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Scholarly Editions Peer Reviewed by the Highest Attestative
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The editorial polity of the journal is based on recommendations of
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The archival files of the journal are stored in the Russian
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The journal became a member of the Budapest Open Access
Initiative (BOAI).

The journal is published by the Gnesin Russian Academy of
Music — the member of the Publishers’ International
Linking Association (PILA). The Scholarly articles
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Annomayusa. N3ydenne GpaktopoB HEONpeaenEHHOCTH B CHCTEME MY3bIKAJIbHOTO MBIIIJICHUS
CTaJI0 MPEIMETOM IPHCTAIBHOTO BHUMAHHS CO CTOPOHBI HMCCJIENOBATENCH MYy3bIKH, YaCTUYHO
orepeXkasi HEeKOTOphIe aHAJIOTWYHBIE pPEe3yJbTaThl B OONACTH TOYHBIX HayK. CHHEpPreTHYecKui
HO/IXO0[1, 00y CIIOBIIEHHBIH IIPOLIeCCaMU Pa3BUTHS COBPEMEHHOM HayKH, OIPEIeIIeT OCHOBATEIbHOCTD
€ro MPUMEHEHHsI K MX W3YyYCHHIO HE TOJBKO B €CTECTBEHHBIX, HO W B TYMAaHHTApHBIX HayKax,
CTAaHOBUTCSI BR)XHBIM WHCTPYMEHTOM MO3HAHUS M WHTEPIPETAIMU CMBICIOBBIX CTPYKTYp BCEX
8peMeHHbIX UCKYCCME, BKIIOYas My3bIKalbHOE. B cTarbe paccmarpuBaeTcst psj] ONBITOB M3yUCHHS
BEPOSTHOCTHO-CTATHCTUYECKIX 3aKOHOMEPHOCTEW MY3BIKH, MPEICTAaBICHHBIX B KHHUre JlromBuka
BensiBckoro «30HHAs TeOpHs BpeMEHH U €€ 3HaYeHHE I My3bIKaJIbHOH anTpomnoiorum» (Kpakos,
1976), B kOTOpO¥ paccMaTpuBAIOTCS 3aKOHOMEPHOCTH (DYHKIIMOHUPOBAHHSI MY3bIKAJIbHOTO BPEMEHHU
Ha pa3MYHBIX YPOBHSAX M B Pa3IMYHBIX (popMax ero mposiBICHUS. ABTOPBI CTAThU YICISIOT
BHUMAaHHE HCIOJIB30BAHUIO B HAYYHBIX HCCIECIOBAHUAX, MOCBSIIEHHBIX JaHHOW MpOOJIeMaTHKe,
MY3BIKaJIbHO-KOMITBIOTEPHBIX TE€XHOJOTHH, KOTOPHIE MOCTY)XUIM OCHOBAaHHEM JUISI BO3MOXKHOCTH
CO3JaHUS HOBBIX TEOPETHYECKHX W OKCIIEPUMEHTAIBHO-IPAKTUYECKUX CPEICTB H3YyYCHUS
MY3BIKH, BKJIIOYAs UCCIIEyeMbIe C TIOMOIIBIO MY3bIKaIbHO-KOMITBIOTEPHBIX TEXHOJIIOTUH (HaKTOPBI
HEOIPeeIEHHOCTH B My3bIKE IPUMEHUTEIIBHO K 00JIACTH MY3BIKaJIbHOTO 00pa3oBaHus. B 3Toii cBsizn
B CTaTh€ OCBEIIACTCS DSl HOBBIX O00pa30BATEIBHBIX HAIPABICHUH M MPOTpPaMM, pa3pabOTaHHBIX
COTPYAHHKAMHU Y4eOHO-METOIHUECKON JTabopaTopun «My3bIKaIbHO-KOMIIBIOTEPHBIE TEXHOIOTHI
Poccuiickoro rocynapcTBEHHOTO I€larorMueckoro yHupepcutera umeHu A. W. Iepuena,
MPU3BAHHBIX O0ECIIEYUTh TOATOTOBKY CIICIUAIMCTOB, BIAACIONIUX PA3IWYHBIMH (opmMamu U
CpeAcTBaMH TPAHCIUCIUIUTMHAPHOTO MOAX0Aa K U3yUYSHHIO MY3BbIKAJIbHBIX SBJICHUN U MPOIECCOB.

Kniouesvie cnosa: TpaHCIUCIUIUIMHAPHOCTh, CHHEPTETUYECKUH OJIXOMA, BEPOSITHOCTHO-
CTaTUCTUYECKHE METOABl B MY3bIKO3HAHHH, MY3bIKaJlbHO-KOMIIBIOTEPHBIE TEXHOJOTHH,
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Abstract. The study of the factors of uncertainty in the system of musical thought has become
a subject of fixed attention on the part of music researchers, partially being in advance of certain
analogous results in the spheres of the exact sciences. The synergetic approach, stipulated by processes
of development of contemporary science, is determined by the substantiation of its application towards
their studies, not only in the natural sciences, but also in the humanitarian disciplines and becomes
an important instrument of cognition and interpretation of the semantic structures of all the temporal
arts, including the art of music. the article examines a number of endeavors to study the probabilistic-
statistic natural laws of music presented in Ludwik Bielawski’s book The Zonal Theory of Time and its
Meanings for Musical Anthropology: The Endeavor of Definition of the Place and the Role in the History
of Theoretic Musicology (Krakow, 1976), in which the natural laws of the functioning of musical levels
on various levels and in the various forms of its manifestation. The authors of the article give attention
to the use in scholarly research works devoted to this problem range of music computer technologies
which has served as a basis for the possibility of creating new theoretic and experimental-practical
means of studying music, including the factors of indeterminacy in music applied to the sphere of
musical education researched with the means of music computer technologies. In this connection, the
article elucidates a number of new educational directions and programs developed by the members of
the learning and teaching laboratory “Music Computer Technologies” of the Herzen State Pedagogical
University of Russia called to provide the preparation of specialists who possessed various forms and
means of the transdisciplinary approach to studies of musical phenomena and processes.

Keywords: trans-disciplinarity, synergetic approach, probabilistic-static methods in musicology,
music computer technologies, musical education, learning and teaching laboratory “Music Computer
Technologies” of the Herzen State Pedagogical University of Russia
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OHHAsi TEOpHsI MY3bIKAJIbHOTO BpeMe-
HU ¥ MEXIUCHUIUIMHAPHBIN TMOAXO0.
K M3YYEHUIO MY3bIKAJIbHBIX SIBJICHUI,
a TaK)K€ HX HCIIOJIb30BAaHHWE B CTPAaTEruu
o0yuyeHusi My3bIKaJJbHOMY HCKYCCTBY B CH-
cTeMe MpOPECCHOHAIBHOTO MY3BIKAJIBHO-
ro o0Opa3oBaHUs, 3aHMUMaJH yMbl BUIHBIX
YUEHBIX-MY3bIKOBEIOB U TpeACTaBUTENCH
TBOPUECKUX CIEIUATBHOCTEH HauMHAas
¢ XX cronerus. B aToi cBsA3M oT™METHM pa-
6oter H. T'apOyzoBa, E. Hazaitkunckoro,
}O. Parca u npyrux My3bIKaHTOB-HCCIIE0BA-
TeJeH, TPybl KOTOPBIX OKa3aJH CyIIECTBEH-
HOE BIIMSIHUE HA pa3BUTHUE U (POPMHUpPOBaHUE
CUHEPreTHYECKOro U1 — B JlaJibHEHIlIEM —
TPAHCAMCLMIUIMHAPHOTO NOJXOI0B K OLIEHKE
MYy3bIKaJIbHBIX COOBITUH U siBIeHUI. Ocoboe
MECTO B KOHTEKCTE HAIIEr0 HMCCIIEIOBaHUS
3aHMMAIOT PabOThl MOJBCKOTO MY3bIKOBEJA
JIronBuka bengasckoro. YuéHnlii BHEC 3HAYU-
TEJbHBIA BKJIAJ B MPOMAraHay MYy3bIKallb-
HOTO (HOJIBKIIOpA U 00JACTh TEOPETUUECKHIX
M3BICKaHHH, OOBCIMHEHHBIX OOIIEH HaeeH
30HHOM TEOpPUU MY3bIKAIHHOTO BpPEMEHHU.
OcHOBHasi 4acTh €ro TPYIOB OIMyOIMKOBA-
Ha B 1970-e roapl, npu 3TOM ITITABHOE MECTO
CpeIy HUX 3aHUMAaeT KHUTa «30HHAsl TEOPHUsI
BPEMEHM U €€ 3HaYeHUe U1l MY3bIKAJIIbHOU
antpomnonorun»' (Kpakos, 1976), B koTopoii
paccMaTpuBaeTCs ONBIT ONPEIETICHUS MECTA
U POJU B UCTOPUHM TEOPETUUYECKOTO MY3bI-
KO3HaHMUSI.
OTmeTHM, 9TO TPAKTOBKA TIOHATHUS 30HBI
y bensBckoro otinyaercs OT BBIABUHYTOM
emi€ B koH1e 1940-x — Havane 1950-x ro-
noB H. I'apOy30BbIM (IIPHOPHUTET KOTOPOTO

bensBckum oTMeueH B ero paboTax) 30HHOU
TECOPHU MY3BIKAJIBHOTO ciyxa’. B dacTHO-
CTH, y bensiBCKoro npakTU4ecKku OTCyTCTBY-
€T CBOVICTBEHHBIN 3TOM TEOPUHU DIIEMEHT JIU-
HAMUYECKOTO B3aUMOJCUCTBUS JJOTUYECKUX
Y aKyCTUYECKHUX COCTABIIAIOIINX MY3bIKAIb-
HOH cucremsl. [logxon nonsckoro uceneno-
BaTelIsd K aHAJIOTUYHOM po0ieMaTuke uMeeT
CBOM JOCTOMHCTBA, KOTOPBIE 3aKIIOYAOTCS
IIPE’K/IE BCEro B 0XBaTe OOJBILIOTO 1HMaIa3o-
Ha BPEMEHHBIX BEJIMYMH, BBIXOJSIIETO ajie-
KO 3a Ipelensl TPaAULIMOHHO MOHUMAaeMOoMn
MY3bIKaJIbHON 00JIACTH U BKJIFOYAIOLIETO, 10
CYILIECTBY, BCE MEPUOAMUYECKHUE MPOLECCHI,
M3BECTHBIE COBPEMEHHOM HayKe.

OcHoBy Teopun bensBckoro cocraBiser
JoraprupmMuUecKas 1Kaja eIuHUL BpEMEHH,
KOTOpAasi IEJIUTCS UCCIIE0BATEIEM Ha y4acT-
KU (30HBI, WJIM PAaOHBI), ISl KaXIOTO U3
KOTOPBIX YHCJIOBBIE XapaKTEPUCTUKHU BEpPX-
HEW U HWKHEW TPaHUI] ONPEAEIISIIOTCS COOT-
HomieHueM 1:2 (4to Jaé€T COOTBETCTBEHHO
0 u 1 B norapudmax c ocHoBaHUEM 2; Ooee
npUMeyaTesibHbIE Pe3yIbTaThl MPUBOASITCS
B KHUI€ HAa OCHOBE CHCTEMBI JECATUYHBIX
norapudmoB). YacTHBIM clly4aeM TakKou
30HBI SIBIISIETCS MY3bIKaJbHasi OKTaBa. be-
JISIBCKUM Ha TMPEUIOAKEHHON UM IIKaje BbI-
JEJSIFOTCSL TaKkKe 00JacTu 0ojiee KpymHOIro
Macmitaba, COOTBETCTBYIOIINUE TPaJAUIIMOH-
HO pacCMaTpuBAaeMbIM B TEOPUU MY3bIKH
dbopMaM MposIBIIEHUS MY3bIKAJIbHO-JIOTHYE-
CKHUX 3aKOHOMEPHOCTEH:

1) «ob6macth BBICOTHI 3BYKOB», Xapak-
TepusyeMas MepruoaoM U (COOTBETCTBEHHO)
JaCTOTOM 3BYKOBBIX KOJICOAHMUIA;

' Bielawski L. Strefowa teoria czasu i jej znaczenie dla antropologii muzycznej. Krakow: PWM, 1976.
228 s. Hazoéwm u 6onee mo3anuii ero Tpyn «Bpemst B My3bike u Kynsrype». Cm.: Bielawski L. Czas w muzyce
i kulturze. Warszawa: Instytut Sztuki Polskiej Akademii Nauk, 2015. 423 s.

2 TapOys3oB H. A. 3ouHas nmpuposa 3BykoBbIcOTHOTO cityxa. M.; JI.: AH CCCP, 1948. 84 c.; Tap6y3os H. A.
3onnas npupona Temna u purma. M.: AH CCCP, 1950. 75 c.; T'apGy3oB H. A. BHyTpHU30HHBII1 HHTOHAIIIOHHBIH
CIIyX M MeToAibl ero pazButus. M.; JI.: Mysrus, 1951. 64 c.; ['apOy3oB H. A. 3oHHas npupoaa AMHAMUYECKOTO

cimyxa. M.: Mysrus, 1955. 108 c.
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2) «00JyacTh MCUXOJOTUYECKON COBpe-
MEHHOCTH», TO €CTh HENOCPEICTBEHHO-
TO BOCHPUATHS HAONIOAAEMBIX IMPOLECCOB
(mpumepno ot 0,05 g0 10 cexkyHm; B 3Ty 00-
JacTh, 10 bensiBckoMy, BXOIAT METpUYECKUe
TaKThl, (Ppasbl, MECEHHbIE CTPOQBI U aHATIO-
TUYHBIE UM MY3bIKAJIbHBIE CTPYKTYPBI);

3) «obnacTh MpoU3BEIEHUI U BPEMEHU
MY3ULUPOBAHUSD.

VYkazanuele o6sacTu (OTHIOAL HE HC-
YEepIbIBAIOIIUE COJIEPKAaHUST BCceM mpen-
JIO’)KEHHOW bBensiBCKUM 1IKajbl) 3aHUMAIOT
B 0O0ILEH CIIOKHOCTH JMAIa3oH B 29 OKTaB
(B mpemularaeMoil uccienoBaTreaeM TepMHU-
HOJIOTUM — TY30B) — BBICOTHBIX U BPEMEH-
HbiX. Ccputagcy Ha mpumep K. IlToxxay-
3eHa (BBICTYIHUBILETO CO CXOAHBIMU B psJie
OTHOILIEHUA TEOPETHUUECKUMH IOJIOKEHU-
SMU BO BTOpOH mosoBuHe 1950-X romor?),
bensBckuil AEMUT KaXXIyr0 M3 ATHX OKTAaB
Ha 12 paBHBIX OTPE3KOB, COOTBETCTBYIOIINX
TEMIIEPUPOBAHHBIM MOJYTOHAM B 3BYKOBBI-
coTHOU oOmactu. B pesynsrare obpasyercs
ennHas |2-cTyneHHas TeMIEepUpOBaHHAs
1IKajaa 3BYKOBBICOTHOCTH, TEMIIA U BpeMe-
HU, IO3BOJIAIOLIAs, [0 MBICIU €€ aBTopa,
OCYLIECTBIISTh «TOYHBIN aHAIN3 MYy3bIKaJlb-
HBIX NpousBeAcHU». C MoMOIbIO Xapak-
TEPUCTUK JTAaHHOW MIKaibl bensBckuM mpo-
U3BOAUTCS (IPEMMYLIECTBEHHO B JPYIHX
paborax, OIyOIWKOBAHHBIX OTIEIBHO OT
paccMaTpuBaeMoOil KHUTH «30HHasi TE€Opus
BPEMEHU U €€ 3HAYE€HHE ISl MY3BbIKAIBHON
a"Tponojorum»*) GopMHUpOBaHUE TAPTUTYD

APXUTEKTOHUYECKUX YPOBHEH HCCIIEIye-
MOt My3bIkH. OTAENbHBIE CTPOKU U TPYIIIIHI
CTPOK B 3TUX MAPTUTYpPaxX COOTBETCTBYIOT
BBICOTaM OMPEICTIEHHBIX 3BYKOB, UX M-
TEIBHOCTSM U MPOTSHKEHHOCTSIM MaciiTad-
HO-KOMITO3UITUOHHBIX CTPYKTYP.
Teopernueckue noctpoeHus: bemnsiBcko-
ro, o0pasys AeTaJbHO pa3paOOTaHHBIA U
OCTaTOuHO d(PPEKTUBHBIN B MPAKTUIECKOM
IPUMEHEHUH MCCIIE0BAaTENbCKUI ammnapar,
B 1IEJIOM HAXOSTCS B pyclieé pe3yJbTaroB,
JOCTUTHYTBIX B MY3bIKO3HAaHHUH paHee (Tak,
CXOJHOE M0 O0IIeMy AMANa30Hy BEJIWYUH
TEOPETUYECKOE PACCMOTPEHUE IMEepUOrYe-
CKHX IPOIIECCOB MOXXHO HAWTH B 3CKU3HOU
dopme yxe y I. Pumana®). CyiecTBeHHO
HOBBIM B paboTax MOJbCKOTO YYEHOTO SIB-
JSieTCsl paclIMpeHue JaHHOM LIKAJIbI 10 CTe-
MEHU YHHUBEPCAJIBHOTO OXBaTa HM3BECTHBIX
COBPEMEHHOM HayKe BpPEMEHHBIX MpoIlec-
COB — OT «Bo3pacta Bcenennoi» (5 mipn
JIET, 10 JaHHBIM, TPUBOAUMBIM camuM be-
JSIBCKMM Ha OCHOBE KOCMOJIOTMYECKHX HC-
CJEIOBAHMI, OTHOCSIIMXCSI KO BpPEMEHH
HaMMCcaHus ero pador; 1mo OoJee MO3THUM
JAaHHBIM, 3TOT BO3PACT paBEH MPUMEPHO
14 Mpp 71eT) ¥ 10 IEpUOI0B KoJleOaHUit «Koc-
MHYECKOTo u3ayudeHus» (okoso 10-23 cek.)
— C MHOTOYHCIICHHBIMU TMPOMEXYTOUHBI-
MU 3BeHbSIMH (Bcero — Oomee 150 oxras,
unu mysoe). WccnenoBarenem Mpeanpu-
HUMajach M aHAJIOTMYHAsl MO MacliTabam
MONBITKA PACCMOTPEHUS XaPAKTEPHUCTHK
($U3NIECKOr0 MPOCTPAHCTBA. XOTS B ITOU

3 Stockhausen K. ...wie die Zeit vergeht // Stockhausen K. Texte zur Musik. Bd. 1. Zur elektronischen
und instrumentalen Musik. K&ln: DuMont Schauberg, 1963. S. 99-139; Stockhausen K. Die Einheit der

musikalischen Zeit // Ibid. S. 211-221.

4

CwM., HarmpuMmep, crarbto: bensscku JI. Cermentaums Hapomusix Menoauii Ha AK-4 B cBere 30HHOM

TEOopHUH My3bIKabHOTO BpeMeHu // MAADAT’7S. TlepBriii BcecorosHsiii ceMuHap 10 MaIllMHHBIM aCTIEKTaM
ITOPUTMHUYECKOT0 (DOPMATN30BAHHOTO aHaM3a My3bIKaJbHBIX TekcToB (EpeBan — [ummxan, 27.X—
1.X1.1975 r): marepuansl. Epean: AH ApmCCP, 1977. C. 127-147. B pabote cemuHapa NpUHAMAIH yIacTHE
Takoke uccnenonarenu u3 bonrapuu, ['J1P, [Tonemm u YexocnoBakuu.

> Riemann H. Die Elemente der Musikalischen Aesthetik. Berlin; Stuttgart: W. Spemann, 1900. S. 79-80.
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CHCTEMATU3allMd MPOLECCOB — €CTe-
CTBEHHBIX U COLIMAIIBHBIX — MPUCYTCTBY-
10T OYEBUJHBIE 3JIEMEHTHI YIPOILEHHOCTH,
ONBIT bensiBCKOro mnpeacTaBiieT WHTEPEC
KAaK MPEANOChUIKa BBIXOJA MY3bIKO3HAHUS
B cepy APYrux HayK, a TAaKKe Kak Mpearo-
ChLJIKa BBIXOAA CaMOil My3bIKaJbHOM IpaK-
TUKH B JIpyrue OO0JacTU XYyI0KeCTBEHHOU
(¥ B IICJIOM YEJIOBEUECKOM) eaTeaIbHOCTHS.
IIpm 5TOM 1IEHHOM CTOPOHOM NMPEIITPUHSATO-
ro bensiBCKUM ombITa MPEACTABISAETCS KOM-
MaKTHOCTh TMOJIyYEHHON HCCleaoBareieM
WUTOTOBOM CTPYKTYpPHI (CBOJHAsI TaONHIla CH-
CTEeMaTU3UPOBAHHBIX BPEMEHHBIX BEIUYHH
3aHMMAET BCETO OJHY CTPAHUILy OOJIBIIOTO
dbopmara), cnocoOcTByIOImAas €€ 1EI0CTHO-
MYy OCMBICIICHHIO U JaJbHEHIIEMY YCOBEp-
IICHCTBOBAHUIO HA OCHOBE JIAHHBIX MY3bI-
KO3HAHUS U IPYTUX 00JIacTel HayKH.
JlroOombITHYI0O B CBOEM poOje MOAPOO-
HOCTh U3NIOoKeHUs1 bensBckum coOCTBEHHOM
TEOPUH COCTABIISIET YTBEPKICHUE aBTOpa
0 «BTOPOCTENEHHOM)» ISl OCHOBHOM TeMa-
THKH €ro padoT 3HAUCHUU psJia MoApas/ee-
HUW MPEIJI0KEHHON UM IIKAJIbI, CBA3aHHBIX
C TaKUMH 00JIAaCTAMH HAy4YHOTO UCCIIEI0Ba-
HUS, KaK 3JIEKTPOMAarHeTH3M, ONTUKA, PU3HU-
Ka aTOMOB M MHUKpodacTull’. OHaKo caMo
NOSIBJIEHUE O3THUX TNOAPA3IACICHUN BBIIIA-
JUT BIIOJIHE €CTECTBEHHBIM U O0BSICHUMbBIM

6

C yu€ToM OOIIECTBEHHO-TICUXOJIOTHYECKOM
00CTaHOBKH, CBOMCTBEHHOM BPEMEHHU HaIlu-
CaHUs 3TUX PabOT U OTMEUEHHOM OTPOMHBIM
BO3/ICIICTBHEM YyCNEXOB (PU3MKH, KUOEepHe-
TUKH (37€Ch CIeAyeT YNOMSHYTh O JAOCTHU-
KEHUSIX B 00JIACTH CUCTEMOJIOTHH), a TAKKE
MEPBBIX MPAKTUYECKHUX I11arOB 10 OCBOCHUIO
KOCMHYECKOTO ITPOCTPAHCTBA YEIOBEKOM.

EcrectBeHHo, uyto kHura bemnsBckoro,
Oyaydyd BO MHOIOM IE€PBONPOXOAYECKOH,
CONIEPKUT HEMaJIO TEM JUIsl JUCKYCCHIA.
K uuncimy TakoBBIX OTHOCUTCS COZAEpKaHHE
MOHSATUA «MY3bIKaJIbHAs AHTPOIOJIOTHS,
U3BECTHOTO U B Jpyroi ¢popMe — «aHTpO-
MOJIOTUS MY3BIKW» — W 0003HAYEHHOTO
aBTOPOM YK€ B 3amiaBuu. B mumpokuil Ha-
YYHBIM 00MXOJT 3TO TOHATHE OBLIO BBEICHO
B 1960-e¢ ronbl aMepuUKaHCKHM 3THOMY3bI-
KojioroM AsianoM MeppuamoM, TPyl KOTO-
poro Mo JaHHOW Teme® mpuMmeyareseH Kak
OpPUTHHAJIBHBIN IPUMEP KOMNIEKCHO20 NOO-
X00a K paccmMompeHuro 3aKOHOMepHOCmell
MY3bIKATbHO20 MbIULLEHUS U NPAKMUYECKOU
MY3bIKATbHOU  desamenvHocmu  (TIOMUMO
MIPUBOIMMBIX B HEM BeChMa IICHHBIX HCCIIC-
JIOBaTEJIbCKUX MAaTEpPUasoB, BbISBISIOLINX
0COOEHHOCTH paHHUX (HOPM TEOPETUIECKUX
NPEJICTABIEHUI O MY3bIKE).

Y bensBckoro (KOTOpHIH cChUIaeTCA
B CBOEI KHUTE Ha paboTy Meppuama) ¢ 3TuM

Cwu. 00 aTom, Hanpumep: [opOyrosa U. b., 3amuBamusnii M. C. Jleonap Ditnep o My3bike: prmocodcko-

ACTETUYECKUE AaCIeKThl TEOPETUIECKOTO HccienoBanus // OOmecTBo: (umocodus, UCTOpHs, KyIBETypa.
2016. Ne 2. C. 94-97; I'opOynosa U. b., 3anuBagueiit M. C. O MaTeMaTHYeCKUX METOAAX B MCCIICIOBAHUN
MY3BIKH U TTOJITOTOBKE My3bIKaHTOB // [IpoOmemMsr My3bikanpHOM Haykn / Music Scholarship. 2013. Ne 1 (12).
C.272-276; I'opOynosa U. b., 3amuBamasiiit M. C. My3bika, MaTeMaTHKa, HHQOpPMAaTHKA: ITyTH B3aHMOICHCTBHIS
1 TpobreMbl coBpeMeHHOro d3rtama // CyOKyJIbTyphl M KOMMYHUKATHBHEBIC CTpaTerwu WHGOOPMAITOHHOTO
oOrmecTBa: Tp. MeXayHap. Hayd.-teopeT. koHd. CII6., 2014. C. 81-83; 'opbynosa U. b. KommbioTepHbie HAyKH
1 My3BIKJTbHO-KOMITEIOTEPHBIC TEXHOJIOTUN B 00pa3zoBanuy // TeopHs U MpakTHKa OOIIECTBEHHOTO Pa3BUTHSL.
2015. Ne 12. C. 213-218; T'opbynosa U. b. “Ocrernka: madopmarmonnsiii momgxomn” FO. Parca: akryaiapHOE
3HAYCHUE U MTePCIIeKTUBEI // Teopurs u mpakTuka odmecTBeHHOTro pazsutus. 2015. Ne 2. C. 86-90.

7 Bielawski L. Strefowa teoria czasu... S. 213.
8

358 p.

Merriam A. P. The Anthropology of Music. Illinoice, Evanston: Northwestern University Press, 1964.
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MOHSITUEM CBSI3aHO CTPEMJICHHUE BBISBUTH
HauOosiee OnaronpusITHBIC JJIA 4YeJIOBEKa
(GOpMBI JIOTHUECKOW OpPraHU3aIA MY3BIKH
(B mepByro odepenp — €€ BPEeMEHHBIX Xa-
pakTtepucTtuk). [laHHas 3amada oOHaApYXH-
BaeT OMpeAeNnEéHHYyI0 OIM30CTh K aKTUBHO
BEIYIIMMCS Ha NPOTSKEHUH Becero XX Beka
Y TMepeleaMM B BEK HACTYNHUBIIUNA MHO-
TOYMCJICHHBIM HCCJIEIOBAaHUSIM B 00JaCTH
TEXHUYECKOM ICTETUKH (HA YTO YKa3bIBAEeT
U caM aBTop, cchutasich Ha padotsl Jle Kop-
0r03be B cepe apXUTEKTypbl U JIH3aiiHA).
[TocraBneHHblE  BOIMPOCHL, OTHOCSIIUECA
K 2TOM o0jacTu, eaBa Ju, OJHAKO, MOKHO
CUMTaTh PEHIEHHBIMU B paMKax CaMoro uc-
ciaenoBanus. OTAelIbHBIC HICH, BHICKA3hIBa-
€MbI€ B yKa3aHHOM HarpaBjieHUU bensBckum
(HampuMep, BBIABIDKEHHE XapaKTEPUCTHKU
«UEJIOBEUECKON CEKYHJIbI», a B IPUMEHEHUU
K 3pUTETHHBIM UCKYCCTBAM — TAKKE «4eJIO-
BEUECKOI0 METPa»), 3aMHTEPECOBBIBAIOT IIPU
YTEHUU TOCBALIEHHBIX UM pa3liesoB pado-
ThI, OJTHAKO 3HAYUMOCTh UX HE TOJKPEIIs-
€TCSl COOTBETCTBYIOIIMM MPAKTUYECKUM Ma-
tepuaioM. [lo-BuarMOMY, MOXHO CUUTATh
JIOCTAaTOYHO PEATUCTUYHONW TOUKY 3pPEHHS,
YTO 3TH WJCH i€ KAYT Ooyiee TIIaTeIbHOM
MIPOBEPKU B XOJI€ PELICHUSI KOHKPETHBIX XY-
JT0’KECTBEHHO-TTPAKTUYECKUX 3a]1au.

Knura bensiBckoro 1aét Takke BechbMa Ha-
IJISIIHOE TPEICTABIICHUE O HEKOTOPBIX Xapak-
TEPHBIX TPYAHOCTSAX PA3BUTUS HAYKU (B TOM
YHCJIe MY3bIKO3HAHUS ), BKITFOYAs U HEPEIEH-
HBbIE TMPOOJIEMBI TpOMAraHibl €€ IOCTHKe-
HUH (TTOCJICTHUE CKA3bIBAIOTCS, B YaCTHOCTH,
B HEPABHOMEPHOM U HEPABHO3HAYHOM XapakK-

° Bielawski L. Op. cit. S. 14.
10 Tbid. S. 56-57.

TEpE NMPUBJIEKAEMBIX B KHUTE€ UCCIIEI0BATENb-
CKUX UCTOYHHUKOB). DTH TPYAHOCTH 3aMETHBI,
HarpuMep, IpU PAaCCMOTPEHHUU BOIIPOCOB
B3aUMOJICVCTBUS KATETOPUN BPEMEHU U IIPO-
CTPaHCTBa B pa3IMYHBIX BUAAX HCKYCCTBA,
a Takke U B My3bIke. Bonpocsl 3t benss-
CKUM OIIPENENEHHO AaHOHCHUPYIOTCS JIMIIb
B 3aKJIFOYUTENILHOM paszzeinie KHUrH («Bpems
Y IIPOCTPAHCTBO ), XOTS HA CAMOM JIeJIe TaKOe
B3aUMOJICHICTBHE 110 OTHOLIEHHIO K MY3bIKE
IPUCYTCTBYET B U3JI0KEHUH C CAMOTO Hayaia.
V>ke kareropusi 30HbI (TO €CTh MOJIOCHl MEXK-
Ny JBYMsl TPaHUIAMU), OIpEeNstomas oc-
HOBHYIO TE€MY NpPEANPUHUMAEMOTO aBTOPOM
UCCIIEIOBaHMSL, SIBISIETCS IPOCTPAHCTBEHHON
1o cBoei npupoze. Ilomumo 31oro, B 0JHOM
U3 HayaJIbHBIX PA3/IeIOB KHUTH aBTOP Tpak-
TyeT KaTeropuro «BpeMEén» (tempora) B ¢u-
nocopumn ABpenusi Asryctuna (IV-V Beka
H. 9.) KaK «TE€ppUTOPHH BpeMeHn» (obszary
czasu)’. Jlanee, K KOHIly BBOJHOIO pa3zeia
KHUTH UM MIPUBOAUTCS IByXMEPHBIH (TO €CTh
TaKXKe IMPOCTPAHCTBEHHBIN) rpaduk, COOT-
BETCTBYIOLIMI, 110 3aMBbICITY, JBYM aclleKTam
BPEMEHU — «IIPOLIECCYaTbHOMY» U «Kaue-
CTBEHHO-OMpeAeNEHHOMY»'°. SIBIISIsCH 110 Cy-
MIECTBY pa3lu4HbIMU (hopMaMu mpeoOpaso-
BaHUS («IIEPEBO/Ia») BPEMEHHBIX OTHOIIEHU I
B IIPOCTPAHCTBEHHBIE, 3TU UJIEU U TEOPETU-
YECKHUE IPEICTABIEHUSI NPUMEHUTEIBHO
K My3bIKE OOpa3ylOT BaXKHble (yHAAMEH-
TaJIbHbIE COCTABJISIOIINE €€ CEMAaHTUYECKOTO
IIPOCTPAHCTBA, UCCIIEOBaHUS KOTOPOIrO TaK-
K€ aKTUBHO Pa3BEPTHIBAIOTCA B MY3bIKO3HA-
HUM U CMEXHBIX HayKax, HAYMHasl C cepeiu-
Hbl XX Beka''.

" Cwm., manpumep, pabotsr: Osgood Ch., Suci J., Tannenbaum P. The Measurement of Meaning. Urbana:
University of Illinois Press, 1957. 342 p.; Hazaiikunckuit E. B., Parc 10. H. Bocnpustue My3bIKaabHBIX
TCM6pOB 1 3HAYCHUC OTACJIbHBIX IF'apMOHHK 3BYKa // HpI/IMCHCHI/IC AKyCTUYCCKUX MCETOAOB UCCIICAOBAHUA
B My3bIKO3HaHUU. M.: My3ssika, 1964. C. 79-100; I'anee b. M. [Ipobnema cuHecTe3un B UCKyccTBE //
HUckyccTBo cetsimuxcs 3BykoB: cOopHuk pador CKb «IIpomereit». Kazans: KA, 1973. C. 67-88.
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B xnwnre bensBckoro, ogHako, mMociaea0-
BaTEJIbHOTO PAaCCMOTPEHHUS 3TOT POJ MPO-
CTPaHCTBAa MY3bIKM HE IOIy4aeT. B onHoU
U3 IIaB 3aKJIIOUMTENBHOTO paszzena aBTop
yYKa3bIBa€T Ha HAJIMYHE «IPOCTPAHCTBEH-
HBIX ACIIEKTOB B MY3BIKE», HO 3TO — MOP-
¢donornyeckoe MPOCTPAHCTBO, CIyKalllee
opopMIIECHUEM YCIOBUUA MY3UIIMPOBAHMS,
HO JIMIIb OTYACTH OMNpEAesIoNiee Xapak-
TEPUCTUKH O0OPa3HO-CMBICIOBOIO CO/Ep-
KaHWs 3By4YallUX Mpou3BeneHuu. Bo3s-
MOXHO, Takas TPaKTOBKa MY3bIKaJIbHOTO
MPOCTPAHCTBA B KHUIE CBS3aHA C TEM, UYTO
BOIIPOCHl MY3bIKaJbHOW CEMaHTUKH 3a-
TparuBarOTCs beNsIBCKUM JIMIIb MUMOXO-
JIOM, B CBSI3U C MPOOJIEMAaTHUKON XKaHPOBOH
cieniupuku My3blkM. CHHECTETHYECKHUX
K€ aCIEKTOB CEMAHTUKHU, CTOJb Ba)KHBIX
IUISE OTOOpa)KEHUS B MY3BIKE PEaTbHBIX
MPOCTPAHCTBEHHBIX COOTHOIICHUH, aBTOP
B CKOJBKO-HUOYIb OTYETIMBON (opme He
paccMarpHBaeT.

3HauuTenbHOEe MecTo B pabore benss-
CKOTO 3aHMMAET W3JIOKEHUE pe3yIbTaToB
CTAaTUCTUYECKUX UCCIEAOBAHUN BPEMEHHBIX
rapaMeTpoB MY3BIKH (MIPEUMYIIECTBEHHO
My3bIKalIbHOTO  onbkiopa). OOpareHue
K 3TUM HCCJIEIOBAaHUSIM IPaBOMEPHO, IO-
CKOJIbKY TAaKOTO pOJla CTaTUCTHYECKUE 0000-
IIEHUSI BaXKHBI JJI1 CO3JIaHUS LIEJIOCTHOIO
MPEACTABICHUS O T€X WJIM UHBIX MY3bIKab-
HBIX KaHpaxX U CTWISIX. Bo3aMoxHOCTH 3(-
(eKTUBHOTO OCMBICIIEHHS (M MOCTIeayIolIe-
ro MPUMEHEHUs) MPUBOAUMBIX bensiBckuM
CTAaTUCTHUYECKUX 0000IIEHUN OCIOKHIIOTCS
IIPU 3TOM, C OTHOW CTOPOHBIL, IOYTH ITOJTHBIM
OTCYTCTBUEM B KHUIE€ HENOCPEICTBEHHO
MIPUBJIEKAEMOTO KOHKPETHOTO MY3bIKAJIb-
Horo marepuana. C JApyrom k€ CTOpPOHBI
— OTCYTCTBUEM KAaKUX-TUOO MEpCIEKTHUB-
HBIX aBTOPCKUX 3aMEUaHUM, OTHOCSIIINXCS K
KOMITO3UIIMOHHBIM OCOOEHHOCTSIM paccMa-
TPUBAEMOI MY3BIKH (a TaKHe 0OCOOCHHOCTH,
pa3zymeeTrcs, CyLIECTBYIOT BO BCEX MY3bI-
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KaJIbHBIX JKaHpaX, BKJIOYasl U MPUHAIJIEkKA-
mme K 00JIacTH My3bIKIBHOTO (DONIBKITOpa),
XapaKTEPUCTUKAM €€ UCIIOTHUTEIHCKON WH-
TepHpeTalny, pasHOOOpPa3HBIM BO3MOXKHO-
CTSIM TPAKTOBKH OOpPa3HO-CMBICIOBOTO CO-
Jep>KaHusl B CIYIIATEIbCKOM BOCTIPUSITHH,
a TaK)Ke OpraHu3alMOHHBIM acreKkTaM odec-
Ne4YeHus: €€ MeCTa U Poju B MOCIEAYIOIIEH
MY3BIKQJIBHOW U B LEJIOM XYJIOXKECTBEH-
HO-KYJIETYPHOU >KHU3HH. 3aKOHOMEPHO, 4YTO
HA TEPBBII IJIaH B JaHHBIX pas3zaenax pabo-
ThI BBICTYMAIOT Y€PTHI OTBICYEHHOTO JIOTHU-
YEeCKOTO U3SIIIECTBA BbIIBUTAEMbIX aBTOPOM
TEOPETUUYECKUX MOCTPOEHUMN (MPOSBICHUS
MPOCTPAHCTBEHHOW CUMMETPUYHOCTH, POJIb
COOTHOIILIEHUSI 30JI0TOTO CE€YeHHs] B 0OIIei
CTPYKTYpE€ pacCMaTprUBaEMbIX «30H» U «00-
nactei»). OgHako U 37eCh OCTa&TCs Hesic-
HBIM, KaKoe 3Ha4eHHE BCE ITO MOKET UMETh
JUIS. KOHKPETHOM MY3BIKaJIbHOU MPAKTUKHU.
[Ipu o011eM KOHCTPYKTUBHOM XapaKTepe
paccMOTpeHusi BOIPOCOB MOP(OIOTUU HC-
KyCCTBA, [T0/IX0J] aBTOPa K 3aKOHOMEPHOCTSIM
MY3bIKM OOHApYKUBAET ONPEACIEHHYIO OJI-
HOCTOPOHHIOIO 3aBUCUMOCTh OT TEOpUHU
CJIOBECHOTO $f3bIKa (XOTS CYIIECTBEHHBIE
pazuuus MEXIy STUMH JBYMS 3HAKOBBI-
MU CHCTEMaMHU MM OCO3HAIOTCs). MOXHO
MPENONIOKUTh, YTO ATO (MIOMUMO «IIOITY-
JIIPHOCTU» CJIOBECHOTO SI3bIKa B 1[EJIOM, UTO
OKa3bIBa€T COOTBETCTBEHHOE BJIIMSHUE U HA
MHTEPEC K €ro TEOPUH) CBSA3aHO C 0COOCHHO-
CTSIMU MY3BIKQIBHOTO (OJIBKIIOPA U MHOTHX
YKaHPOB TPAJAUIIMOHHOM MY3BIKH, JIJIsI KOTO-
PBIX XapaKTepHO CUHKPETUYECKOE €IMHCTBO
MY3bIKAJIbHBIX U MO3TUYECKUX COCTaBJISIO-
uX. 3/1€Ch, OJTHAKO, aBTOPY Y/IaJIOCh HAUTH
NEPCIIEKTUBHBIC Mapajuiesid MEXIy ClOoBeC-
HBIM SI3BIKOM W MY3BIKOH; Mapajieiad 3TH
3aKJII0YAIOTCS. B TMOCJIENOBATEILHOM IPOE-
UPOBAHUHU PA3TUYHBIX MACIITa00B MOCTPO-
€HUI1 CIIOBECHOTO SI3bIKa («YPOBEHB (POHOIIO-
TUW», KyPOBEHb MOP(OJIOTUN» U «YPOBEHb
CHUHTAKCHCa») Ha MYy3bIKaJbHYIO0 00JacTh
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(JaCTHYHO TaKO€ MPOCHUPOBAHHE SBISET-
Csl IOCTaTOYHO TPAAULUOHHBIM IS TEOPHH
My3bIKH). Pe3ynbrarsl nmpoeuupoBaHusi o0-
pa3yloT IPUMEPHOE COOTBETCTBHE KJIACCH-
¢ukanum  MacmTaOHO-KOMITO3UIIMOHHBIX
MY3BIKAJIbHBIX CTPYKTYp, BBIBEIEHHOW Ha
OCHOBe OoJilee IMMPOKOTO Kpyra IICHXOJIO-
TMYECKUX HCCIIECAOBAHUN U TPEIOKCHHOM
B kHure A. Moinsa «Teopust uadopmanuu u
acTeTndeckoe Bocmpusatue» (mr. IV-V)12
Taxk, yposaio ¢ononoruu y bensiBckoro co-
OTBETCTBYIOT «CUMBOJIBD) U «3BYKOBbIE 00b-
exTtb» Moms (0,05-2 cek.), ypoBHIO MOp-
dhonorun — «saueriku» (2—10 cek.), ypoBHIO
CHUHTaKCHCa — «MaKpOCTPYKTYpbD» (Oonee
KpynHble mocTpoenus)". TInogoTBOpHOCTD
3TOM Kiaccuukanuu (He CBI3aHHOM C BHY-
TPEHHUMHU CTPYKTYPHBIMH OCOOCHHOCTSIMHU
CIIOBECHOTO f3bIKA) Ui HM3YYCHUS MY3bI-
KaJIbHOW CEeMaHTHKH Oblla OCO3HaHa emié
710 BBIXOJ]a B CBET KHUTH bensBckoro (cwm.,
Harpumep, padoty I. Opnosa'?).

WHo# XapakTep HOCHUT MPOSBISAIOLIASICS
B KHHI€ 3aBHCHMOCTb PAaCCMOTPEHHUU pas3-
JUYHBIX MY3BIKAJIBHBIX TPATUIUA (B TOM
quciae (QONbKIOPHBIX) OT CUCTEMBI PUTMHU-
YECKOM OpraHu3alyy €BpPOIEHCKON IIpo-
(deccuoHaIbHONW MY3BIKM HOBOTO BPEMEHH,
OTJIMYUTENIFHOH OCOOEHHOCTBIO KOTOPOM
ABJISICTCSl TOJpa3/ielieHne OOIIeld KOMIIO-
3WIIUW TIPOM3BEICHUS HA TAKTHI U MX JIOJH.
OO1m1en3BecTHO, YTO MPUHIUIBI 3TOH Op-

TaHU3AIIMA COOTBETCTBYIOT CPaBHUTEIBHO
HO3/IHUM aHpaM MY3bIKaJILHOTO (DOJIBKIIO-
pa, B Oojee paHHMX K€ JACHCTBYIOT Jpyrue
3aKOHOMEPHOCTH, TJ€ OCHOBY COCTaBISIET
(opMHpOBaHME PUTMUYECKUX CTPYKTYp
nyTEM CIIOKEHHUS] MEHBIIUX JUINTENIbHO-
creii. B kHHMre mpucyTcTBYeT OIpenciéH-
HOE€ MOHMMaHHe HeOOXOAMMOCTH BBIXO/IA 32
npezenbl W3Ha4ajdbHO NPUHUMAeMON aBToO-
pPOM CHCTEMBI (HallpuMep, MpU oOpallleHun
K TPaJAWIMOHHBIM PHTMaM apaOCKOW WM
3anaJiHoa(ppUKAHCKOW MY3bIKH), HO TOCIe-
JIOBaTEIIbHOTO XapaKTepa 3T yCTPEeMIICHUS
B pabore He npuHumaroT. OOoOmaroume
TEOpUH, OXBATHIBAIOIIME B IMPHUHIUIE BCE
3Tambl Pa3BUTHS PUTMUYECKOH CTOPOHBI
MY3bIKH, BBIJBHTAIINCH, OJHAKO, 3aJI0J]-
ro n1o xkauru bensasckoro!>. B 31oil cBs3u
BO3MOXHO TOBOPHUTH JaKe€ 00 H3BECTHOM
«JIOTUYECKOM JITUCCOHAHCE» MEXAY yCTpEM-
JICHUSIMU aBTOpPA KHUTH K IIEIOCTHOMY OXBa-
TY UCTOPUYECKOTO BPEMECHH'® U «HEBBICTPO-
€HHOCTBIO» B TPAKTOBKE PEaIbHOM KapTUHBI
UCTOPUYECKOTO  Pa3BUTHA PUTMHYECKUX
XapaKTePUCTUK MY3bIKU. Bripouem, st 00-
IIel OLEHKU KHUTU 3Ta €€ 0COOEHHOCTh He
BBIIJISIIUT CYLIECTBEHHOM, MOCKOJIbKY KOH-
KPETHBI NPAKTUYECKUN Mareprag B JIaH-
HOM OTHOILIIEHUHU aBTOPOM TaKKe IOYTH HE
npuBieKaeTcs (pedb, Kak IMpaBWiIo, HUIAET
B TaKUX CIydasxX JIWIIb O KAHPOBO-CTHIIE-
BBIX O0OOIICHUSX).

12 Monbs A. Teopust uHpOpMAIMK ¥ dCTETHYECKOEe Bocmpusitue / mep. ¢ ¢p. b. Biacioka; mon pen.,
¢ nocnecn. u npumed. P. 3apunosa u B. Banosa; Bectyn. cT. b. buprokosa u C. [InotaukoBa. M.: Mup, 1966.

351 c.
13 Tam xe. C. 190.

4 Opnos I'. A. BpeMeHHBIE XapaKTEPUCTHKH MY3bIKaabHOTo ombita // IIpo6aeMbl My3bIKaabHOTO
MBINUIeHUs / COCT. ¥ pen. M. ApaHoBckuii. M.: My3sika, 1974. C. 298-299.

15 Cwm., nanpumep: Cowell H. New Musical Resources. New York: Alfred A. Knopf, 1930. 166 p.;
Oronesen; A. C. Beenenue B coBpeMeHHOE My3bIKanbHOE MbIluieHue. M.; JI.: My3srus, 1946. 471 c. (Teopus
putMma manaraercs B T 37, 39); Sachs C. Rhythm and Tempo: a Study in Music History. New York:

W. W. Norton, 1953. 391 p.
16 Bielawski L. Op. cit. S. 180-190.

15



Mpo6énembl My3blkasnbHOM Hayku / Music Scholarship. 2023. N2 3

Tak, Hampumep, aHAJIOTMYHBIN BBIBOJ
OTHOCUTENIBHO JIEWCTBUSI BEPOSITHOCTHBIX
3aKOHOMEpPHOCTEH B cdepe KOHKPETHO-CO-
NEPKATETbHBIX ~ XAPAKTEPUCTUK  MY3BIKH
MOYKHO HalTh B paborax IIpakckoit komaH-
el (Prazsky tym) 1970-1980-x romos'.
[IpencraBurensiMu 3Toro oObeAMHEHNUS ObLiIa
chopMyIupoBaHa UJesl O «IUaXPOHHO-CHH-
XPOHHOM KOHTHHYYME€ UHTEPIPETAIIMOHHBIX
BO3MOXKHOCTEH MY3BIKH» U CII€JIaH BBIBOI O
BEPOSTHOCTHOM XapaKTepe 3aKOHOB MY3bI-
KaJIbHOW ceMaHTUKU. [Ipy 3TOM aBTOpHBI HAEH
YKa3bIBaJll HE TOJBKO Ha (PAKTOPHI H3MEH-
YUBOCTH, HO U Ha (PAKTOPbI YCTOWYHBOCTHU
B COCTaBJISIIOIIMX JaHHbIH KOHTUHYYM WH-
Tepnperanusax. B kauecTBe Takux (paxTopos
BBICTYIIAIOT, B YaCTHOCTH, ITOCTOSHCTBO BBI-
pakacMoOU B 3ByKaXx JIOTUYECKOU CTPYKTYpBI
MY3BIKUIBHBIX TOCTPOCHHM, IOCTOSTHCTBO
KOHTEKCTa ATON CTPYKTYphI U PyHKIIMIA €€ B
sTOM KOHTeKcTe [1, c. 40].

B 3TOM %€ psany uaen HaXOOUTCs U IpesI-
naraemasgs b. l'anmeeBblM kareropus «My-
3BIKAIBHOTO (JOHJAa CHHECTe3Uui» (MHaue
— «CHHECTETHYECKOr0 (OHIA MY3bIKI»'®),
pa3BuBalolas celaHHbIe paHee 0000IIeH s
C. Taneesa, b. AcadbeBa («<MHTOHAIIMOHHBIHI
cioBaph smoxu») U A. Bemieka B JaHHOM
HafpaBieHuu. IToT (PoHA (aHATOTMYHO CH-

HECTETUYECKOMY (OHIY XyIO0XKECTBEHHOTO
MBIIIJICHUST B II€JIOM) DBOJIOIMOHUPYET OT
OHOM HCTOPUYECKOM DJIIOXU K Apyrou. B
HBOJIIOIIMU HCCIIEIOBATENb BBIICISET OOIIYIO
TEHICHITUIO TIPOTPECCUBHOTO (BOCXO/ISIIIETO)
pa3BUTHS («YCIOXKHEHHUE», «00OTaIleHUE)
U T. 1.), HE HMCKJIIOYAIOIIErO, pa3yMeercs,
MPOSIBJIICHUSI TE€X WM HWHBIX 3aKOHOMEPHO-
CTEH B YAaCTHOCTAX. YPOBEHb UCCIEIOBAHMS
MY3bIKQIbHBIX CHUHECTE3UM, MPE/ICTaBICH-
HBI Mojenpio ['anmeeBa, oueBHIHBIM OOpa-
30M TPHONMIKAETCS K IPOCTPAHCTBEHHBIM
MOJIESIM ~ «OOILIECEMaHTUYECKOTO»  poja,
dbopmMHpyeMbIM OOBIYHO Ha MaTepualie Cio-
BECHOTO si3bIka [TaMm xke]. «CemaHTHYECKOE
MIPOCTPAHCTBO, PACCMATPUBAEMOE. .. IO/ ATH-
noi  unocodekoro tepmuna Universum,
— orMeuaeT B ctarbe «Hetnennwii Morann
CeOactesn: Universum» A. JleMueHKO, —
03HAYaeT MUP Kak 1eJ0e, TO €CTh COBOKYTI-
HOCTb BCEr0 CYIIEr0o B MHUpPE U YEJOBEKE,
a B IIIUPOKOM CMBICJI€ TOXKAECTBEHHO KaTero-
puun Beenennas. Kpome Toro, 310 Hemenkoe
CJIOBO CBSI3aHO TaK)Ke C IIOHATHEM BceoOIee,
BceoOwsemtomiee. ..» [2, c. 8]. 310 yTBepxk-
JICHUE JIOTIONIHSAETCS XapaKTEPUCTHKOW ce-
MaHTUYECKOTO MPOCTPAHCTBA KaK OTKPBITOM
CHCTEMBI, HAXOASAIIEHCS B COCTOSHUH TTOCTO-
STHHOTO OOHOBIIEHUS ',

7 Tlpaxckas xomanma (Prazsky tym) — TBopueckoe OObeIMHEHHE HCKYCCTBOBEIOB U AICTETHUKOB
Ipasckoro MHCTHTYTa Teopuu u ucTopuu HekyceTB B 1970-1980 roxer. Cm.: Cerny M. K., Fukag J., Jirdnek
J. and others. Teorie hudebni védy // Hudebni véda. 1975. No. 4. S. 291-323; Jiranek J. Houslovy koncert

Albana Berga // Hudebni véda, 1977. C. 1. S. 3-50.

18 TameeB b. M. UenmoBek, HCKYCCTBO, TeXHHKA (TIpobIeMa CHHECTE3UH B MCKyccTBe). Kazanb: M3a-B0

Kazanckoro yn-ta, 1987. 264 c.

19 Cm. Taxxke paborsr: Cerny M. K., Fukaé J., Jirdnek J. et al. Op. cit.; Jiranek J. Op. cit.; Benox

SBopckomy: c0. Hayu. CT. 1o MaTepuasiaM Beepoc. Hay4. ureHuit, nocBaménnbiX b. JI. SIBopckomy, 1-2 nexadps
2005 1. / otB. pex. /1. Bapnamon. Caparos: CaparoBckas roc. koncepsaropus umenu J1. B. Coounosa, 2006.
168 c.; Topbynosa U. b. Cemantuyeckas TpakToBKa (heHOMEHa MY3bIKAIEHOTO POCTPAHCTBA M BPEMEHU U
peanu3anus e€ B TCOPHU U NMPaKTHKe 00ydyeHus // CaMOKOHTPOJIb Kak PUHIIMIT (POPMUPOBAHUS TBOPUECKOM
JUYHOCTH U €€ aKTUBHON KOHCTPYKTUBHOW MO3WIIMHM B Pa3BUTUU 0O0IIeCTB. M30paHHbIC MEAarornyecKue
TPy IO MaTepranaMm MexayHap. HaydHo-TipakTud. kKoHd. / ox pea. A. Ierposa, 0. lep6axosa. ['opHo-
Adraiick: M3n-Bo ['opHo-AnTaiickoro roc. yH-Ta, 2018. Beim. 4. C. 23-30.
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OTMeTUM TakXke, YTO CXOAHbIE MBICIU
BBICKA3bIBATUCh  YUEHBIM-KHOEPHETHKOM,
koMrio3uropom P. 3apunoBbiM, OIHUM U3
MEPBBIX OTEUECTBEHHBIX HCCIenoBaTeNen
npoOJieM  UCKYCCMBEHHO20 —UHMmMeNleKmd,
CBSI3aHHBIX C MY3bIKAaJbHBIM TBOPYECTBOM
(3apumnoBbiM counHEH «[MMH MCKYCCTBEH-
HOMY MHTEJUIEKTY» B CBSI3H C OTKPBITHEM
KOH(EpEeHIIUH TO0 JaHHOW MpoOiieMaTHKe
B Peniuno B 1977 rony). P. 3apunos sBnser-
Csl aBTOPOM TPYZOB [0 KOMIIBIOTEPHOMY MO-
NEJIMPOBAHUIO MY3bIKaJIbHOIO TBOPYECTBA;
y4€HBI aKTUBHO YyYacTBOBaJl B IpoLEcce
00CY>KJIEHUSI TIEPCHEKTUB HCIOJIb30BAHUS
HCKYCCTBEHHOIO WHTEJUIEKTA B MY3BIKE,
BKJIIOYasi BO3MOXHOCTb, IO €r0 CIJIOBaM,
«MPEeABOCXUIIATh CTUJIb OYIyIIUX KOMIIO-
3UTOPOBY», UCCIEAYS aITOPUTMUYECKHE Me-
TOJbl COYMHEHMSI MY3BIKH JJI1 «OTBICKAHUS
00IIMX 3aKOHOB, CBSI3€H M B3aUMOJICHCTBHSA
Pa3TUYHBIX CTOPOH U YaCcTEH MYy3bIKaJIbHBIX
POM3BEICHIITN .

Peanu3zanus cuHepreTHUECcKoOro moaxoaa
B OCBOEHUM MY3BIKAJIbHON M XyJ0’KECTBEH-
HOM KyNBTYphl C LI€NbI0 Oojee IIyOOKOro
U3yUYEHHUs MY3bIKaJbHOTO UCKYCCTBA, Mpe-
roJjlaratroniasi  MCCJeJOBaHUE KYJIbTYPHO-
HUCTOPUYECKUX KOHTEKCTOB, (Quiiocoduu,
OTUKA M ACTETHUKU Pa3IMYHBIX BIO0X, OC-
BELIAETCS TAaK)KE€ B MCCIECNOBAHMIX psaa
COBPEMEHHBIX aBTOpPOB. Tak, Hampumep,
YUEHBIA-MY3BIKOBEZ], W MEAaror-uccieno-

Barenb E. JKypoBa m3ydaeTr mpakruueckoe
IPUMEHEHUE CHHEPreTHYECKOrO IOAXO0Ia
KaK TEXHOJIOTMM OCBOEHUS KYJIBTYphI YEPE3
MY3bIKYy 1 MY3bIKH Y€pE3 KyJIbTYpY MpH IO-
3HAHUM KYJIBTYPHO-HCTOPUYECKHUX IPOLEC-
COB, IPOAOJIKAs JINHUIO TPYAOB, UAYLIYIO
ot ucropuxkoB koHma XIX Beka (S. Bypk-
xapnar, A. IlIseiinep u np.). B crarbe «Cu-
HEPreTUYEeCKUi MOAXOX B HCCIEI0BAaHUU
MY3BIKaJIbHOTO HCKYCCTBAa OAPOKKO Ha MpH-
Mepe npe3eHTanuu MoHorpaduu “CMebIcio-
Bble Mupbl My3blku HMoranna CeOacTbsiHa
baxa”» aBTOpOM JIE€MOHCTpPUPYETCSI HUHTE-
rpanys CUHEPreTUYeCKOM METOMOJIOTMH Ha
OCHOBE «OJIHOTO U3 €€ ITIaBHBIX NIPUHIUIIOB
— TPaHCAUCUUIITIMHAPHOCTH, MOATBEPKIA-
IOLEr0 pacUIMpeHre BO3MOXKHOCTEH co-
JIEPKaTEIbHO-CMBICIIOBOTO aHAJIA3a XyZO-
KECTBEHHBIX TEKCTOB MY3BIKH»!, a TakKe
PacKpbIBAOTCSL  aCIEKThl  HUCCIIEIOBaHUS
KyJIBTYpHO-UCTOPUUYECKUX KOHTEKCTOB, (H-
J0co(HUM, STUKU U SCTETUKU KOHKPETHOU
UCTOPUYECKON 3I0XU (Ha MpHUMEpE SIOXU
0apoKKo), CHOPMHPOBABIIUX MY3bIKaJIb-
HO€ MCKYCCTBO KaK 4acTh XyJ0’K€CTBEHHOMN
KYJIBTYPBI.

BwMmecte ¢ tem, kak ormeuaer E. XKypo-
Ba, CHHEpreTuyeckas npoobiemaruka B ce-
p€ My3BIKO3HAHUS YaCTO OTPaHUYEHA JIMIIb
OTIENBbHBIMU Pa3pO3HEHHBIMU HCCIIEN0BA-
HUSIMU (B 4MCII€ KOTOPBIX aBTOPOM MPHUBO-
JITCS B KadyecTBE IPUMEPOB «CHHEPIHM-

20 3apunos P. X. Kubepnernka u My3bika. 2-e u3a. M.: Jlubpokom, 2014. C. 214; 3apunos P. X. Ypanbckue
HareBbl // 3Hanne — cuna, 1961. Ne 2. C. 29. Pynone¢ 3apunos paspaboran mporpaMmy HccieI0BaHHM,
HAalleJICHHYIO Ha CO3/1aHHIE CHCTEM HCKYCCTBEHHOTO HHTEIUIEKTA M CIIOCOOHYI0 BOCIIPOU3BOIUTD IESTEIBHOCTD,
XapaKTEPHYIO I MpoLiecca My3bIKaJIbHOTO TBOPUYECTBA.

2 Kyposa E. b. Cunepretndeckuil moaxox B HCCIEIOBAaHHH MY3BIKAIILHOTO MCKYCCTBAa OapOKKO
Ha mpuMepe npe3eHTauuun MoHorpaduu «CmbicioBble Muphl My3biku HMoranna CebactbsiHa baxa» //
CoBpeMeHHOE My3bIKallbHOE oOpa3zoBanue — 2021: TBOpUYECTBO, HayKa, TEXHOJIOTUU: MaTrepHaibl XX
MexnyHap. Hayd.-mpakT. koH}. / mox obm. pex. M. TopOyHosoii; Poccuiickuii ToC. megaroruyeckuit
yauBepcuteT uMmeHH A. U. 'epuena, Cankr-IletepOyprckas roc. koHcepBatopust umenn H. A. Pumckoro-

Kopcakoga. CII6., 2023. C. 253.
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Has MOJeNb MY3bIKAJIbLHOTO TBOPUYECTBA»
A. KobnsikoBa U CHHEPreTUYECKHU MOIXO0
B My3blKaIbHOM Tnienaroruke I. I'pymiko,
E. Kynpunoii). B Hacrosiiiee Bpems, mno eé
MHEHMIO, CTAHOBHUTCS OYEBHMJIHOW MpPHUO-
PUTETHOCTh BIIMSHUSA CHUHEPreTUYECKOTO
MOJX0/la Ha CTPAaTerui0 OOy4YEeHHs] My3bl-
KaJbHOMY HCKYCCTBY??, YTO BIIOJIHE COTJIa-
CyeTcs C IPOBOAMMBIMU aBTOPAMHU JITaHHOM
CTaTbl MCCIENOBaHUAMHU (CM., Hampumep:
[1]). Yuénblil yTBEp)KJIaeT, 4TO B MapaJur-
M€ COBPEMEHHOM MY3BIKaJbHOW MEAAroru-
KM OAHOW W3 JOMUHAHT HAy4YHOI'O IMOMCKa
CTAHOBUTCSI TPAHCAUCLUIUIMHAPHOCTh Kak
MPUHLUI OpPraHU3allMi HAy4YHOTO 3HAHUS,
MpEIoNaratonil B3auMOIECTBUE MHOTHX
HaIlpaBJICHUN HAyYHOT'O UCCJIEIOBAHUS IPU
pelIeHUN KOMIUIEKCHBIX MPOOJIeM pa3BUTHUS
YeJI0BeKa, IPUPOJIbI U 00111ecTBa (UTO OTME-
YeHO B yHOMSHYTOU paboTte A. JleMUYeHKo).
Onupasichb Ha CUHTE3 UCKYCCTBOBEIYECKHUX,
KyJBTYpPOJIOTUYECKUX U MEAarornyeckux
METOJI0JIOTUH MPU U3yUYEHUU MY3bIKAIBHOTO
HCKYCCTBa, JKypoBa 0TMEUaEeT, YTO B paMKax
MIPOBOIMMOIO €10 HAYYHO-NEe0a202UUecKo20
uccnedo6anus MOXXHO TOBOPHUTH O TpaHC-
JTUCUUILIMHAPHOCTH, MPEAIOJIararllei Bbl-
XOJl 32 paMKH OTAEIbHBIX AUcUMILIUH. [Ipu
(hOpMUPOBAHUH «JIOTUYECKHX METa-pPaMOK»
3HAHMSI MOTYT OBITh UHTETPUPOBAHBI HA 0O-
Jiee BBICOKOM YPOBHE aOCTpaKLINHU, YeM MPHU
MEXAUCHMIUIMHAPHOCTH,  IpEeAroJarar-
i€l MPOCTOE «3aMMCTBOBAHHUE)» TEXHHUK U
METO/IOB W3 JApYrux obmacreit Hayku. B 1o
Ke BpeMs TPAHCIMCUUIUIMHAPHBINA MOIXOJ
oOycnoBIMBaeT (PyHKIMOHATBHBIA CHUHTE3

METOJIOJIOTUHM U CO3/IaHUE HA UX OCHOBE CO-
BEPUICHHO HOBBIX MCCJIEI0BATEIbCKUX KOH-
11(S10017078

AHanoruyHble HAEU BBICKAa3bIBAIOTCS
B paboTax MHOrux wuccienonareneii. Cm.,
HaIlpUMep, YKa3aHHbIN KOJJIEKTUBHBIN TPYA
«CuHepreruueckas mnapaaurmMa: MHo-
roobpasue MOUCKOB M MOJXOI0B», B KOTO-
POM aBTOPBI 3HAKOMSAT YUTATENEd C IINUPO-
KUM CIIEKTPOM JIOCTUXKEHHI CHHEpPreTHKH
B PpEUICHUHM aKTyaJlbHbIX NpoOjieM Hayy-
HOTO HcclienoBaHus™; pabory B. Bynmano-
Ba «TpaHcaucuuIuIMHapHOEe 00pa3oBaHUE,
TEXHOJIOTUU U TPUHIIUAIBI CHHEPTETHKU»!,
COCTAaBJISIOUIYI0 YacTh 3TOM MOHOTpadum,
[J€ aBTOp YAENIeT OCHOBHOE BHHUMaHUE
BOIIPOCaM TPUMEHEHUS CHUHEPreTUYECKUX
NPUHIUIIOB B 00pa30BaHUU.

C pa3BUTHEM MY3bIKQJIbHO-KOMITBIOTEP-
HbIX TexHosoruii (MKT) Bo BTopoii moioBrHE
XX — Havasie XXI Beka cTtajio BO3MOKHBIM
OoJiee JETabHOE HMCCIIEIOBAHUE MY3bIKaJlb-
HBIX SIBJICHUH, MCIOJB3YIOIINUX JIOTMKO-Ma-
TeMaTH4eCKue pa3pabdOTKH MpeIIeCTBEH-
HukoB [1, c. 41]. TonuaucuuminHapHas
npupona penomena MKT onpenensier meto-
Jbl COOTBETCTBYIOIIMX HCCIICIOBAaHUM: Me-
Ta-aHAJIM3 KakK Tpolecc oTdopa marepuana
(WM KaK aHallM3 TIEPBOTO YPOBHS) U METa-
aHaJM3 0TOOPaHHOIO Marepuaa (KaK aHaJInu3
BTOPOro ypoBHs). JlaHHBIN 1OaXoA coracy-
ercst ¢ paboTaMu Jpyrux aBTOPOB (CM., Ha-
npumep: [3; 4; 5; 6].

B psane uccnenosannit MKT packpsi-
BaIOTCSI KaK MHCTPYMEHT KaTaloru3aluu
U TPAHCIALUU MY3bIKAJbHON KYJIBTYpPBI

22 Cm. mogpobuee B padore: XKyposa E. B. CmbicioBsie Mupsl My3siku Moranna Cebacthsina baxa.
Kuwura nepas (cepus «bapokko»). Monorpaduueckoe uccienosanue. M., 2020. 280 c.
2 CunepreTuueckas mapaanrmMa: MHorooOpasue MOUCKOB W MOAXOMOB / OTB. pex. B. ApmmHoB. M.:

[Iporpecc-Tpamumus, 2000. Bem. 1. 535 c.

2 BbymanoB B. T. TpancaucuumimHapHoe 00pa3oBaHHE, TEXHOJOTMH W TPHHIMIIBI CHHEPTETHKU //
Cuneprernueckas napagurma: MHoroodpasue mouckoB U moaxonos... C. 285-305.
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HApOJOB MHpa® C Y4ETOM BO3MOXHOCTH
IIOCTPOEHUSI HWHTEJUIEKTYaJIbHOM CHCTEMBI
aHalM3a MY3bIKaJIbHOIO Marepuasa, uc-
MOJIb30BaHUS TEOPUM HEUYETKMX MHOXKECTB
B KOHKPETHBIX aHAJIUTUYECKUX pa3padoT-
Kax 1 UX IPUMEHEHUS B IIPOLIECCE CO3AHUS
IBOJFONIMOHUPYIONIEH 0a3bl JaHHBIX*. DTO
Ia€T BO3MOKHOCTh BOCCO3/1aHMSI CyILIECTBO-
BaBIIETO paHee JIMOO CO3AaHUs HOBOTO 3BY-
KOBOTO CEMaHTHUYECKOI'0 MPOCTPAHCTBA MPHU
IIOMOIIM, HAaIIpUMeEpP, CEKBEHCOpa ¢ ONOpOi
Ha KOMIUIEKCHYIO MOJEJIb, a TaKXe €€ CO-
CTaBJISIFOLINE, CEMAaHTUYECKOTO IPOCTpaH-
CTBa My3bIKH [7; 8]77.

C TOYKM 3pEHMsI TAKOTO B3aUMOJEHCTBUSA
HaMU HM3y4daeTcs Takke M 00JacTb My3bl-
KaJlbHOTO OOpa3zoBaHus. Tak, M. 3anuBajn-
HBI paszpaboTan Kypc «Maremaruueckue

METOJIbI HCCIEOBAHUSI B MY3BIKO3ZHAHHI
JUISl CTYACHTOB KOMIIO3UTOPCKOTO U MY3bI-
koBegueckoro otaenenuit Cankrt-Iletep-
Oyprckoi rocy1apcTBEHHON KOHCEPBATOPUU
nmenu H. A. Pumckoro-KopcakoBa. B nanb-
HEHUIIeM DJIEMEHTHI 3TOT0 Kypca ObuiM uc-
MOJIb30BaHbI B AUCHUIUIMHAX «MaremaTuka
u uHpopmatuka», «MTHpopmarmoHHbIe TEX-
HoNoTUNY, «VHpOpPMAIIMOHHBIE TEXHOJIO-
ruu B oOpazoBanumy», «HbopManmoHHbIe
TEXHOJIOTUM B MY3bIKE», BBEAIEHHBIX M. [ op-
OyHOBO# B y4eOHBII TIpoIIece [Tl CTY/IEHTOB
HNHuctutyTa My3bIKH, T€aTpa U Xopeorpaduu
Poccuiickoro rocynapcTBeHHOro Ienaro-
ruueckoro ynusepcuteta (PTTIY) umenu
A. 1. I'epuena.

