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KOJIJIET; COJICHCTBHE PA3BUTHIO aKaJEeMHUYECKUX HCCIIENO0-
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obpa3oBanus Poccuiickoiit deneparnuu B cOOTBETCTBHU ¢ I1. 5 TIpu-
kaza MunoOpHayku P® ot 12.12.2016 Ne 1586 (xxypHas HHIEKCH-
pyercs B Web of Science).

Hayunble HanpaBiieHUsI IepHOIUIECKOro u3nanus: «lckyccTBoBe-
nenue», «Kynsryposnorusy, «lleqaroruueckue HayKum».

W3nanne npeaHa3Ha4eHO I MyOIMKAIIMK OCHOBHBIX PE3YJIBTAaTOB
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SIX MEXIIYHApOAHBIX OPTaHU3ALMi 110 YTHUKE HAYYHBIX ITyOIMKaIHi:
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Ethics (COPE), EBponeiickoii accolpiaiiuii HayYHbIX PEIaKTOPOB —
The European Association of Science Editors (EASE).

ApXUBHBIE KOMIUIEKTHI )KypHaia cofepskarcs B Poccuii-
CKOHM Hay4HOH 3JIEKTPOHHOW OMONMOTEKE U BKIIOYCHBI
B Poccuiicknit uanexc Hayunoro nutrpoBanus (PMHLY).

Wsnanue  3apeructpupoBano  kak  «Problemy
muzykal'noi nauki / Music Scholarship» B MexmyHapoaHbIx 6a3ax
HAyYHOTO IIUTUPOBAHUS U pepepaTuBHBIX JaHHBIX: Web of Science
Core Collection (ESCI); EBSCO — Music Index™; MexayHa-
pomHOM Katanore My3blkanbHON juteparypel RILM (Répertoire
International de Littérature Musicale); cucreme ERIH PLUS
(European Reference Index for the Humanities); Bxomur B JIupexk-
TOPHIO )KypHAJIOB OTKpBITOro nocryna (DOAJ).
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Music Scholarship
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scholarship and to raise its authoritativeness in the
academic space of Russia and those of other countries; to
disseminate the results of research carried out by Russian
scholars and their colleagues in other countries; to promote
the development of academic research and authorial
elaborations of innovational profile, scholarly trends and
schools in a broad geographical range.

The scholarly journal is considered to be included in the List of
Scholarly Editions Peer Reviewed by the Highest Attestative
Commission (VAK) of the Russian Federation in accordance with
Paragraph 5 of the Order of the Ministry of Science and Higher
Education of the Russian Federation December 12, 2016, No. 1586
(the journal is indexed in Web of Science).

The Scholarly directions of the periodical: “Art Studies,”
“Culturology,” “Pedagogical Sciences.”

The edition is designed for publication of the principal results of
research of the leading scholars and aspirants for academic degrees
(Doctor of Arts and Candidate of Arts).

The manuscripts undergo a “double blind” reviewing, and the
reviews are preserved in the editorial board for office 5 years.

The editorial polity of the journal is based on recommendations of
international organizations for the ethics of scholarly publications:
the Committee on Publication Ethics (COPE) and the European
Association of Science Editors (EASE).

The archival files of the journal are stored in the Russian

BYBTMOTEKA  Scholarly Electronic Library and are included in the

LIBRARY.RU Ryssian Index of Scholarly Citation (RINTS).

The edition is registered as “Problemy muzykal'noi
nauki / Music Scholarship” in international data bases of scholarly
citation and reviewing databases: Web of Science Core Collection
(ESCI); EBSCO — Music IndexTM; the International Catalogue
for Musical Literature RILM (Répertoire International de Littérature
Musicale); the ERIH PLUS system (European Reference Index for
the Humanities); Included in the Directory of the Open Access
Journals (DOAJ).
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BSCO 223 A@Mwﬂ&xm | J k ) / | OPEN ACCESS r EUROPEAN REFERE FOR THE
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Kypnan npucoeaunuics k byganemrckold HHULIMATHBE OTKPHI-
Toro nocryna — Budapest Open Access Initiative (BOAI).

Wznarens — Poccuiickas akageMust My3bIki nuMeHH [ He-
CHHBIX — SIBJISIETCSI WIEHOM ACCOIMAIMM HAayYHBIX pe-
nakTopoB u msnareneit (AHPUW), MexnynapomHoii acco-
LMAIMK 10 CBsA3sAM u3nareneii — Publishers International
Linking Association (PILA). Hay4HbIM cTaThsiM npycBa-
uBaetcs mudpopoil uaentudukarop DOI mexayHapoa-
HOW cucTeMsbl Oubnuorpaduyeckux ccputok Crossref.

YuTarenu ¥ aBTOPbl MOTYT O3HAKOMUTBCS C DIEKTPOH-
HOHM Bepcueil BbITYyCKOB OecruiaTHO B pasjene «Ap-

; Crossref

L The journal became a member of the Budapest Open Access
\ \,/))

g

AHPW

Accoumaums Hay4HbIX
PenaKTopOs 1 U3faTenel

Initiative (BOAI).

The journal is published by the Gnesin Russian Academy
of Music — the member of the Association of Science
Editors and Publishers (ASEP) and the Publishers'
International Linking Association (PILA). The Scholarly
articles are given the DOI numerical identifiers of
the Crossref international system of bibliographical
references.

The readers and the authors may acquaint themselves
with the electronic version of the issues free of charge in

xuBbl». PDF-Bepcum crareli pacmpocTpaHAOTCS B
cBobomHOM moctyne mo juieHsun Creative Commons
(CC-BY-NC-ND).

QOB

the “Archives” section. PDF-versions of the articles are
disseminated in free domain on the license of Creative
Commons (CC-BY-NC-ND).
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Ne 824312. Ilpuopurer: 01.06.2021 1.
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KynbTypHoe Hacnegue 71 Kazanueea JI. I1.
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«IIpuspak gpamel B mpu3pake Apyrou
V3 neTopun 3ApyGexHOM My3bik JpaMbD»: aHaMop(O3 3UHTILIIUIS
35 Teepoosckan T. H. 1 3G eKT nanumIcecTa

B «AcnepHe» CanbBarope [llappuHo

buonerickas cuena «PeBekkay
(Ha aHrI. 43.)

B KOHTEKCTE TBOpPYECKOM Ouorpaduun
Ce3zapa ®panka 128 Kuceeea E. B., Kopomkuesa 3. C.

TpakToBKa *aHpa B onepe
«HeBunoBHOCTH» Kaitu Caapuaxo

142 Cycuoxo HU. IL., J/Iyukep I1. B.,
47 Ilanmeneega I0. H. Hununenxo H. B.

CoBpeMeHHoe
MY3bIKQJSIbHOE MCKYCCTBO

O COYMHEHMSIX OTEYEeCTBEHHBIX
KOMTIO3UTOPOB-MUHUMAJTHICTOB:
WIMOMATHKA MY3bIKAJIbHOTO SI3bIKa
(Ha aHII. 513.)

Onepa B 3epkaje poCCUMCKOI
Hay4YHOHN NEPUOIUKH
MOCJICAHUX IISITH JIeT (Ha aHTJI. 513.)

My3bIKQSIbHOA KYNETYPA

My3bIKQNbHbIV XOHP U CTUIb Hapogos Poccuu

60 Kpacnukosa T. H. 165 Huxumuna U. A.
Crpynnsle kBapretsl C. 1. TaneeBa W3 ucropun paHHUX THECUHCKUX
B ACIEKTE B3aMMOJACUCTBUS (PaKTypbl skcnieauunii Ha Pycckuit Ceep

U XKaHpa (1950-1970-¢ roaps!) (Ha aHII. 513.)
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177 Taucuna IO. B.

K Bonpocy 3Bosntonuun
3THOMY3bIKaJIbHON CUCTEMBI
(Ha MaTepualie MeCeHHbIX
Tpaauliid BEPXHEOKCKHUX CEN
Tynbckoro pernona)

188 Illeéeuosa B. A.,

Muponosa B. 11.

Woiiru B KOHTEKCTE CBaIeOHOIM
OOPSITHOCTH CEBEPHBIX KapeoB:
CEMaHTHKa K 0COOEHHOCTH
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HaBmue Jlronmuny lBanoBny Ille-
CTAaKOBY HEHW3MEHHO YyIOMHHAIU
0 €€ y4acTHM B JKU3HU KOMIIO3UTODA,
JHTYy3Ma3ME€ B pAaCHpPOCTPAHEHUH €ro CO-
yuHeHUU. Bolinsg B Mup nedreneil pycckon
KYJIBTYpBI, OHa U3 «JIOMOIPABUTEIbHULIBIY,

HSHIOIIKWY», JTOMAITHET0 «MHUHHUCTpaA (u-
HaHCOB» OpaTa cTajia MocJie€ €ro KOHYMHBI,
kak nican Bragumup BacunbeBuu Cracos,
«...BEJIMKOAYIIHOW, HEMOKOJIeOUMOM, HU-
KOTJ]a HE MOKH/IABIIEH CBOEW YyJTHOW LEIH,
MOTy4Yel PYCCKOM IKCHINUHOW»!. DTHUMH

' Cracos B. B. [lamsru Jlronmuis: MiBanoBHs! llectakoBoii / CracoB B. B. Crarbu o my3sike. B 5 BbImL.

Bemn. 5-A: 1894-1906. M.: Myssika. 1980. C. 364.
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CJIOBaMU KPUTHK 3a7a]l CBOCOOPa3HYIO TOU-
Ky orcuéta B (HOpPMHUpPOBAHUHM HCTOpHUE-
ckon penyranuu lllecrakoBoy, IONI0KHUB,
M0 CYTH, HAYaJIO CO3JJaHUI0 00pas3a yenoBe-
Ka-JIET€H/Ibl, CMBICJIOM CYIIECTBOBAaHHS KO-
TOPOTO CTAJIO HCKPEHHEE CITYKEHUE CBOEMY
BEJMKOMY OpaTy u namstu o HéEM. B mono0-
HOM KOHTEKCTE€ MMl NIMHKWHCKOW CECTPBI
YIOMHUHAET U OOJIBITUHCTBO COBPEMEHHBIX
uccienonsarenei [1; 2; 3; 4].

[Tocne cmepru I'munku IllecrakoBa ae-
jana Bc€ OT Heé 3aBHCAIIEE, YTOOBI ITOM-
JEPKUBATh B PYCCKOM OOIIECTBE MaMSTh
o Opare. YcepnHo wuckaina (PUHAHCOBYIO
BO3MOYKHOCTb U3/IaHUsI €10 COUMHEHUH, OT-
BaXHO BCTyIajia B CyleOHBIE TSHKOBI pajan
MOJy4YeHUsl TpaBa MyOJWKOBAaTh TNIMHKWH-
CKHE OIyChl U TONYJIAPU3UPOBATH UX, ITEpe-
naBajia aBTorpadbl KOMIIO3UTOPA B HAJIEK-
HBbIE MECTa XpaHEHUs, X0/laTaiicTBOBajIa 00
WCIIOJTHEHUW COYMHEHUN Opara JIy4dIInuMu
My3blkaHTaMu Poccun u EBpomnbl, oTnaBa-
J1la COOCTBEHHBIE CPEICTBA HAa COOPYKEHUE
naMmsTHUKa [TnHKE (MpoIaB poioBoe uMme-
HHUE), cOo3Jajia U CMOIJIa HEKOTOPOE BpeMs
coapepxkarb My3sent Inmuuku npu CaHKT-
[TeTepOyprckoit KOHCEPBATOPHH. ..

[llecrakoBa mepexuna Opara MOYTH HA
50 net. Ilo creuyeHHto OOCTOSTENBCTB €€
OTIIEBAJIM B TOM CaMOW LIEpKBHU CB. [lyxa
Anexcanapo-HeBckoil 1aBpsl, rie Korga-To
orneBanu [nuHKy. I B 3TOM OBLT HEKMii
3Hak. Umenno lllecrakoBa noouiace B CBOE
BpeMs TOro, 4ToObI mpax Opara ObLI mepe-
Be3éH u3 bepnuna B Cankrt-lletepOypr,
OTHET MPAaBOCIABHBIMHU CIYXKUTEIAMU U
nmorpeO6&H B pogHOi 3eMiie. Moria Jin oHa
B Ty IIOPY OPEAIONAraTh, YTO 3ayIOKOMHYIO
cinyk0y Mo Hel MoJBeKa CIycTs OyayT uc-
MPABJIATH B TOW K€ CaMOM LIEPKBH, a Ipax
e€ Oy/lleT OKOUTHCS HA TOM K€ KJaa0uIle
JlaBpHI psioM ¢ MOTUJION OpaTa, HaBcerma
COEMHUB JABYX MPEICTABUTENICH KOrma-To
60bIII0N ceMbu?..

10

Kak Onumxaifiasi KpoBHasi pOJCTBEHHU-
11a, IPOKMBIIASL B LIEJIOM HE OAMH ToJ OOK
0 6ok ¢ kommo3utopom, lllecrakoBa Boc-
IIPUHUMAJIACh HE TOJBKO MOJHONPABHBIM
XPaHUTEIEM W MPOINAraHAUCTOM Hacleaus
[muHKKM, HO M 0€3yCIOBHBIM aBTOPUTETOM
B 3HAHUM TMOAPOOHOCTEN €ro >KU3HH, IO-
HUMaHUU ero xapaktepa. [lomoOHoe oTHO-
HIEHHE CIIOKUJIOCHh B TOM 4YMclie Omaronaps
OCTaBJICHHOMY €10 MEMYapHOMY HACIIEIUIO.

BonpmMHCTBO  OMycoB  MEMyapHOTO
)KaHpa, u Memyapsl lllecrakoBoii — He
UCKJIIOYEHHUE, Aampuopu  IpearoiararT
3HAYUTENbHYIO  JIOJII0  CYOBEKTHMBHOCTH
B ONHUCAaHUM COOBITMH MPOLUIOTO U HUX
y4acTHUKOB. Kpurepun HaydHOU HOCTO-
BEPHOCTH U (PAKTOJIOTUYECKON TOYHOCTH
K HUM HE NPUMEHUMBI, XOTsI HECOOOpa3HO-
CTH U UCTOPUYECKHE OLIMOKH BCerja «ie-
IUISI0T» BHUMaHue yutarens. Ho npu atom
cilenyeT NOMHHUTB: OTHOCSICh CyOBEKTHB-
HO K MUHYBUIEMY, aBTOpP HE IMPOCTO «KOP-
PEKTUPYET» HUCTOPUUYECKYIO pEaTbHOCTb,
a KOHCTPYUPYET U3 HEE CBOW MHp MPOILIO-
r0, B OIIMCAHUU KOTOPOTO PACCTABIIAET CBOU
aKLEHTbl COOOpa3HO COOCTBEHHBIM B3IVIS-
JaM, TIPUCTPACTHUSAM, PEIIAEMbIM 3aJadyaM.
Tak nenana u lllecrakosa.

BomnpocoB, BO3HUKAOMMUX B XOAE H3Y-
yeHus €€ MeMyapHbIX MaTepHualioB, HEMa-
10. YUto u nmouemy lllectakoBa BhiAeIUIIA
B oOnuke [muHKM, a 4TO OKa3ajloch B €&
BOCIIOMUHAHMSX — CIy4ailHO JIM, CO3Ha-
TEJILHO JIU — CTEPTO MM HCKaxeHo? Kak
CO3JIaHHBIN €10 o0pa3 Opara COOTHOCHUII-
Csi C JEHCTBUTEIBHBIMH OCOOCHHOCTSIMHU
JKM3HU M Xapakrepa kommno3utopa? MHbI-
MU CJIOBaMH, KakK MNpe3eHTauus [JIHHKH
IIfecTakoBOM COOTHOCWJIACH C €r0 CaMmo-
Ipe3eHTanuel u camoco3HanneM? Bompo-
Chl 3TU /10 CUX IIOpP HE CTaBUJIUCH YUEHBI-
mu. OrpaHnyeHHble 00BEMBI MyOIHUKAIINH
HE TO3BOJISIOT B IOJTHOM MEpe OCBETUTh
npobieMy, MO3TOMY BHHUMaHUE 3/€Ch
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COCPEIOTOYEHO JIMIIb Ha NEPBOM MEMY-
apHou crarbe IllecrakoBou «llocnennue
roApl >KM3HM M KOHYMHA Mwuxauna MBaHo-
BUYa [JIMHKH, BOCIIOMHUHAHUSA CECTPHI €rO,
JI. W. IlecrakoBou. 1854—1857 rr.». Kak
MPEJCTABISAETCS, OHA BECbMa MOKa3areybHa
JUIs1 OTBETOB Ha MTOCTABJIEHHBIE BOIPOCHI.

B nepBrie ke Mecsipl M0Ciie KOHYUHBI
I'muakn B mpecce, mucbMax, pa3audyHOrO
polla COYMHEHMSIX CTalM MOSBISATHCS CTa-
TbU, 3aIIUCH, YIIOMUHAHUS O KOMIIO3UTOPE U
JUYHBIX BcTpeuax ¢ HuM. [lyOnukanus Boc-
nomuHaHui IllecTakoBo¥ ObLIa, TAKHUM 00-
pa3zoM, OIHOM M3 MHOTHUX B PAly MOA0OHOTO
pona tekctoB. Ho e€ aBropcTBO, BpeMs mo-
sBJIeHUs (JUIIb yepe3 13 JeT mocie cMepTH
MYy3bIKaHTa”), paBHO KaK U BbIOpaHHAs TeMa
(cocpenoTOYEeHHOCTh TOJIBKO Ha TOCIHEN-
HUX TO/AaX >KU3HU [THMHKM), BeIIETSIHN €€
Ha (OHE yKE€ W3BECTHBIX BOCTIOMHUHAHUH,
3acTaBiisAsd Mperoararb CyleCTBOBaHUE
onpeAeNEHHBIX MPUYHH IJIsl CTOJb 3aro3/a-
JIOTO «MEMYapHOTO JEOI0Tay.

Kak n3BecTHO, OmyOnIMKOBaHHASA B XKyp-
Hane «Pycckas crapuna» (1870, 1. II,
c. 610-632) pabora IllecTakoBoii ObLIa MO-
TUBUPOBAHA >KEJIAHUEM BOCIOJIIHUTH «IPO-
0em» MeXJy TroJoM OKOHYaHUS MOBECTBO-
BaHHUs B W3/IaBa€MbIX B ATOM XK€ >KypHale
«3anuckax M. U. I'munku» (1854) u yxonom
u3 ku3Hu Kommo3utopa (1857). CBou Ha-
Mmepenus [llecrakoBa oObsicHsIa Tak: «bpar
OKOHYMJ cBou 3anucku 1854 r. mpuesgom
ceouM B [lapckoe, a ymep oH B 1857. 4 xouy,
HACKOJILKO MaMsTh MOS U MHChbMa Opara mo-
3BOJISIOT, TIOTIOJIHUTH 3TOT Mpole, U cooo-

2

roga.
3

A. A. Opnosoii. M.: Mysrus, 1955. C. 296.
4 Tam xe. C. 304.

1

IIUTh O HEM BCE, UTO 5 3HAKO, HE TOJBKO KAK
0 KOMITO3UTOPE, HO U KaK O YCIIOBEKE»’.

CxonHass MOTMBUPOBKA JieKala U B OC-
HOBE MOOYXJEHUS PEIaKTOPOB >KypHasa,
TonkoBaBIMX myOnukanuio IllectakoBoi
KaK TEKCT, «3aKaHUMBaKOIUN Ouorpaduro
M. U. I'muskm».

@unHan «3amucok...» JEHCTBUTEIBHO
OCTaBJIsT OLIYIICHUWE HE3aBEPIIEHHOCTH,
BO3pOCIIEe U3-32 CKOPOMOCTUKHON KOHYH-
Hbl KOMIIO3UTOpa Ha 4YyXOWHE, MOPOIUB-
IIeH, KaK 1 Bcerja ObIBaeT B MOJJOOHBIX CITy-
Jasix, MHOKECTBO JOMBICIIOB. OOBsICHCHUMN
MNPOUCHIEIIIEMY BBIBUTAIOCH MHOTO, HO
CYThb OT 3TOI'O HE MEHSJIACh: TEKCT BbI3bIBAI
OIIYLIEHHUE OTCYTCTBHUS «JIOTUYECKOTO KOH-
a».

Opnako npucoBokyrieHue crarbu Ille-
CTaKOBOM B Ka4€CTBE «OKOHYAHUS» «3aru-
COK...» ObUTO Oosiee yeM cropHo. Bo-mep-
BbIX, OHAa HHKAaK HE BOCIIOJHSJIA «IIPOOe
B NIMHKUHCKOM TOBECTBOBAHUM YK€ MOTO-
MY, YTO HEMOCPEACTBEHHOE OOIICHHUE Ce-
CTpBI ¢ OparoM mpekparuioch B 1855 roxny,
TO €CTh 32 HECKOJBKO JIET 10 €r0 CMEpPTH.
Bo-BTophIX, cama wujes MNPOJOJDKEHUS H
3aBeplUIeHUs «3amucoK...» OblIa Heolpas-
JIAHHOH. [JIMHKA KaTeropu4ecku BO3pakall
npoTuB 3TOrO0, U lllecrakoBa 3Hana o0 3ToM:
«5 mpocuiia npoaoxkare “3anucku’ <...>.
OH [I'munka. — C. JI.] MHE OTBETHJI, YTO 3a-
MMCOK MPOAOKaTh HE OyIEeT, MOTOMY YTO
HEYero mucaTh, YTO, MUCABIIU aKKypaTHO
pa3 B HEJEN0, OH MHE COOO0MIaeT BCE, YTO
CIIyYHJIOCH C HUM»®,

C uem e ObUTM CBS3aHBI OYEBHI-
Hble BOJIbHOCTH OTHoIIeHusa LllecrakoBoit

B nyGnukanum oTMedanachk gara okoHdaHus padotsl IllecrakoBoit Ham cratheit: 13 ceHTssOps 1870

I'mrHKa B BOCIOMUHAHUSIX COBPEMCHHHUKOB / O6H_I. pea., COCT., IOATOT. TEKCTA, BCTYII. CTaThbA U KOMMCHT.
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K aBTOpCcKOoMy 3aBeTy? OTBET MOXET OBIThH
TOJIBKO OJIMH: OHA ToJlarajia, 4to y He€ ecThb
Ha 9TO MPaBO HE TOJIKO KakK y Onmvkauieit
POICTBEHHUIIBI KOMIIO3UTOPA, HO U KaK Y CO-
YYaCTHUIBI [TPOIIECCA BBI3PEBAHUS U UCTIOJ-
HEHHUsI 3aMbIcia «3arucoK. .. ».

C ouepka B. CracoBa «Muxaun lBa-
HOBUY [ TMHKa» yTBEpIWIOCH MHEHHE, YTO
CBOM JIUTEpATypHBbIN omnyc InnHKa Hayai
nucate 3 wuroHsa 1854 roma, BO3BpaTuB-
IIKCh U3 OYEPEIHOU E€BPONEUCKOMN IMOE3M-
KH U 000CHOBABIIIMCHh HA HEKOTOPOE BPEMS
B Ilapckom Cene. YTBepkaeHue 3TO MOJI-
TBEPKIEHO COOCTBEHHOPYYHOM TIIIMHKUH-
ckoii pmatupoBkod. OgHako CTtacoB B TOM
K€ CTaThb€ YIIOMHHAJ, YTO UCTOKHU IOSBIE-
HHS uaeu Bocxoauiu emeé K 1852 roxy, kor-
na IlllectakoBa mocnana 6paTy BBITUCKY U3
Ha4aThIX UM BOCTIOMHHAHUN 00 MHCIEKTO-
pe biaropognoro mancuona M. Koamaxkose.
brnnzkue [MuHKY 12711 IPOAOIIKEHHUS, YB-
JICYEHHBIE FOMOPOM H CEPJCYHOM TEILUIOTOU
aBTOpckoro ctuiisg. Ho torma oGcrosiTens-
CTBa 3TOMY He OJaronpusTCTBOBAIH, XOTS
I'mnaka xmomnotsl IllecTakoBON OIIEHUII.

K coxanenuto, 6onee 06 3ToM (akre He
roBopuiocsk. lIpencraBieHne O MOSBICHUH
y I IMHKYM 3aMbIciia MEMYapHOTO COUYMHEHHUS
CTajJ0 BBHIVISACTh CIIOHTAHHBIM PEIICHU-
€M, BO3HHUKIIMM NOJ BJIUSHUEM MOMEHTA.
Ho ecnam yuectb nOMONHUTENBHBIE CBEZE-
HUS, €CTh OCHOBAaHMS TOBOPUTH O TOM, UYTO
ujes 3apo/Iniiach B CO3HaHUHM KOMIIO3UTOPA
«c mogaun IlecTtakoBoii» M WMela HOCTa-
TOYHO JJIUTEIIbHBIA CPOK «BBI3PEBAHUS.

B 1854 roxmy, BCTpeTHBIIUCH ¢ OpaTom
B Ilapckom Cene, IllecrakoBa BepHylach
K 370l Teme. O ponu cecTpsl B MOJATAIKU-
BaHMM €r0 K CO3JJaHUI0 MEMYapHOIO OIly-
ca IMHKa HE pa3 yrnomMuHald B NEPENUCKE

5 Tawm xe. C. 296.

12

¢ npy3bsimu. MHoOpMmarnus crana mupoko
U3BECTHOW, COOTBETCTBYIOIIMM 00pazom
MOBIUSAB KaK Ha OTHOLICHHWE YHUTaTelIeu
K ponu lllecTakoBoil B MOSIBICHUU IJIMH-
KMHCKOTO JIMTEPATypHOIO OIlyca, TaKk U Ha
e€ cOOCTBEHHOE MOHMMAaHUE CTENIEHN CBOEH
MPUYACTHOCTH K COUMHEHMUIO.

[TonrBepxkaenuem Boiieu€HHOCTH [lle-
CTaKOBOU B mporiecc paboTel [TMHKKM Haj
«3amucKaMu...» MOXKET CIYXUTb U H30-
Opak€HHasl €10 B MEMYapHOW CTaTbe Kap-
THUHA CBOEOOPA3HOTO CEMEHHOro purya-
na: «OOBIKHOBEHHO JeHb ero [[JuHKWH.
— C. JI.] OBl pacroiokeH CIeTyIONUM
00pa3oM: BCTaBaJl OH JJOBOJIbHO PAaHO U HUC-
MUCHIBAJl MEJIKUM HIPUPTOM UEJBI JTUCT
cBoMX 3amnucok; 4dacoB B 10 mpuxoauin
K Yalo... U IPOYUTHIBAJ MHE HalHMCaHHOE
UM B TO YTPO; IOTOBOPSI HEMHOIO, MBI YXO-
vy Ha OankoH. IHOTIa OH Trcalt 4To-HU-
OyIib..., a Jallle YnuTaja OJNH UJIU S EMYy YH-
Taja TPOMKO)°.

JaBana nu IllecrakoBa cOBETHI, CaymIas
npountanHoe? IlomnepxuBana jau, KpUTH-
KOBaJla JIM, YTOUHsUIA JIM (DAaKThl, PEKOMEH-
JloBaja 1 o0 4éM-To ymon4arb? OTBETOB Ha
3TH Bonpockl HeT. O cBoeil peakuuu [lecra-
KOBa HUIJIE HE YIIOMHUHAA, YTO, €CJIA UCXO-
TUTh U3 €€ KelaHusl 3aQUKCUPOBATh MpPHU-
4acTHOCTh K pabore [MMHKHM, MOCTaTouHO
ctpanHo. Emé Oonee crpaHeH ¢akT OTCyT-
CTBUS Kakux Obl TO HU OBUIO YIIOMUHAHUUN
0 JIPYrOM, CyILIECTBEHHO 00Jiee BaXKHOM 00-
CTOSITEIbCTBE.

Kak wu3BecTHO, «3alHCKH...» coxpa-
HUWJINCh B ABYX 3K3EMIUIApax: OAUH MpEJ-
CTaBJIeH aBTOrpadoM; Ipyroi, — TEKCTOM,
nepenucanHbiM [llecTakoBoli u BKIIOUaro-
MM, B CJIyda€ BO3HHMKAaBIIMX BOIPOCOB,
€€ COOCTBEHHbIE IOMETHI, KOTOpbIE, KakK
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MpaBuiIo, [ TMHKa KOMMeHTHpOBai. Mmen-
HO nepenucaHHbpid lllecTakoBOM TEKCT
I'muuka B3su1 ¢ coboit B bepnun. [Touemy
00 stom lllectakoBa ymonyajia — HeNo-
HATHO. 3aTO JApyras npu4yuHa e€ «3a0bIB-
YUBOCTU» B PEKOHCTPYKIUH HUCTOPUH
co3maHus «3ammcoK...», moxanyi, oobsic-
HHUMA.

IIncema I mMHKM CBUAETEIBCTBYIOT: B pa-
0oTe HajJ «3anucKamH...» HENOCPEJICTBEH-
HOE YyyacTHe NpUHMMAJ MJaAmui Opar
B. Cracoga, JIMuTpuii, COCTaBUBIINN TIaH
OyIylIero JHUTEepaTypHOTO Tpy[da, OYEHb
npuroausinuics komnouropy. Ho lecra-
KOBa B CTaThe 00 ITOM HHUETO HE HAIKCana,
XOTsI HE TIpoliia MUMO (hakTa MHOTOYUCIICH-
HbIX nocemieHui J[. CTacoBbIM UX LApCKO-
CEJICKOTO JI0MA.

[IpyyuHbl TOMY MNOHSITHBI: OTHOILIEHUS
[IIecrakoBoit 1 CTacoBa-miaaiero BO Bpe-
M nipuesna [munku B Lapckoe Ceno u ero
paboThl Hall «3alMCKAMH...» B U3BECTHOU
MEpe OTpa3uiu OTHIOAb HE TOJBKO HYXOB-
Hyto Omm3octh 38-nmetHei Jlrogmuisr MBa-
HOBHBI U 26-neTHero JImurpus BacunbeBu-
ya. HecMoTps Ha BCIO IIEKOTIIMBOCTH TEMBI,
€€ CTOUT pacCMOTPETh, MMOCKOIbKY OHA, KaK
MPEACTABISAETCS, MOXKET KOE-4TO NPOSICHUTD
0 mpuuMHax «3abeBuuBOCTH» IllecTakoBoil
BCEX OOCTOATENHCTB KacaTeIbHO HCTOPHUHU
CO31aHus «3amucoK...».

6

Kak wusBecrno, ¢ myxem lllecrakoBa
OblJa HECcYacTHA Tak ke, Kak U e€ Opar co
CBOEM CYIIPYyroM, YTO JaBaJI0 € OCHOBAHUE
BUJIETH B TOM €IIE ONHO IOATBEPXKICHUE
cxoncTBa ux cyned. Brnpouem, B orinmumne
oT Opara, cow3 ¢ Bacunuem Wmmapuono-
BuueM IllectakoBriM JIromvmuiaa MIBaHOBHaA
OKOHYATEJIbHO HE pa3pblBajia, OTHOLICHUS
C HUM M €ro pOACTBEHHUKAMH NOJJIEPKHU-
BaJla U HEPEIKO INPUHHUMAJa UX B CBOEM
JIOME.

Jmutpuem CracoBeiM® IllecrakoBa yB-
neknack B Hayane 1850-x romos, u poxie-
HUE JIOYEpHU CTajO0 BEHLIOM 3TOW YBIIECYEH-
Hoctu’. B. lllecrakoB mpu3Han peOEHka u
3anucal ce0s ero OTIoM, JaB JE€BOYKE CBOU
otuecTBO U damuimio. Kak mormu 661 pas-
BUBATbCSl JAJIBHEUIINE OTHOLIEHUS CYNpY-
TOB B 3TOM HENMPOCTOW CHUTyalHH, TPYIHO
cebe mpencraButh: B 1855 (18577?) romy
B. IllecTakoB CKOHYaJICS, U MPOLOJIKEHUS
CEMEWHON HCTOPUH TaK U HE CIy4YHJIOCH.

Houky IllectakoBa nroOmia 6e3MepHO.
JIrobun neBouky u Iuuka, o uém llectako-
Ba HEOAHOKPATHO YITOMHUHANA, OBITH MOJXKET,
HEOCO3HAHHO CBUJIETEJIbCTBYSI TEM CAMBIM,
HACKOJILKO ATO JIJISI He€ BaKHO.

B 1861 romy, yxe mocie KOHUYHUHBI
I'muuku, cutyauus usmenuiaack. Coxpa-
Hunoch nucemo B. Cracosa, 3acrasisto-
niee MO-HOBOMY B3IVIAHYTH Ha XapaxkTep

Mononoit [I. CracoB moJyib30Bajicsi HECOMHEHHBIM YCIIEXOM y >keHIIUH. MHaue kak «ponom» ero

B MIICHMaXx He Ha3bIBAIH, «...MIOATPYHUBAS HAJI TEM, YTO B HETO OJJHOBPEMEHHO OBLIH BIIFOOJICHBI 4 3HAKOMBIX
JlaMbl, BO30YK/1asi STHM HEKOTOPYIO 3aBUCTh U peBHOCTE». CM.: JI€rkmii [{. M. JImutpwuii BacunseBny Cracos
// Jluomonctp. URL: https://libmonster.ru/m/articles/view/Imutpuii-BacunseBua-Cracos (naTa oOpamieHus:
15.10.2023).

7 H. ®unpeiizen B JlneBHuKe 3anuchiBalL: «2 stHBaps (21 gexadps) 1896. Cracos coodrmt, uto JI<tonmuna>
N<panoBna> xmuna c ero Oparom [Imutpuem <...>, OT KOTOPOTO OHa W pomwia 104b OJbry, yMepuym OoT
mudrepura». Cm.: IneBHuku n BocnomuHanusa. URL: https://corpus.prozhito.org/notes?date=%221896-01-
01%22&diaries=%5B913%5D (mara obpamenus: 15.10.2023). U nanee, depe3 Tpu Hemenu, OunpaelzeH
nobaBisit yxke oT ceds: «22 suBaps / 10 saBapst 1896. Ot JI. Y. lllectakoBoii MOMyYriT Meallb, BBUIHTYIO
B MaMAThH ITOCTAHOBKU NamsiTHHKA [mHKe B CMoneHcke. CMOTpen Ha MopTpeT (Maci|sSHBIMH]| KpacKaMu)
MIOKOMHOM €€ gouepu: nopasutenbHoe cxoacTBo ¢ J[mutpueM| C[TacoBbM ». CM.: TaM xe.
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[IlecTakoBOM — Kak OKa3aJloCh, TEMIIEpa- HOCTH OHA IMPOJIOJDKAET JAyMarh, 4T0 Muts
MEHTHBIN, B3PBIBHOM, HE 3HAKOIIUNA «YKO- JenacT 4YTO-TO MPECTYIHOE, JKEHACh, 4YTO
pota»®: Ha 3TO He MMeJ mpasa u T. 1. U moromy oHa

IPOIOJIKAET el TOBOPUTh, YTO OOT UX Ha-

C.II. B. 24 urons 1861 1°
KaXeT, U «4opT Obl B3su1 Ky3HenoBy [HeBe-

Muts sxenuTes. <...> cry JI. B. Cracosa. — C. JI.]» 1 «CKOpO I
<...~ BBI, KOHEYHO, CIPOCUTE, KaKk U BCE: OHa OKOJIEET, 3Ta YEPTOBKa» U npod. MHoii
Hy, a uyro Jlionmuna? — Jlroamuia B camoe pa3 emgé xyxe. — BoT BaM TOJHOE OIHCa-
IIEPBOC BPEM:A M3BEpTajia MOJIHHUIO H I'DOM, HUE BCEU UCTOPHUM KaK OHA €CTb.

TaKue TEPyHBI, YTO HE pacckaszarb. S ObLIO
MIPUHSIICS €€ yroBapuBaTh W yTellaTh YeCT-
HBIM TIOPSIAKOM, HO MOTOM YBHAAJd CKOPO,
YTO TYT HUYETO HE CAENaenlb U 3TOMy KOH-
1a "He Oyzet. TyT s 1 ObUT IPUHYXACH TIPH-
HATBCS 32 KpPEMKHE JIEKapCTBa: 5 €l cKazall,
JIromM. UB., MBI ye C BAMU HE MAJICHBKHE,

Her HHUYero yauBHUTEILHOTO B TOM, YTO
nocie CKaHgaiaoB, yuumHsBImuxcs Ille-
CTakoBOM, €€ 0e300pa3HOT0 MOBEACHUS
¢ J. CracoBeiM M ero HeBecToi'’ minH-
KAHCKasi CeCTpa BbI3bIBAJIA B TE TOJIBI

HeJb3s ke HaM 10 100 et npeacTaBisTh U3 y B. Cracosa nanexo ne jyquiue qyBCTBa,
ce6st BIIOGNSHHBIX MAIBUMKOB M aeouek, 11O CKa3bIBAJIOCH M HA UX JIENIOBBIX OTHOLIE-

Bcemy ecth cBOE Bpemst u nopa. Uro ¢ Bamu  HAAX. Tax, BHUKHYB B JICTaJIM KOHTPAKTOB,
npeske GbLIO, To | ciaBa 6ory. Ho Heyero — 3aKIIOYABIIMXCS IIectakoBoit ¢ @. Cren-
0O0JIBIIIE O TOM JTyMaTh, U TETIEPh BbI JOKHEI ~ JIOBCKUM II0 IIOBOAY IIOCMEPTHOMN HY6HI/IKa-
TOJIBKO KaK MOKHO CKOpeii cOpocHuTh ¢ cebs  [IHHM COYMHEHHH [JIMHKH, TIPOaHATN3UPOBAB
CMEIIHYIO poib JIOHHEI DIBBUPHL, U npod., Ty paboTy, KoTopyio BeinmonHuia lllecrako-
U 11pod. D10 OoJiee MmojeiicTBOBaO; OHA Te-  Ba, TOTOBS M3/aHUS MPOU3BEACHUN Opara,
Mepb 3HAYUTENBHO YCIOKOMIACh, HO B cyml- B, Ctacos mucai M. BaHaKHpeBy:

8 Buaumo 310 ObUTH OpraHudyeckue cBoicTBa rncuxuku IllectakoBoii. Cpasy mocie cmeptu [HHKH,

BO BpeMeHa, korga otHoueHus ¢ J[. CTacoBsIM ocTaBaich BIOJHE ApykeckumH, lllecrakoBa peBHOCTHO
OTHEcNach K MPUCYTCTBHIO B Kpyry e€ Apy3eil HeBHLBI-TIOOUTEIbHUIBI Anekcanapsl MBanoBHbl ['mpe
(I'mpce), ypoxa. bynunoii (1826—1867), ckanmans no stomy mosoay. OO0 stom ynomunan B. Cracos
B uckMe k M. banakupeBy ot 11 aBrycra 1858 roga. Cm.: Ilepenmcka M. A. banakupesa ¢ B. B. CracoBeiM
/ mpenucin. U xkomMmeHT. B. Kapenwuna, Bcryn. ct. I. Kucenésa. M.: OI'3: MVY3I'U3, 1935. URL:
http://az.lib.ru/s/stasow_w_w/text 1869 perepiska s balakirevym.shtml (mara obpamenwus: 15.10.2023).
Mexnay tem A. ['mpe mpekpacHO HWCHONHsSJIA POMaHCH [MHKH, OblIa 3aMedarelbHON COOeCemIHHUIIEH.
3HAKOMCTBO C Hell MoIIepKUBAIT He TONbKO caM [ muHKa, Ho u Jlapromenkckuit, bamakupes, A. PyOunmTeiis,
M. Cracos. I'upe cocrosina B nepenucke ¢ M. TypreneBsiM. Bosmoxno, otHomenue llecrakoBoit k ['mpe
OBLIO «CIIPOBOLIMPOBAHO» HECOMHEHHBIM MHTEpecoM K Hei J[. Cracosa.

? «...Kak yrounuian myOiaukaropsl, Ha mrremene ke crout: “H. H[oBropox] 26 uronst 1861 r.”». 1luT.
no: Ilepenncka M. A. banakupesa ¢ B. B. CracoBsIM. ..

