the
monumental aria was perfected, in the works
of Stradella and Alessandro Scarlatti, earlier
than the concerto, so that the concerto was
actually fashioned after the aria” [4, p. 357].
The influence of this idea is noticeable in
the subsequent fundamental studies. For
instance, in Charles Rosen’s book, Sonata
Forms (1980), a whole chapter is devoted to
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the aria and its features that conduced to the
formation of the compositional structure of
the sonata [5, pp. 28—70]. Rosen discovers in
vocal music the origins of three of the five
types of sonata form designated by him —
the second (sonata without the development
section), third (the early type of sonata) and
fifth (concerto-type sonata), based on the
similarities in the unfolding of the tonal-
harmonic plane. He also distinguishes a
special “arioso type” of the early two-part
(binary) form with the tonal plan T-D/T-T
[5, pp. 28-29] as the origin of the
sonata without the development section.
Nevertheless, he ignores the way the
functional and thematic relations have been
formed in the composition of the aria. This
classification was later relied upon in a
seminal study by James Hepokoski and
Warren Darcy, who also share Rosen’s position
on the role of the arias in the formation of
sonata form — albeit, without mentioning or
analyzing any specific examples [6, p. 348].
In general, until recently, the formation
of sonatas has been considered almost
exclusively within the domain of instrumental
music. If we summarize the “merits” of
arias in this process within the context of
existing works, we can find mentions of the
role of da capo in establishing the three-
phase composition and concerto principles
[7, pp. 145-165], and of the “arioso type”
of the early binary form [8, pp. 38-39]. The
only important observation that should be
pointed out is the one in Reinhard Strohm’s
work (1976) devoted specifically to Italian
arias of the early Settecento. Here the author
mentions one of the arias from Leonardo
Vinci’s opera Semiramide Riconosciuta
(1729), describing in the first section of the
early binary form as a presage of sonata
thematic contrasts [9, pp. 64—65]. But even
in these rare cases, the composition in the
aria was almost always considered only
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from the point of view of its pure musical,
“instrumental” component, disregarding the
coordination of the music with the structure
and logic of the poetic text. In recent years,
this situation has begun to change. A recent
work, an article by Nathan John Martin
once again focuses on Mozart’s arias in
connection with sonata form [10]. Following
that article, Graham Hunt suggests revising
the approaches to the analysis of opera forms
and their interrelation with instrumental
forms [11]. In the early 2000s, the issues
of form-generation in Italian arias were
discussed in detail in the book by the authors
of this article, among other things from the
point of view of the variatys of sonata form
in the arias from the 1720s and 1730s [12];
later, sonata forms in arias were examined in
the article by Dana Nagina [13]. In parallel
to the works written by experts on opera
music, studies appeared (albeit, only a few
in quantity) devoted to form-generation in
instrumental music of the second half of the
18th century, which noted points of contact
with the compositional principles of aria
da capo — in particular, in Haydn’s early
sonatas [14]. But a substantial correction of
the ideas about the place of the 18th-century
operatic aria in the mainstream evolution of
musical forms, including sonata form, is
still a distant prospect. One could probably
agree with the judgments that have been
prevailing until now and refuse to develop
the issue any further, if it were not for the
abundance of examples in Italian operas of
the 1720s and 1730s which contradict the
generally accepted opinion. Observations
on the historical material shows that the
basic principles of sonata form were already
taking shape at that time in vocal opera music
and thus influenced the instrumental music
later on. In other words, cantare (sing) was
in this case just as important a foundation
as — if not more important than — suonare

66

(play), although this seems to contradict the
very etymology of the word “sonata”. The
two decades (the 1720s and 1730s) attract
our attention primarily because they cover
the period from the first signs of sonatas in
arias to their almost perfect crystallization
and the appearance of complete early sonata
forms.

Although the ways and means of
shaping the sonata form in the opera
seria and in comic genres were somewhat
different, in both cases the main impulses
for the development of the musical form
on the way towards sonata, in our opinion,
originated mainly from the changes in the
nature and logic of the texts of opera arias
of the 1720s.

By the 1720s, the poetic text in the da
capo arias, with rare exceptions, consisted
of two stanzas. The repeated initial stanza
served as the basis for the outer parts of the
da capo form, the second — for the middle.
Most often, both the poetic text and the
music manifested one affect or one maxim;
between the outer and the middle sections,
along with similar thematism, there usually
was a modal contrast as well. If the verse
intended for the aria and inscribed in the
development of the plotline contained a
sharp semantic opposition and encapsulated
the character’s contradictory state, then the
contrapositions were clearly and rationally
distributed between the two sections of the
aria. In this case, the da capo forms with the
contrasting middle sections appeared, but
each section separately retained its internal
static unity. In other words, just as earlier
in the 17th century, in the first decades of
the 18th century the strophic organization
of the text played a dominant role in the
overall composition of arias.

By the early 1720s, however, poets
had developed a taste for the dynamic
presentation of conflicting states. “Son
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regina e son amante”
(“I am a queen and I am a
woman in love”), declares

Scheme 1. A verse from the text to Vanesio’s aria Un Marte furibondo (1, 2)
from the intermezzo Larinda e Vanesio (lib. by A. Salvi)

Dido in her entrance aria in A
the first published libretto

of Pietro Metastasio’s B | un amorino bello,
. se muovo al ballo in pie,
Didone abbandonata, and C |ant

Un Marte furibondo
sar0 nel far duello, ah!
Ma tutta leggiadria,

Like an angry Mars

I will fight in duel, ah!

And nothing but the very grace,
A charming Cupid

I will when I start dancing,

ah!

this opposition is presented
very dynamically — within
a single line. In 1724, expressing such
a conflict in musical composition was a
rather challenging task. Domenico Sarro
and Leonardo Vinci — the composers of the
first operas on Metastasio’s libretto — found
a common emotional “denominator” in the
pathetic intonation of the statement. Sarro
emphasized the amoroso affect in Dido’s
A-major graceful aria; Vinci attributed
the dominance to agitato, the unrestrained
onslaught of motor movement in the
rhythm of the C-major Tarantella — the
fast, energetic speech of the queen, who
realizes her greatness, but at the same time
is captured by the frantic passion of love.
Practically at the same time the next step
was taken: the composition of arias in which
the clash of affects gave the impetus to the
birth of a sonata exposition with thematically
and functionally independent primary and
subsidiary sections. This became possible
when each of the contrasting images was
given its own place in the poetic stanza. The
aria of Vanesio from Johann Adolph Hasse’s
intermezzo Larinda e Vanesio (1726)
composed to the libretto by Antonio Salvi
(an adaptation of Moli¢re’s Le Bourgeois
Gentilhomme) can be considered one of the
first examples of this kind. Vanesio is seized
with vain dreams of becoming a nobleman
in order to terrify his rival duelists and win
hearts at balls. Two contrasting images
collide in the text of the aria — the furious
Mars and the lovely Cupid coming together
right in the first stanza.'

Hasse draws on this opposition, which
leads to an innovative solution for that time:
the introduction of sharp thematic contrast
within a single musical structure. “Martial
music”, imitating the beating of drums and
the flare of the trumpet, appearing in a small
ritornello and in the opening section of the
first two verses, is suddenly replaced after
the caesura by a supple, graceful minuet.

J. A. Hasse. Vanesio's aria
Un Marte furibondo (l, 2)
from the intermezzo Larinda e Vanesio (1726)

Example No. 1

Pres(:l Rit. (PT)
B4 g Violini
Gt =

v
PT y,
5 ~ \lnrsl% v oo PP
Su

;@rﬁfﬁfiv = TEaaassails:
e hd 14 4
do

bel-lo, semuovo al balloin pievoal bal-loin pic.ah!

In this aria, only the exposition can be
considered as being in sonata form. In the
second section neither the primary nor the
subsidiary theme groups are repeated. The
aria of Semiramide (II, 12, libretto by Pietro
Metastasio), mentioned by Reinhard Strohm
in his study [9], assumes exactly the same
form — that of a sonata exposition added by
the second section with a developmental
passage and closure of the section. The
heroine, betrayed by her lover, laments
her fate (the first of the three stanzas) and
immediately hurls ireful reproaches at her
abuser (the second stanza).
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Example No. 2 L. Vinci. Semiramide’s aria Tradita,
Sprezzata (I, 12) from the opera seria
Semiramide riconosciuta (1729)
PT
=0 Ry g A lg,
L R e s R B e e S IS
A v——e — =g ~v 7= %rv
Tra - di-ta, sprez-za-ta,che pian-go, /, r-lo? Se pie-no dor- Lg deil do - lor:
Add —'l’r

In general, such a hybrid, “partial”
sonata form can be found in many arias
of operas seria and buffa of the second
half of the 1720s, and therefore it can
be considered to manifest the primary,
preparatory stage in the formation of
the vocal sonata structure. It contains all
the necessary indications of the sonata
form’s exposition. It includes a distinctive
deployment of the tonal plane; there is also
a compositional-syntactical structure, in
which the moments of material exposure,
of the transition preparing a new,
alternative exposure, and the conclusive
constructions with all the necessary zones
of cadences and caesuras are distributed
in a strictly defined sequence. They
serve as the basis for the
functional plane of sonata
form with its inherent
sequence of the primary

a recapitulation appears: not only does
Hasse present the subsidiary theme group
in the main key, but the primary theme
group as well. Thus, the overall profile of
the composition corresponds not to the
early, but to the quite mature form of the
sonata without a development section.?

Scheme 2. Composition of the first section
of Scintilla’s aria Pit viver non voglio (1, 3)
from the intermezzo by J. A. Hasse
Scintilla e Don Tabarano (1728)

(Stanza) A B A | A B A

(Mesures) 7 12 15 19 22 26 30 35 39 43

Rit - T' - Tr. - T2 - T*- Rit. | T! - Ce.- T2- T3 - Rit. ||
t -t - trn- deI0I I |t -t -D)-t - t I
(PT) - PT - Tr. - SS(-M) - CS |PT -Tr. - SS(-I) - CS ||

And in this case, the occasion for the
thematic juxtaposition comes from the
poetic text and the stage conditions. Scintilla
manipulates the host by acting out a scene
of disappointment in life in front of him.
She comments on his reactions in asides and
meanwhile manages to slap Corbo, the servant
(walk-on part) who is trying to spoil her game.

Scheme 3. A verse from the text to Scintilla’s aria Piu viver non voglio
from the intermezzo Scintilla e Don Tabarano (lib. by B. Saddumene)

theme group, transition, A g:'stvi::;r"‘i‘::a:’gg“°
subsidiary theme group M'uccide il Cordoglio
. . Mi man...ca gia’l fia...to
and conclusive sections. B |(Ei piange! Vo’ in poppa
The emergence of full- Che gusto: € tu schioppa).
A’ | Mi sento morir.

I no longer want to live,

pitiless destiny:

The sorrow is killing me...

My bre... ath is already fai... ling.

(He’s weeping! Everything is going fine.
What fun: and you can burst!)

I feel that I'm dying!

fledged sonata form in
arias did not take long. It
appeared at the end of the decade. The solos
from Hasse’s intermezzo Scintilla e Don
Tabarano, composed only two years later
(1728, libretto by Bernardo Saddumene),
can hardly be criticized for being
“immature.” Scintilla’s aria from the first
movement demonstrates sonata elements
naturally and effortlessly. Moreover, here
it is not merely an exposition present here;
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As a result, here, albeit, somewhat
different from the text of Vanesio’s aria,
there 1s also a contrast of moods, which
did not escape Hasse. The primary theme
group (the first two verses) openly parodies
the topoi of despair and wrathful complaint
characteristic of serious opera. The next
two verses go against the background of
the transition move with expressive sighing
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motives in the vocal part. A clear caesura
is followed by the a parte retorts, and on
the last verse Scintilla returns to acting
again. This time, the complaint is mixed
with hope: new thematic material emerges
— the soulful ascending sixth move in the
relative major.

The complete early
sonata form soon appears
in opera seria as well.

Two main tendencies can be distinguished
in its subsequent development. The first
trend is the intensification of the musical
contrast between the two theme groups, and
the realization of figurative and narrative
motifs that oppose one another in the poetic
text.

Scheme 6. A verse from the text to Vitellia’s aria Come potesti, oh Dio
from the opera seria La clemenza di Tito (lib. by P. Metastasio)

In the aforementioned S—
. . . . A Come potesti, oh Dio!
Semiramide Riconosciuta Perfido traditor...
(1729) by Vinci, the outer B |4 che a rea son o!
- X ento gelarmi il cor,
sections of da capo in C | Mancar mi sento.

How could you, oh God!
Faithless traditor...

Ah, I am the guilty one!
My heart turns to ice,

I feel faint.

Tamiri’s aria (I, 5) are
arranged as a full-fledged early sonata form
with the two independent theme groups.

Scheme 4. Composition of the first section of Tamiri's aria
Che quel cor (1, 5) from the opera seria
by L. Vinci Semiramide riconosciuta (1729)

(Stanza) A .on B | A B ... B
21 26
Tr. - T2 Tr.- T? - Rit. ||

(Mesures) 8 12 13 16 19
Rit - T' - Tr. - T>- Rit. | T' -
T -T -®-D-D |D-trIH-T -T DO-T - T I

Rit.- PT - Tr - ST - CS |(PT) - - T -SP-Tr. -ST- CS ||
(1'r?) ) ')

27 30 31 32

The poetic stanza contraposes not as
much states and images as emotional or even
stage ‘“gestures”: the haughty bridegroom
with his imaginary love and the heroine
who rejects his flattering speeches.

Scheme 5. A verse from the text to Tamiri’s aria Che quel cor
from the opera seria Semiramide riconosciuta (lib. by P. Metastasio)

The classic expression of this tendency
i1s Vitellia’s Aria from Act II of Hasse’s
La clemenza di Tito (1738, libretto by
Metastasio), in which two antithetical affects
collide: the angry accusation of the murder of
Titus, addressed to Sesto, and the complaint.

J. A. Hasse. Vitellia’s aria
Come potesti, oh Dio (11, 6)
from the opera seria La clemenza di Tito (1738)

Example No. 3
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Five times Hasse
contrasts the musical topoi
of the arias di sdegno and

A | Che quel cor, quel ciglio altero
Senta amor, goda in mirarmi

.- Non lo credo, non li spero.

B Tu vuoi farmi insuperbir.

That this heart, these haughty eyes

Are full of love, enjoy my appearance,

I do not believe in this and do not hope.
You just want to conquer me with flattery.

lamento  (counting the
middle section and the

In the 1730s, sonata form within the
Italian da capo aria occurred more and more
frequently, both in operas seria and buffa.

repetition of da capo),
in which all the musical-
expressive components differ: the tempo
(presto and larghetto), the time signature
(4/4 and 3/8), the intonational structure
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(declamatorylinesand graceful ariosotunes),
the texture (the stormy chord repetitions of
strings and the gentle echoes of the violins),
and finally, tonality. The inherently strophic
alternation of the contrasting sections is held
together by the tonal plane characteristic of
the early sonata form: G-g—-B/B—g-G || e-a
(the middle section of the da capo aria).
This aria raises a number of questions
essential to the theory of sonata form. The
main one is the role of the thematic and tonal-
functional disposition in the formation of the
classical sonata structure. On the one hand,
the thematic juxtaposition, as it is presented
in the Vitellia’s aria, bears the obvious
imprint of the strophic principle of musical
arrangement: the contrasting sections seem
to meet “end-to-end”, with a sharp contrast
intensifying this impression so much that
it almost alleviates the elements of the
development and preparation of the new
theme in the transition. The first element
of the transition part takes on the value of
a separate, intermediate theme. In other
words, the thematic contrast reduces the
functional subordination of the sections and
the coherence of the development in sonata
form. On the other hand, such a thematic
disposition evokes a connotation of an
important quality of the sonata dramaturgy
formulated by Yuri Tyulin — the dynamic
conflux and the intensive preparation to
subsequent sections of the form and themes
[15,p.251-252]. Inthe case of Vitellia’s Aria,
one can speak about the full-
fledged implementation of
the principle of derivative
contrast, about the
emergence of the musical

two theme groups and the pitch contour of
their constituent motifs possess a noticeable
similarity: two rounded motifs playing with
the suspension, a descending stroke within a
sixth, and at the end — the motion along the
sounds of a triad.

Contrast, as we know, cannot be
considered to be the sole, or even the main
argument of sonata form; the decisive role
is certainly provided by the tonal-harmonic
relations and the nature of the transformation
of the thematic material. In other words, it
is not the presence of contrast in itself that
is important, but how it is interpreted in
the context of evolvement. It is natural to
expect purposeful processes of this kind
from the instrumental variety of sonata
form. But Vitellia’s Aria also demonstrates
a number of impressive solutions: in the
recapitulation of the early sonata form, the
subsidiary theme group is expanded, and its
developmental function is strengthened.

A version of the thematic material
dynamic conflux typical of comic opera
can be found in the entrance aria of Don
Pancrazio, the main character of Gaetano
Latilla’s La finta cameriera (1737, libretto
by Gennaro Antonio Federico and Giovanni
Gualtiero Barlocci). Pancrazio dreams of
marrying a young maid, unaware that she
is a disguised man, his daughter’s secret
suitor. The hero experiences an unceasing
storm of passions and compares himself to
an anthill or a hornets’ nest.

Scheme 7. A verse from the text to Don Pancrazio’s aria /o ho un vespaio
from the commedia in musica La finta cameriera
(lib. by G. A. Federico, G. G. Barlocci)

material ofthe transition and AL pa
.« g a capo a pic,
the subsidiary theme group posp
from ‘Fhe primary theme B
group, its re-intonation. The C | Ohime, ohime, ohimé!

Io ho un vespaio, un formicaio

mi sento ohimé
11 sangue friggere e mille pungoli
Mai stanno il core a punzicchiar,

I’ve got a wasps’ nest, or anthill inside me.

From my head right down to my toes,
alas, it feels like

My blood is boiling and a thousand stings

Are pricking my heart.

Alas, alas, alas!

syntactic structure of the
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Latilla finds reasons for
these thematic contrasts
in the juxtaposition of the

Scheme 8. A verse from the text to Licida’s aria Mentre dormi Amor fomenti
from the opera seria L'Olimpiade (lib. by P. Metastasio)

emotions of anxiety and

A
B
self-pity. At the same time, c

Mentre dormi, Amor fomenti
il piacer de' sonni tuoi
con Il'idea del mio piacer.

May love foster within your sweet dreams
the idea of my pleasure
whilst you enjoy your slumbers.

he resorts to the repetition

of the verse “Mi stanno

il core a punzicchiar” (... are picking my
heart continuously), but he interprets it
musically in different ways: first in line with
the “stormy” topos (in the transition), and
the second time (in the second subordinate
theme) — “pitifully”, sobbing painfully,
feeling punctures in his heart in a bizarre
melody descending almost in whole-tones.

G. Latilla. Don Pancrazio’s aria
lo ho un vespaio (1, 3)

from the commedia in musica
La finta cameriera (1737)

Example No. 4

Allegro assaiP,r P =

o

et . e foee, .
E 4{3uzmm{—;ﬁ*ﬁ“—'ﬁuf—;ﬁ‘%;’ﬁ!ud—/—wwﬂﬁ—ﬂ
n da ca - po a pie’, mi sen-to ohi
L
. S"(mf\ s

loho un ve - spa - io,

9
- ' o
SEESEe s

anno il co-re a pun-zic-chiar,  Ohi - mé, ohi -
ST?
-

= Hﬁ:&@ﬂ&ﬁﬁaﬁﬁﬁjﬂfﬂf

il coreap

s o

ohi - mé!misan-noil coreay

The second trend in the development of
the sonata form in vocal music in the 1730s
is associated with a greater freedom in its
use, without direct reliance on the poetic text
and impulses of the plot and content. The
sonata structure becomes to a greater degree
a musical phenomenon proper; its internal
arrangement is not directly conditioned by
the poetic text, but is only coordinated with
it, sprouting from its interpretation by the
composer. A typical example is Licida’s
aria “Mentre dormi Amor fomenti” (I, 8)
from Giovanni Battista Pergolesi’s opera
L’Olimpiade to Metastasio’s libretto (1735).
The poetic text depicts a pastoral scene in
which the hero wishes his friend a peaceful
sleep in the bosom of nature.
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The aria is undividedly dominated by
a magnificent vocal melody, perfect in its
independence from any specific imagery,
whether visual or verbal; there is not a trace
of orchestral or vocal sound imitation in the
score. In the outer sections of the da capo
aria Pergolesi incorporates the sonata form
with the clearly outlined primary theme
group, transition, subsidiary theme group
and conclusive sections (the tonal plane
T-D—/T-T). Although the themes do not
contrast sharply, they boldly emphasize one
another, creating the picture of a serene
musical idyll. At the same time, in the text,
there is no preplanned difference in their
character.
Example No. 5 G. B. Pergolesi. Licida’s aria
Mentre dormi Amor fomenti (1, 8)
from the opera seria L'Olimpiade (1735)

il pia -

N \ S
SLU=nr=EtEAESEEEEE

3
- de-adel mi - o pia - cor  conli-

) s seeag ::' e Ty mr o ﬁlsﬁ‘r‘

e e e e e
dea— del miopia - cer; del mio_ pia - cer, . del r
Another example from Pergolesi’s

music, this time from his commedia in
musica, Lo frate ‘nnamorato, to the libretto
by G. A. Federico (1734), shows that
even in comic opera sonatas are not only
present in burlesque arias, but likewise
combine perfectly with lyrical scenes.
Nena, the heroine of the opera, suffers
from unrequited love, but does not want to
indulge in sorrow.
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Scheme 9. A verse from the text to Nena’s aria E strano il mio tormento
from the commedia in musica Lo frate ‘nnamorato (lib. by G.A. Federico)

they illustrate the general
trends in Italian opera
of the 1720s and 1730s.

A E strano il mio tormento My torment is strange : :
E vano il mio martire. And my martyr is in vain. Analytlcal observations
B | No che nol puoi soffrire No, you cannot therefore suffer allow us to answer the
C Povero amante cor. Poor heart in love. .
question posed at the

In the poetic text there are no direct
reasons present to contrast different moods;
but Pergolesi traces in it the shades of joyful
anticipation (the primary theme group and
the transition) and of sadness and anguish
(the subsidiary theme group). All of this
makes use of the same poetic text, which
with minor variations is expounded upon
many times in the aria.

Scheme 10. Unfolding the text of the verse from Nena’s
aria E strano il mio tormento from the commedia in musica
Lo frate ‘nnamorato (G. B. Pergolesi)

(Sanza) A BC A’ BC B’C | A A BCB’C

The music, however, unfolds its
own sonata “narrative,” which is very
conditionally and arbitrarily coordinated
with the poetry.

Example No. 6 G. B. Pergolesi. Nena'’s aria
E strano il mio tormento (1, 10)
from the commedia in musica
Lo frate ‘nnamorato (1732)
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The arias we have mentioned are not
i1solated examples, albeit very striking ones;
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beginning of the article —
about the role of opera arias in the formation
of sonata form. First of all, there is hardly
any doubt that sonata form emerged in a
clear, consistent way, and long before its
manifestation in instrumental music, within
the framework of Italian operatic aria.
It was formed on the basis of the interaction
of different thematic spheres, for which
one of the main impulses was the poetic
text and its strophic organization. In the
first instance, an initial role in this process
was played by the comic opera, with its
characterizing qualities and propensity
for sharp, at times exaggerated, figurative
contrasts within the same solo vocal
number.

The shaping of sonata form on the
operatic “foundation” was stadial. The
clearly structured sonata exposition was the
first to declare itself in the 1720s, and it was
this that heralded the new compositional
principle. Then, at the turn of the decades,
another height was conquered — the
sonata recapitulation was formed with its
thematic repetition and tonal subordination
necessary for a complete form. As the main
feature of such sonatas one can name the
dynamic conflux of themes and sections of
the form.

The study of the stages of the early
sonata form shaping in opera arias allows us
to conclude that the main method suitable
for identifying the principles of sonata
composition should be considered, first of
all, the analysis of thematic processes from
the structural-functional angle of view. The
main criterion for sonata is the presence of
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alternative exposure (closely coordinated
with the process of harmonic modulation
from one key to another) within a single
structural arrangement. In other words, in
order to speak about the appearance of the
signs of sonata form, it is sufficient to have
a fully formed sonata exposition, rather
than the indispensable presence of the
development section and/or the same-keyed

recapitulation, as is often still commonly
believed.

Unfortunately, virtually all studies of the
theory and history of sonata composition
that we are aware of do not devote any
attention to such its “prehistory” and to this
entire issue, which, in our opinion, can be
considered an obvious gap in contemporary
musicology.

G~ Notes @

' Here and below, the first stanzas of the arioso texts are mentioned, since it is in these texts
that the initial dynamic figurative contrast is expressed. This contrast, in turn, is reflected in the
sonata compositions typical exclusively of the first sections of the da capo form. The letter symbols
in the left column indicate verses which provided the composers with a pretext for contrasting
thematic ideas, while the ellipses stand for the moments of changes and transitions.

2 The diagram sequentially shows: 1) the logical organization of the verse stanza,
2) the numbers of measures outlining the boundaries of the sections, 3) the distribution of musical
themes or passages of different types (introductory and final — Rit., Exposition — T, transition
— Tr., closures — Cl.), 4) the tonal plane, 5) the functional plane of the sonata composition
(PT, Tr., ST, CS).
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Annomayusn. BceBonon 3anepankuii (1891-1953) oTHOCHUTCS K T€M KOMIO3UTOpaM, dYei
YKU3HEHHBIN MTyTh ObLT TAKUM K€ JpaMaTUYHbIM, KaK U COUYMHEHHAs: UMU My3blka. Ero Guorpadus
COBMaJIa C CaMbIMH TPAaru4eCKUMU ropaMu B uicropun Poccum, u oH pazgenun cyap0y CTpaHbI.
[To mocTaHOBIEHUIO COBETCKOTO MTPABUTENBCTBA, €0 My3blKa ObliIa 3aIlpellieHa Jsl UCTIOIHEHUS U
nyOJIMKallUY B TEYEHHE BCEH €ro KU3HU U TEM HE MEHEEe OH CyMeJl POSIBUTH ce0sl Kak He3aypsiAHbII
KOMITO3UTOP C SIPKO BBIPAKEHHOMN MHAUBHIyaJIbHOCTHIO U OPUTHHANIbHBIM cTuiieM. OH J1aBajl ypOKHU
MY3BIKH IIecapeBUUy AJIEKCEI0, 3aTeM BOeBaJl B benoli apmuu BO Bpems ['pakaaHCKON BOMHBI.
[IpuroBopE€HHOTO K paccrpely, ero crnac J3epKuHCKUN, yCIBIIIABIIMNA B COCEAHEH KOMHATE €ro
urpy Ha ¢doprenuado. 3aJepalkoMy 3anmpeTiii npokuBatb B Mockse, Jlenunrpane u Kuese.
[Tocne ero apecta u 3akmoueHus B Kepun (1926—1928) HoTHBIC 3amucu co3AaHHBIX UM 110 1926
rojia Mpou3BeleHUuN ObUIM YHUUYTOXEHbl. HecMoTpss Ha HEMMOBEpHbIE >KM3HEHHbIE TPYIHOCTH,
OH CMOT MPOSIBUTH ce0sl KaK TaJaHTIUBBIA KOMIIO3UTOP, aBTOP MHOTUX MPOU3BENICHUI: €r0 Mepy
MpUHAJJIeKAT COHAThl JUIsl (OpPTENHAaHO, MPETOAUH U (YT, LHUKIBI MUHHUATIOP, COYMHEHUS
JUIsL OPKECTpa, KaMepHBIX aHcaMOiel, a Takxe ornepbl. My3bIKaHT TBOPUJI B Pa3HbIX CTUIISX,
OT aBaHTAPAHOT0 U KOHCTPYKTUBUCTCKOTI'O /10 TPAAUIIMOHHOTO, POMAaHTUYECKOTO, CJIEYsl OCHOBHBIM
CTWJIMCTUYECKUM HaIIpaBJICHUSM MEpBOMl oJIOBUHBI XX Beka. bynyuu B 3akimtouennn Ha Kosibime
B Marananckoi obnactu (1937-1939), on Hanucan cBOM M3BECTHBIA ITUKI U3 24 TIpENIOnuid U
¢yr. Ilocnennue roapl KU3HU 3azepaikoro npomu Bo JIbBoBe. 3acimyXKeHHOE MEXITYHAPOTHOE
IpU3HaHKUE ero My3bIKa MpruoOpesna B MOCIEAHNUE JeCATUIECTHUS.

Knroueswie cnosa: Beceponop IlerpoBud 3anepanikuii, My3bIKajdbHbIN aBaHTap/l, KOHCTPYKTUBU3M,
KoMI1o3uTopsl Poccuu, penpeccupoBaHHble My3bIKaHThI
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here have been composers, whose coincided with some of the most tragic years
living paths and destinies were as in the history of Russia and shares the tragic
dramatic and colorful as the music fate of his country. As the result of a decree
they have composed. Such a composer is of the Soviet government, his works have
Vsevolod Zaderatsky, whose biography been prohibited from public performance
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and publication throughout his life, and,
nonetheless, he was able to develop himself
as an outstanding composer with a strong
personality and an original musical style.
Vsevolod Zaderatsky was born on
December 21, 1891 in Rovno in the Volyn
Region of the Russian Empire, which
is now in the Western part of Ukraine,
the first of five children. His father,
Piotr Andreyevich Zaderatsky was a
prominent railroad engineer, a native of
the Kiev gubernia, while his mother was
a descendent of an impoverished branch
of the Polish aristocracy. Zaderatsky
grew up in Rovno, his first language in
his childhood having been Ukrainian, and
then in 1897, when he was six years old,
his family moved to Kursk, where he grew
up and finished the local gymnasium. At
that time, he studied piano with the locally
famous pianist Arkady Abaza, who made
a recommendation to the young musician
to go to Moscow to continue his musical
studies there. In 1910 Zaderatsky enrolled
into the Law Department of the Moscow
University, following the advice of his
father. At the same time, he began studies at
the Moscow Conservatory as a piano student
of Karl Kipp and a composition student
of Mikhail Ippolitov-Ivanov and Sergei
Taneyev, having also studied orchestral
conducting. During the years of his studies
Zaderatsky made friends among the some
of the most prominent and influential
Moscow-based poets and musicians of
that time period, such as the famous poet
Valeriy Bryusov and the famous composer
Alexander Scriabin, having remained an
ardent admirer of the latter’s music for the
rest of his life.! During the years 1915-1916
he went regularly to St. Petersburg to give
music lessons to Tsarevich Alexei, the son
of Tsar Nicholas II, familiarizing him with
the standard musical repertoire, by playing
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it on the piano. At that time Zaderatsky was
already married to his first wife Natalia and
had a little son, Rostislav. [1; 2]

In 1916, after completing studies at the
Moscow University, he was drafted into
the army to fight in World War I. After the
Bolshevik revolution of 1917 Zaderatsky
fought in the Russian Civil War in the White
Army headed by General Anton Denikin,
having traversed the entire tragic path of
the “Volunteers’ Army” from 1918 to 1920.
During the revolution and the Civil War, in
1919, his wife briefly joined him in Crimea,
where they lived together for two months,
after which she was forced to leave Russia
for France together with their little son
Rostislav, and he never saw them again. [1]
In 1920, one day he witnessed how soldiers
from the White Army were torturing their
prisoners from the Red Army and, not being
able to bear the scene, he shot the culprit
soldiers. As a result, he was forced to defect
to the Red Army, where he was immediately
taken prisoner by the Bolshevik soldiers
and, being a fighter of the White Army,
condemned to death by shooting. During the
last night prior to his presumed execution,
he was confined into a room in a house,
previously a residence of a noble family,
in which there was a piano, so he spent the
entire night playing the piano. His music
was heard by Felix Dzerzhinsky, one of the
leaders of the Bolsheviks, who happened be
staying in the next room in the same house.
In this particular instance, Dzerzhinsky,
himself a most odious character, responsible
for many state crimes and atrocities in the
early years of the Soviet regime, showed
himself in an unusually noble way. He
was so taken by the piano playing in the
next room that, after having inquired about
the identity of the piano player, issued an
order for Zaderatsky’s life to be spared.
Nonetheless, as a veteran of the White Army,



Problemy muzykal'noj nauki / Music Scholarship. 2021. No. 4

0

which fought against the incumbent Soviet
regime, and as a former tutor to Tsarevich
Alexei, the composer was stripped of his
civil liberties and, most importantly, was
prohibited from ever presenting his music
in public and having it performed in public
concerts. This prohibition was enforced
throughout Zaderatsky’s entire life. He
was also barred from living in Moscow,
Leningrad and Kiev, the three main cities
in Soviet Russia, having been compelled
to inhabit the smaller provincial cities.
Nonetheless, this did not stop him from
composing a large quantity of music. [2]

After the end of the Russian Civil War
in 1921 Zaderatsky continued his studies at
the Moscow Conservatory, graduating from
there in 1923, commuting from the nearby
smaller city of Ryazan where he made his
abode. In Ryazan he worked as a conductor
in the Ryazan Theater, making frequent visits
to Moscow, where he communicated with
the musicians and composers. He became
a member of the emerged Association of
Contemporary Music, which included the
modernist composers of that time, such as
Nikolai Roslavets and Alexander Mosolov
— the latter was an especially close friend
of Zaderatsky throughout his life. In the
mid-1920s he began publicly performing as
a pianist, holding concerts with the famous
bass Grigoriy Pirogov. [1]

In 1926 Zaderatsky suffered his next
great tragedy. He was arrested by the
Ryazan secret services on false charges
and confined in prison in Kerch, Crimea
for two years, having been released in
1928. This was an especially harsh blow
for the composer, who went as far as
contemplating about committing suicide
during his imprisonment. At that time
the secret services destroyed all of the
composer’s musical scores written prior to
his arrest. As a result, the earliest surviving
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musical works written by Zaderatsky
date from 1928. They include two piano
sonatas, composed during that year, which,
along with three cycles of short piano
“Microbes of Lyrics” (composed in 1928),
“Sketchbook of Miniatures” (composed in
1929) and “Porcelain Cups” (composed in
1932) and comprise the composer’s early
period, characterized by a dissonant, avant-
garde musical idiom. [3]

The two piano sonatas stand apart in the
composer’s output of that time, being large-
scale one-movement works, similar in their
vein to the piano sonatas of late Scriabin,
Nikolai Roslavets, Alexander Mosolov,
Samuil Feinberg and Sergei Protopopov.
Since during the 1920s Zaderatsky
became a member of the Association for
Contemporary Music, joined by all the
modernist composers (such as Nikolai
Roslavets, Alexander Mosolov, Dmitri
Shostakovich and others), it follows that his
own music composed in the 1920s (of which
the two sonatas are the earliest surviving
compositions) followed a modernist style,
characterized by atonal harmonies, albeit,
guided by a virtually imperceptible tonal
centricity, harsh instrumental textures
and motoric ostinato rhythms, in which,
nonetheless, the influence of late Scriabin’s
music was clearly perceptible. They were
written in pencil on separate pieces of paper
on which the composer himself drew the
staves. Both compositions were composed
solely by ear, since there was no piano or
music paper available in prison. After the
composer was freed from his imprisonment,
he was able to check all the harmonies at
the piano and make a small number of
significant changes, most notably in the
harmonies. [3]

Both sonatas are marked by extremely
gloomy, pessimistic moods, expressing
suffering and despair, which, obviously,
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was the result of the trauma affecting the
composer from his confinement in prison.
Nonetheless, they are also marked by
moods of defiance and resistance in the face
of adversity, which in themselves lead to a
more optimistic perspective of life, although
both works have tragic endings. They are
both one-movement works composed in
sonata form by means of an atonal harmonic
language. Both sonatas begin with slow,
gloomy introductions, followed by the
main sections in fast tempi with forceful,
impetuous primary theme groups carrying
several different themes, clearly expressing
heroic defiance, after which come gently-
sounding, lyrical subsidiary groups,
presenting marked contrasts to the primary
theme groups in terms of the textural
approach and emotional content. In the case
of the First Sonata, the gloomy, tragic mood
of the slow introduction (Example No. 1)
and the primary theme group, expressed
with atonal harmonies and restless piano
textures, is counterbalanced by the extremely
lyrical secondary theme group (Example
No. 2), as expressed by the heavily tonal-
centered, almost diatonic harmonies and
a romantic piano texture with an ostinato
pattern in the bass clef register in the left
hand. The conclusive theme returns to
atonal harmonies and harsher sonorities.
The development section presents a
dynamic fugue, reminding the busy fugal
textures of the developmental passages of
the finale of Beethoven’s Third Symphony
and Liszt’s the development section of
symphonic poem “Prometheus.” Similarly
to the former example, Zaderatsky’s fugal
treatment also involves presenting the
theme in inversion, as well as in prime form.
After that, the juxtaposition between the
tragically defiant primary theme group, the
lyrical quasi-tonal subsidiary theme group
and the harsh conclusive theme is reiterated
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in the recapitulation. However, the coda
brings in the very harsh, tragic mood, as
expressed by patterns in octaves and the
heterophonic interplay between the parts of
the two hands, each one presenting its own
line in octaves. The entire sonata ends with
a loud, declamatory theme expressed solely
in octaves.

Example No. 1 Vsevolod Zaderatsky.
Sonata No. 1 for piano
(1926)
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Example No. 2 Sonata No. 1 for piano (1926).
Subsidiary Theme Group
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The Second Sonata is even more original
in its form and texture and dramatically
intense in its emotional language. It is,
likewise, a one-movement work in sonata
form with a slow introduction. However,
unlike the First Sonata, this composition
contains some peculiar modifications
of the traditional sonata form. The slow
introduction to the Second Sonata has
the tempo marking of “Funebre, Andante
Mesto,” further emphasizing the intensely
tragic mood of the composition (Example
No. 3).
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Example No. 3 Sonata No. 2 for piano (1926)
Funebre. Andante mesto
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Its texture reminds of a solemn chorale
over repeated dirge-like octaves in the
bass, bringing in resemblance to a funeral
march. This introduction, bearing its own
independent ternary form, expounds the
initial harmony, the intervallic content of
which is virtually elaborated in the entire
thematic material of the work. This section
1s repeated in entirety in a modified manner
at the end of the composition, as its coda,
thereby creating a peculiar arch. In addition,
elements of this chorale-like texture are
brought in between other sections of the
sonata, albeit, in substantially shortened
forms, thereby creating further thematic
arches. The primary theme group possesses
an agitated texture and a frenetic emotional
mood, and although the part of the left hand
at times suggests diatonic quasi-dominant-
seventh harmonies, these are absolutely
dispelled by the entirely atonal harmonies
in the right hand part. After a softer and
subtler transition section, where the dirge-
like chorale texture from the introduction
returns, albeit, much shorter, the subsidiary
theme group presents a dynamically fast
theme with running sixteenth notes in the
right hand accompanied by eights notes
in the left hand, whose passingly diatonic
harmonies in the melodic passage in the right
hand are entirely dispelled by the chromatic
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motion in the left hand part. Curiously
enough, the thematic material and the piano
texture of the subsidiary theme group on the
Second Sonata are very similar to those of
the Prelude in G major from the 24 Preludes
and Fugues (which the composer would
later write in 1937-1939), albeit, the latter
is more decisively diatonic in its harmonies.
The subsidiary theme group ends with a short
reminiscence of the chorale theme, this time
acting as the exposition’s conclusive theme.
The development section consists of three
separate episodes, each of which seems to
possess new, independent thematic material
and new piano textures. While the chorale
texture appears very passingly in the first
two sections of the development section,
it assumes a prominent position in its third
section, albeit with an added repeated
figuration in the left hand, resembling that
of a Chopin Nocturne.

In the recapitulation, the primary theme
group sounds just as dynamic and impulsive
as it did in the exposition. However,
following it, three new lengthy sections
are included, which greatly expand the
function of the transition group. The first
presents open single intensely dramatic
passage in which both hands play a single
horizontal “melodic” line entirely in octaves
(thereby taking up four octaves) with meters
continuously changing after each measure.
The second section dispel the monopoly of
the single line expressed in octave by adding
other intervals (such as major seconds) to
the octaves, and, subsequently, different
rhythmic units in each hand, albeit, which
present different rhythmic units between
two hand in polyrhythms, but repeat them
in an almost ostinato manner. The third
section brings in the constantly revived
chorale-like theme, however in the form of
the last section of the development section,
with the Chopin Nocturne accompaniment
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— however, it follows the transition section
from the exposition by bringing in the
chorale theme. Only then does the subsidiary
theme group appear in its proper place in a
sonata form recapitulation. However, after
that, this theme is followed by a repetition of
the dynamic primary theme group (thereby
forming another arch), after which come
further recurrences of themes from the three
sections of the development section (some
of which are divided by a recurrence of the
introductory chorale theme in the initial slow
tempo), followed by yet another recurrence
ofthe subsidiary theme group and arepetition
of the initial dirge-like chorale theme from
the introduction, replicating its original
length. Thereby, Zaderatsky seems to start
his Second Sonata in the traditional sonata
form, but greatly alters it in the recapitulation
by means of collage technique.

After having been freed from his
imprisonment in Kerch, in 1929 Zaderatsky
was finally permitted to live in Moscow,
albeit, without most of the privileges enjoyed
by Moscow residents. Nonetheless, this was
a most productive time for him in terms of
composition. He composed the opera “Blood
and Coal” (the score of which has not been
preserved), the symphony “Fundament”
[“The Foundation”] (of which only the
second movement has been preserved), the
“Lyrical Sinfonietta” for string orchestra
(written in 1932), the three aforementioned
cycles of short piano pieces: “Microbes of
Lyrics,” “Sketchbook of Miniatures” and
“Porcelain Cups” chamber, and solo piano
works, as well as songs, including the song
cycle “The Grotesquerie of Ilya Selvinsky”
(composed in 1931). Zaderatsky showed the
scores of these compositions to his friends
and colleagues and received gratifying
responses from them, but none of this music
was permitted to be performed in public.
In 1930 he was accepted as a composer
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for the Soviet Radio. However, because
of the activated prohibition against the
performances of his music, all the incidental
music he wrote in a more popular vein for
the radio broadcasts of theatrical plays were
performed and broadcast without his name
ever being mentioned as the composer. Only
one single time he was allowed to have his
music performed publicly — on May 16,
1932 his first and only public performance
of his songs set to the texts of Soviet poets,
including Vladimir Mayakovsky and Nikolai
Aseyev, took place at the Moscow Printing
House. A certificate with an official seal
was the only testimony to this performance
— neither the poster to the concert, nor any
programs were permitted to be printed. [2]
It was during this time that Zaderatsky
wrote three short cycles of piano pieces, all
of which contain atonal harmonies, at times
colored with vibrant polytonal coloration,
and imaginative, innovative piano textures,
similar to the sonatas, but are written in a
much lighter vein, not being endowed with
the sonata’s tragic moods. “The Sketchbook
of Miniatures” contains five movements
— “Clouds,” “Auto,” “A Secluded Place,”
“Carousel” and “March-Poster.” The
descriptive titles indicate the pictorial,
figurative quality of the music, endowed
with plenty of thythmic ostinatos, as well as
colorful descriptions of the entities indicated
by the titles. “Microbes of Lyricism” consist
of four pieces, somewhat shorter than those
from the “Sketchbook of Miniatures”
and without any descriptive titles, but no
less masterfully colorful and poetic as
those from the first cycle, their intricately
expressive qualities almost seeming to
invite us to present them with titles we are to
fathom by listening to the music. The third
cycle “Porcelain cups” contains four pieces,
titled “Field Flowers,” “Circus Rider,” “The
Drum and the Trumpet” and “The Drinking
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Party.” Although greatly resembling the
pieces from the first two cycles in their
short, concise and expressive manner and
by their abundance of dissonant harmonies,
these works have a markedly greater amount
of tonal harmonies, the present dissonances
merely bringing some additional pungent
colors and at times polytonal relationships,
for the most part being more subservient
to the prevailing tonal harmonies. Another
composition to a certain degree endowed
with modernist harmonies is “The
Grotesquerie of Ilya Selvinsky” for voice
and piano set to poems by Ilya Selvinsky,
the music attempting to depict and honor the
poet’s original modernist style of his verse.
After having written these compositions,
the composer departed from his avant-
garde style and turned to a more accessible
musical style, endowed with mostly diatonic
harmonies and more or less traditional
musical textures, combining features of
romanticism and neoclassicism. The reason
for this was the political campaign against
modernist tendencies in music undertaken
by the Soviet government in the early 1930s,
as the result of which all the composers who
had written in innovative styles were forced
to abandon them and write in accessible
styles®. [4]

In 1934 the composer was forced by
the Soviet authorities to leave Moscow
and move to the nearby smaller city of
Yaroslavl. There he met his future second
wife Valentina Perlova whom he shortly
married. His son Vsevolod Vsevolodovich
Zaderatsky, presently a famous Russian
music theorist and a professor at the Moscow
Conservatory, was born in Yaroslavl in 1935.
During these years Zaderatsky commuted
to Moscow to study at the GITIS (the
famous theatrical institute), where he made
friends with the famous theatrical producer
Konstantin Stanislavsky. He undertook a
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thorough study of the history of the Russian
“Time of Troubles” of the early 17th century,
having planned to compose theatrical music
for a play depicting the events of that time
period. This incidental music was never
composed, while all the music he wrote for
theatrical productions was always performed
without any mention of his name, just as it
was previously in Moscow. He taught piano,
composition and music theory at the Yaroslavl
Music College, finding the time to compose
music during his free time. During those years
he wrote his “Three Symphonic Posters” for
orchestra, the oratorio “October” for chorus
and orchestra (composed in 1934, which
remained uncompleted by the composer), the
“Arctic Symphony” for children’s chorus and
children’s orchestra in 6 movements (written
in 1934, set to his own text), his second opera
“The Widow of Valencia” set to a play by
Spanish playwright, Lope de Vega, a cycle of
24 Preludes for piano (composed in 1934) in
all the major and minor keys, following the
traditions of Chopin’s Preludes opus 28 and
Scriabin’s Preludes opus 11, two chamber
symphonies and numerous songs for voice
and piano, most notably, his song cycle
“De Profundis” set to poems of Soviet poet
Ilya Sadovsky. The only composition which
Zaderatsky himself heard was the “Arctic
Symphony,” which was given a private
performance in Yaroslavl during the years of
his residence there.*

Of special interest are the three “Musical
Posters” for orchestra. While posters with
pictures featuring ideological content were
displayed publicly since the very first
years of the Soviet regime, Zaderatsky was
virtually the first composer to have come
up with composing “musical” equivalents
of ideological posters. The first piece in
this genre was the “March-Poster,” the fifth
of the pieces comprising the “Sketchbook
of Miniatures.” In 1934 he was writing his
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cantata “October” for chorus and orchestra,
set to poems by the previously modernist
poet Ilya Selvinsky, which was supposed
to have contained seven movements: “The
Call,” “The Song about the Wind,” “The
25th Division,” “The 26 Commissars,” “The
Storming,” “The Partisan Lezginka” and
“The March-Poster.” After that he wrote
three separate pieces for orchestra, which
he described as “musical posters.” Music
with politically agitating subject matter
was written by various composers from the
very first years of the Soviet regime, and
particularly in the 1930s the government
was actively encouraging composers to
write pieces with explicit ideological subject
matter, aimed at glorifying the Soviet regime
and its many political and technological
achievements and, most notably, the Soviet
army. Some composers turned to such
politically motivated music out of conviction,
while others engaged in it simply to avoid
persecution and arrest on fabricated charges.

However, Zaderatsky was virtually
the first to incorporate the concept of
“poster” into music. The first of his three
compositions was called “Konnaya armiya”
[“The Cavalry Army”’] and it was inspired
by Isaak Babel’s novel bearing the same
title, written in 1924. It is a case of bitter
irony that Zaderatsky, who fought in the
cavalry army on the side of the White Army,
against the Bolsheviks during the Russian
Civil War, and whose music was prohibited
from being performed by the Soviet regime
as a consequence of his affiliation with the
White Army, would wish to compose a piece
in honor of the Red Army’s cavalry, as well
as the other pieces written with ideological
subject matter. As Inna Barsova writes “We
cannot exclude the practical motive in the
composer’s decision to write such a piece.
The possibility of receiving a commission
— an orchestral composition on a topical
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theme — inspired Zaderatsky with the hope
of hearing his music in live performance.”
The composer presumed that playing along
to the Soviet ideologues’ wishes would help
him be freed from the prohibition from
performance his music was subjected to.
The “Konnaya Armiya” has a regular march
rhythm, bringing to mind the prancing of
horses, the entire piece being centered on a
regularly repeated rhythmic formula on the
pitch C played by the timpani. The music
manages to avoid the pitfall of presenting
a mere military march, rather bringing in a
gradual increase in the dynamics, volume of
orchestral sound and thematic development.
The orchestral texture presents a continuous
accumulation of instrumentation and
increased dramatic tension, typical of
fragments of late-romantic symphonies or
opera scenes depicting restless, dramatic
or tragic events. The thematic development
involves two themes, resembling a
“primary theme group” and a “subsidiary
theme group,” albeit without a development
or recapitulation, both “theme groups”
serving merely as stages of the continuous
accumulation of energy which comprises
the entire piece. The work ends with a
pathetically sounding melody, resembling a
Soviet mass song from the 1930s. The piece
was performed at the Rachmaninoff Hall
of the Moscow Conservatory in a version
for two pianos, the pianists being Dmitri
Batalov and Feodor Kossy.

The second “orchestral poster” bears the
title “The Iron Foundry,” which immediately
recalls the much more famous composition
with the same title composed by Zaderatsky’s
close colleague Alexander Mosolov in 1928.
Both compositions present endeavors to
create “music of machines,” so characteristic
of the early 20th century. The most identical
composition of the kind written at around the
same time in Western Europe is Honegger’s
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departing from a romantic world
into harsh, dissonant-sounding
sonorities resembling machines. Its form
basically resembles a theme and variations,
with 10 variations followed by the theme
in its “original” form, demonstrating
mechanically sounding march rhythms
(Example No. 4). [5] The “Iron-Foundry”
has been performed a number of times in
Moscow, St. Petersburg and a number of
other Russian cities by different orchestras.
An especially impressive performance
was that by the St. Petersburg State
Academic Symphony Orchestra conducted
by Alexander Titov in 2015 as part of the
music festival “From the Avant-garde to
the Present Day. Continuation.” The third
piece is called “Chinese March,” and it
also presents repetitive march-like rhythms
modified by a through-sounding orchestral
texture, to which are added elements of
exoticism in the forms of allusions to Chinese
music, continuing the traditions of Rimsky-
Korsakov, Mahler and Puccini. Unlike the
previous two pieces, the “Chinese March”
has not yet received its public performance.

A very unusual composition is
Zaderatsky’s “Chamber Symphony” for
piano and wind instruments, composed in
1935. The work is in three movements, the
first and third being fast and boisterous, and
the second being slow and introversive in a
profound way, written in the form of a theme
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and variations. Most striking is the marked
contrast between the second movement, in
its attempt to present the composer’s discreet
utterance in his own voice, with the two
outer movements, most notably, the third,
with its aggressively imposing fanfares
spelled out by the brass instruments. It seems
like the composer, similar to Shostakovich
in some of his works written at the same
time period, in the 1930s (such as the First
Piano Concerto and the Sixth Symphony),
was deliberately demonstrating the harshly
dissonant discrepancy between the personal
utterance of the artist, on the one hand, and
the aggressive stance of the Soviet society
of that time, which tries to crush the artist
with its inborn arrogance. [6]

Most impressive are Zaderatsky’s songs
for voice and piano, composed in the 1930s
and, subsequently in the 1940s. They are
written entirely in a traditional, romantic
style, possessing a vibrant type of Russian
melodicism in the vocal lines and virtuosic
expressive passages in the piano parts. These
songs form an ideal continuation of the prior
established tradition of romantic Russian
art-songs or romances of the 19th century,
started by Alexander Alyabyev and Mikhail
Glinka, and continued by Tchaikovsky,
Rimsky-Korsakov and Rachmaninoff.
These songs do full justice to the poems
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they are set to by expressing them in an
intricately emotional way and presenting
their pronunciation in an accessible way. A
number of songs are written on poems by the
famous pre-revolutionary Moscow-based
poet Valery Bryusov (1873-1924), with
whom Zaderatsky was very friendly during
his years of study at the Moscow University
and Moscow Conservatory. They include
the songs “Usni, belosnezhnoe pole” [“Fall
Asleep, O Snow-White, Field”] (Example
No. 5), “Desyataya chast’” [“The Tenth
Part] (Example No. 6), “Kolybel’naya”
[“Lullaby”], “Baku’ and “Dama-tref” [“The
Queen of Clubs™]. The composer also wrote
songs on poems by the Soviet composers,
who were his contemporaries, including
Alexander Prokofiev and Ilya Sadovsky.

Example No. 5 “Usni, belosnezhnoe pole”
[“Fall Asleep, O Snow-White, Field’],
poem by Valeriy Bryusov
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In 1936 Stalin’s infamous purges began,
which were to last for two years. Similar
to thousands of other people, Zaderatsky
was falsely denounced and accused by his
envious colleagues from the Yaroslavl Music
College of “being a traitor to the Soviet
state.” Among the statements he had made
which were falsely levied against him, were
that “we in Yaroslavl have not developed our
musical culture to the level of those in other
countries” and “we should at least develop
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Example No. 6 “Desyataya chast” [“The Tenth Part],
poem by Valeriy Bryusov
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ourselves to the level of Ukrainian musical
culture.” Especially fallaciously interpreted
was his statement made to the students
of the college that “the musical culture in
Berlin is much more advanced than that of
Yaroslavl.” However, this time Zaderatsky
had anticipated his upcoming troubles, and
prior to his arrest on July 17, 1937, he hid
all of the scores of his music safely away, as
the result of which they have been preserved
up to the present day. The only score of
his which he left behind in a conspicuous
place in his apartment was a second copy of
his “Arctic Symphony,” and that score, of
course, was destroyed by the members of the
secret services NKVD who came to arrest
him (the primary copy was hidden away,
for which reason it has been preserved).
He was sentenced to six years of hard labor
in the infamous Kolyma labor camp in the
Magadan Province, in North-Eastern Siberia.

During that time Zaderatsky achieved
what was unimaginable during those days
— he asked his jailers to supply him with
telegraph paper, making a solemn promise
to write only musical notes, without any
words. In the harsh, inhumane conditions of
working for 12 hours a day in the labor camp
he was able to compose his presently famous
24 Preludes and Fugues in all the major and
minor keys, following the traditions of Bach’s
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Well-Tempered Clavier and Shostakovich’s
Preludes and Fugues.” [1] In his cycle
Zaderatsky adheres to the design of following
the cycle of fifths, beginning with his Prelude
and Fugue in C major and ending with the
24th Prelude and Fugue in D minor. [7] He
was the first after Bach to have composed
such a cycle, since Hindemith wrote his
Ludus Tonalis in 1942, while Shostakovich
composed his cycle of Preludes and Fugues
only in 1953. [8] The music is based on
tonal harmony with broad incursions into
dissonant intervals and harmonies, and its
overall style presents a harmonious blend
of neoclassicism and neo-romanticism. Its
musical style can be alternately compared
to Shostakovich, Prokofiev, Rachmaninoff,
and even Hindemith, and yet altogether
the diversely textured and colored pieces
comprise a highly perceptible original style,
not in the least subservient to those of the
aforementioned composers. The piano
texture ranges from highly virtuosic and
bravura, sparse and lyrical, and, finally,
intellectual and analytical (especially in
the cases of some of the fugues). The
pieces are characterized by an assortment
of contrasting emotional moods, one of the
most indicative of which is that of defiance
and heroic bravery in the face of adversity,
which the first Prelude and Fugue are most
characterized for. Other predominating
moods include suffering, anger, despair
and bitter resignation. However, in extreme
contrast to that, some of the pieces are
distinct for their joyful, tranquil and lyrical
feelings, in some rare cases, even humor. [9;
10] As one of the performer of this cycle of
Preludes and Fugues, Jascha Nemtsov said
during an interview, ‘“Zaderatsky composed
this music not to express how badly he fared
during his years in the labor camp, but simply
to survive and to remain a human being.”
These Preludes and Fugues have remained a

powerful testimony of his years in the labor
camp.

During his two years in labor camp the
composer was also able to preserve his
integrity by telling the other labor camp
prisoners numerous entertaining stories in
the evening. While being treated at first as
harshly as all of his companions, Zaderatsky
was eventually given preferential treatment
and being spared from the full measure of
the work which the other prisoners had to
undertake. Subsequently, due to the help of
his wife, who engaged in active petitioning
to Soviet functionary Andrei Vyshinsky and
other governmental authorities to release
her husband, presenting 8 pages of weighed
proof of his innocence to the charges levied
against him of “counterrevolutionary
activities,” Zaderatsky was released after
two years in 1939. Nonetheless, he was not
immediately permitted to return to his family
in Yaroslavl, so he had to stay for a few more
months in Magadan, during which time he
wrote his Piano Sonata in F minor (Example
No. 7), a dramatic work in four contrasting
movements. In 1940, after having been
granted permission, he returned to Yaroslavl.

Example No. 7 Sonata for piano in F minor (1940)
Allegro affanato
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After the Nazis invaded the Soviet
Union in June 1941, marking the
beginning of the Great Patriotic War,
Zaderatsky was evacuated first to the town
of Merke, in Kazakhstan, on the border
with Kyrgyzstan, where he read lectures
about the history of art to the local youth
and worked as a kindergarten teacher. At
that time, he wrote the song “The Man is
Working along the Epoch,” and also works
prose — short stories and novelettes, which
were published only in 2012 by the Agraf
Publishing House in Moscow under the
title of “Zolotoe zhilye” [“The Golden
Dwelling”], where he presented scenes
of life in pre-revolutionary Russia of the
turn of the 19th and 20th centuries. These
short stories were given high evaluation by
literary critics in Moscow. After a while, the
composer and his family were evacuated
to the city of Krasnodar close to the Black
Sea. During those years he wrote a number
of works influenced by the war, including
the cantata for chorus and orchestra “Zoya”
set to texts by Margarita Aliger, the song
cycle for tenor and orchestra “The Long
Poem about the Russian Soldier” set to the
long poem by Andrei Tvardovsky, the song
collection “The Breath of War,” the cycle of
piano pieces “The Front” and other pieces.
[11; 12] In 1945 he and his family settled
in Zhitomir in Western Ukraine, returning
to Yaroslavl in 1946, where he stayed in
until 1948, before finally moving with his
family to Lvov in Western Ukraine, where
he stayed for the rest of his life, teaching
at the Lvov Conservatory and presenting
concerts as a pianist in Lvov and the
neighboring cities.

In 1948 Zaderatsky was sent as a
delegate to the first Congress of the Soviet
Composers’ Union. However, in 1948, being
once again subjected to attacks on the part
of the authorities of the Composers’ Union,
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most notably, its head, Tikhon Khrennikov,
being denounced for “formalism,” along
with many other composers, such as
Shostakovich, Prokofiev, Khachaturian and
Shebalin, Zaderatsky fought back for the
first time in his life, writing angry letters
to the directory of the Composers’ Union,
accusing them of bureaucracy, double
standards and professional incompetence.
However, in his music Zaderatsky followed
the diktats ofthe Congress ofthe Composers’
Union, since his last compositions, written
from 1948 are noted for greater simplicity
and accessibility of language. During these
years he wrote a number of piano pieces,
the Concerto for Violin and Orchestra,
the Concerto for Domra and Orchestra,
the Symphony in C minor and a number
of other pieces. Especially indicative of
the simplicity of style present in his final
period are the two Children’s Concerti
composed for his son Vsevolod for
instructive purposes, the second of which
— Children’s Concerto No. 2 for piano and
string orchestra — incorporates folk melody
of different Slavic people as the main
thematic material (Example No. 8).
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Example No. 8 Children’s Concerto No. 2
for piano and string orchestra
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Only in one case the composer made a
defiant gesture against Stalin’s and Andrei
Zhdanov’s Edict of 1948 in his own music
— by composing the piece “Serebryanny
liven’” [“The Silver Rainfall”], a delicately
lyrical, yet virtuosic miniature, endowed
with intricate harmonies and masterful
arpeggios for the piano, which he dedicated
to Debussy (who was one of the composers
whose music was condemned and prohibited
by the 1948 edict), and where the French
composer’s style was incorporated in part.
Similar to the rest of the composer’s output,
this music remained unperformed during
the last years of his life. In 1951 through
the Swiss Red Cross Zaderatsky was able
to find news about his first wife Natalia
and his first son Rostislav. Zaderatsky died
in Lvov on February 1, 1953. Only a year
after the composer’s death, the first public
performances of his works finally took
place.

Zaderatsky’s second son Vsevolod
Vsevolodovich, a professor of music theory
at the Moscow Conservatory, has done a
tremendous amount of work to promote the
musical legacy of his father. In the 1980s the
composer’s piano pieces were published in
Lvov. Since the 1990s Zaderatsky’s music
has been frequently performed in numerous
concerts in Moscow and other Russian
cities, as well as in Germany and a number
of other Western European countries, and
released on CD’s, as mentioned earlier in the
article. In 2009 Vsevolod Vsevolodovich
Zaderatsky wrote a biographical book
about his father “Per Aspera...”, which
was published in the Moscow-based
“Kompozitor” publishing house. The very
title demonstrates a bitter irony about his
father’s tragic destiny, presenting only the
first part of the Latin saying “Per aspera ad
astram” [“Through Thorns to the Stars”],
the last part of the saying being absent from
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the title, by means of which the musicologist
demonstrated that during the composer’s
lifetime he was absolutely bereft of any
stardom, having only encountered the
thorns of persecution. The book is written in
an extremely vivacious manner, colorfully
recreating the entire historical setting of the
composer’s life, portraying his character
vividly, describing the harsh conditions of
his life and presenting analysis of some of
his music. [2]

The previous decade has also brought
along many new performances of
Zaderatsky’s music. In 2011 the composer's
Second Sonata for piano was performed
for the first time (since its appearance
in 1928!) by Daniil Ekimovsky at the
Moscow Conservatory. The same year it
was performed at the small Philharmonic
Hall by Feodor Amirov, who recorded
it on a CD of the “Melodiya” company
the same year along with piano works
by other Russian composers from the
1920s. In 2012 Zaderatsky’s book of prose
“Zolotoye zhilye” was published by Agraf
publishing house in Moscow. A most
notable event took place on December 14,
2014, when the 24 Preludes and Fugues
were given their premiere performance
at the Rachmaninoff Hall of the Moscow
Conservatory, then played in St. Petersburg
in 2015, and were subsequently released on
CD by the “Melodiya” record company in
2016 in performance by Xenia Bashmet,
Yuri Favorin, Nikita Mdoyants, Lucas
Genyushas, Andrei Gugnin and Andrei
Yaroshinsky. Two thousand copies of the CD
were issued by the “Melodiya” company,
all of them becoming sold out within a
very short period of time. [10] Another
CD with all 24 of Zaderatsky’s Preludes
and Fugues of the cycle was recorded by
German pianist Jascha Nemtsov on the
Hdnnsler Classics label, and presently they
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are available on Apple Music and Spotify.
[13] The printed music of the 24 Preludes
and Fugues was published by the Russian
Musical Publishing House in 2016, the
first of six volumes of the complete works
for piano by Vsevolod Zaderatsky, which
will be distributed by Schott Publications
in Germany. In 2015 in Kursk, where
Zaderatsky’s youthful years passed, a
memorial tablet was put up. On September
29, 2017 the five CD album “Legends”
consisting entirely of Zaderatsky’s piano
compositions performed by Jascha Nemtsov
was released, for which the pianist received
the prestigious musical award “Opus
Klassik.” In April 2019 the documentary
film “Ya svoboden” [“] am Free”’], devoted
to the biography of Zaderatsky, was released
by producer Anastasia Yakubek.” On May
3, 2021 in Samara the world premiere
of Zaderatsky’s vocal cycle “The Poem
about the Russian Soldier” set to poems by
Alexander Tvardovsky was performed by

Vasily Sokolov and Valentina Zagadkina.
[11;12]. On May 5, 2021 Zaderatsky’s opera
“The Widow of Valencia” was performed
in Syktyvkar, Russia by the Syktyvkar
Opera House. Since the composer had
not orchestrated this composition, it was
performed in an orchestrated version by
contemporary Moscow-based composer
Leonid Hoffmann. Zaderatsky’s music
has been performed multiple times by the
“Studio for New Music” contemporary
music ensemble based at the Moscow
Conservatory, which has given especially
effective renditions of the composer’s
Chamber Symphony. [6; 14] Finally, after
numerous decades of suppression, the
composer’s tragic biography is becoming
well known throughout the world, and after
having been purposely prohibited during the
composer’s lifetime, Zaderatsky’s musical
legacy 1s receiving its due recognition,
demonstrating him to be a composer of high
quality.
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Abstract. The subject of the study is the modeling and transformation of the cultural canon
in the field of academic music by the example of the series “The Lives of Wonderful People.”
The main sources used were biographies of Russian and Soviet composers, published between
1892 and 2019. Analysis of these texts is carried out within the framework of receptive research;
cultural-historical and historical-genetic methods, and the theory of cultural recycling are applied.

Florenty Pavlenkov’s narratives about Russian composers have already become an important
part of the formation of the musical picture of the world among the readership of the Russian Silver
Age. These biographies (of Mikhail Glinka, Alexander Serov and Alexander Dargomyzhsky)
account for almost a third of the total number of books about musicians in the series, whereas one
single author — Sergei Bazunov — forms the narrative canon.

In the Soviet period, with the change of the mass reader orientation and the presence of rigid
ideological attitudes, a different cultural canon of selected composers was elaborated. In period of
Stalin they were Mikhail Glinka, Modest Mussorgsky, Alexander Borodin, and Piotr Tchaikovsky.
In the second half of the 20th century (before 1991), the following composers were added to the
list: Dmitri Bortnyansky, Nikolai Rimsky-Korsakov, Sergei Rachmaninoff, and Sergei Prokofiev.
Subsequent political changes have entailed the transformation and rebranding of the biographical
canon of this series.

In the post-Soviet era, there has been a rapid expansion of the circle of musical names: both
composers of the beginning of the 20th century (Alexander Scriabin) and from the Soviet period
(Isaak Dunaevsky, Dmitri Shostakovich, Tikhon Khrennikov, and Valery Gavrilin) have been
included there. A recycling of biographical narratives of the Soviet era (for example, Tchaikovsky
and Glinka) has been carried out. Along with the composers, an array of biographies of those
artistic activists without whom Russian music of the Silver Age would not have taken place —
philanthropists, producers and performers (for example, Sergei Diaghilev, Savva Mamontov, and
Fyodor Chaliapin) — has also emerged.
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KynbTypHbIX KAHOH OTE4ECTBEHHON MY3bIKU
B cepun «XKn3Hb 3ameyaTenbHbIX Nogen»
(c koHua XIX no nepBble aecatunetTua XXI Beka)
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Annomayusa. IlpegmeToM HucciaeAOBaHUS SIBISETCS MOJENUpOBaHUE M TpaHChopmanus
KyJIbTYPHOTO KaHOHa B OOJacTH aKaJeMHU4YeCKOHM My3bIKM Ha mnpumepe cepuu «Ku3Hp
3aMevarebHbIX Jitoaei». OCHOBHBIMH MCTOYHMKAMHU CTalu Ouorpaduil pycCKMX M COBETCKHX
KOMIIO3UTOpPOB, M3aHHble ¢ 1892 mo 2019 rogsl. AHamu3 3THX TEKCTOB pPa3BOPAUMBAETCS B
paMKax PpELENTUBHBIX HCCIEJOBAHUN, HCIOJIB3YKOTCS KyJIbTYPHO-UCTOPUYECKUN U HCTOPUKO-
TEHETUYECKUN METO/BI, TEOPUs KyJIbTYPHOI'O PECAUKIINHTA.

Vxe y nznarens ®@nopentus [laBieHkoBa HappaTHBBI O PYCCKUX KOMIIO3UTOpaxX CTaHOBATCS
BaXXHOH 4acThio ()OPMHUPOBAHUS MY3BIKAIBHOM KapTHHBI MHpa CPEAM UUTATEILCKON ayJUTOPUHU
CepeOpsiHoro Beka. Otu Oumorpadpuu (Muxamn Inunka, Anekcanap CepoB, AunekcaHup
JlaproMbDKCKUI) COCTaBISIFOT MOYTH TPETh OT OOLIEro 4Mciaa KHUT O MY3bIKAaHTaxX B CEpHH,
a equHblil aBTop — Cepreii bazyHoB — popMupyeT HappaTUBHBIN KaHOH.

B coserckuil mepuon, co CMEHOM 4MUTAaTelsd U KECTKMMHU HMACOIOTMYECKMMH YCTaHOBKaMH,
MOJIETTUPYETCsl MHOM KYJIBTYPHBIH KaHOH N30paHHBIX KOMIIO3UTOPOB. B cTanuHckuil mepuon — 310
Muxaun I'muuka, Monect Mycoprekuii, Anexkcanap boponun u Ilérp YaiikoBckuii. Bo Bropoit
nonoBuHe XX Beka (10 1991) k Hum gobasnstores: Jmutpuit boptasHckuii, Hukonait Pumckmii-
Kopcaxos, Cepreit PaxmanunoB, Cepreii [Ipokodses. [locnenyromniye nonuTuueckue M3MEHEHUs
BJIEKYT 3a c000i1 TpaHchopmarmio 1 pedpeHaAnHT Guorpaduueckoro KaHOHa 3TON Cepuu.

B mocrcoBerckoe BpeMsi HAOMIONAETCSl CTPEMUTENBHOE PACIIMPEHHE Kpyra MY3bIKaJIbHBIX
UMEH: BKJIIOYEHbI KaK KOMIO3UTOphl Hayana Beka (Anekcannp CkpsOuH), Tak U COBETCKUE
aBropel (Mcaak [lynaesckuii, [Imutpuii LlloctakoBuy, Tuxon XpenHukos, Banepuii I'aBpuinun).
OcymiecTBisieTcss pecakIuHr Ororpauueckux HappaTHMBOB COBETCKOIO BpPEMEHH (Hampumep,
Yaiikosckoro u Imuuku). Hapsiny ¢ koMro3utopaMu nosiBisieTcst MaccuB ouorpaduii Tex, 6e3 Koro
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HE COCTOsIIach OBl pycckast My3bika CepeOpsiTHOro Beka — MELEHATOB, TIPOIIOCEPOB, UCTIONMHUTENCH
(manpumep, Cepres [sarunesa, CaBBol MamonToBa, ®énopa lansnuna).
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KYJIBTYPHBIN pECAaUKINHT, COBETCKUI KaHOH
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are seldom subjected to research in  brand of “Soviet listener,” just as it was done

musical scholarship. The choice for in literature — “the formation of the Soviet
the analysis of books from the series “The reader” (according to Evgeny Dobrenko
Lives of Remarkable People” (here and [3]). In the case of music one can also add
further — ZhZL, the “classical” ZhZL series  the formation of the Soviet composer and the
is implied), however, is not accidental. —Soviet performer: their audience thesaurus,
This fact distinguishes it from specialized stylistic  preferences and performing
scholarly works about composers. Unlike repertoire (about this see, for example [4; 5]).
them, these biographical narratives have

Popular scholarly texts about music course, could be the formation of the new

always been designed primarily for a Preamble: The Clomp.oser’s Canon
universal (mass) audience, as testified by the of the Russian Silver Age
editions cited in the footnotes.? Thereby, it is From the very beginning at the end of

possible to stress a fairly wide coverage of  the 19th century, the ZhZL series has been
different categories of readers and a massive  attributed to popular scholarly publications,
impact on the reader’s musical perception of  fulfilling, according to its founder Florenty
the world. The perspective of the study has  Pavlenkov, their educational function in
been the further development of the idea  Russian society at the turn of the 19th and
expressed by Marina Raku in her monograph ~ 20th centuries. In addition, the books in the
“Musical Classics in the Myth-Making of series were supposed to shape the public’s
the Soviet Era” [1]. In her view, the pantheon  taste in relation to the art of music, along
of “classical” composers was deliberately = with Nikolai Findeisen’s “Russian Musical
created in the USSR beginning in the 1920s  Newspaper.” At that time, the choice of
and was chosen within the framework of individuals for biographical narratives was
the ideological canon of the Soviet state closely associated with the musical fashions
(for the canon of socialist realism, see [2]). of the artistic intelligentsia, which formed
Moreover, this choice altered the image of  the circle of names worthy of popularization
the composer himself, which, as it were, in the cultural circles of readers and listeners
has been “corrected” — his biography, the of the Silver Age. From 1891 to 1894 ten
interpretation of his works and style, as well ~ biographies were published, among which
as his assessment in the history of music. only three were written about people of
The purpose of this artificial process, of Russian origin. If we take as a pivot point

95



Mpobnembl My3bikanbHoW Hayku / Music Scholarship. 2021. Ne 4

G/ﬁ\

that the selection of biographies depended
on the relevance of the particular composer
to the public, the unofficial rating would
look as follows.

1891. Undoubtedly, Richard Wagner, the
dominant influence on Russian composers
at that time, is widely considered to be
practically second to none in this period;
only the absolute genius of Wolfgang
Amadeus Mozart might have been able to
compete with him. The book about the latter
was published that year as well (and it was
the only biography to be reprinted in the
series in the early 20th century).

1892. The second place is taken on
par by the three following composers: the
founder of the Russian classical school
Mikhail Glinka, “the aristocrat of the spirit”
Frédéric Chopin* and the composer of
immortal opera works (as contemporaries
believed during the course of the entire 19th
century) Giacomo Meyerbeer.

1893. The third place is occupied by
three personalities, united very strangely
(from a modern perspective): the giant
Ludwig van Beethoven, the eternal rebel
Robert Schumann and Alexander Serov,
who died 20 years earlier and who is known
exclusively from the polemic with Vladimir
Stasov (incidentally, not at all in favor of the
former — all of Serov’s works are completely
absent from the standard operatic repertoire
of the 20th and 21st centuries).