B nacrosiee Bpems Ha 6aze YMII «My-
3BIKAJIbHO-KOMIIBIOTEPHBIE  TE€XHOJOTUH

2 Amuesa W. T, Top6ynosa W. b. O npoekTe co3qaHusi HHTEIUIEKTYaIbHOM CHCTEMBI 110 KaTaJoTru3alui
W aHaIU3y MY3BIKA HaponoB mupa // O0mectBo: Gunocodus, ucropus, Kynsrypa. 2016. Ne 9. C. 105-108;
Ammesa U. I, Topoynosa U. b., Mesernesa C. B., X3 0., Uubupér C. B. PazpaboTka HarmoHaIbHOTO
3NIEKTPOHHOTO MY3BIKQJILHOTO CHHTE3aropa C TeMOpaMM TPaJULUOHHBIX MY3bIKaJbHBIX HHCTPYMEHTOB
HaponoB Poccun u mupa // Pernonansnast napopmaruka (P1-2022). Marepuains! toounetinoit X VIII Cankr-
[TerepOyprckoit mexaynap. ko). Cankt-IletrepOypr, 26—28 oxtsa6ps 2022 . CII6.: Cankr-IlerepOyprckoe
OOmecTB0 MHPOPMATHUKY, BBIYUCIUTEIBHON TEXHUKH, CHCTEM CBs3M M ympasnenus, 2022. C. 292-295;
Ammesa U. I, TopoynoBa U. b. Poccus — AszepbaiimkaH: K mpoOiieMe COXpaHEHHs] HeMaTepUaTIbHOTO
KyJABTYPHOTO HacjeOusi U My3bIKaJIbHO-KOMITBIOTepHbIE TexHodoruu // ®dumocopus obpazoBaHus Hu
IUajor MmoKoseHui: ¢0. Hayd. TpynoB XXIX Mexaynap. xkoud. CII6., 2023. C. 426-433; Anuesa U. I,
Top6ynoBa U. b. IlpumeHeHne HEUETKOro MOAXONA B HCCIEIOBAHUSIX 3aKOHOMEPHOCTEH OpraHu3alyu
U BOCHPUATHS MY3BIKQJIBHOIO TEKCTa M MY3BIKAIbHO-KOMIIBIOTEPHBIE TeXHOJoruu // PernmonanbHas
nHpopmarrka 1 nHpopManroHHas 6e3onacHocts. CO. Tpynos IOOwmneitnoit XVIII Canxr-IlerepOyprekoit
MexayHapoaHoit koHgepenumu. Bwm. 11. CII6.: Canxt-llerepOyprckoe OOmecTBo HH(POPMATHKH,
BBIYHCIUTEIBHON TEXHUKH, CUCTEM CBA3M U ympasieHus, 2022. C. 281-285.

% Ot ApwmsiHCKo#t yHUBepcanbHOU aHanmuTHueckoit kapTel (APYHAK), paspaborannoit B 1970-e rozst
COTpyIHUKaMH APMSHCKOU akaJeMHUH HayK BO B3auMoJeiicTBun ¢ EpeBaHckoil koHcepBaTopueil u EpeBaHckum
MOJIMTEXHUIECKUM HHCTUTYTOM (11071 pyKoBozacTBoM B. [omrosckoro, O. I'pabdanoBoii u ap.), — k Poccuiickomy
ANEKTPOHHOMY My3bIKambHOMY cHuHTe3aropy (POMC), co3maBaemomy Ha 06aze YMJI «My3bIkanbHO-
KOMITBIOTEPHBIE TEXHOJIOTHW» POCCHHCKOTO TroCyJapCTBEHHOTO NEJarorduecKoro YHHBEPCHTETa HMEHH
A. U. I'epuena Bo B3aumoneiictBuu ¢ corpyaaukamu Cankr-IlerepOyprckoii rocyaapcTBeHHON KOHCEPBATOPHH
nmenu H. A. Puvckoro-KopcakoBa, bakuHCKoM My3bIkaIbHOH akaneMud uMeHH Y3eupa Iamxuoeiinn, CankT-
[erepOyprckoro nHCTUTYTa MH(OPMATHKK M aBToMaTH3auuu Poccuiickoii akagemMun Hayk, OObenMHEHHOTO
HMHCTUTYTa pobneM nHpopMaruky HanmoHansHOM akagemun Hayk benapycu.

27 TopOynosa U. b., 3anuBaausiit M. C., ToBnuy 1. O. KomruiekcHast MOZIeIb CEMaHTHYECKOTO IPOCTPAHCTBA
MY3bIKH U TIEPCIIEKTHBbI B3aUMOIACHCTBHS My3bIKAJIbHON HAyKH M COBPEMEHHOT'O MY3bIKaJbHOTO 00pa30BaHMs
// Hayunoe muenue. 2014. Ne 8. C. 238-249.
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PITIY umenn A. U. I'epuena peanusyer-
csi oOydeHHEe [0 HOBBIM 0OOpa3oBaTesb-
HBIM IIporpaMMaM MOATOTOBKU OakaliaBpOB
(«MuadopmalimoHHBIE TEXHOJIOTUH B MY3bIKE
U cayHA-nu3aiiHe») W maructpoB («Lud-
POBBIE TEXHOJIOTMM B MY3BIKE U CAyH[I-IU-
3aifHe»). B JmaHHBIX Kypcax HaxoIWUT CBOE
peanbHOE BOIUIOIIEHUE TPAHCAUCIUILIU-
HapHBIM MOAXOJ, IIPEANOIArarolui BbIXO/
32 paMKHU OTIEIBHO B3STHIX JUCIHIUIMH,
U TPaHCAUCUMIUIMHAPHOCTh KAK IMPUHLIMI
OpraHu3aluu Ipolecca OOydeHUus, OCHO-
BAHHBIN HA B3aUMOAECHUCTBUU U B3aUMOIIPO-
HUKHOBEHUHU PA3IMYHBIX 00JacTeil HaydHO-
ro 3HaHus. Bricka3aHHbIE B TAHHOW CTaThe
UJEU COCTaBIAIOT JIEMCTBEHHYIO OCHOBY
peanu3alnuy HOBBIX 00pa30BaTEIbHBIX Ha-
MIPaBJICHUN B IIPAKTUKE MOATOTOBKH CIIEIH-
aJIMCTOB, OOJIAJIAIOIINX COOTBETCTBYIOLIH-
MM KOMIIETEHIIUAMUZ.

Bo3Bparumcsa K UCXOAHBIM MO3ULIUSM,
BBICKA3aHHBIM B CTaTh€ C OMOPOW Ha OC-
HoBHbIe uaeu JI. bemsBckoro. Onpenenss
MECTO U pPOJib KHUTU bensBckoro «30H-
Hasi TeOpUs BPEMEHU M €€ 3HA4YCHHUE I
MY3BIKaJIbHOM aHTPOIOJIOTHN» B UCTOPUH
TEOPETUYECKON MBICIU O MY3bIKE, IIOJYEP-
KHEM, 4YTO HECMOTpS Ha BCE TPYAHOCTH,
OKa3aBIlIME BIMSHHUE HA XOJ €ro UCCIEA0-
BaHMM, aBTOp HpHUIIEN K (yHIaAMEHTAIb-
HBIM pe3ylbTaraM, HUMEIIIHUM O0oJblIoe
MY3bIKAJIbHO-TEOPETUYECKOE U Jaxe 00-

HIeHay4YHOE (a B KOHEYHOM cuére — oO1ie-
COIlMAJIbHOE) 3HAueHHE. DTU pe3yIbTaThl
CPaBHUTEIIBHO JIETKO IIOBEPSIOTCS TEOpeE-
TUYECKUMU paboTaMH, OTHOCSIIUMUCSA KO
BPEMEHU HamMCaHus Tpyda bensBckoro,
IJIe €ro MO3MIUU IOJIy4YaloT NaJIbHEHIIee
MEPCINEKTUBHOE pa3BuTHe. BcE€ 310 maér
JIOCTaTOYHbIE OCHOBAHUS YTBEPKIATh, YTO
B KaY€CTBE 3HAYUTEIIbHOTO UCTOPUYECKOTO
ABJICHUsI KHUTA DEeIsIBCKOro MMeeT Hempe-
XOSIIYIO0 HAYYHYIO [IEHHOCT.

B 3akmitoueHue oTMETHMM, YTO B CaAMOM
o011eM IUTaHe MPEANOCHUIKH PACCMOTPEHUS
MY3BIKAJIBHOTO TBOPYECTBA B PyCJI€ TPAHC-
JUCLUUIUIMHAPOTO TOAXOJAA OIPEAENSIIOTCS
HEJIMHEMHOCTBIO MY3bIKAJbHBIX CHCTEM U
OTCYTCTBHEM KECTKON JETEPMUHUPOBAHHO-
CTU COJIEPKATEIbHO-CMBICIOBOIO aHaIN3a
MY3bIKaJIbHBIX TEKCTOB, SIBICHMH W IIpO-
IIECCOB, 4 TaK)K€ HEOJAHO3HAYHOCTBIO TPaK-
TOBKU MY3bIKaJIbHBIX 00pa3oB. Beiencreue
TOT0 MOXHO TOBOPUTH O BO3MOYKHOCTH
BO3HUKHOBEHHMSI MHOTOMEPHBIX CMBICIIOB
U CHOHTAaHHOCTH, HENPEICKa3yeMOCTH HX
MHTEpPIpETAu. OJTU IOJIOKEHUSI OTBEYa-
I0OT COBPEMEHHBIM TEHJEHLUSIM B 00JacTH
MY3bIKaJIbHOM NPaKTUKH, JBUXKYLIEHCA
B HAaIIpaBJICHUH CUHTE3a UCKYCCTB. Y4acTHE
e MY3bIKM B Pa3IUYHBIX (popMax u Mpo-
SBJICHUSAX TEXHUUYECKON SCTETUKU TpelyeT
COOTBETCTBYIOIIEH DBOJIIOLMU U B CUCTEME
MY3BIKaJIbHOTO 00pa30BaHusI.

28 Pe3yabTarhl MPOBOJMMBIX aBTOPAMH TAHHOW CTaThH B PACCMATPHUBAEMOM HAIPABJICHUH HCCIICTOBAHUI
mpencTaBieHsl B padorax: TopOynosa U. b., Samusagasiii M. C., Tommu U. O., Unbupér C. B. My3bika,
MareMaruka, THPOpPMaTHKa: KOMILICKCHAs MOJIENIb CEMAHTHUECKOTO MPOCTPAHCTBA MY3BIKH: MOHOTpadHs.
CII6.: Iimanera my3siku, 2023. 384 c.; baxxykora E. H., ['op6ynoa U. b., 3anmuBamusiii M. C., Unbupés C. B.
My3sikanbpHas nHpopMaTHKa: yaeoHoe mocooue. CI16.: [Tmanera my3siku, 2023. 208 c.
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The Fixed Poetic Form vs the Musical Form:
The Experience of Analyzing Madrigal Settings of Sestina Texts™
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Abstract. The fixed poetic forms of Petrarch’s Canzoniere and the poetical works of the Petrarchist
poets who imitated the great Italian master frequently served as texts for 16th century madrigals. In
this connection, the author of the present article poses the question about the possible impact of the
fixed poetic form on the form of the respective musical composition. A preliminary familiarization
with madrigals composed on the texts of the sonnets, ballatas and sestinas (/talian: sestine) has
shown that imitations of the poetic forms is the most discernible in those cases when the composer
turns to the sestina to set it to music. The main material for analysis has been formed by the cyclic
madrigals: La ver [’aurora che si dolce I’aura by Orlando di Lasso and Non fu mai cervo si veloce
al corso, Sola angioletta starsi in trecie a [’'ombra and Giovane donna sotto un verde lauro by Luca
Marenzio, composed on the full texts of sestinas, as well as a few other similar works. The sestina
consists of six stanzas each containing six lines, along with a conclusory stanza of three lines. The
special rhyme pattern for the sestina, featuring six words defining the rhythms invariably repeated
in the six main stanzas following the scheme, ABCDEF__FAEBDC CFDABE, etc., generates the
repetition of the end-word of the previous stanza in the beginning of the first line of the following
stanza. As it is shown in the article, it is particularly this feature of the sestina that finds resonance
with the form of the madrigal. The end of the previous section of a madrigal and the beginning of
the following section have a connection established between them, which, as a rule, is achieved by
means of repetitions. This concerns the melodic units and the characteristic details of sound, both
the harmonic and the melodic varieties. Along with repetitions, a single harmonic construction is
used, which begins at the conclusion of one section of a madrigal and concludes at the beginning of
the following section.

* The article was prepared for the International Scientific Online Conference “Scientific Schools in
Musicology of the 21st Century: to the 125th Anniversary of the Gnesin Educational Institutions,” held at
the Gnesin Russian Academy of Music on November 24-27, 2020 with the financial support of the Russian
Foundation for Basic Research (RFBR), project No. 20-012-22003.

Translated by Dr. Anton Rovner.
© Larisa L. Gerver, 2023
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Hayunas ctates

TBéppaasa noatudveckas popMma vs popmMa My3sbIKANbHASA:
OnNbIT AHANU3A MAAPUTANIOB HO TEKCTbl CEKCTUH ™"

Jlapuca JIbBoBHa I'epBep

Poccuiickaa akadoemus my3viku umenu I Hecunulx,
2. Mockea, Poccus,

113232@gmail.com, https://orcid.org/0000-0001-6796-3299

Annomayusn. Tépavie Gopmbl ctuxorBopennii 3 «Kanconnepe» [leTpapku W couMHEHUU
MOJIpaXKaBIUINX €My IMO3TOB-TIETPAPKUCTOB YACTO CIYXKWJIM TekcTamu MajapuranoB XVI Beka.
B 371011 cBs31 aBTOp HacToALIeH MyOMUKaIMK 330aETCsl BOIIPOCOM O BO3MOXKHOM BO3/IEHCTBUU CTPOTO
OpraHU30BaHHOMN MOATUYECKOI (HopMBI Ha PopMy MY3bIKaIBLHOTO counHeHus. [IpenBapurensHoe
3HAKOMCTBO C MaJIpuUrajamMHl Ha TEKCT COHEeTa, 0ajuiaThl U CeKCTHHBI (umas. sestine) mokasalno,
YTO MOJpa)kaHue ModTHYecKkor opme Oosiee BCEro 3aMETHO B TeX CIydasiX, KOTAa KOMIO3UTOP
oOpariaeTcsi K CeKCTUHE. [ TaBHBIM MaTepualioM aHalli3a MOCTYKUIN [UKINYECKHEe MaJIpUTaIbl
Opmango ou Jlacco (La ver [’aurora che si dolce [’aura) n JIlyku Mapentuo (Non fu mai cervo
si veloce al corso, Sola angioletta starsi in trecie a l’'ombra, Giovane donna sotto un verde
lauro), HanMCaHHbBIE HA MOJHBIA TEKCT CEKCTUHBI. CEeKCTHHA COCTOUT U3 IIECTH CTPO(d MO IMIEeCTh
CTUXOB Kaxk7as M 3akio4duTenbHoro Ttpéxcrumua. Ocoboe mpaBuio pu(MOBKH CEKCTHHBI,
— IIeCTh CJIOB-pU(GM, HEHU3MEHHO IOBTOPSIEMBIX B IIECTH OCHOBHBIX CTpodax Mo cxeme
ABCDEFE__FAEBDC CFDABE u 1. 1., — mopoXaeT MmoBTOp cioBa-pudMbl Ha TpaHUIIAX
ctpod. Kak mokazaHo B cTarbe, HMMEHHO Ha 3Ty OCOOEHHOCTb CEKCTHHBI OTKJIMKaeTcs gopma
Maapurana. Mexay OKOHUaHHEM MPEeIbIAyIIeii YacTH U HauyaJIoM MOCIIeAyoIIel ycTaHaBIMBaeTCs
CBSI3b, KOTOpasi, KaK MPABUIIO, OCYIECTBIISAETCS 3a CUET 108MOpOo8. ITO KacaeTcs MEIOANYECKUX
€IMHMUIL, XapaKTEPHBIX JAeTallel 3By4aHus, FTaApMOHUYECKUX U Meroaudeckux. Hapsiay c mosropamu
HCIIONB3YETCS eOUHDI 2apMOHUYecKutl 000pon, KOTOPbI HAUMHAETCS B KOHIIE OJHOM YacTH H
3aBepIlaeTcs B Hauaje APyToi.

** Crarbsg MOATOTOBICHA I MeEXIyHapOTHOW HAyYHOU OHIaH-KOHGepeHIH «HaydHbIe TIKOIBI
B My3bIkoBemeHnH XXI Beka: k 125-metmro y4ueOHBIX 3aBEJCHUN WMEHH | HECHMHBIX», IMPOXOIUBIICH
B Poccuiickoit akagemun My3bIkid nMeHU [ HecwHbIX 24—27 Hos0ps 2020 roga nmpu puUHAHCOBOH TTOIACPIKKE
Poccwutickoro ponma dynmamenTanbHeIX uccnenoBanuii (PODN), mpoexrt Ne 20-012-22003.
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Knroueswie cnoea: TBEpabIe IOITHUECKHE (OPMBI, CEKCTHHA, MAJIPUTaJI, TOBTOP CJIOBa-pU(MBIL,
Opnanno nu Jlacco, JIyka Mapenimo

Jna yumuposanus: I'epsep JI. JI. TBépmast mostuueckas popma vs hopmMa My3bIKaJIbHAS: OTBIT
aHaJIM3a MAJPUTAIIOB HAa TEKCTHI cekcThH // [IpobiieMbl My3bikanbHON Hayku / Music Scholarship.
2023. Ne 3. C. 23-34. (Ha anrn. s3.) DOI: 10.56620/2782-3598.2023.3.023-034

he fixed poetic forms are those fixed forms. These were the forms of the

in which the “capacity, meter, poems of the Canzoniere — the famous

rhythmic design and structure book of Francesco Petrarch’s songs,* which
of stanzas of a complete short poem™ exerted a tremendous amount of influence
are defined in advance. The European on the poetry of most European countries,’
tradition of fixed forms dates back to the especially on the works of the Italian poets
Romanesque Middle Ages. Their numerous labelled as Petrarchists: the foundation of
types vary by the rigor and complexity of their poetics was comprised of the principle
their organization,” and among the most of emulation.® The Petrarchists not only
complex forms that have induced poets to  applied fixed forms, but also experimented
engage in inventions and experiments is  with them.” The poems by the Petrarchists
the sestina,® which shall be discussed in and by Petrarch himself served as texts for
the present article. In the 16th century, the settings in numerous madrigals. Thereby,
time of the flourishing of the madrigal, the the fixed forms went into interaction with
sestina, along with the sonnet, the ballata the ensemble polyphony of the strict style
and the canzona, was among the relevant period.

' Tverdye formy [Fixed Forms]. Literaturnaya entsiklopediya terminov i ponyatii [ Literary Encyclopedia
of Terms and Concepts]. Ed. by A. Nikolyukin. Moscow: Intelvak, 2001. Col. 1059.

2 Gasparov M. L. Ocherk istorii evropeiskogo stikha [A Sketch of the History of European Verse].
Moscow: Nauka, 1989. P. 142.

3 Sekstina [Sestina]. Literaturnaya entsiklopediya terminov i ponyatii [ Literary Encyclopedia of Terms
and Concepts]... Col. 959; Baldelli I. Sestina, sestina doppia. Enciclopedia Dantesca. 1970.

URL: https://www.treccani.it/enciclopedia/sestina-doppia-sestina_%?28Enciclopedia-Dantesca%29/ (accessed:
15.08.2023).

4 The Canzoniere contains 317 sonnets, 9 sestinas, 7 ballatas, 29 canzonas and 4 madrigals, in the
forms of which, without calling it fixed, some researchers have noted repeated features — three-line stanzas
concluded by a two-line stanza in the form of the ritornello. See: Haar J. Italian Madrigal. European Music
1520-1640: Studies in Medieval and Renaissance Music. Ed. J. Haar. Woodbridge, UK: Boydell Press, 2006.
P. 226; Zappella L. I generi e le forme della poesia italiana.

URL: http://www.luzappy.eu/testo_poetico/generi_e forme.htm#parl (accessed: 12.08.2023).

5 Petrarch F. Izbrannye sonety i kantsony [Selected Sonnets and Canzonas]. Comp., transl. by
A. Triandafilidi. (In Italian and Russ.) Moscow: Text, 2019. P. 24.

¢ Yakushkina T. V. Ital'vanskii petrarkizm XV-XVI vekov: traditsiya i kanon: dis. ... d-ra filol. nauk:
10.01.03 [Italian Petrarchism of the 15th and 16th Centuries: Tradition and Canon: Dissertation for the
Degree of Dr.Sci. (Philology): 10.01.03]. St. Petersburg, 2009.

URL: http://svr-lit.ru/svr-lit/articles/italy/yakushkina-italyanskij-petrarkizm.htm (accessed: 12.08.2023).

7 Galavotti J. Esperimentisulla sestina nel second Cincuecento. Stilistica e metrica italiana. 2018.

Vol. 18, pp. 105-134.
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The fact of the creation of madrigals on
texts in fixed forms attracted the attention
of researchers, in particular, James Haar,
who connects the artistic significance and
the extraordinary popularity of the madrigal
as a genre with the features of the poetry
that inspired the composers of madrigals.®
The greater the proportion of fixed poetic
forms in the texts of the madrigals is, the
more natural it is to pose the questions about
whether or not the strict regimentation of the
poetry bears any meaning for a composer who
writes madrigals, and whether the “fixed”
quality of the poetic form communicates
to the musical form. A preliminary study
of madrigals set to the texts of poems in
fixed forms shows that the answers to
the formulated questions may be varied.
Sometimes the creation of a madrigal
presents, so to speak, a reformatting of the
poetical text. One of the eloquent examples
is Luca Marenzio’s Ahi, dispietata morte on
the text of Petrarch’s ballata Amor, quando
fioria. When composing the madrigal,
Marenzio leaves out the ripresa, the main
structure-generating element of the ballata.’
He transforms the remaining lines into the
musical form of a symmetric construction
similar to a ballata, thereby both destroying
the fixed form and strictly adhering to it.

Alongwiththecleartrend ofareevaluation
of the structure of the poetical text upon the
composition of the madrigal, the opposite
can be seen — indications of emulation

of a fixed poetical form. The emulations
manifest themselves most obviously in the
sestina madrigals.

A sestina presents a “poem comprised of
6 stanzas each containing 6 lines (with 11
syllables each), the final words of each are
repeated from one stanza to the next (the so-
called ‘tautological rhyme,’ or parola-rima)
each time inanew order (6, 1, 5, 2,4, and 3 lines
of the previous stanza): ABCDEF FAEBDC
CFDABE_ECBFAD DEACFB_BDFECA;
at the end, a tornata half-stanza is added'
(about the correlation of the sestina and the
tornata see: [1]) in which all the same end-
words pass through. The artistic principle
of the refrain forms is brought here to an
extreme: there already are not identical lines
that are reinterpreted in the context of new
stanzas, but identical words in the context of
new lines.”!!

The succession of the selection of words
of the previous stanzas for building them
in the ends of the verses of the succeeding
stanza is similar to spiral motion begun from
below, from the sixth end-word (Scheme 1).

P
/12\\
3

[ ()
\

4
\\5/
Y

Scheme 1. The Order of Selection of End-Words

8 Haar J. Op. cit., pp. 225-227. See also: Einstein A. The Italian Madrigal. In 3 Vols. Ed. by R. Sessions,
O. Strunk, A. Y. Krappe. Princeton University Press, 2019. Vol. 2. 456 p.; Amati-Camperi A. Poetic Form in
the Early Madrigal Reconsidered. Journal of Musicological Research. 1998. Vol. 17, pp. 163—193.

° The ripresa, the initial construction of the ballata, correlates with the volta, the conclusive section of
the ballata. The volta always possesses an equal number of verses and varying numbers of common rhymes.

10 Tornata (Ital. tornata) literally meaning “a return.”

1" Gasparov M. L. Ibid. P. 149.
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The inventor of the sestina is considered
to be troubadour Arnaut Daniel (ca. 1145—
1150 — ca. 1200-1210), “the most perfect
of all the poets of Provence.”!> The form of
his canzona Lo ferm voler qu’el cor m’intra
“subsequently became an object of emulation
for Dante and Petrarch and received the title
of ‘sestina.””"® The following description
reveals the artistic motivation of Daniel’s
invention. The poet “decided to use the same
repeating words at the ends of the stanzas.
But since each of the words chosen by him
were required to possess the same quantity
of meanings as the quantity of the song’s
stanzas, this created a certain difficulty.
However, this was precisely what the
troubadour was able to overcome: instead
of endowing each of these words with a
new meaning in each subsequent stanza,
he decided to change the positions of the
given words upon their transferal from one
stanza to the next.”'* All of these features are
presumed by Alexander Veselovsky, when
he labels the sestina a “fioritura” poem. In
connection with the sestina, Giovene donna
sotto un verde lauro, he writes: “Petrarch,
a master of poetry, likes to play with such

difficulties in which feeling is lost at times
in his chase for form.”" It must be noted
that the complexity of the fixed forms
invented by the Provengal poets is such
that debates about the tools of their analysis
have continued to be held up to the present
time. [2]

Apparently, the “play with difficulties”
also inspired composers who wrote
madrigals on the full texts of the sestinas,
1.e., the ones containing six and a half
stanzas, instead of the usual one or two. The
chief composers of such madrigals were
Orlando di Lasso, — whom Alfred Einstein
calls “primarily a composer of sestinas and
canzonas,”'* — and Marenzio. Incidentally,
cyclic madrigals were also written to the
texts of other extended poems, including
canzonas, which pertained to the category
of half-fixed forms. The latter include
Petrarch’s canzona Vergine bella, which
was set to music by Cipriano de Rore and
served as a prototype of a whole set of
Marian canzonas created by Petrarchist
poets (about this see: [3]).

Natural musical equivalent of the sestina
was the cyclic form,'” which had long been

12 See: Staf 1. K. Trubadury [Troubadours]. Slovar' srednevekovoi kul'tury [Dictionary of Medieval
Culture]. Ed. by A. Gurevich. Moscow: ROSSPEN, 2003.
URL: http://cult-lib.ru/doc/dictionary/medieval-culture/articles/95/trubadury.htm (accessed: 12.08.2023).
At the same time, Mikhail Gasparov only indicates the place of the sestina’s origin, without responding
to the traditional perception of Daniel as its inventor: “An extremely complex form of the canzona was the
sestina (it appeared for the first time in Provence in the 12th century, and obtained its canonic form from

Dante and Petrarch).” See: Gasparov M. L. Ibid.
13 Staf I. K. Ibid.

4 Sekstina [Sestina]. Literaturnaya entsiklopediya terminov i ponyatii [Literary Encyclopedia of Terms

and Concepts]... Col. 959.

15 Veselovsky A. N. Petrarka v poeticheskoi ispovedi Canzoniere [Petrarch in the Poetical Confession
Canzoniere]. Izbrannye stat'i [Selected Articles]. Ed. by M. Alexeyev et al., intr. article by V. Zhirmunsky.

Leningrad: Goslitizdat, 1939. P. 164.

¢ Einstein A. Op. cit. P. 491. The expression “first of all” presumes the madrigal oeuvres of Lasso, taken

separately.

17 Kholopova V. N. Formy muzykal'nykh proizvedenii: uchebnoe posobie [Forms of Musical Compositions:
Textbook]. 2nd edition, corrected. St. Petersburg: Lan', 2004. P. 232.
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mastered by the genres of vocal counterpoint.
In certain sections of Magnificats and
cyclic psalms, the text is set to music
with incorporated biblical verses, while in
sestina madrigals — with stanzas. In the
16th and 17th centuries, certain sections
of the cycles were composed in a common
mode between all of them. In the church
genres, an additional means of unification
of the sections was frequently served by
the material of the primary musical source,
whether it was monophonic or polyphonic.
A totally different situation occurs in
the sestina madrigals, where the musical
techniques of unification are frequently
called forth, as can be imagined, by the
imitation of the poetic form. The occasion
for imitation is contained in the sestina’s
main form-generating principle — in the
rhyme scheme.

The rearrangements themselves of the
six end-words, of course, could not have
inspired a composer who was writing
a madrigal. A totally different situation
emerged in case of the repetitions of the
same words. According to Einstein, in the
spots where the repositioned key words are
repeated, one can also expect the repetitions
of the motives corresponding with them. He
notes the use of such techniques by Lasso
in Per aspro mar di notte — one of the
“Mermann madrigals”® composed under
the influence of Marenzio: it is referred to
two end-words — venti (winds) and corso
(motion, direction), which is corresponded
to by the passage chants noticeably standing
out in syllabic writing.

As we remember, the rotatory mechanism
of repetition of six words from one stanza
to the next, functioning in the sestina,
gradually changes the positions of the key
words. However, as the result of the same
mechanism, there arises a repetition of the
key word at the boundary of the adjacent
stanzas — a technique allotted to a particular
moment of the cyclical form:

ABCDEFE_FAEBDC CFDABE etc.

Apparently, it is this particular type
of repetitions which turned out to be the
most attractive for composers."” [4, p. 206]
It serves as a means for emphasizing the
interconditionality of the adjacent stanzas,
to show how the beginning of one of them
starts from the end of the previous one.

The adjacent sections of the sestina
madrigals are connected with each other in
a similar fashion. It can hardly be said that
in each of them any pair of adjacent sections
positively convinces us of an intended
contingence of the musical materials on both
sides of the boundaries. However, there do
exist undoubted cases of “passing the baton”
from one section to the next, which serve
as directives for establishing the analogies
between the form of the sestina and the
madrigal written on its text.

The connection between the sections
is established predominantly by means of
repetitions — of melodic units, characteristic
details of sound, whether harmonic or
melodic, as well as the conclusory harmony
by means of its transferal to the beginning
of the following section. Along with the

I8 Einstein A. Op. cit., pp. 491-492. The author of the text is Gabriele Fiamma. The madrigals received
their dedication by the name of the addressee of the dedication — Lasso’s friend, Doctor Thomas Mermann,
who similarly to Lasso served in the court of the Duke of Bavaria.

19 Textual-musical repetitivity in madrigals set to the texts of sestinas presents one of the examples of

“intersections between metrics, poetry and music.”
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repetitions, use is made of a single harmonic
progression basically serving as a transition
from the end of one section to the beginning
of the second.

Repetition of a melodic unit is one of the
most distinct techniques of establishing the
connection between the adjacent sections
of the sestina madrigal. The repeated unit
may be the overall soggetto (i.e. thematic
subject in a polyphonic work) of imitational
constructions in the contiguous
sections, or it could be a melodic
progression which appears once at the
end of one section and then is repeated

Example No. 1

of waiting” (attender anni) at the close of
the second section, there come “fast fleeting
years” (fuggon gli anni) at the beginning
of the third section, wherein the slow
descending stepwise motion is replaced by
fast ascending motion (Example No. 1). In
this and other similar cases, the compatible
melodic units at the junction of the sections
are relegated to the canto — “the first among
the equal” voices of the contrapuntal texture.

Luca Marenzio. Giovane donna sotto un verde lauro,
2nd and 3rd sections

once at the beginning of the following
section.

Our first example is taken from
Marenzio’s madrigal Giovane® donna sotto
un verde lauro set to Petrarch’s text. There
is a repetition of the hexachordal formula
that is typical for an entire set of genres, but
untypical of the madrigal. It appears at the
very end of the second section and at the
beginning of the third, then is stated in the
fourth and seventh sections.?! Each time, the
progression of the sounds of the hexachord
following each other appears in any line
of the poem containing the rhymed word
anni (years). On the dividing between the
second and the third sections we observe
a reinterpretation of the rhymed word,*
and, along with it, a reinterpretation of the
hexachord. In the stead of the lengthy “years

quelgior - noatten-der an - ni

I I T
Ma per-che¢ vo-lail tem-poefug-gongl'an-ni,

Let us notice a characteristic detail: even
though the musical repetition is interpreted
as a counterpart of the end-word, it is hardly
always tied to this particular word. Thus,
anni in Example No. 1 appears both times
only with the last pitch of the hexachord.

The soggetto repeated at the junction
of the sections in Lasso’s madrigal La ver
["aurora che si dolce [’aura set to Petrarch’s
text changes its rhythm and shape in a
similar manner. The ascending intonation
becomes a descending one,” the animate
rhythm becomes decelerated, with a pause
instead of continuous motion (the rhetorical
figure tmesis): the thought about the stanzas
to which the Donna does not hearken®
acquires a markedly sorrowful expression. It

2 One of the numerous examples of the varied spellings of the words in Petrarch’s poem and in the
madrigal set to its text: compare Giovene in the title of the sestina on page 27.

2l The seventh section of Giovene donna is also built on the hexachord as a soggetto; similar to the
conclusory half-stanza of the sestina, it serves as a reminder of the madrigal’s main musical “words”

transmitted from one section to the next.

22 As the result of the aforementioned invention of Daniel, the reinterpretation of the rhymed word in
each stanza ceased being obligatory for the sestina, which did not prevent poets to turn frequently to this

technique.

2 Lasso makes use of a strict inversion in which the pitch-related (and not merely the step-wise) meanings

of the intervals are preserved.
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must be emphasized that we virtually are not
touching upon the question of the expressive
side of the interaction between the text and
music. Among the research works devoted
especially to this subject matter, we must
highlight Russell Joseph O’Rourke’s
dissertation, which makes a study of: 1) “the
affective aspect” of emulation corresponding
tothe contemporarynotions of “madrigalism”
and “sound depiction” (literally, “depiction
of words” or word-painting), and 2) the
non-figurative, rhetorical aspect, consisting
of the attempts to recreate “the cadence,
timings, and ‘melody’” of oratorical speech.
[5, p. 196] Yet another highly interesting
turn of the “eternal” theme of “the text and
music” is presented in [6, section 3.3.2.4:
Dante and Harshness in the Arts (Marenzio,
Michelangelo, Vasari, Alessandro Guarini)],
wherein the differences in the characters
of the music of Marenzio’s madrigals set
to texts of Dante and Petrarch are placed
in direct dependence on the differences of
these poets’ styles.

As for Lasso’s madrigal La ver [’aurora
che si dolce [’aura, we must turn our
attention to the preservation of the timbre
and the pitch of the initial note: they serve as
highlighters of the tacitly repeated soggetto
(Example No. 2). The conclusion of the
poetic line with the end-word versi at the
end is given in parenthesis.

Example No. 2 Orlando di Lasso.
La ver [aurora che si dolce aura,
2nd and 3rd sections
Q 1 ——— f——T T | 1|
b‘\l 1E - Al i 1P A #'%' I Il 1l |
ri - menever-si, ri-mene ver - si.
/) T —
GC—=J [ Ji=bz ebe 6 o |y |
D) |

An expressive example of a repetition of
the soggetto at the boundaries of the adjacent
sections of Cipriano de Rore’s madrigal
composed on two stanzas of Petrarch’s
“double” sestina Mia benigna fortuna e
‘Il viver lieto® is cited by Pavel Lutsker®
(Example No. 3).

Example No. 3 Cipriano de Rore. Mia benigna fortuna
"o ., .
e 1viver lieto, 1st and 2nd sections
o _e—_— — ——
o- diar_ vi- tami fan - noe bra - mar mor - te.
o) O- P 5~ = |
— ——— i H— 1 —— — %
B o S i H—r——eF17== oo i
gf) o diar vi - tami fan noe bra-mar mor - te.
A T
\9’ — — 1
o - diar vi tami fan - noe bra-mar mor - te.
S —1 ot o e bo— =
5—1 — > = t
o - diar vi - tamifan - noebra - mar mor - te.
O " . ;
Goe—fstoia o —Fe o e
D o T — To"
Cru- de lea cer - bain-e - so-ra - bilmor - te,
) 1 | o. 4, Ok
e —HoH—T o H—7——1+1 i |
{5oC e s H—F—F+— —
: ro+—
Cru- de lea cer baine-so - ra-  bil mor -
VR e —
o T }
?v i~ }
Cru - de - lea - cer-
1
iy G Tt ot
i 1t e
N e——
Cru - de - lea

2 Let us quote the contiguous three-line stanzas at the boundaries of the second and third verses:
“More likely flowers shall bloom in the winter, / Than love shall bloom, warming that soul / That scorns my
poems and by songs. / O, how many tears | have embedded in these songs, / Oh, how many times have I sent
her stanzas, / So to affect that soul, at least a bit.”” See: Petrarch F. Ibid. P. 289.

2 The sestina contains twelve main stanzas — a repeated progression of six rhyme schemes which
provided the name for the genre. Such a sestina is called “double” (for example, see: Einstein A. Op. cit.
P. 558), however, the same term is also applied for the indication of Dante’s sestina which contains five rhymed
words whose stanza also consisted of 12 lines. See: Baldelli I. Op. cit.

2% Lutsker P. V. Kiprian de Rore kak predtecha seconda pratica [Cipriano de Rore as a forerunner of
seconda pratica]. Uchenye zapiski Rossiiskoi akademii muzyki imeni Gnesinykh [Scholarly Notes of the
Gnesin Russian Academy of Music]. 2020. No. 4, pp. 23—40.
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A repetition of a characteristic detail.
At the junction of the fourth and the fifth
sections of Marenzio’s madrigal Giovane
donna sotto un verde lauro such a detail is
presented by the threefold ascension from
g-sharp — of the same type, with a repeat of
the conclusory pitch from one and the same
alternately changed step G of the Ionian
mode (Example No. 4).

Example No. 4

Luca Marenzio. Giovane donna sotto un verde lauro,
4th and 5th sections

is also confirmed by the comparison with
other cyclic madrigals by de Rore. In the
two-section sonnet madrigals we also see a
harmonic “gravitation,” such as in 4 /a dolce
ombra, and the harmonic “repulsion” —
for example, the secundal combinations of
the triads on the boundaries of the sections:
A — g in Quand’io son tutto volto in quella
parte and D — C in Or che’l ciel et la terra
e’l vento tace. Thereby, it
1s not implausible that the
repetition of the harmony
in all the boundaries of the

T
T

i  — T
| 7 7

form in 4 la dolce ombra

N>
[T
e

I v —
o i a—
T i

&

T T
I I L I
Cha ra-mi didia-man-tee d'or le chio - me.

ra T T

{5 ¢ Iy | 1
5 =
I

Repetition of the Conclusory Harmony.
This is the most neutral in the choice of means
and, in all likelihood, the most widespread
technique of establishing the connection
between the sections of the sestina madrigal.

At a first glance, there is nothing
remarkable in such a repetition. The modal
unity of the cycle presumes the possibility of
coincidence of the initial repercussion of the
mode (i.e., the entrance of the voices using
with effect the opening intervals and steps of
the tones) and the finalis chord*’ in most of the
sections and, consequently, at the boundaries
between the sections. And, nonetheless, it is
rare that a singular unity of the settings as in
de Rore’s sestina madrigal A la dolce ombra
de le belle frondi on Petrarch’s text, wherein
there is the “rearrangement” of the notes of
the finalis chord across of the finalis across the
boundary between all the adjacent sections
(I-1I, [O-I1, ..., V=VI). The impression
of the intended character of the technique

te-mo di___ can-giar__ priavol-to e chio - me,

is the result of musical
emulation of the repetition
of the rhymed word in the sestina.

An examination of Marenzio’s madrigal
Sola angioletta starsi in trecie a I’'ombra set
to poems by Jacopo Sannazaro shows that the
repetitions of the harmonies at the junction of
the sections may also take place in absolutely
different harmonic conditions. Almost all the
sections here are the “modulating” types: the
tonalities of their beginning and their ends do
not coincide. However, the harmonies at the
junctions of the sections do coincide, which
undoubtedly enhances both the effect and
the meaning of the same technique (the only
case which falls out of the general rule is the
beginning of the short seventh section, which,
similar to the seventh half-stanza in the sestina,
possesses the status of the supplementary
element of the form). Especially noteworthy
are the third and fifth sections, symmetrically
situated from each other, with the
secundal correlations of the harmonies
at the beginnings and the ends: d — C**

27 Kholopov Yu. N. O printsipakh kompozitsii starinnoi muzyki: stat'i i materialy [About the Principles
of Composition in Early Music: Articles and Materials]. Ed. and comp. by T. S. Kyuregyan. Moscow:

Moskovskaya konservatoriya, 2015. P. 239.

28 In the third section, as if emphasizing the non-arbitrary choice of its initial and conclusive harmonies,

limits all the inner cadences to the selfsame d/D and C.
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and G — 4. We shall bring in a scheme
in which the harmonic repetitions at the
junctions of the respective sections, from
the first to the fourth in the madrigal
Sola angioletta starsi in trecie a l’ombra

(Scheme 2).

section | section 2 section 3 section 4

G=l (65 =N [beo iy A1 [ =
Gl |6 =1 i ol |G
4 e [ [ =
b=l b= =1 |[b=— =1 |[b= =

|

Scheme 2. Harmonic Repetitions at the Confluences
of the Sections

The Transitions. The repetitions of the
harmonies in the “modulating” sections of
the sestina madrigal are in a certain way
transitions. But sometimes the unity of the
harmonies on both sides of the boundaries
is expressed to such a great degree, that it
i1s perceived particularly as a transition,
according to the principle which later
received the designation attacca, especially
if on the boundary between the respective
sections there occurs a brief modal deviation
— as if only to carry out a transition. Vivid
examples of such kind can be found in
Marenzio’s sestina madrigal Non fu mai
cervo set to a text by Jacopo Sannazaro

(Example No. 5). At the boundary between
the second and the third sections there is
an arraying of a sequential progression of
cadences, such as V-1 to C, d and F (the
composition is written in the key of F ionian
mode). The cadential progressions of the
bass functions are placed within frames.?’

Luca Marenzio.
Non fu mai cervo si veloce al corso,
2nd and 3rd sections

Example No. 5

[ 7
Grem ]

Se s'ac - que-tas - se la -
= |
SR
Se s'ac - que-tas - se l'a -

i m!zl;lﬁ‘

H—H—
Y Se s'ac - que-tas - se la -

0 L
it = |[G*e—odtoo
L

ni - gra_____piog - gia

=t

0 =
e
2 f 1 i

¥ Se s'ac - que-tas - se la -

Fie———

|
2 | ]

In another pair of sections of the same
madrigal the transition occurs with the
participation not only of harmonic, but
also melodic cadences. At the end of the
fourth section, the F finalis makes way
for a conclusive cadence reminding of a
Phrygian cadence: d — 4. At the same time,
the C-sharp in the tenor line of the final
chord is resolved as a leading tone into the
initial D of the following section by means
of the melodic of the tenor: d—c-sharp—
f~e—f~d (Example Ne 6). The connecting
melodic progression is notated inside the
frame.

# In the terminology of Grigoriy Lyzhov, who suggested the definition of “clausula” for each of the
four melodic progressions in the voices of a typical Renaissance cadences, these are “bass clausulas.” See:
Lyzhov G. I. Neobychainye priklyucheniya kadansa v chetyrekhgolosnykh motetakh Orlando di Lasso
[The Extraordinary Adventures of the Cadence in Orlando di Lasso’s Four-Voice Motets]. Problemy i metody
izucheniya starinnoi muzyki: sb. st. po materialam mezhdunar. konf. 4-5 dekabrya 2014 goda | The Issues and
Methods of Studies of Early Music: Compilation of Articles Based on Materials of the International Conference
on December 4-5, 2014]. St. Petersburg State N. A. Rimsky-Korsakov Conservatory. St. Petersburg:

Skifiya-print, 2019. P. 28.
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Example No. 6 Luca Marenzio. Non fu mai cervo siveloce alcorso, ~ at the end of the lines
fthandSthsections  are  constantly shifted:
P . . ot . rd “Taken with the repeated
% s fnj"si CZn-l:a-;io ven - to, ;n l‘si c‘on-t‘ra»rlio ven to,= ’ % : ‘l‘aIIi:ordalcor,I end-words) the Cadence
2 e |1 ; o
& £ P e | repetition patterns create
cor ra in si con-tra - rio ven - to. Tal . .
2 e P e T Frerey %—ro— ey an elaborate interweaving
b~ in si con-tra-rio ven . -‘ to, 2 i con»[tra- rio ven - to. Tal  hor dal Of COOrdinated Sounds,
= ; EEe T llrre— —ou) |feat—=— .
k »clor a, in si con-tra-rio ven - i - to.e - I Tal h‘or dal lcor J I Wlth eaCh rhyme Word
SE=s e pr e =+t |Z5—=—=—=—3  being heard to different
7777 n st con-tra -rio ven - o Cadences in regular
F d A d

In conclusion, as an additional argument
in favor of the expounded assumptions,
let us turn to the first example of a
sestina preserved as a poem written to a
corresponding melody — to Arnaut Daniel’s
Lo ferm voler qu’el cor m’intra. The melody
presents six lines of a couplet repeated in
six stanzas: any precise melodic repetitions
within the couplet are absent. Samuel N.
Rosenberg, Margaret Switten and Gerard
Le Vot detect an elaborate system, unusual
for the troubadours’ repertoire, consisting of
cadences grouped in pairs: lines 1-2, 3—4 and
5-6 conclude, respectively on the keys of g, f
and c. In the six couplets, the cadences remain
in their allotted places, while the keywords

sequence. Thus is created

a musico-poetic entity
of impeccable craftsmanship and density of
lyric expression.”

All the subsequent history of the
existence of the sestina, beginning with the
imitations of Dante and Petrarch, affirm
it as a purely poetic genre. And still, the
initial interconnection between the poetic
and the musical components testifies of
the certain predilection on the part of the
sestina to the participation of music in the
construction of its “fioritura” form. The
tendency demonstrated in the vocal lines
of Lo ferm voler qu’el cor m’intra received
a response in the sestina madrigals created
four centuries later, to which this present
article is devoted.
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Annomayusn. B hoxyce HAy4HOT0O HHTEpECca aBTOPOB — KOMIO3UTOPBI-(uitocodsl u punocodsl-
KOMIIO3UTOPBI KaK KIFOUYEBbIE (UTYyphl MY3BIKQIBHOM 3CTETHKH, PEaln3yeMON B MPOCTPAHCTBE
(dbenomenonoruu. M3yuenue nyxoBHOH Onorpaduu Takoro pojia TBOPIIOB MO3BOJISIET IPUOTH3UTHCS
K TMIOHMMAaHUIO MY3BIKA KaK ONBITY TPAHCLUEHAWPOBAHHUS, SBISIOMIETO COOON BBICIIYIO IIEHHOCTb.
HrHopupoBaH#e MOCIEIHETO B IMIPOLECCE OCBOCHUS MY3bIKAJIBHOTO UCKYCCTBA MPUBOAUT YEJIOBEKa
K «OJHOMEpPHOCTW», JIeNlasi €ro 3aBeAoMO ymepOHbIM. HampoTus, morpyxasch BO BHYTPEHHHI
MUp Kommo3uTopa-¢puinocoda wim Guinocopa-KOMIIO3UTOPA, PELMIUEHT, MO CYTH, HCCIEIyeT
DIyOUHBI COOCTBEHHOTO I, aKTyalm3upysl JUaJIOT TBOPLA U IEeHuTens. Kpurepuem nomummHHOCTH
TaKOrO JTMAJIOTa M BBICTYNAET TPAHCUCHIMPOBAHME, MOJI 3HAKOM KOTOPOTO MY3bIKa MPEACTAET B
KauecTBe Metaduiocodcekoro xanpa. OpnaneBas peaan3yeMon 3a CUET MY3BIKAIBHBIX CPEICTB
BBIPA3UTENILHOCTU TUAJIEKTUKOM OBITHS, YETIOBEK 00PETaeT €AMHCTBO CYIHOCTH M CYIIECTBOBAHUSI.
ABtopbl obpamatorcss K jauuHoctu Ilerpa Mnpnua YaiikoBCKOro, cuuTas IPaBOMEPHBIM
paccMaTpuBaTh €ro Kak KoMIo3uTopa-puiaocoda. BricTpamBas cucteMy apryMeHTalldH, OHHU
HaMpaBJIAIOT BHUMAHUE HAa KPYT YTCHHS BEJIMKOTO MY3BIKaHTA, €r0 KYJIBTYPHBIC MPEANOUYTECHHUS U
AHTHIIATUH, HA €T0 YYEHUKOB, OJIMHAKOBO MOJTHO MPOSBUBIINX ce0s B chepe PrirocoPpckoro 3HaHUS U
B 00J1aCTH MY3bIKaJIbHOTO UCKYCCTBA, HA MPOM3BEACHNUS, OTpa3uBIINe PriI0cOPCKUE UIeH MacTepa.
B 3axitouenue noq4€pKuBaeTCs, 4YTo U3y4eHUue TBOPUECKOTO HACIeIUsl KOMIIO3UTOPOB-(h1tocodoB
1 (prUI0co(POB-KOMIIO3UTOPOB MIOMOKET IPEOJI0IETh Pa3pblB MEX/Y JKU3HBIO U HCKYCCTBOM, KOTZIa
MY3bIKa, OCTaBasICh B CTOPOHE OT NMPOKMBAEMBIX UEIOBEKOM Oy/HEH, OKa3bIBaeTCsi HECTIOCOOHOU
BIOXHOBHTB €T0 Ha JyXOBHOE 00pcTBOBaHKE. B HTore €€ Muccus CBOAUTCS K YKpaIICHHIO ObITa, 4TO
C HeN30€)KHOCTHIO MMPUBOAUT K MPUMUTHUBHU3AIMH CAMOW MY3BIKH U OTPEOIISAIONIETO e€ NHIUBU/IA.
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Abstract. The focus of the authors’ scholarly interest is turned to composers-philosophers
and philosophers-composers as the crucial figures of musical aesthetics realized in the space of
phenomenology. The attention bestowed on such artists makes it possible to approach the understanding
of music as an endeavor of transcending, which forms by itself the highest value. Neglecting the
latter in the process of mastery of the art of music leads people to “one-dimensionality,” making
them admittedly on the decline. When immersing in the inner world of the composer-philosopher
or the philosopher-composer, the recipient, essentially, studies the depths of his or her own self,
actualizing the dialogue of the artist and the valuator. The criteria for the genuine character of such
a dialogue is formed particularly by the process of transcending, under the sign of which music
appears in the guise of a meta-philosophical genre. When mastering the dialectics of being realized
by musical means of expression, the human being acquires a unity of essence and existence. The
authors turn to the personality of Piotr Ilyich Tchaikovsky, considering it appropriate to examine
him as a composer-philosopher. Constructing a system of argumentation, they turn their attention
towards the great musician’s reading circle, his cultural preferences and antipathies, his students,
who manifested themselves in the sphere of philosophical knowledge and in the sphere of the art of
music, as well as the musical compositions which have reflected the master’s philosophical ideas.
In conclusion, it is emphasized that the study of the musical legacy of the composers-philosophers
and the philosophers-composers would help overcome the discontinuity between life and art, when
music, remaining aside from the everyday realities experienced by the human being, turn out to be
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incapable of inspiring him to spiritual wakefulness. As a result, its mission is narrowed down to
adornment of everyday life, which inevitably leads to the primitivization of music itself and of the
individuals consuming it. Turning to the experience of being of the composers-philosophers would
make it possible to overcome this vicious circle.

Keywords: composer-philosopher, philosopher-composer, musical aesthetics, phenomenology of
music, Piotr Ilyich Tchaikovsky
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a CETONHAIIHMM JIeHb, KOTJa BCE  CKHE, MpeaBapsrollre Kareropuu “mobpa”

Oonee JOMHHHPYIOT chopMmupo- © “31a”»%. Coaumapu3Upysch C MO3HIHMEH
BaHHBIEe 00mEecTBoM motpebnenus M. Makosenkoit u H. CenuBepcToBoid, moji-
«OTHOMEPHBIC)» JIIOJU, YCTAHABINBAS 00513a-  YEPKUBAIOLIUX, YTO aKTyaJIbHOCTh MpoOIe-
TEJIbHBIE /JIs1 BCEX «IIPaBUJIa UTPbD), MOMBIT- MBI KCOOTHOIICHHSI MY3bIKAJIHHOTO BOCIIPH-
Ka 33JlyMaThCsl O MECTE U POJIU MY3BIKH B CO-  SITHSI KAK CEMaHTUYECKOTO MTPOLIECCa U CBA3U
BPEMEHHOM COIIMyME MPUOOpPETAaeT CTaTyCc ATOro MpoIecca ¢ MHBIMHU IMPOIecCaMH Ha-
HACYIIHOM He0OX0aUMOCTH. Peub B JaHHOM  II€TO BHYTPEHHETO OIbITA... BBIBOJIUT HAC
cilydae He UAET O BBIPAOOTKE COBEPIICHHO K MHOM 00JacTH MY3BIKaJbHOW 3CTETHKH, a
HOBOTO MOJX0/1a B OIIEHKE 3HAYUMOCTU My- HMMEHHO K (PE€HOMEHOJIOTHMH MY3bIKaJIbHO-3-
3BIKAJIBHOTO MCKYCCTBA B )KU3HM 4YEJIOBEKA.  CTETHYECKOro ombiTa» [1, c. 10], BeIckaxem
Ha nam B3msi1, mepecMoTpa TpedyroT yeiao-  cliefyrolee MpeArnoioxkeHne. B manHoM
BHUsI, 00€CIICUNBAIONIIE ONTUMAIBHOE BXOXK-  KOHTEKCTE KITIOYEeBbIMH (purypamu, o0e-
JICHUE HBIHEIIHUX U OyIyIIHUX MOKOJIEHUN B CHEYMBAIOLIIMMU MPUOOLIEHUE K MUCKYCCTBY
MIPOCTPAHCTBO MY3bIKH, KOTOpask MpeACTaéT  3Bydallled peud, MOTYT CTarb KOMIIO3UTO-
Ha YPOBHE «MHOOBITHS YETIOBEYECKON caMO-  PBI-Priocodbl 1 HrnocopbI-KOMIO3UTOPEI.
CTH B COLIMOKYJIBTYpe».. JlaHHass ToYka 3peHHs] OmpeaeseTcs
C oToil TOYKHM 3peHUs MPUHIMNHAIBb- (AKTOM, COIIACHO KOTOPOMY, JIEMOHCTPH-
HBIM OKa3bIBA€TCSl BOIPOC O TOM, YTO AT  pys HAISIHOCTH Mpoliecca CMbICI000pa-
HaM B ATOM IUIaHE MY3bIKaJIbHas SCTETUKA.  30BaHMs, MY3bIKa MMO3BOJSET MPUOOIIUTHCS
Ero 3HaunmMocTh BUAWTCS OMNpaBAAaHHOW K peain3yeMOM MOCPEICTBOM CHUCTEMBI MY-
BBUJY TOTO, YTO «BCSKAasi HOBAas ACTETHUYE-  3BIKAJIbHBIX TpaMMaTHUK MbICIEAEATEIbHO-
CKasi peaJbHOCTh YTOYHSIET JJIsl YeloBeKka CTHU TBopua. [lockoibKy mocieaHuil oHO-

pEaTbHOCTh ATHYECKYI0, MO0 ICTeTHMKa —  BPEMEHHO SIBISIET co0oi oOpaser (unocoda,
MaTh 3TUKH; TOHATUS “XOpOIIO” W “INIO- €ro MHUPOBO33PEHUECKUE YCTAaHOBKH MO-
X0” — TOHSTHS TPEXJE BCEro ACTETHUYE- T'yT MOCIYXHUTh OMOPOW JJisi BCTYHAIOLIETO

' Cwm.: Cyxannesa B. K. My3bika kak mup uenoBeka (Ot umen BeeneHHoM — K GUiIocopuu My3bIKH).

Kues: ®axr, 2000. C. 56.
2 U36paunbie Mecta u3 Hobenesckoit peun Mocuda Bpomckoro.
URL: https://www.gazeta.ru/comments/2015/05/21 a 6696921.shtml (nara o6pamenwus: 05.09.2023).
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C HUM B JTUAJIOT UCIIOJIHUTEIIS UJIU CITyIIare-
JI1 M OKa3aTh TEM CAMbIM JCHCTBEHHYIO IO-
MOIIb B OBJIQJIEHUH OTIBITOM TPAHCLIEHIUPO-
BAaHUS KAK BBICHICH JYXOBHOW LIEHHOCTBIO.
[Tomumo sToro, mpuobIieHue K ¢puiaocod-
CKOM HMCTHMHE KOMIIO3UTOpa JacT HMITYJbC
K MOTPYEHUIO B «IOJBOJAHYIO YacTh aiic-
Oepra» (umeeTcss B BHJY «IPUHIUI a¥ic-
oepra» D. XemuHryssi, cM.: [2]), m0o3BOIISS
MO-HOBOMY YCJIBIIIATh €T0 XYJA0XKECTBEHHOE
Hacieaue.

[Tepedpazupys cnoBa A. JloceBa, koTo-
pBIl MIpU3HABAJCS, YTO «HAYMHAET TOHU-
MaThb ¢uiocoda TOIHKO TOT/a, KOT/ia 3HAET,
Kakasi My3bIKa €My COBPEMEHHA»®, CUNTAEM
MPaBOMEPHBIM  yTBEPXKAaTh: TMOHUMAaHHE
BOIUIOIIEHHONW B MY3BIKaJbHOM TBOPEHUU
MBICIIA KOMITIO3UTOPA HEJOCTIKUMO 0e3
MIpEACTaBICHUS O TOM, KOro u3 (uiocodon
OH CUWTAJI CBOUM COBPEMEHHUKOM. B sTOM
OTHOIICHUH OoraTeimmii MaTepuan mpen-
JaraloT UCCIIEIOBaHUs, MOCBSIIEHHBIE MY-

3BIKAJILHOMY TBOPUYECTBY TaKHX IPU3HAH-
HbIX (puocodos, kak A. Jloces*, B. Mibun®,
®. Hunme®, I1. Hatopn [3; 4] u ap., a Tak-
ke pabOThI, PACKPHIBAIONINE MY3BIKAIEHYIO
bunocoduo KOMIO3UTOPOB, MOTYUUBIIUX
MHUpPOBOE TpU3HAaHUE. B dYucie TakoBBIX
Ha3zoBéM nyoOnukanuu o ®. byszonu [5],
A. Tnazynose’, A. Ckpsoune®, C. Taneene’
u 1p. Ux TBOpUecTBO SBIsSIET COOOW OMBIT
JYXOBHOTO MOJICJTUPOBAHUS, B paMKax KO-
TOPOTO aHAIMTUYECKAsi CTOPOHA MY3bIKaJlb-
HOW opMbI oOecredrBaeT BO3MOXKHOCTh
MaTepUaIbHOrO MPOSBICHUS UHOOBITUHHON
chepsl, OMI03HABaEMOM Ha YPOBHE €€ — My-
3bIKAJIbHOM (HOPMBI — WHTOHAIIMOHHOMN CTO-
POHEI.

B kauecTBe mpuMepa OCTaHOBHMCS Ha
uMeHn Kommo3utopa-pmiocoda Ilerpa
Unpnua YaiikoBckoro. OCHOBaHHEM I
noJ00HOro Iara cTajo AUCCepTaluOH-
HOe wucclenoBanue A. AWHOWHAEp, mO-
CBAIMIEHHOE KPYTy UYTEHHUS KOMITO3HTOPA,

3 Jlocer A. ®@. ®unocodpus. Mudonorus. Kynsrypa. M.: Meicis, 1991. C. 212.

4 Tleryxoa-Jlesunkas M. U. ®unocodcekas kornenims My3siku A. @. JloceBa ¥ Tiearornka KCKyccTBa
// N3Bectust Tymbckoro rocymapcrBenHoro yaHuBepcurera. 2014. Ne 4 (1). C. 47-55; YanteikoBa T. B.
Ounocopus my3eikn A. @. JloceBa: OHTO-THOCEOIIOTHYECKHUE OCHOBBI: JHC. ... KaH[. (huioc. Hayk: 09.00.01.

M., 1998. 138 c.

5

2010. T. 2. C. 96.

6

Kozeipes A. I1. Mnpua Bragumup Huxomaeswu // HoBas dmnocodcekas sanuxmoneaws. M.: MpIicb,

ApkanseB M. A. Tparenus Hurmre u My3bIKambHBIN W01 KOMMEHTApUH K My3BIKE B TIpobieme //

[Tymxkuna. 2010. Ne 3. C. 94-97; T'o 1llaoun. ®punpux Hurrme: dunocod n kommozurop // My3bIkambHas
KyJIETypa Tja3aM{d MOJIOABIX YUY€HBIX: COOpPHHMK HaydIHBIX TpymoB / ped.-cocT. H. Bepba, maydn. penm.

P. llutukosa. CI16.: Actepuon, 2022. C. 84-88.

7 Yymaxuna T. U. ITaumopanuctuueckue uaen ¢uinocodcekoir konmenuuu A. K. I'maszynosa //
Mesx1yHapOaHbIN HayqHO-HCcaenoBarenbekuii KypHait. 2016. Ne 6—4. C. 103—-105.

DOI: 10.18454/irj.2016.48089

8 Amnpenesa B. A. IIpo6nema Bpemenu B punocoduu A. H. Ckpsouna // icropuueckue, GHIocoPCKue,
TMOJIMTUYCCKUEC U FOPUANYCCKUE HAYKU, KYJIBTYPOJIOTUA U HCKYCCTBOBCICHUC. BOHpOCBI TCOPUU U IMTPAKTUKH.

2013. Ne 4, 4. 3. C. 13-17.

9

O ¢pmnocoduu mro6Bu C. W. TaneeBa v MpeTOMIICHAN KOCMIYECKON MOACIA MUPA B HHIUBUIYATHHOM

co3HaHWM Kommosutopa mumeT [. Y. AmmaoBa. Cm.: Amuuosa I. V. Mogenr Mupa B TBOpUECTBE
C. U. Taneesa: nuc. ... kaua. ¢puioc. Hayk: 09.00.01. Kpacnosipck, 1998. 160 c.; Kpsinosa B. /1. JlyxoBHEIi
nyTs C. U. Taneesa // Bectuuk [IpaBocnaHOoTo CBATO-THXOHOBCKOTO TYMaHUTAPHOTO YHHUBEPCUTETA.
Cepus 5: My3bIKalbHOE UCKYCCTBO XprucTtranckoro mupa. 2008. Ne 2 (3). C. 101-112.
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a TaK)Ke HayIHBIC MITYIUH MPEACTABUTEICH
POCCUNCKONW TYMaHUTAPUCTHUKHU, B LIEHTPE
KOTOPBIX HAaxOASTCS JyXOBHBIE HCKaHHS
JI. Toncroro u IlI. YaiikoBckoro''. B nan-
HOM KOHTEKCTE OINpeaeiaEHHbIII HHTEpec
BbI3bIBaeT U padora O. JleBsITOBOH, U3yya-
omei  KyapTyppuiaocodckre BO33pEeHUS
KOMIIO3UTOpA CKBO3b npusmy «Mcmosenn»
JI. Tonctoro''.

[TonuepkHéM, uTO OOO3HAYEHHBIN pa-
KypC HCCIeIOBaHHS ObLI TaKkXe anpoou-
poBaH poccuiickuMm ¢umocopom, TpUHAI-
JeKAIUM K TuIesiie Y9€HbIX MOCKOBCKOTO
rocynapcTBeHHoro yHuBepcutera, A. Ko-
3bIpeBbIM. B koHIle MapTa 2019 roxa B Mo-
ckBe Ha TeopeTHueckoM ceMUHApe CEKTO-
pa ¢unocodpckux mnpobdiem Poccuiickoit
aKaJIeMUU HayK Halll COBPEMEHHHK MPOYEN
nekmuio «I1. W. YaitkoBckuit u ¢uioco-
¢wi»'2. Toraa Ha BOMPOC OJHOTO M3 y4acT-
HUKOB CEMHHapa, HACKOJIbKO OJIM30CTh

YaiikoBckoro (puinocodckoMy MBIILICHUIO
OTBEYAeT ero (KOMIO3uTOpa) CyOBhEeKTHB-
HOMY CBOMCTBY WJIM e OJM30CTH MY3BIKH
u ¢unocodpuun, A. Ko3plpeB OTBETHII cle-
nyromuM obpasoMm: «He Bce My3BIKaHTHI
HENPEMEHHO MHTEpECyroTcs (uiocoduei,
OJTHAKO €CJIA TaKOE€ IMPOUCXOIUT, TO, Oe3yc-
JIOBHO, 3TO 3HAaK FOPU30HTA TBOpLA MU €ro
Kpyrozopa»'?.

OpnHako, MO HalleMy MHEHUWIO, BEPHBIN
OTBET OIPENIENIAETCS HE3PUMOMN CBSI3bIO CyOb-
eKTHUBHOTO CBOMCTBA Xy/I0’KHUKA U OJIM30CTH
My3blkd U ¢uiocopuu. JleicTBUTENBHO,
MOYHO JIU COMHEBAThCsI B TOM, 4TO YalKoB-
CKUM, OyIydu H3BECTHBIM CHM(OHHUCTOM,
HE MOT He o0naaarh (PUI0COPCKUM MBILI-
JIEHUEM, YUYUTHIBasA, 4TO KaHP CUM(POHUU
NpeACTaBisieT Cco00M «My3bIKaIbHO-(PU-
nocodckyro GopMy OTpaKeHHST MUPO3/a-
HUsD»' Y. AHAOTHYHBIM 00pa3oM He MOABEp-
raeTcss COMHEHHUIO MU TO OOCTOATENIHCTBO,

10 Aia6unnep A. I'. JIuunag 6uonuoreka I1. Y. YaliKOBCKOTO KaK MCTOYHUK M3YYEHUS €TI0 TBOPUYECKOM
Y

ouorpadun: aBroped. auc. ... Kauma. uckyccropenenus: 17.00.02. M., 2010. 25 c.; Ona xe. I1. W. YaitkoBckuit
— yytarens JI. H. Toacroro // JI. H. Toncroit u cynsObl coBpeMeHHOM uBunm3anuu. Tyma, 2003, Y. 1.
C. 238-252; bnok M. C. Heusnanusie mometsl 11. M. YallkoBCKOTO Ha MyOIMIICTHYECKOM MPOU3BEACHUN
JI. H. Toncroro // SIcHONOMSIHCKUN COOPHHUK: JINTEPATypHO-KPUTHUECKUE CTAThH U MaTepHalbl O KU3HU U
tBopuectBe JI. H. Toncroro / penxoin. C. BpeiitOypr u mp. Tyna: Ku. uzn-o, 1955. C. 214-225; Baiiaman I1. E.
YaiikoBckuii u ToscToil: emé pa3 o BCTpede ABYX XyAOKHHUKOB // TOJNCTOH — 3TO LEJbId MUp: CTaThbU U
nccnenopanus. M.: [lamkoB mom, 2004. C. 144-167; bynsxoBckuii A. O TBOpYECTBE W MY3bIKAJIBbHO-
acTeTndyeckux Bo33penusx Yaiikosckoro. CII6.: KynsrhudopmIIpecc, 2008. 351 c. u ap.

' ewsirora O. JI. «McnoBeas» JI. H. Toscroro u kynerypdunocodekne Bo33penus I1. 1. Yaiikosckoro //
UzBectust Ypanbckoro ¢penepanpaoro yauBepcutera. Cepust 1: [Ipobnembl 00pa3oBaHusi, HAYKH U KYJIBTYPBI.
2017.T. 23, Ne 2. C. 119-129.

12 Cm.: Koseipe A. II. TI. . YaiikoBckuit u dunocodsl: mokmaz. 18-e 3acemaHne TEOPETHUECKOTO
cemuHapa «Punocodckue mpobiemMsl TBOpUecTBa», 28 Mapra 2019 roza.

URL.: https://www.youtube.com/watch?v=20mCSO4refY (mara obpamenus: 05.09.2023). Crycts roxa B Jlome
AHTUKBAapHOH KHUTH Ha HuKnWTCKOM B pamkax yiektopust MockoBckoro qomMa AHHBI AXMaroBoOil MpeaMeToM
pasroBopa A. KossipeBa u rocreii crana tema «Cumponmnst xu3un: Yalkosckuid u pumocodsr»y. URL:

https://muzeemania.ru/2020/05/07/kozyrev-chajkovskij/?ysclid=Inhvjcpvlc4 70876844 (mara ooparmenus 05.09.2023).