10 Tporwto Bpems, u 'y lllecTakoBoii yCTaHOBUIIUCH BIIOJIHE TOOPOKETATEIbHBIC OTHOLICHHS C CYPYTroi
. Cracosa, II. CracoBoii (B neBudectBe Kysnenosoii). Eif lllecrakoBa momapuna myOnukanuio MEMyapoB
«Mowu Beuepay. CMm. 00 stom: esepununaa H. B. «Mowu Beuepa» JI. . llecrakoBoii. K uctopun cosnanus.
URL: https://nasledie.admin-smolensk.ru/personalii/glinka-mihail-ivanovich/novospasskij-sbornik-vypusk-
chetvertyj/n-v-deverilina-quot-moi-vechera-quot-l-i-shestakovoj-k-istorii-sozdaniya/ (mara oOpamieHus:
15.10.2023).
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bubnuoteka. Cpena 1861 r. (14 ceHtsi0ps)

Oxora Bam Bepurb, Mwinii, niynsim ny-
paMm, OCOOJIMBO TakOW OECTOJIKOBOW, Kak
JIronmuita. Bot, Ha-Te Bam nokazarenscTBa
ux (wnm e€) BpaHbs U Barero jgerkoBepusi.
W3BonbTEe, BO3BMUTE B PYKH NPUIIAraeMblil
KOHTpAakT Jlronmuiiel co CremnosckuM. Ka-
KOM TyT K u€pTy cniucok!! Ha3BaHo Heckob-
KO BEUIEd DIMHKUHCKUX — HEYXTO JTO
«cnucok»? Hukoraa stoil pBaHoil Oymaru
He 3a0bIBaJl, HO HUKOT/Ia M HE BooOpaxkar,
YTO UMEHHO IO HEIO 5 U 0053aH pa3yMeTh
«cnucok» [muuku. YEPT OBl B3sT Bcex ayp,
0c00JIMBO OECTONKOBBIX .

IIpouwto emé nBa roga, u lllecrakoBou
JOBEJIOCh TEPEKNUTh CAMYIO TSIKEIYIO W3
BO3MOXKHBIX [TOTEPh — CMEPTh Jj0uepu'?.

ITocne aroro B. CracoB BcnoMuHaz:

...y Jlrommwmibl VIBaHOBHBI OBIT TIEPBBIM
yaap, ¥ OHa JI0Jro He Biajiena MpaBoio CTo-
poHoro, Ho, Omarogapst copetam C. I1. bot-
KWHA, DJJEKTPUYECTBO M THUMHACTHKA i
MIOMOTJTH, XOTSI CJIa0O0CTh TMapaln30BaHHOM
HOrH 1a€T ce0sl 1yBCTBOBATH U JI0 CUX MO .

[lecTakoBa Ha 10Jr0€ BpEMsI OTTOPOAU-
nach oT obmecTtBa. CIycTs Kakoe-To Bpemsi

OHa mopyuwsia OOHHE nouepu, MaTuibjie,
HanucaTh BocromMuHanus «llociaennue mHu
Omeukn» ¢ €€ cioB U oT €€ nmenn'*. BHOBB
U BHOBb mnepexuBas ytpary, lllecrakosa
Oepenuia CBOIO paHy, OMUCHIBAas XapaKTep
JIEBOYKH, €€ CII0OCOOHOCTH, OCOOEHHOCTH
MOBEJICHUS U CTPAIIHbIC JHU KOHYUHBI U OT-
MeBaHMS JIIOOMMOTO peOEHKa.

TouHoe BpeMs MOSIBIEHUS BOCIOMHHA-
HUWA Marepu O JOYEPHU OMPEIETUTH CIIOXK-
HO. Coemmanuctel oTHOCAT MX K 1890-m
ronam'®, 4To JIMITHUI pa3 CBHIACTCIHLCTBYET
0 HE3aKMBAIOLIEH IICUXOJIOTMYECKON paHe,
nony4yeHHo IllecTakoBoi 3a HECKOJIBKO Jie-
CATHJICTHH JIO0 NX HAITMCAHMSI.

B nocnenyromme roxer lllecrakoBa ya-
cTO OBbIBaJIa B IJIOXOM cocTossHuu. H. dun-
neizeH B JlHEeBHUKe ymOMUHAN OBITYIOIINE
B OOIIIECTBE CIIYXU O CKJIOHHOCTU «MUJIOU
Jlrommuiibl IBaHOBHBD) K TOPSAYHUTEIHHBIM
HAIIUTKaM, O HEKOW «IPOTOMAHUU», MOOY-
JKIaBIlel e€ coBepIiarh 10CTaTOYHO CTpaH-
HbI€ TIOCTYNKH, O PAa3BUBIIEMCS TITOTE-
HUU «K COBEPUIEHHO 3aMKHYTOW XU3HU,
HE MCKIIIOYaBILIEH, BIPOYEM, HEYMECTHOU
MOTPEOHOCTH «HAPSIKATHCA U MPUXOpPAIIIH-
BaTbCI» '©.

'l KomMeHTaTOphl OTMEYasH, YTO MPH BCel pe3kocTH ToHa muchMa B. CracoBa mo MmoBOIY «CIHCKa
counHeHu# [TIMHKWY, cleayeT MpU3HaTh, YTO OH OBUI paB, TOBOPSI, YTO HE MOT PU3HAThH 3TOr0 HEOOJBILIOTO
nepevHs 3a MoaHbIi crrcok opus’oB Imunku. Cwm.: [lepenncka M. A. banakupesa ¢ B. B. CracoBsiM...

12 EcTh HEBHATHBIC YIIOMHHAHHUS O TOM, 4TO y LllecTakoBoii B Opake poanIIOCh IBOE CHIHOBEH, yMEPIIUX

B MajosnercTBe. O HUX HU OHA, HH ONMKalIIMe POICTBEHHUKH HUTAE He BcroMuHamu. CMm. 00 3ToM:
Hesepununa H. B. «Mou Beuepa» JI. U. IllecTtakoBoM...

13 Cracos B. B. Crateu 0 my3bike. M., 1930. C. 109.

4 Tepenénkuna 3. M. JI. U. IllecTakoBa — cectpa, Apyr U XpaHurtenbHuua Hacueaus M. W. TnunHkw.
URL: https://nasledie.admin-smolensk.ru/personalii/glinka-mihail-ivanovich/novospasskij-sbornik-vypusk-
vtoroj/3-m-perepelkina-l-i-shestakova-sestra-drug-i-hranitelnica-naslediya-m-i-glinki/ (mara o6pamienus:
15.10.2023); ITepenénkuna 3. M. [latk nqpyromy cuacthe — Kakoe niryookoe OnmakencTBo. URL: https://zn-
smol.ru/?module=articles&action=view&id=3586 (nara oopamenus: 15.10.2023).

15 Cwm.: [Tocnennue nuu Oneuku, BociomuHanus [ 1890]. Pykonuck HeycTaHOBICHHOTO JIMILIA C TIPUITUCKON
JI. W. lectaxoBoii. Poccuiickas HanuoHansHast ononuoteka. Otaen pykonuceid. Apxus H. ©. Gunpelizena.
®. B. 16. Om. 3. Ex. xp. 2807. 10 1.

16 dunpeitzen H. ®@. Juepuuku. T. 5: 1920-1924 / pacumdp. pyk., UCCAET., KOMMEHT., MOAT. K myOII.
M. JI. Kocmosckoii. CI16., 2021. C. 257.
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Ko BpeMeHM HamucaHWs CBOEH NEPBOU
MemyapHou ctatbu O InmnHke Illecrako-
Ba IpeBpaTWiIach B PaHO COCTAPUBIIYIOCS,
OOJIbHYIO KEHILKHY, >KMBYLIYIO C TPy30M
MBICJIE O MpPEeAaTreabCTBE W HEBOCIOJIHU-
MBIX [TOTEPSIX, B YEJIIOBEKA C HECOMHEHHBIMU
TICUXOJIOTUYECKUMHU TTPOOIeMaMHU U TOTIBIT-
Kamu (Jarie Bcero 0e3yCHenHbIMHi) UX ca-
MOCTOSITEIILHOTO pa3pelieHus. ITO CIEAyeT
MOCTOSTHHO UMETh B BUY, 00pamiasch K TeK-
CTy CO3/IaHHOW €K CTaTbU, KOTOpas craja
Ui He€ OJHUM U3 CIOCOOOB CIIPaBUTHCS
C caMoil co0Oil M CMHUPHUTBCS C JIEHCTBH-
TEJIbHOCTBIO.

Buaumo, yunuTteiBasi COCTOSIHUE U TIOJIO-
xenue lllecrakoBoit, [mutpuii CtacoB u
Yyepe3 HECKOJIBKO JIET TI0CIIe CBOEH KEHUTh-
Obl TIpOmOJDKUI oOmarecs ¢ Jlrogmunon
WBanosHoi#i!’. Ho, cynst mo Bcemy, ocTaBal-
ca nosa camou lllecrakoBoi «HEPYKOMNOXKar-
HbIM». B cTarbe, kacasch HCTOPUU CO3/IaHUS
«3aInCcoK...», OHa CO3HATEJILHO yMOJIYaJIa
0 €ro y4acTHuH, «3aMKHYB» Bc€ Ha cebs. Bos-
MOXKHO, 3TO OblIa €€ MaJIeHbKasl KEeHCKas
MECTb.

3HAUYUTEIILHOE MECTO B CTATHE 3aHUMAIOT
muaHble BocriomuHaHus [llecTakoBoii o Opa-
Te. I MMHKaA MOCHEOHNUX JIET KU3HHU 3aIlOM-
HUJICS € CTPEMUTEIHHO CTAPEIONIUM YelI0-
BEKOM, KaIPU3HBIM U TTOYTH OECTIOMOIIIHBIM
B pPCIICHUH 3a00T IMTOBCETHEBHOCTH.

3mecyr IllecrakoBa ObLIa IICUXOJIOTH-
gecku TouHa. COBPEMEHHUKH W TPUSTEIU
[MTMHKM HEOMHOKpPATHO OTMEYalId, YTO OH
cTan JICHUB, MEJJINTENICH, HE JIFOOMII JaKe
CaMOCTOSITEIHHO OJIEBAThCS, MPEATIOTUTAS

npuberarb Kk nomouu ciayru. lllecrakoa
TOXXE HE TPOIIJIa MUMO TEMBI «0apCTBYIO-
niero Opatay. [loquépkuBasi JOMOTHUTEIB-
HBIC TTOJJPOOHOCTH ITOW €ro 0COOCHHOCTH,
oHa ewé OoJsiee cryuana 4epTbl pUCYyeMOro
€10 MOPTpeTa, 3amMeuas, 4To OpaT «He 00U
BbIe3kaTh» U3 [{apckoro Cena, a eciv U BbI-
€3)Kall — TO «OYEHb MaJio»; ObUT paccesH,
JFOOWMIT «BAJISITHCS JITIS1 OTABIXAY, «HE JTFOOUI
HUKAKUX JIE] U XO35IUCTBEHHBIX JPSI3T», «HE-
YMEHbE BECTH JieJia ObLJIO CHUJIIBHO Pa3BUTO
B HEM»; «II0 €ro JieTaM OeCTOKOIHAs KU3Hb
NyTELECTBEHHUKA ObuIa [eMy yKe]| He ToJ
cuy»'s.

Bo3M0XHO, B KakOii-TO M€pe TaK OHO U
osL10. [lokazarenen pacckas lllecrakoBoii o
ToM, Kak [ mimHKa, moexas 0e3 He€ k JlyOenb-
Ty, BOSMYIIEHHBIA (aKTOM H3IaHUS TEpe-
JIOXKEeHUsT 0apKapoibl « YCHYIH TOIyObIe. . .»
MOJT €r0 UMEHEeM, HO 0e3 yuacTus ero camo-
ro, MOMNPOCTY MOTEPsUI 3aBETHBIA HOTHBIN
CBEPTOK U, BEPHYBIIUCH C MyCTHIMHU PyKaMH
JIOMOM, OTKa3aJicd OT IONBITKM BOCCTaHO-
BUTH CHPABEAJIUBOCTD.

VMuiIeHue, CHUCXOAUTEIbHOCTh, CE-
CTPUHCKAsl <GKaJIOCTIMBOCTBY MPOIVISAIbI-
BAJIM B TAKOM ONMCaHuU [JMHKHU, NEelCTBU-
TEJIbHO XPAaHMBIIEM JI0 TOCJIECIHHUX JIET
JKU3HU OapCKkue TPUBBIYKK JIETCTBA, BEp-
HOCTh KOTOPBIM C TOJaMU JIHIb yCYTyOu-
nack. «Jlig Hero yxoxa ObL1 HEOOXOIUM; OH
TaK MPUBBIK K 3TOMY C CAMOT'0 JIETCTBA, YTO
y>K€ 3TO MPEBPATUIIOCH Y HETO HE B IIPUBbIY-
Ky, HO B HEOOXOIMMOCThY, — MOAUEPKUBaa
[lecrakoBa®.

Ho naneko He Bcem yuactue Illecraxo-
BOW B XKW3HM [ TMHKY BUAEIOCH OJHO3HAYHO

17 1. CracoB BeIcTymuI moBepeHHBIM IllecrakoBoii mpu pasOuparenabcTBe €€ ela B TmKOEe co
@. CremnoBckuM (1867), BRIITpaB €ro; MPoA0Kal YI4aCTBOBATh B CyeOHBIX nmenax [llecTakoBoit u mo3nHee,
Kypupys cyaeoHsle ucku lllectakoBoit k CTEIIIOBCKOMY.

18 TinHKa B BOCIIOMUHAHHAX COBPEMEHHUKOB... C. 296-298.

¥ Tam xe. C. 301.
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MO3UTUBHBIM. «JKeHckasi 3a00TimuBas pyka
CECTphl OTHECTACh K mpueskemy [InuHKe.
— C. JI.] kak K 00JIBHOMY, yCTpaHuia pa-
30M M HaBCErja CTakaH KpacHOro BHHA, 3a-
MEHHUB €r0 CEJIBTEPCKOIO0 BOJIOI0, a KIHOUOM
— HOYHBIE BIOXHOBEHUS Y POSIIs», — IHU-
can Il. KoBanesckuii®. OH ke BCIIOMHHAII,
yto I'nunka, xuBsg ¢ lllectrakoBoM, «COCTO-
U1 oJ1 [e€] HayaIoM», 3aBUCEN OT PEIICHUI
CECTPBI, KOTOpasl 1aKe «yKJIaJbIBajia €ro Te-
epb CIaTh paHo»>!.

MHuoroe u3 BcriomHuBIIErocs:i Kopajen-
CKOMY OBLIO, Cylsi MO BCEMY, HE JIMIIECHO
ocHoBanuM. lllecrakoBa mOpPOM HOHEIbB3A
CKMMaJia BOKPYT [ TTMHKHU «KOJBIIO JTF0OBWY,
NpUYEM JIeNIajia 3TO HA YAHMBJIEHUE MCUXO-
Joru4yecku rpamotHo. [loxkanyii, oHa cama
HE BCeraa JIo KOHIIAa CO3HaBajla, HaCKOJIbKO
BUPTYO3HO €M yJABAJIOCh MaHUITYJIUPOBATh
Oparom:

...mpunuia (anTasus Opary 3ajaenarb JIBephb
TOCTHHOM B 3ally: «...JUJIsl TOTO, TOBOPHJI OH,
YTOOBI UMETh OCOOYI0 KBapTHUPY, U UYTOOBI
UMETh BO3MOXKHOCTH TPUHHMATh Pa3HBIX
JIVII, KOTOPBIX TIPU OOIIEeH KBapTUPE HEY100-
HO OBUTO MPUHUMATH». SI HEe MPOTHUBHUIIACH,
3Hasl XOPOIIIO, YTO MPH HACTOHYNBOM XapaK-
Tepe Oparta 3TO HH K 4eMy HE NMPUBEIET,
OH TeM OoJiee crenaeT mo-ceoemy. BooOrie
HYXXHO OBIJIO YCTYITUTh €MY H TIPEIOCTaBUTh
camMoMy CO BpeMeHeM 00IyMarh U pa3ooparb
neno <...> Tak CIy4yusIoch M TeNepb: XOTsI
s BIIOJIHE CO3HABaJia, YTO 3TO HEJETOCTh,
HO, 3Hasl €ro, yBepeHa Oblila, YTO 3TO HEHa-
JIOJITO; IBEPh 3a0MITH, OKJICHITH IIITajJepaMu
C €ro CTOPOHBI, M HE OCTaJOCh Clena JBe-
pH; B IIepBBIE THHU Opat ObLT JOBOJICH, TIOTOM

Ha4vaJl HaXOJUTh HGYI[O6CTBa, U KOHYHNJIOCH
TEM, UTO 4YpE€3 ABC HCACIIN NPHUIIIOCH OIIATH
OTApPAaTh MINAJICPbl U OTKOJIAYUBATL ABCPD,
U OISITh BCE TOMLIO MO-CTapoOMYy-2.

I'muHka 1 caM HeEpeIKo OUIyIIajl CBOIO
3aBUCUMOCTH OT 3a00Thl U 00BHU IllecTa-
KOBOW, HEPEAKO JeNall YCUJIHsI, YTOObI BbI-
pBaTbCA U3-TI0J] OMEKU CECTPbl, U IMU30]
C TIOTIBITKOM YCTPOMCTBA ISl €05l TUIHOTO
POCTPAHCTBA — HE E€IMHCTBEHHBIH TOMY
npumMep.

Ho B co3nanum BheyaTIWTENbHOM Ce-
CTpPBl CIHOHTaHHOE «OyHTapcTBO» Opara
OCTaBaJIOCh HE3HAYMMBIM. [0pazmno Gomnbiie
e€ TPEBOKUIIM TTPUBBIYHBIC TPUMETHI JKU3HH
Y MOBeIeHusI Opara, oOpeTaBIIne Teneph Ka-
TacTpouuecKkre MaciTalbl, CKIIaIbIBasCh
B TIPEJBECTHUS HAIBUTAOIICHCS OCbI U BbI-
3bIBasi CTpax U 0OJIb.

BerpetuBmuck ¢ [unkoit B 1854 rony,
[IlecTakoBa u yBuEIa €T0 HE3OPOBYIO MOJ-
HOTY, ¥ TOYYBCTBOBAJIa U3MEHEHUS XapaKTe-
pa, u oOparuiia BHUMaHuEe Ha (PUKCUPOBAB-
MIMEeCs UM CaMHUM B OOIICHHH C OMU3KUMU
yCTaJ0CTh U paBHOAYIIME. Buis nepemMeHsl,
OHa ycrokauBasia cebs TeM, 4TO OTHOCHJIA
OO0JBIIYI0O UX YacTh K JaBHUM OCOOCHHO-
CTSIM TJMHKUHCKOTO TIOBEACHHS: «...4TO
B HEM OBUIO Pa3BUTO JI0 HEBEPOATHBIX pa3-
MEpOB, 3TO MHHUTEIIBHOCTb, — OH TakK 0o-
SIICS CMEPTH, YTO JI0 CMEIIHOTO OTpa)Kaa
ce0st OT BCSIKUX MaJOCTe|, KOTOPbIE, MO €ro
MHEHUIO, MOTJIM BJIHSITh Ha €r0 37J0POBKE.
OH ObLT MHOTIA HE3J0POB, KaK U BCce ObIBa-
10T, HO OH ce0si cunTall Bcerna OOJIbHBIM U
JlaKe 4acTo ONU3KUM K CMEPTH...»>. BbITh

20 Kosanesckuii I1. M. Berpeun Ha sku3HEHHOM IyTH. Muxann MBanosuu I'muuka // Vcropudeckuit

BectHHK. 1888. T. 31. SIaBapp—mapr. C. 570.
2l Tam xe.

22 TiMHKa B BOCIIOMHUHAHUAX COBPEMEHHUKOB... C. 302.

2 Tam xe. C. 300.
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MOJKET, IMEHHO 1T03ToMYy [ TIHKa Beerna u3-
Oeran J1t0OBIX pa3roBOpoB 0 cMepTH. [laxe
KOTZIa M3 JKU3HU YXOIWJIN ero Onrpkaidiime
Ipy3bsl, OH CTapajcsi HUKOTAa HE YIIOMUHATh
00 ux koH4HMHE [5]. A y3HaB O cMEepTHU Ma-
TEpH, OH BIaJl B IITyOOUaNTIIyIO ICTIPECCHIO,
CYLECTBEHHO MOBJIMSIBUIYIO Ha €ro 3J10po-
BbE.

Ho 60sb OT 0O4eBUAHBIX U3MEHEHUH pBa-
na IllecrakoBoii aymy. ITamsate 00 3TOM
001K octanack y He€ Ha rofbl, yCyryonéH-
Hasi €€ COOCTBEHHBIM COCTOSIHUEM U MOCTO-
STHHO BCIUIBIBAIOIIMMU MBICIISIMU O BHE3al-
HOU KOHUMHE OpaTa ¥ CBOEH «BHUHBD) B TOM.

CBoeil OUTH «UHTHUMHOW JOBEPUTEIIb-
HOCTBIO» B ONHCAHWU OpaTra B MOCJIETHUE
rozasl ero »ku3Hu lllecTtakoBa oka3aia BeCh-
Ma HEOAHO3HAUHYIO YCIIYTY €r0 peryTalnH,
B CYIIECTBEHHOW Mepe CHUXasl TUETET BBICO-
KOTO OTHOIIEHHS] K KOMIIO3UTOPY, 3aKJIabl-
Basg «OUK(OPAOB LIHYP» IO/ HMHTEpHpeTa-
1yt obpasza [muHkK moromkamu. Bemomast
CECTPUHCKMMH YYBCTBAMU U MaMSThIO
0 MaTpUapXxajbHbIX TPAAULIUIAX CEMbHU [Tu-
HOK, IllectakoBa Obuta cTONb yOenuTeIbHA
B OOHApOJIOBAHUU CBOETO0 3HAHUS O HIO-
aHcax XapakTepa Opara, 4TO HaImUCaHHOE
MOCTENEHHO O0peTano B riia3ax OONbIINUH-
CTBa €ro MoYyHuTaTenel craryc 6ecCropHOro
00BEKTUBHOTO CBUJIETENbCTBA. He oTmasas
cebe oTtuéra, [llectakoBa B cTarbe co3aaBa-
J1a BECOMbIE MPEANOCHUIKH JJIs1 TOJIKOBAaHUS
WHIUBUAYaTbHOCTH [TTMHKY ¢ MO3UIUI TH-
MUYHOTO JJIsi TOro BpeMmeHu obpaza OoOno-
MOBa U «OOJIOMOBIIMHBD) KaK KyJIbTYpPHOTO
apieHus. [longxBaueHHOE COBpEMEHHUKAMU
U TOJJEpKaHHOE TMOTOMKaMH MOJ00HOE
BUJICHUE BILIOTH JI0 cepeauHbl XX CTONETUS
JaBajo o0 cebe 3HaTh, TOJKYeMOE€, B 3aBU-

CUMOCTH OT WJICOJOTUYECKHUX 3a/]ay, 4acTo
B BechMa HeOmaronpuaTHoM st [uHku
cBeTe*.

Jlnunble BocnomuHanusa lllecTakoBoit
0 XapakTepe U ImpuBbIUKax [NHHKU ObLIH,
o OOJIBIIOMY CU€TYy, BBIPAXKEHUEM CKPHI-
TBIX B €€ TIOJCO3HAHUU COOCTBEHHBIX
«6oneBbIX TOYek». OHU BbIABANH, CKOJIb
CUJIbHO B HEW MPOJIOJKAJIO KUTh HEpac-
TPaueHHOE€ MATEPUHCKOE UYBCTBO, IIO-
TpeOHOCTH JIIOOUTH, 3a00TUTHCS, OTIEKATh,
nojacka3piBaTh U oOeperath. «lloTtakas»
['muHKe, oHa BUAENA €r0 B3POCIBIM peOEH-
KOM, CPOJAHUBIIMMCS B €€ BOCIOMUHAHHU-
AX U C YMEpIIEH 0YEepPhI0, U C TaK CKOPO
IIPOMEJIbKHYBILIEH CEPAEYHON NPHUBSA3aH-
HocThIO K J[. Ctacosy.

JI. KapmanunHa, BCIIOMHHasi O CECTpe
[uHKY, ¢ YUCTO KEHCKOIM HAOIIOIaTeIbHO-
cThio 3amedaiia: «Jlrommuiia UBaHoBHA, Kpo-
Me TOTO, 4TO ObLIa HEKHAs CecTpa, 3a00TH-
nack 0 M. U., kak MaTh 0 CBOEM peOEHKeE. ..
CKOJNBKO KEHCKOTO TaKTa, JEIUKaTHOCTH,
9TOOBI yOepeub ero Bo BpeMs 0oJie3HH, Ya-
CTO TIOBTOPSIOIIEHCS, U OXPAaHUTHb OT pa3-
HBIX CTOJIKHOBEHHM, KOTOpHIE, IO HEPBHO-
ctu M. M., nelicTBOBaJIM Ha HEro CHUiIbHEE,
YeM Ha Koro-iubo apyroro. S, nmpaso, peako
BCTpeYasia JAPYTyI0 TaKyl0 HEXHYIO CECTPY
U YyIHYIO KCHITHHY»>.

Cropy Het: [mnHKa nuMen HenpocToil xa-
paktep. bbul kanpuseH, dygakoBar, MHHUTE-
neH. Ho B To ke BpeMsi — OTXOA4uB, 100D,
MOTI' PAcYyBCTBOBATbCA 1O CIE3, JIOOWI
MOCMESTHCS, B XOPOIIME MOMEHTHI KU3HH
OXOTHO obmiancs ¢ npustensimu. Koneuno,
C roJjaMM MHOTO€ MEHSJIOCh. DHEpreTHKa
00poro HacTposi TOCTENEHHO HCCsAKaa.

% Cm.: Paky M. I My3bikanpHasi Kilaccuka B MH(OTBOPYECTBE COBETCKOW OSMOXH: MEXaHU3MbI
«penykuum» Kiaccuueckoro Hacnenus. M.: HoBoe nureparyproe o6o3penue, 2014. C. 454.
2 TIMHKa B BOCIIOMHHAHUSIX COBPEMEHHHKOB. .. C. 288.
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Opnako Oyap [nmuHKa CTONH HEMPHUCTIOCO-
ONleH K JKW3HM, alaThyeH, 3aBHUCHUM, Kak
BCIIOMUHAJIOCh 3TO CECTpE, IMpeBpallancs
OH JICCTBUTEIHLHO B TOTO HEMOBOPOTIMBO-
IO «MPOXKOPIMBOTO OprOXaHa», 0 KOTOPOM
MUcaj caM, €My HE yIalloCh Obl COBEPIIUTH
MHOXXECTBO TE€X IMOCTYIKOB, KOTOPBIMU
OBLTM OTMEUEHBI MOCIEIHUE TOJIBI €TO KHU3-
Hu B Poccun.

Mexay TeMm, eiBa mpuexaB, EPBOE, UYTO
caenan ImuHkKa, — BEpHYNCS K MPEKHEMY
Kpyry oOIleHus, coOpaB Ha IAPCKOCEIb-
ckoil made cBoux mpusitenedt A. JIbBoBa,
B. Onrensrapara, U. lllectakosa, A. Cepo-
Ba, /[. CracoBa, K. Bunn6oa, Il. PeiHauHa
¢ cynpyroi. biaro, moBog ajis 3TOro uMen-
Cs — JIeHb POXJCHUS U UMEHUHBI KOMIIO-
sutopa. lllectakoBa B crarbe ymnoMHHaIa
O IpHUEXaBIIMX B T€ JHU, HO yMaJlyMBalia
0 TOM, YTO IIIyMHBIE BCTPEUH Y [ TUHKH 3TUM
HE OrpaHUYUIIKCH.

I'muaka Berpewancs ¢ M. Kpxkucesuu,
A. bumubwunoii, I'. JlomakuaeiM, B. Komo-
rpuBoBbIM, C. JleBunikum, @. byciaeBbim,
O. TI'yuke, ®@. Cremnockum, B. Bacuiib-
ko-lletpoBbiM, A. Jloau, I11. CtenaHnoBbIM,
A. Kepn, opatesasmu CtacoBeiMu, M. ba-
nmakupeBbiM, obmancs ¢ M. ['eneoHOBBIM,
3aCTaB MOCJICIHUE MECSIBI €ro KU3HU [6;
7]. OH BO30OHOBWIJI 3aHATHS IO CKPHIIKE,
My3uipoBas Bmecte ¢ A. CepoBbIM, JTUK-
TOBajJl CBOIO aBroOMorpaduio AJis >KypHa-
na, uznapaemoro @. detucom, BcTpevaics
¢ @. ToscTbIM, NPUCTYNHI K 3aHATUAM
¢ 1. JIeoHoBOM, Ioceman My3bIKaJIbHbIC BE-
yepa B. Onoesckoro u [. Bonkonckoro [8],
ycTpauBall y ce0s My3bIKallbHbIE Bedepa
¢ urporo B 12 pyk, yuacTBoBaJ B Ipooe ¢ Xo-
pUCTaMU B TeaTpaIbHOM IIKOJIE, TPUIJIAIall
K cebe MaypepoB 1Jisi MCTIOJHEHHSI OeTXO-

BEHCKUX TPHUO, YYaCTBOBAJI B IOATOTOBKE
koniepra C. tynmaHna...

[IepeyeHb 3aHATUNA KOMIIO3UTOPA B 3TOT
MEepUOJ JIETKO MPOAOKUTh. Bpsan nu mo-
noOHBIH 00pa3 XKU3HU MOXHO OBUIO OBl
Ha3BaTh 3aTBOPHUYECKUM, a caMmoro [TuH-
Ky — IOCTOSIHHO OXKUJAIOIIUM CMEPTH J0-
MOCEJIOM, M30€raroiuM OOIIEHUS C JIIO0Ib-
mu. Tem Oonee yTo enBa ocTaBIIUCH «0Oe€3
npucmorpay» IllecrakoBou, [nrHKa Hadan
3alyMbIBaTh HOBYIO MOE3AKy. Yxke 16 cen-
Ta0pst (1854) oH kanoBaicsi B NHUCbME
B. Ownrensrapary: «Kak Bojika HE KOpMH
BCE B JIEC XOUET, TaK U MHE HECMOTPSI Ha 3a-
OOTBI CECTpHI HE JIOBKO Ha ceBepe»?C. [1poii-
JIET BCEro HECKOJILKO MecsleB, M InnHKa
nokuHeT u Cankr-IlerepOypr, u llecraxo-
By. [IpaBna, mpu 3ToM OyzieT CTpOUTH IIaHbI
00 ux OymyImiei BCcTpeue, y)Ke 3a rpaHuLICH.
Ho neiicTBUTENBHO JIU OH HAaMEpEBAJICS UX
UCIIOJIHUTh — HE SICHO.

Bcnomunas Opara, lllectakoBa crapa-
Jach He yTpaTtuTh oOpa3 JHOMMOro U J0-
pororo el wiena cembu. Ho sToT 00pas, Ta-
KOM, KaKuM OH OBbUI NMPEACTABIEH CECTPOH,
HE BO BCEM COBIIAJal C TEM, KAKOBBIM
B PEAJbHOCTU OBLI B TIO3IHUE TOMBI )KU3HU
I'mmaka. Wng HaBcTpedy €€ OXUIOAHUAM,
OH, KOHEYHO, MOI' TO3BOJIUTh ceOe BBIIIS-
JeTh Ca0bIM, YCTaBIIUM, CTpPaJaOIIUM,
3Has, YTO OHA, UICKPEHHE EMY COIlepEekKHUBas,
OyIeT OCTpO BOCHPUHUMATh BCE €ro XkKaJyo-
Obl U SMOIMOHAIBHO pearupoBaTh HA HHUX.
Ho, cyng mo BceMmy, B mepuoa, 0 KOTOPOM
BcriomuHana IllecrakoBa, camoouryiieHue
U caMolipe3eHTauus [JIMHKY He coBHaaaln
npyr ¢ npyrom. CoOCTBEHHO TOBOpS, TaK
obu10 Beerna. Ho HuKorna He mposBIsIOCH
Tak sBHO. [unemMmy «OBITh WM Ka3aTbCsD)
OH OJJHO3HAYHO pellaj B TO BpeMs B MOJIb3Y

6 Muxawun MBanosuu ['unka. JIuteparypHoe Hacnenue. B 2 1. T. 1: ABro6uorpadpuyeckne 1 TBOpYECKUE

Marepuaisl. JI.; M.: Mysrus, 1952. C. 496.
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«OBIThY», OCTABJISISL HA JIONIO «KAKYIIETOCs» Ty U CECTpe Kak ONM3KHUM POJACTBEHHHUKAM,
CJIOBECA Y CTECHAHWUS, «IO3BOJISISDY OTKPBITH  HO BPSJ JM aJ€KBAaTHO BOCIPUHUMAIUCh
ce0st B TaKOU CBOEH MIIOCTACH YEIIOBEKY, HE ~ CTOPOHHUMH HaONIIOAaTeNs MU, C HacMell-
MPOCTO TOTOBOMY BBICIYIIATh M MOCOYYB-  KOW, HEAOYMEHHEM «Pa3IisiIbIBABIINMI
CTBOBaTh, a MOCTOSIHHO HAaCTPOEHHOMY Ha  0OapCTBYIOIIETO, YacTO XaHApAIIero [ TuHKY,
OXKUJaHHE TAaKOW BO3MOXXHOCTH, TIyCTh IaYKE€  CTPOsl HAa cel CuéT camble pazHOOOpa3HbIC
HE Bcerza Bepsi B 000OCHOBAHHOCTh BBICKA-  MPEIMOJIOKECHHUS.

3BIBaBIINXCS KaJ00. Otroro-to I'MMHKAa — MpU BCEX CBOMX
B wu3BecTHOM cMmbIcie 3TO Oblla «Mrpa  MOPbIBAX K CaMOCTOSTEIBLHOCTU U CBOOOJE
XapaKTepoOB» U CEMENHbIE TPaJWLIUU, Ipa- — TaK JIOBEPSUI CECTPE U LIEHUJI €€ NPUCYT-

BUJIA KOTOPBIX OBLIIM XOPOIIIO U3BECTHHI Opa-  cTBUE. OCOOEHHO B KOHIIE CBOEH KU3HHU.
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B KynbtypHoe Hacnepue B uctopudeckou oueHke [l TN
Hayunas cratbs

«HoBas 6aneTHas kpuTtuka» (1993-2003) o «coBeTckoM» 6aneTe:
$OpPMbI KYNLTYPHOFO PECANKIMHIA

JIroooBb AOpamoBHa Kynen

llemposzasoockas cocyoapcmeennas koncepgamopus umenu A. K. Iasynosa,
2. [lempozasoock, Poccus,
lkupets@yandex.ru, https.//orcid.org/0000-0003-3344-2318

Annomayun. B nocrcoBerckoii Poccun GaneTHas KpUTHKa, KaK M OMepHas, UMEET MOYTH
30-JIeTHIOI UCTOPUIO, U Hanboliee SPKUM U 3HAYUMBIM BUAMUTCS TMEPBbII MEPUOJI, OXBATHIBAIOIIUI
1990-e — mnawano 2000-x romom. Jlyis stoii HoBoit OamerHOl KpUTHKH (Tak €€ Ha3bIBaeT
Banum T"aeBckuit) kak yactu HoBo# pycckoil My3bIKanbHON KpUTUKH (110 ompenenenuto Onbru
Manynkunoii u [TaBna ['epiiieH3ona) HOpMaTUBHBIM CTAHOBHUTCS PSIJT 0COOCHHOCTEH: 3MaTaXKHOCTh
CTHJIMCTUKU M 3arojOBKOB, JeMuoioruzamnus MpousBeleHUd u xopeorpadoB, HCIOIB30BAHUE
B HappaTUBax CpPaBHEHUN C MacCOBOM KyJabTypoW, MpOHWYHBIA mnoATekcT. Kak u B omepe,
MOJMUTHUYECKUI AUCKYPC CTall BaXKHBIM B OAJETHBIX PElENIUsIX 3TOro BpeMeHH. B pereH3usx Ha
MOCTaHOBKHU 0alleTOB COBETCKOTO BPEMEHH (M HE TOJBKO) YaCTO YIIOMHHAIOTCS TJIABHBIE IIEMEHTHI
COBETCKOTO MAacCOBOTO HCKYCCTBAa — COBETCKHE (PUIBMBI, CUMBOJIBI TOTAJIUTAPHOU KYIBTYpPbI
— CKYJNBIITYypa M HUJCOJOTUYECKUE MaTepHalbl. B CTUIMCTHKE M 3aroioBKaX JIKCIUTyaTUPYIOTCS
MHOTOYHCIIEHHBIE COBETHU3MBI, KOTOPHIE XOPOIIO 3HAKOMBI W Yy3HaBaeMbl aynutopueil. Kak u
B ONIEPHBIX PEICH3USX, HETABHEE «COBETCKOE» B OANIETHBIX PEIEHIIMSIX CHHTE3UPYETCS C COBETCKOM
MacCOBOM KYJIBTYpPOW M MOAHBIMU TEHICHIMSIMHU B CTpaHE — KYJIBTOM 3aIlaJHOro KuHemarorpada
U BIMSIHHEM OTEYECTBEHHBIX U 3apyOEKHBIX JIUTEPATYPHBIX, HAYUYHBIX U AMHUCTOISAPHBIX TEKCTOB.
Ho, B oTinune ot onepHOi KpUTUKH, B OaJeTHBIX HappaTuBax 4€TKO QUKCHpyeTcs pasHooOpasue
KAHPOB «COBETCKOro» Oanera (mpuuuciss k HuM Oanetsl Cepres [IpoxodwseBa u Jmutpus
locTtakoBuua); 6anetsl ¢ 1961 roma uHTEpHIpPETUPYIOTCA Kak TpaHCHOpMAIUS «COBETCKOT0» MO
BIusiHUEM Xopeorpaduu [xopmka bananynna; moHsATHE «COBETCKas Xopeorpadus» moapa3yMeBaeT
Y HEIOCTMXKUMOE, HallPUMED, B BOILIOIIEHUU TePOUKH U CO3/IaHUU MAacCOBBIX ciieH. Ha ocHOBaHuu
MPOBEAEHHOTO aHANN3a B CTAaThe BBIACIEHBI YeThIpe (OPMBI KYTBTYPHOTO PeCAKIMHTa B OaJIETHBIX
peleniusX: pecallkiuHr, a la 6aneTHbI pecallkiIuHT, IBOHHON peCalKINHT U KBa3H-PECANKITUHT.

Knirouesvie cnoea: Ganer, HoBas pycckas My3bIKanbHas KpUTHKA, HOBas OaleTHas KPUTHKA,
peleniyu, KyIbTypHbIl pecallKIIMHT, COBETCKasl KynbTypa, [laBen ['epiieH30H, KOHTEHT-aHATH3

Jna yumuposanusa: Kyneu JI. A. «HoBas 6anetHas kputuka» (1993-2003) o «coBeTckoM»
Oanere: popmbl KyIpTypHOTO pecaiikiunra // [Ipodnemsl Mmy3bikaabHOU Hayku / Music Scholarship.
2023. Ne 4. C. 22-34. (Ha anr. s13.) DOI: 10.56620/2782-3598.2023.4.022-034
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bnazooapnocmu: Paborta BeimonHeHa npu GuHaHCOBOH mojuepkke PH® B pamkax HaydyHOTO
npoekra Ne 19-18-00414 («Cosetckoe ceroans: @opmMbl KyJIbTypHOTO peCaiKJIMHIa B POCCUHCKOM
HCKYCCTBE U 3CTETUKE MOBceAHEBHOT0. 1990-2010-€ roas»).

Introduction

The article presents a continuation of
the research on the functioning of features
of the Soviet element in contemporary
Russian culture from the perspective of
cultural recycling. Cultural recycling of the
Soviet element in the modern discourse of
academic music is a phenomenon of a special
type of remembrance and the embedding of
fragments of the past into a new post-Soviet
context, active reference to and use of actual
personalities and musical compositions
of the Soviet period in the post-Soviet era.
About the comprehension of recycling
Soviet attributes to date, see the large
section Cultural Recycling: The Experience
of the (Post) Soviet Element in the journal of
New Literary Observer (2021, No. 3) and,
in particular, a historical-theoretical article
by Valery Vyugin' and other articles in this

scholarly field. [1; 2; 3; 4, 5; 6; 7] Back in
2020, my article provided a prescriptive
analysis of the newspaper articles that
appeared in the first volume of Opera* from
the 2015 three-volume anthology titled New
Russian Music Criticism. [7] Hence, we are
presently posing the following question:
does the Russian ballet criticism about “the
Soviet element” differ from opera criticism
at the turn of the 20th and the 21st centuries?
In the article, the basis for the analysis® was
the 2nd issue of this three-volume book.*

What is “New Ballet Criticism"?

