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Annomayusa. VicxonHble 3a4aTKy 3HAHUS O MY3bIKE€ BO3HHMKJIM MPAKTUYECKH BMECTE C HEM
KaK BHJIOM MCKYCCTBa, TO €CTb JECATKH ThICSY JET Ha3aA. CaMmble JaBHUE CBUAETEILCTBA TOMY
HaXOJMM B MU(OIOTUYECKUX TPECTABICHUSIX Pa3HBIX HAPOJOB, UTO OTYETIIMBEE U MHOTOOOpa3Hee
BCero Hamwio cebs B rpeueckux Mudax. [lepBo3iaeMEeHTH TEOpPUM MY3BIKH 3apOXKAATUCHh
B IPEBHUX ouarax HUBUIN3alMK. OTAENbHbBIE U3 PACTIPOCTPAHEHHBIX B AaHTUYHOM MUPE BO33PEHUN
BO3HUKJIM B KynbTypax Erunrta m Meconoramuu. CBo€ BO3A€HCTBHE Ha aHTHYHBIX aBTOPOB
OKa3ajla U XYJIOKECTBEHHAsl IPAKTHKa JpeBHUX €BpeeB. CBOM NMyTH MY3bIKAJIbHOW KYJIBTYpbI
U TEOpUU NpoKiIaapiBasid HapoAsl Muanu n Kuras. J{ns aHTUYHOrO My3bIKO3HAHMS, KaK U JUIs
JIPEBHEBOCTOYHOIO, XapaKTEpPHAa CHHKPETHUYECKAs! CBA3b MY3bIKaJIbHBIX MPEACTaBICHUN C HAyYHO-
¢mrocopckuMu cucTEMaMu, MPUYEM MY3BIKAJIbHBIE MPEACTABICHHUS IPEBHUX YAcTO HOCHIH
KOCMOJIOTUYECKUH xapakTep. Tak Kak My3blka JAPEBHUX HAPOJOB ObUIa NPEUMYIIECTBEHHO
OJTHOTOJIOCHOM H, CJIENOBATEIBHO, KYJIbTYPOM MOHOAMYECKOIO THIIA, TO BCS TEOPUS MY3BIKH
OKa3bIBAJIACH IO CYLIECTBY YYEHUEM O MeEJOAMU. Upe3BblYalHO IIMPOKHM KpPyr BOIPOCOB
paccMmarpuBaeMoro rnepuoaa BOupana B ce0st My3bIKalbHas 3CTETHKA, a 3TOC IPEBHUX CBOUMU
IPAKTUYECKUMHU CTOPOHAMH ObUI HalleJIEH Ha 3aJa4d MY3bIKaJIbHOTO BOCIIUTAHUS.
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Abstract. The initial grounds of knowledge about music appeared virtually at the same time as it
emerged as an art, i.e. tens of thousands of years ago. The earliest testimonies to this could be found
in the mythological perceptions of various peoples, which has been realized most perceptively and
diversely in the Greek myths. The primal elements of music theory were generated in the ancient
hearths of civilization. Some of the outlooks widespread in the ancient world appeared in the
cultures of Egypt and Mesopotamia. The Ancient Jewish artistic practice has also created its impact
on the musicians of antiquity. The peoples of India and China also forged their own paths. Ancient
Greek, as well as Ancient Middle Eastern musical knowledge was characterized by a syncretic
connection of musical perceptions combined with scientific and philosophical systems, in what
connection the musical perceptions of the ancient civilizations were frequently endowed with a
cosmological character. Since the music of the ancient peoples was predominantly monophonic
and, consequently, presented a culture of a monodic type, the theory of music in its entirety turned
out to be essentially a teaching about melody. Musical aesthetics absorbed into itself an extremely
broad circle of questions concerning the examined period, whereas the ethos of ancient peoples by
its practical sides was aimed at the goals of musical upbringing.
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NpENbIIYIIEM BBIYCKE KypHaia

B KauecTBE BBOJHOIO Ouepka ObLI

onyONMKOBaH MarepHal, IaloUIHi
oOliee MpencTaBI€HUE O CTPYKTYPHBIX
3aKOHOMEPHOCTSX HMCTOPUYECKOIO MY3bl-
ko3HaHus [1]. JlaHHas cTaThs OTKpBHIBAET
CEepHUI0 3cce, NOCBAUIEHHBIX MOCIEI0Ba-
TEIBHOCTH 3IOX Pa3BUTHsI MY3bIKaJIbHOU
Hayku. W xorma mbl oOparaeMcst K nepBoi
U3 HUX, TPUXOJAUTCS KOHCTaTUPOBATh, YTO B
HIOCJIEIHUE IO/IbI K HeH 00palaroTcst peKo,

NpUYEM aBTOPHI IPAKTUYECKHU BCETIa Orpa-
HUYMBAIOTCS PaCCMOTPEHUEM HY>KHBIX, HO
BECbMa JIOKAJIM30BaHHBIX BOMPOCOB, Oynib
TO U3YYECHHUE AaHTUYHOU MY3bIKAIIbHOM MTHUCh-
MEHHOCTH [2; 3] uiau pa3BopoT B IIIOCKOCTh
SMIUPHUUYECKU-TIPUKIIAHBIX aCHEKTOB [4;
5]. Hoxanyii, HanOOIBIINI UHTEPEC U3 AK-
TyaJIbHbIX MyOJMKalUi BbI3bIBAET COOPHUK
crarer nox pepakuuen /. baponbsckoro u
JI. DOnmireiiHa, e MO-CBOEMY YHUKajlb-
Ha ctarbst C. [lopda o npeBHell my3bike
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Meconoramuu [6, p. 31-60]. Tem HE MeHee
KaK JUIsl HbIHEIIHUX, TaK W JJIs HPEXHUX
BpeMEH OCTa€Tcs BOCTPEeOOBaHHBIM 0000-
HIaromuii 0030p TOro, 4TO MPOUCXOAUIIO
B MY3bIKO3HAHUM HA €r0 CaMbIX HayaJbHbIX
pyoOexax.

Hcxonnple 3adaTKu 3HAHUST O MY3BIKE
BO3HHUKJIM MPAKTUYECKH BMECTE C HEHM Kak
BUJIOM HCKYCCTBA, TO €CTh JECATKH ThICSIY
net Hazaa. CaMble 1aBHHME CBHJIETENbCTBA
TOMY HAaxoIuM B Mughonocuueckux npeo-
CMag1eHuAX pa3HblX HAPOJOB.

OtuérmBee W MHOTOOOpa3Hee BCETO
3TO Hanwio cebs B rpeueckux Mudax. Co-
IIaCHO UM, 00T ATIOJIOH HepeaKo n300pa-
xaucs ¢ kadapoii B pykax. Mapcwuii (catup
WJIU CUJICH) TI0100pait duieiTy, OpoIeHHYO
AduHoii (6oruHs npeHedperia e, yBUIeB,
KaK HEKpPacHBO Pa3lyBarOTCs €€ IIEKU IPU
urpe), B Urpe Ha Hell JOCTUr HeoObIlYail-
HOTO MCKYCCTBa M OpOCHJI BBI30B CaMOMY
Anomtony. ComepHUKOM ATMoOIIOHA ObLI
Y 3HAMEHUTBIN My3bIKaHT JIuH. @amupun
OTINYaJICs HEOOBIKHOBEHHOM UTrpoi Ha KH-
¢ape 1 BbI3BAJT HA COCTSI3aHUE MY3, IOKPO-
BUTEJIbHUI] UCKyccTBa. Onumm (HE MMyTarh
CO CBSIIIEHHOM ropoii, MecToM NpeObIBaHUs
O0roB BO TiIaBe C 3€BCOM) CTaj 3aKOHOA-
TEJEeM IpPAaBWJI UTPhl Ha aBJIOCE M 3aKOHOB
rapMOHUM, OHMMAeMOW KakK COINIaCOBAH-
HOCTb, 0J1aro3By4ne, COBEPIIEHCTBO.

Hapsay c 3anevarneHneM JIMYHOCTH H
XyHA0XKECTBEHHOM JEsTeIbHOCTU JApEeBHEN-
IIUX MY3BIKAHTOB JENAJIHCh MOIBITKH OC-
MBICJICHUSI TAMHCTBEHHBIX CHII, 3aJI0KCH-
HBIX B My3bIKE. JTO HaXOJUM, Hampumep,
B MU(ax O TAKUX JIETEHJAPHBIX MY3bIKaH-
Tax, Kak AM(QUOH (UTrpoi Ha JUpE MPUBO-
Ui B JBIWKeHHEe kKamMHu), Opdeit (aymec-
HbIM IIEHHEM O4YapOBBIBaJ OOTOB U JIIOACH,
YKpOILAJ IUKHE CHUJIBI IPUPOABI) U APUOH
(menbuH, 3a4apoBaHHBIA €r0 UYyJIECHBIM
NEHHEM, CIac ero OT rudenu, BbIHECS Ha
oeper). Ilo3zxe, B roMepoOBCKUX MO3Max,

BO3HHUKIIMX Ha MH(OJIOrHYECKON I0UBE,
pacckasbiBaeTcst 0 My3bikaHTax (Jlemomok
n @emuii), 00 HCMNONB3OBAHUH MY3bIKH
B TPYIOBBIX Mpolleccax, peIUruo3HbIX 1ie-
PEMOHMSIX U HAPOAHBIX MPA3IHECTBAX.

[lepBO37€MEHTHI TEOPUH MY3BIKH 3apO-
XKIATUCh B APEBHUX OYarax UUBHIA3ALUU.
OTtnenpHble U3 pacHpOCTPAHEHHBIX B aH-
TUYHOM MUPE BO33PEHUI BO3HUKIIU B KYJIb-
typax Erunta u Meconoramuu (Lllymep u
Akxkan, 3atem Accupusi, BaBusnon). U3Bect-
HO, YTO HEKOTOPBIE ETMITSAHE HAXOIUJIHCh
B I'peunu u Pume B kauecTBe yuyuTeneu u
IIPUABOPHBIX MYy3bIKaHTOB. B Mecomnora-
MHUHU MY3bIKE MPUHAJIEKAIa 3HAYUTEIIbHAS
pOJib, 3€Ch MY3bIKaHTHI B COLMAJIbLHOM He-
papXuu CTOSAJIM HEMOCPEIACTBEHHO I0CIE
napeit u 6oros. [1o npencraBieHusM Jroaen
9TOM IMBUJIM3ALUU, MY3BIKAJIBHBIA 3BYK
oOmaman 4ynoAeHCTBEHHOW CHWJIOH, 4YTO,
B YaCTHOCTH, OTPa3uiIoch B Mupe 00 ogHOM
u3 OOTHHB, KOTOPBIN CTaja Mpoodpa3oM Je-
rerasl 00 Opdee.

CBOE BO3/1€HCTBHE HAa AHTUYHBIX aBTO-
POB OKa3ajla U XYyJOXKECTBEHHAsl MPAKTHKA
JIPEBHUX €BPEEB (MyIE€U U U3PAUIIbTSIHE, Ha-
censmue [lanectuny) — B bubnuu conep-
’KaTcsl TIEpPBbIE OMBITHl ONpEACNICHUMN, CBS-
3aHHBIX C MY3bIKaJbHO-TEOPETUYECKUMHU
MOHSATUSIMU, OMTUCAHUSIMUA UHCTPYMEHTOB U
UCIIOJIHUTENBCKUX MPUEMOB.

Hctoku mnpodeccnoHanbHOW MY3BIKH
WNHauu BOCXOAAT K HMBUIIM3ALMSIM FOPOJOB
Xapanna u Moxenmko-Jlapo (3-e Thicaue-
neTue 1o H. 3.). Emeé 3amonro no cozmanus
COOTBETCTBYIOIIIMX  TPAKTaTOB JpPEBHHE
MHIUIIBI pacnojiarajii  BbICOKOPa3BUTOM,
IyOOKO CBOEOOpa3HOM M OpHUTHHAIBLHOU
MY3bIKQJIbBHOW cuctemMoul. M Tosbko 3Ha4m-
TENbHO MO3%KE (PUIO0COPCKO-3CTETUUECKHE
U TEOPETUYECKUE IMPUHLUIMBI UHAUNCKOTO
KJIACCHYECKOTO MCKYCCTBA MOJTYYHIIN 000C-
HoBaHHE B Tpynax «Haresmactpa» bxapa-
Tl (okono II Beka mo H. 3. — Il Bek H. 3.),
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«bpuxagnemn» Maranru (V-VII Beka),
«Canrurtaparnakapa» Illapuaragessr (XIII
BeK), «CBapamenakananuaxuw» Pamamarbu
(XVI Bek).

B Kurae ¢ npeBHOCTH BEepuiIu B MOTY-
HIECTBO MY3BIKH, XUTEJSIM 3TOH CTpaHBI
Bceraa Oblna Mpucyiia oco0oro poja Me-
tadusznueckas u Hatypduiocodckas 3aua-
POBaHHOCTb TEOPUEH U aKyCTUKOH, YTO Ha-
1UIO CBOE OTpPa)XEHHE B COTHSAX TPAKTATOB,
NOSIBUBILIMXCS y>KE€ HA 3ape HAMOHAIbHOMN
MIMCBMEHHOCTH.

JUIs aHTUYHOTO MY3bIKO3HAHMS, KaK U
JUIsl IPEBHEBOCTOYHOI'O, XapaKT€pHA CHUH-
KPETHUYECKasi CBSI3b MY3BIKAJIBHBIX IpEa-
CTaBIICHUI C HAayYHO-(UIOCOPCKUMH CH-
creMamu. [loaTomy MHOrHMe KpymnHeumue
MBICJIUTENN CaMbIM HENOCPEICTBEHHBIM
0o0pa3oM 3aHMMaJUCh BOIPOCAMH MY3bI-
KQJIBHOW ACTETUKU U Teopuu. U mpu tom,
YTO TEOPHS MY3bIKH JIETUIach HA TAPMOHU-
Ky, pPUTMUKY 1 METPUKY (COOTBETCTBOBAJIO
MY3bIKaJIbHOMY, TaHLIEBAJILHOMY M CJIOBEC-
HOMY KOMITOHEHTaM), TOT K€ CHHKPETHU3M
(TO €cCThb CIUTHOCTb, HEPACUIECHEHHOCTD)
ObLJI CBOMCTBEH U XyHI0KECTBEHHOMY TBOD-
4yecTBY (M0 ApUCTOTENO, MOTHAS peann3a-
11 BCEX MOTEHLIUH MEJIOJUHU OCYIIECTBIISA-
€TCSl B COYETAHUM C MOATUYECKUM CIIOBOM
U TAHIIEM).

YnorpeOnss clI0BO anHmuuHblll, TIPUXO-
JUTCS UMETh B BUJY, YTO 3TO OTHOCHJIOCH
[JIaBHBIM 00pa3oM K JIpEeBHErPEYECKUM
MY3bIKaJIbHBIM TEOPETHKAM (B TOM YHCIIE
paboTaBIIMM B JIOHE PUMCKOM KYJIBTYpBI),
IIOCKOJIBKY BKJIAJ] PUMCKHX Y4Y€HBIX B aH-
TUYHYIO HayKy O MY3bIKE OUEHb HEBEJIMK
(ooMH W3 HEMHOTMX IpPHMEYaTeNIbHbIX Ja-
TUHCKUX TpyaoB — Disciplinarum Mapka
Tepenuus Bappona, I Bex a0 H. 3.).

Tak xak My3bIka IPEBHUX HAPOIOB ObLIa
IIPEUMYIIECTBEHHO OJIHOTOJIOCHOM H, Ce-
JOBATEIbHO, KYyJIBTYPOH MOHOAMYECKOTO
TUIIA, TO BCSI TEOPUsI MY3bIKH OKa3bIBalaCh

10

[0 CYUIECTBY YYEHUEM O Mmenoduu. B on-
HOM M3 aHTUYHBIX TPAKTaTOB TOBOPUTCS:
«My3bIKa €CTh HayKa O COBEPIICHHOM Me-
J0Ce», MPUYEM «COBEPIIECHHBIA MEIOCH
Mo/ipasyMeBall €IWHCTBO CIIOBA, pUTMa U
HareBa.

HcxoaHbIM TyHKTOM 3TOTO TPUEIUHCTBA
SBJISUIACH METpUKA — pa3lei, MOCBSIIEH-
HbIl CTUXOTBOPHBIM pasMepam, Ompeje-
JISBILIMM MOCJIEIOBATENBHOCTD CIOTOBBIX U,
TE€M CaMbIM, MY3bIKaJIbHBIX JJTUTEIHLHOCTEN
(C COOTBETCTBYIOIIMM PUTMOM U Pa3MEPOM).
Takoe moHMMaHNEe METPUKU COXPAHWIOCH U
B CpeaHue Beka, XOTs B CBSI3U C MOCTEIEH-
HBIM OTJICJICHHEM CTHXa OT MY3BIKH YK€ B
AIUIMHUCTUYECKYIO 3M0Xy METpHUKa Yalle
BKJIFOYAETCSl B TPAMMAarTUKy, YeM B TEOPHIO
My3bIkd. Co BpeMéH Bo3pokneHus meTpu-
Ka KaK YYEHUE O CTUXOTBOPHBIX pa3zMepax
OKOHYATEIbHO BXOUT B TEOPHUIO MOI3UU.

[TonsiTe MenoauM OMpPENENsIOCh B CO-
MOCTaBJICHUH C pPEYbl0 (B 3aKOHUYEHHOM
BHUJIE 3TO PAa3IUYEHUE OTKPUCTAJIIM30Ba-
JOCh Yy ApHUCTOKCEHa, BTOpas MOJOBHHA
IV Beka 5o H. 3.). O0mee MeXay HUMH —
3ByK rojioca. Ho B ominuue ot peun menoc
—93TO UHTEPBAJIbHO-CTYTIEHYATOE JBUKEHUE
3BYKOB. OUKCUPOBAIIUCH CIICTYIONINE BHUIbI
MEJIOIMYECKOTO ABMKEHHUS: IOCTYIIEHHOE U
CKa4KOOOpa3HOE, MOBTOPEHUE 3BYyKa U €ro
3a/IepKKa, TO €CTh IOCTAaTOYHO JIJTUTEIHLHOE
MIPONEBAHUE TOHA.

MmenHo ¢  MeJOOMYECKHMM  Haya-
JIOM OBLIO CBSI3aHO M TIOHATHUE Melones
(OT rpey. HaMeB, MECHS U JIeNal) — TO, YTO
OyKBaJIbHO O3HAYAIIO NOCMPOeHUe MeTl0OUU
U CO BPEMEHEM CTaj0 MMEHOBAThCA KOM-
nozuyueti, couyunenuem (MeJoNel — COYU-
HUTEIb JUPUYECKUX TECEH, KOMIIO3UTOD).
B sToM paszgene apeBHErpeyecKkor Teopuu
OCBEIIAJIOCh YYacCTUE Pa3JIMYHBIX AJIEMEH-
TOB MY3bIKU (THUIBI MEIOIUYECKOTO PHU-
CyHKa, pUTMa U METpPa, UHTEPBAJIbI, JIaJ(bl
U T. JI.) B CO3JJaHUU MY3bIKaJIbHOTO IIEJIOTO.
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M mnockoibKy 3TO 1EN0€ CBS3bIBAIOCH
C TEKCTOBOM OCHOBOW, TO KOMIIO3UIIUS
OOBIYHO TIpEACTaBaja KaK TEKCTO-MY3bI-
KaJibHas hopma.

CTaHOBJIEHHIO TEOPUU MY3bIKU KaK Ha-
VKA CHOCOOCTBOBaia JesTeNbHOCTh [lu-
¢daropa u ero nocnenosareneid. Iugazop,
npeBHerpeueckuit  ¢unocod, MaTemMaTuk
(ok. 580—-500 romoB A0 H. 3.), MOJOKUI Ha-
yaJo nugaropensmy. To OJHO U3 Haubosee
3HAYUTENIbHBIX TEUEHUN B AaHTUYHON MBICIIH
— penurno3Ho-gpuiocodckoe yueHue, ucxo-
JUBLIEE U3 MPEICTABICHHS O YHCIIE KaK OC-
HOBE Bcero cymiectBytomero. Tpynsl [Tuda-
ropa He COXpaHWINCh, PParMEHTHI U3 HUX U
NEPECKa3bl UX COAECPIKAHUS MPEICTABICHBI
B paboTax Jpyrux aBTOPOB.

[Mudarop cram ocHoBaTeneMm apeBHE-
TpeYecKoil HaydyHOW MIKOJBI (THdaropei-
CKasl IIKOJIa, CO BTOPOM mosnoBuHBI VI Beka
10 H. 3.). Cpenu psiga Hayk (MaTemaTHKa,
actpoHomusi, ¢uiocobus u 1p.) nugazo-
peiliybl BUTHOE MECTO OTBOAMIIU MY3bIKE.
Cpenn KpymHBIX TMpelICTaBUTENEH ITOM
IIKOJIBI, UCCTICIOBABIIUX SIBIICHUSI MY3bIKH,
— Jlac I'epmuonckuii (ok. 550 roga — Hayaso
V Beka 110 H. 3.), ['unnac (Hagano wiu nep-
Bas MOJIOBUHA V BeKa N0 H. 3.), Ouonait
(ok. 470 roma — Hauyano IV Beka 10 H. 3.),
Apxwut (ok. 428 — ok. 365 10 H. 3.), EBI0OKC
(ok. 408 — ok. 355 no H. 3.). IIpunagnexa-
e Aunonar TEKCThl O My3bIKe — Hanbo-
Jlee 3HAYUTENbHbIE U3 BCEX COXPAHUBILIUXCS
10 ApucrokceHa, ero counHenue «O mnpu-
ponie» (COXpaHWIIOCh B MEPECKase) MOCBs-
HIeHO u3NoxkeHuto yuenus [Iudaropa.

O BimaATeNnBHOCTH  mHdaroperckoi
IIKOJIBI TOBOPUT U TO, YTO K MHQaropens-
My MNPUMBIKAJIN TaKXe MHUCaBIINE O MY3bl-
ke Ilmaron, OBKmma, Dparochen, Huaum,
a ro3xe, y>xe Bo BpemeHa Pannero Cpenne-
BeKOBbA, — Hukomax u Iltonemeit. K npu-
Mepy, Dpatochen (ok. 276—194 nmo H. 3.),
JPEBHETPEUECKUN YUEHBIH, ITOIT, MY3bIKaHT
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SMOXH UIMHU3MA, PYKOBOJMI 3HAMEHUTON
AnexcaHapuiickoil OMOIHOTEKO.

[Tudarop u ero mocnenoBaTen OTKPHI-
JU ¥ Hay4dyHO c(OopMyIupoBad s aKy-
CTHYECKHUX 3aKOHOB MY3BIKH, TEM CaMbIM
3aJI0)KUB OCHOBBI MY3BIKAJIbHOM aKyCTH-
ku. JlJis CBOMX ONBITOB OHH IOJIb30BAIUCH
aKyCTUYECKUM MPHOOPOM M MY3BIKaJIbHBIM
MHCTPYMEHTOM II0J] Ha3BaHUEM MOHOXOPO
(OT Tpedy. MOHO — 0OHa W XOpJla — CMPYHA,
OyKBaIIbHO — OOHOCMPYHHbIU, 0OHOCHPYH-
nux). Ilo mpemganuto, nzoOperéHubiit Ilu-
¢daropoM, oH ObLT pacrpocTpanéH B Jpes-
Hei ['peunn u Pume, a nosxe B 3anajaHoi
EBpone Bmiote 1o XIX Beka. Cocrost U3
IPOIOJITOBATOTO  JIEPEBSIHHOTO  KOpIyca,
BIOJIb KOTOPOTO HAaTATUBANACh CTpyHa. BbI-
COTa 3ByKa MEHsJIACh MpPHU MEpPEABUKECHUU
He(UKCUpPOBaHHOW MojACTaBKU. MoHOX0opA
MPUMEHSJIN IJIaBHBIM 00pa3oM npu oOyuye-
HUU TICHUIO U B TEOPHH MY3BIKU IS OTIpe-
JICJICHUsT WHTEPBAJOB U JIaJIOB, a TaKXke
B aKyCTUYECKUX HKCIIEPUMEHTAX.

[Iudaropeiipl yCTaHOBMJIM 3aBUCHU-
MOCTh MEXJy BBICOTOM TOHa 3Bydalleu
CTPYHBI U €€ JUIMHOMU, BBIBEJTN YHCIIOBOE BbI-
paxenne wHTepBaTOB. K mpumepy, myTém
OTIBITOB OBLIIO OIpENeIeHO, YTO 2/3 HaTAHY-
TOM CTPYHBI JAalOT 3ByK Ha YHCTYIO KBHHTY
BBIIIIE OCHOBHOI'O TOHA, BO3HUKAIOLIETO MTPU
KoJie0aHUM Bcel CTpPYyHBbI, 3/4 CTpYHBI JArOT
KBapTy, a MOJIOBUHA CTPYHBI — OKTABY.

[Tugaropeiickoe MOHUMAaHUE MY3bIKU
HCXOJIMJIO U3 MaTeMaTUYeCKUX COOTHOIe-
HUN MEXIy 3BYKaMH, MOTYy4YaeMbIMHU TIPU
neneHuu cTpynsl. Ha 6a3ze ¢punocodun uuc-
Ja ¥ 3CTETUKH Nponopuui nudaropenisl
pa3paboTain My3bIKaJIbHO-TEOPETHUECKYIO
HayKy Kak CIIeUalbHYI0 007acTh 3HAHMS,
BKJIIOHAIOIIYI0 YYEHHE O 3ByKE, MHTEpBa-
Jax, Jiagax, KOHCOHAHCE U JHMCCOHAHCE,
a TaKk)Ke TEOPHUIO MY3bIKaJIbHON CUCTEMBI U
YUCTOTO0 aKyCTUYeCKOro (mudaroperckoro
Wi mugaropoBa) CTPOS.
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Tex, KTO OTCTauBajl U pa3BUBAI MOA00-
HbI€ MPUHLMIBL, CTAaJd UMEHOBaTb KAHO-
nukamu (KaHOH — TPeY. npasuio, obpasey,
mpaouyust). VIX B3MISAIBI CO BpEMEHEM Ha-
yajgud OCHapuBaTh IOCIEAOBaTenu Apu-
CTOKCEHA, KOTOPBIX Ha3BaJlu 2APMOHUKAMU
— BEpOSITHEE BCErO, IO 3arojloBKy TpakTa-
Ta APHUCTOKCEHA «INEMEHThl TAPMOHUKN»
(rapMOHUKa y IPEBHUX IPEKOB — YUEHHUE 00
MHTEpBAJIaX U 3BYKOPs/IaX, TO €CTh O 3BY-
KOBBICOTHBIX OTHOILLIEHUSX, IPUUEM eapmo-
HUsMUY UMEHOBAJIUCH TOT/IA JIAJJOBBIE 3BYKO-
pAIbI).

Apucmoxkcen, peBHETpedYecKuil Ppuio-
co, My3BIKAJIbHBIN TEOpPETUK (TepBasi TMo-
noBuHa [V Beka 110 H. 3.), Oylyun y4eHUKOM
ApucroTens, TPEANPUHSIT TOMBITKY CHH-
TE3UpPOBaTh apUCTOTEIEBCKYIO KOHLIETIIHIO
C KPUTHYECKU IEPEOCMBICIECHHBIMU 3JI€-
MeHTamu yuenus [Tugaropa. Emy npunucsl-
BaeTcs 453 COUMHEHUs Ha Pa3HbIE TEMBbI, HU
OTHO M3 HUX HE COXPAHWJIOCH MOJHOCTBIO.

Bcs cOBOKYMHOCTh MOHSTHUH aHTUYHOU
MY3bIKH TIPUBE/ICHA B €ro paboTax B CBS3-
HYI0, YHOpsSAO4YeHHYyI0 cuctemy. OH aud-
(depeHpoBal My3bIKaJdbHbIE SBJICHUS I10
UX BBICOTE€, MHTEPBAJIUKE, JIaJJOBOl OCHO-
B€, KOMIIO3UIIMOHHBIM MPUHLHUIAM U PALY
OPYTUX TPU3HAKOB, HMCCIEAO0BAJ IPUPOLY
MY3bIKaJIbHBIX MHTEPBAJIOB (MX Ki1accudu-
KaIMI0 TI0 KOHCOHAHTHOCTU M JIUCCOHAHT-
HOCTH 3BYYaHMs], 10 CTENIEHU CIOKHOCTH U
CTPYKTYpE) U JaJI0BbIX 3BYKOPSJIOB (BBISIB-
JIS11 B YACTHOCTHU UX «OKPACKY»).

B ocHoBe pasHomacuii Mexay CTOpOH-
Hukamu [ludaropa u Apucrokcena snexasno
pa3HOe MOHMMAaHHWE MPUPOJLl MY3bIKH Kak
UCKYCCTBa. B NpOTHBOMONOXKHOCTh KaHO-
HUKAaM, TapMOHMKHA B KAayeCTBE KPUTEPHS
OLIEHKH Pa3JINYHbIX UHTEPBAJIOB BbIABUHY-
I HE aOCONIOTHYIO HMX BEJIMYUHY, BbIBE-
JICHHYI0 IIyTEM MareMaTU4eCKOro pacuera
(u3MepeHust JacTteid CTPYHBI MOHOXOPA),
a CIIyXOBO€ BOCIIPUSTHE.
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Enununen wu3MepeHuss HHTEpPBaIOB
y TapMOHHKOB CIYXWJI LEIbIA TOH, BCE
MPOYKME WHTEPBAIbl PACCMATPUBAINCH Kak
COBOKYITHOCTh HECKOJIbKMX LIEJIbIX TOHOB
(Hampumep, OKTaBa, paBHas IIECTH lie-
JBIM TOHAM) WJIM KaK 4YacTh IIEJIOT0 TOHA
(ero moJOBHHA, TPETh, YETBEPTh U T. II.).
XoTsl 3Ta CHCTEMa JIUIb MPUOIU3UTEIHEHO
OoTpaxkaja BEJIWYMHY pPEajJbHbIX HHTEpBA-
JIOB, OHa 00MNajasia 3HAYUTEIBHO OOJBIIIEH
MPOCTOTOM M MPAKTUYHOCTHIO B CPABHEHUU
C CUCTEMOM KaHOHHKOB.

3a OTMEUYEHHOW IOJIEMUKOM CTOSUIO
HE4TO OOJbIee, YeM TMPOCTO H3MEpPEHHE
WHTEpBaJIOB. B mpoTtuBOoBec abcTparupo-
BaHHO-YHMCIIOBOMY TIOHUMAaHUIO MY3bIKU
YTBEPKAAIACH KOHLENIMS HENOCPEACTBEH-
HOTO, 3MIIMPUYECKU-CIIYXOBOTO €€ BOC-
npusTus. B anbrepHartuBe, BBIABUHYTOMN
ApHUCTOKCEHOM, BIEPBHIC 3asBHIIO O cebe
TEOpEeTUUECKOe O0OCHOBAHUE KHUBOTO,
YyBCTBEHHOI'O OLIYIIEHUS HMCKYCCTBa 3BY-
KOB; €r0 MPUHLHUIHUAIBHO BaXKHBIM TE3UC:
«O BeNIMYMHAX UHTEPBAJIOB MBI CYIUM TIPU
IIOMOILIH CITyXa».

Kcraru, B omope Ha 3TOT Te3uc Apwu-
CTOKCEH BBICKA3aJl MPEIAINOI0KEHUE, YTO
B «HEMOCPEACTBEHHOU CIIBIIIUMOCTH» MY-
3bIKAJIbHBIE 3BYKH HECKOJIBKO OTKJIOHSIOTCS
OT YHUCTOIO CTpOSi, CKOHCTPYHUPOBAHHOIO
nuparopeiicko Koo, — MBICITb, KOTOPas
yepe3 [Ba C JIMIIHUM ThICAYETIECTUS TOIY-
YUT MPAKTUYECKYIO PEATU3ALINIO B CUCTEME
TeMIIEpaLHH.

My3vikanvnaa Icmemurka paccMaTpu-
BaeMOro mepuoaa BOuWpana B cels upes-
BBIYAHO IIMPOKHI KpPYr BOIPOCOB. Tak,
TI'epakaum (ok. 530470 no H. 3.) B cOOT-
BETCTBUH CO CBOMMH 001meduaocopckumu
YCTAaHOBKAMHU yKa3all Ha JUAIEKTUYECKYIO
MPUPOAY MY3bIKU. Y psifa MbICIUTENEH
3apOXK/IAaeTCsl MTOHMMAaHUE MY3bIKH KaK OT-
pa’X€HHsSI ONPENCIEHHBIX Kauye€CTB 4YeJo-
BEUECKOM HATypbl WM KaK MOApPaKaHUs
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YEJIOBEYECKUM COCTOSHUSM, a TaKXke OTO-
OpakeHUsI SIBIICHUU U COOBITHI BHEIIHe-
ro Mupa, BOCIPUHUMAEMBIX MOCPEICTBOM
ciyxa.

LlenTpanbHOl MpOOIEMON  3CTETHKHU
TOTO BPEMEHU CTall 3TOC MYy3bIKH. Pa3yme-
eTcsl, CyIECTBOBAJO M YHCTO I'eOHUCTH-
YECKOE€ BOCIPHUATHE MY3bIKaJIbHOIO HUCKYC-
CTBa. XapaKTEpPHO, YTO JAPEBHEETUIIETCKOE
Ha3BaHHME MY3BIKM XU O3HAYaeT )0080/b-
cmsue. Tlozxke pasBiekarenbHas (QyHKIHS
MY3BIKaJIbHOTO HCKyCCTBa OyIeT JIOMH-
Hupyrouien B [IpesHem Pume, xots u tam
HaOI0/1aNach onpeeaéHHas OMMO3UIMS K
00JIer4€HHON TPaKTOBKE 3TOr0 POAa XyI0-
YKECTBEHHOT'O0 TBOpUYECTBA (OHO M3 CBUJE-
TenbCTB — TpakTaT [Jamona, I Bek 1o H. 3.).
OpHako TOCIIOICTBOBAJIO HCTOJKOBAHME
BO3MOYKHOCTE!N M HA3HAYEHMsI My3bIKU B ca-
MOM CEPbE3HOM KIIIOYE.

VYuenue o0 amoce (rped. odvluail, Hpas,
Xapakmep) TPAaKTyeT MY3bIKy KaK Ba)KHEM-
1Iee CPeICTBO HPABCTBEHHOI'O BO3/IEHCTBHUS
Ha denoBeka. Kpome toro, nmog stocom mo-
HUMAJIUCh CBOMCTBA MY3bIKHM, aHAJIOTHY-
HbIE JIYIIEBHBIM M TEJIECHBIM KaueCcTBam
yenoBeka. [lomoOHbIe TpencTaBiIeHHs KO-
PEHIINCH B TPEUECKON MU(OTIOTUU U OBLTH
HIMPOKO Pa3BEPHYTHI B JIMPUUYECKOW MMO3-
3un (Tepmannp, Ankeit, Cando, [Tuamap)
U TOABEPTHYTHl CaMOMy THIATEIIbHOMY
PacCMOTpPEHHI0O MHOTUMHU  Quiiocopamu.
Vxe [Mudarop moryiiecTBo My3bIKH ycMa-
TPUBAJl B BO3/CHCTBUU 3TOCA MENOIUU Ha
JyIly YeJIOBEKa. 3aKOHYEHHYIO 3THYECKYIO
KOHIICTILIMIO MY3bIKK pa3pabotanu [lnaron
¥ 0COOEHHO APHUCTOTENb.

Ilnamon, npeBHerpedeckuii pumocod
(427-347 umu 348 no H. 3.), yueHuk Co-
kpara. HMccnenoBaHuss My3bIKaJIbHO-ICTE-
TUYECKUX MU MY3BIKAIbHO-TEOPETUUECKUX
npoOsieM cojiepKaTcsl B psJe ero CoYnHe-
Hut («[ocymapcTBoy», «3akoHbly, « Tumeiny,
«IIupy», «®uned» u np.). CBOU My3bIKab-
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HO-(pumocodckre BO33peHHsl OH 4acTo 00-
JeKal B OOpPa3HO-TIOATHYECKYIO (opmy.
[InaroH mnomu€pkuBan 3TUYECKYIO IIEH-
HOCTh MY3BIKH, €€ TI0JIb3y B OOIIECTBEHHOM
KU3HU.

Apucmomens, npeBHerpedeckuit Gpuo-
co(, eCTeCTBOMCIBITATENb, COIIMOJIOT, TICH-
XOJIOT, 3CTETHK, MY3BIKaJIbHBIM TEOPETUK
(384-322 1o H. 3.). Ero counnenus: oxsa-
THIBAIOT BCE OTPACIW TOTAAIIHEr0 3HAHMS.
Bompocsl My3bIKH OTpa)KE€HBI B pa3iidy-
HBIX Tpyaax («Meraduszukay, «[Tonmutukay,
«IToatukay, «O nymey», «Putopuka» u ap.).
Qurypupyronmi nojx ero UIMEHEM TPaKTar
«IIpobnempl», MNO-BUIMMOMY, OTHOCHUTCS
K IIKOJIE APHCTOTENS M HalucaH He 0e3 BIu-
SIHUS TU(aropeiiieB — OH COAEPIKUT TEOPHUIO
3ByKa (3aBUCUMOCTb MEXJAY €ro BbICOTOU
U JUIMHON CTPYHBI), TEOPHUIO JIAJIOB U ydye-
HUe 00 ux 3Toce (peub UAET O HPABCTBEH-
HO-BOCIHUTATEIbHOM 3HAYEHUHN MY3BIKH).

bynyun yuenuxom Ilmarona, Apwucrto-
T€JIb BOCIPHUHSAJ €r0 BO33PEHMS, OJIHAKO
HE pazzensn MHorux ero uaei. Tak, cie-
Iysl YUUTEIt0, 3TOT prstocod moaquEpKuBa
HPaBCTBEHHOE 3HAYEHUE MY3bIKH, HO, BO-
MPEKH €My, CYUTAJl, YTO OHA CIIOCOOCTBYET
U TIOCTHIXKEHUIO HMCTHHBI, BOCIPOU3BOIUT
pa3IUYHbIE YEJIOBEYECKHE XapaKTephl (pe-
aJbHO CYLIECTBYIOIINE WIN UAEAIBbHBIE, TO
€CTh KaKUMH OHHU JIOJKHBI OBITH), a JBUKE-
HUSl MEJIOJIMM BOCCO3/1al0T B 00OOMIEHHOM
dbopMe TicuxuUecKue ABMKeHus aymu. [lo
ApucToTento, IIaBHOE Ha3HAUYE€HUE MY3bl-
KU — TO3HABaTEJIbHOE U HPABCTBEHHO-Ha-
CTaBJISIIOLIEE, OHA JOJDKHA «CENATh Hally
KU3Hb Oosiee paayXHOW», JOCTaBISThH
«0e3BpeIHYI0 PaJOCTby U «UHTEIUIEKTY-
aJbHOE PA3BICUCHUEY.

CBoMMH TIPaKTUYECKUMU CTOPOHAMH
3TOC ObUI HalleJIeH Ha 3aJlaud MY3blKalb-
HO020 60chumanus, 4To ObBUIO COCTaBHOU
YacTblO MYCUUECKO20 6OCHNUMAHUA — CH-
CTEMbl YMCTBEHHOI'O, HPAaBCTBEHHOTO H
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ACTETUYECKOr0 BocCnuTaHus B JlpeBHen
I'penyy, BKIOYABLIErO JMUTEPATYpPHOE H
My3bIKaJIbHOE 00pa3oBaHME, 3HAKOMCTBO
C OCHOBAMM HAyK, U3yUYE€HHE OpPaTOPCKOTO
UCKYCCTBA, MOJUTHUKH, 3TUKH, puiocodun
(Haunbosnpliee pa3BUTHE MYCHUYECKOE BOC-
MUTaHUE MOJIYYUIO B CHCTEME a(hUHCKOTO
BOCIIUTAHU, TJI€ OHO COYETaJIOCh C TMMHa-
CTHUKOI1).

[Inaron mpupaBan OOJbIIOE 3HAYEHUE
MY3bIKQJIbBHOMY BOCIHMTaHHI) KaK BaX-
HelleMy cpeacTBy (OpMHUPOBAHHUS HpPaB-
ctBeHHOCTH. [lo Apwucroreno, My3bIKa
NpeqHa3sHayeHa IVIaBHBIM oOpa3oM s
BOCIIMTAHUS U 3aIIOJIHEHUS Pa3yMHOIO J10-
cyra. Benen 3a Ilnaronom n Apucrorenem
AHTUYHAsI ACTETHKA BCEMEPHO aKIIEHTHPO-
Baja HPABCTBEHHO-BOCHUTATEIBHYIO POJIb
MY3bIKaJIbHOTO MCKYCCTBa, paccMaTpuBas
€ro KaK CpeACTBO TapMOHMYHOTO Pa3BUTHUS
JUYHOCTU. B 3TOM OTHOIIEHNHU 6€3yCIIOBHO
noJiiepKMBajgack Mpicib [lnaTtona, 4yTo My-
cudeckoe o0pa3zoBaHUE JOCTYIHO ISl BCS-
KOT'O MOJIOZIOTO YE€JIOBEKA M YTO HE MOXKET U
HE JOJDKEH CTOATh BOIPOC O MY3BIKAJIBbHO-
CTH WM HEMY3bIKAIbHOCTH YUECHHKA.

Mycuueckoe oOpa3oBaHue ObLJIO BBee-
HO Kak 00s3aTeIbHOE, UM OBLIM OXBAuCHBI
netd B Bo3pacte oT 7 mo 16 net. Ero oc-
HOBOM SIBIISUIMCH XOPOBOE IIEHWE, UIpa Ha
¢ueiite, nmupe u xkudape. 3BecTHo, 4o B
Apkanuu Bce rpaxkaane 10 30 JIeT T0JKHbBI
ObuUIH 00yYaThCsl IEHUIO U NMHCTPYMEHTAJIb-
HOW My3bike, a B Cnapre, ®uBax u Adu-
HaxX Y4YHUTbCSI UTPE Ha aBJIOCE, y4aCTBOBATh
B XOp€ (3TO CYMTAJIOCH CBSILIEHHBIM JIOJTOM).

B nene My3pIKaibHOIO BOCIIUTAHUS KakK-
IBIA TOPOA-pecIyOnKa MCXOAWI W3 CBO-
UX OTUKO-IIOJIUTUYECCKUX IPEAIOYTCHUM.
C 3TOl TOYKM 3pEHUS IPUMEYATENBHO, YTO
B Crapre OHO HOCHJIO SIPKO BBIPA’KEHHBIH
BOCHHO-IIPUKJIAAHON Xapakrep, u [lmyrapx
3aMmevaeT: «B caMHX crapTaHCKUX MECHSX
OBLIO YTO-TO BOCILJIAMEHSIOIIEE MYKECTBO,
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BO30YX/IaBIllee PHTYy3HUa3M U MPU3bIBABIIICE
Ha MOJIBUTH.

N3 obmiescTeTuuecKux yCTaHOBOK 3TO-
Ca U MY3bIKaJIbHOTO BOCIIMTAHUS BBITEKAIU
BCEBO3MOXKHBIE KOHKPETH3ALMH, CBS3aH-
HbIE C MCTOJIKOBAaHHEM COOTBETCTBYIOIIIE-
IO BO3AEUCTBUSA T€X WM HHBIX 3JIEMEHTOB
My3bIKU. [TnatoH B cBOEM «udeanvrom 2o-
cyoapcmeey JOIyCKall JTUITh HPaBCTBEHHO-
YKpEIUIAomMe jJaasl U1 puTtMbl. COmIacHO
Apwucrorento, My3blka oOnamaer crocoO-
HOCTBIO TIOCPEACTBOM Pa3IUYHBIX JIAJOB,
pasMepoB, PHUTMOB, TeMOPOB («oKpacok
38yuanus») TPUBOIUTD JIIOACH B pa3IMuHOE
IYIIEBHOE COCTOSIHME, (OPMHPOBATH HX
XapakTepbl U HpaBCTBEHHBIN Mup. C KOHIA
V Beka 110 H. 3. popMHUPOBATIOCH TE€PMEHEB-
TUYECKOE YYEHHE, KOTOPOE MPUIHCHIBAIO
ONpEeIENEHHBIN ATOC MYy3bIKaJbHBIM JaJaM,
MY3bIKAJIBHO-TIOATUYECKUM METpPaM, TOJIO-
caM, HHCTpPYMEHTaM.

bonee Bcero m mpexae BCEro CKa3aH-
HOE€ KacajloChb JIAJIOBBIX CTPYKTYp («eap-
MOHUIL»), KOTOpble ObUIM CaMbIM pPaHHUM
MPEIMETOM UCCIEIOBAHUI B MY3bIKaJIbHOM
Hayke. [lepBoe HayuHoe OOBsiCHEHHE Naaa
B E€BpOIEHUCKOM MY3bIKO3HAHUM TPUHAI-
JeXUT nudaropeiicko mkosne (co BTOpoit
nosioBuHbl VI Beka 10 H. 3.). OObACHUB
JaJl Ha OCHOBE TEOPUU 4HMcia, nudaropei-
bl TMOAYEPKHYIN 3HAYCHHE MPOCTEUIINX
3BYKOOTHOIIIEHUH Kak (pakTopa, peryaupy-
fomero jgagooodpazoBanue. OTTaIKUBASIChH
OT ITOW HUCXOIHOW 0a3bl, APUCTOKCEH M
MHOTHE APYTHE JAPEBHETPEUECKUE YUEHBIE,
Biurrouast Eskomna (111 Bex o H. 3., pabotan
B 00JIaCTM MaTeMaTWKH, aCTPOHOMHH, OII-
TUKH), pa3BUJIM TEOPUIO Jajia U BhIpaboTa-
J1 €€ BaXKHEUILINE TTOHATHSL.

B ocHOBe MOJanbHOW CHCTEMBI aH-
TUYHOM [penun Kak ymnopsimioueHHOW OfI-
HOTOJIOCHOM  3BYKOBBICOTHOCTH  JI€XKaJu
OTHOIIEHUS KOHCOHAHCOB — TAKOBBIMU CUH-
TaJINCh KBAapTa, KBUHTA U OKTaBa. [Ipu aTom
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OTPENIECTSIOMMUM OBLT WHTEpPBal KBapThI,
a ero COCTaBJISIOLIME BOCIPUHUMAIIUCH KaK
ycton. OTcroja MNpOUCTEKaNIa HUCKIIIOUU-
TeJbHAast 3HAUUMOCTh TETPaXOpI0BOCTH.

Bce wMys3bikanbHBIE CBSI3U  OCO3HABa-
JUCh B paMKax KBapThl, & OCHOBHOM Kare-
ropuei Jag0BOro MBIIUICHUS JPEBHUX Tpe-
KOB OBbUIM pa3iMuYHbIE BUJBI Mempaxopoa
(rpeu. uemwipe U cmpyHa; OYKBaJIbHO — Ye-
MbIPEXCMPYHHUK) KaK YETBIPEXCTYTIEHHOTO
3ByKOpsJa B Juana3zoHe kBapThl. Couera-
HUE TETPAXOPAOB JPYT C APYIOM IPHUBEIO
K BO3HUKHOBEHHIO 0OJiee CIOXKHBIX JIaJl0-
BBIX CTPYKTYyp (HamOojiee BaKHbIC Cpeau
HUX — OKTaBHBIC JIAJIbI).

Cucrema JpeBHETPEUECKUX MOHOIUYE-
CKHX JIaJIOB BKJIFOUAJIa CEMb TUAaTOHUYECKUX
3BYKOPSAZIOB (TI0 HEIOpa3yMEHUIO, MPOU30-
menmemy B CpenHue Beka, MX Ha3BaHUS
HE COBMAJIalOT C COBPEMEHHBIMH, TIOITOMY
371ECh U JaJiee JIst 00Ier4eHusl OpHEeHTAIUH B
CKOOKax MPUBOASITCSI COBPEMEHHBIE JIaI0BbIE
AQHAJIOTH): THUIOAOPUUCKUN  (POMUNCKHUIA),
TUNOQPUTHIACKUN  (MUKCOTUANMCKUI), TH-
NONMUANNCKUN  (TMAMMCKUI), JOpUMCKUI
(ppuruiickuit), ¢puruiickuii (1opuickuii),
JTUAMACKUHN (MOHUICKUH ), MUKCOTUIUHCKAN
(;oxputiickuit). Ecnu nepeBecty Ha OyKBEH-
HbIC 0003HAYCHUS, IONYyUnM: @, g, [, e, d, ¢, h—
KaKk BHJIUM, JIaJbl MEPEUUCISUIUCh CBEPXY
BHU3 (TaK K€ CBEPXY BHU3 UUTAIUCh 3BYKH
U B CaMUX 3BYKOPSIaX).

Bo3sBpamasice k 3TOCy, cleayer 3ame-
TUTh, YTO PA3JIMYHBIC JIAJIbl CBS3bIBAIHCH
C onpeaeaEHHBIMU TUIIAMU SMOIUHN U COOT-
BETCTBYIOIIMM BO3/ICHCTBHEM Ha YeJOBe-
Ka, Ha 9YEM OBLIIM OCHOBAHBI PEKOMEHIAINH
0 MPUMEHEHUU TEX WJIU UHBIX BUJOB MY3bI-
KU B OOIIECTBEHHOW >XKM3HU U B BOCIHTA-
HUU IOHOILIECTBA.

Tak, nopuiickuii (dpuruiickuii) nang
XapaKTepU30BaJCsi KaK MY>KECTBEHHBIH,
CEPbE3HBIA, U «POBHBIC, CIIOKOWHBIE» ME-
JIOJIMY, HAITMCAHHbBIE B 3TOM JIaJTy, PaClEHHU-
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BaJIMCh APUCTOTENIEM KaK CITIOCOOCTBYIOIIIHE
BOCIIUTAHUIO MY>KECTBA U PACCYAUTEIILHO-
ctu. I'epaknmua [lonTuiickuii 106aBIseT Ha
3TOT CYET, YTO JOPUUCKUM J1aJ OTIIMYAECTCS
XapaKTEPOM BEIMYECTBEHHBIM, MPAYHBIM U
MOTYUHM).

Opurniickuii (TOPUHCKUIA) J1a]] BOCIIPH-
HUMAJICSI KAaK HEYpPaBHOBEIICHHBIA, BO3-
Oy>XIarolui, dKCTAaTUUECKUN, MPUTOTHBIN
JUISl «OYMILEHUS» CTpacTeil. ApHUCTOTEIb
MOATBEPIK/IAJl, YTO STOMY JIay «CBOMCTBEH
CTpPacTHBIM, OPrHAaCTHYECKUNA XapakTepy,
«OH JICHCTBYET Ha HAC BO30YKIal0IIKUM 00-
pazomy».

Jluguiickuii (MOHUWCKUMN) Jan TIpel-
CTaBJSUICS TPYCTHBIM, XaJlOOHBIM H, IO
MHeHUIO IlnaToHa, 3T cBolcTBa emgé 0o-
jee yCyryOsuiuch B MUKCOJIUIUUCKOM (J10-
Kpuiickom) sany. M tak nanee.

OTMeueHHas Tpagulus STUYECKOM Xa-
PaKTEpUCTHUKHU JIAJIOBBIX CTPYKTYp OKaza-
Jach BeCbMa YCTOMYMBOW. 3a MpeaeaaMu
AHTUYHOCTH Kak TaKOBOM €€ MpOJOJIKHU-
JIU TIO3[THETPEUECKUE TEOPETUKH (SIMBIHX,
Apuctun  KBuHTHUIIMAH), TpeacTaBUTe-
mu cpenHeBekoBoil Hayku (bosmwmii, ['Bu-
0 11U Apelio), a nmapajyiesbHO U JeATeNn
apaOckoro My3biko3HaHUsS (anb-Dapadu).
Uepe3z MHOrME CTOJIETHS Ha COBCEM HHOMU
HMCTOPUYECKOM M XyHOKECTBEHHOM I0YBE
npo0sieMa 3Toca BO3pOAUIIACH B TaK Ha3bl-
BaeMoii Teopuu apHeKTOB.

B co3Byunu ¢ npeBHErpe4eCcKuM 3T0COM
B MY3BIKQJIBHBIX TpaKTaTax cTpaH [[peBHe-
ro BocToka yTBepK1aj10Ch, UTO My3bIKaJlb-
HOE BOCIIUTAHUE MPU3BAHO MPUBECTHU B PaB-
HOBECHE JI00pOJeTENH, pa3BUBaTh B JIIOISAX
TaKue KauyecTBa, KaK YeJIOBEYHOCTh, CIIpa-
BEJIJIUBOCTb, UCKPEHHOCTh U MPELYCMOTPHU-
TeNbHOCTh. OCOOEHHO MHTEHCHUBHO MOA00-
HOE HAINpAaBJICHUE MY3bIKAJIbHOW 3CTETUKHU
pasBuBaiiock B Muauu u Kurae.

B Unauu uzBecten mud, repoit KOTOpo-
r0 CTPEMUTCSl JOCTUTHYTh MHJIOCTH OOTOB
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U CIIaBbl, 00y4asich HCKyCCTBY MEHUS Y MY-
PO NITHUIIBI IO MPO3BAHUIO «/[pye necemy,
TaK Kak OBJAJETh 3TUM HCKYCCTBOM O3Ha-
4ajg0 OCBOOOAMUTHCS OT AYPHBIX UYBCTB U
xenaHui. CyliecTBOBald BO33pPEHHUs, CO-
[JJACHO KOTOPBIM MY3bIKa M MY3BIKaJIbHOE
BOCIIUTAHUE HE TOJIBKO JOCTAaBIISIIOT Ha-
CIaXKJIEHUE, HO U CIIOCOOCTBYIOT JIOCTHXKeE-
HUIO OaroyecTus U OorarcTaa.

My3bIKaaTbHOE HCKYCCTBO IPHBIEKA-
JIOCh 3/1€Ch B LEJSAX BOCHUTAHHUS C CAMBIX
npeBHUX BpeMEH. bbimu BbIpaboTaHbl Tpe-
OOBaHMSA K My3bIKE, NPU3BAHHOW BO3ZEH-
CTBOBaTb Ha JIIOJEH OIPENEIEHHOIO BO3-
pacra. Tak, 1 1ereit cuuranach Mojae3HOU
Becénasi My3blka B OBICTPOM TEMIIe, IS
IOHOIIIECTBA — B YMEPEHHOM, IS JIFOJEH
3pesIoro BO3pacra — B MEIJICHHOM JIBHXKE-
HHUH, CIIOKOMHOIO M TOP’KECTBEHHOIO Xa-
pakTepa.

B wunauniickux Tpakrarax yCTaHaBIIU-
BAETCA HEMOCPEACTBEHHAsI CBA3b MEXKIY
COCTOSIHMSIMA NYIIHA YEJIOBEKa WM OIpeJie-
JAEHHBIMHU J1aJIaMU U MEJOANYECKUMU (Pop-
MyJlaMH, Aa€Tcs MOAPOOHAs HMX KIIACCHU-
(dukanus ¢ TOYKH 3pEHUS] BBIPA3UTEIbHBIX
BO3MOXHOCTEW. B MHIUICKON MY3BIKE CIIO-
KUJIach OpPUTMHAJIbHAS JIaJloBas CHCTEMa
C CEMbIO OCHOBHBIMU 3BYKaMH U Tpaaliuen
OKTaBbI Ha 22 uHTepBana. Kaxagomy My3bi-
KaJIbHOMY 3BYKY COOTBETCTBOBAJ ONpEE-
JIEHHBIM MOATUKO-IIBETOBOM CUMBOJI, a JIa]l,
COCTaBJICHHBIH C Yy4€ToM mpeobiasanus
T€X WM UHBIX TOHOB U ONIOPHBIX CTYIICHEM,
paccMaTpuBaJIiCs KaK HOCUTEIb KOHKPETHO-
ro 00pa3HO-3MOIIMOHAILHOTO COCPKAHUSI.

[Iepexons K My3bIKAJIBHOMY HCKYCCTBY
1 My3bIKaapHOM Teopuu [[peBHero Kuras,
NpeXJe HeOOXOIUMO 3aMETUTh, YTO 3/1€Ch
panbiie, uem B JlpeBueit Iperum, Obln
YCTAHOBJIEHBI BaKHEUIIUE JJIs1 3TOM HAIM-
OHAJIbHOM KYJIBTYpPBI JaJ0Bbl€ KOHCTAHTHI.
VYxe B VII Beke o H. 3. (Tpakrar «I'yaHb-
13b1») B 12-CTyNEeHHOU 3BYKOBOM CHCTEME
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OBLIIO BBIICNICHO MSTh BAKHEUIINX TOHOB,
KOTOpbIE 00pa30Baju MEHTATOHHBIM 3BYKO-
PAI, U JAHO €T0 YUCIIOBOE ONPENIEICHUE, a B
VI-V Bekax 110 H. 3. TEOPETHIECKH 000CHO-
BaHa 7-CTylEeHHas 3ByKOBasl CUCTEMA.

Kuralickue MpIcIuTeNIn NpU3HABAIA
BJIACTb MY3bIKU HAJl pasyMOM U SMOIMSIMU
YeJI0BeKa U MOIYEPKUBAIIM €€ BOCIIUTATEIb-
HYIO pOJib. 3aKOHYEHHOE U3JIOKEHHE 10100~
HBbI€ B3IVIS1/1bI TIOJYYMIJIM B STUYECKOM YUEHU U
Kondymmsi, koropoe B OTHOLICHWH BOCITH-
TaTEJIbHOTO 3HAYEHUS MY3BIKH OTACIbHBI-
MU CBOMMH CTOPOHAaMHU COIPHKACAETCS CO
B3nsaMu [lnarona (oH poauiics mMouTy Ha
nonTopa cronerus nozxe Kondyums).

Konghyyuii (natunuzupoBanHas dopma
oT KyH-11361 — «yuntens Kyn», ok. 551-479
710 H. 3.), IpeBHEKUTackuii Punocod, co-
3/1aTenb yueHus, koropoe co Il Beka 110 H. 3.
1 10 Havajga XX CTOJICTHS SBJISAIOCH O(H-
[AAJIBHOM TOCYHApCTBEHHOM HJICOJIOTHEN.
OH TpeboBan MOTYMHEHHUS MY3bIKU CTPO-
roi perraMeHTaluy, 3anpeniasi UCIOIHITh
BCE, 4TO MPECIIEYyET NHYIO LIEIb, YEM BOC-
MIATAHUE HPABCTBEHHOCTH.

OTa KOHIeNuUus pa3BUBAlIaCh B COYU-
HEHUSIX €ro MOCJe0BaTeNe, B TOM YUCIe
MbH-11361 (0K. 372-289 1o H. 3.) u CroHb-
1136l (OK. 313 — ok. 238 mo H. 3.). [Togo0-
HO OTJIENBHBIM (utocodam anTuaHOI [ pe-
1MUY, KOH(YIIMAHIIBI BBICTYIIATHU 32 HEOOXO0-
JUMOCTb FOCYAapCTBEHHOTO KOHTPOJIS Hall
MY3bIKOH, NPU3BAHHOIO HE JOIYCTUTH €€
OTPHUIIATETILHOTO BO3JICUCTBUSL, © MMEHHO
Onmaronapsi BIMSHUIO KOH(QYIIMAHCKON JOK-
TPUHBI BOMPOCHI MY3BIKAJIBHOTO BOCIUTA-
Hus B JlpeBHem Kurtae Haxogunuce B Bese-
HUHU rOCYIapCTBa.

B IV Beke 110 H. 3. KOH)YIIHMAHCKOE y4e-
HHE O MYy3bIKE TMOABEPTr KpUTUKE (Puio-
codp-yronuct Mo-113bl, TPOTECTOBABLINI
MPOTHUB YTUIUTAPHOTO MOAX0/1a K My3bIKE U
My3bIKaJIbHOMY BocniuTanuto. Ho Gonee cy-
HIECTBEHHBIM OBLIO TO, YTO MO3KE, IOMUMO
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TOCIIO/ICTBYIOIIETO KOH(YIIMaHCTBA, 10CTa-
TOYHO ILIUPOKOE PACHPOCTPAHEHUE IMOIY-
YU MY3bIKAJIbHBIE MPOEKIMHU JJa0cu3Ma 1
Oynau3ma.

Jlaocuzm (KUT. 0ao y3s WA 0do Y350)
BO3HUK B cepefuHe | TeicsiueneTus 1o H. 3.
U K Hayaily H. 3. 0pOpMUJICS B Pa3BUTYIO
pemuruto. Llens agenToB gaocusma — J0-
CTUYb €JMHCTBA C IEPBOOCHOBOI MUpa (a0
— cyTb ObITHs1). CornacHo UX IpeacTaBe-
HUSIM, MYy3bIKa JOJKHA CHOCOOCTBOBAThH
IPOSIBJIEHUIO €CTECTBEHHBIX IICUX03MOLMO-
HaJbHBIX PEAKLUN YEJIOBEKA, €r0 CIUSHUIO
¢ npupoaoil. bynnuiickoe MUPOBO33peHUE
(Oynau3M BO3HUK Takxke B cepeanHe I Thics-
yeseTus A0 H. 3., Ho B Iuauu, u 3arem B Ka-
YECTBE MEPBOM MUPOBOW PETUTHU MOTYUHIT
xoxaenue B Kurae) noqué€pkuaino B My3bl-
K€ MUCTHYECKOE Hadajo, CIOCOOCTBYIOIIEE
MOCTH)KEHUIO CYTH OBITHS M MPOLECCY Y-
XOBHOT'O COBEpPUICHCTBOBAHUS YEIIOBEKA.

3naunrtensHo no3zxke (¢ XIII Beka) Te-
OPETHUKH, OIICHWBAs BO33PCHUS IPECBHUX,
roBopuiin: «Jlaocel Mo0OT 0 4yBCTBaX, OyI-
JTUCTBI — O CYIIHOCTH, KOH(YIMAHIBI —
0 NpUHLHMINAX». B yCIOBUSIX MHOXXECTBEH-
HBbIX TE€YEHUI MBICIU €CTECTBEHHO BO3HU-
KaJli ¥ CUHTE3bI, HAIIPUMEP — JA0CKO-Oy/-
UiicKoe MUpPOBO33peHue. Tak, B TpakTare
[I3u Kana (III Bek H. 3.) KoH(]yIIHaHCKOH
JIOKTPUHE TPOTHUBOIIOCTABICHO IOHUMA-
HUE MY3BIKH KaK Cyry00 MHIWBHAYaJIbHOM,
MUCTHUYECKOU c(epbl, a HE TOJIBKO OOIe-
CTBEHHOM Kareropuu. Ilo ero koHuenuuu,
MY3bIKa — 3TO HauWBbICIIEE BBIPAXKEHHE J1A0,
OHa MPUOOIIAET YeIoBeKa K BEUHOMY U Be-
JUKOMY, Onaromapst e€ii oH ocBoOOXKAaeTcs
OT YyBCTBa CBOETO HUYTOXKECTBA.

My3bIKalbHbIE IPEICTABICHNS TIPEBHUX
4acTO HOCHUJIM KOCMONOZUYEeCKUUl Xapak-
mep. Bonpoc 0 COOTHOILIEHUU YHHUBEPCaJIb-
HBIX 3aKOHOB OBITHS W 3aKOHOMEPHOCTEH
MY3bIKH BOCXOJTUT K MU(POIOTUYECKUM Be-
poBaHUAM 4esioBedecTBa. B cBOEM Teope-
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TUYECKOM 00OCHOBAaHUHU KOCMOJIOTMUECKHE
OIpPE/ENIEHNs] MY3bIKU CBS3aHbl C YUEHHEM
0 YHCJIe KaK OCHOBE CYIIETO.

B naubonee oT4€TIIMBOM BUIE ITO yde-
Hue crnoxuinock B EBporne B pyciie nudaro-
perictBa, Ha JlanbHeM BocToke — B Kpyry
koH(yrmancTBa. Yucina mnoHUMaNHUCh He
OTBJICYEHHO, a HAIVISAHO, OTOXKJIECTBIASACH
C (U3NYECKUMHU CTHXUSMHU U TE€OMETPH-
yeckuMmu ¢urypamu. [loatomy Bo Bcsikoit
YHOPSAJOYEHHOCTH (KOCMHUYECKOH, 4YesloBe-
YECKOM, 3BYKOBOW ) BUACIIH YUCIIO.

Hauném paccmorpeHne My3bIKaabHOMU
KOCMOJIOTMH C BOCTOYHON OKOHEYHOCTH €B-
Pa3HICKOro MPOCTPAHCTBA, I 3TO YYEHUE
CJIIOKHWJIOCH paHbllle, U OyJeM MOCTENEHHO
IIPOJBUIaThCs K aHTUYHOM | peninu, rae oHo
00peio 0co0eHHO penbePHbIe (HOPMBI.

B Jlpesnem Kutae ko ynranckue Tpak-
TaThl OTPaKajl BeChbMa pa3HOOOpa3HbIE UH-
TEepHpPETaluy MY3bIKaJIbHBIX SIBICHUHA. ITO
MOIJIH OBITh YUCTO HaTypduiocodckue mna-
patenu. K npumepy, IpoucxoxaeHe NeH-
TATOHUKH OOBSICHAIOCH OAPa’KaHUEM IIPU-
poje: mepBbIM 3BYK — IPOM, BTOPOM — IIIyM
BETpa B BETBAX, TPETUH — MOTPECKUBAHUE
JPOB B OTHE, YETBEPTHIM U NATHIN — )KypUa-
HHE pyubsa. CTyNeHU TOM K€ NMEHTATOHHOU
ramMMbl MOIVIM HaJI€NAThCS CUMBOJIMKON CO-
LMAJIbHOTO IMPOUCXOXKJEHUS: NEPBBIM TOH
— JBOpell, TpaBUTENb;, BTOpod — Oecena
(coBeT), YNHOBHUKHU; TPETHI — POT, HAPOII;
4eTBEPTHIN — JAEAHUSA, MaHU(ECTAINH; TIs-
TBhI — OOBEKTHI, KPBLIbS.

Hakonen, nmenu Mecto W camMble IIU-
pOKHME TOJKOBaHMS. Tak, KaKIOMY 3BYKY
B 12-cTyneHHO# cucteMe mpujaBajics o0-
mepuIocoCKuil CMbICT: HEUETHBIE 3BYKH
BOILIOIIAJIM CBETIIOE, HEOEeCHOE, aKTUBHOE,
MY>KCKO€ Haqaylo, 4YETHbIE — TEMHOE, 3€M-
HOE, TACCUBHOE, KEHCKOE Hayayo; BCS CO-
BOKYIIHOCTbh 3BYKOB BbIpakaja 12 3HaKoB
3o0aMaka, 12 mecsueB roaa, 12 mepuonos
CYTOK U T. 1.
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B Wnaum 3Byk paccMmarpuBalicst B BUJE
SHEPIMM KOCMOCA, JAIOUIEH Hadallo >KU3-
HU, U CYUTAJIOCh, UTO PUTM pa3ButHs Bce-
JIEHHOM BOIUIOIIAETCS MOCPEICTBOM OIIpe-
NEeNEHHOro couyeTaHus 3BykoB. Ha ocHoBe
KOCMOJIOTUYECKUX TMPEJCTABICHUNA B MY-
3BIKAIBHOM TEOPUHU CIIOKIINCH aHAJIOTUU
CEMH OCHOBHBIX 3BYKOB MHAMIICKOTO Jlaja
¢ ceMbto iaHeTaMu COJTHEYHOM CHCTEMBI.

B Meconoramun u Erunre emé go I1n-
daropa U ero mocieAoBaTeNei BO3HUKIIO
INOHMUMAaHHE MY3bIKH KaK OTPaKeHHsSI KOC-
MHYECKOTO TOPSAJKA, TOCIOACTBYIOIIETO
B IIPUPOZE U YEIOBEUECKOU KU3HU. B Kyib-
Typax MeconotaMun My3bIKaJbHO-TEOpE-
TUYECKasi CUCTEMa BO MHOTOM C(OpPMHUPO-
BaJiach MO/ BIUSIHUEM aCTPOJIOTHH, U B HEH,
MoJOOHO KHUTaMCKOM, 0co00e 3HadYCHHUE
umenn nudpser S (4rcIo N3BECTHHIX B J[peB-
HOCTH IIJIAHET, a TAK)KEe YyBCTB UEJIOBEKA) U
7 (4ucno qHel Henenn), ¢ KOTOPbIMU CBsI3a-
HBI 5-CTYIICHHBIM aHT€MUTOHHBIA U 7-CTy-
MEHHBIN JUATOHUYECKUI 3BYKOPSIbI.

B Erunte snoxa Cpennero mapcra (oK.
2050 — ox. 1700 no H. 3.) IPUHOCUT OIIbI-
Thl MY3bIKOBEAUYECKUX TPYAOB, B KOTOPBIX
paccMarpuBaeTCsi KOCMOJIOTMYECKAs] TeEo-
pusi CBSI3M MY3BIKM C HEOCCHBIMU CBETH-
namu. Kpome TOro, 3ByKHM HHCTPYMEHTOB
OTOXKJIECTBISUIUCh  JIPEBHUMHU  €TMNTSIHA-
MU C OINpPENeIEHHBIM 3ByYaHUEM TEX WIU
HHBIX TIPEIMETOB U SABJICHHM (JepeBoO, Ke-
€30, BETEp U T. I1.) ¥ BOCIPUHUMAIIUCH KaK
CPEICTBO OOIICHHUS YelOBeKa C MPHUPOIOH.
3BYKYy MNpUNHCHIBAIACH CBSIICHHAs, Maru-
yeckasg cuwia (Hampumep, TPOCTHUKOBYIO
dIieliTy accoIMUpPOBaIH C IIOJOPOIUEM).

Broimaromuiicss 3HAaTOK AHTHYHOCTH
A. JloceB yTBepxkaand, 4YTO «OCHOBHOMU
MOJZIENIBIO /IS AaHTHUYHOIO MHPOOIIyLIe-
HUSL SIBJISIETCS BUJWMBIN, CIBIIIMMBIA U
oCs3a€MbIil  KOCMOC». My3bIKalIbHO-KOC-
MOJIOTUYECKHE TIPEJICTABICHUS JPEBHUX
rpexoB kopeHmuck B Mudax o Kocmoce,
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0 IPOTUBOCTOSSHUM Xaoca U ['apmonnu. Ha
sToi ocHOBe [Iudarop u ero mocnenosare-
T BBIpaOOTaIM yYeHHE O TapMoHUHU cdep.
CornacHo JaHHOMY YYE€HHIO, CyTh MY3bIKH
ycMaTpuBajiach B 00KECTBEHHON TapMOHUHT
YHICEJI-KOHCOHAHCOB.