13 Kossipes A. I1. TI. U. YaiikoBckuii 1 GHUIOCOMHL. ..

4 IlImakoBa O. B. OOpa3HO-XyIO)KECTBEHHBIN aCIEKT aHalM3a 3amajHoeBporeiickoil cumdonuu //
JlabopaTopust My3BIKaJIBHOTO CoOAepX aHUS BonrorpaJckoro roc. MHCTUTYTa HCKYCCTB M KyasTypbl. URL:
http://muzsoderjanie.ru/component/content/article/6-nauchnie-publicacii/102-2011-04-05-15-23-25 . html
(mara obpamenws: 05.09.2023).
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YTO COHATHOE AJUIErPO HEIOCTYNHO T'€HUIO
KOMIIO3UTOpPa, HE CIOCOOHOTO MOCTUYh
€ro JUaJeKTUYECKylo cyIHOocTh. Kak nu-
mer [. ProiOuHueBa, «...NMPOU3BEICHHE
UCKYCCTBAa €CTh OBEIIECTBIEHHAS OHTO-
JIOTUSI, KOHLEHTPUPOBAHHOE BOIUIOIICHHE
OCHOBOIIOJIAraloIIMX MPUHIHUIOB MHPO-
YCTpONCTBA, TOYHEE, T€X MPEICTaBICHUI O
MUpE, KOTOpbIE MPeodaaaoT B 00IIEeCTBEH-
HOM CO3HAaHMM Ha KOHKPETHOM 3Tare €ro
ucropun»'®. U nanee: «...B chepe My3bIKH,
IJI€ KOHKpPETHKa CBEJEHA K MUHUMYMY...
MHPOBO33PEHUYECKUE HJIEU BBICTYMAIOT Ha
MIEPBBIH MIaH» ',

Hymaercs, 000CHOBaHHWEM OTCTauBa-
€MOM HaMM TOYKH 3PEHUSI CIYXKHUT U TOT
(dakT, 4TO0 B NMYHOU OuOIMoTeKe YaiKoB-
CKOTO HaXOJIWJIOCh OKOJIO JIBYX JAECSTKOB
KHUT (uiocodckoro xapakrepa Ha pyc-
CKOM M (ppaHIly3CKOM si3bIKax. B ux uucre
— HE TONbKO PaboThl Takux ¢uiaocodos,
kak U. Kant, K.-XX. Pycco, Bi. ConoBsés,
b. Cnunoza, A. Illonenraysp, b. Yuuepun
U JIp., HO ¥ KHHUTU O ¢umnocodax. . [lna-
Tek 1 M. Paky B «OHuuxinoneauu II€rp
Wnbpnu YaiikoBckuitn!” yrmomuHawoT pado-
o1 Oyme ne Kapes («Jleitbnun, exapt u
Cnunoza»), Kana-®enukca Hypuccona
(«CnuHO3a U COBPEMEHHBIN HATypau3M»)
u Pene Bopmca («HpaBoyuenne CrinHO3BI:
HccnenoBanue ero MpUHLIMIOB U €r0 BIIU-
sHUe B Hamie Bpemsi»)'®. [IpumedaresnbHo,

YTO U B ONMM>KHUNA Kpyr YallKOBCKOTO BXO/IU-
JU oy, HeOespasnuuHble K Gumocodumn,
a Opar xommosutopa Moaect Unbpnu Yaii-
KOBCKUH BBICTYIUJI MEPEBOAYMKOM padboT
Kyno ®umepa (1824-1907) — Hemenkoro
¢unocoda, anonorera I'erens. Yuenuk Yaii-
KOBCKOT'O, 3aHMMAIOIIUNCA Y Ma3CTPO KOM-
no3unuern — peub uaer o C. TaneeBe, —
B CBOE BpEMsI ClIeJ1all KOHCIIEKT IIEPBOU KHHU-
ru «ITukm» CIUHO3HI.

[Ipuuém m3BECTHO, YTO cTapiIuii Opar
Cepress HMBanoBuua TaneeBa Bruamumup
NBanouu (1840-1921) momumo 3aHsATHIA
IOpUCHIPYIEHIIMEN MpOPeCcCHOHAIBHO 3a-
Humaics Qumocodueit. CBeneHus o €ro
B3IJISAZaX COMEPIKATCS B PsIJIC MyOTMKaIMi'®.
besycnoBHo, u3yuenue tpynoB B. Taneera
ObuT0 OBl HEOECTONIE3HBIM C TOYKU 3PEHUS
JyXOBHBIX KOHTAKTOB OpaTbeB, OJHAKO U
CEroJiHs, CIyCTs 4yTh OoJiee CTa JIET CO JHS
cmepty Brnagumupa MBanoBHua, «1monpo6-
Hasi U JIOCTOBEpHash» Ouorpadus «opuru-
HAJILHOTO MBICITUTENS U pustocoda...»* ot-
CYTCTBYET.

[pyroi yuenuk, 3anumMaBmmiics y Yau-
KOBCKOTO IO TapMOHHMHU U 00s3aTeNIbHOMN
uHCTpyMeHToBKke, — Padasns pon Kebep
(1848-1923) — Taxke ocrtaBmi1 0O cebe
naMsTh IMOTOMKaM B oOmactu Qurocod-
CKOTO 3HAHHUS, TOMUMO MY3BIKaJIbHOTO HC-
nojgHuTenbeTBa. OOyyasch OJHOBPEMEHHO
B CTeHaX MOCKOBCKON KOHCEpPBAaTOpUU H

15 Ppibunnesa I. B. ®unocodcekue acnektsl My3biko3Hanus // KyasrypHas sxu3np FOra Poccun. 2017.

Ne 4. C. 15.
16 Tam xe. C. 16.

17 Cm.: Durmkoneust «I1€rp Wineiy Yaiikosekuiiy. URL: https://tchaikovsky.sias.ru/ (nara oOpareHus:

05.09.2023).

18 Cwm.: Inarek f1. M., Paky M. I'. Criuro3a benenukr // Duiuknonenus «I1érp Mnbuy YalKoBCKHiD».
URL.: https://tchaikovsky.sias.ru/articles/people/writers/spinoza/ (nara oopamenus: 05.09.2023).

1 Tlkypunos I1. C. TaneeB Biagumup MBaHoBuu // ®uiocodcekast SHIMKIONEANUSA: B 5 T. / MOA pel.
®. Koncrantunosa. M., 1970. T. 5. C. 181; On xe. ®unocodckue B3nsaasr B. U. Taneera. M.: Uzn-Bo

MockoBckoro yH-Ta, 1962. 131 c.

2 TTonosa M. I1. Y mouck amures nensiii Bek... Bnagumup: Husa, 2002. 177 c.
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MockoBckoro ynuBepcurera, punocoPpckuit
dakynpreT KoTOporo Kébep ycnemno okoH-
4, JadbHEeWIue 3aHatus Quiocopuei
OH TIPOAOJKUI MOCJIE OTHE3/1A 3a TPAHULLY.
B I'epmaHnu ero HacTaBHUKamMu BBICTYNH-
mn Kyno ®umep u Onyapn ¢on [aprman.
B urore KébGep mosyuus AOIKHOCTH MpPO-
beccopa TokUHCKOTO UMIIEPATOPCKOTO YHU-
BepcuteTra. IMEHHO OH 3aJI0KUJI B CTPaHE
Bocxopsiiero cosHiia OCHOBbI HAaIlMOHAJIb-
HOH ¢unocodpuu (B eBpornerckoM e€ oHH-
MaHUM) U SIMOHCKOW MUAHUCTUYECKOM IIKO-
nbl. KEOep u3BecTeH U Kak aBTOp yueOHUKa
1o uctopuu punocopun?'.

Hakxonen, Ha30BEM emié OJHO UM
— Amnrtona IlaBmoBuua YexoBa, 0 KOTO-
pom C. bynrakoB Hekoraa BCIOMUHAJ Kak
0 «mucarene HamOombiero ¢Guaocodcko-
ro 3HadeHus» nocie . JloctoeBckoro u
JI. Tonctoro*. U ceronus YexoB npeactaér
«MBICIUTENIEM U JIUTEPATOPOM 3SK3UCTEH-
[IUAJIBHOTO THUIMA, U B 9TOM Kauye€CTBE OH
IPUHAJICKUT COBPEMEHHON Ppuinocodckoit
MbIcIn»?. VI3BECTHO, YTO €ro OTHOIIEHUS
¢ YallkoBCKMM OBLIM OTMEUEHBI B3AUMHOMU
cUMIaTuen u cepaedyHocTreio. bonee toro,
kak Yexosa J[. Cstononk-Mupckuii 6e3-
OTrOBOpPOYHO cTaBwiI B onuH psf ¢ JI. Tou-

cTeIM?*, Tak 1 caM YexoB orBoamI YalKoB-
ckoMy mecto nomiie ToncToro, mpu3HaBas
PaBHOBEJIMKOCTh MacmTaba o0eux JH4-
HOCTeM. 3HaMEHAaTeJIbHO, YTO M JISI KOM-
no3utopa, u Jis nucarens ¢uiaocodckas
HUCTHHA ONpeAensjaach MNPUHUIUMHATIbHBIM
BHUMaHHEM K BHYTPEHHEMY JIyXOBHOMY
MHUPY delloBeKa®.

XapakTepHo, 4TO, IOMHUMO TBOpPYECTBA
YexoBa, nureparypHble uHTepechl Yankos-
CKOTO ONpEeNessyid MO3Thl, OTIMYAOIINE-
cs puocoekum cknaaom yma. M3 mpen-
CTAaBUTEJIEW PYyCCKOM MO33MU U IPO3BI ITO
B. Onoesckuii?, ®. Trotues, A. Det ?7. U3
3apyOexHbIx aBTopoB — Jlante u ['érte,
baitpon 1 Munsron. MHTepecHo u oOpart-
HOE BiIMsHMUE. B nccnenoBanuu, MoCBsIIEH-
HOM «(HWJIOJIOTHYECKUM Pa3MBIIILICHUSIM)
YaiikoBckoro, A. KimmMoBHUIIKHIT KOHCTaTH-
pyer: «XyIoXXeCTBEHHbIE Ui YalKOBCKO-
ro oOHapyxuBatoTcs y benoro kak ‘“xoH-
HEMIUK~ MY3bIKAIBHOTO MBIIUICHUS: €Tro
cum@poHnuu, croumsl — HE MPOCTO HA3BAHUS
U TI0/3aTrOJIOBKH, a CHEIUPUIESCKUE IHCAH-
posvie [kypcuB aBropa. — I L1, I1I. M.]
o6o3HaueHus»*®, Takke HeJIb3s1 HE IPU3HATH,
YTO MMEHHO B PaboTe, MOCBSIMIEHHOW WH-
cTpyMeHTanbHOM My3bIke 11. YaitkoBckoro,

2! Topopyxuna M. A. K&bep-cancait u yuurens YaiikoBckuii / BecTHuK My3bikaiabHOW Hayku. 2015.

Ne 4. C. 14-21.

22 bynrakoB C. H. YexoB kak Mbiciutens // Bynrakos C. H. Counnenus: B 2 . M.: Hayka, 1993. T. 2.

C. 136.

# TpesuosaE. C. K Bompocy o «hunocodckoii cyapoe» tBopuectsa A. I1. Uexosa // BecTHrK MOCKOBCKOTO

yuuBepcuteta. Cepust 7: @unocodus. 2010. Ne 5. C. 5.

#* Tlompobuee cm.: Cesirononk-Mupckuit JI. I1. Mctopust pycckoit JuTeparypbl ¢ APEBHEHIINX BpeMEH
no 1925 rox / mep. ¢ aurn. P. 3epHoBoii. 2-¢ uzn. HoBocnbupcek: Uzn-Bo « CBUHBWH U CHIHOBBsI», 2006. 872 c.

» Tpepuosa E. C. Ykas. cou. C. 6.

2 Kuszp B, Omoeckuit (1804—1869) — ochoBarens Obmiecta mobomyapos. 1820 rog — Bpemst

co3zanus neproro Gpunocodckoro odmecTra B Poccuu.

27 Pycckuii Hemen A. @et (1820-1892) BricTymun nepeBoaurkom kuuru [llonenrayspa «Mup kak BoJist

" IpEACTABJICHUC).

2 Knumosuukuit A. U. TIérp Unbnu YalKoBCKHIA: KyJIBTYpHBIC HPEIYyBCTBHS, KyJIbTypHas MaMsTh,
KynsTypHbIe B3aumoneictus. CIIO.: [lerpononuc, 2015. C. 377.
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coBeTckuil yu€Hblii b. AcadneB BrepBbie
WCIIONB3YET TOHATHE «MY3bIKAJIbBHO-TBOP-
yeckoe beitnen?.

O0cTOATENBCTBO, UTO 3HAKOMCTBO C KHHU-
roii b. Unuepuna «Hayka u penurusy» Yau-
KOBCKUW ONpEesieT Kak OnbIT Guiocod-
CTBOBaHUA, 3BYYUT B YHHUCOH C OIIBITOM
aHTUYHBIX (uI0co(doB, B KOTOPOM 3akja-
JBIBAJIMCh OCHOBBI PEJIMTHO3HOIO MUPOBO3-
3penus. He ciydaliHO, KaK CBHIETEIbCTBY-
eT nporouepeii A. MeHb, BbICKa3bIBa€MbIC
AHTUYHBIMU MyApeliaMu HAEd BO MHOTOM
CHOCOOCTBOBAJIM MOJITOTOBKE YEIOBEYECTBA
K MPUHATUIO ONarodl BECTH W B IIEJIOM —
EBanrenus™.

B oTHOmEHWHM AaHTUYHOW KYJIBTYpPBI
YaitkoBckmii ObLT UeTOBEKOM BechbMa oOpa-
30BaHHBIM, 3TO C OYEBHJIHOCTBIO IIPOCMa-
TPUBAETCs B MEpENUCKe KomIozuropa ¢ Be-
nukuM KHs13eM KoncrantnHoM PomaHOBBIM,
®eTomM, MaiiKOBBIM.

AprymMmeHTanuen Toro, 4ro YankoBCKH
C IMOJIHBIM MPaBOM MOXKET OBITh IPUUUCIICH
K KOMMo3uTOpam-puiiocodam, MOTYT CTaTh
Y €70 MBICJIM, KOTOPBIMH OH JCJIWIICA B ITHCh-
Max JJMO0 OCTAaBIISIT HA MOJISAX MPOYUTAHHBIX
KHUT. B yacTHOCTH, Ha cTpaHULAaxX « DTUKU
CrHO3HI, T71e Prtocod paccykaaer o ToM,
4yTO JIIOAM oOpamaiorcs kK uaee bora kak
K yOeXHIIly CBOEro He3HaHUs, pykoil Yaii-
KOBCKOT'O HAaIlMUCaHO: «IepeunTarby. M3yuas

A. Hlonenrayspa (umeercsi B BUJy KHUTA
«Mup kxak BoJIsI U TIpelcTaBieHue»), Yai-
KOBCKHI1 OTBEpraeT caMy BO3MOXKHOCTb HE
BUJIETh B YEJIOBEKE HUUYETO, KPOME MHCTHUH-
KTa, OTKa3bIBasi Takou puimocoPuu B MOJb-
3e. Hanporus, Bin. ConoBbEB IJIIEHUI KOM-
MO3UTOpPA CBOMM TAJAHTOM M OCTPOYMHEM,
OCYIIECTBIISAS KPUTUKY TTO3UTHUBU3MA, Ha3bI-
BaloIero MeTau3uKy BEIMBICIIOM. B ogHOM
U3 nuceM K Opary AHaronuio YalKOBCKHIA
npusHaércs, yto «Mcnosenp» K.-K. Pyc-
co’! mo3BonMia €My YBHIETH CO CTOPOHBI
HEKOTOpBIE COOCTBEHHBIC CIT1a00CTH 2.
OueBuJHO, UTO YNOMHHAHHUE B Iepe-
NUCKe ¢ OJMM3KUMHU JIFONbMH UMEH (uiio-
codoB, Punocopckux TeUEeHUM, HA3BAHUM
KHUT (UIOCOPCKOTO XapakTepa BbIIAET
B KOMIIO3UTOpE HE NPOCTO JAWJIETaHTa-
mobuTtens. Peub un€t o uenoBeke, KOTOPHIM
MBITAETCS HAUTH OCHOBAaHUS JJIsl YyCTOWYH-
BOCTH COOCTBEHHOW ImuHOCcTH. MMeercs
B BUJY XapaktepHas juisi Poccum BTOpOM
nosioBuHbl XIX Beka cuTyaius, B paMKax
KOTOpOM YalKOBCKUI, paBHO KaK U MHOTHE
MPEJICTABUTEIN POCCHUUCKON WHTEIUIUTE€H-
L[UH, CTOSUT Niepes] HeOOXOAUMOCTBIO TIO3HATh
CMBICII COOCTBEHHOTO cymiecTBoBaHusA. OH
BU/JIEJ TPAaru3M CBOETO MOKOJIEHUS B HETpe-
CTAHHOM ITOMCKE COMHEBAIOUIETOCs XyHI0XK-
HUKA, CKJIOHHOTO K CKENTHUIU3MY U MbITa-
fomerocss o0pecTH MHUPOBO33PEHUECKHE

¥ Acadwes b. B. UnctpymenTanbHoe TBopuecTBo YaiikoBckoro // Acadpe b. B. O my3bike UaiikoBCKOTO.

JI.: My3sika, 1972. C. 238.

3 Menb A. B mouckax ITytu, Uctunsl u XKusuu. T. 4: JTnonuc, Jloroc, Cyapba: ['pedeckast penurus u
¢unocodust OT 310X KoMOHM3aMK 10 AsiekcaHapa. M.: I'ymMaHuTapHO-0naroTBOpUTENbHBIA (HOHI UMEHU

Anexkcanapa Mens, 2009. C. 6.

31 3amerum, uto XK.-XK. Pycco 6611 He ToNTbKO hrstocodom, Ho U kommosutopoM. Ero onepa «JlepeBeHckuit
KOJITyH», HanrcaHHas Bo BTopoii nojoBuHe X VIII Beka, paccMaTpuBaeTcsi HCTOPUKaMHU MY3BbIKH B KaUeCTBE
HayaJbHON TOYKH OTCUETA (PPaHITy3CKOM KOMUUECKOH OMEpHI.

32 Koseipes A. I1. I1. W. YaiikoBckuii # Guocodsi. ..
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OCHOBBI TO B OJHOU «dunocodckoit Teo-
pHH», TO B IPYroi.

[ToTomy BIoJIHE 3aKOHOMEPHBIM OKa3bl-
BAa€TCA M TO, YTO MHTCHCUBHOCTbH 3aHSITUU
dbunocodueit HabmomaeTcs y YaiikoBCKOTO
B caMbl€ TPyJHbIE 7151 HeTO rofAsbl. [1o mbic-
an A. Ko3bIpeBa, K TAKOBBIM MOXHO OTHE-
ctu: 1) Bpems ¢puinocodckoro neccumusma
KOMIIO3UTOpPA, BBI3BAHHOTO HEYJAuYHbIM
OpakoM, KOTOPBIN 3aKOHYUJICS OETCTBOM OT
KEHBI, YTO coBnayio ¢ ureHueMm lllonenra-
yapa; 2) KoHel Xu3Hu YailkoBCKOro, oT-
MEUEHHBbI co3nanuem omnep «HMomanTay,
«IInxoBas mamaw, Ilstoit m IllecToit cum-
boHui.

C nauOonpluell MOJTHOTOW O JAYXOBHBIX
MeTaHUusIX YalKOBCKOTO CBUIETEIBCTBY-
€T ero ImpucTajbHOE BHUMaHUE K pabdoTam
JI. Toncroro «McnoBeap» u «B 4ém mos
Bepa?». O6 aBtope «McnoBenu» Yailkos-
CKHM BbICKa3ayicsa Tak: «Tomctoul — rpo-
MaJHbIl U B BBICIICH CTEIIEHU CUMIATHY-
HeI MHE TajgaHT»*. O HaJU4YMH TOYEK
CONIPUKOCHOBEHUSI MEXJYy MHUcareleM u
KOMIIO3UTOPOM B cdepe AyXOBHOU KU3HU
CBUJIETENIbCTBYET CJEAYIOMHI ¢dparMeHT
nucbMa YaWKOBCKOIO, aJIpeCcOBAaHHOIO
H. ¢on Mexkk: «YUurtanu nmu Bel, goporoit
apyr, “UcmoBe ap”’ rpada JIkea Ton-
ctoro...? OHa npousBesia Ha MeHs TeM 0o-
Jiee CUJIbHOE BIIEUATIICHUE, YTO MYKH COYH-
HEHUS U TPAarnyecKoro HeI0yMEHUs, YEPe3
KoTOopeie mpomien ToICTOM, W KOTOPBIE
OH TaK YIMBUTEIBHO XOPOIIO BBICKA3aJl
B “UcmoBeaqun’, u MHC U3BECTHEHI.

HoywmeHs mpocBeTHneHUE Opu-
IO ropasfo passiie, yem y Toicroro,
BEPOSITHO MOTOMY, UTO T'OJIOBA MOS MPOLIE
YCTpPO€HA, YEM y HEro, U ell€ MOCTOSHHOU
NOTpeOHOCTH B TPy 1 € s 00s13aH TEM, UTO
cTpagan u My4duwics meHee Toiscroro [pas-
psinka apropa. — I 1., III. M.]»%.

[ToguepkHEM, uTO B ynCiIe 0A30BBIX MU-
POBO33pPEHUYECKUX YCTAHOBOK 0OOUX TeHU-
€B, BBIpA0OTaHHBIX B MIPOIIECCE HETPECTAaH-
HOTO JYXOBHOIO HampsbkeHus, JleBsiToBa
Ha3bIBAET TAaKHE KOHLENTHI, KAK CBET BEPHI,
1eJb U CMBICH JKU3HHU, CMEPTh U OeccMmep-
tue®,

3acmyXMBaeT BHUMAaHHS M TOT (akKT,
yT0 YaillkoBCKUU OB MOAMUCAH Ha XYyp-
Han «[IpaBociaBHOEe 0003peHUE», U3yyal
kaury J. Penana «Xwusnp HUucyca» u np.
Bropsa rymanusmy Cnumuossel u Toscroro,
KOTOpPbIE HE paszinyaroT 3JIbIX U JA00pbIX,
YalikoBckui numer: «llo xpaitnen mepe
OyZeM CHHCXOJUTEIbHBI K TEM, KOTOPBIE
B CJIENOTE CBOEH JIIOOAT 3 J1 O IO BPOXK-
JNEHHOMY HHCTUHKTY. BUHOBarbl 11 OHHM
B TOM, YTO CYIIECTBYIOT TOJIBKO JJIsl OTTEH-
Ka Jroeit u3opanubix? Mimeem nu Mbl mpa-
BO OTBEYaTh MM 3JI0M Ha 3107 Hert, MbI Mo-
KEM TOJIbKO MOBTOPSTH BMECTE C XPUCTOM:
“T'ocriogu! IIpocTtu um, HEe BemaroT 60, YTO
TBOPAT!”"»?’.

Pazmpimsass o xpuctuanctse, Yanlkos-
CKMI MeuTaTesbHO Bockinuai: «O, eciau 6
JIOIA MOTJIA OBITH XPUCTHAHAMU He MOJlb-
KO no ¢gpopme, a u no cywHocmu [KypcuB
Ham. — /1. I1l., IIl. M.], ecnu 6 Bce ObLIH

33 TI. . YaiikoBckuit — H. ®. ¢hon Mekk: mepemnucka: B 4 T. / cOCT., pea., kommenrt. I1. E. Baiiaman.

Yensounck: MPI, 2007. T. 1. C. 110.
3 IIur. mo: Hessrosa O. JI. Vkas. cou. C. 119.

3% T1. W. YaiikoBCcKHii 00 HCKycCTBE: N30p. parMeHTh MMCEM, 3aMETOK, cTaTel / BCTyIl. cT. M. bondenba.

Nxesck: Yamyprus, 1989. C. 175-176.
3¢ emsiroBa O. JI. Ykas. cou. C. 127-128.

37 T1. U. YaiikoBckuii — H. @. pon Mekk: nepemncka... C. 183.
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MPOHUKHYTHI TEMHU TMPOCTHIMU HCTHUHA-
MU XPHUCTHAHCKON MOpajau, B KOTOPBIX 3a-
KITIOYaeTCsl Bes mpasza xxu3Hu!»*® U 3atem
C TOPEYbI0 KOHCTAaTUPOBAIL: «YBBI, TOTO HU-
Korja He OyaeT, 0o Torma HaCTYMHIIO OBl
[[apCTBO BEYHOTO M COBEPIICHHOTO 100pa,
a Mbl IO CaMOM OpPraHHU3alMU CBOEH CyIle-
CTBAa HECOBEPUICHHBIE, 1JIsI KOTOPBIX MTOHHU-
MaHue A00pa BO3MOXHO B CMBICJIE M3HAH-
KM 3J71a... MBI KaKk Obl CIEeHUaIbHO JJISl TOTO
TOJIBKO U CO3/1aHbl, YTOOBI BEYHO OOPOTH-
Csl CO 3JI0M, MCKaTh MJI€aJioB, 1OOUBATHCA
BEYHO MpaB/bl, HO HUKOIJIa HE TOCTUTATh
uean»’’.

HakoHen, OKOHYaTeIbHBIM JIOBOJAOM,
o0OecrieunBarOMM BO3MOXKHOCTh paccma-
TpuBaTh YallKOBCKOTO B KaU€CTBE KOMIIO3U-
Topa-punocoda, CIyKUT U TO OOCTOATEIb-
CTBO, 4TO ero ¢uiaocockue BO33PEHUS
HaxoJAT CBOE BOIUIOLLIEHUE B TBOPEHUSX
macrepa. Jlocrarouno ckasare, yto E. Ku-
TacBa a”aJIu3upyer ornepy YanlKOBCKOTrO
«Yapozeiika» B acleKkTe «peIuruo3Ho-Qpu-
10codCKOM  MPaBOCIABHOW  aHTPOIIOJIO-
TUM», YTO HNAET POCCHMCKOMY YYEHOMY
«BO3MOYKHOCTb YBUJAETh B HEM OTpakKeHUE
CloXHeHen MeTadu3uKu TpareAuitHOTO
Havama»®,

AHanornuasiM o6pa3zom omepy «Ho-
nanta» . Ilnatex m M. Paky cBsA3bIBarOT
¢ manten3zmMoM CrimHO3bI*!. B TO ke Bpems
CTPOKH, HCIIOJHAEMbIE BOCTOUHBIM JIEKa-
pPEM, pacCKpBIBAIOT CHEIU(pUKY TpPaHCLEH-
JNEHTAJIBbHON YYyBCTBEHHOCTH, O KOTOPOWU
nucanu TpyOenkoir 1 OIOPEHCKUI U KOTO-
pasi OnpenelsieTcss HEpa3pbIBHOCTBIO TeEJa
U Jyxa:

3 Tam xe.
3 Tam xe.

JIBa MHUpa — IUIOTCKUI U TyXOBHBIA —
Bo Bcex siBneHbsax ObITUS

31ech CIUIIUCH C BOJIEIO BEPXOBHOM
Kax Hepazmyunsle apy3bsl.

Ha cBete Hety BIie4atieHss,

Yro Ten0 3Ha10 OBl OJIHO,

Kak Bc€ B npupozne, 4yBCTBO 3pEHbA
He TosbKO B HEM 3aKITIOYEHO.

W npexxae ueM OTKpBITH Ui CBETA
[lnoTckue cMepTHBIE 71334,

Hawm Hy»HO, 94TOOBI 4yBCTBO 3TO
[To3nana BeuHas myma.

Korpa nosiButcs cosHanbe

Benukoi ucTuHbI B yMme,

Torna BO3MOXHO, BIaCTUTENb MOIIHbIH,
[a, Torna BO3MOXKHO, 4TO KEJIaHbE
[IpoOynuT cBeT B €€ ouax.

B nanHOM KOHTEKCTE BechbMa IOKa3a-
TEJIbHBIM BUAUTCA CleAYyOmnid MOMEHT. Co-
IacHO 3ambiciy YaikoBckoro, omnepa «Ho-
JIAaHTa» JAOJKHA 3aBEPILATHCS B KPOMEITHOM
TbME, TIOTPYKasi 3pUTEJEH B TaK Ha3bIBac-
MBIl 60KECTBEHHBIH Mpak. To 00CTOSITENb-
CTBO, UYTO B COBPEMEHHBIX IOCTAaHOBKaX
HaMEpEHHE KOMIIO3UTOpa WTHOPUPYETCH,
TOBOPUT JIMIIL 00 OJJTHOM: MOMBITKAa YalKOB-
CKOTO MpPOOYAUTh TE€aTPaIbHYI0 MyOJUKYy U
IIOBECTH €€ K JYXOBHOMY CBETY HE HAXOIUT
IIOHUMAHHUSI Y COBPEMEHHBIX PEXKHUCCEPOB,
HE UMEIONINX MpecTaBiIeHus o prnocopuun
KOMIIO3UTOPA.

3aBepliasi KpaTKuii SKCKypC B UCTOPHIO
«B3aMMOOTHONICHUI» ¢uiocopun U My-
3bIKH, CKJIAJBIBAIOIIYIOCS HA MPOTSKEHUHU
BCETO TBOPYECKOrO MyTH YalWKOBCKOIO, BBI-
ckaxxeM caenyromiee. [IbITasch Norpy3uThes
B 00BEKTUBUPYEMbBIE MOCPEICTBOM MY3bIKH

40 Kwuraesa E. O. Onepsr I1. 1. Yaiikockoro 1880-x romoB: MOITHKA Tparn4eckoro: aBroped. Iuc. ...

KaHI. uckyccTBoBenenus: 17.00.02. M., 2010. C. 14.
4 TInarex 5. M., Paky M. T. Vka3s. cou.
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[IyOMHBI BHYTPEHHETO MHpa XyJIOXKHHUKA,
OTBEYasi Ha BOIPOCHI, KOTOPbIE BOJHOBAIH
€ro, 3aCTaBIISUTM TIEPEKUBATH U METAThCS
B TIOMCKAaX HMCTHUHBI, MBI C HEN30€KHOCTHIO
MPOHUKAEM B CTPYKTYpbl COOCTBEHHOTO
OTBITA M CO3HAHWS, 0€3 Yero HEeBO3MOXKCH
nuajor TBopua u ueHurens. Ero momiun-
HOCTh OKa3bIBaeTCs JCHCTBUTENLHON HC-
KIIFOYUTENILHO TOTZA, KOTZa BCAKOE MY3bI-
KaJIbHO€ TBOPEHHE NPEICTAéT B KAYECTBE
«metadunocodcKoro xKanpa, rae “menoc”’ u
“ioroc” MO3BOJSIOT MPEJACTaBUTh MeTadu-
3MYECKUI CHUHTE3 U JIEMOHCTPHUPYIOT YHU-
BEpCAIbHYIO JTUANECKTHKY OBITHUS B 3BYKax
A UHTOHAIMAX»*. BHe mckomMoro auajiora
(punocodun u My3bIKH) My3blKa OCTAETCs
B CTOpPOHE OT JKHU3HHM 4YEJIOBEKa, HE BIOX-
HOBJISISI €70 Ha JIyXOBHOE OOIPCTBOBAHUE.
B utore muccusi My3bIKA CBOJTUTCS K YKpa-

HIEHUIO OBITa, YTO ¢ HEU30EKHOCTHIO MpH-
BOJIUT KaKk K NPUMHUTHBHU3ALUU €€ CaMOM,
TaK ¥ K IPUMHUTHUBHU3AIUU TTOTPEOIISIONIETO
TaKyl0 My3bIKy HHauUBUAA. [[ymaercs, o0-
paleHre K onsITy ObITHS (hri10co(OB-KOM-
MMO3UTOPOB M KOMITO3UTOPOB-(HI0CcO(OB
KaK KJIIOUEBBIX (UTyp MY3BIKaJIbHON 3CTe-
TUKH TIO3BOJIUT MPEOJOJIETh 3TOT 3aMKHY-
ThIi Kpyr. [logoOHBI MOAX0] KOppenupy-
eT ¢ OumorpaMyeckuM METOJIOM, LIHUPOKO
U3BECTHBIM HE TOJBKO B MCKYCCTBO3HAHUHU.
OpnHako nenas cTaBKy Ha (QuiiocodoB-KoM-
MO3UTOPOB U KOMITO3UTOPOB-(HUI0CO(OB,
MbI aKI[EHTUPYEM BHUMaHWE Ha JTYXOBHOM
ouorpadun. E€ 3HaHMe, Kak mpencTaBiseT-
csi, OyIeT COmeHCTBOBATh MPOEKIINKA MY3bI-
KaJbHOTO 3TOCa B OONACTh MOBCEIHEBHOM
JKU3HU 4YeJIOBEKa, YMOAOOJSAs IMOCIEIHION
NOJIMHHOMY TBOPYECKOMY aKTYy.
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Abstract. From the positions of systemic analysis, the author of the article determines the role
of periodical press as an important source of research of the musical culture of the prerevolutionary
Russian province. Against the background of the development of humanitarian knowledge, the
studies of the musical provinces actualize the issue of the base of its scholarly field related to source
studies. Particularly periodical press contains the basic information about the musical life of the
prerevolutionary period of Russian history in all of its diversity. The periodical publications — from
the capital cities and the periphery, the general and the specialized varieties — are specified on
the basis of an elaborated classification. Emphasis is given to various printed material, different in
its indication of genre, devoted to musical life in various cities of the Russian Empire — analytic
sketches, survey correspondence, articles on music history, and informational-advertising production.
The question is broached of the genre-related and stylistic transformation of musical journalism from
descriptive overviews to articles of a problem-based culturological character. The participation of
the activists of musical culture from a number of Russian cities in the formation of the areal tradition
of musical criticism, the intensification of artistic connections between the provinces and the two
Russian capital cities, the evolution of musical life in different cities (for example, in Odessa, Tiflis,
Kharkov, etc.) — all of these are disclosed in the article. The musical periodical press of various
provincial regions of Russia, represented by materials that are diverse in their genre and territorial
affiliation, which has undergone a significant transformation of its content during the course of the
entire 19th and the early 20th century, has made a significant contribution to the formation and the
development of Russian music criticism and Russian musical culture in general.

* The article was prepared for the International Scientific Conference “Music Science in the Context
of Culture. Musicology and the Challenges of the Information Age,” held at the Gnesin Russian Academy
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(RFBR), project No. 20-012-22033.

Translated by Dr. Anton Rovner.
© Vera I. Yudina, 2023

47



Mpo6énembl My3blkasnbHOM Hayku / Music Scholarship. 2023. N2 3

Keywords: musical culture of the Russian province, periodical press, musical advocacy
journalism, province studies, musical historiography

For citation: Yudina V. 1. The Musical Culture of the Russian Province in the Mirror of
Prerevolutionary Periodicals. Problemy muzykal'noi nauki / Music Scholarship. 2023. No. 3,
pp. 47-57. DOI: 10.56620/2782-3598.2023.3.047-057

BN B MysbikanbHoe kpaesepeHue W

Hayunas ctatbs

MysbikanbHAs KynbTypa pPyCCKOM NPOBUHLUMU
B 3epKane AopeBONIOLUOHHON NepUoauKn™*

Bepa UBanosHa FOnuna

Opno6cKutl My3v6iKaibHbIL KOJLLEONC,
2. Opén, Poccus,
udina@orel.ru, https://orcid.org/0000-0002-0387-03 14

Annomayua. C 1o3uLuii CUICTEMHOI'O aHAJIM3a aBTOP CTAThU OINPEAEISAET POJIb NEPUOIANIECKON
[e4aTu KAaK BaXHOIO HMCTOYHUKA HCCIENOBAHUM MY3BIKAJIBHOW KYJIBTYpPHl JOPEBOIIOLUOHHOU
pycckoit mpoBuHIMU. Ha ¢oHe pa3BuTHs I'yMaHUTApHOTO 3HAHMUS MY3bIKaJbHAsI TPOBUHIMOIOTHS
aKTyaJM3upyeT MpobjaeMy HCTOYHUKOBeAUeCKoW Oa3pl cBoeill HayuyHO#l oOnactu. MMeHHO
nepuoguyeckasl Iedyarb COIEPKHUT OCHOBHYIO HMH(POPMALMIO O MY3BIKQIbHOW KU3HU
JOPEBOIIOIMOHHOTO MEpHOJIa OTEUECTBEHHONW UCTOPUHU BO BCEM e€ MHOroobpasuu. Ha ocHoBe
pazpaboTraHHOM Kiaccuukanuu 00O03HAUYEHBI IMEPUONUYECKUE H3JAaHUS — CTOJHMYHBIE U
nepugepuiinple, oOIMe M clelnualbHble. BbIeIeHbl pa3MuyHble 10 XAHPOBOMY IPHU3HAKY
[I€YaTHbIE MaTepualbl, IOCBSAIIEHHBIE MY3BIKAJIBHOW JKM3HU TroponoB Poccuiickoll umnepuu,
— aHAJUTUYECKUE OUYEPKH, 0030pHBIE KOPPECHOHACHLUHU, MY3BIKaJbHO-UCTOPUUECKHUE CTaThH,
MH(POPMALIMOHHO-PEKJIaMHAasl TMPOAYKLHMsA. 3aTpPOHYT BOIPOC MKAHPOBOHM M CTHUIMCTHUYECKOU
TpaHchopMaly My3bIKaJIbHON MyOIUIIMCTUKY OT OIHMCATENIBHBIX 0030pOB K CTaThsIM MPOOIEMHO-
KYJIETYpOJIOTHYECKOIO Xapakrepa. PackpbIBaeTcsl ydacTue AesTeNe My3bIKaIbHOM KyJIbTYpBI psia
POCCUICKUX TOPOAOB B (HOPMUPOBAHUN MECTHOU MY3bIKAJIbHO-KPUTUYECKOM TPaIULIMH, YKPETIICHUN
Xy[lO’)KECTBEHHBIX CBS3€U IPOBUHLIUU CO CTOJIMYHBIMHU IOPOLAMU, HBOJIIOLUU MY3bIKaJIbHON KU3HU
(nanpumep, Kuea, Oneccel, Tudmuca, XapokoBa u 1p.). IlpeacraBiennas pasHOOOpa3HbIMH 110
KAHPY U TEPPUTOPUAIBHON MPUHAJICKHOCTH MaTepualaMy, npoieamas Ha nporsokeHuu X VIII
— Hauvana XX BeKa 3HAYUTEIbHYIO COJEpKATeNbHYI0 TpaHC(HOpMAaIIHIO, My3bIKaJIbHasl TIEPUOANKA

**  Crarbs MOATOTOBJIEHA T MeXXTyHapOTHOH HaydHOH KoH(pepeHTnn « My3bIKOBEIeHHE B KOHTEKCTE
KYJIBTYpBI. My3bIKOBEICHHE W BBI30BBI MHGOPMAITMOHHON ATIOXH», TPOoXoauBIeii B Poccuiickoil akameMun
My3biku uMeHU [HecuHsx 27-30 oktssOps 2020 roga mpu puHAHCOBOH mommepkke Poccuiickoro ¢onma
dbyamamenTanbHbIX necnenoBanuii (PODI), mpoekt Ne 20-012-22033.
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pernoHoB Poccny BHECIAa 3HAUUTEIBHBIN BKJIAJ B CTAHOBJICHUE U PA3BUTUE PYCCKOM MY3bIKaJIbHOU
KPUTHKHU U OTE€UECTBEHHOMN MY3bIKaJIbHOU KYJIBTYpPbI B ILIEJIOM.

Knioueesvie cnosa: My3blKalbHas KyJlbTypa POCCUNHCKOM MPOBUHIMH, NEPUOINYECKAs M€4arh,
My3bIKaJIbHAs MyOIUIIMCTHKA, TPOBUHIIMOJIOTHS, My3bIKaJIbHASI HCTOPHOTpAQHSI

Jna yumuposanusa: YOauna B. M. MyssikasibHas KyabTypa pycCKOM MPOBUHIMM B 3€pKajie
JOPEBOMIOIMOHHON iepuouky // [Ipobiembr Mmy3bikanbHON Hayku / Music Scholarship. 2023. Ne 3.
C. 47-57. (Ha anrn. s13.) DOIL: 10.56620/2782-3598.2023.3.047-057

otwithstanding the active interest

on the part of contemporary

humanitarian scholarship towards
the issues of Russian provincial journalism
[1;2; 3], its musical component has remained
very little studied up to the present. This
pertains especially to the prerevolutionary
period of the history of Russian music, which
has been traditionally viewed predominantly
as the musical life of the two Russian
capitals with only sporadic “peripheral
interspersing.” The latter may include the
indication towards the parochial background
of some of the outstanding representatives

compositions in various gubernia capitals
and district centers, etc.!

The present century has witnessed active
development of musical regional studies:
research works have appeared devoted
to the musical culture of separate cities
and the oblasts of Russia (such as Lolita
Brandobovskaya’s work elucidating Vyatka,
Nina Drozdetskaya’s work about Tver, Elena
Kazmina’s work about Tambov and Irina
Kozlovskaya’s work about the Ural region).>
These works are of very diverse character.
Some of them present monographic studies,
sketches, musical pages of the history and

of the Russian compositional school, as well
as mention of premieres of isolated musical

contemporaneity of the authors’ native
regions, which share the traditions of

' Analogous characterizations are also present in the traditional historiography of Western European
music, when, for example, it refers to the various periods of J. S. Bach’s life and work (C6then — Weimar —
Leipzig), or on the influence of the folk traditions of the various regions of Poland on the originality of genre
of Chopin’s Mazurkas. It appears, however, that such outward comparison requires a deeper methodological
developmental work, beginning with the dichotomy of “capital vs province” as a relevant culturological
modus of research in the conditions of European and Russian musical culture.

2 Brandobovskaya L. V. Deyatel'nost’ Vyatskogo muzykal'nogo i tserkovno-pevcheskogo Obshchestv na
rubezhe XIX—XX vekov: avtoref. dis. ... kand. iskusstvovedeniya: 17.00.02 [The Activities of the Musical and
the Church Singing Societies at the Turn of the 19th and the 20th Centuries: Thesis for Dissertation for the
Degree of Cand.Sci. (Arts): 17.00.02]. Magnitogorsk, 2004. 24 p.; Drozdetskaya N. K. Muzykal'naya zhizn'
Tveri i Tverskoi gubernii do 1917 goda: avtoref. dis. ... kand. iskusstvovedeniya: 17.00.02 [The Musical
Life of Tver and the Tver Gubernia Before 1917: Thesis for Dissertation for the Degree of Cand.Sci. (Arts):
17.00.02]. St. Petersburg, 2006. 19 p.; Kazmina E. O. Muzykal'naya kul'tura Tambovskogo kraya: 1786—
1917: avtoref- dis. ... kand. iskusstvovedeniya: 17.00.02 [The Musical Culture of the Tambov Region from
1786 to 1917: Thesis for Dissertation for the Degree of Cand.Sci. (Arts): 17.00.02]. Moscow, 2000. 26 p.;
Kozlovskaya 1. P. Muzykal'naya zhizn' ural'skoi provintsii kontsa XIX — nachala XX vekov: na primere
Permskogo kraya: avtoref. dis. ... kand. iskusstvovedeniya: 17.00.02 [The Musical Life of the Urals Provinces
in the Late 19th and Early 20th Centuries: On the Example of the Perm Region: Thesis for Dissertation for
the Degree of Cand.Sci. (Arts): 17.00.02]. Novosibirsk, 2008. 23 p.
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descriptive regional studies of the mid-20th
century.

Along with these, we encounter research
works that provide an integrated view of
the history of the music of the Russian
regions, analyze separate varieties of genre
of the musical culture in the context of the
local traditions — theater, choral singing,
chamber music and orchestral music. An
increased amount of attention is given to the
culturological aspects of provincial musical
culture: the interconnections between
folkloristic and professional musical thinking,
the mutual influences of the center and the
periphery, and compositional activities in the
context of the regional tradition.’ [4]

In general, the necessity of a systemic-
functional analysis of the issue of the
musical culture of the Russian province
in the context of a cultural discourse is
generally acknowledged. [5] In particular,
in Volume 10B of the academic edition of
Istoriya russkoi muzyki [A History of Russian
Music] the musical life of the provincial
Russian cities of the late 19th and early 20th
centuries is essentially examined for the first
time in the diversity of its manifestations:
this especially holds true for the specialized
sections of this edition; Musical Theater in
the Province (written by Evgeny Levashev,
Nadezhda Teterina et al.) and Concert
Life in the Provinces (written by Svetlana
Lashchenko).*

All of this testifies of the relevance of
musical province studies as a scholarly
sphere representing musical life in Russia
outside of its two capitals — in the totality
of the practical-institutional forms, the
artistic artefacts proper (the phenomena,
tests and musical compositions) reflecting
their symbolism and the metaphysics of the
Russian province.’

The issue of musical life in the Russian
province bears a complex character, which
is stipulated, among other things, by the
diverse attributes of the sources. The latter
include documents from governmental
and social organizations, administrative-
legislative acts, referential and statistic
materials, memorial and artistic literature
— however, the periodical press remains
of greater importance. In respect to the
prerevolutionary state of Russian music
history, the periodical press, in particular —
both that from the two capitals and from the
periphery, the general and the specialized —
“presents the main concentration of factual
information of the musical culture of that
time. It provides the main source, upon study
of thoughts about music. First of all, it makes
it possible to determine the place of music
in social existence. In critical presentations
there have been demands, views and tastes
expressed which exerted their influence
on the process of development of musical
culture.”®

> Yudina V. I. Muzykal'naya provintsiologiya. Teoriya. Istoriya. Praktika: monografiya [Musical Province
Studies. Theory. History. Practice: Monograph]. Oryol: OGU, 2011, pp. 92-94.

* Istoriya russkoi muzyki: v 10 t. [History of Russian Music: in 10 Volumes]. Edited by Yu. V. Keldysh,
O. E. Levasheva, A. 1. Kandinsky. Moscow: Muzyka, 1983-2011. Vol. 10B: The Years 1890-1917.

L. O. Akopyan et al. 2004. 1070 p.

> Udina V. 1. Musical Provincial Studies: Towards Institutionalization of the Scientific Sphere. Art &

Culture Studies. 2019. No. 1 (27), pp. 214-225.

¢ Petrovskaya 1. F. Istochnikovedenie istorii russkoi muzykal'noi kul'tury XVIII — nachala XX veka.
[Source Studies of the History of Russian Musical Culture from the 18th to the Early 20th Century]. Moscow:

Muzyka, 1983. P. 11.
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In definition of the research base of the
analyzed problem, of distinc significance
are reference books, manuals and catalogues
of both the prerevolutionary period,” [6]
and the vivid specimens of Soviet musical
historiography.® Special mention is merited by
the voluminous Muzykal'naya bibliografiya
russkoi periodicheskoi pechati XIX veka
[Musical Bibliography of the Russian
Periodical Press of the 19th Century]
(compiled by Tamara Livanova et al).’
In the material, systematized according to the
factual-thematic, monographic principle, the
provincial periodical press of a significant
geographical scale — from Arkhangelsk
to Tomsk — is highlighted separately.
The value of the present work is also due
to the annotations accompanying each
registered article, concisely disclosing
the content of the publication, as well as
the introductions to each of the six issues,
wherein the major tendencies of development
of prerevolutionary musical criticism and
the circle of issues topical for each cultural-
historical period are highlighted.

The periodical press providing the source
for study of provincial musical life is diverse.
It includes the general newspapers (the
social-political and the literary), beginning
with the St. Petersburg Vedomosti [ Gazette]
of the first half of the 18th century, as well as

the specialized (the artistic and the properly
musical) varieties — from the Aziatskii
muzykal'nyi zhurnal [Asiatic Musical Journal)
and Literaturnoe pribavlenie k “Nuvellistu”
[Literary Supplement to the “Novellist”] of
the first half of the 19th century.

Both kinds of periodicals were published
in the capital cities (St. Petersburg, Moscow)
and in the provincial cities (Astrakhan,
Kazan, Odessa, Oryol). Overall, towards
the early 20th century in Russia there were
around forty periodical editions, journals
and newspapers devoted to music.'’

In the general periodicals the events
pertaining to the musical life of the
provinces were fixated in the articles and
notes of generalized (overviews of social
life, annals, separate information) and
specialized types (the development of
opera theater in different cities, concert life
and tours) (see: [7]). A rather widespread
type of Russian prerevolutionary press
was formed by various news items, when
the pages of the newspapers and journals
of St. Petersburg and Moscow included
publications of numerous “News from
the Locations” or “Letters” from gubernia
towns with information about beneficiary
concerts organized by music lovers (amateur
and professional performers), tours of serf
orchestras and theaters, musicians from

7 Lisovskiy N. M. Obozrenie literatury po teatru i muzyke za 1889-1891 gg.: bibliograficheskii
ocherk [Overview of Literature on Theater and Music for the Years 1889-1891: Bibliographical Sketch].
St. Petersburg: Printers of the Imperial St. Petersburg Theaters, 1893. 62 p.

8 Bernandt G. B., Yampolskiy I. M., Kiseleva T. E. Kto pisal o muzyke. Biobibliograficheskii slovar'
muzykal'nykh kritikov i lits, pisavshikh o muzyke v dorevolyutsionnoi Rossii i SSSR. T. 1-4 [Who Wrote
About Music. Bibliographical Dictionary of Critics and Persons Who Wrote about Music in Prerevolutionary
Russia and the USSR]. Moscow: Sovetskii kompozitor, 1971-1989.

® Muzykal'naya bibliografiya russkoi periodicheskoi pechati XIX veka: v 6 vyp. [Musical Bibliography
of 19th Century Russian Periodical Press: in 6 Issues]. Compiled by T. N. Livanova et al. Moscow: Muzgiz,

1960-1979.

10 Stupel A. M. Russkaya mysl' o muzyke 1895—1917. Ocherk istorii russkoi muzykal'noi kritiki [A Sketch
of the History of Russian Music Criticism]. Leningrad: Muzyka, 1980. P. 50.
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abroad, about the organization of music
societies, both philharmonic and orchestral.
Among the leading periodical editions
of the first half of the 19th century were:
Otechestvennye zapiski [Notes from the
Homeland], Severnaya pchela [Northern
Beel, Moskvityanin [Muscovite] and
Moskovskii telegraf [Moscow Telegraph].
Especially aimed at the provincial reader
was the well-known St. Petersburg-based
journal Biblioteka dlya chteniya [Library
for Reading], as well as the specialized
journal devoted to theater and literature,
Panteon russkogo i vsekh yevropeyskikh
teatrov [Pantheon of the Russian and All
the European Theaters] (starting from 1850,
simply called Panteon [Pantheon)).

In the late 1830s, with the development of
the regional periodical press, the Gubernskie
vedomosti [ Provincial Gazette], which were
published all over the country, become a
sort of chronograph of the cultural life of
the province. In their unofficial sections
— the “Additions,” as they were called
before 1845 — statistic, historical-literary
and ethnographic supplements, as well
as numerous announcements concerning
musical life in the regions were published.
In the 1860s, special sections appeared in
the Vedomosti [Gazette] (such as “Inner
Survey,” “Zemstvo Annals,” “Metropolitan
and Provincial Chronicles,” etc.) aimed at
describing local life in the provinces.

The tendency towards intensification
of the musical-analytical overviews, in
general, and in the provincial constituents of
musical life, in particular, can be observed in
both the metropolitan and provincial press.
The originally emergent informational-
advertising tradition was supplemented by
the appearance of articles of a synoptic-
historical type (such as those dealing with the
development of operatic entrepreneurship or
of concert practice), or of a problem-based
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character (such as those dealing with issues of
musical education), which was aided by the
process of development of musical-critical
thought in Russia, as well as involvement of
professional publicists and musical analysts
in the general and specialized press.

Initially, the authors of the musical
articles were the publishers, the editors of the
newspapers and journals themselves, as well
as literati. Thereby, correspondences from
provincial areas in metropolitan periodicals
were published by Faddei Bulgarin
(in Severnaya pchela [Northern Bee],
published by him starting from the second
half ofthe 1820’s and, later, in Syn otechestva
[Son of the Fatherland]) and Alexander
Ulybyshev  (in  Sankt-Peterburgskie
vedomosti [St. Petersburg Gazette],
Severnaya pchela [Northern Bee] and the
Literaturnoe pribavlenie k “Nuvellistu”
[Literary Supplement to the “Novellist”],
published in the 1850s).

In the provincial press, the role of the
musical journalists was frequently played
by interested music lovers, who presented
the corresponding position — not as much
analytic and critical, as descriptive and
amateur — in the evaluation of the particular
events that interested them. Although these
publications have not left a deep imprint in
the history of musical criticism, nonetheless,
they contain valuable evidential material,
including that pertaining to music culture.
Such materials were frequently published
without any signature, or with pseudonyms.
Among them we must highlight two authors
who frequently had their reviews published
in the 1850s — Viktor Kuzin (Voronezhskie
gubernskie vedomosti [Voronezh Gubernia
Gazette]) and Vladimir Sollogub (Kavkaz
[Caucasus]).

Gradually, with the inflow of specialist
critics and professional publicists into
journals and newspapers, the approach
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in the evaluation of the music life was
enhanced, and the level of artistic-aesthetic
analysis, including that pertaining to the role
of music in provincial culture, was raised.
Most noteworthy was the appearance of an
article by Alexander Serov in the provincial
Odesskii  vestnik [Odessa Gazette] for
1847, where the future celebrated music
critic and composer presented the master,
Ferdinand Galais as “an unexpected and rare
phenomenon in the small gubernia city, so
remote from the capital cities.”"

In the provincial publications of special
interest are the analytical materials of Gustav
Hess de Calve (Ukrainskii vestnik | Ukrainian
Gazette], Kharkov, published in the late
1810s), Alexander Gatsiskii (Nizhegorodskie
gubernskie vedomosti [Nizhny Novgorod
Gubernia Gazette] and Nizhegorodskii
yarmarochnyi spravochnyi listok [Nizhny
Novgorod Nundinary Referential Folio],
from the 1860’s to the 1880’s), Ivan
Larionov (Saratovskii spravochnyi listok
[Saratov Referential Folio], from the 1870s
and the 1880s), and Nikolai Zagoskin
(the Kazan-based Volzhskii vestnik [Volga
Gazette], from the 1880s and the 1890s). In
their due times, various separate provincial
cities and towns began to form their own
traditions of music criticism stipulated by
a rather high level of musical culture of the
respective region, overall. Thus, the musical
life of Kiev appears on the pages of the
publications of singer and theater producer
losif Setov (Kievlyanin [Native of Kiev]
and Kievskii listok [Kiev Folio], from the
1850s to the 1870s), pianist, pedagogue and
musical critic Victor Chechott (numerous
Kiev-based editions from the 1860s to the

1910s — Zarya [Dawn], Kievskoe slovo
[Kiev Word], Kievlyanin [Native of Kiev]
and Kievskaya gazeta [Kiev Newspaper)).
The news of the musical life of Odessa
from the second half of the 1850s were
presented on the pages of Odesskii vestnik
[Odessa Gazette], Novorossiiskii telegraf
[Novorossiisk Telegraph] and Odesskii listok
[Odessa Folio] by Konstantin Kartamyshev
(under the pseudonym “K. K.”), and Ivan
Kuzminsky (under the pseudonym “Bemol"™
[“Flat”]); Lev Kupernik published his
musical articles on the pages of Odesskie
novosti [Odessa News]. The musical Tiflis
from the last quarter of the 19th century to the
early 20th century is imprinted on the pages
of the local editions Tiflisskii listok [Tiflis
Folio], Kavkaz [Caucasus] and Kavkazskii
vestnik [Caucasus Gazette] in the articles of
Alexander Amfiteatrov, Genary Korganov
and Vasily Korganov. Among the articles of
musical overviews in the provincial press,
especially noteworthy are the musicians
who won fame throughout Russia —
composers and folklorists Kostantin Vilboa
(Khar'kovskie ~ gubernskie vedomosti
[Kharkov Gubernia Gazette] in the 1860s
and 1870s), Piotr Sokalsky (published
in all the aforementioned periodicals of
Odessa in the 1870s and the 1880s under
the pseudonym “Fagot” [“Bassoon”]) and
Alexander Zataevich (Varshavskii dnevnik
[ Warsaw Diary] in the 1900s and 1910s).
The very high level of provincial musical
journalism is testified by the fact that some
of the authors collaborated with various
publications in the capital cities, becoming
their local correspondents. For example,
Gustav Hess de Calve and Piotr Sokalsky

" Serov A. N. Muzykal'noe izvestie [Musical News]. Stat'i o muzyke: v semi vyp. Vyp. 1. 1847-1853
[Articles about Music: In Seven Issues. Issue 1. 1847—1853]. Comp. and with Comment. by V1. Protopopov.

Moscow: Muzyka, 1984. P. 7.
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had their articles published in the Sankt-
Peterburgskie vedomosti [St. Petersburg
Gazette] (in the 1830s and in the 1870s and
1880s, respectively), Lev Kupernik — in
the Russkie vedomosti [Russian Gazette]
and Genary Korganov — in the Nuvellist
[Novellist] and the Novoe obozrenie [New
Review]. The process of engaging regional
music critics into the metropolitan press
intensified in its activities due to the
development of the specialized musical
periodical press. Victor Chechott cooperated
with the Muzykal'nyi listok [Musical Folio],
the Muzykal'noe obozrenie [Musical Review],
the Bayan and the Artist; Ivan Larionov in
the 1880s became a special correspondent
of Muzykal'noe obozrenie [Musical Review]
in Saratov; Vasily Korganov had his articles
published in Bayan and Muzykal'no-
teatral'naya gazeta [Musical and Theater
Newspaper]; and Piotr Sokolsky’s articles
appeared in Muzykal'nyi listok [Musical
Folio], Muzykal'noe obozrenie [Musical
Review] and Bayan.

The musical periodical editions of the
late 18th and early 19th centuries presented
compilations of sheet music, which were
published more or less regularly. With the
appearance of properly musical periodical
publications (compiled of articles about
music, rather than sheet music) in the
middle of the 19th century in the capital
cities, questions concerning musical life in
the provinces were examined first among the
other reviews, and then in special sections,
bearing the title: “Correspondence from the
Provinces” (published in a number of editions,
such as the weekly Russkii muzykal'nyi
vestnik  [Russian  Musical Gazette],
published by the editors Alexander Astafiev
and Victor Mandelstam, St. Petersburg,
1880-1882), “Music in the Provinces”
(published in the Russkaya muzykal'naya
gazeta [Russian Musical Newspaper] by
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Nikolai Findeizen, St. Petersburg, 1894—
1918), “Provincial Chronicles” (published
in Teatr i iskusstvo [Theater and Art],
weekly illustrated journal by the editors
Zinnaida Timofeeva and Alexander Kugel,
St. Petersburg, 1897-1918), and “Provincial
Information” (published by Muzykal'no-
teatral'nyi sovremennik [ Musical-Theatrical
Contemporary], weekly edition on music
and theater, published by editor Emiliy
Borman, St. Petersburg, 1900-1901).
During the development of specialized
musical press in the capital cities in the second
half of the 19th century, the attention given by
it to the provincial musical events stimulated
the publication of musical newspapers and
journals in various gubernia cities and
towns. They were directed to a considerable
degree at the local musical problem range
of the particular region, including the
latter’s correlation with the musical life
of the capital cities. In the 20th century
the following periodicals were published:
Muzykal'noe samoobrazovanie (muzyka
doma, v shkole i na estrade) [Musical Self-
Education (Music at Home, in School and
on Stage)], biweekly newspaper, Odessa,
1906-1907); Muzyka gitarista [Guitarists
Music], monthly musical and literary journal
edited by Alexei Afromeev (published in
Tyumen during the years 1907-1910 under
the titles of Gitarist [Guitarist] and Akkord
[Chord)); Gusel'ki yarovchaty [Gusli Made
of Maple], monthly popular musical and
literary journal published by Vasily Lebedev
(Tambov — Novgorod, September 1907 —
December 1914); Bayan, monthly accessible
people’s singing journal published by editor
Polikarp Bogdashev (Tambov, 1907-1909);
the weekly periodicals Nizhegorodskie
muzykal'nye novosti [Nizhny Novgorod
Musical News] published by Vladimir
Dianin (Nizhny Novgorod, 1909-1910),
Muzykal'no-literaturnyi vestnik [Musical



Problemy muzykal'noi nauki / Music Scholarship. 2023. No. 3

and Literary Gazette] (Elizavetgrad, 1913—
1914), Gomel'skii muzykal'no-teatral'nyi
vestnik [Gomel Music and Theater Gazette]
(1914, published in St. Petersburg), and
Yuzhnyi  muzykal'nyi vestnik [Southern
Musical Gazette] by the publisher and editor,
“free artist” Nikolai Martsenko (Odessa,
1915-1917).

The musical life of the provincial cities
was illuminated in various materials of the
periodical press diverse in their characters
— from concise information about the
events of the local musical life to unfolded
journalistic articles and historical survey
devoted to particular sides of musical practice
(opera theater, salon music-making, concert
activities) and personalia. A significant
part of materials published daily by the
metropolitan and provincial press about
the musical life in the different regions of
Russia was comprised of articles, obituaries,
ethnographic presentations, critical-
biographical surveys, advertisements and
announcements. Of considerable interest is
the publication of memoirs, recollections
and other materials of personal sources.
Any publication, in itself, depending on its
scale and aim, could be of a one-time or a
continuing type.

Against the background of other sources
of study of the musical culture of the Russian

province — documents of personal character
(memoirs, reminiscences), referential-
statistic materials, administrative-
legislative acts — the special value of the
prerevolutionary periodicals is determined
by its cultural-historical component. Not
only the events of musical life in the different
regions of Russia are imprinted on the pages
of the press, but also the names of numerous
performers and authors “of the local scale”:
the artistic tastes and interests of the broad
public remaining beyond the boundary of the
official metropolitan circle found reflection
in them. All of this makes it possible to form
a clear perception of musical routine, which
comprises a deep stratum of the being of the
Russian art of music (see, for example: [8]).

The presented analysis shows that the
periodical press vividly demonstrates, as
no other source does, the place of music
in social existence of the prerevolutionary
Russian province. Presented by materials
greatly diverse in their genres and territorial
affiliation, having undergone a significant
transformation of content during the time
period between the 18th and the early 20th
centuries, the musical periodic press of
the various regions of Russia has made a
significant contribution to the formation and
development of Russian music criticism and
Russian musical culture in general.
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Annomayua. COBpEMEHHBIE MCCIEJOBAaHUSA OIEPbl CTAJUHCKOTO IEPHOJIA KacarTcs
IIpeXKJe BCEro COBETCKOro «omepHoro npoekra» (Exarepuna BnacoBa, Mapuna ®pomnosa-
Yokep): 3ayMaHHBI Ha BBICOKOM Ipaayce aMOMIIMO3HOCTH, OH B MTOTe OKa3ajucs (haKTHUECKU
poBajbHbIM. OTpOMHOE KOJIMYECTBO ONEP, CO3AaHHBIX Ha nporskeHuu 1930-1940-x ronos, 3a
HEMHOTMMH HCKITIOUEHUSMH, KaHYJIM B 0€3BECTHOCTh: MX 3HAYUTEIbHAS YaCcTh HUKOTIA HE YBU/ENA
CLIEHBl M COXpaHWJIach JIMIIb B Marepuaiax apxuBoB. OJHOW M3 IIABHBIX NPUYMH HA3bIBACTCS
HU3KUH XYIOXXCCTBEHHBIM YPOBEHb IOAABIIIONIEH 4YacTU ONEpPHOro Marepuana. TeM He MeHee
OLIEHKU COBPEMEHHUKOB OBLIN JaJIEKO HE TaK KaTeropuuHbl. B HUX, HApsAy ¢ BIIOJHE CIPaBEIIHMBOM
KPUTUKON MHOTHX OIIEPHBIX OIyCOB, COAEP)KAJIUCH IMOMNBITKA IMOHATh NPUYUHBI, IO KOTOPBIM
COBETCKas oIepa, MoxyydaBiias OeCrpeleIeHTHYIO IO CBOEMY MaclITaldy HOAIEPKKY roCyIapcTBa,
TaK TPYAHO MPUCTIOCAOINBANIACH K HOBBIM COLIMOKYJIBTYPHBIM YCIIOBHSIM.

B Hacrosimieil cratbe MpeanpuHUMAETCs MONBITKA OCMBICICHHS (DeHOMEHa TaK Ha3bIBAEMOM
IIECEHHOM OMepBI: C 3TOM LENbIO MTPEIaraeTcsi pAaCCMOTPEHUE OJHOTO U3 0KA3aTEIbHBIX IEPHOIOB
e¢ pazButus. OH oxBaTbIBaeT matuierue — ¢ 1936-ro (Beixoxn crarbu «CyMOyp BMECTO MY3BIKH,
co3nanue Komurera no nenam uckyccts npu Cosete Hapogubix komuccapoB CCCP) no 1940 rona
(mpoBenenue Bceecoro3Hoii onepHoi koH(pepeHun). B 3ToT meproa ObUIo co3naHo Haubobiee
4uciIo omnep (meceHHbIX — okoso 30), BBEIEHO B MPAKTUKY MPEACTABICHUE BHOBb CO3JAHHBIX
MPOM3BE/ICHUI U mocienyomee ux oocyxaenue B Komurere mo nenam MCKyccTB. 3HAUUTENBHOE
YHCIIO MyOIUKAIMI 3TUX JIET TaKKe OBLIO MOCBSIICHO mpobiemam onepsl. Jluckyccun 06 ornepHOM
UCKYCCTBE TMOJNYyYMJIM HEOBIBaJbI pa3Max M CIOCOOCTBOBAIM (POPMHUPOBAHHIO KOMILJIEKCHBIX
NpeAcTaBIeHU 00 SCTETUYECKOM 3TaJOHE COBETCKOM omepbl. CamMo e 3TajJOHHOE OIEepHOe
MIPOM3BE/ICHUE TaK U HE OBUIO HAMTMCAHO.

CraTbsi OCHOBaHa Ha aHAJIM3€ APXUBHBIX MATEPUAIIOB U JOKYMEHTOB, YaCTh KOTOPBIX BBOIUTCS
B Hay4YHBI 00OPOT BIIEPBBHIE.

Kniouesvie cnoea: apxuBHbIE JOKYMEHTBI, COBETCKUN OIEPHBIM NPOEKT, MECEHHas OIepa,
MIO3THKA KaHPa
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Abstract. Contemporary researchers of opera of the Stalin period primarily touch upon the
Soviet “opera project” (Ekaterina Vlasova, Marina Frolova-Walker): conceived on a high level of
ambitiousness, it became virtually a failure. An immense number of operas created during the course
of the 1930s and the 1940s, with a small number of exceptions, slipped into obscurity: a significant
part of them has never seen the stage and has been preserved only as archival materials. One of the
main reasons is mentioned as the low artistic level of the overwhelming part of the opera material.
In them, along with rather fair criticism of many opera works, there were attempts to understand the
reasons why Soviet opera, which received a level of government support unprecedented in its scale,
adapted itself to the new sociocultural conditions with such great difficulty.

In the present article the attempt is made to comprehend the phenomenon of the so-called song
opera: with this aim the examination of one of the most illustrative periods of its development is
proposed. It spans the period of five years — from 1936 (the year the article Muddle Instead of
Music came out and the Committee for the Affairs of Art was created affiliated with the Council of
People’s Commissars of the USSR) until 1940 (the All-Union Opera Conference was held). During
this period the greatest number of operas was composed (including 30 song operas), presentations
of newly created compositions and the subsequent discussion of them in the Committee for the
Affairs of Art was brought into practice. A considerable number of publications from these years was
devoted to the issues of opera. The discussions of the art of opera received unprecedented caliber
and were conducive to the formation of complex perceptions of the aesthetic etalon of Soviet opera.
However, the etalon operatic composition was never written.

The article is based on analysis of archival materials and documents, part of which is being
brought into scholarly use for the first time.
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COBPEMEHHBIX HCCIIEOBAHUSIX OIle-
PBI CTAJIMHCKOTO MEPUOJIa MOKHO 00-
HapY>KUThb OINpPEIEIEHHBIE CMBICIIO-

BBI€ TOYKH, BOKPYT KOTOPBIX FPYIIUPYIOTCS

KJIFOUEBBIE BBIBOJIBI MHOTHX OT€UECTBEHHBIX

U 3apyOeHBIX MYy3bIkOBenoB. OHHM Kaca-

I0TCS IIPEK/IE BCETO COBETCKOIO «OMEPHOIO

npoekta» (E. Bmacoma [1], M. ®pomoga-

Yoxkep'): 3aJyMaHHBII Ha BEICOKOM Tpajyce

aMOMIIMO3HOCTH, OH B UTOre oKa3ajcs (ax-

TUYECKU MpOoBaibHBIM. OTpOMHOE KOJIM4Ye-

CTBO OIlep (HECKOJIBKO COTEH, CO3AaHHBIX

Ha nporsbkeHun 1930-1940-x romom), 3a

HEMHOTUMHU UCKJIOYEHUSIMU, KaHYJIU B 0e3-

BECTHOCTh: UX 3HAYUTEIbHAs YACTh HUKOTIA

HE yBHJEJa CUEHbl U COXpPaHWJIACh JIUIIb B

Marepuanax apxuBoB. OIHON W3 TIIABHBIX

MPUYUH 3a0BEHUS HA3BIBACTCS HUBKHUHI Xy-

JIO’KECTBEHHBIN YPOBEHb MOJABIISIONICH Ya-

CTH ONEPHOr0 Marepuaia.

B nanHOM cTarbe NpEeaIpUHUMAETCS
MOTIBITKA JIaTh 0030p HEKOTOPHIX (HaKTOB,
CBA3aHHBIX C IMOMCKAMM MO3THKM TaK Ha-
3bIBAEMON COBETCKOW KJIACCHUYECKOM OIe-
pBI B OJIUH U3 MOKA3aTEeIbHBIX TEPUOJOB €€
pa3BuTusa. OH OXBaThIBACT MIATHICTHE —
¢ 1936-ro (Bbixon crarbu «CymOyp BMECTO
My3bIKM», co3fgaHue Komwurera mno npenam
uckyccte CCCP) no 1940 roma (mposee-
Hue Bcecoro3Hoii omepHON KoH(EpeHI ).
B sToT mepuon ObuTo co3maH0 HaubOMbIIEE
gucio onep (meceHHbrx — okoso 30), B ToMm
yncie « Tuxuit JJon» n «llogHsiTas neanHa
U. zepxunckoro, «B Oypro» T. Xpen-
HukoBa, «Mactep u3 Knamcu» («Kona
bpronson») JI. KabGaneBckoro, — TO e€cCTh
HauOoJee sipKue 00pasIlhl KaHpa.