1894. This top-10 list of great composers is
closed by two composers also incomparable
in the present-day understanding of musical
scholarship: these are Johann Sebastian
Bach and Alexander Dargomyzhsky. The
latter is, in fact, the elder contemporary of
the average readers of Pavlenkov’s ZhZL.

This small digest makes it possible to
comprehend the intuitive hierarchy of the
19th century Russian composers at that time
period: Glinka — Serov — Dargomyzhsky.
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It also becomes possible to recreate the
listeners’ expectations of Russian music
in the context of European music: Glinka
with respect to Chopin and Meyerbeer,
the impact of Beethoven and Schumann in
Serov’s works, and Bach being comparable
to Dargomyzhsky. However, the heartfelt
preference of the general Russian public
is given to Wagner and Mozart, and from
particularly these positions all the Russian
composers are assessed. This fixed
pantheon of names implicitly appeals to the
uninterrupted discourse about what national
Russian music and the Russian composer
truly present themselves as, which has been
underway since the mid-19th century, and
where people from conservatories (both
from St. Petersburg and Moscow) express
the conceptual aesthetic center at the end
of the century. Being closely connected
by memory and even friendship with these
three composers, this intellectual elite offer
their aesthetic preferences as a justification
of significant names in Russian music (for
more about this, see [7]). In a rather bold
manner, these three names are proposed
as personalities comparable in talent and
importance with the great composers from
outside of Russia. This step confirms the
well-known thesis that at the turn of the
century Russian culture felt itself to be an
inherent part of European culture, actively
absorbing Western musical innovations
and offering its own versions of romantic
nationalism. This is usually how the style
of these Russian composers is labeled by
Western researchers [§].°

It is notable that these three surnames
belong to musicians who had already died,
whose death had taken place more than
20 years before the moment observed
(1856, 1869, 1871), and whose personal
and professional images by those years
had already been formed in professional
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circles and did not cause unnecessary
debates. Nevertheless, there are a number
of nuances that indicate some difficulties
in relation to Russian personalities. This
way, for instance, all three biographies
were written by an author who was not
even a musician — namely, by Sergei
Alexandrovich Bazunov (1857-1903),
a Russian writer and representative of
the dynasty of booksellers which was
well-known in Russia.® At the same time,
among the other authors it is worthwhile
mentioning Lydia, the daughter of the
director of the St. Petersburg Conservatory
Karl Davydov, and her cousins, the
children of Davydov’s elder brother
August: composer and student of Rimsky-
Korsakov Ivan Davidov and his sister
Maria. (For more on these three authors,
see details [10]).

There may arise the impression that the
choice of these three Russian biographies is
focused on the so-called Wagnerian listener
in Russia [11], especially given the fact
that Bazunov was the author of Wagner’s
biography in this series (as well as Johann
Sebastian Bach’s). If we try to juxtapose
the type of Wagnerian listener with the
well-known classification of Theodor W.
Adorno, then, most likely, the two types
will correspond well: a good listener and
an educated listener. The latter, according
to Adorno, is the direct successor of the
bourgeois listener [12, pp. 14-20].

The Soviet Canon: 1934-1989

The revival of the series in 1933
transpired in completely different conditions
from those of the end of the 19th century:
the debate about what kind of music the new
Soviet music is destined to become, actively
going back to the 1920s, arrived at the
stage of socialist realism; the construction
of the phenomenon of the Soviet composer
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manifested itself fully in the creation of
the Composers’ Union. This is the era of
“Culture-2,” if to apply the characterization
of Vladimir Paperny [13]. Therefore, the
task of the ZhZL from that moment consists
in the formation of the Soviet listener,
the foundation for which was established
by Boris Asafiev in the 1920s with his
“subtle” guidebooks about composers for
the audiences of the Petrograd-Leningrad
Philharmonic Society.’

From 1934 to 1953 (this period is
often called the era of totalitarianism
in the USSR — the Stalin era), only six
composers’ biographies were published
in the ZhZL series, four of which were
Russian: Modest Mussorgsky (1934),
Mikhail Glinka (1935),® Piotr Tchaikovsky
(1944), and Alexander Borodin (1953).
This fundamental Russification of the list
of names allowed by the Soviet censorship
looks even more impressive if we add two
other versions of Glinka's biography, which
appeared in 1943° and 1950. In total, six
biographies have been published about
these four composers and two about those
from other countries — Wagner (1934) and
Beethoven (1940).

It is piquant that the Soviet series of the
ZhZ1 about composers begins with Wagner
and only as late as in 2011 — almost 80
years later — the ZhZL will turn back to this
composer. Most likely, the appearance of
Wagner presents an opportunity to see echoes
of the Silver Age in the 1920s (of “Culture
17 —according to Vladimir Paperny) and the
search for the Soviet composers’ canon of
the 1920s, when the Soviet element in music
was interpreted as the new, revolutionary
“superman” (following the line of thought
of Nietzsche and Wagner) [16].

The choice of the first hero of Russian
music in 1934 can also be regarded as an
echo of the policies of the RAPM (Russian



Mpobnembl My3bikanbHoW Hayku / Music Scholarship. 2021. Ne 4

G/ﬁ\

Association of Proletarian Musicians).
Here the reference is made to Mussorgsky
(placed on par with Wagner), who is
considered to be an unrecognized genius of
the “tsarist era.” In his music, the mighty,
impulsive Russian people (the peasants),
who fight with the tsar and win, become the
main protagonists. This is how Mussorgsky
was often interpreted during the Soviet
period [1, pp. 14-27]. It is also remarkable
that, similarly to Wagner’s narrative, a new
biography about Mussorgsky appeared
in ZhZL only in 2009. The image was
probably very stable and did not require
any changes.

A very cautious and rare reference to
the biographies of composers from the
1930s to the early 1950s, with numerous
specifications of the main character
of Russian music (Mikhail Glinka) is
associated with the deliberate construction
of'the Soviet canon of “the right composers”
for the new Soviet public. As of the
beginning of the 1950s, Glinka, Mussorgsky,
Borodin, and Ichaikovsky were recognized
unconditionally. It is important to note that
such a reverent attitude towards the image
of Glinka is rather understandable, for it
1s particularly Glinka who has become the
exact reference and measure of comparison
for all subsequent Russian musicians; for
instance, both Tchaikovsky and Borodin are
regarded as his successors.

The markers of socialist realism in
music (the national element, the democratic
element, melodicism, the classical element,
large-scale proportions, epic qualities [17;
18]) provide revision to the composers’
images.'” All three aforementioned
composers (along with Beethoven and
Mussorgsky) may be characterized
by the notion of “the crying listener”
presented by the Moscow musicologist
Tatiana Naumenko in her presentation at
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the International Scholarly Conference
“Symphonies in Space and Time” (Russian
Institute of Art History, St. Petersburg,
October 2020)."" All of them bring about
a vivid immediate emotional response,
which may be heroic impulses, pity, joy, or
any other emotion. According to Adorno’s
classification, this can be correlated with
the type of the emotional listener: Adorno
himself points to Tchaikovsky’s music and
the listener’s “tearful” reaction to it [11,
pp. 15-17].

Similar to all the other popular scholarly
publications in the USSR, the ZhZL series
swiftly adapted itself to the changing
ideological climate in the country. The
“Khrushchev thaw” dramatically
expanded the permitted list of composers
through highlighting their names. From
1957 to 1964 eleven biographies were
published: ten of them about composers
and one about a singer — Leonid Sobinov.
Of these 10 names of composer’s half
belong to those of Russian origin:
Alexander Borodin, Piotr Tchaikovsky,
Sergei Rachmaninoff, Nikolai Rimsky-
Korsakov, and Alexander Spendiarov.
For the first time in the series, the figure
of the student of Rimsky-Korsakov, the
founder of Armenian classical music and
Soviet composer Alexander Afanasyevich
Spendiarov is mentioned. The spirit of the
20th Congress of the Communist Party
of the Soviet Union is also captured by
the choice of the author of his biography
— it was the composer's daughter Marina
(1903-1982), a singer, who was arrested
under Article 58 and spent 10 years in the
Ukhtizhimlag and Ozerlag labor camps,
where she worked as the artistic director of
the prisoners’ amateur performances in the
early 1950s.1?

The atmosphere of the era is quite evident
in the change and expansion of the canon
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of permitted names; it is for the first time
that the “defector-composer” Rachmaninoff
from the Russian diaspora of émigrés and
the “father” of the entire Soviet school of
composition Rimsky-Korsakov —appear.
The new, revised version of Tchaikovsky’s
biography becomes the symbol of that time,
and a new comprehension of this name
resonates with the emergence of the First
International Tchaikovsky Competition.
Almost two decades later, the personality
of émigré composer Rachmaninoff became
an inherent part of the Soviet pantheon of
composers. In general, the tendencies of
transparency towards the West, promoted
by the Communist Party and the Soviet
government at that time, were clearly
demonstrated in the choices of biographies.
Half of them were dedicated to composers
from outside of Russia, which did not
narrow down exclusively to Beethoven and
Mozart (the latter’s biography, incidentally,
was published for the Soviet mass reader for
the first time). In addition, two founders of
the musical cultures of the fraternal Slavic
peoples from the friendly socialist camp
receive honorable distinction — the Czech
Bedfich Smetana and the Pole Frédéric
Chopin. Moreover, the latter is the first
example of a biography of the composer
translated from another language published
in the series. Franz Schubert had never been
mentioned before that particular time period
either.

The rehabilitation of the musical culture
of the 1920s along with de-Stalinization,
characteristic for the new Soviet ideology,
most likely instigated the appearance of
Spendiarov’s biography and the twice-
published book about the singer Leonid
Sobinov. For the first time, a performer
entered the pantheon of composers’ names,
moreover, one whose biography, especially
after the 1917 revolution, is full of political
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overtones (for example, the fate of his sons,
the death of Sobinov himself, etc.)

The Soviet canon of musical names
in the “Brezhnev era” (this period is
at the present time still branded as the
“time of stagnation” or the “era of late
socialism™) is not too large in its quantity.
From 1966 to 1984, eleven books about
ten composers were published. Among
them, there are biographies of only three
Russian musicians: Sergei Rachmaninoff,
Sergei Prokofiev and Sergei Taneyev. The
rest are biographies of composers from
other countries, four of them translated
from other countries (Franz Liszt, Hector
Berlioz, Niccold Paganini, and Giuseppe
Verdi). While Rachmaninoff’s biography
is merely a reprint of the 1962 edition
(which i1s already a familiar rebranding in
ZhZ1), the appearance of Prokofiev in 1967
reminds more of an echo of the “Khushchev
thaw” era. Moreover, a number of historians
believe that the “thaw” ended decidedly in
1968 after the suppression of the Prague
Spring."® It is interesting that Taneyev’s
biography is published the same year
as a book about Albert Schweitzer; the
unifying element here must be Bach and his
work. In general, the personality of Bach,
unexpectedly, became popular during this
very period: his biography was published
twice. By extending the canon, one can also
interpret the insertion of a biography of a
composer not regarded as one pertaining
to the top rank such as, for example, Josef
Myslivecek (by Marietta Shaginyan), which
was reprinted twice during those years.

The period of Gorbachev’s “Perestroika”
encompassed both the stable elements of
the past and the new trends in the latest
Soviet canon of musical names. From 1985
to 1989, four monographs were published.
While the translated biographies about
Gioachino Rossini and Vincenzo Bellini
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continued the prior series about Paganini
and Verdi, the other two demonstrated
something completely different: the spirit of
the times.

Firstly, there was the monograph
about Paul Robeson, an American singer,
actor and human rights activist, who was
himself sympathetic towards communist
ideas and performed a tour in the USSR
under Khrushchev, which makes him a
figure extremely conspicuous from the
perspective of the predominating ideology
even somewhat anti-American.

Secondly, this is the biography of the
Russian composer of the late 18th and
early 19th centuries, Dmitry Bornyansky,
as well as the appearance of the pre-Glinka
era of Russian music for the Soviet reader,
which in certain ways rejected the prior
existing notion, that there was nothing of
worth in Russian music before Glinka. In
addition, in 1988, the 1000th anniversary
of the Baptism of Rus was celebrated on
the state level, and this prompted a rise
in interest in Russian Orthodox Christian
music. The biography of Bortnyansky
appeared precisely in line with this trend,
since it presented a composer who worked
in a tremendous amount both in the genres
of church music and secular music, in the
former case, within the framework of the
Russian Orthodox Christian tradition.

Thereby, we can emphasize that:

+ the creation of the Soviet canon of
composers, the starting point of which
became both the series of the Russian
Silver Age and the search for the Soviet
identity during the 1920s, to a large extent,
if not entirely, depended on the respective
particular  historical and ideological
situation in the country;

* the transformation of the canon took
place within the framework of each new
historical, cultural and political period

in the USSR. The era of totalitarianism,
the Khrushchev thaw, the Brezhnev era,
and Perestroika: each of them revised and
corrected previously published biographies,
making some sort of a rebranding of the
biographical narrative and, in fact, the very
canon of the composers’ names;

» the circle of national composers
and musicians during the course of fifty-
five years has remained small and stable:
there are only twelve of them (thirteen,
if one takes into account a small essay
about Zakharia Paliashvili in the general
volume “Georgia's sons” in 1961) -
Bortnyansky, Glinka, Mussorgsky, Borodin,
Rimsky-Korsakov, Tchaikovsky, Taneyev,
Rachmaninoff, Prokofiev, Spendiarov, and
Sobinov. Mikhail Glinka was exposed to
the greatest “revisionism” in its scale, when
during the course of one historical period
his biography was rewritten three times
by three different authors. Furthermore,
Tchaikovsky’s biography was rewritten
twice (in 1944 and in 1958). The following
published biographies (with minor changes)
were about Borodin and Rachmaninoff, and
the revised editions appeared in subsequent
new historical and cultural periods.

Even if we accept the statement of
some musicologists that socialist realism
in musical art has disappeared since the
end of the 1970s [20], nonetheless, in texts
about music it is possible to discern a freer
interpretation of that phenomenon from
that time, along with a partial preservation
of the priority of the composers from the
Classical and Romantic periods with their
romanticized biographies. The crying
(emotional) listener remains one of
paramount importance, but the educated
listener also joins the former on par with
the development of music education in the
USSR since the 1960s (children’s music
schools and music colleges).
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The Post-Soviet Choice: 1998-2019

In contrast to music criticism and
journalism, the post-Soviet period within
the framework of ZhZL must still be
regarded as a single space, in which the
state-ideological doctrine disappeared and
the multifactorial word freedom came into
view. The latter is primarily associated
with an interest of the Soviet reader and
listener in previously prohibited subjects
and periods. Apart from the published
“small” series of the ZhZL, in the classical
version from 1998 to 2019, i.e., in twenty-
one years, the biographies of thirty-three
personalities associated with music were
published (without reprints). A sharp
increase in the number of names offered to
the reader unambiguously echoes with both
the ideas of freedom and the new technical
capabilities of the readers (i.e., computers
and the internet), as well as the general
medialization of the post-Soviet space.

Among these, twenty-four biographies
belong to the Russian national musical
culture, filling in the gaps within the previous
Soviet canon of names. In fact, we can talk
about a massive reform of the entire area of
Russian musical biography. Summing up,
we can highlight the leading trends:

1. An increased interest in the
personalities of performers of both academic
and non-academic music: the creators of the
author song accompanied by guitar (Bulat
Okudzhava, Yuri Vizbor), singing actors and
artists (Vladimir Vysotsky, Lyubov Orlova,
and Leonid Utyosov), and professional
singers (Lidia Ruslanova, Feodor Chaliapin,
and Nadezhda Plevitskaya).

2. A certain revival of the names of
composers, producers and philanthropists,
who were popular and influential at the turn
of the century up to the 1920s — Alexander
Scriabin, Sergei Diaghilev (two versions of

101

his biography have been published), Savva
Morozov and Savva Mamontov.

3. A deliberate recycling of biographies
of significant composers from the past,
consistently inscribed earlier in the Soviet
canon: Glinka, Mussorgsky, Borodin,
Tchaikovsky, Rachmaninov, and Prokofiev.
This recycling is seen here as explicit, because
the appeal to the biographies of composers
goes through all the stages characteristic for
the phenomenon of cultural recycling: the
appearance — oblivion for several decades
— a return in different conditions. These
stages are also highlighted in the modern
narratives of the 21st century.'

4. The appearance of ZhZL composers
in the public space, whose work took place
entirely during the Soviet era (the so-called
Soviet composers) — Dmitri Shostakovich,
Isaak Dunaevsky, Tikhon Khrennikov, and
Valery Gavrilin.

5. A continuation of the line of musicians
of the pre-Glinka's era — the biography of
Alexander Griboyedov and a reprint of
Dmitry Bortnyansky’s biography.

By and large, there is a clear historical
slope towards Russian names of the 20th
century, and if we consider that Vysotsky’s
and Okudzhava’s biographies had been
“reprinted,” respectively, eight and four
times, then the focus of the audiences’ and
publishers’ interests lay in the second half,
perhaps even in the 3rd quarter of the century.
In this period, one may stress that an interest
in the musical culture of the Russian diaspora
appears, as represented by Diaghilev,
Prokofiev, Chaliapin, and Plevitskaya.

It can be argued with caution that there
is a certain amount of delimitation present
in the consumer (reader and listener) of
the series: this is proved by the numbers of
reprints (judging only by them, the main
musical character for the modern reader
i1s Vysotsky), the volumes of biographical
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texts (from 200 up to more than 700
pages), and the authors of these narratives.
A certain amount of differentiation is
visible in the specializations of the authors
of the biographies: these are professional
musicologists (from Russia and from other
countries, e.g., Alexander Poznansky,
Ekaterina Lobankova, Krzysztof Meyer, and
Anna Bulycheva) or professional writers
and journalists, frequently well known to
the widest circle of the Russian public also
as media personalities (Dmitry Bykov and
Leonid Mlechin).

The debate on the topic “For whom
the biographical narratives of the ZhZL
are intended” was most harshly presented
in the reviews of critics (musicologists
and philologists) in connection with the
publication of the fundamental biography
of Prokofiev in this series [7]. Therefore, it
is possible to assume that a new pantheon
of names is being formed already on the
basis of the subjective perceptions of the
series’ editors, the requests of the present
era (the public), and the personal interests
of the authors of biographies as well. At the
intersection of these three spheres, a new,

quite flexible, and so far, amorphous narrative
picture of the world is shaping through
the biographies of Russian composers,
musicians, etc. Accordingly, a post-Soviet
potential reader-and-listener is completely
different: from an expert (a “colleague”
musician) to an entertaining listener and
jazz lover (a jazz expert and jazzfan) of
whom Adorno spoke so dismissively [12,
pp. 14-26].

Thus, the biographical narratives of
the series follow the path from the canon
within the ideology of socialist realism of
the 1930-1950s through the rebranding of
names in the 1960s—1980s. In this century,
the reformatting of the biographical space
and the recycling of biographies have
been proposed, at the epicenter of which
is the national music of the entire 20th
century. The choice of names provokes the
emergence of not only the Soviet reader,
but also the Soviet listener, who fixes the
reference points of the Soviet ideological
prescription and its changes over more than
half a century, and then the diffusion of
listeners’ tastes in the 21st century.

Gys~ Notes (@

! Translation by Alexander B. Popov.

2 Here and further, for the lists of the mentioned books in the series, see: Katalog “ZhZL”,

1890-2010: (120 let serii “ZhZL”) [The “ZhZL” catalog, 1890-2010: (120 years of the ZhZL
series)]. Compiled by Evgeny 1. Gorelik et al. 5th Edition, Revised and Summplemented. Moscow:
Molodaya gvardiya, 2010. 412 p. (In Russ.); Katalog knig “Zhizn' zamechatel'nykh lyudey”
[Catalogue of books “The Lives of Wonderful People]. Sayt Izdatel'stva “Molodaya gvardiya”
[Website of the “Molodaya Gvardia” Publishing House]. URL: https://gvardiya.ru/books/zhizn-
zamechatelnyh-lyudey (30.11.2020). (In Russ.). See the same editions: from 25,000 in 1943—1945
and up to 300,000, for example, in 1987.

3 For the concept and strategy of the publication, see: Kosmovskaya M. Vsya zhizn' — v rabote:
150 let so dnya rozhdeniya Nikolaya Findeyzena [The Entire Life in Work: 150 years Since the
Birth of Nikolai Findeisen]. Muzykal'noe obozrenie. 22.07.2018. URL:
https://muzobozrenie.ru/vsya-zhizn-v-rabote-150-let-so-dnya-rozhdeniya-nikolaya-findejzena/
(30.11.2020). (In Russ.).
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* For an analysis of Chopin’s biography in this series, see [6].

> For interpretation of the national element in Russian and Soviet music, see, for example: [9].

6 It is possible that Sergei Bazunov studied at the History Department of the St. Petersburg
University, which he enrolled in (or applied for) in September 1878, see: TSGIA SPb [Central State
Historical Archive of St. Petersburg]. F. 14. Op. 3. No. 19922. Sergei Alexandrovich Bazunov.
URL: https://spbarchives.ru/infres/-/archive/cgia/14/3/19922 (30.11.2020). (In Russ.).

7 For Asafiev’s role in shaping Soviet musicology, see [14].

8 1935 was also called (by Pauline Fairclough) a borderline year in regard to the change in
Shostakovich’s symphonic style [15].

? Glinka’s biography from 1943, similarly to Tchaikovsky’s, was published in “pocket” editions
— 44 and 64 pages, respectively, in the series of “Great People of the Russian Nation” and “Great
Russian People,” which had been replacing the ZhZL series in 1943—1945: Istoriya izdatel'stva.
1943 [The History of the Publishing House. 1943]. Sayt Izdatel'stva “Molodaya gvardiya” [ Website
of the “Molodaya gvardia” Publishing House].

URL: https://gvardiya.ru/pub/history/1943 (30.11.2020). (In Russ.).

10" About the influence of the socialist-realistic “grand style” on the Soviet cantata and oratorio,
see [5].

" See on the media channel of the institute:

URL: https://www.youtube.com/watch?v=uocKkemftDA. (30.11. 2020). (In Russ.).

12 For a biography of Maria Spendiarova, see:

URL: https://www.sakharov-center.ru/asfcd/auth/?t=author&i=123. (30.11. 2020). (In Russ.).

13 See, for example: Lukovtseva Tatiana A. “Ottepel” [“The Khrushchev Thaw”]. Bol'shaya
rossiyskaya entsiklopediya — elektronnaya versiya [Grand Russian Encyclopedia — Electronic
Version]. URL: https://bigenc.ru/domestic _history/text/2699058 (30.11. 2020). (In Russ.).

4 For an understanding of the Soviet recycling to the current date, see the large section named
“Cultural Recycling: The (Post)Soviet Experience” in the journal “New Literary Review” (NLO)
(No. 169, 3/2021): URL:
https://www.nlobooks.ru/magazines/novoe_literaturnoe _obozrenie/169 nlo 3 2021/ (13.06.2021).
(In Russ.). For academic music, see: [21].
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UCTOYHHKOB paccMaTpUBAaeTCs JACATENbHOCTh NeBIla M rapMoHucta Mupdanza babakaHosa.
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o0nacTu rpaMMO(OHHOMN 3aMKCH TaTapCKOM My3bIKM Hayana XX Beka. BriepBbie aBTOPOM CTaThu
BBOJUTCS B HAy4yHBIH OOOPOT M aHaJM3UpPYyeTCss TpaMMOGOHHBIM pernepryap HCIOIHUTENS,
NpeACTaBICHHBIN 3anmucsaMu obmiecTBa «Cupena-Pexopa» (“Syrena Rekord”) u auckamu pupmbl
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B rpaMMOOHHOM penepTryape babaxaHoBa NMecHM W MHCTPYMEHTAJbHbIE HAWTPBHIIN JAPYTHX
TIOPKOSI3BIYHBIX HAPOJIOB: OAIIKUP, Ka3axoB, y30ekoB. TBopueckoe Hacnenue babaxanoBa, cTaBiee
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Mirfayza, he has left a distinctive legacy in the sphere of early 20th century Tatar music. The author
brings into scholarly use for the first time and analyzes the performer’s gramophone recording
repertoire presented by recordings made by the “Syrena Rekord” company and discs made by the
“Pathé” company.
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lyrical song, the swift urban songs, the bait), of the inimitable original performance manner of the
singer-accordionist, and the particularity of his singing voice (countertenor). The author examines
the songs and instrumental tunes of other peoples with Turkic languages: Bashkirs, Kazakhs and
Uzbeks, available in Babazhanov’s gramophone repertoire. Babazhanov’s artistic legacy, which
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Hayasie XX BEKa pacrnpoCTpaHUBIIA-
B scst 1o Bcer Poccuu rpammodoHHas

My3bIKa CII0COOCTBOBajA MOMYJISPU-
3allMd TBOPYECTBA TAaTapCKUX HCIIOIHUTE-
neit. BeisiBneHHble rpaMMO(OHHBIE TTaCTUH-
KM Jal0T BO3MOXKHOCTb 0Oojiee JeTanbHOIro
U3Yy4YEeHUS! MY3bIKaJbHOI'O HAaCleIUsl U3BECT-
HBIX TaTapCKUX MEBLOB U MY3bIKAHTOB TOI'O
BpeMmenu. OTHUM U3 HanboJIee MOMYISIPHBIX
UCIIOJIHUTENIEH, OCTAaBUBILIUX SPKUU ciex
B MY3bIKAJIbHOM KYJIBTYPE TaTap, B TOM YUCJIE
B 00JIACTH TpaM3aliCy TaTapCKOW MY3BIKH,
ObLT meBel] U rapMOHUCT Mupdaus (Amup-

¢au3) babaxanoB (1867—-1943). B napoze
OH O00pE€N M3BECTHOCTHh MOjA UMeHeM Tpo-
unkuii Mupddaiiza, Mo MeCTy HpPOXKUBAHUS
B I. Tpoulke (HbiHE ropoja B YensiOMHCKOU
o0nacTn).

AKTyallbHOCTb JJAHHOM CTaThbW 3aKJII04a-
eTCsl B aHaJIM3e TBOPYECTBA U TUCKOTpaduu
He3aypsIHOrO MeBla-My3blkaHTa Mupdau-
3a babaxaHoBa, IEITETLHOCTH KOTOPOTO Ha
CErOJIHALIHUI J1€Hb OCTa&TCs MaJOU3ydeH-
Hoil. HoBu3Ha paboTel 00yclioBi€HA Mpu-
BJICUCHHEM NEPUOJUYECKON TMedaTu Hadajia
XX Beka, peueH3uid Ha KOHLEPThl U Beuepa,
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rpaMMO(OHHBIX TIACTHHOK oOmiecTBa «Cu-
peHa-Pexopm» (“Syrena Rekord”) m nuckor
¢dupmel «Ilare» (“Pathé”) ¢ 3anucsimu My3bi-
KAJIBHBIX MPOWU3BEICHUN B MCIOJHEHUH ba-
OaxaHoBa. Marepuasnbl BIEpBbIE BBOAATCS
B Hay4YHBIA 000POT.

N3 ckymbix OnorpaduyecKkux JaHHBIX U3-
BecTHO, uto npenku M. babaxanoBa Obuin
BhixoAuamMu u3 Cpennent Aszun. Damuins
neBia — babaxxaHoB — oOpa3oBaHa W3 y3-
OEKCKHMX CJOB 6aba (otei) U Oocan (Ayuia,
KU3HB), YTO OTpPaXaeT HALMOHAJIbHYIO MpU-
HAJICKHOCTh. B OTHOM U3 TEKCTOB €r0 MeCceH
ecTh Takue cioBa: «be3nen Tpoucku mohope,
WKE CYHBIH apachl, Y 3€ JKbIPJIblil, Y3€ YUHBIN,
Mupdoiizo — capr Oamace» («Ham ropon
Tpounk — Mexay AByMs peukamu, Mupdaiiza
caM MoET, caM UTPaEeT — OH JIUTS CapToB [capT
—y30ex]» [1, c. 6]".

W3BectHpnii mwmcarens Caiipu  Kymam
BCIIOMHMHAJI O BCTPEYE C Ka3aXCKUM aKbIHOM,
KOTOPBIN KOXKI0€ JIETO €311J1 B TpOHUIK U TT0-
cemiajl TaM KyMbICXaHy (KYMBICHYIO) I€BLa
Mupdanza babaxaHoBa, MPOCIaBUBIIETOCS
3aMucIMH Ha TPaMMOGOHHBIX TUIACTHHKAX
[2, c. 41]. B KyMbICXaHy OPUXOJUIH MOOO-
IaThCs, MOCIYIIATh IECHU U UTpy OalIKup-
CKHX KypauCTOB, Ka3aXCKMX MY3bIKAaHTOB.
Cam Mupdans Takxke ydacTBOBaJI B ITHX
pa3BIIEYEHUSAX: UTPaJl HA TAPMOHU U men [3,
c. 32]. O6mascy ¢ Ka3aXxCKUMHU TI€BIIAMU U
My3blKaHTaMH, babakaHOB MEpeHsa y HHUX
Ka3aXCKUe MECHU W HAy4MJICS UrpaTh Ha Ka-
3aXCKOM ToMOpe.

OpnHoil 13 rpaHeill UCTIOJHUTENBCKOM Jie-
stenbHOCTH babakaHoBa OBLIM €ro BBICTY-
IUICHHS Ha sipMapkax, B KHHOTeaTpax M 4aii-
HBIX. EKeronHo neBeu-rapMOHKUCT BbIE3XkKall
B Hmwxuuit HoBropon, rae yyactBoBai B pas-
BJICKAaTEJIbHBIX KOHLEpTax 3HameHuTtou Hu-
KETOPOJICKOM sIpMapKu, UMEHYEMOIl y Tarap
«Makapmka» (“Moakopxka”). Ilo Bocmomu-
HAaHUSIM COBPEMEHHHMKOB, babakaHOB BEI-
CTyIajJ B pEeCTOpaHe I'OCTUHUIIBI «J|BycBeT-

Has», B YaWHOW XyCaMHOBCKOTO IOABOPBSI.
«1913 ron. MakapbeBckasi sipMapka. 3ai
yalixaHbl XyCaWHOBCKOrO IoaBOphs. Ha
3CTpay BBILIEN KPYITHBIH, TPUBIICKATEIbHBIN
yesioBeK cpeanux jetT. Ha Hém — akkyparHO
MPUTAJIEHHOE CTEraHoe NaJIbTO, KaJSIMyll,
BBIIIMTHI  MCKYCCTBEHHBIMH  KEMYyTamH,
OpIOUMHBI, HATSHYTBhIE TOBEPX CaIlor. YChbI
u OOpollKa aKKypaTHO TO-MYCYJIbMaHCKH
MOJICTproKeHbl. Eci OBl B pykax y HEro He
ObUIO TapMOHH, MOXXHO OBLIO OBbI MOTyMaTh:
“3ayeM PTOT OOrarhlii s BBIIIET HA CIie-
Hy?” CJ0B HET: MaCTEpPCKH, JYIIEBHO UTPAET.
A Benp oH ewé u netp noykeH. M qymaenis,
a YMECTUTCA JIM B 3aJi€ T0JI0C, KOTOPHIN BbI-
JBETCS U3 ATOTO OoIbIIoro Yenoseka? Bot on
Y 3ariel 1o/l aKKOMIIAHEMEHT CBOEH TapMOHH:
“Kunonep 1o kopBaH, haii, kunagep... Ypre-
HeuToH Tyren, XusaaaH...” (Maér kapasad,
ai, un€r... He uz Yprenua, a u3 XuBbl...).
Jlpixanue ero cBoOOJHOE, a BOT rojioc... He
3HAK0 JaXke, Kak 00 3ToM ckaszark. [onoc He
MY’KCKOM, Jia U Ha KEHCKUHU HE TOX0XK. JTO U
He TeHOp. Sl He 3Halo Jaxe, Kak Ha3BaTh 3TOT
rojgoc. Oto ObL1 rapMoHHuCT-TIeBer] — “Tpo-
uikuii Mupdaiiza” — 3HameHuThiid Mupdauns
babaxxanoB» [Tam xe, c. 33].

babaxxanoB He pa3 ObiBan B Kazanu u BEI-
ctynan B kunoreatrpe «byd», rae nepen Ha-
YaJIOM KHHOCEAHCOB MPOXOJWJIM KOHIIEPTHI
TATAPCKUX WUCIOJHUTENEN. Tarapckuii mosT
I'abmynna Tykaii, ycneimas B 1911 rony ba-
Oa’kaHOBa, HAIKMCAJ B CBOCH CTaThe JIETKOTO
catupudeckoro ctuwig «OTUYET 3a MPONUIBIN
rom» («beIATBIpHBIH XHCca0bl»): «B mpormom
rony B kuHortearpe “byd” Tpounkuit Mup-
¢aii3za 3acyHy B CBOIO INIOTKY ‘“)KEHILMHY-TIe-
BUILy”’, KOTOpasi BHyTPU HErO BBICOKUM T'0JIO-
COM TIeJIa MPOTSKHBIE U KOPOTKUE MEJIOIMH.
Kazanoce, uto Mupdaiiza He 1meln, a TOIbKO
mieBesnna ryoamu. A HapoJ BCE yIUBISUICA,
nepem€nTeiBasch: “Kak U3 TaAKOro KpymHoro
YeJJOBEKa BBIXOIUT TAKOM TOHKHH Toyoc?”’»

[4, c. 222].
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[Toz:xe Mupdans babaxxanos u ['abmymia
Tykan He pa3 Bcrpeuanuch. Tak, B Kazanu
MeBEL-TAPMOHUCT MPUIIIACKUI TI03Ta B TOCTH
K cebe B HOMepa «bynrapy, rie o ocTaHas-
nuBanca no nytd B Hwxuuii Hosropon [1,
c. 6]. 3BecTHO, uTO JIeToM 1912 rona Tyxkai
HaxOAWICS Ha KyMBICOJIEUYEHUU B CTENHU MOJ
Tpouikom, U B 1OpTE, CHELMAIBHO MOCTAB-
JIEHHOW JI1 HEro, Mo3T BHOBb BCTPETUIICS
c babaxanoBeiM. Torma, mo mpocbbe Ty-
Kasi, eBeL UCIOIHSUI U1l HErO CBOM IMECHU:
«...Ilocne Ttoro, kak Tykail mo3gopoBaics
¢ Mupdaiizoii, OH MIPUTITACKI TIEBIIA B IOPTY.
Onu HeMHOro noroBopuid. I103T kuBHYN Ha
MOKPBITYIO O€JIBIM MOJOTEHIIEM TaPMOHUKY U
nonpocun Mupdaiizy cnets. B topte 3a3By-
yaJia IeCHs, UCIIOJIHEHHAs T0JIOCOM, HallOMU-
HAaWIIMM TaTapCKUM MEAHBIA Kypai...» [,
c. 149, 150].

[Tocnennee BoicTyrieHMe babakaHo-
Ba cocrosuioch B Kazanu B 1928 rony. Iles-
La-rapMOHKUCTA, TOCTUBIIETO y IJIEMSHHUKA,
npuracuiu Ha Tarapckoe paguo. CoxpaHu-
JUCh BOCIIOMHHAHHUS KYpPHAJINUCTA, TEaTpo-
Bema Illapuda PaxmankynoBa, paGoTaBimiero
B T€ TO/Jbl HA paano. OJHUM U3 UHULIMATOPOB
npuriamienus babaxxaHoBa Ha paguornepena-
4y BBICTYIIMJI U3BECTHBIM TaTapCKUM Jgpama-
Typr I'anmuackap Kaman, KOTOpbIli MO3HAKO-
MMJICS € TIEBIIOM Ha Huskeroponackou sipmapke
B aBrycre 1908 roma [ram xe, c. 148]. Bo
BcTynuTesbHOM cioBe . Kaman pacckaszan
paZvoCITyIaTeNIsiM O TaTapCKUX UCIOJIHUTE-
JISIX — BBIXOJILIAX M3 HAapoa, a Jjajee 0 MacTep-
CTBEe meBla-rapmonucta babaxaHoBa, oco-
OEHHOCTSIX roJ0ca ¥ €ro MaHepe UCTIOTHEHHUS.
Hpamarypr necTHO BbIcKasaics B aapec bada-
xanoBa. lllapud PaxmankynoB BcrioMuHaer:
«...Tarapckue HaponHbIE MIECHU B HCIIOJIHE-
HUY TIEBIA C PEIKUM BBICOKUM, (aTbIIETHBIM
roJIOCOM, 4epe3 BOJHBI panuodhupa YHOCH-
JINCh OYEHB JaJIEKO...» [TaM xe, ¢. 150].

B meHun BBICOKMM O3BYyYeHHBIM (aib-
LETHBIM TOJIOCOM MPOCIEKHUBAIOTCS TPaIU-

MU YCTHO-TIPO()ECCUOHATIBHON  KYJIBTYPBI
MYCYJIbMAHCKMX CTpPaH, IJI€ TaKOro poja ro-
JI0caM OTJaBaoch npeanoutrenue. Eme oqna
0COOCHHOCTh HAIlMOHAJIBLHON MaHEpHhl BO-
KaJIbHOTO MY3UIIMPOBAHUS — 3TO MOAPAKAHUE
TeMOpy My3bIKaJgbHOTO HHCTpyMeHTa. C 3Toit
TOYKH 3PEHHS BBICOKHI rojoc babakaHoBa,
KaK OTMeUajoch, OJNIM30K 3BYYaHHWIO Tarap-
CKOT'O MEJTHOTO Kypas.

B xone uccnenoBanuii aBTOpoM OBLIO BEI-
SIBJICHO, YTO MEHHE MY>KYMH BBICOKHUM TOJIO-
COM — KOHTPAaTEHOPOM — SIBIIIETCS TUITMYHBIM
B MPAKTUKE TAaTAPCKOTO BOKAJIBLHOI'O HCIMOJI-
HUTEJIbCTBA Hadyasa XX Beka. Tak, rpaMMo-
(hOHHBIC 3alKMCH CBUJIIETEIHCTBYIOT O HaJU-
gy TemMOpa KOHTpATeHOpa y TMOMYJISPHBIX
TaTapCKUX HUCIOJHUTENEeH Hadama XX BEka.
OT10 meBubI-rapMOHUCTBl XycauH lOcurmos,
Cansxernun laszernuHoB, MyxaMmemxaH
I'y6aitnynnun, XucameTAMHOB U AjHeB (UX
MMeHa HeusBecTHbI). Cpenu KOHTPAaTEHOPOB
BBIJICIISIIOT JBa THUIIA TOJIOCA — AJIBTUCT U CO-
npanuct. [onoc Mupdansza babakaHoga,
3BYYallliil B BBICOKOM PETHCTPE, MOXKHO OXa-
PaKTEPU30BaTh KaK r0JIOC COMPAHUCTA.

O mnomynspHOCTH mMeBIa-My3bikaHTa ba-
OaxaHOBa CBUJCTEILCTBYIOT COXPAHMBIIIHC-
cs1 rpaMMO(OHHBIC 3amucH. MHOTHE TTIECHA U
WHCTPYMEHTAJIbHbIE HAUTPBIIIU B €r0 MCHOJ-
HEHUH ObUIH 3a(pUKCHPOBaHBI HA TPaMMOQOH-
HBIX IJIaCTHHKAX ob0mecTBa «Cupera-Pexkopa»
B Bapmase u Ha quickax QpaHITy3cKoi (PUPMBI
«ITare» B Mockse. [leBen-rapMOHHCT 3asiBICH
37€Ch KaK ITOFOIIUI IO COOCTBEHHBIA aKKOM-
MaHEMEHT M KaK WHCTPYMEHTAJIUCT. Jlucko-
rpadus neBla-My3bIKaHTa COCTaBIAeT 62 3a-
nucu: Ha mactTunkax «Cupena Pexopa» — 36,
Ha mquckax «llarey — 26.

CoxpaHuBirecss rpaMMO(OHHBIE 3aru-
cu babakaHoBa SBISIOTCS I8 HAC LIEHHBIM
HMCTOYHUKOM H3yYEHHs Tojloca W HUCIIOJIHU-
TEJIbCKOM MaHEphl MEBIA-TAPMOHUCTA, €ro
penepryapa u cBoeoOpas3usi TBOpuecTBa. AB-
TOPOM CTaThbU BBISIBJICHO M MTPOAHAIU3UPOBA-
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HO 18 3amuceii babaxkxanoBa Ha rpaMMOOH-
HBIX MacTuHKax ¢pupmbl «Cupena-Pexopay.
OTH MIACTUHKU ObUIM OOHAapy>KEHBI B 4acT-
HBIX Kouteknusix B Kazanm u B donmax Un-
CTUTYyTa SI3bIKa, JHUTEPAaTypbl U HCKYCCTBa
umenu [. Ho6parumona (Kazans). Cpenu
rpaMmMmooHHBIX 3anuceil babaxanoBa — 00-
pas3ipl OpOTSHKHOW upuku Tarap «Harmes
SAxyOa» («Aky6 kee») (Ne 6091), «Hanes Ca-
xkuael» («Caxumo kee») (Ne 7006), ckopbie
ropojickue necHu (kvickaxou) «VxOymauH»
(Ne 6090), «Dazmymn» (Ne 7002), «JlacToukar
(«Kapmpiraa») (Ne 7003), a Takxke obOpaszen
6auta — «baut 06 Openbypre» («OpenOypr
6oeten) (Ne 7005) u apyrue.

CayxoBoil ananu3 rpamsanuceid babaxa-
HOBAa BBIBIIAET 3MOLIMOHAIBHOCTh HCIIOJHE-
HUs. Ero romoc v akkoMIaHeMEHT TapMOHH
BOCTIPpUHUMAIOTCS KaK CBOEOOpPA3HOE «aKy-
CTUYECKOE COpPEBHOBAHME», YTO MPUBOAUIO
K OoJyiee akTUBHOM IMojjaye rojioca u Jaxke He-
KOTOPOW YTPUPOBAaHHOCTHU. BCE 31O BIIMCHIBA-
€Tcs B 0COOEHHOCTH FOPOJICKOH pa3BiieKaTeb-
HOW My3BIKH TOTO BPEMEHHU U B (POPMUpPOBaHHE
KOHIIEpTHOTO penepryapa babaxanoBa, dTo
10 JOCTOMHCTBY OLIEHMBAIA COBPEMEHHHKH.
Tak, most Carur CroHuened mmcai: «...To,
910 UcToNHsAeT baba)kaHOB, IOAXOAUT €T0 TO-
JoCy, 1a OH M caM He MOET uTo momnajio... O
yMeeT BbIOMpaTh AJIsl IEHUsI CaMble KPacHBbIE
¥ 33/IyIICBHBIC MEJIOINH, M HA CAMOM JIEJIe OH
XOpOUIO MOET U JIeNaeT 3TO Kpacuso. M, xots
B €r0 IECHSAX, B OCHOBHOM, 3BydYar HIa0IOH-
HBIE CJIOBA, HO YHCTOTA TOJI0CA U €r0 Kpaco-
Ta 3aCJIOHSIOT ITH Heaoctarku» [6, c. 237].
«...CBouMH necHsIMH U MyHajpkatamu baOa-
YKaQHOB MTEPEHOCHT HAC B MPOIILIOE, TEM CAMBIM
BO3pOXKIIas, /ieNasi y3HaBaeMbIM IyX CBajeO u
MImKIMcoB 19 Beka... Hago ormath nomkHoe
— babaxkanoB — neBer, 4bu necHu “@Dazmymr”
(umst), “Kapnbiraa” (“Jlacrouka”) u apyrue
NECHHU, a TaKKe MYHaJ/DKaT MOJ Ha3BaHUEM
“@ann meubs” (“bpeHHBIM MHP) HEBOIBHO
XOYEeTCsl CIyIIaTh BHOBb M BHOBbY [TaM xke].
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Cpeny BBISBICHHBIX TPaMMO(OHHBIX 3a-
nuceil «Cupensl-Pekopn» coxpaHuiuch MH-
CTPYMEHTAJIbHbIE HAUTPBIIIU B HCIOJHEHUH
babaxanoBa: «/luts Mwumkunay («bana-
mutikun») (Ne 6094), «Carbipa» (KeHCKOE
ums) (Ne 6095), «Hosrit NxOynaun» («AHa
NxOynmuay) (Ne 7020), «HameB Munzens»
(«Munzand kee») (Ne 7021), «Kyma Catupa»
(«Carupa enra») (Ne 7024), «I'brit33endoanar»
(>xenckoe umst) (Ne 7025). B unTepnperarym
babaxxanosa menonust «Kyma Catupa» otiu-
yaeTcs YETKUM PUTMOM, TUHAMUYECKUM YCHU-
JICHHEM MHOTOKPATHO TIOBTOPSIOIICHCS TEMBI,
YTO CO3AET MPUMOAHATOE, 33 JOPHOE HACTPO-
eanne. Menogusa xe «[bIii33enOanar», H3-
BECTHas TaK)Ke MOJ Ha3BaHHEM «AMNXaNMITIOK»
(«Aiixannyk») [7, c. 189], B ucnonnenuu ba-
Oa’kaHOBA HAa TAPMOHH OTIUYAETCS IITYOOKUM
MTPOHUKHOBEHHBIM 3BYYaHHEM, HAIIEBHOCTHIO.
Cpenu HOBBIX BBISBJICHHBIX 3alUCEN rapMo-
HHUCTa TpuBJeKaeT BHUMaHue necHs «Hames
I'm3zary («I'b1339T KOe») (Ne 6092), koTopas
SIBJIIETCSI BOKAJIbHO-MHCTPYMEHTAJIbHBIM Ba-
puaHToM BblmeynoMsHyTod «['b1ii33enOa-
Har». MHCTpyMeHTanbHbIM Haurpsim «Hames
Munzens» («Mun3amo kee») (Ne 7021) — sto
MOMyJIsIpHasi MENoAus Hadana XX Beka, Tak-
K€ HCITOHSIBIIASICS C MMOITUISCKUM TEKCTOM
U3BECTHBIMM NI€BLAMHU TOro BpemeHu Kamu-
nem MyTteiru-TyxBarymuinaeiM 1 Moparumom
AnamaHTOBBIM. B 0OHapy>XeHHBIX aBTOPOM
rpaMMO(OHHBIX 3aMUCSIX B UX HCIOIHEHUU
OHa UMeeT Ha3BaHue «JIuTs, MyCThb CTHHET
9TOT ropof. ..» («Kopcein, 6amam, Oy kamay).

Ilo cBuaeTenbCcTBY KOMIIO3UTOPA, (POib-
kiopucrta Cynrana ['a6siin, Mupdausz bada-
JKaHOB CaM COYMHSJI MEJIOJUU K TECHSIM [8,
c. 46]. B coopnuke ["absmm «HarmonansHbie
HaneBbD» TPUBOAUTCS necHs « Mupdaiizar:

«Topa3zonHe aupin Kyer,
KEeMT'd KYJIMOK KUCICEH?
Kambiy xapa, OyeH 3uda,
KeM 09XTeH9 ycaceH?» [9, c. 66].
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(«OTKpBIB CBOE OKOIIIKO,
JUTSL KOTO ThI KPOUIIIH pyOariky?
bpoBu 4épHsl, caMa cTaTHa,
Ha Yb€ CYACThE Thl PACTELIB?»)

O HeoOblYaHON MOMYISIPHOCTH 3TOU
necHu B Hayane XX BEKa CBUICTEIBLCTBYIOT
rpaMMO(OHHBIE 3aMUCH TaTAPCKUX HCIIOTHH-
teneil. [lo nanHbIM pykonucu «BocToyHOro
KaTajora» W3BECTHOTO Iuckorpada AmaHa
Kennu, nro0e3HO mpenocTaBlIeHHOW aBTOpPY
cTarbM, BHepBble mecHs «Tpounkuit Mwup-
bamz» («Tpourku Mupdoiizon) (Ne 14478)
Obuta 3ammcaHa Kommanueil «[pammodon»
B 1906 rony B Cankr-IletepOypre B ucmonHe-
HuK sxeHckoro Tpuo®. B Kazanu B 1909 romy
necHs moja HaszBanueM «Mupdaiiza Tpowurl-
kuit» (Ne 2-104020) Obuta 3anmucaHa KoMIia-
Huel «I'pamModoH» B HCTIOITHEHUH KEHCKOTO
nyasta. B Tom xe 1909 rony necus «Mupdaii-
3a» (Ne 6036) 3anucana gpupmoit «JIupodon»
B HICTIOJTHEHUH KEeHCKOTO aydTa (M. TumepOy-
naroBa u . CupazyrauHona) u pupmont «da-
BopuUt-pexkopm» («Mupdaiizan, Ne 1-279011)
B ucnonHeHun «Kazauku DaxpeTauHOBOM.
[Tecus «Mupdaiiza» (Ne 8159) B ucriomHeHnH
MOMYJISIPHOTO  MEBLIa-TApMOHUCTa XycauHa
KOcumnoga 3adgukcupoBana Ha TpaMMO(OHHOM
mwiactuake PAOIT («Pycckoe akuuoHepHoe
0011ecTBO TpaMMO(OHOB™).

ABTOp pacnosiaraeT TaKkke ayJu03anuchio
menoauu «Tpounkuit Mupdausy», 3adukcu-
pPOBaHHOM Ha METAJUIMYECKON IUIACTUHKE,
MIPOU3BEAEHHON W3BECTHBIM MY3BIKAHTOM M
mactepoM [. CaillpynnuHbIM 11 My3bIKallb-
Horo simuka «STELLA».

A B UCITOJIHEHHH caMOTro aBTopa babaxa-
HOBa mecHa «Mupdaiizay (Ne 25874) Oblna
3anucana Ha qucke ¢pupmsl «llarey, kak yka-
3aHO B KaTajore, Toiabko B 1911-1912 rogax,
Korga Omaromapst TpaMMOQOHHBIM 3aIlUCIM
OHA IIUPOKO PACIPOCTPAHUIIACEH CPENIU TATaAP.

SABmsisick  MpoQeCCHOHATBHBIM  BOKAJTH-
CTOM, aBTOp CTaTbU OCYIIECTBWJI PEKOH-

CTpykuuto mecHu «Mupdaiiza», a Taxke
necan «HameB Caxuga» («Caxugo kee)
(Ne 7006) u3 pernepTyapa TieBIIa W 3amucall
B conpoBokeHuu OasiHa (Pycrem BaneeB)
ckpunku (Illamune MonackmoB) s ¢oH-
noB TPK «Hogsrit Bex» (1. Kazans).

B ¢onnax Jlenapramenra ayauoBU3yaib-
HBbIX TOKyMeHTOB HanmonanpHoi bubnuore-
ku @pannun — BnF (Bibliothegue nationale
de France, departement Audiovisuel)® aBto-
pOM OBUIM BBISBIEHBI M BIEPBHIE BBEICHBI
B HayuHBbIi 00opot 52 aucka «Ilare» c 3amu-
cssmu Tarapckux ucnonHuteneit [10]. Cpeau
HUX — JIUCKU C TOJOCOM M UTPOM Ha rapmo-
Huke M. babaxkanosa. Ha quckax ums ucros-
HUTENs yKa3aHo Kak Mupdeiiza baba3sHOB.
CoxpaHuBIIMECS 3alMCH NE€BLA-rapMOHHUCTA
(8 mecen mox cCOOCTBEHHBIN aKKOMITAHEMEHT)
n3 BnF maror HaM BO3MOXXHOCTB pacIIMpUTh
MpEeACTaBIeHUE O CBOEOOpazuu rpaMMooH-
HOTO pernepryapa babakaHoBa.

Nzyuass 3ammcn Mupdamza babaxkano-
Ba Ha rpaMMO(OHHBIX IUTacTHHKaX «Cupe-
Ha-Pexopny», paHee aBTOp CTaTbu paccMarpu-
BaJl O/IMH U3 XapaKTEPHBIX UCITOTHUTEIHCKUX
NpUEMOB TOTO BPEMEHHU, KOTOPBIM 3aKiro-
yaeTcsi B 00bEIMHEHUU JBYX WIH TPEX KOH-
TPACTHBIX TI0 COJIEPIKAHUIO H MY3bIKaJTbHOMY
KaHpPy MECEH B paMKax OJHOT0 KOHLEPTHOTO
Homepa [11, c. 179, 180]. Cpenu 3anuceii ba-
OaxanoBa Ha Auckax «[laTey» MbI TakKe Haxo-
M ogo0HbIe mpuMepsl. Tak, B mecue «lloa-
Ban 3apud» («Iloxsan 3aperiid») (Ne 25861)
MOCJIE€ TIPOTSKHOW TECHU O3bIH KOU CIEIyeT
yMEpEeHHas 4acTh B O/IHY CTpody U 3aBepliua-
€T KOMIIO3MIIMIO OflHa cTpoda maxmax (4a-
cTtymku). B mecHe «Amrymn («OmTymn)
(Ne 25879) coueTaroTcsi KOHTPACTHBIE CTUJIE-
BbIC MPU3HAKYU CIIOKHOTO THUIIA O3bIH KOU, TE
TPEThsl CTPO(a MCIIOIHAETCS C YCKOPEHHUEM,
a B 3aBEpLICHUM 3aJOPHBI MOTHUB 3BYYMT
B OTBITPBIILIE TAPMOHUKHU.

Oco0OeHHO SPKO MPOSIBISIETCS ATOT UCIIOJ-
HUTENbCKUI TpuéM B 3anucaHHod babaxa-
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HOBBIM TiecHE «Ta0musaxy6» («Tobmm SAxy6»)
(Ne 25860), rne meperieTaloTcsi MPOTSHKHAS
necHs u maxkmax. Ha rpaMMoQoOHHBIX I1a-
ctuHkax «Cupena-Pexopm» mecHs ykasa-
Ha non Ha3zBaHueMm «HameB fkyOa» («Sky0
kee»). O momynasipHOCTH 3ToM 3amucu baba-
YKaHOBA CBHUJICTEIHCTBYET TakoW (DakT: omuH
U3 yuTarenel oOpaTuiics B pelaklUIO rase-
Tol «[llypa» ¢ mpocsboi gaTh MH(OPMALIKIO
00 uctopuu necuu «Hanes Sky0Oa». B orBer
Ha ATO B razete ObL1a OMyOJIMKOBaHA HEOOIIb-
miast crarbs. Yurarenu y3Haiau 00 U3BECTHOM
HapoaHOM meBIe SIKyOe, KOTOphI B cTapo-
naBHUE BpeMeHa »xuil B OpenOyprekux Kap-
rajax ¥ COYMHWI MPOTSKHYIO MECHIO, BIIO-
CJIEICTBMY Ha3BaHHYIO ero nMeHeM — «Hare
Sky6an®.

Cpenu BBHISIBICHHBIX 3amnuceit babaxa-
HOBa Ha nuckax «llare» ecTh mecHH, OTHO-
csAlIMeCs K YKaHPy CKOpOH TOpOJACKOM mec-
Hu: «banamumkun» («bama Mumkuny)
(Ne 25871), «IlopoxoBoii ®Darterx» («Ilop-
xoBoi Dateiiix») (Ne 25880), «Kurymu»
(Ne 25870). MaTepecHo, uTo 3amuch «Kury-
T TIPEACTABIISET COO0M IBYXYACTHYIO KOM-
HO3UIUIO, BTOPOM YaCThIO KOTOPOMU SIBIISIETCS
UHCTPYMEHTAJIBHBIA OTBHITPBI B OBICTPOM
TEMIIE, YTO IEMOHCTPUPYET UCKYCHOE BIIajIe-
HUE MY3bIKAHTA FTAPMOHUKOM.

babaxxaHOBBIM OBLIM 3amMCaHbl TECHU U
WHCTPYMEHTAJIbHBIC HAUTPHIIIA JPYTUX TIOP-
KOSI3BIYHBIX HApOJIOB — OalIKUp, y30€KoB, Ka-
3axo0B. Tak, B karanore 1914 roma nmeercs uH-
dbopmanms o 3anmcsax Ha nuckax «llarey mecen
«Amkanap (Oamkupckas necHs)» («Akazap
(6amkoptua)») (Ne 25863), «Cabrep Ouckait
(6amkupckas)» («I1Is10TBIp Omcokol (Oarm-
koptua)») (Ne 25877) u caproBckoit (y30ek-
ckoi) mecHu «Sp-sap (Oyxapckas)» («Sp-sp
(6oxapa)») (Ne 25885)°.

Cpenu 3amuceil Ha rpaMMO(OHHBIX 1A~
ctuHkax ¢upmbl «Cupena-Pexopm» 1912
rojia Mbl HaxoauM y30ekckyro necHro «I1lad-
Tan, caproBckas» («llladram, capTuay)

(Ne 7011), xazaxckue necHn «Mnukai, Kup-
ruszckas» («auksii, kazaxga») (Ne 6098),
«AMHpXxaH, KUpru3ckas» («AMHUpxaH, Ka3zax-
ga») (Ne 7000) B ucnonnennn babakanoBa
10/l COOCTBEHHBIN AaKKOMIIAHEMEHT Ha rap-
MOHHKE [TaM ke].

WuTepec mpencrapisieT BBISABICHHBIA aB-
TopoM auck «llare», rie 3anmucanbl Ka3axcKue
necHu «AMUpXaH (KHprusckasn)» («AMupxaH
(xpipreiya)») (Ne 25883) u «Ky-xy» («Ky-
kymka») («Ky-ky») (Ne 25884), nomynspHbie
B paiione XKetricy (Cemupeune) Kazaxcrana u
B OpenOypixbe. [Ipu ciryxoBoM aHanmse B 3a-
ncu necHu «Ky-ky» npociexuBaercst HCIO-
HUTEJIbCKUNA TPUEM, YIIOMSIHYTBIM BBIIIE, 1€
B MEPBOM 4yacTh 3By4MT IecHs «Ky-Ky», a BO
BTOPOM 4acTH, KOTOpasl SBJISETCSI UHCTPYMEH-
TaJIbHBIM OTHITphIIEM, baGakaHOB HCIIONB3Y-
eT nonyJsipHyto B Poccuu kaapwib, 9410 103BO-
JIWJIO €My HPOJEMOHCTPUPOBATh BUPTYO3HYIO
UTpy Ha TapMOHHUKE.

Brictynnenns babaxanoBa mepen kasa-
XaMM ocBellana rasera «BakbIT», Ha cTpa-
HUIIAX KOTOPOW YUTATENsIM paccKa3ajy o Io-
e3/IKe TMeBI[a-TapMOHUCTA B TOPO BepHbrit®:
«B BepHoM cocrosiicst kuHemarorpaduue-
CKHI CEaHC B II0JIb3y MYCYJIbBMaHCKOM YU TAJIb-
Hu B kuaeMarorpade Ceiidymimaa; B 4eTBEP-
TOM OTIEJIEHUM W3BECTHBIN TPOMUIIKUI IEBEll
babaxaHOB HCIIONHST TaTapCKUE, CAPTOBCKHE
Y KUpru3ckue necHw» (ut. no: [12, c. 173]).

bnarogapst BOCOMHUHAaHMSIM COBpPEMEH-
HUKOB M MYyOJUKALMSAM MEePUOANYECKOM
neJyar, aHanau3dy TpaMMO(OHHOTO pernep-
Tyapa meBla-rapMonucra Mupdaiizel ba-
O0akaHOBa, YCTAHOBJIEHHOTO Ha TIPaMMO-
¢dounbix TactuHKax «Cupena-Pexopmn» u
Ha nuckax «llate», Mbl 3aHOBO OllEHMBaEeM
pOJIb ATOTO HE3aypSAHOTO HCIIOTHUTENS
B 3apOXJCHUM KOHIIEPTHO-TACTPOIHHOM
NEeSATEIbHOCTH, OTHOCSIIEHCS K TOPOACKOM
MY3BIKAJIbHOU KYJIBTYpE TaTap, U B UCTOPUH
rpaMMO(pOHHON 3aMMHUCH TATAPCKOW MY3BIKH
Hayana XX Beka.
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' 3nmeck u anee mepeBobl BHIIIOIHEHBI aBTOPOM CTaThU.

2 The Gramophone Company Limited ZONOPHONE RECORDS. THE ORIENT
CATALOGUE / Compiled and edited by Alan Kelly. March, 2000. CD-ROM.

> BnF (Bibliothegue nationale de France, departement Audiovisuel).
URL: https://goo.su/8SoD (25.07.2021).

4 Podsriik M. XKonam // lypa. 1915. Ne 18.

> I'pammodon hom mnareoH Tarap Keislope IUIACTUHKAJIAPBIHBIH MOKOMMOJ KaTaJlOThI.
Toproserii Jlom Oopanspan Kopumosnapusin OpenOypr mers6ace. Yda: Ilopbik marbaracsl,
1914. 56 6.

¢ Kpenocts Bepnbiii ¢ 1929 rona Obuta nepenMeHoBaHa B ropoj AyiMa-ara.

Gy~ CNUCOK UCTOYHUKOB ¥

1. Ucnamos P. Tykait Typeiana ssHa xatupamiop / Marspudort. 2012. 20 anpens.

2. Kymamr C. He3aOpiBaeMble MUHYTBI: BOCIIOMHUHAHUS / aBTOPU30BAHHBIN TIEPEBOJI ¢ Oallk.
W. 3akonoBa, C. Cadpuymmnaa. M.: CoBeTckuii nucareis, 1964. 284 c.

3. Pamu U. T, aytoB P. H. Onobu cy3nek (9eKke 4op Tarap oAo0HsIThI hoM MomoHMsTE
OyeH4Ya KpIckada Oenemmoaniek). Kazan: Tarap. kut. Homp., 2001. 399 6.

4. Tykait I. M. Ocopnop. 6 Tomna. 4 1. Ilposza, mybmumuctuka (1907-1913) / Te3yuece,
TEKCTJIapHBI, UCKOpMaJIopHe hoM annarmanapusl a3epinayue 3. I Mexommormun. Kazan: Tarap.
KHT. HOmIp., 2015. 431 6.

5. Tammocrap Kaman typsiaga uctonexiop / te3. Pouc /layros. Kazan: Tart. kut. Homp., 1979.
192 6.

6. Cynuomoii C. Ocopnop hom xarnap. Kazan: Tarap. kut. Homp., 2005. 367 6.

7. KiouapeB A. Tarap xansik >xpipiapel. Kazan: Tarap. kut. Homp., 1986. 488 6.

8. Cynran ['absmm: MaTepuaibl U UCCIEIOBAHUS / COCT., BCTYI. CT., KOMMEHT., ITyOIHKaIys,
npuin. I. b. I'y6aitnynnunoit. Kazans: ®@uxep, 2000. 239 c.

9. Munnu moHHap. Tepku-tarap keimope (C. I'abomm si3manmapbl OyeHYa) / Te3.-aBT.
I'. M. Maxkapog. Kazan: Marapud, 2002. 208 6.

10. T'azueB U. M. I'pammodon Tonmakamope vu coitn? // Kazan yaapser. 2011. Ne 10. 134145 6.

11. T'asueB U. M. I'pamMooHHBIEC 3alMcH TaTapcKuX MEBIOB Ha pydexe XIX—XX Bekos //
[Tpo6nemsr my3bikasibHON Hayku. 2009. Ne 1. C. 177-181.

12. T'mzarymmma P. H. «Muorue Oyxapiisl TpHE3XKaloT CrAa IMOXHTh Ha pacramiky...»
(Cpenneasuarckasi AMacmopa B JOPEBOTIOIMOHHOM Tpowuiike) // [OpoXoBcKue YTEHUS: MaTePHAIIbI
nepBoit PernonansHoM My3eitHoM kKoHpepeHIuu. 2 Hosops 2010 r. YensOunck: YensOunHCKuUI TOC.
KpaeBequeckuit myseit, 2010. C. 170-174.

HUngpopmayus 06 asmope:

N. M. I'a3ueB — KaHAMIAT HCKYCCTBOBEIEHUS, podeccop Kadeapbl BOKAILHOTO UCKYCCTBA.

114



Problemy muzykal'noj nauki / Music Scholarship. 2021. No. 4
(0

oy~ References (@

1. Islamov R. Tukay turynda yana khetireler [New Memories of Tukai]. Megrifet [Megrifet].
2012. 20 aprel. (In Tatar).

2. Kudash S. Nezabyvaemye minuty: vospominaniya [Unforgettable Minutes: Memoirs].
Authorized Translation from Bashkir by 1. Zakonov, S. Safiullin]. Moscow: Sovetskiy pisatel',
1964. 284 p. (In Russ.).

3. Rami I. G., Dautov R. N. Edebi syzlek (elekke chor tatar edebiyaty khem medeniyate
buencha kyskacha beleshmelek) [Literary Dictionary (Brief Guide to Tatar Literature and Culture
of the Past)]. Kazan: Tatar Book Publishing House, 2001. 399 p. (In Tatar).

4. Tukay G. M. Eserler. 6 tomda. 4 tom. Proza, publitsistika (1907—-1913) [Works. In 6 Vols.
Vol. 4. Prose, Publicist (1907-1913)]. Compiler, author of notes and comments Z. G. Mukhametshin.
Kazan: Tatar Book Publishing House, 2015. 431 p. (In Tatar).

5. Galiesgar Kamal turynda istelekler [Memories of Galiasgar Kamal]. Compiled by Reis
Dautov. Kazan: Tatar Book Publishing House, 1979. 192 p. (In Tatar).

6. Syuncheley S. Eserler khem khatlar [ Works and Also Letters]. Kazan: Tatar Book Publishing
House, 2001. 367 p. (In Tatar).

7. Klyucharev A. Tatar khalyk zhyrlary [Tatar Folk Songs]. Kazan: Tatar Book Publishing
House, 1986. 488 p. (In Tatar).

8. Sultan Gabyashy: materialy i issledovaniya [Sultan Gabyashy: Materials and Research].
Compilation, introductory article, comments, publication and supplement by G. B. Gubaidullina.
Kazan: Fiker, 2000. 239 p. (In Russ.).

9. Milli monnar. Tyurki-tatar keylere (S. Gabeshy yazmalary buencha) [Folk Melodies. Turkic-
Tatar Keys (According to S. Gabeshy’s Writings)]. Compiled by G. M. Makarov. Kazan: Megarif,
2002. 208 p. (In Tatar).

10. Gaziev I. M. Grammofon telinkelere ni syili? [What do Gramophone Records Say?]. Kazan
utlary [Kazan Lights]. 2011. No. 10, pp. 134-145. (In Tatar).

11. Gaziev 1. M. Grammofonnye zapisi tatarskikh pevtsov na rubezhe XIX-XX vekov
[Gramophone Recordings of Tatar Singers at the Turn of the 19th and 20th Centuries]. Problemy
muzykal'noj nauki / Music Scholarship. 2009. No. 1, pp. 177-181. (In Russ.).

12. Gizatullin R. N. «Mnogie bukhartsy priezzhayut syuda pozhit' na raspashku...»
(Sredneaziatskaya diaspora v dorevolyutsionnom Troitske) [“Many Bukharians Come here to
Live on Plowing ...” (The Central Asian Diaspora in Pre-Revolutionary Troitsk)]. Gorokhovskie
chteniya: materialy pervoy Regional'noy muzeynoy konferentsii. 2 noyabrya 2010 g. [Gorokhov
Readings: Materials of the First Regional Museum Conference. November 2, 2010]. Chelyabinsk:
Chelyabinsk State Museum of Local Lore, 2010, pp. 170-174. (In Russ.).

Information about the author:

Idris M. Gaziev — Ph.D. (Arts), Professor at the Department of Vocal Art.

IToctymmta B pemakiuio / Received: 21.10.2021
Ono6pena mocie pernenzupoanus / Revised: 12.11.2021
IIpunsra k myomukanuu / Accepted: 15.11.2021

{-\_/

115



Mpobnembl My3bikanbHon Hayku / Music Scholarship. 2021. Ne 4
Problemy muzykal'noj nauki / Music Scholarship. 2021. No. 4

ISSN 2782-358X (Print), 2782-3598 (Online)

Gy~ My3blkanbHas KynbTypa HapogoB Mupa —>©

Hayunas ctates
YK 782.1
DOI: 10.33779/2782-3598.2021.4.116-125

KoHuenuusa opraHnyeckon Mmy3sbiku TaHb [lyHs
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Annomayusn. Crarbs ocBsilieHa TBOpYeCcTBY KoMmmo3utopa Tanp [lyHs, Beayiero auanor
3amaJHOM KyJIBTyPbI C BOCTOYHOM Tpaaunueil. KoMno3nTop packpbeiBaeT BUAEHUE IPEBHETO MUPA,
OTpaXkarolee BaJKHOCTh OTHONIEHUH MEK]ly YEJIOBEKOM U npupoaoi. Konnenmus opranndeckoit
My3bIKkH (TepMuH Tanb JlyHs) mpeacTaBiaseT OTKPHITOE TPOCTPAHCTBO KOH(PPOHTALIMH C Pa3BUTHEM
COBPEMEHHBIX TexHOJorui. HoBble 3amajnHble TEXHOJIOTMU OOBEAMHSIOTCS B €ro TBOPUYECTBE
CO CBSIIIEHHBIMU U MOYTH BCET/Ia CIIOHTAHHBIMHU U MOJIMHHBIMU MY3bIKaJbHBIMU TPAIULHUSIMHU
JaneHero BocToka, co3qaBasi TOHKYIO MYJIBTUCEHCOPHYIO MIPY BOCIPHATHSA. AHAIU3UPYEMBbIE
B JIaHHOH cTaTbe padoThl Taub JlyHs CII0)KHO OTHECTU K KaKMM-JIMOO CTUJIEBBIM HAMpPaBICHUSIM
unn TedeHusIM XX—XXI BEKOB, My3BIKAHT TOYTH HE HCTOJB3yeT OOIIEH3BECTHBIC HICH
KOMITO3UTOpCcKOW TexHUKHU. [Iponeccel hopmMooOpa3oBaHus B pacCMaTpUBAEMbIX MTPOU3BEICHUAX
JEMOHCTPUPYIOT NPUHIUIBI CTPYKTYPUPOBAHMSI, BKIIFOYAIOIINE TaKUE XyHA0KECTBEHHBIE PEIICHHUS,
rae oObeIUHSAIOTCS HE TOJBKO ayJMOBU3yaJbHBIE AJIEMEHTHI (B TOM UHCJIE C MCIOJIb30BAHHEM
MyJbTUMEANA), HO U TOBECTBOBATENbHbIE U Ja)Xe pUTyalbHblE cocTaBistonie. Tanb JyHb
aneyuipyer K 0OoJjiee MIMPOKOMY, MHTEPAKTUBHOMY — MYJIBTHCEHCOPHOMY CIIyLIaTeIbCKOMY
BOCIIPUATHIO. ABTOpP CTaThbU MPHUXOIUT K BBIBOMLY, YTO KOHLEMIMS OPraHU4YeCKOM MY3BIKH,
MPOXOJAIIAsl KPaCHOM HHUTBIO Yepe3 TBOPYECTBO KOMIIO3MTOpA, CBA3aHA C JAOCU3MOM U
o0ycioBieHa OynIucTckoit pumocoduei.
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Abstract. The article is devoted to the music of Tan Dun, who is engaged in a dialogue between
Western culture with the Eastern tradition. The composer reveals a vision of the ancient world
which reflects the importance of relations between the human being and nature. The conception
of organic music (to use Tan Dun’s own term) presents the open space of confrontation with
the development of contemporary technologies. The new Western musical technologies conjoin
in his work with the sacred and almost always spontaneous and genuine traditions of the Far
East, creating an intricate multisensory play of perception. It is difficult to relay the musical
works of Tan Dun analyzed in this article to any of the stylistic trends or directions of the
20th and 21st centuries, as the musician does not make use of the commonly known ideas of
compositional technique. The processes of form-generation in the examined works demonstrate
principles of structuring, including such artistic solutions in which not only audiovisual elements
(including those incorporating multimedia), but also narrative and even ritual components are
united together. Tan Dun appeals to a broader, interactive — multisensory artistic perception. The
author of the article arrives at the conclusion that the concept of organic music, which runs like
a golden thread through the composer’s entire musical output, is connected with Taoism and is
stipulated by Buddhist philosophy.

Keywords: Chinese music, Orientalism in music, Tan Dun, organic music, multisensory
perception, “Organic Music Series,” “The Map”

For citation: Zhu Linji. Tan Dun’s Conception of Organic Music. Problemy muzykal'noj nauki
/ Music Scholarship. 2021. No. 4, pp. 116—125. (In Russ.).

DOI: 10.33779/2782-3598.2021.4.116-125.

MOCJIEAHUE TOAbl HCKIIFOUYUTEIIbHON

MOMYJISIPHOCTBIO B aKaJeMUUYECKOM

cpelie Uy MPOCBEIIEHHBIX TIOOUTEEH
MY3bIKH (0COOCHHO Ha 3amaje) Mojb3yeTcs
TBOPYECTBO U3BECTHOTO KUTAWCKOTO KOMIIO-
sutopa Taub dyns (p. 1957)'. On sBsiercs
HE TOJIbKO aBTOPOM COUYMHEHUH, CO3JaHHBIX
0 3aKa3y MHOTUX aBTOPUTETHBIX OpraHU3a-
Ui, Takux kak bocTtoHckuit cumdoHnue-
CKUH OpKECTD, Hb}O-ﬁOpKCKHﬁ bunapmo-

HUYECKUN OpKECTp, MeTpononuTeH-onepa,
Mexaynaponnas Akanemust U. C. baxa
B llITyTrapre, oprkoMuTeThl DMUHOYPrcKoro
dectuBans, Omumnuiickux urp 2008 roma
B [IexunHe, HO 1 HOMUHAHTOM NPECTUKHEH-
mmx npemuit — Suntory Prize, Grawemeyer
Prize, Grammy u Oscar (3a My3bIKy K KHHO-
¢bunbeMy Dnra Jlu «Kpagymmiics: Turpy).
Tanp JlyHb pogwics B HOKHO-KUTaM-
CKOM NMPOBUHLMH XYHaHb, IJ€ KWJI BILIOTh
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10 coBepuIieHHOJIETHs. [lepBbIe HECKOIBKO
JIET )KM3HU OH IPOBEN B JAEPEBHE Ha IOre
HentpansHoro Kurtas B cenbCckoil cpene,
I TPaAULHUOHHBIE PEIUTHO3HBIE KYJb-
Thl NPOHU3BIBAIIA IMOBCEIHEBHYIO JKU3Hb.
B nerctBe, B nepuon KynsrypHo#t peBoltto-
uuu (1966—1976) oH HE MOT COIPUKOCHY Th-
Cs C 3amagHON MY3BIKOM W OBUT OKpPYXEH
UCKJIIOYUTENIBHO TPAAULMOHHON KYJBTY-
poit. Emé B Tot nepuon Tanp /{yHp Hayumi-
Cs MCIIOJb30BaTh MPUPOJIHBIE MaTEepHUaIbl
U3 MPEIMETOB ObITa JUIsl CO3aHUs TaK Ha-
3bIBAEMOU Opanuueckoii My3viku (TEpMUH
Tansw [yns). Llenp HacTosiie craTbu — BbI-
SICHUTh, KAaKOBBI ObLITM €€ UCTOKH, U KAaKYIO
pOJIb OHA ChIrpaJIa B JAJbHEHIIEM B TBOP-
YEeCTBE KOMIIO3UTOPA.