Mys3biKkallbHast TApMOHUSI — MUKPOKOCM,
4acTh MHPOBOTO Mopsiaka. My3bIKalb-
HO-YHUCJIOBAas CTPYKTypa KOCMOCa CUMBOJIU-
YeCKHU BbIpaKaeTcs B mempakmuoe (4et-
BEpHUIIE), TO €CTh B COBOKYITHOCTH MEPBBIX
YeTBIPEX YHCEN, KOTOPbIE B CyMMe 00pa3sy-
1ot nekaay (1 + 2 + 3 + 4 = 10). Terpak-
TUJIAa COAEPKUT OCHOBHBIE MY3bIKAJIbHbBIC
MHTEpBabl — OKTaBy (2 : 1), kBuHTy (3 : 2)
u kBapty (4 : 3). UncnoBble COOTHOIICHHUS
— UCTOYHUK TAPMOHHUHU KOCMOCA, CTPYKTypa
KOTOPOT'O MBICIUTCS Kak (pusmveckoe, reo-
METPHUYECKOE U aKyCTHUECKOEe €IUHCTRO.

Oto u ecth rapMoHHs chep (My3biKa
chep): KoOCcMOC Kak psll HeOeCHBIX cdep
(Jlyna, ConHile, maTh HM3BECTHBIX T'peKaMm
IJIAHET, HEMOJABWXXHBIE 3BE3/bl), Kaxias
W3 KOTOpBIX MpHU BpalleHUU U3IaET CBOMU
MY3bIKaJIbHBIA 3BYK, MPUYEM pPACCTOSIHHUE
MeXxay cepaMu U U3aBaeMble UMHU 3BYKH
COOTBETCTBYIOT TEM WJIM UHBIM MY3bIKaJb-
HBIM WHTEpBaJaM.

[Mudaropeiickas Hayka TpakToBalsia Jiaf
Y MY3bIKaJIbHYIO TAPMOHHUIO KaK OTPaKEHUE
MHUPOBOI rapMOHUHU, O€3 KOTOPOW MUPO3/a-
HUE pacnajnoch Obl, TO €CTh B CYIIHOCTH
paccMarpuBalia JiaJ, Kak MOJelb MHUpa —
MUKpoKocM. CaM KOCMOC HacTPOEH B OIlpe-
NENIEHHOM JlaJy, a UMEHHO B JIOPUKMCKOM
(B COBpEeMEHHOH cucTeMe — (PUTHIICKOM),
1 HeOeCHbIE Tena YMOAOONSIIOTCS €ro To-
HaM: e —d — ¢ — h — a — g — f (HanoMHUM,
YTO JAPEBHEIPEUYECKUE JIaJbl UCUUCISIIUCH
B HUCXOJISIIIIEM JBHXKEHUN).

[Iudaropeiickass  JOKTpUHA  YHCIA
(B 4aCTHOCTHU YU€HHUE O TETPAKTUE) CO Bpe-
MEHEM I10JIy4alia JOMOJIHUTEIbHbIE TOJIKO-
BaHUS M CMBICIIOBbIE HIOAHCHI. JlOMmycCTHM,
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Ounonait (pydexx IV-V BekoB 10 H. 3.)
paspabarbiBai KOHIEHIUIO AMHAMHYECKO-
T'O PaBHOBECHUSI MUPOBBIX CHJI, TUATCKTUKY
OECKOHEYHOIO U Mpenesna, yTBepxkaasi, 4To
6e3 uyucna Bcé «OecnpesesibHO, Heonpee-
JIEHHO Y HESICHOY.

[Inaron (Bropas monoBuHa IV Beka 10
H. 3.), COMM3HUBIINCH C KAHOHUKaMH, B JH-
anore «TuMmen» naj CUCTEMAaTHYECKOE M3-
noxxenue mnudaropeiickor 1UGPOBOIl KOC-
MOJIOTUA M MHUPOBOW TapMOHHUHU (ICTETUKA
Yycesl U MPONOPLUN, CHMBOJIUKA YETBEPH-
161). Pa3BuBas 3Ty Teopuio, OH UCXOAUT U3
cBoel (Qunocodckoil mpeporatuBnl. Pac-
cMaTpuBasi MJIEU KaK BEYHbIC U HEU3MEH-
HbIE YMOIIOCTHTaeMbIe MPOOOPa3bl BEIICH,
pooOpa3bl BCETO MPEXOIAIIETO U HW3MEH-
yuBoro ObITHs, [1MaToH M My3BIKaIbHYIO
TapMOHHUIO CUMTAN MpOoeKnnuen O00KeCTBEH-
HOTO MpoobOpasa.

Apuctokcen (niepBasi mosoBuHa [V Beka
70 H. 3.), B IPOTHUBOIIOIOKHOCTh HI€aJH-
CTHYECKHM ycTaHOBKaMm IlmaToHa, yTBEepK-
Jlai, 4yTo JIyllla — 3TO FrapMOHUS Tena, ooa-
JIAroIast My3bIKJIbHBIM CTPOEM, MTOJOOHBIM
TOMY, KOTOPBIH MPUCYIIl CTPYHHBIM HHCTPY-
MeHTaM. TeM He MeHee B COIIaCHU C HUM U
nugaropen3MoM APUCTOKCEH CUUTAJ, YTO
3BYKH C WX BBICOTOH M HHTEpBAIBI — (e-
HOMEHBI €CTECTBEHHOTO U CTPOTO 3aKOHO-
MEPHOTO TOPSAKA U JIBUKEHHS B TPUPOJIE.
Putmudeckast opraHuzanusi 3BYKOB TaKKe
UMeeT OOBEKTHBHYIO OCHOBY, COCTAaBIISS
PUTMU30BAaHHYIO, YIOPSAJOYCHHYIO pPa3HO-
BUHOCTB U3BEYHOTO IIOPSIIKA BPEMEHY.

Cymmupyss W JONOJHSS CKa3aHHOE,
MOXHO KOHCTaTupoBaTh cienyromee. [Ipo-
OnemMa 3TUYECKOM M 3CTETUYECKOM LEHHO-
CTH MY3bIKHU CBSI3bIBAJIaCh B aHTHYHOI MbIC-
JY C HOPMATUBHBIMU CTPYKTypaMH JIaJOB
U PUTMOB, B KOTOPBIX BUACITH OTPAKCHHE
KOCMHUYECKOM rapmMoHuu. B npeBHerpedye-
CKOM OHTOJIOTMM 4YHCIa U Mepbl (OHTOJIO-
IUsl — yYeHHE O ObITMHM) 3aKOHBI KOCMOcCa
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(«<MHUpOBOI MY3BIKHY») OMPENENSIIA U OT-
HOIIEHUSI MEX]y MY3bIKaJIbHBIMH 3BYyKa-
MH, a caMa My3blka BOCIHPHHHMMAJIACh KakK
nogobue mupa. Hampumep, My3bIKaabHBIC
MHTEPBAJIb CPABHUBAINCH C PACCTOSHUAMHU
MEX/y IUIAaHETaMH, C YETHIPbMS CTUXHUSIMU
(BO3myX, BOJIa, OTOHb, 3€MJIsl) U OCHOBHBI-
MU T€OMETPHUECKUMU Gurypamu (mpsmo-
YTOJIbHUK, KBaJpar, TPEYrOJIbHUK, OKPYXK-
HOCTB).

Hcxonsa u3 Terpaxopla Kak IMPaoCHO-
BBl JIPEBHETPEUECKONM MY3bIKHA, BO3HHK-
Ja Kareropusi cenmaxopoa (OT Tped. cemsb
U cmpyHa; OyKBaJbHO — CEMUCMPYHHUK).
B My3bIkanpHOW mHparmMaThke TakoBO 000-
3HaUYe€HUE 7-CTYNEHHOIO 3BYKOpsa, IMpe/l-
CTaBJISIOIIEr0 cOOO0M CIUTHOE COEAMHEHHE
JIBYX OJIMHAKOBBIX IO CTPYKTypE€ TETpaxop-
noB (Hampumep, d —c—b—-a +a—-g—f
— e). Ha aToii yTuimtapHoil moyBe BeIpociia
TEOPHSl «HebecH020 2enmaxopoa» — OHO U3
BOKHEUIIIMX YYCHUN AHTUYHOM MY3bIKAIb-
HOM acretuku. Ilo mpeacraBineHussM apes-
HUX T'PEKOB, KOCMOC SIBJISIET COO0H «rapmo-
HUIO» CEMHU IUIaHETHBIX cdep (0T 3eMin Kak
uenrtpa — Jlyna, Connue, Benepa, Mepky-
puii, Mapc, Onurep, CarypH), kaxaas u3
KOTOPBIX HACTPOEHA Ha ONpe/IeTIEHHBIHI 3BYK.

My3blkanbHass KOCMOJOTUA ~ AHTHY-
HOCTHM TOJIyYMJia B TO3JHEHIINE BpeMeHa
MHOKECTBO BCEBO3MOKHBIX BapHaluil u
metamop(o3. OcoOeHHO K 3TOMY CKJIOHS-
nock CpenHeBeKOBbE, BOOOIIE TATOTEBIIIEE
K pa3HOTO pojia aOCTPaKTHBIM MOCTPOEHU-
M, aJIJIETOPUSIM, TapajuIeisiM U yroaooe-
HUSM, K TPUMEPY:

— Ilronemeii (nepBas nonosuHa Il Beka
H. 3.) CBSI3bIBAJI MY3BIKY C MPOUCXOASIINM
KaK B JyIlI€ YEJIOBEKa, TAK U B JBUKECHUU
HEOCCHBIX TEI;

— Kaccuomop (VI Bekx) u Ucunop Ce-
BuiIbCKUi (pyoex VI-VII BekoB) Hemocpe-
CTBEHHO OMNHUPAIUCh Ha mudaropeickoe
y4eHHUE O YhciIaX KaKk OCHOBY MUPO3/IaHHUS,
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— I'Bumo n’Apernio (mepBasi MOJOBHHA
X1 Beka) cpaBauBan Berxuii 1 HoBbrit 3aBe-
ThI C MY3BIKOW HEOECHON M 4YeI0BEYECKOM,
yeTelpe EBaHTenus — ¢ n300peTEHHBIM UM
YETHIPEXITUHENHBIM HOTHBIM CTAHOM.

B npeBHepycckol My3BIKaJIBHOW 3CTE-
TUKE (BCJIE]] 32 BU3AaHTUHUCKUMH aBTOpPaMH)
Iyllia, yM, S3bIK U yCTa YIOA00SIINCh TyC-
1M, TeBIly, OyOHy u cTpyHam. B cpenne-
BEKOBOW MY3BIKaJIbHON TEOpUHu apabCKOro
MUpa YeThIpe TeJECHbIC (PYHKIIMH YeIOBe-
Ka COIOCTABJSUINCh C YETBIPbMSI CTpyHa-
MU JIFOTHH, 2 YETHIPEM OCHOBHBIM pPUTMaM
COOTBETCTBOBAIM 3HAKU 3oauaka, (assl
JIyHBI, CTOPOHBI CBETa, BPEMEHA To/la U Jie-
JIEHUE CYTOK.

HauGomnpmiei nputsarareabHOCTbIO, IPU-
4yéM Ha JoJIThe BpeMeHa, o01aiana KoHIer-
sl rapMoHuu cep. ITa TpaauLus aKTUB-
HO pa3BuBajiach B CpenHue Beka (BIUIOTh
no SAxoba JIkexckoro, Hayao XIV Beka),
KOIZla caMOl aBTOPUTETHOW OCTaBajlach
«punocoduss My3biku» boryua (Hadanao
VI Beka). OTTankuBasich OT KOHLIETIIIUU He-
M3MEHHOTO MHUPOMOPSIIKA, OH BBEN pasiiu-
YyeHHe TPEX COMIACYIOIIUXCS MEXAY cO0oi
POIIOB MY3BIKU: musica mundana (My3bIKa
MUpoOBasi, HeOecHast), musica humana (My-
3bIKa YeJIOBEUECKas, rapMOHUS YEJIOBEKA) U
musica instrumentalis (My3bIka HHCTPYMEH-
TallbHasl U BOKAJIbHAsI, 3Bydallasi My3bIKa).
[lepBass — yHuBepcaldbHBI KOCMUYECKUN
NPUHIINI, TOXJIECTBEHHBbIN mudaropeii-
CKOM «rapMOHUU cepy»; BTOpasi MBICIUTCS
KaK Haydajlo, CBS3bIBAIOILEE UYEJIOBEUYECKHE
TEJO0 W Jylly, a TAaKKE OTIAEIbHBIE YacCTH
TeJa; TPEThsl — HEMOCPEICTBEHHO CIIBIILIHU-
Masi, U3BJIEKaeMas ¢ IOMOIIBIO roI0ca WIH
WHCTPYMEHTOB.

AHasoruu mo00HOro poja MoAAepKU-
BAJINCh BO BpemeHa Bospoxaenus. Map-
kerro IlagyaHnckoMy, UTanbSIHCKOMY T€O-
peruky Hayanma XIV Beka, NnpuUHALIEKUT
adopusM: «3akoHbl BceneHHOM — 3aKOHBI
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My3bIKiy. Moxarrec ne Mypuc, dpaniys-
CKUH MY3bIKQJIbHBIA TEOPETUK, MATEMAaTUK
U aCTPOHOM TOIO K€ BPEMEHHM, ITPOU3BO-
U1 pacuy€Thl MAaTEMATHUYECKUX MPOMOPIUI
My3bIKaJIbHBIX WHTEPBAJIOB U HCXOIWUI W3
MIPUHIIMIIA YUCJIa KaK OCHOBBI MUPO31aHUS
(aTromy nenukoM mocBAmEH ero «Tpakrar
0 YHCIax», HIOCTPOCHHBIN B (hopMme mocia-
Hus K Oununmy ae Butpn).

OpHako creAyromuil MO-HACTOSLIEMY
CWIbHBI NPUINB HHTEPECAa K MY3bIKallb-
HOW KOCMOJIOTHUHM BO3HHUK B 310Xy bapok-
KO. [ TaBHBIN BKJIaJ 3TOTO BPEMEHU ClEall
Hozanunec Kennep (1571-1630), nHemeukuii
aCTpPOHOM, MareMaTHk, ¢puiaocod, oauH U3
OCHOBOTIOJIO)KHUKOB acTpoHoMuu HoBoro
BPEMEHH, OTKPBIBIIMI 3aKOHBI JABUKCHMS
maHeT. Ero oCHOBHOM Tpyx 1mo Teopuu
My3bIkHd — «MupoBast rapmonus» («['ap-
MOHUA Mupa», 1619). B 1Byx nepBbIX KHU-
rax Tpakrara pedb UJIET O IPOUCXOKICHUN
CEMH «TapMOHHUID» CTPYHBI OT APXETHUIIOB,
Ipucymux reomerpuu u bory. B tpersen
KHUIe OOCYXJaloTCsli KOHCOHAaHC M JucC-
COHAHC, MHTEPBAJIbl, Jaibl, CTPOCHUE Me-
JIOOUM W TIPUHLUIIBI HOTauuu. YeTBépras
KHHMra TIOCBSIIIEHA acCTPOJOTuu (y4deHHe
0 BO3ACHCTBUM HEOECHBIX CBETHJI Ha 3€M-
HOM MHp U yenoBeka). B msToii kuure Ke-
TUIEP OMUCHIBAET CBOIO «TAPMOHHIO Cep.

Onupasics Ha oTKpbITUA Keruiepa, dppan-
Iy3ckuii ¢unocod, teonor, Gpu3nk, Mare-
MaTUK U MY3bIKaJbHBIN TeopeTuk Mapen
Mepcenn (1588—1648) pazpaboTan Bompoc
0 MapaJuIeNsIX MEXK/1y YHCIOBBIMU BbIpaXe-
HUSIMU MY3bIKaJIbHBIX UHTEPBAJIOB U TPACK-
TOPUSMU IUIAHET. |'apMOHUIO OH HaXOIWJI
BO BCEM, YTO 0O0pasyeT MOPSAOK, CBS3b,
IIPONOPLUUOHANBHOCTE. My3bika st Mep-
CEeHHa — JIMUIb O/IHA U3 c(ep MPOSIBICHUS
BCeoOI1el, MUPOBOI TapMOHMH (€ro KHUTA,
Kak U Tpakrar Kemiepa, Ha3piBaeTcs «Bcee-
oOurast rapMoHus» unu «MupoBas rapmo-
HUs», 1637).
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BnocneactBum Tpaaumus KOCMOJIOTH-
YECKOr0 TMOHHMMAaHUSl MY3BIKH YIIE€pXKUBa-
nack BIoTh 10 XIX Beka (Iemnuur, Ho-
BaJIMC), OTYACTU HANlOMUHAsA O cede Jaxe
B XX cronernn (O. Mak-Knaiin, P. [lITei-
Hep U 1p.). HeonHOKpaTHO akUEeHTUpOBaIN
10J0OHBIE MIPE/ICTABIEHUS! U COBPEMEHHBIE
KOMIIO3UTOPBI.

[lo muenuto Anekcanapa YepenHuHa
(1899—-1977, cbIH pPyCCKOTO KOMITO3UTO-
pa Hukonas YepernnunHa, paboTaBIIMi BO
®paHIUK), «CMBICI BCSIKOTO XYJ0>KE€CTBEH-
HOT'O IPOU3BENEHHUS... — B OTKPBITUU CBOETO
JTYXOBHOT'O MHPa», 4TO BEJET «UYEPE3 CaMO-
MO3HAHUE M CaAMOYIIIYOJIeHHE K CIUSHUIO
¢ Kocmocom» — MMEHHO B 3TOM BHJHTCS
«HaWBBICHIASA 3a/1a4a IS XyI0)KHUKA».

Hemenxuit  kommnosutrop KapnxaiiHi
[Hrokxay3en (1928-2007) B kHHUre ¢ CUM-
NTOMaTHYHBIM 3arojoBkoM «K kocmuye-
ckoii My3bike» (1989) yreepxknan: «Jlroboit
MY3bIKAHT BHOBb U BHOBb CTAJIKMBAETCS
¢ mpobaeMoi opraHu3alid 3ByKOBOM Ma-
TE€pPUH, OTpaxas MyTh )XKU3HU U KOCMOCA. ..
UYenoseueckue Cymecrsa — HE 4TO HMHOE,
KaK BOIUIOIICHHE CHEIU(PUUYECKUX MPOSB-
JIEHUN KOCMHMYECKHX DSHEpPrui, y4dacTBY-
IOIUX B HEKOEM KOHIIEPTE, B UIPE IpYyT
¢ Apyrom u mpotus. lIpu 3TOM AeiCTBYIOT
BCEBO3MOKHbBIE DHEPTUHU, a4 UX CTOJIKHOBE-
HUE TPOUCXOAUT KaK B JUYHOCTH, TaK M
B XyJIOKECTBEHHOM MPOU3BEICHUI.

B memom My3bIKallbHas 3CTeTUKAa AH-
TUYHOCTU (KaK M MOCJIEAO0BABILErO 33 HUM
CpenHeBEeKOBbs)  MpEACTaBisja  CcoOOM
CBOCOOpa3HbI MH(DOIOTro-TEOPETHYECKUN
CUHTE3, B KOTOPOM DPAa3MBILUIEHUS O KOC-
MOCe U 4YelloBeKe npeoliaianu Haj BbIsC-
HEHHEM CHEeIM(HUKH HCKYyCCTBa B IIEJIOM
U MY3BbIKM B YaCTHOCTH. DTO COIIIACyeTCs
C TOJIOXKEHUEM MY3BIKAJIIBHOTO HMCKYCCTBA,
KOTOpO€ €II€ HE BBIAEIUIOCHh U3 NPAKTH-
YEeCKU-)KU3HEHHOU C(ephbl U TIOKa HE CTAJIO
CaMOCTOSITEIbHBIM BHUJIOM XYJI0’KECTBEHHO-
IO OCBOEHMS IEUCTBUTEIBHOCTH.

Tem He MeHee 3aJI0)KEHHBIE PEBHUMH
OCHOBBI TEOPETUYECKOTO OCMBICICHUS MY-
3BIKAJIbHO-XY/I0’KECTBEHHBIX PEAJINil U IIPO-
LIECCOB OKa3aJId OIPOMHOE BO3/I€UCTBHE Ha
pa3BUTHE HAyKH O My3blke. B oTnenbHBIX
crpanax (Munus, Kurait) onn exBa nu He
70 CUX MOp COXPAHSIOT 3HAYEHHUE KIIACCH-
yeckoi Oaswl. BoznelicTBue apeBHErpeue-
CKOM TEOpUU W ICTETUKHU (MPEXKIE BCETO
yepes Hacneaue [ludaropa, [lnatona, Apu-
CTOTeNs] U APHCTOKCEHa) CaMbIM HEIo-
CPEIICTBEHHBIM 00pa3oM CKa3bIBaJIOCh Ha
COCTOSIHUM €BPOIEWCKOro, a Takxke apad-
CKOTO MY3bIKO3HAHUSl BIUIOTh 1O BpPEMEH
Bospoxnenusi. I[loHsATHs, yCTaHOBIIEH-
Hbl€ AHTHUYHBIMU YYEHBIMHU, CYIIECTBYIOT
1 B COBPEMEHHON MY3BIKAIIBHOW MPAKTHUKE
(My3bIKa, pUTM, MENOMUs, JaJ, TapMOHHUS
U T. IL.).
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Annomayusn. B crarbe TpENCTaBIEH aHAW3 JTHOMXAa3a Kak THOpumHOro ¢eHOMEeHa,
coueTarmero (ONBKIOPHYIO MEJOAUKY | JKA30BYK CTHiIHMCTUKY. OOpamieHue kasa
K (OIBKIOPHOMN KyJBTYypE CYIIECTBEHHO 000TallaeT ero BhIPa3UTENbHBIN SI3bIK U TEMATHKY. B TO ke
BpeMsI ATHO/I’KA3 BBIMIOJHAET (DYHKIUIO COXPAHEHUS U MOMYISIpU3aliui (PONBKIOPHBIX MATEPUAIIOB.
[Tokazano, uro rubpuauzanus GoiabKIOpa U JAKasa sBISIETCS OPraHUuYHBIM [IPOLIECCOM B CHITY UX
KYJBTYPHO-T€HETHUECKOTO U MPOLECCyalbHO-AEHCTBEHHOTO POJICTBA, B TOM YHCJE B acCMeKTax
YKUBOTO, peajbHOro JeicTBa. BMecTe ¢ TeM B KOHTEKCTE JIKa30BOW apaHKUPOBKU (POIBKIOPHBIX
MaTepuaioB BO3HHMKAaeT MpolieMa aJeKBaTHOTO BOCHPHUSATHS MOUIMHHBIX STHOKYJIBTYPHBIX
CMBICJIOB TaKMX THOPUIHBIX TEKCTOB. B CBsA3M ¢ ompeieI€HHBIM COKpallleHneM apeajia ObITOBaHUS
ayTeHTHUYHOU (ONBKIOPHON MY3BIKM Takas mpolieMa CyIIeCTBYeT Aake JUIsl HOCHTENeH cBoei
STHUYECKON Tpaauiuu. 1 ayIuTOpuu, BOCIIPUHUMAIOIIEH MY 3bIKaJIbHBIA TEKCT C UCITOJIB30BAaHUEM
MHOKYJIBTYPHBIX MEJIOJIMK, aJeKBaTHOE MOHMMAHHUE CTAHOBHUTCS elé Oosee mpoOieMaTHUHbBIM.
Boixon BunuTcs B GOpMUPOBaHUU YCTAHOBKH Ha IEJIEHANIPABIEHHOE BOCIPUSATHE STHOMKA30BOM
MY3BIKH KaK KyJIbTypPHOT'O TEKCTa, CO/IEPKAILEr0 UyBCTBEHHO HACBILIIEHHbIE 00pa3HO-MY3bIKaIbHbBIE
Ipe3eHTallM LEHHOCTEW, 3HAYEHUH U CMBICIOB, MPHUCYHIMX ONpPEAENIEHHBIM STHUYECKUM
KyJIbTypaM. Jloka3bpIBaeTcsi, 4T0 0OpeTeHNe TaKOM KOMITETEHIIUH JIEJIaeT KYIbTYPHYIO HIEHTUUYHOCTh
COBPEMEHHOTO UeJIoOBeKa 0oJiee MHOTOTPAHHOM, COAEP)KATEIbHOM U TUHAMUYHOM.
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Abstract. The article presents an analysis of ethnojazz as a hybrid phenomenon that
combines folk melodies and the jazz style. The appeal of jazz towards the culture of folk music
has significantly enriched its expressive language and themes. At the same time, ethnojazz has
performed the function of preserving and popularizing folklore materials. It has been demonstrated
that the hybridization of folklore and jazz is an organic process because of their cultural-genetic
and procedural-effective relationship, among other things, in the aspects of live, real action. At
the same time, in the context of jazz arrangement of folklore materials, there arises the problem
of adequate perception of the true ethno-cultural meanings of such hybrid texts. Due to a certain
reduction in the geographic area of existence of authentic folk music, such a problem exists
even for the bearers of their ethnic tradition. For an audience that perceives a musical text which
makes use of melodies pertaining to foreign cultures, adequate understanding becomes even
more problematic. The solution to the problem is perceived in the formation of an attitude of a
purposeful perception of ethno-jazz music as a cultural musical entity which contains sensually
rich figurative-musical presentations of values, meanings and significations inherent in certain
ethnic cultures. It is proved that the acquisition of such competence makes the cultural identity
of a contemporary human being more multifaceted, meaningful and dynamic.

Keywords: ethnic culture, folk music, ethnojazz, cultural hybridization, live performance,
adequacy, cultural authenticity, ethnic sensitivity
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B 1950-1960-x rogax 1 HOBOM BOJI-  Ch B KOHTEKCTaxX HIMPOYAMIIErO CHEKTpa
HOM €ro WHTEHCHBHOTO pPa3BUTUS  TPAJULUN CaMbIX PA3JIMYHBIX 3THHUYECKUX
B 1990-x romax mka3oBOe€ HMCKYcCTBO 00-  KynabTyp. Ilom sTHom»ka30oM mMOHHMAaeTCs
peNo MOMCTUHE IVI00aJIbHBIM XapakTep, B HalpaBlieHHE, OCHOBAHHOE HAa COCIMHEHUN

C BO3HUKHOBECHHEM STHOMKAa3a  TO JK€ BPEMS MHOTOTPAaHHO CHEIUPHUIHIPY-
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TEMIIOPUTMUKH, APTUKYIISIIUTN U UHTOHUPO-
BaHUsI, B LIEJIOM TEKCTYPbl «KJIACCUYECKO-
ro» TPAAMLMOHHOIO Jka3a (a TakXke ero
aBaHTapJHOTO Pa3BUTHS), U MEIOAMK, MTPH-
CYIIUX ONPENETAEHHBIM 3THUYECKUM KYilb-
TypaMm. OTHU3ALMS JKa3a NOpOAWIIa Ha-
CTOJIBKO SIPKME UM JIEWCTBEHHBIE IPOEKIIHUH,
YTO 3TO MPUBEJIO K MOSBICHUIO CBOCOOpa3-
HOM «OTHOM’)KAa30BOM YTOIIMU» — IIPEACTAB-
JIEHUI O BO3MOKHOCTHU C TIOMOIIbIO JKa3a
chopmupoBarh Oosiee COBEpPIICHHOE 00-
miecTBo. Tak, B MoHorpaduu A. Oropomo-
BOIl 3THOMKA3 pacCMOTPEH KakK pe3yJbTar
MEXKYJIBTYpPHOIO JHaJIora, a camo JpKaso-
BOE COOOIIECTBO BBICTYIAET 3CTETHUYECKON
MOJIeITbI0 00MIecTBa Oyayiiero'. B atom e
JlyX€ BBICKA3bIBACTCS M KAHAJICKUU aHTPO-
nojor bo6 VYailt, KOTOpbIii BUIUT B KYJb-
TYpHOI TMOPUAHOCTHU 3THOMKA3a BO3MOXK-
HOCTh OOJIaZlaHUsl «IY4YIIUM W3 MHPOBY,
IIOCKOJIbKY OHA COYETAET JKEJAEMBbIE aCIIeK-
Thl HECKOJIbKMX UIEHTUYHOCTEMH, «SIBIIIETCS
[JIaBHBIM IrepoeM 3Muueckoro Muda o Oymy-
meM: Mupa 6e3 pacusma, 6€3 HEHaBUCTH U
CO MHO)KECTBOM IIBETOB, KHUBYILUX BMECTE
B TapMOHUH K CTHIE». MOXKHO C Kakoi
YIOJIHO UPOHUENW OTHECTUCH K TAKOMY yTO-
UYHOMY 00pa3y, HO CTOMT OOJbIIee BHHU-
MaHUE YIEIUTh MOPOAUBIIUM 3ITOT 00pa3
YyepTaM, COBEPUIEHHO PEAJbHO NPUCYIINM
dbeHomeny 3THOKa3a.

[lo MHEHHIO KaHAJCKOTO My3bIKOBENA
Maiikina @pumixornga, «HeT “YrcToro” pKa-
3a (€ro CyTh 3aKJIFOYACTCS B CMEIINBAHUN), U
TaK KaK BCSI MYy3bIKa SIBJISIETCS “DTHUYECKOM ~,
TO ¥ BECh JKa3 €CTh “3THOMKa3 »’. Takoe
YTBEP)KACHUE TPEICTABIACTCS HETOUHBIM.
Pazymeercs, «cMemmBaHue» MPUCYILE JHKA-
3y, HO B CiTyyae OOpaIieHust IMEHHO K THH-
YeCKOM MY3bIKE ATOT IPOLIECC BECbMa CIelU-
¢duueH, 4To M BBIIENSET ATHO/PKA3 B 0co00e
sBJICHWE. B KOMIO3MIMSX, CO3JaHHBIX [0
MOTHBAM  HAlIMOHAJBHBIX  MY3bIKAJIBHBIX
KyJIBTYp, STHHYECKHE AIEMEHTHI HE PacTBO-
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PSIOTCS MOJTHOCTBIO, OCTABASICh MTOTEHIINAIIb-
HO BIIOJIHE y3HaBaeMbIMU. CHEKTp 3THHYE-
CKUX 3ByYaHMM B JIXKa30BOM IIPOCTPAHCTBE
MOVUCTHHE O€3rpaHWyeH, B TOM YHCJIE BKIIIO-
Yyasg COeIMHEHHWE B HEM pa3HbIX JTHHUYE-
CKMX MeJIoAMK. Tak, ucciegoBareld OT-
MEYaIOT BAapUAHTHI A3UATCKO-KYOWHCKOTO,
AMOHO-0pa3uiIbCKOro, OajJKkaHO-a3uaTCKo-
ro u OamkaHO-€BPEWCKOT0, PYyMBIHO-Opa-
3UIILCKO-EBPENUCKOTO, a(pO-KETBTCKOTO U
apo-KeNbTCKO-apabCKoro, MOHTOJIO-apa-
00-UHAMICKOTO, PYCCKO-KEIbTO-CKaHIMHA-
BCKOTO0, PYCCKO-KEJIBTCKOT0, CIIaBIHO-(DMHCKO-
T0, KeJIBTO-UHJIEHCKOT0, HHI0-0eI0pyCCKOTO,
IBITAHO-UTAJIO-TYIYIO-PYMBIHCKOTO  (C  ap-
TEeHTUHCKUMH 3JIEMEHTaMU) JiKa3a, MPUIEM
«KaKast KylIbTypa, Tak WM UHAYe MPOSBUB-
1Iasicsl B JHKasze, COXPAHSIET CBOKO WHAWBHUIY-
AJTbHYIO CAMOOBITHOCTB)?,

Conep:kaHue TOCIETHETO YTBEPKIACHUS
TpeOyeT HEKOTOpBIX mMosicHeHui. OcoOeH-
HOCTU 3BYYaHHUS STHUYECKUX DJIEMEHTOB
B JKA30BBIX KOMIIO3UIIUSIX COMHEHHUS HE
BBI3BIBAIOT, a BOT UX aJICKBaTHOE BOCIPHUSI-
THE ayTUTOPUEH UMEHHO B TaKUX Ka4eCTBAX
JaJeKo He TapaHTHUPOBAaHO, — YX OYEHb
«MHOKYJIBTYPHBIMUY» OBIBAIOT TaKHUE 3aMM-
CTBOBaHMs, TeM OoJiee B CIyyasix OCHOBa-
TEeIBLHON JKa3oBoW mepepadoTku. Camo
BJIMSIHUE STHUYECKOM MY3bIKM Ha JKa3,
HECOMHEHHO, UBOTBOPHO, OHO JI€JAaET
€ro CcuibHee, HaJelseT BO3MOXKHOCTHIO
Oonee MmMpPOKOro oOOIIEeHHs, oboramaet
HOBBIMH pUTMaMH, (hopmamu, TemOpamw,
aHcaMmOJIsIMU, TapMOHHUSIMU, TO €CTh JICTe-
TUKOM, B3ATON OT KOHTPACTHBIX MY3bIKallb-
HBIX TPAJUIUN U KylIbTyp’. BMecte ¢ Tem
UMEHHO pPa3HOOOpa3ue U CHelU(pUYHOCTD
«UHOKYJIBTYPHOCTH» JI€JIae€T TaKylO CHUTya-
uuio cioxkHou. Ha 3To, B wacTHOCTH, yKa-
3BIBAET ACTOHCKUU 3THOJIOT Alimap BeHT-
cen. OH momu€pkuBaeT, 4To oOOpalieHue
B MOAOOHBIX CIly4asX K ITHUYECKOU My-
3bIKE TOPOXKAAET MPOoOIeMy COXpaHEHUS
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AyTEHTUYHOCTH, TOTMHHOCTH (POJIBKIOP-
HOTO 3By4YaHHUs, CO3JaHUsl OanaHca MexX-
Ny ayTeHTHYHOCTBIO U TpaHC(HOpMaLUIMH
B IIpoIieccax THOPUIU3AINHI C «BOCIIPUHU-
MaroIei» KyJabTypoitt.

besycnoBHO, npaBel T€, KTO BUAUT B 3T-
HO/)Ka3€ «CHUHTE3 TPAIUIMK U MOJIEPHA,
JIPEBHOCTH U COBPEMEHHOCTH», HA OCHOBE
KOTOPOTO BO3HHMKAIOT HOBBIC IIECHHOCTH'.
Opnako HE MEHEE 3HAYUM U YIOMSHYTBIN
A. BeHnrtcenom mpouecc rubpuausanui,
NpUCYIIMK 3TOMY sBieHut0. Ilpu Bcém
pa3sHoOoOpa3uu KyJIBTYPHBIX MPAKTHK TH-
OpUIHOCTH M TPHU BCEX Pa3IMYUiIX B UX
WHTEPIpPETallii,  KYJIBTYPHBIM  THOpHUA
MOXXHO BHUJETh KaK PE3yJbTaT COCAUHEHUS
CYILIECTBEHHO Pa3HbIX MarepuajoB, 1EMOH-
CTPUPYIOIIHUM LIETOCTHOCTh BHOBb BO3HU-
Kaforero apredaxkra, OCHOBAHHOTO TEM
HE MEHEE Ha CaMOLEHHOCTH BCTYHAIOLIUX
BO B3aMMOJIEMCTBUE CTOPOH. TO €CTh peub
0 COCIMHEHUH, HO HE O CIUSHUU C HCUe3-
HOBEHHEM MEPBUYHBIX KAYECTB YUYACTHUKOB
rubpuzaa. [lo cyTu, B 3TOM CMBICIIE MY3bI-
KaJIbHBIN (OJIBKIIOP (KaK KBHHTICCCHIIHS
TPAIUIIMOHHON ASTHUYECKOW MY3BIKH) U
JUKa3 BCTYNAlOT B SBJIEHUHU STHOIXKA3a
B CUMOMOTHMYECKHE OTHOIIEHHUS. A T1O0-
CIeHME, KaK HW3BECTHO, BKIIIOYAIOT pas-
HBI€ THUIIBI: MAPA3UTU3M — OJIHOCTOPOHHEE
WCIIOIb30BaHUE; KOMMEHCAIU3M — IMOJIE3-
HO OJTHOMY CUMOHMOHTY, O€3pa3IMuHO Jpy-
roMy; MyTyajJu3M — IOJIE3HO JUIsl BBDKH-
BaHUs 000uM. O OGMAaroTBOPHOM BIMSHUU
(dhonbKIIOpa Ha J1Ka3 y)Ke ObLUIO YIOMSIHYTO.
OpHako HEOOXOAMMO OTMETUTh WU B3au-
MOIIOJIE3HYIO POJIb JIKa3a MO OTHOILIEHHIO
K ¢onbkiopy. . CoppoHoB, Hanpumep, HE
0e3 OCHOBaHMWI yTBEpPXkKIAET, YTO «HETPH-
TSTHCKHIA ()OJILKIIOP B TOM BHUJIE, B KOTOPOM
oH cyuiectBoBan B CHIA, kak 3TO yacto
ObIBaeT, crac ceOs JpKa3oM OT 3a0BeHUd,
MBITAsACh PErEHEPUPOBATH CBOM TPATULIUU.
<...> JIBWKUMBIA WHCTUHKTOM CaMOCOXpa-
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HEHUs HETPUTSHCKUM (onbkiop, “craca-
SCh’ B JDKa3e, MPUILIEN B PE3YJIbTATE K MOSIB-
JICHUIO THOPHUIHBIX, CMEIIAHHBIX (HOpM»®.
[To muenuro A. OropomoBoil, 3THOIXA3
UTpaeT OXPAHUTEIBHYIO POJb MO OTHOIIE-
HUIO K (DONBKIIOPY, TPEACTaBIss pa3iiny-
HBIC BAPUAHTHI €T0 aKTyalIbHOW TBOPUYECKOU
WHTEpPIpETallii, BechbMa SIPKO 3Byyallue,
OJTHOBPEMEHHO BBIMOJHSS (PYHKIIUUA ITHH-
YECKON CaMOMICHTH(PHUKAIIMHA 1 TIPOEIHPO-
BaHUs HAIMOHAJBHBIX 00pa30B, TpaaUIU-
OHHBIX CMBICIIOB U IIEHHOCTEH B MHUPOBOE
POCTPAHCTBO’.

Takue (yHKIMOHATBHBIE CBOWCTBA 3T-
HOJDKa3y JeHcTBUTENbHO npucymu. Of-
HAKO B HHX 3aJIOKEHBI BHYTPEHHHE TIPO-
TUBOpEYUS, OIpeaesieMble TUOPUTHBIM
XapaKTepoM B3aUMOCBSI3EH (OIBKIOPHBIX
Y JPKA30BBIX aCTMEKTOB ATOTO SBICHUA. To,
YTO OHM HOMHUHAJILHO COCTABIISIFOT «PaBHO-
3HAYHBIC pa3/ieiibDy ITHOHKA3a'", majeKo He
BCET/Ia BOIUIOMNIAETCS B My3bIKAIBHBIX MTPAK-
TUKax. PackpbiBas MOHSATHE KYJIBTYpHOM
ruOpunuzanuu, O. AcradbeBa onpenenser
e€ Kak cBepXObICTpOe (B KOPOTKUN NEPHUOJ
BpPEMEHH) U HEPEJKO HEOXKHUJTAHHOE COETU-
HEHHE HMCXOJHO Pa3HOPOIHBIX SJIEMEHTOB,
(bakTOB, SBICHUN, POLIECCOB, MPUBOISIIECE
K BO3SHUKHOBEHUIO SBJIICHUN «TpaHCHALIUO-
HaJbHOM KyJIBTYphl, BOMparoumx B cels
¥ HHUBEITUPYIOMIUX STHUYECKHE HEHHOCTU
U OTHOKYJIBTYPHYIO caMoObITHOCTHM!!. To
€CThb THOpUAM3alIMA C Y4acTHEM D3JIEMEH-
TOB 3THUYECKOH KYJIBTYPHI TAUT OMMACHOCTD
YpEe3MEPHOT0 CHIKEHUSI WA TOJaBJICHHUS
WX 3HAUUMOCTHU B COJIEP’KaHUU HOBOTO TH-
Opunnoro apredakra. Ha HepaBeHCTBO
M HEPaBHO3HAYHOCTh BXOASAIIMX B TMpO-
1ecc TUOpuAN3aluu CTOPOH KaK MpooIem-
HBIM AaCIIEKT, 3aTPYAHSIOIINNA COXpAaHEHUE
UJCHTUYHOCTH M KYJIbTYPHBIX pa3nyuii,
yKa3bIBaeT OAWH W3 CO3JaTeieil Teopuu
KYJIBTYpHOU THOPUAHOCTH, apTreHTUHCKUMN
antpomnonor Hecrop I"apcus Kanknmuun'2,
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C OomHOM CTOPOHBI, BEPHON BHUIUTCS
OIICHKA TaKOW CUTYyallul OJHUM U3 aBTOPH-
TETHBIX aBTOPOB IOCTKOJIOHUAIBHOM TEO-
pun Xomu bxabxa, yka3pIBarouiero Ha To,
YTO B paMKax TMOPUIHBIX KYIBTYp Kaxaas
Y3 HUX B TOW WJIM MHOW CTENIEHU MPEACTAB-
nena'®. C mpyroit — mpoOeMHO# OKa3bIBa-
eTcd aJeKBAaTHOCTh NOHUMAHUS TOTO, YTO
APTUKYJIUPYETCS, CO CTOPOHBI BOCIIPUHH-
Maroleu aynuropuu. Maaue rosops, TpaHc-
dbopMUpOBaHHBIE  JKAa30BOM  JIEKCUKOU
(ONBKIIOPHBIE JJEMEHTHl MOTYT HE «4H-
TAaTbCS» MPH BOCHPHUATHH 3THOIXKA30BBIX
MPOU3BENICHUN B CBOMX COOCTBEHHO 3THO-
KyJBTYpHBIX 3HaueHusx. [IpoOnemHoii cra-
HOBUTCSI cama CIOCOOHOCTH JpKaza Iepe-
JaTh MOJTMHHOCTD 3BY4YaHUs! (POIBKIOPHOM
MY3bIKH, HAa YTO, B YaCTHOCTH, yKa3bIBaECT
KAHAJCKUH 3THOMY3BIKOBEJI M MY3BIKAHT
bpyno Jlemen. B pabore «Pa3mblnuienus
MY3bIKaHTa O MOMJIWHHOCTH, WICHTHUYHO-
ctu ¥ Bomromennu B World Music» oH He
TOJIBKO XapaKTEepPU3yeT acCIleKThl ATOM Mpo-
ONeMbl, HO U JISJTUTCS] CBOUM OIBITOM OBJIa-
JICHHUS] UTPOM HA TPAAULUOHHOW SITIOHCKOU
¢uielite csIKyXaTH UMEHHO B KOHTEKCTE €€
UCIIOJIb30BaHUS B JKA30BbIX KOMIIO3HIU-
SIX, JI7IS1 4ero moTpeboBanack onpeneacHHas
CTENEHb BXOXKJCHHS B MPOCTPAHCTBO Tpa-
JTUITUOHHOM SITOHCKOM KyNbTypbl. OCOOBIi
akieHt b. Jlemen nemaer Ha HEOOXOIUMO-
CTU MJI1 MY3bIKaHTa «IACUACHTU(UIINPO-
BaTh YacCTh MY3bIKaJbHON WMHKYJIBTYpPALUH,
KOTOPYIO OH IOJIyYHMJI C PAHHETO BO3PacTa»
B «POAHOW» KYyJIBTYypE, U «HAUTH APyTron
Croco0 OCMBICIICHUS» MY3BIKH MpU CO37a-
HUM 3THO/KAa30BOTr0 THOpuaa't. BaxxHOCTH
aJICKBaTHOIO YYBCTBOBAHMSI ITHUYECKOTO
Mareprajia OCO3HAIOT M CaMH JI)Ka30BbIE
MY3bIKaHTBI. VI3BECTHBIN MXKa3MeH-TpyOad
Cepreii [Iponb roBoputr 00 «3THO-ayTeH-
TUYHOM CO3HAaHHUM JIKA30BOIO MY3BIKAHTa»
KAaK OJHOM W3 OCHOBOIOJIATalOUIMX ACHEK-
TOB TBOPYECTBA, IPUYEM HE B CMBICIIE CTHU-
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JU3allUd WM JKCIUlyatanuu (ojbKiopa,
HEPEIKO BEAyIIMX K HEyladaMm, a UMEHHO
B IOHUMAHUU U UCKPEHHEM IEpPEKUBAHUU
3aKOJUPOBAHHOM HCTOPUYECKONM OJTHHYE-
CKOW CYIIHOCTH, OTINYAIOIIEH OIUH 3THOC
oT apyroro'’,

Crnenyer OTMETUTh, YTO TaKasi «3THH-
4yeckasg YyBCTBUTEIBHOCTB» CTAHOBHUTCS
BcE Oonee akryanpHOM. OHa BBICTyHaeT
3aJIOTOM ycliexa B Y/AOBJIETBOPEHUHU IIO-
TpeOHOCTEH MIMPOKONH ayIUTOPUH B HO-
BBIX 3BYYaHMSIX, MCTOYHHKAX TBOpPUYECTBA
U BBIpAXEHUS ayTEHTHYHOCTH, KOHTpa-
CTUpPYysl C SPKMM, HO CTaHAAPTU3UPOBAH-
HbBIM M KOCMOIIOJINTUYHBIM MHPOM KOM-
MEpYECKOM IOIN-MYy3bIKH. ABCTPaINHUCKUE
uccnenorarenu Jlxon Konnemn u Kpuc
['m6con, 3annMarommecs mpoodiieMaMu Jio-
Kallil CaMOOBITHOM STHUYECKOM MY3BIKU
B npoctpanctBe World music, moguepku-
BAlOT €€ YYBCTBEHHOCTb, AICJUIMPYIOILYIO
K BHEBPEMEHHOMY, JIpPEBHEMY, H3Hauajlb-
HOMY, YUCTOMY, XTOHUYECKOMY, B TO BpeMs
KaK peaJbHbIi MHP 4acTO BOCIPUHUMAET-
Csl CIymaTeasiMH Kak 3(eMEepHBI, UCKyC-
CTBEHHBIA W KOppyMIUpoBaHHBIN'®, CTouT
OTMETUTH CMBICJIOBYIO TOYHOCTb CYXkJe-
HUSl aBTOPOB, OJTHAKO IMPEICTABISAETCSA, YTO
aneJysuus K TPaAUuLIMOHHON MY3bIKaJIbHO-
CTH MOXET YaCTO BBIpaXXaTh MOTPEOHOCTH
KOMIIEHCAIIUM HECOBEPILEHCTB PEabHOTO
MUPA C OMOIIBIO IK30TUYECKUX 3BYYaHUU
0e3 CKOIb-HUOYIAb BHSATHOTO IMOHHUMAaHUS
CMBICJIOB, 3aJI0KEHHBIX B ITHOMY3bIKaJb-
HBIX CTPYKTypax. TanbssHCKNI My3BIKOBE
Jlynmoxu MoHTeaHHH, Oonupasch Ha BBICKA-
3piBaHue yueHuka llltokxaysena JlxoHa
Xaccena, MHOTO JKCIEPUMEHTHPOBABIIE-
IO ¢ THUYECKON MY3BIKOM, 110 IIOBOY €ro
oOpallleHHsI K <«3K30THKE» KaK CaMOLEIH
TBOPYECTBA, JIeJAaeT KOHUENTYaJbHbIH BbI-
BOJI: IOHMMAHHE STHUYECKON MY3bIKH, BXO-
nsue B THOpUIHbIE OTHOIIEHUS C COBpe-
MEHHBIMH SBJICHUSMHU, JOJKHO CTPOUTHCS
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«Ha OCHOBE ITOT0 HHCTUHKTUBHOTO UYB-
CTBa, MPUCYTCTBYIOUIETO BO BCEX BUJIAX Y-
XOBHOM, (DOTBKIOPHON MY3BIKI» .

OnHako oA00HOE TTOHUMAaHHUE TIPEATIO-
Jaraet cKopee He aJeKBaTHOE BOCIPUSITHE
AyTEeHTUYHBIX YEepPT STHUKHU, & MX HCIIOJb-
30BaHHE B CBOEOOPa3HOM MY3bIKaJbHOM
U3aiiHe IS «yKpallleHUs» MEJTOIUKU JK-
30TMYECKUMH, HENPUBBIYHBIMH KPacKaMH.
Bripaxxennoe [[x. Xaccemom cTpemieHue
K 9K30THKE MOKHO TOJIbKO TPUBETCTBOBATD:
OHO JICHCTBUTENBHO OOOTraImaer paznooodpa-
3Me MY3bIKAJILHOTO SI3bIKA U JIENaeT ero 00-
aee sipkuM. BmecTe ¢ Tem 3a1auy COXpaHHO-
CTH TIEHHOCTEH (OJBKIOPHON KYIBTYPHI U
00peTeHus B ’TOM CMBICJIE HOBBIX aCTIEKTOB
U YPOBHEH HAEHTUYHOCTH, MOPOXKIAEMbIX
3pdeKTOM KyJIBTypHOUW THOpuanU3anuu'®,
9TO HE peIIaeT, MOCKOIbKY MOJIMHHBIC
3HAYEHUs] ATHOMY3BIKAJBLHOTO Marepua-
Ja OCTAalOTCS «HEYUTaeMbIMU». Bo3Mox-
HO JIM B TIPUHITAIIEC PEIICHUE TaKOW 3a/1a4u
¢ momoIblo kaza? MOXHO € TOJHBIMH
OCHOBaHHSIMH TOJIaraTb, 4TO OTBET JICKUT
B IUIOCKOCTH COIIOCTaBJI€HUs (POIBbKIOp-
HOM M 1Ka3oBoil KynbTyp. Crenyer oOpa-
TUTh BHUMAaHNUE HAa OPraHUYHYIO POJICTBEH-
HOCTb THUX SBJICHUH YK€ HA TEHETHIECKOM
ypoBHe. Kak u3BecTHO, ka3 3apoxkiancs
KaK «poJ appo-aMepHKaHCKOTO TOPOJICKO-
ro (oiabKiIopa, BO3HMKIIHMI, B CBOIO Oye-
penab, U3 pa3zHOOOpasHBIX (POJBKIOPHBIX
WA “POTHKIOPU3UPOBAHHBIX” KaHPOBY» 7.
B munamuike pa3BUTHS I)Ka30BOE HCKYCCTBO
HE YTPaTUIO «POAOBBIX» (OIBKIOPHBIX
4YepT. AHAJIM3 CaMbIX COBPEMEHHBIX SIBJIE-
HUH, BKJIIOYasi aBaHTAp/IHbIC HANPaBIICHHUS,
OTYETIIMBO MOKA3bIBAET: ITIABHBIM BEKTOPOM
B HUX BBICTYINaeT TpaHC(POpPMaLUs CPENICTB
Xy/JIOKECTBEHHOW BhIpazutensHocTu?. [Tpn
3TOM OCHOBHBIM QJITOPUTMOM SIBJISIETCS UC-
MOJIb30BAHUE PA3NUYHBIX MY3bIKAJIbHBIX
SIBIICHUH, CPEAN KOTOPHIX MMEHHO (DOIBK-
JOp JAUAUPYET IO CUJI€ BBIPA3UTEIBLHOCTH,
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O0orarcTBy M pa3HOOOpPA3UI0 3ByYaHHI.
CTOHUT OTMETUTH, YTO CXOJCTBO ATHUX SIBJIE-
HUW MOXXHO BBISIBUTH JIa)K€ HA TTyOMHHOM
YPOBHE TOMOJIOTHYECKOTO TIOA00US UX YEPT.
Tak, nanpumep, C. KoceipeBa, ananuzupys
0COOEHHOCTH (POTBKIOPHON (UHHO-YTOP-
CKOM MOHOIMH, 0CO00 BBIJIEISECT TAKOH BHJL
TPaAMIIMOHHBIX HMIIPOBHU3AlMM, Kak BO-
KallbHbl€ HMMHTAIlM HHCTPYMEHTAJIbHBIX
Haurpsiiei [1, c. 37]. AHaIOrM4HO 3TOMY
B JKa3€ BO3ZHUKAET CKAT — UMIPOBU3ALIMS,
BOKaJIbHO UMUTHUPYIOIAsi 3ByYaHUE MY3bI-
KaJIbHBIX MHCTPYMEHTOB. Paszymeercsi, 310
HE 3aMMCTBOBaHKE, HO aHAJIOTHYHOCTH, TO-
BODSIILIasi O TUIIOJIOTHYECKOM POJICTBE.
Opranu4HoMy COEIMHEHUIO JiKaza |
(dhonbKII0pa cCIOCOOCTBYET TaKkKe OOIIHOCTh
ux (QyHKIMOHAIBHOU crienuduku. B ToM u
JIPYTOM SIBJICHUHM YPE3BBIYAMHO BAXKHYIO
PO UTPAET MPUHIIAIT BAPUAHTHOCTH CO3-
JaHUs/OBITOBAaHUS M UMIIPOBU3ALIMOHHOCTH
UCTIONTHEHUsT Tipou3BencHus. [Ipuuém kak
B (hosbKITOpE, TaK M B JKa3e CyMIECTBYIOT
onpeseNéHHble MaTTepHbI (ABaHTEKCTHI),
HA OCHOBE KOTOPBIX M MPOUCXOIUT UMIIPO-
BU3aIlMs, BOIUIOMIAIONIAS TBOPYECKOE yda-
CTHE aBTOpa, HE3aBUCHUMO OT CTENEHU €ro
AHOHMMHOCTU WJIH TEPCOHUDUIIUPOBAH-
HOCTU. KoONIeKTUBHOCTh  (POJIBKIOPHOTO
TBOpYECTBA aHAJIOTMYHA, HAIIPUMeEp, MpaK-
THKaM J)KEM-CEHIITHOB B JKa3e. B kauecTBe
BOXHOTO MPHU3HAKa, 00BETUHSIONIETO JKa3
u ¢onpkiop, E. CemeHUeHKO Ha3bIBaeT
CHHKPETH3M JyXOBHOTO M Mupckoro?'. Ha
Halll B3MVISZ, CHHKPETMYHOCTh B3aMMOIIO-
no6ust GoNbKIIOpa M JKa3a, COOCTBEHHO, U
Jaromiasi BO3MOXHOCTh MX THOPHIH3AIINH,
TUM Jalieko He orpanuuyuBaerca. O6oum
SIBIICHUSIM, HAIIPUMEP, IPUCYIIA CTUTHOCTh
aKTOB COYMHEHUS, UCIIOJIHCHUS W BOCIIPH-
ATUS MY3bIKaJIbHOTO aptedakra. B ciyyae
WX THOpUAN3AlMd BO3HUKAET CUHKPETHUY-
HOE €IMHCTBO TPAJAUIIHOHHO-(DOTBKIOPHOM
Y HOBALIMOHHO-/’Ka30BOM JIEKCUK. BaxHbIM
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IIPOSIBIICHUEM D3TOIO CBOMCTBA SIBIIIETCS
TaKXe CUHKPE3HC ayAHalbHOTO U BU3Yyallb-
HOTO Hayay, OOYyCJIOBJICHHBI B TOM YHUCIIE
0o01IMMHU 00PSAI0BO-PUTYATBHBIMU KOPHIMHU
donbkiopa u 1xa3a. B aTom cMbicie Hellb-
351 COINIACUTHCS C YTBEpKIAeHHEeM Maiikia
Oputikorda 0 TOM, YTO «IXKa3 €CTh SIBJIE-
HUE 3BYKOBOE€, IPUHIMUIINAIBHO HE3aBUCH-
MOE OT BH3YaJIbHOTO»?.

Her neoOxomumoCTH 10Ka3bIBaTh BU-
3yallbHYI0 BBIPa3UTEIbHOCTh (POIBKIIOPA,
B TOM YHUCJIE €r0 MY3bIKaJIbHBIX »aHPOB,
XOTSl OBl YK€ B CHUJTy X OBITOBaHHS B JKHU-
BbIX, «U3YCTHBIX» (opMax TPaHCIALUUA U
HCIIOJHEHMS, — 3TO BCEraa JACHCTBO, OCHO-
BaHHOE HAa HEIOCPEACTBEHHONM KOMMYHHU-
Kaluuu ydacTHUKOB. [logoOHas Bu3yasibHas
nepPpopMaTUBHOCTh TMPUCYINA U J1KA30BO-
My HCKYCCTBY, @ B Cly4ae JTHO/Ka3a OHa
ené 1 yMHOYKE€HA Ha BHYTPEHHIOIO 3pEIInLI-
HOCTh (DONBKIOPHON KyibTyphl. Torma uc-
IIOJIHCHUE CTAaHOBUTCS IIPEICTABICHUEM,
JIEUCTBOM C BOBJICYCHHEM CIIyIIaTesei/
3puTeneil B UMIIPOBU3AIMH, BOKAJbHBIE
MEPEKINYKH, BKJIIOUYECHHEM IUIACTUYECKHUX
HOMEpOB U BUAEOpsAa, 0co00i creHorpa-
dueil mpocTpaHCTBAa, HCIOIb30BAHUEM
B CLIEHWYECKOM 00pa3e 3THUYECKUX D3Jie-
MEHTOB ¥ T. 1. He ciyuaitno A. CaGuposa,
XapaKTepu3ysi TBOPUECTBO OAIKUPCKUX IT-
HOJI>Ka30BbIX Tpynn «Opnan» u «lycrapy,
IIPUBOJUT CJIOBA MY3BIKOBEIA-Ka30J10Tra
Bnagumupa ®erieprara 0 TOM, 4TO 3TUM
aHcaMOIIsIM TIprcyIIa crienuuyHas 1pama-
Typrusi, OCHOBaHHAsl HA COCIMHEHUH JIKa3a
U BBIPA3UTEIHLHOCTH OAlTKUPCKOW MEIOIH-
ku?. TlogoOHast Apamaryprusi 3THOIKa3a
HE MpeArnoiaraeT o0s3aTebHOrO BhIpaxe-
HUA B CIELHAJIbHOM TeaTpaIM30BaHHOM
NercTBUM. Peub HIET 0 3HaYEHUN BHYTPEH-
HEWl JApaMaTyprudyHOCTH MY3bIKAJIbHBIX
KOMITO3MIIMH, HEU30€KHO BO3HHUKAIOUICH
B XOJI€ KMBOM MMIPOBU3ALMHA B PEATTLHOM
npoctpaHcTBe/BpeMenu. Cam mpolecc Hc-
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MOJIHEHUsI O00pa3yeT 3pelMUIHYI0 MPOeK-
LUI0 3TOM JpamaTypruu, HamnpspDKeHHE |
JNEUCTBEHHOCTh KOTOPOM, TOMUMO ITPOYETO,
CO3Ma€T caMO «CTOJIKHOBEHHE» (POIBKIOP-
HOTO M JI)Ka30BOro HayaJl.

Oco60 0TMETHM peaslbHOCTh MPOCTPaH-
CTBa/BPEMEHU CHMYJBTaHHOTO CO3JaHUs/
UCIIOJTHEHUS/BOCIIPUATUSL  STHOKA30BOTO
apredakra. IT0 0OCTOSTEIHCTBO, HA HAIl
B3IVISLJI, BBICTYIIAET BaXKHEHIIUM YCIOBHEM
MTOJIMHHOCTH CO3AAOLIET0Cs «31ECh U CEl-
9ac» My3bIKQJIBHOTO COOBITHS, OCOOEHHO
B €10 (DONIBKIIOPHBIX 3ByyaHusXx. P. Mamenos
MIPUBOJUT BECbMa MOKa3aTeJIbHBIM MpUMeEp
BIICYATJICHUSI ABTOPUTETHOIO MY3bIKaHTa
Janunna Kpamepa OT Urpsl BBIJAIOIIMX-
csl azepOailpkaHCKUX TkazmeHOB Baruga
Mycradazane u Paduka babaesa, coemu-
HUBILIUX «JIB€ UMIIPOBU3ALIMOHHBIE CTUXUH
— JDKa3a U Myrama, CTaB My3bIKaHTaMH-HO-
BaTOpaMHM U CO3[1aB HALIMOHAJIBHBIA JXKa-
30BbIi cTUIb»?!. Bor cioBa J[. Kpamepa:
«51 BHepBbIE HA HKEM-CEHIIHE YyCIbIIIal,
Kak OaKUHIIBI UTPAIOT Myrambl. <...> JTO
YTO-TO OTIIMYHOE OT TOTO, YTO UTPAEIIb ThI,
COBEPIIEHHO MHOM CTUJIb, KaK Oy/TO My3bIKa
U3 [pyroi HUBMWIN3aUm»* . B kpacHOpeun-
BOM BbICcKa3biBaHuU J[. Kpamepa BaxxHbI 1Ba
acrekTa: MepBbIi — 00YCIOBICHHOCTD MOJ-
HOTO BOCHPUATHS MOIJIMHHOCTH MY3bIKH
ATHO/Ka3a UIMEHHO B )KMBOM HCIOJIHEHHH.
BTopoil acnekr npuHUMOWAIBHO 3HAYUM:
mis B. Mycragazane u P. baGaeBa my-
ram 3THOKYJIBTYPHO poicTBeHeH. OnHako
J. Kpamep, ONBITHBIA IXKa30BbIA MY3bI-
KaHT, HO HOCHUTEJIb HECKOJIbKO HHBIX IT-
HUYECKUX TPaTULINM, OUTyIIaeT azepOan/i-
YKAHCKYI0 3THHUKY, ITIyCTh JaXX€ B JP)Ka30BOU
apaH)XMPOBKE, KaK «MY3bIKY U3 APYTOH LU-
Bunu3anuu»! To ecThb clieqyer KOHCTaTu-
poBarh: BCTpeua B apTedakTax 3THOMXKA3a
C MHOKYJIBTYpHOU (DOJIBKIIOPHOM MYy3bIKaIIb-
HOM cpemoit TpeOyeT onpenea&éHHOW roTOB-
HOCTH K €€ BOCHPHUATHIO B OTHOCHTEIBHO
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aJICKBaTHOU cTerneHu. MHaue yHHUKaJIbHbIE
KYJIETYPHBIE CMBICIIbI U 3HAYEHUSI, KOTOPHI-
MU Oorara dTHUYECKas My3bIKa, HE OymyT
MOHSATHI (KaK B UTOT€ M BECh MYy3bIKaJIbHBIN
TEKCT), a POJIBKIOPHBIE JIEMEHTHI BOCIIPU-
MyTCS B JIy4IlIEM CITy4ae B KaueCTBE SIPKO-
r0, 9K30TUYHOTO MY3bIKaJbHOTO AU3alHA.

[IpoGnema aneKkBaTHOTO  BOCTIPUSTHS
MY3bIKM 3THOJKA3a CBsI3aHA C IIEPEHOCOM
(OJIBKIIOPHOTO MEJIOCa B CPeAy, M3HAYAIbHO
€My HE MPUCYIIYI0. B 3TOM ciydae BaxkHEH-
MM YCJIOBUEM €r0 IOMJIMHHOIO 3ByYaHUs
BBICTYIIA€T OJHOBPEMEHHOE COCYLIECTBO-
BaHUE B KYJIBTYPHOM IIPOCTPAHCTBE HOBBIX
(3THOMKA30BBIX ) TEKCTOB U UX Ay TEHTUYHBIX
[IEPBOMCTOYHUKOB, BCTYHAlOLIUX B CBOE-
obpasHoe co3Byuune-guanor?®. Torma ycio-
BHEM Kau€CTBEHHOTO CO3/IaHUs U ITOJIHOLICH-
HOTO BOCIIPUATHS 3THOMKA30BOW MY3BIKU
CTAHOBUTCS ONPEACIEHHAS] STHOKYIBTYPHAs
rPaMOTHOCTh MY3bIKAaHTOB U UX ayJIUTOPHUHU.
B »TOM CMBICIIE COBEPIIEHHO TOYHOM IIpe-
CTaBJISIETCA MO3ULHUS MOJBCKOrO (husocoda
uckycctBa Ilaynunsr Tengepsl. O6o3Hauast
BO3HMKHOBEHHUE THOMKA30BOU MY3bIKH KaK
BO3BpAlllEHUE JKa3a K CBOMM KOpHSIM, OHa
B TO K€ BpeMs NOMUYEPKHUBAET, YTO ITO SIB-
JIEHHE TPEICTAaBISIET CO00M «KyJIBTYpPHBIN
BbI30B; OHO TpeOyeT 3HAHMI, MOTYYEHHbIX
U3 00NIaCTH APYTUX KYyJIbTYp, 3HAHUMU, KOTO-
pBI€ OTHOCATCS K IEHHOCTAM, PEIMTHO3HBIM
CBA35IM, BEPOBAaHMSM, LEISAM HCKYCCTBa,
3HAQYEHUIO MY3bIKHU, A3bIKa, UHCTPYMEHTOB
U npakTukm» [2, p. 153]. B nokazarenscTBo
1. Tennepa NpUBOAUT ONBIT PaOOTHI MY3bl-
KajgpHOTrO memarora ApHoibaa b. bubepa,
KOTOPBIN B XOZ€E MPAKTUYECKUX 3AHATUN 11O
OBJIAJICHUIO UTPOW HA MHCTPYMEHTAX MHBIX
STHUYECKUX KYJIBTYp CTPEMWIICS K PACIIU-
PEHUIO 3HAHUI 00yUYaIONTUXCs 00 UX CIICIH-
(uKe, K OCBOEHHIO KPOCC-KYJIBTYPHOI'O KOH-
tekcra [Ibid., p. 146].

[lonsaTHo, 4TO OBNIAZEHHE BCEM Oorar-
CTBOM MY3bIKaJIbHO-(DONBKIOPHBIX KYIb-
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Typ MHUpa HEBO3MOXHO. TeM He MeHee
OTCYTCTBUE ONpPENEAEHHON 3THOKYIBTYp-
HOM KOMIIETEHLIUM 3aTPyJHSAET pa3BUTHUE
STHO/)KA30BOIO0 HCKYCCTBAa KakK OJIHOTO
U3 Haubosee IUIOOTBOPHBIX M MEpPCIEK-
TUBHBIX HANpPaBICHUI MHPOBOW MY3bIKH,
CIOCOOCTBYIOIIMX PEIICHUIO aKTyaJIbHbIX
npo0JieM COBpEMEHHOM KyibTypbl. IlyTém
K OOpeTeHHI0 MOJ00HON KOMIETEHTHOCTH
BUJIUTCSL OTpECIICHne CBOCOOPa3HOTO aj-
rOpUTMa BBIPAOOTKM YCTaHOBKM Ha BOC-
MPUSATHAE MY3bIKA 3THOIKa3a MMEHHO Kak
KYJBTYPHBIX TEKCTOB, NEPENAIOIINUX Yepe3
THO(QOIBKIOPHYIO MENOJUKY II€HHOCT-
HO-CMBICJIOBBIE€ aCIEKTHI, & HE IPOCTO JK-
30TUYHO-IEKOPATUBHYIO  OPHAMEHTHUKY.
Oco3HaHue W MPUHATHE TAKOM YCTAaHOBKU
MaTpUYHO OmpezenseT Oonbliiee BHUMaHUE
K 3THM acHeKTaM, MpoOyXIaeT HHTepec
K 00JIe€ OCHOBATEIILHOMY 3HAKOMCTBY C 0CO-
OCHHOCTSIMHU Pa3IUYHbBIX ITHOKYJIBTYp. JTO,
B CBOIO OY€pelpb, JEJAeT CHEKTP KYJbTYp-
HOTO BOCIIPUATUS COBPEMEHHOIO 4YeJIOBE-
Ka 0ojiee MHOTOTPaHHBIM, @ COOCTBEHHYIO
UJCHTUYHOCTh — OoJiee copaepkKaTreabHOM
U yCTOMYMBOM. MOXHO cCKa3aTrb, 4TO OT-
HOJIKa3 — 3TO JBEPb B MY3bIKy MHpa i
BCETO MUpa.

Takum o0Opa3oM, HCXOns U3 H3JIOXKEH-
HOT0, MO)XHO C(OpPMYIHpOBaTh OCHOBHBIE
BBIBOJIbL:

— 3THOXa3, BO3HUKIIUN BO BTOPOU 1O-
noBuHe XX BEKa, OTPAXKAET, C OJHOM CTO-
POHBI, TIPOLIECCHI T00aNU3auu, C APYToi
— pacTyIui HHTepec K MHOT00Opa3uio Tpa-
JUIUOHHBIX 3THUYECKHUX KYJIBTYpP, KOMIIEH-
cUpysl TEepeu30bITOK KOMMEPLUATU3UPO-
BaHHOU KOCMOITOJINTUYHOM ITOII-MY3bIKH;

— TpencTaBisisi co00il THOpPHUIHOE sIB-
JIEHUE, ATHOJKA3 MCIOJb3yeT MaTepHualbl
(GONBKIOPHBIX KYJABTYp Al OOOralieHus
CIEKTpa CBOMX BBIPA3UTEIBbHBIX CPENCTB,
CIOCOOCTBYSl B TO K€ BpeMsl IIMPOKOH MO-
nyJaspu3anuu apTe(akToB ayTeHTUYHOTO
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MY3bIKaJIbHOTO (OJIBKIOpA Pa3IUYHBIX IT-
HUYECKHUX OOIIHOCTEH;

— pa3HooOpa3ue u crnenupUIHOCTH
STHOKYNBTYp HNOTYEPKHUBAIOT MpobiIemMy
a/JIeKBaTHOCTH B CO3/1aHUU U BOCIHPUITUU
NOJUIMHHOTO COZEpPKAaHUS 3THOIKA30BOU
MY3bIKH, KOTOpPBIE TPEOYIOT OINpeneaEéHHOM
CTENIEHU OJTHOKYJIBTYPHOH KOMIIETEHTHO-

— MYTh K PEIICHUIO0 3TOH MpoOJieMbl
BUJIUTCS B (POPMUPOBAHUU Y A)KA3MEHOB U
ayAUTOPUU LEJICHAIIPABIECHHON YCTAHOB-
KU HAa TOHUMAHHUE MY3BIKH 3THOJ)KA3a Kak
MOCJIaHus, Meperaruero B 00pa3Ho-my-
3BIKANILHOM (pOpME IIEHHOCTH, CMBICIBI U
3HAUYCHUS, MPUCYIIHE TOW WIM WHOW ITHU-
YECKOM KYJBTYpE.
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Annomayusn. Vicropus omxazupoBanusi Tembl Bapuanuil u3z Allegretto Cenpmoit cumbonumn
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style and traversed the path towards a deep transformation, which in all likelihood would be quite
congenial to the composer of the original work, as a 50-minute variation cycle. The article discusses
three jazz revisions — the potpourri Beethoven Wrote It... But It Swings! by Dolly Dawn and her
Dawn Patrol, written in 1939, the composition Beethoven Riffs On created by the John Kirby Sextet
in 1941, and the album Beethoven. Allegretto from Symphony no. 7 created by the Jacques Loussier
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30BBIX TpaHc(hopMalmii akagemude-  ABUIUCH Ha pyOexe 1930-1940-x romos u

CKHUX COYMHEHUH — MMEET CTOJIETHIOI  OBUIM CBSI3aHbI C Mpou3BeneHUsIMH berxo-
uctopuio. «Mona Ha ucnonHeHue oopado- BeHa. OTMETHM, YTO YK€ TIEpBbIe 0OPa3IbI
TOK KJIACCHYECKOW MYy3BIKH JKa3-0%HIa-  «Ka30BOI OETXOBEHHAHBD) BBLIEISUTUCH U3
mu mposiBisger ce0s B CIIIA ¢ 1921 roga, oOimero psjaa, 4to NpeAcTaBiIseTcs HE CITy-
3aTeM pe3ko akTuBU3HpyeTcs B 1937 romy, yallHBIM: TymaeTcs, IpUpoaa GETXOBEHCKO-
JIOCTUTAaeT KylbMuHaUuUu B 1941-oM u co- ro marepualia He MOIJIa HE COIIPOTUBIISATHCS
xpansiercs 1o Havana 1950-x romos»'. [Ipe-  TpaHchopManuu B JIMPUIESCKHE KYILICTHI.
oOnaaomuM TUIIOM JIKa3WHra B JaHHBIM ~ BmecTe ¢ TeM My3bika BEHCKOTO KJIaccHKa
nepuoj CTajlla TeceHHas nepepadoTka W JierIa B OCHOBY psifa MHCTPYMEHTAJIbHBIX
NOJATEKCTOBKA KAHTWJIEHHBIX HMHCTPYMEH-  JKA30BBIX IEPEPaOOTOK, IPUUYEM B JTyUILIUX
TaJbHBIX TEM AMOXM poMaHTu3Ma. OmbITEI W3 HUX (MpaBAa, cocTOSBIIMXCS yke B XXI

l azzing the classics — mpakThka JKa-  OIKA3MPOBAHUS MY3BIKM KJIaCCHIIM3Ma TO0-
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CTOJIETHH) 3aMETHO INIyOOKOE MpopacTaHue
OETXOBEHCKUX HJEH 10 ypOBHS, ObITH MO-
XKET, JOCTOMHOI0 OPUTrMHAJIA.