1

IIpu 3TOM mnpencTaBisieTCs] BaKHBIM
OTOMTH OT MEWHCTPHUMA, CJIOKUBIIETOCS
B COBPEMEHHBIX B3IVIAJ1aX HAa COBETCKYIO
orepy u o0OpaTuThCsl K roocam e€ coBpe-
MEHHUKOB — KOMIIO3UTOPOB, MY3bIKOBE-
JIOB U JIPYTUX YYaCTHHUKOB, IIPSIMBIX M KOC-
BeHHbIX. B 1936 roqy uMeHHO Ha UX AOJIO
BbIIIAJI TIOMCK IMOATHUKKM HOBOTO ONEPHOTO
’KaHpa, KOTOPBIX 10 TOTO BPEMEHHU HE NMEI
npeueneHToB. [lecennas omepa, TakuMm 00-
pa3oM, cTajga OJHUM U3 MEPBBIX COBETCKUX
ONEpHbIX (PEHOMEHOB, MOMABIIUX B (HOKYC
BHUMAaHUS U, KaK CIEACTBHUE, B MOCIELYIO-
Iyto pazpadbotky (cm.: [2]).

[ToBOpOT OKa3ancs NEHCTBUTEIBHO KPYy-
TBIM: B OJIHOYache OH COWJI BCE NPHUBBIY-
HbIC OPHEHTUPHI. bblna mocrasiieHa 3a1ada
CO3J]aHUsI COBETCKOM KJIACCUYECKOW OIEpHlI,
TOIZa KaK HE CyLIECTBOBAJIO IPAKTUYECKU
HU OJHOTO NPOU3BEACHUSA, KOTOPOE MOIVIO
Obl MOCTYKUTh YOEIUTEIbHBIM O00pa3LoM
HOBOTO OIIEPHOro CTWIsL. Bpemst ot Bpeme-
HU HAaUMHAJUCh MOMCKH BUHOBATBHIX B CIIO-
YKUBLIEMCSI TIOJIOKEHUU: MEHSUIM JTUPHKE-
POB, ITUPEKTOPOB TEATPOB, OTBETCTBEHHBIX
IIaPTUNHBIX YMHOBHUKOB. MHOIO KPUTHKH
U Ha COBELIaHMX, U B MyOIMKalUIX 3ByYa-
JO B aJpec MY3bIKOBEIOB, SIKOOBI BEAYIINX
YKJIOHUUBYIO MNOJUTUKY («bosick ocTpoi
TeMbl, oHM OepyT LlloneHa u aHanU3UPYIOT.
A 4T0, 4esmoBeK MEPTBBIN, BCE CIIOKOHHO»?)
U IIpY TOM He xenaroumx nomorars Illo-
CTAKOBMYY M JAPYTMM KOMIIO3UTOpaM, Kak
TOI71a TOBOPUJIOCH, «HAWTU PABUIIbHBIE HH-
TOHALIUID .

Ha stom ¢done onepa «Tuxwmii Jon» 3a-
CIIy’KMBaeT ocoboro ynoMuHanus. B cuiy

Frolova-Walker M. The Soviet Opera Project: Ivan Dzerzhinsky vs. Ivan Susanin // Cambridge Opera

Journal. 2006. Vol. 18. Issue 2, pp. 181-216. DOI: 10.1017/S0954586706002163

2

CTCHOFpaMMa COBCINAaHUA KOMIIO3UTOPOB U pyKOBO,ZII/ITeJIeﬁ MY3BIKQJIBHBIX T€AaTPOB O ITOATOTOBKE

My3BIKaIbHBIX MpousBenaeHul K 20-netuto OKTAOPhCKON peBostonuu. 2-i aeHb. 12 mas 1937 roga //
Poccwiickwuii rocynapcTBeHHBIH apXuB nutepatypsl U uckycctsa (PIAJIN). @. 962, om. 3, ex. xp. 270. JI. 7.

3 Tawm xe.
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CIIO)KMBIIIHMXCSI OOCTOSITENILCTB OHa Oblia
Ha3HAu€HAa Ha POJIb 3CTETUYECKOI0 ATAJIOHA,
XOTSl U C MHOTOYHMCIIEHHBIMU OTOBOPKaMHU.
Ha ognom u3 coemanuit Jle CtenaHoB He
0e3 nponuu 3asBuil: «Kax bl Teatp ceifuac
MeuTaeT mocTaBuTh “Tuxmii JJou"»?.

W B camoMm pene, npu 0OCYKIECHUH KOH-
KPETHBIX ONEPHBIX IPOU3BEACHUN KOMIIO-
3UTOPBI CTAJIM OLIYIIATh 32 CBOEU CIIMHOU
npuspak «Tuxoro [lona». Korma cmycrts
math et A. llaBepasH nucail, 4To omnepa
JI3epKMHCKOTO BbI3BaJla MHOTOYMCIICHHbBIE
MIOIPaKaHNs W NOPOAWIA LEJI0E€ Halpas-
JICHWE B HAIlIeH OTICPHOM JIMTEpaType’, OH,
BEPOSITHO, TIOHUMAJI, YTO 3TO OBLIO KECTKO
00yCJIOBJIEHO CIIOKUBIIUMUCS OOCTOATENb-
ctBamu. C 3TOM onepoi CpaBHUBAJIU BCE: OT
JTUOPETTO 10 XapaKTepa OTACIbHBIX IECEH.

VYxe BecHOM 1936 roga Tearpsl 3asBWIA
0 Hayayie paboThl HaJ IIEJILIM PSIIOM OTIep.
bonpmiol Tearp B 4uCiIE€ TOTOBAIIMXCSA K
MOCTaHOBKE Ha3Baji omnepsl «JlexkabpucToi»
0. IMManmopuna, «PeBuzop» JI. IIBemo-
Ba u «Koma bpronron» [[. Kabanesckoro;
bonpmon JleHMHrpaackui OIEpHBIM  Te-
atp — onepy «AnHa Komocosa» B. Ilep-
0au€Ba; YKpanHCKHi1 Tearp omnepsl U Oanera
— «IInaron Kpeuer» FO. Meiityca, «Tapac
IITeBuenko» B. bopucosa u «HeussectHbie
conparel» @. Kosunkoro. Tearp umeHH
B. 1. HemupoBuua-J[aHueHKO COOOIIHII, YTO
cAeNall psAl 3aKa30B HA COYMHEHUE HOBBIX
IIPOU3BEICHUII — B MX YMCJIE HAa3bIBAJIUCH
onepa «Pasrpom» no pomany A. ®danee-
Ba, KOoTopast Oblia 3akazaHa T. XpeHHHUKOBY,
a Tak)Ke HeKas orepa (B CTeHorpaMMe Ha3Ba-
HUE HE MPUBOAMTCS), KOTOPYIO JOJKEH OBLI

4

nucath A. Xauarypsa®. Manbiit Jlennnrpa-
CKHMIl OIEpHBIM Tearp MNPEICTaBHI CIIUCOK
U3 JIEBITH €LIE€ HE HAIMCAHHBIX COBETCKUX
ornep — 00 3TOM 00s13aTeIHCTBE MOSBUIIACH
JlaXke crenuanbHas 3aMmeTka B «JIluteparyp-
HOU razere»’. B ux uucne 3naumnuch «llox-
Haras nennHa» U. J[3epxunckoro, «CraaBa»
B. BosommHoBa 0 pasrpomMe SIMOHCKOM HH-
tepBeHunu Ha JlaneHem Boctoke, «1919»
A. XusoroBa o IlepBoii MUPOBOM BOIHE
B AMepuke u EBpomne, «KenezHblil moTOK»
B. XKeno6unckoro o pomany A. Cepadumo-
Br4a, Hekasa onepa [I. [llocrakoBuya Ha nm-
opetto O. bpuka o peBomorionHoM banTwii-
ckoM (priote 1917 rona v HEKOTOpBIE APYTHE.

3HAYUTENIBHOE KOJIMYECTBO ONEPHBIX
IIPOU3BEJICHUM, KOTOPBIE BIIOCIEACTBUH
ObUTM HE 3aKOHYEHBI WJIM BOBCE HE HaIuca-
HbI, CBHMJETEJIBCTBOBAIM O IOCIIECIIHOCTH,
C Kakoil TeaTpsl CTPEMUJIUCH 3aCBUACTEIb-
CTBOBaTb N'OTOBHOCTH K HOBOMY MOBOPOTY
B Pa3BUTHH ONEPHOro UCKyccTBa. DeHoMeH
«HEB3STBIX BEPIIMH», O KOTOPOM IHILIET
A. MakipiriH B OTHOILLEHUHM HalMOHalb-
HBIX pecmyOnuk [3], ¢ HEKOTOpOW OroBOP-
KO BITOJIHE MOXHO CIPOELMpPOBAaTH U Ha
Oosiee MUPOKOE MPOCTPAHCTBO COBETCKOM
onepHoM npakTtuku. HenamucaHHble U He-
3aBepiI€HHbie onepbl 1930-x romoB, He-
COMHEHHO, [IOJIKHBI OBITh PacCCMOTPEHBI
KaK 4aCTb COBETCKOI'O OIIEPHOIO JMCKypca.
B mianax My3bIKQIbHBIX TE€aTpoOB 3HAYU-
JIMCh pOMaHbl COBETCKUX NUCaTeNei, KOTo-
phie HUKOT/Ia He ObLTH TIPe0Opa30BaHkbI B JIH-
OpeTTo; Ha3BaHUs ONEp, KOTOpPbIE HE ObUIM
3aBEPILECHBI; UMEHA KOMIIO3UTOPOB, HU Of-
HOI omephl Tak U He Hamucabmux. Camu

CreHOTpaMMa COBEIIaHMS KOMIIO3UTOPOB M pyKoBomuTeNeH. .. JI. 9.

5 IHasepasu A. Coserckas onepa // CoBerckas Mmy3sika. 1941. Ne 3. C. 7-8.

6

1936 roma. PTAJIN. ®@. 962, ¢. 3, ex. xp. 71. JL. 2.

CoBemanue 1o BOIIPOcaM ITUCKYCCHH B CBS3M O cTarhsiMu B «IIpaBae» o coBeTckoit omepe. 14 mapra

7 Pect b. JleBsath coBeTckux omep // Jluteparypras razera. 1936. 31 mapra. C. 4.
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KOMIIO3UTOPHI IIYTUJIU, YTO HEKOTOPHIE HX
KOJIJIETH CTaparoTcs MpoAaTh TearpaM CBOM
omepbl «Jake HE Ha KOPHIO, a B 3E€pHE»
(Hamekast Ha koMIo3uTopa JI3ep>KUHCKOTO,
YbU 00€ II0JIOXOBCKUE ONEPHI JOBOIMIU /10
yMa KOJIJIEKTUBHBIMHU YCWJIMSIMU HEMOCPE-
CTBEHHO B T€aTrpe) — BIIPOYEM, 3EpHA 4acTo
He mpopactaiu. Tem He MeHee 3TU Ha3Ba-
HUS QUTypUPOBAIM B MyOJIUYHBIX 00CYX1e-
HUSX TJIAHOB HAPSy C YXKE 3aBEPIIEHHBIMU
MIPOU3BEICHUSIMH, CO37aBasi BIICYATIICHHE
OTPOMHOM CO3MAATEIbHON JESITEIbHOCTH.
HexoTtopsie moapoO6HOCTH 3TO# pabOThI MO-
T'YT BbI3BaTh yJIbIOKY — Kak, HallpuMep, Ha-
Mepenue K. KopumapéBa Hamucarh omnepy
«EBrennit Oneruny». «Hy, nait 6or Hamemy
TENEHKY BOJIKA CHECTb», — YCIbIIIAB 00
3TUX IUIaHaX, Moxenan komno3uropy B. To-
POIAMHCKHIA C TPUOYHBI COBEIIIAHHS®.

Bo BcéM 3TOM IpOSBIISIUCH 3aKOHOMEP-
HOCTH, B MOCTCOBETCKON HayKe MOJy4HB-
mue Ha3zBaHue cumysanuu [4]. E€ MoxHO
YBUJIETH B IUIaHAX M OTYETAX MATHIIETOK C UX
TPYAOBBIMH PEKOPJAMHU, MPEBOCXOIAIIUMHU
YeJIOBEYECKHUE BO3MOXXHOCTH, — BE€/b €CIIU
MEPEAOBUK IMPOU3BOACTBA MOT IPEBBICUTH
HOpMY B 14 pa3, mouemy Obl COBETCKOMY
KOMITO3UTOPY HE MOCOPEBHOBATHCS ¢ Yaui-
koBCcKkUM? [0 ToH ke nmoruke, uneny Corosa
KOMIIO3UTOPOB HA/1JIEKAJIO COUMHSTH IECHH,
10 MacTepcTBY npeBocxosue necuu ly-
Oepra, 0 4éM 3asBJISLT TOT ke [ OponMHCKU,
a orepy HachIaTh MECEHHBIM MaTepUaioM
TAKOTO BBICOKOTO Ka4€CTBa, YTO €ro MOXBa-
TUT U 3aII0ET BECh HAPO/I.

BooOmie kputepuil «Imoromero Hapo-
J1a» HE pa3 BBIIBUTAJICA NPU OOCYKJICHHUU

8 Cogemanue 1o Bompocam auckyccum... JI. 71.

9

oyayuux omnep. Hdupmxép bopuc Xalikun
BCIIOMHUHAJI Clly4ail ¢ onepoi «Puronerro»,
xorna Bepau He naBan TeHOpY apuro repuo-
ra u3 IV akra 10 reHepasbHON PENETULINN:
«OH 06odics, 4TO apuI0 3Ty MOAXBATAT U
pa3HECYT paHbllI€ BPEMEHHU, YTO HApOH €€
3am0€T, HE 3HAas CIIE€ CHOEKTAaKIsI M CaMOro
npousBeneHus. Bor Obl HaMm 3amony4yuTh
B HaIIMX OMepax NoOoJblIe TaKuxX apui! —
nucayn XakuH. — Mbl Obl HE CTaJIN UX TPsi-
tarh. [IycTh HapOJ MOET, HAM HE KAITKO»’.

OpHako xopomive MecHU B omepax Io-
ABISUINCh peAaKo. B OOHOM M3 OINEepHBIX
0030poB AHAJIUTUYECKOM  JTOKJIAJe
J1. PabunoBnua u C. Hlnudmreitna, mon-
TOTOBJICHHOM st Bcepoccuiickoro Ttea-
TpajapHOTO OO0I1ecTBa B 1939 rony, peskoii
KPHUTHKE ITO/IBEPIIIUCH ITOYTH BCE OTephI-da-
BOPUTHI TOro BpeMmeHu. 1 He Tonbko « Tuxwuit
Hon», Ho u «B Oypro» T. XpeHHHKOBa —
B HEIl My3bIKOBE/Ibl YCMOTPEJIH «IIPUHLUIIU-
aJbHBIE TOPOKH IECEHHOI'O HaITPaBICHUS)
U «yOpyYarollylo CIE3IUBOCTb»: «Omepa
KaK HCKYCCTBO, UMEIOIIEE CBOIO MY3bIKAJIb-
HO-/IPaMaTUYECKYI0 JIOTHKY, ITPEBPAIACTCs
B [POCTOM MY3bIKaJbHBI MOHTAX IECEH U
XOpOB, CLEIUISIEMBIX HEBBIPA3UTEIbHBIMU
peuntaruBamu»'’. Takke aBTOPHI OTMETH-
JIM HECKOJIbKO HEECTECTBEHHBIX MOMEHTOB
B oniepe B. XKenobunckoro «Matby: mo ux
CJI0BaM, B OJHOM M3 IpaMaTH4YECKUX CLECH
TOJIBKO YTO BEpHYBILIHUNCS U3 TOpbMbI la-
Ben U AeBymka Caina Ha J1Ba Tojioca Hauu-
HAIOT pacIieBaTh MacCOBYIO NIECHIO. B onepe
«IlonHsTas 1envHa» B ApaMaTHYECKUX 00-
CTOSITEIIBCTBAX — B CLIEHE C KPECThsIHAMU
— J1aBBIOB MOET KECTOKUM pomaHnc'!,

XaiikuHa b. 3. Kommosurtops! u onepublii Tearp // CoBerckas Mmy3bika. 1941. Ne 3. C. 37.

10 Pabunosny JI. A., Ilmudmreitn C. U. «Coserckas omepa» — 0630p / PTAJIN. ®. 970. Om. 16.

En. xp. 264. J1. 15, 16.
" Tam xe.
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Ha coBemanusix koMmosuropaM cCOBeE-
TOBaJIM U3y4aThb IECEHHBIA MaTepHall B €ro
’KaHPOBOM MHOT000pa3nuu, BKJIIOYaTh B OIle-
pBI TIECHU CONJATCKUE, MapTU3aHCKHE, JIH-
pUYECKHe, MacCOBbIE, HO TIPU 3TOM H30erarb
LUTUPOBAaHNS H3BECTHBIX IECEH, KOTOPbIE
B TO BpEMS UyTh JIU HE €KETHEBHO 3By4aIn
no paauo. H. Pabuues, coTpyaHuk anmnapa-
ta LIK BKII(6), mpemioxkun 3akpenuTs 3a
KKJIOM IIECHEM ONpeNenEéHHYI0 CEMaHTH-
YECKYIO 3a/1a4y — HaIlpuMep, MpHU MOMOIIH
«BapuaBsHKN» XapakTepu30BaTh JIFOAEU
C ceBepa CTPaHbI, IPU TIOMOIIH «SOI0UKay
— Jrozen ¢ wra u T. 1.'2 Ha necHro crana
BO3JIaraThCsl HENIOMEPHAasi OTBETCTBEHHOCTD:!
el HaJuiexkano o0ecrneynTh XapaKTepHOCTh
My3bIKaJIbHBIX O0pa3oB, B TOM YHUCJE Ha-
LMOHAJIBHYIO, PETMOHAIBHYIO, COCIIOBHYIO,
MEPCOHAJIbHYI0, & KPOME TOTO, MPUAATH OIle-
pe HeoOXoMMoe JpaMaTypruueckoe pa3Bu-
THE U SIPKOCTh MAcCCOBBIX CIIEH.

HecMmoTpst Ha BHYLIMTENIBbHOE KOJWYe-
CTBO BCEBO3MOXHBIX COBEIIAHUM, KaKHe-
a1M00 yYCTaHOBKM, MPOSACHSIONIUE 3a]lauu
TpeOyeMOro ONepHOTO KaHpa, IPaKTUYECKU
OoTCYTCTBOBaIN. CTEHOTpaMMBbI, TOCBAIIEH-
HbIE OIepe, M300MIOBAIM MEJIKUMHU JieTa-
JIMU — TaKMUMM KaK pEIUIMKH C MEcCTa,
nepeBUKEHUs, Tyl U CMeX B 3alie U T. 1.,
YTO MO3BOJIAET MPEANIOIOKUTh MAKCUMAJIb-
HO TOYHYIO (DUKCAIMIO IPOUCXOSIIETO.
OnHako HUKAKWX 3HAUUMBIX TpeOOBaHUU
B OTUX Marepuaiax OOHapyX HUTh HE yna-
70ck. O4EeBUIHO, YTO BBICTYIAIOIINM JIETYE
ObLIO KPUTUKOBAaTh aOCTPAKTHBIA «(popma-

JU3M», YeM TpeanaraTb KOHKPETHbIC MyTH
Pa3BUTHSI ONIEPbl HOBOTO THUIIA.

He cnumkoM mnposicHSIM KapTHUHY H
KOMITIO3UTOPBI: KOMMEHTUPYSl CBOM COYH-
HEHUs, OHU TaK)K€ HE JaBajd IOYTH HU-
Kakoi mHOpMAIMU, KpOME camMoil OOIIeH.
HNaxe b. AcadpeB ObUT HENMPUBBIYHO Kpa-
ToK. Onucanue coOCTBEHHOH omnepbl «Mu-
HuH u [Toxapckuit» (1936), koTopyro aBTOp
[IoJIarajl CBO€M KOMIIO3UTOPCKOM yHadew,
YMECTUJIOCH BCEro B OJIMH ab3ail: «OCHOB-
Has Tema: 3allluTa POAUHBI, OCHOBHOW KaH-
BOH CLIEHapusl SIBJISIETCS BO3HUKHOBEHHE U
NPOABUKEHUE HAPOIHOIO HUXKETOPOJICKOTO
OMOJYEHHUS] M M3THAHUE TMOJIIKOB-UHTEP-
BeHTOB 13 Kpemust (1612). My3bika onepsl
NIECEHHO-HAIIEBHAsI, CTPEMUTCS BOCCO311aTh
B PEAIMCTHUYECKHUX MACCOBBIX CIIEHAX Yepe3
IIMPOKO Pa3BUTHIE XOPOBbIE aHCAMOIH PsiA
KapTUH MOT'Yy4Yero HapoJHOIO MaTpuoTHYe-
CKOTO MoIbEMan'.

WNHorna kakue-TO YCTAHOBKH MOXKHO
ObUIO YyCJBIIATh B BBICTYIUICHUSX MY3bI-
KaJTbHBIX WU TEaTPabHBIX TEOPETUKOB.
Tak, npodeccop TMTUCa C. Yemonanon
B cBoéM Jnokiaae «CoBerckas omepa 3a
20 net» (22 nHosi6ps 1937 roga) momsiTai-
Csl UB3JIOXKUTh HEOOXOIUMBbIE KOMIIOHEHTHI
«Omepbl  COLMATUCTUYECKOTO peaau3May:
«“Tuxuii Jlon” — omnepa, KoTopast UAET BEP-
HBIMH MyTSIMU... Mbl umeem snoxy [pax-
JTAHCKOW BOWMHBI, IMEEM Pa3IMYHbIE TPYIINH-
POBKH, TPYIOBOE Ka3adeCTBO, 3aKUTOYHOE
Ka3ayecTBO, KpacHOE KazauecTBO, Oenoe
Ka3a4eCTBO, ATH TPYNIUPOBKU HAXOASITCS

12 CreHorpamMMa COBEIIAHHS y MPEACEaTelisi KOMUTETA 10 MPOCIYIIMBaHUIO onepbl «JlyMka Omnanaca»
3. Barpuikoro. 26.01.1937 // PTAJIN. ®. 962. On. 3. Ex. xp. 248. B onucanuu TOKyMEHTa HETOYHOCTD:
npaBHJIbHOE Ha3BaHUe onepbl — «Jlyma npo Omnanacay, a Dnyapa barpuiikuii sBiseTcs He KOMIIO3UTOPOM,
a aBropoM JuOperTo. My3bIky Hanucan Biaagumup KOposckuil.

13 BynrakoB M. A. «MunuH u [Moxapckuit» (muoperto). [Tyonmukanms M. Kosnooii. K uctopun coznanus
onepsl b. AcadreBa // My3bika Poccun. Beim. 3 /coct. A. I'puropeea; pea. E. I'pomeBa. M.: MockoBckuit

xomrtozutop, 1980. C. 212.
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B COCTOSIHMM 00OCTPEHHOM KJ1acCOBOM OOpb-
ob»'*. Tem He MeHee pa30op ObLI BechMa
HEJIULENPUATHBIM U CTPOWIICS INpEUMyIlie-
CTBEHHO Ha HETraTUBHBIX XapaKTEPUCTUKAX
— TaKMX Kak BTOPUYHOCTb, HU3KHUH XyI0-
’KECTBEHHBI YpPOBEHb JIMOPETTO, HEBHSAT-
HOCTh MY3bIKaJIbHBIX 00pa30B, HEMOHHUMa-
HHUE 3aKOHOB OTIEPHOM JpaMarypruu'’,
Takol aHanu3 ONEPHOM MOATHKU Mao
nmomorain Jie’y. to Obula COBCEM HE Ta CTe-
HeHb NPopabOTKU NpOoOJIeMbl, KaK, HAMpU-
Mep, B TeaTpajibHOM UCKycCTBE. B omnepe He
MPOUCXO/IUII0O HUYETO NOJOOHOTO TOMY, YTO
OTJIMYAJI0O PAHHECOBETCKYIO JpaMaTypruio,
— BOT IJI€ IIJIO HACTOSILEE CTPOUTEIHCTBO
HOBOU cpenbl ooutanus. Lllupokast manutpa
CIOKETOB M CHCTEMa NIEPCOHAKEN OTpaXkaiu
’KH3Hb COBETCKOTO OOIIECTBA B MAKCUMaJIb-
HO BO3MOXKHOM Oorarctse. K Hawairy 1930-x
TOIOB B MbECax YK€ BOBCIO JEHCTBOBAIU
IIPEICTABUTEIN BCEX COBETCKUX COCIIOBUI:
KOMCOMOJIbLIbI, KOMMYHHCTBI, H3IIMaHBbI, Yye-
KHCTBI, paboune, KpeCThbsIHE, MHTEJUTUT€HThI
u T. 1.'° JlocratouHo pa3HOOOpa3HOii ObLia
U TeMaThyecKas maHopama KuHemarorpadga.
[Ipu 3TOM € OMEepoii mucaTenu u Ipamarypru
COTPY/IHUYAJIN HE CIUIIKOM OXOTHO, & OIIBIT
TaKOTO COTPYIHUYECTBA HE TPUHOCHII OOJIb-
mumx ynad. Kondaukrom u cMeHoit aubper-
TUCTa 3akoHuYmIack padora lO. Illamopuna
u A. Toncroro Hazg onepoil «JlekaOpucTbi»;
HE YBHUJENIU CIIEHBI U BCE YEThIPE OMNEPHI,
HamucaHHble Ha nuOperto M. Bynrakosa.
[TonoOHbIe OOCTOATENBCTBA W CBA3AHHBIN

C HUMHU «KPHU3HC JIMOPETTO» HE YXOIUIU
U3 TIOBECTKU OOCYXACHHI Ha MPOTSKEHUU
MHOTMX JI€CSITUIETHI.

OueBuHO, YTO ONEpPa, C OJHON CTOPOHBI,
HE I0CIIEBAJIa 32 CTPEMUTENBHO Pa3BUBAIO-
LIEHCS XKHU3HBIO, C JAPYrol — HaxXoAujach
B TUCKAaX BCEBO3MOKHBIX OrpaHU4YeHUM. ToT
e b. XallkuH ceToBall, 4TO BHE MOJIS 3pEHUS
ONEPHBIX KOMIIO3UTOPOB OCTAKOTCSI TaKHe
Ba)KHBIE TEMBbI, KaK «CTPOUTEILCTBO COIIHA-
JU3Ma, BOIMPOCHI HAIIMOHATHHON MOJUTUKH
MapTHM, PacUBET CTPaHbl, Psi BOIPOCOB,
CBSI3aHHBIX C TpoOJIeMaMHu CeMbH, ObITa U
T. y!’. Tlpu stom B omepe 1930-x romos
MO-TIPEKHEMY COXPAHSJICA 3aKa3 Ha PEBO-
JIOLMOHHYIO TEMATHUKY B €€ pa3HOOOpa3HbIX
nposiBieHusax: pesomtounun 1905 u 1917 ro-
70B, (hpaHITy3cKasl pPEBOJIONMS, BOCCTAHUSA,
MSATEXKH, KJ1accoBasi 00pr0a B IepEeBHE.

BHyTpu 00Jb11101 PEBOTIOIMOHHON TEMBI
CTalM BO3HHMKAaThb CBOEr0 poJia OIEpPHBIC
«Opopstane CIoKETb»: K KoHIly 1930-x roioB
obu10 Hamucano jaBa «lllopcay — I. dap-
mu u b. JlarommHckoro; Tpu «YarmaeBay —
I1. Tpuonuna, b. Mokpoycosa u A. [Tamenko
(«Yépnsrii Ap»); nBa «Crenana Pazuna»y —
A. KacbsnoBa u I1. Tpuonuna; tpu «Jlymsl
npo Onanaca» — M. Kpacesa, B. llle6anuna
u B. IOpoBckoro. OTOT CUCOK HENMPEPHIB-
HO TIOTIONIHSJICA HAa NPOTSKEHUU TOCIEny-
IOINAX JIECATUIIETUN COBETCKOU KYJBTYPHI.
Ha peBontroniioOHHBIE M TEPOUYECKUE CHOXKE-
ThI CO3/IaBAJIUCh TaK)Ke OalleTHbIE U KaHTAaT-
HO-OpaTOpUAIbHBIE COUNHEHHUS.

4 Crenorpamma nokiana npodeccopa Uemomanosa Ha Temy «CoBetckas omnepa 3a 20 yet». 22 HOs0pst

1937 r. // PTAJIN. @. 970. Om. 16. Ex. xp. 4. JI. 24.

15 Tlonpo6uee 06 aTom cm.: Haymenko T. U. CoBeTckast onepa B Oymarax oBCEIHEBHOCTH (I10 MaTepuajiam
apxuBoB 1930-x—1940-x ronos) // Onepa B My3bIKaJlbHOM TeaTpe: UCTOPUS U COBPEMEHHOCTDH: MaTepHajbl
Yerséproit MexnyHapoaHoi HayyHo# KoHpepeHuun. Mocksa, 11-15 Hos6ps 2019 & T. 2 / pen. I1. B. Jlyuxkep,
T. . Haymenko, H. B. Ilununenko u ap. M.: Poccuiickas akagemus My3biku umMeHd ['Hecunsix, 2019. C. 194.

16 Tynkosa B. B. PokieHre COBETCKUX CIOKETOB: THUIIOJNIOTHS OTEUECTBEHHOW apambl 1920-x — Havyama
1930-x romoB. M.: HoBoe nuteparyproe o6o3penue, 2008. C. 33-34.

17 Xaiikun b. D. Komnosurops! u onepHsiii Teatp // CoBerckas my3bika. 1941. Ne 3. C. 32.
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OnHako HEe OHM OBUIM IJIABHBIMU KOH-
KypEeHTaMU COBETCKOM OMepbl. 3HAYUTEIIb-
HO OOJBIIYI0 MpoOIeMy MPEACTaBIsUT KU-
Hemarorpad. OIHOBpPEMEHHO C oOlepaMu
HEPENKO BBIXOAWIA U XYH0XKECTBEHHbIE
¢unbmel. Tak, B onuH U TOT *e 1939 rox
ObLM npeacTannensl onepa «ope» b. Jls-
TOIIMHCKOTO U OHOMMEHHBIN (QUIBM C MYy-
3pikoit JI. KabaneBckoro; onepa «bacMaumy»
JI. CrenanoBa u ¢uiibM «bacmaun» («py-
3bs1 BCTPEYAIOTCS BHOBBY) C My3bIko# P. ['u-
apa. Onepa «Creman Pasun» A. KacbsiHoBa
COBIIAJIa C BBIXOJAOM OJHOMMEHHOTO (prthbMa
¢ My3bikoi A. Bapnamosa. B ToT xe roa, kor-
Ja Ha clieHe bomblioro tearpa oxuaanach
npembepa omnepel b. AcadreBa «MuHUH U
[loxkapckuit», Ha 5KpaHbl BblIeN (QUIBEM
¢ my3sikoii FO. [llamopuna (1939). Ilepece-
KaJIUCh, XOTSl HE TaK CUHXPOHHO, U JPyrue
croxeThl — (GunpM «Yamaes» (1934, ¢ my-
3pikoit I. [TomoBa) u onepa b. Mokpoycoga,
¢mieMm «KotoBckuit» ¢ mysbikoit C. IIpoxo-
¢bweBa u «/lyma npo Onanaca» B. KOposcko-
ro, puibM «BosouaeBckue THIW) ¢ My3bIKOH
J. IocrakoBuua (1937) u onepa «Bonoua-
eBckue qHu» U. JI3epxunckoro (1938).

Bo3sMoxkHo, 3T0 He uMeno Owl cylle-
CTBEHHOTO 3HAYCHHS, €CId Obl (DUIBMBI HE
CTaJIM MaTepuajioM JJisi MOCTOSIHHOTO CpPaB-
HEHUsI CO BHOBb CO3/1aBA€MBIMU ONEPAMH.
Emé B 1937 rony Kepkenues xBanuin JIbBa
CremanoBa 3a TO, YTO C TEMOHM OacMadyel OH
OTIepeIMJT IpaMaTHYeCKUil Tearp W KUHO'®
(06 obpazax repoeB COBETCKOTO KHHEMATO-
rpada cMm.: [5]). A dyepe3 HeCKOJIBKO MECSIICB
Ha 3kpansbl Bhimen «I{ope», u obcyxnenne
onepbl JIATOMMHCKOrO MponuIo ¢ y4ETOM
3TOro HOBOTO BrieyamieHus. [Ipuuém oobek-

TOM CpaBHEHUS ObLJI COBCEM HE MY3bIKaJlb-
HBII Matepuan. KoMmno3utopa KpUTHKOBAIU
3a TO, YTO OIEPHbIE AMU30Jbl POUTPHIBA-
10T KHHEMATOrpauueCcKuM, YTO XapaKTepbl
repoeB M JAMHAMHUKA JApaMaTyprudyecKoro
pa3BuTHA B (QWIbME INpenCcTaBlIeHbl Ooliee
yoenuTenbHO. «Y JIOBKEHKO 3MU30/1, KOTAa
OTITyCKAlOT BOEHHOIUICHHBIX, HaNpPsHKEH-
HBIiA, OOJIBIION U CEPbE3HBIN, — yTBEPKIAT
My3bIkoBe [ puHOEepr. — A 31ech OH Tpo-
UCXOOUT TakK, Mexay mnpounum». PalOuues
COKpYILAJICS, YTO B OIlEpPE HE MOKA3aHO HU
poxneHue 44-it nuBu3uu, HU poiib JIeHnHa B
onuchIBaeMbIX coObITUsAX. Kommnosuropy pe-
KOMEH/IOBaJI MEePEecMOTPeTh (UIbM, TOCO-
BETOBATHCSI C KNHOPEKUCCEPOM U YTOUHUTH
daxTonornueckuit Matrepuan'®. [omydanocs,
4TO oIepa, el He Oyayud 3aBepUIEHHOM,
y’K€ BOBJIEKAJIACh B 3aBEIOMO POUTPHILITHOE
COpPEBHOBAHME Ha YY>KOM IIOJIE.

Henw3st He oOparuth BHMMaHUA, C Ka-
KOW HEeNpHsI3HEHHON MHTOHAIMel BooOIIe
XapaKTepU30BaIoCh BCE, YTO B COBETCKOM
orepe HaroMHuHao onepy. Ha 3to nmenuce
npuunHbl. Hepeako cam BbIOOp INIaBHOTO
reposi BCTyNajl B MPOTUBOpPEUYHE C IMPHUPO-
JIOM ONEPHOTO MCKYCCTBA M JIaXKe€ OTTOpral
e€. EMy Hamyexano OBITh CMENbBIM, MyKe-
CTBEHHBIM W OpyTaJbHBIM: pPaHHSS COBET-
CKas ollepa OpPUEHTHPOBAIACh IMPEUMYIIE-
CTBEHHO Ha reposi-MyX4HHY, KaK IPaBUIIO,
KpacHoapMmenna. TpaJWIMOHHBIA BOKAJIb-
HBI Marepuall COYeTajics C 3TUM ILJIOXO.
[ToaTOMy BIIOJIHE 3aKOHOMEPHO, UTO B XOJ€E
paz00pa HOBBIX OMEPHBIX COYMHEHUN HEU3-
MEHHOW KPUTHKE TMOJBEPrauCh IMOMBITKU
OXapaKTepu30BaTh 00pa3 PEBOIIOLMOHEPA
yepe3 TpaJuLUOHHbIE ONEpHbIE (OPMBI.

18 Crenorpamma oOcCykmenus omepsl «bacmaum» kommosuropa Cremanosa. 16.02.1937 // PTAJIN.

@. 962. Om. 3. En. xp. 259.

19 CteHOrpamMMa COBEIIaHHS y MpeIcenaresisi KOMHUTETa 10 TOBOAY MpociymianHoi omepsl «Illope»
komrIto3uTopa JIsrommuckoro. 28 nexadps 1937 // PTAJIA. @. 962. Om. 3. Ex. xp. 312.
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Hanpumep, npu obcyxaennn obpasza Ko-
TOBCKOTO KepiKeHIeB coxanen, 4To Takou
TepOMYECKUI TEPCOHAX «IOET, IMOJHUMA-
€T pPyKH, MO-ONEPHOMY OTKPBIBAET pOTY,
B TO BpeMs KaK «HYXHO JaTh MEPEKINYKY
C KpaCHOapMEWLIaMH UJIU 4TO-TO ITpo JIeHnHa,
Mockay, peBoimorro»>’. BeposiTHO, Tipeno-
JIarajioch, YTO Ieposi CIEAYET XapaKTepu3o-
BaTb HE OIEPHBIMHU CPEICTBAMH, a KIIIOUE-
BBIMHM CJIOBaMHU 3110Xxu. B urore noxonuno 1o
TOT0, YTO JIaXK€E CAMHU KPUTUKHA TOBOPUIIH IIPO
HAJIOEBIINN, «CTEPTHIN S3BIKOBOM CIOBAPH).
Tak, H. IllacTun®' npuBomun GpparMeHT -
ajiora FOHOILY C JIEBYIIKOM NEpe]] YXOI0M MO
npu3bIBy B KpacHyto Apmuto:

«llasmywa: Teruro xe, [1ama, 3amomyana?

llawa: A roBopuTh €€ yero?

lasnywa: Yto xoueub — TOJIBKO TOBO-
pu. CioBa TBOM sI BCSIKUE pajl CAyLIaTh.

Ilawa: Yynax! Ix MHOTO, CIIOB-TO, BCEX
He cyecTh. ClloBa, K IpPUMEpY, BOT TaKue
ectb: Houb. Cuten. Tpakrop. Conumanusm.
JIx000BB»*2.

Omnepy «lllopc» myssikoBen I. XyGom
KPUTHUKOBAJI 32 TO, YTO «B HEH MHOTO CJMILI-
KOM ormepHoro», omaronaps uemy «Illopc u
€ro HOoApPYyTa BBIISAAT KAK HECOBPEMEHHBIE
aronu»®. JlocTaBasioch M MHOTOCTpPAIalib-
Hoit omepe 0. [lamopuHa «JlexkaOpuCTh»:
A. ToscToil cunTan NpecTaBICHHbIA B HEN
o0pa3 umneparopa Hukonas I goctoiitHbIM
pasBe 4To onepeTThl «Becénas BnoBan>.

Bo3Hukana Hepaspemmmas CHUTyalusl.
C onHOU CTOPOHBI, KOMIIO3UTOPHI OKa3bIBa-
JIUCh B Y3KOM JIOXKE PEBOJIIOIIMOHHOM TEMBI,
KOTOPYIO HAJUJIEKall0 BOIUIOTUTH IO KJlac-
CHYECKUM ONepHbIM KaHOHaM. C apyroii
— UMEIOIMICS CIOKETHBIM MaTepual B 9TH
KaHOHBI HUKAK HE BIHUCHIBAJICS.

[Tosromy k Hawany 1941 roga B cpene
KOMIIO3UTOPOB U MY3BIKOBEJOB CTalIH 3BY-
4aTh YTBEPKJICHUS O TOM, YTO BCE MPOUCXO-
JiS1ee — MPOCTO 3aKOHOMEPHBIE NPU3HAKH
MEPEXOIHOTO NEPUoaa. «ITO JUIIb MEPBbIC
AMOPHUOHBI TOJHOIEHHOTO MY3bIKAJIbHOTO
sa3bIka, — yTBepxkaan llasepasu na Beeco-
103HOI omepHoi koHpepeniuu 1940 rona.
— ...[IpolinenHpie TOIBI — MEPUON TOA-
TOTOBUTEIBHBI — B3PBIXJIWIM MOYBY, Ha
KOTOPOU MOTYT U JOJIKHBI BO3SHUKHYTH IIPO-
W3BEACHUS, YTBEPK/IAIOIINE HOBBIN KJIaCCH-
YECKUM CTHIIb. <...> BIIOXHOBJISIET Ha 3TOT
TPyl peanbHOE OMIyHIEHUE OIM30CTH TOTO
BpPEMEHHU, KOI/la 3a3By4ar MPEeKpacHble Ipo-
U3BEJICHUsI Hallel 3M0XH, KOTOphIE C MOJ-
HbIM OCHOBaHHMEM MBI Ha30BEM COBETCKUMH
KJIACCHYECKUMU OTIePaMm»*>,

OnHako pacCykIeHHsT O MPEeKpPacHOM
OyAyLIEM COBETCKOM OIEpbl, BbICKA3aHHBIE
B mapre 1941 rona, Tak M OCTAIUCH YaCThIO
BEJIMKOTO «COBETCKOrO (pyTypusMay, 3TOM
COKPOBUIIHUIIBI HANEK] M MEUTAHWUM, KO-
TOPBIM B CHJTy Pa3HBIX MPUYUH HE CYKICHO
OBLIO COBITHCS.

20 CreHorpaMma COBEIIAHHUS Y MPEACEaTeNsi KOMUTETa 110 MPOCITyLIMBaHUIO omnepbl «J[ymka Omanacay

3. barpuixoro. ..

2l H. I1. Iactun — pedepent PerepryapHoii gacti [ocy1apcTBEHHOTO akaIeMHIECKOTO TeaTpa Orephbl 1

6anera nmenu C. M. Kupoga.

22 MIactun H. Ha tpyaaom mogbéme / CoBerckast My3bika. 1940. Ne 11. C. 60.
2 CreHOrpaMMa COBCLIAHHWs Y TpeJceaTeNisi KOMHTETa 10 MOBOAY mpociymanHoi omepbl «Illopey

kommiozutopa Jlsrommuckoro. .. Ex. xp. 312.

2 CreHorpamMma COBCIIAHUs y mpexacenarens Komurera mo HpOCIyIIMBaHHIO Omepbl «JlekaOpHCTh»
1O. lamopuna, 013618 0 MubdperTo A. Tomctoro u mucemo A. Toncroro. 28 nexabps 1937 r. // PTAJIN. @. 962.

Omn. 3. Ex. xp. 255.

2 TlaBepmsan A. CoBetckast onepa / CoBerckas my3bika. 1941. Ne 3. C. 15, 17, 20.
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Abstract. The article is devoted to disclosing the peculiarities of the texture of Giya Kancheli’s
Sixth Symphony for large symphony orchestra as the most significant component of the style of
the composition. The genre-based basis of the composition, the timbral and dynamic levels of the
artistic system are researched in correspondence with this aim. The following elements are situated
within the author’s range of vision: the stratified textural phenomena and their block varieties, which
essentially transform the image of the score: modulation processes based on effects of suddenness and
unexpectedness. The later become characteristic patterns of a montage type of dramaturgy and also a
testimony of the connection between the mastery of textural statuary art with the cinematographic art,
which has proved itself very fruitful for Kancheli’s symphonic genre. This connection is examined
in the article under the angle of coverage of the principle of mutability of texture as a constantly
changing substance. This provides a demonstration of new methods of cohesion of textural plans
capable of conveying the contradictions and paradoxes of the contemporary world in a musical text.
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CKOM MY3bIKO3HAHWH B PA3JIMYHBIX paKypcaX, UYHMHEHMSX; 3. JeHHMCOBOM, pacKpbIBAIOIIEH
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METO/IbI aHaJIM3a NMPOCTPAHCTBEHHO-BPEMEH-
HBIX MOJIEJIEN POU3BEACHHI OTEUECTBEHHBIX
KOMITIO3UTOPOB BTOPOM 1OJ0BUHBI XX BEKa,
rae CUM(OHMYECKOMY TBOPUECTBY KOMIIO-
3uTopa yaeneHo ocoboe mecto [1]; JI. Bopo-
THIHLIEBOM, Pa3BUBAIOLIEH UICIO UHTEPTEK-
CTyaJIbHOCTH B TBOPYECTBE KOMIIO3UTOPAZ.

Onnouacthas lllecras cumdonus nms
6ospIoro cuMpOHUYECKOTO opkecTpa ['un
Kanuenu, cozmannas kommosutopoM B 1981
roly W MpuypoueHHas K roOuiero I'eBann-
Xay3a, MoHaJyayly Obula 3aJymMaHa Kak ¢u-
Haj cuM(pOHUYECKOro cynepuukia. OaHako
no37Hee poJib (hrHaNa BHINOJHWIIA BBIIIE/-
mast u3-noj nepa mactepa Cenbpmast cumdo-
Hus (1986), ynoctoennas [ocynapcTBeHHON
npemuu umeHu lllora Pycrasenu. K atomy
BpeMeHu chopMHupoBaKnCh 0Opa3Has cde-
pa cumbonuii Kandyenu, ux CTHIb U KOM-
MO3ULMOHHBIE 0COOEHHOCTHU. be3ycnoBHbIN
WHTEpEC MpeacTaBiseT ¢GakTypa ero CUM-
(OHMYECKUX OIYCOB, KOTOpas 10 CHUX IOp
HE CTAaHOBWJIACH MPEAMETOM CHEIHaIbHOIO
HCCIIEOBAaHUS B OTEUECTBEHHOM MY3bIKO-
BeJleHUH. J[aHHas cTaThs, HallpaBJIeHHAs Ha
BBISAIBJICHHE 0COOCHHOCTEH (hakTypooOpaszo-
Banus B lllectoit cumdonun ['nu Kanyenn,
B OIpENENEHHON Mepe BOCHOJHSAET 3TOT
po0esl U MOXET MOCIYXUTb HMITYJIbCOM
K pa3paboTke mpoOIeMBbl.

Mys3bikanibHas (hakTypa Kak CyIIeCTBEeH-
Has 4YepTa CTUJIS BBIJAIOIIETOCS KOMIIO-
3UTOpA AaKTUBHO YYacTBYET B CO3JaHUU
COJIEpPKATEJIbHOIO IIJIAHA €ro COYMHEHUH,
IJI€ CMBICIOBBIM CTEP)KHEM CTaHOBUTCS
MIPOTUBONOCTABJIECHUE JBYX MHPOB: TOHKO-
ro, Xpynkoro BHYTPEHHETO MHpa Teposi U

2

KyJIBTypoJIoTHIecKue nccienoBanus. 2017. Ne 1.

KECTOKOI0, arpeCCMBHOIO MUpPA JIEHWCTBU-
TeIbHOCTH. Pe3ynbTaToM Takoro mnpoTu-
BOIOCTABJICHUSI CTAHOBUTCS PE3KHH KOH-
TpacT XyIOKECTBEHHBIX 00pa30B, KOTOPHIH
TPAHCIUPYETCAd KOMILJIEKCOM CpPEICTB MY-
3bIKAJIbHOM BBIPA3UTEIILHOCTH U TEKCTYPOH
B 4YaCTHOCTU. B cBA3M ¢ 3TuUM 3ByKOBas
TKaHb MOXET ObITh PACCMOTPEHA KaK BaK-
HeIas KaHpOBO-CTUIIEBAsE COCTABIISAIONIAS
Xy/0’)K€CTBEHHOU CUCTEMBI €r0 CUM(POHUH.

®dakrypnsie nonoca [lecroit cumponnn
NPEICTABIEHBI XOPAJIOM U KPaTKUMHU [TOBTO-
PSIIOIIMMUCS OTBETHBIMU PETIIIMKAMH COJIU-
pyrolei QruenThl, a TaKKe KOJIKUMH aKKOp-
JamMu  4yem0Oallo, paccey€HHBIMHM Tay3aMu,
PUTMUYECKH M MHTOHAILIMOHHO BapbUpPYIO-
mmMucs. IMeHHO 3T MUKPOMOTHBHEIE 00-
pa3oBaHus, OTMEUYEHHbIE aBTOPCKON pemMap-
KOU batutta, acCOUMUPYIOTCS C OTKIMKOM
YEeJI0BEUECKOM AyIIM Ha 30Bbl BedHnoctw.
N3 poOkux, TaKOHUYHBIX WHTOHAIIMOHHBIX
3JIEMEHTOB OHHU BIIOCJIEZICTBUU BbIPACTAIOT
B I'PO3HBIE OCTMHATHBIE KOMILUIEKCHI U Iac-
CaxkHble (pUrypanuu, yMHOKEHHbIE COYeTa-
HUEM CTPYHHBIX U J€PEBSIHHBIX TyXOBBIX.

Xopan Kak CHMBOJ OO0XECTBEHHOTO
NOHAYaJly HCIOJNHSIETCS JBYMs allbTaMH,
pacnonararoliMMUCs B Pa3HbIX KOHIAX Op-
KECTpa, «TaK, YTOObI OKa3aThCcs He3aMeueH-
HBIMH ITyOHKoi»®. I'etepodoHHOE M3IOKE-
HUE MOJAJIBHOW IO CBOEW MPUPOIE TEMBI
xopana (CJIOBHO JIOHOCSIIENCS U3 TIyOUHBI
BEKOB, Ha ()OHE UCOHA g, B IMHAMUKE pp, sul
ponticello, To ecTb y MOACTaBKHU, TPUEMOM
sempre non vibrato xak (akropa aneaTopu-
4eCKOil CBOOO/IbI) HATIOIHSIET MAPTUTYPY 11Y-
xoM apxauku (mpumep Ne 1).

Bopotsiatiesa JI. A. K Borpocy nHTEpTEKCTa BEICIIIETO Mopsika B TBopuecTre [. Karndaenn // @umocodceko-

URL: https://tki.lgaki.info/%d0%bd%d0%be%d0%bc%d0%b5%d 1%80-%e2%84%96-1/ (naTa oOpameHus:

15.06.2023).

3 Kantscheli G. Simfonie Nr. 6 fur grobes Simfonie orchester. Partitur. Leipzig: Edition Peters, 1981. P. 3.
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Mpnmep N2 1
Example No. 1

Adagio a Piclcere

I Kanuenu. LLlectas cumdonms. Xopan
Giya Kancheli. Sixth Symphony. Chorale
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KonTtpactom ciyxar peneTUTUBHBIE 00-
pa3oBaHUS I[UPKYISIUOHHBIX PUTOpPUYE-
CKUX (UTYp, CBOMCTBEHHbIE MUHUMAIU3MY
(npumep Ne 2).

SBnsisick MONISIpHBIMU O0pa3HBIMH ce-
pamu, GOPMUPYIOLIUMU ApaMaTyprui0 CUM-
(GhoHNM, OHU HATOJHSIOT COO0 BECh TEKCT
MapTUTYphI, TpUOOpeTass CKBO3HOE 3HadYe-
HUE.

Tak, Hampumep, Xopasl, OTKPBIBAKOLINN
cumbonuto (7 TtakToB A0 1. 1), sBIsIeTcs
WHTOHALIMOHHBIM CTEPKHEM CpEIHEN €€
gactu (1. 18). B Hell xopas ocHOBaTelbHO
BHUJIOM3MEHEH W HCIONHSICTCS fff anbramu

* Bopotsiauesa JI. A. Yka3. cod.
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B COYETAHUU C 4eMOaJI0 B CONPOBOXKICHUH
CTPYHHBIX, YIApHBIX U JEPEBSIHHBIX Y-
XOBBIX, aCCOLMUPYACHh C CHMBOJIOM Kapbl
HEOECHOM, a B KOHIIE COYMHEHUs JAéTcs B
npeoOpa30BaHHOM BUJE B MAPTHUAX (PICHTHI,
KOJIOKOJIOB U ap(wI (11. 39), BocprUHUMASCH
KaK CUMBOJI OeckoHe4YHOCTH beitus. Takue
COYETaHUsl SBIIAIOTCS  JOKAa3aTeIbCTBOM
NEHUCTBUSL TPUHLIMIIA KOHTPAITyHKTa, O00b-
€IUHSIONIETO CTHJIEBBIE KIIMIIE MPOILIOTO
¢ akTypHBIMH Pa3HOBUAHOCTAMU X X BEKa,
e «JI000 CTUIEBOM AJIEMEHT, CONpUKaca-
SCh CO 3HAKaMHU JIPYTUX 30X, IpuodpeTaer
B TAKOM KOHTEKCTE HOBBIE CMBICIIBD)".
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Mpumep N2 2 I Kanuenm. LecTas cumdonms, L. 2

Example No. 2 Giya Kancheli. Sixth Symphony, £. 2
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OTBeTHBIE pEIUINKH MTPeoOpa3yroTCs Tak-
K€ B PACXOJSIINECS U YBEIUYUBAIOIINECS B
00bEMe Taccaku MEIHBIX, JIEPEBSIHHBIX Y-
XOBBIX U CTpyHHBIX. Kak otmeuaer 3. Jlenu-
COBa, MOJI0OHBIE COMOCTABICHUSI CTAHOBSIT-
Csl CJIEACTBUEM IMPOSIBICHUS MOHTa)KHOCTHU
B My3bike Kanuenu [1, c. 20], Tem cambiM
eni€ pa3 NOTYEPKUBaAsl €€ HEPACTOPKUMYIO
CBSI3b C UCKYCCTBOM KHMHO Onarojapsi «ciy-
YallHOCTH, KaJIpOBOCTH, MOJIIPHOCTH» [2,
c. 125]. Takoro poma MOHTa)kHas Apama-
Typrusi OKa3bIBaeT BIMSHHE Ha (QakTypy,
KOTOpasi OTMEUEHA MPUEMaMH HEOXKHUJAHHO-
rO BTOP’KEHHUSI HOBBIX (PAKTYPHBIX IJIAHOB,
HaIUJIBIBOB, HAJOXKEHUM, SBISIOIIMXCSA pe-
3yJABTaTOM BHE3AMHBIX (DAKTYPHBIX MOMYJIISI-
1. [TomoGHbIE MOTYISAIINNA BCTPEUYAIOTCS U
B [Is1T0M cuMdoHuUY, I71e KOHTPACT «TeMaTu-
geckux aopu3MOB» JOBENEH JIO Mpesena.
OH BBIpa)KEH B COMOCTABICHUHU (PparMeHTOB
JIETCKOM POXKJIECTBEHCKOM NMECHU, CTABIIECH
CHUMBOJIOM JTyXOBHOM YHMCTOTBHI U MCIOJIHS-
eMoil Ha pp 4yembasio, UMUTHPYIOLIEM 3BY-
YaHUE KJIABECUHA, C OPKECTPOBOU PEILIIUKOM
CTPYHHOU TPYMNNbl U TPYHIBI JAEPEBSIHHBIX
IYXOBBbIX, OTMEUEHHBIX TUHAMUKOM fff. JlaH-
HBIII TEMaTUYECKUIl KOMIUIEKC acCOLUUPY-
€TCS C 3alpeToM, IPENSTCTBUEM Pa3BUTHUIO
«aeTckom» Tembl. O «CBSI3M Tak Ha3bIBae-
MOH “NPUKIATHON MY3BIKH~ € KPYNHBIMH
npousBeieHusIMU» B TBopuecTBe A. IIIHuUT-
K€, BBIPA0OTABIIETO PA3JIMYHbBIC MOAXOIbI
B €€ peanu3aluu, TOBOPUTCS B HCCIEHO-
BaHUsAX A. Mupomkunoir® [3], a Takke
aBTOpa JaHHOW CTaTbH, (PUKCUPYIOUIETO
NpUEMBI UCIIOJIb30BaHUS B KUHO(MIBMAaxX
ayIMopsiIOB, OCHOBAHHBIX Ha (parMeHTax
cuMmponnu X. I'ypenkoro [4, c. 128]. Ilpu-
€Mbl 3aMMCTBOBAHUN M aBTOLUTHUPOBAHUS

5

HCKyCCTBOBeIeHUs. Marnuroropck, 2017. C. 9.

TaK)Ke CBOMCTBEHHBI HCKYCCTBY KOMITO3HUIIMH
I'. Kanuenn.

Pe3kue mnepexitoueHns MCIOJIb30BaHbI
KOMIIO3UTOPOM B KyJbMHHAIIMOHHBIX pa3-
Jiefax IPOU3BEICHUS, ACCOLUUPYIOLIUXCA
C TPO3HBIM BEJIMYHEM CMEPTH U BOIUIOTHB-
IMXCS B JKaHpe TpaypHoro mapiua. OH mo-
ABJISIETCS] HA CTPAaHULIAX TAPTUTYPBI TaM, I11e
KOH(JIUKT JOCTUTAET CBOETO HAMBBICIIETO
BBIPaXCHUS, BOCIPUHHUMASICh CIIyIIaTesieM
KaK 3HaK KPyIICHUS HAJEK U KaTaCTPOQHI.
Couuémcsi B 3TOHl CBSI3M HA MOMEHT IO-
JTOOHOTO BTOP>KEHUSI MMOXOPOHHOIO Mapiiia
B My3bIKaJbHBIA TekeT (mpumep Ne 3). Oc-
HOBHAsl T€Ma, HCHOJHsEMas TyXOBbIMU H
yIapHBIMH Ha (OHE KIIACTEPOB CTPYHHOU
TPYIIbl, MOHTHUPYETCS B 3BYKOTKAaHb Me-
TOJIOM BBITECHEHHUS «XPYIKOT0» 3BYYaHHUS
MEJIO/INU, TOHATBHO U MHTOHAIMOHHO POJ-
CTBEHHOU XOpaJly W MOPYUYEHHOUN COIUPYIO-
LIEW CKPUIIKE.

[TonoOHbIe mepexoabl, CBSI3aHHBIE C MO-
SBJICHHEM CHMBOJIa CMEPTH, BCTpPEYAIOT-
cs B pa3paboTOUYHBIX pazaenax UeTBEpToid,
[TsaToit cumboHM, a TakkKe SKCIO3ZUINH
CenpMmoil cuMdonuu. 3aech (QakTypHbIE
OJIOKM BKJIIOYAIOTCSI B TPOIIECC Pa3BUTHS,
CJIOBHO KaJpbl KHHOJEHTHI, KOTOpas 00b-
CAMHSET B LIEJIO€ DJIEMEHTHI, Ka3aloch Obl,
HE HUMEIolMe Mexay coOoil Joruueckoin
ces3u. B Illectoii cumdonnn 3tH O6I0KU
MPE/ICTaBICHBI TPO3HBIM TEMOPOM METHBIX
JYXOBBIX B COYETAHWUU C JEPEBSIHHBIMU Y-
XOBBIMU U YJIapHBIMHU, KOTOPbIE OPraHUYHO
B3aUMOJICHCTBYIOT C PUTMHUKOM TpPaypHOTO
miectBUs. OHU BHOBb BBI3BIBAIOT «OTKIIMK»
aHcamb6nsi ¢oprenuaHo, yemOano U JABYX
AJITOB, COCIMHEHHBIX C MPEABITYIIUM OJI0-
KOM KJjacTepoM archi (1. 25).

Mupomxkuaa A. @. Kunomyssika Anb¢pena [lIHuTKe: onbIT nccienoBanus: aBroped. quc. ... KaHm.
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Mpumep N2 3 I KaHuenu. Lectas cumponus, L, 24
Example No. 3 Giya Kancheli. Sixth Symphony, 1. 24
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JlunamMudeckue Tmepemnajbl, CBsS3aH-
HbIE C PE3KOI MEPEMEHHOCTBIO TEKCTYPBHI,
— HE MEHEE€ XapaKTepHbIN MPU3HAK CTH-
7. KOMIIO3UTOpPa, KOTOPOMY CBOMCTBEHHO
BOCIIPUHUMAaTh MHUpP KakK MapaJOKCAIbHOE
cruieTeHue coObITUH. My3bIKaJIbHOE HC-
KycCTBO cONMXaeTcs ¢ KapTUHOW Mupa,
CIOKMBILIEICA B JACTETUKE MOCTMOIEP-
HU3Ma, C XapakTepHbIM s He€ o00o0-
CTPEHUEM MPOTHUBOPEUMM, 3aKIIOUYEHHBIX
B COJEPXkKATEIbHOM IUIaHE IMPOU3BEICHUS
(cm.: [5]). UmenHO mOATOMY Ccamblii 00JIb-
mou pasnmen cuMdOHHHM, 0003HAYCHHBIN
aBTOpPOM pemapkoui Marcatissimo furioso
(. 26), Mo cCymecTBy, CPaBHUMBIA CO
CKEPLO M YCTPEMJIEHHBIM K T€HEpPATbHOU
KyapMuHauu (1. 35), moTpsicaeT ciyiia-
TEJd CBOEH CTUXUHWHOW MOUIBIO, SHEPTUEH
MpOLECCYabHOCTH, KOTOpas BOILIOLIA-
eTcs B miactoBoil paktype. OHa BoOpana
B ce0sl UPKYISIHOHHBIE DJIEMEHTHI, Mpe-
oOpa3oBaHHBIE B TOTaJbHbIE OCTHHATHBIC
KOMILJIEKCHI, POHOM KOTOPBIM CITy>KaT MHO-
rOTepLOBbIe «HEOOCKPEOB» U CO3BYUHS
CIIEKTPAJIBHON CTPYKTYPBI C TAIIMYHOU IS
HUX BApUAHTHOCTHIO TOHOB.

B sTOoM KOHTEKcTe comocTaBiieHui (ak-
TYpHBIX TPOTHBOIOJIOXKHOCTEH OCOOCHHO
MpUMeYaTeNIbHbI pa3/ieibl, IPEICTaBICHHbIE
COHOpPHOM TEKCTYPOM, I71€ COHOPU3M CTaHO-
BUTCSl TOJJTMHHO XYyIOXXECTBEHHBIM sIBJIE-
HueMm (cM.: [6]). [To muenuro 1. Bapcosoii,
B Hallle BpPEMS «...)KUBYT Ha €BPOIIEHCKOM
KOHTUHEHTE KOMIIO3UTOPHI, ISl KOTOPBIX
JparolieHHa UMEHHO 3Ta MHUCCHS Tay3bl —
XpaHUTh 0e3MoBHe»®. OHM CIIOCOOHBI CJIbI-
math M BOCCO3/aBaTh THUIIMHY. 3Bydallas
ThlIMHA B TBOpYecTBe B. CuibBecTpona,
I Kanyenu u psima npyrux aBTOpOB CBs3a-

¢ Bapcosa 1. A. Vka3. cou.
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Ha C ONpeAesIEHHBIM KOMILUIEKCOM BbIpa3u-
tenbHbIX cpenctB. B Illectoit cumdonun
Kanuenu obpariaercs K npuémy HacIOCHHI
3BYKOB, 00pa3ymolux KIacTephl B MapTH-
ax (ueiT, anbToB, QopTenHaHo, 3ByUaIINX
Ha pp ¥ MOPOXKAAIMNX dPPEKT 0KUTaAHUSI
(. 5-7, 1. 25).

He wmenee mnoxazarenen paszzaen, 000-
3HAUYEHHBIN KOMIIO3UTOpPOM Marcato u OT-
MedeHHbIH 1udpoi 8. Crenyss NmpUHLHITY
(GakTypHOTO MOCTOSIHCTBA, KOMIIO3UTOP
BOCCTAaHABIMBAET XOpaJ, 3Bydalllud Ha
done Oyprnona d u oOpa3yroIIHiA caMOCTO-
ATEIbHBIM, (AKTypHO BBIJICICHHBIA ILIACT.
OH pa3BHUBaeTcs MO CBOMM COOCTBEHHBIM
3aKOHaM, B IPOTUBOIIOCTABIEHUY LIUPKYJIS-
LUOHHBIM PUTOPUYECKUM (QopMynaMm jaepe-
BSIHHBIX JYXOBBIX, CTPYHHBIX U TpyO, pac-
Ceu€HHBIM MOTHBAMH, KOTOPBIE Jlanee OymayT
IIOJIOKEHBI B OCHOBY TpPAaypHOrO Mapiia.
Pe3ynbrarom codyeTaHusi «pa3HbIX MY3BIK»,
BOCXOJSILIETO K MOJIUCTHIMCTUKE KOJUIAaXk-
HOTO THUIA W YIPABISIEMOIO MOJIUXPOHUEH,
CTaHOBUTCS Space-KOMNo3uyus, CMeHsieMas
HOBBIM 00pa3oM (pakTypHOro mpocCTpaH-
ctBa. OH oT™MeueH pemapkou calmo (1. 11)
U II0 CWJIE BO3/ACICTBUS HA CllylIaTresied He
umeeT aHanoros (nmpumep Ne 4). 31o ToT *)e
caMblif 00pa3 3Byyalei TUILHUHbI, OKpaIleH-
HBII HeMol ckopObto. McnonHsemas Ha au-
HaMUKE pppp BOCXOIAIIAas CEKBEHIINS, B OC-
HOBY KOTOpPOH IOJIOKEHA MHTOHALMS I1J1a4a,
CONPOBOXAAETCS COHOPHBIM KOMIUIEKCOM,
HEYKJIOHHO pacCIIUpSIOMIMMCI B 00BbEME
U IOCTENEHHO OOOralarolMcsi HOBBIMHU
TEMOpPOBO-MHTOHAITMOHHBIMU AJIEMEHTAMHU.
[TonoGHBIE 3aBOpa)KUBAIOIIME CIyLIATEI
3BYKOBBIEC IIOJIsI BCTpedaroTrcs u B [lsarToi
cuMpoHUU.
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Monmep N2 4 I Karuenu. LLectas cumponms, U, 11
Example No. 4 Giya Kancheli. Sixth Symphony, .11
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OOpamisieT KOMIIO3UIMIO HEOObIIAs IO HOE BoIUIolleHHE B €€ Tekcrype. Ilepen
HOPOTSKEHHOCTHU «(aKTypHas penpusa», o-  CiIyliareaeM MpeCTall HOBbIE COUYETAHMS
ABJISIONIASICSL Cpa3y 3a PUTOPUYECKON (op-  IMIACTOBOM M OJIOYHOM My3bIKAJIbHOW TKa-
MyJoit oOpsiBa (abruptio). Ona 3aBepmiaeT- HU. OTMedYeHHbIE Pa300IMIEHHON JTOTHKOM
csl Ha ffff KBapTOCEKyHIOBbIM KOMIUIEKCOM  OOpa30oBaHUs M Pa3BUTHUSI MY3bIKAaJIbHOI'O
¥ MHOTOTEPILIOBBIM KJIACTEPHBIM CO3BYYHMEM  MaTepuasa, 3TU COYETaHUsl COCOOCTBOBA-
B mapTu# (poprenmuaHo, KOTOpbIe COCMWHS- JIM BOSHMKHOBEHHUIO OPUTHHAIBHBIX (hopm
I0TCS € (hparMeHTaMM TEMBI XOpaJla3ByKOM e.  (DaKTypHOH IIEPEMEHHOCTH, CBS3aHHBIX
Ha »TOT pa3 coderanue mapTUM ajbTOBOM € KOHTPACTHBIM CONOCTaBIEHHEM (akTyp-
¢uneiiTsl, oOnanaromell MOJIHOTOM M HAachl-  HBIX IUIAHOB U UX COYJICHEHHEM METOJOM
IICHHOCTBIO 3BYYaHMsI, C KOJIOKOIaMU (Op-  BHE3AIHBIX MOAYJALMH. SBissAch CBHIE-
TENUAHO U CTPYHHBIMHM HAJAENAE€T MY3bIKYy TEIbCTBOM MHBIX IPUHIMIIOB OCBOCHMS
MHCTHYECKHAM XapaKTEPOM. 3BYKOBOT'O IIPOCTPAHCTBA (Ha KOTOPHIE OKa-

B 3aknroueHHe MOMYEPKHEM, UTO HApsAAy  3aJI0 BIMSAHHE HCKYCCTBO KHHO, CTaBLICE
C PETPOCHEKTUBHBIMU TEHICHLUSAMM U TA- B TBOpYeckoM Hacnenuu ['mu Kangyenu skc-
rorenueM K apxanke B lllectoit cumponnn  nepuMeHTaNbHBIM OJIEM), OHU MPUBEIN K
I'mu Kangenu omrymaercst crpeMiieHHE KOM-  TTOSIBJICHHIO THUIIOB CUM(OHWUYECKOH Jpa-
MO3UTOPA NPOHUKHYThH B NIyOUHBI BHYTPEH-  MaTypruM, OCHOBaHHBIX Ha (peHOMEHax Io-
HETO MHpPA YEJIOBEKA, BHICBETHTD B YCIIOBUSAX  JIMXPOHHOW M MOJUCTHIIMCTHUYECKON (ax-
NENUCTBUTEIIBHOCTH, Pa3IUPaeMON MPOTUBO-  Typbl. KOMIIO3UTOp NpOAEMOHCTPUPOBAI
peUrsAMH, NOJUIMHHO AYXOBHBIE [ICHHOCTH. METO/bl, TOTOBBIE IE€pPEIaTh B MY3bIKaJIb-

Kaptuna mupa, Boccoznannas Kanuenn HOM TEKCT€ IPOTUBOPEYMS U MapagoOKChI
B llecroii cumdpoHuu, Haluia caMOOBIT- COBPEMEHHOI'O MHUpA.
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I B CospeMeHHoe My3bikanbHoe uckyccteo [l

Hayunas ctarea

«YyBCTBO BEPHOIro nyT unm Mmetoaa
XYROXEeCTBEHHOro TBOpYeCcTBa»:
o komnosuuumn In D Hukonasa KopHgopoa™*

Onusa Huxkosaesna [lanTesieeBa

Poccuiickasa akademus my3viku umenu I necunvix, 2. Mockea, Poccus,
yulia_panteleeva(@gnesin-academy.ru, https.//orcid.org/0000-0003-1122-7668

Annomayua: Crarbsi TNOCBSIIEHA aHAIU3y KOMIIO3MLHUOHHONW TEXHUKH B KPYIHOM
opkectpoBoMm couunenuu In D (1998) Huxonas Kopumopda (1947-2001). XapakrepHoit
O0COOCHHOCTBIO NPOU3BEACHUS SIBIsIETCA cneuuduueckas KOHCTPYKTHBHas HAes, CBI3aHHAs
C 0COOBIM IOJXOJ0M KOMIIO3UTOpa K BBIOOPY MY3bIKaJbHOTO MaTepHualia U CIOCOOOB €ro
pazBuTusA. Peub MAET O pacKpbITUM MOTEHIMAka OJHOIO 3ByKa. ABTOp CTaThbU IpeJiaraer
UCIIOJIB30BaTh JUIsl XAapAaKTEPUCTUKU 3TOTO COYMHEHHS TEPMHUH BBIJIAIOIIETOCS PYCCKOIO
KUBOIHUCIA U TeOopeTHka UcKyccTBa Bacunus KaHIMHCKOTO — «KOMITO3ULIMS-OZHO3BYUHEY.
B onope Ha koMmapaTUBHBIA METOJ paccMaTpUBAIOTCS NPEEMCTBEHHBIE CBSA3M IMPOU3BEICHUS
C OAHUM M3 CUM(OHHYECKUX OINYyCOB paHHEro nepuonaa tBopuecrBa Kopuaopda u BrepBbie
OMMCBIBAIOTCS BaXKHEHIIMEe KOMIO3UIIMOHHBIE TPUHIUIEI /1 D. Viest moBTOpeHUsl, XapakTepHas
JUIsL OpraHU3alMy 3TOTO MY3BIKaJIbHOTO TEKCTa, TPAKTYETCS KaK OJHA W3 BEAYIIUX B JaHHOU
KoMIo3uuu. OuepueH Leblil ps APYTUX CTPYKTYPHBIX HJI€H, HEITOCPEACTBEHHO CBSA3BIBAIOIINX
My3bIKalibHOE THcbMOo KopHaopda ¢ n3BeCTHBIMHU TEXHUKaMU KoMno3ulnu XX Beka, Halpumep,
c cepuanu3MoM, a Takxe uneeil Klangfarbenmelodie. ABTOp cTarb 0OOCHOBBIBAET TOUYKY
3pEHHUsI, COTJIACHO KOTOPOM KOMITO3ULMs /n D CBUIETENBCTBYET O HEKUX YCTOMYUBBIX MpUEMax
TBOpueckoro meroaa Kopuaopda.