Already in the first volume of the
anthology, Olga Manulkina and Pavel
Gershenzon not merely identified the
phenomenon of NRMC® (which includes
“new ballet criticism,” as Vadim Gaevsky
labels it®), but also emphasized the years
1993-2003 as the period of its formation.

' Vyugin V. “Kul'turnyi resaikling”: k istorii ponyatii (1960-1990-e gody) [“Cultural Recycling”:
A Contribution to the History of the Concept (1960s—1990s)]. Novoe literaturnoe obozrenie [New Literary

Observer]. 2021. No. 3, pp. 13-32.

2 Novaya russkaya muzykal'naya kritika. 1993-2003. V 3 t. T. 1. Opera: sb. st. [New Russian Music
Criticism. 1993-2003. In 3 Vols. Vol. 1. Opera: Collection of Articles]. Author-compiler O. Manulkina,
P. Gershenzon. Moscow: Novoe literaturnoe obozrenie, 2015. 575 p.

> Content analysis is used as the leading method, being essentially a formalized method of analyzing the
content of document texts, in which textual information is reorganized into quantitative indicators with their
further statistical processing. With the help of such factor analysis, latent tendencies that determine the content
of texts can be revealed, and conclusions can be drawn about the extra-linguistic situation behind the text.

4 See: Novaya russkaya muzykal'naya kritika. 1993-2003. V 3 t. T. 2. Balet: sb. st. [New Russian Music
Criticism. 1993-2003. In 3 Vols. Vol. 2. Ballet: Collection of Articles]. Author-compiler P. Gershenzon,
A. Ryabin, B. Korolyok. Moscow: Novoe literaturnoe obozrenie, 2015. 664 p.

5 This title and its abbreviation were suggested by the authors themselves in the abstract of the publication:
Novaya russkaya muzykal'naya kritika. 1993-2003. V 3 t. T. 1. Opera: ... [New Russian Music Criticism.

1993-2003. In 3 Vols. Vol. 1. Opera...] P. 4.

6 Gaevsky V. Novye imena [New Names]. New Russian Music Criticism. 1993-2003. In 3 Vols. Vol. 2.

Ballet... P. 7.
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This period can be labelled as revolutionary,
since during that time the main objective
was to overcome the stereotypes of Soviet
music criticism, to interest Russian society
in academic music in the atmosphere of
fierce competition with mass culture and the
absence of a policy of ideological coercion.
At this time, the main path of development of
newspaper music journalism was outlined.
Depending on its place of formation and
public orientation, it can be called full-range
(universal) journalism [8, pp. 118-119].
This type of journalism is represented for
the most part not by specialized publishers,
but rather by universal-cultural types, in its
ballet version — such are the theatrical and
literary magazines: Moskovskii nablyudatel’
[The Moscow Observer|, Teatral'naya
zhizn' [Theatrical Life], Sankt-Peterburgskii
teatral'nyi zhurnal [St. Petersburg Theater
Journal],NevaandSibir'[Siberia]. Moreover,
they appear in a number of general-political
and even in economic magazines, such as
Segodnya [Today], Telegraf [Telegraph],
and Kommersant [Financier].

Both ballet and opera magazine texts
are beginning to address themselves for
a new audience. For example, the readers
of Kommersant-Daily, a newspaper with
a universal profile, have become the new
“middle class,” oriented towards Western
ideals and values, having received a higher
education and possessing a good command
of foreign languages, albeit, not specialists
1n academic music or ballet at all. As a result,
a model of music and ballet journalism has
been formed within the framework of “mass”
journalism, which combined professionalism

in the fields of music and ballet, problem-
related discourse of presentation, spectacular
publicity and modern intellectual and
everyday slang. This model of journalism
performed educational tasks among certain
audiences, using a language they understood,
and inserting academic music and ballet
into their perspective of the world. In this
situation, the predominantly subjective,
partly shocking use of the review genre,
in which the associations towards politics,
mass culture, and a general “lowering of
pathos” are brought in intentionally, as are
the somewhat shocking titles of the ballet
articles themselves.” For example:

Khochu byt' kichem [I Want to be Kitsch]
(about Yuri Grigorovich’s Corsair at the
Bolshoi Theater, 1994),

Ona v otsutstvii lyubvi i Grigorovicha
[She, in the Absence of Love and Grigorovich]
(about August Buornonville’s La Sylphide at
the Bolshoi Theater, 1994),

Skushal sorok chelovek [He Ate Forty
People]® (about the situation at the Bolshoi
Theater, 1995),

Grob s muzykoi [A Coffin with Music]
(about Vyacheslav Gordeev’s Last Tango at
the Bolshoi Theater, 1996),

Trup na stsene [A Corpse on the Stage]
(review of performances in Moscow, 1995),

Kakoe ozero lebedinee? [Which Lake is
Swanier?] (about Vladimir Vasilyev’s Swan
Lake at the Bolshoi Theater, 1997),

Myl'naya opera v Aleksandrinskom teatre
[A Soap Opera at the Alexandrinsky Theater]
(about Boris Eifman’s Red Giselle, 1997),

Vtoroi sostav obskakal pervyi [The
Second Cast Outperformed the First] (about

" For examples of such an approach to titles in opera reviews, see: [7, pp. 122—-123].
8 The second line is taken from Kornei Chukovsky’s children’s teaser poem Barabek (Robin-Bobin
Barabek, a translation of an English folk song), which was published in 1929 and became a bestseller in

Soviet times.
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Vladimir Vasilyev’s Giselle at the Bolshoi
Theater, 1998),

Seksual'naya revolyutsiya zakhlebnulas
v vanne [The Sexual Revolution Suffocated
in the Bathtub] (about Dmitry Bryantsev’s
Salome at the Moscow Konstantin
Stanislavsky and Vladimir Nemirovich-
Danchenko Musical Theater, 1998),

Parizhskii  gamen v lokhmot'yakh
akademizma [A Parisian Gamin in the
Rags of Academism] (about Roland Petit’s
Carmen at the Mariinsky Theatre, 1998),

Ne skuchai, Odetta, prorvemsya! [Don 't
be Bored, Odette, We’ll Make It Through!]
(areview of events in Moscow, 1999),

Mumiya voskresla [The Mummy has
Risen] (about Pharaoh’s Daughter at the
Bolshoi Theater, 2000),

Zolotaya rybka v tselofanovom pakete
[4 Goldfish in a Cloth Bag| (about Pharaoh's
Daughter at the Bolshoi Theater, 2000),

“Spyashchaya krasavitsa”: rep v stile
khip-khop [ “Sleeping Beauty”: Rap in the
Style of Hip-Hop] (about Karin Saporta’s
Bright Red Tears in Yekaterinburg, 2000),

Raskladnye kartinki s vystavki [Fold-
Out Pictures from an Exhibition]’ (about
Mikhail Shemyakin and Konstantin
Simonov’s Nutcracker at the Mariinsky
Theater, 2001),

Elektorat dozrel [The FElectorate has
Matured] (about Yuri Grigorovich’s Ivan the
Terrible at the Kremlin Ballet, 2001),

Umnye nogi [Smart Feet] (about George
Neumeier’s ballets at the Mariinsky Theater,
2001),

!

Kal'yany, veyera, popugai [Hookahs,
Fans, Parrots] (about Marius Petipa’s La
Bayadere at the Mariinsky Theater, 2002),

Staraya “Raimonda” prikhromala v
Bol'shoi [Old “Raymonda” Limped to
the Bolshoi] (about Yuri Grigorovich’s
Raymonda at the Bolshoi Theater, 2003),

A byl li lebed' [And Was There a Swan]"
(about the Royal London Ballet at the
Bolshoi Theater, 2003),

Toska posle orgazma [Yearning After an
Orgasm] (about the New York City Ballet’s
tour of the Mariinsky Theater, 2003).

This model can be designated as universal
cultural journalism, in which music and
ballet are closely integrated into the broad
socio-cultural landscape of Russia.

The “Soviet” Ballet Canon
Plus Stravinsky and Shostakovich

A content analysis of the index of names
and compositions in the second “ballet”
volume demonstrates not only the clear
attempt to provide a distance from the Soviet
past (still remaining at a very close proximity
both in the artistic practice of theaters and
among critics), but also the construction of
the “Soviet” element already from a different
position and under different conditions.!"
A special feature of the subject of this period’s
new ballet criticism is the attention to the
long-established Soviet canon of ballet works
and composers, such as Piotr Tchaikovsky,
Sergei Prokofiev, and Rodion Shchedrin
— their ballets and musical compositions.
At the same time, Igor Stravinsky and the

An ironically-reduced allusion to the title of Modest Mussorgsky’s cycle Pictures from an Exhibition:
here instead of pictures (sketches from life) there are puzzles (a puzzle game).
10 A reference to the catch phrase “Was there a boy?” (a quote from Maxim Gorky’s last novel The Life

of Klim Samgin).

Il Here and further, see: Ukazatel' proizvedenii [Index of works]. New Russian Music Criticism. 1993—
2003. In 3 Vols. Vol. 2. Ballet..., pp. 629-645; Ukazatel' imen [Name Index]. Ibid., pp. 647—662.
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early ballets of Dmitri Shostakovich invade
sharply and powerfully from abroad. The
specific features of the ballet as a genre
have always allowed new choreography to
be presented set to “old” music and even
compilations of music in a production. Thus,
it is not surprising that the main character
of the Silver Age and Nikolai Findeisen’s
Russkaya muzykal'naya gazeta [Russian
Musical Gazette] and then of the entire
Soviet ballet, Piotr Tchaikovsky, has been
mentioned 297 times (70 references to the
composer and 227 references to his specific
compositions, or his music, in general). In
fact, Tchaikovsky’s phenomenon in ballet of
this time is unique, because all historical and
cultural intentions have been focused in him:
this includes the imperial ballet of the Petipa
era (the Silver Age), the symbol of Soviet
academic ballet (even sometimes with a
political flavour), Balanchine’s neoclassical
ballet, and further modern choreographic
miniatures using the composer’s music. In
this manner, Tchaikovsky combined the
incompatible, having remained a favourite
composer for choreographers and dancers,
as well as for the audience for more than a
hundred years.

The second place is occupied by Igor
Stravinsky, a representative of Russian
musical culture abroad, the Diaghilevian
Igor Stravinsky — 134 references (49
times of the composer himself and 85 of
his works). On the third line of this peculiar
hierarchy is the “Soviet” Sergei Prokofiev
— 104 mentions (21 and 83 respectively).
Three other “Soviet” composers stand a great
amount lower than him: Dmitri Shostakovich
— 36 times (12 and 24), Rodion Shchedrin
— 23 (6 and 17), and Alfred Schnittke — 15
(11 and 4). It should be pointed out that for the
critics the specific musical works themselves
probably present the most important object
of their reviews: as a rule, they are two

27

or three times more significant than any
generalized references to the composers
themselves. The exception to this has been
Schnittke, whose name has appeared almost
three times more often in review texts than
the titles of his compositions have; probably
due to the composer’s priorities of genre. It is
indicative that in opera criticism Prokofiev,
Shostakovich and Schnittke are arranged
in a similar hierarchy, but without the
overwhelming supremacy of the first in texts
about ballets. Stravinsky, on the other hand,
has been mentioned in opera reviews on par
with Shostakovich, but by no means equally
with Prokofiev. It is noteworthy that on the
pages of ballet criticism the personality of
Sergei Diaghilev, the brilliant interpreter of
the Ballets Russes, appears 26 times, more
often than the composer Shchedrin.

The described “ballet” hierarchy only
implicitly hints at the hierarchy in the sphere
of opera, where the unquestionable leaders
are not Stravinsky or Prokofiev, but popular
European and Russian composers primarily
from the second half of the 19th and the early
20th century, such as: Giuseppe Verdi (70
references), Nikolai Rimsky-Korsakov (62),
Richard Wagner (58), Piotr Tchaikovsky
(56), Wolfgang Amadeus Mozart (54), and
Modest Mussorgsky (44). [8, p. 121]

The previously mentioned features of
the ballet genre have directly influenced the
“ranking table” of choreographers in this
index: the great choreographer of Russian
academic ballet, Marius Petipa and the
founder of American ballet, the extravagant
George Balanchine, have become most
significant for the new ballet critics —
they are associated with Tchaikovsky and
Stravinsky, respectively (130 references).
The second place is held by the Soviet
stage coryphaeus Yuri Grigorovich and the
young talent Alexei Ratmansky (70 and 63),
followed by the academic Vladimir Vasilyev
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and the creative provocateur Boris Eifman
(57 and 50). The fourth place is taken by
two major French choreographers of the
20th century — Maurice Béjart and Roland
Petit, along with the founder of Soviet
ballet, Fyodor Lopukhov (37, 33 and 31).
The fifth place is shared by the benchmarks
of modern dance George Neumeier and
William Forsythe with the unique Mikhail
Fokin and the reconstructor of Petipa’s
ballets Sergei Vikharev (27 and 28). And it is
especially legitimate to see three extremely
different names in sixth place: the “prince
of Soviet ballet” Konstantin Sergeyev, the
outstanding Soviet choreographer Leonid
Lavrovsky and the legendary ballet realist
Kenneth MacMillan (23 and 22). In this way,
Soviet choreographers of different years are
organically combined with both masters
from other countries and contemporary,
post-Soviet ballet masters.

The same tendency of mixing together
different eras has prevailed in the special
rating of references to dancers. Along with
young talents, such as Ulyana Lopatkina
(55 mentions) and Diana Vishneva (47),
the ballet genius of the “Saisons russes”
Vaslav Nijinsky (31) and the universal Nina
Ananiashvili (30) have often appeared in
texts about ballet, the spectacular Nikolai
Tsiskaridze (27) is highlighted, and the
promising Andrian Fadeev and the young
Svetlana Zakharova stand adjacent to
the elegant Sergei Filin and the symbol
of Soviet Ballet, Maya Plisetskaya (23
and 22).

"Soviet" Ballet and Sovietisms
in a New Context

“Soviet” ballet is presented by new ballet
criticism quite extensively in historical terms:
from Lopukhov’s dance symphony and
Sergey Vasilenko’s comedy (Mirandolina) of
the 1920s, the “choreodrama” (dramballet)

28

of the 1930s-1950s (Zaras Bulba by
Vladimir Soloviev-Sedoy, Gayané by Aram
Khachaturian, and The Flame of Paris by
Boris Asafiev) and the “symphballet” of the
1960s—1980s. Prokofiev’s ballets Romeo
and Juliet (34 references) and Cinderella
(23), as well as Khachaturian’s Spartacus
(17) have attracted the greatest amount of
attention in the articles. Shchedrin’s The
Humpbacked Horse, Asafiev’s The Fountain
of Bakhchisarai and Shostakovich’s The
Bright Stream (9 and 8), Shchedrin’s
Carmen  Suite and Lopukhin’s The
Greatness of the Universe (6 each) come
next in descending order. Valery Gavrilin’s
Anyuta and Shchedrin’s The Stone Flower
have been mentioned four times, while
Andrei Eshpai’s Angara, Shchedrin’s Anna
Karenina and Alexander Krein’s Laurencia
have been mentioned three times. Ballets
created by choreographers to music by
Prokofiev (Grigorovich’s Ivan the Terrible),
Shostakovich (Konstantin Boyarsky’s The
Young Lady and the Hooligan, Leonid
Yakobson’s The Bug and Igor Belsky’s
Leningrad Symphony) have also not been
forgotten. Consequently, it can be argued
that the genre of choreodrama has remained
very attractive, even in the post-Soviet
times, albeit, mostly in Prokofiev’s version.
The absence of a single mention of Reinhold
Gliere’s The Red Poppy (although his
ballet The Bronze Horseman is mentioned),
although the composer is regarded as the
founder of Soviet ballet, and the choreodrama
genre, in particular, is telling, as is the
absence of the name of Ivan Sollertinsky, the
leading ballet critic of the 1930s, a polyglot
and a friend of Shostakovich.

The “political ” trend could be considered
as one of the central trends in ballet criticism
of this time, as well as in opera criticism.
It is expressed not only in references to
politicians and cult persons of the Soviet era:
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Marx, Lenin, Stalin, Khrushchev, Brezhnev,
Arkady  Gaidar, FEkaterina  Furtseva,
Yuri Gagarin, Joseph Kobzon and Alla
Pugacheva. The adjective “Soviet” and the
derivatives of it, iconic cultural phenomena
and paraphrases of Sovietisms (words and
expressions that were created and became
common in the Soviet era) are actively used
in the titles of the articles. As a rule, these
signs of the “Soviet” element are combined
with trends that contradicted them earlier
— associations with Orthodox Christian
subject manner, Western avant-garde art and
mass cinema, for example:

Maiya Plisetskaya i sovetskaya imperiya
[Maya Plisetskaya and the Soviet Empire]
(about Plisetskaya’s anniversary at the
Bolshoi Theater, 1993),

Smutnyi ob"ekt zhelaniya sovetskogo
baleta [ The Vague Object of Desire of Soviet
Ballef]" (about Balanchine’s Symphony in
C major at the Mariinsky Theater, 1996),

Dan prikaz emu na zapad [The Order
Was Given to Him — to the West]" (about
Ratmansky in Giselle, 1997),

Sovetskii balet v postsovetskom Kremle
[Soviet Ballet in the Post-Soviet Kremlin]

(about Grigorovich’s Romeo and Juliet at
the Kremlin Ballet, 1999),

Mariinka razbudila babushku baletnoi
revolyutsii [The Mariinsky Theater has
Awakened the Grandmother of the Ballet
Revolution]"* (about Petipa’s Sleeping
Beauty at the Mariinsky Theater, 1999),

Dama ot khoreodramy [The Dame of
Choreodrama] (about MacMillan’s Manon
at the Mariinsky Theater, 2000),

Vo slavu bol'shevikov [To the Glory of
the Bolsheviks]"® (about the situation at the
Bolshoi Theater, 2000),

Sovetskaya orgiya v Mariinke [ The Soviet
Orgy at the Mariinsky] (about an evening
of Soviet choreography at the Mariinsky
Theater, 2001),

Chisto  sovetskaya predostorozhnost'
[Purely Soviet Precaution]'® (about Oleg
Vinogradov’s Vain Precaution at the
Moscow Konstantin ~ Stanislavsky and
Vladimir Nemirovich-Danchenko Musical
Theater, 2001),

Nazad, k sovetskomu baletu [Back to
Soviet Ballet]'" (about ballets created to the
music of Shostakovich at the Mariinsky
Theater, 2001),

12 Etot smutnyi ob"ekt zhelaniya [ This Vague Object of Desire] (1977) is the last film of the great Spanish

surrealist director Luis Buifiuel.

13 The ballad song Proshchanie [Farewell], or as it is also called, Dan prikaz: emu — na zapad...
[The Order was Given to Him — to Go to the West...],” was created in 1937 (music by Dmitry and Daniil

Pokrass, lyrics by Mikhail Isakovsky).

4 A paraphrase of a fragment of a famous aphorism by Vladimir Lenin from the 1912 article Pamyati

Gertsena [In Memory of Herzen]: “...the Decembrists woke up Herzen. Herzen began revolutionary
agitation ...” [Lenin V. I. Complete Works. 5th Edition. Moscow: Publishing House of Political Literature,
1968. Vol. 21. P.261]. The second half of the title probably points as a model to the expression “the grandmother
of the Russian Revolution™: this was the nickname given by Alexander Kerensky to the revolutionary,
the leader of the Social Revolutionary Party Ekaterina Breshko-Breshkovskaya (1844—1934).

15 Here there is an obvious reference to the expression “Vo slavu Bozhiyu” [“To the Glory of God”] —
this is how an Orthodox Christian praises God.

16 A paraphrase of the title of the cult English detective television series that ran for 26 seasons from 1984
to 2010.

17 Most likely, a reference to the American science fiction film Back to the Future directed by Robert
Zemeckis, which has become a popular trilogy (the films were released in 1985, 1989 and 1990).
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Staryi prints i devushka s metloi [The
Old Prince and the Girl with a Broom]"
(about Maria Bolshakova’s Cinderella at the
Mikhailovsky Theatre, 2001),

Klyuchi pod kovrikom [Keys under the
Mat]" (about Balanchine’s Prodigal Son at
the Mariinsky Theater, 2001),

Kollektivizatsiya Bol'shogo teatra [The
Collectivization of the Bolshoi Theater]®
(about Ratmansky’s The Bright Stream at
the Bolshoi Theater, 2003),

Svetlyi  ruchei  bez  Michurina
[A Bright Stream without Michurin]*' (about
Ratmansky’s The Bright Stream at the
Bolshoi Theater, 2003),

Mal'chishki i devchonki, a takzhe ikh
roditeli [Boys and Girls, as well as Their
Parents]** (about Radu Poklitaru’s and
Declan Donnellan’s Romeo and Juliet at the
Bolshoi Theater, 2003).

The angle of politics in the interpretation
ofmusicis also demonstrated by the symbols
of Soviet culture inserted into the texts:

the newspaper article “Ballet Falsehood,”
the sculptural group “The Worker and
the Kolkhoz Woman,” the main fountain
of the VDNKh [Exhibition of National
Economic Achievements] “The Friendship
of Peoples”, the VDNKh fountain “Kolos,”
Time, Forward! by Georgy Sviridov, the
films — Kuban Cossacks by Ivan Pyryev,
Chapaev by the Vasiliev brothers and Girls
by Yuri Chulyukin, Spring on Zarechnaya
Streetby Felix Mironerand Marlen Khutsiev,
Ordinary Miracle by Mark Zakharov, the
title of ballets — Optimistic Tragedy (1985,
music by Mark Bronner, based on the play
by Vsevolod Vishnevsky), Quiet Don
(1987, music by Leonid Klinichev, based
on the novel by Mikhail Sholokhov), and
Red Giselle (1997, Boris Eifman's ballet
about Olga Spesivtseva).

In addition to politicization, ballet
criticism — similar to opera criticism —
listens to and interprets the works while
being in close context with the best-selling

18 There are both exact paraphrases and allusions in this title. For instance, the sculpture “A Girl with

an Oar” is one of the classic symbols of the Soviet era during the period between the 1930s and the 1950s,
created at different times by the sculptors Ivan Shadr and Romuald Iodko. This name became a common one
for the similar gypsum statues (“gypsum socialist realism”), which in the Soviet times decorated parks of
culture and recreation. Allusions to the first half of the title may be related to Alexander Galich’s bard song
Staryi Prints [Old Prince], which was written in 1961 and dedicated to Boris Pasternak.

19" A somewhat ironic reference to one of the mythologized elements of Soviet everyday life, which states
that in the Soviet Union life was easy, bright and carefree, crime was practically non-existent (as were the
perpetrators of crime), all people were brothers and sisters to each other, and society was so trusting of its
neighbours that even apartment keys were usually left under the mat before the front door. See, for example:
Biznes na butylkakh i klyuch pod kovrikom. Chto my delali v SSSR i ne delaem v Rossii [Business on Bottles
and the Key under the Mat. What did We Do in the USSR and do not Do in Russia?]. Guberniya Daily.
01.11.2017. URL: https://gubdaily.ru/lifestyle/obzor/biznes-na-butylkax-i-klyuch-pod-kovrikom-chto-my-
delali-v-sssr-i-ne-delaem-v-rossii/ (accessed: 28.09.2023).

2 The state policy of merging individual peasant farms into collective farms (kolkhozes and sovkhozes),
carried out in the USSR from 1928 to 1937 (and in the western part of the country — until 1950).

2! Tvan Vladimirovich Michurin (1855-1935) — a famous Russian biologist and an outstanding breeder,
whose surname became a common noun, used in everyday life as a synonym for zealous adherents of
everything connected to collective farming.

22 Since 1974, the famous song about “girls, boys and their parents” with lyrics by Alexander Khmelik
and music by Alexei Rybnikov had been played in the splash screen to each issue of the film magazine
Eralash.
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Western avant-garde art and mainstream
cinema, which uses in the texts: Metropolis
(Fritz Lang), Some Like it Hot (Billy
Wilder), Shoulder Arms (Charlie Chaplin),
The People vs. Larry Flynt (Milo§
Forman), Natural Born Killers (Oliver
Stone), And the Ship Sails On (Federico
Fellini), Kill Bill and Pulp Fiction (Quentin
Tarantino), Stargate (Roland Emmerich),
The Matrix (the Wachowski brothers), and
The Terminator (James Cameron). It has
become natural to implement mass culture
and high fashion phenomena into the ballet
texts: Nikolai Rastorguev’s Atas, Edith
Piaf’s Non, je ne regrette rien and Santa
Lucia, the pantomime miniature Asisyai
(Vyacheslav Polunin), the names of pop
stars — Philipp Kirkorov, Nikolai Baskov,
Natasha Koroleva, Freddie Mercury and
Vanessa May, actresses — Carole Bouquet,
Uma Thurman and Vera Kholodnaya, world
couturiers such as Givenchy and Pierre
Cardin and legendary film director Alfred
Hitchcock.

A great place is given to Russian and
foreign literary, scolarly and epistolary
texts, or rather references to them: from
The Mystery of the Yellow Room by Gaston
Leroux, novels by Alexandre Dumas and
Jerome K. Jerome, as well as Lewis Carroll’s
Alice in Wonderland — to the memoirs of
Maurice Béjart and Andrei Konchalovsky,
the postmodernist poem Moscow — Petushki
by Venedikt Yerofeev, the scandalous essay
Male Wealth by Viktor Yerofeev, Franz
Kafka’s The Metamorphosis, Milorad
Pavich’s novel The Khazar Dictionary,
and even Vladimir Paperny’s Culture Two
and Charles Jencks’s The Language of
Postmodern Architecture. This approach

also resembles the opera criticism of this
period.

The veneration of Richard Wagner, the
idol of the entire Silver Age, also appears
similar: the ballet texts mention all the operas
by this great German composer. This fact
allows us to speak of a new wave of Russian
Wagnerism, another cultural recycling of the
early 20th century, which emerged a century
later.

Nonetheless, the attitude to the Soviet
heritage in the reception of ballet differs
from those of operas. In the latter, neither
Prokofiev nor Shostakovich are considered
to be Soviet composers, therefore their
operas (and all their compositions) written
in the USSR are counted as non-Soviet.
Consequently, a possible and naturally
predictable conclusion for the reader is the
following: the phenomenon of the “Soviet
opera” for the Russian public of the early
21st century simply does not exist, whereas
this term implies either an exclusively
mythologized interpretation of any opera
work and composer who wrote it (not limited
to those from the Soviet era) in support of
the Soviet ideology, or opera productions of
the Soviet era recreated by theaters without
obvious directorial alterations.

In the sphere of ballet, the situation
is precisely the opposite. The authors
explicitly record the variety of genres of
“Soviet ballet” during the course of the
country’s long history, attributing Prokofiev
and Shostakovich to them, in the first place.
In addition, the ballets from the period of
the “Thaw” (1961) are emphasized, which
is interpreted by critics as an attempt to
transform the Soviet element under the
influence of Balanchine’s choreography.?

2 Gershenzon P. Smutnyi ob"ekt zhelaniya sovetskogo baleta [The Obscure Object of Desire of the
Soviet Ballet]. New Russian Music Criticism. 1993-2003. In 3 Vols. Vol. 2. Ballet..., pp. 109-114.
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Many texts often make use of the notion
of “Soviet choreography” as an estimative
one, implying something successful and
qualitative, which looks good even now and
in some ways is unrivalled: for example,
in the creation of mass scenes and heroic
images.** The hypothesis expressed in 1993
by Pavel Gershenzon — that the Soviet
element is not something unchangeable in
the art of the ballet, and Maya Plisetskaya
is an emblem of a ballerina of this changing
Soviet empire: from the empire of the late
Stalin period to the early 1990s,” — is quite
convincing to us.

Conclusions

As a result of analyzing the array of texts
presented in the second volume of New
Russian Music Criticism, we can name four
types of cultural recycling that are found in
these ballet receptions:

1. The actual recycling itself — the return
of the ballets from the early Soviet
era, primarily those of Shostakovich,
to the stage after a long oblivion;

2. Recycling a la ballet — new
choreography and staging of Soviet-
era Dballets, primarily those of

Prokofiev, at the turn of the 20th and

21st centuries;

3. Double recycling — reconstructions
of Petipa’s, Tchaikovsky’s and
Glazunov’s ballets that were altered
during the Soviet era;
Quasi-recycling — making use works
by “Soviet” composers to create
modern ballets.

As a preliminary conclusion, we can
cautiously summarize that during this
period (1993-2003) there was a gradual
erosion of “Soviet” ballet as a historical and
cultural phenomenon and its fusion with
both the Imperial ballet of the turn of the
centuries (e.g., Tchaikovsky and Glazunov)
and the productions of Diaghilev’s
enterprise and the post-Diaghilev Russian
ballet abroad, particularly that involving
Stravinsky’s works. All of these tendencies
have resonated in many ways with the new
concept of 20th-century Russian music?®
articulated in the collective monograph
named “Russian Music and the 20th
Century,” published in 1998, which has
become the basis for numerous subsequent
texts on academic musical culture of the
previous century.

24 Kuznetsova T. Sovetskii balet v postsovetskom Kremle [Soviet Ballet in the Post-Soviet Kremlin].
1bid., pp. 299-301; Yuryeva Ya. Dama ot khoreodramy [The Lady of the Choreodrama]. /bid., pp. 363-325.
2 Gershenzon P. Maiya Plisetskaya i sovetskaya imperiya [Maya Plisetskaya and the Soviet Empire].

1bid., pp. 30-34.

%6 For an analysis of this concept, see: Kupets L. A. Kontseptsiya “russkoi muzyki” v postsovetskoi
Rossii kontsa 1990-kh godov [The Concept of “Russian Music” in Post-Soviet Russia in the Late 1990s].
Zarubezhnaya muzyka o Rossii (zarubezhnaya rossika): kol. monografiya [ Music from Abroad about Russia
(Musical Rossica): Collective Monograph]. Ed.-comp. L. Kazantseva. St. Petersburg: Soyuz khudozhnikov,

2023, pp. 36-43.
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Buéneickasa cueHa «Pesekka»
B KOHTEKCTe TBOop4Yeckoun 6uorpadum Cesapa PpaHka

Tamapa Uropesna Teepaosckas
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Annomayua. B cratbe paccMaTpuBaeTcs IMPaKTUUYECKHM HEM3YUYEHHOE B OTEYECTBEHHOM
MY3BIKO3HAHUU KPYITHOE BOKalbHO-cMMpoHMUeckoe mpomsseneHne Ceszapa @panka «PeBekka»
(1881, mpembepa — 1883), 0003HAYCHHOE KOMITO3UTOPOM Kak «Oubieiickas crieHay. [Tyomukarus
UMeeT OINpeAeNEHHbIN MoieMuyeckuil nadoc, MOCKoNbKY yroMHHaHus «PeBekku» B nureparype
(¥ OTEYECTBEHHOM, U 3apyOEIKHO) JI0 MOCIICTHETO BPEMEHHU COMPOBOXKIATUCH (PaKTOJIOTHICCKUMU
HetouHocTsiMu. CornacHo nepuonu3anuu Bencana 1’ OHau, MaciiTaOHble COUMHEHUSI €T0 YUUTEIIS,
NpUHAIISKANMEe K KaHTaTHO-oparopuanbHoi chepe («Pydw», «Hckymnenuey», «3amoBenn
ONa)KeHCTBa»), CIyXaT MapKepaMH HACTYIUICHHS HOBOTO JTama B TBOPYECKOH Owmorpaduum
koMriozutopa. Bpems Hanucanust «PeBEeKKH» — HECOMHEHHO, MOBOPOTHBIH MOMEHT B cCyabOe
@®paHKa: IMEHHO B MOCJEIHEE NECATUIIETHE KU3HU OH CO3/aCT ILIENEBPhl MPAKTUYECKHU BO BCEX
’aHpax, K KOTOPBIM OyaeT oOpamarses (B MX 4ncie CMM()OHHYECKUE TTOIMBI, KPYITHbIE KaMEPHO-
aHcaMOJieBbIie, (OpTENHUAHHBIE, OpPTraHHbIe HUKIBI, HakoHel, Cumdbonus d moll). TlosBieHuro
«PeBekkn» comyTcTBOBaNM OuOrpaguuyeckue OOCTOSTENbCTBA, TPAaKTyeMble HEKOTOPHIMU
HCCIIE0BATEISIMU KaK «CTPACTHBIN 330/ B )kM3HU DpaHKa: B CTaThe JaHHAas [IpodiieMa MojydaeT
OCBEIICHHE C OMTOPOW Ha CBHJIETEIHCTBA (PPAHKOS3BIYHBIX MY3BIKOBEIOB. 3a/1aBasiCh BOIIPOCOM, Ye€M
Oubneiickmii croxer o PeBekke MOTr NpUBIIEYh KOMIIO3UTOPA UMEHHO B 3TO BpPEMs, aBTOP CTAaThU
3aTparuBaeT JMYHOCTHBIE U MHUPOBO33PEHUYECKUE ACIEKThI; XapaKTepu3ysl KyJbTYPHYIO CUTYaIUIO
3TIOXH, B KOTOPYIO KW B TBOpWI DpaHK, MOKA3bIBAET, YTO MepEUUCIICHHbIE (PaKTOPBI 00YCIOBUIN
HE TOJBKO BBIOOP AAHHOTO CIOXKETa, HO M 0COOEHHOCTH JKaHPa, KOMITO3UIIMH M MHTOHAITMOHHOU
JpaMaTypruu aHaJIU3UpyeMOro COUYMHEHUSI.

Kniouesvie cnosa: Cezap Opank, «PeBekkay, Oubneiickas clieHa, KaHTaTHO-OPAaTOPUAIbHbBIN
XKaHp, ppaHIly3cKas XOpoBasi My3blka BTopoii nosnoBuHbl XIX Beka

Jna yumupoeanusn: Teepnosckas T. W. bubnelickas ciieHa «PeBekka» B KOHTEKCTE TBOPUYECKOM
ounorpadun Cezapa @panka // [Ipodraemsl My3bikaibHON Hayku / Music Scholarship. 2023. Ne 4.
C. 35-46. DOI: 10.56620/2782-3598.2023.4.035-046
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bnazooaprnocmu: Beipaxato npusHareiabHocTh Dénopy AnexcanapoBy u Binagumupy bapanosy
3a MpUIIAIIEHUE K yYaCTHIO B MacIITaOHOM MPOEKTe ncnoaHeHus npousBeneHus Cesapa OpaHka B
Cankr-IlerepOypre, a Takke 3a IPeJOCTaBICHUE HOTHBIX MaTepHasoB.
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The Biblical Scene Rébecca
in the Context of César Franck’s Artistic Biography
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Abstract. The article examines a large work composed by César Franck in 1881 and practically
unexplored in Russian musicology — Rébecca (1881, world premiere in 1883), subtitled by
the composer as “a biblical scene for soloists, chorus and orchestra”. The publication conveys a
particular polemical pathos, because references to Rébecca in musicological literature in Russia and
in other countries, until recently, had always been accompanied by factual inaccuracies. According
to Vincent d’Indy’s periodization, the large-scale compositions of his teacher pertaining to the genre
of cantata and oratorio (Ruth, Rédemption, and Les Béatitudes) mark the beginning of a new stage
in the composer’s artistic biography. The early 1880s — the time of the creation of Rébecca —
undoubtedly presents a turning point in Franck’s life: during the last decade of his life he would
create masterpieces in almost all the genres to which he will turn to (these include symphonic poems,
large chamber ensembles, piano, organ cycles, finally the Symphony in D minor). The creation of
Rébecca was accompanied by biographical circumstances, interpreted by some researchers as a
“passionate episode” in Franck’s life. This problem is illuminated in the article with the support
of evidence provided by French-speaking musicologists. Posing the question of why the biblical
plot about Rebecca has attracted the composer at that time, the author touches upon the composer’s
personal and worldview aspects. The characterization of the cultural situation of the era in which
Franck lived and composed his music provides evidence that the aforementioned factors determined
not only the choice of the plot, but also the peculiarities of the genre, composition and intonation
drama of the analyzed composition.

Keywords: César Franck, Rébecca, biblical scene, cantata-oratorical genre, French choral music
of the second half of the 19th century

For citation: Tverdovskaya T. 1. The Biblical Scene Rébecca in the Context of César Franck’s
Artistic Biography. Problemy muzykal'noi nauki / Music Scholarship. 2023. No. 4, pp. 35-46.
(In Russ.) DOI: 10.56620/2782-3598.2023.4.035-046
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PaKTUYECKU HEU3BECTHOE, JIWIIh

YIOMHUHAEMOE B psAJE HCTOYHHKOB

U KpaiiHe pelKO HUCIOoNIHseMOoe' BO-
KaJbHO-cuM@oHuueckoe counnenue Cesapa
dpanka «PeBekka» (Oubselickas creHa’ s
COJIMCTOB, X0pa U opkectpa, 1881) 3acimyxu-
BaeT MCCIIEIOBATEILCKOTO BHUMAHUSI TIO PSTY
npuyuH. C OTHOW CTOPOHBI, HHTPUTYET €ro
TMOJIOKEHUE B TBOPUECTBE KOMIIO3UTOpA: Ha-
yasio 1880-x ronoB — BpeMsl pacuBeTa I'eHUs
@®panHka, Korja oH co3qaéT OHO 3a JAPYTHM
BEpIIMHHBIC TPOU3BEACHUS B HWHCTPYMEH-
TaJIbHBIX JKaHpax U MapajijIeNIbHO C 3TUM BCe-
pBE3 3alyMbIBaeTCAd 00 OMEPHBIX MPOEKTaX.
C npyroii — Bo ¢paHIly3CcKOi My3bIke pyOe-
xa 1870—1880-x rogoB nosBiIAETCS BETUKOE
MHOXECTBO «IOJTYKOHLEPTHBIX» BapUAHTOB
KOMITO3UIIMH, COYETaoIell B cebe depThl
OTephl, OPaTOPUU, KAHTATHI, IpaMaTuyeCcKo-
ro TPOU3BEJEHUS, CUM(POHUUYECKON MOIMBI
W/WINA CIOWTHI, 3a4acTyl0 Ha PEJIUTHO3HbIE
(Oubneiickue, eBaHTEIbCKHUE) TUO0 HA AHTHY-
Hble CioKeThl. K TakoBBIM MOXXHO OTHECTH
«Arapb» — «IMPUIECKYIO TTOIMY» TSI COITU-
CTOB, CMEIIAHHOIO Xopa U opkectpa JKopxka

1

[geiipepa (1875), «aHTUUHYIO HIUILIAION
Jutst cono U xopa «Hapruce» JKronsa Maccue
(1878), ero e kaHTaTy «YIUCC Ha OCTPOBE
Cupen» (1879), oparopuro «/loupr HMaumpar
Knemanc ne I'panBanb (1881). Bce mepe-
YHCJICHHbIE POM3BECHUS HAMCaHbl HA JIU-
operto Ilonst Komnena — u3BectHoro ¢pan-
I[y3CKOTO MO03Ta, paMarypra, nepeBOAUnKa,
MY3BIKQJILHOTO KPHUTHUKA®’; CYIIECTBCHHO W
TO, uto KosuieHn Obul cekpeTapém OfHOro U3
cTapediumx (GpaHIly3CKUX XOpOBBIX OOIIECTB
Société des concerts de chant classique®.
[Ipunannexamuidi ero mnepy CTUXOTBOPHBIN
TEKCT ONOENcKoii ciieHbl «PeBEKKay 3auHTE-
pecoBbiBacT U OpaHKa.