HecmoTrpst Ha akTuBHOE oOOpaiieHue
COBPEMEHHBIX YUYEHBIX K TEME B3aUMOCH-
CTBUSl aKaJIEMMUYECKOM MY3bIKM M JIKa3a,
JDKA3UHT OKa3blBaeTcs B (POKyce JHIIb He-
OonblIoro kpyra pabor. M3 HuUX BbIIEINM
uccienosanus E. Bopomaeoit?, a Tarke
OTMETUM IyOIMKAIMH MOJOABIX MY3BIKO-
BeqoB M. MuozemiieBon u E. Kozeroue-
BOM, IOCBAIIEHHBIC JDKA3UHTY COYMHEHUUI
H. C. baxa®. OnbIThI 0/ka3upoBaHst «MaB-
pe» M. CTpaBHHCKOrO paccMaTpHUBAIOTCS
B pabore JI. Maysp (D. Mawer)*. Ananus
NpueéMOB « ‘miepeBoaa” KIACCHUYECKOM CTH-
JUCTUKU B JpKa30Byro» Ha npumepe «llo-
néra mmens» H. Pumckoro-Kopcakosa u
«¥Omopecku» A. JIBopxkaka IpOU3BOIAUTCS
B crarbe A. JlozoBckoro [1, c. 25]. Juc-
KyccuHu Mo TmoBofay jazzing the classics,
pa3BepHyBUIMECS B aMEpPHUKaHCKOW Ipecce
9pbl CBHHIA, OCBEIIEHbI B ITyOJIMKallUU aB-
TOpa NaHHOH cTaThu’. TepMUHOIOTHYECKHIA
acmekT 3aTpoHyT B myonukanusax C. YyBui-
kuHa®. Kak cTuincTHyeckuii Mapkep coBpe-
MEHHOTO (hOpTEenMaHHOTO JKaza JHKa3UHT
xapakrepusyercs b. Crerokom [2].

W3yuenue mxa3uHI-IIepepaboOTOK My-
3bIKM beTxoBeHa, HECMOTpPS Ha pOCT yucia
myOnuKanuii, OCBEIIAIOIIUX T€ WU HHBIC
acreKkTbl (peHOMEHa JKa3MHIa, B HACTOS-
niee BpeMs TOJIbKO HauyMHaeTcs. AHalu3
Bepcun «llareTnyeckoin» COHATHI, BBIIOJI-
HEHHOM apaHxupoBuKkoM Y. Yuiuietom,
COIEpKUTCA B uccienoBanusax Jx. Pur-
ria (J. Wriggle)’, mOTy4YHBIIAX BBICOKYIO
OIIEHKY MY3bIKaJdbHOW KpUTUKHU [3]. Bepo-
ATHO, OIHOM W3 MEPBBIX OTEYECTBEHHBIX
myOnuKanuii, rie HaMe4eHo MCCIIEJOBaHKE
JDKa3UHT-TpaHCcopMalMl  OETXOBEHCKO-
ro Hacjieausi B JUaXPOHUYECKOM acleKTe,
SIBJSIFOTCSL TE3UCHI aBTOpa JIAHHOM CTaThh®.
Pa3BuBast Bbicka3zaHHbIE B HUX HJieU, 00pa-
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TUMCSI K UCTOPHH J[Ka30BBIX MepepadboToOK
OCHOBHOU Tembl BTOpoil yactu CeabMou
CUM(OHUHU.

OTa UCTOpUS OTKPHIBAETCS B CAMOM IEp-
BOM J[)Ka3WHT-«OITyCe», OCHOBAHHOM Ha Ma-
Tepuaje BEJIUKOTO KOMIIO3UTOPa, — KOMIIO-
suruu Beethoven Wrote It... But It Swings!,
3anucanHoi B 1939 rony opkectpom J>xop-
mka Xomrna u nesutieit Jommu Jlon (Dolly
Dawn And Her Dawn Patrol). [lanubrii
oOpasell uMes XapakTep MonyppH, B KOTO-
POM TIapaMH 3By4alid KOPOTKHE (hparMeHThI
HECKOJIBKUX TOMYJISIPHBIX MPOU3BEACHUMN
berxoBena (mOMHMO TeMbl BapHalMil W3
CenpMoit cumpoHUU, «TeMa CyIbOBD» U3
[IsToit cumponnn, Hadaso «JIyHHOI» coHa-
Tbl, MenysT G dur) u ux oKa3upoBaHHbIE
BapuaHThl. [lepepaboTky tembl Allegretto
B Beethoven Wrote It... But It Swings! mox-
HO CYHMTaTh TMEPBBIM OCTOPOXKHBIM IIaroM
HAa TyTH €€ JDKA30BOTO TMEPEpPOKICHHUS.
B Ha3BaHHOM KOMIIO3UIIMM B KayeCTBE HC-
XOJIHOTO MaTrepuaia 3aJeCTBOBAH TOJBKO
HauaJbHBIM TepUoa TeMbl (TO €CTh TPETh
e€ MOJIHOW CTPYKTYpBhl), @ B KAUE€CTBE Nepe-
pabOTKU TOSBISAETCS JIHIIL YETBIPEXTAKT,
YTO COCTaBJSIET JakKe HE «IOJIBApUAIIUNY
Ha TeMy, a JIMIIb e€ mecTyro JacTh’. CTH-
neBasi TpaHchopmalusi OCyIecTBIsSETCS 3a
CU€T XapaKTEPHOTO JUIs JI’Ka3a TEeMIIOBOTO
npuéma double-time, cBUHrOBOW pUTMU-
KM, HW3MEHEHUS PErHuCTPOBO-TEMOPOBBIX
XapaKTEPUCTUK U KAHPOBOM MEpEeOpUEH-
TalM IEPBOMCTOYHUKA. 3aMETUM, YTO IS
«OTpaBIaHUs» TAHIIEBAIBHOTO XapakTepa
nepepaboTku €€ aBTOPHl APYAUPOBAHHO
CCBhUIAIOTCS Ha NaHHYyIo P. Barnepom xapaxk-
TepucTuKy CenbMoi CUMGOHUM KaK «aro-
¢deo3a TaHIa», UTO OTPAKEHO B TEKCTE KOM-
no3uImu cTpokoit “Wagner called it dance”.

Crenyromui onbIT I)Ka3MHTa OCHOBHOM
Tembl BTOpoil yactu CenbmMoil cuMQpOHUU
npeacTaBisier coboir 6onee MacITaOHBIN
MPOEKT. 3anuch KoMHNo3uuuu Beethoven
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Riffs On Bbmuia B cBer 15 guBaps 1941
roja B ucronHeHuu cekcreta Jxona Kup-
6u (John Kirby). E€ nazBanue nemoHcTpu-
pPYET J1)Ka30BO€ CIbIIIaHUE OETXOBEHCKON
TEeMbl KaKk OCHOBaHHOHW Ha pudde: B 3TOM
KaueCTBE BBICTYINAET JABYTAKTOBBIH pPHT-
MHYECKUI MATTEPH, NOBTOPSIOIIMICA Ha
BCEM TMPOTSHKEHUM 24-TaKTOBOM TEMBI
OpUTrMHaa.

B apanmxuposke, BoinonnenHoi JI. Cun-
repom (Louis C. Singer), OGeTXOBEHCKas
uzies 6apuayuoHHo20 pa3BepThIBAHUS TEMbI
NOJTy4aeT HOBOE — JIPKa30BOE — BOILIOLIE-
HUe, TOCKONbKY Beethoven Riffs On, kax
Y HaydaJbHBIN pas3znen Bropoil yactu Cenpb-
Mol cuMpoHUM, UMeeT (opMy BapHaIHA
(c m0OaBNEHHBIMU BCTYIUICHHEM M KOJIOM).
Crunesast TpaHcopMaLns OPUTHHAIBLHOTO
Marepuajga IPOUCXOIUT IMYTEM COYETAHUS
TUNUYHBIX JUISI  JDKa3HHT-TIPAKTUKUA  3PBI
CBUHTAa M MHAUBUAYATbHBIX JJIsI aHCAaMOJs
Jx. Kupobu npuémon. K mnepBsIM M3 HUX
OTHOCHUTCS UCIIOJIb30BaHHE (PparMeHTa Mc-
XOJTHOM KPYMHOW (POPMBI, PEAYKIIHUS TEMBI
70 «KBaJpara», OIopa Ha TapMOHHYECKYIO
BEPTHUKAJIb IEPBOMCTOUYHUKA MMPH MSITKOM
e€ IMCCOHUPOBAHWHU, CBUHIOBAas PUTMHUKA.
B psiny uHAMBHAyalbHBIX Y€pT CTOUT Ha-
3BaTh MPEXKJIE BCETO CBOECOOpasue TeMOpo-
BOT'O PEIICHUS KOMIIO3UIIUU: TEPEepadOTKU
KJIACCUYECKUX COYMHEHHMI B MCIIOJIHEHHH
ancam6s [x. Kupou Beigensuiics Ha poHe
TUIIOBOTO OPKECTPOBOTO cayHJa Our-03H-
JIOB CBOUM «KaMEPHBIM» XapaKTEPOM.

CoueraHue THUIOBBIX W WHIUBUIYaJlb-
HBIX MPUEMOB 3aMETHO TaKXKE€ B CTPYKTYpe
KOMITO3ULIMH, COCTOSIIIEN W3 BCTYIUICHMS,
YeThIpE€X Bapuanuii u koael. [Ipumenenue
BapUaIlMOHHON (OPMBI MOXKHO OOBSICHUT,
C OAHOM CTOPOHBI, OIIOPOW HA OPUTHMHAJIb-
Hyt0 mozaenb. C apyrod cTopoHsl, (opma
BapHallyil IUPOKO paclpoCTpaHeHa B JIXKa-
3€, 4TO CBSI3aHO C €r0 MMIIPOBU3ALIMOHHOU
NPUPOJIOI: TMOCPENCTBOM BapHualuil pea-
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JIM3YIOTCS COJIbHBIE MMIIPOBU3ALMH UCIIONI-
HUTeNnel. 3ameTnM, 4To (opma BapHalUn
B Beethoven Riffs On uMeeTr CBOU 0CO-
Oennoctu. Tak, B JaHHOW KOMIIO3UIIMHU
OTCYTCTBYET IpOBEIEHUE OETXOBEHCKOU
TE€MbI: OCHOBHOM pa3zzien (opmbl HauMHa-
€TCSl C U3JIOKEHUS NEPBOM BapHaLlUU OPU-
THHAJla, YTO MOXET ObITh OOBSICHEHO He-
CKOJbKUMH TnpuunHamu. llepBas kpoercs
B CTaHJApTax KOHUEPTHOM PAaKTUKH JIKa3a,
MIpPEAIOoJIaraloeil, 4To CIylaTelld 3HAKO-
MBI C OpPUTHHAJIBHBIM MaTEpHalIOM; aBTOP-
CKUM HMHBAapHAHT MOXET OBbITh «OIMYLICH»
IIpY UCIIOJTHEHUU. BTopas npuunHa, Ha Ha1l
B3IJISIJI, COCTOUT B OOJIBIIIEM COOTBETCTBUU
(bakTypsl epBoil Bapuanuu, 4eM (akTypsbl
TEMBbI, HCIIOJHUTEIBCKOMY COCTaBy JaH-
HOM apaHXUPOBKU. TpEThs MPUUNHA MOXKET
OBITh CBsSI3aHA C APXUTEKTOHUKON (POPMBI:
peayKuMs TeMbl IPH HAJIMYMK YETBIPEX
BAapUALMK II03BOJIAET COXPAHUTH IPOMIOP-
UM MOJIEIM COOTBETCTBYIOILEIO paszelia
OETXOBEHCKOTO TMEpPBOMCTOYHHMKA, IPEJ-
CTaBJISIIOLIETO COOOM MPOBENEHUE TEMBI U
Tpéx Bapuauuii. Kpome Toro, B oiinuue ot
PaBHON NPONOJKUTENBHOCTH «KYIUIETOBY
TUTIOBOW BapHAIMOHHON (OpMBI, Bapua-
uuu B Beethoven Riffs On UMerOT pa3HbIi
00béM. Tak, B posii TeMbI U3JIaraercsi coo-
CTBEHHO IepBasi BapHalusi OETXOBEHCKOIO
OpUTMHAJIa C COXPAaHEHHEM €€ CTPYKTYpbI
(24 TakTa KaKk TpU BOCBMUTAKTa — MIpOCTast
IByx4yacTHasi (opmMa C TOBTOPOM BTOPOU
4yacTH) U (PaKTypHOTO PUCYHKa, B KOTOPOM
penbeHO BBIIENAETCS KOHTpPAIyHKTHYe-
CKasl JJMHUS BTOpOro rosioca. Bropas u tpe-
Thsl BapUallUM COKPALLIEHBI: KaXKaasi 3ByYUT
no 16 takroB, 6e3 MOBTOpa BTOPOIl yacTu
opuUrHHaiIbHON (opmbl. Bropas Bapuanus
— 3TO «IY3T» TPYOBI U KJIapHETa, TPEThS —
COJIbHBIN «KBaJpaT» cakcodoHa. B nocnen-
HEl Bapualuu BO3Bpamaercs 24-TakToBas
CTPYKTypa, Ipu4yeM €€ HadaJIbHbIN |6-TakT,
KaKk B MNpeAblaylleld BapUaluu, sBIAETCA
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COJIbHBIM «KBaJpaTom» TPyObl, U BCIEH 3a
HUM 3BYUYUT «IUTaTa» MOCJIEIHETO0 BOCh-
MUTAKTa HAYaJbHOTO MPOBEIACHUS «TEMbD»
B HCXOJIHOM TeMOpO(aKTypHOM H3IOXKe-
HUM. Mexay mociaeqHerd Bapuanuen U Ko-
JIOW 3BYyUYUT COJIbHBIN OpeWK yJapHBIX.

Bricokuii ypoBeHb KadecTBa OmXKa-
3UpoBaHHUs OETXOBEHCKOTO Marepuana
B Beethoven Riffs On KOCBEHHO MOXET OBITh
MOATBEPKJIEH JIOJITOJIETUEM 3TOM KOMIIO3H-
LMU: OHA BXOAWT B pEIEpTyap TAKUX CO-
BPEMEHHBIX KOJUIEKTUBOB, KaK YELICKHUI
SWINGBAND JANA MATOUSKA u aB-
ctpo-Hemenkuii centetr PHILHARMONIX.

Bepinnbiii 00pasery Jxa3uHr-nepepa-
00TOK TeMbI Bapuaiuii Bropoii yactu Cenb-
Mot cumponun beTxoBeHa, Ha HaIll B3I/,
npuHaiexkut JKaky Jlycee. 3HameHaTenb-
HO, YTO COYMHEHMSI BEHCKHUX KJIACCHUKOB
Jlycbe pgonroe Bpemsi 0OXOAMII CTOPOHOU —
[JIJaBHBIM HICTOYHUKOM €T0 BJOXHOBEHHUS Ha
MPOTSKCHUH JCCATUICTHI OBUIO TBOpYE-
ctBo WM. C. baxa. 30Ha TpaHCKpUNITOPCKOTO
BTOpKeHUd Jlyche B mosie akajaeMu4eckoil
TPaAULUU CO BPEMEHEM pacCIIUpsIach:
B HE€ MOMNaju APyTrue KOMIO3UTOPhI OapoK-
ko (Mape, Mapuemno, ['ennens, BuBansay,
Ckapmnartu, [Taxens6ens), a Takxe [llomen,
Pagens, JleOtoccu u Caru. Ho nmpukocHyTh-
csi k berxoBeny macTtep mo3Bonmi cebe
TOJIbKO B 70-JIETHEM BO3pacTe, UTO CBUJIE-
TEJILCTBYET O CEPbEIHOCTU MPEINPUHATOTO
Hiara M, BEpOATHO, €ro TIIATEIbHOU 00.y-
MaHHOCTH.

Bepcuto Allegretto, 3anucannyto Jlycse
B 2003 rogy B (opmare mosHOpa3zMepHO-
ro anpboma, B TOJHOW Mepe MOXXHO Ha-
3BaTh «BapHalUsIMH Ha Bapuanun». Juck
comepkuT 11 TpekoB, 0003HAYEHHBIX Kak
Tema u 10 Bapmanuii, oOmas MPoIOIKH-
TEJILHOCTh 3BYYaHUsI KOTOPBIX COCTaBIISIET
6onee 50 muHyT. Hamo nu roBoputh, 4TO
IpeTepreBiiee JHKa30Bble MeTaMOpPQO3bI
O6eTxoBeHCKoe Allegretto mo oObEMY Tiepe-
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KpBIBAET CYMMAapHO€ BPEMS BCEX YETBIPEX
yacteil opuruHana? Kakum xe oOpazom u3
30-ceKyHIHOM TEMBI BBIPACTAET CTOJIb Mac-
mrabHasi KOMIO3ULKsA?

Ha nHam B3m1s11, peanu3anusi 3Toro KpyI-
HOTO TMPOEKTa CMOINIA COCTOSIThCS B IEp-
BYIO o4epelb Onarojmaps akaaeMHYeCKOMY
background’y ¢paniry3ckoro nuaHucra, oo-
JIAIAI0IIETO BBIJAIOIIMMUCS UCTIOIHUTENb-
CKUMU CIOCOOHOCTSIMHU, KOMIIO3UTOPCKUM
JApOBAaHUEM U Ka4yeCTBaMU MY3bIKaHTa-UH-
temekryana. Komnosunus Jlycee nemoH-
CTpUpYET NIyOOKOe MOHUMaHUE creuudu-
KM MY3BIKQJIBHOTO s13bIKa beTxoBeHa: uaew,
3aJI0)KEHHbIE B OpHUIMHAje, MOIXBaTbIBa-
I0TCS M TIPeo0pa3yroTcsl Ha Pa3IuvHbIX Ma-
KpO- U MHUKPOYPOBHSX KOMITIO3ULIMOHHOM
CTPYKTYpbl JKa30BOro BapuaHTa. Makpo-
ypoBeHb (OPMBI B ILIEJIOM CBSI3aH C CaMOil
ujeeil BApMallMOHHOCTH: KaK U3BECTHO, Ba-
pHaIny — MOTEHIIHAIBHO «OTKPBITas» Qop-
Ma, MoOYX/1arolas K MOCTOSHHOMY «J10TO-
BapuBaHUIO» (BeIpaxkeHHe A. COKOIIOBa):
B KOMIIO3MIIUH JIyChe CIOBHO mpoaosKa-
eTcsl HadyaTbli beTXOBEeHOM BapHallMOHHbBIN
psd, HO B YCIIOBUSIX MHOIO CTWJISI U MHO-
ro Bpemenu. JXXaky Jlycbe yauBUTEIBHBIM
o0pa3oM ymalioch COEAUMHUTH CTHIICBYIO
TpaHCc(OPMALIMIO C XapaKTepHbIM i bert-
XOBEHA TUIIOM BapHallMOHHOCTH — KaHpO-
BO-XapakTepHbIM. Kak N3BECTHO, OTHUM U3
MIEPBBIX B UCTOPUU MY3BIKH OITyCOB MOA00-
HOTO TUIaHA SIBJISIETCS MMEHHO OETXOBEH-
ckuil — lllects Bapuanuii op. 34, a ogHUM
U3 cCaMbIX MacHTabHbBIX — ero Bapuaruu Ha
temy Juabemnu op. 120. iMenHo B Ture
KAHPOBO-XapaKTEPHbIX BapHallMil ciexyer
MCKaTh UCTOKH TITyOOKOTO KOHTpacTa Mex-
Iy BapHalUsAMU 32 CUET CMEHBI KAHPOBBIX
(Ganmnana, TaHro, JaTMHO) U (AKTYypPHBIX
TUIIOB, TEMIIOB, Pa3MEpPOB, TOHAJIbHOCTEH.
B kadecTBe BTOpPOro MakpoIpUHLMIIA, U3-
Bieu€HHOro Jlycee u3 opurunana berxose-
Ha, OTMETUM CHUMMETPUIO (HOPMBI, TPUEM
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TPpYyNIUPOBKU BapHallfii, KOHCTAHTHOE HC-
MOJIb30BaHNE MPUHIIUIA PETPU3HOCTU Kak
dbopmoobpa3yromiero ¢dakropa. Ha ypoBHe
cuHTakcuca Jlycee mpoBOAMT OETXOBEH-
CKYIO UJICI0 pPUTMUYECKOTO OCTUHATO: PUTM
HAYaJbHOTO MOTHBA, MHOTOKPATHO TOBTO-
PEHHBIN B JajbHEWUIIEM, HAET TOTYOK JIsSt
UCIIONIb30BAaHUSl PUTMUYECKHX IATTEPHOB
B pa3HbIX Bapuanusx ukia. Takxke Heobxo-
JTUMO OTMETHTH BBICOKYIO MHTOHAIIMOHHYO
IUIOTHOCTH JKa30BoM Bepcuu. LlenbHOCTDH
CTPYKTYpbI CTOJIb MAacIITaOHOW KOMIIO3H-
LY MTOIIEPKUBAETCS 33 CUET MHOXKECTBEH-
HBIX «apOK» MEXIY YacTAMHU, KPETIKUX MH-
TOHAIIMOHHBIX CBSI3€H — MPUUEM HE TOJIBKO
Bapualli ¢ TEMOM, HO U BapHALMM MEXKIY
coboti (Bapuanus 8 — 9T0 «Bapuallys Ha Ba-
pHAIHIO 5»).

Takum o6pazom, Jlyche (anracTuue-
CKUM 00pa3oM COBMeNIaeT OETXOBEHCKHE
U7e C COOCTBEHHBIM WHIAMBUAYAJIbHBIM
y3HABa€MbIM TPAHCKPUIITOPCKUM TIOYEP-
koM'’. 3aMeTHM, YTO K MOMEHTY 3aIliCH aJlb-
o6oma Beethoven. Allegretto from Symphony
no. 7 Jlycee mopomén ¢ COpPOKAIETHUM
OMBITOM TBOpYECTBA B cdepe JHKa3uHra u
C OMOPOI Ha TOT METOJI, KOTOPHIN ObLT BbI-
paboTaH UM el€ B NEepHOA MEPBbIX IKCIIE-
puMeHToB pyoexa 1950-1960 romos.

Opnolt w3 crnenupuuecKkux MO3UIUI
TPaHCKPUNTOPCKOro merona Jlyche siBis-
€TCsl UCTIOJIb30BaHNE OPUTHHAIBHOTO COYH-
HEHUSl B KQUECTBE MAaKpOTEMbI: HAIpUMED,
MHOTHE U3 0aXOBCKUX MPEJIONNUNA B TpaHC-
kpunuusix Jlycbe HCHONHSIOTCS CHayana
B OpPUTHMHAIBLHOM, a 3aTeM B TpaHchopmu-
POBaHHOM BHJI€ C COXpaHEHUEM (HOPMBI
U TapMOHUYECKOro (QyHIaMEHTa IepBo-
UCTOYHHMKA. DTOT MPHUEM TO3BOJSET TpPaK-
TOBaTh MOJOOHYIO CTPYKTYpy Kak MaKpo-
TeMy M Bapuaiuio (Bapuaiuu). B ciyuae
c OerxoBeHckuM Allegretto Jlycbe BepeH
cebe: B KauecTBE MaKpPOTEMBbl BBHICTYIIAET
nepBas 4acTh CIOXKHOU TpéxuacTHOU (op-
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MbI (COOCTBEHHO T€Ma M TpPU Bapualun),
OJTHAKO Ha JTOM MW3JI0KEHUE MaKpOTEMBI
HE OKaHYMBaeTCs: OETXOBEHCKHI Marepuat
MPONOPLUUOHATIBHO TIOMOJIHSAETCS IByMS HO-
BBIMU J)Ka30BbIMU BapHAIUAMH U «PETPU3-
HBIM» TIPOBEJIEHUEM TeMbl. B aTom n06aB-
JeHUH TpaHC(HOPMHUPOBAHHOTO Marepuaia
B TEMAaTUYECKUH pa3zeil, OTCYTCTBOBABLIEM
B OoJiee paHHUX OMbITAX MY3bIKaHTa, OOHa-
PY’KUBaeTCsi JUHAMUKA €r0 WHANBUIYaJlb-
HOT'O TPaHCKPHUIITOPCKOTO MOYEpKa.

Taxxe B Allegretto HECKOIBKO W3MEHS-
€TCs MPUHIIUII UCTIOJIb30BAHUS TAKOIO CTa-
OWJIBHOTO KOMIIOHEHTa TPaHCKPUIITOPCKO-
ro merona Jlycee, kak nutupoBanue. Emeé
B CBOMX pPaHHHUX ONBITAX JKa3WMHra 0axoB-
ckux ¢yr Jlyche yacTo yepenoBai IIUTHPO-
BaHHbIE M TpaHCHOPMUPOBAHHbBIE pa3ie-
Jbpl. B TaHHOM KOMIIO3WMIIMM LIUTUPOBAHUE
MIPEJIOMJIIETCS. B JIBYyX PAa3HBIX BapUAHTaX.
[lepBblii CBA3aH C WM3JI0KEHHUEM MaKpOTE-
MBI, TIOJIOBUHY KOTOPO#i, KaK yske ObLIO cKa-
3aHO, COCTABJSIOT TPHU IIEPBbIC BapUalUu
berxoBena. Bropoii cBsizaH ¢ ajutro3uen Ha
«JlyHHYy1O» COHary: B Hauaje Bapuauuu 7/
3BYYHT SIBHO ONIO3HABAEMBIN €€ HaYaJIbHbIN
dbparmeHT (paBaa, TPaHCTIOHUPOBAHHBIN B
¢ moll). Ho nanee Ha poHe coxpaHEHHOTO
¢axTypHOro pucynka «JlyHHoW» mosiBiser-
Ccsl TeMa-CUHTE3, BOOpaBIIasi B ce0si MaTepu-
a1 u coHaThl, U Allegretto: oHa OCHOBaHa Ha
OOIIHOCTH HUX DJIEMEHTOB — MEJIOAMYECKON
JIMHUH, OTIOPHON TOYKOM KOTOPOU SBJISIETCS
NOBTOp V CTyIIEHHU, U HAYAJIbHOTO TapMOHU-
YECKOI'0 aBTEHTUYECKOro 000poTa.

HazoBéMm u npyrue crabuiibHbIe KOMITO-
HEHTHl «(UPMEHHOrO» MeToaa TpaHchop-
marun Jlycee. K HUM oTHOcHTCS TeMOpo-
BbI/ KOMITIOHEHT: MY3bIKAHT Ha MPOTSIKEHUN
MHOTHX JAECATUJICTUN TPHUBJIEKAET HCHOJ-
HUTEIBCKUN COCTaB, UMEIOLUHN crerudu-
YEeCKHMH J1PKa30BbIil cayH[ (TpHUO B COCTaBe
doprenuaHo, KoHTpabac, ymapHas ycra-
HOBKa). TUNWYHBIM [Ji TOYEpKA TPaHC-
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Tabnuua 1. ToHanbHbIA NNaH BapuaumroHHoro uykna XK. Jlycee Ha Temy Allegretto u3 Cepgbmoit cumdoHun betxoseHa
Table 1. The Tonal Plan of Jacques Loussier’s Variation Cycle on the Main Theme of the Allegretto from Beethoven’s

Seventh Symphony
Tema Bap.1 | Bap.2 | Bap.3 | Bap.4 | Bap.S5 | Bap.6 | Bap.7 | Bap.8 | Bap.9 | Bap.10
a moll a moll b moll ¢ moll a moll a moll d moll ¢ moll a moll D dur ﬁs moll
Fdur | Fis dur

KpUIITOpa SABISETCS (PYHKIIMOHAIBHOE pac-
npezeneHne pojiell yYaCTHUKOB aHcamOIs.
besycnoBHO, nuaepoM SIBISETCS MUAHKCT,
HO MPU 3TOM B MapTUsSIX KOHTpabaca u ynap-
HBIX BCErJja HaXOJUTCSI MECTO JUJIsl COJIBHO-
ro BbICKa3biBaHuA. Kak 1 B paHHHX paboTax
MacTtepa, KOHTpabacy MOXET ObITb MOpy-
YEeHO HUCIIOJHEHHE TEMATUYECKH 3HAYMMBbIX
(parMeHTOB TeMBbI (Bapuanus 4, OKOHYaHHE
— MEJIOJUsl TEMBI y KOHTpabaca), a yaiapHbIM
naéTcs BO3MOYKHOCTh MCIIOJHUTH MPOJOJI-
YKUTEJIbHBIN COJIBHBIN 3MU30/1 (Bapuaius 6).
Oco00 CTOUT OTMETHUTH JIOTUKY TOHAJIb-
HOTO TiaHa (Tabmuia 1), B KOTOPOM Mpo-
UCXOIUT «IIEPUOAMYECKOE» YepeOBaHNE
OCHOBHOM TOHAJIbHOCTHU C MHBIMU: OHA BO3-
BpalllaeTcs yepe3 Kaxible JBE BapHallH
B MOOOYHBIX TOHAIBHOCTSX, YTO CIIY>KUT
JeMCTBEHHBIM NMPUEMOM CKpeTUICHHs (par-
MEHTOB KPYITHOU OpPMBI B €IMHOE LIETIOE.

[lo ynoruke AAHHOIO «TOHAJIBLHOTO PHUT-
Ma», nociie Bapuauuu 10 BHOBBH JOJKEH
MOSIBUTBCA a moll, dero, omHaKko, HE TPO-
HCXOAUT. Pa3OMKHYTBHIM TOHAJIBHBIA IUIaH
MO3BOJISIET TIPEIIONIOKHUTh, 4TO Jlyche cTa-
BUT B 3aKJIFOUEHHH CBOETO IMKJIA HE TOYKY,
a MHOTOTOYHE — OBITb MOXET, TEM CaMbIM
yKa3blBasg Ha IMOTCHIMAJIbHYI OECKOHEU-
HOCTb «BapHaliii Ha Bapualum» beTxoBeHa.

NmenHo k «omycy» Jlycbe MOXHO Ipu-
JIO)KUTh JAJIEKO HE OCCCIOPHBIM B IIEJIOM
Te3uc o ToMm, 4to «lIpomecc coOmmxeHus
¢ “knaccukoi” <...> gBWICA PE3YJIbTATOM
oO1el MHTEIIEKTyaIu3alui CaMoro JikKa-
30BOT'0 UCKYCCTBa» [2, ¢. 87]. OcMmbIcieHue
JDKa3uHTa Kak (DeHOMEHa XyJI0’KE€CTBEHHO-
IO TBOPUECTBA MOXKET BBI3BATH €IIE HEMAJIO
HAay4HBIX JUCKYCCHUM, B pPE3yJIbTATe€ KOTO-
PBIX JAHHOE SIBJICHHE IMOJYYUT KOMILIEKC-
HYIO U OObEKTUBHYIO OIICHKY.
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CemaHTU4YecKkMe (pyHKUUN My3blKalfibHbIX UMTaT
B ¢punbme J1. BUCKOHTH
«TymaHHble 3Bé3abl bonblwon Measeauubi»
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Annomayun. ViccnenoBaHue TOCBSMICHO (YHKIMAM MY3BIKQIBHBIX IIMTAaT B (UIBME
«Tymannsie 3B€3a61 bonbmoit Measeauins»y (1965) BbIarONIErocs HTaNIbIHCKOTO PEKHUCCEpa-
HeopeascTa JlyknHO BuckoHtn. B crarbe BnepBble B UCTOPHM OTE€YECTBEHHOM KHHOMY3BIKH
OJPOOHO aHATM3UPYETCs ayuaibHasi CTOPOHA ITON KapTHHBI, €€ B3aUMOAECHCTBHE C BUACOPSIOM.
B Poccuu cpenu obmmpHoro pexxkuccépcekoro Hacnenus JI. Buckontu « Tymanusie 38€31b1 bonbioi
MenBenuupl» HauMeHee n3ydeHbl. [lo MHEHHMIO aBTOpa, Takas CUTyalMsl CIOKUIIACh 10 IPUYUHE
HEUTPaJIbHBIX M HEraTUBHBIX OLICHOK JIEHThl COBETCKUMU U 3apyOeKHBIMH KHUHOKPUTHKAMHU.
CrnycTst ToZ1bl, POCCUMCKUMH HUCCIIEOBATENSIMU 3TU TEHJCHIMM TaK U HE OBbUIM IMPEOAOJIECHBI.
I'maBHas mpoOiiemMa TakOro HEBHHUMAHUSI BUAWUTCS B CIOKHOCTH aHalM3a KWHOTEKCTa (hriibMa.
Ha npotsxenun Bcelt KapTUHBI 3ByYar JBaAUaTh My3bIKaJbHbIX LUTaT U3 «lIpemtoquu, xopana u
¢yrm» C. @paHka 1 TONyIIPHON My3bIKH, Hanpumep, E se domani K. A. Poccu u [Ix. Kanmabpese,
Strip Cinema 11. KanwsBu, lo che non vivo Il. lonamko u B. [lannaBuuumnu u ap. Pexuccép
paboTaeT ¢ UTaTHBIM MaTepHalioM, cO3/laBasi 3ByKO3pUTENbHbBIN KOHTPAIyHKT. OH «CTaJIKUBAeT»
BUJICOPSA U MYy3bIKaJbHbIE LIUTAThl HE TOJBKO MO BEPTUKAIM, HO U IPOTHBOIIOCTABISIET JIPYr
JIpyTy My3bIKaJbHbIE IIACTHI 110 TOPU30OHTAIU. B pesynbrare B3aMMOAECUCTBUS B KUHOTEKCTE
MY3bIKaJIbHbIE LUTAThl BBIIOJIHSIOT PsAJl KOMIIO3ULIMOHHO-APAaMaTyprudecKuXx U CEMAHTUYECKUX
byHKIHIA.

Kniwueevie cnoea: Jlykuno Buckontu, Cezap @DpaHk, My3bIKajdbHas IUTaTa, CMBICT,
kuHemarorpad, « Tymanusie 38€311b1 bonbiioit Menpenuiib
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B punsme JI. Buckontu « Tymanusie 3BE31b1 bonbmoit Menseauubn» // [Ipobnempl My3bIKaIbHOR
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The Semantic Functions of the Musical Quotations
in Luchino Visconti’s Film
Vaghe stelle dell’Orsa...

Anastasia A. Komarova
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Rostov-on-Don, Russia,
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Abstract. The study is devoted to the functions of musical quotations in the film Vaghe stelle
dell’Orsa... (1965) by the outstanding Italian neo-realist director Luchino Visconti. For the first
time in the history of Russian film music, the article analyzes in detail the audial side of this film,
its interaction with the video sequence. In Russia, from Luchino Visconti’s extensive cinematic
legacy, Vaghe stelle dell’Orsa... is the least studied. According to the author, this situation has
developed due to neutral and negative assessments of the movie by cinema critics inthe Soviet
Union and other countries. Years later, these trends have not been overcome by Russian researchers.
The main problem of such inattention is seen in the difficulty of analyzing the material of the
film. Throughout the running time, twenty musical quotations from Prelude, Chorale and Fugue
by Cesar Franck and specimens of popular music, for example, E se domani by Carlo Alberto Rossi
and Giorgio Calabrese, Strip Cinema by Paolo Calvi, lo che non vivo by Pino Donaggio and Vito
Pallavicini, etc. The producer works with quotation material, creating sound-visual counterpoint.
He “collides” the video sequence and musical quoted not only vertically, but also juxtaposes the
musical layers horizontally to each other. As a result of the interaction in the film, the musical
quotations carry out a number of compositional, dramatic and semantic functions.

Keywords: Luchino Visconti, Cesar Franck, musical quotation, meaning, cinema, Vaghe stelle
dell’Orsa...

For citation: Komarova A. A. The Semantic Functions of the Musical Quotations in Luchino
Visconti’s Film Vaghe stelle dell Orsa. ... Problemy muzykal'noj nauki / Music Scholarship. 2022.
No. 2, pp. 43-51. (In Russ.) DOI: 10.33779/2782-3598.2022.2.043-051

BuckoHTH U3BeCTEH AETAIbHOU pa- B ero GuiIbMax CIyKHUT HE TOJIBKO CPEICTBOM

00TOI HaJ 3BYKOBBIM PSIZIOM CBOMX  3MOLIMOHAJILHOTO BO3ACHCTBUS HA 3pUTEI,
¢unbMoB. Takoe BHUMaHHUE K aylMadbHOM HO M KOMIIO3UIMOHHO, IpaMaTypru4yeck,
CTOpPOHE KMHOTEKCTOB 3aKOHOMEPHO, BEllb  CEMaHTHYECKH BIUSET Ha N300pa’keHHe.
MapajIeIbHO KUHOKAphEepe OH BBICTYIIUII B nccnenoBarenbCKoe moje OTe4eCTBEH-
PEKUCCEPOM-TIOCTAHOBIIUKOM 22 OmIEp- HOIO KHHOBEACHMS IONAJAIOT JAJEKO He

l lTaJIL;IHCKHﬁ pexuccép JlyknHO HBIX M OaleTHBIX CHEeKTakjied. My3bika
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BC€ JICHTHI MacTepa — BHUMAHHUE MPEUMY-
IIECTBEHHO cOCpeioToueHO Ha «Pokko 1 ero
opatbsix» (1960), «Jleomapae» (1963), «I'u-
oenu 6oroB» (1969), «Cmeptu B Benerum»
(1971), «Jlromsure» (1972). «TymanHbIC
3BE376I bonbmioir MenBeauIibl» OKa3bIBa-
I0TCSI B TEHU TPOMKHUX IeneBpoB. [Ipuuu-
HBI BUJIITCS B HETaTUBHBIX OIIEHKAaX (DUJIb-
Ma, M3JIOKEHHBIX KPUTHUKAMH B HamOosee
u3BectHO B Poccun pabote o TBOopuecTBe
pexucceépa — «Jlykuno Buckontu: Cratbu.
CunerenbctBa. BrickasbiBanus» (1986).
Tak, BO BCTYNHUTEILHOM OYE€pKE O TBOpYE-
ckoMm iyt BuckonTtu C. FOTKeBUY NUILIET:
«HeynauyHol, B KOHEYHOM CYETE, OKA3aJ1ach
“coBpeMeHHasi TPAaHCKPUMLHS AHTHYHOIO
muda B uibme “Tymanubie 3BE3161 Me-
BeIUIIBL. .. »'. Pa3BEpHyTHIi KOMMEHTapHit
naet B. backakoB: «Co3maHHBIN B cepenn-
He 60-X romoB puabM “TymMaHHBIE 3BE31bI
Menseauupl...”, Ipy BCEl BUAPTYO3HOCTH pe-
JKUCCEPCKOrO0 MCKYCCTBA, MAaCTEPCTBE AKTE-
POB, TOHKOM TCUXOJIOTU3ME, 3aKIIIOYEHHOM
B KaXJIOM HIOAHCE MOBEICHUS TepOeB, BCE
7K€ BO MHOTOM CBOJMJI OOJIBIIYIO COLIMAIIb-
HYIO U aHTU(AIIUCTCKYIO TEMY K ICHUXOJIO-
THYeCcKoil Kammurpaduu, UMEIoNIe ckopee
CTHJIMCTHYECKOE, YeM HICHHOE 3HAYCHUCH .

AynuanpHasi K€ CTOpOHa KHHOTEKCTa
«TymanHbIX 3BE3x...» BOBCE OCTaércs 3a
npefeiaMi  aHAIUTHYECKUX U3BICKaHUH,
U B JAHHOW CTaThe MPEANPUHATA MOMBITKA
MPEOJI0JIETh ATY TEHJICHIINIO, IJIs1 YeTO Mpo-
U3BOJIUTCS aHAIN3 (PYHKIIUN MY3bIKAJIbHBIX
UTaT B priibMe.

Teopernueckoii 0a3oii HacTosEl pabo-
ThI TOCITY>KIJIU 3apyOeKHbI€ HCTOUHUKH, T]1€
pPaccMOTPEHO CEMaHTUYECKOe B3auMOJeH-
CTBHE MY3BIKQIBHBIX LUTAT U3 (OpTEIUaH-
Horo rukia C. ®panka ¢ Bumeopsaom Gpuib-
Ma. Tak, kunosen C. Jlmanapa-I'ur B “Les
images du temps dans Vaghe stelle dell’Orsa
de Luchino Visconti” numer: «O0bennHe-
Hue (parmenToB [Ipemtoauu, xopana u pyru
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C pa3IMYHBIMU 3MM30/1aMu (priTbMa B orIpe-
NeIEHHOM KOHTEKCTE TOCTUTAET OIpeesIEH-
HOTO CcMbICIOBOTO 3ddekra. B TBOpuecTBe
BuckoHTu cyliecTByeT BHYTPEHHSISI CBSI3b
MEXY YCIJBIIIAHHON MY3bIKOM U, C IPYron
CTOPOHBI, U300pAKEHUSIMH, JUATIOTAMU WK
3ByKaMu ¢uiibMa»’. OHa rmoJaraet, 4to Iu-
tatbl U3 ¢oprenuanHoro nukia C. dpanka
BeIOUpasucy JI. BuckonTH, ucxoms u3 ux
«poMaHTUYHOCTH»: «OH BBIOpan HauOomee
POMaHTHYHBIE OTPBIBKH..., Hauboiee rap-
MOHHUYECKHE YacTu (apremkuaro B Xopa-
je), HauOoJiee XapaKkTepHbIe YepThl MUChMa
Cesapa ®@panka (XpoMaTHYeCKHii Oac...)»*.
Uccnenosarens I'enpu bokon B “Visconti
Explorations of Beauty and Decay” nuier,
4YTO TOJIBKO B «TyMaHHBIX 3BE31aX...» Bu-
CKOHTH TaK ITyOOKO TIOTPYXKAeTCsl B apXuB
BOCIIOMUHAHHM, OTHPABIACTCS Ha TMOUCKHU
yTpaueHHOTO BPEMEHU, OTOOpaxkasi TUUHbIE
SK3UCTEHIIUANIbHBIE, KYJIBTYpPHBIE WU XyHO-
YKECTBEHHBIC BOCIIOMHHAHHUS: «...CUMBOJIU-
YECKH 3HAYMMBIMH SIBJISIIOTCSI JBa TPOU3-
BefeHus uckycctBa: Vaghe stelle dell’Orsa
Jleomapau, B3ATass W3 €ro0  KOJUIEKUIHH
Ricordanze (1829), u “Ilpentonus, xopan u
®yra” (1884). <...> mo3aHsss poMaHTHYe-
ckast meeca Ppanka it GopTENHaHo OTpa-
KaeT Tparndeckyro 6opb0y Mexay borom u
YeJI0OBEYECTBOM, JTYXOBHbBIC TOUCKH U OUTBY
MEKTy ThMOH U CBETOM. ..»".

BepositHo, Buckontn oOpamaercs
K oromy 1ukiy dpanka mo npuuuHe ¢u-
J10CO(CKO-3CTETUYECKON HampaBIeHHOCTH
«IIpentonuu, xopana u ¢yru». Takas Ha-
MPaBJIEHHOCTh OTMEYAETCSI U MY3BIKOBE/A-
mu. Hanpumep, nccnenoparens TBOpUECTBA
xomriozutopa H. Poroxxuna BUIUT B ABYX
ero (QopTenuaHHBIX I[UKIAX CBSI3b C Ce-
BEPHBIM, TepMaHO-(PJIAMAHICKUM CTHUJIEM,
MOUCTUHE «0axXOBCKUW 3amax» U, OJHO-
BPEMEHHO, 3CTeTU4eCcKoe BiussHUE COoHAThI
h moll ®. Jlucra: «/X copepx’aHue OTHO-
curca K cdepe PpumocoPpcko-3THUECKUX
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MOMCKOB <...> B HUX peTBOPEHBI Pa3MBbIILI-
JIEHUS O )KU3HU U CMEPTH, O CMBICIIE OBITHS,
COMHEHHS U HAJIEXKIbl, CTPEMIIEHHE K LENb-
HOM, TapMOHUYHOMU JIMYHOCTH. <...> DOpaHK
UIIET IyTH MPEOJOICHUS KUZHEHHBIX IIPO-
TUBOPEUYUN B CHJIE U CTOUKOCTH AyXa, B IO-
0eJ1e ’TUYECKOT0 Hayajia, BO3BBIIIAIOIIETO U
OYMIIIAOIIIETO YeI0BeKa. B nurore BHyTpeH-
Hell 60pbObI OH 00peTaeT rapMOHHIO MEKITY
pasyMoM H 9yBCTBOM»®. BHCKOHTH yIanoch
INOCTUTHYTh CaMy CyTb KOMIIO3UTOPCKOTO
3amblIcia. Ero repou morpy»aroTcsi B BOC-
MOMHHAHMS U My3bIKy PpaHka, YTOObI Hall-
TH OTBETHI HA DK3UCTEHIIMAIIBHBIE BOIPOCHI
1 00pecTu JyXOBHOE PaBHOBECHE.

Pexuccép BbICTpauBaeT HappaTHB Kap-
TUHBI HE TOJIBKO BOKPYT MY3bIKAJIBHBIX, HO U
JUTEPaTypHBIX, BU3YaJIbHBIX, reorpaduye-
ckux metadop. [lelicTBue pa3BopaurBaercs
B CTapUHHOM ropozae Bonsreppe, pacnoo-
YKEHHOM Ha MECTE JPEBHETO ATPYCCKOIO I10-
cenenusi. OH CTOMT Ha MEJUIEHHO pa3pylia-
IOLIEMCsl CKJIOHE, U 3/1eCh OOHapyKUBaeTCs
napajjieslb MEXIy ITyXOBHBIM BBIPOXKE-
HUEM apHuCcTOKpaTHueckoro pona CaHuapsl
(K. Kapaunane), xanau (OK. Copens) u
MECTOM PaCIOJIOKEHUS UX POJOBOIO THE3-
na. I'epou apambl mbITalOTCA MPEOAOIEThH
3TOT pacnaj, KaXIyT OCBOOOJUTBHCS OT
HPOILJIOrO, HO JIUIIb MTy0)Ke MOrpysKatoTcs
B Oe3nny mamstu. [lo cmoBam camoro Bu-
CKOHTH, «“TymaHHBIC 3BE3/bI ...” — TAKOU
(dbubM, B KOTOPOM 51 M30erall KaKux-In0o
BMEIIATENLCTB CO CBOEW CTOPOHBI, HE XO-
T€J1 HU BbIpaXkaThb CY>KJE€HUH, HU BBOAMTH
NIEPCOHAXK, OTBEYAOIINI MOUM B3IVIIaM. . .
S cnennn 3a MOMMU NIEPCOHAKAMH U 32 TEM,
YTO OHM JIEJIAIOT, KaK 3a YyJOBUIIHBIMU Ha-
CEKOMBIMHU, KOTOPBIX HAOMIOAI0T C MHTEpE-
COM, HO HE MPHOIMKASACH K HUMY .

B croxxere KapTUHBI IIPEICTABICHBI HE-
KOTOpBIE Mapajuiein ¢ JUTEPATYPO U Mo-
a3uer. C OOHOM CTOPOHBI, 3TO aBTOPCKOE
nepeocmbicieHue «Opecreiin» (0 4éM ro-
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BOPWJI M CaM PEeXHUCCEP), C APyroil — o0-
palieHre K aHTH(AIIUCTCKOMY CIOXKETY, C
TPEThEN — BIUSHUE JIEKaJaHCa U, HAKOHELI,
MPEBOCXUILEHUE pabOThl HAJl HECOCTOSIB-
mencsa skpanuzanuen «B mowckax yrpa-
yeHHOro BpeMeHn» M. IIpycra.

Camyto TecHyto cBsi3b « TymaHHbBIE 3BE3-
IBl...» UMEIOT C OQHOMMEHHBIM CTUXOTBO-
PEHHEM UTAIBSHCKOrO poMaHtuka /[[. Jleo-
napad, B TBOPYECTBE KOTOPOrO IJIaBHBIE
TeMbl — 3TO oOpalieHue K AHTHUYHOCTH
KaK K HJleally TApPMOHUU U KPACOThI, BEU-
Hasg OoprOa Mexay Dpocom u TaHaTocoM.
C. banaeBa mumert: «B TBOpuectBe Jleo-
MapAu UCCIeA0BaTENN BUAAT YEPThI, CBS3bI-
Baromue ero ¢ pumocodueii [Ipocremnienus,
HEMEUKHM HI€AJIN3MOM U POMAHTU3MOM...
C apyroii cTopoHbI, B 11033UH U (umocod-
cKkoit mpo3e Jleonmapau nerko oOHapyXuBa-
eTcsl KOH(JIUKT MEXJIy HEOOBIKHOBEHHOMU
YYTKOCTBIO U PALIMOHAIBHOCTBIO, METOIUY-
HOCTBIO Pa3MBIIUICHUH, TATON K aCKETU3MY
n muctuuusmMom» [ 1, p. 21]. B «Tymannsix
3BE3aX...» KaK Obl MOATBEPKJACHUEM MbIC-
JIM T03Ta, BhICKa3aHHOW UM B «Paccyxne-
HUSAX» O TOM, YTO «POMAHTHYECKas MM033US
addexkTuBHa, HApUUCCUYHA M BBHICTABIIS-
€T CBOM IIEPEKHUBAHMS HAIOKa3», SIBISIET-
csl KyIbMHHAIIMOHHAs clieHa, rae Jl>kaHHu
JNEKJIIAMUPYET OTPBIBOK U3 CTUXOTBOPEHUS
Jleonapnu. I'epoyi, npenasaschb BOCIIOMH-
HaHUSM, MOIPYKaeTcs B HAPLHUCCUYECKOE
ONbSIHEHUE CBOMMH YyBCTBaAMH, CO3HATEb-
HO n30eras peajabHOCTH [2].

Baxnyto pons B ¢uibMe urpaer 4ép-
HO-0enasi majuTpa ¢ HAaMEPEHHO PE3KUMHU
KOHTpacTaMy OCJEIUISAIONIero cBeTa / Tpe-
BOXKHOM ThMBI, a Takke padoTa ¢ 3yMOM,
MOJIEJUPYIOUIUM IITyOUHY U IPOCTPAHCTBO
kazpa (pe3koe yaanenue ot CaHapsbl, Koraa
Ta BXOJUT B «3aIPETHBIE)» KOMHAThl Mare-
pH; MEAJIEHHOE MPUOIMKEHHE K CTaTydTKe
Amypa u Ilcuxeu; peskoe npuOIMKeHUEe U
yaanenue ot J[>kaHHu, KOTZa OH COOOIIaeT
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Cannpe o pykonucu poMmana). Bce nepeunc-
JeHHbIe TPUEMBI PabOTAIOT Ha CO3JaHHE
PUTMHYECKON ITyibcauuu neucrsus. Ilo
MHEHUIO aBTOpa HACTOALLEH CTaThU, M0100-
HbIE TPUEMBI OKa3aJIUCh HEOOXOIUMBI IS
«YPaBHOBEIIMBAHUS» 3aKPBITOH  (OPMBI
¢unbma. Pexxrcc€p UMEHHO Tak onpezens-
eT ero: «2TOT GUIbM — TaKOH, KaK s XOTEI:
3aKPBITHIH, KECTKUI»®. BUCKOHTH BOOOIIIE
TATOTEET K MOHYMEHTAJbHBIM U CTPOTHM
CTPYKTypaM, HO C HEKOTOPBIMU OCOOEHHO-
ctssmu. Hanmpumep, dpuocod XK. Jlenés yc-
MaTpPUBAET B «KOMIIO3MIUAX» TaK Ha3blBa-
€MBbIE «pa3zjararoumecs KpUucTaIIMYeCcKUue
cpenp»: «OOHAKO K€ 3TH KpUCTaJInYe-
CKHE Cpe/ibl HEOTJEIUMBI OT Ipoliecca pas-
JIO’)KEHNs, KOTOPBIA UX IMOATAYUBAET U JIE-
JaeT TEMHBIMU U TYCKJIBIMHU <...> IIOBCIOILY
XKaxa yOuicTBa WM camoyOuiicTBa, WU
OTPeOHOCTH B 3a0BEHUHU M CMEPTH. ..»".

@unpM  00peTaeT  KOMITO3UIIMOHHYIO
CTPOMHOCTH U 3aKPBITOCTh BO MHOTOM OJ1a-
rojaps JIBEHaALAaTUKPaTHOMY LUTHUPOBA-
uuto «lIpemronuu, xopana u gyru». My3si-
Ka IMKJa Penpe3eHTUPYET 00pasbl repoes
— Cangnpsl, /xaHHu, UX Marepu, BbICTyMa-
€T B KaUYeCTBE TEMbI BOCIIOMUHAHMI, TEMBI
npecTyInHoi mo0Bu U cmeptu. Kpome toro,
LUTAThl BBIMOIHSIOT (DYHKIIMH BCTYIUICHHUS,
3aBEpUICHUS, 3By4aT B KYJIbMHHAIIMOHHBIX
CLIEHAaX.

«IIpentoguu, xopainy U ¢yre» MNpoTU-
BOIOCTABJIEH IUIACT MOMYJISIPHOW MY3BIKH
1960-x romoB (£ se domani K. A. Poccu n
JIx. Kanabpese, Strip Cinema I1. Kanbsu, lo
che non vivo I1. lonamxo B. [TannaBuannn),
XapaKTepU3yIOIINI )KU3Hb 3a TPaHULIAMU Ce-
MEHHOWM BWJUIBL, U1 OHA 3BYYHUT TOJIBKO BHY-
TpH Kazpa. [ TTaBHBIM IIPEACTABUTEIEM ITOTO
peaIbHOTO, BHEIIHETO MUpPA CTAHOBUTCS CY-
npyr Canapel Ouapro (Maiikn Kpeiir). Ero
CMYIIIAIOT CEMEWHbIe TalHbI U KOH(IMUKTHI,
HO OH UCKPEHHE JIFOOHT JKeHY U MBITAeTCA e
IOMOYb.
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Oco0yto (GyHKLUIO B ayTuopsiie KapTu-
HbI BBINOJIHAIOT IIEPKOBHBIE KOJIOKOIAa. OHM
UCIIOJIb3YIOTCSI M KaK HAallOMUHAHUE O pe-
AITbHOM MUPE, 0COOEHHO KOTJ[a HaKJIa/IbIBa-
IOTCSI HA 3BYKH TOMN-MY3BIKH, HO TaKXe MX
NOSIBJICHUE CIY)KUT HAallOMUHAaHUEM O Bed-
HOCTHU. BriepBbie repou ciblllIaT UX HOYbIO,
Korna DHJIPIO MPUXOAUT B Cajl, TAE TOJIBKO
yT0 Berperunuchk Canapa u Jxannu. Komno-
KOJIa 3BOHSAT CHOBA, KOIJIA TPOE I'€pPOEB HO-
Yb0 HE MOTYT YCHYTbh. 3BOH HaKJIaJbIBaeT-
Csl Ha CJIOBA MECHU, 3Bydalllue MOJ OKHAMHU
Caunnper: lo che non vivo senza («51 He mory
XKUTH 0e3 Hero»). HakoHerr, B koHIIe priipma
3BOH KOJIOKOJIOB COMPOBOXAAET OOpsia ay-
XOBHOro ouuienust Canapsl OT IPOLUIOTO,
CHUMBOJIMYECKH BO3BEIIAst O CMEPTH Opara.

OOpaTumcst K OMUCAHUIO CLIEH C MY3bl-
KaJIbHBIMU LIUTATAMH.

Cuensl 1 u 2: Ilpentonus npoBoAUTCS
NPAKTUYECKU LEIUKOM (32 UCKIIOYEHHEM
NBYX (MHAJIBHBIX TAKTOB), LIUTAThl BKIIO-
YEHbl BO BCTYNHUTEJbHBIE TUTPHI, CLEHY
ceerckoro npuéma B JKenese, rae Cannpa
U DHJIPIO OOINAIOTCS C TOCTSAMHU, a 3aTeM
B CLIEHY TPEBEJUIMHTIA.

Cuena 3: 3By4dT LUTara U3 come und
cadenza ®yru. CrieHa nmpues3aa MOJIOA0KE-
HOB Ha BuLTy. Kak Tonbko Canapa ocTaér-
csl OJIHA, OHA Ja€T BOJIIO CJI€3aM, U B 3TOT
MOMEHT HauuWHaer 3Byudarh @Dyra. [lanee
ClIelyeT ClLIeHa, MOocBAEHHAs DHapro. OH
CHUMAET Ha KaMepy CYINpYTy, TPOMKO BKIJIIO-
4aeT paauo U ryiser no swuie. Canapa Ts-
TOTUTCS OOIIIECTBOM MYa M MOKHUJIAET €T0,
YTOOBI MPOBEPUTH JBEPH, BEAYLIYIO B Caj.
I'poMKo 3Byualliee paano 3antymaercs Iry-
MOM CUJIBHOTO BeTpa. OCTaBIINCh OJIHA, OHA
0OHMMAaET MaMsATHUK OTIly. B 3TOT MOMeHT
Ha BUJULY HEOXKHMJIAHHO Ipuesxkaer [[xan-
HU. bpar u cectpa pansl Bctpeue. Canjpa
3HAKOMMT Opara u CyIpyra.

Cuena 4: nepBblii CEeMEUWHBIN Bedep
B Bousbreppe. bpar HamepeHHO mnepe-
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OJIEBacTCA IPU CECTpPEe U ODHAPIO, LUHUY-
HO paccyXzaas O HACIEACTBE U Iepeaaye
B Jap ropoxy ¢amuiabHOrO caga. B artoi
CIIEHEe pemnpe3eHTupyerca obOpa3 [[xaHHM
— €CaMOro NPOTUBOPEYUBOIO U CJIOXKHOTO B
KapTuHe. B HEM yraaplBalOTCsl 4epThl Te-
poeB MO3AHMX paboT BHUCKOHTH, KOTOpbIE
«OTPULIAIOT COOCTBEHHYIO POJOBYIO 00Y-
CJIOBJICHHOCTB, CTPEMSITCSI K O€3rpaHrnYHOM
cBO0OJIE U YTBEPKAAIOT allOKATUITUYECKOE
BUJIeHUE Mupa» [3, c. 445]. B onucanHOM
¢parmenTe nuTUpyercs nepexon ot Ipesnto-
mun K Xopany (takt 61 ot h moll k Es dur).

Cuena 5: mepBas Houb B Boubreppe.
BnoBb 3Byunt nurara uz ®Oyru — come una
cadenza. Canapa OTIIpaBisieT Opara u Cympy-
ra Ha nporynky. OctaBImuch OfiHa, OHA MPO-
HUKAeT B 3alepTyI0 MOJOBUHY JI0Ma, HAXO-
JUT B KOMHATE Marepy MUCbMa U YUTAET UX.
Cuena 1 My3bIKa pe3Ko npepbiBatores. Jlanee
crnenyet nporyika Jl>kaHHu 1 DHIPIO 1O HOY-
HbIM OKPECTHOCTSIM BonbTeppbl, KOTOpPYIO
COIIPOBOXK/IAIOT LIYyM BETpPa, KOJOKOJIbHBIM
3BOH, (DOHOBAsI MOMYJISIPHAS MYy3bIKA.

Cuena 6: nepBast kynbmuHaius. Canapa
pelaeT CcamOCTOSTENIbHO HAaBECTUThH AOY-
IIEBHOOOJIbHYIO MaTb. [[j1s1 3TOr0 OHa efer
B IIOMECThe 0TYMMa. Bo BpeMs HanpsiKEHHO-
r0o JMajora ¢ JI0Yepbl0 MaTh UIPAET CTPET-
Ty @yru (takt 356). CrieHa B My3bIKa pe3-
KO TIPEPBIBAIOTCS MOHTAXKHBIM MEPEXOA0M
K cueHe Bcrpeun Cannpsl u JkKaHHU € TO-
POACKUMH BIACTSIMHU JIIsl OOPMIICHHUS TOKY-
MEHTOB Ha CEMENHBII cajl. 3aTeM uepe3 MOH-
Ta)KHbII MEPEXO]] MPOUCXOUT BO3BPALLEHHE
K cueHe oObsicHeHusi CaHIpbl C Marepblo.
Ona ucnonnsier [Ipentonuto ¢ a capriccio, n
CHauaJia UrpaeT HaMEPEHHO (PaJIBbIITNBO, a IT0-
CJIe M30 BCEX CUJI OBbET MO KIIaBUIIIAM POSLIS.

Cuena 7: Bropas kynbmuHauus. Canzpa
paccka3biBaeT OHAPIO O CEMEHHBIX Taii-
Hax W KoH(pmukTax. Math U €€ JH000BHUK
YCTPOWJIU 3aroBOP MPOTHUB OTLA, B PE3YJIb-
TaTe KOTOPOTO TOT OBUT CXBAa4€H M OTIIPAB-
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neH B OcBeHuM, e Bckope noru6. Can-
Jpa JIOKa3bIBAET MYXKY, YTO UX OTHOILICHUS
¢ OpaTtoM HOpMaJibHBIC, a JI>KaHHU TBITAICS
MOKOHYUTh KU3Hb CamMOyOUHCTBOM, KOT-
J1a y3HAJI, YTO OTYAM XOYET UX PA3JIyUUTh.
ITocne pacckaza Canzpa MOKa3bIBa€T MKy
TalHUKHU, TA€ OHU NpATanu ¢ J>kaHHH 3a-
MUCKH. YIUBIEHHBIA DHJIIPIO OOHAPYKUBA-
€T 3anucKy B 4acax ¢ Amypom u Ilcuxeen,
B Hel Opar mpuriamaeT cecTpy Ha CBUJA-
Hue. CaHapa yBepsieT €ro, 4ro 3TO cTapas
3anucka. Ha mpoTspkeHun OonMcaHHOU clie-
Hbl [[pentonus 3By4nT LETUKOM.

Cuena 8: cBuganue Canjnpsl u J>xanau
Ha Bojokauke. BHOBb 3Byuut Ilpenronus.
3ech Tepou BIEPBBIE HAJOITO OCTAOT-
csi HaequHe. Jlxanuu 3abupaer y CaHapsl
oOpyuanpHOE KoJbllo. Korma oHa mbITaet-
Csl pacckaszarb €My O BCTpPEYe C MaTepblo,
OH OTKas3blBaeTcs ciymarb. 3arem Can-
npa 1 J[>KaHHA TOIXOIAT K 3aTOTUIEHHOMY
y4acTKy BOJOKAauKH, KaMepa omeparopa
A. HaHHylim omyckaeTrcsi, 1 Mbl BUJIUM B
TEMHOM, MyTHOW BOJIE JIMIIIb HESICHBIE OTPA-
KEHUSI OJTM3KO CTOSIILIMX APYT K APYTY T€POEB.
B sror MOMeHT [[)xaHHM PpU3HAETCS CECTPE,
YTO HAIMcajl pOMaH 00 UX OTHOILICHUSX U U3-
OaBwiics oT HaBaxkaAeHus. [locie npuzHaHus
CaHgpa yXOIWT, U My3bIKa IPEKpPAILLAETCS,
a JIxaHHU O0CTAETCS CTOSTh Y BIVISIBIBATHCS
B CBOE OTpakKCHHUE, HO BOJA CIMIIKOM YEPHA.

Cuena 9: cBumanue Canapsl u JkaH-
HU Ha Buiuie. My3bika come una cadenza
n3 Oyru HauMHAET 3By4aTh B MOMEHT MpPHU-
3HaHus J[)KaHHU B TOM, UTO BCE€ TOABI OH
TOOWIT TONBKO cecTpy. B MomeHT 00bsic-
HEHUS TEPOU HAXOAATCS B KOMHATE MATEPH.
EnuHCTBEHHBIM HCTOYHUKOM CBETA CIIYXKUT
KaMUH. J[>KaHHHM pacIojOKWICS Yy HOT ce-
cTtpel. B onuceiBaemoil ciiene Buckontu
oOpaiaercs K CBETOTEHEBOMY KOHTPACTY,
YTO cOOOIIAET MPOCTPAHCTBY APaMaTH3M U
3aMKHYTOCTb, CJIOBHO Opar U cecTpa OJHU
B 1ejaoM Mmupe. B cBoéM pomane J[xaHHuU
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ONKUCHIBAET KPOBOCMECUTEIIBHYIO CTPAacCTh,
noa4EPKUBasi, YTO ATO TOJIBKO ero QaHrta-
3usi. CecTpa NpU3HAETCA, UYTO HE MOXKET
OTBETUTH B3aUMHOCTHI0, 3ByunT [Ipemtonus
a capriccio. CBU1aHUE U MY3bIKa IPEpPbIBA-
I0TCSI BHE3AITHBIM MPUXOJI0M DHIPIO.

Cuena 10: TpeTthsi kynpbmuHanus. Ha
yxkuHe cobuparorcst Canapa, [xaHHu, ot-
yuM, DHAPIO U JIeHallluii Bpauy UX MarTepu.
Mexy reposiMu IpOUCXoAUT ccopa. OTuum
OTKpBITO OOBUHSIET OpaTa U CEcTpy B Kpo-
BOCMECUTEIILHOM CBS3H. DHJPIO TPEOYET OT
J>xaHHN OOBSICHEHUM, HO TOT MOJIYHT, TOT-
na Duapro u3duBaet ero. Canape ymgaércs
pa3HATh MyXuuH. OHa yBepseT MyXa, 4TO
BCE CKa3aHHOE — KJIEBETA, HO ITOCJIE CIIy4HB-
IIETOCs UM JIydIlle paccTaThes. B 3To Bpems
JI>KaHHU COKMTAEeT CBOM poOMaH. DHAPIO TO-
kugaet Bwury. Canzapa unér xk Opary, 4ro-
OBI CKa3aTh €My, YTO UM HE CYXICHO OBbITh
BMecTe. J[>KaHHM HE MOXXET CMHPUTHCS
C OTKa30M U KOHYAET )KU3Hb CAMOYOHIICTBOM.
Mys3sika [Ipentonuu 3Byunt, xorga Canugpa
TOBOPHUT C MYKeM, OOBSICHSIETCS C OpaToM.
3areM 3Byuut Dyra, HauMHas ¢ come una
cadenza v 10 KOHIIA IPOU3BEICHUSL.

Cuena 11: ¢unan. Cmepts [kaHHHU.
Co6opbt CaHzpel Ha LEPEMOHHIO OTKPHI-
TUS TaMSATHHUKA OTIy B cany. Llepemonus
B caJly. 3By4ar MOCJIEIHNE TAKThI PETIOINH,
3aTeM Xopall 10 HHTEPMEIIIO poco allegro.

Cuena 12: Dnumnor. Ilocnennue akkop-
JIbl TIPOU3BEJEHUS 3By4Yar IOCIE TOTO, KaK
PaBBUH U T'OCTU MTPOU3HOCAT K AMUHbB.

Cuensl ¢ My3bIKQJIbHBIMU IIUTaTaMU U3
doprenuannoro 1ukiaa C. ®panka oOpaszy-
0T MEXIy cO00N KOMMO3UIIMOHHO-CEeMaH-
tnueckue apku. Hanpumep, [Ipemrogus kax
JIEUTMOTUB BOCIIOMMHAHUN O PaHHEM JIET-
ctBe Cannpsl u J[>xannu (cuenst 7, 9 u 10).
Tperbst wacte Tpuntuxa — dyra — 3By4uT
B 3, 5, 9 u 10-i1 cueHax, KOTOpbIE€ CBSI3aHbI
¢ TeMoi no0BU J[>kaHHU, 00pa3amMu MaTepu
1 aoMa. JIBaxabl B KHHOTEKCT BKJIFOUEHBI
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¢dbparmenTsl 3 Xopana (cuensl 4, 11). Cie-
Ha 4 nemoHcTpupyet Tyanet [xanuu. Un-
TUMHOCTh U OCJIETIUTEIHbHOCTh OINHCHIBaE-
MOM CIIeHBI MOAUEPKHYTa OOUITUEM OelbIX
TKAaHEH, IBYX 3€pKaJl, CO3AAIIIUX KOPUIO-
pbl oTpaxkeHui. Llutara oOpbiBaeTcs, Koraa
Jl)xanau oGOnavaercs B pyOamky. B 11-i
CLICHE 3BYyYMT IIEPBBIN pasnen «Xopajia» 3a
UCKIIIOYEHUEM poco allegro. 3nech Mbl BU-
JIUM OCJIEMIUTENIbHO Oesioe yTpo mamsiTH 00
orue /xannu m Canapsel. I'oponckue Bia-
CTH U POJCTBEHHUKH MPHILLIIU K €r0 CTarye,
HaKpBITOW Oesoi TKkaHblo. Bee xayT neTei,
4T0OBI Hauarh nepemonuto. [lapamiensHo
3TOMY JEMOHCTpPUPYETCS YTPEHHHMH Tya-
net Canapsl u cmepth Jxanau. OHa pac-
MIaXUBAET 3aHABECKH, IOKPHIBAET TOJIOBY
IJIaTKOM, OH — MEYeTcsl B aroHuu. B kaape
BHOBb 00uyIMe 0enoro 1Bera — MoJIOTEHIIE,
KoTopsIM BbITHpaeT juno Canpapa, Oenas
pyOamka J[»xanan, Oepie 3aHABECKHU U CTa-
TyaTKa Amypa u Ilcuxeun. Buckontu mpo-
BOJIUT BH3YaJbHYI0 U MY3BIKAJIBbHYIO Ia-
pasuienb Mexay cOopamu Opara M CeCTpbl
B 4 u 11-11 ciienax, a Taxokxe BeixogoM CaHjI-
PBI B CBET K JIFOJSM U IOTpyxkeHue J[aH-
HU B HeObITHE B 11-ii. Busyanbnsiii oOpas
Cangpsi-Ilcuxen npuoOperaeT B 3THX
CLEHAaX MOATEKCTOBOE 3HAYEHHUE, OTChUIAS
K aHTUYHOMY 00pa3y Oormuu mymm: «O0-
pa3 llcuxen kak FOHOM NTPEKPACHON EBYIII-
KM, KaK OJIMLIETBOPEHNE BBICOKOTO KEHCKO-
ro uneana» [4, c. 44]. Takxe B 3TUX CLIEHaX
MPsIMO MJIM KOCBEHHO MPUCYTCTBYET 00pa3
CEeMEHHOT0 cajia U BOCIOMUHAHUE O THOEH
orua B OcBeHuume. benas TkaHb, MOKpHI-
Barollas CTaTyl OTLA B Caay, HAIOMUHAET
0 3JI0/IESTHUU MCTUTEJIbHOW MaTepu U TeTpa-
noruro Dcxuna «Opecreiisi»: «B npece Oc-
xwia Knuremnectpa yousna AramMeMHOHa,
HAaOpOCHUB Ha HETO MOKPBIBAJIO, TAK YTO TOT
3aIryTajics B HEM U HE CMOT COIIPOTUBIIATh-
cs» [5, c. 218]. Kpome Toro, B 11-i1 cuieHe
Xopan MMEET OIPEACIEHHBIN XapakTep
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BO3BbIIICHUS: CaHIIpbl — HaJ OCYKICHUEM
CO CTOpOHBI oOmmectBa, a mus kaHHu —
YXOZOM — BO3BBIILICHUEM HAJI JKU3HBIO.