ITocne 3aBepumienns KynsTypHO#H peBo-
JIIOLIMM 3HAKOMCTBO C 3aI1aTHOEBPOIIEHCKON
MY3bIKaJIbHOW Tpaguiuei, ocoOeHHO e¢
aBaHrap/JHbIM HAMPABICHUEM, SIBUIIOCH IS
Tanp JlyHs HacTosiiuuM mokoM. OH mocry-
nui B LlenTpanbHyto koHcepBaroputo B [e-
KHHE, CTaB HapsAy ¢ KUTalCKUMU KOMIIO3H-
topamu YoHb Iluran, Ysue U, UYxoy JlyH,
OJTHUM M3 MPEACTaBUTENECH TaK Ha3bIBAEMO-
ro «[lToxonenus 1978 romay.

B 1986 rony Taup [lyHs mocrtymaer
B Komym6uiickuii yausepeurer (Hero-Hopk)
u ¢ tex nop npoxusaet B CIIIA BmioTs 110
HacTosero BpeMeHu. OJHAKO KOPHH €ro
MY3bIKaJbHO-QUIOCO(DCKON  KOHIIEMIIUU
YXOAAT B HEAPA KUTAWCKOW TPaJIUIIMOHHON
KylIbTypbl. OHU (OPMUPYIOTCSI B COOTBET-
CTBUM C UIMPOKO pPacnpoCTpaHEHHBIMU
B Kurae mamaHckuMuM W aHUMalIMCTHYeE-
CKUMHM KyJbTaMH, COIJIJACHO KOTOPBIM HE
TOJBKO JIFOM HAJEJIEHBI AYIIOH, HO TaKxkKe
Y )KMBOTHBIE, PACTEHUS U NpeaMeThL. B npo-
TUBOIIOJIOKHOCTD 3aI1a/IHBIM IIPEICTABICHU-
sIM, OHM OOJIAJIAl0T JyXOM, CBSI3BIBAIOIIUM
yenoBeka co BeeneHHoit u 00beTuHI0NNM
BCE JKMBBIE CYIIECTBA. JTa PEIUTHO3HO-PU-
noco(ckasi KOHLENIHS CTAHOBUTCS OCHO-

Boil pednekcuit Tanp [lyHS O mpHUPOAHBIX
anemeHTax. OHa NMPUBOAUT KOMIIO3UTOpPA
K OCO3HaHHIO TOTO, YTO OH CaM OINpEAEIIsET
KaK «OPraHUYECKYIO MY3bIKY», U AKTUBHOMY
e€ co3nanuio. IT0 O0BSICHAET, MoueMy TaHb
JlyHb OOBIYHO BKJIIOYAE€T B COCTAaB OpKe-
CTpa MHCTPYMEHTBHI, CAEJIaHHbIE U3 IPUPOI-
HBIX WK OBITOBBIX MaTepHalioB (HapUMep,
BONIbI, OyMaru, kamHs, kepamuku). [1omo0-
HbI€ MHCTPYMEHTHI BCET1a HAXOAATCS B 1Ua-
JIOT€ C OPKECTPOBBIMU aKaJIEMUYECKUMHU 3a-
MaJHBIMU UHCTPYMEHTaMH, U TaKOW JTHaJor
npencrasiseT coooii y Tans JlyHs oOmieHue
MEXY *KUBBIMU CyILIECTBAMU U BCeneHHON.

Cpenu ero Haubonee SpPKUX PaHHUX
IIPOU3BEJICHUN CIIEyeT Ha3BaTh «DJIETHIO:
CHer B HIOHE» ISl BUOJIOHYEIHU COJIO U Ye-
ThIpEX yaapHUKoB (1991), a Takxe HECKOIb-
KO OPKECTPOBBIX KoMno3uuui. [lockonbky
OOJBIIMHCTBO W3 HUX TPeOyeT HEeTPaAUIIH-
OHHBIX METOJIOB MCIOJIHEHUS WM IPEIo-
JlaraeT TMOMNBITKH ONpPOBEPTrHYTh IPHUBBIY-
Hble NPEACTaBICHUS 00 aKaJeMHYeCKOM
KOHIIEpTE, KaK HanpuMep, B COYMHEHHUH
Orchestral Theater I1: Re («OpKecTpOBBI
teatp II: Pe»), roe mybnuka gomkHa neTh, —
UX JOBOJIBHO CJIOKHO MCIOJNHUTE. C KOHIIA
1990 ronos, xorna Taub JlyHs 006pén Mupo-
BOE€ IPU3HAHME U HAYaJI IOJIy4YaTh KPYITHbIE
3aKa3bl, OH CO3/1aBaJl IPOU3BEACHUS, Oosee
COOTBETCTBYIOIIME 3allaHbIM KaHpaM, O-
HaKO OPUTMHAIIBHOCTh MX 3aMbIClIa HE IIe-
pecTaBalia yIuBJISATH ITyOIHKY.

XoTsi nopoOHasi 3BOMIOLUS B TBOpYE-
ctBe Tanp JlyHd B LIeIOM OuY€BHIIHA, HE
MEHEeEe BaKHa B HEM IIOCTOSHHAs NpsMas
WIK ONOCpENOBaHHAsl CBA3b C KUTAWCKUM
HCKYCCTBOM M mupoBocrnpusitieM. OH He-
OJHOKPAaTHO 3aMMCTBOBAJI ONPEAEIIEHHBIE
ITPUEMBI U )KaHPBI KUTAMCKON HAPOIHOM MY-
3bIkM. OTHUM U3 NPUMEPOB SBIISIETCS «KO-
JIOPUCTUYECKOE HCIOIb30BaHUE LUMOAI
(mamo3u), B KOTOPOM JIBa WJIM O0Jiee My3bl-
KAaHTOB HCIIOJIHAKOT Ha 3TOM HHCTPYMEHTE
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BUPTYO3HbIE CTPYKTYphI. Takoro poaa mnpu-
EMBI UCTIOJIB3YIOTCSI B COUMHEHUSIX «3BYKO-
Bast hopmay (Sound shape, 1990) u «Kapra»
(The Map, 2004). Touno Tak >xe Tanb JlyHb
oOpaiaercsi K BKIIOYCHHUIO OP2AHUYECKUX
mamepuanog, Takux Kak: Oymara — «Oie-
rusi: CHer B utoHe» (1991) u «bymaxusiii
koHIep™ (Paper Concerto, 2003); Boga —
«IIpuspaunas omepa» (1994), «Konuepr
st Boaws» (1998), «Boaubie cTpactu mo
Mardero» (2000), «IlepBoiii ummeparop»
(2006); xkepammka — «3BykKoBas ¢hopmar
(Sound shape, 1990), omnepa «llaBuiabon
nuoHoB» (Peony Pavilion, 1998), «3emns-
Hoii koHLIepT» (Earth Concerto, 2009).

TBopueckue meramopdo3bl Tanb [lyHs
— OT IMOJIAIOILETO HAJIEXK bl SKCIIEPUMEHTA-
TOpa J10 BBIAAIOIIETOCS CO3AATENs ONIEPHOM,
CUM(POHNYIECKON, KHHOMY3bIKH — OTKPBIBA-
10T OOTraThlii JyXOBHBIM MUpP KOMIIO3UTOPA
U €r0 OPUTUHAIBHBIN CAaMOOBITHBIN CTHIIb.

Paborsl Tanp JlyHS CIIOKHO OTHECTH
K KakuM-JIHOO CTHJIEBBIM HaIpaBICHUSIM
unu TedeHussM X X—X X1 BekoB. Kommnozutop
IIOYTH HE UCTIOJIb3YET U3BECTHBIE KOHCTPYK-
TUBHbIE Hlien. Ero ¢oopmooOpazoBanue sB-
JseT coboi rubpuaHoe, pazHOOOpazHOE
U HENPEACKa3yeMoe CTPYKTypHUpOBaHHUE,
BKJIIOYAIOLIEE HOBBIE XyH0KECTBEHHBIE pe-
HICHUSI, B KOTOPBIX 0ObEIMHEHBI HE TOJIBKO
ayIMOBU3YAJIbHBIE 3JIEMEHTHI (B TOM YHUCIIE
C HCHOJb30BaHUEM MYJIBTUMEIUA), HO H
MOBECTBOBATENIbHbIE U JaXXe PUTYyaJbHbIC
cocrasistoniue. Tanp JlyHp anemupyer
K Oosiee IIMPOKOMY, HMHTEPAKTUBHOMY M
JTakKe MYJIBTUCEHCOPHOMY CITyIIATEIbCKOMY
BOCIIPHSTHIO.

[Ipumepsl oTX04a OT TPAaTULHMOHHOIO
KOHIIEPTHOTO (popmaTa HAOMIOTAIOTCS YXKE
B XX Beke (BOocCKpelias XyJOKEeCTBEHHBIC
uaeu Nponuibix 3nox). Onnako y Tane JlyHs
BCE 00BEIMHEHO B 11€J10€, TECHO CBA3aHHOE
C TPaJUIMOHHBIMH KHUTAWCKUMH KyJbTa-
MU U putyanamu. Tanb J[yHb HEpeIKo HC-

HOJb3YeT B CBOEM TBOpUYECTBE nepdopma-
TUBHBIE CPEACTBA MPEJICTABICHUS MY3bIKU.
OnHuM U3 TEPBBIX MOAOOHBIX AyIHOBHU3Y-
aJbHBIX MPEJICTABICHHUI SBUJIACh KOMIIO3H-
s «3BykoBasi popmay (Sound shape) s
My3est I'yrenxeiima B Hpio-Mopxke (1990).
B 2004 romy mnosBISIOTCS U JAPYTHE €ro
nepOpMaHCHI B U3BECTHBIX TalIepesix MUpa
— CBOET0 poAa «My3bIKaJIbHbIC WHCTAJISA-
uuy. Yepes nmonoOHbIN )KaHp OH MOIXOAUT
K UJIe€ CO3/IaHUS «BU3YaIM3UPOBAHHON MY-
3bIKM», B KOTOPOW COYETAIOTCSI HJIEMEHTHI
MYJBTUMEIUNHOCTA 4Yepe3 MOAKIIOUYECHUE
M300paKeHU Ha dKpaHax, CBETOBBIX MPO-
eKIUI ¥ IPYyTUX MPUEMOB.

OpkecTp B TBOpPYECTBE KOMIIO3UTOpPA
BCer/a ABJseT cOO0I HEUTO HOBOE U HETpa-
TUIMOHHOE. B omHMX cimydasx B HEM HC-
NOJIB3YIOTCSL OpeanuyecKue 3BYKU U3 IPU-
POIIHBIX WJIM TIOBCEIHEBHBIX 3JIEMEHTOB,
B JIPYTUX — HAPAJLy C IPUBBIYHBIMHU COCE/I-
CTBYIOT TEMOPBI TPAIUIIUOHHBIX KUTAMCKUX
MHCTPYMEHTOB, TAKUX KAK MMUIA UM T'YLUH.

B myseike Tanp JlyHs auanor 3aman-
HOW ¥ BOCTOYHOM KYJIBTYpP, pACKPBIBAIOLINNA
BUJICHUE JPEBHETO MUpa U OTPAKAIOMINI
MIPUOPUTETHOCTh OTHOIICHUU MEXKIy ue-
JIOBEKOM W TPUPOJIOH, SIBISIET COOOH B TO
XK€ BpPEMSI OTKPBITOE IMPOCTPAHCTBO KOH-
(dpoHTaIMM C pPa3BUTHEM COBPEMEHHBIX
TexHosioruii. HoBbie 3amaiHble TEXHOJIOTUH
B TBopuecTBe TaHb J[yHs 00bEAMHSIOTCS CO
CBAILICHHBIMU MY3bIKQJIbHBIMU TPAJAULIHS-
mu JlaneHero BocToka, co3pgaBas TOHKYIO
MYJIBTUCEHCOPHYIO UTPY BOCIPUATHUSA.

OnuH U3 TpaJIULMOHHBIX BUJIOB KUTaM-
CKOTO MY3bIKaJbHOTO U TEaTpaIbHOTO HC-
KyCCTBa — MEKUHCKas omnepa (U He TOJBKO
NeKnHcKas). Kuralickue XyJno0KeCTBEHHBIE
TpaJuLIMM C UX HamOoJee XapaKTepHbIMU
YepTamMu CKOHLIEHTPUPOBAHbI B HEW B BUJE
LIEJIOTO MCTIOJHUTEIBCKOTO KOMILIEKCA: aK-
TEPCKOr0 MaCTEPCTBA, UHCTPYMEHTAIBHO-
IO U BOKaJbHOTO MY3UIIMPOBaHMUs, TaHUA,
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MMaHTOMUMBI, 00EBBIX UCKYCCTB. DTOT CHH-
TETUYECKUN >KaHp OTIMYHO BOCIPUHUMA-
eTcsi coBpeMeHHOH myOnukoit. Maen Tpa-
JUIAOHHOM omepbl npusBenu Tanp [lyHs
K peanuzauuu npoekra Water Heavens
(«Bonneie HebOeca»), TAe COUYETAIOTCS HC-
MOJIHUTENBCKOE, M300pa3UTENIbHOE HCKYC-
CTBa, MYJIETUME/INA U apXUTEKTYypa.
CymecTBeHHBIM 00pa30oM Ha KOMIIO3U-
TOpa MOBJUSIN PEIUTHO3HO-PUIIocopCKUe
KOHLICTIIMUA JJaocu3Ma U Oyajiu3ma U mpe-
€ BCEro TO, KAKYIO pOJIb B HUX UTPAIOT
MIPUPOJIHBIE AIIEMEHTHI, B YACTHOCTH BOJA.
Jli1st naocckoro BocToka cTUXus BOABI CUM-
BOJIM3UPYET IPUMEP CMUPEHUS, K KOTOPOMY
JOJDKHO CTPEMUTHCS MoBeaeHue Mynpena;
B 3ala/IHO-XPUCTHAHCKOM HJECOJIOTUU BOJA
MOJKET O03HauaThb OJHOBPEMEHHO M OUHIIE-
HUeE, U 0e3/IHY, BEUHOE MPOKJISITHE.
«Boansble cTpact o Matdero» co3aanbl
JUIS XOpa, COJIO U OpKeCTpa, Te MOCIEeTHHMA
CKOpEE TATOTEET K KaMEPHOMY aHCamOIIo.
3T0 npousBeieHNe 10 MpaBy CUUTAETCS Of-
HuM 13 1meaeBpoB Taub JyHs. Co3naHHOE 1O
3akazy Bachakademie Stuttgart (6onee wu3-
BeCTHOTO Kak Musikfest Stuttgart) x 250-ne-
thto co nua cmeptu U. C. baxa, 3To mpous-
BEJICHUE BXOAWT B aMOWIIMO3HBIA TPOCKT
— Passion 2000, opraHu30BaHHBIN KaK J1aHb
yBa)KEHUs BeMuaiiiieMy komro3utopy. Ha
HEM OBUTH MPEJICTABICHBI YETHIPE JKaHPOBBIC
MHTEPIPETALUHU «CTPACTE», CO3IaHHbIE CO-
BPEMEHHBIMU KPYITHBIMU KOMIIO3UTOPaMH,
MIPEJCTABUTEISIMUA PA3IMYHBIX KYJIBTYp U Ha-
LMOHAJILHOCTEHN, U UCIIONHSBIIMECS Ha pas-
HbIX s3bIkax. Ilomumo «BomHbIX cTpacren
no Mardero» Tanp [lyns (Ha aHrIHiicKOM
SI3BIKE ), YACTHIO MpoeKTa cTanu «CTpactu o
HNoanny» Coduun I'ybaitmynuHoit (Ha pyc-
CKOM si3bIKe), La Pasion segun San Marcos
(«Crpactu no Mapky») OcBasibzo ['onuxosa
(Ha ucnanckoM) u Deus Passus: Passions-
Stucke nach Lukas («Ctpactu mno Jlyke»)
Bonbdranra Puma (Ha HEMEIKOM SI3bIKE).

W nest 5Toro COYMHEHHs BO3HUKIIA YEPE3
HECKOJIBKO JIET ITocie nepeesna Tanp [yHs
Ha 3anmaza. K 2000 rony Taus lyHb yxe no-
Jy4YUJI MUPOBYIO U3BECTHOCTh U MEXKAYHa-
POIHOE MpU3HAHKE (B CIEAYIOIIEM Oy OH
ObLT HarpaxACH pemuen Oscar 3a JTydIit
cayHaTpek). OHaKko Koria OH MPUHSI 3a-
ka3 Ha co3naHue «Crpacrtei», TO 3asBuUI,
YTO 00ECIOKOEH HEOOXOAMMOCTBIO TTPHOO-
IIUTBCA K «UCTOPUM, KOTOpas ThICSUEIIe-
TUSIMU KWJIA B CepAlaxX JOAeH u3 Apyrou
KyJabTypbD» (UUT. 110: [ 1, p. 30]). Xpucrtuan-
CKasl KyJIbTypa U €€ pEenpe3eHTaHT — NacCcu-
OHBI BenMKoro baxa, ObLau 3HaKoMbI TaHb
JlyHi0, 4ell JyXOBHBIM (OH ObUT MpPONU-
TaH PEJIUTHO3HO-Marn4eCKUMH KyJbTaMU,
npaktukoBaBmuMucs B Kurtae B 1950-¢
roabl. bax umen orpomMHoe 3HaueHue i
Taup Jlyns B ero «lIpuspauHoin omnepex»
(1994), rne cpenu mpodero GurypupoBaiu
IUTaThl U3 «XOpOIIO TEMIIEPUPOBAHHOTO
KJIABUPA» B OKPYKEHUH uyMa 600bl. ABTOP
pPacKphIBaeT TO OUIYLIEHUE 4Yy[a, KOTOPOE
UCIBITAJI BO BPEMsI IEPBOTO MPOCITYyLINBA-
Hus counHenus baxa. «IIpuspaunas onepa»
co3gaHa JJisl KUTalCKOW JIFOTHU U CTPYHHO-
ro KBapTeTa C UCIOJIb30BAHUEM OpraHuye-
CKHUX 3BYKOB — OyMaru, KamHs, MeTajuia,
a TaK)K€ HAIlOJIHEHHBIX BOJOW COCYIOB.
I akr «lIpuspadnoii onepsl» OTKPBIBACTCS
MMUTalMEN XypyaHHUsl BOAbI, HA (oHE KO-
Topoi 3By4yuT mutata llpemromuu cis moll
n3 II Toma «Xopowmo TeMnepupoBaHHOTO
KJ1aBupa» (moxpoduee cm.: [2]).

Tanb JlyHb, NPEKIOHSBIIMKCS TMEPEN
My3bIKOM baxa, TeM He MEHee 3asBIIsET, 4TO
ero «BonHble cTpacTH» HUKOUM 0OOpa3oM
He oTHocsATca K «Crpactsam» baxa. «Kor-
na s Brepsble ycasiman xop “O Haupt voll
Blut und Wunden”, — roBopuT KOMIO3UTOP,
— 9T0 OBUTO KpaiiHe HeoObIYHO. B TO Bpe-
Ms 1 IOHATUS HEe UMell, 4To 3T0 bax. CoTHun
JIOZIEW MeNM BMECTE, U S OoyMall, YTO 3TO
3a My3bIKa, KOTOpasi Tak CONMXKAET JItoAeH.
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<...> OrtnpaBbrech OAHAXIAbI HA MaHXAT-
TE€H, YTOOBI MOCITYIIaTh UCTIOJIHEHUE MY3bl-
k1 baxa ¥ mocMoTpuTe Ha MMyOJIUKY: IPUXO-
JTUT MHOTO YEPHOKOXKHX, €BPEEB, a3MAaTOB,
moner ¢ bmmxnHero BocTtoka, u Bce OHM
XOoTAT ycanblmarh baxa. C nepBoro MmomeHTa
y MEHsI CO3JaJI0Ch BIEYATICHUE, YTO MOXK-
HO “yBuaerh’ My3biky baxa. CTpyktypa,
(GopMBI, YIOPSAIOUEHHOCTh: 3TO APXUTEK-
Typa 3BykKa. <...> Ero mysblka BbIpaka-
€T HE TOJIbKO XyJIO’KECTBEHHBIE TPaJULINU
3anana, HO U caMoro 4esioBeka. [“Bomanbie
CTpacTH’ — 3TO| KOMIIO3ULUsA, KOTOpask HU-
KOMM 00pa3oMm He caeayeT baxy. S meitancs
IPOTHBOCTOATH €MY, U 3TO ObUT HACTOSIINI
JMaJor CKBO3b BpeMs» (1uT. mo: [1, p. 30]).

Tanp JlyHp Ha HMPOTSIKEHUM BCEH CBOEH
YKU3HU OCTABAJICA B MOCTOSIHHBIX <«(JIMAJICK-
TUYECKUX» OTHOLIEHUsX ¢ baxom, Tem He
MeHee HMKOIZIa He BOCIIPUHUMAI TPaHIn03-
HOE €ro HacJeInue KaK HeuTO 00OpEeMEHUTEb-
Hoe. MOHO cKkazath, 4To «BoaHbIe cTpacTu
no Mardero», kak u apyras My3bika TaHb
JlyHsi, ©MeeT CBOIO OCOOYIO0 KYJIBTYpPHYIO
UICHTUYHOCTb: 3anajHble popmbl U Hacie-
JIe aMEPUKAHCKUX KOMIIO3UTOPOB-3KCIIEPU-
MEHTATOpPOB OOpamiarTcs K GUiIocoHCKumM
Y KyJIBTYPHBIM Tpaguiusam JIpesaero Kurasi.
OneMEHTBI BOJbI, 4acTO NPUCYTCTBYIOLIEH
B Ipyrux npousBeaeHusx Tane [{yHs B coue-
TaHWU C UHBIMH TIPUPOTHBIMU AJIEMEHTAMU,
HUCXOJAT HEMOCPEACTBEHHO M3 BOCTOYHBIX
bunocopckux yueHuil W MepeBOIUIONIAIOT
MYZIPOCTb MU(OB B MY3bIKY.

Tanp JlyHb BCIIOMHUHAET O BO3BPAILlCHUN
B POJHON TOpOA MOCJIE KOHYMHBI BOCIH-
taBmied ero 6a0ymku: «Korma s mpuexarn,
sl 3aMETUJI, YTO Y CEJIbCKUX JKUTEJIEeH €CTh
ocoOble gaocckue mnpakTuku. OHM menw,
OpbI3ragy BUHOM Teso OalyIIKH M IbITa-
JIMCh BCTYIIATh C HEW B auaior. Takou pu-
Tyasl ObUT YEM-TO TaKUM, C YEM 51 pOC B JIET-
CTBE, HO II03K€ 00 3TOM 3a0b11I. <...>IloToM,
B IlekuHe, 1 Hauyaym BCIIOMHUHATH 3TH BUJE-
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HUS JeTcTBa. B TOT mepuon s cuutan ceds
CBOEro poja HOBBIM UKyaHI3bI — aBTOPOM
JIPEBHEN JAOCCKOW KJIACCUKU. I MHOTO ro-
BOopua 0 WKyaHI3bl, © MEHsI NIEPENOIIHSIIO
YyBCTBO roppoctu <..> S| Hanumcan o na-
ocu3zMe. Sl xoren cozmarb HEYTO 0coboe,
KaK peO&HOK, KOTOPBIH MOET cam i ceOsl.
B 0CHOBHOM I HCIIOIB30BAJI “‘HE KOHIIETITY-
QJIBHBIN Y UHJIETEPMUHUPOBAHHBIA MaTepU-
aJ1 Kak OCHOBY CBO€M KOHIIeNIum» [3, p. 28].

8 cents16ps 2000 roma mocie npemMbepsl
«Boaubix crpacreit no Mardero» B LlTyT-
rapTe HEBEPOSATHOE BIICYATIICHUE ITPOU3BE-
JU ¥ BU3YaJIbHBIA, U 3BYKOBOU 3((eKTsl,
CIy’KUBIIME BEKTOPAMH MYJIBTHCEHCOP-
HOTrO BoCHpusATUs. 152 HamonHEHHBIX Oac-
ceifHa (EMKOCTH C BOJIOi), a TaKkKe 0COOBIE
«BOJHBIE UHCTPYMEHTBI», — OapabaH, IOHI,
meikep M peaKkuil BoAsHOW TenedoH, Ha
KOTOPBIX JIOJKHBI MUIpaTh HE TOJIBKO yaap-
HUKH, HO U JpyrHue MY3bIKaHTbl (MHCTpY-
MEHTAJIMCTBl WM IEBLbI), — Y4aCTBOBAJIN
B UCHOJHEHHH. Bce noikHBI ObLIN
«urpartb» Ha BoJe. BogHble nepkyccun yxe
MCHOJIb30BaNuCh TaHb J[yHEM IByMs ropa-
MU paHee, U OTPBIBOK KOMIIO3UTOP IIO3XKE
BOCCO3JIaCT/MPOIUTUPYET B cBOCH «My3bI-
ke Ha Bozie» (2004) st yeThIpEX yaapHbIX.

Boma — He €IMHCTBEHHBIM MOPUPOI-
HBIM WIM IIMPOKO MCIIOJIB3YEMBIN DJIEMEHT,
npumensiemeli Tanp [lynem. B ero mpo-
U3BEJCHUAX YacTO BMECTE C HACTOSALIMMHM
MY3bIKJIbHBIMA UHCTPYMEHTaMU (aKaJieMu-
YECKUMHU 3araJHbIMU WU TPaJAULIUOHHBIMU
BOCTOYHBIMU) B OPKECTP BBOAATCS OpPraHH-
YeCKHe: KAMHM M METAJUIbl Pa3HOIo poja
W TUNA, KepamHuueckas Iocyjna U Oymax-
HBIE JIMCTBI. DTOT OPraHUYECKUI MaTepual
HE SIBJSIETCS NPEPOraTUBON YIAPHUKOB: B
OOJIBIIMHCTBE CBOUX TMpou3BeneHU TaHb
JlyHb OBEpSET MHCTPYMEHTBI BCEM MY3bl-
KaHTaM Ha crene. C Touku 3peHus nepgop-
MaTHUBHOCTH, 3TH MpPOU3BEACHUS TPEOYyIOT
OT WCIOJHUTENS ONPENEIEHHBIX YCUIINM,
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HalIeJICHHBIX HE TOJIbKO Ha 3BYKOBOMW, HO U
Ha BU3yaJIbHBIN 3D PEeKT BOCTIpUATHSI.

B cocraB «BomHbIX cTpacTei» Takxke
BXOJST aKaJIEMUYECKHE OPKECTPOBBIC HH-
CTpyMeHTHI: | ckpumka, | BHOJIOHYENb,
1 xnaBumHbi cunte3arop (Yamaha A300),
| MuHUMYM 24-KaHaIbHBIA MYNBT 1715 MUK-
mupoBaHus ¢ cucremon Lexicon Effect,
3 ynapHuKa, KOTOPHIM JOBEPSIOT BOAHYIO
nepKyccuro 1 17 gam ¢ Bogo. K nHCTpyMEH-
Tapuio J00aBIISIETCS XOp HE MEHee YeM Ha
24 ronoca (6 compano, 6 ansToB, 6 TEHOPOB
u 6 OacoB), 1 BeIcOKOE compaHo U | HU3KHI
rosioc. OT xopa TaKxe TpeOyeTCsl «Urparb»
Ha BOJIE, KAMHSX U THOETCKHX KOJIOKOJIaX
(B xoimuectBe 30), a Takke JPEBHEM KHUTaM-
CKOM JIyXOBOM MHCTPYMEHTE U3 KepaMHUKHU>,

Haubonee mpencraButensHON paboTOit
B 9TOM TBOPYECKOM HaIpaBJICHUU SIBISCT-
cs1 «Opranndeckas cepus» (Organic Music
Series, 2008) Tanp dyHs. DTOT HUKI 00B-
EAUHSET TPU KOMIIO3UIIUU, CO3JIaHHBIC J0
2008 rona, AJist CONBHBIX UHCTPYMEHTOB U3
HaTypallbHbIX WJIM OPraHu4eCKUX Marepua-
noB: «Konuepr mist Boasy, «KoHuepr mms
Oymaru ¢ opkecTpom» (2003) u «3emisHOM
KOHUEPT» ISl YIApHBIX MHCTPYMEHTOB W3
KaMHS U KepaMuku ¢ opkecTpoM (2009).

«Konueptr nanst Oymarm ¢ OpKECTPOM)»
BOCIIPOM3BOJUT HJICI0, 4TO Oymara sBIIs-
€TCAd CaMbIM BaXXHBIM CPEJACTBOM KOMMY-
HUKAllMX YEJI0BEYECTBA: C €€ IMOMOIIbIO
paszHoro poaa uHQoOpMmaIms mnepeaaBajiach
¢ apeBHuX BpemMEH. Kpome Toro, mo npeu-
MYIIECTBY, OyMara siBJSIETCS OJTHUM W3 TaK
HA3bIBAEMBIX UYETHIPEX BEIUKHUX H300peTe-
HUH, YTO 3BYyUUT MO-KUTANCKH fad ming. OHA
SIBUJIUCh CHMBOJIaMH TPOTrpecca HayKu W
texHuku [peBHero Kuras. Tanp JlyHp ya-
CTO UCIOJIb3YET OyMary B pa3HbIX 3BYKOBBIX
paKypcax: CIMCOK BO3MOYKHBIX JICHCTBHH,
BKIIIOYEHHBIA B MApPTUTYPY, Mpearojaraet
«1yThb, TIOTUPATH» U MHOTUE Jpyrue Acu-
CTBUSI.

Tanp /lyHp roBopui 0 CBOEH KOMIIO-
3ULIMHA  «3E€MIISTHOM KOHUEpPT» s yhap-
HBIX MHCTPYMEHTOB W3 KaMHS U KEPaAMHUKHU
c opkectpoM: « Bcerma cuutan “llecHb
o 3emsie” Masiepa OIHUM U3 CBOUX JIFOOH-
MbIX MpousBeneHu <...> OHO HamMCaHO
C TaKOW CTPACTBIO U KPacOTOM, 4TO BCErIa
OBLIIO JJIT MEHS HMCTOYHHKOM BJIOXHOBE-
Hus. <...> S 3apyman “3emisiHOM KOHILIEPT”
JUISL KEpaMUYECKON MEPKYCCUU U OpKeCTpa
B ntuanore ¢ Manepowm. <...> I Bceraa cuu-
TaJl, 4YTO 3€MJIsl, KaK M BCE JIPyTHe MPUPOA-
HBbI€ DJIEMEHTHI, CKpbITa B ITyOWHAX IyXa,
OHa BCerja rOBOpUiia Ha CBOEM A3bIKE, eJia
1 BUOpHpOBajia BMECTE CO BCEMHU JIPYTH-
MU cyiiecTBaMu. Kak y4uT Hac JpeBHSA
KUTalCKasi MyApOCTb, JIOAM U MPUPOIA
o0OpasyroT enuHoe 11enoe. B cooTBeTCcTBUM
C 3TOM MBICIIBIO SI UCIIOIB30BAJ 3BYK 3€MJIU
U UHCTPYMEHTOB, CJIEJIaHHBIX W3 KaMHEH,
YTOObl CHMBOJIM3UPOBATh CBSI3b MEXKIY
HEOOM M 3eMJIEH, a OPKECTP MPEACTABIAET
mup moaen. [uanor B aHTHQOHAX MEXITY
3BYKaMU IPUPOJIBI U TOJIOCAMMU JIFOAEN — 3TO
JUUISL MEHSI HacTosIIas necHs 3emun» [4].

B unTepsbto 2011 rona xomno3urop 3as-
BUI: «OKOJIO IBaAIIATH JIET Ha3aJl IOCIIE JI1-
XOpaJ0YHOTO M3YYEHHUs 3alMaJHOM MY3bIKH
sl HauaJl MepeoCMbICINBATh TO, YTO BUJEN U
capIIalI B aercTBe. S ckaszaim cebe, 4TO J0
MY3bIKUIbHBIX KOMIO3UIIUA MYXYUHBI CITy-
1IaJIA TOJBKO 3BYKH YEJIOBEYECKOTO T0JIOCa,
BO/JIbI, 3ByKH JKUBOTHBIX, U 5 IyMaJI, YTO Mpa-
BWJIBHO BKJIIOYUTH B CBOKO MY3BIKY TO, UTO
s Ha3bIBaIo “‘OpkecTpoM mpupozs! » [Ibid.].

NcTounnku CBUAETEILCTBYIOT O TOM, YTO
emi€ B Il Bexe 10 H. 5. MmamMaHCKuE 0OPSIbI
MOCJIEA0BATEILHO MPAKTUKOBAINCH HA TEp-
putopun Bcero Kwurtas: MHOrouucieHHbIC
[IaMaHbl, HaCEJSABIIME CTpaHy, BEKaMU CO-
CYILIECTBOBAJIM C HWMIIEPCKUMHU JUHACTHUS-
MU, TIOJTyYUB TaKke MPaBO CTPOUTH XPaMbl
u antapu. O4eBUAHO, YTO B CBOEM TBOpUE-
CTBE B UCIIOJIb30BaHUH 3BYKOB U MaT€pUaJIOB
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npupoaHoro mupa Tanb JlyHb ObLIT BAOXHOB-
NEH WACSIMHU BBIJAIOLIUXCS COBPEMEHHBIX
KOMIO3UTOpOB. OH MpHU3HANCA, YTO «UIEU
Jxona Keimka n3 “U-u3uH”» SBASAIOTCS
UCTOUYHUKAMHU €ro BooOpaxkeHHs. «S xouy
O0CBOOOIUTH 3BYKH OT OaHAJIBHBIX MpPaBUII
MY3bIKH, IIPAaBUJI, KOTOPBIE, B CBOIO OYEPED,
NOAABISIOTCS  QopMyIaMH W pacuéTami.
51 xouy narth 3ByKaMm cBOOOy ablmark. My-
3bIKa JOJDKHA OCHOBBIBATHCS HE HA HJEO-
JOTUM CaMOBBIpaXEHUS, a Ha TITyOOKOM
OTHOILIICHUH K IIPUPOJE — UHOINA HEKHOM,
nHorna peskoMm. Korma 3BYyKM onep:KMMBbI
HJIesIMM, BMECTO TOr0, 4YTOOBI MMETh COO-
CTBEHHYI0 HACHTUYHOCTb, CTpPajacT My-
3bIKa. JTO MOE OCHOBHOE IPABUJIO, HO 3TO
BCETO JIMILb UJEsl, U €CTECTBEHHO, 51 JIOJDKEH
pa3paborarb mnpakTHueckuil merton. OnuH
U3 CIIOCOOOB — O3THOJOTMYECKUN TTOIXO.
CymectByeT (onbkiIopHas My3bIKa, UCIOJ-
HEHHAsl CUJIbI U KPACOTBHI, HO 51 HE MOT'Y OBbITh
IIOJIHOCTBI0 YECTHBIM B OTHOILICHHUU HEE.
S Xouy Oojiee aKTUBHOTO OTHOILIEHHSI K Ha-
ctrosimeMy. [lceBnodonbkiaopHas My3blka B
“COBpPEMEHHOM CTUJIEe” — HE YTO MHOE, KaK
oOMan», — ropoput Taunsb JlyHs [5, p. 122].
B cBoto ouepenp, k. Kelmk Takke KoM-
MEHTUPYET OPraHUYECKYIO MYy3bIKY B [IPOU3-
BereHusx Tanp [yns: «To, yTo oueHp maio
CJIBIIIIHO B €BPOIECUCKONW WIIM 3alalHOM MY-
3bIKE, — TO IPUCYTCTBUE 3BYKa KAK rojioca
IpUpoabl. MBI CIBIIAM B HallEd MY3bIKE
TO, KaK JIFOJM Pa3roBapuBalOT caMu ¢ COOOM.
B my3eike Tanb [IyHs sicHO BUIHO, UTO 3ByKHU
SABIISIIOTCS LEHTPAJIBHBIM 3JIEMEHTOM MPUPO-
JIbl, B KOTOPOU MBI )KUBEM, HO KOTOPYIO MBI
CJIMILIKOM JI0JITO He cirymanu. My3sbsika Tanb
JlyHs1 — 3TO Ta My3bIKa, KOTOpasi HAM HY’KHA,
nockosibky Boctok u 3anan oObequHSIOTCS
B HAIIIEM €JIMHOM JioMe» (IIUT. o: [6, p. 79]).
JIx. Keik — npumMep KOMIIO3UTO-
pa, BIOXHOBJIEHHOTO KUTAWCKOW KHHUIOMN
«MU-13un» («KHura mnepemMeHn») U SIMOH-
CKUM J3eH-Oynau3zMoM. OH HCHOIB30Bal

JUISL  CO3JIaHusl Tpou3BeneHun Quiiocod-
CKHE€ TMPUHIMUIIBI, a HE LUTAThl U3 BOCTOY-
HOW MY3BIKM WIM HUMUTALUI0 €€ TEeXHHUK.
Kak koMmo3uTop KHUTaCKOrO MPOUCXOXK-
nenusi, Tanb J[yHb HE MOXET OTKa3aThCA
oT apeBHel (uiocodhun u maocusma, 4TO
SIBJISIETCSL KJIFOUOM K €r0 «ayTEHTUYHOMY»
BBIPAKEHUIO MOCTMOAEPHUCTCKUX UJICH.
[IpousBenenune Tauwwp Jynsa «Kapra»
(The Map, 2003) cTaBUT CBOEH IIENBIO CO-
XpaHEHHE  MCYE3AIIIUX  MY3bIKaJbHBIX
Tpaguuuid. OHO SBISIETCA MCCIEIOBAHHUEM,
MOJICIMPOBAHUEM U MPEACTABICHUEM Xa-
ocmoca. Co3nanHasi 1o 3aka3zy bocroHcko-
ro CUM(OHUYECKOTO OpPKECTpa U BHOJIOH-
yemicra Mo Mo Ma xommozutust The Map
HamycaHa JJs BUOJIOHYEIM COJI0 U CHUM-
(onnyeckoro opkecrpa. B Hell ucnonssy-
I0TCS ay/IMOBU3YAJIbHBIE MaTephallbl C Ha-
POIHOM MY3BIKOM W3 NPOBHUHLIMMU XyHaHb,
kotopyto Tans /lyns panee 3anucai Ha DVD
B Deutsche Grammophon B 3K30THUYECKOM
oOctaHoBke aepeBHH dsHxyaH. B ompene-
JEHHBIA MOMEHT BCIBIXMBAIOT BHJICOIKpa-
Hbl, MOKa3blBas JEMOHMYECKYIO UEPHYIO
MAacKy, a 3aT€éM MYX4YMHA B MacKe TaHI[yeT
B KpacHOM (hapTyke ¢ MOMYJISIPHBIMHU Ja0C-
CKMMH CHUMBOJIaMU UHb-siHb [7]. Ha DVD
€CTh NOSCHUTENbHBIA NOoA3aronoBok: «Hyo
— B ApeBHeM putyaie [llaman npuBercTByeT
Y pa3BJICKacT MPU3PAKOB, a 3aTEM H3TOHSET
ux. OH pa3roBapuBaeT ¢ KAMHSIMHU, BOAOW U
KUBOTHBIMH, KaK €CJI Obl OHU OBUIN Yeso-
BEYECKUMHU JTyXaMH, TAKUM 00pa3oM COeIu-
HsISI TTOCJIEYIOIIYIO KU3HB C MPOIUTBIMY [ §].
Haocusm Taswp JlyHS M €ro KOHUENUUA
OpPraHUYECKOM MY3bIKM HCXOAST M3 JIPEB-
HEHUIIeW pelurud ¢ aHUMAJIMCTCKUM MUPO-
BO33peHueM. E€ mocrynarsl mpuBHOCAT OCO-
Oble B3MIABI HA B3AMMOOTHOIICHUSI MEXITY
OpraHU3MOM U CpPEloil, KOMIIO3UTOPOM M
3BykoM. [lukn Tawws yHs Organic Music
(BNLER) nmenmaer »Ty cBash emé Gonee
SBHOM dYepe3 (peiiMbl U HCIOJIb30BaHHE
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€CTECTBEHHBIX, IMOBCEHEBHBIX W BEYHBIX
3BYKOB: BOJIbl, OyMaru, KaMHe U KepaMHKH.
B counnennn «O paocusme», ¢ OeCKylib-
MUHALMOHHOW npamaryprueii, Tanp JlyHb
yepeayeT Kajlei10cKkonuyeckrue MOHO(OHU-
Yyeckre (parMeHThl U 3BYKOBBIE KIIACTEPBI,
KOTOPBIE BBIXOAAT M3 THUIIWHBI U BHOBH II0-
IpyXalTcsi B He€, (PyHKIMOHHUPYS B Aa0C-
ckuX Mu(ax kak XyHbayHb (T — Xaoc).
OOpa3 XyHbIyHsI BbIpakajici B BUJE
NEepPBUYHOIO MENIKa WIN sila, IPU paclie-
IJIEHUM HEPA3AEITUMOTrO COAEPKAHUSA KOTO-
poro Bo3HukaroT Kocmoc u 3emisi. Ota te-
OpHUsl CIIOXKUJIACh B KUTAUCKOW aCTPOHOMUHU
B 310Xy XaHb. COIIacHO 3TOMY IIPEJAHUIO
— J1a0CCKOMY TpakTary «YKyaH-13bI» 3I10-
xu Yxoy — XyHbAyHb (Xaoc) HE UMeN HU
JMLA, HU 7 OTBEPCTHH U1 OPraHOB YyBCTB
(Tnas, yuiei, Ho3Ape, pTa) U Lapuil B IEH-
Tpe mupa. [1o o6e cTopoHbI OT HEro, Mo Kpa-
M CBE€Ta, NMPOCTUPAJIUCH BIIAJICHUsI OOroB
FO>xnoro mops Ly (Bsictpoe) u CeepHo-

ro mopst Xy (Bueszannoe). ComnacHo paH-
HEMY JaocH3My, XaoC «IpopacTacT» WId
«poxkaaer» (42) cymuoctn uepes unTeH-
cuBHOCTH (<), CIIOHTAHHOCTb WJIM JBU-
KeHHe KiacTepamu (5%) u paccesnue (HY).
«IIpopactanuey, WM «OpraHu3anus My3bl-
KW», TPEANoiaraeT HaJludhe B3auMOJCH-
CTBHUS CO CPENION.

[TonBoas urory, cienyer NOAYEPKHYTH,
41O My3bIKa TaHb J[yHs II0JIHA MHOTOTpaH-
HBIX (PUITOCO(PCKUX TIEMEHTOB JaXKe B KOH-
TEKCTe TOro, 4TO OH CaM OIPEeNN Kak
«/13eHCKy10 TyXOBHOCTBY», — TO €cThb adde-
PEHTHYIO KUTAaHCKOMY 4YaHb-OyIau3MYy, T/e
BCErJa OTHOCUTENIbHA 3HAYUMOCTb IPUPO/-
HBIX CTHXUI, BHIOJIHSIOMIMX POJIb MOCPE-
HUKOB BO B3amMojeiicTBum aymm co Bce-
JEeHHOH. MOXHO cKa3arh, 4TO KOHILEMIHS
OpPraHWYEeCKOM MY3bIKH, MPOHU3BIBAIOIIAS
UICOJIOTHUIO KOMIIO3UTOPA, CBSA3aHHAS C Ja-
OCH3MOM, B HE MEHBIIIEH cTerIeHn 00yCI0B-
JieHa OyIucTceKor huimocoduei.

s> [pumevaHua ©

1

Tans Jlyns 6omnee Tpuanaty Jet npoxkusaeT u padoraet B CILIA, mosTomy y cebst Ha ponuHe

U B 3anaz[H0171 JIUTCPATypC €ro HEPCAKO HA3bIBAIOT KumaﬁCKO—aMepuKaHCKuM KOMNno3umopom.
B CUITy TOI'O, 4TO €ro JyXOBHOC CTAHOBJICHUC ITPOU3O0IIO B KI/ITae, MBI €r0 Ha3bIBaeM KUMAaucKum

KOMIIO3UTOPOM.

2 CnemyeT OTMETHTS, YTO 3KcriepuMeHT Tanb J{yHs HE eIMHCTBCHHBIN B CBOEM poje. IlepBhiM
KOMIIO3UTOPOM, UCITOJIb30BABIINM Pa3InYHbIe 0OBEKTHI U B TOM YHUCJIC BOAY B KAYECTBE UCTOYHUKA
3ByKa, 06U JIk. Kelik B kommmosunmu Water Music (1952).

9
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JOMOpOBbIE KIOM, TPEACTABISIONIME €ro 3HAYMTEIbHYIO 4YacTb. PaccMarpuBaroTcst yciaoBHs
(¢bopMupoBaHUsS M PA3BUTUS HAPOIHOTO MHCTPYMEHTapus, CBOeoOpa3ne HCKYcCTBa KIOWIIN
(HapOOHBIX MY3BIKAHTOB), WHJMBUIYaJbHO-TBOPYECKUX HCHOJHUTENbCKUX IIKoJ. OcBemiaercs
tBOpuecTBO [lunbl Hyprneuncosoii (1861-1955) — Bblaaromieiics npeacTaBUTEIbHUIIBI 3aMafHO-
Ka3aXCTaHCKOM TpaJulu JOMOpoBOro uckyccTtBa. Jlyis aHanmu3a BbIOpaHbl €€ Kiou <«oKurep»
(«Oueprus») u «bynbyn» («Conoseit»), omHOMMEHHBIE ¢ Tipon3BeaeHUsIMU Kypmanraszer (1818—
1889) u Jaynetkepes (1820—-1887). luna HypriencoBa B Tydlnx CBOMX TBOPEHHUSIX OpraHUUECKH
CIUIaBIISiET B €QUHOE LeJI0€ JOCTUKEHUS JBYX OCHOBHBIX HAIpPaBJICHUN JOMOpPOBOW MY3BIKH
3anagHoro Kasaxcrana — spkuil TemmnepameHT cTuiis KypMaHrasel ¢ MSATKUM JIHPU3MOM
Haynetkepes. My3sbika «OKurepa» JlaymeTkepess SMOLIMOHAJIBHO CIIEpKaHHA W BHYTPEHHE
HarpsiKeHa, B Hel mpeBampyeT ¢pumocodcko-rncuxoiaorndeckoe Hadano. Kot JuHbl, HanpoTuB,
XapaKTepU3yeTCs SMOLMOHAIBHON OTKPHITOCTBIO M JAMHAMHUYECKOW IIENeyCTPEMIIEHHOCTBIO.
B Bapuante [lunbl ktos «byna0Oym» NpUCyTCTBYIOT BCE€ OCHOBHBIE MHTOHALIMOHHO-TEMATUYECKUE
obOpazoBanus kwoeB Kypmanraszsl u Jlaynerkepes. [lpu 3ToMm, monb3ysch HalWJIeHHBIM €€
MpeecTBEeHHUKaMH MaTepuaiioM, J(uHa JOBOJIUT 10 COBEPILIEHCTBA KOMIIO3UIIMOHHYIO CTPYKTYpPY
counnenus. «bynoym» Juuasl HyprencoBoit OTHOCUTCS K BBIAIOIIMMCS 00pa3iiaM My3bIKaJIbHO-
¢bunocodckoil TMPUKH, TON MCUXOTOTUYECKON ITyOUHBI, KaKyto MpUoOpEN 3TOT 00pa3 B BOCTOUHOM
nos3uu. «bynOym» JluHBI mpeacTaBiseT B IIIyOOKO HAIMOHAJbHOW (opMe CIIaB MBICIH U
MepeKMBAaHUHN JINYHOCTH, TPUIAIOLINI KOMIIO3UIIMK 001IeueI0BeYeCKUil MaciTal.

Knrouegwle cnosa: TpaIuimoHHas HHCTPyMEHTANIbHAs My3bIKa, IoMOpa, Ka3axckas 1oMOpoBas
MY3bIKa, KIOW, KOMITO3UIIMOHHOE CTPOEHUE KIOSI, KIOMIIN
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Kazakh Dombra Music
and Dina Nurpeisova’s Compositions

Aytolkyn A. Toktagan'><, Saniya O. Bazheneeva?,
Dana T. Ibragim’, Raushan S. Maldybaeva*

1234 Razakh National University of Arts,
Nur-Sultan, Kazakhstan, aitolkyn_toktagan@mail. ru<

Abstract. The authors characterize the kyui as the Kazakhs’ instrumental musical heritage,
singling out the dombra kyuis, which present a significant part of it. Examination is made of the
conditions of formation and development of the folk instrument range, the originality of the art of
the kyuishi (folk musicians), as well as of individually artistic performance schools. Elucidation
is made of the musical legacy of Dina Nurpeisova (1861-1955) — an outstanding representative
of the Western Kazakh tradition of the dombra art. Two of her kyuis, “Zhiger” (“Energy”) and
“Bulbul” (“The Nightingale”), bearing the same titles as the works of Kurmangazy (1818—-1889)
and Dauletkerey (1820-1887), have been chosen for analysis. In her best compositions Dina
Nurpeisova organically molds into a unified whole the achievements of two main directions of the
dombra music from Western Kazakhstan — the bright temperament of the style of Kurmangazy with
the soft lyricism of Dauletkerey. The latter’s music “Zhiger” is emotionally reserved and inwardly
tense, and there is a prevalence in it of the philosophical-psychological element. On the other hand,
Dina’s kyui is characterized by an emotional openness and a dynamic goal commitment. In Dina’s
version of the “Bulbul” there is a presence of all the intonational-thematic formations typical
of Kurmangazy and Dauletkerey. At the same time, by making use of the material found by her
predecessors, Dina brings the compositional structure of the music work to the level of perfection.
Dina Nurpeisova’s “Bulbul” pertains to outstanding specimens of musical-philosophical lyricism,
that psychological depth which this image obtained in Eastern poetry. Dina’s “Bulbul” presents in
a profoundly national form a fusion of the personality’s thoughts and experiences, which endows
the composition a panhuman scale.

Keywords: traditional instrumental music, dombra, Kazakh dombra music, kyui, compositional
structure of the kyui, kyuishi

For citation: Toktagan A. A., Bazheneeva S. O., Ibragim D. T., Maldybaeva R. S. Kazakh
Dombra Music and Dina Nurpeisova’s Compositions. Problemy muzykal'noj nauki / Music
Scholarship. 2021. No. 4, pp. 126—137. (In Russ.). DOI: 10.33779/2782-3598.2021.4.126-137.

MO/IXOJIOB K M3YYEHHUIO OECIMCbMEH-  JIMBUAYyalIbHOE CBOeoOpa3ue MpOU3BEICHUIN

HOM WHCTPYMEHTAJIbHOM MY3BIKM ¥ TBOPYECKUX CTUJICH HAPOIHBIX MY3bIKaH-
SBJISIETCSI PACCMOTPEHME TBOPUECTBA HAPOJ-  TOB MPU ITOM sIpU€ BCETO OOHAPYKUBAETCS
HO-TIIPO()eCCHOHAIBHBIX  KOMIIO3UTOPOB B Ha (JOHE OOLIMX 3aKOHOMEPHOCTEN.

OL[HI/IM 3 A(PQPEKTUBHBIX HAyYHbIX KOHTEKCTE MopoauBlueil e€ Tpaxuuuu. Wn-
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Kioi — MHCTpyMeHTanbLHoe Hacneaue
Ka3axoB

JloMOpoBbIE KIOM — 3HAYUTENIbHAS YaCTh
WHCTPYMEHTAIBHOTO HACIeAMsl Ka3aXoB.
MeHee MHOTOYUCIICHHBI KIOM IS KOOBI3a
(ABYXCTPYHHOTO CMBIYKOBOTO XOpaodo-
Ha) ¥ CBIOBI3BI (TPOCTHUKOTO a’podoHa).
Bcero koOBI30BBIX KIOE€B HACUUTHIBACTCS
OKOJIO TpUALIATU. B OCHOBHOM 3TO KioM Jjie-
rerapHoro Kopkeita — coznarens KoObi3a,
n blxmaca /lykeHoBa — KIOWIIHU, >KMBLIETO
B koHIle XIX — Hayaie XX Beka. Emmé MmeHb-
II€ PacHpOCTPAaHEHBbI CHIOBI3TOBBIE KIOH.
OHu HeBeNWKH TO MaciiTtadaM, MHOTHE
MPEICTABIISAIOT COOON HEOOBIINE HAUTPHI-
I, OCHOBaHHBIC HA TIECEHHBIX MEJIOUSX.
Yacto Ha ChIOBI3THI UCTIOTHSIOTCS METIOUU
HapOJIHBIX MECEH.

Hapoanbie My3bIKaHTBI CO3JaMH LETYIO
rajiepero My3bIKalbHBIX 00pa3oB. Coxep-
KaHUE U TeMaTHKa KIO€B OTJIMYAIOTCSI MHO-
TOrPaHHOCTBIO U IIUPOTOM, B HUX OTpaXke-
HBI TIy00KO (GUI0COPCKUE pa3sMBIIILICHUS,
OCOOEHHOCTH HCTOPHUYECKOTO Pa3BUTHUSA,
oOpa3a xu3Hu Hapozaa. Kron MHOrooOpa3HbI
10 COJIEPKAHUIO: SMTUYECKUE, TEPOUUYECKHE,
OBITOBBIC, UCTOPUYECKHUE, INPUICCKHUE.

B cokpoBuiauile ka3axckoil ”HCTPYMEH-
TaJIbHON MY3BIKH KIOU UCUHUCIISIOTCS] COTHSI-
MU U JOLUIH A0 HAC IyTEM YCTHOM niepeadn
OT TIOKOJICHHs K TmoKoneHnroo. Kaszaxcran-
CKMM YYEHBIN-MY3BIKOBEI U KOMIIO3UTOP
A. XKyGanoB B Tpyne «CTpyHBI CTONETUI
nucan: «CloBO KiOM JITaBHO CYILECTBYET
B My3bIKaJbHOM o0uxone. B apeBHocTH
CJIOBO KIOM, BHAUMO, OOBCIHMHSIIO B ceOe
MOHATHE WMHCTPYMEHTAJIILHOM ¥  BOKAJIb-
HOU MY3bIKU. I HbIHE Y HEKOTOPBIX THOPKO-
SI3IYHBIX HApOJOB KIOEM HA3bIBAIOT U HH-
CTPYMEHTAJIbHYIO MY3BIKY, U MieCHIO. CJI0BO
KIOi, 0003Hayaromiee y Ka3zaxoB, KHUPIH30B
(K10y) KaHpbl HHCTPYMEHTAILHONW MY3BIKH,
y Tatap u Oamkup (Kioif) 0003HAYaeT Kak

MHCTPYMEHTAJbHbIC, TAK U NIECEHHBIE, Y all-
TaiileB (Kail) — snuyeckoe ckazanue. Emé
C YETHIPHAJIIATOTO BeKa B KOYEBOM cTemnu
CJIOBO KIOM 0003Haua10 UHCTPYMEHTAIbHYIO
MY3BIKY, YTO CBUJIETEIBCTBYET O €ro JpEB-
HeM mnpoucxoxaeHum» [1, c. 7]. K uucny
JI0KA3aTeJIbCTB 3TOTO MOJIOKEHUSI MY3bIKaHT
OTHOCHUT «CaMH KIOM, KOTOPBIE OOpPHCOBBI-
BAIOT COOBITUSI TPUHAATOTO-4EThIpHA/ILIA-
TOTO CTOJICTHIA, COOBITHS, 3aIe4YaT/IeBIINECS
B CO3HAaHUM HApOJa CBOMMH 3HAUUTEIbHbBI-
MU OOIIIECTBEHHO-UCTOPUUYECKUMU MOCIEI-
CTBUSAMI» [TaM ke]. OH oTMeyaeT mTyOuHy
MY3bIKQJIbHOTO $I3bIKA, HAJUYME YUCTO WH-
CTPYMEHTAJIBHBIX BUPTYO3HBIX MPUEMOB M
JIeJIaeT BBIBOJI O BBICOKOPA3BUTOW HMHCTPY-
MEHTaJIbHOU KYJIBTYPE Ka3aXOB.

TpaauuMOHHBIA KOUEBOM 00pa3 >KU3HU
BO MHOTOM ONpeJeNsl cBoeoOpazue mare-
pHAJIBHOM U AYXOBHOM KYJIBTYPBI Ka3aXCKO-
ro Hapona. KoueBoil ObIT crocoOCTBOBa
Pa3BUTHIO OJIHUX JKAHPOB M CHIEPKUBAI
pa3ButTue Apyrux. Tak, Hanmpumep, B ycio-
BUSIX TIOCTOSSHHBIX IEPEKOUYEBOK U MaJio-
YHUCJICHHOCTH ayJla OOBEKTUBHO HE MOINIH
chopMHUPOBATECS U TONYYUTh Pa3BUTHE
MHOT'OTOJIOCHOE XOpPOBOE IIE€HUE, UHCTPY-
MEHTaJbHOE aHCcaMOJeBO€ HCIIOIHUTENb-
CTBO U TaHLIEBAJILHOE UCKYCCTBO.

VYcioBusIM  KOUEBOM KU3HU COOTBET-
CTBOBAJIa TOJIBKO OJIHA (popMa MYy3bIKalb-
HOT'O TBOPYECTBA — COJIbHOE HCIIOJHUTEIb-
CTBO (BOKAJIBHOE€ W HHCTPYMEHTAJBHOE),
KOTOpO€ TONYYWJIO LIMPOKOE pa3BUTHE
B TPAJULIMOHHON MY3bIKaJbHOM KYJBTYpE.
NmMeHHO B COJIBHOM HCIONTHUTENBCTBE Ka-
3aX1 JOCTUIIIM MOJIMHHBIX BBICOT Mpodec-
CHOHAJIN3Ma.

B 20-30-x romax XX Beka n3-3a CMEHBI
COLIMAJIbHO-?)KOHOMHYECKOTO CTPOSI M, COOT-
BETCTBEHHO, M3MEHEHHUs YCIIOBUN >KHU3HHU,
HEKOTOpPbIE BUJIbI MCKYCCTBA IOYTH HCYE3-
au. YyxasiMu oQUIIMATIBHONW COBETCKOM
MJCOJIOTUH OKAa3aJIOCh TBOPYECTBO JKBIPILIBI
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— CKa3uTeneH, KoObI30Bast My3bIKa; HE TIONTY-
YWJIO MOAJIEP’KKH aKbIHCKOE HCKYCCTBO aid-
ThIca (IECEHHO-TI03TUYECKOTO COCTI3aHuUs ),
a UCKYCCTBO IIIaMaHOB-0axChl BOBCE Mpeciie-
noBasiock. C mepexo/IoM HaceJIeHUsI K OCe/l-
JoMy 00pa3y KH3HU MOTEPSIIO TPATUIHOH-
HBIC YCIIOBHUSI OBITOBaHMSI MCKYCCTBO CajiOB
u cepd (HaponHO-PoeCcCHOHATBHBIX MEB-
1noB). Mx meceHHblii penepryap crai Jo-
CTOSTHUEM 2HUii — TIEBIIOB-UCIIOJHUTEICH.
B »THX ycnoBUAX KapAMHAIBHBIX Mpeolpa-
30BaHUI 0€3 CYyIIECTBEHHBIX MOTPICEHUM
NIPOIOJDKAIA  PAa3BUBATHCS  (DOJBKIOPHBIC
YKaHPbI U TOMOpPOBasi My3bIKa.

CrnenctBueM KO4YeBOTo o0Opasza >KU3HU
SIBJISIETCS TaK)K€ MaJIOUMCIIEHHOCTh Ha-
POIHOTO MY3BIKAJILHOTO MHCTPYMEHTApHSI.
B cypoBbIX OBITOBBIX YCIOBUSIX CYIIECTBO-
BaJI0 HEMHUCAHOE MpaBujo: OpaTh ¢ coOoit
TOJILKO caMoe HEeoO0XOoIuMoe. DTUM 00b-
SCHSAETCS TO, YTO Ka3axu BOOOIIE HE ObUIH
MPUBSA3aHbI K BEIaM, B CBOCH MOBCEIHEB-
HOW JKM3HHU OHU OOXOIMUIUCH CAMBIM MHHH-
MaJbHBIM. JTO OTHOCUTCS M K MY3bIKaJb-
HOMY MHCTPYMEHTApHUIO [2].

B nawane XX Beka cdepa HapomHOro
WHCTPyMEHTaNn3Ma Oblila TMpeACcTaBiIeHa
TONBKO TpPEMsI BUJAMU HHCTPYMEHTOB —
oMOpa, KbII-KOOBI3 M CHIOBI3THL. OcTalb-
HBbIE€ MHCTPYMEHTBI, KOTOPbIE YIOMHHAIOT-
Csl B 2MI0CE, JIETCH IaX, CKA3aHUIX U JIPYTUX
BUJaX YCTHOTO TBOPYECTBA, BHITIOIHSIIH
CUTHAJIbHYIO (DYHKIIMIO Ha OXOTE, B MOXO-
JaX U BOCHHBIX CPaXXCHHUSX. DTU UHCTPY-
MEHTBI MCYE3JU U3 yHNOTpeOJIeHUsi BMECTE
C U3MEHEHHEM YCIIOBUH *KU3HU. Bo3MoxkHO,
YTO paHbllle B KKHBIX roponax Kazaxcra-
Ha (Otpap, Typkecran, Coiranak, Caiipam,
Tapa3 u 1p.) cyliecTBOBaji0 MHOTO pa3Ho-
0o0pa3HbIX HMHCTPYMEHTOB, KOTOpBIE WHC-
MOJI30BAIUCH B aHCaMOmsix. BMecTe ¢ neB-
aMU M TaHLOPaMH aHCAMOJIM BBICTYyHAIH
B KapaBaH-capasx, Ha 0azapax W sipMapkax,
IJIe BeJlach OKMBJIEHHAs Toprosiisa. He ciy-

YailHO TO, YTO MHOTHE IPEBHUE MY3bIKaJIb-
HbIE WHCTPYMEHTHI OBLIM HaWJCHBI YUé-
HbIM-uccnenoBateneM b. CappibaeBbiM pu
packormnkax apeBHero ropoauina Otpapa.

HaubGonee pacmpoctpanénHoil Oblia U
octaércs noMOpa. Ha Helt akkommanupo-
BaJM cebe MeBIbI (Cajbl U CEPd — aBTOPHI
Y WCIIOJIHUTEIM JIMPUYECKUX NIECEH), aKbl-
HbI (MEBIBI-UMIIPOBU3ATOPbl — YYACTHUKU
alTBICOB — TECEHHO-TIOPTUYECKUX COCTSI-
3aHUI) U KBIPIIbI (CKA3UTENIH MOCOB); Ha
IoMOpe TakKe HCIONHSIIUCh CaMOCTOs-
TeJIbHbIE WHCTPYMEHTAJIbHBIE COYMHEHUS
— KioU. J[pyrue MHCTpyMEHTBI UIMENIN MEHbB-
mee pacnpoctpaHeHue. Koii-koObI13, Oymy-
Y1 PUTYaJIbHO-MAarn4eCcKUM UHCTPYMEHTOM
[IaMaHOB-0axChl, ObLT OKPYXEH pa3HOTO
pola cyeBepHsiIMH, U3-3a YEro NpocTou Ha-
pon OosIcs 1aXke MPUTPAruBaThCs K HEMY.
Bo BpemeHa pacusera MHCTUTYTa >XKbIpay
(XIV=XV Beka) KbUI-KOOBI30M I0JIb30Ba-
JUCh U JKbIpay — CO3/1aTEeNId U UCTIOTTHUTENH
SNUYECKUX TMpousBeAeHu. UTo kacaercs
CBIOBI3IbI, TO OH M3rOTABIIMBAJICS U3 XpYI-
KOTO, HEJIOJITOBEYHOro marepuana (KaMbl-
1118, TPOCTHUKA), KOTOPBI B ’Kapy BBICHIXAJ,
a BO BJIAYKHOE BpPEMS TEPSI CBOU 3BYKOBBIC
kadecTBa. [1o 3Toil mpuurHe CHIOBI3TBI MOXK-
HO CYMTaTh CE30HHBIM MHCTPYMEHTOM, €r0
AKTUBHOE UCIIOJIb30BaHUE ObLIO CBA3aHO CO
BpEMEHEM CO3pEeBaHMs KaMblilia (BIIPOYEM,
OBLIIM TOTBITKA U3TOTOBIIEHUS CHIOBI3THI U3
JIEpEeBa M METaJula, OJHAKO TaKHE UHCTPY-
MEHTBI U3-3a KaueCTBa 3By4YaHUs HE MPUKU-
JIUCh Ha MpakTuke [3]).

JIByXCTpYHHBIN HIMIIKOBBIA XOpA0(oH
noMOpa — camblii JTIOOMMBIM W pacrpo-
cTpaH€HHBIH WHCTpYMEHT. CyllecTBYIOT
JIB€ PErvuOHAaJbHbIE PA3HOBUAHOCTHU JIOM-
Opbl: 3amagHO-Ka3axcTaHCKasl AoMOpa Kay-
ax (HarmoMuHAaIouas pa3pe3aHHylo THIKBY),
C JUTMHHBIM TPU(OM, OXBATHIBAIOIINM JBYX-
OKTaBHBIM JMama3oH, MPUCITOCOOICH-
Hasi NI MCTIOJHEHMs] TUHAMUYHBIX KIOEB
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mokne, 1 BOCTOYHO-Ka3aXCTaHCKasl KalaK
(coBkoOOpa3Hasi) 1ToMOpa ¢ KOpOTKUM, YTOJI-
MIEHHBIM TPU(OM C TMATIA30HOM B TIOJITOPHI
OKTaBbl, yI0OHas ISl MCIIOJIHEHHUS KIOCB
uiepmne M aKKOMIIaHEMEHTa receH. B He-
KOTOPBIX 001acTsix BocTouHoro Kazaxcrana
BCTpeYaeTcs M TPEXCTPYHHAsl oMOpa co
CBOMM CHEIU(PUIECKUM PEePTyapOM.

Tpanuimonnass momOpa BbIIANONMBA-
Jach M3 LEIbHOrO Kycka aepeBa. CTpyHBI
U3TOTABIMBAINCH U3 OapaHbUX WM KO3bUX
KuIok. M3-3a aToro TpagummoHHas rom0Opa
MMela HU3KHUK, OapXaTHbI TeMOp (KOTOpBIi
B HapoJe Ha3bIBACTCS KOHbIp), Hambosee
OTBEYAIOIIHNI aKyCTUKE BOMJIOYHOM IOPTHI.

CoBpemennas pgombOpa (Ha3bIBaeMas
KYpaxK — TO €CTb COCTaBJIEHHas U3 JIO-
CKYTKOB) coOMpaeTcs M3 OTACIbHBIX KY-
CKOB TOHKOM (aHepbl. B kauecTBe cTpyH
WCIIONB3YEeTCSl TOJUMEPHBIA MaTepuan —
OOBIKHOBEHHAs1 PHIOOJIOBHAS JiecKa. OTH
W3MCHEHHUSI, BhI3BAaHHBIC HEOOXOIMMOCTHIO
WCIIONTHEHUSI B YCJIOBHUSX COBPEMEHHOIO
KOHIIEPTHOTO 3ajla U MCMOJIb30BaHUS JIOM-
Opbl B OPKECTpE, MPHUBEIA K MOBBIIICHUIO
CTpOs U MOJETHOCTH 3BYyKa [4].

WUckyccTBO KOMLWIN: UCTOPMSA U TPaaULIMK

Kroiimm (kyuiwi) — co3aarenan U UCIOI-
HUTEJU KIOEB, CaMOCTOSITCIIbHBIX HHCTPY-
MEHTAJbHBIX ThEC I JOMOpBI, KOOBI3a
Wik CeIOBI3rEL. [l0 OTHOMmIEHWIO K HAPOI-
HBIM MY3bIKaHTaM MPUMEHSIIOTCS U APyTrUe
TEPMUHBL:  0OMObIpALUbI, KOOBI3ULI, Cbl-
ObI32blUbI, KOTOpPBIE 0003HAYAIOT TOJBKO
ycnoyiHUTEeNer. MCKyCcCTBO KIOMIIM CBOM-
MU KOPHSIMHU YXOIUT B JAIEKOE MPOIILIOE.
B sBomronuu JaHHOTO HMCKYCCTBA MOXKHO
BBIJICIMTH JBa JTama: MepBbId, Haubosee
paHHMM 3Tan, MOKHO Ha3BaTh (DOJIBKIIOP-
HBIM. DTO MEePUO]] aHOHUMHOTO KOJUICKTHB-
HOTO TBOPYECTBA, KOTJIa aBTOPHI M HMCIHOJ-
HUTEIW HE BBIACISIA CeOsl U3 TpaJauIlvu.
PanHue nHCTpYMEHTATIBHBIC TPOU3BEICHHUS

10 celi IeHb OBITYIOT 0€3 UMEHU aBTOpa Kak
HapoJHble. Bropoi aramn pa3BuTHA UHCTPY-
MEHTAJIBHOTO MCKYCCTBAa XapaKTEPU3yeTCs
Pa3BUTHIM HMHJMBUAYaJbHO-aBTOPCKUM Ha-
YasioM, 3TO MEPUOJ BBICOKOTO Mpodeccro-
HaJIbHOTO TBOPUYECTBA, KJIACCUYECKUM ITall
kotoporo npuxoaurcs Ha XVIII-XIX Beka.

B wuHCTpyMeHTanbHON  caMOOBITHOM
KYJIBTyp€ Ka3axOB BEIYIIUM U BBICOKOPA3-
BUTBIM JKAHPOM SIBJISIETCSI KIOW, KOTOPBIN
MPENICTABIISIET 3HAUYUTEIBHYIO OOJIACTh My-
XOBHOM KyJbTYpbl Ka3zaxoB. «Kazaxckuii
KIO OTHOCUTCA K YHMCIY BBICOKMX Tpa-
IHAIAN HAMOHAJIBLHON KJIaccHUKU. Ero 00-
IIEYEJIOBEYECKAasl 3HAYMMOCTh CpaBHMMA
C UCKYCCTBOM CPEIHEAa3UaTCKOTO MaKOMay,
— nmumetr A. U. MyxamberoBa [5, c. 56].
Jlpyroe 3Ha4€HUE CIIOBA «KIOW» CBI3aHO
C BBIPAXKEHHEM 3MOLIMOHAIBHOTO COCTOS-
HUS YeJIoBeKa (Hampumep, OHO ymoTpeoIs-
€TCA B TaKUX 3HAYCHUSAX, KAK KOHLI-KYU —
Hacmpoeuue, Kai-m#agoat — Cumyayusl).

My3BbIKaHTBI-KIOWIIIM ~ U3BJIEKAlId U3
MHCTPYMEHTA MAaKCHUMyM 3aJ0KEHHBIX
B HEM cpencTB. OHU pa3paboTain HE TOJb-
KO TE€XHUKY WIPbl HA UHCTPYMEHTE, HO U
CHeIUaNbHble TPUEMBI, O00OTaIIAOIINE
MY3bIKY HEOOBIYHBIMH H300pa3uTEIbLHBIMU
3By4yaHUAMHU. Tak, Hampumep, H3bICKaH-
HbIE IITPUXOBBIE MPUEMBI TOJPAXKAIOT TPe-
JISIM COJIOBBSI MJIM UMHUTHUPYIOT TIOPXAIOIINe
B3MaxH KpbUIbEB JieOeaeil (HapOmaHbIN KoK
«Akky» — «Jlebenpy). pyrum npumepom
3BYKOM300pa3UTEIBHOCTH MOXKET CIIYKHUTb
ktoit Jlaynetkepes «Koc anka» («/[BoiiHoe
OXKEpesibe»), B KOTOPOM KIOMIIU PUTMO-
MHTOHALMOHHBIMU CPEACTBAMHU IEPEIAET
IJJABHOE TMOKAYMBAHUE YKEHCKUX YKpalle-
HUH BO BpeMsl XOAbOBI.

JlomOpoBass My3blKa pacnpocTpaHeHa
1o BceMy KazaxcraHy u 1osib3yercst orpoM-
HOW momynsipHocThi0. Ha obmupHoil Tep-
PUTOPUM PECIyOJIMKHU CYIIECTBYIOT pas-
HbIE CTWJIM, TPAJULUUA U WHJNBUAYaJbHbIE
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TBOPYECKO-UCTIOTHUTEIBCKUE  IIKOJIBI.
B kpynHOM miiaHe BBIIETSIOTCS 1B CTHIIS
JOMOPOBBIX KIO€B: moxne u wepmne. Kion
TOKIIE pacnpocTpaHeHbl Ha 3amnane Kazax-
craHa (B MaHrucrtayckoi, AThIpayCKOM,
3amagHo-Ka3zaxcraHCkoi, AKTIOOMHCKOM
¥ yacTU4HO B K3bUlOpAMHCKOHN 00nacTax).
Kron meprre — B ieHTpaJIbHOM, BOCTOUHOM
U IO)KHOM PETHOHAX peCIyOInKH.