Br160p KOMIIO3UTOPOM MOAOOHOTO KaH-
pa OKa3bIBae€TCAd BIOJHE OIPaBIaHHBIM
B YCJIOBHSIX MOIIHOTO MOABEMA MAPUKCKHUX
XOPOBBIX OOILECTB HA CTHIKE AECATHIECTUN
(mogpoOHOE paccMOTpEeHHE MJAHHOTO SIB-
JIEHUS BBIXOJMT 3a PaMKH HACTOSILIEH CTa-
TbU); B TO € BPEMs OH ObLT BaXKEH W JJIS
camord ®panka. OOpamiasce K )KaHpy KaH-
TaThl, «...My3bIKAHT HE TOJBKO Opan pe-
BaHII 32 CBOM HEYCIIEXU B MPOILIOM’, HO U

CBI/I,HeTeJ'IBCTB 0 TOM, YTO HIPOU3BCACHUC KOFILa-J'II/I6O HCIIOJIHAJIOCH B ,Z[OpeBOJ'IIOLIHOHHOﬁ Poccun

(LeJTMKOM U C OPKECTPOM), He 00HapykeHo. B coBeTckoe Bpems counHeHust PpaHKa Ha PETUTHO3HYI0 TEMaTHKY
[0 TOHSATHBIM MPUYMHAM 3aMaIdMBAINCh; OMNPENEeNEHHOE HCKIIOYCHHE COCTAaBIIIOT JIMLIb «3aroBeau
OnaxxeHcTBa». MOXKHO yTBEPIKAaTh, 4TO IepBoe ucnoiHeHue «Pesexkm» B Poccnu crmamu TpéxX TFOOUTENBCKUX
XOPOBBIX KOJUIEKTUBOB U MOJIOAEKHOTO CUM(OHUUECKOTO opKecTpa (comucTtsl — Japust 'aBpuiioBa u Anexceit
Kporos, mupmxép — Bmagumup bapanoB, xopmeiicteper — DEmop AnekcannpoB u AxHHa [lomropHosa)
cocrostoch 14 HosOpst 2022 rona B berom 3ane Cankr-llerepOyprekoro rocyjapcTBEHHOTO MOIUTEXHIYECKOTO
yauBepcurera [lerpa Benukoro; npembepa Obu1a npuypodera k 200-1eTHIO CO THS POXKICHUS KOMIIO3UTOPA.

2 OmpenesieHne xKaHpa, JaHHOE KOMIIO3UTOPOM.
O mmpokux koHTakrtax Komrena (Paul Collin, 1843-1915) ¢ xommo3uTropamMu €ro BpeMeHHU
CBHIIETEILCTBYET M TOT (PaKT, 4To ¢ HUM nepenuckiBajcs I1. YallKoBCKuii: yeTbIpe BOKaJIbHbIE MUHUATIOPHI
u3 op. 65, nmeromero HazBanue «lllects dpaniry3ckux necen (Menoauii)» (1888), cozmanbl Ha CTHXU MOATA.

4 Fauquet J.-M. César Franck. Paris: Fayard, 1999. P. 563.

> Hacnenne ®@paHKa BKIIOYAET MIECTh IOHOIECKUX KAHTAT, OTHAKO BCE €T0 MOMBITKA CHUCKAaTh PUMCKYy10
npemuto ObutH Oe3pesyabrarHeiMu. CM. comepikarelbHyI0 Marucrepckyto pabory Anz-Jlop Keddpya
«Konkypcueie kantatel Ce3zapa ®panka Ha momyueHne Pumckoit mpemun (1838-1841): B Mactepckoit
monooro kommnosutopa» (Geffroy A.-L. Les cantates d’essai de César Franck pour le Prix de Rome (1838—
1841): dans D’atelier d’un jeune compositeur (2018). URL: https://www.academia.edu/37012164/Les_
cantates_dessai_de C%C3%A9sar Franck pour le Prix de Rome 1838 1841 dans latelier dun jeune
compositeur (accessed: 08.11.2023).

3
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J0Ka3bIBasl O(UIIMATBHON IIKOJNE, YTO OH
croco0eH OOHOBUTH OCBAILIEHHBIM Tpaau-
nuen [consacré] xaHp <...>. BwiGop cro-
&KeTa Takke He Obul ciryyaeH. CoBepIIEHHO
ToyHO DpaHK HE MOT OCTaBUTH O€3 BHHUMa-
HUS TO, YTO coMcKarenu Pumckoi npemuu
B 0Onactu kommo3uiuu B 1877 rogy gomx-
HbI ObUIH TMOJIOKUTh HA MY3bIKYy KaHTaTHOE
mbperro “PeBekka y komomma”, aBTOpOM
kotoporo Obu1 [Tbep bapObe (ChiH U3BECTHO-
ro nmuopettrcrta XXions bapobe)»®.
Bo3MoxkHO TakXke, 4TO Ha BBIOOp CrOXKe-
Ta OKa3aju BIHUSHHUE JTUYHBIE OOCTOSATEIb-
cTBa MHOro mnopsanka. M. BykpuHckas u
C. BanymkuHa B crarbe «Ce3ap ®PpaHK:
“Apxanren Cesatou KmoTwibael” wim Ka-
onmiicss pomantuk?» [1] Bcaen 3a mep-
BbIM Ouorpagom kommnoszutopa JleoHom
Banna oOpamarorcss K UCTOPUM «3aIpeT-
HOW» cTpacTHOU BIOOIEHHOCTH DpaHkKa
«...B TAJIAHTIUBYIO YyYeHUIly, ¢paHIly-
KEHKY  HPJAHJICKOTO  IPOUCXOXKIACHUS,
koMmno3utopa ABrycty OsbMec» [TaM xke,
c. 52]. Uctopus 3Ta, 10 MHEHHUIO HEKOTO-
pBIX HCcaegoBaTenei, o0ycioBmia «0e3y-
JEPKHYI0 SMOIMOHATBHOCThY» TaKUX IPO-
n3BeaeHn, kak doprenuaHHbIi KBUHTET
(1879) u Conara mayis cKpunku u Goprenu-
aHo (1886). OmHako pacCyKIeHHUsI aBTOPOB
MyOIUKalM MUMEIOT B OCHOBE HE CaMble
HaJIE)KHbIE UCTOYHUKH, K KOTOPBIM, B YacCT-
HOCTH, MOXHO OTHECTHU H3JaHHBLIA B 1978
rogy pomaHn Ponanbna Xapsyna «Cesap u
ABrycra». ABTOPUTETHEHUIIUN COBpPEMEH-
HBI ucclenoBaresb TBopuyecTBa DpaHka

6
7

Ibid. P. 28.

8

Koans-Mapu @oxke numrer, yto Banna xo-
TeJ1 00HAPYKUTh XOTs ObI OIUH «CTPACTHBIN
AMU30/», KOTOPBI MOT Obl MpUAAaTh MHTE-
pec Ouorpaduu KOMIO3UTOpPA — «CTOIb
onéxioil [terne])» B cpaBHeHUHU ¢ Ouorpa-
¢usmu bepnuosza, Illomena wmm Jlucra’.
N nanee: «JIoBKkO npuayMaHHBIE WIIK HEBE-
pOSITHBIE MHTEpIpeTaluu [interpretations
ingénieuses ou fantaisistes], KoTopsle mo-
pOAWI aHHBIA THUNOTETHYECKHN CEHTHU-
MEHTAJIbHBIA 31130/, 000paYNBAIOTCS IS
OOJIBIITMHCTBA BBIXOJIOM B POMaHTHUYECKYIO
chepy»®. VTBepkaecHHE aBTOPOB CTaThH,
yTo B KBuHTeTe 1 CoHare «...nmepea HaMH
npeacraér yxxe He Tor Ppank u3 “3aro-
Bene OnmaxkenctBa” u “PeBekku” [sic!],
a 4YeJOBEK, CHXXUraeMblii BHYTPEHHUM
OTHEM» [TaM K€ |, BBI3BIBAET BO3PAXKEHUS U
MOTOMY, YTO HCKa)XXa€TCsI XPOHOJIOTUS CO-
ObITuii — «PeBekka» HamucaHa cpasy ke
Bciaen 3a KBunreTom. ..

Bo ¢pankos3bluHBIX paboTax mocien-
HUX JIET HAWJIEHO ONPENECIEHHOE PaBHOBE-
CH€ B TPAKTOBKE JIaHHOTO JIE€JIMKAaTHOTO BO-
npoca. YIOMHUHas, 4TO B 3TO CaMO€ BpeMs
y ®paHka poAawiIcs BHYK U TOBOPS O «OuO-
nerckoit nerenae ‘“‘PeBekka’, OpKeCTpOBaH-
Hoit B 1881 rony u ucnonuennou B Hamu-
oHaJbHOM o00mecTBe B 1883-m»°, ®dpank
becunrpan xapakrepuszyer €€ Tak: «ITO
IIPOM3BEJICHUE CTAaHET CBOETO ponaa ‘“‘BbI-
paxkeHueM OnarogapHocTu” B arMmocdepe
IIOJTHOM OE3MATEKHOCTH, YTOOBI B KAKOM-TO
CTENEeHM “UCKYNUThH” OyllleBaHUE CTpACTEH,
napsiiee B Ksunrere»'’.

Fauquet J.-M. Op. cit. P. 567. Bce nepeBoibl BHITIOIHEHBI aBTOPOM CTaThH.

Ibid. [TomoGHas poMaHTH3ALMS, KaK IPEICTABIISIETCS, BEI3BANIA K KU3HH U 3ar0JIOBOK pasziesia MOHOTpadun

2022 roma «Keunrer u ABrycra Onsmec» (Le Quintette et Augusta Holmés), TaBa, KOTOPYIO OTKpPBIBAET
pasnen, Ha3biBaeTcs «CTpacTH u ocyiecTBieHue» (Passions et accomplissement). Cum.: Besingrand Fr. César
Franck: Entre raison et passion. Bruxelles: Peter Lang A&G International Academic Publishers, 2022. P. 65-90.

9

10 Besingrand Fr. Op. cit. P. 69.
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B TBOpuecTBE KOMIO3HMTOpPa BOKAJIb-
HO-CUM(OHHUYECKHE MPOU3BEICHUS Ha pe-
JUTHUO3HYIO TEMAaTHUKY BBICTPAUBAIOT apod-
HYIO «HECYIIYIO KOHCTPYKIIUIO», KOTOpas
Jieryia B OCHOBY M3BECTHOM MEPHOIU3AIIUH
Bencana px’Dumu. bubmneiickas »xiora
«Pydb» (1845), 0 koTOpO# OymeT cka3zaHO
HIDKe, TodMa-cuMponus «Hckyrnuenuey
(1872) u, kOHEYHO, T'paHAMO3HOE TMOJIOT-
HO «3amoBeau OmakeHctBa» (1869—1879,
npu Ku3HU PpaHKa ETUKOM HE OBLIO HC-
MIOJIHEHO), TI0 MHEHHUIO BEPHOTO YYEHUKA U
«EBAHTEIIMCTA», MAPKUPYIOT 3TAmbl TBOP-
YyecTBa KOMIIO3UTOpa. «PeBekky» B TaHHOM
KOHTEKCTE MOXKHO OXapaKTepH30BaTh Kak
cBoeoOpa3Hyto penpusy «Pydu», uro noa-
KpeIUIIETCS TMOCTOSHHBIM BO3BpAIlCHUEM
®dpaHKa K pelaKType HOTHOTO TEKCTa paH-
Hell OHMOJIeMCKON AKJIOTH U €€ MCIOITHCHU-
SIMH B TIOCJTICAYIOIINE JACCATUIICTUS KU3HU
KOMITO3UTOPA.

Croxer «PeBekka y komoxamna / PeBekka
n Enmazap», Benymuid CBOE MPOUCXOXKIE-
Hue ot «Kuwmru Bertus»!!, uckmrounrens-
HO TIOIYJISIPEH BO (PAHITY3CKOM HCKYCCTBE
(M — mMpe — HMCKYCCTBE POMAHCKOM Tpa-
murun). [logoGHast momyasipHOCTh, KOHEY-
HO, OOyCIIOBJICHA aKTHBHW3allMel WHTEpe-

11

ca (paHIy3CKUX POMAHTHKOB K KYJIBTYpe
bamxunero Boctoka B XIX Beke, HO HE TOJIb-
KO; 00pas3Iibl MPETBOPEHUS TAHHOTO CIOXKETa
B M300pa3UTEIbHOM HCKYCCTBE OEpyT Ha-
yajo ot Turnmana u BepoHnese, 3aTrem uepes
H. Ilyccena ykopeHsOTCS BO (PpaHIly3CKOM
Tpaauuuu. OCOOEHHO MOKa3areabHbl pado-
Tl Opaca Bepne (un. 1) u I'toctaBa [ope
(w1. 2) — rpaBIOpbI, BHE BCSIKOTO COMHEHUS,
XopoIio u3BecTHbie Opanky'?.

MOXHO BBIACIUTDH CIEAYIOLINE KIFOUe-
BbI€ MOMEHTBI OMOJIENCKOTO CIOKETa, HAIIIE/I-
e orpaxkenue B muoOpetto I1. Konnena:

— OO0XKEeCTBEHHOE IMpeIoNpe/IeIeHHE;

— IIYTbh BO MMl BEJIMKOH 1IEJIN;

— COCpEeIOTOYEHHOCTh, YOEKIEHHOCTD
Y KpPEIOCTh BEPBIL;

— IIEJIBHOCTh XapaKTepOB U BO3BBILLIECH-
HOCTh IIOMBICJIOB I'€pOEB, OCO3HAHUE HMHU
CBOETO MpeAHA3HAYCHUS.

OO6pamraer Ha ceOs BHUMaHHE 3ariaB-
HBbIM JKEHCKHH IepcoHax: PeBekka sABI-
eT cOoOOM BOIUIOIIEHHE BCEX BO3MOXKHBIX
nobponereneil. BcmoMuHarOTCS ciioBa U3
ctuxorBopeHus Bukropa [¥oro, reHunans-
HO MOJIOKEHHOTO Ha My3blky @. JIuctom:
«...M HEeXHOW naeBoi aHren oOepHETCS
[et d’ange deviens femme]»'’. Bmepsbie

«U ckazan ABpaam paly CBOeMy...: ...MOUIEIIL B 36MJIF0 MO0, Ha POJMHY MO0 U K TUIEMEHH MOEMY,

1 BO3BMEIIL OTTY/A JKeHY ChIHy MoeMy Mcaaky. <..> OH BcTan u nmomeén B Mecomnoramuio, B ropoa Haxopa,
Y OCTaHOBWJI BepOIIIOIOB BHE TOPOJA, Y KOJIO/E3s BOIbI, MOJ] BeYep, B TO BPEMs, KOIZa BBIXOJAT KEHIIUHBI
4yepnarh BOIy <...> W BOT, BbIlUIa PeBekka, kotopast poauiack oT Badywuia, ceina Musiky, skensl Haxopa, Opara
ABpaamoBa, U KyBILMH €€ Ha Iuiede e€; AeBulla OblLla MpeKpacHa BUIOM, JeBa, KOTOpol He rmo3Han Myx. OHa
COIITa K MCTOYHMKY, HAMlOJHIIA KyBIIMH CBOW M monnia BBepX. Y mobexkan pabd HaBcTpeuy eil u ckasan: aai
MHC UCIIMTH HEMHOT'O BOABI U3 KYBIIWMHA TBOCTO. Omna ckazaja: Heﬁ, TrocrnoauH Moii. I ToTyac CITyCTUJIa KYBIIMH
CBOI1 Ha PyKy CBOIO M Harouna ero. M, xorga Harowna ero, ckasana: s CTaHy uepraTh U JJisl BEpOJIIOI0B TBOMX,
MOKa He HambloTc Bce. <...> YenoBek TOT CMOTpeNl Ha Heé ¢ M3yMJICHHEM B MONYaHUH, JKenas ypa3yMeTh,
OmarocnoBun u [ocnons myTh ero, wiu HeT. Korma BepOmonsl mepecraim MuTh, TOTAA YEJIOBEK TOT B3sUT
30JI0TYIO CEpBIY, BECOM IOJICUKIIS, U JBa 3aIACThs Ha PyKH €i, BECOM B I€CAThH CUKJIEH 30J10Ta, U CIIPOCHUII €€ U
cKaszaJl: ubs ThI 104b?..» (beiTHe: 24:2-23).

12 3nanue bubnuu, wimroctprpoBanHoe rpasropamu Jope (1866), mproOpeno orpoMHy0 MOMyIIsipHOCTh
BO BCEM MUPE.

3 CruxorBopenne O, quand je dors, nanucannoe I'toro B 1839 romy, u3BEeCTHO B PyCCKOM MEpPEBOIE
B. Konomuiinesa no nepsbiM cnoBaM «Kak gyx Jlaypsr...».
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Wn. 1. Xar Mbep Mapn Xase. Pesexka y konogua. Mpasiopa (1860) no opuruHany Opaca BepHe (1833)
Il.1. Jean Pierre Marie Jazet. Rebecca by the Well. Engraving (1860) Based on an Original Painting by Horace Vernet (1833)
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Wn. 2. Tioctas [lope. Envasap v Pesekka (1864-1866)
Il. 2. Gustave Doré. Eliezer and Rebecca (1864-1866)

4]
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MOIO0HBIN IIEHTPAIBHBIN 00pa3 MOSIBISETCA
B Ombnerickoi axiore «Pydn» (TaMm BakHa U
ujies moaBura, Ho PeBekka B TOM ke Mmepe,
yto U Pydb, Hagenena cuioil U BEIUKOAY-
muem). B nenom ans @panka xapakrepHa
ujeanu3anusi >KeHCKMX 00pa3oB; B TBOpP-
YeCTBE KOMIIO3UTOpa IO3[JHEro Iepuoaa
MOKHO OOHAPYXHUTh LIENBbIN PsiJi MOAOOHBIX
TepOMHb, HO OTKPBIBAET ATOT Psii UMEHHO
Pesekka. XX.-M. ®oxke cunTaer, 4To 1Mo100-
HOE OTHOIIEHUE UHCTIMPUPOBAHO MATPUOTHU-
yeckuM nopsiBoM dpanka, 00yCcIOBUBIIUM
€T0 UCKPEHHIOIO JTI000Bb K DPaHIINU B TOIBI
TsOKENBIX uctibiTanuii (1870—1871), 1 BHOBB
nuTupyeT [1oro: «...korma BCE CTaHOBUTCS
MEJIKUM, BBI, )KCHIIUHBI, OCTAETECh BEITUKHU-
Mu [Quand tout se fait petit, femmes, vous
restez grandes|»'*. [lapmx BocipuHHMaeTCS
KOMITO3UTOPOM KakK «KopoJjeBay, dpanuus
— KaK <OKEHIMHA-aHrem, MoOeIuTeIbHH-
1a, pogoHadanbHuIa. OQHAKO 3TO OBLIO aK-
TyaJIbHO U B IIpeaaBepuu pepomonnn 1848
roja, korga cosnaBaiach «Pydw». 3aecs,
BO3MOXKHO, UMEJTU 3HAUEHUE U JTUYHBIE MO-
THUBBI, BaKHbIC U1 Ppanka: PeBekka, kak
u Pyds, — uyxkeszeMmka, chirpaBiiasi 3Hauu-
MYIO POJb B CybO€ 1esoro (MpuToM OOoro-
n3bpanHoro!) Hapona. He uckitodeHo, 4to
MOJOOHBIM UY)KE€3EMIIEM OH MBICIUI Kak
camoro ce0si, Tak U (B KaKOW-TO CTEINEHU)
Asrycty OnbMmec...

CrpaBeJIUBOCTH pajJd HAAO CKasarb,
910 CcTUXOTBOpHBIN TekcT [lons Komnena
He 00J1aJ1aeT BBIIAIOIUMHUCS XYI0KECTBEH-
HBIMH JJOCTOMHCTBAMH; B YACTHOCTH, B HEM
O4YEHb MHOTO KJIMIIUPOBAHHBIX OOOPOTOB.
Amsppen Kopro ma€r Texctam u apyrux
KPYIHBIX BOKAJIbHO-CUM(DOHUICCKUX ITPO-

u3BelcHU (DpaHKa HEIULENPUATHYHO Xa-
PaKTEPUCTHKY: «...Mbl COMHEBAEMCSI, MOX-
HO JIU OTHECTH HUX K JIUTEPaTypHBIM; HUX
eIMHCTBEHHOE JIOCTOMHCTBO/I00pOIETEND
3aKJII0YAETCA B TOM, YTO OHU MPEAOCTABIIA-
10T BooOpaxkeHnto @PpaHkKa BO3MOXKHOCTh
MEPEBECTH... HA S3BIK MY3BIKH YeJOBEYe-
CKHE 4yBCTBa» ',

Komno3urinss OuOnIEcKONl CIieHbl UIET
dbopManIbHO BCIEN 3a CTPYKTYPOW IMO3MBI
Komnnena:

Ne 1. UaTpoaykums u xop

Ne 2. Apust u xop (PeBekka)

Ne 3. Xop mMOroHIMKOB BEpOIIOI0B

No 4. Apus u cuena (Enuazap)

Neo 5. Hyat (PeBekka u Ennazap)

Neo 6. ®unan

®paHK COXpaHSET 3aMKHYTOCTh HOME-
pOB, HO TPU 3TOM BBICTPAUBAET OOILYIO
JPaMaTypruro LEeJoro Kak JUaieKTHYeCcKoe
B3aUMOJICKCTBME OWHAPHBIX OMIO3UIINH,
BBIJIEIISAA CIIENYIOLIHE:

(CKEHCKOE» — «MY)KCKOe» Hauaja
(kaK Ha YpOBHE COJIUCTOB, TaK M MPUMEHHU-
TEJIBHO K XOPOBBIM COCTaBaM);

«OOIMUN TUIaH» — «KPYMHBIN TJIaH»
(XOpOBBIE U CONMBHBIE AIU30/Ibl);
«COCTOSTHHE TTOKOSD» — «JIBIKEHUE,;
«O0XKECTBEHHOE TMPEIONpPEACIICHUE)
— «4eJIOBEUYECKUI BBIOODY.

B nepBoM xope 3a7eiCTBOBaHbBI TOJBKO
JKEHCKHE T0JI0Ca; OH CTAaHOBUTCS HEXHBIM,
BHYTPEHHE TapMOHUYHBIM aKBapelbHbIM
($hoHOM, Ha KOTOPOM TIOSIBIISIETCSI 00pa3 IyIaB-
HOM TepOMHH C €€ COJIbHBIM BBICKa3bIBAHUEM;
3aTteM rneHue PeBekku oObeAMHSETCS C XO-
poM. Xop MOTOHIIMKOB BEpOIOIOB'® (My*K-
CKOM COCTaB) — OCTHHATHBIN, MOHAYaIy

4 CruxorBopenne «K sxeHimaam» (Aux femmes) u3 mostudeckoro mukia «Hakazanusy (Les Chdtiments)

(1853).

5 Cortot A. La musique frangaise de piano. Premiére série. Paris: Les Editions Rieder, 1923. P. 73.
16 Tpwu sxu3Hu OpaHKa yKa3aHHBINA XOp YaCTO UCTIONHSIICS OTASIBHO Kak 3()(EKTHBINH KOHLIEPTHBII HOMED.
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CyMpPadyHO-CJCPKAHHBIM, HO MPOHU3AHHBIN
eIUHBIM (AKTYpHBIM U JIUHAMUYECKHUM
crescendo, KOTOpO€ TMPHUBOAMT K MOIIHOM
KyJIbMUHALIUU, — PAacKpbIBa€T UICIO Mpel-
ornpeaenéHHOro mytu (oOparuM BHUMAaHHE
Ha CJIOBa «UAEM JIeHb M HOYb 33 TEM, KTO
BEIET HAC»), a TAKKE CIY’)KUT KOCBEHHOMU
xapakrepuctukoil Enmazapa, moaroraBiu-
Bas pPa3BEPHYTYIO COJIBHYIO CLEHY Teposi
(Ne 4). JIysT maBHBIX JEUCTBYIOIIMUX JIUIL
CTAHOBUTCS KYJIbMUHALIMOHHON TOYKOU BCE-
ro INpou3BeleHUs. BaxxHO OTMETUTH, 4TO
OH — JIMPUYECKUHN, HO HE JTFOOOBHBIN: KOT-
Jla TEPOU BBIACHSIOT BCE HEOOXOUMOE APYT
0 Jpyre, KaXKIblii U3 YYaCTHUKOB 1y Ta BO3-
Hocut xBainy [ocrony. Ha done cosepien-
HO MHBIX BEpCHUI IpOoUTEeHUs OHONIeCKuX 1
€BAHIEJIbCKUX CIKETOB COBPEMEHHHUKAMMU
O®panka (tem xe MaccHe B «Mapuu Mar-
nanuae»'’, na u Cen-CancoMm B «CaMCOHE U
Hanune») nyst Peekku u Ennasapa nopa-
KAeT CBOEU MCKIIOYUTEIBHON LEIOMYIPEH-
HOCTBIO. BeHuaeT BCio OMONEHCKYIO ClIEHY
Macitabueiit Choeur general, yTBepKaato-
LU KITIOYEBYIO UJIEI0 TpUyMQa Bepbl, CTOIb
BaxkHyl0 115 @panka. Konunent tpuymda
BEpbl HACKBO3b NPOHM3BIBAET COOOU apa-
MaTypruto 0ubneiickoi crieHbl; GUHAIBHBIN
XOP BBIMOMHSIET (QYHKIUIO «OMPEIeTIEHHOTO
3aBEpPLIEHUS, U3HAYAJIBHO M3BECTHOIO Hap-
patopy», kotopoe, no cioBam U. Croruuid,
«...CO3AET HEKOE IOJE MPUTIKECHUS, CTA-
TMBAIOLIEE BCE BEKTOPBI IOBECTBOBAHUS B
obmuit pokye» [2, c. 50].

[IpousBeneHre He COAEPKUT JApaMaTH-
YEeCKOro KOH(JIUKTA, B HEM HET BHyTPEHHEH
00pbOBI, HET HUYETO, B YEM HY>KHO OBLITO OBI
U MOXHO ObuIO Obl packauBarbces. [IpakTu-
YECKU HET B HEM UM COMHEHUU; €IMHCTBEH-

HBII MOMEHT, KOIJla MEJIbKAeT HeKas TEHb,
— peuntatuB Enunazapa nepen ero apuen,
OJTHAKO COMHEBAETCs OH HE B Bepe, a B cele:
BEPHO JIU OH CMOXET HCTOJIKOBaTh 3HAK,
KOTOPBII (COBEPIIEHHO TOYHO) MOAACT EMY
[ocnonp? Jymaercs, mogoOHbIE YyBCTBa
ObuUIM BeOMBbI U PpaHKy: «S MHOro myman
0 “PeBexke”. Y MeHs He ObLIO BPEMEHU Ha
TO, 4TOOBI JIenarh 4To Obl TO HU OBLIO ce-
TO/IHSI, U 3aBTPa COBEPUIEHHO TOYHO 51 COOU-
patoch pabotarh Hana Hed. Bel 3HaeTe, 4TO
MHE HY>KHO HEKOTOPOE BPEMS pa3MbIILIATH
HaJ MPOU3BEACHHUEM, IPEKIE UYEM B3SITHCS
3a HEro; /10 HacTOAILIEro BPEMEHHU S UCKall
KpacKH, s B KAKOM-TO CMBbICJI€ HacChIIlajl/Ha-
IOJIHSAJI CBOKO MY3BIKAJIbHYIO MAaJUTPY, HO
ceifyac s cobnparoch aKTUBHO paboTaTh HaJY
HUM U HaJICKOCh, YTO YEPE3 Napy HEJEIb MOs
“PeBekka” OyzneT o4yeHb OJM3Ka K 3aBeplie-
HUIO» '8,

O®pank cospaBan «PeBekKy», HaX0IsiCh
B TOCTSX y ceMeiicTBa [ronapk «...Ha mpe-
kpacHol Bwuie Cen-IIbep, HazbIBaemoil
B Kpyry OnmM3Kkux ‘“3aMok MapHBbI”, B TUXOM
u Omms3koM K [lapwxky ropoxe»" MapH-ms-
KoxetT. B cenTsi6pbpckoM muceme 1880 roma
oOpamatoT Ha cebs BHUMaHHE CJIOBA KOM-
MO3UTOpPAa O «HACBIIIEHUU MY3bIKAJIbHON
NAJIUTPbD, HEOOXOAUMOM JIJIs1 BOIUIOUICHUS
€ro 3aMmbIciia. Eciau BOKaJabHBIE M XOPOBBIE
NapTUX NPU3BAHBI MPEXK]E BCETO JTIOHECTH
MO3TUYECKHUI TEKCT (MM B TIEPBYIO O4Yepeib
CBOICTBEHHAa JEKJIaMallMOHHOCTh), OpKe-
CTpPOBblE — CHUM(OHHUYECKHE — CPEICTBA
nproOpeTaroT B «PeBekke» 04eHb OOJBIIYIO
3HaYMMOCTh. MO>KHO CKa3aTh, YTO UMEHHO B
OpKECTpE MPOUCXOJIUT 21d8HO€e C TOUKHU 3pe-
HUS UHTOHAIIMOHHOM ApaMarypruu Ouoei-
CKOM CLIEHBI KaK LIEJIOTO.

'7 TlyTb, KOTOpBII pHBENET K «Canomee» O. Yaitnmpaa — P. LlTpayca.
18 TTucemo ®panka Autonuny ['nito ne CanOpu. Llut. mo: Fauquet J.-M. Op. cit. P. 564.
19 Besingrand Fr. Henri Duparc. Paris: Bleu nuit éditeur, 2019. P. 59.
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CumdoHnYecKnii HappaTuB NpHU3BaH
packpeITh uzaero mytu. 0. bammnosa, onu-
pasicb Ha BbIBOABI pabor M. baxtuna u
B. Tonoposa, 1aér «KOMIIJIEKCHOE OIpere-
JIeHHE MyTH Kak 3JeMeHTa MU(omosTuye-
CKOTO TPOCTPAHCTBA, OOBEKTHMBHPOBAHHO-
ro B XYJIOK€CTBEHHOM NPOU3BENECHUN» |3,
c. 17]. Cumdponnueckoe Hayaao TaKk WIU
VHa4e IPEJIOMIIAETCS BO BCEX HOMEpax —
MOCTOSSHHO ()OPMHUPYIOTCSI JAUHAMHYECKUE
penpusbl, PaCKPBIBAIOIINAE UICK IIyTH Kak
gocxoocoenus. 1Ipu 3TOM U MEXIy HOMe-
paMH BBICTPAMBAIOTCS TEMATUYECKHUE ApPKH,
MIOBTOPBI HA PACCTOSIHUM C MTOIBEMOM YaIle
BCEr0 Ha TOH JIMOO B TOM e TOHAJIBHOCTH.
@paHKOM IOCIEAOBATEIBHO MPUMEHSETCS
MOHOTEMAaTHUYECKUN MPHUHIIMI, COoOIIaro-
LIl €IUHCTBO BCEMY TEMAaTHMYECKOMY Ma-
Tepuary OnOIeCKON CIICHBI.

Ha ypoBHe 5aioBoMi OpraHu3anuu Te-
MaTu3Ma Takxke QopMmHpyeTcs OHHapHas
OMIO3MLIMS: «OPUEHTAIBHOCTE» — «MO-
nanbHOCTBb». U TO, M apyroe kadecTBo 00-
YCIIOBJIEHO  coJiep’KaHueM  Oubieiickoro
crokera; OpaHK UCKYyCHO peLIaeT CI0KHEH-
IIYK0 TBOPUYECKYIO 3a/1a4y, HaxOAs BO3MOXK-
HOCTHM MHTETPALMM JIByX CTOJIb Pa3INYHBIX
TapMOHHUYECKUX CUCTEM.

MoryuuMm ¢popmMooOpasyomumM ¢pakto-
POM SABIII€TCA B IPOM3BECHUH U TOHAIbHBIN
IJ1aH. MU-MUHOPHBIN NIEPBBIN JKEHCKUN XOP
IIPU BCEH CBOEH IPO3PavYHOM «aKBapElb-
HOW» KPaCOYHOCTH BBI3BIBAET aCCOLMALIUU
C HayaJbHBIM XOpoM OaxoBckux «CrpacTeit
no Mardetro», yTBepkaas U npeaonpe-

NENEHHOCTH; 00pasyroliue TEeMaTHuYecKyro
apky apus PeBEKKM M 3aKIIOYMTEIIbHBIN
Choeur general HamucaHbl B OJHOM TO-
HAJIBHOCTH g moll (TOHaJIbHOCTh WHTOHA-
IMOHHO poncTBeHHON pyru g moll XTK 1),
3HAMEHYIoIeH TBEPAYID YOEKIEHHOCTD
B Bepe. Ocoboe 3HaueHne DpaHKOM MpH-
NAéTcsl U TOHANBHOCTU Fis dur, B KOTOpOU
3BYUYHUT KYJIbMUHAIIMOHHBINA pa3/iell 1uaiora
Ennazapa n PeBexkku. OHO packpbiBaeTcs
B cioBax B. n1’Ounu, npuBeAEHHBIX B CTa-
Tbe H. PBKKOBOM: «...aHAIU3UPYs MEPBYIO
yacTh oparopuu “3amoBefu Ona>keHCTBA”,
J'OHOA Na€T... XapaKTEPUCTUKY TOHAb-
Hoctu Fis dur: “oOpaiieHne Kk HeOESCHBIM
BO3BBIIIIEHHBIM 00pa3aM OCYIIECTBISIETCS
MIOCPEICTBOM (ha-Tue3 Ma)kopa, KOTOPBIi
Bcerga acconuupoBaliicss y dpanka ¢ pai-
ckum cBetoM (la lumicre paradisiaque)”»
[4, c. 127].

B coxepxarenbHON cTaThe O Xopanax
®panka I. lomOpayckeHe TOBOPUT O CBOMA-
CTBEHHOM KOMITO3UTOPY «COUYETAHUU CKPOM-
HOCTH B JIMYHOM >KU3HU C HOBATOPCKUM
neutoM» [5, ¢. 13] u npuBoauT cioBa ¢paH-
y3ckoro my3sikoBena JKaka Hlaite (Jacques
Chailley), xotopsle MOXXHO ObLTO OBI TIEpeE-
BecTH Tak: «CTECHUTENbHBIA OT MPUPODI,
OH, OJTHAKO, 3aKJIF0YaJI B ce0e CTpacTh, JIUIIh
TOJIBKO JKEJIAIOLIYI0 PACLBECTH, HO 3TOMY
MPETSITCTBOBAJIa €10 CTHITMBOCTH [Timide
de nature, il y a pourtant en lui une passion
qui ne demande qu’a s’épanouir, mais que
sa pudeur entrave]»?°. Kak BuauMm, B OTICIIb-
HO B3STOM MAJIOM3BECTHOM MpPOU3BEICHHUN?!

2 B crarpe JloMOpaycKeHe JaH CIEAyIOIni BapuanT nepeBona: « CTeCHUTENBHBIN OT MPUPOIBI, HO B HEM
€CTh CTPacTb, KOTOpAst XOYET PaCIBECTH, HO MEIIIAeT ero0 CKPOMHOCTEY [5, ¢. 13].

2l Jloypenc JIBHC, aBTOP aHIIOsI3bI9HON MOHOTpaduu «Cesap DpaHk u ero okpyxerue» (1970), Haxoaut
IJId YIIOMUHAHUA «PeBekkm» MecTO NUIIL B CHOCKEC, Ha3bIBasd «KaHTaTy» «IPOU3BCACHHUEM, JIMIIEHHBIM
BroxHoBeHus [ininspired work]» (Davies L. César Franck and His Circle. London, Barrie & Jenkins, 1970.

P. 205.)
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(okycupyeTcs LENblii KOMIUIEKC BOIPOCOB,
HEMOCPEACTBEHHO CBA3aHHBIX ¢ Ouorpagueit
n TBOpuYeckuM meronom Ppanka. «Pesek-
Ka» BO MHOIOM OTpa)kaeT KIIKOYEBBIE TCH-
JeHIUU 310xu (ppaHiry3ckoro OGHOBIEHMUS
B aCIIEKTE€ SBOJIIOIMM CUHTETHYECKUX BO-
KaJIbHO-CUM()OHUYECKHUX KAHPOB; B TO K€
BpeMs HAXOAKH, CIACIAHHBIE KOMIIO3UTOPOM
B pabote Haj OMONECKOl CIIeHOH, moydaT
pPa3BUTHE B €TI0 MO3IHEUIINX TBOPEHUSX.
Jlo6aBMM HECKOJBKO CJIOB O THIOTe-
TUYECKOM peabHOM Ipoobpase Pepekku.

[Ipenannocts ABryctsl OnbMec MO OTHO-
HIEHUIO K UCKYCCTBY U MaMSTH €€ yUYHUTEls
OblTa UCKITIOYMTENFHO BEJHKA: «...BMECTE
¢ [lloccoHoM oHa BO3ITIaBWJIA KOMHUTET IO
cbopy cpencts ans co3panust Orroctom Po-
JICHOM MMaMsITHUKA HA MOTUJIE My3bIKaHTa Ha
kinanoumie Ilep-Jlames», ycuieHHo Oopo-
Jach 3a BKJIIOYEHUE NpousBeneHuil Ppan-
Ka B KOHUEPTHbIE MporpaMmbl. CIoBOM,
kak nucan B. 1’Ouau B nmuceme 1920 rona,
«ocTaBajach yuyeHuler ®paHka 10 KOHIIA
CBOUX JTHEN»?.
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quotation (an orchestral work by one of the Viennese Classicist composers) that is determined by
the author of the article. Besides the means of interaction between the authorial and the derived
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I B CospemeHHoe My3bikanbHoe uckycctso [l

Hayunas crares

O counHeHUsx oTeyecTBeHHbIX KOMMNO3UTOPOB-MUHUMOJIUCTOB:
WAUOMATUKA MY3bIKAJIbBHOTO A3bIKA ™

HOausa Hukosiaesna IlanTtesieeBa

Poccuiickas akaoemus my3svixu umenu I Hecunwix, e. Mockea, Poccus,
yulia_panteleeva(@gnesin-academy.ru, https.//orcid.org/0000-0003-1122-7668

Annomayusn. B cratbe paccMaTpuBaIOTCS J1Ba COUMHEHUS, MPUHAJIEKAIINE COBPEMEHHBIM
OTEUECTBEHHBIM KOMIIO3UTOpaM-MuHuManuctam, — Concerto capriccioso (1986) nns
BHOJIOHYEIIM, CTPYHHOTO OpKeCTpa, KIaBUIIHBIX, aphbel u ymapueix Hwuxomas Kopumopda u
Liebliches Lied (1980) nns ¢poprenuano B 4eTbipe pyku Asekcanapa Pabunosuua-bapakoBckoro.
NX aHanu3 BBHINOJHEH C MO3UUUKA MANOMATUKHU. J[aHHBIM TEpMHMH 3aMMCTBOBAaH W3 KOHIIECIIHH
poccuiickoro yué€Horo-inuHreucta Mrops AHMYKOBA M INPUMEHSAETCS B CTaTbe Kak IOINbBITKA
OTpa3UTh CBOEOOpa3ue TBOPUECKUX IPUEMOB JBYX KOMIIO3UTOPOB. B KauecTBe BeyIINX aCIIEKTOB
paccMOTpeHHsI BBIACIAIOTCS HaumOojee TIOKa3aTelbHbIe /Il Ha3BaHHBIX XYH0)KECTBEHHBIX
TEKCTOB — HMHTEPTEKCTYaJIbHOCTh U PENETUTUBHOCTh. Kaxablii U3 KOMIO3UTOPOB HAXOJUT CBOM
coOCTBEHHBINH croco0 auaora ¢ My3blKanabHOW Tpaaunueil. B onHom cinyudae (A. PaOuHoBuu-
bapakoBckuil) BaXKHBIMU OPUEHTHPAMH OKa3bIBAIOTCS «CJIOBA KOMIIO3UTOPA», Kacaroluecs ABYX
XyJI0’)KECTBEHHBIX IPO0OOPa30B, K KOTOPBIM BOCXOAUT WHTOHALMOHHBIN mup Liebliches Lied,
B 1pyrom ciydae (Kopanopd) — nctounux nurupoBanus (cuM(poHUIECKOe MPOU3BEIEHNE OJHOTO
U3 BEHCKHX KJIACCHKOB), YCTAHOBJICHHBIN aBTOPOM cTaThH. [loMrMO crioco6oB B3anMonencTBUs
aBTOPCKON M 3aMMCTBOBaHHOM JIEKCUKH (C80€-uyorcoe ci060), OTAEIbHOE BHUMAHUE YAENSAETCS
OCOOCHHOCTSIM PETETUTUBHOTO METONA. TeXHHWKAa KOMIIO3MIIMU Ka)XJI0ro M3 aBTOPOB OOiamaer
OOLIMMU U UHJIUBUyaIbHBIMUA YEPTaMHU.