[To Tpu paza B pusibMe IPOBOASATCS U~
TaThl U3 Hayaja u (uHana uukia. Havano
[Ipenronnuu 3By4nuT BO BpEMSI CBETCKOTO BE-
yepa B JKenese, korna CaHapa BIiepBbIe 3a
JIBAJILIATh JIET BO3BPAIAETCS K BOCIIOMUHA-
HUSIM O COOBITHSX TIporuioro. Bropoii pas,
Korga marb urpaer Ilpemonuro mis pode-
pH, 4TOOBI BBI3BATH Y HEE BOCIIOMUHAHUS U
YyBCTBO BUHBI. TpeTuii pa3 teMa IpoBOAUT-
cs1 BO Bpemsi ceuganus Jxanau u Canapel
Ha BOJOKayKe, B MOMEHT BOCIIOMHUHAHUI
o nerctse. [lepBoe 3Byuanue TemMbl QuHaIA
CBS3aHO C mosBiIeHHeM Marepu, u Canjpa
Mopak€Ha Y>KaCHOM MEpPEeMEHOU B €€ JIMY-
HOCTH. BTopoil pa3 ¢unan 3ByuuT mocie
ccopbl Canapel u Jxanau. «Jlns meHs Thbl
yKe MEPTB», — TOBOPUT €My cecTpa. Tpe-
TUI pa3 OH mpoBoauTcs, korna Canpapa
NPUXOJUT HA LEPEMOHHUIO IMAMSITH OTLA
B KOHIIE KapTuHbI. U ecinu Tema [pentonun
3HAMEHYET Ha4yaJlo JIUCTBUS, BO3BpALEHUE
K BOCTIOMUHAHUSIM, BO3POXKIEHUE 3a0BITHIX

YyBCTB, TO LIUTaTa U3 GUHATA B TPEX MPU-
Mepax CcBsi3aHa ¢ o0pazamMu CMEpTH.
[lonBoast wWTOrM, NOMNYEPKHEM 3HAYM-
MOCTb MY3bIKQJIbHBIX LIUTAT B KapTUHE «Ty-
MaHHBIe 3BE3a6l bonbimon Mensenuibny.
Ecnu nonynsipHasi My3bIka penpe3eHTUpy-
€T MHUp IOBCEIHEBHOCTH, PEaIbHOCTHU, TO
uurtarel U3 «lIpemtonuu, xopana u Gyrm»
C. ®panka npeacTapiIsaiOT MpadyHbIi U Mpe-
KpacHbId MHUp Yracaroulero apucTOKpaTu-
YECKOIo0 poja, B KOTOPOM BCE MOJYMHEHO
ATOM3MY, CTPACTAM U MYYUTEIHHOU OOphOe
¢ HUMHU. [{uTarbl KOMMO3WIIMOHHO W Jpa-
MaTypru4ecku OpraHu3ylT KHUHOTEKCT,
BBITIONTHSSL ()YHKIIUU BCTYIUICHUS U 3aBEp-
IIEHUS, BBIJIEIISIS 30HBI KylIbMUHAIUMNA. OHU
XapakTepU3yloT TEPOEB, CTAHOBATCS Te-
MaMH-CUMBOJIAMH: TE€Ma BOCIIOMHHAHHM,
TeMa CEMbH, TeMa JII0OBU U cMepTu. Mnes
¢uIpMa B HEKOTOPOH CTENEHU OKa3bIBACT-
Cs CO3BY4YHOH (HHUi10CO(CKO-ICTETUIECKOM
KOHIIENIIUA (OPTEMHMAHHOTO ITUKJIA — Te-
PO MBITAIOTCS BCTYNUTH B AUaior ¢ borom,
MPEOAOJETh MPU3PAKU MPOULIOr0, HAWUTH
HOBBIE CUJIBI JJIs1 OOPBOBI CO CTPACTAMH.
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«Bypauncknn naccuoH» TaHb OyHA
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Annomayusn. Tanp JlyHp — My3bIKaHT, 3acinykUBLIIMK B KnTae BBICOKYIO pEIyTalUIO MOCIHE
KHUTaiCKOM KylbTypHOU peBoitonui. Ero paboThl 0XBaThIBAIOT MPUHIIUITBEI KUTAHCKON U 3aMaIHOM
MY3bIKM, COKpalllas pa3pblB MEXJAYy KJIACCUYECKHM 3alaJHbIM TBOPYECTBOM M a3MATCKOMU
TPaIULIMOHHOW KynbTypoil. «byaauiickuil maccuon» s Xopa M opkecTpa/aHcamOis co3aaH
B 2018 romy. B 3T0i1 paboTe BOCIIPOU3BOAMTCS CKPHITOE B CO3IAHHBIX THICSYH JIET Ha3a,l HACKAJIbHBIX
pucyHkax Hacnenue JlyHbXyaHa, KOTOpoe HEcET B ceOe HallMOHANbHBIE YOEKICHHUS, JIFOACKOE
coCTpajJiaHue 1 HaJIexk bl Ha Oyay1iiee, nepeaét ObITOBaHWE KUTAMCKOM KYIbTYphI U pa3MBbIIIITICHHUS
o Heil. B «bynmauiickom nmaccuone» Tanp [[yHb BbIpaxkaeT cBo€ moHmManue [[3eH m Oymaams3ma.
Bcé npousBenenue paszneneHo Ha mecTh udactedl. Kaxmas comep uT miyOokyio ¢uiiocoduro,
YCTPEeMJIEHHYIO K TOMY, YTOOBI HAIIPABIIATH JIFOIEH K JOOPHIM JiefiaM Yepes3 IUajior MeX/1y MYy3bIKOI
U KYJIBTYpOH, UICTOPUEH M YEJIOBEYECKOM Aymioi. B 3TOM mpou3BeneHNN KOMIO3UTOP MBITAETCS
oTpa3uTh ¢pecku JlyHbXyaHa B BHJI€ MY3bIKH, IO3BOJISISI ITyOIMKE HX «YCIbIIIAThY. [IpamMaTindeckuit
XapaKTep pOCHUCEN MPEICTABIICH KAK 3MO0C. « by Aniicknii macCuOH» BOCIIPOU3BOIUT MY3bIKaJIbHOE
Hacienue, nepeaaéT JpeBHUE COOBITHS U Pa3MBIIIIICHHS aBTOPa MY3bIKU O pOJIHOM KyabType. TaHb
JlyHb cuuTaeT, 4To Jyist OyayIero pa3BUTHUS KHTACKOM KyIbTypbl U HICKYCCTBA HYKHO OoJiee IiTy0oKo
HCCIIEA0BATh UCTOPHUIO U TpaAUIMK cTpaHbl. TBopuecTBO Tanb JlyHs HbIHE UTPAET OTPOMHYIO POJIb
JUISL MUPOBOTO TpecTHka KynbTypsl [lonmneOecHOM, AeMOHCTpUPYS €€ IEHHOCTH, CIOXKHUBIIIHECS
B TEUCHHE BEKOB U THICSUENETHI, pesiarasi BCeMy MUPY HOCTHXKEHHE 3TUX KyJIbTYPHBIX OOTaTCTB.

Kntouegwie cnosa: Tanp Jlyns, «bynnuiickuii maccuon», OyaInu3M, KuTalickas HallMOHAJIbHAS
KYJIBTYpa, MEXKYJIbTYpHasl HHTErPALIHs
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“Buddha Passion” by Tan Dun

Luo Xinjie
Moscow State P. 1. Tchaikovsky Conservatory,

Moscow, Russia,
luoxinjiemoscow@gmail.com, https.//orcid.org/0000-0002-9785-391X

Abstract. Tan Dun is one of the musicians who gained a high reputation in China after the
Chinese Cultural Revolution. His work embraces the principles of Chinese and Western music,
bridging the gap between Western classical music and Asian traditional culture. “Buddha Passion”
for chorus and orchestra or chamber ensemble was composed in 2018. This work reproduces the
musical heritage concealed in cave paintings painted thousands of years ago, which bears in itself
national beliefs and feelings of compassion and hope for the future, expresses the everyday life
and reflections of Chinese culture. “Buddha Passion” is a work in which Tan Dun expresses his
understanding of Zen and Buddhism. The entire work is divided into six acts. Each one of them
contains profound philosophy aimed at guiding people toward good deeds by means of a dialogue
between music and culture, history and the human soul. In this work the composer attempts to
depict the Dunhuang frescoes into music, allowing the audience to “hear” them. The dramatic
character of these paintings is described in the form of an epos. “Buddha Passion” manifests musical
heritage and conveys the long-time events and the composer’s reflections on his native culture. Tan
Dun believes that for the sake of the future development of Chinese culture and Chinese art it is
necessary to study the country’s history and traditions more deeply. In the present day Tan Dun’s
music plays a vital role in the global prestige of Chinese culture, demonstrating its values that
have developed over centuries and millennia, offering the whole world the comprehension of these
cultural riches.

Keywords: Tan Dun, Buddha Passion, Buddhism, Chinese national culture, intercultural
integration

For citation: Luo Xinjie. “Buddha Passion” by Tan Dun. Problemy muzykal'noj nauki / Music
Scholarship. 2022. No. 2, pp. 52—63. (In Russ.) DOI: 10.33779/2782-3598.2022.2.052-063

cuon» Taub Jlynst (2018; B kutaii- 10 M Hblo-Hopkekoro (unapMoHMuecKknx
ckoM nepeBoae — «JlyHbxyan. Ona  opkectpoB U MenbOypHCKOro cuM@oHH-
MUJIOCEpUS») HANMCaHO JAJs JBYX XOpPOB  uecKoro opkecrpa. Ilpembepa cocrosuiach
(IeTCKOro M CMEIIaHHOT0), COJIMCTOB M op-  Ha Jlpe3aeHckom ¢ectuBaie B [epmanuu
KecTpa B BHUJIE LKKIa U3 6 cued. OHo Obuto B 2018 rony. Ilo xanpy counHenue cocraBu-
CO3[JaHO MO 3aka3y Jlpe3neHckoro My3bl-  JI0 OyAJuiiCKyr0 Mapasuieslb XpUCTHAHCKUM

l lpomBez[eHHe «bynmuiickuii  mac-  kajgpHOro (ectuBais, Jloc-AHIKEIECCKO-
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ctpactsaM (maccuonam) no Mucycy Xpucry.
Tanp JlyHs npHBIIEKIIa 3HAUUTENBHOCTD 3TO-
ro aHpa, €ro npsmas COOTHECEHHOCTb C
OJTHOW M3 BEIYIIMX PEJIUTUI MUpa, HATNYUE
B 3aI1aJHOM TPAIULIUU TAKUX BEJTMKUX [IPOU3-
BesleHnH, kak «Ctpactu o Mardero» u npy-
rue «Crpactu» U. C. baxa. ITo3xe oH cran
aBTOpoM «BoaHbIx cTpacteit mo Mardero» B
paMKax ITYTrapTCKOIO ITPOEKTa IO YETHIPEM
eBaHremueckum crpactsam 2000 roaa.

«bynmuiickuii naccuon» Tanp [yHs —
NIepBOE B CBOEM poJie MpeACTaBIeHUE Oy-
IU3Ma, CIUIETAloIlee HCTOPUHM, KOTOpbIE
THICSYENIETUSAMHU KWW B CEpALlaX M yMax
JXOAEH BOCTOYHOro Mupa. My3blka, HaBe-
sSTHHas. JPEBHUM ropoJoM JlyHbXyaH W €ro
BICUATIISIONIMMHU TiemepaMu Morao, sipko
WJUTIOCTPUPYET YPOKU byrasl.

BOXHOBNEHHBIM BEJIWKUAM IPOILLIBIM
nierep Morao, a Takke My3bIKaJIbBHOW UCTO-
puei, oOHapy)eHHO# Bo (ppeckax JlyHbXy-
aHa IV-XIV Bekos, Taup [[yHp norparun
JIBa TO/Ia HA TMOWCK, UCCIIEIOBAHNUE U JIOKY-
MEHTUPOBAHUE YTEPSHHBIX MY3bIKAJIbHBIX
MIPOU3BEICHUN — PYKONMCEH W3 NeEeUepbl
oubnmorekn Jlynbxyana'. Ero yBiedenue
1 OECUYHMCIICHHBIE Yachl UCCIICOBAHHUI I10
MEPEBO/IY U PACKPBITHIO «IPEBHHUX 3BYKOB
JlyHbXyaHa MPUBEIN K 3TOH aMOUITMO3HON
paboTe, B KOTOPOW TIECHOTICHUS M PACCKa3bl
JlyHabxyaHa 0ObeIMHEHBI B YHUKATBHOE MY-
3BIKQJIBHOE NPOU3BEJACHUE — OPAaTOPUI0 U3
LIECTH CLICH.

JlyHbxyaH ObUT OJHUM U3 MEPBBIX TOP-
TOBBIX TOPOJIOB, ¢ KOTOPBIMHU CTOJIKHYJIUCH
Kynusl, npumenmue B Kurail ¢ 3amana.
T'opon m oa3uc Ha kparo mycteiHA Takna-
MakaHn Ha ceBepo-3amnane Kuras ¢ npeBHHX
BpeMEH ObUIM BopoTamu B Kurait Ha Benu-
KOM LIEJIKOBOM NyTH. JlyHbXyaH CUHATAETCA
KOJIbIOEIIbI0 KuTalckoro Oymausma. Otcro-
na Oyanuiickue MOHaxu UM mo Bemwmko-
MY IIEJIKOBOMY IIyTH, PACIPOCTPAHss CBOU
3HAHUS CPEAU MECTHBIX xkurteneun [1; 2].
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B stom ropozae coOuparorcsi KuTaiickue u
WHOCTpaHHBIE OYITUCTHI — MHOXECTBO Ta-
JIOMHUKOB U3 Pa3HbIX CTpaH’.

Ha ¢peckax Morao JlyHbxyaHa ecTh
TPU OCHOBHBIX THUIA CIOKETHBIX KapTHH:
nepBbIi — 310 6uorpadus byanel, Taxke uz-
BecTHas Kak «boHbCHHY», KOTOpast B OCHOB-
HOM TOBOPHUT O XU3HM U JesHusax [akps-
MYHU; BTOPOH — «Db3HBIIOHY», B OCHOBHOM
pacckaspiBarome o IllakpamMyHn BmecTe
C UCTOPUSMHU M3 €ro MPOLUIbIX KU3HEH;
TPETUH THUII — «KAPMHUYECKHE HCTOPUNY,
MOBECTBYIOIINE O HEKOTOPBIX MPOSBICHUIX
KapMbl, CBA3aHHBIX ¢ Bynnoii.

B nensx nomynspuzanuu CBOEro yue-
HUSl OyIIM3M YacTO WCHOJB3YeT MPOCTHIC
HUCTOPHUH JJII OOBSICHEHUS] MHOTHX TIITy0O-
KUX UCTUH. OH TOBOPUT O PEHMHKApHAIIUH,
BO3ME3IMH U CUYMTAET, YTO MHOTHE TPYIHO-
CTH B 3TOW )KM3HH CBSA3aHBI C ISTHUSMHU, 3a-
JIO’KEHHBIMH B MPEABIAYIINX KU3HIAX. XOTH
9TH WJEW OCHOBAHBI Ha CyeBEpUH, MHOTHE
uctopun «B3HBIIH» W3HAYATBEHO TIPOH-
30IIUIM U3 JAPEBHEUHJIUNCKOTO (HOJIBKIOpA
M 6aceH ¢ mpocToi uaee modeas 106pa
Y HaKa3aHUs 371a, KOTOpas 10 CUX [Op UMEET
OTpeieNIEHHOE TOJIOKUTETFHOE 3HAYCHHE.
Kpome Toro, nmeercst HeOObIIOE KOIHAYE-
CTBO OYyIIMICKHX HCTOPHUYECKHX PEIUK-
BUI M KapTHUH-CIO’KETOB, MIPECTABISIONINX
co0OM JIereH/Ibl M PaccKa3bl O KaKUX-THO0
BBITAIONIMXCS MOHAXax B MCTOPUHU pPa3BH-
TUs Oyaau3Ma Wid O OyIIUICKUX CBSITHIX
PENMKBHUSIX B TeX WJIM UHBIX reorpaduye-
CKUX MECTax’.

[maBHast ocobeHHocth «bymauiickoro
naccuoHa» Tanp J[yHS COCTOMT B TOM, YTO
B HEM /I TMOKa3a BOCTOYHOU KYJBTYpPHI
UCHOJNB3YyeTCs 3amajHas My3blka. J[peBHue
BOCTOYHBIC U COBPEMEHHBIC 3alaJHbIC MY-
3bIKaJIbHbIE MHCTPYMEHTBI 3/1€Ch «CTPOSIT
B YHHUCOH».

Kaxnas cuena comepxur n1yOOKyro
¢bunocoduro, a My3blKa UCHONIB3YETCS IS
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pasroBopa ¢ KyJAbTYpOH M HYeIOBEUYECKOU
TyIION, 9TOOBI BECTH JItOAeH K 100py, nOO
IO U BCE OCTaJIbHBIE CYIIECTBA JOJIXK-
HbI OBITh B TAPMOHUH, JIFOJU U BCE OCTaJb-
HBIC CYIIIECTBA JOJDKHBI JTIOOUTHY, TOJKHBI
BBICTYNAaTh 32 €IMHCTBO, PABEHCTBO, Ipe-
JIAHHOCTb, COCTpajianue u T. A. B mpoiecce
pabotsl Tans [{yHb epenucan u nepecTpo-
WJI MHOTHE JIETAJIM B «IIOBECTBOBAHHM)
dbpecku, YTOOBI BBIJCIUTH YEIOBEUYECCKUM
aCIeKT nepcoHaxeu. /s nocTuxenus Hau-
JY4IIUX pe3yJabTaToB BOKAJIKMCTaM Ipeasia-
raeTcs MeTh Ha CAaHCKPUTE, YTOOBI BOCCO3-
JIaTh TIPOCTHIC, 3a0bIThIC, HO JIParolieHHbIC
KyJIBTYpHBIC SIBJI€HUS JPEBHEH JKU3HHU.
Kpome TOro, KOMmo3uTop mno3ammMcTBOBa
MHOTO MEJIOAHI, 0COOCHHO TaHIICBAIbHBIX,
W3 KyJIbTYpbl IMHACTUM TaH W moKaszaj my-
0JivKe 0030pHYI0 KapTUHY TOTO BPEMEHH.

Tanp JlyHp pacckazall B HMHTEPBBIO:
«CamMbIM Ba)XHBIM JUIsl KUTAUCKOM KyJib-
Typbl, YeM MOXKHO MOJEIUTHCA C MHUPOM,
ABJISICTCS HAJIMYKUE TYXOBHOM MIIaThOpPMBbI
M MOCTa Bepbl. B KUTalCKOM TpaguIiMOH-
HOU KyJIbType O4Y€Hb BIOXHOBJISET, HAIPU-
Mep, Bepa B COCTpaJiaHue u J00poTy, KOTO-
pasi paCipoCTpaHeHa U BO MHOTHX JAPYTUX
cTtpaHax. CXoJICTBO MOXKHO HalTH Takxke U
B KyJIbTypax. Mo€ camoe 00JIbIIoE KeTaHue
npu co3gaHuu “bynnmiickoro maccuona”
— HaJEsAThCS, YTO BOWHBI HE OymeT Ooib-
€ HUKOTTIA, ¥ MOOYAUTHh BCEX CTPEMUTHCS
K Halllel o01Ie 1eau — JI0OUTh MPUPOIy U
JTFONIEH, JTFOOUMTH HAIIly TIAaHETY»!.

Bcé nmpousBeneHue pas3aeneHo Ha mecThb
cuieH (Act):

1. «Ilox nepeBom bonxm».
«J]eBATHUIIBETHBIN OJICHBY.
«TeIcsiua pyk U ThICSYA T7a3».
«Can JIzen».
«CyTpa cepauay.
. «HupBanay.

DTO HacToflas «BOCTOYHAs cuMdo-
HUS», BBOJAINAS B MHUP KUTANUCKOM KyJib-

LA W
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Typpl. OT «mpeoOpa3oBaHUs MECTHOU
KYJBTYpbD» K «BO3BPAIICHUIO K MECTHOM
KYJIBTYpE», OT PacKOIOK — K pa3BUTHIO. DTa
cepusi M3MEHEHUN OTpakaeT W3MEHEHHUS
B HCTOPHUYECKOM MBIIUICHUN KUTaWIIeB.
VYHacnenoBaB TpaauLMI0 U LUBUIN3ALIHNIO,
MIMPOKAsi M TIyOOKash KUTaWCKasl TPaIuii-
OHHAsl KyJbTypa MO3BOJISET KUTAalIaM J1yd-
IIIe TIOHSTH CBOO UCTOPUIO’.

dopma BCEro MPOW3BEICHUS — LHUKIIHU-
yecKasi, CKJIaJpIBaeTcsa U3 6 CIeH, UCIOJI-
HAEMBIX aftacca, ¢ pernpu3Hou 6-i cleHon
U PENPU3HBIMHU «apKamMm» HECKOJIbKHX TEM
110 BCEMY LIUKILY.

PaccMoTpuM npou3BeAEHHE 110 YACTSM.

1. Ilepsas yacte: «Ilog nepeBom bon-
XU.

UroObl M30aBUTH YENOBEKAa OT CTpa-
nanni, [lakpssMyHM pasMBIIUIUT JOJITHE
rofibl, MOKa He Mepexu 1oa aepesoM bonu-
xu Ilpocsernenue, He cran [IpoOyxnén-
HbIM-bynioit. CrnoBo «boaxm» Ha apeBHE-
WHJUHACKOM SI3bIKE (CAHCKPHUTE) O3HA4YaeT
IPOCBETIIEHUE U MYIPOCTE’.

CrokeT 3TOW 4YacTH B3ST U3 CEBEPHOU
254-i1 crensl memepbl Morao, nzo0Opaxa-
foteid uctoputo apesHero kopois [u6wm,
KOTOpPBI OBLT AOOPHIM, MUJIOCEPAHBIM H
MOKJISIJICSL CIIACTH BCE JKUBBIE CYILECTBA.

VY nonHoxus [ mMmanaeB mo€Tcs ApeBHEE
IeCHOIIEeHNE. ManeHbKHI IPUHL U rpyIna
MaJIbYMKOB BCMATPHUBAIOTCSA B JIETAIOIIUX
ntul. OxHa nrtuna najgaer ¢ Heba. Ome-
YaJEeHHbII MPUHI[ CHpaIlIMBaeT, KTO MO-
XKeT 00JeryuTh ero rope. BHezamHo HeOO
pacKpbIBaeTCsi, U B TPELIMHE CIBIIIUTCS
rojioc ManTtpsl: «¥Ycrnokoiics. [Tomectute
OeHyt0 MEPTBYIO MTHILYy Ha Yally BECOB.
OTpexpTe KyCOK CBOEH IUIOTH U MOJIOXKH-
T€ €ro Ha Jpyrylo IOJIOBUHY BecoB. Eciu
BEChl YPABHOBECATCS, Thl OyJeUIb YMUPO-
TBOPEH.

MasnpurKy BBINOJIHAIOT yKa3 MaHTpsl
JUIsL TIPUHLA, HO, YTO YIWBHUTEIHHO, BECHI
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HE YpaBHOBEIIMBAIOTCA. MaHTpa CHOBa 1O-
SIBJISIETCSL M TOBOPUT MaJICHBKOMY IPHUHILY,
YTO BCE€ JKU3HHU — KPOIIECYHBIE, HEBAXKHO,
MYpaBe#, WM TUTAHT, WU JUHO3aBP — BCE
paBHbl. Eciiu 5TO Tak, MpUHILY CleAyeT 1o-
CTaBHUTL BCE CBOE TEJIO HA BECHI, YTOOKI JI0-
cTuyb OajaHca.

Manenbkuii npuHIl TpocBeTIEH. OH
UaET K AepeBy bonxm, M ¢ KaxapIM €ro
[IIaroM MOSIBIISIOTCS IIBETHI JIOTOCA, OH ME-
TATUPYET 1o AepeBoM 49 nHel u cTaHo-
ButTcs bynnon. MéprBas nTuna 0XuBaerT,
nmapuT BOKpYTr bynnbl n waeHTHGUIHPYET
ce0s kak [Ituna Beex JKusnel, mociaanHas
MaHnTpoi.

[lepBast Tema vacTu mosBisIETCS B 3-M
TaKT€ y MYXKCKUX TOJIOCOB Xopa. E€ rap-
MOHMYECKAsi OpraHu3alus TOHAJIbHas, HO
HE B KJIACCHYECKHX MaXOpe U MHHOPE,
a B KUTAaCKOM CEMUTOHOBOM JIAJIy «SI-F03»
OT ¢, HAQUMHAIOIIIEMCS C €T0 MATOU CTyIEeHU
g, KOTOpas CTaHOBUTCS LIEHTpoM. Tema sB-
JISIeTCS TIIABHOM BO BCEM ITHKIIE.

rao. JlanHHas kKapTuHa C CHOKETaMu, MpeJl-
CTaBJISIOIIMMHU PabOTHl HA TEMY «IOXKEPT-
BOBaThb COOOW paau CIAaceHHs] IPYTHX»,
3aHMMaeT BaxXHOE MecTO BO (hpeckax. OnHa
MOKa3bIBACT OJHO U3 MHOTHUX JICIHHM, KOTO-
peie IllakbsiMyHu, ocHoBarenb Oynau3Mma,
TIEPEXKHUIT 32 CBOM Pa3HbBIC )KU3HH .

Croxxer naHHOHM yacTu TakoB: IIpekpac-
HbIN JIeBATUIIBETHBIN OJIEHb U €r0 CECTPHI
TYJISIOT BIOJb TAWMHCTBEHHOIO O03€pa H
cibimar Mosib0y o momouru. [IpoTus Bou
cectép /[leBATHIIBETHBII oOJeHb Opocaet-
Cs CIlacarb yTOIMAKOUIEro, KOTOPBIA Cpasy
IIOHUMAET, YTO €ro CHACUTEIb — TO CaMoe
CYILIECTBO, 32 KOTOPBIM CTPACTHO OXOTUTCS
Kopons. ObecriokoeHHBIN 3JI00HOCTBHIO Ye-
noBeka, OneHb MPOCUT HE PacKpbIBATH €ro
MECTOHAXOXJAEHUE, NHAUY€ TOT «IOXKHET TO,
4TO mocesy. MyunHa KISIHETCS, YTO HU-
KOIJa He mpenact ero. BepHyBmmuchs B ro-
pon, Kopo:b o6eriaer 3aMaHIMBYIO Harpaty
TOMY, KTO CMOKET mnoumars JleBITHULBET-
Horo oseHs. CoOna3HEHHBIA 00emaHHOM

HAarpajgo, TOHYB-

Mpumep Ne 1 TaHb [lyHb. «bynawickuit naccuony. Y. 1. «lop fepesom bopxin»  mmii mpemaér cBoero
Example No. 1 Tan Dun. Buddha Passion. Part 1. The Bodhi Tree cmacutenss ¥ BeOET
Koponst u ero crpa-
lp . an n % . _
N =i ] : g Ky Kk JleBarumser
Chorus T: . . ’I:B"(;led]‘l;;cd:u;'sl:‘l':zafﬂ‘ompassion)(NE&%F) — ' >/%1\2p; HOMy OJICHIO. OHCHB
=3 ! Ee==c=—1=x E=— e
aryd va - lo - ki -t - é&a - ro bo - dhi satt - vo OTanHHO B?)BIBaeT
BKE L3 [:2 # % g id % i B
LargodJ =52 K byaac¢ O IIOMOIIH,
R =—=——r=—= e R i HO MY)XKYHHA YKE 3a-
= B R_TF +—T = pe3an Onens. Kopoib
con sord. ™
v [ — = = M €ro CTpaka, y3Has,
E2 > E] 4 ~_ I - e ~— =
m—— [ — yro 10 3Toro OleHb
vio E— : crac 2TOro 4ejaoBeKa
i Rl n r\\_/ ]
' [2=E = = S : i = : Korza TOT TOHYJ, IIPO-
== SS ———————— N
comabe L 22 : : : , : : o JINBAKOT CJIE3BI COXKa-
ﬁ__/\\_/\\_/\w/\_/vvu JICHUS
B Hawane 3-ro

2. Bropas w4acth: «/leBATHULIBETHBIN
OJICHB)
«Kuzup Kopons onenenn» — raBHas

Tema ¢pecok B 257-i nemepe rporoB Mo-

Takta y apdsl (B BUIE€ KaHOHA) MOSIBISIETCS
BOCXOZILAs LIEJIOTOHOBAs raMMa 3 9 3By-
KOB, CUMBOJIM3UPYIOIIAs «Jl€BATULIBETHOTO
Onens».
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Mpumep Ne 2
Example No. 2

Y. 2. «[leBATULBETHBIA ONEHbY
Part 2. Deer of Nine Colors

BomtonienueM ThICSUEpYKO-
0 U THICSYENNIa30ro ABaJIOKH-
TelmBapel cuntanach [IpuHnecca

Msomanb. /leHp €€ poxneHus,

JEBATHAANATHIA JIEHh BTOPOTO

Mecsa, ormedaercss B Kwutae

Soprano

Kak JIeHb pokaeHus ['yanpuHb'’.

TR

CrokeT 2TOM YacTH TaKOB.

Tenor

R Z YN

B Bemukonennom nBopue Mwm-

TT1

Baritone
HE

(By the mystic lake known by none, )
o)

riepaTop HaciIaXIaeTcsl TaHIEM

Chorus

Arnicapa, HCIOJNHSAEMBIM TpEMS
ero nodyepbMu. BHesanmHO BpbI-

Tanp [lyHp B3sUI M3 CTUXOTBOPCHMS
Xanb UHs (03T auHAcTHN XaH) B KAaYeCTBE
LIUTAThI CIEAYIOLIUE ClIoBa: «JlepeBo xena-
€T CIIOKOMCTBHS, HO BETEP HE IPEKpaacT-
cs». Mertadopa cOCTOUT B TOM, YTO BEIIH
HE MOTYT OBITh TE€M, YEr0 XOTAT JIOIU. JTO
TO, 4TO B OyJAM3ME HAa3bIBAECTCS «KapMay.
[To cnosam T. II. I'puropwseBa, «c Oyaauii-
CKOM TOYKH 3PEHMS B MHUPE COTBOPEHHOM,
odopmiieHHOM, HeBOo3MOkHa (CBo0OOa,
100, COIIaCHO 3aKOHY MPUYUHHOTO BO3-
HUKHOBEHHUS, OJHO TSHET 3a cO0OW Apyroe
Y HET 3TOMY KOHIIa B KPY’KEHUU MPUYUH U
CIeNCTBUIN®.

3. Tpetbs yacTh: «Tbicguya pyK U ThICS-
ya 11as3»

Ucrtopus »toii yactu B3sita U3 (pecok
Hynbxyana B neniepe Ne 3. Tricauepykuii
ABaJIOKUTENIBapa — CHMBOJI BEJIUKOIO CO-
CTpa/laHus, OH MOXKET Oe3MOJBHO YCTpa-
HATH JIOOBIE TPYIHOCTH M BCEBO3MOXKHBIE
Henyru. «Telcg4a» O3HA4aeT 31€Ch «HEW3-
MEPHUMBIN U COBEPILIECHHBIN», «ThICSYA PYK»
OJIUIIETBOPSIOT Oe3MepHYyI0 0e30peKHOCTh
BEJIMKOTO COCTPAJaHMs, a «ThICAYa IVIA3»
— COBEPILEHCTBO U OECHpensiTCTBEHHOCTh
MyJIpOCTH. ABaJIOKMTEIIBApA C ThICAUYEH
PYK U TBICSYEH IIa3 MOXKET IPUHECTH I10JIb-
3y BCEM JKHBBIM CYIIIECTBaM’.
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BAETCs CTpaka U COOOIIAET, 4TO
OJTHOM OEepeMEHHOM IKEHIITUHE
CPOYHO HYKHBI PYKH M Iviasa,
4yTOOBI ciacTH €€ u pedénka ot cmeptu. Hu-
KTO HE BBI3BAJICS IOMOYb, KpoMe MsomaHb
— camMoOM IpeKpacHou U3 TpEx pouepeit: «Po-
JUTENN TONAPUIN MHE MOM IVIa3a U PYyKH.
bynna orman mHe MOE cepane U ayuIy».
YtoObl cIacTH JKU3Hb YMUPAIOLIEH KEHIIH-
HBI 1 €€ peOEHKa, OHA PelIaeT MPeIIoKUTh
CBOM T1a3a u pyku. Mmmepartop u3 no0OBH
K JIOYepH PEUIUTENbHO Bo3paxkaeT. JIrobs-
ye OTell M J04Yb HAYMHAIOT TOPHKO PbI-
nath. B KoHIle KOHIIOB Msiomans yoexaa-
€T OTLA U Nepenaér CBOM IpEeKpacHenme
Ia3a U pyKd B TOPKECTBEHHOM pHUTYyalle
— CTOSI Ha KOJIGHAX B KpPYyry cOOpaBILIUXCS
BOKpYT He€, Xop HabmogaeT 3a MsioliaHsb,
KOTJla OHA IapUT HaJ HUMHU, TEpss Ia3a u
PYKH. 3aT€M HAuYWHAETCS MMOXOPOHHAs MY-
3bika. Mnes nanHoi yactu — JKeprBomnpu-
HOLIECHHUE.

[To my3bIkaibHOMY TEMaTU3My B 274-M
TAKTE y COIPAHO XOpa U CKPUIIKU MOSBIIS-
eTcsl BOCXOZMINas ramMma, COBIIAJAOIIas
C E€BpPONEHUCKUM Ma)XOPHBIM JUATOHUYE-
CKMM JIaZIOM, HO B JpPyIMX TIOJIOCax €W
OCTPO IepeunT NoHMKeHHast VII cTyrneHs.
A cnegoM B BEpXHEM Toj0Ce€ 3BYUYUT TaK-
K€ BOCXOIs1asi raMMa, HO C pacIleIlIEH-
Hou VII cTyneHpo — OT NOHMKEHHOU 110
HATypaJbHOM.
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Mpumep Ne 3 Y. 3. «TbicAYa pyK 1 ThicAua rnas»
Example No. 3 Part 3. Thousand Arms and Thousand Eyes
“ ,“‘ (Your sacrifice is greater than the deepest sea;) - ' (Your sacrifice is bigger than the highest peak; ) . ! (Your grace warms my soul; )
e T S S S = . 5 5 35 3 L
s o =SS = Saus T ;: s H ] ! I =
A ninde fengxian, enbi hai shen, hai shen shen, ninde fu chu, en bi shan gao. shan gao gao. ninde en ging,rangwo
Chorus Gm ok R OBE B w0 # F W o A o Bk #e o ® . Gt B M MR
B 1

T T
T t

T
ninde fengxian, enbi h.ai shen, hai shen shen,

Bm & R OBHK W W woW W

ninde fu chu, en bi
& A

shan gao. shan gao en qing,rangwo
W . g

W, B

o
Y. sm o8 M M
oy e s ae e BES L oo o aaae ee 2PN SW R
Vn. I e R R e . bo—p—m @ o et
| T L — s =
K4 K4
4 4
nf 5w mp Viid mp -
.. - .. p
L. o, | =
Vn. I D R e S e e e e e e eP e FE P [ e e
. === e et = E==
z z
f £ me | o —
—— bop 2o £4 24 PF |4 ospibe > bos o5 £ oo 22 |4 . ... ., ,
Va. e o o T i ———— e s e s T i ——— PP oo
= E
nf N4 mp w mp ——
—_—==— e T - . . — LT TR T —
Ve ¢ o oo eess | o8 20 boo o | L rrrrd o e oo oo o e eoedis o
2
nf Y2 mp Vil mp _—
—_ T . i ———=
Cb. | P T —t —t—+ e — b o —oo—o-o—o—F — ™ )
. e e,
nf M mp riid mp

4. Yersépras uactb: «Can J{3en»

Tema »Toit wacTu B3siTa U3 (pecok
Hynbxyana B niemepe Ne 185. /[3eH — cek-
Ta Oynau3ma MaxasiHbl, paclipoCTpaHEHHAS
B Boctounoi A3un n npuse3énnas B Kurai
mactepoM JI3en — boaxunxapmoit. JI. fAH-
ryToB nuuiet: «VcxonHble MPUHIHUIIBI KO-
abl JI3eH (kuT. YaHb) MOJTHOCTBIO COOTBET-
CTBYIOT Oyanuiickoit corepuonoruu. CBoro
[JIaBHYIO LI€JIb MocaeaoBarenu J3eH BUasIT
(xak 1 Bce Oy AMCTBI BCEX LIKOJI M HAlpaB-
JieHui) B M30aBJICHUU OT COOCTBEHHOTO Sl
U OOHapy)XeHUU B cebe MCTUHHO CYIIETO,
MMOHMMAEMOro KakK MCTUHHAs MpUpoja Wil-
Jr030pHOTO SI»!!.

Croker JaHHOM YacTH CHEAYIOUIUH.
Bayrpu ropei CyHmasp, rme 3apoawii-
csi n3eH-OyAn3M, 3BYYHMT BOJHAs MY3bI-
Ka npupoabl. MoHaxu MEIUTUPYIOT U TO-
BTOpSItOT «Mantpy /[leBsaTn», pa3MbInuisas
o ¢unocopun xu3Hu. Mactep XyHXIHb
YUYUT CBOMX YUYEHUKOB TMPUCITYIINBATHCS
K 3ByKaM B THUILIMHE M HAOI0AaTh (POPMBI
U uxX OoTcyTcTBHE. [[poBOcek XysHHAHb U
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Mactep XyHK3Hb BEIyT KUBYIO GHIOCO]-
CKYIO JUCKYCCHIO: «T€JIO — 3TO AepeBo box-
xu», HO «boaxu, Mo cyTu, HE AEPEBO»; «KYM
— 3TO YUCTOE 3€PKaAI0», HO «yM M 3€pKajo
10 CBOEH MPUPOJIC HE UMEIOT POPMBI»; «Ua-
CTO OYHIIANTE 3e€pPKajo/pa3yM, 4TOObI OCBO-
O00ANTH €T0 OT MBLIN», HO «3EpKayio/pazym
HE MOXKET COOMpAaTh MbUIb, MOCKOJIBKY H3-
HAyaJbHO TaM HUKOI/Aa HUYEro He ObLIO.
[Tocne nebaroB Macrep XyHX3Hb OKa3bIBa-
€TCsl IIIyOOKO TPOHYT U TBITaeTCs yOenuTh
IPOBOCEKA OCTAThCS U MEAUTHPOBATH C HUM
U €r0 yYeHUKaMH.

I'maBHas MbICIb JaHHOM YacTu — J[3eH
Cpenr 3ByKOB BOABL, BeTpa U KamHs. Cepale
U IPUPOJA YEJIOBEKA SIBJISIOTCS MPUPOSION
Bbynnel. Ho coGcTBeHHO Tpmpona Bceraa
YUCTa, U YUCTOTA TIOCTUTaeTCsl yCTPAaHEHU-
€M 3arpsI3HEHUM.

Hauunaercsa «Bognas nepkyccus». Tanb
JlyHb BHEpBBIC HCHOJIB30BAJI 3Ty TEXHUKY
B BoiHOM KOHLIEpTE [71s1 BOAHOM IEPKYCCUU
c opkectpom (1998). «Bona» Bomioiaercs
B MPUYY/JIMBBIX PUTMAYECKUX COOTHOIIICHUSIX.
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Mpumep Ne 4 Y. 4. «Cap [3eH»
Example No. 4 Part 4. Zen Garden
| P <ﬂ
Timpani (22 g 73 '.‘3... -
1 Nok'.l‘ransparml Plastic Cups sim. ;‘E
: SeE====a=—c==r=sc—_——c—cc=x
Wood Blocks . . .| sim,
;‘;”'5 S S SS s ===
Percussion 3
Ees===_=_c==—-=cs=—_=a—_c=
Fish Blk.
=
mp

5. Ilaras wacte: «CyTpa cepaua»

K na3Banuio yactu Ja€Tcs MOSICHEHHE:
Conneunoe Daurnice, Mysbsika u biaroue-
cTuBblid TaHell. CIoKeT TaHHOW 4YacTH Ta-
KOB: BO BpPEMS PEAKOTO ITOJIHOIO COJHEY-
HOTO 3aTMeHHUs B mmycTbiHe [opel [Lnamenun
Menectpenb-moHax KoHrcsiH Bo3BpalaeT-
cq B JlyHbxyaH u B iyt BcrpedaeT Huny,
YMUPAIOLLYIO0 )XeHIUHY ¢ 3anana. KoHnrcsx
MOET MAaHTPbl U OXKUBIAET €€, JKEPTBYET
CBOEHM IIOCIEIHEH Kamaed BOIBI, YTOOBI
cmactu e€. HuHa OOBSICHSET, YTO IOCHE
TOTO KakK HIETKONPSAbl €€ POAHOrO ropoaa

Mpumep Ne 5
Example No. 5

of C ion, When he

Indi

(The
Solo and Chinese
Solo Alto sings the A. part
Solo Tenor sings the T. part

deeply, Saw the

yMepiH OT HEOOBSICHUMOM 3MUEeMHUH, OHA
ornpaBwiack B Cywkoy, 4TOObI coOpaTh
9T BHUJBL. Teneph ke OHa OOUTCS, UTO HE
CMOJKET 3aBEPLINTH CBOE IyTEIIECTBUE J10-
MOW Ha MOpPOTUBOMOJIOKHBIN KoHer| [IIén-
KOBOTo ImyTd. Ha cypoBoM HOYHOM MOpo3e
Konrcsan n Huna npuHuKaror Apyr K Apyry,
YTOOBI COTPETHCS U BBIKUTH, HO HuHa ymu-
paet B 00bsTusix Konrcsina.

B nmamste 00 3T0i1 Tparnueckoii Bctpeue
MOHaxu OepyT CBOU JIPEBHUE MY3bIKaJIbHbIC
MHCTPYMEHTBI M HAYMHAIOT YUTaTh «CyTpy

cepanay.

Y. 5. «Cytpa cepaua»
Part 5. Heart Sutra

of all five And the bonds that caused him suffering.)

Female Singer sing the S. part

Solo Baritone and Chinese Indigenous male Singer sing the B. part

S.A. mf dolce . — ~ —_— ~= A
I e e O e e e <=3
= t t G N P - T
R3F *
guanzi |zai__| pu_ | sa, xingshenbanruobo [luomiduo shi, |zhaojian wuyun |jie kong, duyi gie ku_| e.
TB B B [# H 8 oW M O# W 2 W ®OR H M | %% - 0o JE.
PP - b | — ~ f— A~
; == —— " e : pe— = é i
— f } = t o =5 t i
arya va lo- ki te éva ro bo dhi  satt vo
By BLET L4 #H B i LI [ [
[FlJ=60 A S
#
~ ~ =
L3
mn mn
Ve. PNt 2
h\ P 2 s - .1-)./ . i — h\ ]
o S P = > B = 2 = = =
Cb. 2 : + t t t t t t
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E. TopunnoBa xommentupyer: «Kak un
BCSIKasl MpajpPKHANAPAMUTCKasl CyTpa, JdaH-
HBIM TEKCT HE IIPOCTO MU3JIaraeT ONpeneEt-
HYI0 JOKTPHUHY, HO KaK Obl CTpEMHUTCS IO-
POAMTH B M3ydarolleM e€ yelloBeke ocodoe,
BBICILIEE COCTOSIHUE CO3HAHMS, COCTOSIHHE
HEIMOCPEJICTBEHHOIO TEpeXUBaHUs, BUJE-
HUS peajbHOCTH Kak oHa ecTb. OHa mpen-
CTaBJIIeT COOON KBHHTICCEHIUIO YUEHUS
o 3anpenenbHolt [Ipemynpoctu, cxxarbiM u
KpPaTKUM H3JI0KEHHEM €TI0 CYTH, CEpALIEBU-
Hbl. OTCIONIa ¥ HA3BaHUE CYTPH» 2.

C Havama 113-ro Takrta y cMEmaHHOTO
XOpa MPOBOJIUTCS IVIaBHAs TéMa B KaHOHE,
Y OHA MPOJOJIKAETCS /10 KOHIIA 3TOW YacTH.
CeMHUTOHOBBIN Jaja «s-103» OT es Oepércs
C IEHTPOM g (OT TpeTbel CTYNEHHU) U C IO-
BbllIeHUEM [V u V crynenen.

6. Ilecras yacts: «HupBana»

HupBana Takxke sBIs€TCS BaXKHEHIIUM
nocryaaroM  Oypauiickoil  ¢uimocoduu:
Huppana IllakpAMyHHM O3Ha4aeT MCYE3HO-
BEHHE TeJla U CyOInMMaIuIo TyId, U ¢ 3TO-
rO MOMEHTa OH BXOJIUT B COCTOsIHHE Oec-
cmeprus. s Oynnusma bynna Gonbie He
SBJISIETCSI CYIIHOCTBIO, @ CTAHOBUTCS BE3-
JECYIIUM AYyXOBHBIM yuuteneM. Cienosa-
TenbHO, HupBaHa — 3T0 BbICIIEE COCTOSTHUE
B Oymiu3me.

CroxeT JaHHOM YacTH TakoB: bynna Top-
KECTBEHHO I'OBOPUT CBOMM YUYEHHUKaM, 4TO
ckopo BoWnET B Hupsany. Bee miauyt, on-
Hako byJi1a roBopuT CrIOKOMHO M cocTpaja-
TENBHO: «KMBOI NEH3ax TaK ke MPEKPACEH,
KaK CTMXU W KapTHHbD. BIOXHOBIEHHBIE
YUEHHMKH Y4acTBYIOT B oOMeHe ¢ bynnoit ¢pu-
J0codueil KU3HU U YEIIOBEYECKOTO pa3yMa.
Bynna 3akpeiBaeT maza u yxoaut B Hupsa-
Hy. JIyHa u conHue ucueszatot. [{poxar ropsl
1 peku. Bc€ yxonuT Bo TbMy. 3BOHST KOJIOKO-
aa. Hebeca, 3emirsa, UeroBe4ecTBO BOCXOIAT
B COIPOBOKACHUY CUSIOIIEH JTyHBI.

9. A. Voxanccon Pyne 06 nnee Hupsa-
Hbl nuier: «Hactynaer cocrosHue ynos-

60

JIETBOPEHUS, B KOTOPOM HCYE3NIU BCE IO-
TpeOHOCTH U SMOIIUU, BOSHUKIIO OIIYIIEHHE
CIIOKOMHOM YJIOBJIETBOPEHHOCTH U MOJIHOTO
MHTEJUIEKTYyaJIbHOTO MPO3pEHUs. ITO — CO-
CTOSIHUE BHYTPEHHEHW CBOOOIIbI, B KOTOPOM
OTOIIIA BCSIKAsl 3aBUCUMOCTD, HE3aUIIEH-
HOCTb. DTUYECKOE MTOBEJEHUE CTAJIO BTOPOI
HaTypoOH, a OTHOILIEHHUE K IPYTUM — JIpYyKe-
Tr00MeM, IPUHATHEM H CMUPESHUEMY >,

B 295-m TaKkTe 1aHHOM YaCcTH 3By4ar CJI0-
Ba Oymamiickoii MaHTpel «Hamo Amurabxa
— HaH By ap MU TyoO (0» — «IIECTU3HAYHOE
UMsD», KOTOpPOE O3HauaeT «OEeCKOHEUHBIN
Y HEU3MEPUMBIN CBET», W «O0E€CKOHEUHBIH
U Hen3MepuMblid Bymma»'.

Mpumep Ne 6 Y. 6. «HupeaHa»
Example No. 6 Part 6. Nirvana
I I I I v
g & F F g S
4 A 4 4 K
: B A B F o
[T
o tuo fo fo
Chorus W& W A . s
= = = =
R [ N N g 7 5
1 y J—— p S— p S— T ;g " ;g "! o
) nan  wu ar mi : = 1%
i & 'l = tuo fo fo
, - - - = R #® t
vn. 1 (|{GGEE 3 ¢ ¢ A A~ =
3 = = = = 5
> » > > %
z z z z =
K
- - - - 3
Vn. I ﬁ 2 2 2 2 AL~ | =
D = = = ¥
K K d K K x
z z z z =
z
- - - - ~ ~ -
Va. 18 % : 2 2 : D s
» - » » %
z z z z =2
z
- - - - ~ ~ -
ve. BE B} 2 2 ? 5
< - - - 3
. . . . o W Y S
Cb. BE S EEErar e s I
3 :

B srom nmpoussenenuu Tanw [lyHb uc-
MOJIb30BaJl MHOIO IUTAaT U3 OyIAMMCKUX
UCTOYHUKOB. MaHTpa AMHUTaOXU — 3TO HUC-
LEJAOIAs CUila, KOTOpasi TapMOHU3UPYET
BHYTPEHHHUI MU, IapUT IPOCBETICHUE U
OCO3HAaHHOCTh BO BHemHeM Mupe'. OHa
n30aBiIgeT OT MHOTHX MOPOKOB, MPUCYIIUX
JIONAM, OYMINACT IyIly, Aejias 4YeIOBEKa
nenoctHeiM'®. Wnes PaBeHcTBa, KoTOpyro
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3Ta 4aCTh CTPEMUTCS NEepeaarb, BO3SHOCUT-
Csl, BOCXBAJISISl «IOAU OyayT JIOOUTH BCe
CyuiecTBa, W Bce OyIyT B TapMOHHMH», U
IIpa3aHyeT pacCBET NPOCBETIICHHUS.

Ha tBOpuecTBO Tanp /lyHs Bcerma BO3-
neiicTBoBana kurtaickas ¢uiocodpus. Cka-
3aJ1aCh OHA Y HA KOHLIETII[UY CUHTE3a KUTal-
CKOW M 3alaJHOM MY3bIKaJIbHOU KYJIBTYPHI,
Ha UACOJOTMYECKON U TEOPETUYECKOU CH-
CTEMax COBPEMEHHOM KUTAaHCKOM MY3BIKH.
Komnosutop xoder mepenenarb M pPEKOH-
CTPYMpPOBaTb IIOHATHE «OPHUECHTAIU3MY,
IyOOKO YKOPEHUBIIEECS B yMaX 3alaJHbIX
aroneld, o00CHOBaTh HOBOE MOHUMAaHUE U
npeacrasieHue o0 Bocroke — «HeoOpueHTa-
My,

3aHOBO HCCIEAOBATH TO, 4YTO JIOJNTO€
BpeMst OBbLIIO MOABEPKEHO MAapTrUHAIU3AINN
Y YHWKEHUIO NOJ JABJICHHUEM JOMHHHPO-
BaBILIETO 3aI1aJIHOI0 TEr€MOHUCTCKOTO JUC-
Kypca, 3aHOBO OTKPHITH JJs1 ce0si 0Co0yIo
LHEHHOCTh MHOTI00Opa3HOr0 MECTHOIO J0-
CTOSIHUSI — MUCCHSI COBPEMEHHOTO MOKOJIE-
Hus Kuras'®,

B ncnons3oBaHuM My3bIKalIbHBIX Mare-
puanoB Tanb [[yHb CTpEMUTCS K KOHUENIUN
«OPraHUYECKOU MY3BIKM» U «ECTECTBEHHON
MY3bIKW», HCIOJb3Ysl €CTECTBEHHBIE 3BYKH
B Ka4eCTBE MAaTepUajioB I COKpAIICHUS
PACCTOSHUA MEXAY MY3bIKOW M JKU3HBIO.

3TO B3aMMOJEHCTBHE MPUPOJIBI M YETIOBEKA
KOMITO3UTOP MepenaéT B CBOMX MPOU3BEIe-
HUSIX, B YACTHOCTH, Y€pe3 3BYKH BOJbI, 110~
pox Oymarw, CTyK KaMHeH, rmenue nruil'” [3].

Kaxnas ¢pecka B Morao JlyHbxyaHs —
9TO ONBIT YEJIOBEKA Ha KapTUHE, HECYIIHH
BEpY, COCTpalaHue M MOJHTBY 3a OymyIiee.
Konnenuust oprannueckoit My3bIKH, HpO-
HU3bIBAIOIIAs HJICOJIOTHIO KOMITO3UTOPA,
CBsI3aHa U C JAOCHU3MOM, HO B HE MEHBIIICH
CTereHu 00ycCioBlIeHa OyIIUCTCKON (huiio-
codueii [4]. Taup [dyHp roBoput: «5 cum-
tato, 4yro “JlyHpxyaH: Ona MHIOCEPAHIO
(bynauiickuii maccwoH)” sBISETCS MPOO-
HeIM 3TIofOM. [louemy, korma pabotaemib
C MY3BIKAHTAMHU W3 PA3HBIX CTPaH, y BCEX
BO3HHMKAET Takou riryookuit pesonanc? Ilo-
TOMY YTO AYyX U My3bIKa OJIMHAKOBBIL. <...>
Pa3Hble sS3bIKM — 3TO TPOCTO pa3HbIE 3BY-
KOBBIC CHTHAJIBI, a SMOIMH, KYJIbTypa W
yOeXKICHUS Ha CAaMOM JIeJie OTMHAKOBBI».

B name Bpems commanbHas amganTaius
CUMTaeTCd 4pe3BblYaiiHO BaxkHOU. OOmie-
CTBO cuMTaercs Oosiee BaKHBIM, YeM JINY-
HOCTh. [lepBocTenenHas 3agada KakKIOTo
YyeJioBeKa — HAalTH CBOE MECTO B 00IIECTBE
u paboTars Ha Omaro obmectBa’'. B coBpe-
MEHHOM MHpE HEHW30eXKEeH B3aUMOOOMEH
MY3BIKOW U €€ B3aUMOMHTETPAIlHs B CAMbIX
pa3HooOpa3HbIX Gpopmax.
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Hngopmayus 06 asmope:

Jlo CuHbI3e — concKaresb Kapeapbl MEXIUCIMIUIMHAPHBIX CIICIIMAIA3AIUN MYy3bIKOBEIOB.
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ABaHrapgHble napTUTypbl
KaK npenmeT Xy40oXXeCTBeHHOM UHTepnpeTauum
B COBPEMEHHOM POK-My3biKe

Anacracus OpbeBna Ci100014nkoBa

Pocmosckas cocyoapcmeennas koncepsamopus umenu C. B. Paxmanunoasa,
2. Pocmog-na-/{ony, Poccus,
slobodchikova.rgk@mail.ru, https://orcid.org/0000-0003-3313-4155

Annomayusn. XynoxecTBEeHHas UHTEPIIPETALMSI IPOU3BEACHUN aKaJeMUUECKIX KOMITIO3UTOPOB
— HEOTHEMJIEMbIII KOMIIOHEHT OTJIEIbHBIX CTUJIEBBIX HAIPABIECHUI POK-MY3bIKH, 0003HAYCHHBIN
emté B 1960-¢ robl Ha caMmoM paHHeM 3Tare e€ hopMupoBaHus. Ha ceromHsmHmii 1eHs pa3HoTo poaa
MIEPENOKEHUS, TPAHCKPUIILIUH U a1 TalliH, HApsly C IUTUPOBAHUEM, COUMHEHU I Pa3HBIX IEPUOIOB
— OT CPEAHEBEKOBOM MY3BIKH JJO COBPEMEHHOM KOMIIO3UTOPCKOM — HE TEPSAIOT CBOEH aKTyaJIbHOCTH
U OCTAIOTCSI YaCThIO UCIIOJHUTEILCKON MPAKTUKKU POK-MY3bIKaHTOB. B maHHOM cTarbe peub HAET O
nuanore ¢ My3blkoi XX Beka, IpU HHTEPIPETALMU KOTOPOU Xy0KECTBEHHBIE KAYECTBA HE TEPSIIOT
CBOCH IICHHOCTH, a, HAIIPOTHB, TIEPEOCMBICITUBAIOTCS, oOoramaroTcs. B anp0oMax ucnoaHUTEneH
MIPOTPECCUB-POKA, J1Ka3-poKa, (bIOKHA, aBaHT-POKAa IMO-HOBOMY OCO3HAETCS KOMIIO3HTOPCKAs
My3bika XX Beka, HaYMHas OT UCIIOJIb30BAHUS KPAaTKUX ()parMeHTOB, 3aMMCTBOBAHHBIX B KAUECTBE
HUCTOYHMKA TeMaTH3Ma, 3aKaHuMBas BOCCO3/IaHHMEM KpYIHBIX IMKIMYeckux ¢opM. Bmecre
C TEeM Ba)XKHBIM aCIIEKTOM TBOPYECTBA OTICIFHBIX MY3BIKAaHTOB SIBIISICTCS MHTEPEC K BepOaIbHBIM
MapTUTypaM aBaHTapJla WIH CIIOHTAHHO-UMIPOBHU3AIMOHHBIM (hopMaM MHUHHMAJIH3Ma, KOTOPBIE
00MajaloT MUPOKUMU BO3MOXKHOCTSAMHU JUISl MCHOJHHUTENBCKUX TPAKTOBOK M IPOBOLUPYIOT
MOSIBJIEHUE POKOBBIX MPOUYTEHHUI. POK-My3bIKaHTbI, OTTAJIKUBAsICh OT aBAaHT'APAHBIX MY3bIKaJIbHBIX
TEKCTOB, CTPEMSTCS K CO3/IaHUIO CAMOCTOSTEIBHOTO XY/I0’KECTBEHHOTO IIEJIOr0, KaK B Clydyae
¢ ainsoomoM /n 0 to o« rpynnel ACID MOTHERS TEMPLE & THE MELTING PARAISO UFO,
KOMITO3ULIMU KOTOPOTo HanucaHbl B onope Ha /n C T. Paitnu. B 3akntouenun paccMoTpeH ainboom
Goodbye 20th Century rpynnsl SONIC YOUTH ¢ u30paHHBIMU COYMHEHUSIMU KOMITO3UTOPOB-
asanrapauctoB (C. Paiix, K. Kapapro, K. Bomed, [x. Keiimk, 1. OnuBepoc), KOTOpBIA cTaj
BaYKHBIM ATAallOM B UICTOPUU FKCIIEPUMEHTAJIBLHOTO POKa pyOexa BEKOB.

Kniouegvie cnosa: aBaHrapzi, MUHUMAIIU3M, TIOCT-POK, SKCIIEPUMEHTAIILHBIN POK, HHTEpIIpETaLus,
peuntepnperams, SONIC YOUTH, ACID MOTHERS TEMPLE & THE MELTING PARAISO UFO

na wumuposanun: CrnobonuukoBa A. HO. ABaHrapanble NapTUTYphl Kak HpPEAMET
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Abstract. The artistic interpretation of musical works by academic composers is an integral
component of certain styles of rock music, identified back in the 1960s at the very early stage of'its
formation. At the present time, various arrangements, transcriptions and adaptations, along with
quotations of works from different periods, from medieval music to contemporary composer's
music, have not lost their relevance and have remained part of the performing practice of rock
musicians. This article is about the dialogue with 20th century music, in the interpretation of
which the artistic qualities have not lost their value, but, on the contrary, have been reevaluated
and enriched. In the albums of progressive rock, jazz-rock, fusion and avant-rock performers,
20th century contemporary composers’ music is cognized in a new way, from the use of short
fragments borrowed as a source of the musical thematicism to the recreation of large cyclic forms.
At the same time, an important aspect of the artistic creativity of individual musicians is their
interest in verbal musical scores of the avant-garde trends, as well as spontaneous improvisational
forms of minimalism, which have had ample opportunities for performing interpretations and
have instigated the emergence of rock interpretations. Rock musicians, stemming from avant-
garde musical texts, have tended to create a self-sufficient artistic integral entity, as in the case
of In 0 to oo by ACID MOTHERS TEMPLE & THE MELTING PARAISO UFO, the structures
of which have been based on Terry Riley’s /n C. In conclusion, the album Goodbye 20th Century
by SONIC YOUTH with selected works by avant-garde composers (Steve Reich, Cornelius
Cardew, Christian Wolff, John Cage and Pauline Oliveros), which has formed an important stage
in the history of experimental rock at the turn of the century, is examined.

Keywords: avant-garde, minimalism, post-rock, experimental rock, interpretation,
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4yecTBa ABISIOTCS TaKue mpocTeimue T 0e3 u3MeHeHHi (B aJanTallu OH, KpoMe
GopMbI AMaNora ¢ KJIACCHKOW, KaK  TOroO, MOJIBEPraeTcs ymnporieHuro)»'. Hapsamay
NEPENIOKEHUS, TPAHCKPUIIIUK, aJanTallii, C 3TUM JII00ble MHTEPTEKCTyalIbHBIE CPEICTBA
IJ€ «MY3bIKAJBHBIM Marepuan Kilaccuue- B IPOLECCE MPUCBOEHUS M IMOCIEIyIOIIEeH

B POK-MY3bIKE Ba)KHBIM aCIIEKTOM TBOP-  CKOM IbECHI IEPEHOCUTCA “‘TIOCIOBHO”, MOY-

65



Mpobnembl My3bikanbHon Hayku / Music Scholarship. 2022. Ne 2

G/ﬁ\

repepabOTKH BEICBOOOKTAIOTCS OT CEMAaHTH-
YECKOro «0araka» M CTaHOBSTCS OJAHHUM W3
CIIOCOOOB KOHTaKTa C HOBBIMU CEIMEHTAMH
ayTUTOPHH, KaK U B CIIy4ae C )KaHPaAMH «KYJTb-
TYpbl PEMHUKCOB». Mba11an, peMuKe, COMILIU-
pOBaHKE, UHTEPIIONIALNS — BCE OHU CBSI3aHbI
C oOpamieHreM W TOCIEAYIOIUM TPUCBOE-
HUEM PaHEE CO3AAHHOIO APYTUMHU aBTOpaMH
MY3bIKaJIbHOTO MaTepuana. OOmKUM B 3TOM
MpoIecce SBISETCS HACHIIICHHE COYMHEHHM
MacCOBOI MY3bIKH OOMJIMEM «IIMTAT, JIEMEH-
TOB, 3HAKOB M CUMBOJIOB, KYJBTYPHBIX KOJIOB,
PUTMHUYECKHUX CTPYKTYp, CETMEHTOB aHOHUM-
HBIX (HOPMYII, TPOUCXOXKICHUE KOTOPBIX 3a4a-
CTYIO TPYIHO OOHapyXHTb», UTO JEJIaeT UX
TUIUYHBIME 00pa3iiaMy TOCTMOIEPHUCTCKOM
acteTuku (1uT. mo: [1, c. 198]).

JleCTpyKTUBHOE JBH)KEHHUE «B CTOPOHY
K MCKYCCTBEHHO HaBSI3aHHOM MEHWHCTPUM-
HOCTHM, KpPOCCOBEpa MU KOMMEpLHAIN3ALHUU
Marepuana» B nepuon 1990-2000-x romos
B KOHEYHOM CU&TE€ MPUBEIO K TOMY, YTO PbI-
HOK 3BYKO3AIlUCH «Ha4daJl BOCCTAaHABIMBATh
yTpaueHHbIE CBOWCTBA, BCE dHalle OTAaBas
MPEIOYTEHUE HOHKOH(OPMHUCTCKHM 00pas-
[IaM COBPEMEHHOM KOMIIO3MIIMM, aBaHTapi-
HBIM JKCIIEPUMEHTaM M CMEJIbIM HHTEpIIpe-
tarusiM»’. CBUIETEILCTBOM 3TOMY SIBIISICTCSI
cToiikuil TpeH ot Hadasia X X1 Beka Ha yBenu-
YeHHe 4Yucia anbO0OMOB HCIOJIHUTENEH Tpo-
TPeCcCHB-, Ka3-poka M (DHIO’KHA C ITUTATaAMH
U ajanTalusMU IPOU3BEJIECHUN aKaJeMuye-
CKOro apaHrapjga u MuHuMmaimsma. Cospe-
MEHHBIE TEXHOJIOTHH CTPUMHHTA, TI0 yTBEPXK-
nennro @. Illaka, ¢ 2010-X To0B aKTUBHO
y4acTBYIOIIME B TPeOOpa30BaHUU LUPPOBOI
Cpenpl, CTUMYIHPYIOT TIOSBICHHE CMEIbIX
HEKOMMEpPUYECKUX TBOPUYECKMX HAuMHAHUU
B MaccoBOM MY3BbIKE [2].

Tak, Ka3-poKoBOi 00pabOTKe MmoaBepra-
eTcs yeTBépTas yactb GoprennaHHON COHATHI
Ne 1 A. Xunacrepsl B TBopuectBe POTTER’S
DAUGHTER (counnenne Movement IV u3
ansooma The Blind Side, 2018). Kommnosurop-
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CKO€ TBOPUYECTBO XX BEKA TAK)KE BBICTYIIAET
HCTOYHUKOM TEeMaTu3Ma JJIsi UMIPOBU3ALU-
OHHBIX JkeMOB B anboomax LIGRO. B onnom
ciydae B counHeHuu Stravinsky (With Bach
Intro) BapuaTuBHO pa3padarbiBaeTcs «JI€rkas
nbeca u3 At Ho» . CtpaBuHCKOTrO, Npea-
Bapsiemas TpetbuM Jlyonem u3 [laptuter mis
ckpuniku Ne 1 1. C. baxa (BWV 1002) B nepe-
JIOXKEeHUH Jy1s Oac-rutapsl (ansbom Dictionary
2, 2012). B npyrom — B o011iee TeMaTHIECKOE
pazButue kommnoszuumu The 20th Century
Collaseu BoBiekaroTcsi (hparMeHTbl MY3bIKU
HOBOBEHCKOW HIKOJBI — CTPYHHOTO KBapTeTa
op. 28 A. BebepHa — 1 anoKaJIUNTHYECKOTO
«KBaprera Ha koHen Bpemenw» O. Meccu-
ana (amebom Dictionary 3, 2015). IIporpec-
CUB-POKOBbIE TPAHCKPUILUU (HOPTENHUAHHBIX
counHeHu b. baproka coCTaBIsIOT OCHOBY
copepxanus anpooma Bartok In Rock (2017)
rpynnbel DIALETO, xoTopblil cogepKuT 4a-
CTH CIOUTHI «PyMBIHCKHME HapOIHBIE TaHIIBD,
OTAENbHBIE HOMepa u3 «MUKpPOKOCMOCa»
(Ne 113 1 Ne 149) u cOOpHUKOB AETCKUX MbEC
(sz. 39 u sz. 42). HakoHen, KpyIHbIe ITUKIH-
geckue (OPMBI ONPEICISIOT COACPIKAHHUE
aBaHT-poK-a’ab0oMoB. [{ukn «3Haku 3onua-
ka» K. IlITokxay3eHa JI€r B OCHOBY ajbOoma
Zodiaco Elettrico Aidoru Performs Karlheinz
Stockhausen s Tierkreis (2012) s3xcnepuMeH-
TanbHOM wuTanbsHCKoW rpynnel AIDORU.
JIBeHaaaTh CEpUUHBIX MEIOJNM, HAlWCaH-
HBIX HEMELKHUM KoMMo3uTopoM B 1975 rony
VTS MEJIOAUYECKOTO U (MJIM) TAPMOHUYECKOTO
WHCTPYMEHTA, AT OOJBIIYI0 CBOOOMY IS
TeMOpOBBIX HHTEpIpeTanuii. C MOMEHTa Co3-
JaHUs IIUKJIa MHOTHE UCTIOJIHUTENH, aHCaMO-
T U OPKECTPHI MPEACTAaBWIA COOCTBEHHEIC
Bepcuu counHeHusi. B pok-Bepcun AIDORU
«3Haku 3o01uaKay 3BydaT CBEXKO U CBOEOOpas3-
HO Onarozapst TOMy, 94To 00JeKaroTcs B hopMy
Ha CTBIKE J[Ka3a, pOKa M COBPEMEHHOW aka-
NEMUYECKON KOMIO3ULMU. bepe:kHOe U BHHU-
MaTeIbHOE OOpalieHne ¢ MEePBOMCTOYHUKOM
CIOCOOCTBOBAJIO HEKOEH HMHTEIUIEKTYaIbHOM
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CIOKHOCTH i1l BOCHPHUATHS JAHHOTO OpHU-
TMHaJbHOTO counHeHus. ['oBops o cmoco-
0c mpeoOpa3oBaHUs HMCXOMHOTO MaTrepHala,
B JIaHHOW paboTe MOXKHO MPOBECTH OMpeIe-
N¢HHBIE aHaJoruM ¢ Gopmoii koHTakTa ELP
¢ muksioM M. Mycoprckoro. B o6oux cimyuasx
Hapsaxy ¢ Oonee mpocToit (opmoii mapadpa-
3a, CBSI3AHHOW C MpeoOpa3oBaHUEM OTAEIIb-
HBIX CPEJICTB MY3bIKAJIbHOM BBIPA3UTEIHHO-
CTH, UIMEET MECTO OTXOJ OT MEPBOMCTOYHHUKA
u nepexof, no tepmuHonoruu B. Ceiposa,
K CBOOOIHOM MHTEPIPETALIUN’.