Knrwoueswie cnosa: Huxonait Kopunopd, /n D, peneTUTUBHOCTb, CEPHATTU3M, XY/10KECTBEHHBIN
METOJ1, KOMITO3UIUSI-OTHO3BYYHE

Jna yumupoeanus: [lanteneena 0. H. «UyBCTBO BEpHOT0 MyTH WIM METOA XYI0KECTBEHHOTO
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** CraTbs HalMCaHa Ha OCHOBE JOKJaJa, IPOYUTAHHOTO Ha MexXIyHapoIHON HayuyHOH KOH(epeHINH
«My3bIKanpHas HayKa B KOHTEKCTE KyJIbTypbD», ipoxoausiieii B PAM umenu ['Hecunpix 25-28 okTsa6ps 2022
rofa.

80



Problemy muzykal'noi nauki / Music Scholarship. 2023. No. 3

he conceptions of the “right path” and

the “artistic method” have not been

brought into correlation with each
other by chance in Ivan Ilyin’s words quoted
in the article’s title; the man who pronounced
them was a philosopher, whose works are
permeated with profound discourses on art.’
At the same time, the term “method,” applied
in the same way to the means of scholarly
thought as to the means of the actions of an
artist, consists in itself the original meaning
of the ancient Greek word meaning “the path
following something, a right path towards a
certain goal.”

The eminent Russian philosopher Yuri
Stepanov, the author of the research work
Yazyk i metod [Language and Method],
discloses the essence of one of the key
words in the title of his book: “...in
concurrence with the linguo-philosophical
tradition stemming towards the Eastern
patristics studies, the method — prior to
all the various special and terminological
specifications — must be understood simply
in correspondence with the etymology of
this word — the Greek peta+odog ‘in line
with + the right path,” as the movement in
line with the Right Path.”

Of special value for the discipline of
art studies, in our view, 1S the statement of
the well-known literary scholar Alexander
Mikhailov, who interpreted the concept of
“method” the following way: “In reality, what
we label as a ‘method’ presents the beginnings
and the ends of an artistic creation: method
is both the conception of the work of art in its
principal being, in its worldview precept, in
the writer’s foundational perspective of the
real world, and it is the creative outcome in
its principle being [my italics. — Yu. P.], the
foundation of the image of the world built in
a work of art.”

Continuing his terminological analysis,
the scholar observes: “But a method does
not exist in an abstract way: no matter
how concisely the writers would develop
themselves, a method can never be ‘ready-
made’ [my italics. — Yu. P.]. As an artistic
method, it builds itself and exonerates
itself within the process of the writer’s
work....”> A comprehensive research of
scholarly methods in musicology was
what the most eminent art scholar Natalia
Gulyanitskaya devoted a separate work
to.® The scholar allots unalterably steadfast
attention to the questions of methodology

' T'in I. A. Osnovy khudozhestva. O sovershennom v iskusstve [The Foundations of Artistry. On the
Perfect in Art]. Sochineniya: v 10 t. [Works: In 10 Volumes]. Comp. and comment. by Yu. Lisitsa. Moscow:

Russkaya kniga, 1996. Vol. 6, Book 1. P. 180.

2 Il'in 1. A. Religioznyi smysl filosofii (Tri rechi) [The Religious Meaning of Philosophy (Three
Speeches)]. Sochineniya: v 2 t. [Works: In Two Volumes]. Comp., prepar., annot., and bibliography by
Yu. Lisitsa. Moscow: Medium, 1994. Vol. 2. Religioznaya filosofiya [Religious Philosophy]. P. 69.

3 Stepanov Yu. S. Yazyk i metod. K sovremennoi filosofii yazyka [Language and Method. Towards a
Contemporary Philosophy of Language]. Moscow: Yazyki russkoi kul'tury, 1998. P. 15.

4 Mikhailov A. V. Metody i stili literatury [Methods and Styles of Literature]. Teoriya literatury
[The Theory of Literature]. Vol. 1. Literatura [Literature]. Moscow: Institut mirovoi literatury imeni

A. M. Gor'kogo, 2001. P. 151.
5 Ibid.

¢ Gulyanitskaya N. S. Metody nauki o muzyke [ Methods of Scholarship about Music]. Moscow: Muzyka,

2023. 256 p.
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as the essential elements in musicological
studies, considering the idea of “knowledge
of the lack of knowledge” itself extremely
productive [1].

Nikolai Korndorf’s composition /n D
(1998) for large orchestra is a work that
provides an interesting occasion for
contemplating over the artistic method of
one of the most significant contemporary
composers. In D was performed numerous
times in Russia and in other countries:
in 2010 it was presented at the Moscow
Autumn festival of contemporary music by
the orchestra Novaya Rossiya [New Russia]
under the direction of Freddy Kadena, and in
2021 it was performed in the Grand Hall of
the Moscow Conservatory by the Symphony
Orchestra of the Moscow Conservatory
under the direction of Anatoly Levin.

Examining of /n D from the positions
of the style of a separate composition, it
seems important to consider the textological
aspect. According to the definition of
Russian philologist Dmitri Likhachey,
textual criticism ‘“studies the history of
the text of any particular work of art.””’
(The scholarly explorations carried out in
the textual sphere possess both a theoretical
and an important practical directedness,
making it possible, in particular, to revitalize
the genuine authorial text cleared from
later editorial stratifications. An example
of such work may be the republication of
Ivan Bunin’s short stories carried out on a
scholarly foundation [2]).

In respect to the present composition,
it may refer not only to the motion of
compositional thought in the direction

from sketches to the final appearance of the
composition, but to the path leading from one
finished artistic text to another. It is referred
to the composer’s First Symphony (1975),
the middle section of which particularly
was a peculiar prototype of In D. After a
quarter of a century, a musical idea, which
initially appeared within the framework of
a symphonic cycle, obtained independence,
having become a separate and conceptually
complete artistic utterance.

With the aid of the comparative approach
(the problem range of this methodological
direction in literary studies is disclosed
profoundly and from every angle in the
works of Igor Shaitanov [3]), we shall
attempt to grasp the similarities and the
differences between the two musical texts,
to see the traces of the artistic path or “the
traces of growth, sort of the concentric rings
of the composition™, according to Pavel
Florensky’s expression. It must be noted that
no cardinal shifts in the logic of the musical
narration have occurred, notwithstanding
the significant distance of time separating
the two works. The scale of the composition
has altered considerably (the proportions of
the musical score have lengthened almost
twice), and the specific transformations have
affected the musical texture, its micro- and
macro- characteristic features.

We will be interested by the qualitative
changes which have taken place with
the initial musical text in the process of
evolution of the authorial writing, because
by the time of the creation of In D,
Korndorf had already composed an entire
set of monumental orchestral canvases —

" Likhachev D. S. Tekstologiya: kratkii ocherk [Textual Criticism: A Concise Sketch]. Moscow;

Leningrad: Nauka, 1964. P. 5.

8 Florensky P. A. Analiz prostranstvennosti i vremeni v khudozhestvenno-izobrazitel'nykh proizvedeniyakh
[Analysis of Spatiality and Temporality in Artistic-Descriptive Works of Art]. Moscow: Progress, 1993. P. 295.
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Hymns 1, 1, and III (1987, 1990), the
Third and Fourth (Underground Music)
Symphonies (1988 and 1996, respectively)
— a fact that could not have created any
impact on the means of artistic organization
of a new composition. It is our hope that a
further analysis of /n D, undertaken with
the consideration of juxtaposing procedures
would make it possible to generate a more
precise perception of the artistic idea which
have received two variants of realization.

The laconic title of Korndorf’s
composition, notwithstanding the association
with the title of Terry Riley’s piece In C,
bears religious-philosophical connotations,
as it is indicated by the letter D, which may
be interpreted as the initial letter in the Latin
word Deus (God). The title of the work
overtly manifests its main compositional
principle: the pitch d presents itself both as
the central tone of a pitch system and as the
constant element of texture, never departing
from the sound space during the course of
the entire composition. The idea of the ever-
presence of the sound, symbolizing by itself
the singular and the universal, is masterfully
realized in the composition’s artistic fabric.
In varying the textural density and the
registral disposition of the pitch d, its timbral
and rhythmic layout, the composer creates a
veritably grandiose musical painting.

By connecting a point with a sound and
comprehending its meaning in the sphere of
visual art, painter Vassily Kandinsky writes:
“If a one-tone carries out in an exhaustive
manner an intended pictorial aim, then, in
this case, may be equaled to composition.
Here a one-tone becomes composition.”

Korndorf’s In D may be called, with good
reason, this kind of a one-tone composition,
which discloses the endless potential of one
single sound.

The transformation of musical space
within this composition is inseparable from
the changes occurring in time — this “fourth
coordinate” (to use Florensky’s term) of
space. It would not be an exaggeration to say
that /n D also narrates about the “mysteries of
time,” which has always inspired important
artists. It becomes instructive to remember
Piotr Chaadayev’s words from his letter to
Alexander Pushkin: “My most ardent wish,
my friend, — is to see you consecrated to
the mystery of time.”!® The disclosure of the
composition’s musical space begins with
one single sound (which is the pitch d in
the 2nd octave), which becomes a certain
reference point, in the literal sense of the
word, where both space and time trace their
beginning. Being barely discernible at the
dynamic mark of pp, this sound, permanently
sustained in the work, gradually covers the
entire registral range, creating an impressive
image of a cosmic panorama.

We shall turn our attention to the way
this pitch is presented from the side of the
other characteristic elements — timbre and
rhythm. The composer makes use of two
instrumental colors (the piano and violas)
and two forms of rhythmic presentation
of sound contrasting each other: on the
one hand, an even, practically unaccented
pulsation, and on the other hand, extended
durations essentially lacking any precise
inner boundaries whatsoever. The dichotomy
of expressive means observed in both of the

 Kandinsky W. W. Tochka i liniya na ploskosti [ The Point and the Line in a Platitude]. Moscow: AST,

2022. P. 208.

10 Chaadaev P. Ya. Sochineniya [ Compositions]. Comp. by V. Proskurina; introd. article by V. Milchina

and A. Ospovat. Moscow: Pravda, 1989. P. 349.
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parameters — the timbral and the rhythmic,
— undoubtedly, presents a significant
artistic technique stipulated by a profound
substantive idea. Focusing his attention on
one sound point differentiated in terms of
timbre and rhythm, the composer shows two
distinctly different types of space and time.

The first type of temporal organization is
presented by a uniform pulsation of eighth
notes in the piano fully impenetrating the
entire composition. This type, if we use
Pierre Boulez’s terminology, may be defined
by the term pulsated or striated time. In the
ostinato repetition of one tone continuing
during the course of the entire piece, it is also
possible to discern the characteristic sign of
repetitive technique, at the same time, noting
that such an extreme technique applied by
Korndorf not only in his /n D, but also in the
First Symphony, is subservient, along with
other means, to a particular artistic goal.

The second type, on the other hand,
presented by continuously extended
prolongated durations, corresponds to smooth,
or amorphous time. “Amorphous time,” as the
French composer explained, “is comparable
to the smooth surface, pulsated time to the
striated surface; by analogy, I will call these
two categories smooth time and striated
time.”!!

The indicated differentiation (a similar
typology was established by Boulez in
relation to musical space, as well) is quite
applicable to the composition /n D. The
differentiation on the level of rhythm and
timbre allows us not only to convey in
a demonstrative way the dualism of the
concepts of discreteness and continuality,
but also to manifest the image of two most
important ontological conceptions — Time

and Infinity. Both of these types of time are
smooth, when demonstrating themselves in
the form of prolongated durations on the
pitch d, and grooved, pulsational, when
demonstrating themselves in the form of
continuous repetitions on the same pitch, —
they coexist, co-prevail in inseparable unity.

There is a certain coordination present
between the pitch parameter and the element
of dynamics: all the registral shifts of the
tone d are indicated by the change of the
level of volume. Thus, on the scale of the
entire composition, an expressive trajectory
of motion from a high to a low register is
created, accompanied by gradations of
dynamics in the broad diapason from pp
to fff.

Along with the background part of the
textural space, the composition contains a
group of thematically more individualized
events which create a relief projection. Each
event possesses stable characteristic features
in what has to do with the timbral image and
the positions of the pitches. The periodic
repetition of the sound events creates on the
level of each one of them something similar
to repetitive construction, within which
certain transformations may take place: an
augmentation of a motive or a phrase, the
endowment of a phrase within an ensemble
group with greater contrapuntal attributes,
greater harmonic complexity, etc.

Despite the fact that all the musical events
are intonationally, texturally and timbrally
individualized, their common feature is the
pitch d, from which the melodic phrases
begin, and to which they return with a fatal
inevitability. No matter what the attributes of
the sounds of the motives or the phrases are,
whether they be harmonic glissandi, leaving

' Boulez P. Boulez on Music Today. Trans. by S. Bradshaw and R. R. Bennett. Cambridge, Massachusetts:

Harvard University Press, 1971. P. 89.
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a trail of barely perceptible lines in space;
laconic motives, seeming to disperse around
d with a small chromatic cluster; fanciful
heterophonic ramifications in the ensembles
of wind instruments; short expressive
intonations-exclamations (the diminished
octave of d—d-flat) or slow fluctuations,
resembling the breath of the abyss, of heavy
sound masses (the minor seconds of d—e-flat
in the low brass instruments), — all of these
are connected by the central pitch of d.

The shrill phrases of the oboe (marked
esspressivo and lamentoso) and the other
solo wind instruments bring a perceptible
psychological element connected with the
images of human suffering into the presumed
plotline of /n D. It seems that such an
interpretation does not lack substantiation,
considering Korndorf’s attitude towards the
expressive means of the instruments. When
he was researching the potentials of the
contemporary orchestral score, the composer
noted: “The textures equivalent to the human
voice in the orchestra cannot be the string
instruments, which have an instrumental
cantilena, and only the winds are the
instruments directly connected with human
breathing.”'? The role which the high timbres
of the solo wind instruments play in /n D
brings the musical narration out to the level
of drama which imprints the artist’s thought
about the world and human existence.

The spatial-temporal image of the
composition 1s determined to a significant
measure by the means of distribution of
sound events, in other words, individualized

textural unities which continuously change
their disposition in relation to each other. The
continuous evolution of the musical space
directly depends on the changes occurring in
each separately examined sound event. From
the succession of repeating homogenous
events appearing at times after a certain
temporal interval, a certain syntagmatic set
is aligned.

However, this set turns out to be nothing
else but a paradigmatic set unfolded in an
axis of time created by the repetition of
one selfsame event. Situated in a certain
succession and removed from each other at a
certain temporal distance, these events turn
out to be fragments of a hidden continuality,
whereas the discreet— intermittent— means
of their demonstrator makes it possible to
place on record the evolution occurring in
them, even the most minimal kind.

When analyzing the phenomenon of
time, contemporary philosopher Merab
Mamardashvili gave the following definition:
“After all, what is time? It 1s the extreme
difference of an object from itself [my italics.
— Yu. P.]. In other words, we abstract
ourselves from all the other differences
between the objects. We say: time is the
difference of an object from itself. Just as
space is the difference between one object
from another. These are the simplest and the
initial definitions of time and space.”"

As the result of regularly recurring
repetition of the sounding events (a variety of
the repetitive technique), Korndorf seems to
put a stop to time, transforming it into space,

12 Korndorf N. S. Analiz sovremennoi orkestrovoi partitury (postanovka voprosa, problemy, metodika)
[Analysis of the Contemporary Orchestral Score (Posing the Question, the Issues, the Methodology)]. Nikolai
Korndorf. Materialy. Stat'i. Vospominaniya [ Nikolai Korndorf. Materials. Articles. Reminiscences]. Ed. and
comp. by E. Nikolaeva, 1. Viskova, G. Averina. Moscow: Moskovskaya konservatoriya, 2015. P. 41.

13 Mamardashvili M. K. Lektsii o Pruste (psikhologicheskaya topologiya puti) [Lectures about Proust
(The Psychological Topography of a Path)]. Moscow: Ad Marginem. 1995. P. 233.
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simultaneously turning the discontinued
succession of events into a continual
whole. Repeating each sounding object
with an interim, the composer preserves in
permanence one element of its characteristic
features (such as, for instance, the pitch, the
timbre or the textural guise), while varying
the other (for example, the melodic contour
of the phrase, or its thythmic pattern). The
succession of inner states of a particular
sound object slowly changing in time is
connected in the recipient’s consciousness
into one whole and is perceived as something
integrated, immobile and simultaneously
expanding. The juxtapositions of the sound
objects situated In different textural strata
create a diversity of spatial configurations,
bringing in more and more new dimensions
into the general sound picture.

Let us indicate at one more artistic
technique that is demonstrative from the
point of view of the changes which took
place in In D, compared to the music of the
middle section of the First Symphony. In one
ofthe quasi-pointillist fragments of the piece,
the composer made use of a method similar
to Klangfarbenmelodie, albeit, pertaining
not to the melodic line, as, for example, in
Webern’s music, or a chord, as in the case of
Schoenberg, but solely to one sound.

The artistic goal aimed at the manifestation
ofthe timbral potential of the one tone attracted
various composers in the 20th century; it
suffices to mention the music of Giacinto
Scelsi, first of all, in his Quattro
pezzi per orchestra (chiascuno su

musicologist Levon Akopyan writes about
this artistic idea solved numerous time in the
works of the Italian composer: “The Quattro
pezzi signified in themselves the birth of
another Scelsi. The central, most significant
development of what follows these pieces
consists of a number of rather large-scale
compositions consisting of several movements
(with durations from 10 to 20 minutes) for
orchestra, at times with chorus <..>. All of
them (just as the numerous compositions for
smaller ensembles contemporary to them)
rely in one way or another on the technique
of continuous development of one tone with
small oscillations of pitch <...> and variations
of timbre and dynamics.”!*

Alexander Ryzhinsky writes about the
attention the 20th century British composers
paid to the “supple recoloring of the melody
by means of operating with unisons of the
contiguous parts” in the conditions of choral
texture. [4, p. 63]

The changes of timbre occurring with the
pitch d in the First Symphony and the piece
In D are regulated by a strict order, or, to be
precise, a series of eight instrumental colors.
It is referred to four woodwind instruments
which are adjoined by the cellos and three
brass instruments. The structural principle
in the position of the indicated timbres
consists in their intermittent alternation:
first, the pitch d is performed by a solo
woodwind instrument, and then — a solo
brass instrument (Scheme 1).

Scheme 1. Nikolai Korndorf. First Symphony, f. 40

una nota sola) / Four Pieces for
Orchestra (Each One is Based

Flute 1

Clarinet 1 (A)
Horn 1

English Horn Cellos (I, IT)

Trombone 1 Bassoon 1

Trumpet 1

on One Note (1959). This is how

14 Akopyan L. O. Velikie autsaidery muzyki XX veka: Edgar Varez, Roberto Gerkhard, Dzhachinto Shel'si,
Zhan Barrake [The Great Outsiders of 20th Century Music: Edgar Varése, Roberto Gerhard, Giacinto Scelsi,
Jean Barraqué]. Moscow: State Institute for Art Studies, 2019. P. 201.
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In In D the makeup of this timbral series Considering the objective acoustic
is preserved (Scheme 2). differences in the sounding of the instruments,
the composer differentiates
Scheme 2. Nikolai Korndorf. /n D, f.102 the dynamics: of the two
incorporated  dynamic = marks
Flute 1 Clarinet 1 (B) English Horn Cellos (pp and pP )’ the first can be found
Horn 1 Trumpet 3 Trombone 1 Bassoon 1 Ol’lly in the parts of the brass
instruments, and the second — only
in the woodwinds (including the
cello timbres) (Example No. 1).
Example No. 1 Nikolai Korndorf. First Symphony, f. 40®
69
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15 Korndorf N. S. Pervaya simfoniya: dlya bol'shogo simfonicheskogo orkestra [First Symphony

: for

Large Symphony Orchestra). Moscow: Sovetskii kompozitor, 1983. 107 p.
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The rhythmic pattern in the similar
fragment is more detailed in comparison
with the First Symphony. While in the
Symphony only one rhythmic unit is present
(a quarter note and a sixteenth note),
In D already possesses an entire rhythmic
series consisting of six durations. All the
durations comprising this series create a
scale of durations from a quarter note to
a double dotted half note. The durations
in the series are ordered
according to the principle
of arithmetic regression
and progression.

The series present in the

Example No. 2

characteristic features of the pitch d, which
remains all the time in an unchanged
registral location. Since the rhythmic series
1S two units shorter than the timbral series,
it is this inconsistency in particular is what
makes it possible to avoid the repetition of
identical combinations which could have
arisen between any concrete timbre and
any of the six durations of the rhythmic set
(Example No. 2).

Nikolai Komdorf. /n D, m. 2 after f. 100

work is alternately carried
out in two directions:
the descending order of
rhythmic units situated in

the direction from the largest
to the smallest, is succeeded
by the ascending order in
reverse order to the direction
of larger durations. The
motion from the descending
series to the ascending
creates a wavelike effect
effecting the frequency of
the appearance of the sound.

Below is a numerical set
presented in the composition
that recreates the described
rhythmic structure, where 1
is the quarter note and 2 is
the dotted quarter note, etc.:

N

6543212345654321etc.

The peculiarity of the

serialized (the definition
of the term 1is written,
among others, by Ekaterina
Okuneva [5]) organization
1s the means of coordination

of the two parametric
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Thus, In D is an aesthetically weighty In its turn, “the Inner path of the Artist”
artistic statement manifested by the means (to use Pavel Florensky’s expression) running
of a perfected compositional technique. between the two compositions (the First
One can observe an undoubted continuity  Symphony and In D) may also be presented
with the composer’s previous endeavor, as a certain analogy of Nikolai Korndorf’s
when a productive artistic idea discovered individual compositional technique, where
once receives its new, more scalar and an important place is assumed by the
technologically more perfect artistic repetitive technique, enriched by an entire
manifestation. set of supplemental constructive principles.
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Annomayuna. AKTYyalbHOCTh TeMbI OOYCJIOBJICHa WHTCHCHUBHBIM Pa3BUTHEM B COBPEMEHHOM
POCCUICKOM MY3BIKO3HAHUM TEOPHHM TEKCTOMY3BIKaJIbHBIX (opM. HoBu3HY wuccnenoBaHus
OIIpe/eNsieT METOJ AaHaJln3a ApXaudeCKUX TEKCTOBBIX MOAENEH C HCIOJIb30BaHUEM IPHUHLUIA
CUMMETpHU. B crarbe BrepBble paccMaTpHBAETCS YHUKaJIbHAs KOMITO3UIMA BEpOaIbHOrO TEKCTa
OJHOTO M3 UIENEBPOB JIPEBHEPYCCKOIO IIEBUECKOTO MCKYCCTBA, HMCTOKM KOTOPOTO BOCXOIAT
k BuzanTuiickoii Tpaguuuu VII-VIII Bexo. Ctuxupa «[Ipunaure, yonaxum Hocuda» («IIpugure,
oronarogapum Mocuday) cTpouTcs Ha B3aUMOJACHCTBHM CIOKETHBIX M HECIOKETHBIX 3JIE€MEHTOB.
Putm ¢opmbl B €€ CTpOYHON KOMMO3UIIMHM CO3MAET MEPUOTUYECKAS CHUMMETPHS TPOEKPAaTHOTO
MOBTOpA. TOXKIECTBEHHBIE CHHTAKCUYECKUE KOHCTPYKIMHM — HECHOKETHBIE DJJIEMEHTHl —
O00BEAMHSIOTCS B CJIOKHYIO IMOJIMTEKCTOBYIO CTPYKTYPY. [ pyIia ManbIx TEKCTOB, MPEICTaBIISIONINX
npsmyto peub nepconaxeit (Mocuda, Mapuu, Cumeona-boronpunmiia) BcTpanBaercs B «00IbITION
TEKCT»: MPU3bIB K MOJINTBE U MOJIUTBY BEPYIOLIUX. ABTOp CTaTbU OMMCHIBAET €T0 MaTEMAaTU4YeCKOM
(bopmyIoii, a TaKoKe MpejyIaracT reOMETPUIECKH aHAIOT B BUI€ (PUTyphl THOMOHA, TIPEIOKEHHON
rpedeckuM MarteMatukoM [epoHoMm Anexcanapuiickum (BTopas NoJOBMHAa |1 Beka H. 3.).
ApxanuecKkuil TEKCTOBBIA KOJI CTUXUPBI MEPEXOJUT M3 BEKa B BEK U NMPHOOPETAET COBPEMEHHOE
3By4aHHe Oyarozapsi BBIPA3UTEIbHBIM CPEJICTBAM, COOTBETCTBYIOIIMM MY3bIKaJbHOW CTUIIEBOMU
cucreme smoxu. OTnumdoBaHHbIE TEKCTOBBIE MOJICTH 00€CIeYNBAIOT KAHOHUYECKUM PUTYaJIbHBIM
MIECHOTICHUSIM MHOTOBEKOBOE ()YHKIIMOHMPOBAHUE B BUJ/I€ BAPHAHTHOTO MHOKECTBA MY3bIKAIbHBIX
KOMIIO3UILUN.

Knroueswvie cnosa: ctuxupa, TEKCTOBAsI MOJIENb, «TEKCT B TEKCTE», THOMOH, (ppakTa
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Abstract. The relevance of the topic is stipulated by the intensive development of the theory of
textual-musical forms in modern Russian musicology. The novelty of the research is determined by
the method of analysis of archaic text models by applying the principle of symmetry. In the article the
unique composition of the verbal text in the masterpieces of the early Russian monophonic chants,
the origins of which go back to the Byzantine tradition of the 7th and 8th centuries AD, is examined
for the first time. The repetitive identical syntactical constructions — the elements unconnected to
the plot — are combined into a complex polytextual structure. The stichera Come, Let Us Thank
Joseph is based on the interaction of plot and non-plot elements. The rhythm of the form in its line
composition of end-to-end development is created by the periodic symmetry of threefold repetition.
The group of small texts representing the direct speech of the characters: Joseph, Mary, and Simeon
the God-Receiver is embedded in the “large text”: the call to prayer and the prayer of believers.
The author of the article describes it with a mathematical formula, and offers a geometric analogue
in the form of a gnomon — a figure suggested by Greek mathematician Heron of Alexandria in
the second half of the 1st century AD. The archaic text code of the stichera has traversed from
century to century and acquired a modern sound due to the expressive means corresponding to the
musical stylistic system of the epoch. The polished text models provide canonical ritual chants with
centuries-old functioning in the form of the variant multitude of musical compositions.

Keywords: stichera, text model, “text in text,” gnomon, fractal

For citation: Goncharenko S. S. The Structure of the Text Model of the Stichera Come, Let Us
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OH ¢ Hamu bbL1, K020a Ha bepezy pyubs
Mut 6 Opazoyennwiii 1én Cyb6omy nenenanu
U cemucsewnuxom maxicénvim oceewanu
Epycanuma nouv u wao nebvimus.

O. Manpensmram, 1917

ajlaya CTarbu — TOKa3aTh 0coOeHHO-  Typhl. CiokeT o morpebeHun Xpucra OT-
CTH TIPETBOPCHHS TPHUHIUIIA CHUMME- paX€H B MHOTOYMCIEHHBIX MKOHax (wi. 1).
TPHUH, XapaKTEpHOTO AJs apxandeckux OH TPOXOJUT CKBO3HOM JIMHHUEW B €BpO-
TEKCTOBBIX MOJIeJIel B KOMITO3UIIMK OJHOTO  TIEHCKOW KMBOMHUCH, B Juteparype. O6pa3
3 o0pasioB apeBHEpycckoro meBueckoro HMocuda Apumadeiickoro Bocco3naércs
HCKYCCTBA, IIE/IEBPOB HAIIMOHAJILHOM Kyllb- B BOOOpakaeMOM JMajore, pas3iaesiéHHOM
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Mn. 1. HYeTbIp&X4acTHOS HOBrOPOACKAS MKOHA. XV BEK. DparMeHT.
Nocud Apumadeickuit npocut y TMoHTug Munata
Teno Mncyca pns norpedenus
Il.1. Four-Part Novgorod Icon. 15th Century. Fragment.
Joseph of Arimathea Asks Pontius Pilate
the Bodly of Jesus for Burial

nuctanuuet B 50 JieT, IByX PYyCCKHX IO3-
ToB — nByXx HMocudos: bponckoro n Man-
nenpiirama'. OTBeuas Ha Bonpoc WM. Bpon-
CKOTO O KOMMEHTApHSX K CTHXOTBOPEHHUIO

«Cpenu CBSICHHUKOB JICBUTOM MOJIOIBIM»?,
Broa nosrta H. Mangenpimiram numer:
«B néH meneHamu TENO, CHATOE C Kpe-
cra. “Cy06ota” ¢ 601bmION OyKBHI. IJTO...
XpPUCTHAHCKO-UyZIeWicKass cuMBoMKa. OH,
KOTOPOTO TeJieHanu B JI€H, Ha3BaH “Cy000-
TOM”, KaK OBl BBEICIIIMM IIBETCHHEM TOM I1aB-
el KyJIbTypbDy .

MHoro BEKOB CylIECTBYSl B paMKax Tpa-
JTULAOHHON KynbTypbl, ctuxupa «lIpunam-
te, yonaxum Hocudar* crama B XX Beke
JOCTOSIHUEM IIHUPOKOM OOLIECTBEHHOCTH.
B namm qHM €€ MOYKHO yCITBIIIIATh HE TOJIBKO
B MPaBOCJIABHBIX Xpamax, HO U Ha KOHIIEp-
Tax, Ha IIKOJIBHBIX ypokax. CyIecTByIOT
MHOTOYUCJICHHbIE BHJIEO- U ay/IMO3aIlUCH,
KOTOPBIE BBIKJIAJBIBAIOTCS B AJIEKTPOHHBIX
pecypcax B UCHOJIHEHHUU aHCaMOnel u Xo-
poB a cappella pazubix coctaBoB. [losBis-
I0TCS 00pabOTKM M3BECTHBIX OOpa3IoB H
CO3/IAF0TCSl HOBBIE COUMHECHHUS .

[Ipn w3ydYeHWM [AHHOTO TICCHOIICHHUS
BCTalOT OOILIME BOMPOCHl METOOJIOTHUH,
uctopuorpaduu, TEKCTOJIOTHH, KaTaJOTH-
3aIuu BapuaHTOB HameBoB (cm.: [1]). o
CUX TIOp HE YTUXAIOT AUCKYCCHM IO TOBO-
Jly aBTOPCTBAa KOHKPETHBIX HAlleBOB, MECTa
U BpeMeHM uX co3aaHus [2]. OcoOblil Kpyr
3a/1a4 CTOUT MPU TEOPETUUECKON pa3paboT-
K€ BOIPOCOB O 3aKOHOMEPHOCTAX (hopmo-
o0Opa3oBaHusl B paHHEH My3bIKe, HareBax,

' Hocud — umst, nanHoe Ocury Mannenbirramy npu ero kpetienuu B 1911 romy.

2

CruxorBopenne «Cpeau CBALICHHUKOB JIEBUTOM MOJIOIBIM...», O KOTOPOM pedb UAET B IEPEHHCKE

. Bponckoro u H. Mannensmram, nocsameno A. B. Kapramésy (1875-1960) — BugHOMY HCTOPHKY
MPaBOCIaBHON LEPKBH. «MOIOION JIEBUT» — Ha3BaHHME PEIUTHO3HO-(PHI0COPCKOro OOIIECTBa, YICHOM
kotoporo 0bu1 A. B. Kapramés. Ono cumBonusupyer odpasel Hocuda Apumadeiickoro, A. Kapramésa u
camoro O. Manzensmrama.

3 Mangensintam O. Cpenu CBAIICHHUKOB JIEBUTOM MOJIOIBIM.
URL: http://mandelshtam.lit-info.ru/mandelshtam/stihi/stih-182.htm (mara o6pamenus: 15.08.2023).

* B coBpemenHoM Bapuante: «IIpuaure, npocnaBum (moutum, oronarogapum) Mocuday.

5 W. BanseBbiM Hamucana «CTHXUpa Ha IEJOBaHUM TuiamiaHuiby «lIpuumute, yonaxum Mocudar,
nocBamEHHas «CBeTiol mamstu murpononurta AnMa-AtuHckoro u Kasaxcranckoro Mocuda (Ueprosa)
(2/15.06.1893-4/09.1975)».
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KOTOpBhIE BO3HUKAJIM B JOKJIACCHUYECKYIO
ATIOXY U BHOBb «OKHMBAIOT» U aKTUBHO (PyHK-
LMOHUPYIOT B COBPEMEHHOH KyibType [3].

Komnozunust  cruxupsl  «lIpunawure,
yonaxum HMocuda» seiaser cobod TUnnY-
HYIO JUIS TPAAUIIMOHHOMN KyJIBTYPbI CTAOMITb-
HO-MOOWMJIBHYIO CTPYKTYpY. My3bIKaabHas
COCTABJISIFOIIAs] — 3TO MOOMJIbHBIA KOMIIO-
HEHT €€ CUHTETUYECKOro 1emnoro. I1o my3bI-
KaJIbHOW CTUJIUCTUKE H3BECTHBIE 00pasIlbl
YCIIOBHO JIENSATCSA Ha JABe rpymnmbl. PanHue
MIECHOTIEHUS, OOJIBIIICH YaCThI0 AaHOHUMHBIE,
SIBJISIIOTCS. MOHOJMWHBIMU; OHMU TIPEJICTaB-
JIEHbl B CTapOOOpSATUECKUX PYKOMUCAX U
B HOTHBIX m3aaHusax XIX u XX Beka: npeB-
HE-MaJIOPOCCUICKHE TIECHOTIEHUS, 00NXO0I-
HBIN, «OTEKAJOBCKHI» POCIEB, OOJBIION
Oonrapckuii u ap. (ui. 2, 3).

OOmeit yepToll pa3HBIX BAPHAHTOB IEC-
HOTIEHUS SIBIIIETCS UX «3HAYMTENIbHAas pac-
MEBHOCTH, KOTOpasi 00yCIIOBJIEHA TEM, UTO. ..
yyH 1enoBanus [lnamaHunel coBepiiaeTcs
nocTarouHo goiro» [4, c. 77]. Pang Gonee

no31HUX 00pa3noB, OPOPMIEHHBIX B TO-
Mo oHHOM ckiaze, Hadar J|. bopTHaHCKUM
«Cruxupoii Ha wuenoBanue I[lnamaHuub
(xoneny XVIII — nauyano XIX Beka) u mpo-
nomked B counHeHusaXx XIX m XX BEKOB.
Cpenn HUX, MOXKaJIyHd, CamMOll H3BECTHOM
crana cruxupa 5-ro maca I1. YecnokoBa u3
ero BcenomHo# op. 9 Ne 28 (1906—-1907).
Hanessl, 3adukcupoBanHbie B ApeBHEM
U COBPEMEHHOW HOTAallMH, BOCHPOU3BOIAT
HEU3MEHHOE COZIepKaHUe BepOaIbHOIO TEK-
cra. [loBTOpeHHne CII0BECHOTO KOMITOHEHTA
CTUXHPBI, BO MHOTHX CIIy4asiX MOYTH OyK-
BaJIbHOE, BHI3BAHO, IIPEK/IE BCETrO, CTAOUIIb-
HOCTBIO €€ QYHKIIMH B IEPKOBHOM O0UXO/IE,
CTPOroil NPUYPOUYEHHOCTHIO K BECEHHUM
MPEANAcXaJbHOMY M MACXAJIBHOMY IUKJIaM.
OHa ncnonHseTcs: BO BpeMs IaCCUU BO BTO-
poe, TpeThe, YETBEPTOE M IISITOE BOCKpE-
cenbsi Bemukoro mocra. [pyroe 6orociy-
JKEHHEe, Ha KOTOPOM CTHUXHpa 00s3aTeIbHO
noércs, npoucxoaut Ha CTpacTHOU cen-
muie B Bennkyro Cy0060Ty 10 OKOHYaHUU

;KEADI,IﬂZK)» e2EOTY 1A - i L ﬁe,u'a AT
EOTY “TPA -HAAITO pm?'ku
> KHAA r«msu:-& € Lian -~ :
)E «”}' o
\ESY = -
& @ Ltk
- ik
La 'i/' Lp ,.‘7 .." ,/P,n 7. f::
wa r:Mﬁ THA TO #‘L =
A . b P AP~y
At »
K€ EJO " lil:vuta/'-nl h
R e e A A >
A
N Lk

Wn. 2. Cruxvpa «Mpumgute, yénaximm Mocudan.
Crapoobpsgyeckas pykonucs Hauana XX Bexa
Il. 2. Stichera "Come, Let Us Thank Joseph."
Old-Believer Manuscript
from the Early 20th Century

6

C. 168.
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Vin. 3. Ha uenosaHve Mnawaruul, rac 5. bonblon 6onrapckuit pocres®
Il. 3. For the Kissing of the Epitaphios, Echos 5. Great Bulgarian Chant

Cwm.: Tpuonp HOTHOTO 1eHus noctHas u 1BeTHast. CI16.: Cunonanpnas tum., 1899. JI. 81 06. — 82 00.
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Yr1penu nocne Exrenun m biarocnoBenus
(0OpsizIbI, C KOTOPBIMU CBSI3aHO JIAHHOE TIeC-
HOTICHHE, TOJPOOHO pPAacCCMaTPUBAIOTCS B
ctatse B. 0. I'puropseBoii: [4]).
CTaOuibHOCTD CIIOBECHOTO psifia Mec-
HOTICHUH OOBSCHSIETCS TPOIYMAHHOW €ro
OpraHu3anuel, COBEPIICHHOW, HO BEChMa
HEOOBIYHON. ABTOPCTBO BEepOANbHOIO TEK-
CTa MPEANOJIOKUTEIbHO CBA3BIBAIOT C MMeE-
HeM mpenonooHoro Moanna Jlamackuna
(VII-VIII Beka) — Bu3aHTHICKOTO OOTO-
cioBa, uiocoda, mol3Ta, co3marensi KaHo-
HOB Ha PoxnectBo, [lacxanbHOl cinyXObI,
norpedaibHbIX TECHOMEHHU, OJHOro U3
TeX, KTO CIIOCOOCTBOBaJ O(OPMIIEHHUIO OC-
Moryacusi. BeposiTHO Takke W TO, 4TO yT-
BEPAUBIIUNACS B CHUCTEME IIEPKOBHOTO TO-
JIOBOTO Kpyra, MOBTOPSIEMbII U3 BEKa B BEK
BEepOAJIbHBIN TEKCT CTUXUPBI HUIM(OBAJIC
B TEUCHHUE CTOJICTUIN YCUITUSAMH MHOTUX 0€3-
BECTHBIX [IEPKOBHBIX MIO3TOB U MY3bIKAHTOB.
B Hacrosiliee BpeMsi MO OTHOLICHUIO
K KOHCTAaHTHOMY BepOaIbHOMY KOMIIOHEHTY
TPaJULIMOHHBIX TECHONEHUN MPUMEHSETCS
MOHSATHE TEKCTOBasi MoJeJb (Hampumep,
JI. OpsaxoBoii’, E. Omanei [5, ¢. 152]). Ona
CIIy’KUT OCHOBOH JUIsI CO3IaHUSI MY3bIKAJIb-
HBIX KOMIO3UIIMM, B KXKIYIO 3MOXY IpH-
oOpeTtatonnx UHOM oOnuk. B apxanueckux
TEKCTOMY3BIKAJIbHBIX (OpMax KOOpAMHA-
LU0 BEpOATIbHOTO U MY3BIKAJIBHOIO PAJIOB
omnpenenser NpuHIUN cumMmerpuu. llepuo-
TUYECKasi CUMMETPUSI — TOXKIECTBEHHBIM
MOBTOP CHUHTAKCHMYECKHX JJIEMEHTOB, IJa-
BEHCTBYIOIIMI Ha 3HAYUTEIIBHOM MPOTSIKE-

7

HUH, — CIIOCOOHA OKa3bIBaTh PENAKCUPYIO-
niee JelCTBUE B MEAUTALUH, MOJIUTBEHHOM
cozepuanuu. Ha Hel cTposTcs MHOTHE
TMMHBI, XBaJICOHBIC CIABOCIOBHUSA (CM., Ha-
IIpUMEp, MAHJAJIbI, JPEBHEUHIUICKOTO CO-
OpaHWUsI pEIUTHO3HBIX TEKCTOB «PUrBeman®).
B pa3BUTHIX pUTYyalbHBIX TEKCTaX MEPUOIH-
yeckass CUMMETpHsi 00OTraiaeTcsi 3epKajib-
HOW Onaromapsi «0OpaTHBIM MOBTOpPaM» IO
napajurMaTuyeckoi OCu — Ha pacCcTOsSHUM,
a Takke 3a cu€T cumMmeTpuu nogodus. Ctpo-
CHHE HECIOKETHBIX BEpOANBHBIX TEKCTOB
YCIOXKHSIETCSI TaKKe NYyTEM BKIIOYEHUS
B HUX DJIEMCHTOB croxera’. B xpucTranckux
MOJIUTBaX OHU CBSI3aHbI C €BAHT€INUECKUMHU
MoTtuBaMH kutus Mucyca Xpucra.

TexcToBass MOJENIb paccMaTpUBaAEMOrO
MECHOIICHHS, KAHOHU3UPOBAaHHASI PUTYaJIb-
HOM MPAKTUKOM, OTIINYAETCS HEOOBIYaHHOM
CMBICIIOBOM KOHLEHTpALUE coaepKaHus.
OHa 3aKJIr04aeT HECKOJIBKO CEMAaHTHUUECKUX
OIIO3UIUKA, KOTOPBIE BOIUJIONIAKOT BEUHBII
cMbIcl cnacuTenbHor Mmuccuu Uucyca. Co-
NOCTAaBIIAIOTCA BPEMS €r0 3€MHOIO JKMTHS
W BEYHas BHEBpPEMEHHas OO0KECTBEHHAS
CYIIHOCTh; MHMCTHYECKOE BOCIIOMHHAHHUE
0 COOBITUAX JTAaJEKOro MPOLUIOro M HaCTO-
Allee — MOJIUTBA, IPOUCXOAsIIAs 31eCh U
ceilyac; OIHOKPaTHOCTh MoJBUra XpHUCTa
U MHOTOKPATHOCTb €XETOAHBIX PUTYaJIOB
0 HEM; IUIaY O €ro CTPaJaHuAX U BeYHas
cnaBa Bockpecennto. Tak Boruiomaercs
CaKpaJIbHBI XPOHOTON O cHeIU(UKE KOTO-
poro peub unét B cratbe A. KO. Huxudo-
poBoii'’.

Cwm.: JlpsiuxoBa JI. C. CumBon u putyan B Mecce CrpaBunckoro // Mud. My3bika. O0psn / Hayd. pen.

M. Karyusn. M.: MockoBckas koHcepBaropus, 2007. C. 243,

8

9

Pureena: Mannans [-1V / nepeson; u3n. noaroroBuia T. Enuzapenkora. M.: Hayka, 1989. 767 c.
Tonuapenko C. C. O xomnosunuu ctuxa «lomyOunas kHura» // Borpocsl My3bIko3HaHuUs: €O. CT. /

HoBocubupckas roc. koncepBaropus umenu M. W. I'muaku. HoBocubupcek, 1999. C. 257-267.
1 Huxudoposa A. FO. Xponoton rumuorpaduu // BecTHuk PI3aHCKOTO roCy1apCTBEHHOTO YHUBEPCHUTETA

nmenu C. A. Ecenuna. 2019. Ne 2 (63). C. 125-136.
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Curyanus norpe6eHuss — MOXOPOHHBIN
pUTyall, 0 NOATOTOBKE K KOTOPOMY TOBOPHT-
Csl B CTUXUPE, — BBI3BIBAET HACHIIIIEHHOCTh
TEKCTa CIOKETHBIMHM JJIEMEHTAaMHU, pa3BH-
TOCTb PsiJIa NEPCOHAXKEM.

I'maBuoe nencrByromee auno — Ho-
cudp Apumaderickuii (1. 4), BOIIEAIINN
B HCTOPHIO TE€M, YTO COBEPIIMI OOpsia MO-
rpebenusi, o0epHyn Teno XpucTa B IJalia-
HUILY Y TIOJIOXKHIT €T0 B HOBBIN Ipo6'!. B cBo-
ém «CrnoBe Ha cBsaTyr0 Benukyto Cy000Ty»
HNoanH /[amMacKUH IPUBOIUT BBIIAECPKKU U3
HOBO3aBETHBIX TEKCTOB C €r0 XapakKTepu-
ctukoil: «Kakass Heynepkumasi CMEIOCTb
U JEP3HOBEHHUE, MOPOXKIACHHBIE BEPOK U
IUIaMeHHO Jr00oBui0 K bory! Yuenukw,
cnogoOuBIIMecs boXecTBEHHBIX AapoB,
YKPBIBAIOTCS, TOPAKEHHBIE CTPAXOM: & ThI
MIPOCHILIb MEPTBOI'O, U CKOpEE UX MOJpaKa-
elb cBoemy Yuurento, Boxmaro u [ocriony,
100 CBOEIO PEIIMMOCTHIO Thl OTBRKUBAECIIb
Ha cMepTh cBoto ayury! He mor Tel cMOTpeTh
Ha oOHa)keHHOoe cBsToe Teno [ocnona, coe-
IUHEHHOE UIocTacHo ¢ boxxectBom. Trl Koc-
HyJICsl caMoro yrmius boxkecTBeHHOro, TOrIa
kak Cepadumbl HE MOIIM MPUKOCHYTHCA K
Ero o6pazy (Mc. 6:6). O, 6naxxeHHble pyku!
O, cuacTnuBeime OOBATHSA, B KOTOPBIX,
nepska Teso bora moero, Thl 0OBUBAJ €TO YH-
CTOIO IUIALAHUILICIO C JPArOL€HHBIM MUPOM;
“sikorke 0ObIuait ecth, — roBopuT Ilucanmue,
— nyzaeom norpedaru” (Moan. 19:40)»!2,

Hpyroe nu1o, ykazaHHO€E BO BTOPOH CTpO-
Ke TEeKCTa, — PUMCKUI HamecTHUK B Uynee
[TonTnii I1unar, oTnpaBUBLINKT TITIEHEHHOTO

Wn. 4. Cegroin Mocud Apumadeickui,
BU3OHTUIACKOS MKOHA

Il. 4. St. Joseph of Arimathea.
Byzantine lcon

Ha ka3Hb. OOpamasce k [lunary, yoexnas
pa3pennTh 3axopoHeHue kKasH€HHoro, Ho-
cud Ha3bIBACT TOJIBKO OAHO MMs — CTapla
CumeoHa. [7maBHbBIE y4YacCTHUKHU OIHCHIBA-
€MbIX COOBITHH, CTAaBLIME B XPUCTHAHCKOU
KyJbType 00pa3aMu-CUMBOJIaMH, IO HMe-
HaM He HasBaHbl. Mocud rosoput [lunary
0 CrpanHuke — XepTBE MNpENaTeIbCTBa

' Nocud Apumadeiickuit — Oorarbiit papuceii, wien Cuneapuona u taitHeiii yueHuk Xpucra. C ero
HWMEHEM TaKKe CBsI3aHbl JiereH Ikl 0 [ paane — cocyze, B koTopom Mocud coxpaHui KpoBb pacisiToro Xpucra.
12 TIpenomo6ubIit Moanu Jlamackuu. Cinoso Ha Cesryio Benukyio Cy660Ty.

URL: https://lib.pravmir.ru/library/readbook/3239 (nata oOpaineHus:

15.08.2023). HUmsa Hocuda

Apumadeiickoro ynomuHaercs B HoBoM 3aBeTe TONBKO OJMH pa3. B NMEeCHOMEHUSX XPUCTUAHCKOTO
KaJIeHIapHOTO To/a €CTh eué BTOpoe, eMy HocBsAmEHHOe, — Tponapb «bmaroobpasusiii Mocudy,
UCTIONHSEMBI Ha BbIHOC [Inmamanunel. B HEM momuépkuBaeTcsi OMaropoACTBO YYCHHKA, JCP3HYBILIETO
IIOXOPOHUTH C ITOYECTIMHU TOT0, HAJl KEM UYIEH HaPYyTaJINUCh.
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y4eHUKa — M 0 ero Marepu, cKopOsIieit
IIpHU BUJIE€ pacnsaToro Ha kpecrte CpliHa.
TekcT yHUKalIeH Takke aXpOHHBIM M3-
JIO)KEHHUEM CIOKeTa. B meHTpe — phlianus
Marepu, norepsBuien auta. [loBecTBoBa-
HHUE K€ HaYuHaeTcsa «c koHuay. [locie kas-
Hu Hocud npuxonut k Ilumary npocuth
TeNo Ui morpedeHusi, peub UIET 00 yxe
ceepumBLIenca cmepta Mucyca, a B KoHLEe
MoHoJjora Mocuda MaTth BCIOMHHAET O €ro
poxacHuM. Takas JIOTMKa ONpenemnser Io-
PSAAOK TOsIBJIEHUS IepcoHaxken. [locneqnum
YIOMUHAETCs IpaBenHblil craper; CUMEOH,

U BpeMs Bo3Bpaliaercs Ha 33 roja Ha3aju.

Crpykrypa TeKcTa CTPOYHO-CTPOdHU-
yeckas: 20 CTpOK pacmlpeesieHbl B LIECTh
ctpod (tadnuna 1). Ho uncno ctpok B cTpo-
dax U CTPOKM HE paBHBI, MOATOMY CIEIY-
eT To4YHee O0003HAYUTh KOMIIO3ULUIO Kak
ctpodounnyro. Ctpodouas! rpynnupyroTcs
B TPU pasjiena: nepBblil — MPU3bIB K MOJIUT-
Be, BTOpoii — mpsimasi peub Mocuda Apuma-
detickoro, TpeTHit — COOCTBEHHO MOJIUTBA,
«Benukuii NOKJI0H.

[ToaTrueckuii psi OpraHU30BaH Kak Io-
JIMTEKCTOBas CTpyKTypa. IlepBbiit u Tpernii

Taénuua 1. CTPOUHO-CTPOPOMAHAS OPraHM3aLMS TEKCTOBOM MOAENMN CTUXMPLI®
Table 1. Line-Strophoid Organization of the Textual Model of Stichera

Paznensr | Ctpodouast | Ctpoku Texct
IlepBb1it I 1 [Ipunnure, yonaxum Nocuda npucHonamstHaro,
pa3aen II 2 B HolM K [Inmary npuiuenmiero
3 1 )KUBOTA BCEX UCIPOCHUBIIA!
Bropoit I 4 Jlaxx1b MM Cero cTpaHHaro,
pasaen 5 WMxe He nMeeT rie I1aBhl TOAKIOHUTH,
6 Jlaxx1b MU Cero cTpaHHaro,
7 €ro )K€ YYEHUK JyKaBbIil HA CMEPTh MIpeAae,
8 Jlaxx1b MU CETo cTpaHHaro,
9 €ro K€ MaTH 3psIIM Ha KPeCTe BUCHINA,
10 PBIIAIOIIM BOMHMSIIE U MAaTEPCKU KpUYalle:
v 11 VBBl MHE, Yag0 Moe!
12 VBBI MHE, CBETE MOU
13 1 yTpo6a Mosi BO3t00/IeHHAs !
14 Cumeon 00 npeapeye 30bICTHCS JHECH: TJIAr0JIIOIIa B IIEPKBU
\% 15 TBOE CEP/ILIC OPYKHUE MPOJIe,
16 HO B PaIOCTb BOCKPECEHUs TBOETO IIJI1a4b MIPEJIOXKHU.
Tpetuit VI 17 [Tokmnansiemcst cTpacTeM TBOUM, XPHUCTE,
paszen 18 MIOKJIAHSIEMCS CTPACTEM TBOUM, XPUCTE,
19 MOKJIaHSIEMCSI CTPacTeM TBOMM, XPUCTE,
20 Y CBSITOMY BOCKPECEHHUIO.

13 BepOanbHbiii TekeT mpuBoautcs no pykonucu konina XVII Beka (I'ocyaapcTBeHHBIH HCTOpUYECKUit
Mmy3ei. CuaonansHoe cobpanue, Ne 117. JI. 415 06. — 418.
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paszzenbl OTMEYAIOT Havyajlo ¥ KOHEIl OCHOB-
HOTO «OOJIBLIOTO TEKCTa», 3aKJII0YAOIIEro
B cebe em€ Tpu Tekcra. Camblil KpyHHBIN
BTOPOM paslen TaKKe OpraHu30BaH Kak
«TeKcT B TekcTe». B Mononor Mocuda Bio-
’KEHO OJIHO B JIPYTO€ €IE /1Ba BbICKAa3bIBAHUS
— JIBa «MaJIbIX TeKcTa». Ka)k bl n3 HUX Xa-
paKTepu3yeT CBOM BHYTPEHHMH XPOHOTOIL
OpnHako BpeMms, Kak YKa3blBaJOCh BBIILE,
«JIBUXKETCS» B OOpaTHOM HaNpaBICHUM: U3
HacToswIero B nmpouuioe. Tekct | — npusbis
K MOJIMTBE U CaMa MOJIMTBA, BpeMs — Ha-
CTOsIIIEE, MECTO — XpaM, TJI€ COBEPIIAETCS
cinyx6a. Texctsl 2, 3, 4 neperocsT B Uynetro
Ha JBE THICAYM JIET Hazal. TekcT 2: HOYbIO
Ha aynueHuu Bo asopiie [Tunara Mocud o6-
paiaercs ¢ Ipock0ol O pa3pelleHrun CHATh
C KpecTa Teslo XpUcTa U HallOMUHAET O CTe-
HaHusX Marepu nipu Buze pacnsitoro CelHa.
B Tekcre 3 roBopuTCs 0 TOM, YTO HEAABHO
cBepmiasioch Ha lonrode: peiaaromas Ma-
pus yremaercs BocioMmuHaHueM o Cumeo-
He boronpuunmite. Tekct 4 onuckiBaeT (hakT,
xorna B Mepycanumckom xpame CHMEOH,
KoTOpoMy yke 360 jet, npenckas3blBaeT, 4YTo
ponuBLIMiics y Mapuu MianeHeln yMpET, U
wiada Marepu o0 ymepiieM HpeaBOCXUTUT
panocTs 10 OBOLY ero Bockpecenus.
HecroxxeTHble 3JIEMEHTBI, KOTOpPHIE BO
MHOTHX KaHOHMYECKUX PHUTYaJbHBIX TEK-
CTaxX, KaK MPaBWUJIO, SBIISIOTCS IJIABHBIMU,
3[IeCh paccpeloTOYEHbl B peyax IMEepcoHa-
keil. OHU BBIPAKEHBI B TOYHBIX CIOBECHBIX
MOBTOpPaxX WJIM B IOBTOPAaX CHHTAKCHYE-

ckux'?, Kaxkplil U3 4eThIPEX TEKCTOB BKJIIO-
YaeT HECKOJIBKO TOJOOHBIX KOMITOHCHTOB,
Npu4E€M B TeKCTax 2 U 3 MOCIEIHUN KOMIIO-
HEHT pa3pacraercsi 6iaromapsi mpeacTaBie-
HUIO B HEM aBTOpa CIICAYIONIETO BBHICKA3bI-
BaHUSI.

YETKO OpraHM30BaHHOE  B3aUMOCH-
CTBUE CIOKETHBIX M HECIOKETHBIX DIIEMEH-
TOB B PUTYaJbHBIX TEKCTaX OIHMCHIBACTCS
C TIOMOIIBI0 MaTeMaTHYeCKHX (GopMyir'>.
CTpoeHue TepBOTO paslena MOXKHO Tpe-
CTaBUTh Kak S + 3a, rue S — oOpaiueHue K
BEPYIOIINUM C TIPU3BIBOM MOUTUTh Mocuda u
ero XapaKTepUCTHKA: ¢ — TpuiiarareJbHoe
(npucnonamsammuozo) n 1Ba npuvacTus (npu-
wedutezo, ucnpocusuiez2o). Bropoit pazmen
— peub HMocuda, obpaménnas k Ilumary.
CuMMeTpusi TEPUOJUYHOCTU TMOMYEPKUBA-
eTCsl TPOCKPAaTHBIM CIIOBECHBIM TOBTOPOM
— aHadopoit «Jaxrcob mu ce2co cmpannazo»
(b b b ¢)'*. TlocneaHuii 3IEMEHT ¢ OIHCHI-
BaeT IUIAYyNIyl0 Mapuio, OH Takxke TpEx-
COCTaBeH (3pswu, sonusaule, 8OCKIUYAULe):
c(c,c,c,

B npsimoit peun Mapuu 1Ba KOMIIOHEHTA.
B mepBom jaBycocraBHyt0 aHadopy — Io-
BTOp «V8bvl MmHe, uado moe y8vl mHe, ceeme
motiy (de de,) — CMEHSET HOBBIM 3IEMEHT
f— «ympoba mos 8031106/1eHHAA», YTO TIPU-
naét JaHHOMY (parMeHTty 4epThl 6apdop-
Mbl. K TIlepBOMYy KOMITOHEHTY MpPHUMBIKAST
BTOpoii — BocnomuHanue o Cumeone (k).
Ero mpenckazanue mocTpoeHO Ha KOHTpac-
T€ 2JIEMEHTOB — CJIOB O CMEPTH XpHCTa U

14O moBTOpax, BRITIOMHSIONIMX B PUTYATbHBIX TEKCTaX CYTTECTUBHYIO Poiih, cM.: Karyusau M. CakpaibHbIi
KaHOH KaK apXeTHUIl MUHUMAJHUCTCKON Kommo3uiuu // Muzikos komponavimo principal. Teoria ir praktika.

Vilnius, 2001. S. 99-11.
15 Tonuapenko C. C. Yka3. cou.

' Ha Tpoekparnbiii moBTop aHadopsl «Jlaxap mu...» B mecHonenun «Tede oxerorerocs» (1604)
yka3aHo B ctarbe: Eroposa M. C., Kpyunnuna A. H. EBanrenue u qpeBHepyccKoe eCHONEHHE: HHTEPTEKCT
B cnaBHuke «Tebe oxmeromerocs» Henmenu JKeH-MupoHocurl / AKTyanbHBIE BOIPOCHI IIEPKOBHON HAyKH.

2019. Ne 2. C. 380, 381.
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0 ero HoBoW xu3HH (/ u m). Takum oOpazom,
THUpaaa — naretuyeckuii monosnor Nocudga
— MpencTaBisieT co00il cepuio BbICKa3bIBa-
HUM, U3 KOTOPBIX CaMO€ TOCJIETHEE U CAMOE
Kpatkoe sBisierca maBHbIM. Cioa Ilpe-
nogo6Horo CuMeoHa CTaHOBATCS OCHOBOIA
MOJIUTBBI BEPYIOLIUX B TPEThEM pasjeie
«Benukuii mokjaoH». TOUHBINA TPOECKPATHBIN
MIOBTOP CTPOK O CTPAIaHUsIX XPHUCTa 3aBep-
maet MoTuB Bockpecenusi: n nn + m.
[TonutekcToBass CTpyKTypa, B KOTOPOM
B TekcT 1 — mpu3bIB K MOJIUTBE U MOJIUTBA
BEpYIOIIUX (pUTyall, COBEpIIAEMbli B Ha-
CTOSIIIEM BPEMEHU), — BIIMCAHBI TPU Ma-
JBIX TE€KCTa — OAWH B JIPYTOM, — MOXKET
OBITH CBEZICHA K CIIeAyIoIIeH hopmyre:

T1=(S+ 3a) +{(3b+3c) = [(2de + f+ k)
— (Im)]} + (3n + m).

I'pynma TpéX ManeplX M BCE yMEHBIIAKO-
HIMXCS TI0 KOJUYECTBY CTPOK TEKCTOB (7,
4, 2), xorna Kaxablid CIeAYIOMIN MOHOJIOT
SBJISIETCS. 4acThIO JPYroro, MOXET OBITh
u300pakeHa TreoMeTpudeckol  Qurypoi
rHoMoHa. B snoxy Antuunoctu y I'epona
AJeKCaHAPUICKOrO0 — IPeuecKoro Marema-
THKa U MEXaHUKa, )XUBIIETO B | Beke H. 3.,
— Takas (purypa «0OTHOCHIIACHh K TEOMETPH-
yeckoil opMe, TOMONHSIONIEH KBajapar 10
KBajipaTa OOJIbIICH TuTOIaIm» !’

T4

T3

T2

MHOro3TaXXxHOCTh BOCITPOU3BEICHHUS
MPHUHIIMIIA «TEKCT B TEKCTE» OTPaKeHA TaK-
ke Ha cxeme 1.

Benuxuit
IMOKJIOH

CumMeoH
T4

Mapus
T3

Hocug
T2

IIpu3siB
K MOJIUTBE
T1

Cxema 1. MonutekcToBas CTPYKTYPQ NECHOMNEHMS
Scheme 1. Polytextual Structure of the Chant

Putm ¢dopmbl B JaHHOH CTPOYHO-CTPO-
(bonHON KOMITO3UIIMH CKBO3HOTO Pa3BHTHUS
CO3MIa€T MepUoANYECKas CUMMETPHUST TpOe-
KpatHoro noBropa: 3a, 3b, 3¢, 3n. OO0
KOHCTPYKITUIO YKPEIUISIET W CTPYKTypHas
apka B KpallHHX pasJesiax, OKaiMIISIONIINX
peub Mocuda: s3eMeHThl epBoro 1 TpeTbe-
TO Pa3JeNIoB PACIIONOKEHBI 3ePKAITbHO-CHM-
MeTpuuHo — (S + 3a) u (3n + m). BaxHa
TaK)Ke CMBICIIOBAsl penpu3a MOTHBA «BOC-
KpeceHus» m, nepenecénnoro u3 peun Cu-
MEOHa B 3aBEpIICHHUE BCETO MOJUTBEHHOTO
TEKCTa.

I'eHnanbHBI aBTOp MO3TUYECKOTO TEK-
CTa MOCTPOMJI €T0 M0 CEPUHHO-(PpaKTaIbHO-
My TIPUHIUITY, HAYYHOE OTHMCAHUE KOTOPO-
ro COCTOSUIOCH TObKo B XX Beke'®. 3akoH

17 Boru-OcmomnoBckas T. @pakralbl B IMUTEPAType: B MMOUCKAX YTPaUeHHOTro opuruHaina (4acts I).
URL: https://metodolog.ru/01197/01197.html (nara oopamenus: 15.08. 2023). 'nomoroMm B J{pesneii [ perim

Ha3bIBAJIN TaKXXe aCTPOHOMUYECKHI HHCTPYMEHT.

18 Tepmun «(hpaxran» BBeméH b. ManmgensO0potoM B 1975 rofy M MOMyYHI IMHPOKYIO H3BECTHOCTH
¢ BeIXoZoM B 1977 roxy ero kauru «@pakraabHas TeOMETPHS IIPUPOIBD».
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nzomophuszma — nogodue nuepapxuyecKux
3JIEMEHTOB BO MHOTUX OOBEKTaX >XMBOH M
HEXHUBOU NPUPObl, B CTPOEHUU MUHEPAJIOB,
BO (hiiope u (hayHe — JACUCTBYET B MPOU3BE-
NEHUAX TPAJULMOHHON KYyJBTYpPBI, 4 TAK¥KE
B JIUTEPATYPE U UCKYCCTBE.

WUrtak, npuHUUN OpraHu3aluu B pac-
CMOTPEHHOM TEKCTOBOM MOJEIH HMEET
reOMETPUUECKUIM KOJ, 3a(hUKCUPOBAHHBIN
B JIPEBHOCTH. ApXaW4yeCKul KOJ Iepexo-
IUT U3 BeKa B BEK M NpHOOpeTaeT Kax-
Il pa3 COBpEeMEHHOE 3ByuyaHue Onaro-
Japsi UCIOJB30BAHUIO COOTBETCTBYIOIIHUX

AIOXE CTHJIEBBIX CHCTEM, CPEICTB MY3bI-
KaJbHOW BBIPA3UTEIBHOCTH. TeKkcToMYy-
3BIKAJILHOE I11€JI0€ OKa3bIBaeTcsi (opmoii,
Pa3BHUBAIOUICHCS B NPHUHIMIUAIBHO HE-
OTPAaHUYEHHOM YHCJII€ BCE MOABIISIIOIIUXCS
MaTepUaNbHBIX O0JaueHuil abCTPaKTHOTO
CTPYKTYpHOTO Koja, PopmMOH, «pa30MKHY-
TOW» B UcTOpUUeckoe Bpemsa. CTpyKTyp-
HbI€ KOJIbI TEKCTOBBIX MOJAEJEH, OTKPHIThIE
B IPOCTPAHCTBO KYJIBTYPBI, CTAHOBATCS
onHUM u3 (pakTOpoB, 00ECMEUNBAIOIINX
YCTOMYMUBOCTh €€ OCHOB, €€ CyIIECTBOBa-
HUS U PA3BUTHA.
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Abstract. The article is devoted to the research work by the famous Russian ethnomusicologist
Borislava Borisovna Efimenkova (1933-1996) Severnorusskaya prichet' [Northern Russian
Lamentations], which was published in 1980. The book has become a milestone in the scholarly
work of the author herself, who has demonstrated herself as a mature and extraordinary researcher of
Russian folk music. The fundamental nature of the research, the radical novelty of the methodology
and the credibility of the scholarly results have provided this work with a groundbreaking character.
It has become a reference study for music scholars, who have pursued structural and typological
methods of research for many years, and has maintained this status to the present day.

The book includes a compilation of almost 180 examples of vocal lamentations from the Vologda
region pertaining to funerals, recruitments and weddings (solo cries of the brides and cries sung by
choral ensembles of girls). At the core of the monograph lies a detailed study of this phenomenon. Its
goal is to present the local tradition of vocal lamentations as a holistic phenomenon endowed with
a systematic organization. The structural-typological method has been chosen as the main research
tool; its chief theorist and proponent in Soviet ethnomusicology of the second half of the 20th century
was Eugeny Gippius, who had everted an immense influence on the formation of Efimenkova as
a musicologist. In Severnorusskaya prichet' [Northern Russian Lamentations] Gippius’s ideas of
structural-systematic approach to the study of folk music have found its practical manifestation for
the first time. A significant role in the study of the East Vologda region is assigned to the arealogical
method. As the result of this, six published geographical maps have provided the first example of
geographical mapping of Russian folk vocal lamentations.