Knwuegvie cnosa: nipomaryka, CTUIb, pENETUTUBHOCTh, MUHUMAJIN3M, HHTEPTEKCTYaJIbHOCTD,
LUTUpOBaHUE, pycckas Mysblka, Huxonait Kopunmopd, Anexkcanap PabunoBuu-bapakoBckuid,
berxosen, Illy6epr, bpamc

Jna yumuposanusn: Ilanteneera 0. H. O counmHEHHSIX OTEUECTBEHHBIX KOMIIO3UTOPOB-
MUHHMAJIMCTOB: MIMOMAaTHKa MY3bIKaJIbHOTO si3biKa // IIpoOneMbl My3bikaabHON Hayku / Music

Scholarship. 2023. Ne 4. C. 47-59. (Ha anr. a3.) DOI: 10.56620/2782-3598.2023.4.047-059

** 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.

48



Problemy muzykal'noi nauki / Music Scholarship. 2023. No. 4

rior to examining a few concrete
Pmusical works that may be defined

as pertaining to Russian minimalist
music, we must fathom a certain common
perspective of the issue. The well-known
Russian musicologist Natalia Sergeevna
Gulyanitskaya, while conceptualizing the
picture of modernism and postmodernism
in music, writes the following about
modernism:  “...No matter how this
movement is perceived, it has not yet
disappeared or been confined to oblivion.
Continuously refining itself in its techniques
and changing in its contours, it penetrated
into certain composers’ styles and stylistic
traits...”! The present assertion shall serve
as a point of departure in the study of the
musical facts with the names of the creators
of which this movement in Russian music is
associated with. We are referring to musical
works by Nikolai Korndorf (1947-2001)
and Alexandre Rabinovitch-Barakovsky
(b. 1945) composed in the 1980s.

The originality of the artistic worlds
revealing themselves in the music written
by these composers demonstrates the
differences of their aesthetical positions, yet
the composers’ stylistic manners possess
such attributes that may form a basis for their
comparison. Two compositions of varying
genres — Nikolai Korndorf’s cello Concerto
capriccioso and Alexandre Rabinovitch-
Barakovsky’s piano piece Liebliches Lied
— serve as the objects of comparative
analysis. The present choice of musical
compositions has been stipulated by the
following criteria: the composers belonging

to the same generation, the chronological
proximity of the time of the creation of both
compositions, as well as separate features
of compositional technique which testify of
certain common tendencies revealed in the
artistic quests of different composers.

Upon examining of these works, let
us focus our attention on two moments —
the repetitive technique, which constitutes
a significant element of the styles of both
composers, albeit, in varying degrees, as
well as the means of use of the derived
musical material (somebody else s words).

Another introductory comment must
be made in regard to the term idiomatics,
created by Igor Anichkov (1897-1978).
This conception, which, according to a
number of philologists, has been in advance
of its time and was highly evaluated by
such thinkers as Dmitri Likhachev, was
expounded in such works as Idiomatika
i semantika [Ildiomatics and Semantics]
(1927) and Idiomatika, ili Izuchenie
sochetanii slov [ldiomatics, or the Study
of Word Combinations]. This “general
study of word combinations (as opposed
to syntax — the study of combinations of
forms of words) [that author’s italics. —
Yu. P.]”? presumed its object to be formed
by any word combinations, including the
so-called free ones. They were perceived
as connections of concrete words, rather
than those taken randomly and merely
connected by means of concrete syntactical
rules. Apparently, certain ideas of this
conception may be considered in the study
of composers’ languages, especially when

Gulyanitskaya N. S. Muzykal'naya komporzitsiya: modernizm, postmodernizm.: istoriya, teoriya,

praktika [Musical Composition: Modernism, Postmodernism: History, Theory, Practice]. Moscow: Yazyki

slavyanskoi kul'tury, 2014. P. 63.

2 Apresyan Yu. D. O rabotakh I. E. Anichkova po idiomatike [About Igor Anichkov’s Works on
Idiomatics]. Voprosy yazykoznaniya [Topics in the Study of Language]. 1989. No. 6. P. 105.
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there is an interaction between authorial
and derived lexis present.

Concerto  capriccioso by  Nikolai
Korndorf (1986) for cello, string orchestra,
keyboards, harp and percussion is an
innovative composition, as Alexander
Ivashkin defines it. In 2004 this outstanding
musician gave both premieres of this work
— the world premiere (Winnipeg, with
Andrei Boreyko, conductor) and the Russian
premiere (Moscow, with Konstantin Krimets,
conductor). In the 2010s the Concerto
was performed by Ivashkin together with
Valery Gergiev (St. Petersburg, 2012), and
then sounded out in Piotr Kondrashin’s
interpretation under the direction of Anatoly
Levin (Moscow, 2017) and Kirill Karabits
(Kazan, 2019).

Concerto capriccioso is a composition
in two movements, disclosing the unity
of contrasting images imprinted in the
contemplative-immobile first movement
(its scale comprises two thirds of the
temporal capacity of the entire composition)
and the swift, dynamic second movement.
Our attention shall be focused particularly
on the second movement.

The music of this movement is permeated
with images of light, rejoicing and life-
asserting energy. Celebrating the world in
its power, freedom and beauty, Korndorf
achieves a veritably hymn-like sound
that could be described by citing Feodor
Tyutchev’s poetic lines: “And the world, the
flourishing world of nature is intoxicated
by an abundance of life”® or Konstantin
Korovin’s prose: “What hymn of the earth
equal to the grandeur of the skies...”

Among the through compositional
ideas of the second movement which must
be mentioned is the consistent accrual of
textural density, a systematic expansion of
the timbral mass, as well as the diversity
of the means of coordination between the
solo part and the separate instruments or
ensembles.

Thus, we can pose the question: how
do the immensity of the manifestation of
sound and the repetitive technique correlate
with each other, presenting a method that
presumes work with constructive units
defined by the conception of “pattern” (about
the minimalist technique in the composer’s
other works see: [1]).

The sound space of Concerto capriccioso
is constructed on several levels. The detailed
organization of the individual lines is the
discerning feature of the micro-level, which
determines the image of separate sonoric
lines and large-scale sound massif marked
by a registral scope and textural density.

The repetitive idea is active on different
proportional levels, but predominantly
on the micro and the meso level, whereas
the macro level is presented by the large-
scale sections of the form correlated with
each other on the scale of the whole. The
colorific sonorous strata — the number of
parts within the framework of particular
homogenous textures sometimes reaches
to over thirty — agglutinate in a graduate
manner, among other things, relying on
the idea of repetitiveness. On the micro
level, it can interact with other constructive
techniques, including the combinatorial and
palindromic ones.

> Tyutchev F. 1. Polnoe sobranie stikhotvorenii [Complete Compilation of Poems]. Introductory article
by B. Buhshtab, preparation of text and annotation by K. Pigarev. Leningrad: Sovetskii pisatel', 1957. P. 196.
4 Korovin K. A. Moya zhizn' [My Life]. St. Petersburg: Azbuka, 2017. P. 249.
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By aligning the sound surface by
means of smooth motion and alleviating
the metric pulse, the composer creates the
image of free impulse in the Concerto’s
second movement. Three constructions
that are more individualized melodically
are situated on the meso level; as a rule,
they delineate a precise relief on a
homogenous surface permeated with a
multitude of sound events that are almost
undifferentiated by ear. The swift tempo,
the even rhythm in the vein of perpetuum
mobile, the evolution of the texture from
one line to extra-polyphony, the abundant
scale of dynamic changes — this is what
forms the image of the second movement.
The pitch aspect is noteworthy for its
lengthily persistent mode (4, B, C#, D, E,
F#), within which there occurs a ceaseless
sound permutation the principle of which
becomes different in the case of each of the
respective instrumental parts.

The repetitive idea is interpreted in an
original manner in the canonic technique,
as well. Making use of the possibilities
of horizontal-movable counterpoint, the
composer either expands considerably
or reduces the interval of the statements
between the various voices, so that the
canon turns out to be massive and dispersed
in one case and compact and condensed in
another. An example of the first case can
be presented by the parts of the marimba
and the harpsichord (3 measures before
reh. 21), while one example of the second
case can be seen in the harpsichord and
vibraphone parts (reh. 21), in the part of the
latter instrument the material is presented
in a small rhythmic augmentation. There
are palindromic irregularities regulating
the process of permutation of sounds and
creating repetitiveness, only in retrograde
motion, and only in the vibraphone part
(reh. 24-26), wherein several axes of

ST

symmetry are given; the principle of
precise repetitions arises periodically, for
example, in the section beginning at reh. 33
and onwards.

One important technique of development
of repetitive structures is the additive
principle; this method can be observed in
the first of the three themes pertaining to
the meso level (reh. 22). It is performed
by the instrumental ensemble with a
characteristically bright sound (involving
the campanelli, the vibraphone, the bells,
the celesta and the harp). A discreet
melodic phrase, seemingly fragmented
into several motives, becomes transformed
with each repetition: the added sounds
displace the pauses, while the measured
rhythm gradually transforms itself into
agile rhythmic motion permeated with
triplets. This new pulse that appears in the
area of the first culmination (reh. 28) is
supported by the percussion instruments
(the timpani and the percussion set), and
the percussionist, after playing a short
fragment with fixed notation, is instructed
to improvise “in the vein of a jazz
waltz” (reh. 29). It seems that it is not by
chance that the double bass part becomes
cardinally transformed here (the role of
this instrument in jazz music is all too well
known): although confined to one single
pitch, it is infinitely diverse in its varying
of triplet rhythms (Example No. 1).

We presume that it would be appropriate
to make a small digression here and
compare the ways Korndorf and Schnittke
generate an expressive resource from
their respective usages of the drum set. In
Concerto capriccioso this instrumental part
provides an uninhibited, energetic rhythm
cutting through the strata of the multicolored
orchestral texture and intensifying the
emotional ascent, even a drive characteristic
for a rock concert.



Example No. 1

Mpo6neMbl My3bikanbHom Hayku / Music Scholarship. 2023. N2 4

Nikolai Korndorf. Concerto capriccioso, Sth measure after reh. 35
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In Alfred Schnittke’s Requiem the drum
set part (a rather unexpected timbre in the
contextofsuchanelevated genre)isadjoined
by the part of an electric guitar endowed
with the stylistic attributes characteristic
rather to mass genres (the dominant ninth
chord, peculiar to the vocabulary of the
grassroots culture of the romance songs,
as well as syncopation, intrinsic of rock
music).

In Korndorf’s composition, parallel
with an improvisation typical of a jazz-
waltz carried out by the jazz battaria, we
also hear the sound of a refined theme in
the second violins’ part (the second of the
aforementioned three), reminiscent, in
our opinion, of the waltz from Berlioz’s
Symphonie Fantastique (in all likelihood,
the triple meter and the 4 major tonality
also implicitly point to this reference).
Allocating this theme in the manner of
a canon among various sections of the
texture created by means of the string
divisi, the composer achieves not only
a sense of lightness and transparency
within the thickset sound fabric, but also
a moving stereophonic effect. As for the
repetitiveness, it is realized here not in a
horizontal dimension, as it does in the first
theme, but in the three-dimensional space
of the texture.

Passing through the stages of pitch
transformations (the diatonic hexachord, the
Lydian mode and the clusters), the music in
yet another climax (reh. 33) acquires new
force, reviving the spirit of competitiveness
— the archetypical characteristic feature of
the genre — between the solo instrument
and the orchestra. The virtuosic brilliance,
the light and shadows appearing within both
the harmonic space and the broad dynamic
amplitude, mark out a new level of dramatic
tension along the path toward an extensive
culmination.
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The recession of the climax connected
with the rise of the final wave (reh. 36), the
return of the initial canon in the harpsichord
and marimba parts — all of these create
a sense of recapitulative qualities. The
solo cello recedes to the background, and
the function of harmonic accompaniment
assigned to it along with the harp may be
perceived asamoment of completion, as the
result of which the appearance of the third
theme (just before reh. 37) remains almost
imperceptible (Example No. 2). However,
it is particularly due to this “lull” that
the artistic effect, which is unexpectedly
brilliant, first of all, in the semantic sense,
appears. The new theme — and this may
be asserted with all definiteness — is a
theme from the first movement of Ludwig
van Beethoven’s Seventh Symphony (reh.
400).

Its structure is comprised of two
components: 1) the motive of the double
basses, repeating as a pattern in repetitive
music, and 2) the dance music in the violin
parts developing according to the additive
principle. Since Beethoven’s theme is
intonationally close to the first theme
performed by the “sonorous” ensemble
(reh. 22), it is perceived not as a contrasting
element, but a natural continuation of
Korndorf’s music.

By quoting only one theme, Korndorf
throws over a semantic arch to the entire
Beethoven symphony, which, as it is well
known, had impressed the composer’s
contemporaries by its overwhelming
democratic nature. Romain Rolland
remarked about this composition the
following way: “The Symphony in A major
1s open-heartedness itself, latitude, strength.
This is an insane profligacy of overpowering,
superhuman forces — a profligacy without
any purpose, only for the sake of merriment
— the merriment of a flooded river which
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Example No. 2 Nikolai Komdorf. Concerto capriccioso, 2 measures after reh. 37
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broke free of its banks and is flooding
everything.”>

The aesthetic code of Beethoven’s
music organically went into the context of
the contemporary composer’s work, and
the different stylistic and semantic strata
turned out to be in an uncontroversial unity.
Korndorf does not juxtapose the styles of
the past and the present with each other,
but, on the contrary, brings them together,
practically erasing the boundaries between
them (an example of a different artistic

comprehension of the thematicism of the
Seventh Symphony can be seen in Alfred
Schnittke’s Cadenza to Beethoven’s Violin
Concerto [2]).

It seems that, not coincidentally, Larisa
Kirillina, the author of the contemporary
Russian research work devoted to
Beethoven’s life and work, emphasizes
that the expressive means of the Seventh
Symphony call for such a language of
description which would be more relevant
for 20th century music, rather than for the

5 Rollan R. Zhizni velikikh lyudei: Zhizn' Betkhovena, Zhizn' Mikelandzhelo; Zhizn' Tolstogo
[Rolland R. The Lives of Great People: the Life of Beethoven; The Life of Michael Angelo; The Life of
Tolstoy]. Translated from the French and edited by B. Pesis. Minsk: Vysheishaya shkola, 1985. P. 30.

S4



Problemy muzykal'noi nauki / Music Scholarship. 2023. No. 4

era of Classicism: “...upon analysis of this
score, there arises the wish to make use of
such conceptions as brightness, density,
mass, intensity, rather than the categories
that would be more natural for Classical
music (thematicism, harmony, form etc.)”

Therefore, Korndort’s Concerto, which
is permeated with life-asserting pathos, is
noted not only for the abundance of timbral
and coloristic innovations, but also for the
diversity of the stylistic components that
organically combine with each other, among
which are: the quotation from a classicist
musical text (Beethoven) endowed with a
dance genre basis, bell-like qualities, jazz
improvisation, minimalist motor qualities,
etc. The common denominator for all the
enumerated components is repetitiveness,
which is what determines the modus vivendi
of the texture in whole.

In the peculiar methods of combination
of the authorial lexis and the derived (or
stylized) lexis is how Korndorf’s method,
the idiomatics of his language revealed.
Skillfully engrafting somebody else’s text
into his own text,” the composer makes
this technique at once marked out and
covert. Another inalienable quality of the
composition is its “aesthetic infinitude,”
if we are to make use of the formulization
which has served as the title of Paul Valery’s
essay. The composer reveals to the listener an
artistic space possessed with broad aesthetic
horizons.

Liebliches Lied (1980) by Alexandre
Rabinovitch-Barakovsky for piano four
hands also serves as an example of a musical
composition endowed with “the moment of
mediation of ‘one’s own’ with ‘somebody
else’s.””

The very title of the composition turns out
to be representational, as it correlates with
the title of one of Johannes Brahms’ songs.
The composer comments the following way
about the direct intonational connections
between his musical work and other
composers’ music: “...I have incorporated
two short motives from Brahms’ Es liebt
sich so lieblich im Lenze, opus 71 (I liked the
alliterations in this title so much) and a motive
from Schubert’s Serenade (Stdndchen) in
D minor. For this reason, the major and minor
scales constantly alternate with each other,
trying not to engage in extremely antagonistic
confrontation. ‘Joyful sadness, sad joy.”””

It must be noted that the alliteration
present in Heinrich Heine’s poems is also
conveyed in the Russian translation carried
out by poet Apollon Maikov. The following
lines serve as bright examples: “Sverkaya,
pronosyatsya volny reki” [“The waves of
the river rush by, glistening”] (the syntony
of the consonants » and k£ in the words
“sverkaya” [“glistening”] and “reki” [“of the
river’]), “Tak lyubitsya serdtsu vesnoyu!...”
[“The heart yearns so much to love in the
spring”’] (the combination of the consonants
ts and dts in the words “lyubitsya” [“yearns

¢ Kirillina L. V. Betkhoven: zhizn' i tvorchestvo. V 2 t. T. 2 [Beethoven: Life and Creativity. In 2 Vols.
Vol. 2]. Moscow: Moskovskaya konservatoriya, 2009. P. 136.

7 About other techniques involving the composer’s method of quotation, see: Panteleeva Yu. N. Opus
citatum v muzyke Nikolaya Korndorfa [Opus citatum in Nikolai Korndorf’s Music]. Nikolai Korndorf.
Materialy. Stat'i. Vospominaniya [Nikolai Korndorf. Materials. Articles. Memoirs]. Edited and compiled by
E. Nikolaeva, 1. Viskova, G. Averina. Moscow: Moskovskaya konservatoriya, 2015, pp. 182—-195.

8 Averintsev S. S. Svyaz' vremen. Sobranie sochinenii [Connection Between the Times. Compilation of
Works]. Compiled by N. Averintseva and K. Sigov. Kiev: Dukh i Litera, 2005. P. 78.

° From A. 1. Rabinovitch-Barakovsky’s letter to the author of the article.
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to love”] and “serdtsu” [“heart”]), as well
as “I mchitsya mechta za mechtoyu...”
[“And dream after dream rushes by] (the
phonetically significant repetition of the
consonants m, ch, t)."°

The breathtaking, exuberant character of
the work 1s compositionally connected with
the technique of multifold repetition of one
musical thought passing through several
stages of formation.

In this work the artistic ideas of two
wonderful examples from the Romantic
era have found their continuation, which
has revealed itself in the refined play of
musical allusions created by the composer.
The compound elements of new integrality

turned out to be not only separate various
intonations and motives, but also the
tonalities (D major / D minor), the rthythmic
and textural models, as well as the fragments
of harmonic progressions (to which even
the performance instruction provided by
Brahms: Anmutig bewegt — “in gracious
motion” in the aforementioned song — is
absolutely applicable) (Example No. 3).
The turn to the heritage of Western
European = Romanticism,  which  has
determined the stylistic code of this
musical composition is quite illustrative for
Rabinovitch-Barakovsky’s style in general.
The composer asserts: “In music I am
interested in culture and cultural tradition.”!!

Example No. 3 Alexandre Rabinovitch-Barakovsky.
Liebliches Lied
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10 Maikov A. N. Sochineniya. V2 t. T. 1 [Works. In 2 Vols. Vol. 1]. Under general editorship of F. Priyma,
compilation and preparation of text by L. Geiro. Moscow: Pravda, 1984. P. 230.

' Dubinets E. A. Motsart otechestva ne vybiraet. O muzyke sovremennogo russkogo zarubezh'va [Mozart
does not Choose his Homeland. About the Music of the Contemporary Russian Emigration]. Moscow:

Muzizdat, 2016. P. 66.
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The dialogue with cultural tradition,
as it 1s well-known, has found a diverse
implementation in the works of composers of
the postmodern age. The fibres of succession
may be observed in such aspects as, for
example, the recreation of the instrumental
ensemble, as it takes place in Gyorgy Ligeti’s
Trio for violin, horn and piano Hommage a
Brahms (1982), which recreates the timbral
makeup of Johannes Brahms’ Trio for
Violin, Horn and Piano opus 40 (1865).
[3, pp. 123-124] The association plan in
Rabinovitch-Barakovsky’s composition
presumes intricate references to the music
of the romanticist composers Brahms and
Schubert. This mechanism works, first of
all, on a morphological level — the level of
separate intonations and motives.

Schubert’s Serenade has become an
inseparable part of cultural consciousness,
and the presence of this music in the artistic
fabric of works pertaining to various
different arts reflects the unbelievable
diversity of new semantic contexts. The role
Schubert’s Serenade (“the complex — if so
often apparently natural and simple — art”)
plays in various filmstrips is written about in
numerous research works, including that of
Jennifer Ronyak. [4, p. 182]

Giving preference to sonorous timbres
in many of his musical works (“Sonorous
instruments create the atmosphere of
fabulousness, ‘magic,” mysteriousness...”!?),
the composer, here too, directs himself on
endowing the piano with a similar sound.
Liebliches Lied may be performed on an
electric or amplified piano (enhanced with
resonators), in order to “achieve an amplified
brilliant sound,” a “special,” “picturesque”
timbre, as the composer writes in the
performance instructions to his composition.

Indeed, Liebliches Lied discloses for
us a beautiful world permeated with the
energy of motion, gradations of emotional
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states superseding each other — from
the romantically exuberant to the lyrical-
melancholy, — as well as peculiar emotional
tints of chiaroscuro. At the same time,
Liebliches Lied represents not merely a
reminiscence of the departed Romantic era,
a gleam of the unattainable beautiful ideal,
but also a reflection of aesthetic perceptions
intrinsic to the contemporary artist.

Natalia Gulyanitskaya, when discoursing
on the aesthetic qualities inherent in
the works of the contemporary art of
music, rightfully raises the question of
“understanding the beautiful, which not only
has not disappeared, but also has acquired its
own forms of expression.” [5, p. 11]

Therepetitive idea permeating throughout
Liebliches Lied is contained to a certain
degree already in the very primary source
of Brahms’ work. Such, in particular, is the
initial motive in the piano accompaniment,
which comes across in eight different
variants of the harmonization. The composer
of Liebliches Lied has derived from classical
musical texts separate intonations, most
notably, the motives B—A4, D-B—A, B-flat-A,
A-B-flat-A—-D, which, correlating with each
other, also permeate the entire fabric of the
composition in its entirety.

The fragments from Brahms® and
Schubert’s musical texts, recreated both
literally and with changes, acquire a new
mode of existence, being transferred into
a new lingual milieu and submitting to
the repetitive idea predominating in it.
A detailed analysis of the melodic, harmonic
and textural means with their numerous
nuances of likenesses and differences may
be applied practically in each fragment of
Liebliches Lied.

The varied repetition of the patterns
of various lengths (from half a measure to
four measures) creates a static-dynamic
equilibrium, which, nonetheless, does not
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break entirely with narrative aspects. The of repetitiveness itself predominating in the
difference in the lengths of the patterns piece, in itself, has direct correspondences
present in both parts is compensated for in the music of the Romanticist composers,
by the precise quantity of repetitions based first of all, Schubert.

on even numbers (2, 4, 6, 8). Such a logic The intertextual connections and
creates the effect of halted time, allowing repetitiveness reflect the important aspects
the recipient to sense more fully the of the compositions by Korndorf and
peculiarity of each “musical moment.” The Rabinovitch-Barakovsky examined in this
intonational resource of the piece, stemming article, and their study, in our opinion,
from romantic music, is by no means the substantially hastens the comprehension of
only trait connecting Liebliches Lied with  the idiomatics of the two composers’ musical
the historical legacy. The musical text of languages. At the same time, perception of
the work is literally woven from textural the general features, for example, such as
devices characteristic for the piano literature  dialogue with a culture’s past, permeating
of the Romantic era (such as chromatic all through the musical discourses of both
passages, arpeggiated figures, etc.). In the artists, shall enrich itself as the result of
kaleidoscope of diverse melodic-harmonic  understanding the concrete particularities
constructions, we find recognizable of the individual compositional methods,
musical topoi (for example, the “golden a significant component of which is the
progression” of horns). And, finally, the idea  repetitive technique.
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OpPraHM30BaHHOM IEIOCTHOCTH KBAapTETa, YTO MOXKET HPOJIUTH CBET Ha OOJIACTh €ro 3BOJIIOLUU
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THUIBI TOTU(POHUYECKOTO U TOMO(OHHOTO M3JIOKEHUSI MY3bIKAJIBHOIO MarepHualla, €ro IiacToBble
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integrality, which may shed light on the sphere of its evolution in Taneyev’s music. The following
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with the form, to research the means of this interaction with the thematicism, to disclose the most
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polyphonic and homophonic expounding of the musical material, the varieties of its strata, as well
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and on the effects of suddenness and unexpectedness. Both types of textural modulations present
a distinguishing feature of Taneyev’s artistic manner that is connected with the stages of formation
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epreem lBaHoBuueM TaHEEBBIM CO-  KBapTETHOM My3bIKM. OHM JEMOHCTPUPY-

3AHO JIEBATH COYMHEHUN B KaHpPE IOT BEPIIMHBI MOTHM(POHUUYECKON TEXHUKH,

CTPYHHOTO KBapTeTa. TpuW M3 HUX  MacTEpCTBO BasHUSA (DAKTYphI M CO3IaHUS
He ObUTM OMYOJIMKOBAaHBI M IIMPOKOTO MPH-  IMUKIUYECKONM KOMIIO3WIIMHM, OCHOBaHHOM
3HaHus He nonyuwid. [llects omycoB, Ha-  Ha IPUHLMIAX MOHOTEMATH3Ma, a TAKXKE Ha
nucaHHbix B niepuof ¢ 1880 mo 1905 rom,  CII0KHBIX HHTOHAIMOHHBIX MEPETUIETEHUSIX,
MPUHALJICKAT K TOIJIMHHBIM JOCTUKEHUSIM  OCHOBOM KOTOPBIX CTAHOBUTCS THAJIOT.
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CrpyHHble KBapTeThl TlaHeeBa IIpen-
CTaBJISIIOT YPE3BbIYAMHBIN UHTEpPEC ISl CO-
BPEMEHHOTO MY3BIKOBEJICHHUSI KakK CBUJE-
TEIBCTBO MacTEPCTBA PAOOTHI KOMIIO3UTOPA
¢ hopmoii, TeMaTU3MOM, My3bIKaJTbHON TKa-
Hbto. Jlns uccnenoBarenis OHM OTKpBIBa-
10T TIEPCIIEKTUBBI MO3HAHUSI BaPUAHTHOCTU
TPAKTOBKHU 3TOTO >KaHpa KaMEpPHO-UHCTPY-
MEHTAJIbHOM MY3bIKH, YTO BBISIBIIIETCS HA
OCHOBE U3YyYECHHUSI CTUJISI MPOU3BEIICHUM.
Ocoboe MecTo B psly CPEICTB MY3bIKaJlb-
HOTO SI3bIKA MPUHAJICKUT (DaKType.

Jlo cux mop B oOLIMPHOHN JUTEpaType,
MOCBAIIEHHON TBOpPYECTBY TaHeeBa, BO-
MPOCHl B3aUMOJICHUCTBHSA (DAKTyphl U KaH-
pa, GaKkTypsl U CTHIISI HE PaCCMaTPUBAIIUCH,
910 OOYCJIOBUJIO aKTyaJbHOCTh IIOCTa-
HOBKH MPOOJIEMBI, CTaBIIEH CMBICIOBBIM
CTep)XKHeM JaHHoOW crarbu. Llemb paboThl
— ONpeAeNuTh cuenuduky xkaHpa, Mpo-
SIBUBINYIOCS Ha ()aKTypHOM YPOBHE XyIO-
KECTBEHHO-OPraHU30BaHHOW LIEIOCTHOCTH
KBapTeTa, ¥ TEM CaMbIM OCBETHUTH 3Ty 00-
JIacTh TBOPUECKOTO Hacieaus TaHeesa.

MeTogonoruueckor 0a30M HcCIeI0Ba-
HUS CTajld HMCTOPUYECKUN U aHAJIUTHYe-
CKMH TMOAXOIbl K CTPYHHBIM KBapTeTawm,
JIOTIOJTHEHHBIE MeETOoAaMu  (PpakIMOHHOTO'
1 (QYHKIIMOHAJIBLHOTO aHaiM3a. [[BrkeHue
TBOPYECKOM MBICITM KOMIIO3UTOpA OT paH-
HUX OMYCOB K TMO3JHUM YyOEXIaeT B pOJIU
(haKTyphl Kak Ba)XHOW COCTABJISIFOIIEH CTH-
TSl IPOU3BEICHUSI, CKPBIBAOIIEH OOraTcTBO
npeAcTaBiIeHU 00 ATOM >KaHPOBON BETBH.
CoenuHUB HAIMOHAJIBHYIO CaMOOBITHOCTH

1

C aKaJeMU3MOM 3aIlaJHOEBPONEHCKON Ka-
MEpPHO-UHCTPYMEHTAJIBHOW MY3bIKH, TaHe-
€B CO3/1aJI HOBYIO BEPCHIO KaHpPa CTPYHHOI'O
KBapTETA, «I10 CBOEH KOHLIENTYAJIbHOCTH HE
YCTYMAIOIIYy0 CUM(POHUN»?.,

OgHuM U3 HaMMEHEE HCCIEJOBaHHBIX
aCIEeKTOB OCBOEHHUS CTHJIEBBIX OCOOEH-
HOCTEH MY3bIKaJIbHOM TKaHU SBJSETCA
e€ HepacTopKUMasi CBsI3b C MPUHIIUIIAMU
dbopmoobOpazoBanusa. He menee uHTepec-
HOM OO0NAacThIO M3YyYEHUS NPEICTaBISIETCS
u chepa e€ npamaryprudeckux (QyHKIui,
TAK)KE CONPSKEHHBIX C IIPOLECCAMU CTa-
HOBJIeHUs (QopMmbl. B ompeneneHun rpaHuiy
MOHSTHUSA «JIpaMaTyprus» aBTop JaHHOM cTa-
TbU PYKOBOJICTBYETCSI TPAKTOBKOM JTAHHOTO
TepMHHA, MpeaIokeHHO A. Cenuikum:
«...My3bIKaJIbHasi JpaMaTyprusi €cTb Ipo-
LIECC  COINOCTABJCHHS, B3aHUMOJICHCTBHS
U pa3BUTUA OOPa3HO-CMBICIIOBBIX Hadval,
CKJIQJIBIBAIOIIMICSA B LEJIOCTHYIO CHCTEMY
Y BOIUIOMIAIOIINM 3aKOHYCHHBIN XYHOXKe-
CTBCHHBIN 3ambiceln...»’. II0CKOIbKY HO-
CUTEJIEeM MY3bIKaJTbHOTO Oo0pa3a SBISETCS
TeMa, LEeIecoo0pa3HO CKOHLIEHTPUPOBATH
BHUMaHUE HA BbISIBIICHHE B3aUMOCBSI3U (pax-
Typbl U TEMaTU3MA.

Ve IlepBwlii KBapTeT, MOCBALIEHHBIN
IT. YanKOBCKOMY, C HETUIIUYHOM IJId 3TO-
I'0 YKaHpa MATUYACTHOU CTPYKTYpPOH LIUKIIA,
JIEMOHCTPUPYET pa3sHOOOpa3HbIe BapuUaH-
Thl TAKOTO B3aMMOJEUCTBUS, 00YCIOBIICH-
HblE OCOOEHHOCTSAMH CaMOil KOHIICTIIUU
npousBeaeHus. Memiiennsle yactu (Largo
U Andantino) pacrmonaralotcs Ha YETHBIX

ComacHO TaHHOMY METOAY, CPAaBHUTEIFHOMY aHAJIH3Y MOUICKHUT ONpeAeEHHAast IPyIIa OTHOIIEHU I

¢daxTypHbIX 1eMeHTOB. CM. 00 3ToM: KpachukoBa T. H. ®aktypa B my3bike XX Beka. M.: PAM umenu

I'mecunsnix, 2008. C. 11.

2

2015. C. 134.

3

Jlans: [Inanera my3siky, 2019. C. 7.

Jlykuna I'. V. TBopuectBo C. H. TaneeBa B cBeTe pycCKOW TyxoBHOU Tpamuiuu. M.: Kommosurop,

Cenuukuit A. SI. My3bikalibHasi apamaryprus: teopetudeckue npodiemsl. CI10.; M.; KpacHoxap:
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MO3UIUSIX, B TO BpeMsl Kak OBICTpbIE —
niepBas (Allegro), TpeTbs (Presto) u 3akito-
yutenbHas (Vivace giocoso) — sBIA0OTCH,
COOTBETCTBEHHO, HAyaJioM, LIEHTPOM KOM-
no3uuuu u e€ 3asepuieHueM. [lpu 3Tom
coHatHoe Allegro obpamieHO MeNJIEeHHBIM
BCcTyIuieHUueM (Andante espressivo) u 3a-
kiroueHueM (Tempo del commincio).

IlepBbIli KBapTeT OTMEYEH KaJeHIo-
CKOIMHUYECKOW MHOXXECTBEHHOCTBIO U KOH-
TPAaCTHOCTBIO HAMOJHSIOMIUX €ro 00pa3oB.
B npenenax ugacted opraHuzauus 3BYKO-
BOM TKaHM TaKXe MpecTaBlieHa KOHTPaCT-
HOM «HUTpoi» (aKTypHBIX MIIAHOB, MacTep-
CTBO OOBEAUHEHMS] KOTOPHIX OyKBaJIBHO
3aBOpaXXMBAET ciymarensd. Tak, Hampu-
Mep, BCTYIJICHHE K MEePBON 4acTH KBapTe-
Ta OTIMYAETCI MHUHUMYMOM (DakTypHBIX
COOTHOIIICHHH, TJIe 0c000€e 3HaUYCHUE TPH-
naércs nay3am Kak cCBO€0Opa3HbIM peryJs-
TOpaM pa3BUTHUS TOJI0COB (MOJOOHBIE TUITHI
(baKkTypbl CBONCTBEHHBI HaYaly MpaKTUde-
CKHU BCEX M3JaHHBIX KBApTETOB). 3BYKOBas
TKaHb OTMEUEHA 37€Ch YHEPIrUYHBIM TEMa-
TUYECKUM peiabeoM aipTa, MUPKYISAIH-
OHHOU puTOpHUUEecKoi ¢GuUrypou ostinato
BTOPOW CKpUIIKU U aKKopaamu, o0O03Ha-
YEHHBIMHU ILITPUXOM pizzicato B NapTUU
BHOJIOHYEJIEH U TIEPBOM CKpUMKH, 00pasy-
IOIIUMH 0OBEMHBIM MHOTOCOCTaBHBIN (hOH.
Coueras B cebe TUIBI MOHO(GOHUUYECKOTO
1 UMHUTALMOHHO-TTOIU()POHUYECKOTO MHUCh-
Ma, TeMa BCTYIUICHHS SIBISET cO00M cBOE-
oOpa3HbIil (HaKTYpHBII MUKCT.

@DakTypHbI OOJMK TJIaBHOW NapTUU
(1. 18-26), HaumHaromielics B B dur, 3akaH-
qyBaromieiics B ONHOUMEHHON TOHAJIBLHO-
ctu (b moll) u conepxaieit B cede npu-
3HAKU MHHOpO-Maxopa (Kak MpOSBICHUS
pacUIupeHHO TOHAJIBHOCTH), o0Opaszyer
pPE3KUI KOHTPACT T€ME BCTYIUICHUS, KOTO-

pasi CTAaHOBUTCSI B JTaJIbHEHMIIIEM MOIIHBIM
MMIYJIBCOM K pa3BUTHIO. Bapbupytommics
rpa@uyeckuil pUCYHOK IJIABHOW MapTuw,
0O0JBIION quana3oH e€ 3By4aHus OpraHuy-
HO COYETAIOTCS ¢ UMUTALIMOHHBIMU MpPUE-
MaMH, OCHOBaHHBIMH Ha TMiepeaaye TEMbI OT
WHCTpYMEHTa K HHCTpyMeHTY. Cam croco0
noNu(OHUIECKOTO H3JIOKEHHS, Oa3upy-
IOLUKCS Ha «IIpeoOpa3oBaHUM JaHHOTO
(“mepBOHAaYaNbHOTO’”) COEAUHECHHUS MEJIO-
Jiii B HOBOE (“MPOU3BOJIHOE”’) COCTMHEHUE
TEX K€ MEJOJWM, WJIM BBIBOJUMBIX BapH-
aHTtoB», A. Uyrae, omupasch Ha Teope-
TUYECKHUE B3MVIsAAbl TaHeeBa, M3JI0KEHHbIC
uM B «[logBMKHOM KOHTpAmyHKTE CTPOTO-
ro MUCbMay, PACCMaTPUBAET KakK SIBICHUE
CJIO)KHOTO KOHTpAIyHKTa*,

Tema noOouyHO#l mapTuu, 3Byvamias
B TOHAJIbHOCTH BBICOKOM MEIMAHTHI y ajibTa
(g moll), no cBoei npupoze neceHHa (11. 4).
OHa mnosBisieTCs HA OPraHU30BAHHOM IIO-
aupuTMuEl (GuUrypanmoHHoM (oHe, UMU-
TUpYIOIIEeM (pizzicato) HAUTPBIIIUA CTPYH-
HBIX HapOJHBIX MHCTPYMEHTOB (Oalanaex,
rycieit). IHTOHAIMOHHO OHa POJICTBEHHA
rnaBHOM. OCHOBaHHAsl Ha MPUHIMIE MPO-
U3BOJTHOCTU M W3JIOKEHHAsl MOJIupoHUYe-
CKH 3aKJIFOUHUTENIbHAS NApTHUsl, TEMAaTUYECKU
Onu3Kas MoOOYHOM, TaKKE JEMOHCTPUPYET
CHUHTE3 IIECEHHOr0 Hayajga C HMCKYyCCTBOM
KOHTpPAIyHKTa, B KOTOPOM COIIPOBOXKJa-
IOIMM CJIOEM CTaHOBUTCS BOCXOZsIIEE
CEKBEHIUPOBAHUE TEMATUUYECKOro fA/pa
[JIABHOM.

Cronb ke 3HaYUTeNIbHA POJIb MONIU(POHUN
B pa3paboTKe, COCTOsIIEH U3 IByX pa3HOXa-
pakTepHbIX pa3zenoB. E€ Hayao npeacras-
JIEHO UMUTALIMOHHBIM CIIOCOOOM M3JI0KEHUS
TEMaTHUYECKOr0 MaTepualia IJIaBHOM mapTuu
B TOHAJIbHOCTH TPUTOHOBOTO COOTHOUIEHUS
(e moll), a 3axaHuMBaeTCs TEPBBIN pazjien

* Yyraes A. I. YueOHuK KoHTpanyHkTa 1 nonudonun. M.: Komnosutop, 2009. C. 185.
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KyJbMUHAIIMOHHBIM 3BYYaHUEM BCEX WH-
CTpPYMEHTOB B TuHamuke ff. KontpamyHkrom
K TJIABHOM CTAaHOBUTCS PUTMHUYECKU TPE0O-
pazoBaHHas MOOOYHAs MApTHUs, 3Bydallas
B yBenuueHud. OTMETUM, 4TO B KBapTeTax
TaneeBa MMUTAIIMOHHBIE M KAHOHHYECKHE
(dbopMbI, MOTOOHO MY3bIKE CTapbIX MacTe-
POB, UMEIOT «BCEMPOHUKAIOIIUI» XapaKTep
[1, c. 13], mockoybKy OHH IPpeodIaaaoT Hall
BCEMH OCTaJIbHBIMH crioco0amu (hakTypHOU
OpraHu3aluu.