3nech cieayeT BCIIOMHHUTH TOT (DAaKT, 94To
MHOTHE HpuUMepbl My3blkn XX BeKa, Hallu-
CaHHOUM C KCIOJIb30BAHUEM HOBEHWIIUX TEX-
HUK KOMIO3ULHMHU, MPEIIOoNaraloT OTX0J OT
TpaJUIIMOHHON HOTHOH (pukcaru. ['paduue-
CKHE W BepOaJIbHBIC MAPTUTYPHI aBaHTapIa,
CIIOHTAHHO-MMIIPOBU3AIMOHHBIE (POPMBI MH-
HUMaliu3Ma 00J1aal0T MIMPOKUMHU BO3MOXK-
HOCTSIMU JJISl MCTIOJTHUTEIBCKUX TPAKTOBOK.
B stom cnydae Takue npocTredmiue pasHo-
BUJIHOCTU JIMAJIOTa POK-MY3BIKM C KJIACCHU-
KOM, KaK TepeNIOKECHUs, TPAHCKPHUIILUK U
aJlanTaluy, HUCKJII0YATCA, YCTylas MeCTO
CBOOOJHOM MHTeprpeTanuu. Bmecte ¢ Tem
KO MHOTUM MOJOOHBIM OIBITAM COBPEMEH-
HOTO XYJ0’KECTBEHHOTO TBOPYECTBA MOXKET
OBITh IPUMEHEH TEPMUH peunmepnpemayus
— «(pOpMUPYIOITUI 3aHOBO TOHITHE UCTHUHBI
aKT, B pe3yJIbTaTe KOTOPOTr0 NEPBOUCTOUHUK,
MOCITY>KMBIIIAHN ‘‘TOYKOM OMOpHI” B paboTe Xy-
JOKHUKA, TOJBEPraeTcsi TOTAJIbHOMY Iepe-
ocMbIcTIeHnION*, OOpallleHue K aBaHTaPIHBIM
TEKCTaM CBSI3aHO C MEPEOCMBICIICHHEM KJlac-
CUYECKOM MY3BbIKAJIIBHON TpaJuIMU, CO3/a-
HUEM Ha OCHOBE NEPBOMCTOYHUKA CAMOCTOS-
TEJIBLHOTO XyJA0KECTBEHHOTO LIETIOTO.

Kommnozumus /n C T. Paitnu, oka3aBiia-
CA HAa TEPEeKPECTKE MHOTHX KYJIbTYPHBIX
teHaeHuu 1960-X, COAEpKUT 3HAYUTEINb-
HbII MOTEHUMAN Uil penHreprperaunid. He
YIUBUTEIBHO, YTO KJIACCHKAa MHHUMAaIU3Ma
Halula MECTO B MCIOJHUTEIBCKOM Mpak-
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TUKE POK-MY3BIKAHTOB JKCIEPUMEHTAIb-
HBIX HAINPaBICHUNA — apTU3HMPOBAHHOW NaHK
rpynnsl - STYRENES  (2002), ancamOns
DESACCORDES (2005), 06beIMHSIOMEro
B CBOEH MY3bIKE 3JIEMEHThI Pa3HbIX CTUJIEH —
oT (pprOKHA 0 aBaHTap/a.

OTaenbHOrO  pacCMOTPEHUSI  3aCILyXkKH-
BaeT TBopueckuit ombit ACID MOTHERS
TEMPLE & THE MELTING PARAISO
UFO — coBpeMeHHOW pOK-TPYIIIbI, CKIOHHON
K INCUXOJIEINYECKUM 3KCIIEPUMEHTaM U Me-
JUTAaTUBHBIM MpPAaKTHKaM B Jyxe 60-X ronos
XX Beka. B mpoureHnn My3bIKaHTaMHU Ha-
3BaHHOU rpynnsl counHeHue /n C 1968 rona,
HaxoJsIIeecss Ha NEPeKPECTKE MHOTUX KYJIb-
TYpHBIX TEHJICHIIMH, MPEICTaBICHO CKBO3b
npu3sMy TeX CTUJIEH MacCcOBOM MY3bIKH,
B CTAHOBJICHHM U Pa3BUTHH KOTOPBIX MUHU-
MaJi3M ChITpall 3HAYUMYIO POJib, & UMEHHO:
SMOUEHT, APOYH, CIEeHUC-POK, OCT-POK, HON3-
pok. B mpopomkeHne sKCIEpUMEHTa B TOM
ke aapoome 2001 roga ¢ OMHOMMEHHBIM Ha-
3BaHMEM IPHUCYTCTBYIOT KOMNO3ULMHU [n E u
In D, conep-xaniue yepTsl npousBeieHus Paii-
JY ¥ aTpuOyTHl IEPEYNCICHHBIX CTHIICH Mac-
COBOM MY3bIKU. DTO HE TPaJIULINOHHBIE IECHU
U He JKa30Bble JKkeMbl. OHU MPEICTaBISIOT
co00i1 MpoTsHKEHHBIEC TIpOIecCyalibHbIe (hop-
MBI, Pa3BUTUE B KOTOPBIX OCYIIECTBIISETCS
yepe3 MOCTENEHHYI0 TpaHC(HOPMAIUIO dJIeK-
TPOHHOTO COHOpA C JAJ0BOM OMOPOM HA OC-
HOBHOM TOH, YKa3aHHBIN B Ha3BaHUH.

BHOBb K auanory ¢ KJIacCHUKOM MUHU-
Maimusma MysslkaHTel ACID  MOTHERS
TEMPLE & THE MELTING PARAISO UFO
BepHynuch B 2010 romy. Ansbom In 0 to o
COZCPKHUT YETHIPE COYMHEHUS, HATTMCAHHBIX
c onopot Ha In C — In 0, In A, In Z, In .
B In 0 noMuHupyeT CTUIMCTHKA CIEHC-pOKa
¢ €€ «KOCMHYECKHMM» CHHTE3aTOPHBIMU (-
¢dexramu. OcHOBY In A cocTaBISeT 3aUMCTBO-
BaHHBINA U3 «OypronHoro» cruis JI. Sxra ry-
JSIIANA TOH, Ha (POHE KOTOPOTO UMUTHPYIOTCS
MaHUMYJISIUA C MarHUTO(GOHHOUW JEeHTOM
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B JlyX€ KOHKPETHOU My3bIKU. B /n Z miaBen-
CTByeT (pHu-IKa30Basi CTUINCTHKA, JOTMOJI-
HEHHass OOWJIMEM ODIIEKTPOHHBIX 3S((EeKTOB.
Hakonen, /In o cymmupyer OCOOCHHOCTH
IPEIIECTBYIOIINX KOMIO3HUIIMNA, BBICTYyMas
PE3yNBTUPYIONIMM UTOTOM pa3Butusi. B 1e-
JIOM counHeHUs anbooma In () to oo oTHyaeT
XapaKTepHbI CUHTE3 aHaJIOTOBOTO M IH(pO-
BOTO 3BydaHus. Taxke OOIIKUM JIJIs1 KOMITO3U-
Ui anpb0OMa BBICTYMACT MPUEM JOBEIACHUS
B KYJIbMUHAIIMOHHBIX 30HaX J0 CYyILECTBYIO-
HIUX MPEAESIOB TUHAMHYECKUX U TEMOPOBBIX
BO3MOYKHOCTEW 3JICKTPOHHBIX WHCTPYMEHTOB
U BBIJBW)KCHHE Ha IMEPBBIM IUIAH UX LIYMO-
BOTO KOMIIOHEHTA. DJIEKTPOTUTapa, 3By4aHue
KOTOpOi (hOpMHUPYETCS MHOTOUMCIICHHBIMH
netasaMu  3PQexToB (O6I0KOB IPPEKTOB Ha
MyTH MPOXOXKACHUS 3BYKOBOTO CHTrHana), Oe-
pET Ha cebs poilb TeHeparopa HMCKaKCHUH.
OTOT HOW3-POKOBBIM KOMIIOHEHT HpUOJIMKa-
et TBopueckue uckanus ACID MOTHERS
TEMPLE & THE MELTING PARAISO UFO
K IITyMOBOM MY3bIKE, BO MHOTOM Oepy11iei CBOE
Hadaso emé ot Manudecta Jlynmku Pyccomo
«MckycctBo mymoB» 1913 roga (mompobHee
cMm.: [3]). BmocnenactBum crnenm@uyuecKuii
LIYMOBOM KOMITIOHEHT OKa3aJICS CBOMCTBEHEH
Pa3HBIM SIBICHUSM MCKyccTBa XX BEKa — Ha-
YHHas OT My3bIKaJbHOTO (hyTypusma (M. Ma-
TIOUINH, A. ABpaaMOB), KOHKPETHON MY3bIKH
(I1. [Teddep, I1. AupH) 1 BILIOTH 10 HATIPAB-
JIEHUI MacCOBOM MY3bIKU (MHIACTpUAN).
Cpenu My3bIKaHTOB, BOIUIOIIAIONINX JaH-
HYIO TE€HCHIIUIO, OTACTHFHOTO PACCMOTPEHHS
3acinyxuBaetr pok-rpynna SONIC YOUTH,
CMEJIO SKCIIEPUMEHTUPYIOLIAsi C MYy3bIKajlb-
HBIM SI3IKOM, HHCTPYMEHTapueM W HCIIOJI-
HutenbckuMu npaktukamu. SONIC YOUTH
ObLTa B aBaHTap/ie POK-3KCIIEPUMEHTOB C MO-
MeHTa cBoero aedrora B 1981 rony Ha dectu-
Banie Noise Fest B Uct-Bummnmxk. Bo Bpemst
BBICTYIUICEHUSI ~MY3BIKAHTBl ~ HMCIIOJIb30BaJIH
OapabaHHbBIC TAJOYKH, KOTOPHIMU OTOMBAIH
PUTM Ha 3JIEKTPOruTapax, MOATOTOBIEHHBIX
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C TIOMOIIBbIO OTBEPTOK, 3aKATBIX MEXKIY CTPY-
Hamu. MlHTepec kK Moau(UKaMu UHCTPYMEH-
TOB CTaJI CJIEACTBUEM COTPYIHUYECTBA TUTAPH-
ctoB T. Mypa u JI. Panansno ¢ amepukaHCKuM
KoMIo3utopoM-aBaHrapaucroM I. Bpankowm,
U3BECTHBIM CBOMMH OPHUTMHAJIBHBIMUA H30-
OpeTeHHnsIMH B OOJIACTH IIIyMOBOW MY3BIKH
C ONOpOM Ha MHHHUMAJIMCTCKYIO JSCTETHUKY.
B cocraBe ero anekrporutapHbx aHcamosei
ObUTM WHCTPYMEHTHI, CIIPOCKTUPOBAHHBIC H
MIOCTPOEHHBIE CAMUM KOMITO3UTOPOM.

OTOT OmBIT M OKa3zaJl BO3ACHCTBUE HA
ctuib rpynnsl SONIC YOUTH, xapakrepu-
3YIOUIUIICS OCO3HaHHBIM MCIIOJIb30BAHUEM
1IyMa, JOBEICHUEM €r0 TMHAMUYECKHX Mapa-
MeTpoB a0 npenenos. [IIupokoe npumeHeHue
MCKa)XEHHBIX 3By4YaHUH, TUTapHOTO 3 dekTa
«JIUCTOPILIH», TOCTOPOHHUX LIYMOB, UCXOIs-
IUX NMPEUMYLIECTBEHHO U3 HEKOHTPOJIUpYE-
MO 0OpaTHO# CBSI3H, CO37aBACMOM IEKTPO-
TUTAPOU U YCUIUTENEM, — OJIHA U3 TEHICHIIUHN
HOM3-poKa, HAOWPAIOMIEr0 MOIMYJIIPHOCTh
B 1980-x rogax, B pycie KOTOPOro HauMHasa
cBoro pearenpbHocTs SONIC YOUTH.

Ha nporsoxkennn nmoutn Tpéx necATHICTHN
rpyIIa NeperviaBisieT YepTbl HOM3-poKa, MaH-
Ka, MPOrPeCcCUB-pOKa, XapaKopa, Qppu-mxasa,
AKCIEPUMEHTAIILHOU 3JIEKTPOHUKH B MH/IUBH-
IyalbHbI MYy3bIKaJIbHBIM SI3bIK, XapaKTepu-
3yrommiicsi, comacHo Jl. Xutnepkcy, nmucco-
HAHTHOCTBIO MY3BIKQIBHON TKaHU ((axTyphl,
rapMOHHUM ) ¥ CTIEUU(HUYHBIM HCKKEHUEM TEM-
Opa snekrporutapsl [4]. ITo cinoBam uccneno-
Barelid aBaHT-poka b. Maprtuna, ctuins SONIC
YOUTH BOupaet otnenbHbIe KauecTBa COUYH-
HEHUH aBaHrapJHOro kommosutopa JloHa
Kelimpka, kaHaICKOTO TUTapUCTa, UCTIOTHUTE-
751 1 aBTopa neced Huuna SHra, ¢ppu-mxa3oBo-
ro nua"ucra u komnosutopa Cecuna Teinopa
u rpyrnsl VELVET UNDERGROUND, ¢op-
MUPOBABIIEHCS 110]] BO3AECHCTBUEM aMEPUKaH-
CKOTO MY3bIKQJIbHOT'O MUHAMAJIH3Ma’. AJTbOOM
Goodbye 20th Century (1999) siBuics uTorom,
CYMMHUPYIOIIUM OIIBIT OOIIEHHS MY3BbIKAaHTOB
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OTOW POK-TPYIIIBI C COBPEMEHHOW aKaJeMH-
YECKOM MY3bIKOM. Becbma npumMeyarenbHo co-
Jiep)KaHue aibooMa:

1. K. Bynd. Edges

2. JIx. Keitk. Six (3rd Take)

3. II. Omusepoc. Six for New Time (For
Sonic Youth)

4. T. Kocyru. +—

5. 1. Ono. Voice Piece for Soprano

6. C. Paiix. Pendulum Music

7. Ax. Tennn. Having Never Written a
Note for Percussion

8. Jx. Kenimk. Six (4th Take)

9. K. Bynd. Burdocks

10. Ix. Keitmk. Four®

11. Ix. Mauynac. Piano Piece No. 13
(Carpenter s Piece) (For Nam June Paik)

12. H. Cnonumckuii. Piece enfantine

13. K. Kapneto. Treatise (Page 183)

AnBO0OM COIEPKUT UCTIOIHUTEIbCKIE UH-
TEPOpPETALMA TMPOU3BEICHUN aBaHrapIHbIX
KOMITO3UTOPOB (IIPEUMYILIECTBEHHO aMEpH-
KaHCKOTO MPOUCXOXKICHHS), TEX aBTOPOB, KO-
TOPBIMU YYaCTHUKH KOJUIEKTHBA BJIOXHOBJIS-
JUCh HA MPOTSHKEHUH MHOTUX JIET B TEUCHHE
cBoero TBopueckoro nmytu. K npoueccy pado-
THI Ha/T IUCKOM OBUTH TIPUBJICYCHBI HECKOJIBKO
MIPEACTABUTENIE COBPEMEHHOW aBAHTAPIHOMN
My3bIKaJIbHOM ClEHBI — KoMIto3uTop K. Mapk-
JeH, NEpPKyCCUOHUCT Y. BuHaHT, 3ByKOpe-
JKHCCEP U My3bIKAIbHBIN npoarocep Y. Tupe.
Kommnoszutopsr T. Kocyru u K. Bonbd nuuno
MPUCYTCTBOBAJIM BO BpeMs 3aIllUCH UX COYHU-
HEHMI, /1aBas CBOM PEKOMEHJALMM OTHOCH-
TEJIbHO OCOOEHHOCTEW HHTEPHpPETAluH, YTO
JUTSL POK-MY3bIKAaHTOB OBLIO BEChMa IIEHHO.

Marepuanom aap0oma u30paHbl B OCHOB-
HOM aJeaTOPUYECKHE KOMIIO3ULUH, MPEATIO-
Jararouye MUPOKHUE BO3MOXKHOCTH ISl MX
uHTeprpeTanuu. YacTb U3 HUX MPEACTaB-
aseT coboil BepOanbHbIM TeKCT (Pendulum
Music C. Paiixa, Piano Piece No. 13 ]JIx.
Mauynaca, Voice Piece for Soprano Y. Ono),
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Ipyras 4acTh KOMITO3UTOPCKHUX TEKCTOB —
rpadpuueckue mapturypel (Treatise. Page
183 K. Kapapro, +— T. Kocyru), Hakoner,
TPEThsl TPyMIa WHTEPIPETUPYEMBIX TEKCTOB
MOCTPOEHA Ha OCHOBE pa3HBIX KOMOMHAIMN
C TPaAULMOHHOW MY3bIKAJbHOW HOTALUEH
(Edges, Burdocks K. Bonbsha). B nienom xe
OOJNIBIIMHCTBO COYMHEHUH, COAEPIKAIIUXCS
B aibOOMe, — 3TO KOMITO3ULIUU C OTKPBITHIM
WHCTPYMEHTAapHEM M Pa3HOW CTETICHBIO He-
OIpeAENEHHOCTH, YTO MPEANOIAracT 3HAYM-
TEJIbHYO J0JII0 UMITPOBU3AIIMOHHOT0 HayaJa,
npucyuiero ctwiro SONIC YOUTH.
YnomsiHyTass OTKPBITOCTE (OPMBI U HE-
omnpefeNéHHOCTh MaTepuaja CO3ByYyHa KOH-
HENIUsAM TPOBOKAIMOHHOTO HEOAaIancT-
CKOTO JBIDKEHHUS (DIIOKCYC, My3BIKaJbHbBIE
neppopMaHChl KOTOPBIX TaKXKe IMpeacTaBlie-
HBI B anbOome: 310 Voice Piece for Soprano
1. OHo u Piano Piece No. 13 . MadyHaca,
BBIXOJSIIIIME «3a PaMKH XYI0KECTBEHHOTO,
npuHUMas GopMy HEUCKyCcCTBa» (IUT. TIO:
[5, c. 79]). B oboux ciydasx 3T0 «HHCTPYK-
TUpYIOLIUE) BepOaIbHbIE MaPTUTYPbI, IPEI-
Jararone UCIOTHUTENI0 B TIEPBOM CiIydae
Kpu4aTh IPOTUB TPEX pa3HbIX OOBEKTOB (Be-
Tpa, CTeHbI U HeOa), a BO BTOPOM — 3a0MBaTh
KJIAaBUIIU (POPTENHAHO TBO3ISIMH, IMTOKA OHH
HE NIEPECTaHyT U31aBaTh 3BYK.
Konuenuonnoe penienne npon3BeaeHUs
Having Never Written a Note for Percussion
Jixk. TeHHM COOEPKUT MPAMYK OTCBUIKY
k TBOpuectBy SONIC YOUTH. Hcnosnb3o-
BaHWE TIPOCTBIX CPEACTB W MHUHUMAIIBHBIX
pecypcoB Al pa3BUTHUS, B YACTHOCTU H3Me-
HEHUSl TMHAMUKH, XapaKTepU3yeT U Ibecy
Tennu, u iecHto The Diamond Sea (anpoom
Washing Machine, 1995) SONIC YOUTH.
B maprurype Having Never Written a Note
for Percussion BbIIACaHA EIUHCTBEHHAS
HOTa, KOTOPYIO MpeAaraeTcsl UCIONHITh Ha
MEPKYCCUU C MOCTENEHHBIM HapacTaHUEM U
MOCJIEAYIOMMM yOBIBAHHEM TPOMKOCTHOM
OUHAMHUKU. BTopas mojgoBHMHA KOMMO3HULIMH
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MMIIPOBU3AIMOHHOIO XapakTepa, IMOYTH
LEIMKOM CTPOUTCS Ha OHOM akkopje. M3me-
HEHUS B JUHAMUKE OCYILECTBIISIOTCS C IOMO-
LIBI0 MHCTPYMEHTAJIBHOTO CONPOBOXKICHHUS,
COCTOSILIIETO MPEUMYIIECTBEHHO U3 ITYMOB U
HCKaXCHUH 3By4YaHUsI DJIEKTPOUHCTPYMEHTOB.

Bonpioro BHUMaHus CO CTOPOHBI POK-MY-
3bIKaHTOB ynoctomiics JIx. Kelmx — ogHa u3
BeIymuX (UTYpP MY3BIKQJIHHOTO aBaHTapja
BTOpOM MonoBUHBI XX BeKa. B kauecTBe ma-
tepuana ans Goodbye 20th Century ObLIn
n30panbl Tpu npousBenenus: Six (3rd Take),
Six (4th Take), FourS. KoHe4HO, OHH HE CIIO-
COOHBI OTpPa3UTh BCEW MHOTOIPAHHOCTH XY-
JIO’)KECTBEHHOTO HAcJeusl aMEpPUKAHCKOTO
KOMITO3UTOpPA, OJHAKO STH W30paHHBIE OITy-
ChI TIO3BOJISIFOT COCTABUTh MPEJICTABIEHUE 00
SKCIEPUMEHTAILHOW TIPUPOJE TBOPUYECTBA
Jix. Keiimxa. OTHOLIEHHE K MY3bIKaJIbHOU

TUIIMHE W ITyMOBOM 3CTETHKE, MHTETPAIHs
THX JBYX MPOTHBOIOJIOXKHBIX aKyCTHYe-
CKUX (DEHOMEHOB B KOHLEIIUU COOCTBEH-
HBIX COUYMHEHUH cOmmxkaeT mMy3biky Kelmka
n SONIC YOUTH. O6 oTHOIIEHUH K HIyMYy
yKe OBLIO CKa3aHO B paMKaX PacCMOTPEHHS
VX PAHHETO TBOPYECTBA U HOW3-pOKa. Tumm-
Ha, B CBOIO 04Yepe/ib, KaK YacTh MYy3bIKaJIbHO-
rO TEeKCTa MOsABISICTCS BriepBbie B The Whitey
Album 1988 roma. Kommosumus (Silence)
JUTUTENIbHOCTBIO YyTh 00Jiee MUHYTHI SBJISICT-
Csl OTHUM U3 KOMIIOHEHTOB ajbboma ¢ MHO-
TOYNCIICHHBIMA HWHTEPTEKCTyaJIbHBIMH  OT-
CBUIKaMH K MPOU3BECHHIM MpeICTaBUTENEH
MacCOBOM KYJIBTYpBI®.

Six for New Time Il. OmuBepoca crana
COYMHEHHEM, HAaIHCAHHBIM CIIEIUAIBHO IS
anroomMa SONIC YOUTH. Kommno3suTtopckoe
tBOpuecTBO [I. OnmBepoca, OCHOBaHHOE Ha

M. Onueepoc. Six for New Time’
Pauline Oliveros. Six for New Time

SIX FOR NEW TIME

Jor Electric Guitars (with eBows) and Percussion

Mpumep Ne 1
Example No. 1
Guitars
T"'nb,.vq c el Lyrics
%y Q@
PULSE ¢ Sommon fone Aifirant e » COUNTERPULSE

(G)

3,5,7,0r11 (G, G#,4, B, C#,D#,0rE) 3,5,7,0r11

Ona] 1o Wide)

e

Guitar Options:

¢ Start a pulse with another player or players using a pattern on the common tone G of 3,
5,7,0r11ina common tempo. Accent the pulse and repeat until a new option is
selected.

* Play a counter pulse on a different step of the scale G, G#, A, B, C#, D#, E using a
pattern of 3,5, 7, or 11.

¢ Playa chord ora timbre/noise.

* Playa free gesture or sing lyrics.

* Using an EBow, sustain a common tone from the scale with one or more players, bend
the pitch individually from the tone (mi 1 to wide).

¢ Listen.

Choice of Options

Depending on the duration of the piece choose a different option independently—change to

a new option at will, slowly at first. Increase the pace of change exponentially to the end of the
piece.

3,5,7,0or11

Percussion

el
&

L,

PULSE common tempo different tempo COUNTER PULSE

3,5,7,0r11

& %
N&gdf -Z’;;"bfxlp..he

of S

Percussion Options

¢ Start a pulse with another player or players using a pattern of 3, 5, 7, or 11 in a common
tempo. Accent the pulse and repeat until a new option is selected.

Play a counter pulse using a pattern of 3, 5, 7, or 11.

Accelerate or slow down a pulse.

Play a free gesture or sing lyrics.

Play a timbral pulse using a pattern of 3, 5, 7, or 11. (Shift timbres in a pattern or
continuously.)

¢ Listen.

e o o o

70



Problemy muzykal'noj nauki / Music Scholarship. 2022. No. 2

0

Lyrics

Phrases can be selected freely and not necessary in order:

Six for New Time
be Ione
from Pauline

1.

Says the Ouiji Board,
“Life is not the chair,
Life is Sitting.”

One Life

this one
and
this one
and
this one
and
this one
and
this one
and
this one

The Queen Approaches Her Throne
Wind over Water

Hell’s Angels in a Pink Van
Escape from Concentration

“Our thoughts are Time ...”
Time

Being Being

Time

NPUHIAIIE WMIIPOBHU3AINH, MPEANoaraet
BOBJICUEHHE HETOATOTOBICHHBIX UCIIOIHHUTE-
Jieil B MPaKTUKY aHCAMOJIEBOTO MY3HUIMPOBa-
HUS MyTEM BHUMATEIHHOTO BCIYIINBAHUS H
pearupoBaHusl B COOTBETCTBUU C YCIIbIIIAH-
HbeIM. [lapTutypa Six for New Time npencras-
JeHa TpaduYecKd B BUJEC MICCTHYTOJbHHUKA
C HMCTOJHUTEIbCKON HMHCTPYKIHEH U Bep-
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2.
The Warrior stops to sip
the potion of the Gods

White Crows Rising in the night
Beyond the temple grounds

Escape from Concentration
The King comes to have a home

One sound fills the sky

One Sound
One Sound
One Sound

this one
and
this one
and
this one
and
this one
and
this one

“Life is not the chair,
Life is Sitting.”
Good fortune
No time
Time Being
Being Time
for Sonic Youth
February 14, 1999

0aBbHOTO TEKCTa, YaCTH KOTOPOTO 3aU4HUTHIBA-
IOTCS B MPOIIECCE MCIOTHEHUS KOMITO3HIIHH
(mpumep Ne 1). AnearopHslil MeTOA, TOApa3zy-
MEBAIONTUH BKJIFOUCHHE 3JIEMEHTOB HEIPE/-
ckazyeMoctu, ummnposuzanuu, aaét SONIC
YOUTH 6onsburyto cBoboxay, momoras oone-
JTUHUTH CBOIO POK-TIPAKTUKY C COBPEMEHHBIM
aKaJeMUYECKUM HCKYCCTBOM.
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NmvmpoBusanmonHoe Havao, rnepdopma-
TUBHbIE MPAKTUKH, BHUMAHUE K KOHKPETHBIM
3ByKaM, OCO3HAHHOE OTHOILIEHUE K TUIIUHE U
[IyMY, TIOATOTOBJIICHHBIE HHCTPYMEHTHI — BCE
9TH Pa3HOIOPSIKOBbIE KOMIIOHEHThI, COCTaB-
nsiroue cnenuduky cruist SONIC YOUTH,

Century ¢ n30paHHBIMU COYMHEHHUSMH KOM-
MIO3UTOPOB-aBaHrapAUCTOB XX BeKa. YCHIIHS
rpynmbel SONIC YOUTH no nomynsipuzanuu
U TIEPEOCMBICIICHUIO WX TPOU3BEACHUN —
JlaHb YBaXXECHUSI XyJ10’)KHUKAaM, KOTOPBIMH OHU
BOCXMUIAINCh U BAOXHOBIISUIUCH HA MPOTSIKE-

3areyamieHsl B anbbome Goodbye 20th  HWM CBOETO TBOPYECKOTO MYTH.

s~ [pumevaHua ©

' IuT. mo: CeipoB B. H. Crunessie metamopo3sl poka. CII6.: Kommosutop, 2008. C. 255.

2 Hur. mo: lak @. M. Ja3 u MaccoBas My3bIKa B COL[HOKYJBTYPHBIX HPOIECCAaX BTOPOM
nonoBuHbl XX — Havana XXI B.: muc. ... a-pa uckyccrBoBeaenus: 17.00.02. Pocros u//1, 2018.
C. 322.

3 Tlompo6nee cm.: CoipoB B. H. Vka3. cou. C. 256-257.

4 Iur. nmo: BonkoBa II. C. PemHTepmperanusi XyJOKECTBEHHOTO TeKcTa (Ha MarepHae
uckyccrBa XX Beka): aBroped. auc. ... a-pa uckyccrsoenenus: 17.00.09. Caparos, 2009. C. 21.

> TlompoOnee cMm.: Martin B. Avant Rock Experimental Music from the Beatles to Bjork. Peru,
IMlinois: Carus Publishing Company, 2002, p. 120.

B Ha3BaHuu anpOoMa cojepxkuTcs HaMEk Ha 1uck The White Album rpynmbt
THE BEATLES (1968). Cpenu aBTOpCKUX KOMITO3ULMIA MPUCYTCTBYIOT HECKOJIBKO KaBep-BepCUil
NeCeH aMepUKaHCKoil non-nesuisl Manonusl (Burnin’ Up u Into the Groove(y)) n P. Ilanmepa
(Addicted to Love).

" Ilpeca omyOnukoBaHa B cOOpHHMKE TEKCTOBBIX M rpadumueckux naprutyp I1. Ommsepoca,
KOTOpBIE CaM KOMITO3UTOP OIpEeNsieT alrfOPUTMUUYECKUMU KOMITO3UIMSIMA ¥ UMIIPOBU3ALUAMU:
Oliveros P. Anthology of Text Scores / Compilation and edition by Samuel Golter. Kingston,
NY: Deep Listening Publications, 2013, pp. 205-211.

Gye~ CrnMUCOK UCTOYHUKOB ©

1. Marseesa U. 1., IOpkuna O. B. IloctmoaepHucTckue npuéMbl B MOMYJISIPHON MYy3bIKE
Hayana XXI Beka / O6cepBaropust KynbTypbl. 2019. T. 16, Ne 2. C. 196-206.
https://doi.org/10.25281/2072-3156-2019-16-2-196-207

2. Illax @. M. IIpeononenne KOMMepIHATN3AIH JXKA30BBIX JIEHOIO0B CpeicTBAaMH IIH(PPOBBIX
TexHOJOrui cTpuMuHra mysbiku // Philharmonica. International Music Journal. 2018. Ne 3.
C. 26-33. https://doi.org/10.7256/2453-613X.2018.3.27657

3. Berghaus G. Noise: A Category in Futurist Theatre and Music // Zbornik Akademije
umetnosti. 2018. No. 6, pp. 15-35. https://doi.org/10.5937/ZBAKUM1801015B

4. Heetderks D. What Happens after the Primal Burn? Dissonance in Sonic Youth’s Middle
Period // The Journal of the Society for Music Theory. 2020. Vol. 26, No. 1.
https://doi.org/10.30535/mto0.26.1.3
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5. MenpmkoB JI. A. JIeKOHCTpYKIMsSI KHHOMCKYCCTBa B HEOJAJaWCTCKOM IPOEKTE:
«AHTONOTHA QIIOKCPHUIBMOBY» B KOHTEKCTE aHTHACTeTHKH // BecTHIK TOMCKOTO roCy1apcTBEHHOTO
yHuBepcureta. Kynsryponorus u uckyccrsopeaenue. 2020. Ne 39. C. 79-92.
https://doi.org/10.17223/22220836/39/8
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KynbmMmuHupyrowmm comHan
B cuMmdoHumn «FapmoHus mupar» NMayna XmHaemurta

Oabra BaagumuposHna IllImakosa

Boneoepaockas xoncepsamopus umenu I1. A. Cepebpsixosa,
2. Boneoepao, Poccus,
olshmakova@gmail.com, https.//orcid.org/0000-0001-8495-8635

Annomayun. Kynsmunupyromas QyHKIUs cUM(QOHUYECKOTO (pUHATa BO3SHUKAET B IUKIIAX,
B KOTOPBIX €ro MOJOKEHHWE YCWIMBAIOT YCIOKHEHHAs (opma, KpymHbIM MaciiTald, TOHajIbHas
OIpeeNEHHOCTb, 3aBEPILIEHUE PA3BUTHUS CKBO3HBIX OOpa3HO-WHTOHALMOHHBIX JMHUM IUKIIA,
a TakKkXXe CMBbICIOBAas 3HAYMMOCTh B KOHIENUIHMU. AKTHBHBIH TIPOLECC TEMaTHYECKOTro
CUHTE3UpPOBaHUs B (PUHAJE aKKyMYJIUPYET, CI'yIIaeT MY3bIKaJbHbIE COOBITHSI B UTOrOBOM (hase
JpaMaTypruu. B pe3ynbrare HEKO€ «OKOHYATEIbHOE» BBICKA3bIBAHUE CTAHOBUTCS PE3YJIBTATOM
HalpaBJIE€HHOTO0 CTAHOBJIEHUS XYyJO0KECTBEHHOW MJEM OT 4YacTH K YacTU M BOIUJIOIIAETCS
KOMIIO3UTOPOM B KauecTBe (PMHATHLHOTO 00pasa.

B crarpe nenpio sABIsSIETCS pacCMOTPEHHE KYIbMHUHUpPYIOMEH (GYHKIUM (UHAIa HA pUMeEpe
«I"apmonuu mupay I1. Xunnemura. TeM cambIM onipeessieTcs KOMIUIEKC 3a/1a4: BbISIBUTh IPU3HAKU
KyJbMUHUpYIOLIETo (pMHada Ha YpPOBHE CTPYKTYpbI, TOHAJbHOW JApamMaTypru, UHTOHAIIMOHHOMN
JpaMaTypruy, BOIUIOIIEHUS XyJOXXECTBEHHOW uJeu IuKiIa. B pesynbrare wucciaenoBaHUs
MOKa3aHO, YTO (pMHAJ HamKcaH B MAacIITa0HOM KOHTpacTHO-cocTaBHOU ¢opme. Ilocnennss
4yacTh LMKJA YCTOWYMBA TOHAJIBHO M HampaBjeHa B UTOre K ONHOMMEHHOMY E dur’y, 3aBepiuaeT
MOHOTEMAaTUYECKUN MPOLECC KaK JBMKEHUE OT TeMbl BCTyIIeHHs | yacTu K pUHAIbHBIM TeMam
¢yru u naccakanpu. Ha koHIIENTYanbHOM YpOBHE yTBEpKAaeTcs reHepaibHblii 00pa3 — Kocmoca,
BOMpAIONMMK JHEPTUYHOCTh 00paza 3eMiIlM W HHUBEIHPYIOUUH JTHCTapMOHUYHOCTH oOpasza
Uenoseka. Gunan cranoBurcs anodeozom ['apmonnu Mupa.

Knrouegvie cnoea: Xunnemut, ¢puHai, ApaMaTyprus, KyJIbMHUHAIMs, KOHILIEMLNS, TapMOHUS
Mupa

Jna yumuposanus: 1llmaxkosa O. B. Kynpmunupytonmit unan B cuMmponuu «I'apmonus
mupa» [layns Xunnemuta // [IpoOGnembr My3bikanbHOM Hayku / Music Scholarship. 2022. Ne 2.
C. 74-82. DOI: 10.33779/2782-3598.2022.2.074-082

© IImaxosa O. B., 2022
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Creative Worlds

e of Musical Compositions

Original article

The Culminating Finale
in Paul Hindemith’s Symphony The Harmony of the World

Olga V. Shmakova

Volgograd Serebryakov Conservatory,
Volgograd, Russia,
olshmakova@gmail.com, https://orcid.org/0000-0001-8495-8635

Abstract. The culminating function of the symphonic finale arises in symphonic cycles in which
its position is strengthened by a complicated form, large scale, tonal certainty, the completion of
the development of through figurative and intonational lines of the cycle, as well as the semantic
significance of the concept. The active process of thematic synthesis in the finale accumulates and
concentrates the musical events in the final stage of the dramaturgy. As a result, a certain “final”
statement becomes the result of the directed formation of an artistic idea from one movement to the
next and is manifested by the composer as the final image.

The aim of this article is to examine the culminating function of the finale by the example
of Harmony of the World by Paul Hindemith. Thus, a set of tasks is determined: to identify the
signs of the culminating finale on the level of structure, tonal dramaturgy, intonation dramaturgy,
and the manifestation of the artistic idea of the cycle. As a result of the study, it is shown that the
finale is written in a large-scale contrast-composite form, the last movement of the cycle is tonally
stable and ultimately leads to the parallel key of £ major, completes the monothematic process as
movements from the theme of the introduction of the first movement to the final themes of the fugue
and passacaglia. On a conceptual level, in the outcome, the general image of the finale is asserted
— that of the Cosmos, which absorbs the energy of the image of the Earth and counterbalancing the
disharmony of the image of Man. The finale becomes the apotheosis of the Harmony of the World.

Keywords: Hindemith, finale, dramaturgy, culmination, conception, harmony of the world

For citation: Shmakova O. V. The Culminating Finale in Paul Hindemith’s Symphony
The Harmony of the World. Problemy muzykal'noj nauki / Music Scholarship. 2022. No. 2,
pp. 74-82. (In Russ.) DOI: 10.33779/2782-3598.2022.2.074-082

nanHas [I. Xunmemurom B 1951 menue dumocodueity bosmus (okx. 480—
rofy, MOSIBUWIACh YXe Tocje Toro, 525 rogoB). MHOrue ujeu cperHeBEKOBBIX
Kak Obla u3gaHa ero kHura «Mup kommno-  puinocodoB okazanuch OIM3KU KOMIIO3UTO-
sutopa» (1949) c e€ menrpanbHOil ycra-  py, OO CBOEH MYy3bIKOH OH BOILJIOLIAET CO-
HOBKOW pecTaBpaluu TpakTatoB De musica  cTosHue OnaroroBeHus nepes BeuHocTsio,
Asryctuna (354-430 rtoxpi), a Ttakxke Kpacoroit u MckycctBom. [Ipu a3TOM akiieHT

CHM@OHI/M «Tapmonust mupa», co3- «O my3bike», «O CBATON Tpouley, «YTe-
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CTaBUTCA Ha AMOLIMOHAIHHOM OTHOIICHUH
Yenoseka k bory, YenoBeka, rpexOBHOTO
B CBOEM KEJIAaHUM OTBEJATh IO/ OT «IpeBa
no3HaHus 1o0pa u 3nma». Hocurensmu mno-
NOOHBIX Ka4eCTB B XY/I0’)KECTBEHHOM MUPE
XUHAEMHTA CTAaHOBATCA XyHOKHUK Maruc
u Uorann Kemnep. [locnennuii nzyyvan, kak
U aHTUYHBIE YUEHbIE, MY3bIKY cdep, yIpaB-
JSIEMYI0 3aKOHAMM JBWKEHHUS IUIAHET BO-
kpyr Connua. MccnenoBan My3bIKaabHYIO
TapMOHUIO «HEOECHON MEXaHUKU» U caM
KOMIIO3UTOp. B TpakTOBKE «rapMOHHUM» KaK
YHHBEPCAIBHOTO CBepxoOpa3a cuMpOHHU
XuHaeMuT Onu30K He ToJbko bosuuio u
Kemepy, HO 1 HCKaHMSIM CBOETO COBPEMEH-
HUKa DUHIITEWHA.

TBopuecku nepepaboTaHHBIE MOCTYJa-
Thl Y4€HBIX U (unocodoB y XuHaemurta
HaxXoAT OTPaKEHUE B KOHLIEMIMM U OIle-
pbL, U cuMmponuu «I'apMoHus mupay: «Peun
UAET... O MOUCKAX TapMOHUHU, KOTOpasi, He-
COMHEHHO, ympaBisier Bcenennoi»!. Bo
MHOT'OM TE€Ma «IOHUCKa FapMOHHN» IPEo-
npenenser crenupuKy JpaMaTypruaeckoro
pa3BépThiBaHus 00pa3HbIX chep Kocmoca,
3emun U YenoBeka, yCTPEMIIEHHBIX B CBO-
€M B3aUMOJECHCTBUU K KYJTbMUHUPYIOLIEMY
dbunamy.

[lon xynbMHHALMEW, MO OIpPENEICHHUIO
JI. Kazannesoil, moHHMMaeTcs «HauOoee
BA)XKHAs, C COAEPKATEIbHO-CMBICIOBOU
TOYKHM 3peHusd, (aza apamMaTyprudeckoro
IpolLecca, IMOJUMHSIONIA BCE OCTaJIbHBIC
dazery?’. lanHas QyHKOUS, Kak (GopMysH-
pyeT Y4EHBIH, MPOSBISIETCS HA HECKOJIIBKUX
YPOBHSIX: CTPYKTYPHOM («4acTh TIHILETCS
B (hopme Ooriee BBICOKOTO MOPSIKa»), Mac-
MTaOHOM («KPYTTHBIE pa3MephD» ), TOHATBHOM
(«rpeObIBaHIE B OCHOBHOM TOHAJIBHOCTH»)®.
KonuenryanbHblll YPOBEHD SIBISIETCS CHUHTE-
3UPYIOUIUM TpU HAOTIOICHUN CKBO3HBIX 00-
Pa3HO-MHTOHAIMOHHBIX JIMHUN B CUM(OHUU.
PexoHcTpyKIMs miaHa cOOBITHI «OT Havaja
— K KOHILy» IO3BOJIIET BOCCO3[aTh Jpama-
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Typrudeckuii npoguip nukia. Paccmorpum
Janee JeMCTBME Ha3BaHHBIX IPHU3HAKOB
B CUM()OHUH C KyTbMUHUPYIOIIUM (PUHAIOM
— «["apmonnm mupay 1. Xunnemura.

B I vactu Musica instrumentalis B nonu-
(OHM3UPOBAHHON COHATHOW (HOpME HKCIIO-
HUPYIOTCSI OCHOBHBIE 00pa3HbIe chepsl 1o
MPUHIUITY JOMNOJHUTEIBHOIO KOHTpacTa —
KocMmoc, 3emist u Uenosek. B pamkax Tpéx-
gactHoil ¢opmsl Il wactu Musica humana
n30upaeTcss TOJBKO OJMH U3 CKBO3HBIX
B IIMKJIE 00pa3oB: YenoBek pacKpbIBaeTcs
B JINPUYECKOM paKypce KaK €JUHCTBO UH-
TEJUIEKTYaJIbHOTO ¥ 3MOLIMOHAJIBHOIO Ha-
yan. [IponomkeHue M 3aBeplleHUE pa3BU-
Ths TpEX 00pasubix cep B hunane Musica
mundana TpenonpenenseT IIUTENbHBbIH,
HE JIMIIEHHBIA BHYTPEHHUX KOJUIU3UM MPO-
necc: obpa3z Kocmoca TpancdopmupoBan
U3 UMIIEPATUBHOTO B O0Jiee JINYHOCTHBIN U
BJIMSIET HA pa3BuTHE 00pa3zoB 3emuiu u Ye-
JIOBEKa B TPaHIMO3HOM 1O MaciTabaM KOH-
TpPacTHO-COCTaBHOMU (hopme — yre u macca-
Kanbe u3 23 Bapuanuid. [logoOHbBIN GuHAT
C TOYKHM 3peHus GpopmooOpa3oBaHus CTa-
HOBUTCS KyJbMUHUPYIOILEH YacThIO B CUM-
¢dbonun. O4eBUIHO, YTO HA YPOBHE LIEJOCT-
HOCTH MY3BIKaJIbHOTO TEKCTA MPOMCXOIMT,
Kak numer M. ApaHOBCKUM, HapacTaHUE
CJIIO)KHOCTH, «JIBUYKEHUE OT cJ1a0oii CUHTAr-
MBI K CHJIbHOM»*. AHAJIOTHYHBIC «CIOKECTHI»
CTPOSITCSL KaK «IO3TAlHOE YCWJICHHE Ma-
pagUrMaTUyeCcKUX IMO3UIUNA CUHTArMm, 4To
HEpEJIKO MPUBOJIUT K KyJIbMHHALIMM B KOH-
1e»°. Peub MoxeT uaTh o puHamax Apyrux
cumbonuii I1. Xunnemura — «XymoKHUKE
Maruce», «IIutcOyprexoin»®.

B monanvnoi  opamamypeuu 1mukia
«"'apMoHMM MMpa» Ba)XKHOM OKa3bIBACTCs
apka MEXJly KpalHHUMU 4acTsaMu: | yacts u
(uHai Harucansl B e moll’e. B 1 vactu pazne-
JIbI COHAaTHOU (DOPMBI IPHU BCEH CIOKHOCTH
XUH/IEMUTOBCKOM TapMOHUHM COOTBETCTBY-
I0T KJIACCHUYECKOM JIOTUKE UM COOTHOCATCS
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KaKk TOHWKa (BCTyIUICHWE, IJIaBHAs U CBS-
3ylolasi mapTuu) — JOMHHaAHTa (1moOoYHas
napTus) — JBOiHas JoMHHaHTa (pa3paboT-
Ka) — ToHuka (perpusa)’. B punane — apy-
roil MNPUHLHUII OpraHU3aluu: JIUTEIbHOE
BBIJICP)KMBAHUE OCHOBHOM TOHAJIBHOCTH
e moll «ueMeHTHpyeT» BapHUAIlMOHHO-TIO-
TMdOHUYECKUI TPOIECC, U JIUIIb MEePEeXO
B OemonbHyt0 cepy (b moll) Bo Bpems pe-
MUHUCIICHIIUN 3aKIIOYUTEIHLHON TEMBbI U3
[ yacTu B oMHHAALIATONM Bapualuu macca-
KaJIbl OYepUYMBAET 30HY HampsikeHus. Tem
spue QUHAIBHBIN IPOPHIB B OTHOMMEHHBIM
E dur, 3aBepiiaromniuii 1ukI.

Cnengyer OTMETUTH, YTO B TOHAJBHOMN
JIOTHUKE XHHAEMUTOBCKOTO Iukia Il gacte
Musica Humana BBIIIOJIHSET pOJIb BTOPOTO
HEHTpa — cis moll cTaHOBUTCS OTpaKEHU-
€M 3Tana MoucKa rapMOHUU BO BHYTpPEHHEHN
xu3Hu Yenoseka. He Tonbko nrybepToBckoe
cooTHolleHne 4vacre nukiaa (VI muHOp-
Hasl CTYNEHb CPEJHEN 4acTh), HO U XpoMa-
TUYECKOE COOTHOLIeHHe pazzenoB Il wacTtu
NOMUYEPKUBAIOT €€ JIMPUKO-APaMaTHYECKOe
conepxkanue: cis moll — f moll — cis moll.
Bo3zHukaroias cHMMETpUYHOCTh TOHAJIBHO-
ro 1uiana Il yactu mpu3BaHa ypaBHOBECHUTD,
TapMOHHM30BATh HAMPSKEHHOCTH 0OpPa3HOTO
pa3zButusi. O MoJOOHBIX MPUMEPaX 3epKaib-
HOTO COOTHOIIEHUS B KAMEPHBIX COUMHEHU-
sx Xunnemurta nuiet JI. Kopuunckas [1].
31ech ke TOHAJBHBIN TUTAaH Pa3MbBIKAECTCS B
Kojie: mosiBiieHue A dur’a BHOBb OOBITPHIBAET
VI crynens, Tenepp yKe Ha YpOBHE OIHOU,
ME/IJIEHHOW YacTH, CTAaHOBSICh BOILJIOLIEHU-
€M HJIeH IyCTh elI€ HE OKOHYATENLHOTO, HO
BCE K€ MpocBeTIeHUs. JJaHHOe onrynieHue
YCUJIMBAET KaHp Bajbca, 3[€Ch Hppaluo-
HAJIBHOTO, (PAHTACTUYECKOTO.

B nenom ke TOHAJIBHBIM IUIaH IIMKJIA
e/ cis — A/ e — E oTpaxaeT JIOTUKY JIBH-
XKeHUd «...K CBeTy», B utore — k ['apMoHuu
TPEX CKBO3HBIX 00Pa30B, IBIKEHUE KOTOPBIX
BIIEPE/T MOJIOOHO «CTpesie BpeMEHW» (TEPMUH

7

A. Ménosoii)®. OueBHIHO, YTO HAIPABIICH-
HOCTb CMEHBI TOHAJILHOCTEH BBICTYTAET KaK
«CTPAaTETUYECKUNA KOMIIOHEHT MY3bIKAJIbHON
ApaMarypruw», o 4ém nuuer B. /[eBynkuii:
«ToHanpHasi opraHuzanusi... TPUBOIUT HE
TOJNBKO K KECTKOM (PyHKIMOHAJIBHOM Ha-
MIPABJICHHOCTH MY3bIKAJIbHOTO MBbIIILJICHHS
Y BOCIIPUATHS, HO U CO3AAET MIIOJOHOCHYIO
MOYBY JJIl OCYIIECTBIEHUS CIOKHBIX Apa-
MaTypruyecKkux MpoLeccoB B Pa3BUTUU MY-
3BIKAJIbHOTO COYMHEHM» [2, ¢. 26].

Konuenmus cumponnn, B OCHOBE KOTO-
pOM JIEKUT XyJOKeCTBEHHas uaes «lapmo-
HUU MHpPa», PacKpbIBaeTCsl KaK pacliupe-
HUE CMBICIIOBOTIO $/1pa, B LIEHTPE KOTOPOTO
— oOpa3sl Beunoctu. Hapacranue ckBo3-
HBIX MPOLECCOB W3 MOHOTEMATUYECKOTO
UCTOYHUKA — T€Mbl BCTyIUIeHHs | dactu —
HaAOIIOMAeTCs KaK JIOTUKA CHHTE3UPOBAHUS
KOHTPACTOB, MPUBEJCHUS UX K €TUHCTBY.

K ob6pazam «anodeos xu3zHmn» (BCTyIie-
HUE) U «MHUP UCKyCcCTBa» (¢yra B pa3padboT-
ke) B | vactu nob6asinsieTcst o0pas «uppeanb-
HOCTH ObITHS» B Koze I wactu, u, HakoHell,
B ¢unane B chepy Beunocmu BOupaercs
o0pa3 «IyXOBHOCTb B >KM3HHU / PEIUTHS»
(tembl ¢yru u maccakanbH). JlauTens-
HBIA TPOIECC KpUCTAIIM3AIMH 00pa3HOU
chepsl Beunoctu (ot ¢yru B pa3pabotke
[ vactu x pyre u naccakanbe puHAIA) OCY-
HIECTBIISICTCS BO B3aMMOJIECHCTBUH C 00Opa-
3amu Padocmu («aBUrareiabHas MiaacTUKa»
1aBHOM Tembl | yacTu, 3areM «HUCTHHA U
KpacoTa >KU3HU» B 1000uHOM Teme | yacTth)
u Tpazeouu. Ilocnennue «yObIBatOT» B LIMK-
ae: B (puHane ocTaércs JMIIb BOCIIOMHUHA-
HUE — PEMUHHUCIICHLIUS 00pa3a «IpOTeCKHas
MJIACTUKA (3aKIrounTeNIbHas Tema | yactu)
U «OIUIaKMBaHUE XU3HW» (COJO0 ro0osi BO
[T vactn). TakoBa «dabynay» cumbonun. bo-
Jee AETAJbHOE Pa3BUTHE «CHOKETa» Ipe.-
CTaBUM KaK CKBO3HOM MPOIECC CUHTE3UPO-
BaHUs TPEX 00pa3HO-TEMATHUECKUX JIMHHUMA
B LIUKJIE.
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Obpaz Kocmoca (cdepa Beunocrtu) 3a-
KIIOYEH BO BCTYIUICHUM, MOHOTEMAaTH4Ye-
ckoM ucrounnke. Kak ormeuaror T. JleBas
n O. JleoHTheBa, ¢ KOCMHYECKUM MHPOM
«TeMy POAHHUT U HHUCXONAIIAS CTPYKTypa
e saapa (ymap — 3aTyxaHHE), U BEChb “XU-
MUYECKHIH~ COCTaB, ...KOHCTPYKTHBHBIN
U... CBOOOIHBIA OT YYBCTBEHHOW KOHKpe-
tr3aumy’. O0pa3, OTKpBIBAIOMINN cUM(O-
HUI0, a0CTPAKTEH, TaK KaK Ha MepBbIN IUIaH
BBICTYIA€T KOHCTPYKTUBHOCTb OKTaBHBIX
MMUTAIUNA — CBO€OOPa3HBIA CUMBOJI «IIPO-
BEPKU MY3bIKU alIre0poi.

Obpa3 3emau BO3HUKAET B MapIIeBOM
IJIaBHOU TeMe, a oopas Yenosexa — B TUpU-
YECKOM C yepTaMu MECEHHOCTH MOOOYHOMU
teme (cepa Pagoctu). K HUM mpumbIka-
€T 3aKJIIOYUTENIbHAsg TeMa C €€ B3BUHYEH-
HOCTBIO M TPOTECKHBIMH CKadukamu (cdepa
Tparenun). Tem cambiM (pa3a SKCIIOZUITH
SBJISIET UJICI0 KOHTPACTHOTO €JMHCTBA Cep
— OOBEKTUBHBIX U CYOBEKTUBHBIX 00pa3oB,
CBSI3aHHBIX MOHOTEMAaTUYECKH KaK MEXIY
co0O, Tak U C TEMOI BCTYIUIEHHUS, HO pa3-
JMYHBIX T10 5KaHPY.

Obpaz Yenosexa BOIUIOMIAETCA Kak
JUINTEIBHBIA MPOLECC MOUCKA T'apMOHMH.
OOpeTreHue eaMHCTBA KOHTPACTOB OCY-
HIECTBISIETCS yKe B paszpaborke | wactu:
B3aMMOJICHCTBHE OOBEKTUBHBIX 00pa3oB
Kocmoca u 3eMiamn npoucxoauT B TBOMHOM
dyre (11 1. mo u. 13). IlepBas oOpaznHas
TpaHchopMalusl KacaeTcsi IIaBHOM TEMBI
(t. 5, . 18), KoTOpas oOperaer 37eCh yep-
Tbl Danse macabre. MeHsieTcs 1 Tema BCTY-
IUICHUsI, TaK KaKk OHa TpaHChOpMHpYyeTCs
B (har(dapy ¢ pOKOBBIM 3BydaHueM (I1. 22-23).

CoOwrTHitnas penpusa (T. 8, 1. 23) cra-
HOBUTCS 3TAOM COMMKEHUSI KOHTPACTHBIX
00pa3oB: TrepoMYECKUE HHTOHAIMHU TEMBI
3emuin U Tembl YenoBeka (I1aBHast U TIO-
O0oyHasi TeMbI) 00pa3yloT €ANHYIO MEIOIH-
YEeCKYyI0 JIMHHUIO B pe3yjbrare KOMOWHATo-
PUKHM HMX HadallbHbIX MOTHBOB. Torma kak
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MOCJIEAYIOUINI KOHTpamyHKT 00pa3zoB Koc-
Moca (TeMa BcTyruieHus) 1 Yenoseka (Tema
3aKTIOYUTEIPHON TapThH) OOHa)KaeT HX
antaronn3M. B. KoHHOB oTmeuaer: Hame-
peHUE «ITPUMHUPUTH KOCMHUYECKYIO TapMo-
HUIO U 36€MHYIO JUCTAPMOHHUIO Y My3bIKaHTa
Xungemuta o0opauuBaeTcsi KOHQIUKTOM
3THX JIBYX Hadam»''. OUYeBHAHO, YTO «IIO-
HCK TapMOHUN» TPOAOKAETCS.

Bo Il yactu ueHTpanbHbIM sIBIsIETCS 00-
pa3 Uenoseka. Kak v B oqHOMMEHHOM omiepe,
IJIJaBHOE «EHCTBYIONIEE JIUI0» TPOU3BEIEC-
Hus — Keriep, BHyTpeHHSS )KU3Hb KOTOPO-
ro ompezenserca 00pb0Oil panuoHaIbHO-
ro 4 SMOIMOHaNbHOr0 Hadayil. CKBO3HBIE
o0pa3pl pealn3ylTCsi B OCHOBHOM TeMme
Il yacTu Kak WHTEpBaJIbHOE KOMOMHHPO-
BaHHE TEM BCTYIUICHUS U IJIABHOW TEMBbI
I yactu B BUmEe OOpAaTUMBIX HHTEPBAJIOB —
CEKYH/I/CeNITUM U KBapT/KBUHT, CHMBOJIU3H-
pys: Yenosek (Keruep) — 3aHumaromnuiics
HAyKOW W BIFOOIEHHBIA — YacTh KOCMHYE-
CKOM rapMOHUU U 36MHOU TUCTapMOHUH.

3eMHO# myTh YeloBeKa BKIIIOYAET TaK-
K€ WHTOHAIMU TPAru4ecKoOil HaJIOMIICH-
HOCTH: BTOPOH 3JIEMEHT OCHOBHOM TEMBI
II gactu comepuT 4epThl d7eruu. lTem
caMbIM, 110 BbIpaxkeHuto T. JleBou, BoIuIo-
maetrcsa «dPdheKT MydUTeNIbHOM Hepaspe-
IIEHHOU MBICIIH... TPArM4E€CKON UCIIOBEIM. ..
TOT0 CaMoOro TpemeTa YIIEBHBIX COMHE-
HUM, KOTOPBIN JEJAeT TIIETHBIMU IMOUCKHU
“abcomoTHON TapMOHuT »'!,

Bo3snukiee HanpsbkeHNe CHUMAETCS HO-
BOW TEMOM, C KOTOPOW HAYUHAETCS CPEIHUI
paszen TpEX4acTHOM CTpyKTypsl Il wactu:
conupyronmi rodoit (1. 3) mepemaét rap-
MOHUYHOE COCTOSIHHE 4epe3 CTUIIM3ALHI0
CPEIHEBEKOBBIX OOMIAINIA U BUPTYO3HBIX
nukyomux addexranuit (1. 5). 3akperie-
Hue armocdepsl Pagoctu B penpuse ocy-
HIECTBIISIETCS. KOMITO3UTOPOM  HM3JTFOOJIEH-
HBIM CIIOCOOOM — KOHTPAIlyHKTUPOBAHUEM
neyx teM Il vactu (11. 6).
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WNnas rpanp oOpa3za BeuHocTu HEoXu-
JJAHHO TIOSABIJISIETCS. B KOJZIE, KOIZA MSITKOE
NI03BaHNUBAaHNE TPEYTOJbHUKA, KOJIOKOJIBIM-
KOB M TapejioyeKk CO3Ja€T OLIyIIEHUE up-
peanbHOCTH ObITHS. Ba)kHO 3aMeTUTh, 4TO
3TO pe3yJIbTaT NPOAOJIKAIOIINXCS B LIMKIIE
MOHOTEMAaTHYECKUX IPOLIECCOB: «HOBAs»
TeMa — oOpa3HO-CeMaHTHuYecKasi TpaHC-
¢dopmanusa ocHoBHoi Temsl I wactu, mpe-
00pa30BaHHON B WMAWUIMYECKUU BajbC.
31ech BO3HUKAET OIIYILICHUE Iepexoa
B MppalMOHAIIBHOE W3MEPEHHE, CKOpee,
NICUXOJIOTUYECKOE, HeXennu peanbHoe. He-
COOBITUITHOCTh W HEHaNpaBJIE€HHOCTb, MO-
rpy’keHHe Kak Obl «BHYTPb 3ByKOBOM Mare-
pHUI» CO3BYYHO MHOTMIM CTPaHUL[AM MY3bIKH
XX Beka'?. Kak ormeuaer C. ITacbiHKOBa,
JUIS TIOIOOHOTO COJEPKAHUS XapaKTePHBIM
CTAHOBUTCS OTpakeHUE «PUITOCOPCKUX Ka-
TErOpUi BPEMEHU, IPOCTPAHCTBA U THILIHU-
e [3, ¢. 20]. [To TouHOMYy HabIIONEHNUIO
I. EpémMeHKo, «HENpUsATHE MHUMOTO ITOKOSI
BOOOpakaeMbIX “‘paliCKUX KyIlleh’, He3eM-
HOM KpacoThl 3aCTaBiiIeT XHUHIAEMUTA MPO-
JOJDKUTh MyTh MOMUCKAa MOJUIMHHOM rapMo-
uun. E€ oOpereHue magaer Ha GpuHAI 3.

CKBO3HBIE JIpaMaTypruyeckue Mnporec-
cbl «"'apMOHUHU MUPa» 3aBEPIIAIOTCS UMEH-
HO B )uHAase: U3 KOCMOTOHUYECKOTo 00paza
BCTyIUIeHUs1 | 4acTH NpOM3BOAHBI U TEMA
¢yru, u TeMa naccakaibu. Menoaudeckas
rpa@uIHOCTh TeMbI (PUHATBLHON (yTU TO-
no0Ha cakpalbHON reOMEeTpUH: KaK cKazall
Obl TéreBckuil DaycT, 3TO «4epTEX BceX
cymHocTei». B Teme chokycupoBanbl oc-
HOBHBIE THIIbI ABM)KEHUSI MUPOBOTO MOPSA-
Ka: npsiMasi (IIOBTOP) — BOCXOSAIIUNA CKAYOK
— BCIIOMOTATEJIbHOE JBUKEHUE — MOCTYIa-
TEIbHOE JIBUKEHUE — HUCXOASIINNA CKaYOK
— CIIeyIoIast mpsiMasi. . .

Tema maccakanbu Oosiee SMOLMOHATILHA
U COOTHOCHUTCS € (Pyroil Kak «arojuloHuYe-
CKoe — auoHMcuiickoe». lloromy 3akoHO-
MEpPHO MOSIBJICHHE B XOJ€ Bapuanuil pemu-
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HUCYyeHyuu TeX COOBITUN B IIUKJIE, KOTOPbIC
OB CBSI3aHBI C JTUCTAPMOHHEH, TO €CTh
HapyllIeHueM paBHoBecus. Peub uacT o ms-
TOW Bapualul, B KOTOPOH 3BYYUT PEMH-
HUCLICHIMS 3aKJIIOUUTEILHON TeMEBI | yacTu
B II. 8, MPUBHOCSIICH B OOBEKTUBHBIN TOH
JIOKA3arejIbCTBA UAEH «rapMOHHH Mupay
SMOUMOHAJIBHO-CTPACTHYIO  «YeJIOBEYe-
CKYI0» MHTOHAIIMIO, CaMy10 OTIAJIEHHYIO OT
umneparuBHoro oobpaza Kocmoca. lpyras
PEMHUHHCIIEHIIMS — B OJWHHALIATON Bapu-
alid — BapUAHT UAWLIMYECKOTO BajibCca U3
kofibl I wactu (6 1. no u. 14). Ecnu nepsblit
«HAIUIBIB» CTAHOBMUTCS BOIUIOIICHHUEM TaH-
11a TeHEW, TO BTOPON — TaHIa MPEKPACHOTO
O6oxecTBa. Bropas peMUHUCIICHIINS B UTOTO-
BOI (pa3e LMKIIa OYEHb BaXKHA: HE3aBEPILEH-
HOCTB COOBITHH B KoHIlE I] yacT cHuMaeTcs
B (uHAJe, TEM CAMbIM AaKIICHTUPYS HCIO
BOMPAHMSI KOHTPACTOB B €UHBIN MOTOK pa3-
BUTHs oOpa3a Kocmoca kak BeuHoro beitusi.

Unes «rapmonnst Mupa» B 1iukie XuH-
JIEMUTA YTBEP)KIACTCS B (PUHATBHOU JTBOK-
HOU (yre, KOTOpas HAYMHAETCS C TPUHAI-
1aToi Bapuaiuu. Tema Gyru THMHUYECKH
YTBEP)KIACTCS B KOZE: W MOJU(POHUIHOCTH
Kak BBICIIAs MareMaTUKa MY3bIKH, U BOC-
TOPI KaK BBICIIEE SMOIMOHAIBHOE COCTO-
STHUE€ CHHTE3UPYIOTCS, NOCTUraroT Ennn-
ctBa. He otnenbHblil YenoBeK B «IIOUCKE
rapMoHun» Ha 3emie, a Becb Kocmoc ecthb
JIMKYIOLIAast SHEPTHs OCO3HAHHOM U MPOYYB-
CTBOBAaHHOW FapMOHHH.

Wrak, xoHmemus cuMmponnn XuHIACMU-
Ta CKJIQJIBIBACTCS U3 TPEX ATANIOB OOpPETECHHUS
€IMHCTBA KOHTPACTOB: B | 4acTH 3KCIIOHUPY-
I0TCS JIpaMaTyprudyeckue JIMHUA KaK HEKHe
«JIEUCTBYIOIIHE CUJIBD) BEJIMYECTBEHHOU Kap-
TUHBI BEYHOTO cOTBOpeHus — Kocmoc (ripupo-
na), 3emns (coruyM), YenoBek (JIMYHOCTH).
Ot ux mpeacTaBieHuss — K KOH(IUKTOBA-
HUIO — TakOB JApaMaTypruyecKui IUIaH 4Ya-
ctu. Jlpyro#t myTh 0OpeTeHusI TApMOHUHU CBSI-
3aH ¢ HEOOXOAMMOCTBIO YPaBHOBEIIMBAHHUS
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MIPOTHUBOMOJIOKHOCTEHN — BBICIIIUX ¥ HU3IINX
3BYKOB, JIyXOBHOW WU TEJIECHOW NEATEIBHO-
CTH, Pa3yMHOI'O M HEPa3yMHOIO B XWU3HU
Yenoseka. boprba M BHYyTpeHHMI MOKOMI
MHUpa KpacoThl COCTAaBJISIOT JBa IOJIOCA B
coaepkanuu Il wactu, Hauboee TMPUIHOM,
a B 3aKJIIOYUTEIBHOM pasfelie Jaxe apa-
MaTU4YHOM, TaKk Kak JIOCTUTHyTasi rapmMo-
HUsI OKA3bIBACTCS WIUTKO3UEN. PemmrensHoe
ycuiue YenmoBeka, HEYKJIOHHOE JIBHXKCHHUE
K OOpeTeHMIO MM HMCTUHHOM TapMOHHHU H
KOHEYHOE €€ YTBEp)KIEHHE — TakoB madoc
cumponmyeckoro ¢punramta. MiMeHHo mocnen-
HSISl 4acTh CBEPTHIBAET Ha ce0sl BCE CMBICIIO-
BbI€ MOJYCHI, 3aBE€pIliasi BOZHUKIINE B LUK~
Jie OTHOILIEHUSI BHYTPU U MEXKAY YACTAMHU.
OueBHIHO, YTO CUCTEMHOCTh MOAYCOB €CTh
peanu3anus NpUHLUIA [IUKIUYHOCTH, O YEM
nuiryT O. JloceBa u E. Hazalikunckuii: «Bo-
KpyT TEOPUU MOIYCOB, KaK LIEHTpa, U pa3BEp-
THIBAETCSI Pa3BETBIEHHAA CETh OCTaJbHBIX
UJICH. ... yPOBHH MacIITaOHON UepapXuu, ux
B3aMMOJICHCTBHE M IMOJ00WE, MUKINYECKUN
KOHTPACT, KOHTPACT U KOH(IUKT, MOYCHI
U apXETUIIbl, MOAAIILHOCTh U TOHAJIBHOCTD,
BPEMEHHOM Pa3phIB, AHAJIOTUN U TPOTOTHUITHI
B JIPYTUX BUIaX UCKYCCTB U Ap.»'Y.
XynoKeCTBEHHass HUJAes «TapMOHHS
Mupay» oka3bIBaeTCsl pean30BaHHON B (u-
Haje Kak pe3yJibTar pa3BUTHsI KOHLEIIIUH,
YaCTH KOTOPOM COOTBETCTBYIOT (DYHKITUSIM
«TE3UC — AHTUTE3UC — CHHTE3». beTxoBeH-
CKasi JIOTMKa OOpeTaeT B XWHIAEMHUTOBCKOM
[MKJIE HOBOE KAaueCTBO B CWJIY AKTHUBH3a-
UM TOTM(POHUYECKUX TPOIIECCOB, KOTOPHIM
COOTBETCTBYET M OaxOBCKasl JIOTUKA «SIPO
— pa3BépThiBaHUE — 3aBepuieHue». Opra-

HUYHOE B3aWMOJICHCTBHE JBYX THWIIOB WH-
CTPYMEHTAJIbHOTO MBIIUIEHUS, OCOOCHHO
SIPKO MPEJCTABICHHOE B (PMHAJIE, YCUIIUBACT
TUTOTHOCTH MTPOUCXOISAIINX COOBITHH, a TIaB-
HOE, CHUMAET HaIpsDKEHUE U Halle/IMBAET Ha
NpOpeIB B 00pa3 COBEPLICHHOM KOCMOTIo-
HUM ObITHS. My3bIKaIbHO-XY10KECTBEHHBIN
NpUOpUTET (MHAIA KaK HMTOra CKBO3HOTO
pa3BUTHs 00pa30B CUM(POHUH OYEBU/ICH.

Canenyet 100aBUTh, UTO KyJIbMHUHHUPYIO-
mias posib (puHaNa crajga BakKHbIM (haKTo-
POM LIEJIOCTHOCTH LMKJa: Ha ¢opmMooOpa-
3yIOIIEM, TOHAJIbHOM, WHTOHAIMOHHOM,
KOHIIENITYalbHOM ypoBHsX. [Ipuuém 11e-
JIOCTHOCTb JOCTUIaeTCs U TakuMu (hakro-
paMH CKBO3HOTO Da3BUTHS, KaK HaJU4He
HaIlpaBJIEHHOIO BOCXOJALIEr0 Npoduis
ApamMaTypruu, 0000IEHHONW NMPOrpaMMHO-
ctu'®. TlocnenHss, Kak yke ObLJIO CKa3aHO
BBIILIE, CBS3aHA C COJAEP)KAHHUEM TpakTara
bosmust «Yremenne ¢unocodpueit» u cro-
*KeTtoM onHouMEHHOW omepbl II. Xwunpe-
MHUTa O cpeaHeBekoBoM yuéHoMm Kemiepe.
[lepenoxeHnHass Ha S3bIK CUM(POHUU, HCTO-
pHsl O TIOMCKE TApMOHHUU MHpPa BOILIOIICHA
KaK HEyKJIOHHOE HUBEJIHMPOBAaHUE IUCTap-
MOHMYHBIX CUTyallUd MpPHU YCHIIEHUH Tap-
MOHM3AIlMA KOHTPACTHBIX 00pa3oB. Tem
caMbIM OOBITPHIBAETCSI BEYHOCTHBIN 3aKOH
UTPbl MOOWJIBHBIX W CTAOUIIBHBIX B3aM-
MOOTHOIIEHUH HEPAPXUUYHBIX IJIEMEHTOB
B Kocmoce'®.