3anaJlHO-Ka3aXCTAaHCKUE KIOU TOKIE
B MY3bIKaJbHO-CTUJIEBOM OTHOIICHUHU
MPEJICTABISIOT COOOM IEIOCTHOE SIBJICHHE,
TOT/Ia KaK BHYTPHU KIOEB IIEPTIIE CYIIECTBY-
0T pa3Hble CTUJIEBbIE OTBETBICHHUS, COCTAB-
JISIOIUE PETHOHATbHBIC TPAIUITUHN: IEHT-
palibHO-Ka3axCcTaHcKasg (WM apKUHCKas
— 1o Ha3BaHMIO MecTHOCTH Capbl-Apka),
I0’KHO-Ka3aXxCTaHCKasl (MM Kaparayckas —
no Ha3BaHuto rop Kaparay) u BoctouHo-ka-
3aXCTaHCKasl.

Krou Tokme xapakTepusyloTcs IBYXIo-
JOCHOM (akTypoH, SPKOil AUHAMUKOU, He-
MPEPHIBHOCTHIO TEMIIOBOTO M PUTMHUYECKO-
r'0 Pa3BUTHS, AKTUBHOCTHIO MEJIOINYECKOTO
CTAQHOBJICHUS W HAJUYUEM KOMIO3UIMOH-
HbIX ¢opM-cxem. Kriou mieprie, HalpoTHB,
OJTHOTOJIOCHBIE, OoJiee KaMepHbIe, HMe-
I0OT CBOOOJHOE H3JIOKEHHE HMHTOHALMOH-
HO-PUTMHYECKOTO MaTepuaia, OCHOBAHHO-
ro Ha MeceHHOW Menonauke. BHemrHe Kiou
TOKIIE ¥ TIEPTIE PA3IMUYAIOTCS CIIOCOO0aMHU
3BYKOM3BJICUEHUS: B MEPBOM CIIy4ae — 3TO
KHCTEBbIE Y/Iapbl IO CTPYHAM BCEMHU Najb-
[[aMH, BO BTOPOM CIllyuyae — MIETYKOBas W
IIMIIKOBAsl UTpa Ha JIByX CTPYyHax Iorepe-
MeHHO. OTclofla Ha3BaHUE CTUJICH: moxne
OT CJIOBAa meg2y — ChINaTh, uiepmne OT CI0Ba
wiepmy — MET4OK.

3anagHo-Ka3aXxCTaHCKUE KIOM  TOKIIE
pPa3BHUBAIOTCS 110 OTTOYCHHOW BeKaMu (op-
Me-cxeme. Pazzienbr 3Toit popMbl UMEIOT
HapoJHOE Ha3BaHUe: 0ac OybIH, opTa OybIH,
cara (caea). bac 6yvin (0T cioBa bac — 10-
JIOBa, OYbIH — CyCTaB WJIM 3BEHO) O3HAYAET
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TOJIOBHOW WJIM IVIaBHBIA paszaen Kros. Ha
JIOMOpe OH pacroyiaraeTcss B HadaJbHOU
(BepxHneit) 3oHe rTpuda. OTIUIUTETHHBIM
€ro MPU3HAKOM SIBISIETCS CTEPEOTHITHOCTD
MHTOHALIMOHHO-TEMAaTHYECKOI0 Marepuania.

Opma 6yvin (OT cllOBa opma — cepeau-
Ha, OyblH — 3BEHO) — CEPEIWHHBIN pasjel,
pacmonararomuicss Mexay Oac OyblH H
cara. Opra OybIH XapaKTepu3yeTcsl UHAU-
BUyallbHOCTBIO M Pa3BUTOCTHIO HMHTOHA-
LHOHHO-TEMATUYE€CKOr0 Marepurara.

CnoBO caea MHOTO3Ha4yHO, Ha JOMOpe
OHO 0003HAYaeT MECTO COeIUHEHUs Tpuda
C KopmycoM MHCTpyMeHTa. Cara 3HamMeHy-
eT co00ll BBICOKMH PEruCTPOBBIM MOABEM
MY3bIKH — 3BYKOBBICOTHYIO KYJIbMUHAIIUIO.
Jliist u3o0paskeHus MpUHIUIA pa3BEPTHIBA-
HUSI THTOHAMOHHOU (hOpMBI OOJIbIIE BCETO
noaxonuT cxema (puc. 1), mpemiokeHHas
T. CapsibaeBbiM [6, c. 54].

e C BA
/ &

\ ‘ ‘

/ CBA
/ sy
« b ~

B A
//7;77 N

{

Puc. 1. MpuHUMN pa3BeépTbIBaHUS UHTOHALMOHHOM
(HOpMbI KIS TOKME

Fig. 1. The principle of unfolding the intonation form
in kyui tokpe

bykBamn B cxeme 0003HA4YE€HBI peru-
CTpOBBIE 30HBI Kt0sl: A — Oac OybIH, B — opra
OybiH, C — Oipinwi (nepBast) cara, [l — exinwi
(BTOpas) cara, U My3bIKJIbHBIM Marepua,
pacronoKeHHbIN B ka0l 30He. «Kaxnoe
3BEHO pa3BUTHSA B NPHHLUIE BOJHOOOpa3-
Ho. Ilocne 3Byuanusi 6ac OybIH clemyeT
noAbEM K 30HE OpTa, B KOTOPOH 3BYUYMT
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COOTBETCTBYIOIINK MAaTEPHAII, 3TO 3BEHO 3a-
BEpIIAeTCs 00s3aTeIbHBIM CITYCKOM B 30HY
0ac, B KOTOpPOH HEM3MEHHO BCIUIBIBAET Ma-
Tepuan 6ac OybiH. Jlanmee ciemyer momabeM
K | care — ¢ mocieayronmm CIryCKkoM K Ma-
Tepuany opra OybiH u Oac OysiH. Eciu B
KIO€ €CThb cara 2, TO Iocjie €€ 3BydYaHus
CITyCK ITPOUCXOIUT TEM XKE ITyTEM), — MUILIET
b. AmanoB [7, c. 44]. AKTUBHOE IBH)KEHUE
10 BCEM 30HaM JOMOpBI JajJ0 OCHOBaHHE
A. XKyGanoBy, A. 3araeBuuy, a BCJlen 3a
Humu U b. AcadbeBy s IPEANONIOKEHHIA
0 OOJIBIIOM ITOTEHIUAJIC KIOS K 0000IICHHIO,
K CUM(OHUYECKOMY Pa3BUTHIO.

B krosx meprne Takoil Qopmbi-cxe-
MBI HET, OHU Pa3BUBAIOTCS CBOOOIHO, UM-
npoBu3anronHo [8, c. 48-53]. Haubonee
SPKUMU TPEACTaBUTEISIMU  3alaJHO-Ka-
3aXCTAHCKOTO CTUJISL TOKIE sBIstOTCS Kyp-
Manrasbl, Jlaynetkepent, EcOaii, Ecup, Ka-
3anran, Jluna, Ceittek u ap. Tpaauiuto
KIOEB IIEpTIIE MNPEACTABIIOT balkurur,
Tartumber, Toxka, HaiipaGaii, Cyryp, ux
YUYEHUKH U nocienonaresin. CBOUM TBOpUE-
CTBOM DTH KIOHIIIK BHECIIH OOJIBIION BKJIA
B Pa3BUTHE HHCTPYMEHTAIHHOM MY3BIKH.
MHorue u3 HUX CO3Jadu CBOI WHIWBHUIY-
aJbHYIO IIKOJY, IPUHIUIIBI KOTOPOU coXpa-
HSIOTCS ¥ Pa3BUBAIOTCS B HAIIIE BPEMS.

B psany uMEH BbIIarOIMXCS JesTeneun
KAa3aXxCKOW HapOJHOM HHCTPYMEHTAJIbHOU
MY3BIKH OJTHO U3 MOYETHBIX MECT 3aHUMAET
umsa [unaer Hypneucopoit (1861-1955) —
Ar006uMoil yueHutsl Benukoro Kypmanrassl,
MPOCJIaBJIEHHON JOMOPHUCTKH, HENpPEeB30M-
NEHHOTO MMIIPOBU3ATOPa, TAJIAHTIMBOIO
KoMmro3uTopa-kronmu. Jluaa Hypneucosa
— OlHAa W3 HEMHOTUX KIOWIIH, JTOHECIINX
0 Hac B JKMBOM MCIIOJHEHHH BEKOBBIE
TpaJuluu JOMOPOBOTO UCKyccTBa. B aToM
CMBICJIE €€ TBOPUYECKUM MyTh MPEACTABISIET
co00i1 CBAZyIOLIEE 3B€HO MEXY Kilaccuye-
CKMMH TPAJULMSIMU U COBPEMEHHBIM pa3-
BUTHEM JOMOPOBOI MY3BIKH.

TeopyecTBo [uHbl Hypnencoson

TeopuectBo Jlunel Hypriencosoi npu-
XOJIUTCS HA CAMBIWA CIIOKHBIW, TTEPEXOIHBIN
JTall B )KM3HM Ka3aXxCKOro Hapona. /[aHHbIN
3Tan OTMEYEH KPYMHBIMU COOBITHSIMU B 00-
LIECTBEHHO-TIOJINTUYECKON KU3HM Hapozaa
(ocBoOoauTENBPHOE ABMKeHHE 1916 rona,
OkTs0pbCcKasi COLMAIMCTUYECKAs PEBO-
mounsa, Bennkas OteuyecTBeHHas BONHA,
KYJIBTYPHO-XO3SIMICTBEHHOE CTPOUTEILCTBO
nocine BouHBI). Ecnu krou Kypmanrassl
HNPUHATO CYUTATH aBTOOUOTpaUUHBIMH, TO
Hacienue JJMHBI — 3TO CBOEro poja JeTo-
IIACH )KU3HU HAlIEH CTPaHBI.

Hauas cBOIO 1€TENBHOCTD B OKPY’KEHUHN
JTOOMMBIX YUYHUTEIeH 1 HaCTaBHUKOB, [lMHa
IIPOIIIJIA Yepe3 BCE UCIBITAHUSA U B MUPHOE
MIOCJIEBOCHHOE BpeMsl Kak Obl U3 pyK B PyKU
repenana MoJoAEKHU BEIIMKOE JOCTHUKECHUE
KJIACCUKOB JOMOpPOBOro HcKyccTBa. B eé
WCIIOJIHEHUU 3alMcansl mpousseneHus Kyp-
MaHrassl, Jlaynetkepes U ApPYyrux KIOWIIU.
biaromapst Jlune mbpl uMeeM BO3MOKHOCTD
HIPUOOIIUTHCS K BBICHIMM J0CTHKEHUSM 3a-
Na/IHO-Ka3aXCTaHCKOM TOMOPOBOW MY3BIKH.
Bcro xu3Hbp OHAa COBEPIICHCTBOBAJA CBOKO
WPy U AOCTHUIVIA TAKOTO BBICOYAMIIIETO Ma-
CTEPCTBA, KOTOPOE IO3BOJISAET, 110 CJIOBAM
OYEBULIEB, TOBOPUTH O €€ HEIMPEB30MIEH-
HOM TOoMOpOBOM TEXHHKE.

Hcnonnurensckue npuémsl JuHBI HC-
KIIFOYUTENIbHO CIOXKHBI U cBoeOpa3Hbl. Oco-
OCHHO OpHUIMHAJIbHBI WMIPOBBIE JIBUKECHUS
npaBoi pyku. MHOrue 10MOPUCTBI — YUEHU-
K# JIMHBI OTMEYAIOT TPYAHOCTD, a IOPOM He-
BO3MOXHOCTb ITOBTOPUTH (TeM OoJiee HOTHO
3a(hMKCHPOBATh) OYTH HEYJOBUMBIE JIBHIKE-
HUs e€ mpaBoil pyku. Axkagemuk A. XKyOa-
HOB MMILET, YTO UCIIOJIHUTEIbCKAE PUEMBI
JlMHBI OBLIM YHUKAJIBHBIMH, OHU HE BCTpe-
YalOTC HU y OAHOIO M3 IIOCIENOBaTeieh
Kypmanrassl, [laynerkepes 1 MHOTHX JIpy-
I'MX HAPOIHBIX MY3BIKAHTOB. TalaHTIMBAs
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JOMOpUCTKa cO37ajla CBOIO COOCTBEHHYIO
UCTIOJHUTENBCKYIO IKoIy. Eciiu y 60nbimH-
CTBa HAPOJHBIX KOMIIO3UTOPOB-UCIIOIHU-
Teneu, uckimovass KypmaHrasel, BO MHOTHUX
Clly4asiX IITPUXU MPABOMl PyKH OCTaBaJIUCh
C HayaJsa JI0 KOHIE KIOsl HEU3MEHHBIMHU, TO Y
JIuHBI OHU MEHSUIMCh MHOTO pa3, MpujaBas
TEM CaMbIM MPOU3BEJICHUIO OOJBIIYIO THO-
KOCTh ¥ pa3HooOpa3ue B U3JIOKEHUU «MHO-
TOLIBETHOCTH» MY3bIKaJIbHBIX KapTHH'.

Hcnonuurensckoe ucKyccTBO JlUHBI
MPOU3BEIIO OOJIBIIOE BIIEYATIECHUE HA CIIY-
niaresied Bo BpeMs Jlekaibl My3bIKH pECITy-
omuk Cpenneit Azum u Kazaxcrana B Tarmi-
kenre. [IpuBeném uurary A. OcTpoBCKoro,
KOTOPBII ObLII BOCXUILEH camoit J[uHOM U e€
HCTIOJIHUTENBCTBOM: «MOHYMEHTaIbHBIN
ob0nuk BenuuectBeHHO# [lunbl Hypmeunco-
BOM 3ameyarsiesncss B CO3HAHUU Kak sipyaii-
[Iee CBUIETEILCTBO MOIIIHON NEUCTBEHHO-
CTU HApOJHOM MY3BIKAJIBHOW TpPaguLIUH...
BosaeicTBre mMnposusanuu HEOTPa3uMoO,
3aBOpakuBarolle. Bupryo3snoe MactepcTso,
JTOCTUTHYTOE €10 Ha IoMOpe, paHTaCTHYHO.
Kakue Tonpko mpuémMbl HE PUMEHSET 3Ta
yyjieCHas UCTIOJTHUTEIBHHUIIA, KAKHUE TOJIBKO
TEMOPBI HEe U3BJIEKAET OHA U3 ATOTO CTApUH-
HOTO MHCTpyMeHTa!» (1uT. mo: [9, c. 88]).

bonbmMHCTBO KIOEB JIMHBI OTMEUYEHO
MeYaTblo SIPKOM HMHAMBUAYaJIbHOCTH. Kak
ormevaeT A. Xy0Oanos, /lnHa, HaYaB CBOIO
KOMIIO3UTOPCKYIO JIEATENIBHOCTh C IOJpa-
xaHus koM Kypmanrasel u Jlaynetkepes,
BCKOpE BbIpaboTana CBOW OPHUTHHAILHBIN
TBOpYECKM nouepk [1]. B myumux cBomx
TBOpPEHUsAX JlMHA OpraHWYECKU CIUIABISET
B €IMHOE LEJI0€ JOCTHKEHUS JIBYX OCHOB-
HBIX HarpaBjeHUN TOMOPOBOM MYy3BIKH 3a-
nagHoro Kazaxcrana — sipkuii TeMnepameHT
ctuist KypMmaHrasel ¢ MSATKHM JTUPU3MOM
Haynerkepes. Takasg mpouyHas omopa Ha
TPaJULHUIO MPEAIIECTBEHHUKOB 103BOJINAIIA
JluHe MOMHATHCS HAa HOBBIE, HEOBIBAJIBIE pa-
Hee BBICOThI JOMOPOBOI'O UCKYCCTBA.

Cpenu BepIIMHHBIX NPOU3BeAeHUI J{UHbI
Hypnieucosoii — ktou «XKurep» («Heprus»)
u «bynoym» («Conoseit). «Kurep» — omHO
U3 CaMbIX COZIEP’KATENIbHBIX U SMOLIMOHAJIb-
HO HaceleHHBbIX. [1o cBunerenseTBy A. XKy-
0aHOBa, KIOW CO3/]aH B OTBET Ha OJJHOMMEH-
HbIM Kroil Jlaynetkepes. /[InHa He Konupyer
IIPOU3BENCHAE CBOEIO IIPENIICCTBEHHUKA,
a CO31a€T CBOI, COBEPILIEHHO OPUTHMHAJIb-
Hbli BapuaHt «OKurepa». W peiicTBurens-
HO, MeXIy Krosamu [laynerkepes u JluHbI
Oonblie paznuuuid, 4eM cxoicTtBa. My3bl-
ka «Kurepa» [laynetkepes 3MOIMOHAIBLHO
C/ep>)KaHHA U BHYTPEHHE HaNpsKeHa, B HEH
MpeBaupyeT  PuI0co(CKO-MCuxoaoruye-
ckoe Hauyaso. Kroii /luHbl, HanpoTUB, Xapak-
TEPU3YETCS SMOLMOHAIBHON OTKPBITOCTHIO
U JUHAMUYECKOW LEJIEYCTPEMIIEHHOCTBIO.
B «XKurepe» [IuHbl Takke NPUCYTCTBYIOT
($HIT0COPCKO-TICUXOIOTUIECKAE MOMEHTHI,
HO OHHM 3[I€Ch MOAYMHEHBI OTKPHITOMY 3MO-
MOHAJIbHOMY Haydaily, KOTOPOE€ 3aXBaTbIBA€T
CJIyILIaTeNs C MEPBBIX JKE TakTOB. [[nHamuKa,
sHeprust «OKurepa» [laynerkepes: oOpaieHa
K MHUpPY DIIyOOKHUX ICHUXOJIOTHYECKHX Iepe-
JKUBAHUM JINYHOCTHU. [IMHA )K€ TPAKTYET TEMY
B OITUMUCTHYECKOM, JKU3HEYTBEPKJAOILEM
rw1ane. OCHOBHOE COJIEp)KaHNE KIOEB CKOH-
HeHTpupoBaHo B ux temarusme [ 10]. IIpuse-
IEM 1Sl CPAaBHEHUSI TEMBI 000HX KIOEB.

Mpumep Ne 1 Haynetkepen. Kioit «XKurep»

Example No. 1 Dauletkerey. Kui “Zhiger”

MeaaenHo, ¢ BeanyaBost cKopObIO
bOi ~~

Mpumep Ne 2

IuHa Hypneucosa. Kion «XXurep»

Example No. 2

Dina Nurpeisova. Kui “Zhiger”
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«Kwurep» unel HypriencoBon otiinua-
eTCs HEeOOBIYalHOM 1EbHOCTHIO M CTPOM-
HOCTBIO KOMIIO3UIIMM U B TO K€ BpeMs —
CBOOO/ION M €CTECTBEHHOCTbIO Pa3BUTHUS
MY3BbIKaJIBHOTO Marepuaia. B 3ToM MOXHO
BUJETh IPOSBIEHUE OPraHUYECKOIO CO-
YeTaHUs UMIIPOBU3ATOPCKOTO M KOMIIO3U-
Topckoro Tanantra JuHel HypneuncoBowu.
«Kurep» [luHBI peaCcTaBiIsAeT APKUN IIPU-
Mep MHIUBUIYyalu3aluu (GOpMbI HA OCHO-
BE TPAJULIMOHHON CTPYKTYphI KtoeB. JluHa
cBOOOMHO oOparaercs ¢ pasziesiaMyd TUIIO-
BOi (QopmbI-cxeMbl. OCOOCHHO OTYETIH-
BO WHJVMBHUAYaJbHOE HAYaJI0 MPOSBIAETCS
B TPAaKTOBKE CTEPEOTHUITHBIX pa3lesioB Oac
OybIH U cara.

O6pa3 Conoses («bynOyn») B 3amajn-
HO-Ka3aXCTaHCKOW  JOMOpPOBOH  MYy3BIKE
3aHuMaeT ocoboe mecrto. K Hemy oOpa-
IIAJIMNCh TaKWe BBIJAIOLIUECS KIOMIIM, KaK
Kypmanraszsel  («bynOyinabiH  KYpPFBIPBDY),
Jlaynetkepeit (M3BECTHBI JBa BapUaH-
ta ero «bynbyna») u [Iuna Hypneucosa
(«bynOyn»), mpousBeneHUsT KOTOPBIX OT-
MEYEHbl BBICOKUMH  XyHOKECTBEHHBIMU
noctouHcTBaMu. Kak mokasbiBaeT cpaBHU-
TEJIbHBIN aHaJIu3, BO BCEX 3TUX KIOSIX HC-
MOJIb3yeTCsl OOLIMI MHTOHALMOHHO-TEMa-
TUYeCKUi Marepuas. Bomnomenue obpasa
Co0oBbsI B TOMOPOBOI MYy3BIKE UMEET CBOIO
TPaJULIMI0, CBOM JIOTMYHBIM MPOLECC CTa-
HOBJICHHSI TEMAaTU3Ma, COBEPIIEHCTBOBAHUS
CPENCTB BOIUIOLIEHHUS.

I'maBnas 3aciyra Kypmanrasel coctout
B TOM, YTO €MY BIIEpPBbIE YAI0Ch HAlUTH CO-
OTBETCTBYIOLIUI 00pa3y HOBBIN MY3bIKaJlb-
HbIA s3bIK. Krolmum He OrpaHuyMBacTCA
MPOCTHIM 3BYKOIIO/IpAXKaHUEM TEHUIO NTH-
1B, a Cpa3y ke CTpeMUTcs K Ooisee ry0o-
KOMY IOCTHXEHHIO U BOIUIOIIEHUIO 00pa3a.

B «bynbyne» JlaymneTrkepess MOXKHO Ha-
OMoaTh JadbHEUINNA TTOMCK M COBEPIIICH-
CTBOBaHME MY3bIKaJIbHO-BBIPA3UTEIBHBIX
cpeacts. lllupokoe nmpumenenue Qopuura-

TOB, TPUTOHOB, HUCXOJSAILNX U BOCXOSAIINX
CEKBEHIIMI, ONIEBAHUE KBUHTOBOM OIOPHI U
cBOOONIHAA, Jake MPUXOTIUBAs PUTMHKA —
BCE ATO COCTaBISIET CBOeOpa3ue €ro Krosl.
B 10 %€ Bpems B BBIOOpE MHTOHALIMI MOX-
HO YCMOTPEThb CTPEMJICHHE MPUOTUZUTHCA
K TUINHYHO BOCTOYHOMY OPHUEHTAJIU3MY.
3Ty OCOOCHHOCTH KIOSI TOHKO ITOIMETHII
A. 3araeBuu: «IIbeca, moiHas HEOOBIYAM-
HOM TMOA3MM M KapTUHHOCTH, C €€ 3aayM-
YUBBIMU PEUUTATHBAMU YHUCTO BOCTOYHOI'O
XapakTepa, BO3HUKAIOIIMMU Ha MATKO KO-
nebmoiemcst (GoHe TPUOJIEH BCTYIUICHHS U
uHTepmoaumn» [11, c. 249].

B unToHanmmonnoMm marepuaine kros Jlay-
JeTKepes 4ETKO BBIJECISAIOTCS JIBa TeMaTH-
YECKHUX KOMILIEKCA: C OAHON CTOPOHBI, 3TO
TeMa, CTPYKTYPHO 3aMKHYTasi U UHTOHAIIH-
OHHO SIpKas; C IPYroil — psiJi HOBBIX MTOCTPO-
€HUH, OTIMYAIOUIUXCS HUMIIPOBU3AIMOH-
HBIM XapakTepoMm uznoxeHus. Ilociegnue
BBITIOJTHSIIOT 3ByKOM300pa3uTeNbHbIC (QyHK-
LIUU, KPACOYHO JOTOIHSSE OCHOBHYIO MY3bl-
KaJIbHYIO MBICIIb.

BepuinHHBIN 3Tan MHCTPYMEHTAJIBHOTO
nperBopeHust oopaza CosloBbs B Ka3axCKon
My3bIKE CBA3aH ¢ uMeHeM J(uHbl Hypreu-
coBoil. E¢ «bynbym» — npousBeaeHue, mo-
pakarolee NTyOMHON CoOJEepX aHHUs U CO-
BepueHCTBOM (opmel. [lo paszHoobOpazuio
TeMaTu3Ma U CJIOKHOCTH €ro pa3BUTHS
ATOT KIOW CTOUT CpeAr 0c000 CIOKHBIX HE
TOJIBKO B TBOPYECKOM HACJIEIUU aBTOPA, HO
1 BO BceM omMOpoBoi nuteparype. B Ba-
puanTte /[MHBI B T€X WM WHBIX BUJIOU3ME-
HEHUSIX MPUCYTCTBYIOT BCE OCHOBHBIE WH-
TOHAILIMOHHO-TEMAaTUYEeCKUEe O0O0pa30oBaHUs
ktoeB Kypmanrasel un Jlaynerkepes. Ho sto
HE MPUBOJUT K PHIXJIOCTH (HOPMBI, HAPO-
THUB, TMOJIb3YSACh UMEIOIIUMCS MaTepuasioM,
JluHa TOBOJIUT 10 COBEPIIEHCTBA KOMIIO3U-
LUOHHYIO CTPYKTYpPY COUYMHEHUS.

«bynOyn» unsl HypriencoBoit oTHOCHT-
Csl K BBIAAIOIIMMCS 00pa3laM My3bIKaJIbHO-
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dbunocodckoit mupuku. Bee anemMeHTh My-
3bIKM MOJAYUHEHBI PACKPBITUIO MICUXOJIOTH-
4eCcKo# U pr10codckoil IryOUHbI, KOTOPYIO
npHOOPEN 3TOT 00pa3 B BOCTOUHOM MO33HH.
B T0 xe Bpemsa B «bynOyne» Jlunbl mpen-
CTaBJIEH B MCKOHHO HAllMOHAJIBLHOU (popme
TOT CILJIaB MBICIIM U MEPEKUBAHUN JTUUHO-
CTH, KOTOPBIN MPUAAET KIOKO MOUCTUHE 00-
IeYeI0BeYeCKU MaciTao.

[[Inpok »KaHPOBBIM JIHMANA30H TBOpYE-
ctBa JluHbl. OH OXBaTBHIBAET IOYTH BCE CY-
IIECTBYIOLME B JOMOPOBOWM MYy3bIKE KaH-
pBl. DTO Takue *aHpbl, Kak Tou bGacmap
— Hauano TopecTtBa (Croma OTHOCUTCS €€
OHOMMEHHBIN Kiol); [Llankeima — Jluko-
BaHue («Kroi o maptum», «Ilodena»); Ap-
nay — Ilocesamenue («30-neruro Kazaxcra-
Hay, «['eposm Tpyna», «Ilocianue cbiHy Ha
bponTY»); AKorcenen, batixcyma — aBTOPHI U
UCIIOJIHUTENU KIOEB, Ha3BaHHBIX UX UMEHa-
MU (3TH KaHPbI TAKXKE MIPEICTABICHBI OTHO-
UMEHHBIMU KrosMH). [1Inpoxko npencrasieH
mupudeckuit xaHp («Acem Konbipy, «Kep-
6e3» u ap.). Hepenxo y JluHbl nupuka mnpu-
oOperaer ynryOnénHo-¢punocodckmii  xa-

paxtep («bynbym», «Kurep»). Tpareauiinoe
Ha4aJI0 MPUCYTCTBYET B Kroe «Kapa kacka
ar». B TBopuecTBe JlMHBI IpeNCTaBICH MU
KOMHUYECKHH KaHp (Kroi «HaybICKbI»).

C XaHpOBBIM OOrarcTBOM KIOE€B CBS-
3aHO pa3HooOpa3ue BOIUIOLIAEMBIX TEM H
oOpaszoB. CBouM TBOpuecTBOM J[luHa mmm-
POKO pasIBHHYJIA KpYyr TpaauLMOHHBIX
00pa3zoB AOMOpOBOU My3bIkH. MHOTHE €&
KIOM POXJIEHBl COOBITUSMHU COILUAIBHO-
HMCTOPUYECKOW JIEUCTBUTENBHOCTH. Tak,
COOBITHS TPEAPEBOIOLIMOHHOTO TO/1a BbI-
3BaJIM K XKU3HU KoM «16-i ron». B cypo-
BEI€ TOBI Benukoit OTeuecTBEHHOM BOMHEI
KAaK IJJAMEHHBIA TMPHU3BIB MPO3ByYall KIOU
«Amna OyHpsITe» — «Hakaz marepu». Ha pa-
JOCTHYIO BECTh O 1mobdeae Haj (ammcTCKOn
I'epmanuent /luna oTkiukaeTcs Kroem «Ke-
HUC». B mocnenyromue rogasl OHa CO34aET
PSAI IPOU3BEIECHUM, OTPAKAIOINUX MAPHYIO
YKU3Hb COBETCKHX JIFOJICH.

3acinyru [mebel HypneucoBoil mnepen
OTECYECTBEHHOM MY3bIKAJIBHOW KYJIBTYpPOH
OrpoMHbl. Jlydmme €€ TBOpPEHHMS BOLLIU
B 30J10TOM (hOH]T Ka3aXCTAHCKOTO UCKYCCTBA.

e NpumedaHna ©

1

FOBOpSI 0 pa3H006pa31/m IOTPUXOB U MAaCTCPCTBEC UX MPUMCHCHU S, 110 BOCIIOMHUHAHUAM I[I/IHBI

Hypnencosoii, Kypmanrasbl kak-To B3su1 €€ paBylo pyKy CBOEH JIEBOW PYKOM M cKa3all, YTO €CIIU
ObI 3TU pyKH OBUIM JaHBI OTHOMY YeJIOBEKY, TO Ha CBETE HE ObLIO Obl PABHBIX €MY MY3bIKaHTA.

2 Jluna HypnewncoBa mpoxkuia IOATYIH0 U SIPKYIO JKW3Hb, yMepia B IIIYOOKOH CTapocTd B
Bo3pacte 94 nert. I1o ciioBam oyeBHILIEB, A0 OCIEAHUX JHEH OHA OCTaBajIach Ha PEAKOCTb OOIPOI
U KU3HEPALOCTHOW. MHOIOJETHSISI aKTUBHASL TBOPYECKAs IEATENbHOCTh [{MHBI BBICOKO OTMEUYEHA
[IpaBurenbcTBOM pecnyonuku: B 1938 roay eit ObUI10 MPUCBOCHO 3BaHUE 3aCTYKEHHOTO IESTENs
uckycctB Kazaxcrana, a B 1944 rony — nouétnoe 3Banue Hapoanoit aptuctku pecryonuku. Juna
Hypnencosa Harpaxaena nsyms opaeHamu TpynoBoro KpacHoro 3HaMmeHH, MenaasiMu, a TakkKe
HeckoabKUMHU rpamotramu BepxoBHoro Cosera Kazaxckoit CCP.

G~ CNMUCOK UCTOYHUKOB ~7¥°

1. XKy6anor A. K. CTpyHBI CTONETHII: O4EPKH O KU3HU U TBOPUECCKOM IEATEITHHOCTH Ka3aXCKUX
HapOJIHBIX KOMIIO3UTOPOB. AnMa-ATta: Kasrocnutuzaar, 1958. 395 c.

135



Gre~ Mpobnembl My3bikanbHoW Hayku / Music Scholarship. 2021. Ne 4

2. Awmanos b. XK., MyxamberoBa A. 1. Ka3axckas TpaguunoHHas My3bIka M1 X X BeK. AJTMaThI:
Haiik-IIpecc, 2002. 544 c.

3. CaoOsipoBa A. C. Kazaxckas My3bIka IpEBHEH AMOXH: YUSOHUK IS CIICITUATH3UPOBAHHBIX
My3bIKaJIbHBIX BBICIINX YUEOHBIX 3aBeieHuil. Anmarsl: Acem Cuctem, 2016. 216 c.

4. Vrteranuena C. 1. 3BykoBoil MUpP MY3BIKH TIOPKCKUX HApO0B. Teopust, ICTOPHUsL, MPAKTHKA.
M.: Komniozutop, 2013. 525 c.

5. MyxamberoBa A. W. [IpoGiemMbl ApeBHETIOPKCKOro cyOcTpara B KyJabTypax 3alajHo-
Ka3axCTaHCKOTO KOs M cpeiHeaznarckoro makoma // AmanoB b. XK., Myxamb6eroBa A. 1. Kazaxckas
TpaauuroHHas My3bika U XX Bek. Anmarsl, 2002. C. 236-287.

6. Capwibace T. b. Kioli kakx KOMMyHHKaTUBHOE siBieHHe // MHCTpymeHTanmbHash My3bIKa
Ka3axckoro Hapoaa. Anma-Ara, 1985. C. 49-62.

7. AwmanoB b. XK. KommosunmionHast TepMHHOIIOTHST JOMOPOBBIX KioeB // IHCTpyMeHTanbHas
My3bIKa Ka3axcKoro Hapoaa. Anma-Ara, 1985. C. 25-38.

8. Illerebaes II. III. Tpamuuuu kroeB meprtie // TpagumuoHHAs My3bIKajdbHas KyJIbTypa:
npouwioe u Hacrosmiee: mMarepuaisl [I MexayHaponHol HayYHO-TIPAKTHUECKOW KOH(EpPEHIIHH.
Kazaxckas HanroHanbHasi KoHcepBaropusi uMeHu Kypmanrassl. Anmarsl, 2015. C. 48-53.

9. Jluna xroiimu / coct. K. Opbraramu. Anmarel: Apeic, 2004. 276 c.

10. lere6aes I1. I1I. Kazaxckas toMOpoBas My3bIKa: BOIIPOCHI TEOPUH, UCTOPUHU U METOJJOJIOTHH:
moHorpadus. Acrana: Mactep Ilo, 2017. 327 c.

11. 3ataeBuy A. B. 500 ka3axckux neceH u ktoeB. AnMathl: IHCTUTYT TUTEpaTyphl U HCKYCCTBA
umenu M. O. Ays3osa, 2007. 1136 c.

Unghopmayus 06 asmopax:

ANTOJIKBIH AWTKAHKBI3BI TOKTaran — qoKTopaHT Kadeapbl My3bIKOBEJIEHUS U KOMITO3UIINH,
npenojaBatenb Kadeapsl JoMObIpHI, aitolkyn toktagan@mail.rub<,
https://orcid.org/0000-0002-7696-0994;

Canus Opa30exoBHa bajkeHeeBa — TOKTOpaHT, penoaBareib Kadeapbl My3bIKOBEACHUS U
KOMMo3uInH, qurtqa@gmail.com, https://orcid.org/0000-0002-2794-7435;

Jana TypryHoBua UOparum — JOKTOpaHT, IpernojaBaTellb Kadeapbl My3bIKOBEACHHUS H
KoMIio3uiny, a.dana.t@list.ru, https://orcid.org/0000-0001-6590-034X;

Payman Cadup:xanoBHa Manabi6aeBa — KaHIU/1aT MCKYCCTBOBE/IEHU S, podeccop kadeapsl
MY3BIKOBEJICHHSI M KOMITO3UIIMHU, nurtaza rs@mail.ru, https://orcid.org/0000-0002-1246-8095.

Cro~ References

1. Zhubanov A. K. Struny stoletiy: ocherki o zhizni i tvorcheskoy deyatel'nosti kazakhskikh
narodnykh kompozitorov [Strings of the Centuries: Essays on the Lives and Artistic Work of Kazakh
Folk Composers]. Alma-Ata: Kazgoslitizdat, 1958. 395 p. (In Russ.).

2. Amanov B. Zh., Mukhambetova A. 1. Kazakhskaya traditsionnaya muzyka i XX vek [Kazakh
Traditional Music and the 20th Century]. Almaty: Dayk-Press, 2002. 544 p. (In Russ.).

3. Sabyrova A. S. Kazakhskaya muzyka drevney epokhi: uchebnik dlya spetsializirovannykh
muzykal'nykh vysshikh uchebnykh zavedenii [Kazakh Music of the Ancient Times: Textbook for
Specialized Music Higher Education Institutions]. Almaty: Asem Sistem, 2016. 216 p. (In Russ.).

136



Problemy muzykal'noj nauki / Music Scholarship. 2021. No. 4
(0

4. Utegalieva S. 1. Zvukovoy mir muzyki tyurkskikh narodov. Teoriya, istoriya, praktika [Sound
World of the Turkic People. Theory, History, Practice]. Moscow: Kompozitor, 2013. 525 p. (In
Russ.).

5. Mukhambetova A. I. Problemy drevnetyurkskogo substrata v kul'turakh zapadno-
kazakhstanskogo kyuya 1 sredneaziatskogo makoma [Issues of the Ancient Substrate in the Cultures
of the Western Kazakh Kyui and the Central Asian Makom]. Amanov B. Zh., Mukhambetova A. 1.
Kazakhskaya traditsionnaya muzyka i XX vek [Kazakh Traditional Music and the 20th Century].
Almaty, 2002, pp. 236-287. (In Russ.).

6. Sarybaev T. B. Kyuy kak kommunikativnoe yavlenie [The Kyui as a Communicative
Phenomenon)]. Instrumental’'naya muzyka kazakhskogo naroda [Instrumental Music of the Kazakh
People]. Alma-Ata, 1985, pp. 49-62. (In Russ.).

7. Amanov B. Zh. Kompozitsionnaya terminologiya dombrovykh kyuev [Compositional
Terminology of the Dombra Kuyis]. Instrumental’'naya muzyka kazakhskogo naroda [Instrumental
Music of the Kazakh People]. Alma-Ata: Oner 1985, pp. 25-38. (In Russ.).

8. Shegebaev P. Sh. Traditsii kyuev shertpe [Traditions of the Shertpe Kyuis]. Traditsionnaya
muzykal'naya kul'tura: proshloe i nastoyashchee: materialy Il Mezhdunarodnoy nauchno-
prakticheskoy konferentsii [ Traditional Musical Culture: Past and Present: Materials of the Second
International Scholarly and Practical Conference]. Kazakh National Conservatory named after
Kurmangazy. Almaty, 2015, pp. 48-53. (In Russ.).

9. Dina kyuyshi [Dina Kyuishi]. Compiled by K. Oryngali. Almaty: Arys, 2004. 276 p. (In Russ.).

10. Shegebaev P. Sh. Kazakhskaya dombrovaya muzyka: voprosy teorii, istorii i metodologii:
monografiya [Kazakh Dombra Music: Questions of Theory, History and Methodology: Monograph].
Astana: Master Po, 2017. 327 p. (In Russ.).

11. Zataevich A. V. 500 kazakhskikh pesen i kyuev [500 Kazakh Songs and Kyui]. Almaty:
Institute of Literature and Art named after M. O. Auezov, 2007. 1136 p. (In Russ.).

Information about the authors:

Aytolkyn A. Toktagan — Doctoral Student at the Department of Musicology and Composition,
Lecturer at the Department of Dombira, aitolkyn_toktagan@mail.rub<,
https://orcid.org/0000-0002-7696-0994;

Saniya O. Bazheneeva — Doctoral Student, Lecturer at the Department of Musicology and
Composition, qurtqa@gmail.com, https://orcid.org/0000-0002-2794-7435;

Dana T. Ibragim — Doctoral Student, Lecturer at the Department of Musicology and
Composition, a.dana.t@list.ru, https://orcid.org/0000-0001-6590-034X;

Raushan S. Maldybaeva — Ph.D. (Arts), Professor at the Department of Musicology and
Composition, nurtaza_rs@mail.ru, https://orcid.org/0000-0002-1246-8095.

[Mocrynuna B penakuto / Received: 15.09.2021
Onobpena nocne penenzupopanus / Revised: 29.09.2021
[TpunsTa k mybonukauuu / Accepted: 04.10.2021

{\_/

137



Mpobnembl My3bikanbHon Hayku / Music Scholarship. 2021. Ne 4
Problemy muzykal'noj nauki / Music Scholarship. 2021. No. 4

ISSN 2782-358X (Print), 2782-3598 (Online)

G~ My3blkanbHas KynbTypa HapogoB Mmupa —>(©

Hayunas cratbs
VK 786/789
DOI: 10.33779/2782-3598.2021.4.138-144

Monynapusauma HapoAHbIX My3blKaribHbIX UHCTPYMEHTOB
cpeaun Monoaexm
(Ha npumMmepe Ka3zaxckoro TpaguUMOHHOro Kobbli3a)

Axnap TarrudaeBna lllapunoaesa
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AnHOmayus. ABTOp CTaTbu UCCIEAYET TEMY NONYJISPU3ALUM HAPOJHBIX MY3bIKaJIbHBIX
WHCTPYMEHTOB B MOJIOJEXKHOM Cpelie OTHOCUTEIBHO TPAAUILMOHHOIO Ka3aXCKOr0 HHCTPYMEHTA
KoObI3a. B ycnmoBusAx rmobanu3anuyd M BECTEPHHU3ALUUU TPEEMCTBEHHOCTh TPAIULIMOHHOMN
MY3BIKaJbHONH KYyJbTYypbl MEXJy IOKOJIEHUSMHM 3HAUUTEIbHO 3aTpyAHeHa. Bo3MOXHOCTH
pelieHuss 3ToW MpoOIeMBbl BUIAUTCA B CHHTE3€ COBPEMEHHOW MY3BIKM C HAIlMOHAJIBbHOU
CaMOOBITHOM TpaauIMeH, Ka3axCTAaHCKHE MPUMEPhl KOTOPOTO TMPHUBOAATCS B CTaThe.
B KazaxctaHe pacnpoCTpaHEHO CcO3J1aHue COOCTBEHHBIX KOJJIEKTUBOB BBHIITYCKHUKAMU
MY3BIKAJIbHBIX YYEOHBIX 3aBEICHHM, MCIOIB3YIONIUX B CBOCH JAEATEIBHOCTH KOOBI3 Kak
00s13aTeNbHBIE MHCTPYMEHT B aHcamOiie. ABTOp MOKAa3bIBACT, YTO Ka3aXCKUH TPaJaUIIMOHHBIN
KOOBI3 HMMEEeT OOJIBIION TOTEHIMANl €T0 MOMmyJisipu3anuu B cpeae Mononaéxu. O6o3HaueH
BOIIPOC OMNpEAENIEHUs] MyTeH pa3BUTHUS TPAJULMOHHOTO HCKYyCCTBa 0€3 HapylIeHUs €ro
CaMOOBITHOCTH B TIpollecce MOMyIspu3anuu. PerieHue BUAMTCS B CICAOBAHUHM MPUHIUITY
cOepexxeHus crnenuuKN apceHasa KOHKPETHOTO HapOAHOTO MHCTPYMEHTA MPHU HUCIIOTHEHUH
UM KCHOJb30BAaHUM €0 3BYyYaHUs B DKCIEPUMEHTAJbHBIX KOMIO3ULUAX. JlaHHBIM moaxon
000CHOBBIBAETCS CIOCOOHOCTHIO KAXKIOTO HAPOJHOTO MHCTPYMEHTA XPAaHUTh U TPAHCIUPOBATh
MEHTaJbHOCTh CO3/IaBIIETO €ro HapoJa.

Kniouegvie cnoea: HaponHble My3bIKAJIbHBIE MHCTPYMEHTHI, MOMYISIPU3ALNS, MOJOAEKHAS
MYy3bIKa, KOObI3, 3THO-(POIK
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Popularization of Folk Musical Instruments
Among Young People
(by the Example of the Kazakh Traditional Kobyz)

Aknar T. Sharipbaeva
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Abstract. The author of the article researches the subject of popularization of folk musical
instruments in the milieu of young people, regarding the traditional Kazakh instrumental
kobyz. In the current conditions of globalization and westernization the succession of
musical culture from one generation to the next has been made considerably more difficult.
The possibility of solving this problem is perceived in the synthesis of contemporary music
with an original national tradition, and specimens of Kazakh music are cited in the article.
It has become a widespread form of activity among graduates of musical higher educational
institutions in Kazakhstan to form their own musical ensembles which include the kobyz as
a mandatory instrument in their ensembles. The author of the article demonstrates that the
Kazakh traditional kobyz is endowed a huge potential for its popularization among the youth.
The question of defining the paths of development of traditional art without violation of its
originality in the process of popularization is indicated. Its solution is perceived in following
the principle of preserving the specificity of the arsenal of a concrete folk instrument when
performing on it or using its sound in experimental compositions. The present approach is
substantiated by the ability of each folk instrument to preserve and transmit the mentality of
the people that created it.

Keywords: folk musical instruments, popularization, music for the youth, kobyz, ethnic-folk
music

For citation: Sharipbaeva A. T. Popularization of Folk Musical Instruments Among Young
People (by the Example of the Kazakh Traditional Kobyz). Problemy muzykal'noj nauki / Music
Scholarship. 2021. No. 4, pp. 138—144. (In Russ.). DOI: 10.33779/2782-3598.2021.4.138-144.

YCIOBHSAX T100aNInU3aIiid U BECTEP-
BHI/IB&HI/II/I MIPEEMCTBEHHOCTh  Tpa-
JULIMOHHON MY3BIKaJbHOM  KYJIb-
Typbl MEXAY IOKOJICHUSAMHU 3HAYUTEIBHO
3arpyaHeHa. IIpsaMon nepeHoc 1eHHO-

CTeH M3 KYJIBTYPHOI'O HACIEeAus MPOILIOro
B COBPEMEHHOCTb NPUMEHHUTEIBHO K MO-

J0AEXKHU CTal MPaKTUYECKU HEBO3MOXKEH,
B CBSI3H C UM MOCTOSTHHO TpeOyeTcs JeKOH-
TEKCTyaIu3alus My3bIKaJIbHBIX 3JIEMEHTOB.
Mexay TeM BO3pOXIeHHE COOCTBEHHOMU
STHOUAEHTUYHOCTHU CTPaH MOCTCOBETCKOIO
MPOCTPAHCTBA BBI3BIBAET HEOOXOAUMOCTH
oOpalieHuss K KylbType NpPeIKoB, 4YTO
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00yCJIOBITMBAET aKTyaJIbHOCTh MOIYJISIpU3a-
IIU1 HAPOJHBIX UHCTPYMEHTOB B MOJIOJIEXK-
HOU cpeJie.

My3bIKaHTBl BCErO0 MHUpPa MPAKTUKYIOT
MCIIOJIb30BAaHUE HAPOJHBIX HHCTPYMEHTOB
B CBOEM TBOPUYECTBE MJIsl JOCTHKEHHS OCO-
00ro HaCTPOsI ¥ HAIMOHATHHOTO KOJIOPHUTA.
Boccoenunenue 3ByKOBOTO MHpa MPOILIO-
IO Y HACTOSIIET0 MPUBOAMUT K BO3POXKIIE-
HUIO MPAKTUYECKU U3 HEOBITUS HALIUOHAIb-
HBIX MHCTPYMEHTOB CO CBOWCTBEHHOU UM
HMHJMBUAYadbHOCTHIO. [Tonck Touek conpu-
KOCHOBEHHMSI Pa3HbIX KYIBTYp — CIOXKHAas
3a7a4a CUHTE3a TPAJULMOHHBIX U HOBBIX
(hopM My3bIKaJTEHOTO TBOPUYSCTRA.

Mosonbie My3bIKaHTBI IOCTOSIHHO TIPE/I-
NPUHUMAIOT TIOMBITKH  TPaHCHOPMUPO-
BaTh HAIMOHAJIBHYIO MY3bIKY U HU3MEHUTH
WHCTPYMEHTAJbHbIE TPUEMBI. DTO aKTYy-
anu3upyeT mpoOsiemMy OmpenesieHUus MyTH
pa3BUTHSA TPAJAMIIMOHHOTO HCKycCTBa 0Oe3
HapyIIeHUsI €r0 CaMOOBITHOCTH M OpPWTH-
HAJIBHOCTA B TIPOLECCE MNOMYJISPU3ALIUH.
E€ pemenue BuaANTCS B CIEOBAHUM MPUH-
nuny cOepekeHus CHelU(HUKU apceHana
KOHKPETHOT'O HapOJIHOTO MHCTPYMEHTA NP
WCIIOJTHEHUU WJIM MCIIOJIb30BAHUU €70 3BY-
YaHUS B KCIEPUMEHTAJIbHBIX KOMIIO3UIIU-
siX. JlaHHBINA TPUHITUTT 00OCHOBAH TE€M, YTO
KK/l HAPOJIHBIM MHCTPYMEHT XPAHUT U
TPAHCIUPYET MEHTAJbHOCTh CO3AAaBILIETO
€ro Hapoza.

HecoOnronenne »Toro mpuHIUIA TPU
MOJICPHU3AIIUA Ka3aXCKOTO MY3bIKaJIbHO-
ro uckyccrBa B XX BEKE IIPUBEIIO K IOSIB-
JICHUI0 HEKOPEJUIUPYIOMMX C Ka3aXxCKOu
MEHTaJIbHOCTBIO COBETCKUX KOMITO3ULIMM U
Jlayke MPOTUBOPEYALIETO 3THOCIYXY Ka3ax-
CKOTO Hapoja HWHCTPYMEHTa — MpUMa-Ko-
oba. Ilocnemnmit mpenacraBisgeTr coOOM
MHCTPYMEHT CO CKPUIMUYHBIMHU XapaKTEepHU-
CTUKaMHM, U3JIAI0NIUNA 3BYKH, OTHOCSIIHECS
K 3aIaJIHOCBPONEHCKOMY 3BYKOM i€y, HE-
CMOTpsI Ha TO, YTO U3HAYAJIBHO IJIAHUPOBA-

JIOCh €r0 CO3JaHHE B BUJE PEKOHCTPYKIUU
TPaTUIIMOHHOTO Ka3aXCKOTo KoObI3a',

C npyroii CTOpOHBI, CHHTE€3 COBPEMEH-
HOM MY3bIKU C HAITMOHATIHLHON CaMOOBITHOM
Tpaaullue TIPeNCcTaBIsIEeT COOOW CoBep-
IIEHHO HOBBIM, IPUBJICKAIOIINN MOJIOIEKD
¢enomen. Ho 3aech BO3HMKaeT Apyras
CJIO)KHOCTB: MOJIOJOE ITOKOJCHHUE HE MHTE-
pecyercss HU KIIACCUYECKUM MY3BbIKaJIbHbIM
HCKYCCTBOM, HU TPAJIUIIMOHHBIM, a O] CO-
BPEMEHHOW MY3bIKOM TOHUMAET MaCCOBYIO
MY3BIKAJIbHYIO KYJIBTYPY C YK€ YCTOSIBILIU-
MHCS 3aI1aJHOCBPONEHCKUMHU U aMEPUKAH-
CKUMU OpUEHTHpaMu. [IpuMeHuTENnbHO
K MOJIOIEXU B OOJIBIIIEH CTEIEHU — HaKe
cyOkynbTypy. dakTuyecku u KiIaccuye-
CKO€, U TPAJAMIIMOHHOE MY3bIKaJIbHOE HC-
KYCCTBO CTaJIKUBAIOTCA C HOBOM CTYIIEHBIO
TpaHcpopMalliu, KOTopasi peaycMaTprBa-
€T MX BKJIIOYEHHUE B MACCOBYIO MY3bIKaJIb-
HYIO KYJIBTYpPY T7100aJHU3aI[MOHHOTO THIIA.

JIJ1s1 Ka3aXCTAaHCKUX MOJIOABIX KOMITIO3H-
TOPOB W UCIIOJHUTENIEH Ha COBPEMEHHOM
ATane XapakTepHO AKTUBHOE COYMHUTEIIb-
CTBO, YTO MPUBOJIUT K TMOSIBJICHUIO HETH-
MMUYHBIX MTPOU3BEAECHUN B TUIAHE XKAHPOB U
cTiiier. B CBOEM TBOpUECTBE OHU HE CTOJIb-
KO NEepefaroT KOHEUYHBIA 3aMbICEINl MPOU3-
BEJICHUS, CKOJBKO PAaCKPBIBAIOT CBOE BHY-
TpeHHee cocTosiHue. Kazaxckas KoObI30Bast
My3bIKa SABJISIETCS XOPOLIEH OCHOBOM JUIA
TAaKOTO COYMHUTEIILCTBA. ITO CBSA3aHO C TEM,
YTO HAIlMOHAJIILHBIC IIECHHU U KIOU, HE UMes
HOTHOM 3aIlMCH, PaHEe PaCIpOCTPAHAIUCH
yepe3 WHAUBUIYAJIbHYK) HHTEPIPETALMIO.
COOTBETCTBEHHO, MOCTOSHHBIM OCTaBaJICS
JUIIb OCHOBHOM TEKCT, a CIIOCOOBI 3BYKO-
W3BJICYEHUS U TPEACTABICHUE KOMITO3ULUN
3aBUCENN OT CIIOCOOHOCTEH MY3bIKaHTA.

Ha teppuropun Kazaxcrana mpoxoasr
MaciTabHble (eCTUBAN, Ha KOTOPHIX MPH-
CYTCTBYIOT MY3BIKAHTbl M KOMIIO3UTOPBI
pa3HbIX CcTpaH Mupa. [laHHbIE Mepompu-
ATUST HAOUPaAIOT OOJBIIYI0 MOJOJAEKHYIO
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aynuroputo. Jlo mangemun B 2019 rony Ha
onnoMm n3 HuX — «The Spirit of Tengri» —
NPUHSIIO ydacTue 74 UCIIOIHUTENS B CTUIIC
ethno world w3 17 ctpan. ExxerogHo opra-
HU30BBIBAIOTCS (DECTUBANIM TIOPKCKOH MY-
3bIKU: «Astana Arkauy», koueBOW KylIbTYphI
U TPaAUIMOHHBIX HcnonHuTeneil «Nomad
Way», COBpeMEHHON 3THUYECKOM MY3bIKU
«The Spirit of Eurasia», STHOKYJIETypHOTO
Hacnenus «Jezkiik».

Takue MeponpusiTUs MPEICTABIAIOT
OOMNBIIYI0 IEHHOCTh IJIi MY3BIKAHTOB H
IPOMOYTEPOB 10 TIPE3CHTAIIUU CBOUX MY-
3bIKAJIbHBIX TMPOU3BEACHUMN, MOCKOJIbKY
YCUJIMBAIOT UHTEPEC MOJIOAEKH Kak Iese-
BOW ayUTOPHH K BO3POXKIEHHBIM TPaIH-
IUSIM.

[To nanHBIM HCCTEOBAHUMN 3apyOeKHBIX
yuénbix [1; 2; 3; 4] neuxenue folk revival
(HapoaHOE BO3POXKACHHE) BCE wyalle Mpo-
SBIISIETCA B MY3BIKAJIIBHBIX CYOKYJIBTypax
MyTEM BKIIFOUEHUST HOBBIX 3BYYaHUI HAPOJI-
HBIX HHCTPYMEHTOB. TIOpKCKas STHUYECKAS
My3bIKa aKTHBHO HaOHpaeT MOMyJIsSpHOCTb
Ha 3amaje. DToMy ecTb OOBEKTHBHAS MPH-
YUHA: UCKYIIEHHAS 3amajHasi MyOJIMKa Io-
CTOSIHHO HaXOJUTCS B IOUCKaX HEOOBIYHBIX
3By4aHuil. COOTBETCTBEHHO, Y MHOTUX Ka-
3aXCTAHCKUX MY3BIKAHTOB €CTh IIAHC II0-
3HAKOMUThH BEChb MUpP CO CBOMMHU IPOU3BE-
JNEHUSIMA ¥ HAIIMOHAJIBHBIMA Ka3aXCKUMH
MY3bIKaJTbHBIMA HHCTPYMEHTAMHU.

B Kaszaxcrane B mocinequue 20 ner 3a-
(UKCUPOBAHO AaKTHMBHOE BO3HUKHOBEHHUE
HOBBIX MY3BIKAJBHBIX TPYII, PabOTarONINX
B CTWIAX ethno fusion, ethno folk, ethno
Jjazz, folk rock, electric folk n np., kKoTopbie
MOXHO OOBEIMHUTH OOIIMM Ha3BaHUEM
post folklore.

My3bIKaHTBI-UCTIOTHUTENIN HA TPAJIUIIN-
OHHBIX HHCTPYMEHTAX MOCTETICHHO BHEIPSI-
I0TCS B TPYMIIb, MPAKTUKYIOIIKNE HEKIIACCH-
YeCKHe, B TOM YHCIIE JICKTPOHHBIE TPUEMBI
ucnonHeHusi. [loka B My3bIKaJbHBIX Ma-
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CTEPCKUX OLIEHHWBAIOT CIIOKUBILYIOCA CH-
Tyallll0, Ka3axCTaHCKUE MacTepa Tpaju-
UMOHHBIX HMHCTpyMEeHTOB (A. Encenos,
H. A6apaxmanos, B. Kauanos u n1p.) cosna-
0T AJIEKTPOBEPCHH.

CBoli mOTeHIMA U OOJIBIINE HCIIOJ-
HUTEJIbCKUE BO3MOXKHOCTH  €XKEIHEBHO
JNEMOHCTPUPYIOT MOJOABIE MY3bIKAHTHI.
VY kaxnporo u3 Hux cdopMmupoBaH Oora-
TBHI penepryap NPOU3BEACHUN OT BEIMKHX
KJIACCUKOB 10 COBPEMEHHBIX KOMIIO3HUTO-
poB. BaxkHO OTMETUTH, YTO OOJbIIAs YaCTh
pe3ynbTaToB TAKOTo TBOpuecTBa B MHTep-
HETE NPEJCTaBICHA KaBEP-BEPCUSIMU. JTH-
MU AEHCTBUSMU UCTIOTHUTENN IPECIETYIOT
OIHY 1IeJIb — MOBBILIEHUE JAOCTYNHOCTH U
MOMYJISIPHOCTH CBOEr0 TBOPYECTBA CpEAM
Pa3HbBIX MOJIOJAEKHBIX IPYII KaK OCHOBHO-
ro caymarens B IHTepHeT-cpene.

Pan  wucnomHutenes, OpHUEHTUPOBAH-
HBIX Ha HapomaHble Mukchl (JI. Taxkubaena,
b. AxrtaeB, B. Ta6wic, H. Toiimsr u ap.),
C IPUMEHEHUEM DIIEKTPOBEPCHUI HAPOIHBIX
MHCTPYMEHTOB OKa3bIBAIOT CYIIECTBEHHOE
BIIMSIHAE Ha BO3POXACHHE HAallMOHAJIbHBIX
MY3bIKaJIbHBIX TPAJULUNA B COBPEMEHHYIO
snoxy. Jlaiinsg TaxubaeBa Tak TOBOPUT
0 momyJspu3aluu KoObI3a: «S xorena ko-
ObI3 IponaraHgupoBarh, MOMYISAPU3UPO-
BaTh 3a CYET HE TOJBKO HALMOHAJIBHOM Ka-
3aXCKOW MY3bIKH, KIJIACCUKH, MOTOMY YTO
Mbl UCHOJHSEM U TO U JAPYroe, HO TaKXKe
YTO-TO TAKOE€ COBPEMEHHOE, MaCCOBOE, UTO-
OBl MOXHO OBLIIO KOOBI3 IOHECTH J10 KaXK10-
ro 3purens... [lokazaTh, YTO KOOBI3 TaK Xke,
KaK BHOJIOHYEJb U CKPUIIKA, MOYKET 3BYUaTh
B CONPOBOXKIEHUM pok-OeHga. M BooOuie,
YTO Ha KOOBI3€ MOYKHO MIpaTh BCE, YTO IO-
xKemaeT nyma»?., TaxubaeBa BO3INIABISET
rpynny «Layla-Qobyz», kotopas nomy4u-
Ja MpU3HAHHE CPEeIu COOTEYECTBEHHUKOB
Ha OPraHU30BaHHBIX B ropojax AJiMaTel U
Hyp-Cynrane pok-konueprax. OHu ucnoi-
0T xuthl «AC/DCy», «Led Zeppeliny,
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«Aerosmith», «Queen», a Takke HOBBIC
apaH)XMPOBKM KJIACCUYECKHX HAIMOHAIb-
HBIX Menoaui U kroeB. B 2018 roxy y rpyn-
el «Layla-Qobyz» nosiBuics nepBblil Kiu,
CHATBIM Ha M3BecTHYI0 Komnosuuuio «Led
Zeppeliny — «Kashmir». My3bika 3Byuut
Ha MATH MPUMA-KOOBI3aX W OJTHOM TPaJUIIH-
OHHOM KOOBI3€ B COIIPOBOX/IEHUH JJOMOPBHI,
ruTap u ynapseix. /{nsg storo kaBepa Obuin
MIPUTTIAIIEHBI TSTh KOOBI3BUCTOK — CTY/IEHT-
KU KOHCepBaTopru MeHu KypmaHraspr.

B Kasaxcrane pacnpocTpaHeHO co3la-
HHUE COOCTBEHHBIX KOJUICKTHBOB BBITY CKHH-
KaMU MY3bIKaJbHBIX Y4EOHBIX 3aBEICHUH,
UCIIOJIL3YIONUX KOOBI3 KaK 00s3aTeIbHBIN
MHCTPYMEHT B aHcambie. B coueranuu c
OIpe/ieIEHHBIMY 3HAHUSIMU B O0JIaCTH 3T-
HOCa ¥ MY3BIKaJIbHOT'O TBOPYECTBA UX MPO-
U3BeNEeHUA OBICTPO HaAOWpAIOT MOIMYJSAp-
HOCTb. Ilo cyTH, OHU PKCIEPUMEHTUPYIOT
3a C4E€T NMPUBHECEHUS B COBPEMEHHOE HC-
KyCCTBO HallMOHAJIBHOIO KojnopuTa. Yacro
IPY TAKOM 3KCIIEPUMEHTUPOBAHUH BUOJIOH-
Yellb 3aMEHSIOT Ha KOOBI3, TaK KaK y 3THX
MHCTPYMEHTOB MHOTO OOIIETO.

Hecmorpss Ha cinoxuBuiyrocs o0cra-
HOBKY B CTpaHe U B MHUpE, KOJIMYECTBO CO-
BPEMEHHBIX 3THO-aHCAMOJIEil HalpaBIEeHUS
folk revival 3a mocnenHue HECKOJBKO JIET
yBEJIMYMIOCh. Takue My3bIKaJbHbIE Opra-
HU3ALUU HAJIEIICHBI CJIO0KHON CTPYKTYpOH,
B OTJIMYME OT OOBIYHBIX HAPOIHBIX aHCAM-
071ei1, 4TO 00YCIIOBJIIEHO OTPAHUYEHHOCTHIO
KOJIMUECTBA HCIIOJIHUTENEH U TpeOOBaHU-
AMH coBpeMeHHOM o00pabotku. CooTBerT-
CTBEHHO, B apaH)XHUPOBKAX JUId aHcaMOus
TOBBIIIICHHOE BHMMAaHUE YICNAETCS OpKe-
CTPOBKE, YUUTHIBAIOIICH WHANBHIYyaTbHBIC
BO3MOKHOCTH M MOTEHIMAJI KaK MCIOIHU-
TeJIe!, TaK U My3bIKaJIbHBIX HHCTPYMEHTOB.
Hepenko My3bIkaHTBI B TaKHX TPYMIax siB-
JSIFOTCSL MYJIBTUMHCTpYyMeHTanuctamu. [lo-
CKOJIbKY NPAaKTUYECKU 3ByYaHHE BCEX HH-
CTPYMEHTOB HaXOJUTCS B OJHOU TECCUTYDE,

nepes KOMIO3UTOPOM WJIM apaHKUPOBIIU-
KOM CTOMT BaKHas 3ajaya MpH CO3JAaHHUU
MY3bIKaJIbHOW KOMITO3ULIUA — PACKPBITHE
MOTEHIIMAJIA KaXJA0I0 HUHCTPYMEHTA.

SIpkuM mpuMEpOM CcOYEeTaHUs HAIUO-
HaJbHOTO M COBPEMEHHOTO SBISIETCS HC-
MOJTHEHHE CHUM(OHUYECKUM  OpPKECTPOM
«Ne prosto orchestray caynnrpeka K momy-
nsipHOMY cepuaity «Mrpa mpecTonoy, rie
YHUKaJbHAs Iepefaya CWIbl U 3ByYaHHUs
TOJIOCOB IPAKOHOB JJOCTUTaeTCs 32 CUET UC-
MOJTb30BaHMS KOOBI3a’,

N3BecTHBI KOMIIO3UTOP U APAHKUPOB-
ik C. HabukynoB (aBTOp My3bIKH, CONPO-
BOXKIAOIIEH MUPOBOH TypHHUDP 110 PyTOOITY,
2019) ucnonb3zyeT HaApOAHBIE UHCTPYMEH-
Thl B CBOMX MPOU3BENICHUSAX, COTPYIHUYAET
c rpynnamu «Rin’Goy», «Opna» u «Typany,
co3iaBasl JJi1 HUX KOMIIO3ULMU B CTHIIE
ethno jazz. Coznarenb 3THOTpapUIECKOTO
aHcamOns «Sarmad», HOMUHAHT TPEMHUH
®onpa Ileporo Ilpesunenta PecmyOmnu-
ku Kazaxcran b. AkraeB 3aHumaercs o0y-
YeHHEM MOJIOAEKU WUIPe Ha CaMOOBITHBIX
HAllMOHAJIBHBIX Ka3aXCKUX HMHCTPYMEHTaX,
B TOM YHCJI€ Ha KOObI3e. Ycrex, 3auKCupo-
BaHHBIN B paMKax racTposiel ero ancamos
B EC, CIIIA, OAD, cBunerenscTByeT 00 UX
3HAYMMOCTH M aKTyaJIbHOCTH B COBpPEMEH-
HOM MYy3bIKaJIbHOM TBOpuecTBe. Kazaxckas
rpymnna «ZaRRaZay, ncionssomas mpous-
BeJieHUs B TsDkEIoM ctuie «Trash Metally,
3aBoeBaJia TpU3HAHUE CpEeAM Ka3axXCTaH-
CKUX M 3apyOexHbIX ciymareneil. [pymma
HCIIOJIb3YET KOOBI3 C 1IeJIbIO MOMCKA HOBOTO
KOJIOpUTA 3BYYaHHUS.

NHTepec Kk mnomyiaspu3allid HaLUO-
HaJbHBIX MHCTPYMEHTOB Ka3axCKOIro Hapo-
Jla JOJKEH CTaTh CTUMYJIOM K TOSIBICHHUIO
HOBBIX IPOU3BEAEHMI, YUYMTHIBAIOIINX
KyJIbTYpPHO€ JOCTOSTHUE MPOILJIOTO U COBpe-
MeHHbIe peanuu. CoueTaHue HOBOTO MY3bl-
KaJIbHOTO TBOPYECTBA C JPEBHUMH HCTOKA-
MU CTUMYJHUPYET UHTEPEC K CaMOOBITHBIM
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UHCTPYMEHTaM, OCOOEHHO Cpeau MOJo-
noro mokosneHusi. CooTBeTcTBEeHHO, (hop-
MUPYETCSI U IPEEMCTBEHHOCTh: TIO3HAHUE
UCTOPUM U CMBICIIOBON HArpy3Ku UHCTpPY-
MEHTOB BBI3BIBAECT JIOOOBb K POAMHE H
CBOEH KYJIBTYypE.

[IpenarcTBuemM miisi  monmyJasipu3aliuu
TPaJUIIMOHHOTO KOOBbI3a BBICTyHaeT He-
JIOCTaTOYHOCTh MY3BIKAJIBHOTO MaTrepu-
anma. BpIXOI W3 CHOXKMUBILIEHCS CHTYAllUH
COBPEMEHHBIE MY3BIKAaHTHl BUISAT B apaH-
KUPOBKE M IEPEIOKEHUH IPOU3BEIECHUI
¢ y4éToM crieHM(pUKH U aAHana3oHa 3Byda-
HUSL UHCTpyMeHTa. [Ipu Takon Tpaekropuu
3BOJIFOLIUH MY3bIKaJIbHOIO TBOPYECTBA BO3-
HUKAET OMACHOCTh HECOOTBETCTBUS Ka3ax-
CKHMX TPaJIMLIUA U COBPEMEHHOI'O BEKTOpa
r7100aJIM3allMOHHOrO TUIIA, KOTOPYIO 0CO3-
HAlOT U KOMIIO3UTOPBI, U HUCIIOJHUTENH.
B cBoé Bpemsa H. I. IllaxnazapoBa orme-
yaja OCTPOTY caMOi IPOOIEeMBbl TPOTHBO-
peunii B My3bIKaJIbHBIX KyJIbTypax 3amnajaa

u Bocroka, 00yCIOBICHHYIO 3HAUUMBIMH
pa3IUYUsIMH B JCTETUUYECKHX, MHUPOBO3-
3pEHYECKUX W JAYyXOBHBIX B3IVIA/IAaX MpE-
CTaBUTENIeM 3amajHOTO © BOCTOYHOTO
obmecTtB [5, c¢. 12]. Ho ka3zaxcTaHCKuM
My3bIKaHTaM yaa€Tcsl HAWTH TapMOHHIO
U MPEJCTaBIATh KOMIO3UIIMU HE TOJIBKO
B CBOEM OOIIIECTBE, HO U BO BCEM MUpE.

Takum oOpa3zoM, MOMYSAPU3ALISI MY3bI-
KAJIbHBIX HAPOJHBIX MHCTPYMEHTOB CpeIu
MOJIOAEKH — CJIOXKHAs 3a7a4a B COBPEMEH-
HBIX YCJIOBHSIX, KOTOpas periaeTcs MeTo-
JIOM CUHTE€3a TPAJAULIMOHHOTO MY3bIKAJIbHO-
ro Marepualia ¢ MaTepHaioM, MOMYJISIPHBIM
Yy MOJIOAEXKHU. YCHECUIHBIM OIBIT B JaHHOM
HaIlpaBJICHUU JEMOHCTPUPYIOT Ka3aXCTaH-
CKHE TPYMIbl, KOMIO3UTOPHl U HCIIOIHU-
Tenu B cTwie folk revival. JlemoHcTparus
Ka3aXCKOT0 TPaJUIIMOHHOTO KOOBI3a B MO-
JIOEXKHOM cpe/ie TTO3BOJIUT COXPaHUTh 3BE-
HO MPEEMCTBEHHOCTH KYJIBTYPBI MIPOIILJIOTO
U Oymy1iero.

o~ NMpumedaHna —©

1

KoOb13 — npeBHHH Ka3aXCKMM TpaJAMLIMOHHBIA CTPYHHO-CMBIYKOBBIH MY3BIKAJIbHBIN

MHCTPYMEHT C OOraThiM 00epTOHaMHU TEMOPOM, KOPITYC KOTOPOTO M3TOTaBIUBAETCS U3 IIEIBHOTO
KyCKa JIepeBa, a IB€ CTPYHBI — U3 KOHCKOTO BOJIOCA.

2 Taxwubaea JI. Rock ko0b13. URL: https://youtu.be/Lr9YuyAGDZI (27.11.2021).

3 Led Zeppelin. Kashmir cover by Layla-qobyz. URL: https://youtu.be/dBAsNAzEb3s

(27.11.2021).

* Kobyz in Game of Thrones “Blood of My Blood”. URL: https://youtu.be/e Py6MHcxfw

(28.11.2021).
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MHHOBaLMOHHbIEe NepcneKTUBbI XyA40XXeCTBEHHOro 06pa3oBaHus

Anexkcanap UBanosuu /lemuyenko
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Annomayun. B naHHON cTaThe mpelaraercs pacCMOTPeTh T€ (PaKTOphl COBPEMEHHOTO
pedopMHpOBaHUS XYAOKECTBEHHOIO 00pa30BaHUs, KOTOpbIE IMpEACTaBIAIOTCS Haubosee
NEepCHEeKTUBHBIMH, @ MMEHHO — pa3paboTKa KJIacTepPHOM TEXHOIOTHU 00pa30BaTeIbHBIX IPOTPaMM,
OCO3HaHHE POJIM NPOLECCOB MIMOOANM3ALMU M BHEAPEHHE KOIHUTHUBHO-T€PMEHEBTHUYECKON
MeTonoa0ruu o0yuenus. Maes pa3paboTku KJIacTepHOI TEXHOJIOTHH 00pa30BaTeIbHBIX IPOrpaMM
UCXOJIUT U3 KOHCTAaTalli TOTO, YTO MpenoAaBaHue OOJIBIIMHCTBA JUCIMILINH B XyI0KECTBEHHBIX
By3aX OTJIMYAeTCs MOJIHOW pa3o0iméHHocThi0. HamHoro Gosee 3¢¢eKTUBHBIM MpENCTaBISETCS
IeJIeHaNpaBIeHHOE M3YYEeHUE LUK CIEIHAIbHBIX MPEIMETOB B UX TECHOI CBSA3M C OCBOCHUEM
BCEro Kpyra ryMaHUTApHBIX 3HAHUM, TPAJUIMOHHO MPENOAHOCHUMBIX B IPOIECCE BY30BCKOTO
oOpa3oBanus. Takum 0Opa3oM, pedb B JAHHOM CIIy4ae UAET O MYJIbTHAUCIUILIMHAPHOM HOAXOIE,
KOTOPBIIl CaMbIM HACTOSITENBHBIM 00pa3oM TpeOyeT HCIONb30BaHUs B 00pa3oBaTeIbHOM
npolecce KiactepHoro mnpuHnuna. Oco3HaHHE PONM IMPOLECCOB IOOAMU3aMK MOOYyXKIaeT
K MIPEOJIOJICHHIO Pa3/IelbHOTO MpernoJHeceHns 00pa3oBaTeIbHOr0 MaTepuala, a 3T0 HaYMHAeTCs
C TOTrO, YTO BO3/IBUTA€TCs HEKas CTEHa MEXIY OTEUECTBEHHBIM M 3apyOeHBIM HCKYCCTBOM,
B pe3yJIbTaTe Yero BBHIITYCKHUKU HAIIMX BY30B HEPEIKO HE CIOCOOHBI COOTHECTH SBJICHUS, €TUHbIE
10 CBOEH XPOHOJIOTUU U BHYTPEHHEW CyTH, HO pa3HOJIeXalue TeppuTopruaibHo. OTHOCUTEIBHO
KOTHUTUBHO-TE€PMEHEBTHUYECKOM METOAOJIOTUH 00yueHHss B 0Opa3oBaTelbHON cdepe BakHO
aKLEHTUPOBATh TO, YTO KOTHUTUBUCTHUKA U TEPMEHEBTUKA KAK MEXaHU3MbI TO3HAHUS U IOHUMaHUS
— 3TO B3aUMOJIOTOJIHAIOLINE MMOHATHS, KOTOPbIE B Iape CBOEH OMpEeeNsioT HAPaBICHHOCTh Ha
aKTHUBHOE, OCO3HAHHOE BOCHPUATHE apTe(haKTOB M CTPEMJICHHE MOHATh UX CyThb M cMbICi. [lpu
9TOM CaMOOYEBMJIEH OHTOIOTMYEeCKUil 3(PPeKT: XynoKecTBEeHHOE MPOU3BEACHUE PACLEHUBACTCS
KaK 0COOBIN TUIT IPETBOPEHUS U 000OIIIEHHUS YETI0BEUYECKOTO OIIbITA, 8 Yepe3 MO3HAHUEe-TIOHUMaHUE
HCKYCCTBA OCYIIECTBIsIETCS TO3HAHNE-TIOHUMaHUE MUPA U YeIOBeKa.