* The article was prepared for the International Scientific Online Conference “Scientific Schools
in Musicology of the 21st Century: to the 125th Anniversary of the Gnesin Educational Institutions,”
held at the Gnesin Russian Academy of Music on November 24-27, 2020 with the financial support of
the Russian Foundation for Basic Research (RFBR), project No. 20-012-22003.
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B HaydHbie wkonbl B My3bikoBegeHuu i T

Hayunas ctatbs

UccnepoBaHue bopucnaebl EpuMeHkoBOM
«CeBepHoOpyccKas NnpU4eTb»
KAK HA4Yan0 rHECUHCKOM 3THOMY3bIKOIOrMYE€CKOM HayKu™*

Jlapuca MuxaiisioBua besoryposa

Poccuiickaa akademus mysvixu umenu [ Hecunwix,
2. Mockea, Poccus,
belogurova Im@mail.ru, https://orcid.org/0000-0002-9537-063 1

Annomayusn. Ctathsi MOCBAIIEHA HCCIEIOBAaHUIO U3BECTHOTO POCCHIMCKOTO 3THOMY3BIKOJIOTA
bopucnaser bopucoBusl EdbumenkoBoit (1933-1996) «CeepHopycckas MpHUUYETh», YBHICBIIEMY
ceeT B 1980 romy. Knura crana Bexod B HaydYHOM TBOPUYECTBE CaMOIr0 aBTOpa, 3asBUBIIETO
0 ce0e Kak O 3pelioM U HEOPAMHAPHOM HCCIENoBaTele PYCCKOTO MY3BIKAJIbHOTO (HONIBKIIOpA.
OyHIaMEeHTaNIbHBIN XapakTep, paJuKalibHas HOBU3HA METOAOJIOTMU M YOeIUTENbHOCTh HAyYHBIX
Pe3yaBTaTOB 00ECTIEYMIIN ATON paboTe MPOPHIBHOM XapakTep.

Knura BkmrouaeT B ceds coOpanue moutu 180 oOpasnoB npuuutanuii Bomoroackoi obmactu
— TIOXOPOHHBIX, PEKPYTCKUX, CBaJeOHBIX (CONbHBIC IJIa4YM HEBECTHl U aHcamOieBble Iauu
neBymiek). E€ cMbICIOBON LIEHTP COCTaBISET pPa3BEPHYTOE HCCIENOBAHME, IEIb KOTOPOro —
MpEICTaBUTh JOKaJIbHYIO IJIa4EBYI0 TPaJULMIO0 KakK IEJOCTHBIA (QeHOMeH, obnanarouiuii
CHUCTEeMHOM opraHu3anueil. B kauecTBe 0CHOBHOTO UCCIIEIOBATENHCKOTO HHCTPYMEHTa n30paH
CMpYyKmMypHo-munono2uyeckuii. memod. Ero TIaBHBIM TEOPETUKOM M MPOMAraHIUCTOM B
COBETCKOM 3THOMY3bIKO3HAaHUM BTOPOI MmojoBUHBI XX Beka BeicTynuia Eprenuit ['mnmnmyc,
OKa3aBIINil orpoMHOe BiusiHUE Ha (hopMupoBanue EdumenkoBoii kak yuénoro. B «CeBepHopycckoit
MPUYETH» TUIUYCOBCKUE HJIEU CTPYKTYPHO-CHCTEMHOTO IMOAXO/a K W3YyUYEHHUIO MY3BIKaJbHOTO
¢donpKIIOpa BliepBbIe 00peIH CBOE MPAKTUYECKOE BOIUIOUICHHE. 3HAYUTENbHAS POJIb IPU U3yUYEHUU

** CraThs MOATOTORJICHA 11 MeXTyHapOaHONW HayIYHOH OHIaitH-KoOHpepeHnn « HayaHbie KOs
B My3bIKOBeZeHHN XXI Beka: k 125-metuio yueOHBIX 3aBeICHHN MMEHHW | HECHHBIX)», MPOXOIUBIIEH
B Poccuiickoii akamemun My3sIkm UMeHH [HecwuHBIX 24-27 Hos0ps 2020 roma mpum dWHAHCOBOU
nognepxkke Poccuiickoro horma pyaaaMmeHTanbHbIX uccaenoBanuii (PODU), mpoext Ne 20-012-22003.
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BOCTOYHOBOJIOTOJICKON MPUYETH OTBEJCHA apedaiocuieckomy memooy, Ipu 3TOM OIyOIMKOBaHHbIE
KapThl OKa3aJMCh IEPBBIM OINBITOM KapTorpadupoBaHUs PYCCKOTO IJ1aueBOro (HosbKiIopa.
Ha muorue roae! Tpya EQuMeHKoBO cTasl 3TaJOHHBIM UCCIIEOBAaHUEM ISl YUEHBIX CTPYKTYPHO-

TUIIOJIOTUYECKOTO HAMPABJICHUSI U COXPAHAET ITOT CTAaTyC U CETOJHSI.

Knrouegwvie cnosa: stHOMY3bIKONOTHS, bopucinaBa EpumenkoBa, HapoaHble TUIa4H, QOIBKIOP
Pycckoro Cesepa, reorpadust HapogHON MY3bIKAJIbHOM KyJIBTYpbI

Jna yumupoeanun: benorypoa JI. M. MUccnegoanme bopucnasel EdumenkoBoit
«CeBepHOpYyCCKasi MpUUYETh» KaK Havaa0 THECHHCKON 3THOMY3bIKOJIOTHUeCKOr HaykH // [IpoGiemsl
My3bikalibHOM Hayku / Music Scholarship. 2023. Ne 3. C. 102—111. (Ha anrn. s13.)

DOI: 10.56620/2782-3598.2023.3.102-111

he year 1980 witnessed the publication

of Severnorusskaya prichet’ [ Northern

Russian Lamentations], a book
by Borislava Borisovna Efimenkova, the
associate professor at the Gnesins’ State
Musical Pedagogical Institute. Despite the
fact that under the auspices of the Gnesins’
Institute anumber of interesting compilations
had been published, particularly this new
monograph established that point from
which the school of ethnomusicology at
the Gnesins’ Institute has been formed,
due to the fundamental character of issues
raised in it, the novelty of the proposed
solutions, and the convincing character of
the scholarly results. At the present time it
has become worthwhile to turn to this work,
in order to comprehend its results anew from
the positions of the cotemporary state of
musicology, four decades later.

In a number of research works on folk
music of its time period, Efimenkova’s book
has been highlighted by its bright originality.
Its very subject matter — the music of folk
lamentations — was already an original one.

During the Soviet period, this genre was
largely neglected, whereas it continues to
maintain a special position in the national
musical tradition: “In many respects,
lamentations are the crucial genre for
understanding the genesis and the aesthetics
of the art of the Russian folk song.””

It may be stated with certitude that if the
book were not published in its entirety, but
only in part, in the form of the collection of
new documentarily fixated and deciphered
lamentations, it would have, nonetheless,
become a significant event. A compilation of
almost 180 examples notated by Efimenkova
from 1967 to 1976 during her expeditions
to the eastern part of the Vologda region is
the most large-scale compilation during the
time of publication of Russian musical and
poetical folk texts. With this publication,
the traditions of publishing large-scale
collections of northern Russian lamentations
initiated by the famous compilation of
Elpidifor Barsov? have been continued and
advanced. (The significance of the editions of
the music of northern Russian lamentations

' Efimenkova B. B. Severnorusskaya prichet': Mezhdurech'e Sukhony i Yuga i verkhov'ya Kokshengi
(Vologod. obl.) [Northern Russian Lamentations: Interfluve of the Sukhon and the Yug Rivers and the
Upstream of the Kokshenga (The Vologda Region)]. Moscow: Sovetskii kompozitor, 1980. P. 3.

2 Prichitan'va Severnogo kraya, sobrannye E. V. Barsovym [Lamentations of the Northern Region,
Compiled by Evgeny Barsov]. Parts. 1, 2. Moscow, 1872—1882.
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as important scholarly sources is indicated in
Svetlana Tolstaya’s work. [1])

A third of the examples in Efimenkova’s
book consists of lamentations over the dead,
which, according to the researcher, is the
system-generating genre of the local tradition
of lamentations. Fifteen examples present
lamentations over army recruits, which were
already rarely encountered at that time. The
third and largest part of the compilation is
dedicated to wedding cries, both for solo
voice and for vocal ensembles. It includes
virtually the first publications of notations of
extremely original forms of cries pertaining
to northern Russian weddings, in which both
varieties of nuptial cries (the bride’s solo
cry and the ensemble cries of the attendant
girls), or the bride’s cry together with a
song, cry and chastooshkas (humorous folk
rhythmes), are combined simultaneously,
sometimes, asynchronously.’

Nonetheless, the book Severnorusskaya
prichet' [Northern Russian Lamentations]
extends far beyond the scope of a publication
of aregional character. The author’s plan was
not limited simply to bringing new field data
into scholarly use, or to showing the diversity
of the forms of Vologda Ilamentations.
The semantic pivot of the monograph is
provided by its first section, which forms
unfolded research. Its goal is formulated the
following way: to present a local tradition

of lamentations as a holistic phenomenon
endowed with systemic organization.*
The structural-typological method is chosen
as the basic tool for research. Its chief
theoretician and tireless proponent in Russian
ethnomusicology in the second half of the
20th century was Evgeny Gippius, who has
exerted an immense amount of influence on
Efimenkova’s formation as a music scholar.

In Gippius’ interpretation, the structural-
typological approach to studying folk music
is considerably enriched by the ideas of a
systematic approach. Therein lies his main
difference from the structural method of
the Ukrainian school and, in particular,
of Kliment Kvitka, wherein the crucial
element lies in the typological interpretation
of a folk musical composition (see: [2]).
In Gippius’understanding, the object of study
for a musicologist is formed not by separate
folkloric texts, but the musical tradition as
a complexly arranged organism.’> Upon such
a description, one of the crucial attributes,
according to Gippius, is the systemic type —
a model outlined by analytical means, which
expresses the relationships between the
various components of tradition. Tradition
itself is perceived as a hierarchical structure
demonstrating the interconnections of the
revealed systemic types. These strategic
aims were articulated numerous types by
the scholar in the 1970s, particularly during

3 After five years after the publication of Efimenkova’s book, a fundamental publication of Leningrad-
based compilers Russkaya svad'ba [The Russian Wedding] came out, which also included examples of
wedding cries of the Vologda Region. See: Balashov D. M. Marchenko Yu. 1., Kalmykova N. I. Russkaya
svad'ba. Svadebnyi obryad na Verkhnei i Srednei Kokshen'ge i na Uftyuge (Tarnogskii raion Vologodskoi
oblasti) [The Russian Wedding. The Nuptial Ritual on the Upper and Lower Kokshenga and on the Uftyug
(The Tarnog District of the Vologda Region)]. Moscow: Sovremennik, 1985. 390 p.

4 Efimenkova B. B. Ibid. P. 4.

> Dorokhova E. A., Pashina O. A. Nauchnaya problematika issledovanii E. V. Gippiusa [The Scholarly
Problem Range of Evgeny Gippius’ Research]. Materialy i stat'i. K 100-letiyu so dnya rozhdeniya
E. V. Gippiusa [Materials and Articles. Towards the 100th Anniversary of Evgeny Gippius’ Birthday].

Moscow: Kompozitor, 2003, pp. 29-34.

105



Mpo6énembl My3blkasnbHOM Hayku / Music Scholarship. 2023. N2 3

the period of the creation of the book on
lamentations from the Vologda region.®
At the same time, the historical significance
of the book Severnorusskaya prichet’
[Northern Russian Lamentations] is that in
this edition Gippius’ ideas of the structural-
systemic approach have obtained their
practical expression for the first time.
Articulated in the most general aspect, they
have received their realization by concrete
methods of analysis and generalization of
the folk music material that were proposed
by the author. At no time earlier and, in all
likelihood, at no time later has structural
systemic analysis received such consistent
or uncompromising manifestation.

Efimenkova was guided by the
essential notion of viewing in the musical
material its “component composition.”
Thus, in a large quantity of lamentations
of the interfluve of the Sukhona and the
Yug Rivers four functional varieties are
highlighted, analytical procedures are
carried out within each group, then the
results are compared with each other. It
has been discovered that only two varieties
of the lamentation vocalizations possess
structural  independence and, hence,
typological significance — the funereal and
the wedding categories. They became the
central types in the work.

Consistently realizing the principle of
fragmentation of the components of the
whole, the researcher applied for the first
time the methodology of partite analysis
of the rhythmic and melodic forms of
the lamentation melodies. It must be
acknowledged that this approach aroused a
debate in the academic circles, which has
continued subsequently for many years.

¢ Ibid.
7 Efimenkova B. B. Ibid. P. 49.

To what extent Efimenkova’s approach
(and, subsequently, that of the other
ethnomusicologists at the Gnesins’ Institute)
towards the analysis of folk music material
has contradicted the positions of the majority
of Russian researchers, who have applied
the method of the intonational-figurative
semantic analysis of folk melodies, can be
judged by the concise historical overview
expanded in Svetlana Kosyreva’s article. [3]

However, it was  particularly
Efimenkova’s position which has made it
possible to come up with the conclusion
about the anonymity of these components
of the melodies, and subsequently it has
received confirmation by means of the most
diverse folk music melody. The famous
thesis that the “melodic and rhythmic types
of the lamentation type are self-sufficient in
relation to each other and enter into various
combinations with each other,”” formulated
by Efimenkova in the present work, became
at that time a genuine scholarly discovery,
and is presently perceived as an axiom.

The demarcation between the permanent
and the changeable elements of structure has
made it possible to carry out the typological
systematization of the material and to
establish several levels of the system of
melodies of the lamentations: the generic
(typical), combining all the specimens of
lamentations of the researched tradition, and
the level of forms, sub-forms and individual
manifestations. The understanding of the
structural model of the folk music text as
the correlation between the constant and the
changeable elements has turned out, in the
long run, to be especially relevant for the
analytical description of multiple systems.
(Examples of the latter may be observed in

106



Problemy muzykal'noi nauki / Music Scholarship. 2023. No. 3

the melodies of the main variety of wedding
songs of one of the local Ryazan traditions
[see: 4].) Each time the modeling of the
structures 1s carried out separately for the
rhythmical and melodic components in
the melodies of each of the forms of the
lamentations — the funereal and the nuptial.
This results in two subsystems, expounded
as tables.®

It is noteworthy that all of the discovered
versions of the melodies are evaluated in the
research work as being on the same footing
and are not separated into the primary and
the subsidiary, the initial and the resultant.
It is doubtless that this circumspect authorial
position, this aspiration to examine the
material exclusively in a synchronous aspect
has let itself be felt. This approach is especially
strictly persistent in the section devoted to
the analysis of funereal lamentations. At the
same time, the musical forms of the wedding
group cries are generally examined from
the point of view of the transformations
in them of the structural regularities of the
lamentations for the dead and are evaluated
as their “implementations” directed “to
the side of song-type unfolding.” “All of
them,” Efimenkova writes, “are based on the
tradition of the local funereal cry, but they
draw upon them in different ways. Tracing
their connections is important not only for the
typology of the wedding melodies, it would
indicate at certain paths of the outgrowth
of the song from the cry.”'® As we can see,
typological research of the material, even
upon strict adherence of the conditions of
synchrony, does not exclude the possibility
of its genetic interpretation.

S Ibid., pp. 47, 56, 67, 77.
° TIbid. P. 77.
0 Tbid. P. 57.

At the present time, while evaluating
the results of the research carried out, it is
also worth turning our attention to separate
arguable moments. In the list of wedding
rhythm-forms the examples from the Higher
Yug River (species 3) precipitate from the
overall system. Since the rhythmization
of the second segment in them does not
correspond to the declared typical model
(17 /77 instead of 3 /3), in our
opinion, they ought to be considered to
be versions of another rhythmic type. It is
indicative that in the monograph, which
generalizes the entire experience of the
scholar’s work in the sphere of rhythmic
analysis of folk melodies,' at the basis of
the typology of the unequally segmented
forms, to which the syllabic musical
rhythmical forms of the Vologda cries also
belong, it is particularly the continuance
of the middle segment that is important —
tritemporal, as in the typical model of the
researched lamentations, or quatrotemporal,
as in the aforementioned versions of
species 3.

The absence of any typological
commentaries to the cries for the recruits is
seen as an aggravating fallacy. The obviously
insufficient attention paid in the research to
the important taxonomical level of the system
of cries is perceived to be an even more
substantial omission. The latter is indicated
by the term “melodies” [“napevy”] and is
understood as the result of the coordination
of rhythmical and melodic specific versions
of the types of lamentations. The exposure
of their compatibility is the resultant of the
research procedure, but it has turned out to

I Efimenkova B. B. Ritm v proizvedeniyakh russkogo vokal'nogo fol'klora [Rhythm in the Works of
Russian Vocal Folk Music]. Moscow: Kompozitor, 2001. 256 p.
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be brought out beyond the framework and
has not received due reflection in its text.
In the outcome, the reader is introduced to
the melodies of the cries (six funereal and
five nuptial) in a rather unusual way — by
two maps, moreover, placed extremely amiss
in the book — in the very beginning, long
before the analytical section of the research.
Moreover, the melodies are characterized
here only by their numbered areals and
are not accompanied with any analytical
explanations.

The key to the understanding of these
maps lies in the titles of the rubrics in the
compilation of lamentations: the Roman
and Arabic numerals here indicate at the
melodies’ belonging to the corresponding
rhythmical and melodic types. This helps
us to figure out that in the cries for the dead
the musical rhythmical forms of the first
and second species may be combined with
two melodic species, and the forms of the
third rhythmic species — with one melodic
species. In the wedding cries of eastern
Vologda, the following combinations of
musical structures appear: the melodies of
the second rhythmic species are coordinated
with two melodic species, while the melodies
of two other rhythmic species (the first and
the third) — with one, namely, the first.
Unfortunately, the numerical codification of
the cries on maps A and G, not connected in
any way with the numerical indications of
the musical structures, apparently, has served
as the reason for numerous mistakes in the
citations of map A in the text of the research.'?

A significant role in the study of the
Eastern Vologda lamentations is assigned to
the arealogical method. The geographical

observations in the work are inseparable from
the structural-typological explorations and
serves as one of the methods of description
and generalization of the material. Beyond
all doubt, the arealogical perspective of
this research has likewise appeared due to
Gippius’ influence: the persistent appeals for
disclosing the areals and creating of special
maps presents yet another one of his constant
themes from the 1970s which affected him
the most.

Towards the moment of the publication
of Efimenkova’s monograph, the experience
of Russian ethnomusicology in the sphere
of map compilation was essentially
limited to the works of specialists from
Western Ukraine, where the leader of the
present direction at that time was Vladimir
Goshovsky.  Severnorusskaya prichet’
[Northern Russian Lamentations] was
the first ethnomusicological research of a
brightly expressed geographical profile in
Russia, while the six maps placed in the
book became the first experience of mapping
fixation of Russian folk music. Moreover,
the techniques of map compilation and the
interpretation of the areals are substantially
different from those that were known at that
moment.

Most unusual are the subjects of these
maps: withinthe confines ofthe circumscribed
region, the spread of both rhythmical and
pitch-based forms is fixated (the Ukrainian
specialists were preoccupied solely with
the rhythmic aspects); both of them are
projected on the map in their typological
versions, sometimes even individual patterns
are considered (before Efimenkova and still
long after her work was published, the maps

12 On p. 42, after the first musical scheme, the text in parenthesis “map A, areal VI” should be read as
“map A, areal IV”; a similar mistake is present in the second paragraph on p. 55; on p. 44, in the second
paragraph, the text in parenthesis “map A, areal [V must be read as “map A, areal VI.”
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reflected only the typical qualities of the
melodies). Separate maps are devoted to the
areals of the melodies, i.e., the coordination
of the rhythmic and the melodic forms. In
correspondence with the methodology of the
structural analysis, the mapping is carried
out separately for the genre varieties of the
cries.

The resultant maps are distinguished
by their complexity of performance and
high information capacity, which was
an absolute novelty, since nothing of the
sort had existed at that time. Moreover,
the maps commensurable in their quality
and methodological rigor shall appear in
the Eastern Slavic ethnomusicology at a
very distant date — in all likelihood, only
towards the beginning of the 21st century.
These mapping projections are all the more
remarkable that the region of the Russian
North chosen for them and the genre of
lamentations  contradict the positions
expounded in Gippius’ major policy article
where he recommended musicologists to
engage in mapping the ritual songs of the
western territories of the eastern Slavs.'
In the subsequent years, as we know,
ethnographical mapping was developed
particularly in that direction. As the result,
Efimenkova’s areal research remains unique
up to the present day.

The areal aspect of the Severnorusskaya
prichet' [Northern Russian Lamentations]
is not limited to mapping. The work is
permeated with geographical commentaries:
all of the phenomena related to ritual, poetry
or music are characterized from the position
of their territorial association. Finally, what
1s remarkable, the geographical vector
presents itself as the determining factor
for the succession of the examples in the
compilation, at times, even at the expense
of the typological logic.'* Thereby, the
lamentations for the dead and for recruits
are given “in the order of their gradual
advancement from the south... to the north,”
while the wedding cries are presented in the
opposite direction. '’

The overview of Efimenkova’s scholarly
apparatus would be incomplete without
the mention of the complex approach. The
monograph’s theoretic section received the
title Textological research,'® but its content
is much broader than the stated perspective
and covers diverse aspects of the culture of
cries. In separate chapters the ritual contexts
of the lamentations and their position in the
genre-related place of the eastern Vologda
folk music tradition are provided with
characterization, and the poetics of cries and
their performance-related specific features
are analyzed.

13 Gippius E. V. Problemy areal'nogo issledovaniya traditsionnoi russkoi pesni v oblastyakh ukrainskogo

i belorusskogo pogranich'ya [Issues of Areal Research of Traditional Russian Song in the Regions of the
Ukrainian and Belorussian Borderlines]. Traditsionnoe narodnoe muzykal'noe iskusstvo i sovremennost’
(voprosy tipologii): sb. trudov [The Traditional Folk Music and Contemporaneity (Questions of Typology):
Compilation of Works]. Executive editor M. Engovatova. Moscow: Gnesins’ State Musical Pedagogical
Institute, 1982. Issue 60, pp. 5-13.

14 The melodies of the cries for the dead are given in the following order of rhythmic types: I-ITI-II.

15 Efimenkova B. B. Severnorusskaya prichet' [Northern Russian Lamentations]... P. 88.

1o This heading, once again, refers the reader to one of Gippius’ most significant works: Gippius E. V.
Sborniki russkikh narodnykh pesen M. A. Balakireva [Mily Balakirev’s Compilations of Russian Folk Songs].
Balakirev M. A. Russkie narodnye pesni [Russian Folk Songs]. Edited with an introduction, annotations and
commentaries by E. Gippius. Moscow: Muzgiz, 1957, pp. 193-347.
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To return to the question of the historical
significance of Severnorusskaya prichet'
[Northern Russian Lamentations], it must
be stated that the book has become a
landmark, not only in the scholarly work of
the author herself, who has shown herself
as a mature and extraordinary researcher
of Russian folk music. The hitherto
unseen level of scholarly comprehension
of the material and the radical novelty
of methodology has provided this work
with a groundbreaking character. This
research has served as a precedent, which
has auspicated the new scholarly tradition
of the Gnesin Institute. With this work,
Efimenkova has defined the special
personality of this school in Russian folk
music studies, the circle of the main issues
and the paths of its solution.

As for the genre of lamentations,
Severnorusskaya prichet' [ Northern Russian
Lamentations] has undoubtedly enlivened the
interest in it on the part of Russian researchers,
which has not subsided even up to the present
day. However, up till now, the representational
publications of regional materials have
remained in the single digits. We shall indicate
two publications which have come out in the
current century: the anthology of funereal-
memorial and wedding cries of the Smolensk
region, published by musicologists from the
Gnesins’ Academy'’, and the compilation of
lamentations from Novgorod prepared by
Irina Korolkova.'® Academic works of this
kind present the possibility of turning to a
new problem range, for example, examining
the genre in the context of the culture of cries
in a large geographical region. [5]
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Annomayua. B cratbe aHANM3UpPYyeTCs] NPUMEHEHUE MPUHLIMIIOB U METO/I0B, BHIPAOOTAHHBIX
THECUHCKOM Hay4HOM IIKOJIOW B M3y4eHUU (POJIBKIOPHOM MY3BIKAJIbHONW Tpaauluu
BOCTOYHOCHABAHCKOrO HaceneHuss KyOanu. Vcmons3yss MeETOABI HCTOpHH, JTHOrpaduu,
MOCKOBCKHE Y4E€HbIE OOECHEeUMIM CYIIECTBEHHBIN NpOrpecc B NOHMMAHUU XapakTepa JaHHOU
pernoHanbHOM KynbTypbl. OcBO€HHE MYy3bIKaJabHOTO (oibkiopa Kybanu B onope Ha TOCTH)KEHUS
THECUHCKOM Hay4yHOW IIKOJbl Hayanoch B 90-e roasl XX Beka M IPOAOJIKAETCS O HACTOSIIETO
BpemeHu. Ero npeaBocxutmino HayyHoe oOmienne Bukropa 3axapuenko ¢ Esrenuem ['unmumycom
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MY3BIKaJIbHOH (POIBKIOPUCTUKH.
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he success in the cognition of

traditional cultures is determined

in no small way by the methods
chosen for their research. The aim of the
present article is to evaluate the application
of the principles and methods developed
by the Gnesins’ school of musicology in
the study of the musical tradition of the
eastern Slavic population of the Kuban
region. Making use of the methods of the
history and ethnography, the Moscow-based
musicologists have achieved a considerable
amount of progress in understanding the
character of this regional culture in setting
up serious research tasks and preparing a
number of significant scholarly publications.
The study of folk music from the Kuban
region based on the achievements of the
Gnesins’ school of musicology began in
the 1990s and has continued up to the
present time. The formation of the academic
school of folk music researchers of the
Gnesins’ State Musical-Pedagogical Institute
took place since the 1970s. Professor
Margarita Anatolyevna Engovatova
highlights the significance of the two most
significant figures standing at the sources
of the school of musicology — Evgeny

Vladimirovich Gippius and Borislava
Borisovna Efimenkova: “At the Gnesins’
Institute, Evgeny Gippius discovered
such students who shared his views and
became the continuers of his work, among
which we must, first of all, name Borislava
Efimenkova. This is how the Gnesins’ school
of ethnomusicologists began to be formed.”!

Evgeny Gippius became the key figure
in the historical bond of “the folklorists
from the Gnesins and the researchers from
the Kuban region.” In the selfsame 1970s,
almost two decades before the beginning of
the consistent use in the Kuban region of
the methods of the Moscow-based scholars,
Gippius’ outstanding personality and his
ideas exerted a considerable amount of
impact on Victor Gavrilovich Zakharchenko,
who studied at the post-graduate program
of the Gnesins’ State Musical-Pedagogical
Institute. The constructive role of the
studies and the personal communication
with the professor has been repeatedly
noted by Zakharchenko in his numerous
interviews and presentations. In 1974,
having started his tenure as the artistic
director of the Kuban Cossack Chorus,
Victor Zakharchenko applied his method

' Engovatova M. A. Gnesinskaya shkola fol'kloristov: istoriya i perspektivy [The Gnesins’ School
of Folklorists: History and Perspectives]. Muzykal'nye uchebnye zavedeniya Gnesinykh ot XIX k XXI
veku: strategiya i perspektivy muzykal'nogo obrazovaniya: mezhdunarodnaya nauchno-prakticheskaya
konferentsiya, posvyashchennaya 110-letiyu uchebnykh zavedenii imeni Gnesinykh, 25-28 oktyabrya
2005 goda |Gnesins’ Musical Educational Institutions from the 19th to the 21st Century: the Strategy and
Perspectives of The Gnesins’ Educational: International Scholarly-Practical Conference Devoted to the 110th
Anniversary of the Gnesins Educational Institutions, on October 25-28, 2005]. Moscow: Gnesin Russian

Academy of Music, 2006. P. 50.
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when collecting folk music from the Kuban
region and subsequently publishing selected
examples of it. He was inspired in his work
on choosing the methods by his experience
of creating the compilation of folk songs
Svad'ba Obsko-Irtyshskogo mezhdurech'va
[Weddings of the Ob-Irtysh Interfluve]* in
co-authorship with Mikhail Melnikov and
under the guidance of Evgeny Gippius. In
the early 1980s, Zakharchenko tried for
the first time to make use of the method
of analytical notation of folk music from
the Kuban region in the first volume of the
publication of Narodnye pesni Kubani [Folk
Songs from the Kuban Region].?

Undoubtedly, Zakharchenko’s folkloristic
activities in the 1970s and the 1980s were
not aimed at the consistent realization of the
method of structural-typological analysis,
which has subsequently become the
leading method; at that time the musician
set completely different goals before
himself. Nonetheless, the significance of
Zakharchenko’s professional communication
with Gippius is tremendous. Up to the
present day, Zakharchenko has venerated
Gippius as one of his teachers and has noted
the scholar’s greatest reputation, not only on
a Russian scale, but also on a world scale
(Gippius’ works have served as a point of
departure for present-day researchers, see,
for example: [1; 2]).

The affirmation in the Kuban region
of the progressive principles of the

ethnomusicological work in correspondence
with the methods of the Gnesins’ school of
musicology took place in the 1990s: at that
time the professional work of the author of the
present article also began. A definitive role
in the choice of the methodology was played
by the education received by her in the 1980s
at the Gnesins’ State Musical-Pedagogical
Institute, in the class of musicology of the
head of the Gnesins’ school of folklorists,
professor Borislava Efimenkova, and in
the first decade of the 21st century — her
studies at the post-graduate program and the
defense of her dissertation for the degree
of Candidate of Arts under the academic
guidance of professor Margarita Engovatova.
Of great significance in the academic
formation of the author of the article was her
participation in the folk music ethnographic
expeditions and her communication with
Ekaterina  Dorokhova, Olga Pashina,
Larisa Belogurova, Inessa Nikitina and a
number of other ethnomusicologists from
the Gnesins’ Institute. It must be noted that
since the 1970s the activities of collecting
song in the Kuban region have been carried
out not only by Victor Zakharchenko, but
also by ethnographer Nikolai Ivanovich
Bondar, a representative of the Leningrad
school of ethnography, presently a professor
and the Chairman of the Scholarly Research
Center for the Traditional Culture of the
Kuban Region (for more on the history of
the Kuban Cossack Chorus see: [3]), as

2 Zakharchenko V. G., Melnikov M. N. Svad'ba Obsko-Irtyshskogo mezhdurech'va: etnograficheskoe
opisanie svadebnykh obryadov, teksty i napevy pesen | Weddings of the Ob-Irtysh Interfluve: an Ethnographic
Description of the Wedding Rituals, Texts and Melodies of the Songs]. Ed. by E. Gippius, Introduction and
Annotations by V. Zakharchenko. Leningrad: Sovetskii kompozitor. 1983. 224 p.

3 Zakharchenko V. G. Narodnye pesni Kubani. Vyp. 1. Iz repertuara Gos. Kubanskogo kazach'ego khora:
bez soprovozhdeniya: teksty i napevy pesen [Kuban Folk Songs. Issue 1. From the Repertoire of the State
Kuban Cossack Chorus: Unaccompanied. Texts and Melodies of the Songs]. Introduction and Annotations by
V. Zakharchenko. Krasnodar: Knizhnoe izdatel'stvo, 1987. 320 p.
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well as a number of other researchers. In
the late 1980s, the complex Kuban folk
music ethnographical expedition took place,
which included a diverse set of specialists
in the sphere of traditional folk culture.
It was particularly during those years in
tandem with the ethnographers that the
understanding of the specific character of
the folk music tradition of the region was
formed, and no small role in it was played
by the principles of musicological analysis
developed by scholars from the Gnesins’
Institute.

It 1s doubtful that there exists a single
work by a representative by the Gnesins’
musicological school in which the most
important principle — a reliance on authentic
documental field material — would not be
highlighted. The methods of the expedition
work characteristic for the field folklorists
from the Gnesins’ Institute are formulated
by professor Engovatova: “1) a complete,
frontal investigation of the chosen large-
scale regions; 2) exhaustive notation of the
entire repertoire in each locality <...>; 3) the
greatest possible fixation of the ethnographic
and social-grassroots context of folk music;
4) sound recordings of the conversations
with the performers <...>; 5) carrying out
multi-channel sound recordings of folk
polyphony [author’s italics. — S. Zh.].”

The specificity of the Kuban region,
as well as the practical experience of the
expedition work undertaken by Kuban-
based musicologists, have determined
certain peculiarities in the implementation
of the noted academic principles. The third
and the fourth of them have been realized

4 Engovatova M. A. Ibid. P. 51.

in the most consistent manner as the result
of the complex character of the expeditions
and cooperation between the historians,
ethnographers and musicologists. The
detailed character of the entrance interviews,
the thoroughness of the gathering together of
the ethnographic materials about the rites and
rituals, customs, forms of material culture,
and the social peculiarities of the lives of
the Kuban stanitsas (i.e., Cossack villages)
have made it possible to incorporate to the
fullest measure the context of its existence
during the process of analysis of the
musical material — a versatile composite
of traditional folk culture. The questions
of the complete frontal investigation of
the Kuban region and the organization
of an exhaustive notation of the entire
repertoire have been decided upon in a
more complex manner. Nonetheless, there
are results of such investigations that are
available to us. In particular, the work in
regions with multiethnic demographics of
populations has attracted the attention on
the part of folk music gatherers — to the
folk traditions not only of the eastern Slavic
population predominating in the region,
but also of the other Slavic and non-Slavic
ethnicities: Adyghes, Hemshin Armenians,
Bulgarians, Greeks, Czechs and others (see,
for example: [4]). Special research has
been carried out in the communities of the
Nekrasov Cossacks, their results having
been reflected in publications in Russia and
in other countries. Thereby, Nina Vlaskina’s
article Nekrasov Cossacks’Festive Clothes:
Historical Changes and Modern Functions®,
as well as Vlaskina’s and Anton Zudin’s

5 Vlaskina N. Nekrasov Cossacks’ Festive Clothes: Historical Changes and Modern Functions. Folklore:
Electronic Journal of Folklore. 2016. Vol. 66, pp. 133—154. DOI: 10.7592/FEJF2016.66.vlaskina
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article The Russian Connection: On the
Issue of Anthropological Participation in a
Social Project Aimed at the Consolidation
of Confessional Communities,® dwell upon
the state of the traditional folk culture of the
Old-Believers at the turn of the 20th and
the 21st centuries. During the 1990s, many-
channel recordings of folk music ensembles
were also carried out in a number of
stanitsas.

One of'the steadfastly observed principles
of the Gnesins’ school of musicology is that
of the “regional character of the research,
understanding the local traditions as the
primary  musical-ethnographic  systems,
presenting integrated structures, all of the
components of which are correlated between
each other [author’s italics. — S. Zh.].”’
A most important question, the answer to
which is regularly found in the sphere of the
musicologists’ attention, is connected with
the regional specificity of the traditional
musical culture of the Kuban region.

The musical-ethnographic tradition of the
Kuban region is a culture of late formation.
Its development began only in the 1790s,
with the settlement of the right bank of the
Kuban River by Cossacks, and continued

in the second half of the 19th century on an
expansive territory, during the Cossacks’
settlement of the Transkuban Region.?
Up until the first decade of the 20th century,
the folklore image of the region constantly
changed due to the active migration into
the Kuban of peasants from the Ukrainian
and southern Russian metropolitan areas’.
The aforementioned migratory character
of the tradition defined its sub-regional
structure. The multiethnic character of the
region, including that of the eastern Slavic
population, the heterogeneity (between the
Cossacks and people from other Russian
cities), as well as other factors, have also
stipulated its specific features (the questions
of multiethnic folkloristic communications
have remained among the relevant ones; see,
for example: [5]).

The manifestation of the regional
singularities of the musical-ethnographic
system in the Kuban region was carried out
during the course of several historical periods.
A certain amount of information accumulated
in the 19th century in the periodical press and
in the publications of historians and military
archivists (Ivan Popko, Prokopiy Korolenko,
Feodor Shcherbina and Egor Peredelsky).!

6 Vlaskina N., Zudin A. The Russian Connection: On the Issue of Anthropological Participation in a Social
Project Aimed at the Consolidation of Confessional Communities. [UAES Inter Congress: World Anthropologies
and Privatization of Knowledge: Engaging Anthropology in Public (4—9 May, Dubrovnik, Croatia): Abstract

Book. Dubrovnik, 2016. P. 102.
" Engovatova M. A. Ibid. P. 52.

8 Ocherki traditsionnoi kul'tury kazachestv Rossii: T. 1 [Sketches of the Traditional Culture of the
Cossack Communities in Russia. Vol. I]. General ed. N. Bondar; acad. ed. O. Matveyev. Moscow; Krasnodar:

Kubanskii kazachii khor, 2002. 590 p.

 Bondar N. I. Kubanskoe kazachestvo (etnosotsial'nyi aspekt) [The Cossack Communities of the Kuban

Region (the Ethno-Social Aspect)]. Traditsionnaya kul'tura kubanskogo kazachestva: izbrannye raboty
[Traditional Culture of the Kuban Cossack Communities: Selected Works)]. Krasnodar: Kubanskii kazachii
khor, 1999, pp. 52-71.

10 Peredelsky E. Stanitsa Temizhbekskaya i pesni, poyushchiesya v nei [The Temizhbek Stanitsa and the
Songs Sung in It]. Shornik materialov dlya opisaniya mestnostei i plemen Kavkaza. Vyp. 3 [Compilation of
Materials for the Description of the Localities and the Tribes of the Caucasus. Issue 3]. Tiflis, 1883, pp. 1-90.
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The compilations of folk songs carried
out by Akim Bigday!" and Grigoriy
Kontsevich,!? as well as Pavel
Makhrovsky’s ideas of development of
the Kuban oblast from the musical side'
— these are the landmarks of the new
constructive stage of development of folk
music studies in the forms characteristic to
it in the first half of the 20th century. The
significance of the 1970s and the 1980s in
the studies of the specificity of the region’s
folk music traditions has already been
noted above. It must be emphasized that
the process of the gradual “disclosure”
of the peculiarities of the Kuban Cossack
culture at the contemporary stage has
taken place with the participation of
the folklorists from the Gnesin Russian
Academy of Music (as the Gnesins’
Institute was renamed in 1991), among
which, Ekaterina Anatolyevna Demidenko
(Dorokhova) must be mentioned, first
of all. She supported the creation of
authentic folk music ensembles in the
Kuban region (among them, the ensembles
of the Leningradskaya, Tbilisskaya and
Kubanskaya stanitsas, the village Belaya
Glina, the Turkino small village, etc.)
and provided aid in the preparation of
their performances at the annual folk
music concerts at the Art Center of

the Composers’ Union of the USSR.

While the forms of organization of folk
music ethnographic field research, the
methods of gathering the folk song material
and the search for specimens of the regional
folk musical traditions have something
in common among the representatives
of various scholarly directions of folk
music studies, the cameral analytic work
of the Gnesins’ school of musicology
presents a singular example of work in
the field. It is characterized by the use
of the method of structural-typological
analysis of musical-poetic texts, as well as,
as Margarita Engovatova indicates, “the
typological systematization of the musical-
ethnographical material directed at a well-
ordered, strictly academic description
and explanation of numerous musical
structures; ...the modeling of invariant
structures of musical texts...; the disclosure
of the invariant models comprising a certain
stylistic structural type on the basis of the
multiple material.”!*

A key role in the research of the Kuban
region folk music tradition was played
by Professor Borislava Efimenkova’s
work about the rhythmic structure
of folk songs,’” as well as Borislava
Efimenkova’s and Margarita Engovatova’s
work devoted to the principles of pitch

1 Bigdai A. D. Pesni kubanskikh kazakov. T. 1. Pesni chernomorskikh kazakov [Songs of the Kuban
Cossacks. Vol. 1. Songs of the Black Sea Cossacks]. Comp. by V. Zakharchenko. Krasnodar: Knizhnoe

izdatel'stvo, 1992. 445 p.

12° Narodnye pesni kazakov. Iz repertuara Kubanskogo voiskovogo pevcheskogo khora [Folk Songs of the
Cossacks. From the Repertoire of the Kuban Military Singing Chorus]. Comp. by G. Kontsevich. Krasnodar:

EDVI, 2001. 478 p.

Makhrovsky P. Ob izuchenii Kubanskoi oblasti so storony muzykal'noi [About Study

of the Kuban Region from the Musical Side]. Kubanskie oblastnye vedomosti [Kuban Oblast Gazette]. 1902.

November 20.
4 Engovatova M. A. Ibid. P. 52.

15 Efimenkova B. B. Ritm v proizvedeniyakh russkogo vokal'nogo fol'klora [Rhythm in the Works of
Russian Folk Music]. Moscow: Kompozitor, 2001. 256 p.
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analysis of folk musical texts.'® In the
book Vostochnoslavyanskaya svad'ba i
ee muzykal'nmoe napolnenie [The Eastern
Slavic Wedding and Its Musical Filling],"”
the author relies on a semiotic approach
towards analysis of ritual material.

The theme of the most voluminous
scholarly work for the present day, in which
structural analysis of folk music from the
Kuban region is carried out, also lies in the
line of research of wedding songs, which has
been so important to the Gnesins’ school. It
is referred to the dissertational research of
the author of the present article Kubanskaya
svad'ba kak muzykal'no-etnograficheskaya
traditsiya pozdnego formirovaniya [The
Kuban Wedding as a Musical-Ethnographic
Tradition of Late Formation]."®* The
application of the principles of the Gnesins’
school of musicology has made it possible
to systematize the wedding singing tradition
and to highlight the main types of musical
formatting of the rite on the territory of the
region.

A significant project devoted to the
traditional folk culture of the region in

which the structural-typographic method has
been applied is the voluminous collective
monograph Istoriya, etnografiya, fol'klor
Kubani [The History, Ethnography and
Folklore of the Kuban Region].” The work
on the anthology has been carried out by
specialists of various scholarly directions,
including (in addition to the author of the
present article) young ethnomusicologists
Maria Vlasova and Yana Lugovskaya, who
have mastered the structural-typological
method of analysis of the melodies during
the course of the process of their studies.
Research of the musical-ethnographic
tradition of the Kuban region possesses
many prospects of further scholarly work.
The latter, first of all, apply to the study
and documentation of the vast fund of folk
music preserved at the phonogram archive
of the Scholarly-Research Center for the
Traditional Culture of the Kuban. The forms
of field research of the traditional musical
culture of the Kuban region continue to be
relevant, even though the contemporary field
materials are changing their character, as
they are in many other regions of Russia. Of

16 Engovatova M. A., Efimenkova B. B. Zvukovysotnaya organizatsiya russkikh narodnykh pesen v svete
g y ya org y ykh p

strukturno-tipologicheskikh issledovanii [ The Pitch Organization of Russian Folk Songs in Light of Structural-
Typological Research]. Zvukovysotnoe stroenie narodnykh melodii (printsipy analiza): materialy nauchno-
prakticheskoi etnomuzykologicheskoi konferentsii, Ruza, 1991 [The Pitch Structure of Folk Melodies
(Principles of Analysis): Materials of the Scholarly-Practical Ethnomusicological Conference, Ruza,
1991]. Moscow, 1991, pp. 49-88. "7 Efimenkova B. B. Vostochnoslavyanskaya svad'ba i ee muzykal'noe
napolnenie: vvedenie v problematiku [The Eastern Slavic Wedding and Its Musical Filling: Introduction into
the Problem Range]. Moscow: Gnesin Russian Academy of Music, 2008. 62 p.

'8 Zhiganova S. A. Kubanskaya svad'ba kak muzykal'no-etnograficheskaya traditsiya pozdnego
formirovaniya: dis. ... kand. iskusstvovedeniya: 17.00.02 [The Kuban Wedding as a Musical-Ethnographic
Tradition of Late Formation: Dissertation for the Degree of Cand. Sci. (Arts): 17.00.02]. Moscow, 2008. 359 p.

19 Istoriya, etnografiya, fol'klor Kubani [The History, Ethnography and Folklore of the Kuban Region].
Acad. ed. and comp. by N. Bondar, A. Zudin. Krasnodar: Kniga, 2015. T. 1. Korenovskii raion [ Vol. 1. Korenovo
District]. 332 p.; Izhevsk: Print-2, 2016. T. 2. Goryacheklyuchevskoi raion [Vol. 2. The Goryachiy Klyuch
District]. 368 p.; Maikop: Kachestvo, 2018. T. 3. Ust'-Labinskii raion [Vol. 3. The Ust’ Labinsky District].
452 p.; Rostov-on-Don: Pechatnaya lavka, 2019. T. 4. Temryukskii raion [Vol. 4. The Temryuk District]. 471 p.;
Rostov-on-Don: Pechatnaya lavka, 2020. T. 5. Otradnenskii raion [ Vol. 5. The Otradnensky District]. 472 p.

19



Mpo6énembl My3blkasnbHOM Hayku / Music Scholarship. 2023. N2 3

course, there are the new angles of scholarly
research: the uncovering of the specific
features of the Cossack musical cultures
in their comparison remains relevant, as is
the research of the artistic interconnections
of the traditional cultures of the Cossack
communities and those of the other peoples
of the Northern Caucasus. The work in this
direction is already being carried out. It is
reflected, among other literature, in the articles
of Professor Alla Nikolaevna Sokolova The
Circumpontic Lezginka Dance as a Cultural

Phenomenon® and Vozglasy i vykriki v
prostranstve traditsionnogo tantseval’nogo
kruga na Kavkaze [Exclamations and
Outcries in the Space of the Traditional
Dance Circle in the Caucasus],”' devoted
to the genre of the lezginka and other dance
genres of the Caucasus. There is a hope that
the representatives of the younger generation
of the Gnesins’ school of folk music studies
would subsequently also take part in the
research of the Cossack tradition of the
Kuban region.
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TEpaneBTHYECKUX TPOLEAYP OCHOBAH HAa MY3BIKAIBHBIX WM MY3BIKOMOJOOHBIX BO3ICHCTBHUSAX,
KOTOpBIE TEHEPUPYIOTCSI KOMITBIOTEPOM Ha OCHOBE CHUTHAJOB OOpaTHOW CBS3M OT COOCTBEHHBIX
(U3NOTIOTHYECKUX XapaKTEPUCTHK MAIeHTa. PaccMaTpuBaroTCs mpenMyIecTBa MHHOBAIMOHHOTO
MeToza 1 1aéTcs olleHKa 3(PPEKTUBHOCTH KOMIIbIOTEPHBIX ITPE00pa30BaHuil OMOMOTEHIIMATIOB MO3Tra
MaIMeHTa B MYy3BIKOIIOO0HBIE Bo3eiCcTBH. [lociieiHne UCTIONB3YIOTCS B pa3BHBaEMO aBTOPaMHU
CTaThU TEXHOJOTHU aJaITUBHOW HEHPOCTUMYJIISIIUH C OOPAaTHOHM CBSI3BIO0 OT TEKYIIMX MapaMeTpOB
anekTposHuedanorpammel (3307). Ha mpumepe cOOCTBEHHBIX HCCIEAOBAHHMM, OMUPAIONIUXCS Ha
D0l -ynpaBisgeMyr0 aJanTUBHYIO HEHPOCTUMYIISINIO, aBTOPHI HAMEYAIOT TIEPCIICKTHBEI PAa3BUTHUS
MY3BIKaJIbHO-KOMITBIOTEPHBIX TEXHOJIOTUH B TE€PANUU TICUXOTEHHBIX PACCTPONCTB W KOTHUTUBHOU
peaduInTaIuy YeI0BeKa.

Kntoueswvie cnoea: TpagulIMOHHBIE METOABI MY3BIKabHOH TEpamuy, KOMITBIOTEPHBIE
npeobpa3oBaHusl OMONOTEHIMAJIOB MAllMEHTa B MY3bIKY, 3JekTpodHuedarorpamma (I391),
O0I-ocMIUIATOPHI, TEpaIus ICUXOTEHHBIX PACCTPONCTB, KOTHUTUBHAS peaOMIHTAIUS

na yumuposanusa: Kopcakopa-Kpeitn M. H., ®enorue A. . Bo3MOXHOCTH ¥ IEPCIIEKTUBBI
MCTIOJIb30BaHMSI MY3bIKaTbHO-KOMITBIOTEPHBIX TEXHOJIOTHIA B TEPAITUH ICHXOT'€HHBIX PACCTPOMCTB //
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Abstract. The beneficial effect of music on the human body has been known since ancient times
and has been actively used in the methods of music therapy. The article analyzes in the manner of
a survey the advantages, possibilities and limitations of the traditional methods of music therapy,
wherein the patient is presented with a set of musical compositions empirically selected. A radically
different and innovative method of music therapy is based on musical or music-like stimulation that
is generated by a computer on the basis of feedback signals from the patient’s own physiological
characteristic features. The advantages and prospects of this innovative method are examined here
and an evaluation is given of the effectiveness of computer-aided transformations of the patient’s brain
biopotentials into musical or music-like effects, which are used in the adaptive neuro-stimulation
technology developed by the authors with feedback from the current electroencephalogram (EEG)
parameters. By means of the examples from our own research with the use of EEG-guided adaptive
neurostimulation, we have outlined the prospects for the development of music computer technologies
in the treatment of psychogenic disorders and the cognitive rehabilitation of human beings.
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JarOTBOPHOE BO3JIEUCTBHE MY3bI-

KM Ha OpraHU3M YEJIOBEKa M3BECTHO

C IPEBHOCTH U LIMPOKO UCTIOIb3YETCS
B TPAJUIIMOHHBIX METOaX MY3bIKOTEPAIHH,
oco0eHHo 3a pyoesxoM. Kak cunratrot cnernu-
aJUCThI, 3TO CBSI3aHO C PSAOM YIWBHUTEIb-
HBIX CBOWCTB MY3BIKaJIbHOIO MCKYCCTBA.
My3bika XapakTepu3yeTcsi HEOCO3HaBae-
MBIM, YYBCTBEHHBIM BOCIPUSTHEM, OHA aB-
TOMATUYECKHU MPUBJIEKAET K ce0e BHUMaHUE
U Ccroco0Ha BBIPAXKATh «HEBBIPA3UMOC)'.
SIBIISIACH «SI3BIKOM SMOIMI», OHA CIIOCOOHA
OTBJIEKaTh Y€JIOBEKa OT HEraTUBHBIX Iepe-
KUBAHUM, TaKMX Kak 0OJb, TPEBOKHOCTH,
0eCIOKOICTBO, MeYab U T. 1.> My3bIka BIH-
sgeT Ha Hehpoxumuio Mosra. [IpocnymmBa-
HUE NPUITHOM KOMIIO3MIIMM BO30YKIaeT
ICTETUYECKUE 3MOLMU M 3aJEHCTBYET CHU-
cTeMy OHOJIOTMUECKOTO BO3HArpa)KIACHUs
B MO3I€, UTO ITO3BOJISIET UCMOJIb30BATH MY-
3bIKy TPU CO3/IaHUU METOJIOB peaduinTa-
IUOHHOW Tepamnvu JJIsl JIIOAEH C MCUXOreH-
HBIMHU paccTpoicTBaMu. Uepes3 MOAYISALUI0
AKTUBHOCTH SMOITMOHAIILHOM cepbl My3bI-
Ka MOJKET UTpaTh MO3UTHBHYIO POJIb B Jieue-
HUWA MHOTHMX IICUXHWaTPUYECKUX U HEBPOJIO-
THYECKHUX paccTpoicTs®. TepameBTuueckue
3G (dEeKThl TO3BOJSAIOT OTHECTH MY3BIKY
K YHUBEpPCAJIbHBIM HHCTPYMEHTaM KOT'HH-
TUBHOU Tepanuu [1]. BaxxHsiMu 10cTOUH-
CTBAMU  MY3BIKaJIbHO-TEPANEBTUUYECKUX
BO3JICHMCTBUI SIBIIIFOTCS HEMHBA3WBHOCTb,

1

MPAKTUYECKOE OTCYTCTBHUE MPOTHBOMOKA3a-
HUM M OPUEHTHUPOBAHHOCTh Ha LIEHTPAJIb-
HBIE PETYIATOPHBIE MEXaHU3MBI MO3TA.

HecmoTps Ha sBHBIE IOCTOMHCTBA M
IIMPOKOE pPacHpoCTpPaHEHUE, TpPaJUIMOH-
HbIE MY3BIKAIbHO-TEPANIEBTUUYECKUE BO3-
JIEUCTBUASI MMEIOT TaKXKE CYIIECTBEHHBIE
HEJI0CTaTKU, CHUXkaromue 3GHEKTUBHOCTD.
Panee HamMm oOTMEYaaoOCh, 4YTO IJIABHOE
OTPAHUYEHUE CBSI3aHO C JIMYHOCTHBIMHU
0COOEHHOCTSIMU chymiatens. FIMeHHO oHu
3HAYUTEIBHO MOIYJIUPYIOT HEHpOHAJIbHBIE
OTBETHI HAa SMOILINH, BBIPAXKAEMbIE MY3bIKOH,
U 3TO TpeOyeT aaeKBaTHOTO ISl Ka)IOoro
naueHTa nojaoopa My3bIKaJIbHBIX TPOU3BeE-
Ji(S)5050%08

[Ipuemiiemoe pemieHue AaHHOM Mpo-
OmemMbl OBUTIO SKCIIEPUMEHTATBHO HAMIEHO
MyTEM TPEAbSIBICHUS MY3bIKH, UHIUBUITY-
albHO aJaNTHUPOBAHHOW K PUTMUYECKUM
nporeccamM Mo3ra naiueHTa’. Ilokasas, 4ro
MY3bIKQJIbHO-TEPANIEBTUYECKUE  BO3JEH-
CTBUS MOTYT 00JaJaTh IMOBBIIMIEHHON 3(-
(EeKTUBHOCTHIO, €CIIM OHH OpPTaHU30BaHBI
B CTPOTOM COOTBETCTBHUU C OMOAJICKTpHUYE-
CKUMH XapaKTEPUCTUKAMH HEPBHOM CHCTE-
MBI CaMOT0 MalMeHTa, 3TU U IpyTue JaHHbIE
CTAJIK OCHOBOW HOBOTO IPOTPECCHUBHOTO
HanpaBJieHUsT HEHPO(PHU3NOTOTUN — HEUH-
Ba3MBHOI CTHUMYISILMM MO3ra ¢ OOpaTHOM
cBs3b10. CyIECTBEHHON YacThbiO JIaHHOTO
OBICTPO  pPa3BUBAIOUIETOCS  HAIPaBJICHUS

Cwm., Hanpumep: Bomuek O. JI. 3HaueHne My3bIKH M CEMaHTHKa €€ 3BYKOB: yueOHOe 1mocodue K Kypcy

neknuit « MysbikanpHas ncuxonorusi». CI16.: CIIOUTO, 2010. 162 c.

2

®enotue A. U., bounaps A. T., baxuuna A. B. u ap. My3blkanbHO-aKyCTUYECKHE BO3ICHCTBUSA,

yrpasisieMble OHONOTEHLIMAIAMH MO3Ta, B KOPPEKIMH HEOJIAaronpuaATHBIX (YHKIMOHAIBHBIX COCTOSHUM //
VYenexu guznonornueckux Hayk. 2016. T. 47, Ne 1. C. 69-79.

3 Cwm. bubmuorpadudeckuii ciucok: [6; 7; 11-13; 15; 17; 18].

4 ®enotues A. U., bormaps A. T., Baxuuna A. B. u np. Ykas. cou. C. 70.

> Miiller W., A., Haffelder G., Schlotmann A., et al. Amelioration of Psychiatric Symptoms Through
Exposure to Music Individually Adapted to Brain Rhythm Disorders — a Randomised Clinical Trial on the
Basis of Fundamental Research // Cognitive Neuropsychiatry. 2014. Vol. 19, Issue 5, pp. 399-413.

DOI: 10.1080/13546805.2013.879054
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SBJIIETCS CO3JJaHUE M COBEPIICHCTBOBAHUE
MY3bIKaJIbHO-KOMITBIOTEPHBIX ~ TEXHOJOTUH
JUIsL KOPPEKIIMU IICUXOT€HHBIX PACCTPOMCTB.

JUis OTCNEeXHUBAaHUS U KOPPEKTHPOBKU
COCTOSIHUM TpEeBOTM M cTpecca Obul pas-
paboTaH M YCHEIIHO HCHOJIb30BAJICS HEMU-
pounrtepdeiic «buomysbikay, B KOTOpOM
TeKyuie (U3HOJIOTHUYECKHUE TapaMeTphbl
MayeHTa TPaHC(HOPMUPYIOTCS KOMITbIOTE-
POM B MY3BIKAJIbHbIE XapaKTEPUCTUKU: Ya-
CTOTa CEpACYHBIX COKpAIllEHUH — B 3BYKH
OapabaHa; pUTM JIbIXaHUS — B PUTMHYHBIC
MOJICBUCTHIBAHUS, HAIIOMHUHAIOIINE 3BYKH
MPU BBIIOXE; 3JIEKTPOKOKHAS aKTUBHOCTh
— B MEJIOJINIO; TEMIIEpATypa KOKU — B My-
3BIKAJIHYI0 TOHAIBHOCTE’. Hapsiny ¢ atum
MOKa3aHo, YTO YyCIEIHAas KOTHUTHUBHAS pe-
abuiuTanys, a TakxKe yaydIlIeHUue UCIIOTHH-
TEJIbCKUX W JIBUraTeNbHbIX (YHKIMH y ma-
[IMEHTOB C MHCYJABTOM CTBOJIa MO3Ta MOTYT
OBITh JOCTUTHYTHI MPHU NPEABSBICHUA UM
MY3bIKOIIOJIOOHBIX CTUMYJIOB, aBTOMaTHue-
CKU TeHEpUPYEMBIX MYyTEM KOMITbIOTEPHOM
TpaHc(OpPMaLIMU 3aTBUIOYHOTO anb(a- Hiu
CEHCOMOTOpHOr0 MIo-putmMa III' (dmek-
Tpo3HIedanorpammsl) [2]’. Paspaborana u
YCHEWHO OnMpoOOBaHAa TEXHOJOTHUS MY3bI-
KaJIbHOTO HeiipouHTepdeiica ¢ aBToMaTnue-
CKOM TeHepalueil CHHTe3upoBaHHOM adek-
TUBHOM MYy3bIKH Ha ocHOBe OOl xoropas
MO3BOJISIET TOJIb30BATENSAM OTCJIEKUBATh
CBOM COOCTBEHHBIE MO3TOBBIE OCHMJUISIIUU
IUIsT UHAYKLIMH MPOLIECCOB HEHPOIIacTHY-
HOCTH, KOTHUTUBHON peadWIUTaluy U BOC-
CTAHOBJICHUSI WU JlaXxe yIydlleHus (yHK-
uuid mosra [3].

Panee Hamu Obuia pa3paboTaHa My3bI-
KaJIbHO-KOMIIBIOTEpHAsl TEXHOJIOTHS, B KO-
TOPOH y KaXXJIOTO HCIIBITYEMOIO B peallb-
HOM BPEMEHHU BBISABIISIOTCS XapaKTEpHbIE U
3HAUUMBIE JIJII HETO Y3KO4YacTOTHbie DJII'-
OCIIWJUIATOPBI, HCIIOJIB3YEMBIE 3aT€M IIpU
KOMITBIOTEPHOM IPEOOPA30BaHUU B «MY3bl-
Ky MO3ra)» BMECTO UYPE3MEPHO IMIMPOKOIO-
JIOCHBIX TpaAUIMOHHbIX DII'-puTmoB. [Ipn
ITOM YEJIOBEKY, HAXOAIIEMYCSl B COCTOSSHUU
cTpecca, MPEabSBISIOT MY3BIKONOAOOHbIE
CUTHAJIbI, IO TeMOPY HANIOMUHAIOIINE 3BY-
KU (IICHTBI, KOTOPBIE TUTABHO BAPHUPYIOT IO
BBICOTE TOHA U HHTEHCUBHOCTH B MPSIMO 3a-
BUCHMOCTH OT TEKYIIEW aMIUIUTYIbl JTOMH-
HUPYIONIETO y cyOonhekTa anbha-231 -octm-
asaropa [4, c. 105]. YcranoBieHo, 4TO 1oA
BIIMSIHUEM JICUEOHBIX MPOLIEAYP MPOUCXOIUT
JIOCTOBEPHOE YBEJIMYEHUE MOUIHOCTU allb-
da-purma I3I" oTHOCHTENBHO (hOHA, COTTPO-
BOXKJIA€MOE POCTOM IIOKa3aTesel camMOovyB-
CTBUSL M HaCTPOEHUsS, CHUKEHUEM CTEIIEHU
AMOLIMOHAJIBHOM Jle3ajanTallii U CHaJoM
YPOBHSI CTPECCUPOBAHHOCTH YeJIoBeKa [S].

K HacrosimeMy BpeMeHM OIMCaHHAas My-
3bIKAJIbHO-KOMITBIOTEPHAsI TEXHOJIOIUsl 3Ha-
YUTEJIbHO yCOBEPIIECHCTBOBAHA U NPEICTAB-
JsIeT cOO0M TEXHOJIOTHIO CBETO-MY3bIKAJIbHON
aJalITUBHOM HEWPOCTUMYJISIUM C JIBOMHOMU
oOparHoii cBsi3bio 0T D3I uenoseka [6]. Paz-
paboTaHHBIN METOJ 3aKJIFOYAETCsl B OTHOBpE-
MEHHOM MPEIbIBICHUN MY3bIKOIOIO0OHBIX
CTUMYJIOB, T€HEPUPYEMbIX KOMITBIOTEPOM Ha
OCHOBE TeKyIleH aMIuTyabl anbga-291 -
OCHWJIATOpA MAallMeHTa, U PUTMUYECKHUX
CBETOBBIX BO3JICUCTBUM, T€HEPUPYEMBIX Ha

6 Cheung S., Han E., Kushki A., et al. Biomusic: An Auditory Interface for Detecting Physiological
Indicators of Anxiety in Children // Frontiers in Neuroscience. 2016. Vol. 10. P. 401.

DOI: 10.3389/fnins.2016.00401

7 Deuel T. A., Pampin J., Sundstrom J., Darvas F. The Encephalophone: A Novel Musical Biofeedback
Device using Conscious Control of Electroencephalogram (EEG) // Frontiers in Human Neuroscience. 2017.

Vol. 11. P. 213. DOI: 10.3389/fnhum.2017.00213
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ocHoBe Tekymier D3I cyowekra [7; 8; 9].
SIBHBIMU JTOCTOMHCTBAMHM METO/Ia SIBJISIFOTCS
BBICOKas TiepcoHanm3anus u 3pHEeKTHBHOCTh
neyeOHBIX BO3JECHCTBUI Onaronapsi MCIOJb-
30BaHUI0 OOpPATHOM CBSI3U OT COOCTBEHHBIX
OMODJICKTPUYECKUX ~ XAPAKTEPUCTUK  deso-
BEKa, BOBJICUCHUE MEXAHM3MOB MYJIBTHUCEH-
COpPHOM HMHTErpanuu, HeWpOIUIaCTUYHOCTH
U PE30HAHCHBIX MEXaHM3MOB MO3ra B IPO-
ecchl HopManu3auuu (QyHKIHMOHAIBHOIO
COCTOSIHUSI TIOJ] BJIMSIHUEM CTUMYIISIIIUOHHBIX
npouenyp. bezycnosno, aBromarnyeckoe, 6€3
OCO3HAHHBIX YCHJIMM TMAIMEHTa yNpaBICHUE
Je4eOHbIMA  CEHCOPHBIMU  BO3/ICHCTBHUSIMU
TaéT «BO3MOXKHOCTh MCIOJIb30BaTh a/IalTHUB-
HYI0 HEUPOCTUMYISILIMIO Ui KOPPEKIUH
HEOaronpUsATHBIX CJIBUTOB COCTOSIHUS Y Ta-
IIUEHTOB C M3MEHEHHBIM YPOBHEM CO3HAHUS,
MOKWIBIX JTroneit u aerei» [10, c. 410].

B HenmaBHUX HMCCIIEIOBAHUSIX HAMETHIICS
MEePCIEKTUBHBIN MOAXO0 K TOBBIIIEHUIO (-
(EeKTUBHOCTH OMHMCAHHOW TEXHOJIOTHH. Tak
kak OOl -ympaBnsieMas afanTuBHAas HEUPO-
CTUMYJISIIIMSI OCHOBaHA HAa aBTOMAaTUYE€CKOM
MOJYJISIITUN CEHCOPHBIX BO3ACUCTBHUI COO-
CTBEHHBIMH PUTMHUYECCKAMU KOMITOHEHTA-
Mu DI yenoBeka, OJHUM M3 BO3MOMHBIX
nyTel noBbIimeHus e€ 3h(HEeKTUBHOCTH MO-
KET SIBISTHCS MPEABAPUTEIBHOE YCHUIICHHE
Moayiupytomero ¢akropa, To ecte O30
cyobekra [11]. Ins aToro ObLT mpUMEHEH
MpUEM PE30HAHCHOTO CKaHUPOBAaHUS, KOTO-
pBII 3aKJIIOYAeTCs B CBETOAMOAHOM (oOTO-
CTUMYJISIIIM C TIONIArOBO YBEJINYUBAIOIIEH-
Csl 4acTOTOM B JIuama3oHe Tera-, albda- u
oeta-putmoB D01

bpu10 mokazaHo, 4TO MpenBapUTEIbHOE
PE30HAHCHOE CKAaHMPOBAHHUE 3HAYUTEIBHO
yBenuuuBaeT 3pdexkruBHOCTE DI -ymnpas-
JIEMOM  aJaNTUBHOM HEUPOCTUMYJISILUN

8

IIpU JIYEHUU TMOCTKOBHUJIHOTO CHHJIpOMA U
MpU YCTPAaHEHUU TOCIEACTBUN HSK3aMEHa-
IIUOHHOT'O CTpecca y CTYIEHTOB YHUBEPCH-
tera. [Ipu coueTtaHnu pe30HaHCHOIO CKaHU-
poBaHus ¢ DOI -ynpaBisieMol aJanTUBHOU
HEUPOCTUMYJSILIMEN YK€ MOCIE OJHOKpaT-
HBIX JICUeOHBIX BO3ACUCTBHUI HaOMIOMAICH
pocT MomHOCTH anbda-purma I3, compo-
BOXK/IAEMBI CHI)KCHHEM YPOBHS CTpecca,
YIYYIIEHUEM SMOLMOHAIBHOTO COCTOSHUS
Y TIOKa3aTeJied KOTHUTUBHOM JIESITEIbHOCTH
3a CU€T MPOrPECCUBHOTO BOBJICUCHUS PE30-
HAHCHBIX M MHTETPALIMOHHBIX MEXAHU3MOB
MO3ra U MEXaHU3MOB HEWPOIIACTUYHOCTH
[Tam xe, c. 713]. beu1 cnenan BbIBOA, UTO
pa3paboTaHHBIN KOMOMHUPOBAHHBIN TTOIXO/T
K HEHPOCTUMYJSILIUUA TOCIE IOMOJIHUTENb-
HBIX OKCIEPUMEHTAJBHBIX HCCIIECIOBAHUM
MOXKET OBITh MCIIOJIb30BaH B peaOUInTAIIN-
OHHBIX MEPOMPHUATHUIX IIUPOKOTO TPOoduIIs,
MIPU KOPPEKIIUU U PEaOMIIUTAIIUN COCTOSHUS
CIIEIUAIIUCTOB SKCTPEMATBHBIX TTPOQECCHiA,
B 00pa30BaTEIbHBIX YUPEKIACHUIX IS aK-
TUBU3ALIMK TMO3HABATEIHLHOU NEATEIbHOCTH
YyeJI0oBeKa M MPOIECCOB €ro 00yUYeHus, a TaK-
YK€ B HAYUYHBIX UCCIIEJOBAHUAX [TaM XKe].

[ToaBoass wuTor, Cleayer OTMETUTh, UTO
MY3bIKaJIbHO-KOMIIBIOTEPHBIE TEXHOJIOTUH
JIEMOHCTPUPYIOT HMHTEHCUBHOE PAa3BUTHE
B CAMBIX Pa3HBIX cepax: OT MPOIEeCCOB B3a-
UMOJICHCTBHUS YEJIOBEKA C KOMITBIOTEPOM® U
1udpoBU3aIid MY3bIKM B HOBBIX COITHO-
KyJIBTYpHBIX TpaHcopmanusx [12] mo co-
BPEMEHHOTO MY3bIKaJIbHOTO 00pa30BaHUs
[13]. PaccmoTpeHHBIE JaHHBIE O BO3MOXK-
HOCTSIX U MEpPCHEeKTUBAX pa3BUTUA Tepa-
MEBTUYECKUX MY3bIKaJIbHO-KOMIIBIOTEPHBIX
TEXHOJIOTUM OTKPBHIBAIOT HOBBIE TOPU3OHTHI
MPUMEHEHHS] MY3bIKO3HAHUS B KIMHHUYE-
CKOM NPAKTHKE.