Bropoii pazgen (1. 126), mapkupoBan-
HBIIl KpacoyHbIM nepexofaoM u3 Fis dur
B TOHAJIBHOCTh B dur u OCHOBaHHBIA Ha
WHTOHALMSIX BCTYIUICHUS, COMPOBOXKIAET-
Csl OKUBJIEHUEM T'OJIOCOB CPEJCTBAMH PUT-
MUYECKOrO JpOOJEHHUs JIUTENbHOCTEH U
MMUTALMOHHBIX MPUEMOB B (pUTypaluu Ha
HEOOIBIINX yYacTKax (OPMEI ¢ mepeaadeit
KpaTKUX MeJoauyecKkux (pa3 U pemiuk u3
rojoca B rosoc. [IpumedarensHa v JTUHUS
dakTypHOTO (PyHIAMEHTa, COBMEIIAONIAS
(GYHKIIMU KOHTPAMyHKTUPYIOMIETO IuTacTa
u penbeda. IlomoOHOro poma dakrypHas
NOJU(PYHKIIMOHATBHOCTh,  COMPOBOXIA-
IOlasicsl yCWJIEHUEM IUIOTHOCTH 3ByYa-
HUS, CBOMCTBEHHa Takxke ¢uHaimy Bropo-
ro KBapTera, rJe roMO(pOHHS MOCTENEHHO
o0OpacTaer MoArojJocKaMu, YMHOKEHHBIMHU
TyOITUPOBKOM.

Penpusza nemMOHCTpUpPYET HOBBIM Bapu-
aHT (akTypHOl 0OpabOTKM TeM HKCHO3U-
1M, CBA3aHHBIA C TeMOPOBOM MEpPEeMEHHO-
CTbI0 KAaHOHMYECKH HU3JI0KEHHBIX IJIaBHOU
(. 15) u mobGounoii (u. 17) maptuit. Kona,
MOCTPOCHHAs Ha MaTepuale BCTYIUICHUS,
CTaHOBUTCS apKOM KOMIIO3UIIMM MEPBOM Ya-
CTH KBapTeTa.

Bropas vacte Largo (As dur), onupato-
11asicsl Ha NIEPEMEHHOCTh pa3Mepa ¢ Bapbu-
poBanueM BenmuuHbl goiei (3/8 u 9/16),
HalKcaHa B CIOKHOUM TpéxuacTHOM hopme.
daxTypa, MOA CTaTh HappaTUBHOMY IIO-
BECTBOBATEIHLHOMY TOHY BBICKAa3bIBAHMS,

64

OCHOBaHa Ha IMOJIUMEIIOAN3ME UHCTPYMEH-
TaJIbHBIX TNApPTUH, KOTOPbIE BOCHPUHUMA-
IOTCA KaK BapUMaHThl MOJA4YUd OJAHOM W TOM
xe mbiciu. CepeanHa nepBoit yactu (11. 2),
OTMEUYEHHAs U3MEHEHHEM pa3Mmepa, SBIf-
€T CIYILIATEJIF0 UHOW THUIl 3ByKOBOW TKaHHU.
ba3uc BpeMeHHOI opraHu3aluy COCTaBIIA-
€T CJIOKHBIA CHUHKOIMPOBAHHBIA PUTMU-
YECKHUM PUCYHOK, JOMOJHECHHBIN MPUEMOM
CKpBITOM MONU(pOHUU (PYHIAMEHTATHHOTO
CJI0sI, COITPOBOXKAAIOIIETOCS KPAaTKUMHU pe-
MJIMKaMU BTOPBIX CKPUIIOK U albTOB. Box-
HOBEHHAas JTUpPUYECKas TeMa CPEHEN YacTH
(u. 4), 3Bywamasi B TOHaJbHOCTH CYOJIO-
MUHAHTBI ¥ COIMPOBOXAAIOIIASICSI BOCCTa-
HOBJIeHHEM pasMmepa (3/8), mpeacraBieHa
UMUTAIUSMU CIIOKHBIX TEMATHYECKUX 00-
pa3oBaHUil, OCHOBAHHBIX Ha UX TEMOPOBOM
MIEPEMEHHOCTH.

Benymumu TemamMu TpeTbeM 4acTH
Presto (f moll), cBoero pona ckepio, crta-
HOBATCS UPKYJIALUOHHAS MEJIOANS U ILISA-
coBasi, CHaO)KEHHAs! CHHKOITUPOBAHHBIM aK-
KOPZIOBBIM (POHOM, BHOCSIIIIUM B 3BYKOBYIO
TKaHb 3 PeKT moauakieHTHoCcTH. [losiBie-
HUE€ TEMBbI T€POUUECKOr0, BOJIEBOIO Xapak-
Tepa 0003HAYEHO CMEHOU (HaKTypHOTO TIa-
Ha. CoXpaHAIOTCS AJIEMEHTHl (PaKTYypHOTO
¢dboHa, COMPOBOKIAIOIIETO MPEIIIECTBYIO-
IV TeMaTHU3M, ¢ KOHIICHTpAIUel pesbed-
HBIX CJIOEB B MapTHUSAX TMEPBBIX U BTOPBIX
ckpunok. CoyeTaHwe NPUHUMUIIOB MOCTO-
STHCTBA MY3bIKAJIbHOW TKaHU C €€ MepeMeH-
HOCTBIO OOECTeUMBAET TUIACTUKY MOJIYJIS-
LIHOHHBIX MEPEXOJI0B B PAa3BUTHUU 3BYKOBOU
TKaHHU.

Yersépras yactb — MHTEpMenIo, Boc-
CTaHaBJIMBAIOIlee TOHAJILHOCTL b moll, —
MPEACTABISET COYIIATeNI0 TMPUMEpP CKOpO-
HOM nupuKku. OBEsTHHOE METAaHXOJINEN, OHO
BBI3BIBAET ACCOIMALIMM C OJHOW W3 YacTeu
Ksaprera JI. Ban berxoBena op. 18 Ne 6
(La Malinconia), pe3Ko KOHTPACTUPYIO-
e ¢punany. Mx oObenuHseT cBoOOgHAS
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(danTazuitHas gopma, CMEIOCTh U HEOXKHU-
JAHHOCTh NEPEKIIOYEHUN TOHAJIBHOCTEU
B 00JIaCTh TPUTOHOBBIX COOTHOIIEHUH, JIa-
JIOBBIM KOHTpPACT C (PUHAIIOM M, HAaKOHELl,
camMa WHTEpMEAWiHAas MO3ULUA B LHUKIIE.
B nmpoctpaHCTBO 3BYKOBOW TKaHU BCTpau-
BaeTCsl BHUPTYO3Has KaJEHUUS CKPUIIKH,
MOJATOTABIMBAIONIAs CMEHY (DaKTypHOTO
IJJaHa C UMUTAMOHHOTO Ha MOJIUMENOAU-
yeckui. BeipasurensHoi onpaBoit MaTEp-
MELIO CTAHOBUTCS (DaKTypHBINH KOMILIEKC,
B KOTOPOM COJIMPYET Ay3T aibTa U NEpBOM
CKpUIIKA Ha (pOHE PUTMHUYECKH OCTHHAT-
HOTO CONPOBOXKJEHUS BTOPOU CKPUIIKU U
BUosIOHYeNU. [logo0HBIE KOHTpPAITyHKTHI
B 9KCIO3UILIMOHHBIX pazzienax popMbl BCTpe-
yarorcs y TaneeBa HeoqHOKpaTHO. Conuém-
Csl B CBSI3M C 9TUM Ha JIMAJIOTUYECKYIO NpU-
poAy TOOOYHBIX TEM SKCIO3UIMH MEPBOH
yacTh BToporo kBaprera, a Takxke pernpu3bl
MEepBOM YacTu TpeTbero Kpaprera.

®unan kBaprera (Vivace e giocoso) Ha-
MOMHMHAET (UHAIBI CUM(POHUYECKHX CO-
ynHeHur II. YalKOBCKOro, KOTOpOMY H
MOCBALIEHO courHeHHe. CTUXHS Mpa3IHu-
Ka 3aKJIl04eHa B KackajJe TeM IpeuMyllie-
CTBEHHO TaHLIEBAJIBHOIO XapakTepa M HX
¢dakTtypHOoM yOpaHCTBe, Ti€ MpeoOIafaroT
TeMOpOBas MEPEMEHHOCTb, KAHOHUYECKUE
UMUTAlUU pelbePHBIX U (POHOBBIX TOJIO-
coB. CmeHa Temaru3Ma BIEUET 3a COOOM
MEePEMEeHHOCTh (aKTypHOro IuiaHa. Tak,
HalrpuMep, MOSIBIEHUE BTOPOW TEMbI CBS-
3aHO C HOBBIMU BapMaHTAMH KaHOHUYECKO-
0 «YMHOXEHHs» €€ HayalbHOW HHTOHA-
LMW, COINPOBOXKJIAIOIIETOCS PUTMHYECKUM
BapbUPOBAaHWEM M IEpeEpACIpENEICHUEM
(YHKIUI TOJI0OCOB B MApTHUSIX.

CrnenoBarenbHO, YK€ MEpPBBIM KBapTeT-
HBI OIyC JEMOHCTPUPYET CTPEMJICHUE
KOMITIO3UTOpAa K OPraHUYHOMY COYETAHHIO
dakTypsl ¢ mporeccamu (popmooOpazoBa-
Hus. Co Broporo kBaprera u nanee — k [lle-
CTOMY, OJJHOMY W3 HauWBBICIIMX J10CTUKEHUI
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B 00J1aCTH KaMEPHO-UHCTPYMEHTAJIbHBIX aH-
caMOJieli, CTHJIb KOMIIO3UTOPA HEMPEPHIBHO
coBeplIeHCTBOBaCs. BMecTe ¢ TeHaeHuein
uKiIa K o0beIUHEHUI0 MpUuEMaMu attacca
¥ METOJOM MOHOTEMATU3Ma, C OOHOBJICHU-
€M MY3BIKaJIBHOTO SI3bIKa CUMMETPUYHBIMU
JIaJIOBBIMU KOHCTPYKIHUSAMH, AJUTIO3USIMU Ha
temaru3Mm Yalikockoro B IlepBoM kBapre-
Te, TaHeeB, O CYLIECTBY, CONPHUKOCHYJICS
B CBOMX TOHCKaXx C HEOPOMAaHTHU3MOM.
CBOMCTBEHHOE KOMIIO3UTOPY OTpHILIAHHE
IPO3bl JKU3HU, OOBIIEHHOCTHU MyTEM CIIE/10-
BaHUsl UJESIM CONPUYACTHOCTH, «BCEEIUH-
CTBa» KaK HOBOM, 6oJiee coBepiieHHON (op-
MbI BbBITHS, 0COOEHHO OCTPO ONIYIIAJIOCH
B (pMHANBHBIX YacTsIX HUKIA. YepThl HEOPO-
MaHTUYECKOIO CTHJI B U3BECTHOW CTENEHU
NPOSIBUJIMCh Takke BO BTopom cTpyHHOM
KBapTETe, OPUTHHAIBHOCTH KOTOPOTo 00Y-
CJIOBJICHA COYETAaHUEM TEMaTu3Ma, HaIoJ-
HEHHOTO POMAHTHYECKOM DJKCIPECCHEN,
¢ OapoyHBIMHM >KaHpamH (Hampumep, u-
HaibHas (yra). PomanTHueckass crtopoHa
CTWJISI KOMIIO3UTOpa TaKXe BOILJIOTUJIACH
B TAPMOHMH: B TOHAJIbHBIX COOTHOILIEHHUSIX
qyacTel [IUKJIa U B UX BHYTPEHHEM rapMOHH-
YECKOM Pa3BUTHUHU.

BmecTte ¢ TeM oueBHMIHO, 4TO paboTas
HaJl NEePBBIMU TPEMsl KBApTETAMH, KOMIIO-
3UTOP HAXOAWJICS B IOUCKE KOMIIO3ULU-
OHHBIX M JApPaMaTypruyeckux 3aKOHOMep-
HocTen nukna. Tak, B IlepBom kBaprere
OILYIIAETCS BIMSHUE POMAHTUYECKOH Cro-
UTHI C IPUCYIIUMHU € «CHeHUPUIHBIMU U
HecTeM(PUIHBIMU MMpU3HAKaMK» [2]: KOH-
TPACTHOCTHIO M 000COOIEHHOCTHIO YacTei
LMKJIa, )KaHPOBOCTHIO TEMaTU3Ma, UHAUBU-
yallbHOCThIO TOHAJIBHO-TAPMOHUYECKHUX U
TeMOpOBBIX pemieHnid. COUMHEHUSIM TaKKe
CBOWMCTBEHHAa BHUPTYO3HOCTh, MPHUCYIIASL
YKaHPY KOHLIEPTa, a TEXHUKA UX (PaKTypHOTO
NKMCchbMa, aKTUBHO Y4YacTBYIOIIasi B MPOLEC-
cax (popmooOpa3zoBaHusl, HIOCTOSHHO COBEp-
HICHCTBYETCS.
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OnHako yxe Bo Bropom kBapreTe My3bl-
KaHT OTHA€T MPEANOYTEHUE HCTOPUYECKU
OTKPUCTAJUIM30BABIIECUCS YETHIPEXYACTHOU
KOMITO3UIIMH ITUKJIA, COYETAIONICH KJIacCH-
YECKyI0 CTPOHMHOCTH (OpPMBbI ¢ OGapO4HBIM
TEMAaTU3MOM U JUPUYECKUMHU OTKPOBEHMSI-
MH B gyXe YalKOBCKOI0, a TAK¥KE C OCTPOTOU
SMOIMOHAIBHBIX COCTOSIHUM, IPETBOPUB-
wercs nosgHee B kBaprerax Jl. Illocrako-
Bu4a, b. YaitkoBckoro, A. Dmimas [3].

B nByxwactHom TpeTrbem kBaprere, Mo-
cBaléHHOM C. PaxmMaHUHOBY, KOMIIO3UTOP
IIPOJIOJIKAET CJIEN0BATh O IyTH CTHIIEBOTO
CHUHTEe3a, 00BeIUHASI TPU3HAKU OAPOYHOTO
CTHJISL, CKOHIICHTPUPOBaHHbIE B MOHO(OHU-
YECKU H3JIOKCHHOW ITIABHOM TEME NEPBOU
4acTH, C AJUIO3UsAMM Ha CTWiIb Monapra,
berxosena, YaiikoBckoro. Criektp dakryp-
HBIX (DOPM MPEICTABIICH 3/I€Ch YPE3BBIYAIHO
IIMPOKO: KAHOHUYECKUE U HEKAHOHUYECKUE
MMUTAI[MOHHBIE THUIIBI W3JI0KEHHUS, B TOM
yrciae o0pa3oBaHHBIC MO 3aKOHAM CHMMe-
TPUU U JIONIOJIHECHHBIC TTPUEMAMU CKPBITOTO
TOJIOCOBEICHUS; Pa3HOBUIAHOCTH (aKTyp-
HOU rpaduku; moromas roMooHHasT TKaHb
(monumenonuueckas romodonus), 61aarona-
psl KOTOPOH KJlaccuyeckas TeMa rnpeolpasy-
€TCsl B POMaHTUYECKYIO.

Crnenyromui 3Tan aBTOPCKOM HMHTEP-
IpeTaluu KBapTETHOIO KaHpa B TBOpUE-
ckoM Hacieauu TaneeBa cBsi3aH ¢ Yer-
BEPTHIM, [lateiMm u ocobenno IllectriM
KBapTETOM — UIEAEBPOM KAMEPHOI'O HH-
CTpyMeHTanu3Ma Hadaja XX BeKa, B KOTO-
pom, o MHeHHto C. CaBeHKO, «...BEIUKO-
JIETIHAsl TEXHUKA OJyXOTBOPEHA KPacOTOM U
MOIMOHAJIBHBIM TTOPBIBOM»’. IMEHHO 3TH
COUYMHEHHUSI JEMOHCTPUPYIOT HOBBIE TEH-
JEHIINU B TPaKTOBKe kaHpa. OHU MpOsBU-
JIUCh B KPUCTAJUIU3ALUUA YETHIPEXUACTHOU

CTPYKTYpPBI LIMKJIA, I[ETOCTHOCTH KOMIIO3HU-
[[MW, OCHOBaHHOUM Ha MHOTOOOpa3uM UHTO-
HallMOHHBIX CBA3EU MEXIy TE€MaMu BHY-
TpU YacTel W B macimTadax BCEro IMKIa,
TpaHCQOPMALIMOHHON TMOATUKE TeMaTu3Ma
Kak Tokasaresie cuMGOHU3AINU Pa3BUTHS,
a TaK>Xe pe3yJabTUPYIOIIEH, COOMpaTenbHOM
ponu (QuHaNa, BKIIOYAKOIIETo B cels pe-
MUHUCLUEHIIMU U3 MPEALIECTBYIOIINX EMY
yacTteil. OTU 0OIIeCTUIEBbIE MPU3HAKH,
Hapsay C UCIOJIb30BAHUEM B LIMKINYECKUX
KOMIIO3UIIUAX KBapTETOB OapOYHBIX KaH-
poB (Takux Kak (hyra, raBOT, MEHYIT, )KHTa),
a TaK)Xe JJUHeapHu3M, MPOSBUBIIUICS B pa3-
JUYHBIX BUJIaX MOJU(POHUYECKON TEXHUKH,
MO3BOJISIIOT CHENaTh BBIBOA O BcE Oosee
SPKOM TIPOSIBJICHUM YEPT HEOKJIACCUIIM3MA
B YKaHpPE TAHEEBCKOTO CTPYHHOI'O KBapTETA.
JlaHHBIN BBIBOJ HAXOOUT IMOATBEPKICHUE
B OTTOJIOCKaX MOIIAPTOBCKHUX HMHTOHAIIUM
B nepBoil yactu Ilaroro kBaprera, B cXo-
CTBE C 6ETXOBEHOBCKHM KBAPTETHBIM IMHCh-
MOM BO BTOpoH yactu lllecToro kBaprera,
B aJUIIO3USAX Ha CTWIb [ alijlHa B TpeTheu
YaCTU TOTO XK€ COYMHEHHUsI, B MOTUGOHUU
MOIIAPTOBCKOTO THIA U B CBOOOMIE (popmo-
o0Opa3zoBaHus MO3HUX KBapTeTOB beTxome-
Ha, KOTOpBIC MPOSBWINCH B (pUHANE IIHK-
na. OOpaileHue K HauBBICIIUM JyXOBHBIM
LEHHOCTSIM, BOILUIOTUBIIMMCSI B «CTHJIM3a-
LMAX), B JaJIbHEHIIIEM CTaHET OlarogaTHOM
MOYBOM JJIsl BBEJICHUS B TEKCT IIUTAT, aHa-
rpaMM M MOHOTPaMM B TBOPYECTBE LIEJIOT0
psiJla KOMIIO3UTOPOB.

«®@axtypHblli JUK» mnociaensero, Ille-
CTOr0 KBapTeTa, BOCXOASAIIETO K KaMEPHOU
cuM(pOHUH, TMOpaKaeT MACTEPCTBOM TMOJH-
(GOHMYECKON TEXHHWKH, MOCTABICHHOMU, IO
MHenuto I JIykuHoM, «Ha city)0y pycCKOi
BapuaHTHOCTM»®. CTaB OTKPBITHEM B chepe

> Casenko C. U. Cepreii iBanoBuu Tanees. M.: My3bika, 1984. C. 184.

¢ Jlykuna I'. V. Yka3. cou. C. 153.
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KBapTETHOTO MHCbMa, ATOT METOJ ObLI MO-
JI0’)KEH B OCHOBY (hakTypooOpa3oBaHus mep-
BOM 4acTU. 3/1€Ch BO3BBILLIEHHO JIUPUYECKAs
noOoYHas TeMa, W3JI0)KEHHAs B TOHAJIbHO-
CTM HM3KOM MEIWaHThl, BOCIPUHHMAETCS
KAaK MHBEPCUOHHBIA BapHaHT IVIaBHOM, CO-
€IMHHUBILEN B ceOe MPU3HAKK KIacCHYECKO-
IO U1 POMAHTHYECKOTO CTUJIEN U TOJIIEp KaH-
HOW Tpe3By4YHsIMH B TOMO(OHHOI (hakType.
Jlanee cienyeT MMHTAIMOHHOE IIPOBEICHHE
[JIABHOW TEMBI TNEPBOM CKPUIIKOW U BHO-
JIOHYEJbIO, OTMEUEHHOE PEMAPKON marcato
(cMm. 1. 3), a 3aTéM — OCHOBAHHBIM Ha KOH-
TPaIyHKTE 3THX TeM (PaKTypHBIA KOMILJIEKC
(u. 8), ycrpeMiE€HHBIN K KyabMUHAIUU. EE
VHTOHAIlMOHHOM OCHOBOM CIIy’KaT CEKCTO-
BbIE M CENTHUMOBBIE MOTHBHbIE 00pa3oBa-
HUs, CBOMCTBEHHBIE IJITaBHBIM T€MAaM 3KCIIO-
3unuu. Takoro poaa pakTypHbIE MOTYISALIUN
OTMEUEHBl IOCTEIEHHOCTBI IEPEXOJIOB,
«TeppacooOpa3HOCThIO», TJ€ B3aUMOJEH-
cTBHE (haKTyphl C TEMOPOM OOHApYy>KUBaeT
OMM30CTh K CTUJIIO 3amaJHOEBPONEHCKUX
pOMaHTUKOB U mpexJe Bcero k M. bpamcy
C €ro 4Ype3BbIYaliHO Pa3BUTHIMH (OpMaMH
rOJI0COBEICHUS.

«OMOLIMOHATBHBIM TOPBIBOM» U JKC-
Mpeccuell HarloJIHEHA BTOpas 4acTh KBap-
tera (Adagio serrioso), craBmas €ro Ju-
puueckuMm 1eHTpoM. OHa BblIEpXkKaHA
B TpagulMsX TON MOJIUMEIOAUYECKOM
KyJIBTYpbl, B IIpeliesiax KOTOpoil pa3BuBa-
Jace TBOpueckass Mbicib [I. YaiikoBckoro,
A. Apenckoro, A. JlsgoBa u C. Paxma-
HUHOBA. CTONb K€ CUJIBHO B HEH MpOsIB-
neHbl 4yepthl aupuku [I. YaiikoBckoro.
OcHoBaHHas Ha JUaJore ajbTa U NEpBOU
CKPHUIIKH, TAPTUU KOTOPHIX OTMEUYECHBI UM-
MPOBU3AIIMOHHON CBOOOJOM, JTUpHUUYECKas
TEMa HEOXKHMJIAHHO CMEHSETCS CypOBOH H
SHepru4Hoi reponyeckoit (1. 78). Ilocnen-
HsISl TIpEJCTaB/IeHa MAapHOW KOOpAWHAIUEH
rOJ0COB, HACBILIEHHBIX OCTPBIMHU JIHCCO-
HaHcamu. Takoil TUI MIacToBOM (pakTypbl
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acCOLMUPYETCsl C MAHEPOU MUChbMa KOMIIO-
3UTOPOB HEOKJIACCHUUYECKOTO HAalpaBIICHUS
U CTaHOBUTCS JIOKa3aTe€IbCTBOM «OTKPBHI-
TOCTHU KaHpPa HOBEWILINM TEHACHIUAM MY-
3BIKAJILHOTO HCKycCTBay [4, c. 43].

Odunurpannas nonudoHudeckas pado-
Ta C INIACTOBOM 3BYKOTKAaHBIO B IIPOILiECCE
pa3BuTHs oOoramaercss HMHUTAIUOHHbI-
MU NpUEMAMH U KOHTPAIYHKTUPYIOIIUMHU
roJI0CaMH, JIONOJHEHHBIMH CKPBITBIM TIO-
JOCOBEJICHUEM. B KOHTEKCTE LMKIa OHHU
MOJIFOTABIMBAIOT TPETHIO YAaCTh — KUY,
T€Ma KOTOPOM MHTOHAallMOHHO POZACTBEH-
Ha IJIABHOM INapTUM NEpBOM 4acTu. Tako-
ro pojaa NpeBpalleHus, OCHOBaHHBIE Ha
TEMaTUYE€CKOM POJCTBE, CHOCOOCTBYIOT
pPacUIMPEHUIO KaHPOBOI'O CIIEKTpa CTPYH-
HOTO KBapTeTa, co3faBas OJaroTBOPHYIO
HOYBY ISl €ro OOHOBJIEHHS B TOM YHUCIIE
U NYTEM BKJIOYEHHUS B LUKJ TaHIEBajb-
HOIl My3bIKH 310XH Oapokko. B 3Toli ya-
ctu TaHeeB IOEMOHCTPUPYET pa3JIMYHBIE
BUJBI MOJU(DOHNYECKON TEXHUKHU: TpaHC-
dopmaiuio W BapbUpPOBaHUE OCHOBHOU
TE€Mbl, NPUEMBI OOpPAaTUMOIrO KOHTpAILyH-
KTa, KAHOHWYECKYI0 U BapbHUPOBAHHYIO
umutanuio. KpoMme TOro, oH Hcmoiab3yer
IJIACTOBYIO 3BYKOBYIO TKaHb, OCHOBAHHYIO
Ha MapaJlIeJIbHOM JBH)KEHHHM CEKCTaKKOp-
namu, POHOM KOTOPBIX CTAHOBSITCS «3UT3a-
ru» (yHIaMEHTaJIbHOro 0aca B KaJeHUUU
(m. 100). IlpumeuaTeabHO, YTO HMEHHO
3[1IeCh KOMIIO3UTOP TOJb3YETCSI METOJIOM
MOHTaXa, CBI3aHHOIO C BTOP>KEHHEM B JIU-
pHUYECKyl0 aTMOc(hepy Tparmueckoi TeMbl.
OHa 3By4YUT B KOHTpAaIyHKTE C BapbHpO-
BAHHOW IIaBHOM MapTUEH.

«B  CTHIMCTHYECKHMX  MHTEHIUAX
C. . TaneeBa MOXHO 0003HAYUTH JBa pas-
HBIX BekTopa, — nuuieT B. Tepemenko, —
C OJTHOM CTOPOHBI, — 3TO OXPAHUTEIBCTBO. . .,
TO €CTh OCO3HAHHOE CTPEMJIEHHUE K ITPOJIE-
HUIO CJIOKUBILINXCS TPAOULUN, C IPYTON —
HOBAaTOPCTBO KaK IOPOXKICHUE COBEPIICHHO
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HOBBIX TEHJICHIIMA MY3BIKaJbHOTO HCKYC-
CTBa, 3aMETHO ONEPEKAIIIUX B UCTOPUYE-
CKOIl mepcreKkTuBe CBO€ BpeMs» [5, c. 75].
C 5TON TOYKHM 3pEHHMS MOXKHO paccMarpH-
Bath U lllecToii KBapTeT, B KOTOPOM MpHU-
3HAaKM IMO3JHETO POMAHTH3Ma COYETAIOTCS
CO CTWJIECBBIMU MOKAa3aTEJIsIMH HEOKJIACCHU-
nn3ma. Heoktaccuueckne TeHACHIMU IPO-
SIBJISIIOTCS. B HOBOW MHTEpIpETaluy LUKJIA,
IJIe€ TAHUEBAJIBHBIA KaHP SIOXH O0apOKKO
MpUOOpPETAET YePTHI KIIACCUYECKOTO CKEPIIO.
OHO npuMeYareabHO PE3KUMU TPUTOHOBBI-
MU TOHAJIBHBIMU mepekatoueHusMu (1. 90),
CONPOBOXKAAOIIMMHUCS ~ XPOMATUYECKUMU
cekBeHUUssMU. HoBasi ero TpakTOBKa CBS-
3aHa TaKXXe C METoAaMu CUMQOHHYECKOTO
pa3BUTHUSI MY3bIKAJIBHOIO Marepualia, Ha-
JEJSIOIMMHA  KBApTET 4YepTaMH KaMepHOU
cUMQOHUHU.

@uHaI ABISET CIYIIATENI Ka4yeCTBEH-
HO HOBBIM THUIT CIIOXHOHW M MacHITaOHOM
KOMITO3HMIIMH, B OCHOBY KOTOPOW MOJIOKEHA
uJesl BHE3AMHBIX (PAKTypPHBIX MOIYJISIIUMN.
OHM ynpaBiAOTCS MOHTaXHbIM METOIOM
Y CTAHOBSTCSI 0COOEHHOCTHIO JIpaMaTypruu
3aKJIIOYMTEILHOW YacTH LHKJIA, TAE Mep-
BbIe JIBe TeMbI (Allegro moderato n Allegro
vivace) OCHOBaHbl Ha TEMIIOBOM H (hak-
TYpHOM KOHTpacTe. Bappupys HadaibHBIN
TEMATUUYECKUM TE3UC MEPBOU TeMbI, TaHe-
€B BBOAUT B NPOTUBOJBUKEHUE TOJOCOB
(baxkTyphl, COMPOBOXKIAIOIIUX MEJIOAUIO,
pe3Kuil nepevyaniuii JUCCOHAHC, NMPUIAl0-
LUH e} LY TIUBBIM OTTEHOK. BTOpyro Temy,
ONUPAIOLIYIOCS HAa TUPKYJSIIAK TEPLOBO-
0 MOTHBA, U3BJICYEHHOIO U3 «MEJIOANYE-
ckoro (oHIa»’ MepBOM YacTH W JaHHOTO
B YMEHBLICHHH, KOMIIO3UTOpP MPOBOJIUT

7 Jlykuna I'. V. Yka3. cou. C. 144,

8

B OmpaBe mpocreifmeil romoponHon (dak-
Typbl, IOCTENIEHHO NOTPyXkas €€ B CTUXUIO
UMUTAIIMOHHOW W KOHTPACTHOW moiudo-
Huu. B koHue ¢uHana pa3BuTHE BEHUA-
eT TeMa NEepBOM 4YacTu, UcnoyHsemas fff
B YHHCOH BCEMHU YYaCTHMKaMU aHCaMmOIs.
K nonoOGubiM pemunuciennusim Tanees 00-
paiajics HEOIHOKPATHO, COLLIEMCS B CBS-
31 ¢ 3TUM Ha ¢uHansl Broporo, TpeTsero u
YeTBEPTOro KBapTETOB. YHUCOHHOE 3aBEP-
IICHHWE KBAapTeTa CTAHOBUTCS B TAKUX CIY-
qyasx HOCUTEJEM UJeU COOOPHOCTH, CTOJIh
CBOMCTBEHHOM TaHeeBy Kak MpeiCcTaBHUTE-
o CepeOpsiHOro Beka. B ero counHeHuUsIX
OHa BOIUIOTUJIACh B BUJI€ «3CTETUYECKOU
YTOIIHN»®.

[lonBoas uToru, CaEAyOT OTMETUTD, YTO
NapTUTYpPbl CTPYHHBIX KBapTeTOB TaHeeBa
— CcBO€OOpa3Hasi SHUMKIONEAMS paszind-
HBIX (paKTypHBIX TUIOB. B HUX 3ameuatie-
JIUCh MOAYJISIIUOHHBIE TTPOLIECCHI, OCHOBAH-
HbIE KaK Ha IUIACTUKE MEpPEeMeH, TaK U Ha
pe3Kkux cMeHax (DaKTypHBIX IJIaHOB, 00be-
JTUHEHHBIX METOAOM MOHTaxa. JTO CTallo
CBOE0OPA3HBIMU OTKPBITUSIMU KOMIIO3UTOPA
B cpepe GopMBI U ApaMaTypruu.

CocpenoroueHHocth TaHeeBa Ha Tpa-
JTUIUOHHBIX ToJupOHUYECKUX (dopmax
(baKTypbl MOKHO CUUTATh CBHUJIETEILCTBOM
TOTO MHTEIJIEKTYaJIbHOTO «KOHCEPBATU3-
Ma», 0 KotopoMm rosoput H. I'ynsnHnnkas,
xapaktepusys (¢eHomeH «BcenomHo»
C. PaxmanunoBa [6, c. 35]. D10 noHsTHE
MPUMEHUMO U K 00J1aCTU KAMEPHO-UHCTPY-
MEHTaJIbHBIX aHcaMOneil TaneeBa. Bwme-
CT€ C TEM CTPYHHbIE KBApTEThl OPTaHUYHO
COCMHSIOT TPATUIIUUA TONH(POHUIECCKON
TEXHHUKU C YHUKAJIHHBIMUA HaX0JKaMU KOM-

Kupnuenko E. U. Dcretndaeckue yronuu «cepedpstHOro Bekay B Poccun // XynokeCTBEHHBIE MOACITH

mupo3maams. B 2 ka. Ku. 2: XX Bek. B3anmozeicTBie UCKYCCTB B TIOMCKAaX HOBOTO oOpa3a Mupa / pen.

B. Toncroit m mp. M.: Hayka, 1999. C. 21.
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nmo3uTopa B cdepe My3bIKaIbHOTO s3bika Mep, H. MsckoBckum. OHU HaxoIsAT Mpo-
(npexxzie Bcero B 00JacTH TApMOHUU U Te-  JIOJDKEHHE B KaMEPHO-MHCTPYMEHTAJIbHOM
Matu3ma) u ¢opmbl. IMEHHO ¢ KBapTeTa-  MY3bIKe KOMIIO3UTOPOB CIEAYIOIIMX MOKO-
Mu TaHeeBa CBSI3BIBACTCS MEPEXO] PYCCKUX  JIeHUH u B nepByto ouepens J. locrako-
KaMEpHO-MHCTPYMEHTAJbHBIX aHcamOneir  Buya, A. IlIauutke, b. YaiikoBckoro, o0o-
Ha HOBBI YpPOBEHb pa3BUTHUS, Tne (ak- TaTUBIIMX KBAPTETHBINA KAHP OTKPHITUSIMHU
TYpPHOUW CTOPOHE XYIOKECTBEHHO-OpraHH- B cdepe GopMbl, TEXHUK KOMITO3HINHU, MY-
30BaHHOM 1EIOCTHOCTH ILMKJIA OTBEIEHO  3bIKAJIBHOIO SI3bIKa U TaKOW ero o0nacTw,
ocoboe mecto. [loucku C. TaneeBa B 00- Kak My3bIKajbHas TKaHb, 3HAYEHUE KOTOPOI
JaCTU JpamaTypruu, (Gopmbl, KBApTETHO- B (pOpPMUpPOBAHWUU MPEACTABICHUNA O CTUIIEC
ro muchMa B JajibHEWIIEeM HACJEAYIOTCS M JKaHpe KBapTeTa IEpeolleHUTh HEBO3-
HE TOJIbKO €r0 COBPEMEHHUKAMHM, HANpPHU-  MOXKHO.
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Annomayua. B crathe paccMaTpuUBalOTCA OCOOEHHOCTH (hOpMOOOpa3oBaHMs, KOTOpBIE
00yCIIOBIIMBAIOTCS IPUMEHEHUEM MTOJTUCTUINCTUKY KaK MHTOHAIIMOHHO-CTUIJIEBBIX B3aUMOJICHCTBUI
B MY3bIKQJIBHOM TIpOM3BENCHHM. [lONMCTHIMCTHKA HampaBieHa Ha YCWICHHE KOHTpacTa.
BckpriBatoTcsi pe3epBbl My3bIKAJIBHBIX (POPM, TEHETHUECKHU PACIIONIOKEHHBIX K KOHTPACTy, B TOM
YHCcie TOJTMCTHIEBOMY: CIOUTHOTO M COHAaTHO-CUM(OHUYECKOTO IMKIJIOB, KOHTPACTHO-COCTAaBHOU
¢dopmbl, Bapranuii (omyca ¢ KOJUIEKTUBHBIM aBTOPCTBOM MJIM COOpaHMs CTHIU3AIHii), pOHIO U
ApyruX poHAANbHBIX (opM. B conatHo#l (opme OnaronaTHOl MOYBON MOJMCTHIIMCTHKHU CTala
KazeHuus. OT3BIBUMBBIMM HA TIOMBITKY COOTHECEHHs NANEKUX CTWIeH (HepenKo CTapUHHOU
MY3BIKA ¥ COBPEMEHHOTO aBaHTap/ia) OKAa3aJUCh JdaKe HE CKJIOHHBIE K KOHTPACTY mpoctas Gopma
u nepuon. Jns HeHTpanu3anmuy LHEHTPOOEKHBIX CHUJ MOJMCTHIIMCTHKU MOHAIOOHIICS HEMablid
apceHasl CpencTB oObenuHEeHHs (OPMBI: TOHAJBHBIM IUIaH, OJHOKPAaTHOE WJIM MHOTOKpPaTHOE
penpusupoBanue, «(hopma BTOPOro MIaHay, HHTOHAITMOHHAS OJIM30CTh CTUIIEBO TMCTAHIIMPOBAHHBIX
TeM, CHHTE3UPOBaHHE TeMaTu3Ma, HepapXxuyHoe CTPYKTypUpOBaHue. B craThe MpoBOIUTCS MBICIIb
O TOM, YTO TIOJIUCTHJICBOE HAIMOJHEHHE MY3bIKaJbHOW (OPMBI NMPU3BAHO pELIaTh CEPhE3IHBIE
Xy/JIO’KECTBEHHBIE 3a1a4H.

Kniouegvie cnosa: nomucTUINCTUKA, CTUIIb, My3bIKaJIbHas (JOpMa, 3aMMCTBOBAaHHE, KOHTPACT
Jna yumupoeanusn: Kazanuesa JI. II. IMomuctunmctuka kak (GakTop MY3bIKaIbHOTO

bopmoobpazoBanus // [Tpobiemsr Mmy3bikanbHOM Hayku / Music Scholarship. 2023. Ne 4. C. 71-91.
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Abstract. The article examines the particular features of form-generation that are stipulated
by the application of polystilistics in the form of interactions of intonations and styles in a
musical composition. Polystilistics is aimed at enhancing the contrasts. The reserves of musical
forms genetically disposed towards contrast are disclosed, including contrast of style: the suite
and sonata-symphonic cycles, the contrasting-composite form, as well as variations (a work
composed collectively, or a compilation of stylizations), rondo and other rondo-based forms. In
sonata form, the cadence provides fertile ground for polystylistics. Even the simple form and the
parallel period, by themselves not inclined towards contrast, became responsive to the attempt of
correlating different styles remote from each other (frequently, those of early and contemporary
avant-garde music). An immense arsenal of means of unification of forms is needed for the
neutralization of the centrifugal forces of polystylistics: the tonal plan, the single or manifold
presentation of the recapitulation, the “form of the middleground,” the proximity of intonation
between stylistically distanced themes, the synthesizing thematicism, and the hierarchical
structuring. The article expresses the conviction that polystylistic permeation of musical form is
called upon to solve serious artistic tasks.

Keywords: polystylistics, style, musical form, derivation, contrast

For citation: Kazantseva L. P. Polystilistics as a Factor of Musical Form-Generation.
Problemy muzykal'noi nauki / Music Scholarship. 2023. No. 4, pp. 71-91. (In Russ.)
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OpOIII0 HM3BECTHO, YTO COCAMHEHHE  HO MO3TOMY, YTO MY3bIKO3HAHHE HE OOXOIUT
B OJTHOM MY3BIKaJIbLHOM OITyCE€ pa3-  €ro BHUMaHUEM: OJIUCTUINCTUKA MHTEHCUB-
HBIX CTUJIEH — SIBJIGHUE B KOMIIO3U-  HO H3y4yaercs, MIPUYEM B pPa3HbIX aCIEKTax.
TOPCKOM TBOPYECTBE OTHIO/b HE €AMHUYHOE Tak, B MOCIEAHHUE NECATUIETUS OHA OCMBIC-
(3KCIIEpUMEHTAIBHOE WITU CITyYailHOE), a I0-  JIsieTCsl KaK (DEHOMEH KYJIbTYpOJIOTHYECKUiA,
CTaTOYHO pacnpocTpaHéHHoe. HeynuBuTenb-  3CTETUYECKHM, MCTOPUUYECKUM, TEXHOJIOTH-
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YEeCKH, MHIAMBHIyalbHO-CTHICBOH [1; 2]
OO6cyxnaercs cBsi3aHHAs C HUM TEPMUHOJO-
THsl, BBICTPAMBACTCS €ro TUIoyiorus” [3].
JlymaeTcsi, HeMano MOXKET CKas3aTh TaK-
K€ B3IVISJ HAa MOJUCTWIUCTUKY KaK Cpen-
cTtBO (dopmooOpasyromiee. Mexay Tem
MpaKTUKa TMOKA3bIBAECT, YTO, U3yyas MY3bI-
KajgbHOE (hopMOOOpa30BaHUE U AaHATUZUPYS
KOHKPETHYIO MY3BIKaJIbHYIO (hOpMy, HCClie-
JIOBATEJIN, KaK MPABUIIO, MBITAIOTCS MIOCTUYb
JIOTUKY CTPYKTYpPUpPOBaHHS U BPEMEHHOIO
pa3BépteiBanust Gopmbl. B 3TOM ciydae
YUYUTBHIBAIOTCS U TEMAaTUYECKHUE MPOIECCHI,
U My3blKaJIbHas Apamaryprusd. OgHako Te
ocobeHHOCTH (POpMOOOpa30BaHUs, KOTOPHIE
00yCIIOBIIMBAIOTCSI IPUMEHEHUEM TTOJIUCTH-
JUCTUKU, OOBIYHO OCTAIOTCS 3a paMKaMu
BHUMaHHS’. B MaHHOW CBA3M B HACTOSALIEN
CTaThe MPEANPUHUMACTCS TOMBITKA OYep-

TUThb paccMaTpuBaeMbiii (PEHOMEH B IEJIOM
Y U3YYUTh HEKOTOPBIE YACTHOCTH, ITPOSBIIS-
IOIUECS B T€X WIH WHBIX (HopMoobOpasyro-
IUX MOJICIISIX.