Kntroueswie cnosa: pehopMrupoBaHue Xy10’)KECTBEHHOTO 00pa3oBaHus, pa3paboTka KIacTepHOM
TEXHOJIOTMH 00pa30BaTENIbHBIX IPOTPaMM, OCO3HAHUE POJIU MTPOLIECCOB M00AIN3ALMH, BHEIPEHUE
KOTHUTUBHO-T€PMEHEBTHYECKON METO0IOTUU O0ydeHUs

Jna yumuposeanusa: Jlemuenko A. V. VIHHOBallMOHHBIE MEPCIEKTUBBI XyI0)KECTBEHHOI'O
oOpazoBanus // [Tpobiembl My3bikanbHON Hayku / Music Scholarship. 2021. Ne 4. C. 145-160.
DOI: 10.33779/2587-6341.2021.4.145-160.
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Abstract. The present article proposes examining those factors of contemporary reformation
of artistic education, — namely, the development of cluster technology of educational programs,
the comprehension of the role of processes of globalization and inclusion of the cognitive-
hermeneutical methodology of teaching. The idea of elaborating cluster technology from
educational programs stems from the assertion that teaching the majority of disciplines in artistic
higher educational institutions is distinctive for its total disunity. A purposeful study of a cycle
of special objects in their close connection with the mastery of the entire circle of humanitarian
knowledge traditionally offered during the process of higher education is perceived to be much
more effective. Thereby, the object of the discourse is a multidisciplinary approach, which
demands most insistently that the cluster principle be applied in the process of education. The
perception of the role of the processes of globalization inclines us toward an overcoming of a
separable presentation of the tutorial material, and this begins with a certain dividing wall being
raised between national art and that from other countries, as the result of which the graduates
of our institutions of higher education are frequently incapable of correlating phenomena which
are unified in their chronology and inner essence, but are distant from each other territorially.
Regarding the cognitive-hermeneutic methodology of teaching in the sphere of education, it
is important to accentuate that cognitivism and hermeneutics as mechanism of cognizing
and comprehending are mutually complementary concepts which in their pair determine the
directedness on an active, conscious perception of artifacts and the aspiration to understand their
essence and meaning. At the same time, the ontological effect is self-apparent: a work of art
is evaluated as a special type of realization and generalization of human experience, while the
cognition-comprehension of art becomes a means through which the cognition-comprehension
of the world and of human beings is carried out.

Keywords: reform of artistic education, cluster technology of educational programs, processes
of globalization, cognitive-hermeneutical methodology of teaching

For citation: Demchenko A. I. Innovational Prospects of Artistic Education. Problemy
muzykal'noj nauki / Music Scholarship. 2021. No. 4, pp. 145—-160. (In Russ.).

DOI: 10.33779/2587-6341.2021.4.145-160.

CMOTpPETH T€ (PaKTOPhI COBPEMEHHOTO  pa3padoTKa KIaCTepHOM TEXHOJIOTUH 00pa-
pedopMUpOBaHUS XYNOKECTBEHHO-  30BAaTENBHBIX IMPOTPaMM, OCO3HAHHE POJIU
ro oOpa3oBaHUs, KOTOpPBIE MPEJCTABIAIOTCA  IPOLECCOB II00ANMM3alMd U BHEAPEHHE

BI[aHHOﬁ cTaTbe TNpeasiaraeTcsi pac- HaubOosiee MEepPCleKTUBHBIMHU, a UMEHHO —
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KOTHUTHBHO-TEPMEHEBTUYECKON METO/0JI0-
UK 00yYeHUSI.

Wnes pa3paboTKu KIacTEpHOM TEXHOIO-
UM 00pa30BaTENIbHBIX MPOrPaMM HCXOIUT
U3 KOHCTaTalliu TOTO, YTO MpENojaBaHHe
OOJBIIMHCTBA JUCHMIUIMH B XyJ0XKECTBEH-
HBIX By3aX OTJIIMYAETCS MOJHON pa3oOIIEH-
HoCThIO. [lpencraBnsieTcs, 4TO HAMHOTO
6o1ee 3 pexTUBHBIM OBLIIO OBI IIETIEHATIPAB-
JIEHHOE W3yY€HHE LMKJIA CHEIUATbHBIX
MPEIMETOB B UX TECHOI CBA3U C OCBOCHUEM
BCEro Kpyra r'yMaHUTapHBIX 3HAHUMU, Tpa-
JUIIMOHHO TIPENOJHOCUMBIX B IIpoLecce
BY30BCKOTO 00pa3oBaHMsI.

Peur B naHHOM cityyae UOET O MYJIBTHU-
JUCLUIUIMHAPHOM MOJXO0/€, KOTOpBIA ca-
MBIM HACTOSITEJIbHBIM 00pa3oM TpelyeT Huc-
H0JIb30BaHUS B 00pa30BaTeIbHOM Ipoliecce
KJIACTEPHOT'0 MpUHIMMNA. DTOT TePMUH (OT
aHI. cluster — 2po30b, CKOnleHue, nyyox,
poti, epynna) B JAHHOM CJydae MOJpasy-
MEBAET MHTETPALMIO PECYPCOB PA3IMYHBIX
NPENoAaBaeMbIX B XYJOKECTBEHHOM BY3€
JTUCIUIUIMH JUIsI KOMIUIEKCHOTO OCBOCHHS
IPENOAHOCUMOI0 Marepuaia B €ro MHOTO-
00pa3uu u 1eJTOCTHOCTH.

Konkperusupyem npeasioKeHUs: 10
IPEOAOJICHUIO MNOJO00OHON CHUTyalluu Ha
IpUMeEpe BBICHIETO MY3BIKaJIBHOTO 00pa-
3oBaHus. Kak u3BecTHO, B €ro 3ajauy, mno-
MHUMO CHEIUAIbHON MOATOTOBKH, BXOJIWUT
oOecrieueHre MUPOKOr0 T'YMaHUTapHOTO
Kpyrozopa. OpHako wH3ydaemble IHUCIIH-
IUTMHBI — OOIIECTBEHHBIE HAYKH, UCTOPUS
UCKYCCTBa, B35ITOTO B 1I€JIOM, MY3bIKaJlb-
HO-HCTOPUYECKHUE M MY3bIKaJIbHO-TEOpe-
TUYECKUE TpPEAMEThl — BEAYTCS BHE Ka-
KOU-TM00 CBA3U MEXAY COOOM.

J51st Toro, 4ToOBI MPEOAOETh ATy Pa3/-
pPOOJIEHHOCTh, HY)KEH CBSI3YIOIIUNA MOMEHT,
IIOJIOKCHHBIM B OCHOBY KypCOB. TakOBbIM
MOXET CTaTb HpuUHLUN uctopusma. Ilox
HUM B JIaHHOM CJIy4yae HOJpa3yMeBaeTCs
OCBOEHHME BCEro IMKJIa B MapauleIbHOM,

CUHXPOHHOM pPa3BEPTHIBAHUM Marepuala —
OT UCTOKOB K COBPEMEHHOCTH, B JIBIDKCHUHU
OT DIOXHU K 3MOXE. DTO MO3BOJIUT CTYICH-
Ty TOJYYUTh 3aKOHUYEHHOE, KOMIUIEKCHOE
MPEACTABICHUE O ILIEJIOCTHOM M MOCJEN0-
BaTEJIbHOM Pa3BUTUHM MY3bIKaJIbHO-HUCTO-
PUYECKOTO MpoIlecca B €ro CBA3sX ¢ 00Ie-
HUCTOPUYCCKUMHU U OOIIEXyT0KECTBEHHBIMH
mpolieccam.

OTHOCHUTENBHO JIETKO OCYIIECTBUTH
momo0HbIe TIPeoOpa3oBaHUs B  H3JIOXKE-
HUU  MY3bIKANbHO-UCTNOPUYECKUX OUCYU-
WAUH, JJISI 4eT0 HEeOOXOAMMO MPEeOoJ0JIETh
TPAJULMIO Pa3/IeIbHOTO MPETOIHECECHUS
HWCTOPUU OTEUECTBEHHOW M 3apyOexKHOU
MY3BIKH, & TAKXXE «PACTBOPUTH» CEMHHAP
COBPEMEHHOW MY3bIKM B KypCE€ HCTOPHH
My3blkM XX BeKa. JTO MO3BOJUT H30e-
*aTh TyOnupoBok. CIOXHOCTh 3aKioya-
€TCsl B paclpelesieHUH Harpy3Kd Mperno-
JaBaTesied COOTBETCTBYIOIIETO MPOQHIIS.
Ho MoxxHO npenycMoTpeTs nonepeMeHHoe
YTEHHE JIEKIUK. XOTs, KOHEUYHO, MPEINO0Y-
TUTEJIbHEE U3yUYEHUE MY3BbIKAJIbHBIX KYJIb-
Typ B UX B3aUMOJAEHCTBUSIX, UTO TpeOyeT
ONpeAeNE€HHON MEePEeOPUEHTALNU T1e/1aro-
TUYECKUX KaJpOB.

Kéctkags mnpoduimzanus  My3bIKATb-
Ho-meopemuyeckoeo yuxia (ConbpemnKuo,
rapMOHUs, MOU(OHNUS, aHATU3 MY3bIKaJTh-
HBIX TTPOU3BEJICHUN U T. 1I.) YCIOXKHSET €ro
TpaHc(hOopMallii0 HAa UCTOPUYECKOW OCHO-
Be. HeoOxomnMo oTpenmThest OT KaTeropu-
YECKOT0 pa3rpaHUyeHus ITOrO IIUKJIa Ha ca-
MOCTOSITEJIbHBIE AUCIHUIIIIMHBI U BEPHYTHCS
K U3HA4YaIIbHOMY, O0IIIEPO0BOMY MOHSTHIO
meopusi my3viku. TOJBKO Ha TaKOW OCHOBE
BO3MOXKEH OXBAaT MY3bIKaJIbHO-TEOpPETHUYE-
CKOM MpOOJIEMATHKU TOW WJIM WHOU JMOXH
B €€ IIEJIOCTHOM BHUJIE C KOMIUIEKCHBIM aHa-
JU30M BCEX HEOOXOIUMBIX KOMIIOHEHTOB
— OT MeJioca U puTMa 10 (GakTyphl U OpKe-
CTPOBKM, OT TapMOHHUM U TOJU(POHUH [0
IpamMaTypruv U apXUTEKTOHUKHU.
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OTOT MyTh BEAET K LIETOCTHOMY H3yye-
HUIO MY3bIKQJIBHOTO CTHJISI, KOTOPBIM BOU-
paeT B ce0s pa3iauyYHbIE CPEJCTBA U NpUE-
Mbl — NPUHIUIHUAIBHO HOBOTO 3/1€Ch HET,
IIOCKOJIbKY BCECTOPOHHEE pPACCMOTPEHME
MY3bIKaJIbHOIO fA3bIKa KOIJAa-TO MPAaKTHKO-
BaJIOCh B KOHCEPBAaTOPUSAX B Kypce Moj Ha-
3BaHUEM couuHeHue. VI3MEHEHUs B LIMKIIE
HE yBEJINYaT 3arpy3ku cryaeHtoB. Cymma
4acoB, IJIaHUpyeMas M0 HbIHEIIHUM y4deO-
HBIM IVIAHAM Ha BCE MY3BIKAJIBHO-TEOPETH-
YECKHE IPEIMEThl, PABHOMEPHO IEIIUTCS
Ha yeTelpe roga. Pacnpenenenue yueOHOTO
BPEMEHH 110 IPEAMETAM IPOBOJUTCS C yUE-
TOM CHEUAIN3ALUH CTYACHTOB: HAIIpUMED,
y KOMIIO3UTOPOB OJMH W3 Ba)KHBIX AKIEH-
TOB CTABUTCS HA UHCTPYMEHTOBKE U YTCHUU
HapTUTYP, Y BOKAJIUCTOB — Ha COIb(EIKHUO.
EctectBenno, s mpoBeneHus: mogoOHbBIX
KyPCOB HY>KHBI CHELHAJIUCThI, BIAJACIOIINE
BO3MOYKHOCTSIMU MPEIO/IaBaHNsl My3bIKalb-
HO-TEOPETUYECKUX JUCLUUIUIMH B UX MOJ-
HOM JIhamna3oHe.

Takum o0pa3om, mpeanosaraercs coe-
JTUHEHUE B €IMHBIN KOMIUIEKC MY3bIKaJIbHO-
MCTOPUYECKUX JUCIUIUIMH (C MPEOJ0JIeHU-
eM 0apbepoB Pa3/eNbHOIO MPENOJAHECEHUS
UCTOPUHM OTCYECTBEHHONM U 3apyOeHOU
MY3bIKH) M JTUCUUIUIMH MY3bIKaJIbHO-TEO-
PETUYECKOro LHUKIA (COIb(pEeIKUO0, rapMo-
HUS, TMONU(OHHUSA, aHAJIU3 MY3bIKAJIbHBIX
MPOU3BEICHUM U T. 11.).

Cienyer mpoayMarb TakXe BOIPOC
0 BKJIIOYEHUH B 3Ty OOILYIO CHCTEMY psiza
Oosee cHenUalbHbIX MPEAMETOB — TaKUX,
KaK My3bIKaJIbHbIE KYJIBTYPbI MUPa, OIIEPHAS
JpaMaTyprusi, My3blKaJlbHasl N€laroruka u
TICUXOJIOTUSI, UCTOPHSI HCIIOJIHUTEIHCKOTO
UCKYCCTBa, ()OPTENINAHHbIE CTWIIN U T. JI.

TpynHee npeononeTb MHEPLUIO IPETo-
JaBaHUsA oOwecmeennvix Hayk. llpexne
BCEro cjeayeT MOCTaBUTh BOIPOC: OyayT
JU 3TH JUCLHUIIMHBI COXPaHATh OIpene-
JAEHHYIO HE3aBHCHMOCTH OT MpOQuiIs By3a

WIN UX HY)XHO MOJYUHUTH PEIICHUIO0 KOH-
KpeTHBIX oOpa3oBarenbHbIX 3anad? Ecnu
B0300J1a71aeT BTOPASI MO3UIIHSL, TO JJIST HY KT
MY3bIKaJIbHOTO By3a ObLTa ObI XKelaTelnbHa
3aMeHa CYIIECTBYIOIIUX NPEIMETOB Kyp-
COM BCEMUPHOU Ucmopuu, KOTOpbld BoOpas
ObI B ce0s Bce HEOOXOAUMBIE CBEACHUS U3
bunocodpun, COMMONOTHH, DSKOHOMUKH,
ACTETUKH U T. 1. 1 B 3TOM cilydae mpuHIIATT
HCTOpHU3Ma BO3bMET Ha ce0s1 PyHKITHIO 00b-
eMHSIONIET0, IIEMEHTUPYIOIIET0 Hadvasa,
oOecrieurBasi OJHOBPEMEHHO BO3MOKHOCTb
WHTETPUPYIOIIETO aHajin3a OOIIEenucTopu-
YECKHUX SBJICHHI, KOTOPOTO TaK HEIOCTa-
€T CeroiHsi TyMaHUTapHOMY 00pa30BaHUIO
B KOHCEPBATOPUHU.

[TapamienbHO Kypcy BCEMHUPHOW MCTO-
pUM HEOOXOAMMO HM3YyUEHUE UCOpUU -
mepamypuvl U Opy2UxX CMEHCHbIX 8UO08 UC-
kyccmea. 1Ilpuuém n3ydyeHue, HOCTPOECHHOE
TaK, 4ToOBI BCE Kacaromieecs: 00ImeryMaHu-
TapHOTO Pa3BUTHUSl CTyACHTA ObLIO CKOH-
[EHTPUPOBAHO B CKBO3HOM IIMKJIE Tpax-
JAHCKOM WMCTOPUU M HCTOPUU HCKYCCTB,
CKOOPJIMHUPOBAHHOM C H3Y4YEHHEM MY3bl-
KaJIbHO-UCTOPUYECKOTO IMporecca (B Io-
CJIEZIOBATEILHOM JIBWKCHHHU TI0 3TI0XaM) U
TPAKTyeMOM He KaK NMePEeYUCICHUE Pa3HOTo
pona (akToB, coOBITUIN, UMEH, a KaK Mpo-
O1emMHOe OcBelIeHne Hanboee 3HaYNTENb-
HBIX TEHACHIIMA MCTOPUYECKOTO PA3BUTHSI,
BBICIIMX B3JIETOB YEJIOBEYECKOW MBICIH U
XyHI0K€CTBEHHOTO TeHUSI.

Ecmu oTBecTn rymaHuTapHOMY | 00TIIE-
MY3bIKaJIbHOMY IIMKJIAM TIE€PBBIE YEThIpE
roga oOydeHus, TO paclpeneieHue HCTOo-
pUYECKOr0 MaTepuaja Mo KypcaM MOXKET
OBITh CIIEAYIOIIUM: TIEPBBINA KypC — OT UCTO-
koB o cepenunbl XVIII Beka (/lpeBHuii
Mup 1 AHTHYHOCTB, CpenHeBeKkoBbe, Bo3-
poxzaeHue u snoxa bapokko); BTopoil Kypc
Y TIEPBBIN CEMECTP TPETHETO — C CepPEeIUHBI
XVII Beka no xonia XIX-ro (smoxa I1po-
cenienus, Pomantusm u [locrpomantusm);
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BTOPOM CEMECTp TPEThEr0o W YETBEPTHIN
Kypc — XX Bek W sgBiIeHUsA Hadana XXI
croiietusi. B OCHOBE Takoro pachpenele-
HUS — 3HAYUMOCTbh KaXKJIOTO HCTOPUIECKOTO
nepuoaa sl pa3BUTHUSL MY3bIKaJIbHOTO HUC-
KyccTBa: Bpems 10 cepeaunbl X VI Beka
— BO MHOTOM €r0 MPEIbICTOpHUSI, BPEMs OT
cepenunbl X VIII Beka 1o konna XIX — «30-
JIOTOU BEK» MY3bIKH, XX CTOJIETHE BbIAEIE-
HO BBHJIy €ro HauOOJIbIIECH aKTyaJlbHOCTH,
a TaKXe MO NPUYHUHE CIOXKHOCTU BOCIIPH-
SITUSI COBPEMEHHOTO MY3bIKAJIbHOTO SI3bIKA.
JymaeTcsi, 4TO HaMEUYEHHBIE OPHUEHTHUPHI
B U3BECTHOW M€pe MPUJIOKUMBI U K APYTUM
pazzenam 3HaHUSI.

OnHOBpEMEHHOE OCBOEHUE HCTOPH-
YEeCKOM 3MOXM B pa3HBIX acmekTax (Ty-
MaHUTapHOM, 00111eXy10’KECTBEHHOM,
MY3bIKaJIbHO-UCTOPUUYECKOM U MY3bIKaJlb-
HO-TEOPETUYECKOM) HECOMHEHHO TMOBBICUT
3(PeKTUBHOCTh OOY4YEHHUS M JACT CTY/CH-
TaM OPHUEHTALHIO B ITPOLECCAX 3BOJIOLUH
YEJI0BEUECTBA, LIEJIOCTHOE MPEACTABICHUE
0 HuX. CTOUT HANOMHUTH, YTO MCTOPH-
YECKUE JKCKYPChl MPUCYTCTBYIOT B XOJI€
W3y4YEeHUsl €/1Ba JIU HE BCEX JUCIUIUINH —
UCTOpuH, PuiIocopuu, ICTETUKU U IPYTUX
OOIIIECTBEHHBIX HAyK, HCTOPUHU 3apyOex-
HOM M OTEYECTBEHHOW MY3BIKH, HCTOPUHU
rapMOHHUH, TMOJU(POHUU, MY3BIKAIBHBIX
¢dopM H T. 1. DTa KPyroBepTh IPOOUT IMO3HA-
HUE, IPEBpAlIACT MPEJICTABICHUE CTYACHTA
O TOM WJIM MHOM DII0XE B KAJIEUIOCKON pa3-
PO3HEHHBIX 4YacTHOCTEeH. M30exkarh 3TOTO
MOXHO, TOJIBKO TI€perisi K CKOOPIHHUPO-
BaHHOMY NIPENOJAaBaHUIO0 TYMaHUTAPHBIX U
0011eMY3bIKATBHBIX TUCHIUTIINH Ha €TUHOU
HCTOPUYECKOU OCHOBE.

VYxe camo 1o cebe BBEJIEHUE CHCTEM-
HOTO TMOJX0/a MOXET obecrneduts 00-
Jee BBICOKYIO A(P(EKTHBHOCTh OOyYCHHS
B CPABHEHHHU C HBIHEUIHUM €r0 COCTOSIHU-
eM. KonneHTpamus MO3BOJIUT TOOUTHCS
KAYECTBEHHOIO0 CKAa4YKa, WU 3a0JHO TOSIBUT-

CA BO3MOXHOCTb CHSATBH BCSIKOTO pojaa Ay-
O6mpoBku. CkakeM, BO BBOJHBIX pa3jenax
HWCTOPUHM MY3bIKA TMPUHATO HaMeyaTh 00-
IIYI0 KapTHUHY 3I0XH, YTO CBOJUTCA K Iie-
peurcieHuto psaaa GakTos, UMEH, COOBITHH.
K demy s1tu cyry0o Ha3bIBHBIE SCKHU3HI,
€ClIM B Kypce€ BCEMUPHON UCTOPUU MOMKHO
JaTh IOCTATOYHO TOJIHBIN U TTyOOKUH aHa-
JIM3 A3y4aeMoro nepuona?

J{pyroii npuMep: NMpu CErOJHSIIHEM I10-
JIO’KEHUU J€1 OTJEIIbHbIE KOHCEPBATOPCKUE
KYpChbl BOCHPHUHUMAIOTCA CTYAEHTAMHU Kak
NOBTOPEHUE MPOHJAEHHOTO B KOJUIEKE —
MOBTOpEHUE oboramaemMoe, yCIoKHIEMOe,
HO TOBTOpPEHUE (Yalle BCEro 3TO MPOUCXO-
JIUT ¢ UCTOpUEH My3bIkH, TapMoHuei). [1o-
HATHO, YTO MPU TAKOM ICHUXOJOTUYECKOM
HacTpoe 3((PEKTUBHOCTH BOCHPHUATUS 3a-
MeTHO cHuxaercd. [Ipennaraemsiii Kom-
MJIEKCHBIA TOJXOJ MO3BOJISIET HCKIIOYUTh
MOJIOOHYIO CUTYALIHIO.

Pa3po3HeHHOEe H3yueHHE pa3IuyHBIX
TYMaHUTApPHBIX U  OOIIEMY3bIKAJIbHBIX
MPEAMETOB MPUBOAUT K TOMY, YTO Yy BbI-
IIyCKHUKOB KOHCEpPBAaTOpUW, KaK MpaBU-
JI0, OTCYTCTBYET OTYETIIMBAs OpPUEHTAIUS
B XPOHOJIOTMYECKOM COOTHECEHHOCTH HE
TOJIBKO OOIIECTBEHHO-UCTOPUUECKUX U
XyJIO’)KECTBEHHBIX SIBICHUI, HO JaXke, Ha-
MIPUMEDP, NAPaAJUIENbHBIX MTPOLECCOB B OTE-
YEeCTBEHHOU u 3apyOexHoil my3bike. [1pen-
JlaraéMblil KypC OXBaTUT KAy U3 30X
MHOTOCTOPOHHE M BO BCEX HalpaBJICHHUSIX,
C COOTBETCTBYIOIIMMH aKIEHTaAMU Ha OTe-
YECTBEHHOUM UCTOPUU U KYJIBTYpE.

Kpome Toro, ects Hagexna, 4To 0CBOE-
HUe JI'000ro Marepuasia B KOHTEKCTE LIEI0ro
OyzneT moOyx1ath 1 K 6osee cOamaHCUpOBaH-
HOMY PacIpeIeIICHAI0 BPEMEHHA MEXKIY pas3-
JUYHBIMU JAUCHUIUIMHAMUA W OTICIBHBIMU
pazzesnaMy BHYTPU HUX B IPSIMOU 3aBUCUMO-
CTH OT UX NEUCTBUTEIHLHOI HEOOXOIMMOCTHA
JUIsl BBIITYCKHUKA KOHCepBatopuu. Tak, BO3-
MOXHO, MPUAETCS OTKA3aThCs OT BHIPAOOTKH
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W3JIUIIHE YIIyOJIEHHOTO MpeCTaBICHUS
0 psze crneuuanbHbIX KaTeropuii ¢umoco-
(uu ¥ ACTETUKH, OT THIATEIILHOTO PACKphI-
TSI HEKOTOPBIX CYTy00 JTOKAJIbHBIX SIBICHUN
B MCTOPUU OTEUYECTBEHHOM MY3BIKH, OT He-
OTpaBIaHHO TOJPOOHOTO, TIOPON WUHCTPYK-
TUBHO-PEMECIICHHOIO OCBOECHHS MHOIOIO
B rapMoHuu 1 nonudonun. Heobxomumo Bcé
MPOBEPATh KPUTEPUEM Pa3yMHOM ILIeIeco-
00pa3HOCTH, COOTHECEHUEM C MPEACTOALIEH
YKU3HEHHOM MPAKTUKOU BBIITYCKHUKA.

OpueHrtanuss B mpoleccax HUCTOpUYe-
CKOM 3BOJIIOLIMM U LIEJIOCTHOE MPEACTaBIIE-
HUE O HUX BaXHbl OTHIOAb HE TOJBKO IS
oO011ei ryMaHUTapHOW M MY3BIKJIBHON 00-
Pa30BaHHOCTH, HE TOJBKO ISl OCO3HAHHS
CBOET0 MCKYCCTBa B KOHTEKCTE 0OIederno-
BEUECKUX U OOIIEXyJ0KECTBEHHBIX IPO-
neccoB. B Tom cucremMHOM, IieleHalpas-
JIEHHOM BapuaHTE, O KOTOPOM HUIET pedb,
3TO MOXET BCEMEPHO CIIOCOOCTBOBATh pas-
BUTHIO MY3bIKQJIIbHOTO MPO(ECCHOHATHN3MA.
CyTb B TOM, YTO MY3BIKAaHT UMEET JEJI0 C MY-
3bIKOM, MPUHAJUIEKAIIEH BCEBO3MOXKHBIM
nucTOpUYeCKUM nepuogam. CienoBaTesbHo,
BOKHENIIEH CTOPOHON MY3BIKaJILHOTO MPO-
(deccuonanu3ma (Kak B HCIOTHUTEIHECKOM,
TaK U B [1€/IarOTUYECKOM IJIAHE) BHICTYIAET
CIIOCOOHOCTh OIEPUPOBATH CTHIISIMH pa3-
JUYHBIX ATOX.

Pazymeercs, 3Ta crocoGHOCTH (hopMu-
pyeTcs MPEkKJIe BCErO B XOAE JIUTEIBHOMN
npo(decCHOHaTbHON MPAKTUKH, TPEUMy-
IIECTBEHHO Ha MHTYUTUBHOM ypoBHEe. Ho
CBOIO HEOOXOAMMYIO JIENITY B AAHHBIN MPO-
1ecc, MNpUYEM Ha YpPOBHE CO3HAHUS, BHOCST
TYMaHUTapHbIC U O0IEMY3bIKaJIbHBIC TUC-
LIUIUTMHBL. BOT moueMy Jisl CTyJIeHTa KOH-
CepBaToOpUM CTOJb HEOOXOJUMO pa3BUTHE
UMEHHO KOHKPETHO-UCTOPUYECKOTO MBbIII-
JIEHUS, a HE TIOJTyYE€HNE UCTOPUYECKUX 3Ha-
HUI BoOOI1IE.

ITomuMo 3TO# 00IIEH HampaBICHHOCTH
Ha npo(uip By3a, NPENOJaBaHUE JIOJIKHO

YUUTHIBATh CIICUU(PUKY KaKIOM Crielrab-
HoCcTH. J[lomycTHM, MYy3BIKOBEABI MHOTOE
OyayT MpOXOIUTh B OoJiee IMIMPOKOM AHa-
nazoHe u ¢ Oosiee TIyOOKOHM MpopabOTKOiA
Marepuasa, MTHaHUCThI B Kypcax UCTOPHUU U
TEOPUH MY3BIKH COCPEIOTOUAT 0CO00E BHU-
MaHue Ha (popTenuaHHol JauTEepaType, op-
KECTPaHThI — HA OPKECTPOBOH H T. JI.

W3 Gonee 4acTHBIX MOMEHTOB OTMETUM
(913401115 (H

— WCHOJIHUTEIIbCKUE OT/ACIICHUS B TIa-
HE ONPENCIEHHON CUHXPOHU3ALUUHA MOIJIN
Obl B MEpy BO3MOKHOTO KOOPJAMHHPOBATH
CBOM MIPOTPAMMBI ¢ OOIIMM 00pa3oBaTelib-
HBIM TPOLIECCOM — TO €CTh, MPHUCTyMas
K M3YYEHHUIO TOM WIJIM MHOM 310XH, 00yya-
IOLUICS OCBaMBaeT B KJACCe CHeIHalb-
HOCTH XOTSI OBl JBa-TPU TMPOU3BENCHUSA,
CBSI3aHHBIE C JIaHHBIM HMCTOPUYECKHUM IIe-
pHOIOM;

— MPENCTaBIICTCA, YTO B TOW WIK
MHOM Mepe ¢ paccMaTpUBaeMbIM MPUHIU-
MIOM MOXHO CKOOPIAMHHUPOBATH, HAIPUMED,
¥ TPENoJaBaHHE HMHOCTPAHHBIX SI3BIKOB,
B TOM 4YHCIIe 4Yepe3 MpUBJICUCHUE JHUTEepa-
TYPHBIX TEKCTOB COOTBETCTBYIOIIEH ATOXH.

TpynHoctn ocymiecTBiIeHHS Tpeasia-
raeMoil pedopmbl MpenofaBaHus T'yMaHU-
TapHBIX U OOIIEMY3bIKaJIbHBIX TUCIUTLINH
OYEBHIHBI U BBITEKAIOT U3 €€ paJiuKaIbHO-
ro xapakrepa. OHa mpeanonaraer nepepa-
00TKy y4eOHBIX IJIAHOB, CO3JJaHHE HOBBIX
y4eOHBIX TOCOOUH, TEPECTPONKY yIeOHOTO
mporecca M MepernoAroTOBKY Ienarorunye-
ckux KaapoB. OmHako OeccropHOCTH [0-
CTHTaeMbIX MPEUMYILIECTB COCTOUT B TOM,
YTO aJbTEPHATUBON CYIIECTBYIOIIEMY W3-
JIOKEHUIO CAMOAOBIICIONIUX Pa300IIEHHBIX
3HAaHUH MpeAyiaraeTcs eAuHOe, LEI0CTHOE,
BCECTOPOHHEE TOCTH)KEHHUE HCTOPUIECKO-
ro mpolecca, Jaroliee MoJHOLIEHHOE OIIly-
ICHHE ITI00AIBHOTO KYJIBTYPOJIOTHYECKOTO
KoHmeKkcma W TOOyXJarollee K BOCIpHs-
TUIO UHMEPMEKCM) ANbHbIX CBI3EH.
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JIaHHBII TPOEKT HAIIEJICH HAa TOT KOHEY-
HBII pe3ynbTat, paJu KOTOPOTO CYLIECTBYET
KOHCEpPBATOPUsL — BOCIIMTAHUE MY3bIKaHTA
BBICOKOW KBanmudukamuu. s moctuxke-
HUSL OTOM 1IeJIM UMEET CMBICT OOBEAUHUTD
YCUJIASI TI€JaroroB-My3bIKAHTOB U Tefa-
TOrOB-ryMaHUTApPUEB, OTOUTHU OT YCTOSB-
IIMXCS KaHOHOB, CAEPKUBAKOLIUX MPOPHIB
K Ka4eCTBEHHO HOBOMY YPOBHIO 00pa3oBa-
TEJILHOTO IIPOLIECCa.

Cka3zaHHOE B OTHOIIEHUU BBICIIETO MY-
3BIKAJIbHOTO 00pa3oBaHUs TIPH SKEITAHHUH
HETPYAHO CHPOEIMPOBATh HA JIOOYIO ApY-
IyI0 Clenuanu3alnio B cdepe UCKyccTBa
U KyJIbTypbl. U pe3toMupys, MOXKHO yTBeEp-
XKIaTh clenyronee. beccnopHoCTh T0CTH-
raeMbIX MPEUMYIIECTB COCTOUT B TOM, YTO
aJbTEPHAaTUBOM  CYIIECTBYIOILIEMY  H3J10-
KEHUIO CaMOJOBJICIONINX, Pa300IIEHHBIX
3HaHUM MPEAIaraeTcsl €IUHOE, LIEIIOCTHOE,
BCECTOPOHHEE MOCTUKEHUE HCTOPUYECKO-
ro Npouecca, Jarpllee MOJHOLUEHHOE OIly-
HIEHUE TI00ATBHOTO KYJIBTYPOJIOTHYECKOTO
KOHTEKCTa U MOoOYyX/1aro1iee K BOCIPUSITHIO
MHTEPTEKCTyaIbHBIX CBsize. CHHXpOHHOE
OCBOCHHE TOW WJIM HHOW MCTOPUYECKON
AMOXM B pa3HBIX aclekTax (ryMaHuTap-
HOM, OOIIEXyI0)KECTBEHHOM M B KOM-
MJIEKCE CHEIUATbHBIX JUCIHUIUIMH) MOXET
MOBBICUTH 3(PPEKTUBHOCT, OOy4YeHUS U
JIlaTh CTyJCHTaM OPHEHTALIMI0 B IPOLEC-
Cax HCTOPUYECKOW JBOJIIOIUH, LETOCTHOE
MIPEICTABICHUE O HUX.

B wupeane mpenycmarpuBaeTcs mnepe-
X0 OT MpPENOAaBaHUS OJHOW, 3aMKHYTOU
B ceOe NMCLUIUIMHBI BO BCel e€ ncropuye-
CKOM TEPCIEKTHBE K pa3pabdO0TKe COOTBET-
CTBYIOIIET0 KOMILJIEKCHOTO IHUKJIA Tyma-
HUTApPHBIX U CHELUAIbHBIX MPEIMETOB, HO
B paMKax onHO# smoxu. M oOpaszoBarenb-
HBII TPOLIECC BBICTPAUBAETCS KaK IIO-
ATANHOE JBWKCHHE U3Yy4YEHHUS OT MCTOKOB
XYIOXKECTBEHHOI'O TBOPUECTBA K €ro COBpE-
MEHHOMY COCTOSIHUIO.
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C KOMIUIEKCOM BOIIPOCOB HCIIOJIb30Ba-
HUSl KJACTEPHOM TEXHOJOTMU B XyHOXKe-
CTBEHHOM OOpa30BaHUM TECHO CBA3aHO
OCO3HaHUE POJIM MPOLIECCOB M00ATH3ALHH.

Jlsisl akTUBHOTO OOCYKJIEHUS 3TUX TPO-
LIECCOB B HBIHEIIHEM MHUpPE €CTh BCE OC-
HOBAaHMS — JOCTaTOYHO B3IISHYTh HA IIPO-
UCXOJSLIEE B IKYMEHMUYECKOM JBUKCHHUU
XPUCTHAHCTBA, B 00JACTH HMHQPOPMAIIMOH-
HBIX TEXHOJIOTUH, BCEMUPHBIX KOMMYHHKa-
LIUH, COLMAIBHO-NIOIUTHYECKUX U IKOHO-
MHUYECKHX KOHTAKTOB U T. 1. K coxanenuro,
VMHTETPAllMOHHAsl JOMHHAHTa BOBCE HE
CTOJIb aKTHBHO 3asBIISIET O ce0e B cdepe Xy-
JIOKECTBEHHOT0 00pa3oBaHus (Kak crenu-
aJIbHOTO, TaK U BO BCEH CUCTEME BY30BCKOU
HOATOTOBKH ), a TAK)KE MY3bIKaJIBHOTO 00pa-
30BaHUs B YACTHOCTH.

OnHa U3 1aBHO CIIOKUBIIUXCA Y HAC U
Ype3BbIYAHO  YCTOSBIIUXCS OCOOCHHO-
CTEl ACTETHMYECKOTO BOCHUTAHUS COCTOUT
B DPa3fciIbHOM IIPENOJHECEHUM Marepua-
na. ECTb OTe€UeCTBEHHOE UCKYCCTBO U €CTh
HCKYCCTBO 3apyOeXHO€, M MEXAYy HHUMHU
OOBIYHO BO3JBUIAETCA HE3pUMasi, OJHA-
KO IOYTH Hemnpeononumas creHa. OnHo u3
CJIEACTBHUI CyLIECTBOBAaHUSA 3TOM «bepnuH-
CKOM CTEHBD» COCTOUT B TOM, YTO BBIMYCK-
HUKHU HalllUX BY30B HEPEAKO HE CIIOCOOHBI
COOTHECTH SIBIIEHUS, €IUHBIE I10 CBOEU XpO-
HOJIOTUM U BHYTPEHHEH CYTH, HO pa3Ho-
Jexalue TeppuropransHo. M noutn Bech
CEKpeT JaHHOTO «ONTHUYECKOr0 OOMaHay
KpPOETCs B TOM, YTO BHA4YaJIe U30JIMPOBAHHO
u3yyaeTcs 3apyOexHOe UCKYCCTBO, a 3aTeM
oTedecTBeHHOe, Wiu HaoOoporT. Tak uyTO
B Poccun, Hanpumep, 3a4acTyro Aaxe BHOJ-
HE TPaMOTHBIE JIFOA HE MOTYT IIPEACTABUTb,
yro [nuka u Jlaprompikckuii ObUH COBpe-
MeHHuKamu [lymana, [llonena u bepnmo3sa.

Cam co00i#l HampamuBaeTcs BBIBOA:
9TOOBI TMPEOJOJIETh CTOJb PACXOXKYIO
abeppalyio, JOCTaTOYHO CBECTH BOEIUHO
U3y4YEHHE BCETO Marepuasia, CHUMas 3THO-
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reorpaduueckue 6apbepbl U MEPETOPONIKH.
Opnako Ha camMoM Jejie, TOMUMO 3aBEJO-
MOM MHEPIUU TPAJULHUOHHBIX B3IVISIOB,
Ha MYTHU OCYIIECTBIICHHUS TMOAOOHON uaen
BO3HMKAIOT Pa3HOIO poO/a CEpbE3HBIE Ipe-
MATCTBUSL.

OnHO ¥U3 HUX COCTOMUT B TOM, YTO Ha
(hoHe mpoTeKkaroIIeil HbiHe OUTBBI «TJI00a-
JUCTOB» M «AHTHUIIIOOAIMCTOBY TJIaBHBIM
KOHTPapryMEHTOM MOXET OBbITh BBIJBHU-
HyTa MpETeH3Us1 B OCJIA0JICEHUH BHUMAaHUS
K TAKOMY JIParolleHHOMY KOMIIOHEHTY XY/10-
KECTBEHHOUW pEeasbHOCTH, KaKUM SIBJISICTCS
HAI[MOHAJIbHO-HETIOBTOPUMOE U CaMOOBIT-
HOE B OOJIMKE TOTO WJIM MHOTO (peHOMEHa
KYJIBTYPBI.

Ho Beap B TOM-TO M 7A€JI0, YTO MOM-
JIMHHOE OCMBICIIEHUE MHUPOBOTO XYyIOXKe-
CTBEHHOI'O HAacleAusi HU B KOEM clly4yae He
WTHOPUPYET PETUOHAIIbHBIE YEPTHl U MPHO-
pUTETHl U HE HUBEIUPYET UX, a HAPOTUB
— SIPKO BBICBEUMBAET IMOIOOHBIE MOMEHTHI
yepe3 COMOCTaBIIEHWE OOJIMKa COCTaBIIs-
IOLIUX €r0 KOMIIOHEHTOB, HAIVISITHO BbISB-
75 JIOKQJIbHBIM KOJIOPUT U MPEIOMIICHUE
cienuPuK KOHKPETHOTO MEHTAaJIUTETa
B HCKYCCTBE TOrO WM MHOro Hapoma. U1
peYb MOXKET HJITH TOJIBKO O THOKOW TuaieK-
TUKE B3aWMOJICHCTBUS HWHTEPHALIMOHAIb-
HOT'O MaKpOKOCMOCA U BXOJSAIIUX B €r0 CO-
CTaB HAIlMOHAJBHBIX MHUPOB, YTO JOJKHO
COMPOBOXKAATHCSI OE3yCIOBHO KOPPEKTHBIM
U [IyOOKO YBaKUTEIbHBIM OTHOIICHHEM
K JTIOOOMY U3 HUX.

Kcratu, w HauuoHambHO-ATPHOTHU-
YeCKM aKIeHT OyJeT, HECOMHEHHO, 3(-
(deKkTUBHEE MO/IaH KaK pa3 Ha MyTSAX COIMO-
CTaBJIEHUS JOCTHKEHUU OTEUECTBECHHOU U
3apyOeXHOU KyabTypbl. JlomycTtuMm, ecnu
B3sATh Poccuio, To 0JHO A€o, Koraa ToBO-
PHUTCS O BBICOKOM paclIBETE €€ MYy3bIKH, Ha-
ynHas ¢ cepeaunbl XIX Beka, Kak 0 4EM-TO
CaMOLIEHHOM M camojocTarouHoM. U co-
BCEM JIpyroe JIeio, KOraa BBICTPauBaeTCs

orpeNieN€HHbIM OanaHc, B XoJe aHajau3a
KOTOPOTO BBISICHSIETCS, YTO CAEIAHHOE KOM-
ITIO3UTOPaMH HAILIEW CTpPaHbl BBIPOBHAIOCH
K TOMY BPEMEHM C Jy4lIMM Ha 3amaje, a
YaliKOBCKUI1 SIBISETCS LEHTPaJbHOU (H-
Typol MY3BIKQJIbHOTO HCKYCCTBa BTOpPOM
nonoBuHbl XIX Beka. bonee toro, B XX
CTOJIETUM MMEHHO PYCCKas My3bIKa, Ipea-
CTaBJICHHas Ipexae Bcero nmeHamu Crpa-
BuHcKkoro, IlpokodweBa, IlloctakoBuua,
OKa3zayiach OeccIiOpHO BeylIei, a mocie
cmeptH LllocTakoBuya JIMIepoM MHUPOBOTO
MY3BIKJIBHOTO Ipouecca crai [InuTke.

[Toxainyii, TaBHast TPYIHOCTh B OOHOB-
JIEHUU 00pa30BaTeNIbHOIO Mpoliecca 3aKIo-
YaeTCs B HBIHEIIHEM COCTOSHUU I1€1aroru-
YECKUX KaJIpoB. SIBISASACH €CTECTBEHHBIMU
«TIpOAYKTaMW» JABHO YTBEPAMUBIIECHCS CH-
CTEMBbI, OHU B COOCTBEHHON MPAKTUKE TUPA-
KUPYIOT €€ HOPMBI U 10IMaThl, OKa3bIBAsICh
JNOCTAaTOYHO «Y3KMMH CIEIUATUCTAMM.
U eciu gymarb 00 ©3MEHEHUU CUCTEMBI, TO
HauMHaTh HY)KHO C CaKpaMEHTAaJIbHOIO JIO-
3YHTA «KAOPbl peuarom 6cé».

BHOBp oOOpamasch K mpenojaBaHHIO
B MY3bIKaJbHBIX By3aX, B MAKCUMYME MOX-
HO MeuTaTrbh 00 yHHBepcaiax, BIaJCIOLINX
BCEM MarepuajioM U CHOCOOHBIX «EIUHO-
JMYHO» 00€CTeUnTh NMpEenoAaBaHue My3bl-
KM B €€ MOJIHOM 00BbEME — MOXHO HAloM-
HUTH, 4YTO B XIX CTOJNIETHH CylIECTBOBAIU
JOCTAaTOYHO MHOTOYMCIICHHBIE U3aHUS 10/
Ha3BaHueM «BceoOImas ucTopust My3bIKH.
B mMuHMMyMe ke 3TO MOTyT OBITH Meaaro-
I'd, CIIELHAIM3UPYIOIIMECS B paMKax OIIpe-
NENEHHOM 3MOXU: €CTECTBEHHO, C 0XBAaTOM
OCHOBHBIX SIBJICHUH KAaK OTEYECTBEHHOTO,
TaKk M 3apyOexxHoro uckyccrtBa. M kak ro-
BOPWJIOCH BBIILIE, B UEAJIE KEJIATEIBHO I1a-
pajuIeIbBHOE U3y4YEHUE MCTOPUM MY3BIKH U
TEOPETHUUECKUX JUCUMILINH (cosbdhemkuo,
rapMoHusi, popma U T. 11.), OPUEHTUPOBAH-
HBIX Ha COOTBETCTBYIOIIUN BPEMEHHOM OT-
pe30K.
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HaubGonee »s¢ddextuBHbIM criocodbom
opraHu3zaiuu 00pa3oBaTelIbHOTO Ipolecca
BUJUTCS TMOja4a y4eOHOro marepuana o
smoxaM. B aTom cityyae oOyuaromuiicst pe-
KOHCTpPYHpPYET Uil ceOsl ENOCTHYIO MaHo-
pamMy MOATANTHOM 3BOJIIOLIMU YETIOBEUYECTBA,
MPEACTAONIECH B MPHU3ME Pa3BUBAIOIICHCA
XyJ0’)KeCTBEHHON Martepuu. JloOuBasch op-
TAaHUYHOTO COMNPSDKEHUS HAlMOHAIBHOTO
U HHTEPHAIIMOHAJIILHOTO, OTEYE€CTBEHHO-
ro U 3apy0eXHOT0, MBI MOTJIM OBI CIIOCO0-
CTBOBaTh (HOPMUPOBAHUIO BCECTOPOHHE
00pa30BaHHOIO TyMaHUTapHs, A0CTATOY-
HO CBOOOIHO OPHUEHTHUPYIOIIETOCs B IMpPO-
CTPaHCTBE MUPOBOM KYJIBTYPHI.

Uto noOyx1aeT BCE aKTUBHEE BBOJUTH
KpPYT 3CTETUYECKUX 3HAHWU Ha Pa3TUYHBIX
CTyIeHsAX oO0pa3oBanus? Bo-nepBbIx, MOHs-
THE 00pa30BaHHOCTH COBEPLIEHHO HEMBbIC-
JIUMO BHE OCBOCHHUS XOTsI Obl MUHUMAJILHOM
CYMMBbI CBEJICHHI MO YacTH OCHOBHBIX BH-
OB UCKyccTBa. M, BO-BTOpBIX, KOHTAKT C
MHUPOM XyJ0’KECTBEHHBIX 00pa3oB BHOCHUT
CBOM HETIOBTOPUMBIE ACMIEKTHI B TOT MHOTO-
IPaHHBIN CUHTE3, KOTOPBIN B 00MX0JE UMe-
HYETCSl HHTEPECOM U BKYCOM K KU3HHU.

OOIIen3BeCTHO TaKXke, 4TO MpHOOIIe-
HUE K 00TaTCTBaM XyJJ0KECTBEHHOM KYJIbTY-
pBI JIeTIaeT HaIlIK YyBCTBA 00Jiee TOHKUMHU U
YyTKUMH, a UX CIIEKTp 00Jiee HACBIIEHHBIM
U pa3BeTBIEHHBIM. KpoMe Toro, creruab-
HbIE CCIIEI0BAHUS MIOKA3aJIH, YTO Pa3BUTHE
TEXHOT€HHOM APbI HYKAA€TCSI B «ITOJIITUTKE
CO CTOPOHBI UCKYCCTBa, TaK KaK MOMOTaeT
NPeo0IeBaTh HEN30EKHYIO TUIIEPTPOPHUIO
U Jaxe ymepOHOCTh ypOaHU3UPOBAHHOTO
WHTEJJIEKTa Onaromapsi BO3JIEHCTBUIO Xa-
PaKTEpPHBIX JJI XYI0KECTBEHHOTO TBOpYE-
CTBa UMITYJILCOB aCCOLIMATUBHOTO MBIIILJIe-
HUSI, PACKOBaHHOW (aHTa3UM, DIEMEHTOB
napaloKCaIbHOCTH U HEMPEICKA3yEMOCTH.

dopmupoBaHre 0OHOBIEHHOTO MUPOTIO-
HUMaHHMsI, OCYUIECTBIIIEMOE IMPU y4aCTHUH
3CTETUYECKOI0 BOCIUTAHUSA, E€CTECTBEHHO

HAQUMHATh NPSIMO CO IIKOJIBHOM CKaMbH.
OTUM B TOM WM MHOU CTENEHU KaK pa3 u
MPU3BaH 3aHUMATHCS 0a30BBIM MpEAMET
«MwupoBasi XyHOXKECTBEHHasi KyJIBTypay,
KOoTOphI ¢ 1980-x ro10B Hauanu BBOAUTH
B HaIllleH CTpaHe Ha YPOBHE OOIIETo U CTIEIH-
anbpHOTrO cpeaHero oOpazoBaHus. [Ipenmer
3TOT HaXOAUTCS MOKA YTO B HAYAJIbHOM CTa-
JIMA CBOETO CTAHOBJICHUSI, MOSTOMY eIIé
NPEACTOUT NPWIOKHTh MACCy YCWIHWA IO
ero coepiieHcTBoBanuto. Ho cam o cebe
(akT BBeEHUS MOAOOHOIO Kypca TOBOPUT
0 0e3yCIIOBHOM CJIBUT€ B OCO3HAHHMM 3Ha-
YUMOCTHU UJAEU KOMIUIEKCHOTO, 1I€I0CTHOTO
MOIX0/Ia K SBJICHHUSIM UCKYCCTBA.

Heine, B cBA3M ¢ mpoleccaMu ryMaHU-
Tapu3allid COBPEMEHHOTO 00pa3oBaHMs,
Ha TIOBECTKY JHS BCTaeT BOIMPOC BBEIE-
HUS JAHHOTO IpenMeTa U B By3ax Poccum.
[IpenonaBanue B ABa 3Tama MojapasyMe-
BaeT MPEUMYIIECTBEHHO O3HAKOMUTEIb-
HOE U ONMCATEIbHOE OCBOEHUE Marepuasa
B y4eOHBIX 3aBEJCHHSIX CpPEIHEr0 3BEHA
(11Kona, TMMHA3MUsL, JIMIEH, KOJUIeIXK) U PO-
O61eMHO-0000111at01Iee  €ro  OCMBICIICHHE
B BY30BCKMX mporpammax. Camo co0oii
pasymeeTrcsi, 4TO JaHHbIA MaTepuan Ba-
pBUPYETCS B 3aBUCUMOCTH OT BO3PACTHOTO
COCTaBa COOTBETCTBYIOIIETO KOHTHMHIECHTA,
C y4€TOM JOCTYIMHOCTH W BO3MOXHOCTEH
0oJsiee UM MEHEE aJIEKBAaTHOTO BOCIIPHUSATHS.

HesaBucumo ot Bcero »Toro, Haubosee
MPEANOUYTUTEIIbHBIM BUAUTCSI UMEHHO KOM-
MIJIEKCHOE M3YUYEHHE BCEX BHUIOB XYIOXKE-
CTBEHHOT'O TBOpYECTBA (JIUTEparypa, U30-
Opa3uTEeNbHOE MCKYCCTBO M apXUTEKTYypa,
My3bIKa, TeaTp, a B XX Beke U KuHo). [Ipu-
4é€M 00BEIUHSIONICH OCHOBOW TaKOTO H3Y-
YEHHUSI MOTYT U JOJDKHBI CITY>KUTh COJIEp-
KaTeJIbHbIE, UACHHO-CMBICIOBBIC ACTIEKTHI
U oOuiectusieBble TeHIeHIUH. CMbICIO-
oOpasyronuii KOMIOHEHT, €CJIM OH TIO0JIO-
’KEH BO IVIaBy yIiia, o4eHb 3P(PEKTUBEH HE
TOJILKO C TOYKHU 3pEHUsi CBOel (yHKIHMH
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OOBEUHSIONIETO CTEPKHS, HO U B ILJIaHE
HauOONbLIeH KOMMYHUKATUBHOCTH Uil ay-
JUTOPHH JF000M CTETIEHH 3PYAUPOBAHHOCTH.
[IpenonaBanne MUpPOBOM XyI0KECTBEH-
HOW KYJIBTYpPbI MOXKET OIIUPATHCS HA 3HAHNUS,
MOJIyYEHHBIE YYaIllUMHCS W CTYACHTAMH
B XOJI€ pa3JelIbHOTO U3YYEHUs TaKUX Ipe.-
METOB, KaK JIUTepaTypa, U300pa3uTeabHOe
HCKYCCTBO, My3blKa M T. 1., HO B HJeae
BUJINTCSl YKPYITHEHHBIN LEIOCTHBIM KYypC,
BOUMparouii B ce0s Bce OTAEIbHBIC AUCITHU-
wivHbl. [Ipyu 3TOM ciegyer uMmerh B BUILY
TO, YTO B JJAHHOM CJIy4a€ HE CTaBUTCA 3a-
Jada MpUOOPETEeHNs CelraIbHbIX 3HAHUN
110 BCEM paszenaM Xyd0KEeCTBEHHOIO TBOP-
YEeCTBA, BA)KHEE COCTABUTD CE0€E 1IETOCTHOE
npejcTaBiIeHre 0 HauboJee CyeCTBEHHOM
B 00IIel maHopame XyJA0)KeCTBEHHOTO Ha-
cienus yenoBeuecTna. [1aBHOE — 3aII0KUTH
(yHIaMEHT 3HAaHUN U METOJOJIOTUYECKYIO
0azy, npeamnonaras, 4To OCTaJIbHOE, BKIIO-
yasi BCEBO3MOKHBIE JIAKYHBI, KaKIblii MO-
KET MPU KeITaHUH 3aNIOJTHUTH Ui ceds 1my-
TEM MHJIUBUAYAIBHOTO CaMOOOpa30BaHMUsL.
Ecnu xe roBopuTh 0 3aKOHYEHHOU CHU-
CTEME B3aMMOJICUCTBUS Kypca MHUPOBOM
Xy[lO’)KECTBEHHOM KYyJBTYpBl C IpeAMETa-
MU CHEIHUATBHOTO (UIOIOTHYECKOTO HIIN
KaKoro-1100 XyJ0KECTBEHHOIO LHMKJA, TO
BCEOOBEMITIONIEE PELICHUE IPEICTaBIIsIET-
Csl CIenyIOUM (B JAHHOM Clly4ae MMEET-
cs B BUAY BY30BCKOE€ 00pa3oBaHME, KOTrna
HOSIBJISIETCS. BO3MOXKHOCTB OIEPEThCA HA
ONpeNeEHHbIE HAKOIUIEHHS] 110 MHOTUM
HaIpaBJICHUSIM T'YMaHUTAPHOIO 3HAHMS).
OOydeHne OCYILIECTBISIETCS Ha OCHOBE
MIOCJIEI0BATENBHOIO OCBOEHMSI KPYIIHBIX
HMCTOPUYECKUX MEPUOJOB B UX HIBOJIIOIU-
OHHOM [IBMKEHMM W3 INIIyOMHBI BEKOB J0
nocienHero BpemeHu. OCBOEHUE 3TO Be-
JETCsI B KOMIUIEKCHOM PaCCMOTPEHHH BCEX
HEOOXOAMMBIX COCTaBHBIX YacTEeH XyHoxke-
CTBEHHOH KYJIBTYpBI, & B MAKCUMYME CIO/1a
MOJIKJIFOYAIOTCSI U IPEIMEThI 0OIECTBEH-

HOIo LIMKJIA: ucropus, ¢puiocodus, scTe-
TUKa U T. TI.

B aToM ciydae mmpokue maHOpamHEIE
0030pBI COCTOSTHUS XY/I0’)KECTBEHHON KYIlb-
TYyphl JaHHOTO HMCTOPUYECKOTO TEpPHOAa
COYETAIOTCS C JIETATBHBIM PACCMOTPEHHUEM
TOT0, YTO OOBIYHO MU3yUYaeTCs B TPAAUIIUOH-
HBIX (PWIOJOTHYECKUX WIH XyIOKECTBEH-
HBIX TUCHUIUIMHAX. [[pHHIMIT CHHXPOHHO-
ro oOy4eHHUs! MO3BOJISET JAOOUTHCS YETKOM
OpUEHTAIMu cpeau (aKTOB U SIBICHHIA
«CBOETO» BHUJIa UCKYCCTBA B UX COOTHOIIIE-
HUU C 00IIEXyA0KECTBEHHBIM KOHTEKCTOM.
Benps crutoms u psgoM NPUXOAUTCS CTal-
KHBAThCS C TEM, YTO BBIITYCKHHUKH (UIIONIO-
TMYECKUX U XyJ0’KECTBEHHBIX (DaKyIbTETOB
3a4aCTyI0 HE CIIOCOOHBI COOTHECTH 3HAHUS
B U30paHHOM NMHU PO eCcCUOHATBHOU ce-
pe ¢ TeM, 4TO MPOUCXOAMIIO B APYTUX BUJIAX
HCKYCCTBA, MIOCKOJIBKY 3TH SIBICHUS CyIIe-
CTBYIOT JUISI HUX KaK Obl B aBTOHOMHBIX, HE-
MepPeCEeKaOINXCS MIOCKOCTAX.

Ha nmytu BHenpeHus npearaeMoit ¢pop-
MBI OOy4€HHUSI HEMAJIO TPYIHOCTEH, HO OHU
nepekprIBatoTCs 3 (HEKTUBHOCTHIO U Oe3yC-
JIOBHBIMU JIOCTOMHCTBAMH OXBarTa XyJOXKe-
CTBEHHOU KyJIBTYpHI B 1I€JIOM. Brieuatiso-
1iee MHOrooOpasue Marepuania, KpacoyHbIi
CHEKTP BCEBO3MOXKHBIX TBOPYECKHX IPO-
SBIICHUH, OOWJIME B3aMMOJIOTONHSAIOIINX
KOHTPAaCTOB — BOT YTO JAET «COydacTUE»
pa3IUYHBIX BHJIOB HCKYyCCTBAa B €ro WH-
TepHAaLlMOHAJIBHOM cpese. JlomomHurens-
HOE BO3JICHCTBHE BO3HUKAET B TOM CIydYae,
€CJIM MCTOpUS HCKYCCTBA COIPHUKACaeTCs
c ero ¢Qumocoduelt, crnocoOHOI Tmepe-
pactath B «(priocoduro ;KU3HN», HECYIIYIO
B ce0e Maccy MOy4YrTeNbHOTO, U3BJIEKaeMO-
r0 W3 OHTOJIOTUYECKOTO OIBITA IMpElIe-
CTBYIOIINX BPEMEH — OMBITA, 3aKPETUIEHHO-
ro B IPOU3BE/ICHUAX UCKYCCTBA.

WTak, 0CHOBHAsI MBICIIb CBOJIUTCS K TOMY,
9TO0BI MHPOBasi XyAO)KECTBEHHAS! KYJIb-
Typa MojaBajacb HWMEHHO Kak MuUpogas.
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To ecTb eMHBIM MOTOKOM, C MPEOAOICHU-
€M HaI[MOHAJIbHBIX 0apbepoB U C LIEIOCT-
HBIM 0XBaTOM BCEX BHJIOB UCKYCCTBa, B TOM
YHUCJIE MUHYS IPUBBIUHYIO PYOPHUKAIIUIO 10
WHJVBHUYaJIbHbIM CTUJISIM WM OTIEIbHBIM
xaHpaMm. I[loMuMo Bcero mpoyero, Takoe
aHOPaMUPOBAHHME BCEOOIIEH MCTOPUU HC-
KYyCCTB TO3BOJIIET OTOMpaTh B «KJIAJIOBOM
MHUpa» CaMO€ LIEHHOE€ W 3HAYUTEIBHOE U
TEM CaMbIM IOTPY’KaTbCsl B aypy BbICIIECH
XYJ10)KECTBEHHOCTH.

CyMMapHOE€ OCBOEHHE CO3JAHHOTO
TBOpPILIAMH MCKycCTBa B (hopMax CHCTEMHO
BBICTPOEHHON  PETPOCIEKTUBBI  XyHOXe-
CTBEHHOT'O TBOPYECTBA CIIOCOOHO BECOMO
000raTuTh BHYTPEHHUM MHp 4YeEJIOBEKa,
NpUOIM3UTL €r0 K HuJeany BCECTOPOHHE
pa3zBuTOil NM4yHOCTH. HecomHeHHas akry-
aJbHOCTh PACCMOTPEHHOTIO BBIILIE 1OIX0/1A
oTnpezeNsaeTcsl TakKe CTPEMIICHHEM 4epes
YHUBEPCAIbHO-UHTETPUPYIOLIEE BUIACHHE
MHUPOBOIO  XYyI0KECTBEHHOIO IIpolecca
CTUMYJIMPOBaTh CTPEMJICHHE K IMO3HAHUIO
U OCO3HAHUIO BCEOOUIMX TEHJEHIUHN U 3a-
KOHOMEPHOCTEM pa3BUTUSA 3E€MHOW ILIMBH-
au3auuu. MHBIMM crioBamMH, TO3BOJISIET
noCpecTBOM (OPMUPOBAHHUS 1IEIIOCTHOTO,
BCEOOBEMITIONIETO B3MNIAJAa HAa MHPOBYIO
KyJAbTYpY pa3BUBaTh CIIOCOOHOCTb WHIM-
BUJIa MBICJIUTh U YyBCTBOBaTh I100AIBHO,
Kak TOro TpeOyeT MepcreKkTuBa mporpecca
YEJIOBEUECTBA HA €r0 BBIXOJIE B 3-€ ThICcAYe-
JIETHE.

KoHKpEeTHBIM OIBITOM peann3aluy Bbl-
CKa3aHHbIX UJEH SBISETCSA ANl aBTOPCKUX
m3nanmii [1; 2; 3].

[Tepexonss K KOTHUTUBHO-TEPMCHEBTH-
YeCKOM MeToiojorun oOydeHus B 00paso-
BaTelIbHOM cepe, HaUHEM C HEOOXOIMMBIX
MOSICHEHU .

Koenumuenwiii (0T nat. sHauue, nosua-
Hue) B UCXOJHOM CMBICJIE — TO, UTO CBSI3aHO
C MOJYyYEeHHUEM, XpPAHECHUEM, CTPYKTYypPHUPO-

BaHHEM, NepepadOTKON U NCIOIb30BAHUEM
XyAoKeCTBeHHOW MH(popManuu. OTTanKu-
BasICh OT ATOTO MIEPBUYHOTO YPOBHS, KOTHH-
TUBHBIN TOJXOJ] TIPEAIOIaracT He MacCHB-
HOE€ BOCIIpHUATHE apTe(aKTOB U 3ayUNBAHHE
CBEIEHWH O HUX, a MPOIECC TO3HAHU,
CTpEMJICHHE TPOHHKHYTh B CYTh H3y4Yae-
MbIX siBJICHUH. TO €CTh IpeaycMaTpruBacTCs
OTOpa Ha TPUHIMI CO3HATEIBHOTO OTHO-
IICHUS K XyJI0)KECTBEHHOMY MaTepHaly, ero
aKTUBHOE OCO3HAHUE.

I'epmenesmuka (OT Tped. pazvacHsamb,
UCMONIKOBbIBAMb) CBOCH IIETBI0 CTaBUT
MOHUMAaHUE M HWHTEpIpeTanuo apredax-
TOB, BBISIBJICHHE HX COJEPKATEIbHON CyTH.
[TonpazymeBaeTcst cBOero pojma pacuiudg-
POBKa Xy/lI0)KECTBEHHBIX TEKCTOB, UCTOJIKO-
BaHUE 3AJIOKEHHBIX B HUX HIEHHO-00pa3-
HBIX KOHIICTITOB, UCXOISl M3 TPEICTABICHUN
0 TOM, YTO B HUX HECOMHEHHO HaJIMYECTBY-
eT ompenei¢HHas JyXOBHas CyOCTaHIIWS,
a TMOIJTMHHBIE (PEHOMEHBI HCKYCCTBA COJEP-
’&Kar B cebe NIyOUHHBIE CMBICIIBI OBITHSL.

KorauTtuBucTHKa U TePMEHEBTHKA KaK
MEXaHU3Mbl TO3HAHUS W TOHUMAHUS —
B3aMMOJIOTIOJIHSIOIIUE TOHATHUS, KOTOpBIE
B ITape CBOEH OIPEeNISIOT HAllPaBIEHHOCTh
Ha aKTHBHOE, 0CO3HAHHOE BOCTIPHUSTHE ap-
Te(aKTOB U CTPEMJICHHE NPOYYBCTBOBAThH
uX (B TOM YHCIIE Yepe3 AyIIeBHO-TyXOBHOE
MIEPEKUBAHKE), TTOHITh UX CYTh W CMBICIL.
[Tpu 3TOM CaMOOYEBUICH OHTOIOTHYECKUN
3¢ (deKT: XymoKeCTBEHHOE IPOU3BEIACHUE
pacieHnBaeTCs Kak 0COOBIN TUI MPETBOPE-
HUS 1 00OOIICHHUS YEIOBEYECKOTO OIBITA,
a uepe3 MO3HAaHUE-TIOHUMAaHHE HCKYCCTBa
OCYIIECTBISIETCSI  TO3HAHUE-TIOHUMAaHNE
MUpa U YeI0BeKa.

Haubonee nmpomyKTHBHBIM HHCTPYMEH-
TOM OCYIIECTBIICHHS KOTHUTHBHO-T€pME-
HEBTHYECKOTO IIOXOJa MPEACTaBISACTCS
KOHLICTIITUOHHBIM METOJ XyJO0KECTBEHHO-
WCTOPHUYECKOTO aHaMM3a. B maHHOM citydae
peub UAET 00 aHamM3e OTICIBHO B3STOTO

155



Mpobnembl My3bikanbHoW Hayku / Music Scholarship. 2021. Ne 4

G/ﬁ\

MPOU3BEICHHS, YTO SBISIETCS B M3YUCHHU
UCTOPUH KYJIBTYPbl KIIFOYEBHIM MOMEHTOM,
MOCKOJIbKY, KaK Obl HU aKIIEHTHPOBAJIOCH
OCMBICIIEHUE XYJOXKECTBEHHOT0 Ipolecca
B 1[E€JIOM, TOYKOM OMOpPBI B Y4EOHOM Kypce
OBUIO U OCTAeTCsl KOHKPETHOE 3HAHHE Hau-
0oJiee 3HAYUTENbHBIX apTE(aKTOB.

B uckyccTBO3HAaHMM U TIEJArOTHUKE HC-
MOJIb3YIOTCSL  PA3JIMYHbIE METOJbl  XYIIO-
KECTBEHHO-UCTOPUYECKOTO aHalIu3a — OT
MOCJIEIOBATEIbHO-OMUCATENILHOTO JI0 MPO-
6nemHo-00006maromnero. Pacnpoctpanén-
HBIM HEJOCTATKOM IIPH 3TOM SIBISETCS TO,
YTO PacCMOTPEHHUE MPOU3BENICHUIN MOoI4ac
BBUTMBAETCSI B CYMMY Pa3HOT0 pojia Hallto-
JICHUI, acleKTOB, PaKypcoOB, HE CBs3aH-
HBIX JIOTMKOW €IMHOTO, LIEMEHTHPYIOIIETO
CTEPIKHS.

B kxauecTBe Takoro crepxHs 3pHeKTUuB-
Hee BCEro MOXKET CIIY>KUTh KOHIENI[MOHHAS
OCHOBa Mpou3BeieHus. IMEHHO KOHIIETIIIHS
KaK WJICWHO-COAepXKATEeIbHBIN cyOcTpar,
K BBIPQXXEHUIO KOTOPOTO B KOHEYHOM CUETE
(OCO3HAaHHO WJIM MHTYUTHBHO) CTPEMHUTCS
XyHAOKHHUK, SIBIISIETCS] BBICITUM OObEIHHSIIO-
M (HaKTOpoM, CBOASILIUM B CMBICIIOBYIO
IEJIOCTHOCTh BCE U BCS B IAHHOM IIPOU3BE-
JICHUMU.

[Ipn mogo6GHOM moaxone yaaércs Halle-
JUTH aHaJIU3 Ha Ty CBepx3adady, KOTOpas
onpezenseT CyTb pacCMaTpuBaeMoro Ipo-
W3BEACHUS, U OJJHOBPEMEHHO CIOCOOCTBO-
BaTh MPEOJOJICHUIO TPEX B3aMMOCBSI3aHHbIX
Ne(EeKTOB, JOBOJBHO MIMPOKO OBITYIOLINX
B IPAKTHKE XyJ0’KECTBEHHO-UCTOPUUECKO-
rO aHaju3a: KOHCTaTal[MOHHOCTh — OIHCa-
TEIBHOCTh — TEXHOJIOTU3M.

Konkpetmsupyem mnocnenyromiee pac-
CMOTpEHHE Ha MaTepuajieé My3bIKaJbHOTO
UCKYCCTBA, IOCKOJIbKY OHO IpEJCTaBIIs-
eTCsl HauboJIee CIIOKHBIM C TOYKH 3PEHUS
BHE/PEHUS KOTHUTUBHO-T€PMEHEBTUYECKO-
IO MOJIX0Ja U TPYAHOIOCTYITHBIM JIJISI TOHSI-
TUWHO-CMBICJIIOBOTO aHAJIA3A.

KoHcTaranlmoHHOCTh — 3TO CaMOJOBIIE-
fomasi ”HPOPMATUBHOCTH, (ukcarus (ax-
TOB 0€3 UX CMBICIIOBOI'O KOMMEHTHPOBAHUSI.
OnucarenbHOCTb —3TO0 KOHCTATallMOHHOCTD
Ha YPOBHE KOHKPETHOIO MY3bIKaJIbHOTO
aHanM3a, TO €CTh PAacCMOTPEHHE pa3Ho-
TO poza SIBJICHUM BHE UX COAEPIKATEIbHOM
HaIpaBJIEHHOCTU. TEXHOJIIOTU3M — 3TO JIU-
HIEHHOE LEeJIEHANPaBIeHHOCTH Mepeyuc-
JIEHHE CPEJICTB BbIpa3uTeNbHOCTH (popma
U €€ paszesbl, TOHAIbHOCTU U TOHAJIbHBIE
TUIaHbl, )KAHPOBAsl CHUCTEMa MPOU3BEACHMUS,
MEJOAUYECKUN CKJIaJl, pUTMUYECKUE OCO-
OEHHOCTH, J1aJIOTAPMOHUYECKHE CPEICTBa,
TUIBI (PaKTyphl, TEMOPOBbIE KPACKH, KOM-
MO3ULMOHHO-JPAMaTypru4eckue  3aKOHO-
MEpPHOCTHU U T. 1.).

Haubonee ecrecTBeHHBIN MyTh MPEOI0-
JICHUSI KOHCTATallMOHHOCTH, OIMCATEIIBHO-
CTH M TEXHOJIOTM3Ma BUJIUTCS B OCMBICIIE-
HUU aHAJIU3UPYEMOro Marepuaa, B YETKOM
HAlICJICHHOCTH Ha BBISIBIICHUE €TI0 COACpkKa-
TEJIbHOM CYIIHOCTH. B 3TOM citydae aHanus
CTAHOBMTCS LENBIO JI0KA3aTEIbCTB BbIIBU-
HYTBIX MBICJICH M TOJIOKEHUH, U UMEHHO
KOHLIEMIIIUOHHOCTh CIIOCOOHA COCTaBHTH
€ro NpOYHBIM BHYTPEHHHUM KapKac, ero «He-
CYLIYIO KOHCTPYKIIHIO).

CyTb KOHLIENIIMOHHOIO AaHalau3a Cco-
CTOUT B TOM, YTO BO IVIaBy yIVla CTABUTCA
BBISIBJIEHME 00pa3HO-CMBICIOBOIO COMEp-
’KaHUs, U BCE KOMIIOHEHTBI apryMEHTAlUH
(OT OOIIENCTOPHYECKUX CBEACHUN 10 TeX-
HOJIOTUYECKHUX BBIKJIAJIOK) TOAYUHSIOTCA
PacCKpBITHIO COOTBETCTBYIOIIHUX ACIEKTOB.
WNHpMHU crioBamu, LIENBIO JAHHOTO aHaJu-
TUYECKOTO0 METOJIa SIBJISIOTCS HE CPEICTBa
BBIPA3UTEIILHOCTH, @ COOCTBEHHO BbIpa3H-
TEJIBHOCTh, TO €CTh 00pa3, Xxapakrep, uies,
KOHIIETIIMSI, BOZHUKAIOIINE HA OCHOBE HC-
II0JI30BAHUS ONIPENEIEHHBIX CPEICTB.