Kpacnockynos A. B. IIpoekt «T | A»: mysT uenoBeka U kommbiotepa // IIpoOGnembl My3bIKanbHON

Hayk# / Music Scholarship. 2017. Ne 2. C. 22-26. DOI: 10.33779/2587-6341.2017.2.022-026
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Annomauusn. HoBas BoJTHa UCTOPUYECKOTO Pa3BUTHS, 0003HAUMBIIAS Ce0sl BO BTOPOIA TIOJIOBUHE
MPOILJIOrO CTOJETHUSI MOSIBICHHEM KOMIIBIOTEPHBIX TEXHOJIOTMM, NMPUHECTIA B MY3bIKaJIbHOE
HCKYCCTBO, 00pa30oBaHME U HAyKy pPsii SKCIIEPUMEHTAJIbHBIX MHUIMATUB. YacTh U3 HUX OCTaslach
B UCTOPUU MY3bIKM B BHUJE SIPKUX TBOPUECKHX, HE MOJYYUBIIMX B JajJbHEHIIEM CBOEro
npoaosKeHus. [Ipyrue npoyHo BOILIM B MOBCEAHEBHYIO IMPAKTUKY MY3bIKAHTOB-UCIIOJHUTENEH,
MeAaroros, uccienonareiel. OOHUM U3 KPYyNMHEMIIUX PErHOHAIbHBIX METOAWYECKHUX LEHTPOB
M0 WCTIOJNIb30BAaHUIO KOMITBIOTEPHBIX TEXHOJIOTHH B MY3BIKAIBbHOH cepe crana HoBocmOupckas
KOHCEpBATOpHsl, B KOTOPOM CHadaja OTKPbUIACh KOMIIBIOTEpHAs J1abopaTopusi, a 3aTeM U MepBas
B Poccum kadenpa koMmmbroTepu3alluM My3bIKaJbHOM JeATelbHOCTU. B Hay4yHOW nuTepartype
BONIPOCHl HCTOpHH Kadenpbl HCCIENOBaHBl B HEAOCTAaTOYHOW creneHH. Llenmpio Hacrosmien
CTaThbU SIBIACTCS aKTyalM3alus NaHHBIX O Kadenpe Kommblorepu3annu. OxapaKkTepru30BaHbBI
OCHOBHBIE HaIlpaBJICHUs €€ 3aHATUM, MpeAocTaBieHa HH(pOopMaLKs O JMIAX, OKA3aBIINX BIUSHUE
Ha CTAHOBJIEHHME HOBOIO MCCJIEAOBATENIbCKOIO LEHTpa My3bIKalbHOM Hayku. OmnpexneneHa
poiib MeXKaeapalbHOTO COTPYIHHYECTBA B (HOPMHUPOBAHWU KOHIETIIMU DPAaOOTHl Kadeaps
KOMITbIOTEPHU3ALIMU U TIOMCKA BEKTOPOB PAa3BUTHS TEXHOJIOTMYECKHUX MPOLIECCOB.

Kniouesvie cnoea: vnHOOpPMalMOHHBIE TEXHOJIOTMH B MY3BbIKAJIBHOM OOpa30BaHUM, HCTOPHS
HoBocubupckoil koHcepBaropuu, Kadeapa KOMIOBIOTEPU3ALUU MY3bIKaJIbHOW AEATEIbHOCTH,
HoBocuOupckas xomnbroTepHas 1a00paTopusi, KOMIIbIOTEPHOE aCCUCTHUPOBAHUE MY3bIKaJIbHON
HayKu

Jlna yumuposanusa: MuukoB II. A. Texnonmormm um My3bika: Kadeapa KOMIBIOTEPH3AINA
MY3bIKQJIBHOH JesTenpbHocTH HoBocuOupckoii koncepBaropuu // [TpoOieMbl My3bIKaIbHON HayKH /
Music Scholarship. 2023. Ne 3. C. 131-139. DOI: 10.56620/2782-3598.2023.3.131-139
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Abstract. A new wave of historical development, which defined itself in the second half of the
previous century with the advent of computer technology, has brought a number of experimental
initiatives to the art of music, education and scholarship. Some of them remained in the history of
music as bright artistic projects that have not received any continuation subsequently. Others have
become firmly established in the daily practice of performing musicians, teachers, and researchers.
One of the largest regional methodological centers for the study of computer technologies in the
musical sphere has been the Novosibirsk Conservatory, which opened first a computer laboratory,
and then the first department of computerization of musical activities in Russia. The issues of the
history of the department at the Novosibirsk Conservatory have been insufficiently brought up in
musicological literature. In some sources, the chronology of the history of the department is limited
merely to the phenomena of the turn of the centuries. The aim of this article is to actualize the
data on the Department of Computerization. The main directions of its activities are outlined, and
information is provided about the people who have influenced the formation of this new research
center for music scholarship. The role is determined of cooperation between different conservatory
departments in the formation of the concept of the work of the Department of Computerization and
the search for the vectors of the future development of technological processes.

Keywords: information technologies in music education, history of the Novosibirsk Conservatory,
Department of Computerization of Musical Activity, Novosibirsk Computer Laboratory, computer
assistance of music scholarship
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TOpas IOJIOBHHA XX Beka OTMEYECHa q)OpMI/IPOBaBH_IeeCH B 3allaJIHbIX CTpaHax,

AKTUBHBIM DPa3BUTHEM HOBOIO Ha-
MIpaBJI€HUs, CBI3aHHOTO C BHEJIPEHU-
€M KOMITbIOTEPHOU TEXHUKHU U Pa3paboTKoil
aCCHCTHUPYIOIIUX TEXHOJOTUH BO BceX ce-
pax IesITeIbHOCTH YeJI0BEKa. 3aKOHOMEPHO,
YTO 3TO SIBJICHHUE, N3HAYAIIbHO UHTEHCHUBHO

B IIEPBYIO OYEpENb OKAa3aJ0 BIUSHHE Ha
My3bIKaJbHblE Y4yeOHbIE 3aBEACHHUS ame-
PUKAHCKUX W €BPOINEUCKUX TOpOIOB, NpHU
TOM «IIEpBbIE€ TOMNBITKM aBTOMATHU3AL[UU
oOyueHus: My3bIke TposBWIHCh B 1960-x
romax»’.

' Tono3o C. Il. KomnbrorepHbsle MH()OPMAIIMOHHBIE TEXHOJOTHU KaK CPEICTBO ITOBBIIICHUS
s¢exTuBHOCTH 00yUeHHs1 My3bIKe // Mup HaykH, KylnbTypsl, oOpa3zoBanus. 2014. Ne 2 (45). C. 146.
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Hecmortps Ha 1o, yTo B CoBerckom Co-
103€ KOMIIBIOTEpPHAsI TEXHUKA MOSABUJIACh U
paHblIlle, IPOLECC BKIIOUECHUSI TEXHOJIOTUM
B My3bIKaJbHOE OOy4YEHUE MPOUCXOAMI
B 3HAYUTEJIBHO MEHBIIUMX MacluTabax u Ha
WHOW TeXHUYECKOW 0a3e: MCIOIb30BATHCH
oOydaroniye MallluHbl, THEPBblE 00pa3LbI
KOTOPBIX OBLIM pa3pabOoTaHbl U CKOHCTPY-
upoBaHbl B 1963 rony IlaBiom Bacunbe-
BuueM JlobanoseiM (1923—-1983). BaxxubiM
3TaroOM B OTKPBITHUH HOBBIX BO3MOXKHOCTEU
MPUMEHEHHS KOMIIbIOTEpa B OOy4YeHUU
My3bIKE CTallu ucciaeaoBaHus Pynonbda
XaduzoBuua 3apurioBa U €ro mnporpam-
Ma-3K3aMEHATop MO Kypcy rapMOHUH, pa3-
paboranHas B 1965 rony u HaueneHHas Ha
«(popMasibHOE BBIABIECHHE OLIMOOK B CTY-
JICHYCCKUX paboTax»’.

OrpomMHyI0 poJib B pa3BUTHH 3TOTO Ha-
IPaBJICHUSI HEMOCPEACTBEHHO B CHUCTEME
MY3BIKQJIBHOTO O0pa30BaHMs ChITpal W3-
BECTHBIA YYEHBIN, TOKTOP UCKYCCTBOBEE-
Hus, npodeccop Opuit Hukomaesuu Parc,
aBTOp cTaTel U UCCien0BaHuil 1Mo npoolie-
MaM TE€OpPUU MY3bIKH, aKyCTUKH, ICTETHKH,
METOOUMKU U mneaaroruku. Ero ycunusmu
B Hayaze 1970-x rogoB B ['ocynapcTBeHHOM
MY3BIKQJIbHOM T€Iaroru4eCKoM HHCTUTY-
Te MMEHM [HecuHbIX ObLIa OpraHU30Ba-
Ha TepBas B Halleil cTpaHe J1aboparopus
TEXHUYECKUX CPEACTB OOYUCHHUS U OTKPBIT
€MHCTBEHHBI HAa TOT MOMEHT KJIACC, ITOJTY-
yuBiKnii Ha3BaHue AKMO — aBTromaTtuzu-
POBaHHBIH KJ1acC My3bIKaIbHOTO 00yYEHUS.
AKMO 1o3BoJiss1 B yCIOBUSX TPYHIIOBOTO
oOydeHusi coilb(emkuo a00UBaThCS TO-
BBIILICHUS] MHIAUBUAYAJIbHBIX IOKa3aTenen

2

B Pa3BUTUM CIyXa U YIYUIICHHUS HABBIKOB
3amucyu JUKTAHTA.

ITon pyxoBoacTBOM mpodeccopa Par-
ca ¢ 1988 roga Havaiuch MJIAHOMEPHBIE
paboThl MO My3bIKaJIbHOW MH(OpPMATHKE.
KoMnblOTEpHBIE TEXHOJOTMU HAYMHAIOT
BHEIPATHCS B MYy3bIKallbHOE 0O0Opa3oBa-
HUE, BEICTPAUBAIOTCS MEXaHU3MbI B3aUMO-
neiictBud: «B memarornueckoM mpouecce
yYKa3aHHOE€ NPOUCXOAUT MEXAY Yyuallu-
mucs u npenonasarenem; B UKT (undop-
MaIl[MOHHO-KOMMYHUKAlIMOHHBIX  TE€XHO-
aorusix. — I1. M.) unum MHTEpPAKTUBHOM
000pyI0BAaHUU — MEXAY MO0JIb30BATEIEM
U UH(GOPMALIMOHHON CHUCTEMOM, pecypcom
Wi obopynoBaHueM»’. B 310 ke Bpems
OIIHUM W3 KPYNHEUIINX LEHTPOB IO HC-
CJIEIOBAHUIO MPOOIEM KOMIBIOTEPHU3ALHNH
MY3BIKaJIbHOTO 00pa30BaHMSl CTAaHOBUTCS
HoBocubupckass rocynapcTBeHHass KOH-
cepBaropust umenu M. U. I'muuku. Otme-
YEeHO, YTO «BHeIHHE cBaA3u HoBocubup-
CKOM KOHCEpBaTOpPUM HE 3aMBIKAJIUCh Ha
YPOBHE OTpacJIeBbIX HOBAlMil U WHUIHA-
THUB, a BCEI/la BBIXOJMJIHN 32 UX MPEACITbI»
[1,c.201].

B 1980-¢ roasr B HoBoCHOUpPCKO# KOH-
CEepBaTOPUMU NPOBOIAUTCA MEKAUCIUILIHU-
HapHbId CEMHUHApP, KOTOPBIM pPYKOBOJMII
TOKTOp ¢umocopckux Hayk, mpodeccop
HNocadp CeménoBuu Jlagenko. OToT 1ie-
puon B aestenbHOCTH JlageHko CBsi3aH
¢ (GOpMHUpPOBAHHEM KOHIEMIHNH TEOPUHU
UHTEJUIEKTyaJIbHBIX cHcTeM. Heckoapko
YYaCTHUKOB CEMHHapa BIOCJIEACTBUU CO-
CTaBWJIM IITATHBIA «KOCTAK» Kadenpsl:
Bragumup Muxainosuu Llexanckuii —

Kpyunnanna I. A., bonpmrakoBa M. A. HMcnonbs3oBanne WHGDOPMAIMOHHBIX W KOMMYHHUKAITHOHHBIX

TEXHOJIOTUH B My3bIKaJIbHOM 00pazoBaHuu (McTopus, mpodiemsr) // Bectauk KI'Y. 2009. Ne 4. C. 440.

3 IeubkoB A. T. O co3maHuM HHTEPAKTHBHBIX yueOHBIX MaTepuaioB // CoBepIICHCTBOBaHHUE
podeCCHOHABHOH MTOITOTOBKH CITEIUAaINCTa c(hephl KyIbTypPHI M HCKYCCTBa: MaTepuaiibl V Beepoccuiickoit
Hay4JHO-TIpakTH4IecKoi koHdpepenmmn, Yebokcapsl, 17 aexadps 2020 roma. Ueboxkcapsr: [lmakar, 2021. C. 39.

133



Mpo6énembl My3blkasnbHOM Hayku / Music Scholarship. 2023. N2 3

KaH/IMJIAT TCUXOJOTMYECKUX HAyK, OH e
nepBeId 3aBeAyromuii kadenpor (¢ 1985
no 1989 ron), Anekceil AJiekCaHApPOBUY
YCTHHOB — MHXEHEp-aKyCTUK, Bragumup
Bnagumupouu Maszenyc — Maremartuk,
JIronmuiia BuktopoBHa AJleKcaHApOBa —
My3bikoBes, Opuit MBanoBuu Illelikun
— (oapknopuct, Bsuecnas JImutpuenuu
Mypun — 3Bykopexuccép. Ha srane cra-
HOBJIEHUs Kadenpbl obmieil 3agaueil OblIa
BbIpa0OTKA KOHILIENIIMM U METOJ0JIOTUU
BKitoueHus: OBM B my3bikanbHOe 00pazo-
Banue. Pabora Bemach Ha OTE€YECTBEHHOM
TexHUKe «Arar». (OCHOBHOE BHHMaHHUE
Kadeapbl ObLIO HAMpaBJIECHO Ha BHIPAOOT-
Ky NPUHIMIIOB B3aMMOOTHOIIEHUN MEXIY
KOMIIBIOTEpPHON TEXHOJOTHEeH u crneuudu-
4eCcKoi 00J1acThi0 €€ IPUMEHEHHS B MYy3bl-
KaJIbHOM BY3€.

B 1984 rony otkpbutace HoBocubupckas
komrbtoTepHas Jaboparopus (NTONYX
Computer Laboratory), a rom cmycrts,
B 1985-om, — mepBas B Poccuu kadenpa
KOMITbIOTEPU3AIMH MY3bIKaJIbHOTO 00pa3o-
BaHUA (3aTeM MepeuMeHOBaHHas B Kadeapy
KOMITbIOTEPU3ALIMH MY3bIKaJIbHOU JesITelNb-
HOCTH).

Kak numer Anexcanap MeHTIOKOB, 3a-
Benytomuid kageapou ¢ 1995 nmo 2004 rox:
«Mnes e€ co3nanus MHOTMM Ka3allach B TO
BpeMsl HEO)KMJIAaHHOM, XOTsSI OHA IOJCKa3bl-
BaJlaCh CTPEMUTENBHBIM pa3BUTHEM UHGOP-
MallMOHHBIX TEXHOJOTWW, aKTUBHO IPOHU-
KaBIIMX B pa3inuyHble cepbl HAydHOH U
MPAKTUYECKON JEATENbHOCTH, B TOM YHCIIE
B cpepy My3BIKAJILHOTO UCKyccTBa. KU3Hb
MOJATBEPINJIA CBOEBPEMEHHOCTh TAKOIO Ha-

YUHAHMSL, OAJIEP>KaHHOT0 MUHUCTEPCTBOM
KyneTypbl CCCP»*.

LlenTp wn3ydyeHUS BO3MOXKHOCTEM MH-
Terpaldyd JOCTHKEHUH B 0OJacCTH KOM-
IBIOTEPHOW TEXHOJOTMH M MY3BIKAJIBHOTO
00pa30BaHus pa3BUBAETCS B MOJIOJIOM PETH-
OHAJILHOM BY3€, UTO B OyAyLIIEM IO3BOJIUT Ha
3TOI OCHOBE C(HOPMUPOBATH HOBOE HAyUHOE
HalpaBJIeHUE C PETUOHATIBHON CHEITHU(PHUKOI.
Tarbsina HayMEeHKO OTHOCHUTEIBHO JIOKAJIH-
3allMM HAay4yHBIX HIKOJI B c(hepe My3bIKallb-
HOI'0 MCKyccTBa oTMeuaeT: «O4eBUIHO, UYTO
B Halllell CTpaHEe TAKUMHU MECTaMH CTaHO-
BATCS HE YHHBEPCUTETHI, OUOIMOTEKH WM
Hay4YHbI€ JKypHaJbl, KaK 3TO HaOiromaercs
B psze 3apyOexHbIx cTpaH. B Poccum, ¢ eé
CIIOKMBIIEHCS elIE ¢ COBETCKUX BPEMEH CH-
CTEeMOM KOHCEpBAaTOpUH PeCIyOIMKaHCKOTO
U PETMOHAJIBHOTO 3HAYEHHUs, OCHOBOIIOJIA-
raloulyo pojib UIrpaeT TeppUTOPUATbHBIN
dakrop» [2, c. 67].

B »TOT X mepmon 00603HAYMIOCH CO-
TPYAHUYECTBO KadeIpbl KOMIBIOTEpU3ALUU
MY3bIKaJIbHOW AESTENIBHOCTU C Kadeapoii
MY3BbIKQJIHbHOTO O0Opa3oBaHUs M MPOCBe-
nieHuss HoBocuOupckoil KoHcepBaTopuu,
IIOCKOJIBKY «HCITOJIb30BaHUE KOMIIbIOTEpA
MI03BOJIMJIO HE TOJBKO YCUJIUTh UHIUBUY-
albHOE HAyaJio B JEATENbHOCTH peOEHKa,
HO U CIIOCOOCTBOBATH PAa3BUTUIO HABBIKOB
CaMOCTOATEILHOCTH B 00yUEHUH, MBIILIe-
HUU U QOPMUPOBAHUU MY3BIKAJIIBHO-XY/0-
KECTBEHHOTO CO3HaHUs»’. Tak, BakKHBIM
COOBITUEM B COBMECTHOH J€SITEIbHOCTH
kadeap sBUICSA rpaHT MUHHUCTEPCTBA KYJlb-
Typbl Ha CO37aHUE OO0YydYaloIUX KOMIIbIO-
TEPHBIX IPOrpaMM (aBTOPCKHUIl KOJJIEKTHB

4 MentiokoB A. I1. Kadenpa xoMmproTepru3anun My3bIKaabHOM mesrenbHoctr // HoBocubupckas
koHcepBaropuss — 50 setr: DHmukn. cimoB. HoBocubupck: HoBocub. roc. koHcepBatopus (akam.)

um. M. W. I'munxku, 2006. C. 89.

5

yuutenb. 2016. Ne 4. C. 57.

PoGyctosa JI. I1. KommbroTepu3ariis My3bIKAIBHOTO 00pa30BaHs: HCTOpHUIECKuit actiekt // CuOnpckuit
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pa3paboTYMKOB — 3aBeaylomas kapeapon
MY3bIKQJIBHOTO 00pa3oBaHUS U MPOCBE-
mennst Jlionmuna IlaBnoBHa PoGycrona,
3aBenyomui  kadenpod KOMIBIOTEpHU3a-
UM MY3BIKaJIbHOW AesATenbHOCTH Biaau-
Mup Muxannosuu llexaHCKUM, CTyIEHT
TEOPETUKO-KOMITIO3UTOPCKOTO  (pakyspTeTa
Cepreit Ilomo30B u nporpaMMucT AHTOH
EBrenbeBuu I'ypenko). B pesynbrare pa-
06otbl Hajx mpoekToM B 1987-1988 romax
OB CO37JaHbl METOJUYECKU aKTyalbHbIC
Y 110 C€H J€Hb KOMIIBIOTEPHbIE IPOrPaMMBbl
«Putm», «HOTBI» 1 «3BYyKN».

Havanace cucremHass neATe€nbHOCTH IO
CO3JJaHUI0 OOyYaromMX W TPEHUHIOBBIX
IporpaMMm JJjisi JETel pa3HOro BO3pacTa,
KOTOpasi MpoJoJKajdach OPUEHTHUPOBOYHO
1o 2002 roga. B pesynbrare nmosiBUIOCHh HE
TOJIBKO OOJIBIIIOE KOJIMYECTBO Pa3pabOTOK
1o coib(peHKNo, HO U UU(POBOM yueOHHUK
[0 MY3bIKaJIbHOM TpaMoTe ISl y4Yalluxcs
MJIQJIIIET0 IIKOJBLHOTO Bo3pacTta. Boo0-
e, 3TO BpPEMsl OTMEUEHO 3HAYUTENIbHBIM
KOJTMYECTBOM SKCIIEPUMEHTOB B 00JacTH
MEXAUCLMIUIMHAPHOTO B3aUMOJECHCTBUS U
nporpaMMmupoBanusi. B kauecTBe mnpume-
pa MOXXHO npuBecTH MoHorpaduio Cepres
[Tono3oBa, rne npeacrasieHo cBbime 300
pUMeEpPOB nporpamm. Takasi 1€STENTbHOCTh
B CBOE BpeMs MO3BOJMIA «...OpraHU30BaATh
IIOJIEPKKY aKTUBHOUW TBOPYECKOU U MPOEK-
THO-UCCJIEIOBATEILCKON paboThl 00yuaro-
LIUXCS U TIearoroBy [3, c. 266].

Ha pyGexe cToneTuil KOJIMYECTBO HKC-
NEPUMEHTANBHBIX ~ PabOT, MPOBOJUMBIX
B 00J1aCTH KOMITbIOTEpU3AlMK 00yUeHHUs Ha

pa3HBIX YPOBHSAX 00pa30oBaHUA U B pa3ivy-
HBIX IPEIMETHBIX 00NacTAX, CTaJlo 3aMeT-
HO CHWXKarbed. M nenmo 31eck He B TOM, 4TO
B CHUCTEME MY3BIKAJILHOTO 00pa30BaHMs
IPENOAABATEIN M HCCIEAOBAaTCIA  CTalu
YAEIATh MEHbIIIE BHUMAHUS 3TOU polieMe.
HarpotuB, B KOJIMYECTBEHHOM IIJIaHE OCHA-
[IEHHE KOMIIBIOTEPHON TEXHUKON yueOHBIX
3aBEICHUN HEYKJIOHHO IIPOJIOJIKAJIO YBEJIH-
yuBaThCs. M3MeHmI0Cch oTHOIIEHHE K 00Y-
YaIOIIHUM KOMIIBIOTEPHBIM TeXHOJIOTHAM. Ha
CMEHY pa3HOO0pa3HbIM U MHOTOYUCIIEHHBIM
HKCIIEPUMEHTAM I10 MOUCKY IPPEKTUBHBIX
¢dbopM U METOIOB MPUMEHEHUSI KOMITBIOTEPA
B IIpoliecce 00yueHUs MPUXOIUT BHEIPEHUE
KOMITBIOTEPHBIX TEXHOJIOTMM B IIOBCEIHEB-
HYI0 Y4€OHYIO MPaKTHKY. YKPEIUISeTCs Io-
HUMaHUE AaCCHUCTUPYIOIIEro ¢akropa Tex-
HOJIOTHH B IEAAroru4eckoM Ipolecce, Ha
KOTOpBIN oOpaiaer BHuManue Mapuna Ka-
pacéBa: «TexXHONOruM AOKHBI OCTABATHCS
3JIEMEHTAMH, OOCIYKUBAIOIIMMHU IPOLIECC
o0y4eHHs, NHAYe BCET/Ia €CTh PUCK BO3HHK-
HOBEHHUSI NPSIMOM 3aBUCUMOCTH METOAUKH
o0y4eHHs OT e€ MaTepHUaJIbHO-TEXHUYECKOM
0a3p1»°. Ha naHHOM 3Tane pa3BUTUS TEXHO-
JIOTHH CTAHOBHUTCSA BCE OoJiee OUEBUIHBIM,
YTO IPUHLMI aHTPOIOLEHTPU3MA peaju-
3yercs Kak IpobiemMa Mepbl HEen30eKHOro
y4acTHs 4EJIOBEKA B KOMIIBIOTEPHBIX TEXHO-
JOTHSXY .

HToroM HayajapbHOro IEpUOAAa CTAHOB-
neHus kadenpsl kommbiorepuzanud B Ho-
BOCHOMPCKON KOHCEPBATOPHUH MOYKHO CYH-
TaTh CO3/laHME TEPMHUHAIBHOIO KJacca, ero
OCHAIIIEHHE, OPraHU3aUI0 Y4eOHOTO Kypca

¢ Kapacésa M. B. Yuurenb, yueHHK U IPOCTPAHCTBO «2.0%»: 0COOEHHOCTH N3MEHEHNS KOMMYHHUKATHBHBIX
OTHOIIIEHNH B COBPEMEHHON MY3BIKaJbHON memaroruke // HayaHsiit BecTHHK MOCKOBCKOM KOHCEPBATOPHH.

2014. Ne 3. C. 108-125.

7 BaxanoB H. C. Bmecrto npemucnoBus / HbDOpMAIIMOHHBIC TEXHOJIOTHH B MY3bIKaJIbHOM UCKYCCTBE U
oOpaszoBaHuu. Bompockr Teopun, METOIOIOTHH | MIPAKTHKH: ¢0. MaTepranoB Bropoii Bcepoccuiickoil Hayd.-
mpakt. koH(}p. HoBocnbupck: HoBocunb6. roc. koncepsatopust uM. M. U. I'muukn, 2013. C. 6.
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o MH(pOpMaTHKe, a TaKkKe M3JaHUe IBYX
HAy4YHO-METOJUYECKUX COOPHUKOB CTaTeil:
«9BM u mpobnembl My3bIKQJIBHON HayKu»
(1988), «9BM u npobiiemMbl My3bIKaJIbHOTO
obpazoBanus» (1989). OcoGeHHO aKTyallb-
HBIMU CTAHOBSITCSI BOIPOCHI KOOPJIWHALINU
«MaTeMaTH4YeCKUX U  MY3BIKOBETYECKHUX
MTOIXOJOB K aHAJIu3y KJIACCUYECKOM MY3bI-
Kku» [4, c. 94].

C 1989 mo 1991 rox xadenpoit pykoBo-
nun Banepuii ['ennanbeBuu KaraH, mokrop
TEXHUUYECKUX HayK, mpodeccop HoBocubup-
CKOTO 3JIEKTPOTEXHUUYECKOTO HHCTUTYTa. OH
yuTaja JIEKUMOHHBbIE Kypcbl «Kommbrorep-
HbIE TEXHOJIOTUU B MY3bIKE» U «JJIEKTPOH-
Hasi TEXHOJOTUs M MY3bIKAJIbHOE HCKYC-
cTBO». B 311 roasl kadenpa crana pa3BuBaTh
TaKUE€ HOBBIC HaIIPaBJIEHUS, KAK OCBOCHHE
AJIEKTPOHHOTO MY3bIKaJIbHOTO HMHCTPYMEH-
Tapusi, HABBIKOB AJIEKTPOHHOW KOMIIO3HU-
IUU. 3HAYUTETBHBIM COOBITUEM SIBUJIOCH
u nposereHue BecHor 1990 ronma mepoit
MEXIYHApOAHOW HAyYHO-IPAKTUYECKOU
KOH(pEpeHIIUU «DJIEKTPOHHAS TEXHOJIOTHUS
Y MY3bIKaJIbHOE UCKYCCTBO» (PYKOBOAMUTEID
Anekcanap MenTiokoB). Briocienctsuu ata
Tpaaunus Obulia Bo3poxiaeHa KoncranTu-
HOoM MuxainosuueM Kypneneit, u ¢ 2013
rojla Hay4yHO-NPAKTUYECKHe KOH(]epeHUIuun
MIPOBOJATCS C ONPENETIEHHON MEPUOIUYHO-
cThto. CrenuanucTsl, JEATeIbHOCTh KOTO-
PBIX CBsI3aHa C MY3bIKaJIbHBIM HCKYCCTBOM
U COBPEMEHHBIMH TEXHOJIOTMSIMHU, BCTpEYa-
I0TCSl B paMKaX TakOW CECCUU ISl MoJIyde-
HUS HOBBIX 3HaHHI, 0OMEHAa OIBITOM.

C 1995 mo 2004 rox xadempoit pyko-
BOJAUT KaHAUJAT UCKYCCTBOBEIEHUS, I0-
ueHt Anekcanap IlaBnoBud MEHTIOKOB.
CoctaB kadeapsl ykpenuwics npodeccuo-
HAJIBHBIMH ~ MY3bIKAHTAMHU: KOMIIO3UTO-
paMu ¥ My3bBIKOBeIaMu. B mpaktudeckoi
peanuzauuu JIESITEIbHOCTH CTaHOBUTCS
IJIaHOMEpHON paboTa CTyIMH 3BYKO3a-
nucu. [IpuopuTeTHBIM HampaBiICHUEM

136

B pa3BUTUU Kadeapsl sABIsSETCA yueOHas U
Hay4YHO-MeToauyeckas padora. [lo 3akazy
MunucrepcTtBa KyabTypbl AJIEKCaHAPOM
[TaBnoBuueM MEHTIOKOBBIM U ApKaauem
I'eoprueBnuem MuxailJIeHKO HaMKUCAHBI
JB€ CHELHUATU3UPOBAHHBIE MPOTrPaAMMBbl
no Kypcy «My3biKalibHasi HHPOPMATHKAY.
CcdopmupoBanbl >IEKTHUBHBIE TeMaTHYe-
CKHE KypChl MO BBIOOPY — «3BYKOpPEXHC-
cypa» u «My3bIKajibHasA aKyCTHKA.

Jlanee pykoBOACTBO Kaeapoit ocyIecT-
BJISIET JOKTOP MCKYCCTBOBEIEHUS, Mpodec-
cop Koncrantun Muxaiinosuu Kypnens
(c 2004 1o 2013 ropn). ITpu nognepxke Kon-
cTaHTUHa MuxainoBuya MOMHMO 00pa3o-
BaTeJIbHOM KOMITOHEHTHI Kadeapa ycuimia
paboTy 1Mo B3aMMOJAEHCTBUIO CO CTPYKTYp-
HBIMM TOApa3JeiIeHUsIMU By3a. beuin pea-
JIM30BaHbl MPOEKTHI MO HMUPPOBU3AIUN MY-
3bIKAJIbHBIX aPXHUBOB.

Havanace onudpoBka Buzieo- u ayauo-
MaTepuaioB Kadeapbl KOMIbIOTEpU3ALUU
u onoreku (¢ 2007 rona), a Takxke dop-
MUpPOBaHUE KOJUIEKLIUU B CTyJUHU 3BYKO3a-
MHUCH, OTKPBITOM B Havaie 1990-x romos.
[enwsto PyHKIIMOHUpOBaHUs cTyauu B Ho-
BOCHUOMPCKON KOHCEpPBAaTOPUU  SIBIISLIACH
¢duKcalus OCHOBHBIX COOBITUIM TBOPUECKOM
Y Hay4yHOM XKU3HU By3a. E€ pona cocTaBmsin
okoJio 400 eguHUL], COXPAHWIUCH B 3aIIUCH
koHLIepThl Makcuma Benreposa, 3axapa
bpona. ®oHa GOHOTEKM HACUUTHIBAI CBHI-
mre 3000 BUHMIIOBBIX THCKOB, Oosee 500 u3
KOTOPBIX COJIepKall YHUKAIbHYIO UH()Op-
MallfIo, TaKyl KaK 3ByKO3alUCh HUCIOJIHHU-
teneit HoBocuOupckoro Ttearpa omepsl U
Oasiera, mpemnojaBaresieil KOHCEpBaTOPHUHU.
Konnekuust 3amuceit, 3aduKCHPOBAHHBIX
Ha MarHUTHBIX HOCHUTENSAX, TAKXKE CIIYXKHUT
COXPAaHEHUIO pEruoHalbHOW  crenudu-
ku: «Cpenu chOpMHpPOBAHHBIX PECYPCOB
OOJBIIYIO IIEHHOCTD MPEACTABISAIOT 3aMKUCH
Ha MarHUTHBIX JIGHTaX, 4YaCTh M3 KOTOPBIX
OCYHLIECTBIISIIACh B 3ajlaXx M ayAUTOPHUSX
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KoHcepBaTopuu. Tak, Hanbosee paHHsS 3a-
[IACh, TOCTYIMHAsA CETOJHS B 3JEKTPOHHOM
Bune B ¢onae, marupyercs 1959 romom.
OTpazmHO # TO, YTO 3TO NMPOU3BEICHUE CH-
OMPCKOrOo KOMIIO3UTOpa — Ha JIEHTE Oblia
3anucana Cumdonus Ne 3 Bukropa /len6-
CKOT'0 B UCHOJHEHUH CUM(OHUYECKOTO Op-
kecTpa HoBocuOupckoi rocynapcTBEHHOM
dbunapMoOHUU N0 yIipaBieHueM ApHOIbIA
Kara»®.

OngHuM U3 BaXKHBIX HaIpaBJICHUH Jes-
TeNbHOCTH Kadeapsl B TOJbI PYKOBOJICTBA
K. Kypneneit sBnsinace pabora B pamkax
TPAHTOBBIX MPOEKTOB. bpuin chopmupo-
BaHbl paboune Tpymmsl, cHopMyIHpoBa-
Hbl WJIEM, OPraHM30BaHa NOJa4ya 3asABOK
Ha TOAJEPKKY HAy4YHBIX HCCIEIOBaHUM,
WHTETPUPOBAHHBIX B cPepy KaK My3bIKaJb-
HOTO MCKYCCTBa, TaKk U MH(OPMAIIMOHHBIX
TexHoJoru. llomyuynnu mnognepkky oOT
Poccuiickoro rymMaHMTapHOIO Hay4HOIO
¢donna u Poccuiickoro ¢onma pynmamen-
TaJIbHBIX HCCIEA0BaHUN NpoekThl «Co3na-
HUe MH(POpMaMOHHON 0a3bl “My3bIKalb-
Has Kyabrypa Cubupu”, “Mys3biKanbHas
KyJnbTypa CuOUpH: UICTOYHUKH, UCCIIEI0BA-
TEJIbCKHE LIEHTPHI U HanpasieHus ». Hayu-
HBIE TTOVICKU Pa3BUBAJUCH B pycie HHPOP-
MaIlMOHHOTO MOAXO0/1a, KOTOPBIM Ipeaiaral
MY3BIKOBEY «...€II€ OIUH BapUaHT HUCCIIe-
JIOBaHHUSl U3Yy4yaeMOT0 UM SIBICHUS MY3bI-
KaJbHOTO UCKycCTBa» [3, c. 75].

HeoOxoquMo OTMETUTh HMsI YYEHOTO,
KOTOPBIN HE SBIISIICS YJIEHOM Kadeapsl KoM-
MBIOTEPU3ALUA MY3BIKAIBHOW JEATEIbHO-
CTH, HO B PyCJi€ 3asBJIICHHOTO HaIlpaBJICHUs

8

Nel(3).C. 114.

9

— Hay4YHOW MIKOJBI MH()OPMAITMOHHO-KOM-
MYHHUKAIIMOHHBIX TEXHOJOTHI B MYy3bIKaJlb-
HOM HCKYCCTBE W 00pa3OBaHUU — OKazaj
OTrPOMHOE BIIUSIHHE. DTO IOKTOP UCKYCCTBO-
BeneHus, npodeccop Huxomait CepreeBud
baxxanoB. Iluanuct, My3bIKOBE, OH CKOH-
LEHTPHUPOBAJ CBOIO HAYYHYIO I€ATEIBbHOCTh
Ha BOIIpOCax MHTOHUPOBAHUSA, BPEMEHH U
npocTpaHcTBa. OIHUM W3 HCCIIEN0BATENb-
CKUX MHCTPYMEHTOB B €ro pa3pabdoTkax
ABJISIIOTCSI  KOMIIBIOTEPHBIE  TEXHOJIOTHH.
HestensHocTs H. baxxanosa npuBena k ka-
YECTBEHHO HOBOMY IOJXOLY B MY3bIKajlb-
HOU HayKe: OH SIBJIAETCS BEAYIIMM IeIaro-
rOM By3a B HCIIOJIb30BAHUHU COBPEMEHHBIX
KOMIIBIOTEPHBIX TEXHOJIOTUH B y4eOHOU U
Hay4HO-HCCJIe0BaTeIbCcKo padote. Mm
CO3/IaH PsiJl OPUTHHAIBHBIX KOMIIBIOTEPHBIX
nporpamMm JJisi My3bIKaJIbHOTO 00pa3oBa-
HUS: KypC 3JEMEHTapHOM TEOPUHM MY3BIKH,
MakeT IPOrpaMM JUIsl CTATUCTUYECKOTO aHa-
JIM3a HOTHOTO TEKCTa, Psii KaraJoroB HOT-
HOM M HAy4HO-UCCJIEN0BATEIbCKON JIUTEPA-
TYpbl, OJHOTEKCTOBas 0a3a My3bIKaJbHBIX
U3IaHUN.

Onuum u3 nepBeix B Poccum Huxo-
nail bakaHoB omyOJMKOBaJl KOMIIBIOTEP-
HbIl y4eOHuK «Mctopus QoprenuanHo-
ro MCHOJIHUTENbCKOro HcKyccTBay (2011,
4. 1), pekOMEHJOBaHHbI y4eOHO-METOIU-
YeCKuM OoO0beIuHEeHUueM Npu MOCKOBCKOM
KOHCEPBATOPHUH JJIA CTYAEHTOB (hopTenu-
AHHBIX (PaKyJIbTETOB MY3bIKaJbHbBIX BY30B.
[Ton ero pykoBOACTBOM pa3pabaTbiBAINCh
u Obiu 3amuinensl guccepranuu C. Ilo-
no3oBa’, [1. Muukoga'’. [Ipodeccop yoex-

MuukoB II. A. Menuareka HoBocubupckoit koHcepBatopuy // BecTHHK My3biKanpHOM Hayku. 2014.

[Tomozos C. II. OGy4aroniue KOMITBIOTEPHBIE TEXHOJIOTHH B CHCTEME MY3BIKaJIbHOTO 00pa30BaHUS:

auc. ... kKaaa. uckyccrBosenenus: 17.00.02. HoBocubupck, 2000. 238 c.

10 Muuxos II. A. CucTeMbl IMOMCKa MYy3bIKaJBHON MH(OPMAITUK: THUC. ...

17.00.02. HoBocubupck, 2015. 195 c.

KaHJl. UCKYCCTBOBCICHU:
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néH, uyto B XXI Beke «MeTox aHanm3a BO  Kax ¢exaepanbHoro mpoekta «l[Ipumymano
MHOI'OM OIpeAeNseTcs OCHalEHHOCThI0 B Poccum» peannsoBaH coBpeMeHHbIN Me-
MY3BIKOBE/1a-HCCIIEN0BATENSI COBPEMEHHBI-  JHMALIEHTP. Ero uaes 3akirodaercs B pas3Bu-
MU KOMIBIOTEPHBIMU TEXHOJOTUSIMU» [6, THH HOBBIX 00pa30BaTEIbHBIX HAPABIECHUH,
c. 128]. [0 KOTOPBIM OCYILIECTBIISIETCS MOATOTOBKA

Kadenpa npekparuna cymecTBoBaHre B BOCTPEOOBaHHBIX B CHOUPCKOM pETHOHE
2013 rony, HO HampaBJeHUE, KOTOPOE Pa3BU-  CHELUAIUCTOB (My3bIKaJIbHas 3BYKOpPEKHUC-
BaJIM €€ MPEeACTaBUTENH, IPOJOKIIO CBOM  Cypa, apaHKUPOBKA, 3ByKOTEXHHUKA), a TakK-
poct. Tak, Obuta pacipena pabora B 6uliu- ke B CO3JaHMM Ha 0a3e €JUHCTBEHHOM 3a
OTEKE: aBTOMATU3UPOBaHbl OMOIMOTEYHbIE  YpajaoM KOHCEPBAaTOPUU HWHHOBALIMOHHOM
IIPOLECCHI, CO3JaH DJIEKTPOHHBIA KaTaJoOr.  IUIOMIAJKU Ul peaM3alluyd MYJIbTUMEINN-
B 2022 rony koHcepBaTopuel pu NOAJEPK-  HBIX IPOEKTOB, CACTEMHOMN TOJJEPKKHU Kpe-
ke MunucrepcrBa KyapTypel PD B pam-  aTMBHBIX HIEH.
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Annomayusn. Ctarbsi TOCBsAIMIEHAa 000CHOBAaHUIO HEOOXOAWMOCTH BHEIAPEHHS B CHCTEMY
MY3bIKQJIBHOTO 00pa30BaHUs METOAUWK PAa3BUTHSA KPEATUBHOTO MBINUICHUS. JlOMHUHUpOBaHUE
JIOTHYECKUX METOAOB aHaju3a B Mpolecce 0OyYeHHsS MY3bIKAIbHBIM MPO(PECCUsIM KYIMUPYeT
IBPUCTHYECKHE BO3MOXHOCTH MBINIJICHUS, IEPEHOCUT AaKIEHT C TBOPYECKH AKTUBHOTO
MIPOIYIIMPOBAHUS HOBBIX HJICH Ha KOTMPOBAHUE U TPAHCIISAIIMIO TOTOBBIX M YK€ NU3BECTHBIX MOJICIICH
npodeccuoHaIbHON AesTenbHOCTH. B Teopun ncuxonora JIx. ['mindopma, KoTopslid BBET TEpMHUH
«KpeaTHB» B HayYHBIH 00MXO/I, M3HAYAIBHO TOTYEPKUBATIACH €T0 TUJAKTUYECKas HAPaBJIeHHOCTb,
a IMEHHO (pOpMHUPOBaHKE HA €r0 OCHOBE CIIOCOOHOCTH K OBICTPOMY M HECTAHJIAPTHOMY PEIICHHIO
npoOiieM, IIOTHOCTh KOTOPBIX BO3PAcTacT B CTPEMHUTEIBLHO MEHSIOMIEMCS COBPEMEHHOM
conmyme. Hanwume naHHOTO HaBBIKA B pPaMKax TBOPUECKHUX Mpodeccuii 0COOEHHO BaXKHO,
MTOCKOJIBKY B MCKYCCTBE MPOIECC IBOJIIOIMH BO MHOTOM CBSI3aH C HapyIICHUEM yCTaHOBHUBIITUXCS
HOPM. YCHENIHOCTh BBITYCKHHKOB KOHCEPBATOPHH, pabOTAOIIMX B TOM YHCJIE U B KOHIICPTHBIX
OpraHU3alMsIX, MOXKET OBbITh OOECIeYeHa HE TOJBKO HMX HCIHOJHUTEILCKHMMH BO3MOXHOCTSIMU
TEXHUYECKOTO W MHTEPIPETANMOHHOTO IJIaHA, HO M IOMCKOM HOBBIX (DOPMATOB MPEMOAHECEHUS
CBOETO0 MCKYCCTBA MyOsIMKe. B cTaThe 3T0 MpoaeMOHCTPpUPOBAHO HA TPUMEPE apT-KOJIabOpaTHBHBIX
MPOEKTOB. BrICKa3bIBas T€3UC O IeICHANPABICHHOM BOCIIMTAHUN KPEATUBHOTO MBIIIIJICHHUS, aBTOPBI
MpeIaraloT CTPYKTYpy CHEIKypca, B paMKaxX KOTOPOTO Ha OCHOBE TEOPHH U MPAKTUUECKUX 3aHATHHA
JAHHBIN HABBIK MOXKET OBITh BhIpaboTaH. TpeHWHTOBas 4acTh Kypca MpeAroaracT UCIoIb30BaHHe
pa3pabOTaHHBIX YUEHBIMU PA3HBIX HANPABJICHUH METOIOB 10 PA3BUTHIO KpeaTHBa, KakK, HalpuMmep,
MeTon CBOOOMHBIX accoruanuii 3urmyHma @Ppeima, maitaamdnnuHar ToHu bero3eHa, TexHuka
¢dbpupaiituara Mapka Jlesu u apyrue. Pe3romupytonuii BEIBOI: C(HOPMHUPOBAHHOCTh KPEaTHBHOTO

© Kpsuiosa A. B., lllopaukosa A. B., 2023
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MBINUJICHUSA ABJIACTCA T'apaHTOM YCICHIHOTO JMYHOCTHOIO M KapbCePHOI0 poCTa CICHHUAIHNCTOB
B 00J71aCTH MY3BIKQJILHOTO UCKYCCTBA.

Knrouegvie cnosa: xpeatus, COBpeMEHHbIE 00pa30BaTeIbHBIE TEXHOIOTUH, apT-Kou1abopauy,
MCTOAUKH PA3BUTHA KPCATUBHOI'O MBIIIJICHUSA

na yumupoeanua: Kpoeuosa A. B., [llopaukosa A. B. KpearnBHoe MBIIUIEHHE U KPEaTUBHBIE
TEXHOJIOTHH KaK COBPEMEHHAs! COCTABJISIONIAst 00y4eHUs My3bIKaJIbHBIM MpodeccusiM // TIpobnemsbl
My3bIKaIbHOM Hayku / Music Scholarship. 2023. Ne 3. C. 140-149.
DOI: 10.56620/2782-3598.2023.3.140-149
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Original article

Creative Thinking and Creative Technologies
as a Modern Component of Instruction of Music Professions

Alexandra V. Krylova!, Alexandra V. Shornikova?
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Abstract. The article is focused on elucidating the necessity of implementation of methods
of development of creative thinking into the system of music education. The predominance
of logical methods of analysis in the process of music education negates heuristic thinking
and transfers the accentuation from the creatively active production of new ideas to mere
reproduction of already existing and known models of professional behavior. According to
the theory of psychologist Joy Paul Guilford, who initially brought in the term “creativity”
into scholarly use, its didactic directedness is initially highlighted, particularly, the formation
of its basis the capabilities of solving problems swiftly and non-standardly, the complexity
of which is continuously growing in the speedily changing modern society. The presence of
this skill within the framework of creative professions is especially crucial, because in art the
process of evolution is in many ways connected with the violation of the existent norms. The
success of conservatory graduates, who work, among other places, in concert organizations,
may be guaranteed not only by their performance opportunities of technical and interpretation
varieties, but also by the search for new formats of presenting their music to the audience.
This is demonstrated in the article on the example of collaborative artistic projects. While
expounding the thesis of a goal-oriented upbringing of creative thinking, the authors propose
the structure of a special educational course within the frameworks of which on the basis of
theory and practical tasks this skill may be developed. The training part of the course presumes
the use of various directions of methods for developing creative skills elaborated by various
scholars, such as, for instance, Sigmund Freud’s method of free associations, Tony Buzan’s
mindmapping, Mark Levy’s freewriting, etc. The summarizing conclusion of the article is that

141



Mpo6énembl My3blkasnbHOM Hayku / Music Scholarship. 2023. N2 3

the formation of the skill of creative thinking is the key to successful personal and professional
growth of specialists in the sphere of the art of music.
Keywords: creativity, modern educational technologies, art collaborations, methods of developing

creative thinking

For citation: Krylova A. V., Shornikova A. V. Creative Thinking and Creative Technologies
as a Modern Component of Instruction of Music Professions. Problemy muzykal'noi nauki / Music
Scholarship. 2023. No. 3, pp. 140-149. (In Russ.) DOI: 10.56620/2782-3598.2023.3.140-149

JIOBO «KPEATHUBHBIN» BOIUIO B HAIIy
’KU3Hb OTHOCHUTEJIBHO HEIaBHO.
B Poccuto oHO punuio 01HOBpEMEH-
HO C BO3POAMBLICICS PEKIIAMOM, ISl KOTO-
POl JaHHOE MOHATHE WU3HAYAJBHO SBIISIETCS
0a3UCHBIM, MOCKOJIBKY BBIKUTH B YCIIOBH-
SIX BBICOKOKOHKYPEHTHOTO PhIHKA MOTJIM HE
MPOCTO TPYAOIIOOUBEIE, a CIIOCOOHBIC MPO-
IyLIMPOBaTh HOBBIE UJIEU, CO3/IaBaTh HECTaH-
JapTHBIE 00pa3bl, HAXOIUTh HETPUBUAJILHBIC
pewienust [1]. be3 »Toro oBnageHue BHU-
MaHHUEM NPECHIIIEHHOTO PEKJIAMHBIM KOH-
TEHTOM TOTpeOuTeNsl ObLIO U OCTaéTCs He-
BO3MOKHBIM, Ha YTO YKa3bIBAIOT MPAKTUKHU
pekiaMHoro aena: «KpearuB B MapkeTUHIe
WUIPaeT BAXKHYIO POJIb, IMO3BOJISS OpeHaM
BBIJICIUTHCST Ha ()OHE OTPOMHOTO KOJIWYe-
CTBa pEKJIaMbl W CO37aTh NPHUBJIEKATEIIb-
HBIA ¥ 3allOMHUHAIOIIHNCS 00pa3» [2, c. 3].
He cnydaiino Teopusi JaHHOTO BOIpoca CTa-
Ja pa3padaThIBaThCs B chepe MapKeTHHTa'.
HamomuuM, 4TO B aHIJIMHCKOM CMBIC-
JIOBOM BEPCUU create — cienarb, CO31aTh
YTO-TO HOBOE WJIM OpHWruHajgbHOe. B 06a3o-
BOM CBOEM IIOHSATUHM 3TO OIPEAEIICHHUE Ha
NEepBbIM B3MISJT CHHOHUMUYHO PYCCKOMY

1

CJIOBY «TBOpuYecTBO». Ilpu TpaHcno3uuuu
CJIOB «Kpe€aTHB», «KPEATHUBHOCTBbY», «Kpea-
THUBHBI» U3 aHITIMICKOTO A3bIKA B PYCCKHUU
OHM NMPUOOpeNH 3HauUeHue, bosee OIU3KOe K
MOHATUAM TBOPYECKON NEITEIBHOCTH WIH
TBOpYECKOro noaxona. C Touku 3peHus map-
KEeTHHra, Kak ykassiBaeT A. IloHomapésa,
KpeaTuB KaK COCTAaBIIAIOIIAs MapKETHHIO-
BBIX KOMMYHHKAIMA 3TO «JIBYCTOPOHHSA
CYLIHOCTb, JUAJEKTUYECKU COEAMHSIONIas
B cebe popmy U comepikaHue, ¢ OTHOM CTO-
POHBI, U IIPOLECC U NPOAYKT MapKETHHIO-
BO-KOMMYHHMKAI[MOHHON JEATENbHOCTH —
C IpyTOH, 00JIaIatoIIHil CBOMCTBAMU HOBHU3-
Hbl, HECTaHJapTHOCTH, OPUTMHAIBLHOCTH,
HaIlpaBJICHHBIA Ha B3aWMOJECHUCTBUE C IO-
TpeOUTENsIMHU, peanu3alusi KOTOPOro CIo-
coOHa penTh MapKETUHTOBBIE 3aJa4u pe-
Kjamoaarelis (KJIMEeHTa, 3aKa3drKa)»?.
OpnHako MepBONPOXOAUAMUA B OCBOCHUH
npoOJaeMbl KpeaThBa HECOMHEHHO ObLIH
NCUXO0JIOTH U Heipodusuonoru. Hemnbss
HE YHOMSHYTb O TOM, YTO TEPMHH «Kpe-
aTUBHOCTH» B HAy4yHBId 0OOMXOJ BBEN W3-
BecTHBIM mcuxonior J[xoit Ilon Tundopa
B IIECTHIECATHIX Tomax XX Beka’. Mccnemys

OnMH U3 0TEYEeCTBEHHBIX HCCIeN0oBaTene-pa3paboTINKOB TEOPUN KpeaTrBa, aBTOp KHUT U CTaTel Ha

nanHyio TeMmy — A. IlonomapéBa. Cm.: Ilonomapéa A. M. KpearuB B KOMMYHHUKallHUOHHOM MapKeTHHTeE:
MoHnorpadus. PoctoB u//l.: U3a-Bo IODY, 2008. 328 c.; ona xe. KpeatuBHble cpecTBa U WHCTPYMEHTHI
KOMMYHHUKAIMOHHOTO MapKeTuHra: MoHorpadus. PoctoB v//1.: Munu Taiim, 2009. 159 c.

2

3

[Tonomapéra A. M. KpeatuB B KOMMyHHKaIlMOHHOM MapkeTuHre... C. 3.
Cwm. niepeBop nekimu Jx. [mndopna, npountanHoi B CtaH(opackoM yHuBepcutere 13 ampenst 1959

rona: ['mndopxa JIxx. Tpu ctopons! unTesUiekTa // [IcHX0nM0rus MBIIUICHUS: COOPHUK TIEPEBOIOB C HEMEITKOTO U
AQHIIMHCKOTO / TIOJ peA. | ¢ BCTYIL cT. A. M. Martomkuna. M.: [Iporpecc, 1965. C. 433-456.
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YeJIOBEYECKUI HWHTEUIEKT U  IPOLECCH
TBOPYECTBA, OH OOBEAMHUI MOJA 3TUM IIO-
HSITUEM CBOMCTBA JIMYHOCTH, MO3BOJISIOLINE
CO3/1aBaTh HEYTO HOBOE, OPUTMHAJIBHOE,
HecTaHaapTtHoe. Ero teopus nmena sipkyro
IUAAKTUYECKYIO0 HANpaBIeHHOCTh, YTO
ObLIO peanu30BaHO B paboTax MocienoBa-
TeJeH, C TOUYKU 3PEHUsI KOTOPBIX «KpeaTuB-
HOCTb SIBJISIETCSI HEOOXOAMMBIM HABBIKOM
JUISL CTY/IEHTOB, MOCKOJIbKY HaIlpaBJIeHa Ha
TO, YTOOBI HAyYUThCS pellaTh NPOOIEMbI
B ObICcTpO MeHsromeMcst X X1 Beke»*. B pabo-
Te «KpeatuBHOCTB: Buepa, Ceroyits, 3aBTpa»
Iundopn nogu€pkuBaeT, 4To «COLUaNbHbIE
TIOCJICZICTBUS BBICBOOOXK/IEHUSI TBOPUYECKUX
CIIOCOOHOCTEH MOTEHIIMATBHO OTPOMHBD’.
He anemnupyst kK JaHHOMY T€PMMHY, CO-
BeTCKasi oOpa3oBaTeibHasi CHCTEMa, HECO-
MHEHHO, UM€JIa B CBOEM apceHasle UHCTPY-
MEHTapui, HalleJIEHHbIH Ha (hOpMUPOBaHUE
CBOOOJTHOTO OT CTaHIApTHU3UPOBAHHBIX IIa-
O6nonoB MbluuieHud. IlpuBeném mpocroit
IPUMEP U3 JIMYHOTO OIBITa aBTOPOB JAHHOM
crarbi. B 1960-x ronax yuurens maremMaru-
KM HauyuHal Ypok ¢ Borpoca: «Kto permmin
3aJJaHHYI0 Ha JOM 3aJady HWHbBIM, HEXEIH
OBLIIO PEKOMEHI0BaHO, criocobom?» Iloomr-
penue 0bU10 rapanTupoBaHo. B konie 2010-x
TOJIOB IIpernojaBaTe/lb MaTeMATUKU HHOIO
MOKOJIEHUSI OOBSICHSUT PEryJsIpHOCTb Y/IOB-
JIETBOPUTEIBHBIX OLIEHOK, KOTOPbIE OH CTa-
BUJI YYEHHUKY, TEM, YTO TOT peIlaeT 3a/aaqy

HE TaK, KaK ObLJIO BEJIEHO, a CBOMM CIIOCO-
oom. HecTanaapTHbli MOIX0A K PEIICHUIO
MOCTABJICHHBIX 3324 MOPHUIIAJICS.

Cerogns B poccuiickoil cucteme o0pas3o-
BaHUs aKLEHT CJeJIaH Ha pa3BUTHE JIOTHYe-
ckoro aHanuza u neaykiuu. Camo mo cebe
3TO HEIUJIOXO, ¥ JIOTMYECKUN aHaau3, U Jie-
TYKITUST HY)KHBI KaK B )KM3HH, TaK M B HayKe.
OpHako UX JOMUHUPOBAHUE UMEET MOCIEeI-
CTBHSL: MPOLIECC OOyYEHUsI CTPOUTCS Ha He-
KPUTUYECKOM TIOTJIOIIEHUH HH(POpPMAIINH,
TOOBITON MPEIBI Y IIIUMH TOKOJICHHUSIMHU. DTO
KacaeTcs Bcex 00pa3oBaTebHbIX HaIpaBlie-
HUH, BKJIIOYasi TBOPYECKHUE, U MY3bIKAJIbHOE
— He ucKItoyeHue. Tak, 4acTo oTMe4aeMoe
B OTHOIIIEHUY MOJIOJIBIX TMAaHUCTOB-BUPTYO-
30B, OCOOEHHO MPEICTABUTEICH KUTANCKOM
HIKOJIbI, KOMTMPOBAaHUE MaHEphbl UTPhI U HUC-
MOJTHUTEIBCKUX HMHTEPIPETANA BEITUKHUX
IUAHUCTOB MPOILLIOr0 — OAWH W3 MpUMe-
pOB Takoro noaxona k o0yuyenuto. OH cran
OCHOBOW MOZAYJISLMM B oLleHKax JlaHr Jlanra
0T «peuHKapHauu [opoBHIIa» B €ro Juue
— JI0 «IIHaHUCTa-CcUMYJIsIKpa»® [3].

KoneuHo, 3aHsITHE UCKYCCTBOM anpuopu
pa3BUBaeT HEWPOHHBIE ceTu Mo3ra. «My-
3bIKa CIIOCOOHA aKTUBUPOBATH B MO3TE CH-
CTEMY MOOUIPEHHs. A cle0BaTeNbHO, OHA
UMEET YHHUKAJIbHYI0 BO3MOXKHOCTH H3Me-
HATH €r0», — OTMEUYAIOT HOPBEXKCKUE HC-
cnenoBatenu A. bpean u I'. Cketie’. O6 aTom
HeoqHOKpaTtHO mnucana T. YepHurosckas.

* Webb A., Rule A. Second Graders’ Recycled/Craft Item Products Demonstrate Life Cycle Content
Knowledge and Creativity Skills // Creative Education. 2012. No. 3, pp. 479—485.DOI: 10.4236/ce.2012.34073

5> Guilford J. P. Creativity: Yesterday, Today and Tomorrow // Journal of Creative Behavior. 1967. Vol. 1,
Issue 1, pp. 3—14. DOI: 10.1002/j.2162-6057.1967.tb00002.x

6

<<EH_Ié HECAABHO OH CMOTPCIICA pePIHKapHaLII/Ieﬁ FOPOBI/II_Ia, CCroAHA KyHda 0OJbIIC HAIIOMHUHACT €r0

He3aJawInBbIX mnocienosarenci. Komust xommm, mceBmoBupTyo3. IImaHMCT-CHMYNSKp, WAeanbHBIA Tepon
Hamero BpemeHn». CM.: Penanckaii J1. Jlanr Jlanr B Mapuunke-3 // OpenSpace-ru. My3blka akageMuuecKas.
Apxus. URL: https://os.colta.ru/music_classic/events/details/10991/?view comments=all (mara oOparueHus:

27.06.2023).

7

¢ HopB. M.: AnpnnnHa [Tabmumep, 2022. C. 9.
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«Menoausi TBOPUT ¢ HEMPOHHOU CETHIO HE-
BEPOSATHOE: OHA NPUYYAeT MO3l OTINYATh
Ipyr OT JApyra O4YeHb TOHKHUE BEIIN», —
yTBEpXKIaeT uccienoBarenbaua®. Ho maxe
B 9TOM c(pepe 3HaHUSI OpUEHTHP Ha 3aKOHCEep-
BUPOBaHHBIE MOJIENM WHGOpPMAINH, TEpe-
Jla4a KOTOPBIX JISKUT B OCHOBE MHOTHX MY-
3bIKAJIbHO-TEOPETUYECKUX U HCTOPUUECKHUX
TUCIUTUIAH, He Na€T 00y4aeMbIM HABBIKOB
CBOOOJIHOT0, JIMIIEHHOTO IITAMIIOB MbIILIE-
HUs. A OHO OCTPO HEOOXOMMO B npodeccun,
rJe 3ajJa4a COCTOMT HE TOJNBKO B AcTader-
HOU TpaHCISALMK UHPOPMAIMH O IIeeBpax
MY3bIKA Pa3HbIX CTWJIEH MPOIUIOr0, HO H
B CIIOCOOHOCTH KHUBBIX OLIEHOYHBIX CY>KICHUN
0 HOBEWIIEeN My3bIke, 00 UCKYCCTBE CETrojl-
HSILIHETO JHS, TOI4aC JAIEKOM OT TPAIULMIL.
Jloruka 371€ch MOXET OBITh MPEMSITCTBUEM K
MOJYYEHUIO HOBOIO 3HAHMS, BEIb MCCIETYS
HCTOPUYECKHE TMPOLECChl POXKIIEHHUSI COBpE-
MEHHBIX MY3bIKaJIbHO-CTUJIEBBIX IAPAJNUIM,
MBI TIOHUMAEM, 9TO UX (JOPMUPOBAHHE JIC)KUT
KaK pa3 Ha MyTH HapYyIICHUs YCTOSBIICHCS
JOTUKH U TpaBui. M 3T0 0coOEHHO OCTpO
MMOHUMAETCsl cCaMUMU TBopLiamu. HarmomHuum
u3BectHble croBa A. IlInutke: «/lna oGpa-
30BaHUS KEMUYKHHBI B PAKOBUHE, JIEKaIIEH
Ha JTHE OKeaHa, Hy>KHa MECUYMHKA — YTO-TO
“HenpaBuiibHOE”, HHOpOoAHOE. COBCEM Kak
B HCKYCCTBE, IJI€ WCTUHHO BEJIMKOE YacTo
POXKIAeTCs “He 10 TpaBHiIaM’»’.

VIMEHHO 3TO «HENMpPaBUIIbLHOE», HETIOHST-
HOE 3aCTaBJISIET HAIl MO3T JIEHCTBOBATh 0O-

8

jee akTUBHO. MHTepecHO yMO3akiIrOueHue
HuUzepiaHackoro Heripooduonora Juka Caa-
aba, xoropblil B kHure «Hai kpeaTuBHBIM
MO3I», HU3ydas BO3/ECHCTBUE MCKYyCCTBa Ha
pa3BUTHE HEHPOHHBIX CBS3EH, 10Ka3all, YTO
abCTpaKTHOE UCKYCCTBO CIIOCOOCTBYET 3TO-
My B OOJIbIIIEH CTENIEHHU, YEM TPAAUIIHOHHOE.
Takoro poma ucclieJoOBaHHs TPOBOIUIUCH
y4€HbIM B HunepnaHIcKkoM HHCTUTYTE TO-
JOBHOTO Mo3ra. MM Obu10 00HapyX)eHO, YTO
SIS HA TBOPEHUE XYyHNOKHHKA-peaiucTa,
MBI pacro3HaéM OTIEeNbHBIA 00pa3 — Tak
YCTPOEH HAIll MO3T: B HEM aKTUBUPYETCS CO-
OTBETCTBYIOIAsA 00JacTh HWAECHTU(DUKALIUH
sTOro 0Opasa. Korna sxke Mbl BUIUM abCTpaK-
LUIO, MPOIECC MEPUEHIUN 3aXBaThIBAET U
CTUMYJIUPYET HE OJIHy, a MHOTHE 30HBI'’,
To ecTp 3arajka u CTpPEMIJICHUE TMOHSATH €€
CMBICIT aKTUBUPYIOT UHTYUTHUBHBIN U KOTHU-
TUBHBIN arnaparbl HE YaCTUYHO, a LIETUKOM.

To, 4TO 4YENOBEK, CTAIKUBASICh C YEM-
TO HEOOBIYHBIM, HETPUBHAIILHBIM B paMKax
TOTO WJIM MHOTO BHJIa UCKYCCTBA, HAUMHAET
WHTEHCUBHO MBICIUTh, UCKATh U JOCTpau-
BaTh CMBICIIbI, ObUIO TIIYOMHHO OCO3HAHO
JpaMarypramu, pexxuccépaMu U KOMIIO3U-
TopaMu, paboTaronmMu B chepe COBpeMeH-
HOT'O T€aTpa, B TOM YHCIIE U MYy3bIKaJIbHOTO.
OMOIEeMaTHYHO B 3TOM IUIAHE YTBEPKICHUE
Xaiinepa ['é06enbca: «3purtens — He ajape-
caT, MOJyYaroUMil MOCJIaHWE WU CUMBOIL.
3putens caM co3MaéT 3HAYEHHE M HAXOJUT
ero cMbIc» !,

Tarbsina YepHurosckast 0 BIUSIHUM My3bIKH Ha paboty mo3ra. URL:

https://spb.aif.ru/society/science/tatyana_chernigovskaya mozg dolzhen tyazhelo i postoyanno_truditsya

(mara obpamenus: 27.06.2023).

® Hurt. no: Coserckuit mka3: IIpobnembl. CobbiTuss. Mactepa: cOOpHHK cTaTeil / COCT. U Pei.
A. Mengenes, O. Mensenepa. M.: Coerckuii komno3zutop, 1987. C. 56.

1" CM. 00 sToM: UenoBek ucKycHbIH. Kak TBOp4eCTBO MOMOraeT pa3BuBaTh MO3T.
URL.: https://plus-one.forbes.ru/chelovek-iskusnyy (gara obpamenus: 27.06.2023).

' Bopucosa A. «HekoTopsie 3puTen roBOpUIM MHE, 4To Buesnu bora». B HoBom npocrpanctse Tearpa

Haruit oTkpeITh MHCTAIUISIIIMK XaitHepa ['€60ernbca.

URL.: https://www.gazeta.ru/culture/2017/03/24/a_10591517.shtml (nara obpamenus: 27.06.2023).
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Ho ecnu 3ta cnocoOHOCTh BakHA i
3pUTENsl, TO HACKOJIBKO OHA Ba)KHa st
npodeccuonana, paboraromiero B cepe
COBPEMEHHOM MY3bIKaJbHON HHAYCTpUN?
B mo6Ganu3upoBaHHOM MHpe, TIie TPOIyK-
ThI, YCIIYTH, MPOCKTHI CTAaHIAPTU3HUPOBAHBI,
CIOCOOHOCTH MPOAYIIUPOBATH HOBBIE HJIEH,
HAXO/IUTh HETPUBUAIBLHBIC PELICHUS SBIIS-
eTCsl 3aJI0roM NpOQeCCHOHATBHON ycTen-
HOCTH. A HE 3TO JM IJIaBHAsl 1IeJib 00pa3o-
BaTEJILHOTO MPOIIECCa: OCHACTUThH MOJIOIOTO
YesioBeKka NpodeccHoHaIbHBIMA HaBBIKAMU
IUI YCTIEITHOTO TOCTPOCHHSI €r0 JTUYHOM
KapbepHOUN TPAaCKTOpUH?

KoHnenTpanus Ha JIOTUKE U aHaIU3e
B mpolecce oO0yueHus, o 4éM ObUIO CKa-
3aHO, KOHCEPBHPYET TO, YTO y TpEICTa-
BUTEJICH TBOPYECKUX NPO(ECCHIl TOIKHO
JIOMAHHPOBATh, 8 IMEHHO TBOPYECKOE BOOO-
pakeHue, CoCOOHOE POXKIATh HOBBIE HJICH.
Bcnomaum DitHIITEiHA, KOTOPBIM TOBOPUIL:
«Jloruka mpuBenET Bac U3 MyHKTa A B TyHKT
b. BoobOpaxkenue npuBenér Bac Kyzna yroju-
HO»'2.

AHanuTUKH OW3HECa TOBOPAT O TOM,
4T0 eciu B XX BeKe B yIPaBIECHUU TOCIO/I-
ctBoBaim «tpu C» — control, compliance,
compartmentalization (KOHTPOJb, TOCTY-
IaHue, uepapxus), To B XXI Beke caMbiMu
NpUOBUTEHBIMU, 3(P(PEKTUBHBIMU U BBICOKO
PE3yIBTaTUBHBIMU OPTaHU3ALUSIMU CTaHO-
BATCS T€, B KOTOPBIX MpeoOnanatT «Tpu »
— ideas, information, interaction (uueu,
uHpopmarus, B3aumoeicTeue)'. Ceroaas
LEHUTCS CIELUATUCT C TBOPYECKUM IIOJI-
XOJIOM, CIIOCOOHBIN MPHUIyMbIBaTh HOBOE M
HEOOBIUHOE.

He xkacasice ocoboii cheprl oOyueHus
UCTIOTHUTEIBCKUM  CIICIUATBHOCTSIM, BCE
K€ OTMETUM, HACKOJIBKO Ba)KHA BBITYCKHHU-
Ky CIIOCOOHOCTH JEMOHCTpAIlii HE TpO-
CTO OMpPENe’IEHHOTO YPOBHS TEXHUYECKO-
IO MacTepcTBa, MHTOHAIMOHHO-CTUIIEBOTO
NOHUMAaHUSl WCIOJHIEMONH MY3bIKH, HO H
HAJIMYHUS DJIEMEHTOB €€ WHIVUBUAYAIbHOM
UHTEpIpEeTaluy, a 3TO0 yke 00jacTb He-
CTaHIapTHOTO MbIIUIeHUsA. OIHAKO aKIeH-
TUPYEeM Hallle BHHUMaHWE Ha TMPHUKIATHBIX
HaBBIKAaX, KOTOPBIE CErOJHS MpPEeIyCcMOTpe-
HBI MpPOrpaMMaMH BCEX YPOBHEW KOHCEp-
BaTOPCKOT0 00pa3oBaHMs, BILIOTH J0 aCCH-
CTEHTYPbI-CTAXXUPOBKH, U (HOPMHUPYIOTCS
B paMKaXxX TaKUX JTUCIUIUINH, KaK SKOHOMHKA
KyJBTYpBI, MApPKETUHT, MEHEKMEHT. Llenp
ux chopMynupoBaHa B IpohecCHOHaTbHBIX
KOMIIETEHIIUSAX M HAaIIpaBJieHa Ha aJalTallHI0
MOJIOABIX MY3bIKAHTOB K KOHKYPEHTHOMY
NPOCTPAHCTBY COBPEMEHHOW KOHIIEPTHOM
KHU3HU. 3/1eCh HEMAJIOBAKHO MMOHUMATh, YTO
MIPOJIBIKCHHUE aKaJIEMUYECKOTO HMCKYCCTBA
KOHIIEPTHBIMH OPTaHU3AIUSIMU — OJTHUM U3
B)XHBIX MECT MPO(ecCHOHATBbHON AeSITEIb-
HOCTH BBITYCKHUKOB KOHCEPBATOPUH —
TaK)KE CETOHS OPUEHTHPOBAHO HA «TpHU [»
— uzaeu, THPOPMAIIHIO U B3aUMOJICHCTBHE.