Cumbponuss mMeTaQOpHUYHO BOILUIOLIACT
B3aMMOJICMICTBUE DHEPIrUH B Pa3HBIX IPO-
CTPaHCTBaX U BPEMEHAX, B TOM 4HCIIE 3eM-
mu u Yenoseka. BMecte oHu sBISIIOT 00pa3
I"'apmonum Mupa.

s>~ [pumevaHua —©

1

Konnog B. I1. Cumdonus Xunaemuta «["apmonrus mupay: e€ Gpunocodckue u ICTETHISCKUE

npeanoceliku / Kputnka u myssiko3Hanue: cO. ct. / pen. I1. Byneduyc, JI. Paaben, A. Coxop;

coct. B. ®omun. JI.: My3sika, 1975. C. 154.
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2 Kazanmesa JI. [1. My3bikanbHbIi 00pa3: HOHSATHE U CBOMCTBA // MaTepualibl MEXyHapOIHOU
Hay4JHO-TIpakTuieckoil koHpepeHn «IV CepeOpsikoBckue urenus» 20-22 ampens 2006 roxa.
K#. 1. Bonrorpan, 2006. C. 208.

3 Cwm. moapobuee: Kazanresa JI. I1. Ykas. cou. C. 208-212.

* Apanosckuit M. I. My3bikanbhblii TekeT. CTpykTypa u cBoiictBa. M.: Kommosurop, 1998.
C. 86—87. O moaxoze Kk aHaIU3y MY3bIKH C TOUKH 3pEHUS TEOPUH TEKCTa B TpyAax M. ApaHOBCKOTO
mmer [ [puropbesa. Ero 11emocTHBIN METOI «CKOHIICHTPUPOBAJICS BOKPYT TPOOJIEM MY3BIKATEHOTO
S3bIKA: HA HOBOM BUTKE CIIUPAJIA YUEHBIH, Ka3anoch Obl, Bo3BpaiiaeTcs Kk yueHuto b. JI. fABopckoro,
HO paccMaTpuBaeT MY3bIKaJIbHBIN S3bIK KaK CEMUOTHYECKYIO CHUCTEMY I'paMMaTUK U MOJEJIEH».
CwMm. 006 atom: I'puroprera I. B. Meron nmenoctaoro ananusa B. A. IlykkepmaHna: Tpaguius u e€
OOHOBJICHHE B COBPEMEHHOH oTeuecTBeHHOH Hayke // XKypnan O6mectBa Teopun My3siku. 2014.
Boim. 4A (8A). C. 28.

> TlompoOHnee cm.: ApanoBckuit M. I. Yka3. cou. C. 86-87.

¢ XapakrepHo yciaoxHeHue ¢opmoodOpazoBanust K punany B cumponusx JI. [llocrakoBuua
— IIaroi, Bocemon, ecsaroi, [IaTHaquaTon u Ipyrux €ro MHCTPYMEHTAIbHbBIX HUKIaxX. OuHa-
KyJIbMHUHAIHS IUKJIa — yCTOWYHMBAs TCHASHINUA B My3bIke X X BeKa, paccMaTpuBaeTCs B MOHOTpahuu
aBropa crareu: llImMakoBa O. B. ®unan B cumdponmdyeckux mnukiax baproka, XuHImemura u
Omnerrepa (1930-1950 roasr). Bonrorpaa: Mupua, 2009. 238 c.

7 B I yactu cumdonnu «['apmonust mupa» 1. Xunnemura B SKCIO3UIMU COHATHOM (HopMbI
CIEeNyIOT BCTyIUIeHUE, miaBHas (1. 4, T. 8), cBsa3ytomas (1. 8) TeMbl, HAITMCAHHBIE B OCHOBHOM
TOHAJIBHOCTH e moll, mobounas tema (4 T. 1o u. 9) — B H dur; pazpabotka HaunHaetrcs ¢ 11 1. mo
1. 13 B ToHanbHOCTH Fis dur; penipu3a (c 11. 23, 1. 8) 3akperusier e moll.

8 A. Ménoga, ucciienys npooiaeMy IeJTOCTHOCTH KOMIIO3UIIUH C TOYKU 3PCHUST 00paTUMOCTH
BPEMEHM, OIIMCHIBAET U TAKHUE, B KOTOPHIX JEHCTBYET «CTpESIa BpEMEHN», TO €CTh IBUYKEHUE BIEPE.
Jleno B ToM, 4TO, KaK CUMTAET YUEHBIN, K TOHAJIBHBIE CTPYKTYPbI KJIACCUKO-POMAHTUYECKOTO TUIIA
MOPOXKAAIOT LIEHTPOCTPEMUTENBHOCTh FTAPMOHUYECKOTO UMITYJIbCA, OCHOBAHHOIO HA aKyCTUYECKUX
TOHAIBHBIX TATOTCHUsAX. CO3BYyYMs] W TOHBI JTHUX CTPYKTYP BBI3BIBAIOT SMOIMOHAIBHBIE
NepeKMBaHUS yCTOWIMBOCTH M HEYCTOMYMBOCTH, IAIOT IPEAIYBCTBHE HEOOXOIMMOTO Pa3peIIeHUs
HEYCTOMYMBBIX CO3BYYMM WM LENBIX 30H B ycToWumBbIe. Kaknoe MocTpoeHue, HanucaHHOE
B TOHAJIBHBIX CTPYKTypax, OIIyIIaeTCs KaK 3aKOHYEHHOE WJIM HE3aKOHYEHHOEe. JTO CO3aéT
PUYUHHO-CJIEICTBEHHBIE aKyCTHUECKHE CBSA3H, Ha KOTOPBIX I€PKATCS AMHAMUYHBIE MYy3bIKaJIbHbBIE
dbopmbI, yeTpemI€HHBIC K GuHATY WitH Koae». [TonpooHee 00 3tom cm.: Ménosa A. A. K mpobieme
00paTuMOCTH My3bIKaabHOTO BpemeHu // @unocodckue Hayku. 2017. Ne 4. C. 137-138.

? JleBas T. H., JleontheBa O. T. [Tayns Xungemut. J)Kusub u TBopuectBo. M.: My3bika, 1974.
C.212.

10 Konnos B. I1. Yka3. cou. C. 165.

1 Jleas T. H., JTeoutnesa O. T. Yka3s. cou. C. 215.

12 Peup €T 0 TakoM TUME CMM(OHU3MA, KAK MEITUTATHBHBIN, U O KOHLEMIHUIX MOCTCTUIICH,
IIOCTKaHPOB B My3bIke XX — Hagana XXI BEeKoB.

3 Epémenko I A. CumpoHnYeckass My3bIKa 3alaJHOCBPOINCHCKUX KOMIIO3UTOPOB IEPBOI
nonoBuHbl XX Beka. HoBocubupck: HI'K um. M. U. I'munkwu, 1989. C. 41.

4 JloceBa O. B. Teopus muknuyueckux ¢opm B Hacneauu E. B. Hazaiikunckoro // XKypuan
O6mectBa Teopun My3biku. 2016. Bemm. 2 (14). C. 16.

S I'pynny cpeocme yerocmuocmu WCCICAYeT COBPEMECHHBIH KOMIO3UTOP M TEOPETHK
I1. SxyO4éHOK, KOTOpPBIi OTHOCHUT K TAaKOBBIM «CHUCTEMY 00pa3oB (0Opa3HO-TEeMaTHYCCKUE
CTPYKTYPBI)», «IPUHLHUI TMPOTPAMMHOCTH (OTpaK€HHWE KaTErOpUU XyHIOXKECTBEHHOTO)Y,
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«TPUHIUT KOHCTPYKTHBHOCTH (OTPaKCHNE KaTETOPUH PALIMOHAIBHOTO)», a TAKXKe «MaTepHaIbHO-
aKyCTHYECKYIO0 OPTraHHM3alHio» W «KOMIUIEKC OOIIMX KOMIO3MIMOHHBIX (pyHKIMit». [TogpoOHee
cM.: Sxyouénok 1. H. [lemocTHOCTh MUKIMYECKON CTPYKTYpPBI KaK IMpoOiieMa KOMIIO3UTOPCKOTO
tBOpuecTBa. URL:
http://rep.bgam.edu.by/xmlui/bitstream/handle/123456789/157/Yakubchenok.pdf?sequence=1&isAllowed=y
(mara obpamenus: 12.02.2021).

16 O6pasel Pamoctu u Tpareauu HocaT Oojiee CyObEKTHBHBIN XapakKTep, TOrna Kak 00pasbl
BeunocTn — 6oee 00beKTUBHBL. TeM caMbIM 00HAPYKUBASTCS] THMYHBIA B CUM()OHUN KOHPITUKT
BHYTPEHHETO M BHEIIHETO, PEaTbHOTO W MUPPEATHHOTO B Pa3BEPTHIBAHMM LEIOCTHON KapTHHBI
mupa. O4eBUIHO, YTO YaCTh 00Pa30B UMEET AMHAMHUYECKYIO MPHPOAY, a JpyTras — CTAaTUIECKYIO.
B 11e51oM jxe MOYKHO CKa3aTh, YTO BCE OHU SIBIISTIOTCS MTPOBOJHUKAMU SHEPTHH — MCHUXOIOTUIECKHX,
COLIMANIBHBIX, TIPUPOTHBIX, 00)KECTBEHHBIX, BEICBEUMBAIOIIUX OTHOIIEHHS «YemoBek — O0miecTBo
— Kocmoc — bor». IlonpoGuee 06 atom cm.: IlImakoBa O. B. «MoTuB Kpuka» B HHTOHALIMOHHO-
JEKCUYECKOM CcrekTpe cuMponndeckux ¢uHamoB: Ownerrepa, baproka, Xwunmemura //
MyssikoBenenue. 2007. Ne 4. C. 10-14.
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Onopa Kak Heo6xoANMbIN ANAAKTUYECKUN UHCTPYMEHT
B AUCTaHLUMOHHOM U ayaAUTOpPHOM chopmaTax ooyyeHus

Banepuii Omanyuninosuy llTeiinoepr', luna PaynbeBna darxyJioBa’
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Annomayun. CTarbs NOCBSIIEHA U3YUCHHUIO 3aTPYIHEHUH, BOZHUKAIOIIUX B IUCTAaHIIMOHHOM
¢dopmare MOArOTOBKH CTYACHTOB I€1arOrMueCcKoro By3a, 1 00y4eHHUI0 YUYEHUKOB CEIbCKOM IIKOJIBI
COITIaCHO TOCYIapCTBEHHOMY 3a/laHuto MuHucTepcTBa npocselenus Pocculickoit @eneparnuu, a
TaKKe NMPEAI0KEHHOMY HalpaBIeHHIO TOMCKA U SKCTIEPUMEHTAIBHOM anpodaiyy AUIaKTHYeCKUX
CPEICTB, IpeJHA3HAUEHHBIX Ui MPEOJOJICHUs paccMaTpuBaeMbIX 3arpyaHeHuid. I[lpuBopsTcs
BU3yaJIbHbIE MaTepHalibl, C MOMOIIBIO KOTOPBIX (GopMUpyeTcss U O(QOpMIIsSeTCs HampaBieHUE
MOMCKA HOBBIX CPEACTB AJIsi TUCTAHIIMOHHOTO (popMara 00y4eHUs — BU3YaJIbHBIX AUIAKTUYECKUX
orop B (popMe JTOTUKO-CMBICTIOBBIX MOJIETICH.

[TocraBneHHas 3agada pelIaeTcss B CIACAYIOLIEH JIOTHYECKOW MOCIEN0BaTEIbHOCTH: OT
3aTpyJHEHUH, BO3HUKAIOUIUX B AUCTAHIMOHHOM ¢dopmare OOydeHHUs, — K IOXKEIaHUIM,
HaMpaBJICHHBIM Ha TMOHMXEHHE CHOPMYIHPOBAHHBIX 3aTPYIHEHUM, U Janee — K KOHKPETHOM
peanu3anuy nokeJaHui cpeicTBaMu UIAKTUKH. B kauecTBe AMIaKTUYECKUX CPEACTB IPUMEHEHBI
METOJ JIOTUKO-CMBICJIOBOTO MOJIETIMPOBAHUS 3HAHUM, TIPEJCTABICHHBIX Ha A3bIKE O0yUECHHUS, TTAKET
YHUBEPCAIbHBIX YUEOHBIX ACUCTBUI aHAJMTUYECKOTO TUIIA, UCTOIB3YEMbIX MPU JIOTHKO-CMBICTIOBOM
MOJICIMPOBAHUHU, A TAKXKE CHUMMETPUYHOE BOCBMUKOOPAMHATHOE IpaduyecKkoe OCHOBAHHE
o0pa3HOro xapakrepa Uil pa3MEIIeHUs pPe3ylbTaTOB JIOIMKO-CMBICIOBOTO MOJEIHPOBAHUS.
BaxxHpIM oTiiMuueM paccMaTpuBaeMOroO HAIPaBIICHUS SBISIETCS] YHUBEPCAIbHOCTh MPUBEAEHHBIX
B CTarbe pa3pabdOTOK U TaOIMI, MPUTOAHBIX JI1 UCIOJIB30BaHMS MPHU OOYyUYEHUU Pa3IUYHBIM
y4eOHBIM JUCIUILIMHAM, B TOM YHUCIIE U MY3BIKH.

Knrouesvie cnoea: nucraHumoHHoe oOyuyeHHe, BU3yasibHasl JUJAKTHYECKas OMopa, JOTHKO-
CMBICJIOBOE MOJICIMPOBAHME, YHHUBEpCAJIbHbIE yueOHbIE NEWUCTBUA, TpaduyecKkoe KOOPIUHATHO-
MaTpUYHOE OCHOBAaHUE

Jlna yumuposanus: teitnGepr B. D., @arxynosa []. P. Onopa kak He0OX0AMMBII THAAKTHIE CKHIA
WHCTPYMEHT B JIUCTAHIIMOHHOM U ayTUTOpHOM (opmartax oOydeHus // [Ipobiaembl My3bIKaTIbHOM
Hayku / Music Scholarship. 2022. Ne 2. C. 83-93. DOI: 10.33779/2782-3598.2022.2.083-093
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The Base as an Indispensable Didactic Instrument
in Remote and Classroom-Based Formats of Teaching
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Abstract. The article is devoted to study of the encumbrances arising in the remote format
of preparing students of pedagogic higher educational institutions, as well as teaching pupils of
village schools, according to the state mission of the Ministry of Enlightenment of the Russian
Federation, as well as the proposed direction of search and experimental approbation of didactic
means designed for overcoming the examined encumbrances. The article includes visual materials,
which help form and shape the direction of the search for new means for the remote format of
teaching, — namely, visual didactic bases in the form of logical-semantic models.

The posed problem is solved in the following logical sequence: from the encumbrances arising
in the remote format of teaching to the demands directed towards decreasing the formulated
encumbrances, and, finally — towards a concrete fulfillment of the demands by means of didactics.
Among the didactic means used is the method of logical-semantic modeling of knowledge
presented in the language of the education, a package of universal teaching activities of the
analytical type used during the logical-semantic modeling, as well as a symmetrical eight-channel
foundation of a figurative character for placing the results of the logical-semantic modeling. An
important distinction of the examined direction is the universality of the developments and tables
brought in the article applicable for use while teaching various tutorial disciplines, including
music.

Keywords: remote teaching, visual didactic base, logical-semantic modeling, universal teaching
activities, graphical coordinated-matrix basis

For citation: Steinberg V. E., Fatkhulova D. R. The Base as an Indispensable Didactic
Instrument in Remote and Classroom-Based Formats of Teaching. Problemy muzykal'noj nauki /
Music Scholarship. 2022. No. 2, pp. 83-93. (In Russ.) DOI: 10.33779/2782-3598.2022.2.083-093

ro o0yueHus ¥ TPUMEHEHHE HOBBIX  3aBUCHMOCTh PE3Yy/IbTaTOB Y4YECHHUS OT ca-
dbopM yueOHBIX MaTepuajgoB CO- MOOPTraHU3ALMH U CAMOKOHTPOJs oO0yua-
IPOBOXKIAETCS MOSABICHUEM 3aTPyJHEHUN  IOLIMXCS, MOATOMY B HACTOsIIEe BpeMs
MIPU BHITIOJIHEHUHU y4eOHOW NEATeNbHOCTH  aKTyaJIbHBI UCCJIEOBAHUS U CO3/IaHUE HO-
BCJICICTBUE OTCYTCTBUSI HEMOCPEACTBEH-  BBIX JTUJAKTHUUYECKUX CPEJCTB C OPUEHTHU-
HOTO OOIIEHHUSI M HEAOCTATOYHOTO KOH-  PYIOLIMMH, HalpaBIISIOIIMMHA CBOMCTBAMH.

PacnpOCTpaHeHHe TUCTAaHIMOHHO-  TpoJia yueOHoro mpoiecca. [loBbimaercs
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Hayuno-uccnenosarenbckoit  yaboparo-
puell MoJeIupOBaHUsl BU3YaJIbHBIX pEry-
JSITHBOB'  COIIACHO TOCYIapCTBCHHOMY
3aaHui0 MUHHCTEPCTBA TMPOCBEINCHUS
BBITIOJIHSIETCS.  M3Y4YEHUE 3aTpyIHEHHUH,
BO3HUKAIOMIMX B JTUCTAHIIMOHHOM (hopma-
T€ MOATOTOBKHU CTYJE€HTOB ME€JaroruyecKo-
ro By3a, a Tak)Ke NMpu 00yUYeHUH YYEHHKOB
CEJIbCKOU IIIKOJIBI.

Jns peanuzauuu MNpeJIOKEHHOTO Ha-
MpaBJICHUS TOMCKA AUIAKTUYECKUX CPEJICTB
— IUJAKTHYECKHUX OTI0p, MpeHa3HAYCHHBIX
JUISL TIPEOJIOJIEHUST psifia 3aTpyJHEHUN IpH
JTUCTAaHIIMOHHOM O0Oy4YeHHH, pa3pabOTaHBbI
CJIeIyIOLIME BU3yallbHbIE MATEPHAIIbI, KOTO-
pBIM yzensiercst ocoboe BHUMaHue. Harmpas-
JeHre (BEKTOp) MPEO0JICHHS 3aTpyIHEHU

B JINCTAHIIMOHHOM (hopmare 00yueHus hop-
MHPYETCs C MOMOINBI0 Tabmuibl 1: nena-
roram TpeiaraeTcss KOHKPETU3UPOBATh U
OIICHUTH 3HAYMMOCTH 3aTPYJAHCHHM, 3aTeM
KOHKPETU3MPOBATh M OLCHUTD TOXKEIAHUS
M0 YCTPAHCHUIO 3aTPYJHEHHUN M, HAKOHEII,
KOHKPETU3MPOBATh U OICHUTH TPEOOBAHMUS
K OyIyIIUM JUJIAKTHIECKUM OTIIOPaM.

Jlajiee BBIMOJIHAETCS MOCTAHOBKA 331441
MOKMCKA TUIAKTHYECKON OTIOPBI B TUCTAHITH-
OHHOM (popmare 0OyUEHHUS: B COOTBETCTBHE
C KOHKPETH3MPOBAHHLIMU TPEOOBAHUAMU
K Oy/lylIIM JTUIAKTHYECKHM OIOPaM Tpe/i-
JIAraroTcs JUIAaKTHYECKHE CPEICTBA BbI-
MOJHEHHsT TPEOOBAHUN M (HOPMYITUPYIOTCS
HEOOXOMMbBIC PE3YJIBTATHI HX TPUMCHEHHUS
(um. 13).

Tabnuua 1. HanpaeneHve NpeofoneHns 3aTpyaHEHNA B ANCTAHLUMOHHOM hopmaTe 0by4yeHus
Table 1. The Direction of Overcoming Encumbrances in the Remote Format of Teaching

[ BEKTOP MPECAQINEHVA SATPYHEHV B VCTAHLVIOHHOM MOPMATE OBYYEHVA )

1. KOHKPETU3AUUA | 2. KOHKPETU3ALUA 3. KOHKPETU3ALUA
n OUEHMBAHUE U OLLEHUBAHUE 1 OUEHMBAHUE
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[ SADAYMOVICKA QVIBAKTVMECKOY QP! B [VICTAHLVIOHHOM MOPMATE OBYHEH/S |

MbILUTEHUA

1. COBEPLLEHCTBOBAHUE 2. COBEPLUEHCTBOBAHUE

3. COBEPLUEHCTBOBAHUE

YYEHUA OEATENBbHOCTU

1. MOAENUPOBAHUE
3HAHUU

2. NPEOBPA30OBAHUE

3. ONEPUPOBAHUE

3HAHUNA 3HAHUAMU

1. METOA JTOIrMKO-
CMbICTOBOIo
MOOENTUMPOBAHUA

2. YHUBEPCAIJbHbIE
YYEBHbIE
OENCTBUA

3. BOCbMUWKOOPOUHATHOE
OBPA3HOE NPA®UYECKOE
OCHOBAHUE

KOHKPETUKA 2.2

KOHKPETUKA 2.1

KOHKPETUKA 1.2

TPYAHOCTb 1

MOXENAHUA 1

KOHKPETWUKA 3.1

KOHKPETWUKA 3.2

KOHKPETUKA 1.1

n. 1. BusyanbHbIn MaTepuan «3agayu noucka AuaakTieckon onopbl B AUCTaHUMOHHOM hopmaTe 0byqeHus»
II. 1. The Visual Material of “The Goal of the Search for a Didactic Base in the Remote Format of Teaching”

Tak, npUMEHEHUE METO/1A JIOTUKO-CMBIC-
JJOBOTO MOJEIUPOBAHUS 3HAHUM, TIpea-
CTaBJICHHBIX Ha SI3bIKE OOyUYEHHs, OTBEYAET
MEePBOMY TPEOOBAHHUIO K JUJAKTUYECKUM
ornopamM M oOecleYrBaeT MOAEINPOBAHUE
3HaHui. [IpuMeHeHue yHUBEpCAIBHBIX
y4eOHBIX JEHCTBUII COOTBETCTBYET BTOPO-
My TPeOOBaHUIO K TUJAKTHUYECKUM OIOpam
U HEOOXOIMMO M i BBINOJHEHUS Heil-
CTBUHM JIOTMKO-CMBICJIOBOTO MOJIEIIUPOBA-
HUS, U JJIS1 peaju3ald COOTBETCTBYIOIIETO
oOpa3oBarenbHOTO cTaHaapra. Ilpume-
HEHHE BOCHBMHUKOOPIMHATHOTO OOpPa3HOTO
rpauecKkoro OCHOBaHHUS COOTBETCTBYET
TpeTheMy TPEeOOBaHUIO K JUJAKTUYECKUM
oropaM U HeoOXoauMo sl yI0OHOTO BH-
3yaJbHOTO IMPEACTABICHUA COIAEpKaHUSA
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nuaakTudecko omopel.  I[lpennoxkeHHas
COBOKYIHOCTh JIMJIAKTUYECKHX CPEJICTB
U1l peanu3alid UCKOMOW JUIAKTUYECKOU
OTIOPHI JIOJKHA CIIOCOOCTBOBATH BBIMOIHE-
HHUIO OCHOBHBIX JICUCTBHI B IIPOLIECCE yUe-
HUS: MOJCIUPOBAHUIO, TPEOOpPa30BAHUIO
Y OlNEepUpOBaHUIO 3HAHUAMHU. OCBOEHUE U
YBEPEHHOE BBINIOJIHEHUE TEPEUUCICHHBIX
JIEUCTBUM CITOCOOCTBYET, B CBOIO OU€pe/lb,
COBEPIIICHCTBOBAHUIO MBIILJICHUs 00ydaro-
IIUXCS, BBITIOJIHAEMOW UMH y4eOHOI, a TaK-
KE IPYTUX BUJIOB JICATECILHOCTH.

Ha 3aBepmaroiiem srtane pemieHus 3a-
Jlauy MOMCKA TUJJAKTHYECKOU OMOPBI B TUC-
TaHUUOHHOM (hopMaTe OOy4deHHs] KOHKpe-
TU3UPYETCA pealn3alus MNPeasIoKEHHbBIX
TUIAKTUYECKUX CPENCTB (Uil 2).
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[ PESYTBTATHIMOMCKA OVOAKTVYECKOV OMOPSI B AVICTAHLVIOHHOM OPMATE OBYYEH/A )

NOMKO-CMbICNIOBOIO MOJENMPOBAHWUSA 3HAHUI

YYQ 2: CTpyKTypupOoBaHue TeMbl U 3aKpenneHue rpynn
3a koopauHaTamu. (Kpy2 eonpocoe no meme»)
BblaeneHue y3noBbix anemMeHToB cogepxanun (YIC).
(«3aess3amb y3es10Kk Ha naMsimeb»)

yyas:

yya 4:

3HaHUs1 Mo NoJsIo4YKam»)
YY[ 5: BoinBneHue cBA3en Mexay y3noBbIMU IneMeHTaMu
yya 6:
knioueBbiMu cnosamu. («Cxeambieameb Ha niemy,
MOHUMamse C NoJs1ycro8a»)
YYO7:

KOHKPETUKA Ne2. YHUBEPCAIbHBIE YYEBHbIE AEACTBUA (YY)

YY[ 1: O6o3HaueHue usyyaemon Tembl. (« TaHyesamb om neyku»)

YnopsaoumBaHue y3noBbix anemMeHToB cogepxanus (Y3C) no

OCHOBAaHMIO U pa3MelleHne Ha KoopauHaTax. («Pa3no»(umb

copepxaHus (YIC). («[lpusecmu 3HaHuUs1 8 cucmemy»)
CBepTbiBaHne 0603HaYeHUI KOOPAWHAT, Y3NOB U CBA3en

BusyanbHoe uenoctHoe BocnpuaTue 6naropaps rpaduke
1 KnioyeBbIM cnoBaMm. («3HaHUs1 8UGHbLI KaK Ha 1a00HU»)

KOHKPETUKA Ne3. TPAOUYECKOE

BOCbMWUKOOPOUHATHOE
OCHOBAHME ONOPbI
KZR ": K4
y2-4
\y23 1 ‘;g"; yaa
\.y2-2 132 /¥4
Nyt Lysg /4 1y4-2
V-
SR S A
v R % %y
K1)€ T sageg K5
y8-1 g
. ;8-2 / ;;;I 61\
y83/ 73 y62 N\
y8-4 / y7-4 63\
\'4 yG-A\
K8 K7 K6

MpuHuun 1. CTpyKTypupoOBaHUe COAECPXAHUA 3HAHUA.
MpuHuun 2. CBA3bIBaHKE INEMEHTOB CTPYKTYPbl 3HAHUA.
MpuHuun 3. Ceeptb 6 "

KOHKPETUKA Ne1. METOQ NOrMKO-CMbICNIOBOIro MOAENUPOBAHUA

TOB CTPYKTYpb! U CBA3EN.

JICM - noruko-cMbicnoBas Moaens

CemaHTuyeckue cetu - ®penmol - Kaptel namaTtu - KoHuenT-kapTsl
CTpyKTypHO-noru4eckue cxemol - OnopHele curHans! - Uudorpaduka

BAP - Bu3yanbHbI AWAAKTUHECKUIA PErynaTuBe
BKP - Bu3yanbHbI KOHUENT-perynaTus

Mn. 2. BuayanbHblit MaTepuan «Pe3ynbTtaTthl Noucka AMOAKTUYECKON ONopbl
B AMCTaHLMOHHOM chopmaTe 0byyeHns»

II. 2. The Visual Material for “The Results of the Search for a Didactic Base in the Remote Format”

Jlnist peanu3anuu METO/1a JIOTMKO-CMBIC-
JIOBOTO MOJEIUPOBAHMs 3HAHUI IpUMeHe-
HBI TpU 0A30BBIX MPUHLUIIA KOTHUTUBHOTO
NpEJCTaBICHUS 3HAHUN: CTPYKTypHUpOBa-
HHUE COZIepKaHUs 3HAHUS, CBSI3bIBAHUE dJIe-
MEHTOB CTPYKTYpbl 3HaHUS, CBEPTHIBAHME
0003HAYEHUI 3JIEMEHTOB CTPYKTYpPhl H
cBs3edl Mexay HuMU (Wi 2, 610k «Kon-
kpetuka Ne 1. Meron J10rMKo-CMBICIIOBOTO
MonenupoBaHus»). s Oojee neTambHO-
IO JIOTUKO-CMBICJIOBOTO MOJEIMPOBAHUS
3HaHHUS U TOCIEAYIOIIETO pPa3MEIIECHUS
€r0 pe3ybTaToB Ha TpadUuIecKOM OCHOBA-
HUM UCIOJIb3YETCs MaKET U3 CEMU YHUBEP-
CaJbHBIX Y4eOHBIX neiicTBuil (ui. 2, GJIOK
«Konkpetuka Ne 2. YauBepcaibHble yueo-
Hble JeicTBUA»). [IpumeuaTenbHO TO, UTO
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Ka)KJJ0€ U3 YHUBEPCAJIbHBIX Y4eOHBIX JeH-
CTBUI UMEET CBOM apXETHUIl B BUJE IEaro-
THYECKOro (pa3eosoru3Ma, 4To CBUACTEb-
CTByeT 00 MX MPAKTHYECKOW 3HAYMMOCTH.
I'paduueckum ocHOBaHMEM JAMJIAKTUYE-
CKOW OIIOPBI IPUHATA BOCBMUKOOPANHAT-
Hasg cuMMeTpuyHas rpaduka (ui. 2, Onok
«Konkperuka Ne 3. I'papuueckoe BocbMU-
KOOPZMHATHOE OCHOBAHUE OMOPBI»), HA KO-
TOPOM M pa3MEIaloTCs pe3yibTarbl JOTHU-
KO-CMBICJIOBOTO MOJIEIUPOBAHMUS.

Hanee B KadyecTBE IpUMeEpa IPUBOAUTCS
nunakrtuyeckas onopa «lopom» (wi. 3), Ha
KOTOpOM MpEACTAaBICHO Y4eOHOH 3aJaHue
— COCTAaBUTh KCKYPCHIO N0 POCCUHCKOMY
ropony Yde, cromune Pecnybnuku barm-
KOPTOCTaH.
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- ONPERENERNE * JlaHHBIN BUA JIUIAK-
U3YYEHVE AT A TEIISHOCTER THYCCKHUX OIOpP, OCHOBAH-
UCTOPUU K3 ONPEAENEHUE
OCHOBAHWS TEATPOB HBIX Ha JIOTMKO-CMBbIC-
> hoHTaHbI?
cronuua? —— JJOBOM MOJICIMPOBAHUHA
g g‘lh'nﬂell)% YHble 3aeeneuuﬂ? v
MOHYMEHTbI? P ;gg)l(g:%cmeuume 3HAHWUH, MTPECATOXKCHO
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nogeneuue?
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OPTAHU3ALMA NPOU3BOACTBEHHbIX
L NPEANPUATUN

% G onoRbE OMNPEAENEHVE
e, MonoaéxHble
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e, Ch, %
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yHUBepcUTeTbI? rpaXAaHckue g My3en .
P npeanpuATUA? roCyAapCTBEHHbIe
060poHHOE ¢ my3en? o
NPOU3BOACTBO? HauUWOHanbHbIE

my3en?

ONPEAENEHUE
MY3EEB

/n. 3. BusyanbHblin MaTepuan auaakTudeckoin onopel «Fopoay»
II. 3. The Visual Material for the Didactic Base “The City”

3amaHue BBIIOTHEHO B (popMe qUIaKTU-
YECKOH OITOPBI C IIJITAHOM BBITTOJIHEHUS, A 3a-
TEM JAUCTAHIIMOHHO OBLIO MEePECIIaHo IO I0-
4yTe CTy[JEHTaM YHHUBEpcUTeTa. Pe3ynsrarsl
BBINIOJTHEHUSL  3aJaHUs
— DKCKYPCHH IIO TOpO-

ONpeNeNsATh KaK «BHU3Y-
aJIbHBIE JTUJAKTUYECKUE
PETYJATUBBI», KOTOPBIC
JOJDKHBI 3aHATHL CBOE
MECTO CPeId MHOTOUHC-
JIEHHBIX W Pa3JIMYHBIX
pEryJATUBOB, YCIIEIIHO
u 3¢pdexTuBHO TpUMe-
HAEMBIX B Pa3JIMYHBIX
BHUJIaX MPO¢eCCHOHAIb-
HOM AesTenbHOCTH [1; 2;
3;4].

Baxxubsim OTJIMYH-
€M paccMaTpuBaEMOIo
HampaBJICHUsl SBISCTCS

YHUBEPCAIbHOCTh NMPHUBEAEHHBIX B CTaThe
pa3paboToK U TalOIHIl, MPUTOTHBIX IS UC-

MOJIb30BaHUs TIp

u 0OyuYyeHUH pPa3TUUYHBIM

y4eOHBIM JTUCHUIUIMHAM. Tak, Hampumep,

ny Yda — odopmiieHb
B BUJIC TEKCTa M JOIIOJI-
HUTEITHFHO pa3MEIICHBI B
KOMITAaKTHOU (opMe Ha
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(wn. 4). lunaktudeckas

UCTOPUA
OCHOBAHUA

rEO-
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MMCKOM Q MOHYMEHT o onepb! u 6aneta
NPOBUHLIMM DOpykob! BawWKNpPCKUii roc. Teatp
NaMATHUK Apamel um. M.Madypun
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Ponunay. To ecTh Takue
TUTAKTUYECKHUE OTIOPBI
crocoOCTBYOT  dop-
MHPOBAHHIO  MOJICITH

OBPA30OBAHUE

coHTaH «CeMb AeByLLeK»

MMCKana MeyeTb-megpece
«Jliana-Tionbnax»

TEATPbI
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"rea'rp um.M.Kapuma BbIAAIOLLMECS
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3ason
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My3en uM. M.B. Hecteposa

HauvoHanbHbIf My3ei

) 4

( K7’
nPOM3BOACTBO

y pTOCTaH

BBIIIOJTHEHUSI TOW WIIH
WHOW y4eOHOU Jeqarenb-
HOCTH.
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An. 4. BuayanbHblit MaTepuan auaakTuyeckon onopbl «Ydan*
II. 4. The Visual Material for the Didactic Base “Ufa”
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Ha ypoKaxX MY3BIKH B 00I11€00pa3oBaTeib-
HOM IIKOJE€ MOXKHO HCIIONb30BaTh JHJIaK-
TUYECKYIO OIOpPYy «AHAIN3 MY3BIKAIBHO-
ro npousBeacHus» (wi. 5). bmarogaps ei
NOJCPKUBAIOTCS TPOLIECCHl BOCIPUSITHS,
MBIIIJICHUS. U NaMATu oOydarommxcs. [Ipu
STOM BHHMAaHHE KOHIEHTPUPYETCS Ha BOC-
OPUSTHH MY3BIKAJIBHOTO COJEPIKAaHUS CITY-
maresieM. J{ugakTudeckas omopa MOAaJep-
KHUBAET Pedb M MOMOTaeT (popMyaupoBaTh
OTBETHl HAa BOMNPOCHI O CBOWCTBax H3ydyae-
MOTO MY3BIKaJIbHOTO TPOU3BEJCHUS, BbI-
SBIISITh U WHTEPIPETUPOBATh HJICIO, aHa-
JM3UPOBATH CTUJIb KOMIIO3UTOPA, 3HAYCHHE
My3bIKaJbHOTO 00pa3a. Ilpu Heobxomumo-
CTH PpACIIMPEHHS TPAHUIl WCIOIH30BAHUS
TaOJMUIIBl TIPETIOIaBaTeIb MOXKET CKOpPPEK-
TUPOBAaTh JUJAKTHYECKYIO ONOpPY B COOT-
BETCTBUU C PEIIAEMON 3a7a4eH.

NESITENIBHOCTA TOMOOHBIE JTHIAKTUYECKHE
OTIOPBI MOT'YT U JJOJDKHBI TPUMEHSTHLCS B 00-
pa30BaHUU TPH MOATOTOBKE OYyIyNIUX Y4H-
TEJeH ¢ TeM, 4TOOBI MeAaror U caM BIIAJIEN
TEXHOJIOTHEH MOCTPOCHUS TUIAKTHUCCKUX
OTIOp, ¥ MOT HAay4YUTh OOYYaIOLIUXCS CTPO-
UTh Takue ke ornopsl. K Tomy xe mogo0HbIe
TUIAKTHYECKUE OTIOPBI, CaMOCTOSTEIHHO
BBICTPANBACMBbIC 00yUYAIONTMMHUCS, JTOJKHBI
BBITCCHUTh TPAJIUIIMOHHBIC 3alpeIiacMbIe
IIMaprajikd, Tak KaK MPH U3TOTOBIICHUU H
UCTIOJIb30BaHUU OOBIYHOW IIMAprajKd aK-
TUBUPYIOTCS MEXaHU3MBbI IAMSTH, a TIPH Ca-
MOCTOSITEJTbHOM BBICTPAWBAHUM JTUAKTH-
YECKOH OTOPHI B BHJIE JIOTHKO-CMBICIIOBOM
MOJIEJI OCYIIECTBISICTCS AHAIUTUYECKOE
npeobpazoBaHue HMHPOPMALMK U MPOUC-
xonuT (ukcanus oOpa3a-mpeacTaBiICHUS.
Boccranonenue xe HeoOXonuMoro y4deo-

HOTO Marepuayia IpHu

NOCTPOEHME
K2) (®oPmA)
A

pamatyprus)

[ Mg:ﬂ;lKaﬂbele
TeMbl

%
‘o, 78, KaHp
%, a,,
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Do, 5
Y, 4, copma
4, t.\g "s"i 4, 99 P

2, %, y,
K 0:,,,""46,'@ K "’&, ﬂm\nm
MY3bIKANIBHOTO

[MPON3BEAEHUA

TEKCT

BrevyarneHue
3anOMHUNOCH
HOBOE B y4eGHoW Teme

My3bikanbHas &
. Tema
HOBOE B MOeil XU3HN

Xapakreps

pa3BuTued----------
H
a )

) 4
MY3bIKANbHbIN (4
OBPA3

g ACTB:
Bblpa3uTenibHOCTHU

OTHOLWIEHUE

(AyllthaanOe passutue

Matpuua «Xapakrepuctuka
My3blKanbHOro obpasa»

y  TPOBEpPKE 3HAHUM, NpHU
BBITTOJTHEHUU KOHTPOJIb-
HOTO 3aJaHvsg u T. .
C IOMOIIBIO TUJAKTHYEC-
CKOM OIIOpBhI TPOUCXO-
muT 6osee 3G HEeKTUBHO.

[TonTBEepx) K aeHUE
JIAaHHOM JTUCKYCCHUOHHOM
U7iee aBTOpPHl HAXOASAT B
TpyAax 3apyOeKHbIX yUE-
HBIX: ITOJOXHTCIBLHBIN
abdexkr TpuUMEHEHHS
KpaTKUX BHU3YyaJIbHBIX
MaTepuajioB OMOPHOTO
XapakTepa MPUBOAUTCS

CPEACTBA
MY3bIKANIbHOU
BbIPASUTENBbHOCTH

Wn. 5. BuayanbHbIn MaTepuan aMaakTMyeckon onopbl
«AHanM3 My3blKanbHOro NPON3BEAEHMS»

II. 5. The Visual Material for the Didactic Base
“Analysis of a Musical Composition”

B nuckyccrnoHHOM MOpsiiKe aBTOPHI CUU-
TalOT, YTO B YCJIOBHSIX 3HAHHEBOTO YKJIaja
¥ HapacTawlIieil udpoBuzanuu Bcex chep
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Bpaborax JI. M. Certnan-
ka, Jk. Bommmaiiga [5],
KOTOpBIE OOHApYKWIIH,
YTO UCMOJIb30BAaHUE y4Ya-
HIMMUCS] KapTOUEeK JJIs 3a-
METOK TIPUBOJHT K TOMY,
YTO OHU CTAHOBSATCS 00Jiee ONTUMHUCTUIHBI-
MU U PEATUCTUYHBIMU B OTHOLIECHUH PE3yJb-
TaTOB CBOMUX TECTOB, a TakKe MOOYyXKIaeT
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yyalmxcsi yuduThes Oonee 3(PPeKTUBHO;
3. Ban, JI. Cynaun, /1. Mroppeii-Pacr, b. bax
[6] mpeulararoT METOMKY ITPOEKTUPOBAHUS
KaueCTBEHHBIX BHU3YyaJbHbIX OMNOp-LINap-
ranok; C. Xamyna, K. A. [adbdep [7]
YCTaHOBWJIM, YTO y4allHecs CO CpelHEN U
BBICOKOW YCIIEBAEMOCTbIO HAa BBITYCKHOM
9K3aMEHE CIIPAaBIBUINCH C ONpPEACIEHHBIMU
BONPOCAMHM JIy4llle, YEM APYTUE ydalluecs
C TaKUM K€ YPOBHEM YCIIEBAEMOCTH, KOI/a
OHM XOPOULIO OCBELIAJIA TEMY 3TOTr0 BOIIpOCa
B cBoMX Imaprainkax. [[puBenéHabie paboThI
YUEHBIX MOATBEP)KIAIOT, IO MHEHHIO aBTO-
POB CTaThbH, LEIECOO0PA3HOCTh 3aMEIICHUS
InaprajioK BU3yaJbHbIMU TUAAKTUYECKUMU
OIOpaMU Ha OCHOBE JIOTMKO-CMBICIIOBOIO
MOJIEJIMPOBAHMUSL.

Jl1s ocBOeHHUs IlegaroraMu METOAUKHU
MMOCTPOEHUSA TUAAKTUYECKUX OTop B (hopme
JIOTUKO-CMBICJIOBBIX MOJIENIEH pa3paboTaH U
nareHTyercsi balkupckum rocyaapcTBEH-
HBIM  TIEJarorM4eCKUM  YHHUBEPCUTETOM
uMeHn M. AKMYIIBI psJl KOMIbIOTEPHBIX
oOyJaromux Mporpamm, OJHa U3 KOTOPBIX
— «Camoyuurens BJIP-JICM» — npusene-
Ha Ha ui. 6. CaMoy4HTeNnb MpeaHA3HAYCH
JUIsL UCTOJB30BAHUS TPU OpraHU3aluu
OTIBITHO-3KCIIEPUMEHTAIBHON pabdOThl M
MIPOBEJICHUSI COBMECTHBIX MHHOBAIIMOHHBIX
MIPOEKTOB B CeJIbcKOW mmikoiie. 3amaya «Ca-
moyuutens B/IP-JICM» — o3HakomieHue
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[Togo6HbBIE OMTOPBI MOTYT NPUMEHSTh-
ca B uuppOBOM U aHAJIOTOBOM JUJIAKTH-
K€, B TEXHOJOTMM BM3yaJbHBIX JHJaK-
TUYECKUX pPEryIsTUBOB, B ayIHUTOPHOM
U JUCTAaHIMOHHOM ¢opmaTax 0O0ydeHUS.
ConepkaHue NPOEKTUPYEMBIX IUIAKTH-

YECKHUX OMOP MOKET ObITh MPEICTABICHO
B (popMe y3J0BBIX 2JIEMEHTOB U3y4aeMon
TeMbl (cM. wi. 3), B popMe y3JOBBIX 3a-
Ja4 U3y4YeHHUs HOBOM TeMbI W/WIIM Y3J0-
BBIX HABOJSIIMX BOIIPOCOB 10 U3y4aeMOn
TEME.

o~ [pumevaHusa ©
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2 TocymapcTBeHHOE 3amaHne MHMHHCTEpCTBa NpocBelneHus Poccuiickoii ®Demepanuu
Ne 073-03-2021-015/2 ot 21 wuronms 2021 roma Ha BBITIOJHEHHE HAyYHO-HCCIIEIOBATEIBCKUX
pabot mo teme «MccnenoBanue U pa3paboTka METOAMYECKHX PEKOMEHIAIUI M0 MPUMEHEHUIO
COBPEMEHHBIX HU(MPOBBIX U MHTEPHET-TEXHOJIOTHIM HA MPUMEPE CENbCKUX U MAJTOKOMITJIEKTHBIX
IIKOJI B YacTH 00ecredeHns KaYeCTBEHHOT0 00Pa30BaTEIbHOTO MPOIIECCay.

3 HwkHss gacTh WiI. 3 mpeacTaBiseT coboit TpancGopMupoBaHHyo Tabmuiry 1.

* Tlosicuenus k wi. 4: Ya — cronuna Pecryonuku Bamkoprocran, cyobekra Poccuiickoit
®enepannn; BACCP — bamkupckas AproHomHas CoBetrckas Conmanuctuueckas PecryOmuka,
Bxonuia B cocTtaB Coro3a Comerckux Conmanuctuueckux PecnyOnuk; Camaar HOmaeB —
HaIlMOHAJIBHBIA OAIIKUPCKUN Tepor, copaTHUK Emenbsna [lyrauésa; Mycrait Kapum u Maxut
I'adypu — u3BectHBIe Oamkupckue nmucarenu; FOpuii [Hleuyk (muaep rpynmsl « 11 T») u 3embupa
(aBTOp M MeBHIIA) — U3BECTHBIE MY3BIKaHTHI pooM U3 Y dbl; Oparbs AOIpa3akoBbl — BCEMHPHO
3HAMEHUThIC OamKUpcKue omepHble neBmbl (Oack); Pymonpd XameroBuu Hypuer (Hypee) —
BBIJIAIONITUICS OQJIETHBIN TAaHIIOBIIMK, HAYWHAJ CBOM TBOpUeCKui myTh B Y he; Muxaun BacunbeBuy
HectepoB — n3BeCTHBIN PYCCKUI XyHNOXKHUK, ypokeHel Y ¢br; Axmar darkymioBud JIyTdymumH —
OalIKUPCKUNA COBETCKHM x)uBomucell, HapoaHbii xynoxHuk CCCP; Cepreit TumodeeBuy AkcakoB
— U3BECTHBIN PYCCKUU MHcCaTelb, TeaTpaJbHbIA U TUTEPaTYPHBINH KPUTHK, a TaKKe 00IIeCTBEHHBIN
nestens, pomwics B Yde; BITIY umenn M. Axmymasl — bamkupckuii rocymapCTBEHHBIN
MeJaroTMYecKuil  yHUBEPCUTET HMMEHHM Mudraxernuna Axmymwisl; BIMY — bamkupckuit
TOCYJIapCTBEHHBIN MenunuHCKuK yHuBepcuteT; YIATY — VYdumckuii rocymapcTBeHHBIN
aBHAIIMOHHBIN TexHudecknii yauBepcuteT; YIHTY — YVdumckuii rocynapcTBeHHbINH HEPTIHOM
TexHudeckut yHuBepcuter; bI'Y — bamkupckuii rocymapctBeHHbId yHuBepcuteT; BIAY —
bamkupckuii rocynapCTBEHHbIA arpapHblil yHUBEPCUTET.
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Abstract. The article examines the musical legacy of German composer Paul Natorp (1854—
1924), who has obtained his world recognition chiefly as a Neo-Kantian philosopher. Unlike the
other philosophers-composers known to history, such as, for instance, Jean-Jacques Rousseau
and Friedrich Nietzsche, the name of Natorp the composer has remained virtually unknown to
philosophers, as well as to musicians. Among the thinker’s greatest influences was Plato, whose
attitude towards music was shared by Natorp throughout his entire life. Examining music as one
of the fundamental laws of the universe, Natorp placed the principle of harmony at the core not
only of his life activities, but also of his philosophical studies and pedagogical innovations. The
article presents a scholarly analysis of the small contrapuntal cycle in the musical legacy of the
philosopher-composer with the example of Paul Natorp’s Three Preludes and Fugues for Piano,
which revive the baroque tradition of improvisation. Natorp’s piano compositions correspond
to the influences of his era, which demonstrates a constant aspiration towards the attainment of
harmony, balance and clarity in the conditions of the dissolving tonal-harmonic connections and
free compositional forms. In his compositions, the art of the future is given a special position as a
significant unifying and stabilizing component of musical creativity.
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Manbin nonudoHnvyecknn uukn B TBopyectBe lNaynsa Hatopna

Ionnna CranucaaBoBHa Boukosa', I'o lllaoun?, Xyan I[37xyans’

.23 Huemumym mysviku, meampa u xopeocpaguu,
Poccuiickuii 2cocyoapcmeennsiii nedacoeuueckuil ynusepcumem umenu A. M. I'epyena,
2. Canxm-Ilemep6ype, Poccus
I polina7-7@yandex.ru, https://orcid.org/0000-0002-2424-7521
2 guoshaoying@163.com, https.//orcid.org/0000-0003-2811-8169
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Annomauusn. B cratbe paccMaTpUBaeTCsl MYy3bIKaJIbHOE HACIEANE HEMEIKOTO KOMIIO3UTOpa
[Mayna I'epxapna Haropma (1854-1924), kotopblii B Oonbliell CTENEHH MOIYYHIT MHUPOBOE
npusHaHue Kak ¢uiocod-HeokantuaHer. OTMeyaeTcsi, 4YTO B OTIMYHE OT IPYIMX H3BECTHBIX
uctopuu GpunocopoB-KOMIO3UTOPOB, K KOTOpbIM oTHOCATCsA K.-)K. Pycco m @. Humme, ums
Hatopna-komno3utopa octa€rcsi HE U3BECTHBIM HU ¢uiocodaM, HU My3blkaHTaMm. B uwncne
KyMHpPOB MbIcnuTens — [lnatoH, ub€ oTHOmIeHHe K My3bike Haropm mponéc yepes BCIO CBOIO
*u3Hb. PaccmarpuBasi My3bIKy B KauecTBE 3aKOHAa MHpO3AaHHs, HaTopm Monoxuia mpuHIUN
TapMOHHHM B OCHOBAaHHE HE TOJIBKO COOCTBEHHOM >KHM3HENEATEIbHOCTH, HO U (UI0COPCKUX
WITYOU W TeJarorn4ecKux HoBauuil. B craThe NPHUBOAMTCS HCKYCCTBOBEAUECKHI aHAIMU3
MaJioro nojau(pOHUYECKOro IMKJIa B TBOpYECTBE (HUI0CO(OB-KOMIO3ZUTOPOB Ha mpumepe « Tpéx
npemntonuii u ¢yr st poprenuano» [layns Haropra, koTopbie BO3pok1at0T 6apOYHYIO TPAJAHUIIUIO
umnpoBuzanuu. doprenuaHHble MpousBeneHuss Hatopma COOTBETCTBYIOT BESHHUSM €r0 SIOXH,
KOTOpasi 0OHapYKUBAET HEYKIOHHOE CTpEeMJICHHE K OOPETeHHUIO TapMOHUH, PABHOBECHS, ICHOCTH
B YCJIOBHUSX Pa3pylIAIOMINXCA TOHAIBHO-TAPMOHUYECKUX CBsI3€H U CBOOOIHBIX KOMIIO3UIIMOHHBIX
¢opm. HckyccTBY MpONIIOTO B €r0 COYMHEHHUAX OTBOAUTCS 0CO00€ MECTO KaK Ba)KHOTO
00BETMHSIONIETO U CTA0MIIM3UPYIOIIETO KOMIIOHEHTA TBOPYECTBA.

Knroueswie cnoea: 1layns Hatopn, Mamnbiii nonudoHUYECKUM LUK, Tpeoaus, gpyra

Jlna yumuposanusa: Bonkosa I1. C., T'o lllaoun, Xyan LI33xyans. Manbiii nonudoHUYECKHiA
ki B TBopuectBe [layns Hatopna // [IpoGnemsl Mmy3bikanbHOM Hayku / Music Scholarship. 2022.
Ne 2. C. 94-103. (Ha anrn. 513.) DOI: 10.33779/2782-3598.2022.2.094-103

God has given us music so that above all it can lead us upwards... But its principal

task is to lead our thoughts to higher things, to elevate, even to make us tremble...

All humans who despise it should be considered mindless, animal-like creatures.
Friedrich Nietzsche

n the present day of both the history most important tradition, along with their
of music and the history of philosophy philosophical contemplations. We recall
the names of at least three professional the name of Jean-Jacques Rousseau, who
philosophers are known in whose activities made his contribution to world culture as
musical composition assumed almost the the creator of the opera-ballet “Les muses
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gallantes” and the opera “Le Devin de
Village.” Mention here must be made of
Friedrich Nietzsche, who wrote over 70
musical compositions, including music
for piano solo, four-hand piano, a quintet
for four voices and piano, about 17 songs
and other compositions. Igor Ebanoidze
acknowledges that 1t 1s particularly
Nietzsche’s musical inclinations which
have determined his engagement in the
sphere of philosophy, having stipulated for
him the status of “philosopher of formation
and life.” [1, pp. 185-195] And, finally, the
name of Paul Gerhard Natorp appears as the
next philosopher-composer of that era.

While a sufficient amount of literature
has been written about the first two
philosopher-composers  so  that  the
interested philosopher or music aficionado
would receive an impression of them as
composers, virtually nothing is known to
the Russian-speaking reader about Natorp’s
musical legacy (with the sole exception of
two publications by one of the authors of
this article which saw the light of day in
2021 and 2022, respectively). [2; 3] At the
same time, Natorp’s instrumental music
includes his Sonata for violin and piano in
F# minor, the Sonata for cello and piano
in D major, two Fantasy pieces for piano
(No. 1 in 4 minor and No. 2 in B minor),
and the Trio in E minor for violin, cello and
piano. Some of his compositions have been
performed by a number of acknowledged
Russian musicians as Ludmila Frayenova
(violin), Mikhail Shugayev (cello) and Yuri
Favorin (piano).

The problem of research which the
authors solve in the present article consists
in the necessity of opening up the door to
the artist’s creative workshop in which his
work on musical composition, taking place
in close connection with his philosophical
quests and pedagogical discoveries,
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comprises a single realm of the artist’s spirit,
determining the scale of his personality.

The methodology of research is
organized based on methods of art study
analysis, the principle of intertextuality and
comparative analysis.

The musical works of Paul Gerhard
Natorp (1854—-1924) are known to a very
narrow circle of involved people. His
name has received recognition primarily
in the sphere of social philosophy, within
the framework of which Natorp has
obtained his authority as a philosopher
of the Neo-Kantian school and a teacher.
However, his musical compositions are
of unquestionable value and thereby may
assume a worthy position in the repertoire
of performers.

His musical compositions include
many works for solo piano or piano with
other instruments. The philosopher loved
the instrument and knew it very well. The
peculiarities of Paul Natorp’s original piano
style are revealed in his works for piano solo.
The composer’s Strasbourg diary contains
reports of him attending the concerts of
Clara Schumann, Franz Liszt and Hans von
Biilow. The diaries also help us disclose
Paul Natorp’s own musical predilections.
His musical repertoire ranged from Bach,
Haydn, Mozart, Beethoven, Schubert,
Schumann and Brahms, to Wagner.

Notwithstanding all of his fondness of
music, which manifested itself in his piano
playing, in his attendance of concerts and
his compositional work, Natorp’s main
work of his life was philosophy. Up to
the final years of his life, he composed
music more as an amateur, pursuing the
aim of self-perfection. Let is make the
assumption that music in this context was
for him a certain type of continuation of
his own philosophical quests, which took
place under the sign of artistic creativity.
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All the more remarkable was the mastery
which the composer achieved with his own
efforts.

In the early period of his musical
creativity Natorp turns to the genres of piano
music which were developed by his favorite
composers. He recreates certain elements of
the styles of Bach and Brahms, combining
them in his own compositions, establishing
the commonality of their musical language,
regardless of the differences of their styles
and epochs under the sign of which they
composed music. At times there appear
intricate connections with Beethoven’s
piano style and, more indirectly — with that of
Schumann. At the same time, it is impossible
to speak of imitation or direct derivations.
Natorp reflects what is the closest for him in
the works of these composers in an original
manner.

Among the composer’s piano works
from his early period, most significant are
his Three Preludes and Fugues. During
the Romantic era not all composers
expressed interest in counterpoint. This
can be explained by the diverse approaches
towards the unfolding of musical content,
a different character of figurativeness and
a different type of procedurality the new
era was characterized for. Nonetheless,
for many composers the study of
composition was connected with a mastery
of the forms of the Baroque era. In this
connection, mention must be made of
Felix Mendelssohn, Carl Zelter and Robert
Schumann, who were actively supportive of
attracting the audience’s interest in Bach’s
compositions. For Frederic Chopin Bach’s
Preludes and Fugues presented the chief
material for preparation for performances.
Numerous other examples may be cited and
augmented in quantity.

The contrapuntal forms, including
those of the fugue and fugato, were
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actively incorporated by the Classicist
composers, especially frequently in the
finale movements of their symphonies,
sonatas and works for chamber ensemble.
Numerous examples may be found in the
works of Beethoven, Mozart and other
masters. However, the mere incorporation
of contrapuntal forms in itself does not
connect the works of the Romanticists with
Bach. In the conditions of the new style, the
textural-compositional technique presents
itself as entirely different. For this end, let
us cite as examples the Six Fugues on the
Theme of BACH by Schumann and the Six
Preludes and Fugues for piano, opus 35 by
Mendelssohn.

In the Romantic era the genre of the
Prelude also obtained its well-known
independence and self-sufficiency, so
features of the baroque style appear in
some of the preludes only in a romanticized
reflection. At the same time, many of the
preludes by Clementi, Moscheles and
Beethoven preserve the baroque features
of this genre: a through musical form,
improvisational qualities and figuration as
the basis for motion.

Structurally Natorp’s Preludes and
Fugues follow the example of J. S. Bach
in that the unchanging motivic textural-
harmonic idea always lies at the basis of
his Preludes, while the subjects of the
Fugues are created in correspondence
with the prescribed rules. Nonetheless,
Natorp never uses these elements from
the point of view of stylistic replication.
On the contrary, his Preludes turn out to
be closer in character to the genres of
romantic pieces that are contemporary to
him, similar to the intermezzo, while the
Fugues are distinguished by a freedom
in the construction of the themes and the
significant role of homophonic textural
forms.
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Not infrequently, the homophonic-
harmonic structure of the Preludes

becomes texturally close to the organ-like
instrumental musical statement. This is
especially true regarding Prelude No. I in
E minor, endowed with a Largo tempo, in
which the thick chordal-octave texture from
the very beginning creates a monumental,
resonant, capacious sound against the
background of the sustained pedal-point
in the bass. The homophonic oratorically
solemn beginning of the Prelude is close
in its style to the introductory sections
of Bach’s organ toccatas. The composer
divides the entire sounding range into
two strata. The first plays the role of a
powerful support in the form of a deep
bass (similar to the organ’s pedal) and
the thick arpeggios gathering into a chord
(against the background of the root pitch
E the chords SII* and DDdim7 are sounded
out). The second recreates the pathetic
declamatory melodicism of Bach’s style,
the expressivity of which is strengthened
by trills. Additional expression is provided
by a massive octave and chordal doubling
of the main melodic voice. In addition, the
aspiration to recreate the particularities of
the organ sound leads to the application of
various levels of volume according to the
principle of terraced dynamics (without any
diminuendos or crescendos). In addition,
the registers are juxtaposed in contrasting
ways.

The key of E minor in Bach has been
frequently connected with a lyrical-tragic
figurativeness. In the same manner this
key also makes its appearance in Natorp’s
Prelude in E minor. However, the figurative
structure of the Prelude corresponds not
only to the grandeur of Bach, but also that
of Liszt with the dramatic sound and the
waves of diminished chords characteristic
for him. The rhetorical basis characteristic of
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the Baroque era can be clearly traced. From
the first measures, our attention is drawn by
the motive assembled on the basis of a trill,
possessed of the meaning of exclamation
(exclamatio).

In the structure of the Prelude, two
sections stand out, delineated according to
the principle of the old historical binary
form (with elements of the recapitulation
present). Within the respective sections the
thematic unfolding occurs in stages: the
introductory arpeggios with the trills in the
melody lead to an unstable balancing on the
pedal point D. On this stage the imitational
motion of the higher and middle voices in
the opposite directions appears. In the area
of the cadence of the first section the pedal
point of the dominant key is established and
the initial statement of the musical material
returns.

The second section is built in
correspondence with the first and on the
basis of a consistent transition from the
dominant (D) through the subdominant
(S) to the main tonic key of E minor. The
alteration of the textural designs is similar
to the first section, yet more diverse in terms
of its contrapuntal writing.

1 section 2 section

E minor — B minor/major | B minor/major — E minor

Pedal point T — pedal
point D

Pedal point is absent

The three-voice fugue is built on the
basis of the harmonic idea of the Prelude:
the initial motive is endowed with a
lowered II degree, and, overall, the motivic
structure is based on the figure of the saltus
duriusculus (chromatic intervals and leaps).
Such a construction of the fugue subject is
declamatory, since semantically it conveys
various shades of excited speech (Example
No. 1).
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Example No. 1 Paul Natorp. Fugue in E minor

(subject)

Allegro ma non troppo

The development of the Fugue combines
the contrapuntal and the homophonic-
harmonic textures. The first episode marks
the appearance of arpeggiated chords
reminding of the Prelude and comparable to
the textural development of the homophonic
theme. Prior to the developmental section we
hear the homophonic-harmonic retransition
with concisely perceptible functions of the
chords: the cadential — the dominant — the
tonic.

The developmental section presents
truncated imitational statements of the
fugue subject. At the center of this section
a lyrical episode is formed containing
a statement of the subject in a duo of the
top and the bottom voice, however, on a
figured pedal point of the lower voice. The
statement of the subject in the top voices,
although accompanied by countersubjects
in the middle voice, at the same time, also
contains a harmonic accompaniment
of arpeggiated chords. In addition, the
fugue is twice interrupted by pauses
which completely halt all motion of

Example No. 2

of trills in the melody and of arpeggios in all
the voices creates a colorful vibration, the
background voices are timbrally diversified,
and the doublings are conducive to filling
up the space. Such a type of texture is
close to Liszt’s arrangements of Bach’s
organ works. Similar to Liszt, Natorp adds
accompaniment to the fugue subject, and
also disperses the statements of the subjects
among fragments in the middle voices. As a
result, a unity of rigorous organization and
free emotional utterance is achieved.

The piano Preludes are free in their
form and endowed with their own romantic
means of expression. Certain motivic,
harmonic and tonal coloristic tints appear in
them, such as, for instance, in the Prelude
No. 2 in D major. Let us turn our attention
to the key, which was used by Bach in the
context of bright, elevated, jubilant images.
Natorp’s interpretation of tonality causes us
to remember Schubert and Brahms in their
simplicity and graciousness. The song-like
basis of the melody in its separate intonations
is similar to the utterances of the forest
king in Schubert’s song “Der Erlkonig,”
especially upon the second statement of the
theme (see Examples No. 2; 3).

Franz Schubert. Der Erlkénig

the musical material.

G,é’ta

The features noted by us testify of

mir!

a romantic interpretation of the small

o1
o

e 5N

cycle by Natorp. First of all, the piano

in the E minor cycle is interpreted

N

virtually as an organ. The placement

ol

of the contrapuntal voices resembles
the registral placement of the timbres
of the organ, while the density of the

chords in combination with the pedal
points creates the impression of a

large spatial diapason. The abundance
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Example No. 3 Paul Natorp. Prelude No. 2 the other Preludes and Fugues, the third
oy & o # N cycle makes ample use of ornamentations,
T N 8 rhetorical figures and a full-sounding organ

vvvvvvvvv
||||||||

vvvvvvvvvvvvvvvv

llllllll

................
|||||||||

In contrast to the first Prelude, here
we can also observe the connection with
the genre pieces of the Romantic era, for
example, Brahms’ Intermezzi, Schubert’s
“Moments musicaux” or Schumann’s lyrical
songs.

The fugue subject, intonationally close to
Bach’s Fugue in D major (Well-Tempered
Clavier, Book I, No. 5), punctuates the
character of the Preludes by its jocosity
and elegance, resembling music for
the harpsichord. During the process of
development and in the conclusive section of
the fugue song-like intonations demonstrate
themselves distinctly. At the same time, in
the second Fugue the contrapuntal technique
turns out to be more diversified, despite the
usage of techniques of homophonic writing
(the pedal point upon the transition to the
recapitulation, as well as the doublings in
the conclusive section).

In Prelude No. 3 in E-flat major the
Bachian element begins to manifest itself
in the uniform motion of the chords of
the accompaniment in stepwise rhythm.
The main theme of the preludes resembles
chorale melodies. Calm, staid, concluding
with a characteristic suspension with a trill
directed towards the root tone, the melody
of the Prelude symbolizes dignity and
nobleness. In counterbalance to it, the fugue
subject is impulsive, unsteady, permeated
with chromatic melodic turns and secundal
intonations resembling sings. Just as in

texture. The third Fugue even incorporates a
lengthy pedal point resembling the sound of
an organ pedal.

The type of counterpoint in all of the
Fugues is melodic-linear. The homophonic
style penetrates into the fugues, especially
the conclusive sections, where at times
the sound reaches an orchestral scale and
density. The composer makes broad use
of extraction of motives from the fugue
subject and amalgamates the texture,
complementing certain independent
voices with added chords. Some of these
completions possess the character of
improvised cadences (Fugue No. 3).

Paul Natorp’s small cycles are the result
of the composer’s contemplative work on
his own style, reflecting the characteristic
tendencies of the era of late Romanticism.
Turning to the music of previous eras, Natorp
connects features of baroque and romantic
composition, moreover, aspiring towards
a sense of organic unity. His artistic ideas
brought him towards greater self-sustenance
in terms of form and developmental
techniques, they are stylistically consistent
and compositionally integral.

Stemming from the understanding of
music as perceived by the Ancient Greek
philosophers, first of all, by Plato, who
saw in harmony the basis of concord as
the condition for perfection of the spirit,
Natorp in his aspiration to cultivate a highly
developed personality also counted on the
reconciliation of all sorts of contradictions.
Moreover, his very life may be viewed as
a model of a thoughtful attitude towards
himself, the world of nature and world of
human beings surrounding him, in order to
avoid overt dissonances in his interactions
with both worlds.
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It is noteworthy that the leading role
of the ethical element which Mikhail
Karpychev interprets from the position
of the transforming function of the art of
music,! runs like a golden thread through
Natorp’s entire philosophy of education.
this is all the more significant that the
ethical component is directly connected
with the spiritual formation of the human
being, a testimony of which may be found
in the research work by Polina Volkova
and Victor Shakhovskoy. [4, pp. 187-198]
For this reason, in each of his musical
works the composer, first of all, manifests
a certain artistic idea. That circumstance is
self-explanatory that by emphasizing the
significance of the ethical directedness of his
philosophical-aesthetic works, Natorp turns
to the authority of Beethoven, Michelangelo
and Rembrandt.? In the present context the
unity of aesthetic principles penetrating
both Natorp’s philosophical studies and his
musical oeuvres becomes all too apparent.
Herein lies the guarantee of the interest
towards the German philosopher-composer
on the part of Chinese intellectuals, too.

The fact of the matter is that the spiritual-
moral experience of human achievement
turns out to be within the focus of Chinese
philosophy presented by the name of
Confucius. It is well-known that for the
Chinese philosopher music demonstrated
itself as a marker “of the universal law,
<...>on account of which the concepts basic
for music turn out to be such categories as
freedom, measure, harmony, etc.” [5, p. 45]
It is important to emphasize that the indicated
categories correlate with the conception of
jen, which presents itself in the capacity of
the foundation of music, “...for if the human
being does not possess jen, how could he
observe rituals? If a human being is not
endowed with jen, what music can there
be?” Analogously, Natorp connects with

the harmony which determines the essence
of the art of music true morality, which also
corresponds to Schumann’s position. In his
valediction addressed to young musicians,
Schumann observed that the laws of morality
are the same as the laws of art*.

To return to the music of Natorp, it
must be emphasized that for the composer
the ideal during the course of his entire life
was formed by the German classics — Bach,
Beethoven, Wagner and Brahms. The music
by these composers, which is permeated with
philosophy, fascinated Natorp, and — unlike
Nietzsche, who at first venerated Wagner, and
then renounced his icon, — attracted him up to
his last breath. It is apparent that in his early
works for piano there was a philosophical-
artistic reevaluation of the music of the
past, and on that basis the composer’s own
approaches were formed.

Overall, Paul Gerhard Natorp’s Preludes
revive the baroque tradition of improvisation,
and at the same time their character reflects
both church and concert or chamber
performance. In his Fugues Natorp adheres
to the canon only in their expositions, since
during the process of development the fugal
character of presentment of the musical
material is displaced by a freer type, and
sometimes new homophonic themes are
brought in. These new themes then become
contrapuntal in their essence. Frequently
the new themes obscure the fugue subject,
so that it turns out to be already difficult to
highlight it in the dense flow of the sounds.
A special characteristic feature is presented by
the inclusion of lyrical contrasting episodes
into the developmental part of the fugue,
similar to the lyrical episodes in the Fantasies
of Schumann and Liszt. Such episodes are
brought in by the method of contrasting
juxtaposition, which demonstrates of the
resemblance of these fugues with other
genres of the Romantic era.
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It would seem that Natorp’s piano
compositions correspond quite well to the
influences of his era, which demonstrated
an unswerving aspiration towards the
attainment of harmony, balance and clarity
in the conditions of the disintegrating tonal-
harmonic connections and the looseness of

musical forms. For this reason, in his musical
output the connections are discovered more
clearly with the Baroque and Classical eras,
as well as with counterpoint. Natorp, as well
as his contemporaries, Brahms, Bruckner
and Reger, realize the important unifying
and stabilizing role of the art of the past.
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Annomauusn. Bertoldo, Bertoldino e Cacasenno — nepass KoMuueckasi onepa, OTKPbIBarOIIIas
BEHEIMAHCKYIO 3py B UcTOpuH ornepsl Oypda. CoBpeMeHHbIE CIIPABOUYHUKH U CIIOBApU YKA3bIBAIOT
B KauecTBe e€ aBTopoB K. [onpnonu (mubperro) u B. Yamnu (My3bika). JleTanbHOE HCcCleI0BaHUE
pykornucu u3 bubnuorekn OcteH3e B MojeHe, BIEpBble MPEANPUHITOE B HACTOALICH CTarbe,
MOATBEP)KIAACT MPEANOJIOKEHHe, UTO OpUTMHANbHAs T[OCTaHOBKAa TMpeAcTaBisia coboit
NacTUY40. AHaNU3 MOoYepka U pa3HOOOpa3HBIX MOMET B PYKOMHMCH MOKA3bIBAET, UTO MapTUTypa
BKJIIOYAET MY3bIKaJIbHBIA MaTepuaj JABYX Pa3HbIX MOCTAHOBOK: BEHEIMAHCKOW mpembephl 1749
roga u cnekrakis B JIongone B 1755 romgy. Yammnu, HanmvcaBImIMi JJisi BEHEIMAHCKOW MPEMbEPhI
OKOJIO TPETH BCEX MY3BbIKAJIbHBIX HOMEPOB, OYEBUIHO, HE OBLI €IMHCTBEHHBIM aBTOPOM. J[is
JIOHJTOHCKO} MOCTAaHOBKU OH J100aBHJI MOPIMI0 BHOBb COYMHEHHOW MY3BIKH, OJHAKO HE MEHEe
YeTBEpTH MaTepuana B MapTUType Bc€ emé MpencTaBisieT co0OM YbU-THO0 MOCTOPOHHUE
BcTaBkH. COXpaHUBIIASCA My3bIKa Ja€T TakkKe BO3MOXKHOCTH 0oJiee TOYHO YCTAaHOBHTb, YTO W3
BEHEI[MAHCKOTO OPUTHHAJIA OBLJIO HCIIOIb30BAHO B MAPHKCKUX MApOIUsAX Ha 3Ty onepy: Bertholde a
la ville (1754) Jlyn Aucoma u Le Caprice Amoureux, ou, Ninette a la cour apna-Cumona ®daBapa
(1755). UccnenoBanme oneprl Bertoldo, Bertoldino e Cacasenno pacmpsieT Hally PEACTABICHHS
0 MpaKTuKe ObITOBaHUS >kaHpa orepbl Oydda Ha paHHEM FTarle ero UCTOPHH.