IIpy >TOM OCYIIECTBIISIETCSI BOCXOXK-
J€HUE OT cHeunu(UIecKu-My3bIKaIbHOTO
K Oojee MIMPOKUM, KYJIBTYPOJIOIMYECKUM
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U COLMOJIOTUYECKUM KaTeropHsiM, a depes
HUX — K OCMBICJIICHHIO OOLIEYeIOBEUECKO-
IO COAEp’KaHus, 3aJI0KEHHOIO B IPOU3BE-
nenuu. CnenoBarenbHO, pedb UAET O MO-
HUMaHUU MY3BIKM KaK XyHdOXXECTBEHHOIO
CBUJIETENIBCTBA MOPOAUBLIEHN €€ AIOXH, KaK
UCKYCCTBa, MOJIETTUPYIOLLETro O0JIMK MUpa U
YEJIOBEKA MPUCYIUMU EMY CPEACTBAMHM.

OBOMIOLUS MY3bIKOBEJIEHUS BO MHOI'OM
CBfI3aHa C MOCTENEHHBIM YCUJIEHHEM DPOJIH
CMBICJIOBBIX OpHUEHTUPOB. Bcé wame 3By-
Yar CyXKJEHUs, MOJ0OHBIE TOMY, KOTOpOE
HaxomuMm y M. [Ipyckuna: «He otnenpHbie
BBIPA3UTEIIBHBIE MIPUEMBI, JaXe HE METOA
KOMITO3ULIMU CITYKUT KPUTEPUEM JUIS OIIpe-
JIEJIEHHUsI CYyTH TBOpPYECTBA TOrO WJIM HMHO-
ro Kommno3utopa... VMckaTh K04 Hajo He
B OIPEJCIIEHNH 3BYKOBBIX CUCTEM (TO €CTh
HE B U30JIMPOBAHHO PacCMaTpuBaeMoOM MY-
3BIKAJILHOM $I3bIKE, TPAKTYEMOM KaK MMMa-
HEHTHasl JaHHOCTh) U HE B CYOBEKTUBHBIX
HaMEPEHMSIX aBTOpPa, & B COTBOPEHHOM Xy-
JIO)KECTBEHHON pEalbHOCTH, B KOTOPOU
HalUIM OTPAKEHUE peajbHbIE JApaMbl J€ii-
cTBUTEIBLHOCTHY [4, c. 31, 32].

HpiHe My3bIKO3HAaHME BIUIOTHYIO MpHU-
OmKaeTcss K OCO3HAHHOMY CTPEMIIEHUIO
YBUJETh B XYIOKECTBEHHOH KYIBTypEe HE
TOJILKO CBOJI BCSKOTO poja SBJICHUH, NpH-
HaJJIeKAIMX Pa3sHbIM HAPOJIAM M 3I0XaM,
HO M TNaMsThb BPEMEH, OCMBICIIEHHE KOH-
KPETHO-UCTOPUYECKOTO OMBITa 3BOIOLUO-
HUPYIOIIETO YeJIOBEYECTBa, OTOOpaKeHHE
COoLIMyMa U BHYTPEHHEI0 MUpa, ABUIATENb-
HO-TMHAMUYECKOW W 3MOLMOHAJIBHO-TICH-
XOJIOTUYECKOM CTOPOH 4YEJIOBEYECKOTO Cy-
II€CTBOBAHUS, ’KU3HEHHOTO CTUJISI U O0IIeH
armoc(epsl ObiTHs. b. AcadpeB coBepiien-
HO CIIPaBEUIMBO YTBEPKIAJd, YTO MY3bIKa
«BBIPAXKAET BCE, YTO COCTABIISAET )KU3HbBY |5,
c. 165]. TpynHo coMHEBaThCs B CIIpaBE -
BOCTH CKa3aHHOTO, eciu aaxe 1. CtpaBun-
CKHMH, KaK W3BECTHO, YYKIaBUIMICS Ipo-
BOJIUTh Tapajulesid MEXIYy HCKYCCTBOM H

JNENCTBUTEIBHOCTBIO, MOT 3aBUTh B OTHOM
W3 MHTEPBBIO: «S] — 4enoBeK, KOTOPBIA MH-
TEHCUBHO WJAET B HOTY cO BpeMeHeM. OHO
BBIJIBUTAET HOBBIC UJICU, HOBBIE TIPOOJIEMBI.
51 HEBOJIBHO CTPEMIIIOCH B CBOMX COYMHE-
HUSIX OTKJIMKHYThCA Ha 3TO» [6, c. 51].

AKTyaJIbHOCTh ~ MOAOOHOTO  TOJXOJa
B MOCJIEIHEE BpEeMs CO3HAETCS BCE OTYET-
JUBEE, B TOM YHUCJIE€ U CAaMUMU TBOPLIAMU
My3bIKH. BOT OfHO W3 MHEHUM, NMpUHAL-
JeXallee COBPEMEHHOMY KOMIIO3UTOPY H
HEIMOCPEJICTBEHHO Kacarouleecsi BY30BCKO-
ro oOyueHusi: «YMEHHE FOBOPUTH O CaMOM
[JJABHOM — HE O HOTaX WM CTPYKTYypax,
a O HAJHOTHOM, HAJACTPYKTYpPHOM Cylle-
CTB€ MY3bIKHA — TAKO€ YMEHUE KaK pa3 U HE
BbIpabateiBaeTcs» [7, . 7].

I'oBops 0 mpeasiaraemMmoM MeTozE, HEOO-
XOAMMO OTMETHUTH JIBA MOMEHTA, Ba)XKHBIX
MPU KOHUEMIHUOHHOM OCMBICIICHUU MY3bl-
KaJIbHO-XY/I0’)KECTBEHHOI'O Marepuasia.

Bnauane o cOOTHOIIEHUN MY3bIKaJIbHON
Y BHEMY3bIKaJIbHON CTOPOH B T€X COYMHE-
HUSIX, [JI€ €CTh aBTOPCKasl Mporpamma (XoTs
OBl B BHJIC 3ar0JIOBKA) WM JIUTEPATYPHBII
TEKCT, KOrJa MPOU3BEIAECHUE CBS3aHO C Ka-
KUM-IMO0 CIOKETOM JHOO Mpeanoaraet
CIEHUYECKYI0 peanu3anuio. My3blka B Ta-
KHX CJIy4asX 4Yallle BCEro COXpaHseT oIpe-
NEJIEHHYI0 aBTOHOMHIO, YTO B YacCTHOCTH
CO31a€T MOYBY IS PA3IMYHONW MHTEpIIpeE-
TallUk OJIHOTO M TOTO K€ JINTEPaTypPHOIO
HCTOYHHKA, PUYEM B OUEHb LIUPOKOU aM-
TUTUTY/IE, BIUIOTh JJO CUTYyalliH, KOT/1a CJIIOBO
U My3bIKa MOTYT OKa3aTbCs B pa3HOJEXKa-
IIUX MIOCKOCTSX.

Bor mouemy HE0OXOaMMO OTKa3aTh-
Csi OT 3HaKa PaBEHCTBA MEXIY BHEMY3bI-
KaJIbHBIM PSJIOM U COOCTBEHHO MY3BIKaJIh-
HBIM COZEp:KaHHEM, OTAaBasi 0€3yCIOBHOE
IPEANOUYTEHUE BTOPOMY, MCXOAs MPEXKAE
BCEr0 U3 3ByKOBOU peasbHOCTH. «Tam, rae
€CTh My3blKa, OHa JOJKHA OBITH HEOrpa-
HUYEHHOMW Biaabrauiei» [8, c¢. 339]. OTtot
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nocrynar, BeliBUHYThIA WM. CTpaBHHCKMM,
CBOEH KaTeropuyHOCTHIO MPU3BAH MOTUYEP-
KHYTh HEOOXOJIMMOCTh OTHOIICHUSI K MY-
3bIKE KaK K 0€3yCJIOBHO CaMOCTOSITEIbHO-
MY POAY UCKYCCTBA.

[IpumeuaTenbHO B TaHHOM OTHOUIIEHUU
onHo u3 mpusHaHuii A. IlIénGepra: «He-
CKOJIBKO JIET Ha3aJ 51 ObLI TIIyOOKO MPUCTHI-
KEH, OTKPBIB, YTO HE UMEIO HU MaJeHIIero
MOHATUSI O TOM, KAKHW€ CTHUXHU TMOJIOKEHBI
B OCHOBY HEKOTOPBIX XOPOILIO MHE U3BECT-
Heix neced lllybepra. IlpounTaB xe 3Tu
CTUXH, 5 BBISICHUI ISl ce0si, YTO HUYETO
HE MPUOOPEN JIsi MTOHUMAHMS TIECEH U HU
B MaJIeWIlIell CTENEHU HE JOJIKEH MEHATH
Mo€ mpencraBieHue o0 ux My3bike. Ha-
IPOTUB, OOHAPYKUJIOCh: HE 3HASI CTUXOB, 1,
BO3MOKHO, MOCTUT IIIyOXke €€ MOAJIMHHOE
conepxkanue» 9, c. 86].

Ucxons u3 0003HaYeHHOW YCTaHOBKH,
BHEMY3bIKaJIbHbIE AJIEMEHTHI (IIporpamma,
CIOXKET, TEKCT, CLIEHa, aBTOPCKUI KOMMEHTa-
puii) 3aTparuBarOTCs MPU KOHIETIIMOHHOM
METOJI€ TOJIbKO KaK MPUBXOJSIINE U TOJIBKO
B TOM Me€pe, HACKOJIbKO OHU CIIOCOOCTBYIOT
MMOHMMAHUIO U JIOTIOJTHUTEIHHOM apryMeH-
Talliy TOTO, YTO BBHISIBJICHO B XOJI€ aHAJIM3a
MY3bIKQJIbHOU BBIPA3UTEIHHOCTH.

bonee wacTHbIi MOMEHT — HEH30€kK-
Hasl aKTyaju3allisg MCTOPUYECKOM TeMaTH-
k. HarmoMHUM W3BECTHOE BBICKA3bIBAaHUE
B. benunckoro: «Mpl BonpoiaeM u gomnpa-
HIMBaeM MpoIIe/iee, YToObl OHO OObsIC-
HUJIO HAM Hallle HACTOSIIIEE M HAMEKHYIIO
HaMm o HameMm Oymymem» [10, c. 18]. Bmo-
CJIEJICTBUM HTa MBICIb MHOTOKPAaTHO Ba-
pbUpOBaiach, U OJHA U3 TAKUX Bapualui
npuHamnexutr P. Hleapuny: «OOpammasch
K COOBITUSIM IPOILIOT0, MBI BCErJa OIICHU-
Ba€M M BOCIIPUHHMMAEM HUX C MO3ULIUKA JHS
cerogusimrHero» [11, c. 3].

B xoneunom cuére, momoOHBIE CyXKIIe-
HUS MOABOJAT K BBIBOAY, YTO B CTPOTOM M
TOYHOM 3HAUEHHHM TEPMHUHA HUCTOPUUYECKOU

TEMaTUKN KaK TaKOBOW HE CYILECTBYET BO-
o0mIe — OHa TaKk WJIM WHAuY€ OKa3bIBAETCS
TEMOW COBPEMEHHOM, ITOCKOJIbBKY BCE B HC-
KyCCTBE JaHHOTO IIeproja NpsMO UM OIOo-
CPEIOBAHHO COOTHOCHUTCSI C aKTyaJlbHOU
pOoOJIEMaTHKOM.

AKTyanuzauusi Ipefonpenensercs ca-
MOH crienn(uKoil XynoKeCTBEHHOTO IpO-
1[eCca, PEeLIaroUIy0 POk B KOTOPOM UIPAEeT
TBOpUYECKasi JIMYHOCTb, BCELIEJIO IPUHAL-
JeXxalasi CBOeEMy BPEMEHH, MO3TOMY pas-
paboTKa UCTOPUYECKOW TEMAaTUKH BEAETCS
OOBIYHO HA OCHOBE CTHJIMCTUYECKUX HOPM
U CTPYKTYPHO-TEXHOJIOTMUECKUX peCyp-
COB, COOTBETCTBYIOIIUX YPOBHIO XYIOXKE-
CTBEHHOT'O MBIIUIEHHUsS] TEKYLIEro Jrara
ObiTus. Tak Ha3pIBa€MBIH HCTOPUYECKUN
KOJIODUT TPOU3BEACHUS NPU BHUMATEIb-
HOM pacCMOTPEHMHM BCErla OKa3bIBAaCTCs
cyry0o BHeIIHEW 00O0JIOYKOM, 32 KOTOPOW
CKpBIBAIOTCS COBPEMEHHBIE XapaKTepbl U
IIPOSIBJICHHUS.

@DYHKIIMM HCIIOJIB30BAHMUS HUCTOpUYE-
CKOW TEMaTHKU B aKTyaJIbHBIX LIEJIAX MHO-
roo6pas3Hsl. OHa MOXKET BBICTYIaTh B Kaye-
CTBE CBOEro poza MeTadopsl, ajlIeropuu,
aJUIFO3MHM, BBI3BIBAs aCCOLMALMU U Iapaj-
JeNu 310X, COObITUH, XapakTepoB. Mcro-
puYecKass TEMaTMKa I[OMOTaeT PpacKphITh
HAaCyIHYI0 NpoOJeMaTuKy B COIIOCTaBJe-
HUU C OIBITOM JaJIEKOT0 BpEMEHU, NPUIaTh
n300pakaeMoOMy JKEJIaeMOe OCBELIEHHE,
MO3BOJIIET MPUOTKPBITH 3aBECy HaA TEM,
YTO el€ HESICHO B COBPEMEHHOCTH, HE MPO-
SABWJIOCH OTYETIIMBO M OILYIIAETCS TOJBKO
UHTYUTHUBHO.

Taxum oOpazom, HcTopruecKasi TeMaTu-
Ka BBICTYyIIa€T HE KAaK HEYTO CaMOJOBIICIO-
iee, a CIYXHUT 0COOBIM Xy/I0)KE€CTBEHHBIM
MHCTPYMEHTOM BOIUIOIIEHHUS] 00pa3oB co-
BPEMEHHOCTH, YTO II03BOJISIET CBS3bIBATh
BHYTPEHHHUI CMBICII IIPOU3BEICHUM MCTO-
PUYECKON TEMaTHKHU C aKTyaJlbHbIM COCTO-
SIHAEM OBITHSL.
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ITogBomst uTOrM, HAYHEM C TOTO, YTO BCE
BbIIIIECKa3aHHOE OBLIO aJIpeCOBAHO Pa3NIny-
HbIM BHJIaM CHEIHAJIbHOIO XYI0XKECTBEH-
HOTO 00pa3oBaHMsI, TOAPA3yMEBAIOIIETO
o0OyuyeHHe TeM WM UHBIM XY/10’K€CTBEHHBIM
npodeccusm. Uto Kacaercss oOImIero Xxy-
JI0’)KECTBEHHOTO 00pa30BaHMs, HMEIOIIETO
MIPOCBETUTENBCKHE 1I€JH, TO HAa HETO H3JIO0-
YKCHHBIE WU MOTYT OBITh PACIIPOCTPAHEHBI
MMEHHO B camoM o61ieMm riane. Hanpumep,
NPEINOYTUTEIHLHO OTKa3aThCsl OT pasjere-
HUSI BCEMUPHOTO Hacjenuss Ha 000co0meH-
HBIC APYT OT Jpyra HallMOHAJIbHBIEC MOTOKH,
OTJaBaTh MPEANOYTEeHHE CYMMapHOMY W3-
YUEHHUIO Pa3IMYHBIX BUJOB MCKYCCTBAa KaK
€IMHOTrO 11eJI0T0, AKIEHTUPOBATH BHUMaHUE
Ha CMBICIIOBOM CyTH apTe(aKkToB | T. 1.

BosBpamasice Kk cnenuasbHOMY XYAO-
KECTBEHHOMY OOpa30BaHMIO, MOJYEPKHEM
CaMOOUYEBHUIHOE: TIpeajiaraeMble  HOBBIE
METOJIOJIOTUYECKUE TOAXOABl U IyTH CO-
BEPIICHCTBOBaHUs 00pa30BaTEIILHOTO MPO-
1ecca HOCAT PaJNKaIbHO MPeoOpa3yromuit
xapakrep. [oBops 00 3ToM, OyneM HMETh
B BHUJY, YTO BY30BCKO€ OOydeHHE TIO Xy-
JIO)KECTBEHHBIM  CIEIUABHOCTAM HMEET
NaBHUE TPAJAMIMM M HAKOMUJIO OOJBIION

omnbIT. K coXkaneHuto, IMEHHO 3TOT OMBIT U
9TH TPAJUIINU OKa3bIBAIOTCS HBIHE HEPEIIKO
TOPMO30M U 0ajulacToM, CIAEPKUBAIOIIUM
BHE/IpEHHE B 00pa30BaTENbHBIN IpoLecce
HOBBIX T€XHOJIOTH.

O TpyZHOCTSAX U NPEHSATCTBUSIX Ha Iy-
TSIX KOPEHHOTO pPEePOPMHUPOBAHUS XYIO-
’KECTBEHHOTO 00pa30BaHUs BBIIIE yXKE TO-
BOPUJIOCH HEOJHOKpaTHO. Mcxons u3 stoi
pPeaNbHOCTH, UX MPEOJOJICHHE MOXHO OCY-
MIECTBIISITh HE «TOTAJIHHO», @ METOAOM IIO-
STAIHOTO BHEAPEHMSI OTAEIBHO B3ATHIX CO-
CTaBJIIOIIUX HAMEYEHHON MOJIEpPHU3ALNU
XyHA0KeCTBEHHOTO 00pa30BaHusI.

B mro6om ciydae, BaXXKHO OCO3HaHUE
HapsALIMX HbIHE MHEPUUHU U YCTOSIBILIErOCs
koHcepBarusMa. K pednexcusim o nepcnek-
TUBax oOpa3zoBaHusi B cepe KyIbTypbl U
UCKYCCTBa MOOYKIAat0T BBI30BBI COBPEMEH-
HOCTH, & B KOHTEKCTE HapacTarouiei rinooda-
JM3aIA MBI 00SI3aHBI CTPEMUTHCS K «MHU-
poBbIM cTaHjaapram». M Hajo aymare, 4To
CBOWMCTBEHHAs] PYCCKOMY YEJIOBEKY «BCE-
MUpHas oT3bIBUMBOCTHY (D. JocToeBckuit)
OyzeT cnocoOCTBOBATh YCIEIIHOM peain3a-
[IUY WHHOBALIMOHHBIX MPOTPaMM B JIaHHOM
HaIpaBJICHUN.
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O cneuunduke npuemosn
MY3blKanbHO-MHCTPYMEHTarIbHOro NCNOTHUTENbLCTBA
Yy CTYAEHTOB C OrpaHU4eHHbIMU BO3MOXHOCTAMM 3pEeHUs

C. H. ®eqnn'™<, H. A. Munkesuu?, O. H. XapceHok?,
9. P. llla6aes?, A. C. JIucumenko’

L2343 Kemeposckuil 20¢y0apcmeenublil UHCIUnmyn Kyibnypbl,
2. Kemeposo, Poccus, sergej.fedin@yandex.ru' P4

Annomayusn. 1lpoGneMbl My3bIKAHTOB-UCTIONHUTENEH C OTPaHUYCHHBIMH BO3MOXKHOCTSIMU
3penus (OB3) cBs3aHbI ¢ OTCYTCTBHEM HH(OpMAIIMU, KOTOPYIO HECET 3pEHHUE O MPOCTPAHCTBEHHON
JOTUCTHKE JBWXEHUSA, 00 SMOLMOHAIBHON XapaKTePUCTHKE MABW)KCHHUS M €ro CBA3H C
YMOLUOHAJIBHBIM COJECPKAHUEM My3bIKaIbHOrO Marepuana. Haumbonee ocTpo CTOUT BOIpOC
00 OTpULATENILHOM BIMSHUM CIIOCO0Aa OpPUECHTAIMM TAKOro OOY4aloIerocs My3bIKalIbHO-
UCTIOJIHUTENECKOMY HCKYCCTBY HAa METPOPUTM B IIPOIIECCE PAOOTHI 32 My3bIKAJIbHBIM HHCTPYMEHTOM
HaJl HOTHBIM MarepuajoM. [IpobremMy 5Ty MOXKHO PEUIMTh C MOMOIIBI0 M3MEHEHHS TEXHUKH
UCIIOJIHEHUsI, HO ISl 3TOr0 HEOOXOIMMO Ipojenarh Oosiee AeTalbHBII aHAIMU3 JIBUTATEIbHOU
aKTUBHOCTH My3bIKaHTa-ucnonuutensd. [lannas pabora Obuia mpoBeneHa B KemepoBckom
rOCyAapCTBEHHOM HHCTUTYTE KylbTypbl. E€ pe3ynpTaroM SBUJIOCH CO3/aHUE [BUrATEIbHO-
UI'POBOTO KOMILIEKCA, JIEKAIIET0 B OCHOBE MCIIOJIHUTENBCKON TEXHUKHU HMCIIOJIHUTENSI-0asHUCTA.
B coctaB komIuiekca BONUIM JIBUTATEIbHO-HUTPOBOM TMOJKOMILIEKC, Tomorpaduueckue,
apTUKYJIALMOHHBIE KOMOMHAIIMU, CJIOKHBIE TOMOTpauyYecKue W apTUKYISIHUOHHBIE TPUEMBI,
IPOCTHIE TOTOTpaPUUECKUEe U apTUKYIALMOHHBIE TpUéMbl, Tyme. Kpome Toro, ObUTH BBIAETICHBI
npuéMBbl, KOTOPBIE MOTYT BBIIIOJMHATHCA 3apaHee — MPEeXkJe YeM BO3HUKHET HEeOOXOAMMOCTH B
3By4aHUH TOW WJIM HHOU HOTBI, CO3Byunsi. Onpenenenue pyHKIHA KaXI0T0 U3 MPOCTHIX U CIOKHBIX
NpUEMOB MO3BOJIWIO BBICTPOUTH M3 HUX Ty JOTMYECKYIO CHUCTEMY, KOTOpas Jaja BO3MOKHOCTb
3aMEHUTh 3pUTEIbHYIO OPHEHTALMIO MY3BbIKAHTA-UCIOIHUTENS JBUrATEIbHON, TaKTUIbHOM.
VYopouieHrue NOHMMaHUS CBSI3U XapakTepa JIBUKEHMSI C XapaKT€pOM 3BYUYaHHUS MY3bIKAaJIbHOIO
Marepuana MpuBeNo K MOHUMAaHUIO CYTH TyLIE, KOTOPOE 3aKJII0YAETCsl B CKOPOCTU BBIIIOJHEHUS
aTaky 3ByKa U, CJIEJ0BATENIbHO, B CKOPOCTH BO3pacTaHMs HaNpspKeHUs Mblll. /laHHOE B KOHIE
CTaTbM ONMCAHUE JIEHCTBHUIl Ha OCHOBE raMMbl M apnemxuo /fo madxcop Naér BO3MOXKHOCTb
OCO3HAaTh U aBTOMaTU3UPOBATh IPOLIECC UCTIOJIHEHUS MY3bIKaJIbHOTO MaTepHalia ¢ IOMOIIbIO HOBOI
MY3BIKQTbHO-UCIIOTHUTEIBCKOW TEXHUKH U CIIOco0a OpUEHTAIMK Ha KIaBHAType MY3BIKaJIbHOTO
MHCTPYMEHTA.

© ®enun C. H., MunikeBuu H. A., Xapcentok O. H., [l1abaer 3. P., Jlucumenko A. C., 2021
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Concerning the Specific Features of Musical Instrumental
Performance among Students with Impairments in Eyesight
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Abstract. The problems facing performing musicians with impairments of vision are connected
with a lack of information which eyesight conveys about the spatial logistics of motion, the emotional
characteristic features of motion and their connection with the emotional content of the musical
material. Most acute is the question of the negative impact of the orientation of such a student of
the art of musical performance on meter and rhythm in the process of practice of his or her musical
instrument over the musical material. This problem can be solved by a change of performance
technique, but for this aim a more detailed analysis of the performing musician’s motive activity.
This work was carried out by the Kemerovo State Institute of Culture. It resulted in the creation of a
motive-playing complex lying at the basis of the performance technique of a bayan performer. This
complex was comprised by the motional-playing sub-complex, topographical and articulational
combinations, complex topographical and articulational techniques, simple articulational techniques,
as well as techniques of touch. In addition, those techniques were highlighted which may be carried
out beforehand — prior to when the necessity of a certain note or harmony being sounded. The
definition of the functions of each of the simple and complex techniques has made it possible to
organize from them that logical system which gave the possibility of changing the performing
musician’s visual directedness to a motive, tactile type. A simplification of the understanding of the
connection of the character of motion with the character of the sound of the musical material led
to the understanding of the essence of the musical touch, which consists in the speed of carrying
out the attack of sound and, consequently, in the speed of acceleration of the muscles’ tension. The
description of the actions on the basis of the scale and arpeggio of C major presented at the end
of the article gives the possibility of comprehending and automatizing the process of performing
the musical material with the aid of the new technique of musical performance and means of
orientation on the keyboard of the musical instrument.

Keywords: Kemerovo State Institute of Culture, limitations in eyesight, technique of
performance on the bayan, motive-playing complex
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nenuduka o0y4eHus] My3bIKaJIbHOMY
VCIIOJIHUTENBCTBY JIHOJIEH C OrpaHu-
YEHHBIMH BO3MOMKHOCTSMHU 3pPEHUS
(OB3) oOycnoBineHa TeM, YTO HEKOTOPHIC
SBJICHUS OOBEKTHBHOM J1€HCTBUTENBHOCTH
JUI HUX HENOCTYNHBI. B pesynbsrare 3Toro
UCKAQXKAeTCs CMBICT TEX MOHATHUH, KOTOpbIE
UCIOJB3YIOT XOPOUIO BUASILKE JIFOAX B IIPO-
necce oOUIeHUs U, CJIE0BATENbHO, B My3bl-
KaJbHOM 0Opa3oBaHuu. OCOOEHHO 3TO Ka-
caercsl MOHATHUH, CBA3aHHBIX C XapaKTepOM
U (OpPMOI JBIDKEHHS, CO CBS3SIMH (DOPMBI
JBIDKCHUS U XapakTepa 3BydaHus. Mcnomns-
30BaHME BU3YaJIbHOIO II0Ka3a IIperojaBa-
TEJIEM TOI0 WJIM WHOIO HCIIOIHUTEIBCKO-
ro npuémMa HEBO3MOXKHO Ui HPUMEHEHHS
B I€JAarorn4yeckor MpaxkTuke padoThl C He-
BUIAIIMMUA U cimaboBumanmmu. K coxa-
JICHUIO, JIOTMYECKHE CXEMbI, HCIOJIb3ye-
Mbl€ B BepOaJIbHOM SI3bIKE U OTPaOOTaHHBIE
B IPOLIECCE MHOTOBEKOBOU I1€1arOrMueCcKoin
NPAaKTUKH, HE TAI0T BO3MOXKHOCTh B MIOJIHOM
0o0béMe onMcaTh TO WM MHOE JIEUCTBUE WIN
SIBJIEHUE, KAaK 3TO IPOUCXOAUT IIPU BU3yaJlb-
HOW JieMoHcTpauuu. BepbanbHas nepenada
UH(pOpMAIMK XOTS U 3BYKOBas, HO pacripe-
JIeJIeHa BO BPEMEHU 110 CBOMM 3aKOHaM, W
HEBO3MO)KHO COIIOCTaBUTh JJIEMEHTHI Ha-
yaja U 3J€MEHTbl OKOHYAHUsI JeUCTBUS O/1-
HOBPEMEHHO C MY3BIKaJIbHBIM MaTepuasoM,
B OTVIMYME OT 3PUTEIHHOIO BOCIIPUSITHS.
OTCcyTCTBHE BO3MOXHOCTH OIHUPATHCS
Ha 3peHHe NMPUBOAUT oOydaromuxcs ¢ OB3
emé K OIHOM U3 mpoOieM — HapyUIEHUIO
METpPOpPUTMA B UCIOJIHEHUU HWHTOHAIM-
OHHBIX CTPYKTYp, H3JIO)KEHHBIX B HOTHOM
TeKCTe. Eciu 3psiunii KOHTPOJIUPYET € TO-

MOIIBIO 3PEHUS JBUTATENIbHYI0 aKTUBHOCTh
Y HampaBJsIeT UCTOJHUTEILCKHUM armapar
B HEOOXOAMMOE MECTOIOJIOXKCHHE Ha Kila-
Buarype (Tomorpaduyueckoe), TO JIIOIU
¢ OB3, npexne Bcero, JOJKHBI HAIIyTaTh,
OIIyTUTh 3TO MECTO M TOJHKO TOTOM BHI-
MOJIHUTh HEOOXOAUMBbIE JCHCTBHUA. ITO
CBSI3aHO C MHCTHHKTOM CaMOCOXPaHEHHUS,
n30aBUTHCS OT KOTOPOTO OYEHBb CIIOKHO, U
MMEHHO JTO SIBJSICTCS IPUYMHON HapyIle-
HUS METPOPUTMA MY3BIKAIBHOTO MaTepu-
aja, BOSHUKHOBCHHMS T1ay3, CKOBAaHHOCTH U
3aKaTOCTU MCHOJHUTENBCKOTO armapara.
Eciu s ABMOKSHHS PYKH, KHCTH, TAJIbIIa,
B3STBIX OT/EJIBHO, BHE MCIIOJHECHHS MY3bI-
KaJIbHOTO TPOU3BEICHHUS, MOXKHO HCIOJb-
30BaTh JOMOJHHUTCIBHBIC ICHCTBUS, TO IS
yCTpaHEHHUs YyKa3aHHOW TMay3bl BO BpeMs
WCIIOJIHEHUSI MY3BIKAJILHOTO Marepuala,
MyCTh JaX€ OYEHb KOPOTKOM, HEOOXOIH-
MO MEHSTh CIIOCOO OpHEHTAIMK Ha MY3bI-
KaJIbHOM HHCTPYMEHTE W, CJIEIOBATEIIbHO,
HCIIOTHUTENBCKYIO TEXHUKY, a MJI1 3TOTO
HEeOOXOAUMO TOYHO 3HATh, KAKOM JJIEMEHT
JIBUKCHUSI MEHSTh M B KAaKOW MOMEHT Bpe-
MEHH. JTO CBSA3aHO C TE€M, YTO MY3bIKallb-
HO€ HCKYCCTBO, KaK M €ro TEXHOJIOTHS
peanu3anuu B aKyCTUUECKOU cpefie, pa3Bo-
paunBaeTCs BO BPEMEHH, MPUUYEM HEKOTO-
pble IPUEMBI, €CJIM TOJIBKO HE BCE, SIBIISIOT-
Cs CIIOXKHOCOCTABHBIMHU, U B OOJIBIIIMHCTBE
CIy4yaeB MHOTHE AJIEMEHTHI BBIMOIHSIIOTCS
oJTHOBpeMEeHHO. [Ipo6iieMy MOYKHO PEIITUTh,
TOJILKO TOYHO 3Has, KaKHE SJIEMCHThI MOX-
HO MCHSITh WJIM COBMEIIATh BO BPEMEHH,
a KaKHe HET, IJI TOTO YTOOBI 3aMEHUTH 3pH-
TEJIBHYIO OPUEHTAIIUIO JIBUTATEIIbHOM.
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Haubonee ynaynbiM a1 perieHus JaH-
HOM mpoOJieMbl SBISETCS TPOBEIEHHAS
B KemepoBCKOM rocynapcTBEHHOM HHCTH-
TyT€ KyJbTYypbl Ha Kadeape My3bIKalb-
HO-MHCTPYMEHTAJIBLHOIO HCIOJIHUTEIbCTBA
cucTeMaru3alusi MpUuéMOB 3BYKOU3BIIECUE-
HUS Ha OasiHe, MpUBEAIIAs K OJHO3HAYHOMY
MMOHUMAaHUIO JIOTUCTUKHA BCEX MPOIIECCOB U
SIBJIEHUW, CBA3AaHHBIX C PUEMAMH 3BYKOU3-
BJICUCHUSI, PACIIPEICICHUI0O UX BO BpeMe-
HU Ha yKa3aHHOM MHCTpyMeHte. [Iporecc
yHpaBIEHUS 3TUM WHCTPYMEHTOM ObLIT BbI-
OpaH B CBS3M C TEM, UTO y HETO caMoe 00JIb-
110€ KOJIMYECTBO JIBUTATENIbHBIX ONEpaIui,
HEOOXOJIUMBIX TIPH 3BYKOU3BIICUCHUHU, A U3
OOJBIIEro MPOILE CeIaTh MEHBIIIEE.

[IponenanubIii aHamu3 ObUT BBI3BAH TEM,
YTO OCHOBHOM MPUHIUIT «JI€JIall Kak si»,
HCIIONB3YEMBI B MY3BIKaJIbHO-UCIIOIHU-
TEJIbCKOM Me1aroruke, NpUBEN K pa3IMuHON
TPAKTOBKE MHOTUX IOHATHH, NpUMEHsIE-
MBIX B Y4eOHO-METOAMYECKON JHTEepary-
pe pa3HBIX HCHOJHUTENbCKUX IKoi. Ecmu
IIpY HAJIMYMUU [OKa3a TOTO WA MHOTO MY-
3BIKaJIbHO-UCTIOIHUTEIBLCKOTO SIBJICHUS ATO
MaJlo BIUSET Ha PE3yJbTaT, TO IPU OTCYT-
CTBUHM TaKOBOTO OOBSICHEHHE C TOMOIIBIO
3pUTENIbHBIX acCOLMalui, 3MOLIMOHAIBHO-
TO psAJia 3aBOAUT B TYIHK HE TOJBKO JIFOIEH
¢ OB3, HO ¥ HAaYMHAIOUIUX MY3BIKAHTOB,
HE MMEIOIMHUX OO0NBIIOro NpodeccuoHab-
Horo ombiTa. K cuacteio, B My3bIKaJIbHOM
HCKYCCTBE CYIIECTBYIOT MPUMEPHI, KOIJa
Hapsay C SMOILMOHAIBHBIM 00O3HAYEHU-
€M HCIOJIb3YIOTCSI aOCOTIOTHBIE 3HAYCHMUS.
DTO HE TOJIBKO YaCTOTHBIE XaPAKTEPUCTUKU
TOM WJIM WHOW BBICOTHI 3ByKa, PETHUCTPOB,
HO W 3HAUEHHS METPOHOMA, KOTOpHIE JIEeT-
KO BOCIIPUHUMAIOTC My3blkaHTamMu ¢ OB3.
Jlo n300peTeHuss MeTpoHOMa TEMIT 0003Ha-
YaJiCsi C TOMOIIBIO MOHATHSI, OTPAKAIOIIETO
SMOLIMOHAIBHYIO PEAKLIMIO0 HAa TEMI 3By4Ya-
HUSI TOTO WJIM MHOTO Marepuaja. Y My3bl-
KAHTOB 3TO MPHUHSATO HA3bIBaTh XapaKTepOM

3By4YaHMs] My3bIKH, KOTOPbIIi BECbMa 3aBU-
CUM OT TEMIIa, a TEMII, B CBOI OUY€pEelb,
OT YepeZOBaHMsI JI0JIel TaKTa BO BPEMEHH.
HesaBucumo oT BBEEHUS B MYy3bIKaJIbHYIO
MPAKTUKY aO0CONIOTHBIX 3HAYEHUH, MCKIIIO-
YaloUMX pa3jM4yHOE TOJKOBAHHUE CKOPO-
CTM JBW)XEHUS B MY3bIKE, MY3bIKaJIbHOE
HCKYCCTBO HUYETO HE IMOTEPSIIO, a TOJIBKO
npuobpeno. [lo kpaitHeil Mepe, 3TO OTHO-
CHUTCSI K OJTHOMY U3 Pa3JlelI0B MY3bIKaJIbHON
KyapTypbl — nenaroruke [1; 2]. Takum xe
MIPUMEPOM MOXKET CIIY>)KUTh MPUHATHE 3EM-
HBIM 1IAPOM 3a 3TAJIOHHOE 3ByYaHHUE BBICO-
ThI HOTHI J1s1 iepBoi okTaBbl — 440 T'u. He
MEHee BaKHO MMPUBEACHNE MY3bIKaJIbHO-HUC-
MOJTHUTEIBCKON TEXHUKU K OJHO3HAYHOMY
MOHUMAaHMIO €€ CTPYKTYPHOU OpraHu3alii,
(GYHKIUI JBUTATEIbHBIX 2JIEMEHTOB, HEOO-
XOIUMBIX Ul YIIPaBJIEHUS] UHCTPYMEHTOM,
pacnpenesneHnst UX BO BpPEMEHHU.

Onupasicb Ha CBEIEHHUS M3 METOoAHUYe-
ckoil nutepatypsl [3; 4; 5], HeoOxoauMMO
ObUIO COCTaBUTh MEPEYEHb HCIIOJHUTEINb-
CKUX NpUEMOB U ONUCAHUE JABUKCHHM,
C TMOMOIIBI0 KOTOPBIX OHU BBIMOJIHSAIOTCA.
B pesynprare nosy4nocs Cleayrolee:

1) Tomorpaduueckue npuémsl. B nmure-
paType BCTpEUaroTCsl onmucaHus (uKcaui
PYKHM Ha TOM WJIM MHOM y4YacTKe KJaBuary-
pBl U aNIUIMKaTypa, KOTOPOM HCIOJHSET-
Csl Ta WM MHAs TOCJIEOBATEIbHOCTh HOT,
OIMCAHUE K€ MPUEMOB KaK TAKOBOE OTCYT-
CTBYET.

2) CoHopucTHUYECKHUE NPUEMBI (B METO-
JMYECKON JIUTeparype He OMHUCAHBI).

3) Ilpuémel mexa: pa3KuM, CKUM, Tpe-
MOJIO MeXOM (Bce BHBI), BHOpaTo (Bce
BH/JIBI), pUKOIIET (BCe BUBI) (B TUTEpaType
OTIHMCAHBI).

4) Tywe mexoBoe. B xome paccyxnie-
HUS BBISICHUJIOCh, YTO YCKOPEHUE BEACHHUS
MeXa, 3aMeJJIEHUE BEICHUS MeXa, POBHOE
BEJICHUE MEXa, PhIBOK MeXa, JECUCTBUS U
MBIIIIEYHAs! AKTUBHOCTh HE OIIMCAHBI.
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5) Tlpuémsl mnpennseubs, YMIpPaBIsiO-
IMe KJIaBUIIAMM: HaXXUM, OTIyCKaHHE,
TOJIYOK, CHSTHE, yHIap, OTCKOK, CKOJIbJKE-
HUE, CPbIB (OMUCAHBI YACTUYHO).

6) Tywe mnpenmiedbss — 3TO CKOPOCTb
COKpallleHUs U pacciablieHus]  MBbIIIIL,
YIPABJISAIOMNX NPEAIICYbEM IPU BBIIOJI-
HEHUU BBIIICYKa3aHHBIX TPUEMOB.

7) KucrteBble NpUEMBI, YIpaBIISIOLINE
KJIaBUIIIAMM, — HAXKUM, OTIIYCKaHHUE, TOJ-
YOK, CHATHE, YAap, OTCKOK, CKOJIBKEHHUE,
CpPbIB (OIMCAaHbI YACTHUYHO).

8) Tyiie KuCTeBOE — CKOPOCTh COKpa-
IIEHUs U pacciaaOleHus MBIIIL, YIIPaBIIsAIO-
IIMX KHACTBIO IIPH BBIIIOJIHEHUHU BBIIIEYKa-
3aHHBIX IIPUEMOB.

9) IlanbueBble TPUEMBI, YTIPABISIOLIUE
KJIaBUILIAMH, — HA)KUM, OTITyCKaHHUE, TOIYOK,
CHATHE, yIap, OTCKOK, CKOJIb)KEHHE, CPBIB.

10) ITanbieBoe TyIe — CKOPOCTh COKpa-
IIEHUs1 U pacciabieHus MBIIIL, YIpaBis-
IOLUX MAaJblAMU MPU BBINOJIHEHUH BbILIE-
YKa3aHHBIX IIPUEMOB.

11) ApTUKYISAIIUOHHBIE TMPUEMBI
(cTpyKTypa IpakTU4ECKH HE OIMCaHa).

Brimonnenue npuéMoB B METOAM-

II0T0) Najblla U OCHOBAHUS JIaJIOHU JaBUTh
Ha CETKY, a CBOMM BEpPXOM OIMpaTbcs Ha
peMeHb. Bo BpeMsi urpbl Ha BEpXHEW 4a-
CTH KJIaBUATypbl TpeOyeTcst 0oJiee BBICOKOE
TIOJIOKEHUE JIOKTS, HA HWKHEH JacTu — 00-
nee Huzkoe. [lanbipl 06eux pyk coOpaHsbl,
OKpyIJIeHbl TaK, 4YTOObl 3aMETHO BBIPU-
COBBIBAJIUCH CYCTaBbl. Takoe MONOKEHHE
HaJI0 COXPaHUTh, N30eras HeONpaBIaHHOIO
BBINPSAMJICHUS AJIBLIEB U HE JI0ITyCKas Mpo-
ru0aHus CyCTaBOB BO BPeMsI UTPbI B 00paT-
HYIO CTOPOHY [TaM XKe].

Onupasich Ha JaHHYIO IOCTAaHOBKY PYK
(MCXOTHOE TIOJIOXKEHUE), MTPEACTABIECHHYIO
B pabore «IIpuunHbl HapylIeHUs CTaOUIb-
HOCTHM HCIIOJIHEHMsI Ha 3CTpajae y OasHU-
CTOB U MX YCTpPAaHEHHE B KJIacCE CIIELH-
aJbHOTO MHCTPYMEHTA» [TaM *ke|, y1anoch
COCTaBUTh TAOIUIy MOCIEI0BAaTEIbHOCTU
JIBUKEHHUH, HEOOXOIUMBIX /JIs BBIMOIHE-
HUS MY3bIKaJIbHO-UCIIOJIHUTENBCKON Jes-
TEJIBHOCTH.

Tabnuua 1. [iBuratensHO-MrpoBOM KOMMNNEKC
Table 1. Motor-play complex

YEeCKOM JIUTEepaType OIMUCaHO BeChMa
0000ménHO ¥ pubIM3uTENbHO. JlIIs

JIBUrarenbHO-UrpoBON KOMILJIEKC

pelIeHs] MHOTUX MpPOoOJIeM B UCHOJI-
HUTEJILCKOM HCKYCCTBE HEOOXOIUMO
0ojee THIATENILHO HM3Y4YUTh TPOIECC
HCIIOJTHUTEIILCKUX JICUCTBHI [3].

B kauecTBe OTIPABHOW TOYKHU HC-
MOJIb30BAJIOCh OMHUCAHUE B METOJIHU-
YECKOM JINTEPATypE MOCTAHOBKHU PYK.
[IpaBast pyka, coruyTtas B JIOKTE€, OT-
BOJIUTCS OT TYJIOBHIIA TaK, YTOOBI JTy-
YE3aIsICTHRIN CycTaB HE ObLI COTHYT
HA B OAHY W3 CTOpoH. JleBas pyka,
TOXKE€ COTHYTasi B JIOKTE, IpHKara K
CETKE KOpITyCa JIEBOM YaCTH UHCTPY-
MeHTa. [Ipum 3TOM KuUCTH, Tipomeras
Mo pPEMEHb, JOJDKHA BHYTPEHHEH
CTOPOHOM OCHOBaHUS MEePBOTO (00IIb-

MexoBoil IBHTaTEIHLHO-
WUTPOBOH TIOJKOMITIIEKC

KnaBuiHelii gBUraTeib-
HO-UTPOBON TTOJKOMILIEKC

TexHosOrMYECKHE, APTH-
KyJSIIUOHHBIE, COHOPH-
CTHYECKHE KOMONHALINN

Tonorpadudeckue, apTu-
KYJISIIIMOHHBIC, COHOPU-
CTHYECKHE KOMOMHALINU

B mMexoBoM nmogkoMInieKkce
TOTOTrpaUIECKUX MPHE-
MOB HE CYIIECTBYET

[IpocTsie Tomorpadude-
CKHE PUEMBI

B MexoBOM IToIKOMITIEKCE
ToTOTrpagUIECKUX MPHE-
MOB HE CYIIECTBYET

CrnoxxHbIe Tonorpadude-
CKHE PUEMBI

[IpocThie apTUKYIALMOH-
HbIEC IPUEMBI

IIpocTbie apTUKYIISIIMOH-
HbIE TPUEMBI

CrnoxHbIe apTUKYIISALNOH-
HBIE IIPUEMBI

CnoxXHbBIE apTUKYISAIIUOH-
HBIE ITPUEMBI

Tyme

Tymie
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K ronorpapuyeckum npuémam ObLIN OT-
HECEHBI JIBIDKEHHUS, OTBEUaIoI1e 3a Mmapai-
JIeIbHOE WJIH JTyroO0pa3HOe MepeMelieHre
MCIIOJIHUTENBCKOIO armapara o KiaBuary-
pe. VX BBIMOJHSIOT YacTU PYKH, KOTOpPbIE
MOTYT COBEpILaTh KpPYrOBbI€ JIBHXKCHHUSI:
IJ1€40, KUCTh, TPEThS (pasanra nansua. [lpu
UCIIOJTHEHUH MaJIBIEBOTO TOMOTrpaduyecko-
ro JEHCTBUS HCIIOJB3YIOTCS CIELYIOIINE
TEPMHUHBI: «IOJKJIAJAbIBAHUEY, «IIE€peKia-
npiBaHKe». B mMeTonuueckoi nutepaTtype
3TU TEPMHUHBI HE BCTPEUAIOTCS, HO CYyTh UX
3aKJIFOYAETCS B TOM, YTO KOT/Ia OJMH MaJell
Ha)XKMMaeT KJIaBUIIY, APYTOH majel uiu me-
PEHOCHUTCS Yepe3 HEro, WIN )K€ TOAKIIaIbl-
BAaCTCs IT0J HETO, JIUIS TOTO YTOOBI OBITH I'0-
TOBBIM K BBITIOJTHEHUIO apTUKYISIITUOHHBIX
npuémoB. C MOMOIIBIO TONOTrpapuuecKuxX
MPUEMOB 03BYUYHMBAETCS Ta UM MHAsI 3BYKO-
BBICOTHAsl KOMOMHAIUS.

K apTuxynsimoHHbIM npuéMaM ObLITH
OTHECEHbl JBW)XECHMS, OTBEYAIOIIUE 32
MEPHEeHAUKYISIPHOE TepeMENIeHHEe OTHO-
CUTEJIbHO KJIaBHaTypbl. K HUM OTHOCSTCS:
HaXXUM, TOMYOK, yrnap. C moMoOlIpl0 nepe-
YUCJICHHBIX APTUKYJIALMOHHBIX TPUEMOB
OCYIIECTBIISIETCSl aTaka 3Byka. B 3Tom OT-
HOIICHUU BBIMIOJIHEHUE APTUKYISIITUOHHBIX
MPUEMOB JIy4llle OTaTh BTOPOW M TPEThEN
¢dananre nanblieB, TaK KaKk OHU HE MOTYT
BBITIOJIHSATh KPYTOBBIE JIBMOKEHHS, @ TOJb-
KO crubaHue u pasrudbanue. B OonbiivH-
CTBE IIKOJI, €CJIK HE BO BCEX, UCIOIb3YETCS
COBMEUIEHHOE BBIMIOJHEHHE TOmorpadu-
YECKUX U apTUKYISIUOHHBIX MPUEMOB.
BrlinonusoTCs 3TH ClHOXKHBIE TPUEMBI OJ1-
HOBPEMEHHO CJIEIYIOUIMMH YacTAMU PYKH:
TUIeY0, MPEAIIeube, KUCTh, TPEThs (panmaH-
ra manbia. Eciau tonorpaduueckuii mpuém
MOXKHO BBIIOJIHUTD, 3apaHee MEePEMECTUB,
HanpuMep, Mnajel B ONpeleiEHHYI0 TOUKY
Ha KJIaBUaType, TO apTUKYJISLUOHHBIN MTPU-
€M 3apaHee BBINOJIHUTH HEBO3MOXKHO. Ero
MOYKHO JIMILIb TOTOBUTh, MOCKOJBKY HpO-

LIECC aTaKu 3ByKa, 3aBUCAIIEH OT CKOpPO-
CTH YBEJIMYEHUS CUJIbl 3BYKA, BBIIIOJIHUTH
3apaHee HEBO3MOXHO. [Ipu wncnonHenum
apTUKYISALUOHHOTO W TONOrpaduyeckoro
npuéMa OITHOBPEMEHHO Tomorpaduyueckuit
NpUEM MPUXOIUTCSA BBIMOIHATH B MOMEHT
HayaJla 3ByYaHHs] HOTBI, IIPU aTaKe 3BYyKa.
Ecnu ke Tomorpaduueckue mpuémsl OT-
JaTh IUIevy, MpeaIieublo, KUCTU, TPEThel
dananre manbplia, a APTUKYISIUOHHBIE —
BTOPOM M NIEpBOH (pasaHTe manbia, TO MOX-
HO DPa3leiuTh 3TU NPUEMBI BO BPEMEHHU.
B cBs3u ¢ orpaHnueHHBIM 00BEMOM CTa-
ThU JAJIbHEHIINE pacCyXIeHHUs 00 MCIOJ-
HUTENbCKOM TEXHHUKE OyayT MPOBOAUTHCA
Ha NpUMEPE OAHOTOJOCHOM NalbIEBON
TeXHUKU. bosiee moapoOHO 03HAKOMHUTHCA
C 3TOM TEXHUKOU MOKHO B padote «[Ipuun-
HbI HapYLIECHUS! CTAOUITEHOCTH MCTIOTHEHHUSI
Ha 3CTpajie y OassHUCTOB U UX yCTpaHEHHE
B KJIacCe CIENUATbHOTO UHCTpyMEHTay [3].
[enpb 3TUX paccykJI€HUIN — MOUCK BO3MOXK-
HOCTH 3aMEHUTD 3PUTEIBHYI0 OPUEHTALINIO
Ha KJIaBHAType MY3bIKaJbHOIO HHCTPYMEH-
Ta JIBUTaTEIbHBIM METOJIOM.

1 ocBoeHHsIT MeToAa OpPHUEHTALUU
HEOO0XOMMO HCHOJIb30BaTh APTUKYJISALIM-
OHHBIN TIpuéM — ymap. HapaboTka ciox-
HBIX ToHorpapuyeckux MNpuéMoB (OTHO-
BPEMEHHOE WHTOHUPOBAHUE OJHON HOTHI
U TOArOTOBKA K HWHTOHHUPOBAHHUIO CJIe-
nylomiei) Oymer objerdeHa Tem, 4TO ap-
TUKYIALUOHHAS (YHKIUS BBITOTHACTCS
NepBOM U BTOpOW (anaHramu, a Tomnorpa-
buueckas — TpeThel panaHrod, KUCThIO U
npenmieubeM. IMeHHO Takas koMOuHaIus
yOpoIlaeT KOHTPOJb 3a MHOTO(QYHKIHO-
HaJIbHBIM MY3bIKAJIbHO-UCIIOJIHUTEIbCKUM
npuéMOM. B MOMEHT BBINIOJIHEHUS aTaku
MpUEMOM yJapa HMCIOJHEHUE CIEAYIoLIe-
ro 3ByKa FOTOBHUTCS C IMMOMOUIBIO TOMOTpa-
¢uyeckoro mnpuéma TpeTbel (amaHToMH,
KUCTBIO M IPEAIICYbEM, 3aMaxa BTOPOH
U TepBOM (¢amaHraMu — HEOThEeMJIEMOU
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YaCcTH apTHUKYJIAIMOHHOTO Mpuéma yaapa.
Jlanee criemyeT OTMETUTb, 4TO pabdoras
HaJl UCIIOJIHEHUEM TaMMbl, Mbl MCIOJIb3Y-
€M He MPOCTO MpUEM, a KOMOMHAIIHIO, CO-
CTOSIIIIYIO U3 TOMOrpadUuECKUX U apTUKY-
JSUOHHBIX MPUEMOB, U HAaM HEOOXOIUMO
Oynem paboTaTth B MEIJICHHOM TeMIIE, IO
KpaiiHeil Mepe, Ha HaYaJIbHOM dTare, KOH-
TPOJIUPYSI HE TOJIBKO JIBMKEHHUE, HO U COO-
CTBEHHOE BOOOpaKECHHUE.

Bce BbiensnoxkeHHble 0COOEHHOCTH
BEAYT K HEOOXOAMMOCTH OCTAaHOBUTHCS HA
npuéme ynapa. st onvcaHus npoueaypbl
(dbopMUpOBaHMS YKa3aHHOTO BBIIIE HaBbIKA
IpUMEHsIETCs ramMma /[0 madwcop ¢ anTuiiKa-
Typout: 2; 4; 3; 4; 3; 2; 4; 2. JlaHHas anruiu-
KaTypa HCIOJb3yeTCs TOJbKO g OasHa,
1S hopTenuaHo U akkopaeona — 1; 2; 3; 1;
2;3;4;5.

[Ipu aTake HOTBI 0o 2-M MajiblleM U €&
dbukcanuu, 4-i manen JOJKEH HAXOTUTh-
cs B TOM Tomorpaduyeckoil mo3uIuH, KO-
TOpasi MO3BOJIUT BHITIOJTHUTH MPUEM yaapa
10 KJIaBUIIIE pe, TIPU 3TOM BTOPAasi U TPEThS
dananru 4 manpla JOJDKHBI BBIMOTHSTH
npuém «3amax». [Ipu arake HOTHI pe BTO-
poil u Tpetbelt dananramu 4-ro nanbia u
e€ ¢ukcanuu 2-i maner; pacciabnsercs,
a 3-ii majen ¢ MomolIlblo nepBoil danan-
I'l IepEMEIaeTCsl B Ty TONOTpauuecKyro
MO3UIMI0, KOTOPAasi MO3BOJIUT BBIMOJIHUTH
npuémM yaapa mo KJIaBuIIE Mu, IPU 3TOM
BTOpasi U TpeThs (ananru 3-ro mnasblia
JOJKHBI BBITIONHATH MPUEM «3aMax» Haj
KJIABUILIEH Muy; TMPU aTake HOTHI MU BTO-
poit u TpeThel ¢ananroit 3-ro manplia U
eé ¢dukcaruu 4-i majern J0JDKeH OBICTPO
paccinabuTbCs W TEPEMECTUThCS C TI0-
MOIIIbIO TIEPBOM (pajlaHTU B Ty TOIOIpa-
(bUYeCKyr0 TMO3UIMI0, KOTOpas IMO3BOJIUT
BBINIOJIHUTh TPUEM yaapa IO KJIaBUIIIE
¢a, pu 3TOM BTOpas U TPeThs (ajaHTH
4-r0 manpla JOJKHBI BBITIOJHATH MPUEM

«3amax». [Ipu atake u pukcauuu HOTHI pa
BTOpPO# M TpeThel ¢ananramu 4-ro maib-
na — 3-i majuen paccialnsieTcs U nepeHo-
CUTCSl B Ty TONOrpagUUecKyro MO3UIUIO,
KOTOpasi TO3BOJIUT BBIIOJHUTH IPUEM
«yzap» 1o KJIaBHILIE collb, — U TaK JaJiee 10
OKOHYaHMs TaMMBbI B OJIHY OKTaBy. JlaHHbIE
JNEUCTBUS TPOUCXOAAT NPH HCIOJHEHHUH
raMMbl BBEpX U BHHM3. B ouyeHb OBICTpBIX
TeMnax npuém «puxcanus» He TPUMEHs-
€Tcs, Najel cpa3y K€ BBIIOJHSIET NMPUEM
«paccnabnenuey. B 3aBucumoctu ot npea-
[0JIaraeéMoro Xapakrepa 3BYyKa, WCIIOJIHU-
TEJIEM MEHSETCS CKOPOCTh aTaK/ U OKOHYa-
HUA 3ByKa, TO €CTh Tyle. Pabora ¢ rammoit
o madsicop npoBOAUTCS 10 TOHUMAHUS JI0-
TUCTUKH HaBBIKOB.

[TapannenbHo paboTe ¢ raMMOM MOX-
HO paborars c apnemxuo. Ilocienosa-
TEJIbHOCTh NEUCTBUU OCTAETCS MPEKHEH
HECMOTpS Ha TO, YTO B apHeIKUO MPHH-
IUII WUIPbl JBUIaTEIbHO-UI'POBBIM MOJ-
KOMIUJIEKCOM C IpeIBapUTEIbHOM NOJ-
TOTOBKOM HCIOJHEHUS 3ByKa YacCTUYHO
peanu3oBaH ¢ MOMOUIbIO MO3ULUNA KUCTH
u npenmieubs. Cienyer OTMETUTh, YTO
K CJIEAYIOUIMM raMMaM M apiekuo MOxX-
HO NIEPEXOUTH J10 MOJIHOM aBTOMaTU3alluH
HaBBIKOB, C(QOPMUPOBAHHBIX Ha TamMMme
Lo maoicop.

[IpennoxeHnHasi TeXHUKa AAET BO3MOXK-
HOCTb KOMIIEHCUPOBAaTh U YCTPaHUTh IIPO-
6nembl My3bikanTa ¢ OB3, cBsa3anHbBIE CO
crocoOOM OpHEeHTallMM Ha KJIaBUaType,
3apaHee MOJArOTABINBAs MCIIOJHUTEIbCKUN
ammapar JUisl B3STHS HEOOXOIMMOW HOTHI,
HE3aBUCUMO OT €€ MECTOIOJOXKEeHUs. BbI-
JIeIeHUe U3 KOMILJIEKca JBMKEHUH apTH-
KYJISILUOHHBIX IPUEMOB, PAa3BEACHUE UX C
MOHATHEM «TYILIE» MO3BOJUT PELIUThH MPO-
07eMy OCO3HAHHUS IMOHSITHUH, CBA3aHHBIX C
XapaKTepOM JBUKEHUS U XapaKTEepOM 3BY-
YaHUs MY3bIKQJIBHOTO Marepuaia.
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Cneuuncuka paboTbl C NO3ITUHECKUM TEKCTOM B MOCT- onepe
(Ha npumepe nubpetTo «Mapko NMono» TaH [lyHa')

EJjena BacuiabeBna Kuceesa'?

'Pocmosckas eocyoapcmeennas koncepsamopus umenu C. B. Paxmanunosa,
2. Pocmog-na-/{ony, Poccus,
e.v.kiseeva@mail.ru, https://orcid.org/0000-0002-8403-6144
?Akademus apxumexmypol u uckyccms FOoicnozo @edepanvho2o ynusepcumema

Annomayusa. B onepaom tBopuectse J[>xona Anamca, @ununna [nacca, Tan Jlyna, Mepenur
Monk, Ctuena Paiixa npencrtaBieHbl IPOU3BEACHUS, KOTOPbIE CIOXKHO OTHECTH K KaKOH-JINOO
Pa3HOBUHOCTH akKaJieMHU4yecKkoil omepsl. HenmueltHble crocoObl IpaMaTypruyeckoro pa3BUTHA,
MIPUHLUIIBL Pa3BEPTHIBAHUS IO3TUYECKOIO TEKCTa, HAIIPABICHHBIE Ha pa3pyllIeHHE Happaruba,
Hapsily ¢ HOBBIMU KOMITO3ULIMOHHBIMU 3aKOHOMEPHOCTSIMU SIBIISIOTCS SIPKUMU OTIIMYUTEIBHBIMU
0COOEHHOCTSIMHU JTaHHBIX MPOU3BEICHUI U MO3BOJISIOT B3MISHYTh Ha ONEPHBIN JKaHpP MO HOBBIM
pakypcom. [Ipobraema B3auMoeicTBUSI My3bIKM M JJpaMbl, CTaBIIasi KPAaeyroJbHbIM KaMHEM ISt
MHOTOUYHUCJIEHHBIX OIMEPHBIX peQOopM, B COUMHEHUSAX HA3BAHHBIX KOMIIO3HUTOPOB MOTEPsIa CBOIO
aKTyaJIbHOCTb.

OTtedyecTBEHHBIM MY3bIKO3HAHHEM O0O3HAYECHHAs MpoOieMaTHKa MPaKTHYECKH HE U3y4eHa.
Teoperuueckoit mmarpopmoil, HEOOXOAMMOUN MJIsI MOHWUMAHUS HOBOW OINEPHOW SCTETHKH,
BBICTyNalOT KoHUenuuu Xanca Tucca Jlemanna, Opuxku ®umep-Jluxre, Enener Hosak.
OOBsicHS TeaTpallbHble U MY3bIKaJIbHO-TE€ATPAIbHbIE TOCTAHOBKH C TOYKU 3PEHUS BOIUIOIIECHUS
B HUX JICTETUKU Nep(OPMATUBHOCTU M NPHUHIMIIOB IOCTIPAMATHYECKOTO TeaTpa, OHU JAIOT
BO3MO)KHOCTh 0003HAUUTh HOBATOPCKHE IPOM3BEICHUS Kak IMocT- omnepbl. Ha mnpumepe
aubperTo onHoakTHOW onepsl «Mapko ITono» Tan JlyHa aBTOp cTaTbu JE€TaJIbHO pacCMaTPUBAET
cneun(puky paboOTbl € MOITHUYECKUM TEKCTOM M OCOOCHHOCTH IPOYTEHHs JIMTEPaTypPHOIo
IIEpBOUCTOYHUKA. B 1eHTpe BHMMAaHHUSA HAXOATCA IPHUHLMUII CO3JaHUsS CMBICJIOBBIX Pa3pbIBOB
U METOJbl KOJJIaXKa, CErMEHTHPOBAHUs, HUBEIMPOBAHUS KOMMYHHKATUBHOW (YHKLMHU CIIOBA.
B pesynbrare npoBeIEHHBIX UCCIEAOBAHUM aBTOP MPUXOAUT K BBIBOJAM O TOM, YTO HapyLICHUE
B INOPETTO crioco0a pa3BEPTHIBAHUS MO3TUYECKOTO TEKCTA U U3MEHEHHE ero (PYHKIIUH B CO31aHUHU
CHUHTETHYECKOTO IEJOro HEoOXOIUMO JUIsl CO3JaHHsl HOBOH ()OpPMBI ONEPHOTO CIEKTAKIs —
crnekrakisi-neppopmanca. Ero ommmunrenbHoil 0COOEHHOCTBIO SBISIETCS YCUIICHUE POJIUA 3PUTEIS
B () OPMHPOBAHUHU CMBICIIOBOTO IMOJISI COUMHEHHSI.

© Kuceesa E. B., 2021
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Original article

Specific Features of Work with the Poetic Text in the Post-Opera
(by the Example of Tan Dun’s Opera Marco Polo)

Elena V. Kiseyeva'?

'Rostov State S. V. Rachmaninoff Conservatory,
Rostov-on-Don, Russia,
e.v.kiseeva@mail.ru, https://orcid.org/0000-0002-8403-6144
’Academy of Architecture and Fine Arts of the Southern Federal University

Abstract. The opera repertoire by John Adams, Philip Glass, Tan Dun, Meredith Monk and
Steve Reich is comprised of works that are difficult to attribute to any known variety of academic
opera. Non-linear methods of dramatic development, the principles of unfolding a poetic text
aimed at destroying the narrative, along with new compositional patterns — these are all striking
distinctive features of such compositions, and they present the possibility of perceiving the genre
of opera from a new perspective. After all, the issue of interaction between music and drama, which
has become the cornerstone for numerous opera reformations, has lost its relevance in the works of
the aforementioned composers.

In Russian musicology, these issues have remained practically entirely unstudied. A theoretical
platform necessary for understanding the new aesthetics of opera may be found in the concepts of
Hans Thiess Lehmann, Erika Fischer-Lichte, Elena Novak. By explaining the theatrical and musical
theater performances from the angle of manifesting in them the principles of post-dramatic theater,
they present the possibility of labeling the examined innovative works as post-operas. Post-opera
demonstrates the specific features of the genre’s functioning in the conditions of a postmodern
culture, in which opera acquires particular aesthetic properties that are not characteristic of it.
The author of the article examines in detail the specificity of working with the poetic texts and the
peculiarities of reading the literary source, as shown by the example of the libretto of Tan Dun’s
one-act opera Marco Polo. The focus is on the principle of creating semantic breaks and methods
of collage, segmentation and leveling of the communicative function of words. As a result of this
research, the author comes to the conclusion that a disruption of the means of unfolding the poetic
text in the libretto and an alteration of its function of creating a synthetic whole become necessary
in order to create a new form of opera performance — the show-performance. The distinctive feature
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of the latter is the strengthening of the role of the audience member in creating the semantic field

of the composition.
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text
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a pyoexe XX—XXI BekoB ormep-

HBI JKaHp BKJIIOYMJICS B OAHY W3

BEIYIIUX TEHACHIMH Pa3BUTHUS HC-
KYCCTB, TIOJTyUHMBIITYyIO B pa00Tax COBPEMEH-
HBIX MCcreoBarenell Ha3BaHue «ephopma-
TUBHBIN 1TOBOpOT» [1; 2]. Ero xapakrepHbeiM
KaueCTBOM CTajla TeaTpaju3alusi TBOpue-
CKOTo Ipoliecca, B pe3ysbTaTe 4ero B pas-
JMYHBIX BUAAX UCKYCCTBA POXKIAETCS HOBas
(dopmMa XyIOKECTBEHHOTO BBICKA3bIBAHMS
— cnekrakib-nepopmanc. B TBopuecTBe
KOMITO3UTOPOB, PEXHUCCEPOB, ApamMarypros,
XyJIO)KHIUKOB Ha CMEHY apredakra Mpuxo-
JUT XYJ0KECTBEHHOE COOBITHE, B CO3IaHUU
KOTOPOTO TIPUHUMAIOT HENOCPEACTBEHHOE
yuactie 3purenu. CoIlacHO MHEHMIO aB-
TOPUTETHOTO MCCIIeAoBaTeNsl B 00IacTH co-
BpeMeHHOro tearpa Dpuku Puiep-Jluxre,
TaKOW CHEKTAaK/Ib BOBHUKAET «KaK pe3ysIbTaT
WHTEPAKIINN MEXY UCTIONHUTEISIMHA U 3pH-
TeSIMI», a «cneuupuka XyIdoKeCTBEHHOU
MIPUPOBI CIIEKTAKIISI COCTOMT CKOPEE B €ro
coObITHIHOCTH». COOTBETCTBEHHO, B COBpE-
MEHHOM Tearpe IMPOUCXOIUT CBOEro poja
CMEHA Xy[I0)KECTBEHHOW MapagurMbl — «Ie-
pexo OT KOHLENIMU Tearpa Kak Mpou3Be-
JICHUS] UCKYCCTBA K KOHIICTILIUM TeaTpa Kak
coObITHs» [1, c. 64—65].

Jlis oOBsICHEHUSI BCEro IIMpPOYAMILIero
CIEKTpa Xy/I0KECTBEHHBIX MPAKTHK (B TOM
quciae W neppOopMATUBHBIX), BOZHUKIINX
B TeaTpajbHOM M MY3bIKaJIbHO-TEATpasb-

HOM HMCKycCTBe KOoHIa XX Beka, XaHc-Tuce
JlemaH npeutaraeT KOHUEIIHAIO IOCTAPaMa-
THYeCKoro tearpa. ConiacHO MHEHHUIO y4é-
HOI'O, OIPENEIECHUE «IOCTAPAMATUYECKUN
tearp» (OyKBaJIbHO: Tearp IOCJe Apambl)
OTHOCHMO K TAKUM MPOU3BEACHUSAM, B KOTO-
PBIX OTCYTCTBYET TPAAUIIMOHHBIN NIJisl aKa-
JEMHYECKOI0 Te€aTpa MpUMaTr NOITUYECKOTO
TekcTa. Jleman ormeuaet: «/[pamaTnueckuil
Tearp NOIYUHAETCS IJIABEHCTBY TEKCTA.
B Tearpe HoBoro BpeMeHnu npencrasieHue
0OBIYHO OBLIO BCErO JIMIIL AeKJIaMalied 1
WJUTIOCTPAlMe HaMCaHHOM Apambl. Jaxe
KOT/Ia Crofa 100aBIsuIUCh (M Jake HauuHAIIN
JOMUHUPOBATh) MY3blKa M TaHEL, ‘“‘TEKCT”
B CMBICJI€ HEKOM JIETKO CXBAThIBAEMOW Hap-
pPaTMBHOM W MBICIUTEIIBHON TOTaJIbHOCTH
BCErJa OCTaBAICS OMNpeneaomum» |3,
c. 8]. 1 nanee: «Onpexaenenue “noctapama-
TUYECKHUI MPUIIaraeTcs K Tearpy, KOTOPbIA
cuuTaer ceds BIpaBe ONEPUPOBATH 3a Mpe-
neaaMu paMbl B Hamie Bpems... “Ilocne”
JIpaMbl O3HAYAET, YTO CamMa OHA COXPaHACT-
Cs B Ka4e€CTBE CTPYKTYpPHl “HOPMAJIBHOIO”
Tearpa, HO TOJIBKO B Kau€CTBE CTPYKTYpPbI
OCJIa0JICHHON W B 3HAUUTEIHHOU CTEICHH
yTpaTuBLIEH JOBEPHE...» [Tam ke, ¢. 41].
Konuenuuiwo mnoctapaMaTU4ecKkoro Te-
aTpa IJid XapakTepUCTUKU HOBALUW, MPO-
M30IIEAIINX B COBPEMEHHOM ONEPHOM Te-
arpe, BnepBble nmpuMeHuna Enena Hosak,
peyIoKuB Beaen 3a JlemanoMm ompenene-
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HUEe «mocT- omepa» [4]. Hccienosareinb
CIPaBEIJIUBO OTMETWJIA, YTO «TPATUIIH-
OHHasi omepa CTPYKTypUpPOBaHA JipaMaTu-
YEeCKUM TEKCTOM» H, TJIaBHOE, 0o0paruia
BHUMaHUE Ha TOT ()aKT, YTO B MOCT- OMeEpe
«HE OTBOJUTCS NMEPBOCTEIIEHHOE 3HAYCHUE
Jpame, TPEACTaBICHHON B TEKCTE JTUOPET-
To». PazHMIIa MeXIy JpamMaTUyecKUM H
NOCT-APAMATUYECKUM T€aTPOM 3aKIF0YaeT-
Cs B «JIpYTOM ACTETUYECKOM JIOTHKE, JIexkKa-
el B OCHOBE COBOKYITHOCTH 3JIEMEHTOB,
KOTOPbIE BMECTE COCTABIISIIOT T€aTpaibHOE
coosiTUe» [4, p. 22].

C Hamel TOYKM 3pEHMs, IS aJeKBaT-
HOTO NTOHMMAaHUSI ONEPHBIX MPOU3BEIACHUM,
co3maHHbIX Ha pydexke XX—XXI BekoB u
HapyLIAIONIUX CTPYKTYPY aKaJIeMHUYeCKOTO
OTIEPHOTO CIIEKTAKIIA, HEOOXOTUMO 00bEH-
HEHUE JIByX BBIIICHA3BaHHBIX KOHIICHIINI
(mepopmaruBHOTO MOBOPOTA M TMOCT-Jpa-
MaTU4YeCKoro tearpa). Benb MMEHHO criek-
TaKJIb-TiephopMaHC ¢ €ro omopoil Ha UACIo
coydacTusi 3puTeis TpeOyeT HapyIIeHUs
CJIOKUBILIUXCS MTPUHIIMIIOB U3JI0KEHUS 1103-
TUYECKOTO TeKcTa B mubperto. Ecnu B Tpa-
JTUIIMOHHOM orepe, OCHOBaHHOW Ha 3aKOHaX
JpaMbl, TOATUYECKHM TEKCT U CIoXKeTHas (a-
Oyna OmpeeIsIIOT X0/ ONIEPHOTO JEHCTBUSI,
TO B MOCT- OIEpe TpaHC(HOPMUPYETCS CIO-
co0 ero pa3BEPThIBAHUS U U3MEHSIETCS POJIb
B CO3JJaHUU CUHTETHUYECKOTO IEJIOTO.

Crnenyer OTMETHUTb, UTO JAJIEKO HE BCE
COBPEMEHHbBIE OIEpPHBbIE IPOU3BEACHMUS,
acCOLMUPYIOIINECS C HOBU3HOM, CBSI3aHBI
C ACTETUKON MepPOpMATUBHOCTH U MOTYT
ObITH 0003HAYEHBI KaK MOCT- OMEpPHI. 32 Mo-
ClIeTHUE AECATUIETUS IPKO 3asBUIIHN O cede
B Te€aTpajJbHOM MPaKTUKE U 3aBOCBAJIM BHU-
MaHUE POCCUUCKHX HCCleoBaTeNel couu-
Henus J[xona Anamca («Hukcon B Kutaey,
«Cwmepts Knuarxoddepar), Kaitn Caapua-
x0 («JIro60oBb U3MaTEKaY, «Math Apruanay,
«Omunmny), Opuapuxa Xaaca («Menauxo-
Tus», «YTPO U BeUep») U MHOTHE JIpyTue

paboThI, B KOTOPBIX MPEACTABICHBI HOBBHIE
JUISL KaHpa SI3bIKOBBIE 3aKOHOMEPHOCTH —
MCIOJIb30BaHNE PACHIMPEHHBIX BOKAJIbHBIX
TEeXHUK, COSTUHSIONINX TPaTUIIMOHHOE bell
canto, Sprechstimme, >IEKTpOHHOU oOpa-
6otku Tosoca (omepsl Caapuaxo); BKIIIO-
YeHHe DJIEMEHTOB JKa3a U POK-MY3bIKH
(Amamc); mnpUMEHEHHE MHMKPOTOHOBBIX
CTPYKTYp ¥ HapaOOTOK MPOCTPAHCTBEHHOU
xoMriozuninu (Xaac). OgHako BO Bcex Ie-
PEUNCIEHHBIX MPOU3BEICHUAX COXpaHEHa
CTPYKTypa OO0JbILOH, MO0 KaMEepHOU ore-
PBL, U TEKCT JUOPETTO OmpeneiseT Apama-
TYPrU4€CKYI0 U KOMIIO3ULIMOHHYIO JIOTHUKY
(mogpobHee 0 Ha3BaHHBIX omepax Anjamca,
Caapuaxo, Xaaca cm.: [5; 6; 7]).