VYemeurtHocTh  TBOPYECKHX — MPOEKTOB
KOHIIEPTHBIX 3aJI0B, (WUIAPMOHUH, MY3bI-
KaJbHBIX TEATPOB, MPOAIOCEPCKUX LIEHTPOB
oTpenielieHa IMEHHO KPEaTUBHOCTBIO HIEH,
MIMPOTOW WH(POPMAIMOHHOTO TOJS W aK-
TUBHOCTBIO B3aUMOJICHCTBUS HE TOJIBKO
C IENIEBBIMH ayTUTOPHUSIMH, HO U C Pa3HBIMH
cepamu uckycctBa u 6usHeca. [IpuBeném
B ripumep [ ocyapcTBEeHHYIO akaIeMUIECKYTO

12° AnbOept DUWHINTEHH: IIUTATHI OHOTO U3 BEIMYANIINX YMOB BCEX BPEMEH.
URL: https://readrate.com/rus/news/albert-eynshteyn-tsitaty-odnogo-iz-velichayshikh-umov-vsekh-vremen

(mata obpamenus: 27.06.2023).

13 Tympumnckwii I. JI., TepentreBa B. 1. BpeHa-HHTErpHpOBAaHHbIA MEHEKMEHT: KaKIbIii COTPYAHUK B

oTBeTe 3a OpeHn. Mocksa: Bepmmnaa, 2006. C. 121.
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kanenny Cankt-IletepOypra — BbIIaro-
IMics ovyar My3bIKaJabHOTO UCKyccTBa Poc-
cHH, Ipu KOTOpoM B 2022 roay ObUT OTKPBIT
entp xpearuBHbIX HHAYyCTpud. CeromHs
3TO — MHOTOQYHKIIMOHAJIBHOE apT-Npo-
CTPAHCTBO, KOTOpPOE€ BKJIOYAET, ITOMHMO
OCHOBHOI'O KOHUEPTHOIO 3aJjia, KaMepHbII
31 JUIA DKCIEPUMEHTANIBHBIX IPOTPaMM,
KUHO3aJ1, apT-IBOPbl, My3€il, KOBOPKUHI U
naxe 30Hy KynuHapuu. COOTBETCTBEHHO,
KOMILJIEKCHBI U HEOOBIYHBI — B TOJHOM
CMBICJIE Kp€aTUBHbI — MpPOEKThl Karnessl.
Hamnpumep, B Benukuii 11 ropoga u crpa-
Hbl JleHb cHaTUs Onokanbl JleHuWHrpama
BO nBopax Kamemisl ObUlM OpraHU30BaHbI
COOBITHSI B pyClieé MapTUIUIATOPHOTO HC-
KyCCTBa, PEKOHCTpyHUpYIolue 00CTaHOBKY
B OCaKIEHHOM ropoje. B My3ee npoxonuina
TEMaTU4eCcKasi BbICTABKA KapTUH, a B KOH-
nepTHoM 3aiie 3Bydana Ceapmas cuM@OHUS
[ITocTakoBuua.

MHoxecTBeHHBIE NpOeKThl Karemsl
JEMOHCTPUPYIOT, Kak interaction (B3au-
MozeicTBue) ocymecTBiserca LlenTpom
KpEaTUBHBIX MHIYCTPHUH 4Yepe3 CTPATErHro
apt-kosuabopanuii. MccnepgoBarenu naH-
HOM CTpaTerny yKa3bIBaloT, UTO «...apT-KOJ-
nabopanueil cerofHs NPUHATO Ha3bIBATh
KpeaTUBHOE MapTHEPCTBO B cdepe Kylb-
Typbl U HCKYCCTBA C LEJIbIO COBMECTHOIO
MPOJBIKEHHUSI COOCTBEHHBIX OpEHJIOB...
Kpowme toro, apr-konnabopanus 4yacto cama
1o cebe ABISAETCS MOJHOLICHHBIM KYJIBTYp-
HbIM TPOIYKTOM M COAEHCTBYET MpPOCBE-
meHno HaceneHus» [4, c. 20]. A BOT uTo
TOBOPUT 00 ATOM T'E€HEPAJIbHBIN TUPEKTOP
T'ocynapcTBeHHOM aKageMHUYECKOM Karelibl
Cankr-Ilerepbypra Onbsra Xomona: «He-
CKOJIBKO JIET Ha3aJ Mbl IIOHSUIN, YTO JIs TOTO,
YTOOBI MPHUBJIEYh HOBYIO MyONHKY B 3aJbl,

HY)KEH HOBBIH IIOAXOJ|, OCHOBY KOTOPOIO
COCTaBWJIa apT-KoJutabopanusi Kak JpaiBep
KPEaTUBHOW HHAYCTPUH... MBI mepecTain
Ha3bIBaThCSl AKAJEMUYECKUM KOHUEPTHBIM
3aJI0M M CTaJIM MYJBTUKYJIBTYPHBIM IPO-
cTpancTBoM»'*. OTBedasi Ha BOIPOC O TOM,
YTO 3HAYUT «MYJIBTUKYJIBTYPHOE MPOCTpaH-
cTtBO», Onbra CepreeBHa MOSCHUIIA, YTO ITO
TaKoe MPOCTPAHCTBO, B KOTOPOM IIPE/ICTAB-
JIEHBI BCE BUJBI UCKYyCCTB. [locTaBUB moutu
dbunocodckuii BOmpoc, 4to ke SBIIIeTCs uc-
KyCCTBOM, XOMOBa MPEJI0KUIA IIHUPOKYIO
€ro TPaKTOBKY, KOTOpasi ITO3BOJIMJIA BBECTU
B c(epy UCKycCTBa 00JACTH, TPAAUIIMOHHO
C HUM HECONOCTaBUMbIE, — HANPUMEp, KY-
JUHAPHIO, TTAP(IOMEPHUIO WU CIIOPT.

Crnenyer 3aMeTHUTh, 4TO MPEAJIOKEHHBIN
Llentpom kpeaTuBHbIX MHAycTpuil Kamen-
JIbl apT-KOJUIA0OPATUBHBIN MOAX0/ OKa3aJcs
NpOAYKTUBHBIM. [IpuBeném B mpumep oauH
U3 MIOCJIEAHUX IIPOECKTOB, OCYIECTBIEHHBIX
B benom 3ane Kanemnsl, — decTuBaib KOH-
LENTyaJbHOTO MCKycCTBa mapgroMepuu,
KylInHapun U xuBonucu «DeBpanbckas
CHPEHb»: LBETYIIUE KYCThl CUPEHH B 3a-
cHexxeHHOM [letepOypre; aBTOpCcKHE apo-
MaThl KOJUIEKUUH «CUPEHEBBIE HCTOPHUI
or ['mnpauu nmapdromepoB; mapproMepHBbIit
MacTep-KJIacc U BO3MOXKHOCTb CO31aTh He-
3a0bIBa€MbIi  apoOMarT;  XyJI0>KECTBEHHBIN
Macrtep-kiacc «Pucyem apomarHbIMH Kpa-
CKaMn»; KOHauTepckoe moy «CupeHeBoe
nakoMcTBO». [loceTruTenu 3TOro coOBITHIA-
HOTO KJjlacTepa HE NPOLUIM U MUMO KOH-
LIEPTHOM MPOrPAMMBI.

Ha camom neme 310 — MHOrO3TamHbIn
MPOEKT, KOTOPBIM Ha4ayiCsl C MPUMIIALICHUS
['vnpauu napdroMepoB U COBMECTHOTO JICH-
cTtBa «HoTbl 3amaxoB u HOTHI 3ByKOB». Ha
a3ax y myOJIMKH TOJ MY3bIKYy POAMINCH

14 CoobuieHre Ha JaHHYI0 TeMy cM. Ha mopraie «Kyaprypa 2.0» B DkcnieptHOit auckyccun «KpeariBHbie
koimtaboparmm». URL: https://culturalforum.ru/events/kreativnye-kollaboracii (gara obpamenus: 27.06.2023).
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nyxu Kanmemnsr — detsipe apomara (6ac,
TEHOP, aJIbT, COIIPAHO), COCTABUBIINE OYKET,
OJIMLETBOPSAIOIINNA MY3bIKy 3TOrO KOJUIEK-
THBAa U CTaBIINE CYBEHUPHOW NPONYKIUEH,
Kak U Habopsl «Bkycsl Kanemiby, nossus-
LIMECS B pe3yJibTare KYJIMHAPHBIX apT-KOJI-
71a00paTUBHBIX MPOEKTOB.

[IpuBenE€HHBIE IPUMEPBI IEMOHCTPUPY-
I0T COBPEMEHHBII IMOAXOA K OpraHu3aluu
MY3bIKaJIbHOW KU3HU, MY3bIKAJIbHBIX COOBI-
THH, IJI€ NPAMBIMU YYaCTHUKAMM €KETOLHO
CTAHOBSITCS BBIITYCKHUKHU MY3bIKaJIbHBIX BY-
30B. HecomHenHo, nx opranmu3anus TpedyeT
KPEaTUBHOTO MBIIIJICHUS, KOTOPOE MOXKET
B OIpenenéHHo Mepe ObITh MPUPOIHBIM
napoM uiau (GOpMHpPOBATHCS B MPOIECCe
JUIUTETILHOTO TPYAOBOTO OIBITA, HO MOXKET
Y BOCIIUTBIBATHCS.

Bo3Bpamasice k  00pa3zoBaTelIbHOMY
mpoleccy, MOAEIUMCA OMNBITOM Kadeapbl
IIPOAOCEPCTBA UCIIOJHUTENBCKUX UCKYCCTB
PocroBckonn koHCcepBatopuu. B pamkax
KJIF0YeBOTro npeameTa «MacTepcTBo Mpoio-
cepa» Obl1 BBEAEH CHEIMAJIBHBIA MOIYIb
«KpearnBHOE MBIIUIEHUE W KpEaTUBHBIE
TEXHOJOTUU». DTO MPeICTaBIsIOCh BaX-
HBIM, IIOCKOJIBKY B (DYHKIIMOHAJI IPOJIfocepa
BXOJIMT CO3/IJaHUE KOHILIENIINH MPOEKTa, pa3-
paboTKa CTpaTeruu pa3BUTHUSL KaKOTO-TMOO
KOJUIEKTMBA M MHOIO€ JpYyroe, 4TO SsBIIf-
eT co0oif KOMIUIEKC TBOPUECKMX 3a/ad, He
HMMEIOIMX CTaHAAPTHOTO HAbOpa pelieHuN.
Jlo6aBUM, YTO HECTAHJAPTHOE MBIIICHUE
MOXET CIYXUTh (YHIaMEHTOM JIMYHOM

YCTOMYMBOCTH B BECbMa TypOyJE€HTHOM
MUpE.

KiroueBbIMH [U1s1 JTaHHOTO Kypca CTalu
J(Ba BOIIPOCA: KaK Pa3BUTh CBOE MBIIUICHUE
U Kak cjenaTh ero HecrangaptHeiM. Ilpen-
MET COCTOUT U3 TPEX OJOKOB — HH(pOpMa-
LIMOHHOI'O, TPEHUHTOBOT'O U MTPAKTUYECKOTO.
NudopManinoHHbIN MOCBAIIEH 3HAKOMCTBY
C TMOHSATHEM KpeaTuBa, OCOOCHHOCTSIM
YCTPOMCTBA HAILIEr0 MO3ra, 000CHOBaHHIO
BO3MOKHOCTEH (hOPMUPOBAHUS HOBBIX HEM-
POHHBIX CBSA3EH.

TpeHuHTOBBIN 3aaeiicTByeT BhIpabOTaH-
HbIE U anTpOOUPOBAHHBIE B PA3HBIX 00IACTIX
3HAaHMS NPAKTUYECKUE METOJUKH Pa3BUTHSA
KpeaTuBHOTo MbIieHUs1. O003HAYUM HEKO-
TOpbIE U3 HUX:

— MeTo] CBOOOHBIX aCCOLUAIINH, 3aUM-
CTBOBaHHbBIN y 3urmyHa ®dpeiina, KOTOpbIid
CUMTAJI, YTO C TIOMOIIBIO ACCOIMALINI MOXK-
HO TPOHUKHYTh TIIYOOKO B Oecco3Haremb-
HOE;

— MauHaMonmuHr (mind mapping —
MEHTaJbHasi KapTa, KapTa MbICIIEH, ua-
rpaMma CBsi3eil) — pa3paboTka OpUTaHCKO-
IO CIEUUANUCTA M0 MCUXOJOTHUH 00y4YeHus
Tonu bbro3eHa, MHCTPYMEHT BHU3yaJbHOTO
oTtoOpakeHHUs] HHPOPMAILIUHU, TTO3BOJISIOLIHIA
3¢ (EeKTUBHO €€ CTPYKTYpUpOBaTh U 00pada-
THIBATh'’;

— TexHuka (pupaiiTuHra (free writing
— cBOOOJIHOE MUCHMO), TTOIPOOHO OMKCaH-
Hasi B KHUTE (PPaHI[y3CKOTO MapKeTojora
Mapka JleBu'®, — ocobast MeToIMKa MHChMa,

15 MHTemnekT-KapTa MpeacTaBiseT coboi IPEBOBUIHYIO CXEMY, Ha KOTOPOH M300pakeHbI CIIOBA, UIEH,
3aJ1auy WIN JPYyTUE TIOHATHUS, CBSI3aHHBIE BETBSIMHU, OTXOAAIIMMHU OT LIEHTPAJIbHOTO ITOHATHA UIIH uJieu. BeTsw,
umeromye (GopMy IUIABHBIX JIMHWH, 0003HAYAIOTCS W TMOSCHSIOTCS KITIOYEBBIMH CIIOBaMH WIIM OOpa3amH.
Pasnas TonmuHa TUHHUN, pa3Hble BETAa BETBEH, TOUHO BHIOPAHHBIE KIIFOYEBBIE CIIOBA, O0pa3bl M CUMBOJIBL,
3HaYUMBIE JIUYHO IS BaC, — BCE 3TO CO3MAET SAPKUM BU3YaJbHBIM MPOLYKT, MO3BOISIONUN AKTUBUPOBAThH

BOCIIpUSITHE.

16 Cm.: Jleeu M. ®pupaiiTuHr: COBpeMeHHasl TEXHUKA MOMCKA KPEATHBHBIX PEIICHHH / Tep. ¢ aHIIL

O. Manak. M.: Dkcmo, 2011. 244 c.
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HanpaBJCHHAs HA MOUCK HEOPJIHHAPHBIX
WUJIEN U PELICHUM;

— «METOJ[ MIECTH NUIAM» OPUTAHCKOTO
rcuxosiora JnBapaa 1€ boHo, 0CHOBaHHBIN
Ha pacCMOTPEHUU JII000H MpobiIemMsbl ¢ pasz-
HBIX PaKypCOB, KaXJbli U3 KOTOPBIX METa-
dhopudeckr 0003HAUCH MUTSTION ONpeaeéH-
HOTO LIB€Ta. YYaCTHUKHU TPEHUHTA, HaJIeBas
Ty WIM UHYIO Uy, aHATU3UPYIOT pooiie-
MY B 3aJIaHHOM KJTIOUE;

— W JApyTHE.

[IpakTHyeCcKHil acIeKT Kypca Ipearoia-
racT aHaJln3 PA3JUYHBIX KPEATUBHBIX IMPO-
€KTOB, MOJOOHBIX HMHHUIIMUPYEMBIM XOpo-
BOU Kamneyuioi, u pa3paboTKy cOOCTBEHHOTO
MPOEKTA.

Urak, pa3BUTHE KPEaTUBHOCTU B pam-
Kax y4eOHOro mpolecca MOXKHO paccMma-
TPUBAaTh CETOAHS KaK COLMAIBHBIA M TOCY-
JTAPCTBEHHBIN 3aKa3, MOCKOJIbKY OYEBHUJIHO,

YTO «COBPEMEHHOE Y(P(HEKTUBHOE 0OIIECTBO
OCHOBaHO HE TOJIBKO Ha 3HAHUAX, HO M Ha
KPCaTUBHOM MBIIUICHUU JIFONCH», a «Kpe-
aTUBHOE MBIIUICHHE COCTABIIAECT Ba)KHBIH
JMYHOCTHBIN pPEecypc, Ompenessisi pa3BUTHE
TIPOM3BOJICTBA U MECTO TrOCyAapCTBa HA MU-
poBoil apene» [5, c. 117]. Llenp manHOTrO
OKCIEPUMEHTAa — TIOMOYb BBIITYCKHHKAM
ObITH OOJiee yCTIENTHBIMH B CBOCH Tpodec-
CHH, TIPH 3TOM 37I€Ch TOXKE€ OTKPHIBACTCS
1ojie TTOMCKOB KpeaTwBa, HO YK€ Ienaro-
ruyeckoro. Beap Kak cKkaszalnm W3BECTHBIH
AHNIMMCKUMN XyJIOKHUK, TU3AaHEDP, NeAaror
U OM3HEC-KOHCYJBTAHT IO BOIPOCaM Kpea-
TUBHOTO MbIuIeHUs1 Pox Jl>xagkuHe, aBTOp
KHUTH «VICKyCCTBO KPEaTWBHOTO MBIIILIE-
HUS», «...CEKPET KPEAaTMBHOCTH TPOCT —
BbI OOpalaeTe BHIMaHUE HA TO, HA YTO HE
CMOTPST OCTalIbHBIE, ¥ 3aCTABIISIETE MU T10-
CJIE/IOBaTh CBOEMY Ipumepy»'’.
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The Phenomenon of Freakishness in Russian Popular Music:
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Abstract. The article is devoted to the phenomenon of freakishness in popular music in Russia —
as arule, a conscious modeling of eccentric behavior in popular music on the part of various types of
performers (starting from the late 1980s). The interest towards freaks in popular music is stipulated
by the artistic manifestation of a number of colorful and provocative characters, the perception of
whom is conducive towards the cognition of profound processes taking place in Russian culture
(as a part of world culture). A positive perception of freakishness proves the total legalization and
emancipation of what was previously perceived as unhealthy, eccentric, or ugly, which is presently
taking place not only in Russia, but also in other countries. At the same time, freakishness in popular
music may serve as a solution of the important social aims of the loosening-up of personality, the
departure from the conditions of supra-civilization, supra-glossiness, as well as the pressure of social
morality and social standards.

The highlight of the movement of freaks in Russian popular music in the 1990s became a sign
of the post-perestroika era and the values of the disorientation of Russian society. The emergence
of abnormal, marginal phenomena, the violation of previous prohibitions, the wish to feel the
edge, the limit manifested itself in the work of pseudo-freakish characters (Zhanna Aguzarova,
Vitas, Shura). The demand of originality, the popularity of the new heroes — the representatives
of creative industries, has provoked the generation of yet more unusual images and manners of
performance. Total freakishness, the promotion of abnormality, non-standard behavior and even
pathologies, the aspiration towards provocative behavior and the search for continuously new forms
of artistic “shocking” of broad auditorium testifies of the transformation of many aesthetic norms,
of the fatigue, the loss of faith in culture and progress, of the yearning for further searches for

* The article was prepared for the International Scientific Conference “Music Science in the Context
of Culture. Musicology and the Challenges of the Information Age,” held at the Gnesin Russian Academy
of Music on October 27-30, 2020 with the financial support of the Russian Foundation for Basic Research
(RFBR), project No. 20-012-22033.

Translated by Dr. Anton Rovner.
© Yuliya V. Antipova, 2023
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the “boundaries” of the normal. The author observes in conclusion that the intensifying or abating
presence of freakish heroes, the expansion or, on the other hand, the narrowing of the zone of their
influence and involvement into the cultural space of contemporaneity bears witness of processes the
comprehension of which makes it possible to catch hold of certain tendencies in the social, spiritual
life of society, which, obviously, merits further research.

Keywords: Russian popular music, post-culture, mass music, pop, freaks, pseudo freaks, made
freaks

For citation: Antipova Yu. V. The Phenomenon of Freakishness in Russian Popular Music:
Concerning the Study of the Problem. Problemy muzykal'noi nauki / Music Scholarship. 2023.
No. 3, pp. 150-159. DOI: 10.56620/2782-3598.2023.3.150-159

UckyccTBO acTpapbl

Hayunas crarbs

PeHOMeH $pPUKOBOCTU HO POCCUMCKOM ICTpaae:
K U3y4yeHuio npoénemol™*

FOmus BiaaguMupoBHa AHTHIIOBA

Hoesocubupckas 2ocyoapcmeennas koncepsamopusi umenu M. U. [iunxu,
2. Hosocubupck, Poccus,
antikostin@mail.ru, https://orcid.org/0000-0002-1933-8023

Annomayun. Ctathsl NOCBSIICHA SIBJIEHUIO 3CTpagHON PpukoBocTy B Poccun — kak npaBuiio,
OCO3HAHHOMY MOJICJINPOBAHHUIO Yy/IaKOBATOT0 CLIEHUUECKOTO [TOBEICHUS 1I€JIOT0 Psiia UCIIOTHUTENEH
(maumHas ¢ koHma 80-X rogoB mponuioro croietus). MHTepec Kk ¢ppukaM Ha dcTpajae 00ycCIOBIEH
TBOPYECTBOM MHOXKECTBA KOJIODUTHBIX U OIATaXHbIX IEPCOHAXKEH, BOCHPUATHE KOTOPBIX
CIOCOOCTBYET OCMBICICHUIO INTyOMHHBIX IPOILIECCOB, MPOTEKAIOIINX B POCCUHUCKONW (KaK 4acTu
MUpOBOH) KynbType. Ilo3utuBHOE BOCHpUsATHE (PUKOBOCTU JOKA3bIBAET IMOJIHYIO JETaiu3aluio
Y SMaHCHUIIALUIO TPEeXAe HEe3I0pOBOro, YyJaKoBaTOro, YPOAJIUBOIO, YTO MPOUCXOIUT HE TOJBKO
B Poccun, HO 1 B ipyrux cTpanax. OqHOBpeMeHHO GPUKOBOCTH HAa 3CTPAIE MOXKET CITYKUTh PEILIEHUIO
BaXXHBIX COIMAJIbHBIX 3aJa4 PACKPENOIICHUs JIMYHOCTH, YXO/a OT YCJIIOBUH CBEPXLMBHIN3ALINU,
CBEPXIVISIHIIA, JaBJIEHUs1 OOLIECTBEHHONW MOpaJH U COLIMAJIbHBIX CTaHIapTOB.

Pacuser pukoB Ha poccuiickoii 3ctpane B 1990-¢ cTanm 3HAKOM MOCTHEPECTPOCUHON SIOXU U
LIEHHOCTHOM J€30PHEHTALIM POCCUICKOro 00IecTBa. Brixon Hapy»Ky aHOMalbHbBIX, MaprUHAIbHBIX
SIBJICHUH, HapylleHHe NpPEeXHUX 3allpeToB, >KEIaHUE IOYYBCTBOBAaTbh Kpail, Mpenen MposBIsIICS
B TBOpYECTBE TMceBIO-PppuKkoBbIX mepcoHaxeit (XKanna Aryszaposa, Butac, Illypa). Crpoc Ha
OPHTHHAIBHOCTD, TOMYJISIPHOCTh HOBBIX T'€POEB — MPEICTABUTENICH KPEaTUBHBIX WHIYCTPUH —
MIPOBOLIMPOBAI POXKACHUE BCE OoJiee HEOOBIYHBIX UMUKEN U MCIIOJHUTENbCKUX MaHep. ToranbHas

** Crarbsl IOATOTOBIICHA [T MeXIyHApOAHOH HaydHOH KoH(epeHIuH «My3bIKOBEJICHHE B KOHTEKCTE
KYJIBTYpBI. My3bIKOBEICHHE U BBI30BBI MHGOPMAITMOHHON ATIOXM», MpoxoauBIieil B Poccuiickoil akameMun
My3blkn uMeHn [Hecunbix 27-30 oktsa6ps 2020 roma npu ¢uHaHCOBOM Noanepkke Poccuiickoro ¢onna
¢ynnamenTansHbIX nccnenosanuii (PODUM), mpoext Ne 20-012-22033.
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q)pHKOBOCTI), npomarafjja aHOMaJbHOCTH, HCECTAHAAPTHOCTH W JAXKC HaTOJ'IOFI/II\/JI, CTPCMIJICHHUC
AMATHPOBATh M MCKATh BCE HOBBIE (POPMBI XYJOKECTBEHHBIX «IIOTPSICEHHID HMIMPOKOH ayJUTOPHU
CBUCTEILCTBYIOT O TpaHC(OpMAalMM MHOTHX 3CTETUYECKUX HOPM, 00 YCTaJIOCTH, yTpare Bepbl
B KYJBTYypy U IIPOIPeCcC, O KAKIAE NATbHEUIINX TOMCKOB «TPAHMAL HOPMAJIbHOTO. ABTOp OTMEYAET
B 3aKJIFOYCHHUE, YTO YCHIIMBAIOIICECS WIIH CIIA/IAlOIIee IPUCYTCTBHE (DPUKOBBIX TEPOEB, PACIIUPEHHE
", HAIIPOTHB, CYKCHUC 30HLI UX BJIMAHHSA, BOBJICUHCHUSA B KYJIBTYPHOC IIPOCTPAHCTBO COBPEMCHHOCTHU
CBHUJIETEJILCTBYIOT O IIPOLIECCAX, OCMBICICHHUE KOTOPHIX IO3BOJISIET YJIABIMBATH OIpPEACIIEHHBIE
TEHJICHIIMU B COIIMAJILHOM, TyXOBHOMU JKU3HM OOIIECTBA, UTO, Pa3yMEETCs, 3aCTy>KUBAET JAIbHEUIIIETO
UCCIIEIOBAHHUS.

Knrwoueevle cnosa: poccuiickas 3cTpajaa, MOCTKYIBTYypa, MaccoBasi My3bIKa, 3CTpana, GpHUKH,
nceBnodpuku, made freaks

Jna yumuposanus: Autunosa 0. B. ®eHoMeH (pUKOBOCTH HAa POCCHUUMCKONM 3cTpaje:
K u3ydeHuto mpoOiemsl // IIpobraembl Mmy3bikanpHON Hayku / Music Scholarship. 2023. Ne 3.

C. 150-159. (Ha anrn. s3.) DOI: 10.56620/2782-3598.2023.3.150-159

he discussion of the theme of freaks,

which permeated Russian popular

music in the 1990s, evokes the necessity
not merely of looking at the phenomenon
of freakishness from the positions of many
(at times strange) innovations in cultural
life which emerged after the dissolution of
the state of the USSR, but also of entering it
into the broader context of the post-cultural
stage of development of Western civilization.
When discussing the phenomena of the
postmodern and post-culture, researchers
speak about a serious transformation of the
aesthetical paradigm and the radical shifts of
understanding the artistic value of art,' the
shattering and dismounting of culture as a
certain powerful integrality; the dismantling

of the Temple. As Victor and Liudmila
Bychkov write, “There already are certain
new figures and figurants bustling about on
its ruins. Something is being assembled, but
beyond the clouds of dust from the crumbling
sanctuaries it is still not possible to understand
almost anything intelligible.”” The thesis
about the end of artistic figurativeness is being
seriously discussed: “If realism is ‘the truth
about the truth,” and surrealism is ‘falsehood
about the truth,” then postmodernism 1is
‘the truth about falsehood.””” The concepts
of the horrifying, the abominable and the
depressive are subjected to deep reflection
(it suffices to name Yulia Kristeva’s work
Sila uzhasa. Esse ob otvrashchenii [The
Power of Horror. An Essay about Disgust],

' The definition of the aesthetics of post-culture as non-classics is symptomatic. “Non-classics brings

into the topical sphere of the aesthetical (or near-aesthetical) realm a number of notions the greater part of
which in classical aesthetics were not only marginal, but, as a rule, were not brought into the field of aesthetics
at all. <...> Foremost, among these, we can indicate on such ones as the labyrinth, absurdity, everyday reality,
corporeality, cruelty, shock, the thing (thingness), matter, simulacra, artefacts, eclecticism, gesture, intertext,
hypertext, deconstruction and others” (see: Bychkov V. V. Parakategorii nonklassiki [The Paracategories of
Nonclassics]. Esteticheskaya aura bytiya [The Aesthetic Aura of Being]. Moscow: MBA, 2010. P. 682).

2 Bychkov V. V., Bychkova L. S. XX vek: predel'nye metamorfozy kul'tury [The 20th Century: Extreme
Metamorphoses of Culture]. Polygnosis. 2000. No. 3. P. 82.

3 Man'kovskaya N. B. Estetika postmodernizma [The Aesthetics of Postmodernism]. St. Petersburg:
Aleteiya. 2000. P. 61.
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1982). The matter of reflections over the
events of the turn of the millennia and the
present days is complicated by attempts of
sensing the specificity of Russian culture and
the peripetiae of the archeo-modern culture,
by means of which, according to Alexander
Dugin, “...Russian society has persistently
and consistently sabotaged the Western
European destiny, deriding or turning all
the possible processes of modernization
into parody and deformity.”* At another
point, Mark Lipovetsky, contemplating on
the singularity of Russian postmodernism,
indicates at the fact that “postmodernism in
the context of the Russian cultural paradigm
appears as an encroachment on its paramount
values: Meaning, Ideal, Humaneness,
Spirituality — and on the Russian Tradition
itself as such.”

Many positions of the post-cultural art
space have found their reflection in the
artistic activities of the representatives
of mass popular music. The latter, in our
opinion, is a brilliant demonstrator of
the existent cultural processes, as a rule,
gjecting the most hypertrophied forms of
the paradoxical, the ugly, the marginal and
the ironic. One of the specific features is
presented in the emancipation of the kitschy,

legalization and even the exaltation of the
sickly and the unusual, which has found its
expression in the efflorescence of the creative
activities of freaks (or, more precisely, the
pseudo-freaks, considering their conscious
modeling of this image). Our goal lies in
examining them. Let us turn our attention
to the phenomenon of freakishness in
popular culture, concentrating primarily on
the personalities of Russian popular music
which have firmly inscribed themselves into
its history as the result of the unusual content
of the songs, the extraordinary image and
the unique performance styles.

The history of the freaks stems in its
roots to the distant past and includes persona
who were so different from each other, that
they fit into a single notional field with great
difficulty. The term itself has substantially
expanded itself during the course of centuries,
absorbing the characteristic features of the
unusualness (abnormality) of the physical,
psychic and intellectual manifestations of
the human being.® At the present time, an
important nuance appears upon discussion
of freaks (i.e., freak-singers, freak-artists): it
is the notion of “made freaks” (or artificial
freaks), whose behavior is consciously
simulated and provocative.” This new

4 Dugin A. G. Arkheomodern [The Archeomodern]. Moscow: Arktogeya, 2011. P. 81.

5 Lipovetsky M. N. Paralogii: Transformatsii (post)ymodernistskogo diskursa v russkoi kul'ture 1920—
2000-kh godov [Paralogies: Transformations of the (Post)Modernist Discourse in Russian Culture from the
1920s to the 2000s]. Moscow: Novoe literaturnoe obozrenie, 2008, pp. 4-5.

¢ 1In Webster s New International English Dictionary we find the following definition of the word “freak™:

extraordinary or supernatural creature, a sudden apparently causeless turn of the mind, an odd, unexpected,
or seemingly capricious action or event, something markedly abnormal mentally or physically especially to
the point of shocking usual expectations, an ardent enthusiast, one who uses illicit drugs, hippie, to behave
irrationally or unconventionally under the influence of drugs, to lose one’s composure. See: Webster'’s New
International English Dictionary. 2012. URL:
https://slovar-vocab.com/english/websters-international-vocab/freak-8677674.html (accessed: 25.08.2023).

7 Dzhenenko O. V. Model' frika (made freak) kak chuzhogo/drugogo [Made Freak as the Outsider /
the Other]. Istoricheskie, filosofskie, politicheskie i yuridicheskie nauki, kul'turologiya i iskusstvovedenie.
Voprosy teorii i praktiki [The Historical, Philosophical, Political and Juristic Disciplines, Culturology and
Art Studies. Questions of Theory and Practice]. 2017. No. 12 (86): in 5 Vols. Vol. 5, pp. 68-71.
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“stroke” makes it possible to understand why
is it that midgets and hunchbacks (servants
and jesters) existent in many European courts,
starting from the Middle Ages, the artificially
disfigured  victims of  semi-mythical
Comprachicos rhapsodized by Victor Hugo
in his novel L’homme qui rit, the artists
from the American freak shows (shows of
deformed people) of the next-to-last century
have presented themselves, albeit, with
difficulty, in line with the provocative stars
of contemporaneity, such as Marilyn Manson
and Lady Gaga, Sergei Zverev and Zhanna
Aguzarova, 1.e., everybody who in our days
can be found by the internet search browsers,
if one types in the word “freak.”

At all times, the ugly and the excessively
nonstandard has attracted people from
different social strata, whether they were
the farfetched diversions of the high-born or
the vulgar areal shows beloved by the plebs.
Whether leisure time or entertainment,
derision or abuse — the purposes of freaks
in society could be varied. Also varied
were and have remained to be the criteria
according to which various characters have
been acclaimed as freaks.® Intrinsically new
in our days has become the transformation
of freaks into a subculture manifesting itself
quite vividly — one of the multitude legally
fitting into the contemporary cultural space.

The reasons for this can be found, on the one
hand, in the worldwide mega-tendencies
(or mega-trends) connected with the overall
traits of post-culture, postmodernism and
cultural dysfunction and, on the other hand,
it is possible to speak particularly about the
Russian realities.

In the first case, what 1s meant here
are the symptoms of the post-rational
condition of modernity with its crisis of
faith in progress in culture and in culture
as progress, its comprehension of culture
as a lack of freedom, a prison, excessive
over-organization, and ‘stereotypes of
pop-consciousness.” [1, p. 79] Liudmila
Zubanova writes: “Subcultural movements
identified with the idea of rebellion against
the traditionally accepted order of values,
absurdist views as a declaration of a loss of
meaning, chaosology as a reflection of the
predominating entropy — all of these are
precise symptoms of the erosion of a stable-
rational understanding of culture.”

Rebellious moods against supra-
civilization and supra-glossiness have been
allowed to be expressed when turning to any
forms of precipitation of norms. Thereby,
contemplating about the freaks of the rock
avant-garde of the 1960s and 1970s, Jay
Keister indicates at the aggressive visual
aesthetics and sound peculiarities (chaotic

8 “Why freaks?” — is how Dustin Kidd inquires, observing that this term of offense has never pertained

to any concrete group. “Gay children were called freaks due to their sexuality. Christians were called freaks
because of their faith. Artists are called freaks for their self-expression. People with limited abilities are
labeled as freaks because of the unique qualities of their bodies or minds. Smart people have been called freaks
because of their high 1Q. Any person can be called a freak” (See: Kidd D. Pop Culture Freaks: Identity, Mass
Media, and Society. Boulder: Westview Press, 2014. DOI: 10.4324/9780429493287). It is obvious that the
person labeled as a freak is poorly socialized to be a member of the community. This is an accusation against
an individual aim, but at the same time an indication that our mechanisms of socialization are suspicious.

9 Zubanova L. B. Sovremennaya kul'tura v postklassicheskikh kontseptsiyakh i aktual'nykh
sotsiokul'turnykh trendakh [Contemporary Culture in Post-classical Conceptions and Relevant Sociocultural
Trends]. Vestnik Chelyabinskoi gosudarstvennoi akademii kul'tury i iskusstv = Bulletin of the Chelyabinsk
State Academy of Culture and the Arts. 2013. No. 1 (33). P. 49.
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sounds, “insane panic”), meaningless texts
and amateurish musicality (virtually, non-
professionalism and lack of competency on
the part of the performers), arbitrariness of
form rejecting the established perceptions
of the structure of song (he narrows down
concisely all the characteristic features of
freak rock music to three notions: anarchy,
absurd and dilettantism).'* Keister includes
in this freakish avant-garde the artistic
experiments of the hippies and the artists
of the proto-punk (the album Freak Out!
released by Frank Zappa and the group
THE MOTHERS OF INVENTION),
the psychodelic groups from the 1960s
(VELVET UNDERGROUND), as well as
John Lennon’s and Yoko Ono’s collaborative
work (Unfinished Music No. 1: Two Virgins,
1968), fitting their creativity into the artistic
tradition of madness.

Or, for example, analyzing the specificity
of Fresh Kid Ice (rapper of Asian-American
descent, Christopher Wong Won), Roderick
N. Labrador gives notice that “the black
Chinese” owes his success to the fanciful
mixture of abnormal behavior, racial and
ethnical unusualness and an effective
demonstration of masculinity by means
of rudeness and ostentation of one’s male
power (which demonstrated a direct
challenge to the stereotype of the asexual
Asian-American man). “First and foremost,
his freakiness is about being sexually
deviant and hedonistic. He shows off his
shameless kinkiness, wild and excessive
heterosexual desires, and promiscuity.” [2,
p. 477] Affronting the established social

standards and social morals, Fresh Kid Ice
has liberated itself from the complex of the
“Chinese” character and that of “the eternal
foreigner,” at the same time, distancing itself
from this cliché and proving that it presents
a different type of “Asian American.”

While for some societies freakishness
presents a long-time formed norm (such as,
for instance, the English type of eccentricity,
manifesting itself in the opulently flourishing
subcultures of punks, goths and skinheads),
for post-Soviet society the manifestation
of freakishness has become quite an acute
phenomenon: it formed a reaction to decades
of certain ideological notions and standards
of cultural polity. The incredible flourishing
of freaks in the Russian pop music scene
took place in the 1990s — the epoch of the
post-perestroika change of the vector of the
development of our society towards Western
values (market economy, various freedoms
and rights, multiculturalism) — all of these
constituent parts of modern culture which
accompanied, among others, the shattering
of the Soviet ideology. The period labeled
in the lay culture as the “heady nineties” is
characterized by the disclosure of numerous
abnormal, previously prohibited, marginal
phenomena.!! The state of “forsakenness”
of the citizens of the post-Soviet state
generated a new outburst of youth rebellion,
which manifested itself in the bulging
out of the ego, violation of taboos, and
“grotesque conceptions of the body.” [3]
The dethronement of the previous values
and cultural canons impacted, among other
things, the emergence of numerous quasi-

10 Keister J. “The Long Freak Out”: Unfinished Music and Countercultural Madness in 1960s and 1970s
Avant-Garde Rock. Volume! 2012. Vol. 9, No. 2. DOI: 10.4000/volume.3413

Il Let us name among them the preaching of coming out of the closet (the process of open acceptance of
personality in its pertaining to a sexual or gender minority), asocial behavior, and interest in the mutational

processes in the human being.
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freak characters: a “fighting woman” with a
henpecked husband in the manner of Sancho
Panza (the cabaret duo AKADEMIYA),
the masculine woman Verka Serdyuchka
[“Vera the Meanie”’], who was seen as
being comical due to the hypertrophy of the
secondary attributes of her sex, the toothless
sweet-voiced Shura, and the ‘“‘amphibian
man” Vitas. These and many other types of
freaks assumed honorary positions, having
combined together the freakishness of their
outward appearances, their behavior on stage
and offstage'? and, what interests us the most,
the vividly expressed singularity of their
artistic manners. The lust for a different life,
entertainment and pleasures collided with
the wish to scent the boundary, to cast away
human decency and formalism, to permit
raving and lawlessness, and to flee common
sense. The distraction from problems, the
foreboding of global changes, and the
ultimate perspectives were perceived to be
polar opposites of each other — all of these
generated strange forms of self-manifestation
which were important from the perspective
of escapement from collective sameness. '

The demand for unique “‘star” projects
has led to the expansion of the boundaries of
artistic brilliance. The necessity for the relief-
like distinction of the artist from the mass of
his colleagues on the pop music scene (we
shall explain this artistic “upsurge” as a result
of the degradation of the “manufacturing”
professions and role specializations, as
well as the demand for the merchandize of
“creative” industries — designers, members
of television crews and musicians) led to
the invention of outstanding “looks” and
images. The exhaustion of the versions of the
numerous “heroes” of the pop industry (the
guy from home, the ladies’ man, the macho,
the “exotic character,” the institutionalized
boy, the “tavern star,” etc.) led more and
more often to the search for new eccentric
characters who were singular, original
and inimitable. This paved the way for the
appearance of the enigmatic Linda,' Bogdan
Titomir," who in our country has proclaimed
the triumph of masculinity, as well as the
reckless “clowns” from the group DUNA'¢
Their affected manners possessed subtle
boundaries with kitsch (the latter already

12 This outward component, as a rule, is the most obvious and, at the same time, the most superficial

sign of freakishness. Haircuts, tattoos, piercings, implantations, unusual costumes and accessories, footwear
on the platform, gestures of beings from other planets or animals — these are the most frequently discussed
parameters of contemporary artificial freaks. All the outward attributes are directed at overcoming normal
human appearances (height, facial and bodily forms) and manners.

B In essence, at the present time, many of the everyday “details” of the 1990s seem to be freakish:
raspberry-red blazers, acid colors of clothes, hairdressing with big hair which was upheld by lacquer, etc. The
idolization of any imported goods which appeared in the country, generated strange combinations of them in
a single “image,” which in its turn led to the triumph of tasteless eclecticism and ungainliness.

4 Linda’s albums Pesni tibetskikh lam [The Songs of Tibetan Lamas] and Vorona [The Crow], as well as
music videos made from separate songs astounded her listeners and critics by the unusualness of the text, the
blending of means of electronic trance music, ethnic music, art rock, as well as the singer’s alien gothic image.

15 One of the first representatives of the hip-hop style in Russia Bogdan Titomir, both as a solo performer
and as a part of the CAR-MAN group, became a preacher of Western values, the outward appeal of which
was formulated by him with his famous phrase “people khavayet” [“the people are buying it”] (the beautiful
life in the faraway countries, sexual emancipation, the expensive “star” image).

' The hits of DUNA were songs which elaborated in a humorous manner on the subjects of “wild”
capitalism, inflation, and the eradication of Soviet convictions.
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endowed with full-fledged freakishness).
And while the kitsch of Anzhelika Varum’s
early musical activities presented an avenue
of approach towards such noble images of
the singer as the “girl on the balloon™ and the
“queen” (Alexander Morsin'’), while many
provocative representatives  disappeared
quickly, without having left any discernible
trace in the history of Russian pop music (the
bald girls from the POLITSIYA NRAVOV
group, the “extraterrestrial” Oscar), some
artists, such as dancer Boris Moiseyev,'®
have consciously worked on the creation of
the image of a freak.

The uniqueness of the freaks and the
accentuation on the originality of image,
manners and behavior do not allow us to
reveal any unified criteria of this phenomenon
and demand from us literally a perception
of separate figures identifiable by name.
The pseudo-insane Zhanna Aguzarova, of
“unearthly origin,” is extraordinary not
only by her provocative behavior, but also
for her inimitable shrill voice in her non-
vibrato manner of singing. Falsetto singer
Vitas in his composition “Opera No. 2” has
demonstrated the possibilities of the human
vocal cords, seemingly, with fish gills (a
refrain with the characteristic glissando
in the high range is not too difficult, but
joined with the video recording about a
creature which survived in a bathtub filled
with water has deeply struck the listeners).

The singer Butch (Elena Pogrebizhskaya),
notwithstanding her rather modest vocal
abilities, has become popular as the result of
the population of androgynous appearance in
our country. The representative of the drag-
queer culture’ Shura with his characteristic
lisping (this defect, formed as the result of the
lack of front teeth, has been deliberately not
corrected either by him or by his producers)
sings in a shrill manner a variety of songs
filled with humanism about good, purity,
tears and the invisible light.

Already in our days the interest in
freaks has somewhat abated, rather,
due to the overall atrophy towards any
forms of unusualness or provocation. In
the conditions of contemporary society,
another tendency has been formed — the
acceptance of irregularity, inclusion of any
forms of deviation into society, compassion,
amiability, and leveling the differences from
the norm. Moreover, the deviations have
begun to be “implanted” into society, the
freaks have become involved in the cultural
space of the majority, their achievements
have been transmitted, their images have
become manufactured; the freaks have
become the idols for millions of people.
Abnormality is promoted, and people with
various deviations from the norm and
pathologies are brought forward as leaders
or people’s mentors. It suffices to name the
winners of the well-known competition

7 Journalist Alexander Morsin applies, in particular, the term “post-Soviet kitsch.” For more detail
about this see: Morsin A. Pevitsa, chto risuet dozhd'. Chem rossiiskaya estrada obyazana Anzhelike Varum
[The Singer who Draws Rain. What does the Russian Pop Music Culture owe Anzhelika Varum].
TASS: Novosti v Rossii i mire. Mnenie [TASS: News in Russia and the World. An Opinion]. 24.05.2019.
URL: https://tass.ru/opinions/6459446 (accessed: 25.08.2023).

8 Having finished his dance career, Boris Moiseyev began his singing activities, performing with
provocative shows promoting licentiousness and nontraditional relations (it suffices to name the performer’s
hits Ditya poroka [Child of Vice] and Golubaya luna [Blue Moon)).

1 The drag culture involves male artists who make use of images of the opposite sex. Queer culture and
LGBT culture is the culture shared by representatives of sexual minorities.
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“Evrovidenie” (Eurovision) — the bearded
woman, Conchita Wurst (2014); musicians
from the Finnish group PERTTI KURIKAN
NIMIPAIVAT possessed with a down
syndrome (2015); in 2012 Russia sent to the
competition a chorus of old ladies with weak
vocal abilities (“The Buranov Grannies”);
in 2018 a singer in an invalid wheelchair
with the diagnosis of “spinal muscular
atrophy” Yuliya Samoilova was sent there.
In fairness, it must be noted that in a number
of cases this tendency promotes a tolerant
attitude towards people with particularities.
But much more frequently the advancement
of anomalous characters is connected with
the aspiration to provoke, shock, and receive
significant financial gain from consumers
of the market of musical entertainment.
When brought out to a broad audience,
they become “stars” who can be discussed,
derided or admired — any emotions can be
poured out, possibly, except for any neutral
feelings. Freakish images have been tried
on and experimented with by many pop
performers of various generations (Filipp
Kirkorov, Eldzhey Allj, Morgenshtern).
The increasing or abating presence of
freakish heroes, the expansion or, on the
contrary, the narrowing down of the zone
of their influence, their involvement in the
cultural space of modernity, obviously,
testifies of the processes the comprehension
of which makes it possible to grasp the very
essence and spirit of the time and certain
tendencies in the social and spiritual life
of society, which, naturally, deserve to be

researched further. Already now ithas become
possible to observe that while in relation to
the post-Soviet pop music it is referred to the
protest character of freakishness (as the wish
to compensate for the ideological pressure
on culture), what has happened subsequently
is the “thinning out” of this wish. Gradually
marginality (including freakishness) as
a testimony of a new understanding of
freedom degenerated into an emptiness,*
a simulacrum of a demarche, while the
intensification of destructive tendencies has
led to the idle interest in various forms of
physical deviations and mental disorders, the
symptomatology of protagonists of virtual
reality and unimaginable, shocking mixed
doubles. What was previously prohibited,
out of the question, rejected by the official
culture is being more actively accepted,
legalized, emancipated, institutionalized
and, simultaneously, appears among the
customary lexemes of a multitude of people.
[4] At the same time, displays of marginality
may pertain to different spheres: tattoo and
piercing, androgynes and transgenders,
as well as clown politicians (about the
latter Pavel Karabushchenko writes, while
contemplating about the contemporary
political structure: “Essentially, the political
carnival is a factory for the production of
three 1’s’: fallibilism (mistakes), fakes (lies)
and freaks (perversions).” [5, p. 93] Most
likely, these forms of non- (extra- or freak-)
culture will subsequently penetrate more and
more into our lives, generating new eccentric
characters and their artistic impulses.

2 In this sense, the words of Gilles Lipovetsky in his work L’ére du vide. Essais sur l’individualisme
contemporain [The Era of Emptiness. Essays about Contemporary Individualism] are remarkably penetrating:
“Comment nommer cette lame de fond caractéristique de notre temps, qui partout substitue la communication
a la coercition, la jouissance a I’interdit, le sur-mesure a 1’anonyme, la responsabilisation a la réification et qui
partout tend a instituer une ambiance de proximité, de rythme et de sollicitude libérée du registre de la Loi?”
See: Lipovetsky J. L’ére du vide. Essais sur l'individualisme contemporain. Paris: Gallimard, 1999. P. 25.
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of China, the Republic of Belarus, and Ukraine. In this devoted work, the place and the role of
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publication, endowed with a powerful cultural potential, is perceived to be a significant event in the
sphere of Russian musical scholarship.
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OHOTpa(UUeCcKOe HCCIECOBAHUE COBMECTHBIX YCHWJIMHA YYEHBIX, BXOISIIMX
KOJUIEKTHBA aBTOPOB «3apy0Oexk- B Hay4HYyIO LIKOJy npodeccopa AcTpaxaH-
Hast My3blka 0 Poccun (My3blKallb-  CKOM  TOCYIapCTBEHHOM KOHCEpBaTopuu,
Hast poccuka)» (CII6.: Coro3 XyqoKHHMKOB, JOKTOpa UCKyccTBOBeneHus Jlroqmunbl [1aB-
2023. 324 c. ISBN 978-5-8128-0367-4) noBHbl KazaHueBoil, a Takxke €€ poccuil-
IOCBSIILIEHO M3YYEHMIO NPOU3BEACHUH 3a- CKUX U 3apyOexHbIX koiuier. Mx coBmecT-
MaJHbIX KOMIIO3UTOPOB O HAaIEH CTpaHe, Has BCTpeda ObLIa MOArOTOBIIEHA B paMKax
OCYLIECTBISIEMOMY TIOJ] pa3HbIMU yria-  MeXIyHapoJHOW Hay4yHOM KOH(EpEHLNH
Mu 3peHus. OHO sBnsieT coboil pesynasrar «Pycckas Tema B 3apyOeKHOH My3bIKE»,
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KoTopasi mpoBoaunach 18—19 wurons 2022
roma B cTeHax Bousrorpanackoro rocynap-
CTBEHHOIO MHCTUTYTa HUCKYCCTB U KYJIBTY-
pbl. Peub naét kak 00 yu€HBIX pOCCUHUCKHUX
By30B AcTpaxanu, Bonrorpana, Kpacho-
napa, llerposaBoacka, PocroBa-na-/loRny,
Cankr-IlerepOypra, Tak 1 0 HAYYHOU IIUTE
Cesepnoii Mpnanauu, Kurakickoir Hapon-
Hoii PecmyOnuku, PecnyOonuku benapycs,
YKpauHBl.

[lepBbie oOparieHust K BOMPOCY O My-
3BIKAJILHOM POCCUKE B pyciie pa3padaTbiBa-
emoro mkosion KazaHumeBoil HampaBieHUs
JNaTUPYIOTCS, TIOXKaIyd, BBICTYIICHUSIMU
OCHOBATEJISI U JIMAEPA IIKOJIbl Ha HAYYHBIX
koH(pepeHnmax B A¢unax u B Bonrorpan-
CKOM TOCY/IApCTBEHHOM HHCTUTYTE HUCKYCCTB
u kynsTypbl B 2013 romy'. K cioBy 3ameTtum,
YTO UMEHHO Ha 0a3ze 3TOro BHICHIETO y4el-
Horo 3aBefeHus B 2009 romy Obuta co3zmaHa
[IpoGnemuast  Hay4HO-HCCIIEAOBATENbCKAS
JlaGoparopusi My3bIKaJIbHOTO COAEpKaHUS,
KOoTOopasi M 3aliokuia (pyHAaMEeHT HbIHEeII-
Hel Hay4yHOU HIKoJbI [1; 2].

K nHacrosimemy MoOMeHTYy 001acTb My-
3bIKAJILHOTO TBOPYECTBAa, OTOOpa)karomias
BUJICHHE PYCCKOIO H3-3a pyOexa, 3arpa-
ruBaeTcst Oojiee 4eM B JBajIlaTH paborax
Mpe/ICTaBUTENEH IIKOJIbI (HalpUMep, CM.:
[3; 4; 5; 6; 7]), B 4nclie KOTOPBIX CaMbIM
MacIITa0HBIM CTal JIByXTOMHBIN CIpaBOY-
Huk JI. KazanueBoit «Pycckast TeMa B My3bl-
K€ 3apyOexHBIX KOMIIO3UTOPOBY», OMyOIu-
koBaHHBIN B 2022 romy?. Urto ke KacaeTcs

1

pEeLEeH3UpPYEMOro U3AaHMsl, TO CO3JaHHAas 10
uHuMaruse npodeccopa JI. Kazanuesoit u
OIyOJIMKOBaHHAs €10 KOJUJICKTUBHAs MOHO-
rpadus NpeacTaBiIseTCs] COOBITUEM, 3HAYU-
MOCTb KOTOPOTO BBIXOJUT JAJIEKO 32 PAMKHU
JIOKaJIbHOU c(ephl, OrpaHUYEHHON CyTy0o
HCKYCCTBOBEIUECKON mpobnemarukoi. Ha
(oHE COBpPEMEHHON COLIMOKYJIBTYPHOU CH-
Tyalluu HacTofllas paboTa — CBOEro pojaa
NOJBWKHUYECKUA TpyAd OObEIUHEHHBIX
OOIIHOCTBIO MHTEPECOB YUEHBIX, KOTOpBIE
MMEHHO CETOJIHs IITyOOKO M OecrpHucTpacT-
HO HCCJIENYIOT MECTO U POJIb PYCCKOTO MY-
3bIKAJIbHOTO HAcleus B MUPOBOM XyHOXKe-
CTBEHHOW IpPaKTUKE, BBIABIIAS OCHOBaHMS
JUISI T7100aJIbHOTO 1MAJIora Kak BhICILIEH 1IEH-
HOCTH.

Bmecte ¢ TeM U cOOCTBEHHO HCKYC-
CTBOBEYECKHI acCleKT MOHOTpauu CyIe-
CTBEHHO PaCIIUPSAET UCTOPUKO-KYIBTYPHbIE
U3bICKaHMs B 00JIACTH MUPOBOW MY3bIKaJIb-
HOWM HayKH, IOMOrasi OCMBICIUTB MICHUXO0JIO-
TUIO0 ¥ TEXHOJIOTHIO MPOIIECCa BOILJIOLIECHUS
PYCCKOTO0 B 3apy0OekHOM My3bIKE, )KaHPOBYIO
U CTHJIEBYIO CHEIU(HUKY 3TOro (eHOMeHa,
MO3HAKOMUTBCA C 00pa3lamMu «pPELIeHUs»
pPYCCKOM Te€Mbl B KOHKPETHBIX MpOU3BEE-
HUSIX, B TOM UYUCJIE B UCIIOJHUTENIBCKON Jie-
ATEITBbHOCTH.

MoHorpadust coctout u3z Beenenus, nsru
maB, 3akiatodeHus, Jlureparypsl u Ilpumo-
YKEHUS1, B KOTOPOM pa3MelleHbl cTuxu o Poc-
CHM U PYCCKOH KyJbType, HallMCAaHHbIE TIPO-
¢deccopom PocToBckoit ToCymapcTBEHHOU

Marepuainsl BRICTYTUIEHHH omyOnukoBanbl: Kazantseva L. P. “Russian” in Music as an Other-National

// The National Element in Music: International Musicological Conference, Athens, 18-20 January 2013.
Faculty of Music Studies of the University of Athens, Music Library of Greece “Lilian Voudouri”, 2013,
pp. 35-36; Kazannera JI. I1. Pycckoe B My3bike Kak MHOHAIMOHAIBbHOE // XynoKeCTBEHHOE 00pa3oBaHue
Poccuu: coBpeMeHHOE COCTOsIHHE, TPOOIEMBI, HanpaBlIeH!st pa3BuThs: Marepuaisl VII Bcepoc. Hayd.-mpakT.
koH(. Bonrorpan: Bonrorpasckoe Hayu. uzn-so, 2013. C. 13-27.

2

[Tnanera my3biky, 2022. T. 1. 480 c.; T. 2. 508 c.

Kazannesa JI. T1. Pycckast Tema B My3bIKe 3apyOe:KHBIX KOMIIO3UTOPOR: cripaBouHuK: B 2 T. CII0.: JlaHs:
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koHcepBaropun uMenu C. B. PaxmMannHoBa,
KaHauaarom uckyccrBoeaeHuss H. bekero-
BOW, UbE€ B3aMMOJECHCTBUE C HAYYHOM IIKO-
noi1 Bo mase ¢ JI. KasanneBoi nonrue roapl
ONpeNeNnsieTcss HE TOJIbKO TBOPUYECKUM M-
aJ0roM, HO U JIPYKECKUMHU OTHOIICHUSIMU
HCCIIEA0BATEIIEH.

IlepBas rmaBa — Pycckasa mema 8 my3vi-
Ke: KYIbmyponiocuyeckue u 3cmemudecKue
sonpocwl (aBTophl: H. beketosa, 1. Bomko-
Ba, JI. Kazanmnesa, JI. Kynen, E. lledosa) —
pacKpbIBa€T JUHIBOKYJIBTYPOJIOTUYECKUE
OCOOEHHOCTH PYCCKOIO Xapakrepa, HaéT
MPEJCTABICHUE O «pycckoil uaee» M. [ mun-
ki B omnepe «Ku3Hb 3a 1aps», 3HAKOMHUT
C KOHLEIIHEW «PyCCKOM MY3BIKM» B IIOCT-
coBerckoi Poccum konma 1990-x ropos,
npenjaraer 0030p My3bIKaJbHOW POCCHKHU
B COBPEMEHHOM MY3bIKO3HAHUU, OOHAKAET
TOJICTOBCKME KOHTEKCThl TBOPYECKOW Ouo-
rpajpun Cepress boprkeBuua. Tem cambim
3aKJIaJbIBAIOTCA METOMOJIOTMYECKHE OCHO-
BBl PACCMOTPEHUS «PYCCKON TEMBI» B pam-
KaX Kak MCTOPUYECKOTO IpOoLecca, KyJbTy-
PBI, TaK U CMBICIIOO0Pa30BaHUS — OJHOU U3
npo0sieM coBpeMeHHOU ¢unocodpun mMy3bi-
ku [8].

Bo Bropoii maBe — Ocobennocmu 6o-
NIIOWEHUSL «PYCCKO20» 8 3apYOedCHOl MY3bl-
ke (aBropsl: JI. Kazannera, C. Mo3rot) —
YUTaATENb MOTPY>KAETCSI B BOIMPOCHI O TOM,
YTO MOTHUBHUPYET KOMIIO3UTOPOB-MHOCTpPaH-
1eB 00panarscs B CBOEM TBOPUECTBE K pyC-
CKOU TeMe, KaKOBBI CIIOCOOBI U MPUEMBI BO-
IUIOLIEHUS PYyCCKOTO B 3apy0€KHOM MYy3bIKE,
YTO TauT B ce0e MPOCTPAaHCTBEHHAs KApTUHA
MHpa PyCCKOTO YEIOBEKAa B MY3bIKE HEMEII-
KHX KOMITIO3UTOPOB. 371€Ch 000CHOBBIBAIOTCS

3

Y OTCTaMBAIOTCSl HAyUYHbIE KOHUENITYyaIbHbIE
B3IVIS,Ibl ABTOPOB, BCTYMAIOIIUX B MOJIEMHU-
Ky C HampaBieHueM ¢Guiaocoduu My3bIKH,
cunTamlel e€ HeKOHBEHIIMOHAIBHBIM (e-
HoMeHOM®. Tak, B MOHOTrpaduu yTBEepK/a-
eTcsi OM30CTh MY3bIKU U S3BIKA, MY3bIKH H
ciosa: «O030p My3bIKaJIbBHOH POCCUKH BbI-
SBJISIET M TBOPUECKUE HMMITYJIbCHI, KOTOPhIE
UCXOIST OT 83AUMOOELCMBUS MY3bIKU C OpPY-
eumu uckyccmeamu. Ha 3ToM myTu OTBICKH-
BalOTCS TOUKH COIMPUKOCHOBEHHUS HE TOJIBKO
MEXJy NPEeICTaBUTEISIMU Pa3HbIX HAIUO-
HaJbHBIX U JMOXaJbHBIX KyIbTYp. BCKpBI-
BAETCs K TOMY e OJM30CTh 3CTETUYECKUX
MO3ULIMI XyJO’KHUKOB, BBICKA3bIBAIOIIUXCS
B pa3HBIX BUAax TBopyecTBa. [logxonsiieit
“momankoi” s BBIPAOOTKH U “TIPOBO3-
[JIAIEHUsT” TAKOro PoJia ICTETUYECKUX JIe-
KJIapalliii CTAHOBUTCS MPEXK]I€ BCErO JIaBHO
OCBOCHHAs XyJJOKHUKAaMU 30HA CUHmMe3d My-
3bIKU U cloeéa. B Hailem ciyyae — CJOBa,
HNOPOKJEHHOIO PYCCKOM  CIIOBECHOCTBIO»
(c.91).

Tpetbst maBa — JKawnposwlil u cmuniesoti
acnexmul (aBTOpbl: T. AHnpymak, O. beru-
yeBa, E. Jlertapéra, I. Ocsankuna, O. [1Ima-
KOBa) — TOCBSIIIEHA UCCIIEIOBAHUIO CHHTE3a
cuM(pOHMU U TaHIA B 3apyOCIKHBIX MPOU3-
BeneHusax C. PaxmanmnoBa u U. CrpaBuH-
ckoro, TBopuectBy A. CkpsOuHa B 3epkaie
¢paHIy3cKoro snuTaguaIbHOTO XKaHpa Ha
npumepe Tombeau, KylnbTypHOMY TpaHCc]e-
py pycckoil Gamansl Ha npumepe «Tapaca
BynbObD» Jleoma Anavexa, npose H. I'orons
KaK TBOPYECKOMY HMMIYJIbCYy omepbl «/le-
peBHs Bomubs» KHTaCKOTO KOMITO3UTOpPA
I'o Banbizuna, 00paszy Yépuoro mops B ¢op-
tenuaHHbIX 1uKIax C. boprkeBuya.

CwMm. 06 stom: Caenko H. P., [lanunenko A. C. [luanmor KynbTyp M aHaJu3 IOCTCOBPEMEHHOCTH

B osTryeckoM mupe b. b. ['pebenmnkosa // Ucropuueckue, punocopckue, HOMUTHUECKUE U IOPUANIECKHE
HayKH, KyIbTYPOJIOTHS U HCKyccTBOBeZeHue. Bonpockl Teopun u mpaktuku. 2011. Ne 6-2 (12). C. 151-154.
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B ugerBéproii mmaBe — Onwvimuvl «peuse-
HUS» PYCCKOU meMbl 3apy0edtCHbIMU MY3bl-
kanmamu (aBropbl: O. bo3una, 1. Bacupyk,
I. Tan30ypr, JI. Kazanuesa, U. Kongaesa,
I'. Canaruna, O. [lIMakoBa) — mogHUMAaETCS
npobiaemMa npaBoCIaBHOM JTUTYPruu B TBOP-
YECTBE 3alaJHOECBPONEHCKUX KOMIIO3UTO-
POB, OCYIIECTBIISIETCSI PEBU3US M3BECTHBIX
apaHKUPOBOK E€BPOINEHCKUMHU MY3bIKaHTa-
mu neecsl H. Puvmckoro-Kopcakosa «Ilonér
LIMEJIsD», U3y4daeTcs TBOpUYECKas >KU3Hb U
cynb0a nepconaxka mpowusBeneHuit P. Ily-
MaHa — netepOyprckoi nmosreccsl Enuca-
BeTbl KynbMaH, aHanusupyrorcs JIBeHan-
nars Bapuanui JI. Ban beTxoBeHa Ha Temy
u3 Oanera «Jlecnas mesymka» I1. Bpanun-
KOT'O M HUCCIIEYETCsl BOIPOC O 3aMMCTBOBa-
Huu croxkera M. Typrenesa KOMIIO3UTOPOM
M. KapnoBuuem B ero cuM(poHUYECKON MO-
aMe «ITMHU30/1 HA MacKapaie».

Jymaercsi, 4TO JaHHas IJlaBa MOHOIpa-
¢bun sBIAETCS 3aMeyaTeNbHBIM IPUMEPOM
HCCIIEOBAHNUS MEXKYJIBTYPHOTO THAJIOTa
Ha [104YBE€ UCTOPUU MY3BIKH. ET0 CII0)KHOCTH
HalpsIMyIO CBA3aHa C TEM, YTO IS 3amaj-
HOEBPOIEHCKUX KOMIIO3UTOPOB OCOOEHHO
TPYAHBIM OBUIO «ITyOOKOE MPOHHKHOBE-
HUE B CYIIIHOCTb IIPaBOCIaBUs KaK peJIUru-
03HOT'O BEPOMCIOBEJAHUS U OCOOEHHOCTH
yKJaJa pOCCUMCKOM Xu3HU». [loTomy «...
JUTYpPrUY€ecKasi My3bIKa, JyXOBHbIE IIECHO-
IIEHUSI HAMHOT'O PEXKE BCTPEYAOTCS B TBOP-
4eckoM Oarake KOMIIO3UTOpPOB-€BpOIEHi-
ues. [Ipu 5TOM UM HOBEpsIIOCH HAIIUCAHUE
0orociyxeOHbIX MECHONEHUN Ha LIEPKOB-
HoOcJaBsiHCKOM s3blke. K mpumepy, pabo-
Ta B PoccuM UTabSIHCKUX KOMIIO3UTOPOB
b. l'anynnu u J[x. Captu, nMcaBmIMX Jaxe

4

LEPKOBHYIO MY3bIKYy Ha IPaBOCIIaBHbIE
TEKCTBhI, CIOCOOCTBOBaja BO3HUKHOBE-
HHIO B PYCCKOW LEPKOBHOM MY3BIKE CTHIISA,
OOBIYHO HA3bIBAEMOTO “UTAJBIHCKUM
(c. 186).

[Istas mmaBa — Myswikanvnas poccuka
6 mysvikanvrol xcuznu (aBropsl: 11. Bou-
koBa, [. Kportepc, O. Jlykonuna, Y JIusnH)
— npuoOmraer yuratens K guiocoduu uc-
MOJTHUTENIbCKOrO ucKyccTBa [. Heiiray3za B
KOHTEKCTE PYCCKOM KyJIBTYpbl; 3HAKOMHUT
¢ meaespom I1. YaiikoBckoro «Jlebennnoe
03epo» B aKkpoOaTM4eckoM OajeTe KUTaii-
ckoro xopeorpada Uxao MuHa u momoraet
YBUJETh «KUTAUCKUM Cliea» B TaHlE «Yan»
u3 Oanera 1. YaiikoBckoro «llenxyHumky;
OTKpPBIBAE€T HWMS HEMEIKOr0 KOMIIO3HUTO-
pa I'enbmyTa Purrepa — aBTOpa MY3BIKH
K nbece Banprepa JIunna «OcBoOok1eHHEY,
OKasaBuIerocs B xone Bropoit MupoBoi Bo-
iHpl Ha Tepputopun Coserckoro Coroza
B Jlarepe Jjisl BOCHHOIUICHHBIX.

SBSISICHE OCOOBIM SI3BIKOM, OOpAIIEHHBIM
[JIaBHBIM 00Pa30M K YyBCTBEHHOMY U TOJIb-
KO 3aT€M K YMCTBEHHOMY, MY3bIKa OKa3bl-
Ba€TCsl CaMbIM BBITOJIHBIM CPEJICTBOM JIJIS
3¢ (HEeKTUBHOCTU MEKKYJIBTYPHOTO JIMajiora,
MMOHUMAaHUSI UY>KOU KyJIbTYpbl, HHOTO MEHTa-
nureta’. TeM He MeHee MOHMMaHHUE TTyOHH-
HBIX CMBICJIOB, @ HE ()OPMAIIbHBIX, (YHKIIHO-
HaJbHBIX 3HAYEHUN KapTUHBI MUpA TIIa3aMU
MHOCTpaHlEeB [9] oka3bIBaeTCsl HEMPOCTOM
3aJa4ei, permaeMon IOCPEICTBOM CIENU-
¢ukn My3bIKaIbHOTO 3HaKa. MoHorpadus
«3apyOexxHas Mmy3bika 0 Poccum (My3bl-
KaJbHash POCCHKA)» TMONHA YOeIUTEIThbHBIX
JI0OKA3aTeIbCTB U APKUX WLIIOCTPALMN ITOU
KOMMYHHUKaTUBHOW CHJIbI MY3BIKU.

OTtoMy Bompocy yaeneHo BHUMaHue B myonukanuu: Caenko H. P., Janunenko A. C. Yka3. cou.
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