Knroueevie cnoea: Kapno Tonpnonn kak mmOpertuct, Bunuenmo Yammm, omepa Oydda,
nactu44o, Tekcronorus onepsl X VIII Beka

Jna yumuposanusn: Jlyuxep Il. B. Bertoldo, Bertoldino e Cacasenno: uccinenoBaHue
OPUTHHAJBLHON pyKONMCHON maptutTypsl // [Ipobaembl My3bikasibHON Hayku / Music Scholarship.
2022. Ne 2. C. 104-122. (Ha anrn. 513.) DOI: 10.33779/2782-3598.2022.2.104-122

bnazooapnocmu: ABTOp BBIpakaeT 01arogapHOCTh I-py | Crroapry Kommbemry | (I'masro) u
n-py Muane Hapoauikoii (Urkaro) 3a moMols, OKa3aHHYIO B IIEPEBOIC IAaHHOW CTaThH.

ertoldo, Bertoldino e Cacasenno 1is a
B dramma comico per musica performed

in the Venetian Teatro San Moise on
26 December 1748 at the very beginning of
the carnival season.' [1, p. 55] It was the first
fully independent attempt of playwright Carlo
Goldoni to try his hand in the genre of large-

scale musical comedy that had recently arrived
in Venice from the southern cities of Italy —
Naples and Rome. However, Goldoni did not
feel at ease in what was evidently a new field
for him, and his name was not mentioned on
the title page of the printed libretto (as well
as the name of the opera’s composer). Quite
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possibly it could be the result of working
in tremendous haste that accompanied the
preparation of the spectacle, since very little
time (about one month only) was given to the
process of the opera’s creation and rehearsal.
But it cannot be denied that Goldoni most
probably was not counting on the great
success of opera and therefore did not wish to
disclose his name to the public ahead of time.
Nonetheless, the opera must have enjoyed
some success, since its performances quickly
moved beyond Venice and spread out to many
cities in Italy and abroad.

At the present time there are no doubts
about Goldoni’s authorship of the opera text:
the libretto was included in the first print of
the collected works that Goldoini prepared
himself and published in 1753 in Venice.? It
1s quite different with the opera’s music, 1.e.
there is still no consensus on the issue of its
musical authorship. Most of the dictionaries
and reference books claim as the author
Vincenzo Legrenzio Ciampi (c.a. 1719-
1762) — an Italian composer, who was very
active in Venice in the late 1740s. The opinion
has been expressed, however, that Ciampi
was not the only composer who participated
in the creation of the work, and the names of
some others have been mentioned along with
him. To a certain degree, the beginning of this
controversy was given by Goldoni himself
in his preface to the printed libretto, where
he wrote about the opera’s arias: “As for the
arias, some of them are lawful and natural
daughters of the book, some were added,
others are spurious, and others conceived
in adultery, inserted for convenience and
pleasure of the virtuosi, etc.” [Circa le arie,
alcune sono figlie legitime e naturali del
libro, alcune addotate, altre spurie ed altre
adulterine per commodo e compiacimento de’
virtuosi, onde, eccetera).* Though, already
in the 18th century Ciampi’s name as the
composer of the music of Bertoldo appeared

sporadically, among other places, on the title
pages in librettos for the performances in
Bologna (1751), Paris (1753), Ferrara (1755),
Piacenza (1758), Munich (1759), Brunswick
(?1759), Prague (1760), and in two London-
based performances (1755 and 1762).*

History seemed to place Ciampi in the
second tier (if not the third) among the
composers whose artistic achievements are
presently known only to music specialists.
Public discussion involved only one short
work by him—the aria Tre giorni son che Nina,
which is still performed and appreciated at the
present time. In the 19th century this aria was
attributed to Pergolesi, a claim disputed and
disproved by several scholars who argued in
favor of attributing the authorship to Ciampi.’
Overall, the musical legacy as well as the
life story of Ciampi, which has received
little scholarly attention, remains largely
unexplored and replete with uncertainties and
contradictions. For example, it was asserted
that Ciampi participated in the production
of his Bertoldo, Bertoldino e Cacasenno
at the beginning of the Venetian carnival of
1749 (including undertaking the work of
composing music for it). However, according
to some reports, at that exact time Ciampi
was, 1n fact, in London, where he directed the
production of several comic operas played
by Giovanni Francersco Crosa’s Company at
the King’s Theater.® Although this and many
other discrepancies call for an investigation,
this article focuses specifically on Ciampi’s
relationship to the opera Bertoldo, Bertoldino
e Cacasenno.

In the present day the opera is not
found in repertoire of any opera company.
Nevertheless, it enjoyed success and wide
popularity two-and-a-half centuries ago. The
historical significance of Bertoldo, however,
is defined not only by its appreciation by the
fans of eighteenth-century music. In many
respects, Bertoldo played a critical role in the
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development of the genre of comic opera and
in the emergence of Goldoni on the operatic
horizon. Bertoldo marked a turning point
in his theatrical career. Even before 1748
Goldoni revealed his keen interest in the
operatic genre, perhaps envisioning himself
next to the operatic colossus Apostolo Zeno
(1668—1750) and Pietro Metastasio (1698—
1782). However, his initial efforts brought
little success, partly because of Goldoni’s
natural predisposition to comic rather than
serious opera. Venetians did not show much
interest in comic opera at the time before
Goldoni escaped the city (in 1743). Returning
to Venice five years later, Goldoni found a very
different picture — comic opera arriving from
South Italy had become the greatest fashion in
Venice. Witnessing this occurrence, Goldoni,
while fulfilling his contract writing plays
for Girolamo Medebach’s theatre troupe,
simultaneously began creating librettos for
comic operas for the Venetian off-venue
theaters.

Although today Goldoni is known as a
master playwright, during his lifetime his
plays captured the audience in Venice very
sparsely and were rarely performed elsewhere.
[2] In contrast to this, Bertoldo — Goldoni’s
very first experimental work on the new
field — only one year following its premiere
performance in Venice was staged in Milan,
Padua and Verona. Two years later it was
performed in Bologna and in 1753 it received
its recognition in Paris. Upon the order of
Frederick the Great, Bertoldo was produced
in Potsdam in 1754, after that enjoyed
performances throughout Europe, including
its premiere in St. Petersburg in 1761. Some of
the later comic operas composed to Goldoni’s
librettos matched an equal or even greater
amount of success, which made him one of
the most famous librettists of the 18th century,
however, Bertoldo was the first opera that
opened for him the path towards this position.

Bertoldo played a major role in the
establishment of the genre of comic opera.
The beginning of the famous Querrele des
Bouffons is often associated with Pergolesi’s
La serva padrona performed by an Italian
touring company of Eustacchio Bambimi
in Paris’s Académie Royale de Musique on
September 1, 1752. The premiere of Bertoldo
on the same stage one year later is mentioned
less often, even though Goldoni’s Bertoldo
inspired the parody vaudeville Bertholde a la
ville by Louis Anseaume (The St. Germain
Fair Theatre on March 9, 1754). Goldoni’s
Bertoldo was also followed by Charles
Simon Favart’s parody opera pasticcio
Le Caprice Amoureux, ou, Ninette a la cour,
which premiered at the Hotel de Bourgogne
on 12 February 1755 and performed there
for two seasons. These early examples of the
French opera comique followed the storyline,
protagonists, and details of Goldoni’s
Bertoldo. [3, pp. 262-289] The formulas
adopted from Goldoni’s work, could also
be traced in many librettos of comic operas
created in second half of the 18th century.
Atthe center of these comic operas is a simple
peasant girl who finds herself in aristocratic
circles and withstands the temptations of
“high society”. The most significant example
is the opera La Contadina in corte by Antonio
Sacchini composed to a libretto by Niccolo
Tassi, which enjoyed high popularity for ca.
20 years after its appearance in 1766.

Bertoldo not only influenced the French
opera comique but also played a critical
role in the development of comic opera in
Italy. Already in this first work, Goldoni
had demonstrated his ingenuity and unusual
approach. For example, in the Neapolitan
commedia per musica, which flourished
during the 1730s and 1740s (for example,
in the exceptionally popular libretti by
Gennarantonio Federico), the libretto
typically focused on young wealthy urbanites,
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whose amorous relations ended up becoming
complicated by an incognito-character (often
a friend with concealed or obscure origin
and family) and incidental obstacles (often
caused by parents who made their own plans
for the future of their children). In contrast
to this Neapolitan formula, Goldoni divides
the characters in his libretto into two groups:
the rural family of Bertoldino, including his
father Bertoldo, his wife Menghina, and his
son Cacasenno, on the one hand; and the court
of King Alboin with his wife Ipsicratea, his
sister Aurelia, and her betrothed Erminio, on
the other hand. This type of unusual grouping
of characters could be determined by a specific
theatrical troupe which at that particular
season could consist of four comic singers and
also several high-priced singers of the heroic-
gallant style. Goldoni made a bold decision
and constructed his libretto from the collision
between the simple patriarchal peasant world
of Bertoldino’s family and the court society
of the legendary Langobardic King Alboin,
who founded his kingdom in north Italy in the
6th century. Being fatigued by his bustling
life in the capital city of Verona and by the
constant quarrels with his jealous spouse
Ipsicratea, the King ventured a voyage far
into the country. He was informed that many
pretty peasant women lived there, but one of
them was exceptionally beautiful and lovely —
Menghina, who lived close by to that area. The
gallant King, desiring to become acquainted
with her, invited the whole family to wvisit
the court. But the appearance of Bertoldino’s
family at the court sowed discord in the upper-
class society and disturbed the harmony and
peace in Bertoldino’s family itself. As a result
everyone was upset, so the King bade farewell
to all the family members, and permitted
them go back home. In contrast to the socially
homogeneous world of the previous operas,
restricted to the sphere of private interests,
Goldoni presented in his Bertoldo a society

divided into diverse social layers. He did not
stress their irreconcilable antagonism. Unlike
Giulio Cesare Croce, whose ideas and images
guided him,” Goldoni did not emphasize the
peculiarities of peasant characters. Instead
Goldoni devised for his village persons a
language that conveyed the philosophy of
common sense. As a result, Goldoni’s comic
libretto is profoundly humanistic, filled with
the most burning issues of those days and
transmitted the ideas and perspectives that
the generation of the enlightened intellectuals
brought to the public.

The success of the production of
Bertoldo was hardly the consequence
of its artistic perfection. The opera was
composed quite quickly, completed in
a rough-and-ready fashion. Thus it was
Goldoni’s skill and originality that brought
to life this type of spectacle, endowing the
Italian (and subsequently the European)
comic opera with an impulse for a new
direction. This is the reason why the opera
Bertoldo, Bertoldino and Cacasenno, the
circumstances of its origin and the qualities
of its character deserve meticulous study.

American researcher Oscar George
Sonneck was the first who tried to solve
the problem of authorship for this opera. In
the article Ciampi's ‘Bertoldo, Bertoldino e
Cacasenno’and Favart’s ‘Ninette ala Cour’.
A Contribution to the History of Pasticcio
he compared many variants of the available
libretti and came to the conclusion that in
most of them the list of musical numbers
and the configuration of actions had been
heavily revised, and most parts of the text
differ between each other radically, thereby,
deviating from the original Venice libretto.?
Sonneck concluded that in the musical
sense Bertoldo was first and foremost a
pasticcio. However, at the time Sonneck
wrote his article, no score, of the opera had
been discovered yet, and Sonneck could
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have only relied upon dozens of accessible
18th-century printed librettos, as well as on
certain published musical numbers from
the Paris (1753—-1755) and London (1755)
performances. In contrast, nowadays there
is at least one extant score that definitely
dates back to the beginning or middle of the
1750s. Examination of this score allows us
to clarify the issue and resolve numerous
questions which had been previously
considered insoluble.

The manuscript of Bertoldo, Bertoldino
e Cacasenno is kept in the Department of
Rarities of the Estense Library in Modena.’
The score consists of three volumes
(in accordance with the number of acts) bound
together from separate compilations of ten-
staff music paper in a motley format, where
the different arias, ensembles, recitative scenes
and choral numbers are written in various
handwritings. A major part of the latter is
notated on different types of music paper and
1s written in the same fashion, which bears
clear features of a hasty type of handwriting,
i.e. a careless type of notation of letters and
notes, many corrections and strikethrough
lines, followed by inclusion of separate pieces
of music paper (either empty or notated) with
traces of sealing wax in the places where
these insets were evidently cancelled and
withdrawn. All this imparts to the described
parts of the score, the outward appearance
of a working score (draft), or an autograph
manuscript, probably, by Ciampi himself.'
Several musical numbers are also written by
the same hand, which from now on we should
indicate as an ‘?aut’ (autograph). However,
with the exception of these few numbers, all
the rest have the asppearance of clean copies
fixed on other sorts of paper and apparently
written by several different copyists” hands.

An analysis of the handwriting makes
it possible to distribute all the musical
numbers in accordance with a certain system.

Somewhat less than half of the opera’s arias
(13) are written by one particular copyist
(here and further in the text his hand is
marked as a ‘4. 4°) who introduced to the
score quite a lot of additional information.
So, by wusing the textual insertion
“di Vincenzo Ciampi” twelve times in
the upper right corner of the title pages,
he mentions the actual composer of these
musical numbers. Seven of them include
in the left corner an inscription of the
name of the performers to whom this aria
was evidently consigned. These are: Sig™
Paganina (i.e. Maria Angiola Paganini),
Sig® Paganini (i.e. Carlo Paganini) and
Cosime (Giuseppe Cosmi), la Puttella (?).

Another group of six numbers is written
in a similar, but slightly varied handwriting,
which we mark as a ‘4. B’. In these numbers
annotations about the composer are absent,
but instead of them in four cases in the
upper right corner some other performers’
names can be found, i.e. Ninetta (i.e. Ninetta
de Rosennaw), Tedeschini (i.e. Christian
Tedeschini-Koerbitz), Castelli (i.e. Anna
Castelli). Two residual numbers of them are
the choral scenes.

The third group of numbers (which also
contains six pieces) forms music written
by one more type of handwriting (‘4. C°).
No records about the composer or performer
can be found here. In addition, five of these
arias are written as a reduced, rather than a
full score: only the vocal and bass lines are
present.

All these three groups together establish
nearly the whole content of the Modena score
with the exception of two more arias written
by different handwritings (4. D’ and ‘h. E”),
as well as one duet and two variants of a final
chorus fixed in a handwriting that is very
similar to the one in most of the recitatives,
1.e. Zaut’ (see Il. 1-7). The Overture exists
in the manuscript as a bass line only.
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a) ?autograf (“?aut’) d) Copyist C (‘h. C)
‘Cara sei tu il mio bene’ — Re, Regina (Act I, sc. 16) ‘Torbida notte intorno’ — Regina (Act Il, sc. 7)
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b) CopyistA (‘h. A) e) Copyist D (‘h. D’)
‘Ahi ahi, non faro pil’ — Cacasenno (Act |, sc. 7) ‘Basta ch'io sia fedele’ — Regina (Act I, sc. 1)
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c) Copyist B (‘h. B) f) Copyist E (‘h. E)
‘Un volto amabile’ — Erminio (Act I, sc. 3) ‘Maledetti quanti siete’ — Bertoldino (Act I, sc. 3)

II. 1. Examples of handwriting (a - )
from the manuscript copy of opera Bertoldo, Bertoldino e Cacasenno by Vincenzo Ciampi (?)
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At this stage of analysis two principal
assertions must be put forward. First, from
all the opera numbers, only twelve that
are marked with the record of Ciampi’s
authorship have a good claim to be
considered authentic and undoubtedly
created by him. Attribution to other
composers requires additional evidence and
arguments. One of them must be admitted
as very problematic — namely Menghina’s
aria “lo so quel che costumano” (Act I)
written by the ‘4. A.” “per la Sig™* Paganina”
(as it 1s fixed in the left upper page corner),
but without any indication of Ciampi as
the composer. Whether this was simply
the carelessness of ther copyist, or a sign
of different authorship of that aria, it is

still unclear. Second, the record of the
performers’ names give us the key for
associating the numbers with a particular
opera performance, or performances. The
set of names in the first group of numbers
(written by the ‘4. A”) must be an indication
of the Venice premiére during the Carnival
season of 1748-1749,"" while the second
group (written by ‘4. B’) refers to the Covent
Garden performance of 1755." It is known
that Ciampi took part personally in the
preparations of London productions and,
most probably, in Venice premiere too.'* For
the sake of proceeding to the next step of
the analysis, and coordinating many various
sides of the manuscript score, we assembled
all the basic information together in Table 1.

Table 1. Complete summary description of the handwritten score of the opera Bertoldo, Bertoldino e Cacasenno

. New texts
Page | Scene | Personage/ | - Text of o'rzgmal (replacements / Notes Hand | Author | Performer
No. No. part version : .
insertions)
Allegro-Andantino- | {only Basso
p. 10 Ouvertura Allegro part]
ATTO1
. [Bastan gli affanni | Basta ch’io sia
p-1 L1 Regina miei] fedele {reduced} |hand D
[Amor discenda L’amor vero il
p-12 L1 Coro lieto] grato affetto hand B
p.6 L2 |Aurclia | Mmfelicechivi hand A | (di V.C.)
crede
p. 16 Orig’ 1734 — Primo atto — Di Vincenzo Ciampi hand A
p.18 |L,3 [Erminio] — Un volto amabile hand B Ninetta
p.50 |L4 |Bertoldo | Quando hand A | (diV.C) D&%
s’incontrano Paganini
L6 Re [Sento che nel mio (absent)
seno |
p.-22 L7 Coro Qua si fatica hand A |(di V.C.)
p.27 L7 Cacasenno g‘lﬁl ahi, non faro hand A |(di V.C.)
p-30 |L8 Menghina | Ciascun mi dice hand A |(di V.C.) Sig .
Paganina
p.35 |9 Menghina lo 50 quel che hand A |? per la §1gf'
costumano Paganina
p.42 110 |Bertoldino |Loento ohime cheil | Avermogliceun ¢ gy |hand
mio cervello] brutto imbroglio
I, 12 |Regina [Teneri affetti miei] | (absent)
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I, 14 |Bertoldino [Lasciate... Non (absent)
potete...]
p.63 |L15 |(Finaley | crma, ferma, non hand A | (di V.C))
conviene
ATTO I
. Largo, largo alla . Sig™
p-70 |II,2 |Menghina . hand A | (di V.C.) .
signora Paganina
p-75 |1I,3 |Bertoldino Maledettl quantt hand E
siete
p-81 |II,4 |Menghina S.e di me gelose hand A |(di V.C.) Sig™ .
siete Paganina
[Ah che nel dirle
ILS |Re addio] (absent)
p.87 |II,7 |Regina [Co‘?f“?‘ tmiet Torblda notte {reduced} |hand C
pensieri] ntorno
. S . per la
p-91 |II,8 |Lisaura Son ancora picinina hand A | (di V.C.) Puitella
p-97 |1I,9 |Cacasenno |Oh quanto contento hand A |(di V.C.) |Cosime
p- 102 |II, 10 | Erminio [Non. ho'in petto un D’un core amato hand B Ninetta
core ingrato]
p. 108 |1II, 13 |Bertoldino |Zitto e bel bello hand C
p. 115 |11, 14 | Bertoldo [Nessun faci il Io.non so dove {reduced} |hand C
sostenuto] mi sto
II, 15 | Aurelia [Superbo Fuomo (absent)
irato]
p. 119 |1, 16 |[Regina] | — Parto ma tu ben | reduced}  |hand C
p. 121 |1, 16 |Re, Regina | 22 sei tu il mio 2aut.
bene
. Vuo' conoscere .
p. 132 |11, 18 |(Finale) quella marfisa hand A |(di V.C.)
ATTO III
p. 141 |III, 1 | Erminio .[SO che chi fido ha | Quel labbro {reduced} |hand C
il core] adorato
I, 2 | Aurelia [Se non dorme il (absent)
vostro core]
I, 3 |Regina [Non si da maggior (absent)
’ diletto]
p. 145 |TIL5 |Bertoldo | voglio darviun hand A | (di V.C.)
aricordo
p. 150 |III, 6 | Menghina Se la moglie vi hand B Castelli
tormenta
III, 8 |Bertoldino |[A riveder io torno] | (absent)
p. 156 [Cacasenno] | — E viva che hand B Tedeschini
chiasso
L9 | Re [Finché bambino ¢ (absent)
amore]
p. 161 |1II, 10 | [Coro] - Eviva la hand B
campagna
p. 167 |1III, 10 | Coro Che bel contento {shortened} |?aut.
p. 171 Coro Che bel contento {full var.} |?aut.
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Along with distributing all the score
material in accordance with the styles of
handwriting, the most important aspect
here concerns the coordination between the
textual content of the Modena score and a
printed libretto from the Venice performance
(1748-1749). In addition, the information
about all the performers mentioned and
Ciampi’s authorship is included in Table 1,
as 1s the information concerning the
numbers of pages in the manuscript, the
scene numbers in the original libretto, the
characters, whom the numbers were (or
were not) consigned to, and finally, all the
resumable reductions, or curtailments — all
that for more detailed representation.'*

It is evident from Table 1 that a
considerable part of the preserved score
is founded on completely different texts,
compared to Goldoni’s first publication.
Apparently, the Modena score does not
represent the Venice premiere performance
inits entirety, and asaresult very complicated
relationships reveal themselves between the
supposed and unknown opera’s original and
the extant material.

First of all, as is shown in Table 1, all
the numbers written by the ‘4. 4’ coincide
textually with the original libretto by Goldoni
himself. It must be considered as an additional
argument in favor of their affiliation with the
Venice performance in 1748-1749. On the
contrary, all the numbers written by the 4. B’
are virtually based on new texts. Therefore, it
may be safe to assume that they were created
later, most probably during the preparation
of the Covent Garden performance in 1754—
1755. This assumption is supported by oblique
evidence onthefirstpage ofthe Londonprinted
libretto: “NB. Musica intiera e nuova di sig.
Vincenzo Ciampi” [complete and new music
by Vincenzo Ciampi]. As it will be shown
later, this statement is imperfectly truthful, but
it can be interpreted as “for this performance

Ciampi composed a larger amount of music
than earlier, and a part of it is quite new.” In
any case, the statement compells us to assume
that for the London performance Ciampi
wrote a few new numbers, and consequently,
his music in the Modena score may not be
limited to the numbers inherited from the
Venice performance. To a certain extent
this can be confirmed by the compilation
The Favorite Songs in the Opera call’d
Bertoldo by Sign. Ciampi, printed by London
publisher John Walsh in 1755, during the
composer’s presence in the British capital.
This collection includes five arias and one
duet, and as one may note, Ciampi is named
here directly as the composer of the opera.
Out of these six numbers only two coincide
with those present in the Modena score. One
of them is the aria Un volto amabile (Act 1,
sc. 3) written by the ‘4. B’ for “Ninetta” [de
Rosennaw] on a new text. Another one is the
duet Cara sei tu il mio bene (Act 11, sc. 16)
fixed by the hand that we mark as ‘?aut,” and
its text originates in the Venice libretto. In the
Modena score this number has on its pages
no indications about Ciampi’s authorship, but
it is justified from the number’s presence in
Walsh’s collection that this duet as well as
the others numbers written by the ‘Zaut’ (two
variants of Final choruses — Act III, sc. 10)
belong to Ciampi’s hand. We have also every
reason to believe that all the other numbers
written by the 4. B’ (even if having no mark
“di Vincenzo Ciampi” and not coinciding
with the original text by Goldoni) were written
by him just for the singers in the London
performance. However, it must be admitted
that the Modena score remains incomplete
not only in comparison with the supposed
Venice original, but also with the London
performance of 1755.5 Four arias printed
by Walsh testify in favor of this: they were
evidently used in the opera but nevertheless
they are absent in the manuscript.
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Searching for the proofto resolve the case,
we must bring in more detailed examination
of the vocal parts of the opera. As mentioned
in the Walsh edition, two unrecognized arias
are those of the protagonist of King Alboin,
whose role was performed in London by the
famous castrato singer Gaetano Guadagni.
Another two involve the role of Queen
Ipsicratea, which was performed by Eugenia
Mellini. As can be induced from Table 1, not
only these four arias, but the total amount of
the King’s numbers (with the exception of
one duet mentioned above — Act II, sc. 16)
as well as the major part of the Queen’s role
were dropped in the Modena manuscript. It
is easy to notice that the parts of the opera’s
protagonists are presented in the score quite
unevenly.

This feature can be clarified by the
details of the opera plot discussed above. As
may be concluded from the plot disposition,
the opera following the characters’ division
comprises two stylistic spheres: the first one
bears distinct marks of a comic opera, and
the second one is inclined more towards
gallant and heroic serious opera. What is
really intriguing is that the London audience
evidently still preferred (judging by the
printed Walsh collection) serious style and
elegant virtuoso singers like Guadagni to
the more artless actors of the comic operatic
genre.

As is easily seen in the Modena manuscript
from the aspect of this group division, the
most original and authentic part of the score
is intended for the members of the family of
peasants (with the exception of the aria of
Aurelia from Act I, scene 2'9). It consists of
an absolute majority of the numbers written
by the ‘4. A,” and all of them at the same time
are based on the original text by Goldoni,
can definitely be traced back to the Venice
premiere and are undoubtedly marked as
composed by Ciampi. This implies the most

important stylistic sphere for the Venetian
performance that defined the nature of the
new comic genre, to be the one associated
with the family of Bertoldino. And due to the
importance and novelty of the genre, there
was a strong necessity for new and strikingly
unusual music. Concerning the group of the
King and his surroundings, the situation is
just the opposite: this sphere is based on
the perfectly familiar and habitual world of
opera seria, thus, at any time and anywhere it
could be easily reconstructed from anything
available of the sort. We can see that only
Erminio’s part is fixed in the manuscript in
a relatively complete fashion. But all three
of his arias (two in a full score and one in a
reduced one) seem to have appeared only
in London, so far as none of them had any
relation to the original text and two of them
were strongly associated with Ninetta de
Rosennaw as their performer. The same
association with the London production
and the same fragmentary character are also
typical for the roles of the other courtiers,
whether they have survived in the score, or
are absent there, but have been preserved
only due to Walsh’s collection, such as the
arias of Alboin and his wife.

So, what happened to the parts of the
group of courtiers? There could be a wide
range of motives why Ciampi substituted
the courtiers’ numbers for the London
performance. The most expected reason
could be the desire of the brilliant “serious”
Covent Garden cast to receive some very
exclusive music from the composer. This
supposition brings in a question, why
Ciampi did not leave Goldoni's text here
that could be perfectly compatible with
completely new music? What we may infer
most likely is that in London Ciampi just
did not have all the courtiers’ arias ready
to include, since these solo numbers were
written for the Venice production not by
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him, but by another composer, or may even
have been borrowed from somewhere. That
is why he had to compose them anew, and
why in the Modena score there are no traces
of the previous versions.

Evidence in favor of this assumption
may be seen in the fact that already in
Venice some courtiers’ arias were not
composed to the original verses by Goldoni.
For example, the text of the King’s aria
Ah che nel dirle addio (Act 11, sc. 5) is a
paraphrase of the verse from Metastasio’s
Issipile, while Erminio’s aria Non ho in
petto un core ingrato (Act 11, sc. 10) was
taken from Alessandro Severo by Apostolo
Zeno.'” Most probably, these numbers were
included in the Venetian performance with
ready-made music (not identified at present).
In the first case the source could possibly be
Issipile by Baldassare Galuppi, which was
very successful in Turin during the carnival
season of 1738; in the second — Alessandro
Severo by Antonio Bernasconi, performed
in Palermo in 1746, where Livia Segantini
(who sang the Queen’s part in Ciampi’s
opera in Venice) participated. In any case,
there could be some other borrowings and
insertions that could explain the absence
of some of the arias at the moment of the
London performance.

Up to the present moment, our
examination has been limited to the
material fixed in the Modena score by the
copyists ‘4. A”and ‘h. B.” Summing it up in
a rough outline: the first of them left us all
the surviving material from the
Venetian premiere performance, :

& on%b/m,——

from Scene 3, that precedes Erminio’s aria
(for Ninetta de Rosennaw), is written by
the ‘4. B.” Without any doubt, this part of
the score was written in London. However,
over this scoring on the upper margin a line
has been added by the ‘4. A" Orig 1734
— Primo atto — Di Vincenzo Ciampi (see
fragment of the score on Il. 2), which allows
us to draw the following conclusions:

* Copyist 4, mainly dealing with
the Venetian material, had hardly
anything to do with the performance
of 1748—1749; otherwise, he scarcely
could have confused the date of the
real performance as having been
1734, which was wrong.

 Copyist A, undoubtedly, was
involved in the London performance
of 1755, and played a key role in the
preparation of the score, as soon as he
had at hand somebody else’s copies,
that he could mark and distribute.

* Since both principal copyists acted
together in the preparation of the
materials for the London performance
in 1755, the Modena manuscript as a
whole can be considered as a working
score right up to this performance.

* Copyist 4 who wrote on the margins
Orig’, must have seen the original
Venetian  performing  material,
and must have been guided by it.
Copyist B dealt only with the new
substitutions and insertions created
for the London cast.

_— — —jr/ma a7 — 9 ‘Wneenzo @’ﬂ/’.‘

the second one — the additions £
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to the London staging in 1755.
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appear more distinctly. On page
16 the beginning of recitative

II. 2. The text insertion by Copyist A over the scoring of Copyist B
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Inadditionto this case onpage 16, another
one should be considered for clarifying the
role of Copyist A4 in preparing the London
performance. Act II, scene 8 includes an
episode with Cacasenno and young Princess
Lisaura that ends with her aria Son ancora
piccinina. According to Sonneck, this scene
with an 8-year-old acting and singing girl
is present only in the Venetian libretto,
and it was eliminated in all the subsequent
rifacimenti including the London one. This
scene and aria appear in the Modena score,
though, on pages 89b and 91 respectively.
Ifthis scene had been planned for London, its
appearance could have had an explanation.
But most probably it indicates the main goal
of the copyist 4, which was to prepare the
manuscript score only, that is why he had
little to do with the stage production of the
real opera.

Apart from the authentic (or possibly
authentic) numbers created by Ciampi,
there are many numbers in the opera that
need identification. As has already been
pointed out, five of them (written by the
‘h. C") are scored only with the vocal and bass
parts. Discovering the source is relatively
simple in some cases. For example, close to
the end of Act II, instead of Bertoldo’s aria
Nessun faci il sostenuto (sc. 14) planned in
Goldoni’s libretto, we find another number
— lo non so, dove mi sto. This is the aria of
Fazio Tonti from the commedia per musica
by Leonardo Leo Amor vuol sofferenza
(1739, Naples) very popular at that time.
The reason for the substitution is not quite
clear; perhaps, the singer thought Leo’s work
more advantageous. But one cannot also
exclude the possibility that Nessun faci was
a substitute aria already in Venice. According
to Sonneck, the aria with the original Venetian
text was absent in all the subsequent opera
performances in Brunswick (c.a. 1759),
Strasbourg (1751), and Ferrara (1755)."

Another example is the inserted Queen’s
aria Parto ma tu, ben mio (Act I, sc. 16 —
h. C). On this occasion the text is taken from
La clemenza di Tito by Metastasio (Act 11,
Aria of Sesto). Identifying the composer of
the music is much more difficult. Ciampi
composed the opera on the same libretto two
years later, in 1757. However, it is known
that in the 1750s he wrote a whole series of
arias on various texts by Metastasio'’, so it
is possible that one of them came into being
in the London Bertoldo.

Matters get more complicated with
the Queen’s substitute aria Torbida notte
intorno (Actll, sc. 7—h. C). Ciampi’s opera
Arsinoe includes an aria with the same text;
but this opera was produced in Turin only
in 1758. The musical incipit from the score
preserved in the Archivio dell’Academia
filarmonica di Torino and indicated in
RISM®, considerably differs from that of the
Modena score. It is hardly possible for the
aria text to have been written by Giovanni
Battista Galliani (the librettist of Arsinoe),
because this text may be found much earlier
both in the London (1755) and Strasbourg
(1751) productions of Bertoldo.*' 1t is more
likely that in the Turin Arsinoe Ciampi re-
used already written text that seemed to him
more suitable. The aria from Bertoldo on
the original Venetian text is absent in all the
rifacimenti mentioned by Sonneck.

The fourth number (among the reduced
scores written by the ‘4. C’) is Quel labbro
adorato (Act 11, sc. 1). It was the third solo
number for Ninetta de Rosennaw, for whom
Ciampi added two new arias in London. In
this case he evidently decided to use any
ready piece (we cannot name the authors of
its text and music).

The Queen’s aria Basta ch’io sia fedele
was intended to replace the number with
Goldoni’s text Bastan gli affanni miei (Act
I, sc. 1). The similarities of poetical meter

116



Problemy muzykal'noj nauki / Music Scholarship. 2022. No. 2

0

and certain verbal expressions provide us
with the suggestion that in the new version
the authors of the production aimed to
imitate the Venetian original. Most likely
they remembered the first number of the
Venetian performance; or some new aria,
reminding them of a previous one, caught
their eye, so they could adapt it. Unlike
the others, this aria is not only reduced in
terms of number of voices, but also crudely
shortened: only several of the opening bars
from the middle part of the da capo-form
are present, while the rest is broken off. In
addition, its handwriting (‘4. D’) can be
found only in this number and does not
occur anywhere else in the manuscript.
The most intriguing moments of the
Modena score are related to the part of
Bertoldino. Belonging to the group of
peasants, he is, however, a unique hero,
whose arias contain no indications of
Ciampi’s authorship, though two of them
are based on the original texts by Goldoni.
Having been, for certain,
composed for Venice, they most
likely enjoyed wide popularity,
as soon as they were repeated

at that time, as well as in incipits from the
vaudeville” (see Examples 1-2).

These two arias are among the others
in the Modena score, which coincide with
the numbers from the French parodies.
A few more arias are reprinted there, but all
of these numbers definitely originated with
the Venetian stage production, and have
indication of Ciampi’s authorship. Both of
Bertoldino’s arias mentioned above do not
have these indications, but nevertheless
they attracted great attention as soon as
they were borrowed and integrated into the
body of French parodies. One more aria
of Bertoldino from the Venetian premiere
must be noted, which also included in both
French performances, and, apparently, was
extremely popular in Paris, i.e. A riveder
io torno (Act 11, Scene 8). Unfortunately,
this number was dropped in the Modena
score as is shown in Table 1.** The whole
list of coinciding numbers is combined in
Table 2.

Example No. 1

Bertoldo, Bertoldino e Cacasenno
Maledetti quanti siete (11, 3)

in other cities, including ===

r T

Paris (1753) at the time of the
Querelle des Bouffons. Thus,
Bertoldino’s aria  Maledetti
quanti siete (Act II, Scene 3)
was used in the French parody
vaudeville Bertholde a la ville.*
One year later, this aria, along
with another from Bertoldino’s
part Zitto e bel bello (Act II,
Scene 13), appeared in the
parody spectacle by Charles

Bertholde a la ville
Dieux! quel paix (Ariette Sme)

uuuuu

Dieux! quel paix de  ma— ten - dres- se

Ninette a la Cour
Auroit-on cru cela d'elle (1, 12)
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Example No. 2

Bertoldo, Bertoldino e Cacasenno
Zitto e bel bello (11, 13)

Simon Favart Le

Caprice  s—=—sr

e » ® £ o
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Amoureux, ou, Ninette a la
cour. Both of these arias can be
easily found in the Ariettas from
this popular operetta published

Zit- toe bel  bel - lo com' un a - gnel - lo il sior Ber - tol - do

Ninette a la Cour
Maudite race (11, 20)
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Table 2. Musical borrowings from the opera Bertoldo in Parisian parody performances of 1754-1755

Bertoldo, Bertoldino e
Cacasenno (Modena Score)

Bertholde a la ville
(St. Germain, 1754)

Ch.-S. Favart. Ninette a la Cour (Paris,
1755)

I, 4 — Quando s’incontrano ensemble — p. 31

Ariette 1re — Quand le hasard

I, 8 — Tu nous perdras Colas ne soufle
pas

I, 7 — Ahi ahi, non fard piu

I, 10 — Ahi, ahi il m’a fait grand mal

I, 3 — Maledetti quanti siete ma tendresse — p. 44

Ariette Sme — Dieux! Quel paix de

I, 12 — Auroit-on cru cela d’elle

II, 13 — Zitto e bel bello

I, 20 — Maudite race, laissés de grace

I, 18 — Vuo’ conoscere quella
marfisa (finale)

III, 27 — Suis je encore une traitresse
(quart.)

II1, 8 — A riveder io torno

(absent) mes veeux — p. 49

Ariette 6me — Le ciel va rendre a

111, 28 — Je sens par la morguenne

II, 4 — Se di me gelose siete

murmure — p. 36

Ariette 3me — Votre coeur en vain

II1, 29 — La cour n’est qu’un esclavage

The question is: if all these numbers had
already been composed in Venice while
some of them are marked as Ciampi’s, and
others have no indications of attribution,
who could possibly have been the composer
of this second group? If it was Ciampi
himself, why then were these numbers not
copied together with the others by Copyist 4
with the ordinary indication “di Vincenzo
Ciampi,” and why was one of the most
popular of them excluded?

As seen in Table 1, the first Venetian
aria of Bertoldino Sento ohime che il mio
cervello (Act 1, sc. 10) was substituted
in London for Aver moglie é un brutto
imbroglio, and it was the least popular
number in his part. The handwriting in
the substituted aria is the ‘4. C’ (with its
habitual reduction to vocal and bass lines);
so, one could suppose that somebody
else’s work was used here as a suitable
replacement. The handwriting in the aria
Zitto e bel bello (Act 11, sc. 13) turns out
to be very similar to the ‘4. C,” but it is
the only case when this copyist copied
the number based on the original text by
Goldoni and (sic!) wrote it in full score,
unlike all the other copies made by him.

We know for sure that this is the only time
Copyist C (not ‘4. A”) copied the material
from the “original score,” and besides, did
not mark it as created by Ciampi.

Finally, there is another very popular
aria Maledetti quanti siete (Act 11, sc. 3),
which is written on a type of paper that
differs from all the rest in the score. It is
done without any indications helpful for
the attribution, in an accurate and clear
handwriting, which is never repeated in the
Modena manuscript (‘4. E’). Thus, all the
textual circumstances force us to assume
that the part of Bertoldino, being intended
in the Venetian performance for a very
prominent comic bass singer Francesco
Caratolli, was not created entirely by
Ciampi, but rather partially by some other
composer, who, therefore, took part in
the production of 1748-1749. Claudio
Sartori in his Catalogo analitico mentioned
(unfortunately, without any reference) an
additional author for the Venetian premiere
of Bertoldo, i.e. Baldassare Galuppi.® If
any good reason really does underlie this
opinion, then the temptation to suggest that
these are the arias from Bertoldino’s part
that were composed by Galuppi becomes
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very strong. Considering the high level of
compositional mastery in the aria Maledetti
quanti siete, which, noticeably, surpasses all
the rest, this suggestion deserves attention.

Summarizing the aforesaid, the
Modena score includes material from two
performances: those which took place in
Venice (1748—1749) and in London (1754—
1755). As a whole, it appears to be a working
score from the times of the preparation of
the second of them. A considerable part of
the recitative scenes and musical numbers
was created by Vincenzo Ciampi, but both
performances, in general, were pasticci.
The history of Bertoldo, Bertoldino and
Cacasenno fixes a common practice in
early Italian opera buffa, when a particular
“opera production” was not based on a
score as an inviolable authentic cultural
artifact. In this respect, Ciampi’s opera
fully corresponds to the phenomenon of
pasticcio, which has recently attracted
more and more attention of musicologists
both in terms of theatrical practice and
repertoire formation, [4, p. 45-68] and in
terms of correlation, the primacy of the
libretto text or even rather of a dramatic
plan over music [5]. For various reasons
(haste, arbitrariness of singers, etc.) the
entire work could be constructed from
music by different composers. During
subsequent productions any section of the
opera could undergo substantial changes

that finally influenced the Modena score of
Bertoldo. Above all, one should remember
the experimental character of this project:
one of the first Venetian attempts in the
genre of comic opera, where music still had
no firm position as the core of a production.
The opera’s focal point was accumulated in
the artistic integrity and consistency of the
plot with a sculptured circle of characters,
initiated and realized by Carlo Goldoni —
a fact that demonstrates the leading role of
the famous playwright in the establishment
of the Venetian form of opera buffa.

For the first performance of Bertoldo
(1749) Ciampi wrote in general about
one third of the original music. In spite
of the fact that it was the most important
contribution by the composer (considering
his new approach to the group of fresh and
uncommon characters presenting a new
genre of comic opera), Ciampi was not
the sole composer of Bertoldo: the opera
definitely has a joint authorship. That leads
us to the conclusion that the authorship of
the music of the Venetian performance of
Bertoldo should be described as various
composers including Vincenzo Ciampi.
In the London version (1755) the portion
of the music by Ciampi is noticeably
increased (two thirds, or even more),
therefore, 1t would be reasonable and
correct to describe the author as Vincenzo
Ciampi and others.

G~ Notes @

' The exact date of the performance is unknown. The preserved information is controversial.
Scholars hesitate between two possible dates — 26 December 1748 and 4 January 1749. See about
it: Eleanor Selfridge-Field. 4 New Chronology of Venetian Opera and Related Genres, 1660—1760.
Stanford, California: Stanford University Press, 2007, pp. 516-517.

2 Opere drammatiche giocose di Polisseno Fegeio, pastor arcade. Venezia: Giovanni Tevernin,
1753. Vol. 1, pp. 153-206. Polisseno Fegeio is the Arcadian name of Carlo Goldoni.
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> Goldoni C. Preface. Carlo Goldoni, Bertoldo, Bertoldino e Cacasenno.
URL: http://www.carlogoldoni.it/carlogoldoni/libretti/bertoldo-0.jsp (10.05.2022).

4 Sartori C. [ libretti italiani a stampa dalle origini fino al 1800: catalogo analitico con
16 indici, 7 volume. Cuneo: Bertola & Locatelli Editori, 1990-1994. Vol. I, pp. 425-456.

5 The aria Tre giorni son che Nina was presumably first sung in London as a part of the comic
opera Gli tre cicisbei ridicoli by Natale Resta, in which preparation Ciampi participated himself.
It was probably an inserted number written by him for this performance. On the authorship of
the aria Tre giorni son che Nina, see: Walker F. ‘Tre giorni son che Nina’: An Old Controversy
Reopened. The Musical Times. 1949. Vol. 90, No. 1282, pp. 432-435.

6 Charles Burney, describing the performances of 1748—1749s season, mentioned Ciampi,
“who came over as a maestro to the company”. See: Burney Ch. General History of Music.
Vol. 11, p. 848. See also: Howard P. The Modern Castrato: Gaetano Guadagni and the Coming of
New Operatic Age. Oxford: Oxford Univ. Press, 2014, pp. 28-29.

7 For the libretto Goldoni used the collection of humorous stories about Bertoldo, Bertoldino
and Cacasenno written by Giulio Cesare Croce (1550—-1609) and supplemented by Andrea Banchieri
(1568-1634). Published in 1620 the cycle was and still remains very popular in Italy (see, for
example, Italian comedy film by Mario Monicelli, 1984). Goldoni based also on the collective
poem by twelve literary men who put the stories into verse and published by Lelio della Volpe in
Bologna, 1736, see: Ortolani, Giuseppe. Note. Goldoni, Carlo. Tutte le opere in 14 Vol. Vol. X.
Milano: A. Mondadori, 1952, pp. 1271-1272.

8 The article of Oscar G. Sonneck ‘Ciampi’s Bertoldo, Bertoldino ¢ Cacasenno and Favart’s
Ninette a la Cour. A Contribution to the History of Pasticcio’ was published in Sammelbdnde der
Internationalen Musikgesellschaft, 12. Jahrg., H. 4, Jul. — Sept., 1911, pp. 525-564.

° Biblioteca estense universitaria, Modena (I-Moe), Mus: F. 256. The following analysis is
based just on this particular manuscript copy.

1 In the list of Ciampi’s works in the NGDO article this score is mentioned as presumably
a partly autograph, see: Libby D. Willaert S. Ciampi Vincenzo (Legrenzio). The New Grove
Dictionary of Opera, 4 vols. Ed. by S. Sadie. London, New York: Macmillan, 1992. Vol. I, p. 859.
If this assumption is right, most probably it is due to this reason.

" Considering the performance in Venice there were also (besides Paganini and Giuseppe
Cosmi mentioned above) Livia Segantini, Anna Bastiglia, Redegonda Travaglia, Cattarina Baratti,
Francesco Caratolli, and ‘sig. Bassani d’anni 8 (who 1is strongly associated with a nickname
‘la Puttella’ [the Girlie] in the Modena score).

12 Besides Ninetta de Rosennaw, Anna Castelli and Christian Tedeschini previously mentioned,
the cast also included the famous Gaetano Guadagni, Eugenia Mellini, Francesco Baratti and
Gaetano Quilici. Five performances were actually given between 9 December 1754 and 3 January
1755.

13 The New Grove Dictionary of Opera, 1, 859.

4 The beginning verses of the original Goldoni texts are quoted consistently. In cases of
substitutions, or removal of the numbers, they are placed in square brackets, and the verse of a new
text is located in the next column. If a number was canceled, the Goldoni text is indicated in any
case, but in the next column the mark ‘absent’ is placed. In cases when a new number was inserted
in the scene where it lacked, or a number for a particular character was added instead of another
one, the original text field remains blank, or filled with the mark ‘—’, and the new text is indicated
in the next column.
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15" Another Walsh publication of the Favorite Songs in the Opera call’d Bertoldo in corte
was printed in 1762. This time Ciampi did not participate in the preparations for a new London
production, and it was given with Gioacchino Cocchi as director. Carlo and Angiola Paganini (two
principal performers in the Venice premiere) took part in the performance, but other roles were
sung by a practically new team of vocalists that differed from both Venice and London (1755)
performances. The numbers published in 1762 have no traces in the Modena score, and therefore,
this manuscript could not be considered as relating to this later performance.

16 Considering that Goldoni originally wrote another text for this aria (as is indicated in the
main libretto), and then substituted it by the currently known version, placing it in an additional
part of the libretto ending, one can suppose that this aria was written by Ciampi, and inserted into
the opera in a hurry at the very last moment.

17 The similarity with the aria from Issipile was pointed out by Sonneck, see: Sonneck O. G.
Op. cit., p. 538; the borrowing from Alessandro Severo was mentioned by Giuseppe Ortolani in the
Notes to Bertoldo, Bertoldino e Cacasenno libretto in: Tutte le opere di Carlo Goldoni in 14 Vol.
(Milano: A. Mondadori, 1935-56), Vol. 10, 1272.

18 Sonneck O. G. Op. cit., pp. 534-537.

19" See the list of works by Ciampi in the appendix to the article in the The New Grove Dictionary
of Opera, 1, 859.

2 https://opac.rism.info/metaopac/singleHit.do?method ToCall=showHit&curPos=52&identifier=251 SOLR_SERVER 1399173046

21 Sonneck O. G. Op. cit., p. 534.

22 The entire published libretto of the vaudeville is preserved: Bertholde a la ville, Opéra-
comique en un acte. Representé pour la premiere fois sur le Théatre de la Foire S. Germain le
9 Mars 1754. [Paris]: [veuve Duchesne], [1766].

2 All the information about the arias from the vaudeville Bertholde a la ville as well as the
musical examples from it are quoted from the libretto already mentioned — Bertholde a la ville,
pp- 31-55. The information about the arias from Ninette a la cour is quoted from Sonneck’s article,
based on the edition Ariettes de Ninette a la cour issued by the publisher Desceur in Liege in the
early 1760s, see: Sonneck O. G. Op. cit., pp. 558-561.

24 According to RISM two copies of this aria are preserved in the Berlin Staatsbibliothek
(D-B; Mus.ms. 3616), and in the Washington Library of Congress (US-Wc; M 1505 C545
P Case). The incipits coincide with those of French publications. Both copies have a line
mentioning the authorship of Ciampi, but the provenance and purpose of these manuscripts
are unknown.

2 Sartori C. Op. cit., Vol. 1, p. 424.
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Abstract. The article deals with the thematicism and thematic work in the first movement
of Mozart’s Piano Sonata KV 311/284c (1777). The analysis of thematical process in this
instrumental composition is examined under the angle of correlation between the contemporary
and historical approaches: 1. the correspondence of the music theory concepts that were part
of the lexicon of Wolfgang Amadeus and Leopold Mozarts (Ideen, il filo), with a complex of
musical-analytical terms of our time, formed both in line with the historically informed theory,
and in the context of the general theory of musical composition and form; 2. the comparison of
research methods of the musical-thematic plan in the English-language and Russian musicology
of the last half century.

Sonata KV311/284c does not pertain to the number of Mozart’s compositions that have already
been studied earlier from the point of view of the theory of topoi, which makes its analysis of
additional interest. The article defines the topoi in the first A/legro, demonstrates their distribution
in the sonata form, traces the logic of motivic and thematic transformations. The similarity of
the “plotline”, which is formed from the relationship of the elements of the musical text (tonal,
harmonic, melodic, textural, dynamic, etc.), began to be examined in musicology during the last
third of the 20th and the early 21st centuries through the prism of the concept of narrative analysis.
Such a plotline in Mozart’s sonata unfolds on two levels. The first is the typical for the sonata
form “deducibility” of all themes from the main theme, that is, a certain “obligatory tonefabula”
of the sonata composition (a term by Rostislav Berberov). The second level is the presence of an
individual “intonation fabula” (a term by Inna Barsova), which is realized through the correlation
of motives. In this plot, the archetypal narrative of comedy described by Almén (Byron Almén,
2003, 2008) gets its original embodiment.

Thus, when considering the works of Mozart, both narratological analysis and the identification
of a “common” classical musical language have significant prospects. At the same time, the
relationship between the concepts that have been brought into scholarly use in our time and the
concepts that have come from the 18th century is by no means unambiguous. The modern terms
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“narrative” and “topos” primarily define typological models, while the terms taken from the
personal communication of Wolfgang and Leopold Mozarts fix individual of such models specific
compositions.

Keywords: piano sonatas by W. A. Mozart, Sonata KV 311/284c, musical narrative, musical
topoi of the 18th century
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Tonockl U HappaTUB B KNacCU4eCKOU MHCTPYMEHTarIbHOU My3blIKe:
Ideen w il filo B knaBupHoun coHate B. A. MouapTta KV311/284c

Hpuna lMerposna Cycuako

Poccuiickaa akademus my3viku umenu I HecuHulx,
2. Mockesa, Poccus,
i.susidko@gnesin-academy.ru, https://orcid.org/0000-0003-2343-7726

Annomayus. CTaThsl NMOCBAILLEHA PACCMOTPEHUI0 TEMATU3Ma M TEMATUYECKOIO Pa3BUTHS
B mepBoil yactu coHatsl B. A. Mouapra KV 311/284c¢ (1777) — xoppensiiiui COBPEMEHHOTO U
HCTOPUYECKOTO MOIX0I0B K aHAJIN3Y TEMAaTHUYECKUX ITPOLECCOB B MHCTPYMEHTAIbHON KOMIIO3ULUH:
1) cooTHOLIEHHE MY3BbIKAJIBbHO-TEOPETUUYECKUX MOHSATHH, BXOIMBIIMX B JIEKCUKOH Bonbgranra
Awmanes u Jleononbaa MomaptoB (Ideen, il filo), ¢ KOMIIEKCOM MY3bIKaJIbHO-aHATUTUYECKUX
TEPMUHOB HAILET0 BPeMEHH, C(HOPMUPOBAHHBIX KaK B PyClleé MCTOPHUUECKH MHPOPMUPOBAHHOMN
TEOPHH, TaK U B KOHTEKCTE 00I11eH TEOPHH MY3bIKaJIbHON KOMIIO3ULIMHU U (JOPMBI; 2) COOCTABJICHNE
METOJI0B HCCIIEN0BAaHUS MY3bIKAJIbHO-TEMAaTHUECKOTO IJIaHA B aHITIO-aMEPUKAHCKOM M POCCUIICKOM
MY3bIKOBEZICHUH MTOCIIETHETO MOJTyBEKA.

Conara KV311/284c He BXOAMT B YUCIIO MOLAPTOBCKUX COUMHEHHUH, KOTOPbIE ObUIN N3yUYeHBI
C TOYKH 3pEHMS TEOPHH TOIIOCOB, YTO JENAET €€ aKTyallbHOM JUUIs aHayn3a. B cTarbe onpeneneHsl
TOIOCHl B niepBoM Allegro, moka3aHO WX pacHpefesieHHe B COHaTHOM (opme, mpociexeHa
JOTMKa MOTHMBHO-TEMaTH4eCKHX MpeoOpa3oBaHuil. B My3blko3HaHuM nocienHeil tpetn XX—
XXI BexoB Moio0ue «CIOKETa», CKIIAIbIBAIOLIETOCS U3 COOTHOLICHHUS 3JIEMEHTOB MY3bIKaJIbHOTO
TEKCTa (TOHAJIBHBIX, T'APMOHMUYECKUX, MEJOJUUYECKUX, (AKTYpHbIX, IMHAMMYECKUX U TIp.),
HAuajo paccMaTpuBaThbCs C MPUBJICUYEHUEM KOHLENIUU HAappaTMBHOIO aHanu3a. Takol CHOKET
B coHare Mouapra pa3BEPTHIBACTCS Ha ABYX YpPOBHsX. IlepBelii — 3TO TUNIHMYHAS A COHAaTHOM
(opMBI «BBIBOAUMOCTB» BCEX TEM U3 INIABHOW TEMBI, TO €CTh HEKas «0OIUraHTHas ToH(alymna»
conarHoii kommno3uiuu (Poctucnas bepbepor). Bropoit ypoBeHb — Hanuuue WHAMBHUIYaIbHOMN
uHTOHaMOHHOM (Palynel (MuHa bapcoBa), peanusyromieiics Ha ypoBHE COOTHOIIEHUS MOTHBOB.
B s10i1 dhabyne peanuzyeTcst apXuTHIIUYECKUI HappaTUB KOMEINH, ONTMCaHHbI balipoHoM AMeHOM.

B crarbe cnenaH BBIBOI, YTO 3HAYMTEIBHBIE NMEPCIIEKTUBBI UMEET KAK HAPPATOJOTMYECKUN
aHallu3, TaK U BbISIBIECHHE «OOIIEro» KJIACCHUECKOr0 MY3BIKAIbHOTO SI3bIKa B NPOU3BEICHUAX
Mouapra. B TO ke BpemMs COOTHOLIEHHE MEXKIy MOHATUSMH, BOIIEIAIIMMU B HAyYHBIM apceHas
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B Hallle BpeMs, U noHsatusmMu, npumeamummu u3 X VIII Beka, oTHions He ogHo3HAUYHO. COBpEMEHHBIE
TEPMHUHBI KHAPPATUBY U «TOMOCY» OMPEAEISIIOT PEXKAE BCETO TUIOIOTMUECKUE MOJEH, B TO BPEMSI
KaK TePMHHBI, B3ATbIC U3 JIWIHOTO oOmieHus Bonbdranra u Jleomonbna MoraproB, GUKCHPYIOT
WHUBUTyJIbHBIC HHTEPIIPETAIIMN B KOHKPETHBIX KOMITO3UIIHSIX.

Knrwoueswie cnoea: conarel B. A. Monapra, conara KV 311/284c, My3bIKanbHBI HappaTuB,

My3bikaiabHbIe TOOCk X VIII Beka

Jlna yumupoeanusa: Cycuako U. I1. Tomocsl u HappaTuB B KIIACCHUECKOW MHCTPYMEHTAIBHOM
my3bike: Ideen u il filo B xmaBupHO# conare B. A. Momapra KV311/284c¢ // TIpo6neMbl My3bIKQIBHON
Hayku / Music Scholarship. 2022. Ne 2. C. 123—-133. (Ha anrn. s3.)

DOI: 10.33779/2782-3598.2022.2.123-133

The topic of this article introduces
four terms related, to various extents,
to the field of musical thematicism
and thematic development. The first two
are concepts that have come into analytical
use in the present era, during the last four
decades. As it is well-known, the theory
of topoi, i.e., the stable lexical units of the
musical language, took shape in the 1980s.
Its fundamental principles, based on the
treatises of the second half of the 18th
century and the early 19th century, were
formulated by Leonard Ratner (1980) in his
book Classic Music: Expression, Form, and
Style' and further developed in the work
of Wye Jamison Allanbrook (1983) on the
rhythmic organization in Mozart’s operas
Le nozze di Figaro and Don Giovanni.? Kofi
Agawu (1991) and William Caplin (2005)
analyze the topoi of the language of classical
music as signs in their connection with
the logical functions of the musical form
(beginning, continuation and ending).> The
study of the topoi in the music is presented
in the works of musicologists from different
countries who develop the ideas of Ratner
in 2000-2010: in Raymond Monelle’s book
The Musical Topic: Hunt, Military and
Pastoral, in works by Larissa Kirillina and
by the authors of The Oxford Handbook
of Topic Theory edited by Danuta Mirka.*
An overview of the research of the theory

of topos in musicology, the history of the
term and its interpretations is presented in
the article by Michat S. Sottysik. [1] It is
not surprising that the main material for
analysis is formed by music by Classicist
and Romanticist composers, since it is
usually associated with typification —
a phenomenon covering different aspects
of musical composition, from texture and
syntax to form. [2] The theory of topos is
also used in analysis of music from the late
19th and the 20th century, which possesses
points of contact with the classical-romantic
tradition. [3; 4]

In American musicology, the theory
of musical narrative began to be formed
almost in parallel. One of the first articles
on this topic by Anthony Newcomb about
the narratological “strategies” of the late
18th century and their manifestation in
Schumann’s music was published at the
end of 1987°, while the classic monograph
by Byron Almén on the theory of musical
narrative—in 2008° (the new edition came out
in 2017). He develops ideas about the levels
of musical narrative, about the problem of
irony in his article from 2020. [5] However,
we must admit the fact that analysis of
the event-content side of a musical work
underwent a lengthy history in the 20th
century. It must be reminded of the theory
and practice of analyzing the intonation
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plotline in the work by Inna Barsova on
Mahler’s symphonies (1975), or the theory
of “tonefabula” by Rostislav Berberov
(1986). The narratological approach of
the early 21st century is specific precisely
because it very often merges with the theory
of topoi of (conventionally speaking) the
music of the Classical-Romantic era. Thus,
topoi are included in the development of the
musical plotline and are coordinated with
the functional logic of the musical form.
Two other concepts in the headline do
not have any solid theoretical basis. Strictly
speaking, it is difficult to even consider them
as concepts. Rather, they are essentially a
number of definitions, even metaphors, that
Wolfgang and Leopold Mozarts made use
of in their mutual correspondence, when it
came to the merits and demerits of musical
compositions. Two reasons prompted me to
turn my attention to them. The first is the
desire to correlate contemporary analytical
practice with the theoretical concepts of the
18th century. This approach can hardly be
considered as something original; rather,
it has long become the norm. However,
I believe it important to rely not only
on dictionaries and treatises on musical
composition of that time, but also on live
professional communication, on the words,
designations and concepts that were in use
and were familiar to everybody, although
they were not included in the academic
vocabulary. In addition — and this can be
considered the second reason — when it
comes to the topic of the Classical musical
language, it is Mozart’s music that is nearly
always in the spotlight. Examples of it
are numerous: as a kind of a reference,
[ mention Ratner’s analysis of the first
movement of Mozart’s Prague Symphony
or the final section on topoi in the music
scholar’s book.” The topoi of the Classical
musical language are found in Mozart’s

oeuvres written in various genres, including
church music. [6] At the same time, it seems
like almost no one has ever attempted to
correlate the composer’s music and his
words and ideas.

Wolfgang Amadeus Mozart used the
words Idea, Ideen, as well as their synonym
Gedanke (“thought”) quite often. In his
letter from Paris (May 14, 1778), writing
about his lessons with the daughter of the
Duc de Guines and his attempts to teach her
the basics of composition, he complained to
his father that “she has no ideas”, “if she
acquires no thoughts or ideas, it is all in
vain, for God knows I cannot give her any”.?
Neither he nor Leopold ever mentioned the
term “theme”, a word which is so common
today, but there is hardly any doubt that they
meant this very concept.

It is more difficult to interpret the term
il filo — “thread” in Italian. Writing about
il filo to Wolfgang, his father opposed the
compositions with a well-expressed “thread”
to the too complex and intricate ones. Alfred
Einstein apparently was the first to pay
attention to this term: he suggested to interpret
it as an organic development of ideas and
thoughts arising from one another.” Robert
Gjerdingen in his famous book on music in
the galant style mentioned two more German
terms which Leopold Mozart used in letters
and which the researcher considered to be
synonyms of i/ filo — “der gute Satz” and “die
Ordnung”. He suggested to consider the first
“the craft of musical composition, with all
its rules and preferred procedures”, and the
second — “the serial disposition of musical
material”.! Manfred Hermann Schmid
considered filo as a principle of compositional
technique in the first of Mozart’s Prussian
Quartets KV. 545, linking it in particular to
the concept of modulation.

Among the surviving letters of Wolfgang,
the concept of i/ filo is not encountered
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anywhere, but, in fact, he wrote about the
same thing as his father. Criticizing Abbot
Vogler’s Mass, he focused on the quality
of the composition: “I suddenly hear an
1dea which is NOT BAD. Well, instead of
remaining NOT BAD, no doubt it soon
becomes good? Not at all! it becomes not
only BAD, but VERY BAD, and this in two
or three different ways: namely, scarcely
has the thought arisen when something else
interferes to destroy it; or he does not finish
it naturally, so that it may remain good; or
it is not introduced in the right place; or it
is finally ruined by bad instrumentation”
(letter dated November 20, 1777)."? A month
earlier, he reproached Friedrich Hartmann
Graf, a German composer and flautist, for
the unnatural harmonic wavering in his
Concerto (letter dated October 14, 1777)."
If we generalize Wolfgang Amadeus
Mozart’s assessments, it turns out that a good
composition in his understanding requires
a natural and meaningful arrangement of
themes, logical harmonic connections and
an appropriately chosen solution regarding
orchestration.

Thus, the four concepts — topos and
narrative on the one hand, and “idea” and
“thread” on the other — form the related
pairs grouping around the most important
questions of constructing a musical
composition, namely, what and how unfolds
in it:

how?
narrative / il filo

what?
topoi / Ideen

Mozart sent the two aforementioned
letters from Mannheim to Salzburg, where
his father lived, in October and November
1777. It was around this time that the
Sonata KV 311/284c¢ was composed; this
very sonata or, more precisely, its first
movement, shall be our point of discussion.

It has been overlooked by researchers, in
contrast to a number of other clavier sonatas
by Mozart. There are several analytical
studies dedicated to the Sonata KV 332 in
F Major and a number of others.'

The main questions shall form the two
abovementioned points: what and how
builds this composition at the level of
disposition and interaction, and how the
thematic dramaturgy of the sonata resonates
with the theoretical concepts mentioned
above.

The Topoi and Ideen. The sonata form
in the first movement of the D major Sonata
belongs to the type of multi-theme sonata
form: in addition to the primary theme
groups, it has two themes in the subsidiary
theme group (the exposition has the same
thematic structure as the sonatas KV 333,
533 and 576). All material is based on the
opposition of the two topoi exposed in the
primary theme group:

a) Allegro con spirito
o2

-er-m -Fi"

The first motif, especially its opening
chord, evokes associations with the bright
premier coup of the orchestra [the orchestral
tutti], while the second one suggests the
style of the parts of lyric comedy heroines,
such as Suzanne from The Marriage of
Figaro [regarding her singing style]:
their sensitivity and scherzo qualities are
inextricably linked in their melodies.
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The exposition builds itself on the
alternation of these topoi, which acquire
various vivid nuances and group into two
spheres:

Measures Topoi
Frmary theme 1-2 orchestral tutti
group
3 singing style
4-5 orchestral tutti
6 singing style
.- singing style
T 7-10
ransition (opera buffa)
11-16  |brilliant style
Subsidiary
theme group 17-23 singing style
(theme 1)
Continuation 24-27
Subsidiary
theme group 28-35 singing style
(theme 2)
36-37 |fanfare
Conclusive .
Section 38-39 singing style

The expositional thematic disposition
of this kind has become widespread in
works written in the sonata allegro form,
possessing, as a rule, primary themes with
contrasting motifs. In Mozart’s clavier
sonatas, cantilena-style fragments often
alternate with virtuoso fragments, one after
the other (in Sonatas Nos. 1, 6, 12, 13, 14,
15,17, 19). Their correlation with the sonata
form structure has never been repeated, but
the general principle is always explicit, even
when an allegro begins with a melodiously
quiet theme, such as in Sonata KV 333."
In this respect, KV 311/284c fits into the
topological picture typical of Mozart.
Our conversation about the “commonly
applied elements” in KV 311/284c would
be incomplete without mentioning a
number of melodic-harmonic models
present in it, which Robert Gjerdingen
called “galant schemata”.'® They have no

semantic meanings, but are closely related
to the syntax of the musical form. In this
Sonata, such schemes are concentrated
in the theme of the primary theme group
(mi—fa—sol, Prinner) and in the transition
section (Monte, Meyer, Ponte).

To find out how the topological “map” of
the KV 311/284 Sonata relates to its themes,
ideas (Ideen) and thoughts (Gedanken), to
use the composer’s own, is to answer the
question of transforming the typical into
the individual, into the original — precisely
the quality that he valued himself. In the
primary theme group, the two topoi — the
virtuoso and the sensitive — are opposed to
each other, but in a special way, not in the
same way as in most themes of the kind.
The 8-measure period is compressed to 7
bars due to the fact that the functions of bars
4 and 5 are combined:

1-2-3-4
—5-6-7-8
Allegro con spirito . 4=5
gt be e or SEEE S el b Lde .
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The overlapping of measures in a period,
according to Riemann, lends a theme with
two nearly identical sentences a charming
asymmetry. But another important thing
is that a certain duality arises in the
juxtaposition ofthe topoi, the border between
them becomes unsteady already at the very
beginning. Indeed, from the perspective of
the analysis of topoi, how must we interpret
the figure at the beginning of the fourth bar
— as the end of the lyrical arioso motif or
as the beginning of the virtuoso motif? The
ascending chromatic appoggiatura in the
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melody (eis-fis) prompts us to consider this
sound the end of the cantabile phrase. But
in this case the orchestral tutti is deprived
of its first loud chord, which is supposed to
determine its character. None of the other
sonatas by Mozart sonatas possess such an
ambiguous, basically playful opposition
of topoi in the theme. In other words, the
typical rule is broken here, but at the same
time it is turned into an impulse for a unique
musical plot.

Narrative and il filo. The musical
syuzhet unfolds in the sonata form on two
levels. The first level is the relationship
of themes: their interconnection, the
derivativeness of all semantically significant
material from the main theme of the primary
theme group. There are few primary theme
group elements which undergo further
development. Their range according to their
importance within the form is as follows:
parallel thirds (a), grupetto (b), tetrachord (¢),
appoggiatura (d) and “tutti” chord (e).

a) 0T 1 T

SR
o  £iEh
0 g
¢) iﬁ

£

All these elements are processed in the
other themes and transitional constructions
with Mozart’s inherent elegancy and

ingenuity in the interpretation of the
smallest details. They sound in different
combinations, in direct movement and in
reversion, in amplification and diminution,
creating a thematically dense texture —
with all its transparency and clarity. The
techniques of ars combinatoria, which are
used in abundance in almost any work by
Mozart, are fully implemented here:

3 3

—areet
==+

atc

129



G/ﬁ\

Mpobnembl My3bikanbHon Hayku / Music Scholarship. 2022. Ne 2

o
i
#-n-—

At this level, the thematic process in
the classical sonata form can be defined as
opposition and interconnection. To define
this logic, Rostislav Berberov introduced
the term “obligatory tonefabula”, that is, a
type of process of forming thematic ideas
and thematic development which is, in a
certain way, initially established by the
sonata form itself, which is obligatory for it.
In other words, to one degree or another, it
can be found in any classical sonata.

The second level of the musical
“plotline” unravelling possesses a greater
individuality in each specific case. It is
primarily realized in not even how a theme
1s modified as a whole, but rather in how
its individual elements (motifs, phrases)
alter, acquiring semantic significance. Not
in every composition and not in the case of
every composer from the second half of the
18th century this ulterior level of thematic
work is equally texturized. Mozart’s piano
sonatas offer, perhaps, the largest number
of such subjects, evoking associations with
a wide range of phenomena, primarily with
theater and opera.