Yro kacaercs crienupuku paboThl ¢ MO-
TUYECKUMHU TEKCTaMH B TIOCT- ONEpPE, TO
o0l MOChUT 3[1eCh TaKOB: JMOPETTUCTHI
Y KOMITIO3UTOPBI BCIYECKH CTPEMSATCS OTKa-
3aTbCs OT CJIOBa KaK MCTOYHMKA KOMMYHHU-
KallM¥ ¥ TAaKUM 00pa3oM YHTH OT JTMHEHHOMN
JIOTHKY 1oBecTBoBaHus. [Ipu pabote ¢ nos-
TUYECKUMH TEKCTaMH aBTOPBI HCIOIb3YIOT
IPUHIIMIT CO3/IaHUS CMBICIOBBIX Pa3pbIBOB,
npu€éMbl CErMEHTUPOBAHMS, KOJIJIaXa, KO-
TOpbIE CIIOCOOCTBYIOT HapyLIEHUIO TpPaJu-
LIMOHHOTO X0/1a IEUCTBUS U HANIPaBJICHBI Ha
pa3pylIeHue CMbICIIA, MEepPeAaBaeMoro pa-
Hee yepes CII0BO.

Tak, nnst co3gaHusi CMBICTIOBBIX Pa3pbl-
BOB aBTOPHI BKJIFOYAIOT B COYMHEHUS (ppar-
MEHThI TEKCTOB Ha HEM3BECTHBIX LIMPOKOU
nyOnuKe s3bIKax: B paHHUX onepax Pu-
nuna [acca UCronb3yloTCsl BBIIEPKKH Ha
caHckpuTe («Carpsarpaxa»), IpeBHEETUIIET-
CKHE TEKCThI («IDXHATOH»); CErMEHTUPOBa-
HUE TEKCTa MyTEM CBOOOJHOTO YepeaoBa-
HUS IOTUYECKUX CTPOK, CIIOBOCOYETAHU,
OTIENBHBIX CJIOB M3 mo3Mkbl L1oit FOans Ha
S3bIKe MTMHBUHb U B aHIJIMKACKOM TpaHCIU-
TEpalMK IPEICTaBIEHO B omepe «JleBiTh
necen» Tan Jlyna; B onepe «Crnenbie» bear
dyppep COeAMHMUIT HE CBA3aHHBIC €IUHOU
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TEMAaTHUKON M 3ByUalllue Ha Pa3HbIX sI3bIKAX
TekcTbl Mopuca Merepnunka, I[lnatona,
Opuapuxa ['énpnepnuna, Aptiopa PemoOo.
Texkct nMOpPETTO B MOCT- ONEpPEe MOXKET
OCHOBBIBAaTbCS Ha BBIPBAaHHBIX M3 KOH-
TEKCTa, JHOO JHUIIEHHBIX CEMaHTUYECKOU
Harpy3ku (paszax. Takue mpuMepbl MOXK-
HO oOHapyxuTh B onepax CtuBeHa Paiixa
«Tpu wucropum» u «llemepa», Imacca
«OuHITEHH», Anamca «Jloktop Atom-
Hbll». Tak, Palixom u ero coasropoM bepuin
KopoT B kauecTBe OCHOBBI AJis JUOPETTO
ObLTM M30paHbl BBIJCPKKH W3 HWHTEPBBIO,
ra3eTHbIC 3aroJIOBKH, OTJENbHbIE (Ppa3bl U
(dbparMeHThl JUAJNOTOB YUYEHBIX, MOIUTHYE-
CKHX JIesITelIe U AYXOBHBIX JTUAEPOB (TO-
pobnee cM.: [8, ¢. 99—100]). I'macc u Pobept
YUICOH NpU CO3AaHUU «DUHIITEHHAY HC-
MOJIb30BANIN JIMIIEHHBIE CMBICTA (pa3bl U3
MOHOJIOTOB MaJIbuMKa-ayTUCTA, OTAEIbHbIC
cioru u poHemMbl. KoMmo3urop akieHTupo-
BaJ MY3BIKQJIbHYIO MPHPOILY CIOBa, M30e-
ras rnepejayd 4epe3 CJI0Ba ONpPEAeTIEHHBIX
cMBICIOB (moapoOHee cM.: [9, c. 60—63]).
[Tutep Cennapc B aubperro omnepsl «/lok-
TOp ATOMHBIN» CO3/1all KOJUTaX W3 (par-
MEHTOB PaCCEKPEUCHHBIX MTPABUTEIIbCTBEH-
HBIX JOKYMEHTOB, COOOIICHUH YYEHBIX H
BOCHHOCITY>KalllUX, YYaCTBOBABIINX B IPO-
€KT€ 110 U3TOTOBJICHUIO U 3aIlyCKy aTOMHOM
60MObI B KOHIIE BTOpoil MUpOBOI BOWHHBI.
Kpome Toro, B 1MOpeTTO BXOAST BBIAEPKKH
u3 nod3uun Yapussa bognepa, Mropuan Py-
Kei3ep, coHeToB /[xona JloHHA, TEKCTOB U3
BeaINUYeCKoro 3moca «bxarasar-I utay.
HaubGonee pagukaibHbIA MOIXOM K JIU-
OpeTTo TpencTaBiIeH B omepax Mepeaut
Mouk. Hanpumep, B 110peTTo onepsl «AT-
Jacy», MOCBAIEHHON MeTahU3UUECKH TpaK-
TyEMOW UCTOPUH KU3HU 3HAMEHHUTOU ITyTe-
necTBeHHUIBI Asekcanipsl JlaBua-Heens,
Oomblias 4acTh BEpOAIBHBIX TEKCTOB Opra-
HU30BaHa [0 NPUHIUITY CITy4YaiiHOU KOMIIH-
astiian cioroB. [Ipu ux BBIOOpE KOMIIO3UTOP

onupajiach Ha JIBa NPUHIMUIA: MPU IPOU3-
HOLICHUU CJIOTOB NOMYEPKUBAIACH UX MY-
3bIKaJIbHAS IPUPO/IA, TUOO CIOTH SBISIIHCH
ab0peBuaTypamMu CJIOB Ha Pa3jM4YHBIX PO-
MAaHCKHX S3bIKaX, YTO COBMECTHO C TEKCTOM
MYy3bIKaJIbHBIM 00pPa30BbIBAJIIO CBOETO PoAa
MHOTOS13bIKOBYI0 KOHCTPYKIIMIO U BbI3bIBa-
JI0 aCCOLMALIMY C IIPOU3HECEHUEM 3aKJINHA-
HUS BO BpeMsl BOOOpaKaeMoro puTyasa.

B kauectBe sIpkOoro mnpumMepa BOILIO-
IIEHUS TIPUHLHUIIA CMBICIOBBIX Pa3pbIBOB
C TPUMEHEHUEM BCEX BBIIICHA3BAHHBIX
NpUEMOB pacCMOTPUM OCOOEHHOCTH pabo-
TBI C MIOOTUYECKUM TEKCTOM B OJHOAKTHOM
onepe «Mapko ITono» Tan yna. JIuOpert-
TO TPOU3BEACHUS CO3[JaHO aMEPUKAHCKUM
¢duonoroM, pexXUccEPOM U CLIEHAPUCTOM
[Tonom TI'puddurom Ha ocHOBe pomaHa
uranbssHckoro nucarens XIII Bexa Pycru-
kesuto na [1uza. B nubperTo Takke npupie-
yeHbl (pparmMeHTsl ctuxorBopeHnid Jlu bo
— MPEACTABUTENA KIACCUUECKON KUTANCKON
no33uu nepuona quHactuu Tan (VIII Bek).
B ocHOBe nepBOMCTOYHMKA JIEKHUT ITOBE-
CTBOBAaHHUE O MPUKIIOYECHUSAX 3HAMEHUTOIO
WUTAIBSHCKOTO KyIllla U IyTEIIECTBEHHU-
ka Mapxko Ilono, ornpaBusmerocs us Be-
Henuu B KuTail m npoBeaiero B JajabHUX
cTpaHcTBUsIX Oonee nBaamaru jnet. I[locne
BO3BpPAIllCHUSI HAa POAMHY OH Y4acCTBOBAI
B BoitHe Mexny Benerueit u I'enyelt, Obu1
IJICHEH U, HAXOMSCh B 3aTOUYEHUH, ITO3HAKO-
MUJICA ¢ nucaresneM Pycrukemio, koTopo-
MYy W IIPOJMKTOBAJ MOBECTh O CBOUX YIHU-
BUTEIIbHBIX NyTelecTBUAX. JluteparypHoe
counHenne «llyremecrBus Mapko Iloso»
pa3lleIeHO HA YEeThIPE YacTHU M BKIIIOYACT:
onucaHue myrtemecTBus or Manoil Apme-
Huu 10 Kuras; pacckas o )KU3HU IIPU 1BO-
pe XyOunai-xaHa, HCTOPHUIO TOCEIICHUS
Snonun, Uuauu, Hlpu-JIlanku, BOCTOYHOTO
noOepexbsi AQpUKH, a TAKKe OTOOpaKeHHE
BOEHHBIX KOH(IMKTOB MEX]ly MOHTOJIaMU U
COCEHUMHU HapOJIaMH.

174



Problemy muzykal'noj nauki / Music Scholarship. 2021. No. 4

0

B nubperro He coxpaHeHa CHOKETHas
¢dabyna, ero TekcT abOCTpakTeH, comaep-
JKUT BBIXBAYCHHBIE U3 KOHTEKCTa (pas3bl U
CKopee TPHUOMMKEH K JIMTepaType MOTOKa
CO3HAHUS C XapaKTEPHbIM ISl HEE OTCYT-
CTBUEM COOBITUHHOCTH U AaKIEHTHPOBa-
HUEM MBICIIUTEIILHOTO MPOIEecca U TMCUXO-
JIOTHYECKUX OCOOEHHOCTEW BOCIPHUSITHS
OKpY’KaroLero Mupa. B kaxxiou cueHe Jim-
OpeTTo JHUIb OTHETbHBbIE (pa3bl SBISIOTCS
UTaTaMd M3 OPUTHHAIBHOIO JIUTEpaTyp-
HOTO TeKcTa: «Sl He paccka3al U INOJOBU-
Hbl TOTO, YTO BUJEI» (HAyajao CLEHHI 1),
«5l (Mapxko Ilono), moit oter, Mot asiast U
JIBa MOHaXa IrOTOBbI K Hadally HAIEro Iy-
TEUIECTBUS Ha paccBeTe» (ClieHa 2) U T. [I.
BonbMHCTBO COOBITHI ONEPhl HE CBSI3aHBI
¢ coxepxkanueM «llyremecTBuit», a BKItO-
YalOT OTCHUIKA K HEKOEMY BBIMBIIIJICHHOMY
nytemecTBuio. O CTpyKType MEepBOUCTOY-
HUKa HAlOMHHAET JeJieHHe JIUOpEeTTo Ha
yeThlpe cueHbl («3umay», «BecHa, «Jletoy,
«Ocenb»)’. llects kaptua omnepsl («Ilmo-
maab» — crueHa 1; «Okean», «PwIHOK» —
cueHa 2; «Ilycteiasy, «I'nmanan», «CreHa»
— cueHa 3; «Benukas kuraiickas CTeHa» —
cueHa 4) coaeprkar 3HaKd, HaMEKarolue Ha
nyTh, IporaeHHsii Mapko [lono ¢ 3amana
Ha Bocrok.

JIns JaHHOTO UCCJIENOBAHUS BaXKHO U
TO, YTO B JIMOPETTO OTCYTCTBYET TPaIUIIU-
OHHAas JUIsl ONEPHOM ApamMaTypruM JIOTHKa
MOBECTBOBaHUS. BepOasibHBIN U clieHnYe-
CKMU TEKCThl Ka)XJOM KapTHUHBI BBICTpA-
MBAIOTCSd HAa OCHOBE pa3pO3HEHHBIX Qu-
nocodcko-nodTnyeckux uzpedeHuil. Tax,
B KapTuHaXx «PeIHOK», «IlycThIHAY, «Benu-
Kasi KUTalCKasi CTEHAa» COJIEpIKaTCs CIedy-
fomue yreepxkaenus: «Kaxmnoe nuio — 3to
Macka»; «Pa3BuTue TBOEW HCTOpHHM — 3TO
BBIIITUBAHUE KOBPA, TI0 KOTOPOMY ThI BEAEITH
paccka3 y3zopamu u ménkom» u «lIpexne
YeM MEepPEeNTH B HACTOsIIIEE, MPOIIIOE BILIE-
TaeTcs B mamsaThy; «llyTemiecTBue sSBIsET-

Csl 4acThIO TeOs, WIN Thl — YaCTh IyTeIIe-
cTBUsA?». B KauecTBe OCHOBHBIX NMPHUEMOB
aBTOp JIMOPETTO MCIIOJIB3YET CETMEHTAIUIO
TEKCTa, BBIICJIECHUE U TIOBTOPEHHUE OT/EIb-
HBIX €ro CJOB: Ha MPOTSKEHUU BCEH ore-
PBI IOBTOPSIETCA HA JIECSATU Pa3HbIX SI3bIKAX
CJIOBO «ITyTELIECTBUE, B IEPBOM CLIEHE 00-
pamiaetr Ha ce0s BHUMAaHHE MHOTOKPAaTHOE
BapbUPOBAHUE CIIOB «UATH, KIIPUXOIUTHY,
«YXOZIUTH», BO BTOPOM CLIEHE — «30JI0TO,
«WENK», «BONA», B TPETbEH — «BETEPY,
«TUIIMHA», B 4YeTBEpPTOU — «lUManamy»,
«BO3IYX». BOJBIIMHCTBO TEKCTOBBIX (hpa3
HE MIPOU3HOCSTCS CIUTHO, a 3ByYUT B pazo-
PBaHHOM BHJI€ C IOBTOPEHUEM OTHEJIBHBIX
CJIOB, IIPEIJIOTOB, CIIOTOB, (JOHEM, KOTOPBIE
POXIAIOT 3BYKOBBIE A(PPEKTHI.

Co3naHuio CMBICIIOBBIX PA3pBIBOB CIIO-
COOCTBYIOT M crnenupuyeckas TpaKTOBKa
TIaBHBIX TEPCOHAXEH, M OCOOEHHOCTH X
B3auMozelcTBUs. B ommume or nurepa-
TYpHOIO IEPBOMCTOYHHKA, B OIEpe IpH-
CYTCTBYIOT YEThIpE THIA MEPCOHAXKEU: pe-
anuctuunble repou (Mapko, KyOmaii-xaH),
NIEPCOHAXH, CYLIECTBYIOIIUE B OIEpE Kak
rion BooOpaxkenus: repoes (Ilomo, Pycru-
kemo, llexepazana), mpupoaHOe SIBICHHUE
(Bona), renu ucropudeckux auanoctei (Ko-
ponesa, Jlante, lllexcnmp, JIu bo, Manep)’.
HeoObruen 11st akagemudeckoii orepsi 00pas
IJIaBHOT'O Ieposi, KOTOPbIN MpPEACTaBIIEH JABY-
Ml TIepCOHaXaMu — Mapko (pealuCTUUHBIHN
o6pa3) u Ilono (BomomieHne BHYTPEHHETO
Mupa U namstu). [lamsare miaBHOro repos
HE TOJIKO CYILIECTBYET B KayeCTBE €ro Jy-
XOBHOIO JIBOMHMKA, HO U B3aMMOJEHCTBYET
¢ napyrumu nepcoHaxamu. Mapko Ilomo
ABJISIETCS. CUMBOJIOM IIEPEX0/ia U3 IMPOILIO-
ro B Oyayiuee, U3 BHEUIHETO MHpa BO BHY-
TPEHHUM, U3 OJHOW PEaJIbHOCTHU B APYTYIO.
He menee opurunanen o6pa3 Bojpl, koTo-
past He BCTyNaeT B KaKHe-JIMOO OTHOIIEHUS
C JPYTMMH IE€PCOHAXAMHU, MPOCAYUBAETCS
B TpYyNIy IyTEIIECTBEHHUKOB B KayeCTBE
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HE3HAKOMKH M pearupyer JIMIIb Ha CJIOBa,
CBSI3aHHBIE C €€ MPUPOJHON CTUXUEHU.
Oco0blii MHTEpEC MpencTaBisieT ¢GakKT
OTCYTCTBUSL MEXIY JCHCTBYIOIIMMH JIHU-
aMH HerocpelCcTBeHHOro obueHus. Jpa-
MaTypruyeckuM CTEP>KHEM OIEpPhl CTaJI0
co3nanue 3 dexra BUAMMOCTH KOMMYHHKA-
IUU. DTOT NMPUEM JIET B OCHOBY JpaMaryp-
ruu. B onepe repou B3auMOIEHCTBYIOT IpyT
C IPyTOM U OKPY’KAIOUIUM MHPOM, OIHAKO
9TU B3aWMOJEWCTBUS HE BHOCAT SICHOCTH,
a BcE OoJiee 3amyThIBAIOT CIIEHUYECKUE CH-
Tyaunu. CIOXKUBIIASCA B ONEPE CUTyaIus,
CBs3aHHasl C COXPAHEHHEM BHJIMMOCTHU JIO-
TMYECKOTO MOBECTBOBAHUS, MIPU SIBHOM Ha-
PYILIEHUU TPUYUHHO-CIICCTBEHHBIX CBSI3EH,
C «3allMKJIEHHOCTBIO» TepoeB Ha cebe, ux
HECMOCOOHOCTHIO B3aUMOJICHCTBOBATH JPYT
C IpyroM, AAa€T MPOCTOP 3PUTEIBCKOMY BO-
00pakeHUI0, TO3BOJISIET JOIYyMbIBAaTh MPO-
UCXOJIAIIEE, UCKATh C MOMOIIBIO accolua-
WK pa3raiki ajJOTHYHBIX CUTyallud U TEM
CaMbIM BKJIFOYATHCSI B MPOLIECC KOHCTPYH-
pOBaHUS CMBICIIOBOT'O MOJISl COUMHEHUSI.
OauH W3 MHOTHUX NPUMEPOB CLEHUYE-
CKOM CHUTyallMd, B KOTOpPOM OTCYTCTBYET
JIOTHKA U CO3AAETCS JIUIIb BUIUMOCTh KOM-
MYHUKAIUA MEXIYy TEepPOSMH, MOXXHO O00-
HapyXHUTh B 4eTBEPTON cueHe («OceHby),
IJe AMAIoTU OOJblIe TOXOXKE Ha BbICKA-
3bIBAHUSI MBICJIEH BCIYyX KaXAbIM MEPCO-
HaxeM. B Hauane cleHbl NpUHUMAKOT y4a-
ctue Mapko, [Tono, Kyb6naii-xan, Koponesa.
Kaxpii1 npou3HOCUT OTHEIbHbBIEC, HE CBS-
3aHHBIC JIOTHYECKOM nuHUEeN (paszbsl. Map-
ko u Ilono, mepenosHEeHHbIE YyBCTBaMH,
TOBOPSIT 3MOLIMOHAJIBHO, TOBEPHYBIIUCH
JIUIIOM K Beaukol KHTaucKol CTEHE W HU
K KOMY KOHKpETHO He oOparasce. Perum-
ku KyOnaii-xaHa HaMeKaroT Ha ero aMOUIIH-
O3HYIO 1I€JIb TOCMOACTBOBATh HAJ MUPOM H
BBI3BIBAIOT ACCOLIMALIMMU C 3aBOEBATEIbHOMN
MOJINTUKON €T0 UCTOPUYECKOTO MTPOTOTHUIIA.
CrnoBa KoposieBbl HaMEKAalOT HA COMHEHHE

B peanbHOCTH myTemectBuss Mapko Iloso
B Kutaii, onucaHHOro B 3HAMEHUTOM KHH-
re Pyctukemno, Tak Kak U3BECTHO, YTO CO-
BPEMEHHHUKHU BEJIUKOTO MyTEHIECTBEHHUKA
Y MHOTHME UCCJIEA0BATENN CUATAIN PACCKA3
o mytemecTBusax Mapko 110510 BbIMbIIILTIEH-
HbIM. JlManoru, ycTpOE€HHBIE IO TaKOMY
K€ MPUHIUILY, TO €CTh CO3JAIOIIUE JIUIIb
BHEIIHUHN 3()PEeKT KOMMYHUKAIIMH, MOKHO
0OHApYXHUTh B KOKOH CIICHE OTIEPHI.

Mpumep Ne 1 Tan [lyH. «Mapko Mono», CueHa 4.
dparmeHT TekcTa
Example No. 1 Tan Dun. “Marco Polo,” Scene 4.

Fragment of text

Mapko u Ilono: «Panu Benukoit Kuraii-
CKOM CTEHBI BCE MBI IPULIUIN CIOAA U3 NTacCMyp-
HOH JaJIN».

Kyonaii-xan: «51 B LeHTpe 3eMJu, WU KaK
OHU TOBOPST, 1 KaK 1Iap, KOTOPbIi KaTtaeTcs 1Mo
LEHTPY OJI10/1a U OCTAHABIMBACTCS.

Koponesa (ob6pamasick k Ilono): «Ter meii-
CTBUTEJBHO OBLI 3/1€Ch7»

Ilono (nuubusb): «Kutail, Berep nayer
CKBO3b Benmkyro creHy, u3gaBas CTpPaHHOE
KyXOKaHHE, HAIOMUHAIOLIEE NIECHIO, U MOIHHU-
MaeTcs BBepX, BCE anbllie U Jablie, Kak Oy/-
TO KOHYMKH MOMX MaJblIEB KaCalOTCs JaIbHETO
Kpast HeOa».

UYto ke HaéT OnepHOMY MPOU3BEACHUIO
OTKa3 OT TEKCTa KaK MCTOYHHKA CMBICIOB?
[IpuBeném HEKOTOpBIEC PACCYKIACHUS O KOH-
uenuuu «Mapxko ITonoy». CorntacHo 3ambic-
ny Tan JlyHa, B onepe «CUMBOJIMYHO IpEa-
CTaBJICHbl TPU NYTEHIECTBUS — JyXOBHOE,
¢usnueckoe u MysbikaiabHoe» [10, p. 7].
B npuBenénHoli cxeme BHAHO, YTO Ha3Ba-
HUSI KAPTHH, TaK WM UHAYE CBSI3aHHBIE C He-
KHUMH reorpadudecKiuMH JIOKAITUSIMHU, acCo-
HUUPYIOTCS ¢ (PU3UYECKUM MyTEIIECTBUEM,
KOTOPOE MPOUCXOANT MapajliesIbHO C MY3blI-
KaJIbHBbIM, TaK KaK BMECTE CO CMEHOM JIOKa-
LW TPOUCXOUT U3MEHEHUE S3bIKOBBIX JICK-
CEM, OTCHUIAIOIIMX K CTHJIIO TOW WJIM MHOM
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MY3BbIKQTBHOW Tpaguiuu’ (CM. cXemy,
0TOOpa)Xarollylo 3aMbICesl KOMIIO3UTOPA,
B npumepe Ne 2). JlyxoBHOE MyTeIIECTBHE
CBSI3aHO C OTPaKEHUEM TPEX BPEMEHHBIX
COCTOSIHUH, B KOTOPBIX IPEOBIBAIOT T€POU —
IPOILJIOr0, HACTOSIIETO U OyIyIIEro.
OO6paraer Ha ce0si BHUMAHUE CBSI3b OY-
XOBHOIO ITyTEHIECTBUS CO CMEHOW BPEMEH
rofia, YTO HAXOAUT OTPAKEHUE B CTPYKTYpE
OIepbl U ACCOLUUUPYETCS C TPATUIIMOHHOM
JUIA CHOXKETOB KHUTAMCKOTO Tearpa HAecEH
CMEHbI CE30HOB U >KU3HEHHBIX LUKJIOB. OO
3TOM € HAIOMHUHAIOT U OT/IEJIbHBIE KPaTKHE
BBIZICP)KKH U3 ITO3TUYECKUX TEKCTOB JIu bo
«IIpsHbIN BecHOM» U ««WxyaH Yoy cHu-
nack 0abouka»’. B 000MX CTUXOTBOPEHUSIX
3aTParuBarOTCsA TEMBI CHA M Pa3MBIIIJICHUN
0 YKU3HU B CBSI3HU C SIBJICHUSMHU IPUPOJIBL.
Oco0bI1if HTEPEC ISl TOHUMAHUS KOH-
LENLHUU ONephl, yUYUThIBass aOCTPAKTHOCTb
AuOpeTTo, MPEeACTaBIsIeT LUTaTa U3 CTH-
XOTBOpeHusi o 0Oabouke: «Uxyan UUxkoy
CHHUJIOCH, YTO OH 0a0o4Ka, Uian xe 0a0ouke
CHUWJIOCH, 4TO OHa — Uk0y?», B KOTOPOM BbI-
pakeHa XapakTepHasl Uil Jdaocu3ma uies
pPacTBOpPEHUsl JTUYHOCTHOIO «f» B Hpupo-
JI€, €IMHEHUsl JUYHOCTU U OKPYXKAIOLIETO
Mupa. B omepe OTCyTCTBYIOT CHOKETHBIE
NIEPUIIETHH, ABUTAIOIINAE X0 ICUCTBHS, UX
3aMEHSIOT NpeObIBaHUS T'€POEB B pa3iny-
HBIX 3MOLMOHAJIBHBIX COCTOSIHUSIX, KOTO-
pBI€ 3a4acTylO CBsI3aHbI C peaklMen Ha Te

WM UHbIE SIBJIEHUS MPUPOJBI U COOOIIAOT
JIpamMaTypruy CTaTUYHBINA XapaKTep.

C ToukM 3peHHUs aBTOpa CTaThH, Kpaey-
TOJbHBIM KAMHEM B KOHIICTIIIUHU OINEPhl KaK
pa3 u sABISETCS Ha3BaHHAs TaOCCKas Upesl.
[Tono6HO TOMY, KaK 3TO MPOUCXOAUT B KOH-
HENTyaJIbHOM TeppopMaHce, MOTpyKeHHE
3puTeNsl HE B KOHKPETHbIE KOJUIM3UU Jpa-
MaTH4YECKOTO JIEUCTBUS, a B aOCTPaKTHYIO
UJIEI0, OMPEIENIIET XapaKTEPHbIE CBOMCTBA
«Mapko I1oso» — oTcyTCTBHE ICHOU CTPYK-
TYPUPOBAHHOCTU M TMPHUBBIYHON JIOTUKH
pa3BUTHSI, pa3pyllIEHUE TPAHUI] MEXTY aB-
TOPOM M 3pUTENIEM M, B LIEJIOM, OTKa3 OT
OOLIENPUHSATHIX HOPM (PYHKIIMOHUPOBAHUS
npousBenenusi. CoOCTBEHHO, 00 ATOM U TO-
BopuT TaH /lyH, 00BACHSASI NHOCKA3aTEIbHO
B XYJ0’)KECTBEHHOI (hopMe 3aMbIce CBOEH
paboTel: «Thl COUMHSACIITE MY3BIKY, HIIA MY-
3bIKa cOuMHsET Te0s? SI HE CMOTr OTBETUTh
Ha 3TOT BOMPOC, MPEACTaB Mepes MOHAXOM
IOxnoro Kuras nBanuath et Haszam, moka
MATHAAUATh JIET Ha3aJ HE Hayajl COUYMHSITH
Mapxko Ilomo. <...> B I€UCTBUTEIBHOCTH
nu Mapko Ilono coBepmian nyreuiectBue?
Nnu Bc€ 310 KTO-TO BBIAyMan? WMnu myre-
HIECTBUE HaM JIMIIb NpejacTaBnsercs? SB-
nsiercss i Uxyan Uxoy OGaboukoi, umm
6abouka sBisercs Wkyan Yxoy? <...>
Mapxo Ilono sBnsieTcs KaxAbIM U3 HAc U
OJTHOBPEMEHHO BCEM: TOOOI0, MHOIO, 3TUM
npenmerom» [Ibid., p. 7].

Mpumep Ne 2 Cxema 3ambicna KoMnosuTopa
Example No. 2 Diagram of the composer’s intention
IIpoctpancrBenHo- | | IIpocTpaHCTBEHHO- IIpocrpaHCTBEHHO - IIpocrpaHcTBEHHO-
JlyxoBHOe BpPEeMEHHEI® BPEMEHHEIE BpeMeHHEIe BpeMeHHEIe
myTemecrere:;  KOODZMHATEHL I KoopauHars! II xoopauHarts! 11 KoopauHarsl IV
3uma Becna Jleto Ocenp

Du3HIECKOe .
iy s sl ecrme: 1 ’ ITnomans ‘ 1 ] Mope | ‘ PriHOK ‘ l ‘ Ilycteng ‘ ‘ T'rmvanan ‘ | Ctena ‘ l Bem:maﬂ

: i 7 ' : I KHTalCKas

i ! i i i ! cTeHa
My3BIKATbLHOE :---CpemleBeKOBa&-—»--—»; BJ'II/I)!(HeBé)CTO‘H{aEI I/IHIU/I'ﬁCKaSI Tu6e'rlcxa;1 MOoHTOIbCKAs Kuraiickas
HyTelecTBHE: TpaJHIEA TPaHIHA TpaHIHA TPaTHITHI TPaHITEA TPaHITHA
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Taxkum oOpazom, cnenuduka padoTbI
C IOITHYECKMMH TEKCTaMH, JETIIUMHU
B OCHOBY JTOpeTTO B orniepe «Mapko [Tonoy,
KaK U B MEPEUYMCICHHBIX B Ha4yaJle CTaTbU
IPYTHUX ONEPHBIX IIPOU3BENCHUAX, KOTOPBIE
MOKHO OTHECTH K IOCT- ONEpe, CBsA3aHa
C U3MEHEHHUEM CII0c00a uX pa3BEPTHIBAHNUSA,
C ONOpPOM Ha NMPHUHIMII CO3JAHMS CMBICIIO-
BBIX pa3pbIBOB U BBIPAOOTKOM TaKuX MpH-
€MOB, Kak cllydyailHas KOMIIMJISILMS CJIOB
U CIOBOCOYETAHMM, CETMEHTHPOBAHME
TEKCTa, AaKIEHTUPOBAaHUE 3BYKOBOW, My-
3BIKAJIBHOW MPHUpOABI cioBa. [[pyroit oco-
OCHHOCTBIO PAOOTHI C TEKCTOM SIBJICTCS U3-
MEHEeHHE (110 CPaBHEHHIO C TPaJUIIMOHHON
OTepoi, ONMUPAIOIICICS HA 3aKOHBI JIPAMBbI)
ero (pyHKIMHU B IpaMaTypruyeckoi opratu-
3aluu npousBeaeHus. TekcT audperro He
COJEPKUT COOBITUIHOCTH U HE SBIISAETCA
OTNPEAEIAIONINM B CHHTETUYECKOM LIEJIOM.

Jpamaryprust 5TUX COUMHEHUH BBICTPAU-
BaeTCsl U3 COOBITUM, HE CBSI3aHHBIX JIOTHYE-
CKH; BepOabHbIN, MY3bIKaJbHBIA U CLEHU-
YECKUI TEKCTHI HE HAIIPABJIEHBI Ha [1epelady
KaKoro-JIn0o onpeAenéHHOro cMbIcia. 3pu-
TEJIW HE HMMEIT BO3MOXKHOCTU MOJIYYHUTb
NPEACTABICHUE O NPOUCXONAIIMX HA CLEHE
COOBITHAX M TOTOMY JI€30pPUEHTUPOBAHBIL.
Kpome Toro, kaxnipli1 3puTenb OKa3bIBACTCS
B TAKOM CUTyaluH, KOIJa OH JOJKEH CaMo-
CTOSITEJIbHO, ONMPasiChb HA COOCTBEHHBIE TIe-
PEXHUBaHUSI U KYJIBTYPHBII OIBIT, PELINTH,
KakuM 00pa3oM BO3MOXHO IIPEOI0JICHHE

COCTOSIHUS JIe30pUEHTAIMU. VIMEHHO TOHU-
MaHHE POJI 3pUTEIIST KaK COyJacTHHUKA JIeH-
CTBHSI, a HE TOJIBKO TACCUBHOTO HaOI0/1aTe-
151, 3pUTENsi, 00IaTaroNIero CroCOOHOCTHIO
CaMOCTOSITETBHO CKJIaIbIBATh U3 Pa3pO3HEH-
HBIX COOBITHI CMBICIIOBOE TOJIE€ COUMHEHUS
U TakuM 00pa3oM BBICTYNATh B POJIH COaB-
TOpa, OTIMYAET CIEKTaKIb-ep(OpPMaHC OT
aKaJIeMUYECKOTO CIIEKTaKJISL.

B 3akmitouenue ormeTnm, 4To B riepdop-
MaHCe BaXHO €031aTh 3((HEeKT UMMEpCHB-
HOCTU (TIPUCYTCTBUS), TOTPY3UTh 3pUTEIS
B CMOJICIMPOBAHHYIO PEabHOCTh U CHPO-
BOITUPOBATh CUTYAIUIO, TIEPEIKUB KOTOPYIO
Ha COOCTBEHHOM OIIBITE, 3pUTENh MTO-HOBO-
MY BOCIIPUMET COOBITUS XYJ0KECTBEHHBIE.
Jlis  cniekrakiisi-niepopManca  OKa3bIBa-
€TCSl B&KHBIM, YTOOBI aBTOPCKHI 3aMBICEI
ObLJT IOHAT HAa YPOBHE SMOIIMOHAIILHOM, HO
HE panuoHadbHOM. B moct- omepax atomy
CIIOCOOCTBYIOT pazyinyHbie MpuéMbl. OuH
U3 HUX — CYITECTHs, KOT/ia C TOMOUIBIO MY-
3BIKAJTbHO-KOMIIO3UITHOHHBIX MPUEMOB CO3-
naércs 3gdext BHymeHus. [pyroit npuém
— BBEJICHUE DJIEMEHTOB PUTYyaja B KOHTEKCT
ONIEPHOTO JeWcTBUS. TpeTud — co3maHue
CBOOOJHBIX ACCOLHMAIMI C TIOMOIIBIO CO-
€IMHEHUS CLIEHUYECKOTO, MY3bIKaJbHOTO,
MOATHYECKOTO PSAOB. Accoluaiuii, KOTo-
peie Obl HE JaBaJld TOYHOTO TOJKOBAHHS
COOBITHI, HO 3aCTaBJISUIM 3PUTENST CaMOTO
CO3/1aBaTh JIOTUYECKHE IIEMOYKU M CBSI3H
MEXTy COOBITHSIMU OIIEPHOTO JEHCTBUSI.

O~ [pumevaHua ©

1

umenu: Tan [{yn u Tanb [{yHb.

B nyOnuxanusix o TBOpYECTBE KOMIIO3UTOPA UCTIOIB3YIOTCSI pa3Hble BAPUAHTHI TPAHCKPUIIIIUI

2 B onepe HUCTOpHS My TEIIECTBUI HAYMHACTCS 3MMOM, YTO OCHOBAHO Ha HCTOPHUECKHUX (haKTax, —
Mapko Ilono u ero komana noayymiu opuIMaIbHbIN nprkas koposs [eopra X ormisiTe Ha BocTtok
3uMoit 1271 roma. 3akaHUMBAIOTCS MYTEMIECTBUSI OCEHBIO, YTO COOTBETCTBYET BOCHPUSATHIO OCEHU
KaKk CMMBOJIa 3aKaTa >KU3HU B KUTaMCKOW KylbType. OTMETUM TaKkKe, YTO YeThIPe CMEHBI BPEMEH
rojia MpPUCYTCTBYIOT B TPAJWLMOHHOM KHTAHCKOM TeaTrpe M, B 4aCTHOCTH, B IlekmHCKoW omepe.
OnHako unesi 0ECKOHEYHOTO KPyroBOpoTa MPUPOJHOTO LUKJIA OTpaskeHa JIMIIb B HA3BaHUSX CLIEH.
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Hu nosecTBoBaHue, HU My3blKka HE UMEIOT MPSMOTO onucaHus BpeMEH roga. Ckopee BCero, aBTopbl
CTPEMUIUCH TAKMM 00pa3oM CIPOBOLMPOBATH 3PUTEILCKOE COZHAHUE K POXKICHUIO ONPEAEIEHHOTO
aCCOLIMAaTUBHOTIO Ps1/a, CBA3aHHOTO, C OTHOM CTOPOHBI, C TPAIULMAMU KUTAUCKON KYJIBTYPBI, C IPyTroi
— C IIPOBEJICHUEM ITapaJlIeNIed MEXy IPUPOIHBIM U KU3HEHHBIM LIUKIIAMU.

3 Pycrukesno u lllexepa3ana He IPUHUMAIOT Y4aCTHS B ITy TEIICCTBHH, SIBIISISICh PACCKA3UYMKAMU
o HEéM. Tenn Kopounessl, [lanrte, lllekcnvpa, JIn bo, Manepa npenMyniecCTBEeHHO KOMMEHTHPYIOT
coOBITHS, Yallle IPUCYTCTBYIOT HA CLIEHE B KaU€CTBE YYACTHUKOB XOpa.

* OpuruHanbhyio cxemy Tan JlyHa, oToOpaXkaroIyro aBTOPCKHit 3ambicen, cM.: [10, p. 7].

> TomyTtHO oTMeTHM, uTO cTHXOTBOpeHue JIu Bo «IIbsiHbIi BECHOW» MOIYYUIIO MIHPOKYIO
u3BecTHOCTh B EBpomne Omaromaps «llecHsim o 3emine» I'ycraBa Manepa. Bo3moxHO, 3TUM
U OOBsCHSETCS BKIIOYEHHE B OMNEpy IMEpPCOHaka ¢ MMeHeM Maiep, KOTOPBIA OJHMIIETBOPSIET
€BPONEHCKYIO TPAIULHUIO, HO IPAKTUYECKN HE IPUHUMAET y4acTHs B ICUCTBUHU.
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HekoTopble 0CO6EeHHOCTU ApaMaTypru4yeckoro
N KOMMO3MLMOHHOIO CTPOEHUA onepbl
OxxoHa Agamca «[1okTop ATOMHbIU»

Auexkcanapa Baagumuposna llopankosa

Pocmoeckas cocyoapcmeennas koncepsamopus umenu C. B. Paxmanunosa,
2. Pocmos-na-/Jony, Poccus,
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Annomayusn. Ctarbs MOCBSILIEHA U3YYeHUIO onepsl J[>koHa AnaMmca, HaJeldEHHON yepTaMu
JOKYMEHTAIUCTUKUA. DTO OOYCJIOBIEHO HE TOJBKO OOpallleHHMEM K peajJbHbIM COOBITHIM
aMEepUKaHCKON UCTOPUH, HO U BBEJICHUEM B TEKCT OII€pPhI JOKYMEHTAIbHBIX TEKCTOB — BEPOAIbHBIX
u aynuanbHbIX. Komnosutopy Anamcy u pexuccépy [lutepy Cennapcy yaanock HalTH 0coObIit
0€3011eHOYHBIII MOJyC BOIUIOLIECHUS PEaJbHO-UCTOPUYECKOTO CIOKETa, OCTaBUB PAaCCTAHOBKY
OCHOBHBIX CMBICJIOBBIX aKIIEHTOB 3a 3pHUTENeM. B OCHOBY SKCIIEpUMEHTa — MY3bIKaJbHOTO
U PEXHUCCEPCKOrO, C TOYKH 3PEHUS aBTOpa CTaTbH, MOJOXKEHbI HapaOOTKHU TeaTpajbHOTO
aBaHrapjia u nepQopMaTHUBHBIX MNpakTUK. [IIs pacKpbITUS HOBU3HBI JpaMaTyprudyeckux u
KOMITO3UIIMOHHBIX TPUHIMIIOB SKCIIEPUMEHTAIIBHOIO OINEPHOIr0 CHEKTakisl H30paHbl JiBa
napameTpa aHaJli3a — BpEMEHHOM U MPOCTPaHCTBEHHbIN. OTTalKUBasACh OT 0CO00 ponu cayH-
u3aiiHa U ero u300peTaTeNbHOro UCIoNIb30BaHUus MapkoMm I'peeM, KOMIIO3UTOPY U pEXUCCEPY
yIaJ10Ch TOCPEICTBOM 0CO00Oro 3BYKOBOro OajlaHCa, HEOOBIYHBIX AJIEKTPOHHBIX Kpacok H
TPAHCJSILMU 3alKceil 3ByKOBBIX pealuil co3larh, ¢ OJHON CTOPOHBI, 3(P(PEKT NMPHUCYTCTBUS
3pUTeNs, MOMEHIEHHOTO B «3IMHULEHTP» MPOUCXOMAAIIEro, a C JAPYroil — BBI3BAaTh WIUTIO3UIO
IIPOCTPAHCTBEHHBIX IE€peMeIleHUN. [l MOCTMXKEHUs 3TUX LeJed aBTOpaMH 3aJeiCTBOBAaH
OKpYXalollMi 3ByK, paHee CBOMCTBEHHBbIN KuHeMaTorpadgy. OITO MO3BOJUIIO CO31aTh
MMMEPCUBHOE aKyCTHYECKOE€ MPOCTPAHCTBO, pa3pylLIalollee T'PaHUIy MEXAY PEeaJbHOCThIO U
uckycctBoM. Mrpa ke ¢ BpeMEHHBIMU IapaMeTpaMu, Kak IOKa3aHO B CTaThe, pa3BEPTHIBAECTCS
B IIPOTHMBOIOCTABIEHNHN TICUXOJIOTMYECKOTO U pealibHOro BpeMeHHu. M ecnu nepBoe pelieHo Ha
OCHOBE MY3bIKaJbHBIX ajutto3uil My3siku M. CtpaBunckoro, P. Baruepa, K. Opda u K. Jlebroccu
U BBISBIISIET BHYTPEHHEE IICUXOJIOTMUECKOE NMEPEKNBAHNE X0/Ja BPEMEHU IepOsSIMH, TO PeajJbHOE
BpeMsl MaTepUaIN3yeTCsl B 3ByUaHUHU PUTMO-OCTUHATHBIX 00pa30BaHU. BBIBOJBI aKIIEHTHPYIOT
BIUSIHUE NEepPOPMATUBHOCTH HA ONEPHYIO ApPaMaTyprui0 M KOMMO3UIMIO omepbl «JlokTop
ATOMHBIIY.

© Ilopuukonra A. B., 2021
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Certain Peculiarities of the Dramaturgical and Compositional
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Abstract. The article is devoted to the study of John Adams’ opera which possesses
documentary features. This is stipulated not only to the composer turning to real events from
American history, but also by his inclusion of documentary texts, both verbal and audial, into
the text of the opera. The composer Adams and the theater producer Peter Sellars were able to
find a special non-judgmental mode of manifestation of a real historical plotline, leaving the
arrangement of the basic semantic accents to the audience. From the perspective of the author of
the article, the groundwork of avant-garde theater and performative practices have been placed at
the basis of both the musical and the directorial experiment. Two parameters of analysis — namely,
the temporal and the spatial — have been chosen for disclosing the novelty of dramaturgical and
compositional principles of experimental opera performance. Stemming from the special role of
sound design and of its imaginative use by Mark Gray, the composer and the producer were able
by means of a special sound balance, unusual electronic colors and transmission of nations of
sound realities to create, on the one hand, an effect of the presence of the audience, which is placed
at the “epicenter,” and on the other hand, an illusion of spatial displacement. To achieve these
goals, the authors made use of the surrounding sound, which previously was inherent exclusively
to the cinematograph. This made it possible to create an immersive acoustic space which destroys
the boundary between reality and art. At the same time, the play with the temporal parameters,
as is shown in the article, is unfolded by means of juxtaposing psychological and real time. And
while the former is solved on the basis of musical allusions to the music of Stravinsky, Wagner,
Orff and Debussy and demonstrates the inner psychological experience of the motion of time
by the protagonists, real time is materialized in the sound of rhythmic-ostinato formations. The
conclusions stress the influence of performativity on the operatic dramaturgy and compositional
design of the opera Doctor Atomic.
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ckycctBO XX—XXI Beka xapakre-

pU3yeTcsl CTPEMJICHUEM «Pa30pBaTh

paMKd DIUTApHOCTU U  BOOpATh
B CBOIO OpOUTY MOIIHYIO CTPYIO OCTpO-
COLIMATBHBIX )KM3HEHHBIX MPOOJIEM, BIIUTATh
U OTPa3UTh MOBCEIHEBHOCTh B HEMPUKPHI-
TBIX M HENPHUyKpalleHHBIX ¢dopmax xKECT-
Ko peWictBurenbHOCTHY [1, c. 28]. B pycne
STOW TEHJICHIIMU Pa3BEPTHIBAECTCS TBOpUE-
CTBO aMEpHKaHCKOro kommosurtopa JlxoHa
AJlaMca, KOTOPBIi BBIIEISIETCS] CPEAN CBOUX
COBPEMEHHUKOB TITyOOKOI BOBJIIEYEHHOCTHIO
B Hogeimyo wucroputo CIIA. B ocho-
By MHOTMX €r0 MY3bIKaJIbHO-T€aTPaIbHbIX
COYMHEHUI JIerM WU, CO3BYYHBIE ame-
pukaHckoMmy oOmiecTBy. OHU BKparuivBa-
I0TCA B TPAJUIMOHHBIN HappaTuB B TaKUX
counHeHUsX, kKaK «El Nino» u «The Gospel
According to the Other Mary», unu xe oka-
3bIBAIOTCSI HAMPSIMYIO 3aMMCTBOBAHHBIMU U3
ucropur AMepuku XX Beka, 4To MbI HaOJTrO-
JTa€M B €T0 OTIEPHOM TBOPUYECTBE.

B psan nocnemnux Bom€n u «lokrtop
Artomubiiny («Doctor Atomicy) — orepa, Ha-
MUCaHHas TBOPYECKUM TaHAEMOM Anamca
u TtearpasibHOro pexkuccépa Ilutepa Cen-
napca. Pabora Ham Heil Obuta HE TEPBHIM
OTBITOM WX COTPYIHHUYECTBA, OIHAKO, €CITU
B TPEAbIIYIIMX COYMHEHUSX aBTOPHI HC-
CJIEOBAIM aMEPUKAHCKUW apXeTull B HUH-
TEPHALIMOHAIBHOM  KOHTeKCTe — Kwuraii
B «Hukcone B Kutae» [2] u Cpennuii Boc-
Tok B «Cmepru Kmmnrxoddepa» [3], To
3€Cb OHM BIIEPBbIE O0paIAlOT B3NS

Ha MCTOPHUIO CBOEM CTpaHbl, paccKa3bIBas
O TEpPBOM MCHBITAHUM aTOMHOW OOMOBI B
Jloc-Anmamoce, mrate Hero-Mekcuko B 1945
roxy. [Ipembepa omepsl cocrosiiack B 2005
IOy U CTajla UHTEPHALMOHAJIBHBIM KYJIBTYp-
HbIM coObITHEM. OHa OKa3aaach MpUypodeHa
OZHOBPEMEHHO K JIByM Ba)KHBIM J]aTaM — CTO-
JIETUIO OTKPBITUSL DUHIITEHHA U IECTUIECS-
THJIETHEW TOJIOBIIMHE UCIIBITaHUS! OOMOBI.

XOTsl CIOKETHAs! JIMHUSI ONEepbl CKOHIICH-
TPUPOBAHA, B MIEPBYIO OYEPEb, BOKPYT JIHY-
Hoctu PobGepra Omnmnenreiimepa, mo0aib-
HBIH MacmTad 3arparuBaeMoi TpoOIIeMBbl
3acTaBW MPUOETHYTH K Oosiee IIMPOKOMY
B3Iy, Tak, LEHTPaJbHBIM apXeTUIIOM
OTIepbl CTAHOBHUTCS cama 6om0Oa, KoTopasi, o
MHEHHUIO KOMIIO3UTOPA, BBIPAXKAET «HOBYIO
pearbHOCTh» 4YEJIOBEUECKON LMBUIIN3ALUU
— KaK CUMBOJI BE3JIECYLIEN yrpo3bl, OHA Ha-
BHICACT HAJI CIICHOM, HauMHas ¢ KoHIa I akra.

Y Apamca cloXuiach CBOSI TaKTHKa
B PAaCKpBITUU TOAOOHBIX aMOMBaJICHTHBIX
JNOKYMEHTaJIbHBIX CrokeToB. M30upas mo-
3ULMI0 HEUTpaJuTeTa MO OTHOIIEHHUIO K
TEeMe MPOU3BEICHUS U U30erasi OCyKICHHUS,
aBTOpbl AKIEHTUPYIOT BHUMaHUE HE Ha
B3pBIBE, @ HA MOPAJIbHON HEOHO3HAYHOCTHU
poOJaeMbl, Ha BHYTPEHHEM IICHXOJIOTHYE-
CKOM KOH(IHKTE (PU3UKOB, B PAaBHOM CTeTIe-
HU OOSIBIIMXCSI YCHEIIHOIO U HEYCHEIIHOIO
HUCXOa UCTIBITAaHU ! .

Cuenuueckas peanusanus HOZOOHO-
IO HETPAaJUIMOHHOIO JJsi ONEpPHOro Me-
IMyMa CloKeTa IMoTpeboBana oT Axamca
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SKCIEpUMEHTAIbHOTO noaxona. HecMotps
Ha TO, YTO HA4yajo TBOPYECKON AeSATElb-
HOCTH KOMIIO3UTOpa IpHILioch Ha 1970-e
rofibl, KOIrJla MUK aKTUBHOCTH aMEpHUKaH-
CKOT'0 aBaHrapja Ipoué€n, OH HECOMHEHHO
UCIIBITANI €r0 CUiIbHOE BiMsiHME. [loaxonsl
K J[paMaTypru CHEKTaKJsl, CJIOKUBIIUECS
B ABAHTapJHOM T€aTpe U CBSI3AHHBIE B TOM
YHUCJIE C OTKa30M OT IOBECTBOBATEIBHOU
JIOTUKH, 3aHSUIM 3HAUUTEIBHOE MECTO B €TI0
ONIEpPHOM TBOpYECTBE. BaxkHyI0 poib 3/1€Ch
Chirpa’dl ¥ NpoeCcCUOHATBHBIA OMBIT pe-
KHccEpa, KOTOPBIK €NIE 10 COTPYIHHUYECTBA
C KOMIIO3UTOPOM MPHOOPEN M3BECTHOCTD
UMEHHO Onarojaps CBOMM aBaHTapIHBIM
TeaTpaJibHbIM TNocTaHOBKaM. Hemanopax-
HO U TO, YTO B CBOEH JIEATEIHLHOCTH C CaMO-
ro Hadaja kapbepbl Cesutapc ObLI HalelIeH
HCKJIIOYUTENIbHO Ha aKTyaslbHbIE JIJISl COLU-
yma TeMmbl U crokeThl: «Hama 3agada kak
XYJO)KHUKOB 3aKJIFOYAETCS B TOM, YTOOBI
BOCIIPOMU3BECTHU HA CLIEHE TO, YTO OTPAKAET
obmectBoy (1uT. mo: [4, p. 1]). On HEoxHO-
KpaTHO MOAYEPKUBAJ, YTO BOCIPOU3BOIUT
Ha CIIEHE TO, YTO HENOCPEICTBEHHO CBs3a-
HO C aKTyaJbHOM HMCTOPUYECKOM W IOJIU-
TUYECKOM pEaIbHOCTBIO, 4Yepe3 KOTOPYIO
TEaTp MOXET yTBEPAUTHCS B POJIU «CHIIBI,
HeCyIlled OTBETCTBEHHOCTh 32 MOHHMAaHHE
NOJINTUYECKUX U COLIMAIBHBIX MPOLECCOB
Y CIIOCOOHO BO3BBICUTHCS HAJl JINTEPATYP-
Ho npamoit» [Ibid.]. MHorue pexuccép-
CKHe HapaObOTKU ObUIM TPAHCIOHUPOBAHBI
UM Ha MY3BIKAJIbHO-TEATPAIbHYIO IIOYBY.
JIOKyMEHTaNbHbI TPUITHX, CO3JaHHBIN
AlaMCOM B COTPYIHHUYECTBE C PEKHUCCE-
pom — oniepbl «Hukcon B Kurtae», «Cmepthb
Knunrxoddepa» n «loktop ATOMHBII» —
CBA3BIBACT COLMAJIBHO-NIOJUTHYECKAs 3Ha-
YUMOCTb CHKETOB, UX AKTyaJIU3UPOBAHHAS
TEMaTHKa, YTO BCELIEJIO OTPAXKAET ICTETUKY
aBaHrapaHoro tearpa Ceiapca.

OnHoM U3 XapaKTepHBIX 0COOEHHOCTEH
cueHnueckux omnbiToB Cetapca sBHIACh

ocobast MaHUITYJISALUS ¢ TEKCTOM. JInbperTo
«/lokTopa ATOMHOr0» OKa3ajaoch IOJHO-
CThIO CKOHCTPYUPOBAaHHBIM U3 JIOKyMEH-
TAJIbHO-UCTOPUUECKUX M  JIUTEPaTypHBIX
VMCTOYHUKOB, YTO M3HAYAJbHO HCKIIOYMIIO
BO3MOYKHOCTb CO3JJaHUSl MOCJIeI0BaTEeNIbHO-
ro HapparuBa. B3ameH 1enpto aBTOpOB CTa-
JI0, C OTHOM CTOPOHBI, HENMOCPEJACTBEHHOE
BO3/ICIICTBUE HA YyBCTBA U AMOLIMH, C Y-
roi — HOMCK 3PUTENISIMU IOHUMaHUS POUC-
XOJAILEr0 Ha CLUEHE B KOMMWIKE UX JUYHBIX
3HAHUM U KUZHEHHOTO OIIbITA.

[TonobHoe mepeocMbICIIEHHe OTHOIIIEe-
HUM 3pUTENS U UCIIOJHUTENS, KaK U HEKO-
TOpbIE JpPYyrH€ CTPATErMH TeaTpajbHOTO
aBaHrapja, ObUIM YPE3BBIYAMHO BaXKHBI U
Ui Iep(pOPMATUBHBIX MPAKTUK [5]. Mox-
HO CKa3aTh, YTO UMEHHO B UX paMKax BO
BTOPOM MOJIOBUHE XX BEKA OHU IOJTYYUIU
OecriperieIeHTHOE pa3BuTHe. beps Bo BHU-
MaHUE OIBIT padOThl C JAHHBIM BUJOM XY-
JIOKECTBEHHOW MPAaKTHUKU 0OOUX aBTOPOB,
HE CIJIly4ailHO, YTO 3TH CTPAaTe€ruv HalUIX
HETMOCPEICTBEHHOE OTPAXKEHHE B OCOOCH-
HOCTSIX APaMaTypruyeckoro M KOMIO3ULHU-
OHHOTO cTpoeHus onepsl. [Ipencrasnsercs
BaYKHBIM OCTAHOBUTBHCS HA JIBYX KJIFOUEBBIX
s nepopMaTuBHBIX (OpM MpencTaBie-
HUA MapaMeTpax — BPEMEHU U MPOCTPaH-
CTBE, KOTOPbIE BO MHOI'OM CTaJIM OIPEIEIsI-
IOLUMU /11 XyA0KECTBEHHOW KOHIIETILIMU
ornepsl. Yepe3 0coOyto UX TPAKTOBKY aBTO-
PBI IOMBITATIUCH MPEOIOJIETH PAMKH, pa3/e-
JSIOLUE UCKYCCTBO U KHU3Hb.

CrpemMiieHHue cTepeTh TPaHULY MEXKIY
aKTEPOM U 3pHUTENEM, Ka3aJlOCh ObI, JOIK-
HO OBLIO CTOJKHYTBHCS C CONPOTHBICHUEM
B BHUJE CaMOW KOHCTPYKUWU TPaaAULUOH-
HOTO TEaTpaJIbHOTO 3ajia, B KOTOPOM OHa
4€TKO ompejesieHa U 30HupoBaHa. OnHa-
KO ayJWOTEXHOJOTUHU, JOCTUTIINE K KOH-
1y 1990-x romoB mOCTaTO4HO BBICOKOTO
YPOBHS pa3BUTHS, O3BOJIWIN AJamcy co-
371aTh 0COOYIO0 3BYKOBYIO CPE.y, HE TOJBKO
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OObEUHSIONIYI0 MPOCTPAHCTBO CIEHBI H
3pUTENBHOIO 3aJ1a, HO MOPO BBIXOSIIYIO 32
npeJienbl camoro Tearpa. Bo MHOToM aBToOpbI
MEPEHUMAIOT OTBIT XYI0’KECTBEHHOM MpaK-
TUKU nieppopMaHca, B KOTOPOU CIOXKUIIUCH
0COOBIE METO/BI BO3/ICHCTBHUS Ha MYOIHKY
yepe3 OpraHu3aluio IpoCTPaHCTBEHHO-Bpe-
MEHHBIX TNapaMeTpoB MpeAcTaBieHusd. Ha-
YUHAs y>KE C IEPBBIX MUHYT ONEPbI, aBTOPbI
CO3JIaI0T MapTULUIATOPHYIO CUTYalHIo, Te-
pEHOCS 3pUTENsl BHYTPh MPENCTABICHHOIO
Ha CIIEHE HCTOPHYECKOTO COOBITHS.

Manunynsiiuss TpoCTPaHCTBOM C TO-
MOIIBIO 3ByKa — W3BECTHBIA NPUEM, UME-
IOIIUN TIPENeICHTHl U B UICTOPUU 3aIaJHOMN
MY3bIKaJbHOW Tpaauiuu. Ero peanuzanus
JUIsl Ajjamca cBsi3aHa CO CMEChIO JKMBOIO U
ANIeKTpoHHOTO 3ByuaHui. OHa ompoOoBa-
Ha KOMIIO3UTOPOM YK€ B €ro IepBOM oIle-
pe «Hukcon B Kurae» (1987), u ¢ Tex nop
BCE €ro TearpajbHble pabOTHl B TOW WIH
VMHOM CTENECHU 3aJCHCTBYIOT JIEKTPOHHBIE
MHCTPYMEHTBHl M 3ByKoycuiieHue. OJHako
B «JlokTope ATOMHOM» AJamMc CTaBUT Iie-
pen co0oil HOBYIO IIeNTb — KOHTPOJIb BCETO
3BYKOBOTO IPOCTpaHCTBA. Peanuzamus 3toi
ujen norpedoBaia THUIATEILHON MOATOTOB-
KU T€aTpajabHOTO MOMEIIEHUS, UTO IPUBEIIO
K MpobieMe, CBSI3aHHOW C pa3IuvyueM aKy-
CTUYECKUX XapaKTEPUCTHUK KaXKJIOrO KOH-
KpeTHoro 3ana. E€ pemieHue KOMIO3UTOP
Haén B tuue Mapka ['pest — cayna-nu3aii-
Hepa. [To muenuro Cemnapca, cayHa-au3aitH
UTPAET BAXKHEUIIYIO POJib B COBPEMEHHOM
Tearpe, TaKk KAk UMEHHO C HUM CBS3aH OIIBIT
BOCIIPUATHS 3ByKa COBPEMEHHBIM Y€JIOBE-
KOM, JIJIS1 KOTOPOTO MY3bIKa — 3TO B IIEPBYIO
ouepesib TO, YTO 3BYUUT U3 HAYITHUKOB WU
KOJIOHOK. XOpOIIO HM3BECTHO, YTO MHOTHE
ONEpPHBIC IUIOMIAJAKUA CETOJHS OPraHU3YyIOT
TPaHCJISLIMKA CBOUX IOCTAHOBOK B KMHOTEA-
TPBL, YTO TOKE TPaHCHOPMUPYET NATTEPHBI
BOCIIPUATHSI, BCE BBIIIE NOJHUMAS IUJIAHKY
HaIIuX OKUJIAHUI.

C My3bIKQJIBHOM TOYKH 3PEHUS HCIIOJIb-
30BaHME 3BYKOYCHJIEHUSI TO3BOIIIO Aiamcy
MIPUIATH K OaJTaHCY MEXTy MOIIIBIO OOJBIIOTO
OpPKECTPOBOTO COCTABA U CACPKAHHOM JIUPU-
KOM BOKAJIBHBIX MapTuil. Jpamaryprudecku
3TO aJI0 OOJIBIITYIO0 CBOOOIY PEXKHUCCEPY, TAK
KaK BOKAJIUCThI MIOJYUYMIN BOBMOXKHOCTh HE
CTOSITh JIIIOM K IyOJIMKE BO BPEMsI HCIOJ-
Henus. B utore Cemnapc cMOr MaHUITYJIU-
pOBaTh MPOUCXOJAIIUM Ha CILIEHE MOI00HO
KUHOPEKUCCEPY, @ UTOOBI Y BOKAJIMCTOB HE
BO3HUKAJIO Jake coOsia3Ha MOBEPHYTHCA B
CTOPOHY IyOJIMKH, OH MOJIBECHII HAJl CLIEHOM
9KpaH, TPAHCIUPYIOIIUNA JUPHKEPA.

B otnuuue ot Buneoonep Crusa Paiixa,
yCUJIEHUE 3ByKa y Ajamca HEOYEBHJIHO.
Opnoli U3 BaxkHeHmMx 3anad Mapka ['pes
OBLJIO COXPAHEHHE €ro MPO3pPayHOCTH H
HE3aMETHOCTH, CO3/IaHHE WJUIIO3UU €CTe-
CTBEHHOTO 3ByuyaHus. JloOuBaeTcsi oH 3TO-
TO HE TOJIbKO TOHKUM 3BYKOBBIM OaTaHCOM,
HO U CBOOOJIHBIM «CJIeIOBAaHUEM) 3ByKa 3a
apTUCTAMU Ha CLEeHE. [ pel ycTaHaBIMBaeT
P KOJIOHOK BIOJIb MEPUMETPA OPKECTPO-
BOM SIMbl, aKTUBUPYSl T€ WU HHBIE 30HBI
BCIel 3a ABUkKeHueM repoes. Ilocie He-
CKOJIBKMX IIOCTAaHOBOK, Ine I'pel B TeueHue
KQ)KJIOTO CIEKTaKJIs yHpPaBIsUI 3BYKOM Ca-
MOCTOSITEIBHO, OH PELINJI aBTOMATU3HPO-
BaTh Ipolecc, odserdast padbory Oymymmm
3BYKOPEKHUCCEPAM.

[Iponomxkast TCUXOJIOTMYECKYIO HUIPY
C TPOCTPAHCTBOM, AaBTOPBI 3aICHCTBYIOT
OKpYKalIMii 3BYK — OIE€pa IpHUCBauBa-
eT cebe ombIT kuHemarorpada. Tepmun
«cayHJ-Iu3aiH» B KHHOC(hepe mosBisercs
B 1970-e roapl B cpefie TaKUX pexKUCCEPOB,
kak @pancuc Konnona, {xon Jlykac, Map-
TuH CKopces3e M Ipyrux, akTUBHO UCIOJIb-
30BABLIMX JOCTHKECHUS ayINOTEXHOJIOTHU.
Cerogns momoOHasi MyJIbTUKaHAJIbHOCTD
IIPUMEHSIETCS IOBCEMECTHO B KUHO U OTYa-
CTH B JAPAaMATHYECKOM TeaTpe, Uil OIEpbl
K€ 3TOT OMBIT CTAJI OTHUM M3 NEPBBIX.
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AJtTaMC y»e HCIIOIb30BAIl OKPYKAKOLIUN
3BYK B «On the Transmigration of Souls» —
COYMHEHUH, HAIIMCAaHHOM Ha 3aKa3 B CBS3H
¢ coObrTusiMu 11 ceHTsOps, rae Takxke co-
NEPKUTCS psAll 3anucaHHbIX wymoB. Ilo
CJIOBaM KOMITO3UTOpA, JAHHBIM NPHUEM IIO-
3BOJISIET €My CO37aThb MMMEPCHUBHOE aKy-
CTUYECKOE MPOCTPAHCTBO, pa3pylIaAroIIee
TPaHULY MEXIY PEaJbHOCTBIO U HCKYC-
ctBoM. IlaHOpamHBIII BOCHMHKaHAJIbHBIN
3BYK BIIEPBBIE BO3HUKAET BO BCTYIUICHUU
K [ akty. Onepa HauMHaeTcst ¢ JByX MUHYT
U JIECSITH CEKyHJ 3apaHee 3allMCaHHOTIO
3BYKOBOT'O TpE€Ka, COBMEIIAOIIETO IIyMbl
3NIEKTPOIPHUOOPOB, PEAKTUBHOIO JBUTATE-
7SI 1 UCKaXEHHOTO, OyATO 3By4YaIIeTo W3
CJIOMaHHOTO paJUONPUEMHUKA, OTPbIBKA
necHu «The Things We Did Last Summer»
B ucnonHennu Jxo Craddopa. Ora «my-
3bIKa» OKPYXAaeT 3pUTeNel, morpyxas ux
B arMocdepy IMyCTHIHHOTO MOCTaloKa-
JUITUYECKOTO NIeN3axa.

Jlanee okpy»aromui 3ByK BHOBb IOSIB-
asiercs B Hauadse [ akra u mocteneHHo oope-
TaeT BAJKHYIO pOJIb B IMAPTUTYPE, BCE yallle
BO3BpallasiCh, MOCTENEHHO cMmelas (oKyc
BHHUMAaHUS CO CLIEHBI U BbI3bIBAs OLIYIICHUE
MCYE3HOBEHUS CTEH. 3BYKH JIOXK[s, rpoMa,
OTHANEHHOTO PbIYaHUSI CaMOJIETHOTO JIBH-
rarensi foHocsTcst Oyaro u3BHe. [onoca u
OpPKECTp MPHU 3TOM TaKKE 3By4aT B CMECH
C ANEKTPOHHBIMHM CEMIUIAMH, YTO MPUAAET
eni€ OOJBIIYI0 PEATTMCTUYHOCTD ayIuaib-
HOI atmMocdepe.

N3HayanbHO pellleHue BHEAPUTH OKPY-
Ao 3BYK B onepy ObUIO MPOJIUKTOBA-
HO 3a/Ja4€ld HAWTH BBIPA3UTEIBHBIE CpEl-
CTBa JUIsl U300pa)K€HUs SJEPHOIO B3pbIBA
B ¢uHane. ABTOpbl YyBCTBOBAJIM, YTO YH-
CTO OPKECTPOBBIX CPEACTB 37€Ch OyAeT He-
nocrarouHo. C Havana Il akra u 1o camoro
MOMEHTA HCIIBITaHUs B MY3bIKaJIbHO-JIpa-
MaTypru4eckoM pa3BUTHUH IPOUCXOIUT He-
MIPEPBIBHOE HapacTaHUE HANpPSLKEHUs, KO-

TOPOE BEJET K IPKOM KyJIbMUHALIUU B CLIEHE
neroHanu. IlomMmMoO MHOXKECTBa DIIEK-
TPOHHBIX CEMIUIOB, 0003HAUCHHBIX B Tap-
TUTYpE CICAYIOIMUMU PEMapKaMU — MUXULL
2060p, ONUHHbIE BOJIHbLL, KPUK MIAdeHyd,
muxoe 6opmomanue moansvt U 1p. («Quite
Talking», «Long Waves», «Mondo Bassy,
«Infant Scream», «Timpani Spread», «Low
Crowd Muttering»), — B CLIEHE y4acTBYET
opkectp. Ero 3Byuanue nocTHraeT Makcu-
MaJbHOTO (POPTUCCUMO, KOTOPOE CKJIAJIbI-
BaeTCs U3 IBEHAAIATH XPOMATHIECKHUX 3BY-
KOB — MEJOAWYHAs JHUPUKA MPEABLAYIIUX
CIIEH yCTynaeT MeCTO Kako(pOoHUH, OTChLIA-
IOIIEH HAac K OMBITY MY3BIKaJIbHOTO aBaH-
rapaa XX Beka. 3ByK B 3TOH CIIEHE BbITEC-
HSET BU3YaJbHYIO COCTABISIONIYIO — FE€pOU
Ha CIICHE MOJ4Ya U HEMOABMXKHO CMOTPST
B 3pUTEIBHBIN 3aIL.

Jlist aBTOpOB paboTa Haja ONepoil He 3a-
KOHYMWJIACh U TIOCJE MpeMbepbl. [ OTOBSICH
K TMOCTaHOBKE B MeTponoiauTeH-omnepe
B 2008 rogy, Anamc u I'peit pemmin no-
TPSACTHU B3PHIBOM 37aHUE OINEPHOIO Tearpa
B OykBasibHOM cMbicie. [llects cabBydepoB
ObLIM MPUKPEIJICHBl UMU K OTIOPHBIM Oaj-
KaM aBaHCIICHbl — TPaHHUIIC, pa3AeIISIIonIeH
pPEaTbHOCTh M XYH0KECTBEHHOE MPOCTPaH-
cTBO. OHM M3aBaIN HU3KOUACTOTHBIH 3BYK,
3aCTaBISIOMKN 3a51 BHOpHpoBarh. OOImas
JMHAMUKAa 3BYYHOCTH Jocturaia 95 ne-
uuben. Ilocme mepBoil perneruiiu, Hamy-
TaBIIe HEOCBEIOMIICHHBIX O TMOJO0OHBIX
HOBOBBEJICHUSIX OPKECTPAHTOB, Ajamcy
MPUIILIOCh TPUIIIACUTh HHXKEHEpa, KOTO-
PBIii 3aBEpHII BCeX B OE30MACHOCTHU DKCIIe-
pUMEHTA.

OnHOM U3 KITIOUEBBIX UJIEH aBTOPOB CTa-
HOBUTCSI UTPa C BPEMEHHBIM TapaMeTpOM
onepsl. Ecnu | akT npencrasisieT coboit oT-
HOCHUTEJIBHO TIOCJIEJIOBATEIBHO pa3BHUBAIO-
LUNCs HAppaTuB, TO 11 He TOIBKO penpes3eH-
TUPYET OJHOBPEMEHHO JIBa MPOCTPaHCTBA
Ha cueHe — oM OmmeHreiiMepa U MecTo
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UCIIBITAHUN, HO TaK)Xe JIBa THUIA BPEMEHH:
MICUXOJIOTUYECKOE, IEPEIKUBAEMOE IEPOSIMU
OIMEPBI, U PeaIbHOE.

Komno3utop BHeApsieT psia pUTMHUUE-
CKHUX MOTHBOB U OCTHMHATO, 0003HAYaAIOLIUX
TEUEHUE BPEMEHU M CBOEU pEryisipHO-
CTHIO HAITOMHUHAIOIIUX TUKaHbE 4acoB. s
AJlaMca u ero ciymarenei, KOTopble KUIn
BO BPEMEHA XOJOIHOW BOWHBI, 3TO OCTUHA-
TO MOXXET HaBesSITh BocoMuHaHusl 0 Yacax
CYIHOTO JIHSI, CO3JaHHbIX B 1947 rony nis
BU3YaJIbHOTO BBIPXXEHUS OIM30CTH 4YeIo-
BEUYECTBA K M00aIpHOM KaTtacTpode.

[Icuxonornueckoe BpeMs BBIPAKEHO
JUPUYECKON, pUTMUYECKHU CIIOKHOM U Tap-
MOHHUYECKH Ooraroil My3bIKOM, HCIOb-
3oBaHueM amwno3uil Ha WM. CrtpaBHHCKOTO,
P. Baruepa, K. Opda u K. [Jebroccu. Ono
HaIpaBJI€HO Ha PACKPBITUE TCUXOJOTHUYe-
CKOM CTOPOHBI MIEPCOHAXKEHN, X BHYTPEHHE-
ro Mupa.

OpxkecTpoBbIi OTCUET BPEMEHH 10 B3PbI-
Ba B KOHIIE OINEPHI MOCTENIEHHO HUBEIUPYET
pa3inuue MeXJy BpPEMEHEM IICHXOJIOTH-
YECKUM U pealbHbIM. B mocnenneit cuexe
MPUCYTCTBYIOT BepOaibHbIE MapKephl, OT-
MeYarolue, CKOJIBKO OCTaJIOCh A0 JI€TOHa-

uuu. B KOHIIE KOHIIOB B KyJIbMUHALIUU 3TU
nBa BpeMeHu crankuBatorcs. [locnmemnue
3BYKH OTephl B elI€ OOJbIIeH CTENeH! Mo-
rpy’KatoT B coObITHs 1945 roga — nckaxen-
HBIW TJ1a4 MJIAJICHIA, HU3KOYACTOTHBIN TYII
¥ 3aIMCh PEYH JKEHIIUHBI, KOTOPast Ha STIOH-
CKOM TPOCHUT BOJIBI IS CBOETO peOEHKA.
Bcé aTo «xaTanyasTHpyeT» 3pUTENs U3 TOrO
«HACTOSIIIIETO», B KOTOPOM OHM IPeObIBAIH
Ha IpOTsDKEHUU onepsl — utona 1945 rona,
13 MOMEHTa «0e300MIHOT0Y» SJIEPHOTO HC-
OBITAHUST BO BpeMsi OOMOEKKH XUPOCUMBI
un Haracaku, oka3biBas HEIOCPEACTBEHHOE
SMOIMOHATBHOE BO3JEUCTBUE U pa3aABUTAs
BpPEMEHHbBIE PAMKHU CIIEKTaKIIA.