[lepBasg TpyaZHOCTh HAa 3TOM IIyTH —
MHOTO3HAYHOCTh  KJIFOYEBOW TEPMHHOJIO-
ruu. Bo wu30exaHue TEpMUHOIOTHYECKOU
Pa3MBITOCTH 00O3HAYUM HCXOJIHBIE MOCHLI-
ku. E. HazalikuHCkuld OoTMeYall, 4TO CTHJb
— «...3TO TO Ka4€CTBO, KOTOPOE MO3BOJISET
B MY3bIKE CIIBIIIATh, yTraJbIBaTh, ONPEAECIATH
TOT'O WJIH TEX, KTO €€ CO3AaET UIIK BOCIIPOU3-
BOIUT...»*. OTBeUass Ha BOIPOC O TOM, YTO
3TO 3a KAau€CTBO, YTOUHUM: CHUIL — MO
CONPAACEHHOCMb  XYOOHCECMEEHHO20 — CO-
0epxHcanus co cpeocmeamu e2o Bonjouje-
HUs, TO €CTh CUCTEMHOE €IMHCTBO COZIEP-
JKAHUSI U CIIOCOOOB €Tr0 «OBEIIECTBICHHUS.
COOTBETCTBEHHO, NONUCMUNUCTIUKA — UH-

I Cwm. Taroke: Axorsia JI. O. TTomuctunuctuka // Axornsia JI. O. Mysbika XX Beka: SHIIUKIOTEIHYSCKU

cinoBaps. M.: Tlpaktuka, 2010. C. 425-426; Anoxuna C. B. Iloauctunuctuka B My3bIKaJIbHON KyIBTYpe
MMOCTMOZIEPHMU3MA: AMC. ... KaHA. Kyiasryponoruu: 24.00.01. Kpacnonmap, 2009. 165 c.; I'puropsesa I'. B.
CruneBble MpobIeMbl pyCCKOH COBETCKOM My3bIKH BTOpOi monoBuHbI X X Beka. M.: CoB. komno3utop, 1987.
208 c.; lenncos A. B. MeTamop (0361 My3bIKaJIbHOTO TEKCTa: MOHOTpadusl. 2-€ u31., uchp. u gon. M.: Opaiir,
2023. 189 c.; [Tonomapés C. B. INonmuctunuctuka A. IlIHUTKe B yCIOBHSAX MHCTPYMEHTAIBHOTO Tearpa //
A. lllnuTke: Ha MepecedeHNH MpoLwIoro u Oyaymero: cO. ct. / pea.-coct. E. U. Yurapéra. M.: MockoBckast
koHcepsaropus, 2017. C. 80-105; Pymsannes C. HO. BzaumoneiicTBue ctuielt kak popMa Xya0KeCTBEHHOTO
0000IICHUS B MY3bIKE: JHUC. ... KaHJ. UcKyccTtBoBeneHus: 17.00.02. M., 1979. 192 c.; Cy66orun U. A.,
Bumnesckas JI. A. IlonucTunuctuka B My3bIKE CapaTOBCKHX KOMIO3UTOPOB: MoHOrpadus. CaparoB: U3a-
Bo CI'K, 2017. 252 c.; Yurapésa E. U. [Monuctunuctuka // Teopust COBpeMEHHON KOMITO3UIIUU / OTB. peil.
B. Ilenosa. M.: My3ssika, 2005. C. 431-450; [lIautke A. I. Tlomuctunuctuueckue TEHACHIIMA B COBPEMEHHON
Mmy3bike // Xonomnosa B. H., Hurapésa E. U. Ansdpen Llautke. M.: My3ssika, 1990. C. 327-331; SckkoB K. E.
Metoz MOIMCTUIUCTUKN KaK CUCTEMHBIH OOBEKT: CTPYKTypa M dyeMeHTHl // Hayka B coBpeMEHHOM MUpe:
Marepuansl V MexayHap. Hayd.-ipakT. KoH. / mox pexn. I. [pebenmukosa. M.: CrnytHuk+, 2011. C. 55-59.

2 Cwm.: XomomoB HO. H. TMonuctunuctuka // My3bIKaNbHBINA SHIMKIOMEANISCKAN CIOBaph / TI. Pejl.
I Kengpim. M.: Cosetrckas suuukionenus, 1990. C. 431; Kazanuesa JI. I1. My3bikanbHOE coAep:KaHue
B KOHTEKCTe KyIbTypbl. AcTpaxanb: Bomra, 2009. 360 c.; Kazanuesa JI. I1. ITonuctunnctuka B My3bIKe:
JIEKIHA 110 Kypcy « AHaJi3 My3bIKaNbHBIX pou3BeneHnit». Kazans: U3n-so KazaHckoii roc. kKoHCcepBaTopu,
1991. 36 c.; Kazannesa JI. I1. Ctunuctiuyeckoe 0OHOBIIEHHE KIIAaCCHYECKUX (POpM B COBPEMEHHOI My3bIKe /
AcTtpaxaHckas Toc. KoHcepBaropus. Actpaxanb, 1991. 31 c.; Dixon G. Polystylism as Dialogue: Interpreting
Schnittke through Bakhtin // Schnittke Studies / Ed. by Gavin Dixon. NY: Routledge, 2017, pp. 73-99.

> HackolbKo M3BECTHO, €MHCTBEHHAs IMOIBITKA MOCTAHOBKHM TAKOTO BOIpOCa OblIa MpeNnpUHSATA
B u3nanuu: Kazannesa JI. I1. Ctunuctiuueckoe 0OHOBIECHHE KITACCHUECKUX (POPM. . .

* Hagzaiikunckuii E. B. CTiib u sxaHp B My3bIke: y4e0. HocoOue Juis CTy/. BbICII. yueO. 3aBeneHuil. M.:
BJIIAOC, 2003. C. 17.
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MOHAYUOHHO-CIMUTIE8ble  83AUMOOELCMBUS
8 MY3bIKAbHOM NPOU3BEOCHUL’.

Hpyroe o0croaTenscTBO, Tpedytoliee
OTOBOPKH, — OTpaHUYEHHE OOIIMPHON 00-
JACTH MY3BIKaNIbHOTO (hopmMooOpazoBaHus
JMIIb TUIIOBBIMM KOMNO3ULMUAMU. HINMBH-
IyajdbHble M JaXXe€ YHUKAJIbHbIE TpaHcQop-
Maly TUX THUIIOB, MpejiaraeéMble KOMIIO-
3UTOPCKOM TMPaKTHKON (0COOEHHO ILEApO
— COBpPEMEHHOI), OCTAIOTCsA MPU 3TOM 3a
paMKaM{ Hallero BHUMaHUsI.

PaccmarpuBasi HOTHCTUIMCTUKY Kak (Qe-
HOMEH (OopMO0Opa30BaHNs, HETB35 CPasy Ke
HE OTMETUTh, YTO HEKOTOPbIE MY3bIKAJIbHbBIE
(hopMBI 3aKITIOYAIOT B ceOe e€ eCTEeCTBEHHBIC
npeanocbuiku. [1ouBoit 11 He€ OKa3bIBaeT-
Csl KOHTPACT, HA KOTOPOM BIIOCJIEJICTBUU U
Oyzner cocpenoTtoueHo BHUMaHue. Kak npa-
MAaTyprU4eCKUNd TPUHLHI, BO3BEIAEHHBIN
B paHI CTPYKTYypOOOpa3yroIlero, KOHTPacT
U ONpeNeny JIOTUKY, HapuMep, LUKInYe-
ckux ¢opm. M3naBHa aBTOPHI MPAKTUKOBAIH
00beIMHEHNE PA3HOPOAHBIX MbEC B CIOUNIY.
[Tomumo kaneilockona METPOB, PUTMU-
yeckuxX (popmys, TEMIIOB, >KaHPOB, yOemu-
TEJIbHBIM MOBOJOM MOJ00HOM LETOCTHOCTU
CIIy’KHJIa TaKKe MaHopama CTHIIEH, BechMa
mobumas komnosutopamu XIX Beka. Tak,
y Kapna Yepnu B «My3bIKaJIBHOM JeKame-
poHe» op. 175 (1829) coenununuch OKc-
IIPOMT Ha pyccKyro temy, Ilonones, Bapua-
UM Ha ’Kocce3 beTxoBeHa.

dopTenraHHbIM TbecaM IO OIycaMu
181-192 Yepuu nan obuiee Ha3BaHue «JIBe-
HaJaTh OOJBIINX ONECTSIINX U XapakTep-
HBIX HaIlMOHAJIBHBIX poHI0» (1832). 3mech
OObEMHUIINCH POHIO0 HEMEILKOE, AaHIJIUii-
CKOE€, IIBIFAHCKOE, UCTIAaHCKOE, (PPAHILY3CKOE,
BEHI'ePCKOE, UTAIBSIHCKOE, MOJIbCKOE U JIPY-
rve, a Takke — Kak omyc 189 — pycckoe.

5

B ¢oprennannom nukie «YBeceneHue Mo-
JIOABIX JIFOOHMTEJIeH, MajJeHbKHe U OJecTs-
M€ pa3BiieueHUs B BUJE POHAO M Bapua-
uuit ana poprenuano» op. 825 (1853) mox
HOMEPOM 7 OH nomectuin «Pycckuii THMH»
— TIOYTH psiioM ¢ «BeHennaHCKuM KapHa-
BaJIOM.

Pazymeercsi, B Ha3BaHHBIX POEKTAX ITbe-
Chl JIOBOJBHO AaBTOHOMHBI, a OOpazyemoe
UM 11€JI0€ — JIOCTaTo4yHO cropHo. OaHaKOo
MHTEPEC K Pa3HbIM KYJIBTYypaM CIPECCOBbIBA-
€TCs M JI0 BIOJHE YOS TUTEIHbHON KOHIICTIIIUN
MPOMU3BE/ICHNUS, OXBATHIBAIOIIETO Pa3HOCTU-
JIEBBIE IJIACTBl. DTO MPOU3OIILIO, HAIIPUMED,
B «/lecsatu BapbUpOBaHHBIX TeMax st pop-
TENHAHO C CONPOBOXAECHUEM (QIIEHTHl WU
ckpunkmw» op. 107 Jlronsura Ban berxoBeHa,
IJIe YepeAayIoTCsSl TUPOJIBCKHE, MOTIAHICKHIE
u pycckue menoauud. B «llecHsx pa3HbIx
HapoaoB» WoO 158 oH cuén BO3MOXHBIM
chopmupoBarh €€ Oojee MHOTOZIEMEHT-
HOE€ MHOTOHAIMOHAJIBHOE 1IeJI0e, COCTaB-
JIEHHOE U3 JATCKOW, HEMELKOM, TUPOIbCKHX,
IIOJIbCKOM, TIOPTYTaJbCKOM W JPYTUX IIe-
CEH, BKJIIOYUB Tyza yeTbipe pycckue: Ne 13
«Bo necouke KOMapo4kOB MHOIO YpPOAU-
nock», Ne 14 «AX, peyeHbKU, PEUCHBKNY,
Ne 15 «Kak nonum Hamm noapyskku» u Ne 16
Schone Minka («IxaB ko3ak 3a JlyHaii»), no-
3UIIMOHUpPOBaBIIasics B EBporie kak pycckast.

[TonoOHBIE TPOEKTHl OBUIM MpHUBIIEKa-
TEJIbHBI U 1103Ke. B 3HIMKI0NEANYEeCKOM 1O
pa3maxy omnyce «CTo HapOJIHbIX MIECEH BCEX
HAIMOHAJILHOCTEN» JIJIs Tojloca U ¢opTrenu-
a”o (omy6:7. B 1911 romy) aHmIHMiiCKOTo KOM-
o3uTopa, AMprxképa u neaarora I penpuiia
bantoka (1868—1946) Ha aHTIIMIICKOM S3BI-
K€ 3ByYar NeCHU MHOTHX HapojoB EBporisl,
Azun, Amepuxu, AQpuku, cpeau KOTOPBIX
necTb pycckux («Bo mone TymaH 3aTyma-

ITogpoGuee 06 3ToM cM. B naparpade «ConepkaHne My3bIKaJIbHOTO IPOU3BEACHUS U CTHIIbY TJIABHI 2

B kH.: Kazanuesa JI. II. My3bikansHoe conepxkanue... C. 147-171.
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HUWICS», «3aIIeTHCs IETeHb» U 1p.). Bbi-
JAIOLIEMYCS HTAIbSHCKOMY KOMIIO3UTOPY
Jlyuano bepno B «HapomHbIX necHax» s
rojoca u opkectpa (1964) crouta nomorna
KaTaJOru3upoBaTh (POIBKIOPHBIE MENOIUU
HapoaoB Mupa. CTOUT BCHOMHHUTH U O CTOJIb
CephE3HOM aHTOJIOTUH HAPOIHOM U mpodec-
CHOHAJIBHOM MY3bIKH, PAaCCUMTAHHOM Ha
oOyuarorerocsi My3blke pedéHka, Kak Qop-
tenuaHHbll «Mukpokocmocy (1926—1937)
OCHOBATEJIBHO HCCIIEIOBABIIETO (HOJIBKIOP
pa3Hbix HaponoB bensl baproka, rne easa
He cocenCcTBYIOT nbechl Ne 74 «Benrepckas
necHs», Ne 90 «B pycckom ctuiie», No 113
«bonrapckue putmsbl 1» u Ne 115 «bonrap-
CKHE PUTMBI 2».

Hamm coBpeMeHHUKN MpOoAIiii U 00HO-
BUJIM 3Ty TEHICHLMIO, NOAUUHSASA €€ OPyTruM
TBOpYECKHUM 3amMblIcinaM. Tak, 3axymkn Huxo-
nass CupenbHukoBa, Cepres CIOHMMCKOTO,
Omucona Jlenucosa, I'puropus Kopumapa
YKJIaJIbIBAIOTCA B PYCIIO, IPOJIOKEHHOE NPE-
IIECTBEHHUKAaMH, HO MPe00pasyroT MOJUCTH-
JIEBYIO UJEH0, YKa3bIBasl YK€ HE Ha KPYITHbIE
HaI[MOHAJIbHBIE, a HA NIEPCOHAJIbHBIE KOMIIO-
3UTOPCKUE CTWIIM WM CTHIIM XYJOXECTBEH-
HbIX HanpasieHuil. B «PomaHTHueckoin
cUM(OHUU-TUBEPTHCMEHTE B YETHIPEX TOP-
TpeTax» s opkectpa (1964) CunenbHUKOB
ACKU3HO HaOpackiBaeT abpuchl Bupaibiu,
Paenst, bepra u CrpaBUHCKOTO, CTpeMsCh
BOCCO3/1aTh JIyX, arMochepy HX MY3bIKH.
B doprenuannoii croute B popme BapHaruii
Cnonumckoro «Tpu rpauum» 1o MoTHBam
Bbortuuennu, Ponena u [Mukacco (1964) na-
3BaHHBIC KOMIIO3UTOPOM 3TajJlOHBl Kpaco-
Thl HAIIUIM CBOM AQHAJIOTU B MY3bIKAJIbHBIX
CTWIAX, COOTBETCTBEHHO, HEOKJIACCHULIN3MA,
MMIIPECCUOHM3MA, aBaHrapnaa. braromgaps
AJUTIO3USIM M LIUTUPOBAHUSIM B KaXKIOM U3
ATH «CritysToB» Ui (DIEUTBL, ABYX posuied
1 yaapHbix JleHHcoOBa y3HAKOTCS «OdepTa-
HUSD» TOW WM UHOM reporHu: JIOHHBI AHHBI
(Mouapra), Jlrogmuner (Inuuku), Jluzsl
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(HaiixoBckoro), Jlopenen (Jlucra), Mapuu
(bepra). IlokazarenbHo, uTo B «CHITyaTax»
NOJUCTUINCTUKA YPPEKTUBHA HE TOJILKO Ha
YPOBHE IMKJa KaK OTHOLIEHHE MEXIy 4Ya-
CTSIMH, HO M BHYTpH yacTtei. Kopumap norsi-
Tajacs OObEeAUHUTH (POpPTENUAHHBIE MBECHI,
B KaXJO0W M3 KOTOPBIX COAEpKAaTcs HAMEKU
Ha /IBa-TPH KOMITIO3UTOPCKUX cTHiIst: Preludio
(1. locrakoBuuy, I. Diicnepy), Intermezzo
(1. Bpamcy, P. lllymany), Gavotto (M. Taiin-
ny, ®@. Uly6epry, b. baproky), Capriccio
(A. bepry, A. I1Iéu6epry, A. Bebepny). Xy-
JOKECTBEHHAs! HEOOXOJMMOCTh B CTHJIEBBIX
CTYWIEHUAX NPOJCKIApUpoBaHa 31eCh 00-
MM 3aroJIOBKOM IMKIA: «AHarpaMmel. Ye-
ThIpe nocBsmieHus» (1980).

Pyke Oomnpmoro macrepa — Ponuona
[lenpuHa — npuHAAIECKUT PopTenuaHHas
«Terpanp nis ronommectay (1981). MM, kak
u baprokoM, IBHXKET >KeJIaHUE O3HAKOMUTH
FOHOTO MY3bIKaHTa C SI3bIKOM MY3bIku (« Tep-
uumny, «O0pallleHue aKkkopzay), e€ skaHpaMu
(«3naMenHblld pacneB», «BenuuanbHasy,
«JlepeBeHckas mIakanpumay, «Pycckue
Tpe3BOHBDY, «lleTpoBckuil kaHTY», «DaHda-
pPbI»), CTWISIMU M TEXHUKaMH (CTUIM3AIUS
ONEpHOM yBEpTIOpHI B Tibece «Mrpaem omne-
py Poccunm», noaexadonust nbecol «JlBe-
HAJIaTh HOTY»). 3a7a4ya 0O0bEeIMHEHUS [TUKJIIA
MOPYyYE€HA HAYAIBHOM W 3aKIIOYUTEIIbHON
nbecaM ATIONHOM JKaHPOBOCTHU, YKa3bIBaro-
IIMM Ha MEeIarornyecKyr HarpaBJIE€HHOCTb
BCETO0 MHOT'OYACTHOTO LIEJIOTO.

B otnuuue ot antonoruu llenpuna, nu-
TOBCKMM KoMmno3utop bpontoc Banmytuc
KyraBuutoc B cemuuactHOil croute «OT
Majpurana A0 aJleaTOPUKU» JUIsl CKpHII-
ki 1 poprenuano (1971) pexoHCTpyUpyeT
ucTOpuio My3blkd. E€ Bexu mpeacTaBisioT
c00010 ’KaHPOBO-CTUJIEBBIE «CIEIKMU» 3IOX,
CIEAYIOIIMNX B XPOHOJOTUYECKOM MOPSIKE:
«Manpuran», «bapouHble CTHIMCTUYECKUE
Bapuanum», «Knaccuueckoe ponumo», «Po-
MaHTH4ecKas mnpemoaus», «Hmnpeccuo-
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HUCTHYecKass Menoaus», «JlonexadonHas
nbeca». BeHuaeT UMK aneaTopuyeckas
KOMITO3HIIMSL.

Kazanoce Obl, KOHIENIUS «ITyTEeUIECTBUS
BO BpeMEHH» OQOpMIIEHa TMOYTH CTOJNb
e CBOOOJHO, CKOJIb W YIIOMSIHYTasl paHee
no0OpKa: 3BEHbsl LEMU JOMYCKaT O0O0Jb-
IIYI0 WIM MEHBIIYI0 JAeTanu3anuio (pas3se
B CTPAHCTBOBAHUU 10 UCTOPUU HEBO3MOXKHBI
JIOTIOJIHUTEIIbHBIE OCTAHOBKH, HAIpUMeEp, Ha
cTaHIMK «JI>ka30Basi UMIIPOBU3ALUS» ?) UIH
MHYIO [NTyOMHY HCTOPUYECKOTO BUJIEHUS, KO-
TOpas MoIiia Obl YBECTH U B LIAPCTBO CYpO-
BOT'O IPETOPUAHCKOTO XOpaja, U B NaJEKyro
aHTUYHOCTb, U B JIPEBHIOIO KyJIbTypy Boc-
ToKa. TeM He MeHee NoTeHLHaabHas OecKo-
HEYHOCTb FacUTCS KECTKOW OpraHu3yrolen
3aKOHOMEPHOCTBIO: BMECTO IIPUHIIMIIA CBO-
OOHOM UTPHI 371eCh cpabaThIBAET MPUHIIMIT
CTpenbl BpeMeHU. TeM caMbIM BpPEMEHHOMN
BEKTOD, PBYIIUICS U3 MPOILIOTro B Oyay1iee,
MUHUMU3HUPYET HEMPEACKA3yEMOCTh LIUKJIA.

Pa3zymeercsi, comocraBiieHUE CTHIIEH
B MHOTOYAaCTHOM IIMKJIE JIOBOJILHO IMpoOIie-
MaTU4HO M C TOYKH 3pPEHMS LIEIOCTHOCTH,
M C TOYKHU 3PEHHUs 3aBEPLIEHHOCTH IPOU3-
BezieHusl. Mexay TeM aBTop, YHOomoOissch
JIOIMaHy Ha CJIOXKHOM ydyacTke apsarepa,
BCE e MPEOJ0IEBAET «IOABOIHBIE PUBDY
CIOUTBl CO MHOXXECTBEHHOCTBIO COCTaBHBIX
SNIEMEHTOB M TEHJEHIMEH K OeCKOHEYHO-
cTi. BripoueM, My3bIKaHTaM H3BECTHO, YTO
ropazo OoJsblle LEHTPOCTPEMHUTEIbHBIX
SHEPIH, HEXKEIU CIOUTA, HECET YUK COHAM-
HO-cum@onudeckuii. ITH SFHEPTUH MOJTyYarOT
TaM MOIIHYIO MOANUTKY B (YHKIIMOHATEHOU
muddepenimanmu yacteit. Takoit ocobeHHO-
CTBIO LIMKJIa BOCIIOJIB30BAJICS (PpaHIy3CKUIl
koMm1io3uTop Mopuc Pagens. B ero tpéxuact-

Hoi CoHare ISl CKPUNKH M (POpTENHaHO
Ne 2 (1923-1927) coObITHEM CTHIIEBOTO Xa-
pakTepa CTAaHOBUTCS CPEIHSISI 4acTh ¢ Kpac-
HOpPEYMBBIM Ha3zBaHUEeM «bIr03», XOTs OHO
HE pa3pylIaeT HeT0CTHOCTH IIUKIIA, CTA0ITb-
HbIMM CTWJIEBBIMU ONOpamMH KOTOpPOTO CITy-
JKaT BBINIOJIHEHHBIE IO JPYrOMY CTHIJIEBOMY
JeKany KpaHue Jyactu. I[loxoxas KOHCTpyK-
TUBHO-TIOJIMCTUJIEBAs] KOHLIEIIUS BBICTPOCHA
B ¢oprenuanHoi conare Ne 5 op. 56 (1973)
nerepOyprckoro macrepa bopuca Tuiuen-
KO: MOMEIEHHAsI MEXIy BTOPOM M TPEThEU
gactaMu MHTEpItonus BpEMEHHO TNEPEKII0-
yaeT CIIyIIaTelsl U3 aBaHrapAHOIO 3By4aHUs
IIPOU3BENICHNS B CTWJIEBO PA3MBIThIE apIiei-
JKUPOBAHUs, CIIOBHO I103aMMCTBOBAaHHBIE U3
WHCTPYMEHTAIBHBIX 3TIONOB Win (haHTa3uit
XIX Beka.

B pamkax nukia KOMIo3uTopcKas npak-
THKa «HAIyTala» eme oauH QyHKITHMOHAIb-
HBII MEXaHU3M IEMEHTHPOBaHUS (HOPMBI
— aJbpTepHATUBHBIN. JIBa CTPYKTYypHBIX
KOMIIOHEHTA HEBOJBHO MOPOXKAAIT HX
cpaBHeHHE U AP(DEKT B3aUMOJOMOTHEHUS.
®doprenuannbiii uki1 Hukonas KapetHuko-
Ba «JIBe mbech» op. 25 (1973) npemmaraer
CONIOCTABJICHUE IIyTEW OHBOJIIOLUU MY3bI-
KaJIbHOTO aBaHrapja koHua 60-x — Hayazia
70-X rooOB IPOLUIOrO BEKa: CEPUHHOCTH
U COHOPHOCTH. VTaIBbSHCKUI KOMIIO3UTOP
A. Koppanunau B cBoux «JIByx mbecax» ajis
dopTenuaHo TakuM ke 00pazoM MOMNbITaJ-
Cd COYeTarb MOJAJIBHO-TAPMOHUYECKUU
«AKKOPIAOBBIM 3TION» W OAK30THYECKHUI
«Cnupuuysimy.

OTOT NPUHLMI XOPOIIO 3aPEKOMEH0-
BaJl ce0s B JABYXYAaCTHBIX KOMIIO3UIIUSX,
COCTaBJISIOLIME KOTOPBIX CKJIAJbIBAIOTCS
B CBOErO poOjia >KaHPOBYIO JTHUXOTOMHIOC,

¢ Emé B maBHHE BpPEeMEHa KOHTPACTHBIC Mapbl «MEJICHHO — OBICTPO» COCTABISUTUCH M3 TaHICB
raccaMeIIio 1 camprapeinia B Mitannm, naBana u ranbspaa Bo @pannuu, Vortanz u Nachtanz B I'epmaann. Ty
JKE TPAIUIIAIO COXPAHSIOT «Iperonus u gyray, «Kamapuackas» M. Imuakn, «Kazagox» A. JlaproMbepKCKoro,
«Pycckas u Tpenak» A. PyOunmTeitHa, BeHrepckue parconun O. Jlncra.
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[To3xe oHa mepepocia B TUXOTOMHUIO CTH-
neByto. TakoBbl HanucaHHble B 1918 romy
UTAJBSIHCKUM KOMIIO3UTOPOM Anb(peno
Kazemnoii «/IBa koHTpacta» 1is Qopre-
nuaHo op. 31. B mepBoil nbece nukia —
«I'pauno3so (Jdans nourenus lloneny)» —
JIETKO Y3HAOTCS LIONEHOBCKHE HHTOHALUU.
N3HauanbHO (TOKOHTEKCTHO) OHHM TpaHC-
(bOopMUPOBaHBI: €CIU MEOIUYECKH, CTPYK-
TypHO (ABYTaKkTOBas MEPUOIUYHOCTD),
bakTypHo u (PyHKIIMOHAIBHO-TAPMOHU-
YECKU OHHU BIIOJIHE «JOCTOBEPHO» IIOIIE-
HOBCKHME (HaAmpamMBalOTCs accolMaluu
¢ npentoaueit op. 28 Ne 7 A dur m ma3yp-
KaMHU IMOJIbCKOTO POMAHTHKA), TO aKKOPJIO-
BO-TapMOHHUYECKasl JUCCOHAHTHOCTh Cpasy
BBIJJAET BTOPUYHOE MPOUCXOXKIACHUE MaTe-
puana (mpumep Ne 1).

Moumep N2 1 A. Kazenna. «fpaumoso
(HaHb noyTenus LLonewy)», 7. 1-4
Example No. 1 Alfredo Casella. Grazioso

(Tribute to Chopin), mm. 1-4

Andantino molto moderato.
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[IpuHIMIT HENMOJHOW WHTOHALIMOHHOMN
SKBUBAJIECHTHOCTH  MPOTOTHUILY, BOCIPO-
W3BEJICHUS OpUIMHAJa C CO3HATEIIbHBIM
MPUBHECEHNEM HWHTOHALMOHHBIX IPUMET
COBPEMEHHOCTH, HWMEHYEMbI acCUMUIIS-
LHEH, TTO3BOJISIET IMEpPENaTh HOBOE CIIbIIIA-
HHE, HOBOE OIIYILIEHUE U3BECTHOW MY3bIKH.
Bocco3nano oHo n B nbece Kazenmnpl: Mmsr-
KO OIUIETAIOLIHNE GuUASIi-IIIONIEHOBCKYIO TEMY
JTIMCCOHAHCHI, B KOTOPBIE JTI0O00BHO BCIIYIIH-
BAE€TCSA aBTOpP, MPUAAIOT €l U3BICKAHHOCTD,
IMUKAaHTHOCTb, YTOHYEHHOCTb.

OTHUM, OJTHAKO, HE UCUEPITBIBACTCS CEMaH-
THUKA TEMbl — OHA KOPPEKTUPYETCSI KOHTEK-
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CTOM Bcero uukia. Tak, cieayromas nbeca,
«AHTUTPALINO030%», — 00pa3HBINA AHTUIIO 110
OTHOLIEHHIO K INepBoil. OCTpO-rpoTECKOBO
OCMBICJICHBI 37IECh XPOMAaTHKa C HapOYUTO
KECTKUMHU JUCCOHAHTHBIMH CO3BYUHUSIMH,
CTPYKTYpPHOE HEMOCTOSIHCTBO, MOOUITLHOCTh
bakTypbl, METPOPUTMA, TUHAMUKH, DPETH-
CTpa, a Takke — ILITPUX Staccato (mIpumep
Ne 2).

Mpumep N° 2 A. Kasenna. «AHTurpaumosor, 1.1-7
Example No. 2 Alfredo Casella. Antigrazioso, mm. 1-7
Allegro vivace e grottesco.
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YTOHUYEHHO-UMIIPECCUOHNUCTUYECKAS,
TOHKO HIOAHCUPOBaHHAas TKaHb IE€pBOMU
IIECHl U B3BUHYEHHO-DKCIIPECCUOHUCTH-
YeCKUM 3BYKOBOM MOTOK BTOPOM HEU30€k-
HO CPaBHUBAIOTCA M INOPOXKIAKT HOBBIE,
COOCTBEHHO LMKJIMYECKHUE, WHTETPalib-
HbIE CMBICIIBI. B KOHTEKCTE 1enoro nepuas
npeca MEepeoleHUBaeTCs Kak o0pa3 uje-

aJIU3UPOBAHHBIA,  CTAapaTejIbHO  IPUY-
KpALIEHHBIM M JIEJIEEMBbIH, BTOpas — Kak
OecrnouiasHas OpyTalbHas pPealbHOCTh

KU3HH, TJI€ HET MECTa HUYEMY XPYIKOMY,
(UPHOMY, OTTIOATU3HPOBAHHOMY.

3amaBas IOJHCTHIMCTHKON BBICOKHH
rpaayc KOHTPACTHOCTH, KOMIIO3UTOPHI HE
3a0bIBAlOT O em€ OJHOM crocobe YyKpe-
IUIEHHST €IMHCTBA B IIUKJIE — OCJIA0JICHUHA
1ne3yp Mexnay dactamu. lleperexanue on-
HOW 4acCTH B JPYTYIO CHUXKAET YPOBEHb Ca-
MOCTOSITEIIBHOCTH KPYIHBIX CTPYKTYPHBIX
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€IMHUIl, MPUBOJAS K OO0pa30BaHUIO KOH-
mpacmuo-cocmagnoul popmol. O TaKOBOU
MPUXOJUTCS TOBOPUTH B UETHIpHALA-
TH4YacTHOM QoprenuanHoi croute «Ho-
gpto» op. 15 (1919) Ilayns Xunnemura.
Ecnu rpanuipl HayanbHBIX 4acTe 31€Ch
odopMJIEHBI BIIOJHE TPAAUIMOHHO, TO
YCUJIMBAIOUIUICA A0 TMOJUKAHPOBOCTU H
MOJUCTUIMCTUKU KOHTPACT 3aKITIOUUTENb-
HbIX Ibec — Ne 10 «B nyxe memneHHOro
MeHyaTa», Ne 11 Prestissimo (CKEpIIUHO),
Ne 12 «Koummaphsblii coHn. Puronerro» (mo
OpaBypHOUl Teme Oana B Es-dur, OTKpHI-
BAIOILIETO OJJHOMMEHHYI0 omepy Bepan),
Ne 13 «®@oxkcrpoT», Ne 14 «Dunan (Boii-
Hasi ¢yra ¢ COBMECTHOM JKCIO3UILIMEH)»
— BBI3BIBAET €CTECTBEHHYIO MOTPEOHOCTh
B MPOTUBOJECHCTBUHU, CTUPAHUU TaKHUX
rpaHUIl HEMOCPEICTBEHHBIM MEPETEKaHU-
€M OJHOUW mbechl B Apyryr. Tak co3na-
€Tcsl ApKUM MYy3BIKaJIbHBIM 00pa3 MOTOKa
MYYHUTEIBHBIX CyMOYPHBIX HOUHBIX BHUJE-
HU.

[upouaiiiee mnose st GopMUPOBAHUS
MOJINCTUIIEBBIX KOMIUJIEKCOB MPEICTABISACT
sapuayuonuas xomnosuyus. HyxHo mnpu-
3HaTh, YTO cama Mo cebe OHa CONEPKUT
CTOMKUN TOJIMCTUIIEBOW T€H, O KOTOPOM
CBUJICTENILCTBYET TpaAMIMs oOpalieHus
K 3aMMCTBOBaHHOI TeME KaK UMITYJbCy Ba-
pHUAIMOHHOTO TpeoOpazoBanus. Heynupu-
TEIbHO MOATOMY 0CO00€ BHHUMaHHUE K ATOM
dbopMe KOMIIO3UTOPOB, LEHSIIUX BO3MOXK-
HOCTb COEMHEHUSI B POU3BEIECHUN PA3HO-
POIHBIX CTHJIEBBIX MOJIEIICH.

O¢ddexT CcTUIEBOro «MHOTOTOIOCHS»
€CTECTBEH B KOJUIEKTUBHOM omyce. B co-
YUHEHUU, HAITMCAHHOM COJIPY>KECTBOM MY-
3BIKAHTOB, TOJIMUCTUJIMCTHKA, KaK Ka)KeTcs,
Hen3OexxHa. Tem He MeHee OHa He 00s3a-
TeJIbHA. YNOMSIHEM B 3TOM CBsA3M «lekca-
Mepon» (1837) — «bonbIre KOHIEPTHBIC
Bapuauuu Ha Mapm u3 onepbl BuHueHI0
bennuan  “Ilypurane™ 1mectu aBTOpPOB
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(®. Jlucra, C. Tansbepra, U. II. Tlukcuca,
A. T'epua, K. YUepnu, @. lllonena). B stom
olyce LApHUT KOHIIEPTHO-BUPTYO3HOE pac-
[[BEYHBAHUE TEMbI, OJIM3KOE BCEM aBTOpaM;
BBIJICIISICTCS JIUIIh CAMOOBITHASI, CTUXUITHAS
smonus JIucra.

bonee untepecus! a5 Hac «[lapadpa-
3bI» PYCCKHUX KOMIT03UTOpOB (1878—1879)
Ha HEM3MEHHYIO T€MY, B3ATYIO U3 MOJbKU
bopoauna u HazBannyto B. CracoBbiM «Ta-
tu-ratu». A. bopoaun, H. Pumckuii-Kop-
cakoB, I{. Kiom u A. JlamoB 03a004ueHBI
BOBCE HE CaMmoIlpe3eHTaluein OHU
NPUHUMAIOT 3aJlaHHbIE TEMOMW «IIpaBuiia
UTPBI», HAMPABIAS TBOPUYECKYIO HIHEPTHIO
Ha JOCTH)XXEHHE €IMHOI0 TapMOHHYHOIO
nenoro. OgHaKo 3Ta CTUIEBas KOHIIEMIIUS
co BpemMeHeM u3MeHumiack. CHayana cBOE
APKO BBIPAXXEHHOE CTHJIEBOE «SI» mpuB-
HEC B He€ JlucT, npuieamui B BOCTOPT OT
OIlyca PyCCKUX KOMIIO3UTOPOB U IMPHUCOE-
JUHUBIIUKCS K UX KOJIJIEKTUBHOMY COYM-
HeHuto B cBoelt [Ipemtoguu (1880). 3arem
IPOEKT MOMOJHUJICA OCTPOJAUCCOHAHTHOMN
3apepmaromein meecoir H. Illepbauéna
«IlectpoTel. Hebonbuioe mgomonHEHHE
k [Tapadpazam» (1889). IIposonrupoBan-
HO€ COaBTOPCTBO BCE Ooubllie U OOJbIIe
MPOBOIUPOBAIIO COOOIO CTUIIEBOM IIIIOpa-
JU3M.

«3BE3MHBIN Yac» IOJUCTUIUCTUKU
B Bapuanusax Hactynui B XX Beke. IMmeH-
HO OHA MO3BOJIMJIA I[EIOMY «XOPY» COBET-
ckux kommno3utopoB — J[. KabGaneBckomy,
2. Kanmny, [O. JleButuny, I. CBupuaosy,
P. leapuny u A. Dmmaro — B ¢opTe-
nuaHHbIx «Bapuauusax Ha temy [uHKN»
(1957) nOCBATHTH CBOE MY3BIKAJIBHOE TIPH-
HOIIIEHUE MaMsATH Kopudess oTeuecTBeH-
HOW MY3BIKQJIBHOW KIJIACCUKH, HE Pa3MBbI-
Bas HWHAUBUAYyaJbHbIE CTHIIEBBIE YEPTHI
KaKJIOT0 yd4acTHMKa npoekra. B 1966
rony nogobHeiMu «Bapuanusmu Ha Temy
MsckoBckoro» 11 KOMIO3UTOPOB OBLIO
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o3HaMeHOoBaHO 100-metue MoCKOBCKOU
KOHCEPBaTOpHH .

[TonucTtuneBoe MHOXKECTBO B Bapuallu-
SIX JOCTH>KUMO, OJTHAKO, U UHBIM CIIOCOOOM
— Tpu noMoIu ctunusanuid. [lnogorsop-
HOW CTaJjia PU 3TOM, KaK U B CIOUTE, UJes
«IyTELIECTBUSL MO CTHISIM» — TpOCTas,
HECKOJIbKO TMPSMOJIMHEIHAas, HO BMeEcCTe
C TeM U He JHMIIEHHAs B YCIOBHSIX Ooiee
1enbHOM (HOpMBI CMETOCTH. JIFOOOTBITHBIN
oOpasell CTHJIEBOTO BapbHpPOBAaHUS OCTa-
BUJI HBIHE MAJIOU3BECTHBIN HEMELKUM KOM-
MO3UTOP U AUPHUKED, TPUBEPIKEHEI] FOMO-
pa B My3bike 3urdpua Oxc (1858-1929).
HeszambicnioBarast Hemernkas (oabkiop-
Has menonuss Kommt ein Vogel geflogen
(«ITpunerena nTUmay) «mopxaeT» MO CTHU-
msm baxa, INaiigna, Mounapra, berxoBeHa,
Mennenscona, 1. rpayca, Bepau, I'yno
u Barnepa (1878). Bxitouas ucCXoaHyro
TeMy B YYXJble €l CTHUIIEBBIE CUCTEMBI,
JEMOHCTPUPYSl HAa HEH MaCTEpCKU MON0-
OpaHHBIE CTHJIEBBIE «OMEPEHHUS», KOMIIO-
3UTOp BCTyIaeT B urpy. IMeHHo Ha urpo-
BOM IMPHUHIUMIIE U MOIJIa BO3HUKHYTH €O
My3bIKaJIbHas 1IyTKa, I7€, KaK MUIIET aB-
TOP B MPEIUCIOBUM K U3JTaHUIO BapHaIlUid,
«...MBl CTapajducCh B KaxJI0W Bapualuu
MOTHBA Tepeaarh AyX KOMIIO3UTOpa, 000-
3HAQUEHHOTO B 3arojOBKE Ka)KJJ0TO HOMEpa,
Kak OyaTo Obl OHa OblIa UM CaMUM Hamlu-
caHa». Cienyer OTMETHUTh, YTO U B Ooiiee
MO3/IHHE BpeMeHa MOJIUCTHIIeBas BapUalu-
OHHAsl KOHCTPYKIIUA Yallle BCero ooopavu-
BaeTCsl MIYTKOM (0 4€M 0OBIYHO aBTOPHI J0-

7

OpOCOBECTHO YBEIOMIISIOT UCTIONHUTEIICH
U CIylIaTenei).