The first movement of Sonata KV
311/284c is Mozart’s only sonata form with
reversed recapitulation, which in itself leads
to a new thematic disposition:

exposition
PT Tr. ST CS

development recapitulation
ST PT CS

In addition, most of the themes change
quite dramatically in the recapitulation.
It seems that the key to interpreting these
alterations might be the role played in the
thematic process by the two phrases, which
comprise the conclusive section. The first is
a bravura interlude, or a fanfare; the second
is a soft galant reverence. Both possess
practically no individual characteristic

features; they could be included in the
lexicon of topoi as exemplary figures. At
the same time, just as in the main theme of
the primary theme group, the two figurative
spheres collide here, and in a demonstrative,
“end-to-end” manner, separated by a perfect
authentic cadence:

The recapitulation repeats this episode,
but replaces the perfect authentic cadence
with a deceptive one:

Jl&
N
i
ily
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N
s
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In Mozart’s compositions, not a single
significant thematic detail is accidental.
This is exactly the case in this particular
sonata, too. The alteration of the articulation
marks, indicated by the composer himself,
emphasizes the transformation that has
taken place: two sharp chords, referring
to the loud beginning of the tutti of the
primary theme, are replaced by two
soft arpeggios and a light staccato. The
deceptive cadence inextricably links the
two contrasting thematic spheres, the
cadential galant phrase, which appeared to
be just an addition, turned into the upshot
of the thematic unravelling.
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It is quite clear that such a change could
have its reasons, and they should be searched
for in the development. According to it, the
typical galant cadence phrase first turns into
a quivering lamento, and the motifs of the
themes from the primary and the secondary
theme groups are added to it:

T i /: : —
gg?ttss%ww aaais Q;EE

And then it completely transforms into
passionate exclamations, typical of the
Sturm und Drang style.

et
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We seem to be transported from the
world of comic opera into the world of high
tragedy, from the part of Zerlina to the part
of Donna Anna. A cunning servant and a
formidable avenger — the metamorphosis is
as impressive as if it happened on the stage.
It turns out to be so significant that in the
middle of the development, Mozart even
brings in a pause into the movement with
two chord motifs:
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Formally, they represent a transition
from B-minor to G-major; in fact, these
are figures of a question, an expectation, a
kind of search for a ongoing path, which,
after the passing storms, seems unclear. It
is noteworthy that these two measures fall
exactly in the center of the entire sonata
form. There are 55 bars before it and another
55 after it:

55 2 55
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Georgy Konyus, who developed the
principles of metro-techtonic analysis of
musical composition, called such a central
fragment a “spire” in the architectonics of
form. In this case, such a spire becomes not
only the center of time-metric symmetry,
but also a turning point in musical-
thematic drama. After it, events begin to
unfold in a different way than before.!”
The eight-bar Sturm und Drang episode is
symmetrically reflected in the unpretentious
second subsidiary song theme, the lamento
fragment that opened the development
— in a virtuoso concerto link leading to
recapitulation. The first theme of the
subsidiary theme group section, which
starts the reversed recapitulation, has been
changed — its second sentence sounds in
minor key, like a memory of a lamento in
the development. In the main theme of the
primary theme group, on the contrary, the
role of a concerto-like, virtuoso topos is
strengthened, and its duality, asserted in the
exposition, is overcome. And, finally, the
ultimate resolution of the peripeteias comes:
the two topoi opposed at the beginning of the
sonata harmoniously combine in the closing
four-bar, which has already been discussed.

Thus, a change in the correlation between
the contrasting elements — a change that,
according to Byron Almén, is the essence
of the unfolding of the narrative — forms the
individual plot of this sonata, its i/ filo. The
archetypal narrative of comedy described
by Almén!® obtains its original embodiment.
Aminorelement,anuncomplicated cadential
formula, undergoes a transformation that
ultimately determines the entire unravelling
of the musical plot. The comparison of
instrumental compositions with operatic
compositions, widespread in the music
theory literature studying Mozart, in
this case, induces us towareds forming
meaningful analogies. The Sonata, written
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many years before Mozart’s main operatic
comic masterpieces, outlined the contours
of the “world” in which everyone, including
each assisting and minor character, plays
an important role. In such a world order,
Papageno’s pursuit of happiness is as
significant as Tamino’s conquest, and the
story of Cherubino is no less important than
Figaro’s intrigue.

Summarizing the abovementioned, I
wish to note: both the narratological analysis
and the identification of the “common
elements” of the Classical musical language
in Mozart’s works possess significant

prospects. At the same time, the correlation
between the concepts that have entered the
scholarly use in our time and those that
came from the 18th century is by no means
straightforward. The contemporary terms
“narrative” and “topos” define primarily
typological patterns, while those drawn
from the personal communication between
Wolfgang Amadeus and Leopold Mozarts
capture the individual interpretations in
specific compositions. In other words, it is
about the juxtaposition of rule and choice
— apparently the most fruitful approach for
interpreting the masterpieces of the past.

G~ Notes (@

! Ratner L. G. Classic Music: Expression, Form, and Style. NY: Schirmer Books, 1980. 475 p.

2 Allanbrook W. J. Rhythmic gesture in Mozart: Le nozze di Figaro & Don Giovanni. Chicago:
University of Chicago Press, 1983. 408 p.

3 Agawu K. V. Playing with Signs: A Semiotic Interpretation of Classic Music. Princeton:
Princeton University Press, 1991. 168 p.; Caplin W. E. On the Relation of Musical Topoi to Formal
Function. Eighteenth-Century Music. 2005. Vol. 2/1, pp. 11-124.

4 Monelle R. The Musical Topic: Hunt, Military and Pastoral. Bloomington: Indiana University
Press, 2006. 304 p.; Kirillina L. V. Klassicheskiy stil' v muzyke XVIII — nachala XIX veka. Ch. II1.
Poetika i stilistika [Classical Style in Music of the 18th — early 19th Centuries. Part III. Poetics and
Stylistics]. Moscow: Kompozitor, 2007. 376 p. (In Russ.); The Oxford Handbook of Topic Theory.
Ed. by D. Mirka. Oxford: Oxford University Press, 2014. 712 p.

> Newcomb A. Schumann and Late Eighteenth-Century Narrative Strategies. 19th-Century
Music. 1987. Vol. 11, No. 2, pp. 164—-174.

¢ Almén B. A Theory of Musical Narrative. Bloomington: Indiana University Press, 2008. 248 p.

" Ratner L. G. Classic Music: Expression, Form, and Style. NY: Schirmer Books, 1980.
P. 27-28.

8 Mozart: Briefe und Aufzeichnungen. Gesamtausgabe. Hrsg. v. Bauer W. A., Deutsch O. E.,
Konrad U. Kassel: Bérenreiter-DTV. Bd. II. 2005. S. 357.

° Einstein A. Mozart: His Character, His Work. New York: Oxford University Press, 1965,
p- 129.

10 Gjerdingen R. O. Music in the Galant Style. Oxford: Oxford University Press, 2007, p. 369.

"Schmid M. H. Der “filo” bei Mozart. Zum Andante des ersten PreufSischen Quartetts KV
575. Mozart Studien 26. Wien, 2019, S. 353-363.

12 Mozart: Briefe und Aufzeichnungen. Op. cit., S. 135.

B Ibid., S. 56.

4 Allanbrook W. J. The Secular Commedia: Comic Mimesis in Late Eighteenth Century Music.
Oakland: University of California Press, 2014. 256 p.; Ratner L. G. Topical content in Mozart’s
keyboard sonatas. Early Music. 1991. Vol. XIX/4, pp. 615-619.

132



Problemy muzykal'noj nauki / Music Scholarship. 2022. No. 2
(0

15 Such first movements were introduced into the clavier repertoire by Johann Christian Bach,
they were called “singendes Allegro”. Mozart was very familiar with these sonatas and, as has
already been noted many times, even relied on their thematicism as a springboard for his own
melodic ideas.

16 Gjerdingen R. O. Music in the Galant Style. Op. cit., p. 399.

17 Konyus G. E. Metrotektonicheskoye issledovaniye muzykalnoy formy [Metrotectonic Study
of Musical Form]. Moscow: Muzgiz, 1933. (In Russ.)

8 Almén B. Narrative Archetypes: a Critique, Theory, and Method of Narrative Analysis.
Journal of Music Theory. 2003. No. 47, pp. 1-39.

G~ References (©

1. Sottysik M. S. Topics in Music — Definitions, History, and Meanings. Kwartalnik Mtodych
Muzykologow UJ.No.47.2020, pp. 5-23. https://doi.org/10.4467/23537094KMMUJ.20.041.13914

2. Seskir S. Musical Topoi in Brahms’s 7 Fantasien, Op. 116. Journal of Musicological
Research. 2020. Vol. 39. Issue 2-3, pp. 99—121. https://doi.org/10.1080/01411896.2020.1754731

3. Frymoyer J. The Musical Topic in the Twentieth Century: A Case Study of Schoenberg’s
Ironic Waltzes. Music Theory Spectrum. 2017. Vol. 39, Issue 1, pp. 83—108.
https://doi.org/10.1093/mts/mtx004

4. Almén B. Music narrative. Theory, Context, Subjectivity. The Routledge Handbook of
Music Signification. Abingdon, Oxon; New York: Routledge, 2020, pp. 167-176. https://doi.
org/10.4324/9781351237536-14

5. Urvantseva O. The Evolution of Mozart’s Church Music Style (on the Example of the
“Litaniae Lauretanae” K. 125, K. 243). Problemy muzykal'noj nauki / Music Scholarship. 2019.
No. 4, pp. 127-137. (In Russ.) DOI: 10.17674/1997-0854.2019.4.127-137

6. Suurpad L. Patterns and Topics as Elements of Signification in Late Eighteenth-Century
Music. The Routledge Handbook of Music Signification. Abingdon, Oxon; New York: Routledge,
2020, pp. 101-114. https://doi.org/10.4324/9781351237536-9

Information about the author:
Irina P. Susidko — Dr.Sci. (Arts), Professor, Head of the Analytical Musicology Department.

Hngpopmayus 06 asmope:

M. I1. Cycuako — TOKTOp UCKYCCTBOBEICHMS, TIpodeccop, 3aBeayrorias kKaheapoii aHa T THYECKOTO
MY3bIKO3HaHUS.

Received / [loctynuna B penakmuto: 16.05.22
Revised / Ono6pena nocie periensupoanus: 31.05.22
Accepted / [Ipunsta k nmyonukanuu: 01.06.22

{\/

133



Mpobnembl My3bikanbHon Hayku / Music Scholarship. 2022. Ne 2
Problemy muzykal'noj nauki / Music Scholarship. 2022. No. 2

RS

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

Grs~ International Division ——©

Original article
VK 78.1
DOI: 10.33779/2782-3598.2022.2.134-145

The Scene of the Dramatic Culmination
in The Tidings Brought to Mary,

a Mystery Play by Paul Claudel, from the 1912 Edition.

Organization of the Sound Space

Valentina V. Azarova

St. Petersburg State University, St. Petersburg, Russia,
azarova_v.v@inbox.ru, https://orcid.org/0000-0003-1049-2259

Abstract. The article examines the sound space in the second scene of Act II, the culminating
scene of The Tidings Brought to Mary, the first edition of Paul Claudel’s mystery play. An analysis
is made of the composition and dramaturgy of this scene in order to discern the functions of
theatrical music as well as the particularities of sound dramaturgy in the sacred space of the
mystery play. The author arrived at the conclusion that the organization of the musical space in
Act II1, Scene 2 has engendered a new understanding of the universal meaning of the mystery in

the 20th century.

Keywords: Claudel, The Tidings Brought to Mary, mystery play, sound dramaturgy, sound space

For citation: Azarova V. V. The Scene of the Dramatic Culmination in The Tidings Brought to
Mary, a Mystery Play by Paul Claudel, from the 1912 Edition. Organization of the Sound Space.

Problemy muzykal'noj nauki / Music Scholarship. 2022. No. 2, pp. 134-145.
DOI: 10.33779/2782-3598.2022.2.134-145

© Valentina V. Azarova, 2022

134



Problemy muzykal'noj nauki / Music Scholarship. 2022. No. 2
(0

Oy~ MexayHapoAHbIn otaen (9
Hayunas crates

CueHa apamMmaTn4eCcKon KynbMUHaUmmn
B muctepuu Nona Knopens
«bnaras Bectb Mapuu» B pegakuumu 1912 roaa.
OpraHnsauusa 3ByKOBOIro npocTtpaHcTBa

Banentuna BiaagumupoBHa A3apoBa

Canxm-Ilemep6ypeckutl 20cyoapcmeeHublll yHugepcument,
2. Canxkm-Ilemepoype, Poccus,
azarova_v.v@inbox.ru, https://orcid.org/0000-0003-1049-2259

Annomauusn. B crathbe paccMaTpHuBaeTCs 3ByKOBOE IMTPOCTPAHCTBO BTOpo#t cuieHsl 111 neiicTus,
npaMatudeckas KynbMmuHanus u3 muctepuu Ilons Knopens «bnaras Bectb Mapum» B mepBoit
penakuuu (1912). [IpoBenén aHanu3 KOMIIO3UILIMK U JIpaMaTypruuyeckoro pa3BUTHS HA3BaHHOMN
CIEHBI C LIeJbI0 OOHApyKEHUS! (PYHKIMNA CIIEHHYECKON MYy3bIKM U OCOOEHHOCTEW ApamaTrypruu
3ByKa B CaKpaJbHOM IPOCTPAHCTBE MHUCTEPUU. ABTOp CJAeNal BBIBOJ: OpPTaHU3AIMS 3BYKOBOTO
npoctpaHcTBa Bo Bropoit cuene Il nelictBus u3 muctepun «bnaras Bectb Mapum» B pegakiiuu
1912 rona chopmupoBaza HOBOE MOHUMaHKE 00IIEUYETIOBEYECKOTO CMbIca MUCTepUH XX BeKa.

Kntroueswvie cnosa: Knonenn, bnaras Bects Mapuu, MUCTepus, IpaMaTyprusi 3Byka, 3ByKOBOE

MIPOCTPAHCTBO

Jlna yumupoeanusa: Azaposa B. B. Cuena npamarnyeckoil KynbMuHaIuu B muctepuu [lons
Knonens «bnaras Bects Mapun» B penakiuu 1912 roga. Opranuzaiys 3ByKOBOTO MPOCTPaHCTBA
// TIpobnemMbl My3bikanbHOM Hayku / Music Scholarship. 2022. Ne. 2. C. 134—-145. (Ha anrn. s3.)

DOI: 10.33779/2782-3598.2022.2.134-145

he Tidings Brought to Mary (1912—

I 1955) is a mystery play in four acts

with a prologue by illustrious poet,
dramatist and member of the Academie
Francaise Paul Claudel. The story is at
the intersection of two main themes, the
Christian self-sacrifice of the pious maid
Violaine and the veneration of the Holy
Virgin.

A crucial work pertaining to Claudel’s
literary legacy in terms of its spiritual
and intellectual depth, it encompasses the
principles of his theories about the role
of stage music in drama and the essential
aspects of the synthesis of poetry, sound,

light and color, along with his thoughts on
theater in general. The Tidings Brought to
Mary presents a perfect reflection of the
Christian idea concerning the synthesis of
the temporal and the eternal.

Claudel’s mystery play is among those
dramatic and musical-theatrical works the
storylines of which correlate with the Holy
Scripture or “The Golden Legend”; the life
of the Blessed Virgin Mary is recounted
in the storylines present in the frescoes
of Giotto, Cimabue, Perugino, Duccio
di Buoninsegna, Vigoroso da Siena and
others. The traditional appeal of masters
of art to theological texts, narratives and

135



Mpobnembl My3bikanbHon Hayku / Music Scholarship. 2022. Ne 2

G/ﬁ\

stories has been defined by the famous
Russian philosopher Alexey F. Losev as
Christian historicity." The Tidings Brought
to Mary pertains to the Christian tradition
of the centuries-long evolution of the
mystery genre which takes its origin from
the Mystery of the Passions of Christ set in
Rouen in 1310. We paid special attention to
the principles of French mystery drama in
our 2022 article. [ 1] Claudel’s work, created
six hundred years later, has assumed the
central place in the 20th century drama.

Claudel’s The Tidings Brought to Mary
1s a magnum opus which has undergone
three editions. The first and the second
version of the Maid Violaine drama, which
served as a precursor to 1912 edition of The
Tidings Brought to Mary, appeared during
the time period between 1892 and 1899.
After the first stage productions of Claudel’s
mystery play in 1912—-1913, the dramatist
revised its language and structure twice.
The transformation of the drama’s artistic
concept brought about a new understanding
of the significant role played by the music
in the stage performance. The second and
the final third version of the mystery play,
created respectively in 1938 and 1948,
reveal a different solution to implementing
stage music, differing from that encountered
in the 1912 version.

In all of the existent versions of The
Tidings Brought to Mary the dramatic focal
point and culmination occurs in Act III,
Scene 2 which depicts the mystery of the
miraculous resurrection of an infant at the
Christmas Midnight Mass. The involvement
of heavenly powers and “celestial voices”
in the aforementioned event was indicated
by the playwright by introducing musical
numbers into the dramatic action. To
this effect, the supernatural miracle is
anticipated in the beginning of Act II.
A female voice is heard seemingly from the

skies singing a Marian hymn chant: Regina,
mater misericordiae, Vita, dulcedo, et spes
nostra, salve.

It may be fairly assumed that placing
the complete musical section of the Salve
Regina in the composition of Act II served
as Claudel’s initial solution to the problem
of incorporating stage music into the drama.
A major step on the path of artistic search in
this direction was the new organization of
sound space in the “miracle scene” (Act III
scene 2), which presumes that the interaction
of the temporal dimensions eventually led
to a new interpretation of the mystery play
in the 20th century.

The premiere of Claudel’s play took
place with great success on December 12,
1912 on the stage of the Théatre de ’Oeuvre
in Paris. Aurélien-Marie Lugné-Poe, the
founder and director of the theater at the
time was aspiring to convey the main idea
of the literary text of the work, to present
a generalized perspective of the essence of
human relationships.

Lugné-Poe invited Jean Variot, a
specialist in stage architecture, to join him
in the project. The light-and-color score
created by Jean Variot in 1912 was inspired
by the experiments successfully carried
out by the authoritative theatrical figure
Alexander von Salzmann who was active in
Germany.

French  researcher Alain  Beretta
dedicated an entire book to the history of the
stage productions of The Tidings Brought to
Mary during the time period of nearly half
a century, from 1912 to 1955. In the chapter
of the book titled “Claudel and Music for
Stage Performance up to 1929 he came up
to the conclusion that Claudel focused his
attention on the issue of stage music during
the time period from 1910 to 1920.2

In its first edition from 1912, The Tidings
Brought to Mary is comprised of four acts
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with a Prologue. Acts I and III contain 2
scenes each, whereas both Act II and IV are
comprised of 5 scenes (in the 1938 edition
Act IV is reduced only to two scenes). The
authoritative scholar and eminent professor
Charles Mazouer, an honorary professor
at the University of Bordeaux, who wrote
a research work about the the evolution of
the mystery play genre in Western Europe
from the Middle Ages to the early 1900s,
defined Act III of Claudel’s mystery play as
a miraculous act (I’acte de miracle).’

The stage music for Claudel’s mystery
play was written in 1912 by Abbot Brun,
who was essentially a composer of sacred
music who worked at the Schola Cantorum,
the second higher education institution in
Paris after the Conservatoire. Similar to
the theater producers, the composer carried
out the work commissioned by Claudel in
accordance with strict requirements (the
dramatist provided exhaustive written
explanations concerning formatting the
sound space and the stage decorations and
costume details.

In the structure of Act III scene 2,
it is possible to highlight conditionally
the introduction (according to the stage
directions) which 1is followed by ten
episodes, all differing from one another in
regard to their scale and dramatic functions.
Regarding the sphere of formation of the
dramaturgy of sound, the verbal episodes
1,2, 4, 6 and 8 contain an organized sound
space, episodes 3 and 7 are subservient
to the logic of musical dramaturgical
development, while episode 5, which
includes both the music and the drama,
demonstrates a synthetic structure of the
sound space. A poetic comment made by the
author as a linking element of the drama’s
composition precedes Episodes 9 and 10
and carries out a formative function in this
scene. The commentaries to episodes 1 and

9 comprise a dramatic rhyme, providing
a constructive unity of the musical and
dramatic form in the examined scene. The
organization of the sound space in episodes
9 and 10 adheres to the logic of continuous
development. Thereby, in the edition from
1912 the composition of Act III scene 2 of
The Tidings Brought to Mary is based the
interaction of the theatrical-dramatic and
the musical elements. The “miracle scene”
includes two musical episodes and one
episode containing both music and drama.

Introduction to Act Ill, Scene 2
— the “Miracle Scene”

As a type of verbal nocturne, the detailed
poetic comment preceding Act III scene 2
of The Tidings Brought to Mary depicts a
dark winter forest through which the sisters
Violaine and Mara trudge in silence, leaving
tracks in the snow. Claudel specifies the
descriptive features of the night landscapes:
the glistening moonlight, the heather-
covered hills and the sandstone boulders
reminding of prehistoric animals or on
fancy sculptures of idols. The refuge place
for Violaine blinded from leprosy is served
by a “narrow cave where it is only possible
to sit down”.

Episode 1

The dramatic dialogue between the
two sisters takes place is illuminated by a
torch lit by Violaine in the cave. Mara’s a
heartrending scream is heard from there,
as she bends over the child’s lifeless
body that she brought to her sister. The
first words of Mara’s part convey a wide
range of emotions: cries, sobs, screaming,
exclamations, bitter sneering, questioning
and supplication. A complex of diverse
intonations characterizes the extraordinary
situation: Mara demands that Violaine
carries out an action feasible only to God
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or to a saint — that she brings the dead child
back to life. Claudel intensifies the meaning
of Mara’s lines by introducing quotes from
the Holy Scriptures into her speech (Genesis
4:9-10).

While listening to what her sister has to
say, Violaine exclaims: “I swear before God
with this solemn oath that [ am not a saint!”
The meaning of this dramatic dialogue is
conveyed by Mara’s uncontrollable sobs
and cries. Violaine answers her: “Do I even
matter? Do I command the Lord? Am I
anything like Him?”. The mention of God
adds shades of humility and confessional
reverence to Violaine’s words.

Annemaria Cascetta, professor at
Universita Cattolica del Sacro Cuore in
Milan, a notable researcher of the history
of theater, makes a justified point that the
structure of the fabric of speech conveys
the idea of the divergent paths the two
sisters Violaine and Mara follow; the
aforementioned structure also indicates
the difference between their tragic life
experiences.* Mara’s repeated demand to
bring her dead child back to life is interrupted
by the author’s written indication of a pause.
The sign of silence placed at the center of
tensions at the culmination point of the
dialogue marks out a transition to a new
stage of development of the drama.

Episode 2

The sound space of the examined Episode
2 is defined by the stage direction which
states: “the distant barely-audible sound of
bell chimes”. Violaine, who is expecting
the Christmas bell-toll, speaks about the
beginning of the Midnight Mass. Mara
continues to insist on what is impossible,
demanding for her baby to come back to
life.

“Againthe sound ofbells, very distinctly,”
Claudel indicates in his instructions. This

comment conveys new meanings to the bells
announcing the start of the Christmas Mass.
Mara can discern the musical chimes coming
from nearby villages. In honor of the Holy
Virgin the bells sound out a Gloria. Violaine,
sharing her sister’s pain, conceals the dead
baby under her cloak. “This is not the time
for tears, when the salvation of all mankind
has already appeared,” she admonishes
Mara. Her heart, aspiring to the heavens,
is open to prayer. Claudel discovered a
remarkable link between the individual who
is deeply immersed in prayer and a superior
transcendent reality in the early versions
of his mystery play that went by the title
‘La jeune fille Violaine’ (1892, 1895). It is
the French social philosopher Simone Weil
who later developed the concept of attention,
which implied the connection between our
everyday dimension and a superior invisible
realm made by means of stage acting.
This subject was explored in detail in
Giuliano Campo’s article “Simone Weil and
Theatre: from Attention to the Descending
Path.” [2, p. 177]

For the third time the sound of bells
is heard, “but already less clearly”. The
repeated stage directions regarding the bells
serve as structural units of the sound space
in this episode. These repetitions may be
comparable to the principle of symphonic
generalization, which means the intonation-
related integrity of the work is achieved on
the basis of the repetition of the invariant
rhythmic and intonation-related complex
“in the distance.”

After having mentioned the Holy
Scripture, Violaine urges her sister to
read from the Christmas Canon. Mara,
picking up the book, starts by reading
the prophecy of Isaiah (Isaiah, 9:1).
As a key pattern of Claudel’s technique,
the profound connection of the storylines
of his works with the texts of the
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Holy Scripture manifested itself in his
musical poem “Jeanne d’Arc au biicher”
(Joan of Arc at the Stake) (1935-1944)
which Arthur Honegger used as a base for
his eponymous dramatic oratorio. Claudel’s
poem and Honegger’s oratorio are linked
to The Tidings Brought to Mary mystery by
similarities between the plotline motives
and by a certain commonality of spiritual
meanings. The text of the Prologue contains
some extracts from the Scriptures rendered
into the dramatic oratorio.

While continuing reading, Violaine lifts
up her head listening. Claudel elaborated
the development of the action by bringing
in another clarification which clarifies the
sound space in the mystery play: “Silence.
Voices of angels in the heavens, heard only
by Violaine, as before.”

Episode 3

The dialogue in Latin, which is also a
Gregorian chant responsory, starts with
a male chorus, which is followed by the
descant solo. When examining the choral
fragments in the mystery The Tidings
Brought to Mary, Pasal Lécroart a notable
researcher of Claudel’s literary legacy
indicated that the dramaturgist incorporated
the traditions of choral performances in
Ancient Greek tragedy.’ In the same article
he mentions the performances of the parts
of the “liturgical chorus” taking part in the
festive mass on Christmas Day.

The introduction into the dramatic
action of a musical element — namely, the
responsorial, which is well rooted in old
genres like the liturgical drama, miracle, or
mystery play, — led to the juxtaposition of
the past and present temporal planes in the
“miracle scene.” The dialogue in liturgical
Latin, which contains the genre code of
the medieval mystery play. demonstrates
the meaningful interaction between the

temporal dimensions, when it comes to the
structure of The Tidings Brought to Mary
Act III Scene 2: from the nativity of Jesus
to the 15th century (when the mystery play
is set), and forward to the 20th century.

The indicated dramaturgical principle
of Act III Scene 2 of The Tidings Brought
to Mary was implemented in Honegger
dramatic oratorio “Jeanne d’Arc au blicher”
based on Claudel’s homonymous poem.
Scenes 1, 3, 5, 7-9 and 11 of this oratorio
demonstrate the genre basis of the mystery.
The peculiarities of the musical dramaturgy
of this work are examined in detail in our
article from 2020. [3, p. 35]

Claudel’s indication of the tempo of the
liturgical chant in The Tidings Brought to
Mary, as well as the definition provided by
him to the type of cadence, reveal a subtle
understanding of the musical meaning
and structure of the festive Christmas
Mass. The musical excerpt of the drama
performed alternately by an “invisible”
chorus (standing behind the curtain) and the
soloist pertains to the initial section of the
Midnight Mass. The vocal part of the male
chorus contains a fragment of a canonic text
from the Holy Scriptures, “Hodie nobis de
caelo pax vera descendit: Hodie per totum
mundum melliflui facti sunt caeli” (“Today
for us true peace came down from heaven.
Today for all the world the heavens rained
sweetness”). A solo voice (a “descant”
voice, resembling that of a child, according
to the stage directions) continues: “Hodie
illuxit nobis dies redemptionis novae,
reparationes antiquae felicitatis aeternae”
(“Today for us hath dawned the day of our
redemption, and of the restitution of ancient
everlasting bliss™). The repetition by the
chorus of this initial phrase “Today for all
the world the heavens rained sweetness”
indicates the binary musical form of the
responsorial beginning part. The pause
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(silence) indicated by Claudel in the Latin
text separates the music and the drama in
Act III, Scene 2.

We encountered an interpretation of
active listening to the sound space of a
liturgy which reveals the essence of the
communion as a sacrament in the article
by Kirsty Beilharz, titled ‘Music as an
embodied experience of Triune symbolism
and communion.’ [4, p. 286] Although this
article focused on works by Oliver Messiaen
dedicated to Saint Sacraments, we noticed a
certain similarity of Claudel’s view on this
matter.

Episode 4

The formal structure of Act III, Scene
2 is characterized by an interconnection
of the theatrical and the musical structural
elements. The musical episode of the
responsory in Latin is followed by the
verbal episode of the dramatic dialogue
between Mara and Violaine in French.
Multilingualism is the discerning feature
of the sound space in this episode. Claudel
avoids monotony in the development of
the sound dramaturgy by juxtaposing
contrasting episodes which are spoken or
sung in different languages. The parameters
of the intonational characteristic features
of the sound space are the varied nuances
of speech intoning. In the beginning of the
dramatic dialogue, there is a domination
of the narrative intonations of Violaine’s
spoken word that encourages Mara to
continue reading the central portion of the
Christmas Mass.

The fragment of Violaine’s reading from
the sermon of Pope St. Leo is defined by
psalmodicintonation. The sermontalks about
the rejoicing of all Christians in the birth of
their Savior. The register of the narration
changes here, because the meaning of what
is pronounced is universal. There is a speech

modulation observed in the sound space of
this episode, 1. e. the declarative inflection
of Mara’s voice is replaced by intoning with
elements of prosody. Following Claudel
himself, French researcher Alain Beretta
emphasized the paramount importance of
actor’s skills of “vocalizing” speech.® The
dramaturgy of sound and the intonation in
speech remained the focus of attention for
Claudel throughout his career.

Amodulation of speech is followed by the
stage direction which indicates the dynamics
and the specific means of sound production:
“brilliant and prolonged sounds of trumpets
are very near. Loud shouts resound from
the forest’. Mara also exclaims: “The
King! The King of France!” What is worth
noting here is the spatial juxtaposition of
dynamic planes and a differentiated use of
the sound space elements on the part of the
playwright: ‘Once again the, unutterably
piercing, solemn, and triumphant blare of
the trumpets.”

The indication at the modulation in
Mara’s voice reveals Claudel’s intonation
strategy. The dramaturgist defines the
following Mara’s line as to be pronounced
in a hushed voice: “The King of France
is hurriedly riding to Reims.” Thereby,
Claudel indicated the transition from
prosody to normal unemphatic intonation in
regular speech.

Three commentary notes by the author
outline the sound space of the next part of
the sisters’ dialogue in Episode 4: “Silence
<...> Pause. Silence.” Alain Beretta noted
that silence was a significant factor of the
sound palette in Claudel’s mystery play.” In
the same way that in Maurice Maeterlink’s
symbolist dramatic plays silence conveys
the deep meaning of what occurs in them,
the pauses in the “miracle scene” from
Claudel’s mystery play contribute to
discovering its highest spiritual sense.
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Episode 5

This episode reveals the juxtaposition of
the verbal and vocal planes in the narration:
Mara’s reading about Divine wisdom
alternates with the “invisible” chorus
and the soloist singing the responsorial
psalm for the Christmas Mass in Latin.
The choral part contains texts of praise for
the Blessed Virgin Mary: “Beata viscera
Mariae virginis quae portaverunt aeterni
patris filium.” The descant soloist starts a
prayer to the Holy Virgin after the chorus,
singing “Ave, Maria, gratia plena, Dominus
Tecum” (“Hail, Mary, full of grace, the
Lord is with thee’). The chorus repeats
the words of the canonical prayer after the
soloist. The end of this musical dialogic
excerpt is noted by the author’s indication
of a “pause.” The interaction between the
temporal dimensions, just as in Episode
3, demonstrates itself in the middle of the
“miracle scene,” while the drama is played
out in multiple languages adjactenly to
music. The intoning of the liturgical Latin
alternates with the declamation in French.
The art of intoning the meaning (which is
the music) engages with the art of psalmody
and thereby creates the rhythmic and tone
space of Act III, Scene 2 of the mystery
play. According to Mikhail Bakhtin, the
Latin phrases of the mass remain the “never-
dying elements of the archaic dimension.”

Episode 6

The sisters’ dialogue in French contains
the culmination point of the drama in Act
III, Scene 2, in which Mara in her bitter
distress demonstrates her repentant remorse.
“Violaine, I am not worthy of reading this
Book! <...>1 wish I could be different,” she
confesses. Claudel’s indication of “silence”
remark eloquently demonstrates the
playwright’s perception of the deep mystery
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of the human soul, which reveals a certain
hereditary continuity in the principles of
his intellectual drama from Maeterlinck’s
symbolist works for the theater. Mara’s
words enhance Claudel’s idea about the deep
repentance of Violaine who has followed for
a long time the path of humility and self-
sacrificing love for her neighbors.

Episode 7

The musical part of the Christmas Mass
marks its culmination point as an extended
responsorial in Latin which contains a hymn
of praise for the Virgin Mary, the Gloria.
In the sound space of Episode 7 a particular
type of interaction between the elements is
created, namely, the various intonations of
the author’s voice, which define the meaning
of the comment, and the intonations of the
exultant rejoicing of the soloist and the
chorus which sing the responsorial in the
canonical Latin.

The musical fragments for the responsory
are structured according to the playwright’s
instruction about separation of the vocal
parts by means of long pauses. Psalmodic
intonation and triumphant exclamations
are proper to singing a responsory which
is developed on the melodic modes of the
Gregorian chant. The pause, as a semantic
unit of the musical fabric, contributes to
the form-generation at the boundaries of
the music and the theatrical sections of the
continuously developing action.

Episode 8

In Act III, Scene 2, the culmination of
the drama, the sacred mystery unfolds:
Violaine’s dead baby girl is brought back
to life. Claudel comments on the moment
of the miracle by inserting his instruction:
“A sudden muffled cry.” The sound space
of the “miracle scene” is characterized by
Violaine uttering a soft cry of surprise: “Ah!”
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One noteworthy feature of 20th century
music and dramatic theater is asserted
in the sacred place of the mystery play
The Tidings Brought to Mary. The main
heroine’s voice is joined by the author’s
poetic intonation. The latter adds up to the
following commentary: seven subsequent
instructions by the author infer changes of
Mara and Violaine’s state of mind.

Claudel  skillfully conveyed the
interaction between the picturesque/
symbolistelements of the landscape scenery
and the sisters’ exalted amazement: “The
first flush of dawn appears.” Christmas
morning brings the miracle that unfolds
before the sisters’ eyes. The development
of the dramaturgy of sound reveals a
plethora of intonation complexes which
convey tints of amazement, exaltation and
exclamatory prayer. The dramatic meaning
of the sisters’ dialogue becomes evident as
Violaine solemnly proclaims: “For unto us
a child is born!” Quoting the Holy Bible,
she switches from declaiming to prosody:
“I bring you good news that will cause
great joy for all the people...” The stage
direction follows: “The little bare foot of a
baby, moving lazily, appears in the opening
of the cloak.”

Violaine, solemnly citing verses of the
New Testament in a measured tone, infers
the profound meaning of Christmas. This
universally means that the message of
Jesus’ birth fills everyone with joy. A line
from the main character’s part reaffirms
that the verses from the Gospel of St. John
are relevant: “...but when her baby is born,
she forgets the anguish because of her joy
that a child is born into the world” (John,
16:21). Mara takes the child from under the
cloak and cries out: “It lives!” This is the
part where Claudel expressed the Christian
idea about the synthesis of the temporal and
the eternal.

Claudel discerned the symbol of youth
among the images of eternity which bring
joy. This is the image of Jesus as a child.
The playwright argued that the only way
to be young is to be eternal. This point is
interpreted by Lenart Skof in the article
“The Sacred Night of Sleep, the Idea of a
Child, and the Respiratory Poetics of Peace.”
[5, p- 39]

The poetic scene of the cold dawn
as a comment

The succinct stage direction serves a
passage from the culmination to the final
Scenes 9 and 10 in Act III of the mystery
play. This is a verbal description inspired
by Claudel’s imagination. Violaine appears
and makes a few steps upon the heather. By
the first light of the bitter cold morning, the
pine and birch forest hoary with frost, and
at the end of an immense snow-covered
valley, seeming very small on the top of
its hill but clearly etched in the pure air,
the five-towered silhouette of Mont Sainte
Vierge. The aforementioned comment and
the nocturnal scene with a description of
the winter forest from the introduction
to Episode 1 come across as rhymes that
make up the dramatic arc. The inflection
of the author’s lyrical voice is marked by
“generic intonation” (a term coined by
Dr. Valentina N. Kholopova). This also
provides an essential element of the sound
space.

Episode 9

In the Prayer of Praise to God, which
concludes the Christmas Mass, it is possible
to uncover a convergence of the so-called
earthly and heavenly dimensional vectors
of the mystery. “Peace on earth to men!”
Violaine exclaimed, joined by Mara.
“And the face of the Father appeared on
the earth born again and comforted,” states
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the last line of the main heroine which
concludes Act III scene 2. The sound space
of this episode is pervaded by lofty poetic
declamation.

Episode 10

A silence mark separates the final
episode of the “miracle scene” from the
previous one. Musical arches are all too
apparent, when it comes to arranging the
sound space: the bells of Mont Sainte
Vierge, which ring the Angelus in honor
of Mary, resonate from afar with the bells
chiming in the second episode of the
“miracle scene” and those at the beginning
of the Prologue to the mystery. The song
of the bells is involved in organizing the
sound space in Act III Scene 2 of The
Tidings Brought to Mary.

After making the sign of the cross,
Violaine begins reciting a prayer. The bells
are joined by chanting and psalmody. The
final episode of the “miracle scene” is
comprised of loud sighs of the revived baby,
as well as of Mara’s emphatic questions and
declamation, which provides for quite an
extended range of sound.

The silence mark, which precedes Mara’s
final line, highlights the significance of the
extraordinary event. Mara is marveling at
the drop of milk she sees on her daughter
Aubaine’s lips. Being black at the time of
her birth, like those of her mother, the girl’s
eyes turned blue as if she took after Violaine.
By making a miracle of resurrection
happen, Violaine shared her motherhood
with her sister. The phenomenon of a virgin
mother renders the main heroine’s image of
a saint comparable to the Holy Virgin Mary.
Thereby Claudel expressed the universal
meaning of the 20th century mystery.

Among other things, a postcolonial
reading of The Tidings Brought to Mary
has been undertaken as part of research

in African and Caribbean literature, on
which Claudel had had an avowed impact.
In that sense, the relations of gender and
power, marginalization and migration have
been treated about in the article titled “L'
Annonce faite a Marie: From African legacy
to a postcolonial reading” by Mireille
Ahondoukpg. [6, p. 76]

To summarize, Claudel considers the
structures of The Tidings Brought to Mary
ActIllscene 2, 1912 edition, to be theatrical-
dramatic / musical-theatrical forms; the
compositional structure of the scene is based
on the interaction between the elements
of thythm and intonation. In the “miracle
scene,” the dramaturgy of sound principles
is implemented: Claudel combines rhythm
and intonation complexes of speech
elements (narration, reciting, declamation,
prosody), sound signals (horn and trumpet
sounds) and chiming bells. The sound space
1s filled with chanting chorus and solo singer
inflections together with elements of noise
(cries, shouts, exclamations).

Claudel elaborated a strategy of speech
modulations for the dramaturgy of sound in
Act III, Scene 2 of The Tidings Brought to
Mary in the 1912 edition. The musicality
and harmony of sound elements lies at the
core of this strategy.

The sound space of the “miracle scene”
is characterized by the rhythmic alternation
of speech and silence, the inherent pauses
being meaningful parts of the entire music
and drama.

The stage directions, which set the stage
for the “miracle scene,” also add to the
drama of the mystery: its lyricism is a key
element of the sound space.

Arranging the sound space in Act III,
Scene 2 of The Tidings Brought to Mary
in the 1912 edition, led to eternalizing
the universal meaning of the 20th century
mystery by renewing the old genre.
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o~ Notes (@

' For more on this question see: Losev A. F. Passion for Dialectics: the Philosophers Literary
Reflection. Moscow: Sovetskiy pisatel'. 1990. 320 p. (in Russ.)

2 See about this: Beretta A. Claudel et la mise en scéne: Autour de L’Annonce faite a Marie
(1912—-1955). URL: http://books.openedition.org. Edition imprimée. P. 540.

> For more detail on this question, see: Mazouer, Charles. L’ Annonce faite a Marie, mystére?
Renaissances du mystere en Europe. Strasbourg: Presses universitaires de Strasbourg. 2015,
pp. 175-184.

4 Cascetta A. Le tragique et la foi dans L’ Annonce faite a Marie de Paule Claudel. Bulletin de
la Société Paul Claudel. No. 206, Paul Claudel vu d’Italie (2e trimestre, juin 2012), 3-5, p. 14.

> Lécroart P. Le cheeur dans les musiques de scéne de L’ Annonce faite & Marie (1912—-1941).
Bulletin de la Société Paul Claudel. 2012. No. 4 (208), p. 47.

6 See about this: Beretta A. Op. cit., p. 572.

7 Ibid.
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Abstract. Within the focus of the authors’ scholarly interest is the rhetorical canon, which was
absorbed within the specific features of intercultural interaction of the “transmitter” of the artistic
information and its “recipient” carried out within the art of music. Expressing their solidarity with
the position according to which the rhetorical art presents a form of human communication, the
authors presume that it is particularly the rhetorical canon in the triunity of Ethos, Logos and
Pathos shall make it possible to study in all completeness the process of musical communication,
stipulating the acquisition of personal meaning by the actors engaging in cooperation with the
composer. Since every artistic discourse in reality tends rather to reflect the speech activity of
its creator, corresponding to that national picture of the world to which it belongs, rather than
to reality, it must be acknowledged: such a text initially presents itself as rhetorically organized.
Such an approach turns out to be true in all circumstances, even when the creator expresses doubt
concerning what he had thought previously about the rules of the rhetorical art at the moment
of creation of his work. Noting the importance, in the conditions of musical communication of
the musical text, by means of which the composer’s speech utterance is the transmitter and with
which subsequently the participants of the communicative act interact, it becomes important to
supplement the triad of “composer — performer — listener” with yet another link — the musical text.
This results in the succession of: composer — text, <> performer — text, <> listener — text,.

It is emphasized that in the resulting scheme of: text , text, and text, — it remains all the same
musical text, which differs from the original, first of all, by the type of speech (in the case of the
composer it involves written “speech,” in the case of the performer it is oral, and in the case of the
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listener it may be perceived also as visual “speech,” acquiring the status of a written utterance and
actualized oral or written verbal speech, as well as speech cognized on the level of the plasticity of
the human body, etc.); and, second, by tints of meaning, which, being a subjective phenomenon,
acquires an intersubjective character during the process of communication.

Keywords: musical communication, rhetorical canon, composer — performer — listener
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Annomayusn. B poxyce HayyHOro HHTEpeca aBTOPOB — pUTOPUUECKHUI KaHOH, BOOpaBILIUii B ce0st
cneuru(uKy MEXKYIbTYPHOTO B3aUMOJEHCTBHS «OTHPABUTEINIS» XYI0XKECTBEHHOW WMH(pOpMALUU
U €ro «IoJIy4aressd», OCYIIECTBISEMBbIH B MPOCTPAHCTBE MY3BIKAJBHOTO BHJA MCKYCCTBa.
Conumapusupysch ¢ MbICIIbIO, COIIACHO KOTOPOM PUTOpPUKA SIBISET cO00W (opMy UesIOBEUECKON
KOMMYHMKAIH, aBTOPBI IPEATNIOIAratoT, YTO MMEHHO PUTOPUUECKHUI KaHOH B TPUEIUHCTBE JTOCA,
Jloroca u ITahoca mo3BONUT CO BCEW MOTHOTON M3YyUUTh MPOLIECC MYy3bIKaJIbHONH KOMMYHUKAIIUH,
00yCIIOB/IMBAIOIINNA OOpEeTeHHEe BCTYMAIOIMIMMU BO B3aUMOJCHCTBHE C KOMIIO3UTOPOM aKTOpaMH
JUYHOCTHOTO cMbIcaa. [IoCKombKy BCSKHMH XyHOXKECTBEHHBIM IHUCKYpPC B JI€HCTBUTEIBHOCTH
CKOpEE OTpa)kacT PEUYEBYIO ACSITEIBHOCTb CBOEIO CO3AATENs], OTBEYAIOILYIO0 TOM HAllMOHAJIBHON
KapTHUHE MHpa, KOTOPOH OH INPHUHAIIEKUT, HEKEIH PEATbHOCTb, HEJb3Sl HE NPU3HATH: TAKOU
TEKCT U3HAYAJIbHO MPEACTAET PUTOPUUECKH OpraHu30BaHHBIM. [1o100Has ycTaHOBKA OKa3bIBAETCS
BEPHOI IpH JI0OBIX 00CTOATENBCTBAX, JaXKe KOTJIa TBOPEL] BHICKa3bIBAET COMHEHHE OTHOCUTEIIBHO
TOT0, YTO OH AyMaJ O IIPaBWJIaX PUTOPUKU B MOMEHT CO3JaHUs CBOEro npoussencHusd. OTMmeuas
B YCJIOBUSIX MY3bIKaJIbHONH KOMMYHHMKAIlMM Ba)KHOCTb HOTHOTO TEKCTA, IOCPEICTBOM KOTOPOIO
NIEPENAECTCS PEYEBOE BBICKA3bIBAHUE KOMIIO3UTOPA U C KOTOPBIM BIOCIEACTBUN B3aUMOAECHCTBYIOT
YYaCTHUKH KOMMYHHKATUBHOI'O aKTa, HEOOXOJMMO JJOTIOITHUTh TPHA Ty KKOMIO3UTOP —HUCIIOIHUTEIh
— CIyIIaTenb» eulé OJHUM 3BEHOM — TEKCTOM. B pesysnbrare oOpa3yeTcsl MOciaeq0BaTebHOCTb!
KOMIIO3UTOP — TEKCT, <> UCHIOJIHUTEIb — TEKCT, <> CIIYIIATENb — TEKCT,.
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[TonuépkuBaeTcs, 4YT0 B CXEME TEKCT,, TEKCT, U TEKCT, — 3TO OJHMH U TOT KE TEKCT, KOTOPbIH
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B CITy4ae UCTIOJTHUTEIIS — yCTHAsI, B CITydae CIIyIIaTesisi OHa MOXKET ObITh IIPE/ICTAaBICHA U BU3yaIbHON
peubto, oOpeTast cTaTyC MMCbMEHHOI'O BHICKA3bIBaHUS, U aKTyaJIM3UPYEMOM YCTHO WM MMCbMEHHO
BepOAIbHON PeUblo, U PEUbl0, ONTO3HABAEMOM Ha YPOBHE IUIACTUKH YEJIOBEYECKOTO TeNa, U T. I1.);
a BO-BTOPBIX, OTTEHKaMH CMBICJA, KOTOPBIA, Oyaydd CyOBEKTHBHBIM (heHOMEHOM, oOperaeT
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Ne 2. C. 146-158. (Ha anrn. s3.) DOI: 10.33779/2782-3598.2022.2.146-158

communication and dialogue have

found themselves at the epicenter of
humanitarian disciplines. This is testified
at an equal degree by representatives of
musical scholarship in Russia and in other
countries, the focus of whose scholarly
interest embraces the most various
forms of interaction between art works —
multiplication [1], artistic literature [2],
cinema [3], etc. Special attention must be
given to the field of musicological research,
within the framework of which the problem
of dialogue and three-link communication,
as well as that including the link of the
“musical text” and the three contents (text,,
text,, text,) has been developed from the
1970s to the 1990s in the works of Evgeny
Nazaikinsky and Mark Aranovsky.! An
especially significant contribution to the
indicated issue has been made by the
group research assistants of the Laboratory
for Musical Semantics (LMS) with its
head, Doctor of Arts, Professor Liudmila
Shaymukhametova.?

Thus, in the early 2000s the focus of
scholarly interest of the research assistants
of the Laboratory for Musical Semantics
turned on the musical texts in its primary
and secondary hypostases. Their research

In the present day the problems of

has stipulated the development of the theory
of semantic organization of text , as well as
the immersion into the process of artistic
interaction of the performer with text,. The
terms performance scenario and reflected
text and others, brought into scholarly use
by Liudmila Shaymukhametova, have
considerably enriched both the theory and
the practice of art study analysis of the
musical text. [4]

On the one hand, acknowledging
that “the expansion of the types of
communication at the end of the 20th and
the beginning of the 21st century has turned
out to be quite a natural phenomenon,”
scholars state that “...the essence of the
given epistemological paradigm consists in
the acceptance of the human being as the
source base of research”. [2, p. 85] On the
other hand, the importance and significance
of some such developments is connected
by researchers with the situations when
against the background of “a new figurative
communicative mentality, erasing the
boundaries in the intercultural and
interethnic communication” there occurs an
“exacerbation of the crisis of verbal skills,
the consequences of which would create an
effect, first of all, on the cogitative-creative
activities of future generations”. [5, p. 228]
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Along with that, the appeal to the
communicative nature of artistic creativity
is seen as relevant, given that dialogue
realized within the space of art provides
for the involvement with the “value-based
orientations of society and the specificity
of culture of representatives of various
nationalities,” which makes the following
conclusion implicit: “it is important not
only to possess theoretical knowledge
about the foundations and the principles
of intercultural communication, but also
to be able to make use of it in practice, to
interpret correctly the communicative idea
of the speaker”. [1, p. 57]

In the context of the outlined scholarly
studies the dialogue between East and West
carried out within the framework of the art
of music turned out to be no less modern.
Notably, such kind of communicative
experience appears as equally farsighted
simultaneously on the level of local ethnic
groups demonstrating the musical culture
of the so-called small peoples, as it is
perceptible by the example of the work
devoted to the “demonstration of the attitude
towards the Adyghe (Circassian) theme in
19th century Europe, in the understanding
of the specificity of reflection of this theme
in the music by composers of other musical
cultures”, [6, p. 171] as well as on the
level of the ethnic groups marked by their
belonging to the nationality predominant in
a particular country and to the traditional
culture connected with it.

In this regard, a research work which
engages into its orbit the creative potential
of Russia and China can been seen as
especially productive. Without any doubt,
the interaction between these two countries
on the most different levels, “including on
the level of the art of music and opera may
become an operative and effective means
of integrating China into the world cultural

space”. [7, p. 35] Let us utter the assumption
that the argument for researching the
questions of musical communications of
both countries turns out to be in the notions
of consciousness discovered during the
process of their comparative analysis, which
define the directedness of the activities of the
composer-performer-listener. It would see,
that for the Chinese a question of principle
would be the necessity in all art forms “to
look at things from oneself,” which is the
most important aesthetic criteria, while for
those Russians who base themselves on
the achievements of European culture the
objective search for the truth is brought out
to the forefront. [Ibid., p. 31] In a special
way, the existent differences identify
themselves in the art of opera. While the
actuality of Chinese opera is initiated by
the lyricism of “talking and will,” a search
for harmony and beauty “by hand” or “with
one’s own eyes,” in the opera dramaturgy
by Russian composers, as a rule, “the main
accent is placed on replication and imitation
of real things.” [Ibid.]

In all likelihood, the chief difference
is concealed in the specific features of the
Chinese and the Russian languages. Whereas
the former is characterized by usage of many
words as both adjectives, nouns and verbs,
which is stipulated not as much by grammar
rules as the emotional character of the
sentence, the Russian language is to a greater
degree prone to abstract logical thinking.
We learn from Victor Shakhovsky’s article
from 2019 that “the emotional picture of
the world of the Russian language has been
developed least fully”. [8, p. 35] Similarly,
the research work in which particularly the
emotional side of language serves as a guide
into the space of spirit becomes presented to
the broad public in 2021. [3]

Moreover, within the framework of the
classical Chinese language the essence of
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communication consists not in conveying
an intellectual idea, but in emotionally stir
one’s interlocutor, provoking him into his
own search for the truth. It is understood
that the overall provoking force of the
Chinese language answers the goals of the
art of music. from this angle, what would be
most productive for musical communication
between the Chinese and the Russians would
be to turn to the rhetorical canon. Despite
the fact that the inclusion of music and
the rhetorical art into one field of research
has a lengthy history, their interaction was
to the most degree was determined by the
conceptual construct, when rhetorical art
itself was examined from the position of
the verbal school. However, we consider
it indispensable to concentrate on another
rhetoric type. Its realization would be
impossible without the support of rhetorical
canon — a special form of activity (activity of
thought) which also simultaneously serves
as a model for imitation. It is the triunity of
Ethos, Logos and Pathos.

The problematic field for research is
determined by the notion according to which
the immanent connection of music and
rhetorical art may be expanded by including
the rhetorical canon into the space of musical
communication. A mastery over the latter
provides the participants of communication
with the algorithm of activity (the activity
of thought), which would discern the
activity of the performer from the activity
of the listener, enabling their harmonizing
dialogue with the composer. The projection
of the rhetorical canon onto the field of
musical communication is carried out with
the reliance on the dialogic approach, the
dialectical method and comparative analysis
of the verbal and non-verbal discourses.

The traditionally rhetorical canon
appears on the level of invention of speech,
that is discourse of thought proper, or Ethos;

order of speech, the order of succession
of thoughts one after the other, or Logos;
expression of speech, conviction of the
interlocutor in the veracity of the utterance,
or Pathos. However, beyond the ethical
directedness of speech, the sought triunity
loses its foundation, as the result of which
the word ceases to be alive, filled with
genuine feeling, preserving the capability
only of imitating life. Moreover, if we
dispose the very fact of discourse from out
of speech capability, then beyond its ethical
foundation conviction turns into inculcation,
easily transforming into a lie.

It would seem that it was particularly
that kind of word marked with a margin
between Ethos and Logos was also defined
as a lie by Mikhail Bakhtin, who made
the attempt to avert its repercussions
calamitous for the future world. We must
keep in mind that falsehood is an attribute
of the devil (let us remind, in parenthesis,
that the word ‘devil,” in translation from
Greek, means ‘slanderer’), the scale of
non-ecological communication® which has
seized virtually all the spheres of activities
of daily living of the globalizing community
is becoming more and more frightening.
It is not by chance that the representatives
of neo-rhetorics emphasize that at the center
of contemporary science the homo verbo
agens is present. What is meant here is a
person who each time has to act by means
of speech not in an abstract way, generally,
but in concrete ethical situations.

In the present context it is necessary
to remember that ethics presents itself as
a synonym to morality. The etymology of
this lexeme originates from the noun “moral
system,” or, what has the same meaning,
“custom,” the Greek analogy of which is
the lexeme “hqoz,” meaning “ethos,” which
simultaneously corresponds with the concept
of ethics. In other words, only within the
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framework of the triunity of Ethos, Logos
and Pathos is the living content of musical
creation carried out, which enriches social
morality, since “this is not a scheme and not
a summation of prescripts — this is a way
of thinking, a mode of organization of the
human being’s inner world”. [9, p. 186]
For this reason, “the ethical idea is always
present in an ably organized musical form,
along with other proprietary qualities of
content.” [10, p. 109]

At the same time, it must be acknowledged
that the realization of the musical rhetorical
canon is carried out by means of writing,
1.e., the musical text of the score written by
the composer’s hand. Despite the fact the
latter conceals in itself the original triunity
of Ethos, Logos and Pathos, in reality the
performer deals only with Logos manifested
in the musical text of the score. Unlike the
implicitly (indirectly) presented Ethos and
Pathos, musical Logos is always explicit
(direct and apparent). Correspondingly, the
process of performance of the text of the
musical score is directly connected with the
actualization of the performer’s Ethos and
Pathos in reliance on the composer’s Logos.
The necessity to compensate the creator’s
musical speech torn away from its creator is
what determines their co-creation.

Examination of the musical text of
the score from the position of Logos is
perceived as being quite justified for a
number of reasons. Thus, the realization of
the visual means of expressivity takes place
either on the level of the stage entourage,
which conditions the perception of music
as a certain theatricalized action, or on the
level of the graphics of the musical score?.
In addition to this, what has significance is a
special closeness of the verbal and the visual
arts, considering which art critics write about
as if about a certain type of notation. And
finally, in view of the fact that 80% of the
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information about the world is received by
us by means of the optic foramen, scientists
equate vision to the intellect.

In its turn, in relation to the listener the
situation evolves somewhat differently.
being explicit for the performer, Logos
loses its significance for it on account of its
own indirect presence. What turns out to be
endowed with reality during the process of
transmission of artistic information from the
performer to the listener are merely Ethos
and Pathos actualized by the “transmitter.”
In the end, the listener’s task consists in the
fact that in the reliance on the sounding Ethos
and Pathos to supplement the integrity of the
artistic discourse between the composer and
the performer, after they have actualized the
Logos. In all probability, particularly due
to the reason of the incompleteness of the
artistic utterance from outside of the sought
triunity, for a long time cinematic music did
not enter the sphere of interests of academic
musicology. The lack of the musical text of
the score aroused a mistrust for the quality
of communication, when its availability
may have presented a guarantee of success
of the latter.

All the aforementioned by no means
contradicts the position about the triad
of “composer — performer — listener”
determining  musical communication.
However, considering the written character
of the composer’s musical speech subjected
in the musical text (the score), the
incompleteness of which is what initiates
the co-creator of the performer and the
listener, it is necessary to bring in a fourth
component into this triad. What is meant
here is the musical text proper as a field of
methodological operations carried out by
the actors involved in the communication
with the aim of achieving initial integrity of
artistic discourse in reliance on the dialectics
of the part and the whole. Its involvement
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in the process of musical communication
is perceptible in the following dictum of
contemporary authors: “The artistic image is
‘materialized’ in the form of a new ‘product’
of artistic-creative activity, in particular, in
the form of a work of literature or musical
composition. Hereafter, the mutual relations
between this art work and the person are
aligned on three different levels relying on
various sides of aesthetic consciousness.
The first level is directly the writer or
the composer of the work and the object
of its artistry (for example, the musical
composition) (italics ours. — Authors). The
second level may refer to the performer and
his interpretation of the composition. And
the third level is its impact on the listener”.
[11, p. 115] In the result, the intercultural
communication realized in the sphere of the
art of music may be presented on the level
of the following triad:

composer — text, <> performer — text, <
<> listener — text,.

It is important to notice that all three
musical texts are one and the same musical
text, which ends up each time being
unequal to itself for one simple reason.
For the support of its genuine life new
communicants are necessary, each one of
which brings into the musical text his own
“self,” as a consequence of which each of
them may speak about “his own Prokofiev”
or “his own Rachmaninoff,” similar to the
way Marina Tsvetayeva did this, having
titled one of her manuscripts “My Pushkin.”
There is a great multitude of examples of
this in the art of music.” It is not accidental
that when contemplating about the integrity
of the semantic canon in the art of music,
Mikhail Karpychev also turns our attention
to the triunity of the task as the first part
of the sought integrity, the solution as its
second part as the result as its third part.

At the same time, nothing other than
originality presents the “factor of solution,”
since “the result of the solution is always
different.” [12, p. 186]

To what degree does the indicated
tetrad acquire universal features? Upon
first thought, that particular circumstance
that various art forms interact together in
a simultaneous manner creates the illusion
of abundance of artistic information, as
the result the viewer (or listener) is given
the role of a passive consumer. However,
acknowledging the veracity of that that any
artistic discourse, including that based on
synthesis of the arts, presents in itself an
ongoing unity, or, otherwise, a co-being, of
the cognitive and the ethical moments, we
consider it possible to assert the veracity of
the following: the specificity of such “data,”
by means of which the “transmitter” passes
on artistic information to its “recipient,” isno
different from the specificity of the “given”
discovered in a verbal artistic discourse,
with merely one reservation. In contrast to
the verbal artistic discourse, the presence of
“alien” voices in which is most frequently
ignored by the average communicant®, the
synthetic discourse demonstrates them with
all apparentness.

The fact is meant here that the cognitive
moment actualized in the space of opera or
ballet presents the process of intercultural
communication, the participants of which
(in addition to the indicated tetrad) turns out
to be the choreographer (the stage director-
producer) and the artists manifesting his
conception. However, in this case, too, the
meaning of the synthetic artistic whole is
directly connected by us to the so-called
generalizing  intonation  (Vyacheslav
Medushevsky) which correlates with the
emotional-semantic wholeness of the
synthetic artistic discourse. In other words,
when speaking of the inexhaustibility of
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the means of expression embedded in the
synthetic artistic whole, it is important
to remember that without regard of the
indicated unity, the cognition of various
types of communication would be
incomplete and, as the result of this, flawed.

Examining the musical theater as an
attempt of intercultural communication,
the solvency of which becomes manifested
in a concrete production, it is necessary to
observe that the process of communication
between the representatives of various
forms of art becomes determined by the
character of the contradictions immanent
to such process initiated by the difference
between the languages of the arts
themselves’. In particular, the singularity
of the intercultural communication of
the musical form with the choreographic
design of the ballet is identified either on
the level of a conflicting connection of
music and choreography, or on the level
of contrapuntal disjunction of the arts. It is
understood that in the case of a conflicting
connection each of the arts comprising the
ballet performance makes itself known
with a maximal intensity, without “looking
back” at the other parts of the synthetic
artistic whole. In the result, the part
predominates over the whole, as the result
of which intercultural communication
acquires the appearance of communicative
impact. On the other hand, in the case of a
contrapuntal detachment one from another
of the arts, which form the sought synthesis,
each one of them is equaled in its rights,
which becomes conducive to their closer
interaction.

Such a state of affairs is stipulated by the
factthatthe chronicled “disparity,” generated
by the coexistence of heterogeneous
material becomes the consequence of that
manner of gravitation which characterizes
the “relationship” of choreography with

music or the connection of music with
dance motions. In its turn, the connection
of choreography with the word, which turns
out to be very important on the level of
the literary basis of the ballet performance
becomes realized the following way: the
concreteness of the Logos lost during the
process of the musical interpretation of
the verbal text is supplemented by the
choreographic visual element.

In other words, in the synthetic artistic
whole it is particularly the choreographic
picture subjectified in the plasticity of the
human body assumes on itself the functions
of the Logos so that within the dialectics
of the part and the whole once again arrive
at the sought triunity of Eros, Logos and
Pathos. Correspondingly, when working
with a musical composition, the ballet-
master does not as much “sound out” his
conception by means of the music, as much
as he compensates the Ethos and Pathos
actualized in the music by the Logos of the
choreographic picture.

Presumably, the sought integrity is
attained in the process of recreation of the
rhetorical canonin accordance with the tetrad
indicated earlier, the schematic depiction of
which is presented the following way:

composer — text <> performer — text, <>
<> choreographer — text, <
<> artists of the ballet — text, <
<> listener — text,

Since the text in the proposed scheme
appears in its dual nature [13], it becomes
comprehensible: the correlate of the
materiality of text, is presented by the
musical text/score, that of text, — by the
sound of the instrument (the instruments of
the orchestra), that of text, — by the ballet
picture (the ballet lexis); that of text, — by
the plasticity of the human body, and that
of text, — by the verbal or the nonverbal
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discourse. Ignoring the current state of
affairs may bring the researcher to yet
another set of fallacies. Among them is
the commonplace opinion according to
which the choreographer who works with
original music created without any kind of
verbal program is freer in the realization of
his plans, as opposed to such who has to
deal with the compositional version of the
primary source.

Admitting that in both cases what is
meant here is the compensation of the
musical Ethos and Pathos by the Logos
of choreography, the history of the
creation of the musical component of the
ballet performance becomes absolutely
unimportant. In any case, the actualization
of Logos remains in the result the
prerogative of the ballet-master, inasmuch
as it is particularly it which provides for the
unity of the three sides of the rhetorician’s
image, beyond which artistic speech loses
its amplitude. What turns out as essential
here is only one thing: depending on the
quality of this new unity, we shall speak
either about the interpretation, or about
the reinterpretation of the primary source®,
including their pseudo-cultural aspects
which demonstrate the violation of the
rhetorical canon.

In our view, the marked infringement
inevitably turnsinto destruction ofharmony,
as it was understood by the thinkers of
ancient times, since in the perceptions of
the philosophers of antiquity and of China
harmony manifested in itself not only an
abstract idea, but also the experience and,
in addition to that, the presence of harmony
in the lives of men was both perceived, as
well as, simultaneously, constituted the
object of the endeavor of an integral person.
On the other hand, the correspondence to
the rhetorical canon, or, what is the same
thing, the achievement of harmony makes

tangible the situation when the emotional
experience of its creator transmitted by
means of the art of music leads to the state
of creative excitement all the participants of
communication, providing by itthe entrance
into the domain of the spirit’. As Mikhail
Karpychev writes, “the highest form of
the activity of music is moral cleansing
(catharsis) by means of an emotional burst
during the process of hearing.” [10, p. 109]
That fact that the rhetorical canon based
on the triunity of Ethos, Logos and Pathos
turns out to be universal is confirmed not
only by the thought that the aesthetics of
the various arts remains one and the same
(according to Robert Schumann), but also
an integral analysis of the contemporary
cinematograph represented by the films
of Takeshi Kitano, one of the talented
representatives of the artistic intelligentsia
of the East. [3]

Stemming from all the aforementioned,
let us state the assumption that the turn to the
rhetorical canonduringtheprocess ofmusical
communication shall make it possible to
minimize the substitution of genuine speech
utterance with the simulacrum based on the
combination of cultural clichés, which turns
out to be important within the framework
of cultural communication. Moreover,
the activity of thought instigated by the
rhetorical canon shall be conductive to the
personal advancement of the participants
of the participation, creating the optimal
conditions for their spiritual formation.
In the present context, intercultural
communication proper actualized within
the space of the art of music appears in
the guise of a universal process of activity
of thought the productivity of which is
stipulated by acquisition of the meaning
of the artistic creation in reliance on the
rhetorical canon in the triunity of Ethos,
Logos and Pathos.
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' For more detail on this question, see: Nazaykinsky E. V. Logika muzykal'noy kompozitsii [The
Logic of Musical Composition]. Moscow: Muzyka, 1982. 319 p.; Aranovsky M. G. Muzykal'nyy
tekst. Struktura i svoystva [The Musical Text. Structure and Properties]. Moscow: Kompozitor,
1998. 343 p.

2 For more detail on this question see: Shaymukhametova L. N. Semanticheskiy analiz
muzykal'nogo teksta [Semantic Analysis of the Musical Text]. Problemy muzykal'noj nauki /
Music Scholarship. 2007. No. 1, pp. 31-43; aka: Semantika muzykal'nogo dialoga v klavirnykh
proizvedeniyakh zapadnoyevropeyskikh kompozitorov XVII-XVIII vekov [The Semantics of
the Musical Dialogue in the Works for Clavier by Western European Composers of the 17th
and 18th Centuries]. Semantika starinnogo urteksta. Sbornik statey [The Semantics of the Early
Urtext. Compilation of Articles]. Executive director and compiler Shaymukhametova L. N. Ufa:
Laboratory for Musical Semantics, 2002, pp. 16-36; Gordeeva E. V. Muzykal'naya lexiografiya
stsen 1 obrazov muzitsirovaniya v klavirnykh p'esakh “Frantsuzskikh suit” I.S. Bakha
[Musical Lexicography of the Scenes and Images of Music-Making in the Clavier Pieces of
J.S. Bach’s French Suites]. Problemy muzykal'noj nauki / Music Scholarship. 2008. No. 1,
pp. 198-202, etc.

3 According to Victor Shakhovsky, the determining modus of the ecological/non-ecological
communication is particularly the emotional modus of socializing: positive emotions and the
corresponding emotive lexis for the most part form ecological communication, while negative
emotions and negative emotive lexis form non-ecological socializing. For more on this question
see: Shakhovsky V. 1. Dissonans ekologichnosti v kommunikativnom kruge: chelovek, yazyk, emotsii
[The Dissonance of Ecological Performance in a Communicative Circle: The Human Being, the
Language, Emotions]. Volgograd: IP Polikarpov I. L. 2016. 512 p.

* It is important to observe that besides the stage entourage and the musical graphics, visual
means of expressivity may be used in the space of intercultural communication and on the level of a
one-time integral utterance (Logos) inspired by the Ethos and Pathos of the musical artistic discourse.
Let us turn for an illustration to Carolyn Carlson’s ballet “Signes” (1977). What is meant here the
unique performance in which the creation of the musical component of the synthetic artistic whole
was preceded by choreography generated in the fold of ingenuity. As the choreographer recounts,
the conception of the performance was generated during the process of acquaintance with the
oeuvres of the artist Olivier Debré, whose abstract canvasses were inspired by Leonardo da Vinci’s
painting “Mona Lisa,” or, to be precise, the smile of the Gioconda. In the result, the intercultural
communication which developed between visual speech and the plasticity of the human body was
enriched by the musical discourse, the creator of which was composer René Aubry. It is interesting
that the artist’s paintings, which were quite imposing in their scale, were used by the choreographer
as movable decorations of the performance, with which the ballet artists came into interaction, at
times evanescing against their background, at other times replicating the abstract lines in them in
their gestures, at other times becoming a part of the artistic whole which superseded them by its
proportions. At the same time, the number of Depré’s paintings, seven in all, also determined the
number of ballet scenes.

> Being supportive of the assertion that Beethoven’s Fifth Symphony “conveys a high meaning
of truth,” Marina Gladkova, nonetheless, asks the question: “What truth?”” What lies behind this
truth: the composer’s fate, the fate of the era and of history, the Destiny of the World Will, the
destiny of Chaocosmos, about which Alexei Losev wrote? Precisely in the same way the meaning
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of the Ninth Symphony, traditionally presented as the motion from darkness to light, through
struggle to victory, correlates, according to the position of the Russian scholar, with the “motion of
the global process: Chaos — Form.” In other words, the idea of Beethoven’s Ninth Symphony may
also be expressed the following way: “The progression from the first movement to the last presents
the tortuous process of formation of Form, generated from Chaos. This emanation backwards,
the motion directed towards the Light, Good, God, the merging of Beauty, Good and Truth — to
the Eternal Unity.” On the contrary, the same meaning “from Darkness to Light” was disclosed
by Losev by means of solely a religious experience, justifying this kind of approach by quite
a convincing system of argumentation. For more detail on this question, see: Gladkova M. P.
Dialektika postizheniya smysla muzyki : dis. ... kand. filologii : 24.00.01 [The Dialectics of
Comprehension of the Meaning of Music : Dissertation for the Degree of Candidate of Philology :
24.00.01]. Tyumen, 2005. 142 p.

¢ According to the testimony of Mikhail Bakhtin, every text presumes not only the presence of
the system of the language used by its author, but also the presence of certain precedent utterances
by others with which the authorial text engages in various types of relations, relying on them,
polemicizing with them, and simply presuming them to be already familiar to the reader. For more
detail on this question, see: Bakhtin M. M. Estetika Slovesnogo Tvorchestva [The Aesthetics of
Verbal Creativity]. Moscow. Iskusstvo, 1986. 445 p.

" Inthe opinion of Anna Zankova, choreography in music in ballet, similar to the word and music
in vocal compositions, music and drama, have never been mirror reflections of each other. For more
detail on this question see: Zankova A. V. Vzaimodeystvie muzyki i khoreografii v otechestvennykh
baletakh pervoy treti XX veka : avtoref. dis. ... kand. iskusstvovedeniya : 17.00.02 [The Interaction
of Music and Choreography in Russian Ballets of the First Third of the 20th Century : Thesis of
Dissertation for the Degree of Candidate of Arts : 17.00.02]. Rostov-on-Don, 2008. 30 p.

8 Unlike interpretation, in the sense of a derivative artistic activity within the framework
of which the source text preserves its significance on the level of a system, in the case of
reinterpretation the primary source inevitably turns out to be merely a part of the new artistic
system, which makes it possible to examine reinterpretation as a primary artistic activity. In other
words, the attempt of reinterpreting manifests a reevaluation of tradition, demonstrating anew the
creative act forming the concept of the truth. For more detail on this question see: Volkova P. S.
Yazyk i rech v prostranstve kul'tury: interpretatsiya i reinterpretatsiya [ Language and Speech in the
Space of Culture: Interpretation and Reinterpretation]. Vestnik Volgogradskogo gosudarstvennogo
universiteta [Bulletin of the Volgograd State University]. Series 2, Language Studies. 2017.
Vol. 16, No. 4, pp. 207-214. https://doi.org/10.15688/jvolsu2.2017.4.20

? Concerning the spiritual aspect of music in greater detail, see: [13].
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