Takum 00pazom, MOXXHO CHelaTh BbI-
BOJI, UTO aBTOPbHI MO-HOBOMY BBHICTpauBa-
10T ONEPHYIO JpaMaTypruio, U B TOM, Kak
OHM 3TO JEJIAI0T, HECOMHEHHO MPOSBISAETCS
BiustHre niepdopmaruBHBIX hopM. B oco-
OCHHOCTH 9TO KacaeTcs mpuémMa UMMEPCUHU
U CTPEMJICHUS CJIeNaTh 3pUTENEeH coydacT-
HUKaMU TPOUCXOISIIET0, OTCYTCTBUSI MPHU-
BBIYHOTO JIMHEWHOTO HappaThBa, COCTUHE-
HUSl XyJOKECTBEHHOTO U IOBCEIHEBHOTO,
a Takxke 0co0oi paboThl CO BpEeMEHEM U
MPOCTPAHCTBOM.

s> [pumevaHusa ©

1

Bo MHOroM panHasi TakTUKa IS KOMITIO3UTOpAa ObLIa BBIHY)KHGHHOﬁ — A,Z[aMC ommacalicsa

IpAMOTO OCYXKACHHA IMO3ULNHN CIIA B BOIZHG, YUuUThIBasA COI_II/IaJ'ILHO-HOJ'II/ITI/I‘ICCKI/Iﬁ KJImMar

B CTpaHe, BpaKJIeOHOM K J1I000H KPUTHKE.
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Annomayun. BuzyanpHas UHTEpIpeTanus KHHO0Opa3a cpeicTBaMU My3bIKaJIbHOTO HCKYCCTBA
chopmupoBanack B 0co0yro 006JacTh KOMIIO3UTOPCKOTO TBOpUecTBa. Mmes nmpukiaaHoe 3HaueHue,
KMHOMY3bIKa BbIpaboTalia onpee€HHbIe TeHICHIIUH U )KaHPOBO-CTUJIEBBIE ITAPAMETPBHI, CIIOKUIIACh
CIOKHas cucTeMa (PyHKIIMOHUPOBAHUS €€ HILTIOCTPATUBHBIX CBOMCTB. COOTBETCTBEHHO IIUPOK U
MHOT000pa3eH CHEeKTP B3aUMOJEHCTBUS MY3bIKH C M300paxeHueM. TeXHH4Yeckue 0COOCHHOCTH
CO3/1aHUs KHHOIMPOUW3BEJIEHUS TOBIUSIIM Ha (opMHpOBaHHE HOBBIX (HOpPM B3aMMOCBS3EH
BBIPA3UTENbHBIX CpeacTB. OmbIT paboThl B MPUKIAAHBIX JKaHpaxX NPUBEN K (HOpPMHUPOBAHUIO
B y30€KCKON KOMITO3UTOPCKON IIKOJIE€ CBOEOOPA3HOTO HAIIMOHAIBHOTO XyH0)KECTBEHHOTO SI3bIKA,
CTHJIUCTUKHU, K HOBAallUAM B 00nacTu putMma, pakTypsl, TapMOHUU U T. A. B3anmooboramaromuit
CHUHTE3 HCKYCCTB CO3[al IIUPOKOE TMoyie Ay (aHTa3MM KOMIIO3UTOpA, BBIPAKEHUS HUIEH
U MHUPOBO33PEHUYECKUX MO3UIMI. Ponb My3blkM B KHHONPOU3BEACHUH (MYJIbTHILTUKAIIUN)
OTIpE/IETISICTCS. HE TOIBKO €€ ICTETUYECKUMHU KaueCTBaMHU, HO U BO3MOXKHOCTBIO B3aUMOJICHCTBHS
¢ BuneopsaoM. O0Ire TeHACHIINH, XyI0)KECTBEHHBIA CTUJIb U XapaKTEPHbBIE YePThl KHHOMY3BIKU
VY30ekucTaHa OMpPEAeNsIoTCs ICTETUYECKON HampaBlIeHHOCTHIO TBOpPYECTBA, OMOPOIl Ha
TPaJUIIMOHHYIO MY3bIKY M 3aMMCTBOBAaHHMEM y He€ MPHUHIUIIOB MY3BIKAJbHOTO DPa3BUTHS
(MMIpOBU3ALIMOHHAS CTPYKTYpa U MEIUTATUBHAS TEXHHUKA).
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Abstract. The visual interpretation of the cinematic image by means of the art of music has
evolved into a special sphere of compositional activities. Endowed with an applied meaning, movie
music has developed certain particular tendencies and parameters of genre and style, which resulted
in the formation of a complex system of functioning of its illustrative features. Correspondingly
the spectrum of interaction of music with the visual depiction is wide and diverse. The technical
particular features of creating cinematic works have created in impact on the formation of new
forms of interactions between the various expressive means. The experience of working with
applied genres has brought to the formation in the Uzbek compositional school of a peculiar national
artistic language, style and innovations in the realm of rhythm, texture, harmony, etc. The synthesis
of the arts, which mutually enriches itself, has created a broad field for the composer’s fantasy, for
expressing his or her ideas and worldview positions. The role of music in movie replication (the
making of animated cartoon) is determined not only by its aesthetical qualities, but also by the
possibility of interacting with the video sequence.

The general tendencies, the artistic style and the characteristic features of the music in the
making of animated cartoons in Uzbekistan are determined by the aesthetical directedness of
artistic activity, the reliance on traditional music and the derivation of the principles of musical
development from it (improvisational structure and meditative technique).

Keywords: applied genres, audio sequence, cinema music, music and multiplication

For citation: Ganikhanova Sh. Sh. Cinema Music in Uzbekistan in the Context of the Issue of
Synthesis of the Arts. Problemy muzykal'noj nauki / Music Scholarship. 2021. No. 4, pp. 189—-196.
(In Russ.). DOI: 10.33779/2782-3598.2021.4.189-196.

OBEKTHl TBOpPYECTBA B J3py Hayd- KOBYIO COCTaBIsAOLIy0. OmMO0YHO MHEHHE,

HO-TEXHUYECKOIO Iporpecca Xapak-

TEPU3YIOTCS TEHIACHUUSIMU B3aUMO-
000TranIaroIero pa3BUTHS Pa3IMYHBIX BUOB
UCKYCCTB, CHHTE3UPOBAHHEM HOBBIX ()OPM H
BHUJIOB, *KaHPOB M TUIOB. JIluHaMU4eCcKui xa-
paKTep 310xu, HaunHasA ¢ koHna XIX Beka 1o
CETOJIHSIIHETO JIHS, CTUMYJIUPOBAJ, a 3aT€M
Hamén B kKuHeMaTtorpade BbIX01 HOBBIM HJIe-
SIM M 3CTETUYECKUM BO33peHUsIM. «Benukui
HEMOI» HEYKJIOHHO TOTOBHJICSI OOPECTH 3BY-

YTO My3bIKa HCIOJB30Bajach TOJBKO JIsI
TOTO0, YTOOBI 3aITYIIUTh CTYK KMHOAIIapara.
OO0mmen3BecTeH psil 3aMETOK M WHCTPYKIIHIA
J. Beprosa [1], C. Ditzenreiina [2] u ap.,
rae TanépaMm JarTCs KOHKPETHBIC PEKOMEH-
JaI 0 My3bIKaJlbHOM MaTepuaie. B cBoux
3aMeTKax u AHeBHUKaX JI. BepToB uérko npo-
MUCHIBACT YyKa3aHUs OTHOCHUTEIIBHO MY3bI-
KaJIbHOTO MaTeprayia K ¢guibmam «YenoBek
¢ kuHoammaparom» M «OnIMHHAIIATHY, T
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OHAa JODKHa KOMMEHTHUPOBATh, TMOSICHSTH,
NoIYEPKUBATh, BCTYINATh B JUAJIOT C KaJPOM.

B 3nHamenuTon «3asgBKe», NOIIIHCAH-
Hou C. Di3enmreHoM, B. ITyn1oBKHHBIM 1
I AnekcanapoBbIM, HaMEUalOTCs MyTH pa3-
BUTHS «3BYKOBOM (uiibMbl». B padore «Bep-
TUKIbHBIA MOHTaXx» C. DU3EHIITEHH pac-
CMaTpYBaeT KUHOIMOJIOTHO KaK MY3bIKAJIbHYIO
HNapTUTYPY; paccykKaast 0 MOHTaXe, PeKHUCCEP
oOpamaercs K nmpuéMam, 3aMMCTBOBAHHBIM U3
MY3BIKaJIbHOTO MCKYCCTBa [2], TO ecTh 00Opa-
IIAeTCS C BUACOPSAIOM KaK C MY3bIKAJIBHOM
MTAPTUTYPOU.

Ha panHux sramax CTaHOBJIEHUS KHHO
B 2040 roast XX cToneTHs B MOHUCKAX
CPEICTB XyIOKECTBEHHON BBIPA3UTEIHLHOCTH
pexuccéppl, OTOJBUrasi Ha BTOPOH IJIaH TeX-
HUYECKHE BO3MO)KHOCTU KHUHO, MEPEHUMAIH
MHOTHE TIPUEMBI M CPEICTBA BBIPA3UTEIHHO-
CTH Y CMEKHBIX UCKYCCTB, B YaCTHOCTH, Y MY-
3bIkH. Kak Torna, Tak ¥ B COBpeMEHHOM KHHO
MOXHO HaWTH Maccy TOMY IMOATBEPKIACHUMN:
ObICTpast CMEHa KaJpoOB U X KOHTPAITyHKTHU-
YECKO€ pa3BUTHE (CTPETTHBIC MPOBEACHUS
B ¢yrax); mpuém «Hae3qa» KWHOKaMEphl Ha
KPYIHBIH OOBEKT (CONO OTIAEIbHBIX MHCTPY-
MEHTOB); KPYITHBIN TUIaH B KyJbMHUHAIINH KU-
HOJICHTHI (futti opKecTpa) u Jp.

Kpome toro, 06 oOurHoOCTH IBYX BHUIOB
HCKYCCTBa PEXKUCCEPHI TOBOPST YXKE B Havase
XX Beka. B pabore «Dororenus» (panirys-
CKHI PEXHUCCEP U TEOPETUK KMHOMCKYCCTBA
JI. Jlenmok paccyxpaeT o0 00beauHEHUU
KOMITOHEHTOB (pMIIbMa, MPU3BIBAET K UX OC-
MBICJICHHOMY HCIIOJIb30BaHUIO; €ro KoJliera
XK. ronak, meutasi 00 MHTETrpaTbHOM (DUITB-
Me, Jeflaja akIeHT Ha PUTMH3aIuu olpa-
30B [3, c. 21]. Ha3BaHus crareit TEOpPETUKOB
KMHO Hayasa XX BeKa TOBOPAT CaMU 3a ceos:
«/ImaronanpHas cumponus» M. banan, «Bu-
3yanbHast cuMdoHus u uncroe kuHoy» JI. [a-
BaHca [TaM ke, C. 27]).

B moctpoennn Buaeopsiga MHOTHE pe-
KUCCEPBI UCMOIB3YIOT JAOCTHXKEHHUS MY3bI-
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KaJIbBHOTO UCKYCCTBA, TPUMEHSIOT MY3bIKAJIb-
Hble (DOPMBI M KaHPbI, NPUEMBI PA3BUTHSL.
B cBoto ouepens, u My3bika o0oraTuiia apce-
HaJl CPEACTB BBIPA3UTEIbHOCTU. BcromMHuM
JTHOOMMBII UMIIPECCUOHUCTAMH 30HHBIN CIIO-
co0 pa3BEPTHIBAHUSA MY3BIKAJILHOTO MaTepH-
aja, TaK Ha3bIBAEMbIM MPUHLHUI KaJIPOBOCTHU
[4]; onbiT paboTel A. IllHUTKE B KMHO Ha-
JIO)KUJT OTIIEYATOK HAa €ro aBTOHOMHBIE IPO-
u3BeAeHus, B yactHoctu, Concerto grosso.
B V36ekucrane @. SIHoB-SHOBCKMIT IEpeHO-
CUT IPHUHLIMIIBI Pa3BUTHUSI MY3bIKaJIbHOTO Ma-
Tepuaia, ampoOUPOBAHHBIE B KHHOMY3BIKE, B
CBOM MHCTPYMEHTAJIbHbIE IPOU3BEICHUS, HA-
MIpUMeEp, MENUTATUBHYIO TEXHHUKY [5; 6].

[Ipouecchl B3aUMOIENCTBUS MY3bIKH C KH-
HemaTtorpadoM U ux COMKEHHE OTPA3HUIUCh
Ha (OPMHUPOBAHUU MY3bIKATbHO-TIPUKIATHBIX
XKAHPOB, CTPYKTYPbI UX SI3bIKA, CTHIJIMCTHKU;
HOBaIMsAX B oOnactu putma, GaxTypsl, Tap-
MOHMH H T. II., YTO HEOJHOKPATHO OTMEYAJIOCH
MY3bIKOBEJJaMH TPU M3YyYEHUU KOMIIO3UTOP-
ckoro TBopuectBa [7]. JleiicTBUTEIBHO, OCO-
OEHHO Ha COBPEMEHHOM JTareé KUHO CTaHO-
BUTCS HMCTOYHMKOM HOBBIX JIQJJOMHTOHAILIUM,
puT™MO(OpMYII, TAPMOHUYECKUX KOMILJIEKCOB,
KaTaJIn3aTOpOM KOHCTPYHPOBAHUSI HOBBIX 3BY-
YaHWM, CTUMYJIUPYIOLUIUM IMOSIBIIEHUE HOBBIX
TeMOpoB. Tak, B mapTUTypax y30eKCKOro Kom-
no3utopa X. XacaHOBOM pE3KUE MOAYJSLUU
B TOHAJILHOCTH, HAxXONAIIMECS B JUala3oHe
MaJioil 1 OOJIBIION CEKYH[Ibl, CTAHOBSTCS Xa-
PaKkTEpHOM 4YepTol €€ moyepka. ITOT NPUEM
OHA HCIMOJB3YET U B aBTOHOMHBIX >KaHpax.
B my3bike, HantncanHoi @. SJHOB-AHOBCKUM U
J. SIHoB-SIHOBCKUM /7151 psifa MyIBT(UIBMOB,
TeMOpoBasi Apamaryprus, ciemys 3a BUICO-
PSIOM, POXKAAET HOBBIE 3BYKOBbIE 3(P(EKTbI
u nedopmMupyer npuBbIUHBIE TEMOPHI (3acyp-
JTUHEHHBIE CKPUIIKM B BBICOKOM PETUCTpPE —
cusinue Kopana u3 «cropun Ucnama). Ume-
IOTCS BCE OCHOBAaHHS TOBOPUTH O BIIMSHUU
KHHOMY3bIKH Ha (HOPMUPOBAHHE KOMIIO3UTOP-
CKOI'O CTWJIS U SI3BIKA.
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Ha 3ape craHOBIIEHMSI KMHO TEOPETUKH H
PEKUCCEPBI  OCO3HABAIM BAXHOCTH BBIPA3HU-
TEJIBHBIX M M300pa3UTENIbHBIX CBOICTB MY3bl-
KM, CIUTAs1, 9TO MMPOCTPAHCTBO 3PUTEIHHBIX 00-
pasoB BO3MO)KHO PACIIUPUTH YEPE3 CIyXOBOE
Bocrpusrue. XK. ne bponcemnu B pabore «Ilan-
TOMHMa-MY3bIKa-KHHO» BbICKA3aJl OIIAaCEHUs 110
IIOBOJy BBEJICHUS B ay[MOpsJ CJIOBa, KOTOPOE
MOXET Pa3pyLIUTh SMOIMOHAIBHYIO IJIaCTHY-
HOCTh KMHEMarorpamuecKoil MaHTOMUMBI, H
TOJIBKO My3bIKa criocoOHa e€ yrmyouTts. [lytn
Pa3BUTHUS NPUKIIATHON MY3bIKU JJIsI KUHO TPO-
KJIa/IBIBAJTUCH PEKUCCEPAMU, KOTOPBIE JTaBAJIU
KOHKPETHbIE PEKOMEHJALMKU [0 TOBOAY HM-
npoBuzauuii Tanépos (/. BeptoB) u cocras-
JICHUSI MY3BIKAIGHBIX TApTUTYp s (uiibMa
(C. Diizenmireiin, A. TapkoBckui, A. Kon-
yanoBckuii, C. JIMOHE) COBMECTHO C KOMIIO-
sutopamu. HamryneiBas crnenuduky >KaHpa
COOCTBEHHO KMHOMY3BbIKM, OHU CTPEMHIIUCH
BBIBECTH BU3yaJIbHbIC NIPE/ICTABICHUS B chepy
«YMO3PHUTEIBHBIX» MY3bIKAJIbHBIX KATETOPHIA.

HeciyyaeH uHTEpec MHOTMX MY3BIKAHTOB
COBPEMEHHOCTHU K IMPAKTUKE O3BYUHMBAHMS He-
MbIX (uieMoB. [IpuBeném mpumeps mpoekTa
«Bleak box» (Music & Visual Arts Festival),
OCyILIECTBIEHHOrO aHcambOnem «OMHUOyCH
B nepuon ¢ 2006 o 2015 ron B Tamkenre,
a TaloKe Pl KUHOPUIBMOB, O3ByYEHHBIX Ka-
MEPHBIM OPKECTPOM Y30EKCKMX HALIMOHAIBHBIX
nHcTpyMeHToB «Cornuana» B locynapcTBeH-
HOM KOHCepBaTropuu Y30ekucrana. B atux npo-
€KTax MY3bIKAHTOB NPHUBIIEKAJIa BO3MOXXHOCTb
MO0-HOBOMY TIPOYHTATh CTApbie (DMITEMBI; BBISIB-
JISISL CKPBITYIO CHITY BH3YaJIbHOTO psizia, OOHapy-
KHUTb CBS3b MY3bIKH U U300paKEHUSL.

B monemuke 0603HaYEHUS PO U MECTa
MY3BIKH B KHHO TIOTHUMAIIUCH TPOOIEMBI, KO-
TOpBIE HAILUIA TEOPETUYECKOEe 000CHOBAHHE
B MCKYCCTBOBEAYECKOW JIUTEpaType, OAHAKO
BHE I0JIs1 CCJIEI0BATEIBCKOTIO B3IJIsA1a OCTa-
JIOCh aHMMAalMOHHOE KUHO M MYJIBTUILIHKA-
WS — OJUH M3 CaMbIX JTIIOOMMBIX B JIETCKOM
cpele BUAOB KUHOHUCKYCCTBA.

N3BecTHO, YTO MNPUHLMI MYJIBTHILIMKA-
My ObUT HalACH OCNBrUCKUM (U3HKOM
Jlxxo3edom Ihxaro 3amonro 1o Toro, kak Opa-
T JlfomMbep m300penu CBOW 3HAMEHHTHIN
anmapar. [lepBble 1m1aru Toro UCKyccTBa, KaKk
ormeuaeT . Apucrapko, CB3aHbl C HMEHEM
TaJaHTIUBOTO (PPAHITy3CKOTO XyJOKHHUKA-
caMoyuku Omuiisi PeitHo, KOTOpbIi B CBOEM
«OnTuueckoM TeaTpe» JAaBall MPOAOTKHU-
TeJIbHBIC MyOIMYHBIE CEaHCHI [3].

MynbTUTIIMKALIMSL TIOUYTH cpa3y Obula 3BY-
KOBOM, IJIE CONMPOBOXKJICHUE TMOIONPATIOCH Me-
TOJAOM KOMIWIAUMHU. Parxupys poib My3bIKH
B 9KpaHHBIX BHJAX MCKYCCTBa, J. JIMHATp3H
BBIJICIISIET MYJIBTUIUIMKALIMOHHBIE JKaHPbI, aK-
LEHTUPYSl BEIyIlee 3HAYEHHE MY3bIKaJIbHOM
cocrapsironel aynuopsiaa [8]. Ognako g0 ce-
TOMIHALIHETO AHS BEAETCA MOJIEMHKA B OMpe-
JEJICHUH MECTa MYJIBTUIUIMKAIMA B CUCTEME
KMHOMCKYCCTBA, HE BBIBJICHa OCOOEHHOCTbH
MPUPOABI  MYJIBTUIUTUKAIIMOHHOTO — 00pasa,
cnenudrka Marepraga M 3aKOHBI TTOCTPOCHUS
(hopMbI MYJTBTUILTUKAIIMOHHOTO POU3BEICHHUSL.

BnepBble OCMBICTUTH TPOIECC B3aUMO-
NEUCTBUS ayuo- U BUAECOPAIOB B KHUHOIIPO-
U3BEACHUU C OSCTETUYECKUX TMO3UIUN TI0-
neitanack 3. Jlucca [9], HO OoHa KOCHyIach
TEXHUYECKON CTOPOHBI TPUMEHEHHUS MY3bIKH
Ha MaTepualie MoJbCKOro KnHemarorpada ce-
penunbl XX Beka. B 1970-1990-x rogax Bo-
MPOCHl KNHOMY3bIKH 3aTPAaruBajiiCh B CBSA3U
C XapaKTEPUCTUKOM TBOPYECTBA KOMIIO3UTO-
poB. B maHHOI cTaThe BBISBISIOTCS MEXAHU3-
MBI CYILECTBOBAHMUS MNPHUKIATHON MY3BIKH
B KOHTEKCTE (DOPMHUPOBAHKS HAIMOHAILHOTO
CTHJISI KOMITO3UTOPOB Y30E€KHCTaHa TMEPBOTO
nBannarmieTus X XI Beka.

MynbTUIIIMKALIMS, HAYMHAs CO CBOMX
MEePBBIX IIaroB, Mpejiarajia M ocBavBaia
YHUKaJbHBIC, CIeNu(puIecKue TPUEMBI U
CpelICTBA XYJI0’KECTBEHHON BBIPA3UTEIIbHO-
CTU Ha BCEX YpPOBHSX. B pa3BuTHMU MynbTH-
IUIMKALIMY BEJIMKA PoJib Y. [[UCHEs: MMEHHO
OH OTKPBUI IpaMaTypruyeckre BO3MOXKHOCTH
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KOHTPAIYHKTHYECKOTO COCTUHEHUS BHIICO-
U ayAHOPsI0B.

COOTBETCTBEHHO IIUPOK U MHOT0OOpa3eH
CIEKTP B3aMMOICHCTBHS MY3BIKH C H300pake-
HUEM, IUIACTUKOM, ABMKEHHEM, CJIOBOM, IaH-
TOMUMOM. BCE 3T0 MoBNIMsUIO HA W3MEHEHHE
cnemuKu CTPYKTYphl 00pasza, a TeXHHYE-
CKHE OCOOEHHOCTH CO3[aHUs MYJBTHILINKA-
IIMOHHOTO (pUiibMa TPUBEIM K HOBBIM (op-
MaM B3aMMOCBSI3E€H BBIPA3UTEIBHBIX CPEICTB.
Tak, ObUTM NEPEOCMBICIEHBI U POXKJIEHBI HO-
Bble (DYHKIIMM MY3BIKH B TPHUKIATHBIX >KaH-
pax: paziuunvle Gopmbl O08udicenus (NoA-
yépKUBaroLiasi ABMKEHUE, COMPOBOXKIAOIIAS
JBKEHHE, M300pakarolias ABWKCHUE); M)-
3bIKAIbHAAL  00pAOOMKA PeanbHbIX UWYMO8
(B mynbrdpunbme «byner mackoBbI JOXIBY,
pexuccép H. TymsaxomxaeBa, KOMIIO3UTOP
@. Anos-SHoBckmit). B Toii ke paboTe mpu-
MEHSICTCS QYHKYUS OBOUHOU ULTIOCMPATNUG-
Hocmu: Ha (DOHE TAHTO — 3BYK MEXaHUYECKOU
UTPYIIKH; nosecmeyiowas @yukyus (BHY-
TpEeHHUN MOHOJIOT repoeB). CI0BOM, MyJIbTHU-
TUTMKALUST HAKOIUJIa OTPOMHBIN, COBEPIIIEHHO
HEM3YYCHHBIN OTIBIT, TAKXKE TPEOYIOMUN BCe-
CTOPOHHETO OCMBICJIEHHUS B €TUHCTBE MY3bIKO-
BEIUECKOTO M KHHOBEIYECKOTO acleKTOB .

B mpomecce paGoTbl ObTM HM3YYEHBI H
KpaTKO OIKCaHbl OKOJIO BOCBMHJECATU XY-
JIOKECTBEHHBIX (PUIBMOB U MYIBT(HUIBEMOB,
MY3BIKY K KOTOPBIM MHCAIl KOMITO3UTOPHI
V30ekucrana. B kauecTBe KOHKpPETHOTO HC-
CJIEIOBATEIbCKOIO Marepuaia OTOUpaIHCh
JICHTBI, HanboJee APKO OTPAKAIOIINE T WITH
UHBIE AaCIMEKThl MOCTABICHHOH MPOOIEMBI.
C 1enbio 3ydeHUsl MeXaHU3Ma CO3aHUs PH-
KJIQTHOW MY3BIKM M €€ BIHSHUS Ha CTICIU(H-
Ky HallMOHAJILHOTO CTWJI ObUIM IMPOBEACHBI
UHTEPBBIO C KOMIIO3UTOpPAMHU Y30eKHCTaHa,
HEKOTOPBIE BOMPOCHI MPOSICHSUTUCH B TTPOIIEC-
Ce HAayyHbIX JUCKYCCHI €O CleHUaIuCTaMH
Cankr-IlerepOyprckoit KOHCEpBaTOpUH.

[TpuknagHas My3bIKa 17151 KHHO U JI7TsI MyJTh-
TUIUTMKALMY B JAHHOM MCCIIE0BaHUU paccMa-

TPUBAETCA KaK JIBa CAMOCTOSITEIIbHBIX HAIIPAB-
JIEHUs1, KOTOpPbIE UIMEIOT CBOM OHTOJIOTHUECKUE
1 (HDEHOMEHOJIOTUYECKUE KPUTEPUHU, OTIIMYa-
IOIIMECS CTUIMCTUYECKUMU IMPU3HAKAMH, HO
UCXOJIAIIME U3 OAHOIO KOpHS — KuHO. Kuno-
My3bIKa SBJISIETCSA JIMIIb COCTABHOM YacCThIO
3BYKOBOTO psizia (prbMa, Tae TOMHMO He€ Cy-
IIECTBYIOT 3By4Yallee CJIOBO U IIyMbl. 3BYK, a
TOYHEE ayAHOPsII, B KHHOIIPOU3BEICHUN UMEET
CBOM OCOOCHHOCTH. TpH OCHOBHBIE (DYHKITHH
3ByKa — CJIOBO, IITyM U My3bIka — onpeaesu C.
OizenmreriH [2]. CiioBo, Kak U My3bIKa, MO-
KET PACKPBITh TO, YETO MbI HE YBUIUM Ivia3a-
mu. IyM B Ka’K10M OTAEIBHOM CIIy4ae MOXKET
BBINIOJHATH Ty WIM UHYIO APaMaTypruyecKyro
¢byHkmo. My3bIka, SIBISISICh YaCThIO CHHTETH-
YECKOIO LIEJIOT0, BBIMOJIHAET KOHKPETHBIE XY-
JO’KECTBEHHBIE 3a/1a4H, CBSI3aHHBIE CO CIICLH-
¢uxoii kuHOMCKyccTBa. byyun npexe Bcero
NPUKJIaTHOM, OHA B TO %K€ BPEMsI IPUHAJIEKUT
JIBYM BUAaM HcKyccTBa. (CrienoBarenbHO, €€
HEOOXOIMMO paccMaTpuBaTh M C TOYKH 3pe-
HUSI COOCTBEHHO MY3BIKaJIbHOIO UCKYCCTBa, U
C TOYKHU 3pEHUSI KHHOMCKYCCTBA.
[IpupomaMysIBTUIIMKAIIMA OCHOBaHAHA CO3-
JAHUW BBIMBIIIUIEHHOTO 00pasa U omnepupyeT
SI3BIKOM M300pa3uTeabHOro uekyccrBa. OcHa-
HEHHASA TEXHUYECKUMU CPEACTBAMU KMHEMa-
Torpada, oHa co30aET CBOIO 0COOYIO IIacTUYEC-
Ky1o (hopmy, a e€ »KaHpOBO-IpaMaTypruuecKue
3aKOHOMEPHOCTH TPOAMKTOBAHBI 0Opa3HO-
BBIPA3UTEIbHBIMU CBOMCTBAMHU ayauopsiaa.
K Ha3BaHHOI1 BbIIIE TpHUaze CIEAyeT 100aBUTDH
emé OHy Kareropyuro — THIIMHY. B aynnopsne
PACCMOTPEHHBIX HAMHU MYJIBTUILIMKALMOHHBIX
(WIBMOB THUIIMHA WMMEET BEAYILEEe 3HAYCHHUE
B CO3/IaHUH SMOLMOHAIBEHOTO MOMEHTA 3BYKO-
BOH cteprl. Kak, HanpumMep, THIIMHA TIPH T1O-
Ka3e JETCKOM KOMHAaTbl, KOTOPYIO pa3pyllact
MEXaHUYECKHUI IITyM UTPYIIKH, B MYJIET(HUIIEME
no MotuBaM pacckaza P. bpanbepu «byner na-
ckoBbI TOXIB» (pexuccép H. Tymsaxomkaes,
xommozutop . SHoB-SHOBCKMIA). BeImomHss
(byHKLMIO O0IIEro IiaHa, OHa «UIPaeT» CBOUM
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3BYKOBBIM Ka4€CTBOM — ITOKA3bIBAET OTCYTCTBHUE
X1BOrO. B Ha3BaHHOM MyJIBT(UIIBME IPUMEHSI-
ercs mpuéM e opMalivii My3bIKaIbHO-OpraHu-
30BaHHOTO 3BYKOBOTO Marepuaia. Kommosurop
HOpy4yaeT CKPHUIIKAM MEJIOANIO, BOCIIPOM3BO-
JMMYIO JIPEBKOM CMbIUKa (UTO co31aéT 3hdext
MEXaHUYECKOTO IITymMa), TIPA STOM MHOTOKpAT-
HO TIOBTOPSIEMBIN IIYMOBOW MOTHB HCIOJIb-
3yeTcs KaK OIMH U3 CIIOCOOOB MY3BbIKaJIbHOTO
pa3BUTHS. DTOT MPUEM paHee HUCIOIB30BaJICA
J1. WocrakoBuuem, A. llIHutke, 3. ApTembe-
BBIM U NIEPEIIEN B MPAKTUKY Y30EKCKUX KOMIIO-
3UTOPOB, a TAKXKE MPOIEMOHCTPUPOBAIT Pa3IIH-
YK€ WITFOCTPATUBHBIX (DYHKLIMH.

Ko BpeMeHnu co3nanus nepBeIX KHHODUITb-
MOB U MYJAbT(QHIEMOB B Y30€KHUCTaHE pa3BU-
THE WHIYCTPUU KMHO BBIIUIO HA JOCTAaTOYHO
BBICOKHI YPOBEHb HE TOJBKO B TEXHHUYECKOM
OTHOIICHWH, HO U B OCO3HAHUM CHEIUPUKH
NPUKIATHON My3bIKU. Pa3BuTue y30ekckoro
KHHEeMarorpada TECHO CBSI3aHHO CO IIIKOJIOH,
OCHOBY KOTOpOH 3ai0xuin C. DU3eHIITEH 1
B. IlynoBkuH, a pa3BUTHE MYJIBTUIUIMKALIMH
B pecrmyOiuKe HA4aJlOoCh HE C PUCOBAHHOTO,
a ¢ KykonpHOro (rsbma. [lepBbie KHHOPaOOTHI
y30€KCKHUX pEXUCCEPOB JIEAIUCH B COABTOP-
CTBE ¢ BeAyummu pexkuccépamu «Mochuib-
May. JKarnpoBoe MHOTOOOpas3wne B MHIYCTPHH
Xy/IOXKECTBEHHBIX (DUIBMOB PECIYOIHKH IO-
pakaer cBouMH Macmtabamu — Qumocod-
CKHE, HICTOPUIECKHE, OBITOBBIC, KOMEIHITHBIC
U (pUIbMBI HA COBPEMEHHYIO TEMATHKY.

V30ekckass MyJbTUIUIMKALUS Hayasla CBOM
MyTh HE C PKPAHMU3AIMHU CKa30K, a ¢ oOparie-
HHS K COBpeMeHHO TemaTuke. «Obpaiienne
K aKTyaJbHOM Teme, BBIABICHHE HallMOHAJIb-
HOTO KOJIOpUTA CTaJI0 3a/1aueii y30eKCKHX Xy-
JO)KHUKOB C TEPBOTO ke (hUiIbMay, — MHUIIYT
ucropukd [ 10, c. 232]. B 80-x ronax XX Beka
JOCTHYKEHHUSI KHHEMaToTrpaducToB Y30eKucTa-
Ha MO3BOJISIIOT HE TOJILKO TOBOPUTH O CTPEMHU-
TEJIbHOM TMHAMUKE PAa3BUTHS, HO U ONIPEACTUTD
oOmIMe TEHICHIINY, BBISIBUTH XyHIO)KECTBEH-
HBII CTWJIb U 0003HAUUTh XAPAKTEPHBIE UEPTHI

MY3BbIKH B MYJIBTHIUIMKAIAA. Tak, BEIyIIeH
TEHJICHIIMEH CTaHOBUTCS co3AaHue GuiIocod-
CKO-ICTETUYECKOTO  OCMBICIIEHUSI HUCTOPUU
HapoA0B A3UM — 3TO MYJIBTHUIUIMKALUOHHBIE
¢unsmbl «Huthy, «Mctopus Ucnamay, «Iltu-
na» (komno3utopsl ®@. SHoB-AHOBCKUN U
. AxoB-SHoBckmit), «Cyacthe barpipa»
(M. IuaxacoB). B Ha3BaHHBIX U APYyTUX pabdo-
Tax y30€KMCTAaHCKHE aBTOPbI MY3bIKH OIHUpa-
FOTCSI Ha TPAJAUITMOHHBIN (HOTBKIIOP, 3aMMCTBYS
NPUHLIUIB Pa3BUTHUS (MMIPOBU3AIMOHHAS
CTPYKTYpa U MEIUTATUBHAs TEXHHUKA).
[IpukiiagHas My3bIka HIMEET LEIIBIN CIIEKTP
byHKIMiA, HO TpaKTUYecku Bce oHU Audde-
PEHLIMPOBAHbI U3 WJUTFOCTPATUBHBIX CBOWCTB.
Nmmroctparnust  mo0oro  JABMWKEHUS (B TOM
qycie IUIACTUKHU) MPEAnojaraeT HMCIoyb30-
BaHHE TaKUX CPEJCTB, KaK PUTM, TeMOpOBOE
YyepeloBaHue, AMHAMHYECKUE OTTEHKHU: WII-
JIOCTpALUsl PEAIbHOTO WM BOOOpPaKaeMoro
(MCKaXEHHOTO) 3BYYaHHUsSI C IIETBIO CO3IaHUS
KOHKPETHOTO 00pasza — IIyM aBTOMOOWJISI, JO-
K, MEXaHUYECKOW WIPYILKH; WLTIOCTPALMS
KOHKpETHOro o0pa3a WM KOHKPETHOro Jei-
CTBHUS, COMPOBOXIAIOLIEro Kajap. Pacummpsis
IPaHUIIbI BO3MOXXHOCTEH, (POHOBAas M KOMITH-
JISITUBHASI My3bIKa JIOTIOJHSIOT KaJIp, TIepe1aBast
AMOIMHY, W300pakas NBMXKEHHE, MOAPAKAIOT
pEaNbHBIM U BBIMBIIIIIEHHBIM IIIyMaM, CII0C00-
CTBYIOT LIEJIbHOCTH JpaMarypruu. B BeIMbIII-
JIEHHOM MHpPE MYJBTUIUIMKALMU HEBO3MOXHO
OpPHEHTHUPOBAThCSl O3 My3bIKH, KOTOpasi, pas-
JBUTAsl TPaHUIIbl pealbHOCTH, CO3AAET yC-
JIOBHBIN MHP C BBIMBIIJICHHBIMU TEPOSIMU-.
OCHOBHOM XapaKTepHOW 4YepTOl KUHOMY-
3BIKU SBJISIETCSA YETKUN XPOHOMETPAXK, COO-
JIOZICHUE BPEMEHHBIX COOTHOLIEHUN MEXITY
cMeHamH KazipoB. OTcrofa CTPYKTypHUpOBaH-
HOCTh (POpPMBI (KaJIpOBOCTH) M BBHICOKAsI KOH-
LEHTpaluus MY3bIKaJIbHOTO $3bIKa, HAIHO-
HAJIbHO-UHTOHAIIMOHHAS  CHEeUU(UIHOCTH
(ucmonb30BaHME BAPUAHTOB U HWHBAPUAHTOB
TEM, 3aMMCTBOBAaHHBIX U3 allyja 1 MAKOMOB),
PUTMHYECKUE U TEMIIOBbIE MPUEMBI (CHHKO-
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IIbI, OCTUHATHOCTb, YCYJIBHOCTH), TIOCTpOE-
HH€ JIJAKOHWYHBIX ¥ 3aKOHYEHHBIX (hpa3, KOTo-
phle 00J1a1aI0T CIIOCOOHOCTHIO MEPEMEIIICHUS
u3 Kangpa B kazap. [loBwimaercs ponb peru-
CTPOBOI U TEMOPOBOM ApaMaTypruu, 4To Bbl-
3BaHO YaCThIMH IIOBTOPEHUSIMU OAHOU U TOU
e (pa3bl, THTOHAIINHN, HAKOHEI], MOTHBA.

Wcxons u3 cka3aHHOTO, BBIAEIUM HEKOTO-
peie cnerupuyeckrue 0COOEHHOCTH B3aUMO-
JICUCTBUS ayu0- U BUJIEOPSIOB:

1) BUIEOps KOHKPETU3UPYETCS WK Tepe-
OCMBICJIMBAETCS MOCPEICTBOM CPEICTB MY3bl-
KJTLHOU BBIPA3UTEIBHOCTH (JIJ1, PUTM, TEMOD);

2) uenbHOCTh 00Opa3a B 3PUTEITBCKOM
BOCIIPUATUM CO37aéTcsi Onaronapsi CUHTE3Y
aynuopsiaa u BUIACOPAIa;

3) HECMOTpS Ha Pa3IMYHYIO MPUPOIY OH-
TOJOIMYECKUX BO3MOXHOCTEH ayauo- U BU-
Jeopsizia, UX KOHTPAIYHKTHYECKOE COUueTaHHe
MIPUBOIUT K CO3/IaHUIO IIETEHOM IpaMaTypriu;

4) BbIpa3UTEIbHBIE BO3MOXKHOCTH MY3bI-
KM pabOoTal0T Ha paCUIMPEHUE U TOTIOJTHEHHE
HEKOTOPBIX (QDYHKITUH ayaropsiaa.

Takum oOpazom, (opMupoBaHHE XyI0-
KECTBEHHOTO sI3bIKa M OOpa3HOM CHUCTEMBI
y30eKCKoro KuHemarorpada MpPOUCXOAMIIO
Ha JIByX BBIPA3UTENbHBIX YPOBHSAX — ayJHO-
U BHUIEOPsOB. B3aumHO oOoramiarommiics
CHHTE3 UCKYCCTB CO3AAET MIUPOKUM MPOCTOP
JUI TBOPUYECKOW (paHTa3MM XyHOXKHUKA, IJIs
BBIPQ)KCHUS HOBBIX UJICH U YTBEPKICHUS MU-
POBO33PEHUYECKUX TTO3ULIHH.
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Abstract. The author of the article examines the theoretical-conceptual, methodological
reference point in Beslan Ashkhotov’s monograph “The Musical Nartiad: An Attempt of Research.”
The high academic level of the research is noted. It is emphasized that the monograph offers an
original method of analysis and evaluation of the stage of development of the Nart epos and its
ethnic stratification on the basis of a systemic demonstration of the specific features of the music
of the epos — the musical Nartiad. The methodology presented in the book may be transferred onto
any other ethnic culture.
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CIM y 4WTaTessi BO3HHUKIO HENO-
EyMeHHe 0 TIOBOAY HCHOJIb30BA-

HUS KpbUIaTON (hpas3wl U3 Tpareauu
A. C. Ilymkuna «Mouapt u Cansepuy,
OpUMEPSIONIeH CypOBYyI0O U O€3AyIIHYIO
MaTeMaTUKy K TOHKOM Maruu u sgemep-
HOCTH MY3bIKM, TO Ha CE€H pa3 BCE MHAa-
ye — Beab Calbepu «MY3bIKY pa3bsyl Kak
TPYI, HOBEPUI... aIreOpoil rapMOHUION.
A B JaHHOM cily4ae peyb MJIET O MOHOTIpa-
¢uun, koTtopas mapaaoKcaJbHbIM 00pa3oM
HalleJleHa Ha aHaju3 U IEPEOCMBICICHHE
(TO ecTh MOBEPKY) €Ba JM HE BCEro Mac-
CHMBAa 3HAHUM, NOCBAIIEHHBIX HAPTCKOMY
3M0CY, ¥ HE B JIOTUKO-aHAJIUTUYECKHUX HITY-
IHSIX, KaK OOBIYHO MPUHSTO B HAYYHOM JTUC-
Kypce, a uepe3 npu3mMy caMoi My3bIkH [1].

Hymato, m000i, KTO XOTh KaK-TO MpPHU-
YaCTEH K CErOAHAIIHEN HEMPOCTON KU3HU
HayKH, COIVIACUTCS, YTO IMOSIBIICHUE Ka-
KIOU ColepKaTETLHON MOHOTpadUU — ATO
KyJIIbTYpPHOE SIBJICHHME, 3aCiIy’KMBAOIIEe
MpUCTaIbHOrO BHUMaHus. U ecinu nmeer-
Cid B BUJY HApMCKUll 9N0C, OTHECEHHBIN
pemenreM IOHECKO k uncny nocrosHuit
MHUPOBOH KyJIbTYyphl, — TeM Oonee. OqHAKO
€CTh U JIpyTrue MPUYUHBI OOPATUTh B OUe-
pEeaHOM pa3 BHUMAaHHUE HA O3HAYEHHYIO MO-
Horpaduro.

Monorpaduu ObiBatoT pasubie. OmgHU
IIPUMEYATEIIBHBI HOBOM, «IIPOPBIBHON» Te-
MaTUKOU; Apyrue — oOLIUM CTpPOEM; Tpe-
TbU — MacIITabOM BBICTPOEHHBIX 3HAHHM
U YpOBHEM HMX 0000LIEHUS; YETBEPTHIE —

198



Problemy muzykal'noj nauki / Music Scholarship. 2021. No. 4

0

METOJI0JIOTUYECKON OTTOUEHHOCTBIO U T. JI.
Jlannass moHorpadus 0Oonee BCEro xa-
pakTepHa OCOOBIM THIIOM aKaJeMH3Ma,
Yero SIBHO HENOCTAa€T MHOTHM HBIHE IIO-
ABJIIIOLIUMCS  W3aHMAM, CIEIIHO IIpu-
YPOYEHHBIM, KaK MpaBwiIo (WIM IO He-
00XOMMOCTH), K 3allUTaM JIOKTOPCKUX
JIUCCEPTALUM.

Haptckuii 3moc uccinenyercs 1aBHO U
He TOJIbKO critamu yu€Hbix KaBkasa u Poc-
CHUU — BEllb 3HAKOBBIEC CIOXKECTHBIE U KYJIb-
TYypOJIOTUYECKHUE MAapajulelIi B HAPTCKOM
snoce U B mudonorun [pesneit ['pennn
JABHO IIPUBJICKAIOT BHUMaHUE €BPOIEH-
CKOM HayKH, K IpUMepY, GUIIoiora 1 KyJb-
TypoJjiora MUpoBo# 3Hauumoctu JK. Jlro-
Me3uns [2; 3].

Kazanocs 051, «BCE€ yxe ckazaHO» IO MO-
BOIy HapTcKoro smoca. OmHako mpodeccop
b. I AmxoroB mnpemiaraer B3NIAHYTh Ha
«BCE CKa3aHHOE» UHBIM B30pPOM — B HOBOM
paKkypce, Onpeaessisi Ipyu 3TOM KaHp MOHO-
rpadguu kak «kommnaparuBuctckuit». Ilo-
noOHast MOHOTpadust B 3TOM ciIydae JI0JKHA
Obuta OBl CTPOUTHCA Ha OCHOBE COOTHECE-
HUSl U CPaBHEHUS UTOTOB HAPTOBEAYECKHUX
UCCJIEIOBAaHUM pa3JINYHBIX YYEHBIX, Hay4-
HbIX mKo (AbGaeB, I'agararis, J[rome3unib;
abxa3ckas, OCETUHCKasg, KalapauHCKas,
Oankapo-KapadyaeBcKas UIKOJIBI M T. I.).
HNmenHo Tak (yHKIIMOHUPYET KOMIIapaTH-
BUCTCKHI MOAXOJ B HAayYHOM IMO3HAHHM,
I71€ OH OKa3aJcsi 0COOEHHO MPOAYKTUBHBIM
BO MHOTHX OTPACIIIX TYMaHUTApHOU HAyKH:

— CpPaBHUTEJIbHO-UCTOPUYECKOE  S3bI-
KO3HaHUE (3aHATOE BBISBICHUEM CXOJCTB
U TUIIOB CBSI3€M MEXIy POJCTBEHHBIMU
S3bIKAMH C LIEJBbI0O BOCCO3/IaHUS UX JPEB-
HUX BapUaHTOB, PEKOHCTPYKLIMH JETAJIEH
UX UCTOPUU U OCOOEHHOCTEH Pa3BUTHUSA);

— (Quinocodckas  KOMIAapaTUBUCTHKA
(cpaBHHUTENBHBIM aHamU3 GUI0COPCKUX
Ued, TPUHUUIIOB, TPAJULIUN, IKOJI, y4e-
HUM, CUCTEM KaTeropHalbHOTO anmnapara);

— M, HAKOHEll, CPAaBHUTEJIBHOE JIUTE-
paTypoBeJ€HUE, OpPHEHTUPOBAHHOE Ha
W3y4YEHHUE CBSI3€H, Mapajienen, aHaJoruu
B CEMUOTHUKE, TUIIMYECKUX CHOKETAX, CTU-
JEBOM W 3CTETUYECKOW crmenuduke pas-
JUYHBIX HAlIUOHAJIBHBIX JIUTEPATYP.

B mertononoruu MoHorpaduu 3MEMEHT
KOMIIapaTUBUCTUKYU NPUCYTCTBYET. b. Ami-
XOTOB anesuiupyer (0epekHO U BIyMYH-
BO, HaJI0 3aMETUTh) K TEKCTAM, HaXOJKaM,
MBICJISIM U BBIBOJIAM CBOUX MPEILIECTBEH-
HHUKOB 1O TBopeHuto mupa Haptuansl. Ho
9TO JIMIIh HEeKUW (M HE caMbli TJIaBHBIN)
acmekT Tou ¢uinocodun, CTpareruu U Me-
TOJOJIOTUH, YTO MPEACTAET HA CTPAaHMIAX
UCCIIETOBAHUSI.

Jleno B TOM, YTO IVIaBHAs pOJIb 31€Ch OT-
BEJIEHA MY3bIKE — PUTMHUKE, MEJOCY, CIEK-
TPy KOMIIO3UIIUH U UX COOTHECEHUIO C BEP-
OanbHBIM, IOBECTBOBATEIILHBIM TEKCTOM.
A 3TO BBIXOJUT JAJIEKO 3a MpeAesbl 00bIY-
HOM KOMITAPaTUBUCTUKH, TPEANIOIATA0LIEH
COOTHECEHUE M CIWYEHHE JIUIIb OIMHAKO-
BBIX II0 CBOEH OHTOJOTHMYECKOM MPUPOIE
CYIIHOCTEH (MY3BIKH C MY3bIKOM, BepOasib-
HOTO TEKCTa C TAKOBBIM TEKCTOM, apTedak-
Ta KyJBTYpPBI C apTe(PaKTOM TaKOU K€ MPH-
ponsl). 1 31ech BHOpy BHOBb BEpPHYTHCS
K Ha3BaHUIO PELICH3UPYEMOI CTAThU.

ABTOp CTPOUT METOJOJIOTHIO aHAIM3a
BepOaJIbHBIX TEKCTOB HAPTCKOTO 3110Ca, CO-
OTHOCSI MX O0COOBIM 00Pa3oM C MY3bIKaJb-
HBIM MHPOM 3TOTO 3M0Ca U creuupuKon
ux ctpos. OH yOex1€H B TOM, YTO UMEHHO
MUP MY3bIKH (B IIEPBYIO O4Yepeb aIbIICKUX
COUIIMHATIACH» U OCETHMHCKUX «KaJaroBy)
SBIIIETCS CaMbIM TOYHBIM HMHAMKATOPOM
HE TOJBKO KYJIBTYPHO-3THUYECKUX KOPHEH
(3THMYECKON TPUHAJICKHOCTH, a 3HAYUT
— ayTEHTUYHOCTHU) TOTO MJIM MHOTO CIOKETa
(unu repost) Haptuanel, HO U caMbIM Bep-
HBIM MapKepOM 3I10XH, UICTOPUYECKOTO Bpe-
MEHU W NEpHOAA MOSBIEHUS B IMPOCTpaH-
ctBe HapTtHransl TOro uim HHOTro reposi, Toro
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WJIM MHOTO CIoeTa. B utore Tak u momyda-
eTCsl — «IPU3EMJIEHHBIE)» MMOBECTBOBATEIb-
HBIE TEKCTBHI 3M10CA, HEOTHO3HAYHBIC (DAKTHI
HMCTOPUYECKON STHOJIOTMHM, MHOTOBAPUAHT-
Hbl€ M CHOPHBIE MPOUYTEHUS JTUHTBUCTUKU
1 (OJIBKIOPUCTHKH aBTOPOM MOHOTrpaduu
MOBEPSIIOTCS Yepe3 MPU3MY CICIIU(PUISCKUX
ocoOeHHOCTEN (PUTMOMHTOHAIIMOHHYIO
(hOpMYITBHOCTD U apXaUYHOCTH MEJIOCa, Ipe-
xne Bcero). Ilo cyru, aBrop MoHOTrpaduu
BBIIBUTAET M TIOCJIEA0BATENIbHO pa3BUBa-
€T CIEAYIOUIYI0 UJICI0: cneyuhurka My3wviku
9n0Ca A619emcst HAOEHCHLIM MAPKEPOM M-
HUYeCK020 (CyOKYIbMYPHO20) NPOUCX0IHCOe-
HUSL PA3TUYHBIX KYJILIMYPHBIX HACIOEHUU HA
A0pPO 9MO20 HN0ca, a Maxx*Hce UHOUKAMOPOM
cmaouanvbHocmu e2o passumus. 11ogoOHbII
METOIOJIOTMYECKHU X0 (TPUHIUI) HUKaK
HE OrpaHMYEH paMKaMH paccMaTrpuBaeMo-
TO aBTOPOM 310Ca, OH YHUBEPCAJICH U MPHU-
MEHHUM K 3I10CY JIH000ro 3THOCa (PyCCKOro,
KaBKa3CKOT'0, €BPOIEUCKOT0).

Mertononorusi, ucnoib3dyemas mpodec-
copom b. I. AIxotoBbIM, HE 3aMbIKaeTCS
JUIIb HA MY3BIKE U METOAAX MY3BIKOBEJIE-
HUST — OHA HOCHUT MEXJIUCIMIUIMHAPHBIN
U TPAHCIUCUUIUTMHAPHBIN XapakTep, IMo-
CKOJIBKY OINUpPAaEeTCs MPAaKTUYECKU Ha BECh
CIEKTP DSTHOJOTUYECKUX HayK OT (oib-
KJIOPUCTUKH JO OSTHOUCTOpUOrpaduu u
3THOINCUXONOruh. UIMEHHO 3TO U CcO31aéT
KJIFOUEBYIO OCOOCHHOCTh paccCMaTprUBaeMOM
MOHOTrpaduu — e€ peIKOCTHBIA aKaJIeMU3M,
YTO y’K€ OTMEUEHO. 37eCh BIIOPY OOpaTUTh-
Csl HETIOCPEJICTBEHHO K TEKCTY HCCIIEeI0Ba-
HUSl, €T0 CTPYKTYpPE U JIOTHUKE.

OCHOBHBIE  CTPYKTYpHBIE  €IMHUIIbI
(rmaBbl) MOHOTpadUu ClaeayIONINE:

I. ®eHOMEHONOTHA TEPOUYECKOTO BII0-
ca «Hapte» Kak siBIIEHUE KYJIbTYpHOIO
TEKCTa

II. O marepuane uccieqoBaHusA

III. O nonp3e UACHTUYHONU TEPMUHOJIO-
TUU

IV. K npoGieme »)aHpOBOTo omnpesesne-
HUS: STHOMY3BIKOJIOTHYECKUI paKypc

V. Brauane Obu1 puT™M

VI. 3BykoBO€ MpPOCTPAHCTBO MY3bI-
KaIbHOM HapTuanel: THUIOJIOTMYECKHNA U
CEMaHTUYECKUH aCIEKThI

VII. ®akTypHas BApHaTUBHOCTH B Qop-
MOOOpa30BaHUMU MIIWHATICH KaK CTHIIH-
CTUYECKUH (HaKTOp CTaIUAIBHOCTH

VIII. My3sikaneHas Haptuama B KOH-
TEKCTE KOMIapaTUBUCTUKHU

I[X. O0 aBrOopax u wuHTepIpeTraropax
SMUYECKUX TEKCTOB.

Kak BuIMM, KaXXIbI 3JIEMEHT CTPYK-
Typbl M BCSl COBOKYIHOCTb pyOpHKaIMU
TekcTa (Kak U KaxJoe TEePMHUHOJIOrHuYe-
CKO€ OIpeneseHue) MoHorpadhun oTmeue-
Hbl METKaMHu TJyOMHBI BPEMEHH, MbIIIAT
OIYIIEHUEM 3HAYUTEIBHOCTU W BEIUYUS
npeamera ucciaenaosanus. K stomy Hano
emé 700aBUTh TIIaBHYIO 0COOEHHOCTH MO-
Horpaduu, e€ ucclneqoBaTeNIbCKyI0 ycTa-
HOBKY — «MEpUTh TEKCT 3I10Ca U BpeMs
B dII0CEe» My3bIKOU. BCE 31O BMECTE co3na-
€T HE TOJIBKO KYJIBTYPY aKaJeMHu3Ma MOHO-
rpaduu, Kak ObUIO CKa3aHO, HO U 0COOYIO
Mepy OTHOUIEHUS YYEHOIO K BEIUKOMY
(heHOMEHY IPEBHOCTH — JOCTOSHHUIO MH-
POBOM KYJIBTYPBI.

Pazymeercs, uccnenoBarenb HE MOXKET
A HE JOJDKEH «OBITh IUIEHEH)» O0BEKTOM
no3Hanusi. OH JOJDKeH W 00s3aH HUMETh
MY>KECTBO BUJETh TAK)KE€ M TEHEBBIE CTO-
POHBI CBOE€Hl KyJIbTYpHI (a BUJIETh, YBUJIETh
Y BBICKA3aTh — 3HAYUT IPEOJIOJIETh), YEMY
CIIy’KaT MHOTHME, «HE aKaJeMHUUHBbIE» dJie-
MEHTBl COBPEMEHHOW METOJI0JIOTUU Tyma-
HUTApPHOTO TO3HAHUSA — JEKOHCTPYKIHS,
F€PMEHEBTUYECKOE MOJEIMPOBAHUE, UPO-
HUsl, pekypcus. HplHe Takoe BcTpedaer-
Ci U B OTHOILIEHUU HAPTCKOTO 3MOCA — HE
B 3TOM MoHorpadum, pasymeercs. 31ech
B Ka)KJ1011 MbICIU U (ppaze, MoauepKHEM enlé
pa3, CHBILMUTCA TOJIOC OTBETCTBEHHOCTH
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aBTOpa, CO3HAIOIIETO, YTO OH 3aHSAT ITO3HA-
HUEM HMCTOKa U CPEIOTOYHUs apXeTUnuye-
CKUX MaTTEPHOB, KYJbTYpHBIX yHUBEpca-
JWA, KOPHEH MY3BIKaJIbHOW KYJIBTYPBHl U
COLUAJIBHO-TICUXOJIOTUYECKUX  CTPYKTYp
€llBa JI1 HU BCEX KAaBKa3CKUX JTHOCOB
(amBITCKOTO M OCETHHCKOTrO, MPEeXkKIe BCe-
ro). OueBUAHO, UYTO Tepea HaMU oOpaszell
KJIACCHYECKOTO, KPOMOTINBOTO, IT00pOT-
HOTO, HE TEPIIIIEro CHENIHOCTH aKazie-
MH3Ma B TYMaHUTApHOU HayKe.

NmeHnHO akajieMuU3M Takoro pojia urpa-
€T 0coOyI0 poJib B MO3HAHUU KYJIBTYPHI,
B UCTOPUHU KYyJbTyphl. JIunpe Takomy aka-
JNeMHU3MY OBLIO TIOJ CHUIIy TEPEOTKPHITHE
BEJIMKHUX MPOILIbIX B3JIETOB KYJIBTYpPbl —
€TUIIETCKON ITMBUIIM3AIUY, [TUBUIN3AIIMHN
alTeKOB, UHKOB, Malis. EcTb npumepsl u
paaoM ¢ HaMmu. Peub MOET 0 3HAMEHUTOM
NaMsATHUKE PYCCKOW IpeBHOCTH, 0 «Cio-
Be 0 noJsiky Hropese». Benp emé B XIX
BEKE, B IIOPY paclBeTa pyCCKOU KJIacCH4e-
CKOM JIUTEpaTyphl U MOABEMA POCCUNCKOU
I'YMAaHUTApHON HayKH, OHTOJIOTHMYECKHI
CTaryC JTOro IIPOM3BEICHUSA OCTaBal-
CS CIOPHBIM M HeNpu3HaHHBIM. U nuimib
Onaromapsi TMOSIBIEHHUIO TEKCTa, U3Y4YeH-
HOI'O U KOMMEHTUPOBAHHOIO MO KaHOHAM
KJIACCUYECKOTO aKajemMusMma (TpylamMu U
yemwusamu akagemuka J[. C. Jluxauépa),
MPUILIO TOHUMAaHUE, OCO3HAHUE U TPHU-
3HaHUe, 4TO UMEHHO B «CI0BE O MOJIKY
HUropeBe» COKPBITHI TTyOHMHHBIE HCTOKH,
OCHOBaHUS U TUIIMYECKUE YEPThI BEITUKOMN
pycckoil nuTeparypsl. Tak B odepeaHoi
pa3 3asBuiia 0 cebe cypoBasi HICTUHA, YTO
0T «(OKYCHPOBKH 3pEeHUS» U aKaJeMHU3Ma
COBPEMEHHOI'0 MCCIIEI0BATENsl KPUTUIHO
3aBUCUT CyAb0a HMCTOPHUM KYIbTYphI, €€
ryOuHa ¥ TPaBIUBOCTb.

Ho ectb ke u apyroe, B 00111eM TallaHT-
JIMBOE, MPOYTEHHUE ITOrO TEKCTAa — «A3 U
S» Omxaca CyneiimeHoBa. DTO MPOUTEHUE
yCMaTpHUBaeT cOBCeEM MHOE B cyTH «CioBa
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o nonky Mropesey». CyneiiMEHOBY BUAATCS
MacluTaOHbIE KYJbTYpHbIE NIEPECEUEHUS U
UHTEep(EpEeHLINH CIABIHCKOW U TIOPKCKOM
JPEBHOCTHU, KOTOPBIE AAIOT MOBOJI OTHECTHU
Cue MPOU3BEAECHUE U K UCTOPUU KYJIbTYPBI
TIOPKCKUX HapOJOB, HE 3aMbIKasi €ro B «y3-
KHE PAMKHU CTaTyCca» UCTOKA PyCCKOM JINTe-
patypbl. OTHAKO 3/1€Ch )KaHP COBCEM MHOMI
— HE aKaJeMHU4YeCKHUM, a 3aHUMAaTEJIbHbIN,
UPOHUYHO-UTPOBOM, HEUTO BPOJE «HUCTO-
pHUU KyJIBTYypbl 3THOCOB IJ1a3aMU [103Tay.
Ko Bcemy cka3zaHHOMy HalpaiivBaroT-
cs ew€ nBa npuMmedaHus. Bo-nepBbIx, Kak
BOJIUTCA B KYJIBTYpE aKaJlEMU3Ma, KaXkaA0My
pazneny MoHorpaduu aBTop IpearnochlIaeT
snurpadsl U3 MUpa BbICOKMX MbIcied. Ho
B JAaHHOM CJIy4a€ OHM HE TOJBKO U HE
CTOJIBKO HaMEYaroT CMBICIIOBYIO KaHBY pas-
nena (Kak 3To 0OOBIYHO U OBIBAET), CKOJIBKO
BBICTYIIAIOT ABTOPCKUM MOPAJIBHO-3THYE-
CKHMM IIPUHLIATIOM, «aBTOPCKOW MaKCUMOI».
Cyns o BceMy, INIaBHOM MakCHMOM aBTOpa
B JIaHHOM CJIy4a€ CTaj W3BECTHBIH COBET
M. Punbke: «muTe niryOuHy TipeiMeTay.
W, HakoHen, 0 elBa I HE caMOM IIpHU-
Me4aTesIbHOM IIPU3HAKe KHM)KHOIO aKaje-
MH3Ma — O KyJIbType JOKYMEHTALNH U Ipe-
3€HTAllUU «UCTOKOB». Tak, n3 380 crpanun
Tekcta b. Amxorosa 321 mpuxogurtcs Ha
TOT HENPEMEHHBII 3JEMEHT aKaJemMuye-
CKOTO M3JaHUs, KOTOPbIN B MPEKHUE Bpe-
MEHAa UMEHOBAJICS «HAYYHBIM allapaTrom»»
— OTO OCHOBATEJIBbHOE OIMCAHUE HCTOY-
HUKOB HWH(pOpManuu, UX BapUATUBHOTO
TOJIKOBAaHUsSI, TPHUHAThIE aOOpeBUATYPHI,
COKpAIlleHUsI ¥, KOHEYHO €, OOIMpHBIE
MPUIIOKEHUS (HOTHBIE, MPEK]IE BCETO).
Kak u nr00oe ocHOBarenbHOE U3Ia-
HUEe, JaHHas MoHorpadus TIOJAHUMAET
LEbI pAl METONOJOTUYECKUX MpoldiieM
pa3BuUTUA MU (QPYHKIUOHUPOBAHUS OTHO-
JOTMYECKUX HayK Ha npoctopax Poc-
cun. I[lpexnae Bcero, 0 «Be4HO MpPOOIIEM-
HOM» B 3THOJIOTUU COOTHOUIEHUN 0O0I11ero



Mpobnembl My3bikanbHoW Hayku / Music Scholarship. 2021. Ne 4

G/ﬁ\

(YyHMBEpCaJbHOIO) C YacCTHBIM, C OCOOEH-
HBIM B TEOPHUSX U TPAKTOBKAX YUYEHBIX,
3aHSTHIX U3YYEHUEM UCTOPUH U KYJIBTYPBI
HAIINX ATHOCOB. YBBI, 3/I€Ch Yallle BCETO
npeoOiafaeT Mepekoc B Yroay 4acTHOMY,
STHUYECKOMY (pasymeeTcsi, U3 «Oimarmx
MOOY>KJIEHUI»), 00peKasi STHOJIOTHYECKHUE
HayKH Ha Y3KUW TOPU30HT BHUJCHHS, MPO-
BUHLUAJIBHOCTh, HO HE HAYYHOCTb.
Mouorpadus b. Amixorosa sBIIsSIET CO-
0011 OTpagHOE UCKIIIOUEHHE: OHA UCCIEy-
€T 0COOEHHOCTH U JIeTaIl HapTCKOTO 3I0-
ca, KOTOpbIE UMEIOT 3THUYECKHE KOPHU U
SBIISIIOT CO00M «4acTHOE, EUHUYHOE) Ye-
pe3 yHHBEpCaJIbHOE, Yepe3 IpU3My MY3bl-
KU (a0COJIIOTHO YHUBEPCAJIBHOM MO CyTH),
a Takke Ha OCHOBE (hUI0CO(CKO-KYIbTY-
pPOJIOTHUECKOTO 00O0OIIEHUS OHTOJIOTHYE-
CKOTO CTaTryca HApTCKOTO 3I0Ca, HEKOT-
Ja TPEIIOKEHHOTO aBTOPOM PEICH3UU:
«Haptckuii s1oc — 3TO qUaIor KyJlbTyp U
JIOTOC KaBKa3CKOTO KyJbTyporeHesa» [4].
3ameuy, 4TO B JAaHHOM CIlIy4ae oOpalieHue
K 910Ccy OBUIO 4acThl0 MpoOiieM M 3ajad
«001Iero xapakrepa», a UMEHHO, 4acTbIO
YCHJIMW TI0 BBISBICHHUIO THUIOJOTUYECKHUX
MPU3HAKOB KaBKa3CKOW JIOKAJbHOW IMBH-
JU3aLUU U TIOUCKY €€ «TOBOPSIIET0» HMe-
HHU [5]. TakoBBIM HMEHEM TIO XOAY MOUCKA
cTaja «JIEKTOHWYEeCKas HUBUIN3aus» (0T
IPEYECKOr0 MHOTO3HAYHOTO CJI0BA AgKTOV,
KOTOpPO€ MOKHO TIOHMMAaTh KaK «CMBICI,
CMBICIIOBOE  IMYOJMYHOE  HU3PEUCHUE).
Ecnu omycTuTh neranu M HIOAHCHI, JIEK-
TOHHYECKAs] IUBUIU3ANNASL — 3TO COIHO-
KyJbTypHasi OOILIHOCTb, OCHOBaHHas Ha
MyOJIMYHO-YCTHOM TBOPEHHUH M (YHKIHO-
HUPOBAHUH HOPM COLIMAIBHON U KyJIBTYp-
HOI caMOOpraHu3aluu U CaMOpPEeTyJIsSLHH.
B takoit nuBunn3anuu ocoboe (KIrodeBoe)
MECTO 3aHHMaeT AaKTHBHOCTHh M KYJIbTypa
MyOJUYHOM KOMMYHHUKAIUU — €€ (HOpMBI,
HOPMBI, HHCTUTYTHI. 31€Ch OCOOEHHO Be-
JUKHU POJIb CIIOBA, PEYCHUS — KYJIBT CJIOBA,

a TaK)X€ CUHKPETUYHBIX (POPM KyJIBTYpHI
(mxoTY, Xaca B JaHHOM Cllydae).

JroOolt  umccnenoBaTenb KaBKa3CKHUX
KynbTyp (aOpITCKOM B OCOOEHHOCTH) 3TO
OILLYIIAET U BOOYUIO BUAUT NMOCTOSSHHO. Ho
CIIyYUJIOCh TaK, YTO KOTJa-TO M3 Ojarux
o0y XJIeHuil ceii peHoMeH ObLT HapedeH
KpacuBBIM, HO, YBBI, BBOJSILIUM B 3a01y-
KICHUE UMEHEM «3TUKeT». B urore u no
cell IeHb TaK M OCTA€TCsl CUCTEMHO HE U3-
YYEHHBIM CaMblil APKUU U CaMbIi Ba)KHBIN
(mo cyTtu, 0a3uCHBINA) aCHEKT aJbITCKOM
KyJBTYpBl, @ IIHpPE — KaBKa3CKUX, HapT-
CKMX KyJlbTyp. Peub MIET 0 KOMMyHHUKa-
TUBHOUM KynbType. IIpodeccop AmxoTos
3TO yyBCTBYeT. OH MOCTOSIHHO amneuiupy-
€T K npoOiemMaTuke KyJIbTYpHOM KOMMY-
HUKAallUd U KOMMYHHMKaTUBHOW KYJIbTYpBI
THOCOB HApTCKOro Mupa, To ecTb Kas-
kaza. [7yOoko morpyXEHHbIH B MY3BIKY,
B CaMblli YHUBEPCAJIBHBIN MEXaHU3M KOM-
MYHHMKAIUU, OH KaK HUKTO Jpyroi OJIM3KO
MOJOIIEN K OCO3HAHUIO U peibe(HOMY TO-
Ka3y Toro (akTa, YT0 HapTCKHU 31M0C — ITO
yHUKaJgbHas (opMa KOMMYHUKALUU U AU-
ajora KyJnbTyp, YHUKaJIbHBIN IJ10J KOMMY-
HUKAaTHUBHOM KyJbTYpbl. A INIaBHOE — 3TO
0co00e MpOCTPaHCTBO (MUP) COBMECTHOTO
MY3BIKAJIBHOTO, @ TaKXe IOBCEIHEBHOIO
OBITUSI KaBKa3CKUX KYJIBTYp M 3THOCOB.
EcTecTBeHHO, UTO B 3M0CE HAKOMUIIOCH U
UMEEeT MECTO MHOTO KYJIBTYpPHBIX Hacjoe-
HUMN, K 00HAXKEHUIO U paciIudpoBKe KOTO-
PBIX BElyT CaMbl€ pa3Hbl€ MyTH, METOJIbI U
UCCJIeI0BaTeNIbCKUE CTPATETUH, HO CaMbli
BEpPHBIM, KaK II0JlaraeT aBTOpP MOHOIpa-
¢buu, mposieraeT UMEHHO 4Yepe3 MY3BIKY,
yepe3 cnenuuky e€ cTpost, 0codoro nyxa
€€ rapMOHUHU.

B urore tpyn b. AmixoToBa BEIBOOUT 3a
npeesbl My3bIKHU, TOAYEPKUBAsI, YTO IJ1aB-
Hasg 4epTa KaBKa3CKUX (HApPTCKUX) Kyib-
Typ (ambITCKOM, OCOOEHHO) — KOMMYHH-
KaTUBHAas OTKPBITOCTh U 0co0as 3CTETUKA
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nyOJIMYHOM KOMMYHHMKAllMM, OCHOBaHHas
Ha MY3BIKJIBHBIX U CHHKPETHYHBIX (Op-
Max KyJabTypbl. Mexay TeM, Kak rojaraj
O. llInenrmnep, Kaxaas KyJIbTypa «IOPOXK-
JlaeT CBOK LMBUIM3auuio». Jla, ¢ BbICOT
COBpeMeHHON Hayku ¢ ¢opmynoil Lllnen-
miepa MOKHO U He cormacuthbesa. Ho B Hel
3aKJIFOUEHA BEpPHAsl MBICIb — HET IIAHCOB
y CaMOOBITHOHM KYJIBTYpbhl COXPaHUTHCS HA
KECTOKMX BOJIHAX BPEMEHU M HCTOPHH,
€ClIi OHa HE€ YKOpPEHEHa B paMKaX HEKO-
el nuBWIM3ANKMHM (XOTS OBl JIOKAJIBHOM,
cybnokanbHOM). HeyauButenbHO, 4TO U
Yy 3THOCOB HapTCKOW KYJIBTYPBI CI0XKHUIACh
CBOS JIOKaJlbHasi LUBUJIM3ALUS — JIEKTO-
HUYECKas, TJ€ BIACTh MyOJUYHOTO CIIOBA,
cuia myOJauYHO MPU3HAHHOIO CMbICTIA, aK-
TUBHOCTh MYONUYHON KOMMYHHKALUU H
aBTOPUTET €€ HOPM pPEIIaloT BCE B OBITHHU
colyma.

Bropouem, 3TO ynoBUI M TE€HHAJIbHO
BbIpa3ui A. C. IlylmukuH, KOTOpbId U NIpea-
ctaBmi Mupy KaBka3 kak LHMBUIU3ALMIO —
«IUKYIO phIlIapckyto» [6]. He Oynem ympe-
KaThb TeHHUS — OH OOPHCOBAJl KaBKa3CKUU
KYJIBTYPHBIH MUP UMEHHO KaK THUIl I[UBH-
JU3AIHH C SIPKOM KYJIbTYpOH, C 0COOBIM U

BeCbMa JCHCTBEHHBIM THIIOM JUYHOCTH,
C CaMOOBITHBIMH (OpMaMH COLIMAIBHOU
CaMOOpraHMu3aluy, KOUMHU OH BOCXHUIIAJI-
csi. Monorpagusa npodeccopa b. I Am-
XOTOBa C HOBBIX MO3WIUNA M HEOOBIYHOTO
pakypca CBUAETENbCTBYET, UTO JAJIEKO HE
MOCJIETHIOI0 pPOJIb B TEHE3MCE O3HAYCH-
HOM MUBUIU3AINH CHITPAJI HAPTCKHUMA J110C
U €ro KOMMYHHUKaTUBHOE, MY3BIKaJIbHOE
MPOCTPAHCTBO, XOTS BO3HHUKHOBEHHUE JIIO-
00l IUBWIM3AIMU — DTO CIOXKHBIM TPO-
[IeCC, Ha KOTOpBIM OKa3bIBalOT BIIUSHUE
COHMBI (DaKTOPOB U OOCTOSITENHCTB UCTO-
pUH, BPEMCHH.

B 3akirouenue xorenock Obl momyep-
KHYTb, YTO NPEICTABICHHBIN aHaIN3 KHUTU
AnixoroBa OoJblLIE 3aTparvuBaeT TEOPETH-
KO-KOHIIENTYaJIbHbIE U METOIO0JIOTHYECKHE
OPUEHTHUPBI MOHOTpaguu B KOHTEKCTE CO-
BPEMEHHOTO T'YMaHUTApHOTO (TIpexk/e BCe-
0, KYJIBTYpOJIOTUYECKOT0) TTo3HaHus [7-9],
HIOCKOJIBKY OHa CO3/1aéT Mpele/ieHT, Korna
My3bIKa CTAHOBHUTCS HE TOJBKO YacTbIO,
HO U SJIpOM METOJOJIOTMH MacIITaOHOTO
KYJIBTYpPOJIOTHYECKOTO JAUCKYypca, KOTOPBIN
MOXeT OBbITh TpaHC(HOPMHUPOBAH Ha JIFOOYIO
STHUYECKYIO KyIbTypy B Poccun.
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