HyxHO mpu3HaTh, UTO B MOJUCTUICBOM
€IMHCTBE CHJIEH KOMHUYECKHM IIOTEHIIHAJI.
B »TOM mo3Bomsier yOenuThCs clieayromiee
o0crosTenscTBO. B KauecTBe TeM Takoro
BapHUPOBAHUSI KOMIIO3UTOpAM  TOIOOU-
JMCh MEIIOIUN 0CO00TO pofia — TaKue, Kak
aBcTpuiickass HaponHas necHs XVII Beka
O du lieber Augustin («AX, MOW MUIIBIHA
ABrycTHH»), OpaBas aMepUKaHCKas TECHS
Yankee Doodle («SIlaxu-mypadox») ¢ mepBo-
HayaJbHBIM FOMOPUCTHUYECKUM, a HBIHE Ta-
TPUOTUYECKUM CMBICIIOM, TOMYJISIPHEHUIIAs
NpuBeTCTBeHHAs niecHss Happy Birthday to
You, craBmiMii TMOMCTHHE KYJIBTOBBIM Ha-
neB «B necy poaunace €nouka». Becex ux
XapaKTepU3yIOT IMPOCTOTa MEIOANIECKOTO
PUCYHKA, PUTMHKH, CTPYKTYpbI, a TakKxke
HEMPUXOTIIMBOCTD, JIETCKasi HANBHOCTb, UC-
KPEHHOCTh, UTPUBOCTh. B UX psy TpymHO
Obl10 OBl cebe mpeacTaBUTh, HAMPUMED,
BOIUTOMIAIOIINI «CTpax CMEPTH U HAJEKITY
Ha BEeUHYIO u3Hb» [4 c. 20] xopan Es ist
genug, UCTIONb30BaHHbI baxom B kaHTare
Ne 60 O Ewigkeit, du Donnerwort («O Beu-
HOCTh, TPOMOBOE CJIOBO») M MHOTOKPATHO
MOJBEPTaBIINNCA BapbUPOBAHUIO, HO BCE
KE «MOHOCTHIJIEBOMY» — COCPEAOTOYEHHO-
My, BAyMYHUBOMY, (priiocoCTBYOMEMY.

KoMmo3uTopsl 1o 10CTOUHCTBY OLICHUIIN
MOTEHIIUAJl HE TOJBKO MPHUHIIUITA UTPhI WU
«ITyTEMICCTBUS TIO0 CTHUJISIM, HO M 3areyvar-
JICHUS TOCPEICTBOM MOTUCTUIIMCTUKY AHTH-
HOMHHU «CBOE&/uykoe». B punHanbHOM yacTu

CJ'ICILyGT IMPU3HATh, YTO KOJIJICKTUBHBIC IPOCKTHI CO3AAI0TCA U KaK HUKIINYCCKUE OIYChI: YaCTH Conatsl

F-A-E nns ckpunku u goprenmano (1853) nanmcans! P. lllymanom, U. Bpamcom u A. Iutpuxom. OcoGeHHO
OnaronpusiTeH I HUX XaHp mocesineHus: Ksaprer B-La-F («benses») A. I'masyHoBa, H. Pumckoro-
Kopcakosa, A. Boponuna, A. Jlamosa (1886); «Iloceamenue Mosedy Iaiinmy» mecTH (paHILy3cKHX
koM1103uTopoB (1910), mpuypouenHoe k 100-1eTHr0 CO JHS CMEPTH BEHCKOTO KJIACCHKA, U IIIECTH OPUTAHCKUX
KOMITO3UTOPOB B 4yecTh 250-netust co aHs ero poxaeHus (1982); ananoruunsie «Iloceamenue ["abpuasmio
Dope» (1922) u «[locesuienne Ansbepy Pyccenro» (1929); «BonmeOHbiit qap cuabopa Jlyumkm» BOCBMU
MOCKOBCKHX KoMIo3utopoB namsatu JI. Hono (1991) u apyrue nogoOHbIE OMYCHI.
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BTopoii conaTs! 1511 CKpUIIKH ¢0s10 0p. 31 Ne 2
(1924) XuHAEMUT IUTUPYET H3BECTHYIO
necHo Mouapra Komm, lieber Mai («Ilpu-
11, TIOOUMBII Maii»). 3aUMCTBOBaHUE TEMBbI
JUI BapHaluid — MpUEM, KaK TOBOPHIIOCH,
He HOBBIA. OHAKO HEOOBIYHO MOCTYIHpPYe-
MO€ KOMITO3UTOPOM OTHOIIEHUE K HEH.

C nepBoii xe Bapranuu XUHIEMHUT «OT-
pekaetcsk» oT e€ o0pa3a M MHTOHAIIMOHHO-
ro KOMIUIEKCa, BO3BpAILLAsCh K HEH JIMIIb
B 3aKJIIOUUTEIIBHOM KaJaHCE CBOEU IbECHI.
OTBaxHO HaOpackIBasi Ha MPEKPACHYIO Me-
JIOJUIO BSI3KME XPOMATUYECKHE JIaJJOBBIE
«LEMN», «PacTBOPss» €€ B KPYKEBE MEJN3-
MOB, OKyHas €€ B JMCCOHAaHTHOE IBYX- U
Tpéxrogocue, XUHAEMHUT HE YIIyCKaeT W3
BHUMAaHHUS CTPYKTYpHbIE KOHCTAHTbI TE€MBbI
(e€ 3ameBHO-IpUIIEBHAS MTPOCTasl IByX4acT-
Has penpusHas (GopmMa CTpOro BhIIEPKUBA-
€TCsl BO BCEX IATH BapHUaLIUSIX) U HEKOTOPhIE
OIIOpPHBIE TOHBI Mestonuu. BoT uro daxruye-
CKU POIHHT TeMy U Bapuaiuu. Eciu Obl He
KECTKUE CTPYKTYPHBIE PaMKH, B KOTOPBIX
JeMCTBYyeT KOMIIO3UTOP, IPABOMEPHO OBLIO
Obl TOBOPUTH O CBOOOMHON (aHTa3UM Ha
temy Momapra.

Kak nmoHumars 3ambIcen aBTopa — odye-
BUJIHO, OJTHO3HAYHO HA 3TOT BONPOC OTBE-
TUTh HE YIACTCA. DTO U «IOPTpPET XHUH]IE-
MUTa» («CTUJIEBOH JIMK») B «CTApUHHOM
pame»; U TOUHOE yKa3aHUE Ha KJIACCHIU3M
KAaK TBOPYECKUI UCTOK U ICTETUYECKUH ITa-
JIOH TBOpYECTBA COBPEMEHHOI'O MacTepa,
MIPOTOPSIIOIIEr0 MYTh HEOKIACCULIM3MY; M
JeKIapanns coOCTBEHHOro £, mpeojoieBa-
IOLIET0 JJOBJICHUE «T'Py3a TPATULUID.

«CB0O&» M «uyx)oe» 0003HaYCHBI Cpaszy
ke 1 B [IBOMHBIX Bapuauusax Uil CKPUIIKH
1 mojBelIeHHon Tapenku (1979) ypanbscko-
ro kommnosutopa Bnaaumupa KoOekuna,
HO, B OTJIMYME OT COYMHEHMS] XHUHJEMUTA,
TENepb OHU NPEACTABIECHbI KaK JIBE TEMBI.
OKCIIpECCHUBHBIE, TO IOJHBIE HEUCTOBCTBA
U HEroJl0BaHus, TO 0ECCUJIbPHO HHUKHYIIUE,
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TeHETUYECKH (POJBKIIOPHBIE MPUYUTAHUS,
HUKaK HE YKJIaJbIBAIOIIMECS B TPaJAUIIMOH-
HYI0 Ma)XOpO-MHUHOPHYIO JIaJJOBYIO CHCTe-
My, YCTyHarOT MECTO HM3BECTHON MeIoauu
H. C. baxa, craBmieii CHMBOJIOM CKOpOU —
Apuu ansra Ne 47 Erbarme dich, mein Gott
(mokasiuue Ilerpa «Cikanbcs HAAO MHOIO,
moii ['ocrionby») uz «Crpacreit mo Marderoy.

baxoBckasi Tema KOHTpacTUpyeT IpHU-
YUTAHUIO HE TOJBKO SICHO BBIPAXKEHHOMN
TOHAJIbHOCTBIO, SMOXAJIbHBIM M KOMIIO3H-
TOPCKHM CTHJISIMU — OHA K TOMY K€ KaK-TO
HEYBEpEHHO HalynbiBaeTca. EcTecTBeHHO
U JIOTUYHO JBIOUIUIICS MOHOJIOT-CTEHAHUE
3/1eCh MpeBpalléH B 3aTOPMOKEHHOE «IIPHU-
NOMHMHAaHHUE» TeMbl-o0pa3a. Tak poxxaaercs
3¢ deKT Yero-to, MPOUCXOASIIETO B TIPO-
CTPaHCTBEHHO-BpEMEHHOM oThaneHuu. OH
YCWJIMBAET AHTUTE3Y BHEIIHErO pa3BEPTHI-
BaHUsI DMOIMU — U TOTPY>KEHUsI B ceos,
NEPEKUBAEMOI0 B HACTOAIEE MIHOBEHUE,
U yXOJSIIET0 B MPOLUIOE WM JaKe B Beu-
HOCTbH («BEUHAsI CKOPObY).

Xots o0e Tembl Bapmanuii ueprnaroT
CBOI0 CEMaHTHKy W3 €IUHOr0 MHTOHAIU-
OHHOTO HCTOYHHMKA — JIAMEHTAlluh, HX
nepBbI€ IPOBEAEHUS OUIEIIOMIISIOT IPaH/Iu-
O3HOM CTHJIEBOM TUCTaHIMEN MEXIY (Oib-
KJIIOPHBIM U BBICOKO TMPO(ECCHOHAIBHBIM.
IIpeononery €€ M MPHU3BAHO MOCIEAYIONICE
BapbUpPOBAaHUE, OCHOBATEIIBHO MEHSIOLIEE
CYIIIHOCTH TeM (HampumMmep, OKapuKaTypuBa-
HUE BO3BBIIIEHHON 0aXOBCKOW KAHTUJICHBI),
0oOHapyXUBarolllee MHTOHALMOHHBIE TOYKHU
conpukocHoBeHHs. OKOHYATEIbHOE TPUMHU-
pEeHUe HACTyNaeT JIMIIb B KOHUEe Bapuannii
— B CJIOBHO MOTPYKEHHOM B HEOBITHE WU
BEYHOCTb JOJTO JUISIIEMCS KOHTPAITyHKTE
HCXOJTHBIX TeM, K&KYIIUXCS TEeTeph U HE Ta-
KHMH YK Pa3HBIMHU.

JIOBOJIBHO  paclpOCTpaHEHHBI — CTUJIe-
BbIE B3auMOACHCTBUS B Popme poroo. Jly-
MaeTcs, 3TO OOYCJIOBJIEHO PAIOM HPUYHUH.
Tak, poHIANbHBIA NPUHIUI YEPETOBAHUS
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HauyMHaeT paboTaTh yXxKe MNP MUHUMATHHOM
KOJIMYECTBE CTUJIEBBIX MOjeIed — jpocra-
TOYHO TIONIEPEMEHHOTO TOSBICHHUS BCErO
IBYX CTHJICH, XOTS HE MCKIIIOUEHO U BBEIe-
Hue Oonbiuero ux uucia. [lomumo cyry0o
(dopMo0Opazyomux NPEeUMyIIECTB, POHIO
COACPIKHUT U TPUBJICKATEIBHBIE IS KOMITO-
3uTopa 0Opa3HO-XYyHA0KECTBEHHBIE Ipe.-
NnoChUIKH. HekoTopwle M3 HUX peann3oBa-
Hbl Hukomaem MsckoBckuM B mbece Ne 6
u3 (oprennanHoro nukia «lloxenrepmue
ctpanuib (1928).

Jpamatyprust Tmbechbl  pa3BEPTHIBACT-
Csl KaKk TPEXKPATHOE COIOCTABICHUE ABYX
00pa30oB — KpUYalle-MATEKHOTO M 3IH-
YeCKH-TIOBECTBOBATEIBHOTO. Bemymme npa-
MaTypru4eckue Hadvaja IOKa3aHbl B TIpe-
JIeIbHOM KOHTPAcTe BCEX BBIPA3ZUTEIBHBIX
CpeAcTB, Omaromapsi 4eMmy OYepUYHMBAIOTCA
KOHTPACTHBIE  KaHPOBO-CTHJICBBIE  CYIII-
HOCTU. [IpOTHBOIOCTABISAIOTCS HE TOJIBKO
3BYKOBBICOTHBIE CHCTEMBI (XpOMaTHKa —
auaroHuka), temnsl (Vivo — Largo), HO u
’KaHpBb! (MPU3BIBHASL, SKCIIPECCUBHO B3BUH-
yeHHas ¢aHdapa — crapuHHas Oaiana)
W STOXaJbHBIE CTHIIM (aBaHTapaHas COBpe-
MEHHOCTh — apxauka) (mpumep Ne 3).

Moumep N° 3 H. MsickoBekuit. «TToxenTesLue CTPOHMLbIY,
N26, 7.1-14

Example No. 3 Nikolai Myaskovsky. Yellowed Pages,
No. 6, mm. 1-14
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OO0pa3bl OCTaBJISIOT OLIYLIEHUE OIHO-
BPEMEHHO WM MNapaJUICIbHO XUBYIIMX H
pa3BuBaronIuxcs cep: npodeccuoHaTbHON
U (QOJBKIOPHOI, HOBATOPCKON U TpaauLu-
OHHOM, CBOOOJTHO OPTraHW30BAaHHOW U YTIO-
psnoueHHou. [lmact, Hecymui KaHTUIICH-
HOE HaAyaJio, B IIPOLIECCE CBOETO Pa3BUTHSA
KaueCTBEHHO M3MEHsieTcsl, BOupas B cels
OTJEIIbHBIE JJIEMEHTBI COBPEMEHHOIO rap-
MOHHUYECKOTO S3bIKA, YTO MPUBOAUT B KOHIIE
IIbECHl K MYIAPOMY CHHTE3UPOBAHUIO JIBYX
IIEPBOHAYAIIBHO HENPUMHUPUMBIX ITPOTUBO-
IIOJIOKHOCTEM.

benbruiickuii  ckpumnad, KOMIIO3UTOP
u aupwxk€p OxeH M3am B mepBoil yactw,
IIpemonun «HaBaxkaeHue», CKpUMUYHON
coHarsl op. 27 Ne 2 (1924) umeHHO B pOH-
JaJIbHOCTH HAIIE)I KOHCTPYKTUBHOE U Jipa-
MaTypru4eckoe CpeACcTBO BOIIOIIECHHUS ITPO-
TPaMMHOTO 3arojioBka. BuaéHwusi, OBICTpO
CMEHSIIOLIME APYT Apyra, CIUIETAITCS B Ka-
Jeiockon 00pa3oB, CIOBHO KpY’KalIUXCs
B JbSIBOJILCKOM XOPOBOJIE€ M HEYKIIOHHO Me€-
HSIOIIMX CBOM BHEITHUN 001K, Xaoc «Opo-
YHOBCKOT'O JABVKEHUSD» YMEI0 UMUTUPOBAH,
HO Ha CaMOM JIeJi€ OJYUHEH KECTKOU My-
3bIKAJIBHOM JIorHKe. OHA COCTOUT B Yepeo-
BaHUU JBYX CTHJIEBO PA3HALIMXCS TEM, 00-
Pa3yOIIMX B LEJIOM POHAAIBHYI IPOCTYIO
JIBOMHYIO TPEXUACTHYIO POPMY C KOJOM:

1 2

b b!
E dur e moll ¢ moll a moll a moll a moll a moll

a a' paszpa0. a Koma

BzaumopeiicTBue IByX TeM, J1aK€ OYCHb
KOHTPACTHBIX, pa3yMeeTcsi, HE CMOIJIO OBl
pelIUTh OOBSBICHHYIO aBTOPOM XYHOXKe-
CTBEHHYIO 3amady. [loaTomy oHO mOmoNHs-
€TCSl BHYTPUTEMATUYECKUM CTUJIEBBIM KOH-
TpactoM. Tak, ucxonHasi TeMa a pa3BUBAET
KJIACCUYECKHUE TPAJIULMU BOIPOCO-OTBET-
HOro ctpoeHust. OJIHAKO XapakTep COOT-
HOIIIEHUSI TEMaTUYE€CKUX MMIIYJIbCOB B HEM
BBIJIAET MBIIIJICHUE KOMIO3UTOpa XX BEKa.
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WHTOHAIIMOHHBIC AHTATOHUCTHI 3/1€Ch — Te-
MaTu3M nepBoit yactu (I[Ipentonun) nocnen-
Hell 6axXOBCKOW MapTUTHI ISl CKPUIIKH COJIO
U cOOCTBEHHBIHN, aBTOPCKUH. 3aUMCTBOBaH-
HbIE U «aBTOPCKHUE» PEIUIUKHU MOAYEPKHYTO
TUCTAHIIMPOBaHbl: bax 3ByuuT wu3manexa,
«W3 TIIyOUHBI BEKOBY», 3anm — psiioM, «BO-
Kpyr Hac». OTHen€HHbIE May3UpOBaHUEM
PEIUIMKUA OTIMYAIOTCS JIaJI0BOCThIO (IIEH-
Tpanu3oBaHHbIA E dur — paccpenoToveH-
Hasl XpOMaTU3UpOBaHHAs CTPYKTYypa), IUHA-
MUKOH (p — ff), cI0COOOM «IIPOU3HECEHUS
(crakkatupoBaHHOE legiero — CKaHIUPO-
BaHHOE marcato ¢ pemapkou brutalment)
U aaxe rpadukoil HoTaruu (My3bika baxa
B M3/IaHUU MPOU3BECHUS HaOpaHa MEIKUM
mpudrom, Mzam — xpynHbeiM) (Tipumep
Ne 4). B cBoro ouepenp HauajdbHas TeMa a
CBOCH JMAJOTMYHOCTBIO KOHTPACTUPYET
MOHOJIUTHOM apXau4yHO CypOBOM BTOPOM
teme (b) — Dies irae, KoTOpast IPOHU3BIBA-
eT co00r0 BeCh COHATHBIN IUKII. TeM caMbIM
yepenoBaHue (gpaz B TeMe MPOMOIKEHO H
Ha 0osiee BHICOKOM ypOBHE, BO B3aWMOJIEH-
CTBUU TeM a U b.

Mpumep N2 4 3. M3an. CoHata ong ckpunkm cono
op. 27N 2,u.1,1.1-6
Example No. 4 Eugene Ysaye. Sonata for Violin Solo,

op. 27 No. 2, first movement, mm. 1-6

PRELUDE. Poco_vivace.
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PonpanpHas koMmo3uiys 0COOEHHO pac-
MOJIaraeT K BOIUIOLEHUIO UJIEU UTPHI, B KO-
TOPYIO BOBJIEKAaeTCS M OalaHCHpOBAHUE Ha
rpaHu ABYX WM HECKOJNbKUX cTuieu. Ilpum
UIPE BAXKHO KOJIMYECTBEHHOE HAKOIICHHE
CTUJIEBO PA3HOPOIHBIX «TE3UCOB», MHOXE-
CTBEHHOCTb MEPEKIIOYECHHUIN U3 OJHOTO CTH-
ns B apyroil. Ha3BanHble aTpuOyThl HTphI

82

BoOpasa B ceds ¢oprenuaHHas MUHHATIOpA
No 12 «Toxkaruna-komnax» u3 «llomudo-
Huueckor Terpaam» P. Illenpuna (1972).
NHkpycTalliOHHAsT CYIIHOCTh TeMaTh4e-
CKHMX 3aMMCTBOBaHUU 37€Ch HE BYyAJIHPYET-
s, a YMBIIUIEHHO yTpupyeTcsi. @parMeHThl
13 0aXOBCKOW MY3BIKH (IBYXTOJIOCHOW WH-
BeHIIMU Ne 8 F dur) pemntensHO OTTOpra-
IOTCSI OT aBTOPCKOTO T€MAaru3Ma JIMHAMHU4e-
ckH (HEOXXHUIaHHOE f Cpely MPUTITYIIEHHON
3By4yHOCTH). Kpome Toro, Kakaasi «Bpe3Ka
OpocaeTcsi HeIOCKa3aHHOM, HE TOBEIEHHON
JI0 JIOTUIHOTO 3aBepIIeHUS Ppasbl, a CIEIy-
IOLUH 32 HEI0 OYepeTHON (parMeHT TOKKa-
TUHBI, IPEPBAHHOM 3TOM BCTABKOM, BCTYIa-
€T B IIPEKHEH 3ByYHOCTH p KakK Obl 3aHOBO,
yX€ C JPYrUM PUTMUUYECKUM KOHTYPOM H
B (hakTypHOM O0OHOBIeHHH (TIprmep Ne 5).

Mpumep N° 5 P. LLlenpuH. «TokkaTUHa-Konnax», 7. 19-26
Example No. 5 Rodion Shchedrin. Toccatina-Collage,
mm. 19-26
45
LT s SV sl D e pse o
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Enuandnoe comocTaBiieHHME HECXO0XKHUX
TEMaTHYECKUX MAaTePHAIIOB MOIJIO OBbI OCTa-
BUTH ciymiarens B HepoymeHuu. Ho B mbe-
ce IllenpuHa MOIMCTUIMCTUKA BO3BEICHA
B PaHI' CUCTEMBbI, TaK KaK COIIOCTABIICHUE
MPOJIOJKEHO, PA3BUTO B uepenoBanue. [la-
JIUM €T0 CXeMY, B KOTOpoi OyKBOM @ 0003Ha-
YeHa MY3bIKa HAIero COBPEMEHHHKa, OyK-
BOM b — 3aMMCTBOBaHUs U3 NbeCkl baxa:

b 1 ! b[ b2

a a a? ! ad b

Ha nepBblii B3mIsiA, OHA HANOMHUHA-
€T JABOIHBIE Bapuauuu. Takoe MOHUMaHUE
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(GhopMBI TEWCTBUTEIHLHO BO3MOXKHO, €CIIH
[0l MVHBapUaHTaMHM MOJpa3yMeBaTb HE
TEMBbI, & CTWIEBbIE MOJENN. TemMaruuecKui
KE PAKypC aHaIM3a IOACKAa3bIBACT: TeMa-
tu3M lllenpuna nperepneBaeT MEHbUIE W3-
MEHEHH, 0aXOBCKUH e CTHIIb MPU KaXKI0M
BO300HOBJIEHUU «(HOPMYIUPYETCS» IMO-HO-
BoMy. Tem cambIM JTa€rcst MOBOA K yTBEPXK-
JEHUIO JPYyroil 3aKOHOMEPHOCTH, TIE €CTh
KOHCTaHTHOE, CTa0MIbHOE Hayano (pedpeH)
U MOOWIBHOE (3MU30/BI), TO €CTh K yCTa-
HOBJICHUIO POHJIaJIbHOM, a TOYHEE — IIpOo-
CTON YETBEPHOM TPEXUYACTHOU (POPMBI.
MHorokparHble CTUJIEBble KojleOaHuUs
BIIMSIOT U HA >KaHPOBYIO MPUPOAY MPOU3BE-
neHus. BelaepikaHHas B XapakTepe OXKUB-
NEHHOM TOKKAThl MHUHMATIOpa oboramaercs
UTPOBBIM  JIEMEHTOM: CHUCTEMaTHYECKOE
BIJIETEHUE OaXOBCKOW MY3bIKH, CEMaHTHU-
YECKU CO3BYYHOM aBTOPCKOMY Marepuaiy,
B CHJIy CTUJIEBOTO «CKauKa» Ka)Iblid pa3 He-
oxxuaHHo. Kpome Toro, mocienoBarenbHoOe
MOSIBJICHHE B MbE€CE HayaJIbHOTO ()parMeHTa
nHBeHIMU baxa, 3aTemM cepeIMHHbBIX U, HAKO-
Hell, 3aKJIF0YUTENBHOIO Ka/IaHCa, OCTaBIISAET
OLLYIIEHWE NPUYYAJIMBO-OAHOBPEMEHHOTO
3By4aHHUs Cpa3y ABYX MbEC, «CONEpHUYa-
IOIINX», «COCTS3AOLIUXCS, «UTPAIOLINX)»
apyr ¢ apyroM. EctecTBeHHO mnpuOiMmxe-
HUE€ €IMHOIO, «UHTETPUPOBAHHOIO» OIly-
ca K OCTPOYMHOMY TI'PalMO3HOMY CKEpPLO.
XKanp mnpousBeneHUs, TakuM 00pa3oM,
MOXXHO ONPEIETUTh KaK CIOXKHBIA CUHTE3
TOKKaTUHBI, CKEPLO (2 CKOpee — CKEPLMHO,
MIOCKOJIbKY OTCYTCTBYET I'€HEpasIbHbIN Apa-
MaTypru4€CKU KOHTPACT, COIPKEHHBIN
B CKEpIIO CO CJIOXHOH TpéxdacTHOU (op-
MOi1) ¥ YaCTH UHCTPYMEHTAJIbHOMN CIOUTHI.
PonpanpHBIi TpUHIKAI ~ MHOTOOOpas-
HO ompoOOBaH My3blKaHTaMu XX Beka.
B Tpetbeit vactu Cumponuu (1968—1969)
aBaHrapJAMcTa U IocraBaHrapaucra Jlydano
bepno Ha mpakTUUYECKU MOTHOCTHIO BOCIIPO-
u3BeneHnoe Ckepuo u3 Bropoit cumponnu
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I'yctaBa Mainepa BpeMsi OT BpEMEHH MOH-
TaXKHO HaKJIAJbIBAIOTCSI MHOTOYHMCIICHHBIC
[IUTAaThl U3 MY3BIKM Pa3HBIX KOMIIO3UTO-
POB, MOPOXKJIAsl «CYNEPKOIIIAXKHOE CKEPIIO»
(JI. Kupwinuna). B 31meKTpoHHOW U KOH-
KkpeTHoi kommo3unuu «['umMub (1966—
1967) nmpu3HAHHOTO JHAEpa aBaHTapAU3Ma
Kapnxaitama [ltokxayzeHa ciyxamuii ¢o-
HOM-pepeHOoM T'ya paanodpupa MO3auIHO
IpEephIBACTCS KOJUIAXHBIMU  allTUTHKAIUS-
MU U3 (pParMEeHTOB TUMHOB Pa3HBIX CTpaH
(Bxirouast rumu CCCP).

[MpuHuun  yepenoBaHUs  BBIHOCUTCS
TaKXe€ Ha YpOBEHb B3aWMOJACHCTBUS TaKUX
KpyIHBIX cdep TBOpUECTBa, KaK aKaJIeMH-
YeCKOe U JKa30BO€ WJIM 3CTPaJHOE MY3H-
LUPOBaHUE, POK-My3biKa. OuIeIOMISIOT
«Kontpacte», ¢uHanpHas 4yacte Bropo-
ro ¢oprenuannoro konuepta P. Illenpuna
(1966) — Tam BUPTYO3HBIM CyXOBaTO-MeXa-
HUCTUYHBIN «ATIO» U JUpUUECKas J0J/eKa-
dboHHAsT TeMa HEOAHOKPATHO MPEPHIBAIOTCS
JKA30BbIMU  «MMIIPOBU3ALMSAMU» HUHCTPY-
MeHTaJIbHOro Tpro. KoHuepT ass AByx opke-
ctpoB Coduu ['yGaiinynunoit — cuMdonu-
4yecKoro u ctpaaHoro (1976) — 6naronaps
POHAAIBHOMY MHPUHIIUITY YEpEeIOBaHUS 00-
peTaeT «O0eMOHCMPAMuUBHbuIL NOIUCHIUTLE-
601 00OIUK, AKIEHTUPYIOLIUN CYITHOCTHBIN,
NPUHLIMIHAIBHBIA PacKosl MEXAy 3CTpaj-
HBIM U OINEPHO-CUM(POHUUECKUM THUTIAMHU
MY3BIKaJIbHOTO MbIILIEHUs 5, ¢. 134]. Io-
MyTHO 3aMETUM, YTO MOJMCTHIIEBBIE OTHO-
IICHUSI B MY3bIKE JaBHO BBHIIIUIM B 00JIaCTh
B3aMMOJICHCTBUSl aKaJIEeMHYECKOTO M Mac-
COBOT0 TIACTOB KYJIBTYPBI, UTO BCE OoJiee
0osiee HaCTOMYMBO OCMBICISET MY3bIKO3HA-
Hue [6; 7; 8].

JIt000MBITHO TIPOSIBHIIA CEO0sI 1O OTHO-
HICHUIO K TOJUCTUIIUCTUKE CIOJMCHblE W
npocmoie Gopmbl. Kak u3BectHo, A co-
MOCTAaBIICHUS Pa3HOPOAHOTO (B TOM YHCIIE U
YKaHPOBO) MarepHajia KOMIIO3UTOPAMHU JIaB-
HO oOmro0oBaHa crnokHas ¢opma. OmgHaKo,
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KaK HU CTPaHHO, OT3bIBYMBON Ha COOTHECE-
HUE JaN€KUX CTUJIeH okaszanack popma mpo-
ctas. TakoBas onpobOoBana H. MsickoBckum
B MEPBOIl M3 LIECTH NbeC (POPTENHAHHOTO
nukna «IIpuayne» op. 25 (1917-1922).
®opma mbeckl TpEXkoMNOHeHTHA (a—b—a'),
XOTSI, CTPOTO TOBOPS, OCHOBATEIBHOE 3aBEP-
LICHUE CEPEAUHBI ITPEBPAILAET €€ B IPOCTYIO
JBYXYaCTHYIO C 100aBOUYHBIM MPOBEIECHUEM
nepBoro pasznena (a—b+a’). JIByxanemeHT-
Hasi OCHOBA (hOPMBI K TOMY e MOJKperis-
€TCsl 3all€BHO-NPUIIEBHBIMU COOTHOLIEHUS-
MU YacTeu a u b.

[ToBTOpEHHBIM NEPUOA MEPBOW YACTHU
BBIJIEPKaH B JyXe apXanyHO! (POIBKIOPHOI
KOJIBIOCJIbHOM TIECHU C TAKUMHU €€ aTpulyTa-
MU, KaK YMEPEHHBIM TEMII, NPUIITYIIEHHASA
3BYYHOCTb, JMATOHUYHOCTb, IJIaraJIbHOCTD,
CIIOKOIHAsi OJHOOOpa3Hasi pUTMUKA, HUKHY-
LM XapaKTep MHOTOKPAaTHO MOBTOPSEMOM
HAIleBHOM MHTOHAUMH. XOTS B CIEIYIOIIEH
YacTH MaTepuall 3TOM TeMbl O€3 TpyAa y3Ha-
€Tcs, 31eCh yXKe LapAT XPOMAaTHKa, PE3KHUE
JMICCOHAHCHI, YCYTyONEHHbIE HU3KUM pEru-
CTpoM, Oojee KuMBas HIOAHCHUPOBKA JUHA-
MUKH. ApPXaudHOCTH IEPBOHW YACTH SIBHO
OTBEYAET HOBATOPCKasi CMEJIOCTh COBPEMEH-
HOM MY3BIKH, a CTHUJIEBOE COIIOCTABIICHHE
3aCTaBIII€T YCMaTPUBATh B NIbECE MPU3HAKU
CJIO)KHOTO (TO €CTh OCHOBAaHHOI'O Ha KOH-
Tpacte) popmMooOpazoBaHus.

be3ycnoBHO, NOCTaBIEHHBIE  PAAOM
¢donbKkIOpHOE U HpodeccuoHaIbHOE, CTa-
PUHHOE U COBPEMEHHOE KOHTPACTUPYIOT.
Tem He MeHee HEBO3MOXKHO HE OCO3HATh,
YTO 3TUM MIICKOBCKMI IPOAOKAET Tpa-
IUIUH, TIPOYHO YKPEINHUBIINECS B PYCCKOU
KOMITO3UTOPCKOM WIKOJE MpH BapbUpOBa-
HUU (OJBKIOPHBIX WU quasi-PoabKIop-
HBIX MEJIO/INH, KOIJAa Ha KAaKOM-TO 3Tare
npeoOpa3oBaHus MPOCTasi HE3aMbICIOBaTas
TE€Ma [TOMEIAETCsl B KOHTEKCT U30IIPEHHBIX
3BYYHOCTEH, IIOPOKIAEHHBIX COBCEM JPYIOU
KyJBTYpOU (TakoB XOJ COOBITUHM B psijie Ba-
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puannoHHbIX onycoB H. Pumckoro-Kopca-
koBa, M. Mycoprckoro, A. JIsgoBa).

Xpabpsie CcTUIEBbIE OpOCKH COBepIa-
eT u bpontoc KyraBudroc B COUMHEHUU IS
nByx (oprenuano «/IBa komtaxa» (1970), B
YaCTHOCTU B mepBoi nbece Andante. Ilpo-
o0pa3 e€ KpaWHUX pa3leioB — MEHYIT
MoXM Kiaccuuusma. Hecmorps Ha MHO-
r'Me «JI0CTOBEPHbIE» aTpUOyThl CTAPUHHOTO
TaHLA (YEKaHHas TPEXIOJIbHAs METPHKA,
3aKpYIIEHHBIE «TaJaHTHBIE» (pasbl, H30-
OusiMe pacreTbiX yKpalleHWd B MENoJIuH,
SICHBIM SKCIMO3UIMOHHBIA MEpUON), HETPYI-
HO JI0TaJIaThCs: NIEPE]l HAMU HeE TIIaTeIbHas
KOTIHSI MY3bIKH BEJIMKHX KJIACCUKOB, HE CTH-
au3anusa. MeToa KoMno3uTopa 34eCh Cpoj-
HU TOMY, KaK IIOCTYNaeT C TraiJHOBCKON
My3bIKOi B cBoel «Kiaccuueckoit cumpo-
Hum» C. [lpokodseB: cienyss n3dpaHHOMY
KaHOHY, KOMIIO3UTOpP CTPEMUTCS OJyXOTBO-
pUThH €ro JbIXaHUEM COBPEMEHHOCTHU. Tak,
KyraBuuroc yxe Ipu NEPBOM MOSBICHUU
TEMbl TIO3BOJISIET ceOe HapYLIUTh E€IUHYIO
METPHKY, «PaCTITUBasH OTAEIbHBIE TaKThI
10 4/4, npeo1oNeTb MEPHOE MOCIIE0BaHUE
JIBYTAaKTOBBIX (Ppa3 MHTECHCHBHBIM CEKBEH-
LIUMPOBAHUEM, JOMYCKAaTh HEOONbIINE Tap-
MOHHMYECKHE «HECOOTBETCTBUs». Bripouewm,
BCE ITH «ILIEPOXOBATOCTU» HE B CHUJIAX 3aKa-
My(IHpPOBATH OTUYETIMBEIN KAHPOBO-CTHIIC-
BOM IIPOTOTHII.

AnpTepHaTHBa MY3bIKAaJbHON KJIACCH-
K€ — IYaHTHJIMCTUYECKAsl CepeuHa Mpo-
cToil TpéxyacTHOU (OPMBI C pa3OpBaHHOU
Ha «KBAHTBD» 3ByKOBOW TKaHbIO, XaOTUUHOMN
XPOMAaTUKOU, OITy>KTaHUSIMU IO PErHCTpaM,
MIOTEPEN METPUYECKOM IMYNbCAlMM U PUT-
muyeckoro penseda. CompoBokaas 3TOT
MaTepuall peMapkamMu ppp W una corda,
KOMITIO3UTOP CJIOBHO BBIBOJUT €r0 B MHYIO,
II0 CPaBHEHHUIO C IE€PBOM 4YacCThbIO, ILIO-
CKOCTh MHUPOOUIYIIEHHUS, aCCOLUUPYIOILY-
I0CSl C MOTEpPEeN peaquCTUYECKOro «ocs3a-
HUS» KU3HU.
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ComnocTaBlieHUE AHTUIIOAOB JIOTUYHO
3aBEpIIACTCS PENPU3UPOBAHUEM TMEPBOM
TEMBI, TPOBOIUMOH emIE OoJiee «Marepraib-
HO», IJTIOTHO ¥ BecOMO. PenpusHsliil pasnei,
IIOMHUMO 3aBEPILIEHUS KOHCTPYKIIUH, OCMbIC-
JIEH W JIpaMaTypru4yecku: OCHOBHasl TeMa,
3ByuaBIliasi MPU MEPBOM MOSBICHUU «OJIH3-
KO K TEKCTY», aJiee, IpU €€ TMOCIEeAYOIIEM
MOBTOpE, TMOABEPriIasics XPOMATUUYECKUM
CUCKaXXEHUSAM», MOPOJUBIIAs (B CEPEIUHE)
CBOIO AQHTUTE3Y, B KOHLIE NbECHI JOCTUTAET
amoresi CaMOyTBEPKICHMUSL.

[IpumeuarenbHOCTh Andante He ucuep-
MbIBA€TCSl TEM, YTO aBTOp MpuOeraer K Ta-
KOMY CHJIbHOACHCTBYIOIIEMY  CPEICTRBY,
KaK TOJUCTUIMCTUKA;, OHA 3aKJII0YaeTCs U
B TOM, 4T0 KyTaBuutoc ucrnosns3yer e€ B hop-
M€, HE MpEeIHa3HAuYCHHOW IJIsi CEpPbE3HBIX
KOHTPAacTOB, a PAacCUYMTAHHOW Ha JJICHHE,
pa3BUTHE, TMOCTETIICHHOE pPa3BEPTHIBAHKE
XyJ0KECTBEHHOTO 00pa3a. XoTd u B Mpel-
IIECTBYIOIIUE BPEMEHA KOMIIO3UTOPHI IO-
POl «UCTIBITHIBATINY MPOCTYIO (OPMY, TIOPY-
yasi €l CEpbE3HBIN KAHPOBBIA U TEMITOBBIN
KOHTpacT (CKa)keM, JIMpUYECKas «IECHS»
Y U3AIIHBIA «TaHEI», COILIEIIINECS B Ma-
JICHbKOW PENPU3HOM MPOCTOM JIBYXYACTHOMN
KoMIio3unnu Tembl B bannane g moll op. 24
Oneapaa ['pura), XX Bek J0Ka3aj, 4TO OHA
BBIICP)KMBACT M 3HAUUTENBHO OoJbllee
— CTWJIEBOE IUCTAHIIMPOBaHUE O0Opa30B.
[IpaBma, B ciy4asix MOIIHOTO JAEHCTBUSA
KOHTpAacTa Kak JIpaMaTypru4yeckoro MpHH-
[IUIIA YK€ HE TMPOCTHIX, a CIOKHBIX (GOpM, U
COXpaHEHUs CTPYKTYPHBIX MPU3HAKOB IMPO-
CTBIX — MPUXOJIUTCS TOBOPUTH (PaKTUUECKU
0 TMPOMEXKYTOUHOW (MEXIYy MPOCTHIMH H
CIIO)KHBIMH) (hopMe.

Kak 310 HM nTOKa)keTcs CTpaHHBIM, ITOJTH-
CTHJIUCTUKA CYIIECTBEHHO Mpeobpaxaer u
BEChMa OCTOPOXHYIO B OOpaIieHuu ¢ KOH-
TpacToM GopMy — nepuoo. BwisicHseTcs,
410 (hopMa, 001a1aro1Ias TAKKUM [IEHHBIM Ka-
YECTBOM, KaK €IMHCTBO, HE UyXka MOJTUCTH-
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JMCTUYECKUX BIUSHUU. VX mpeanocsuikon
B KaKOW-TO MEPE MOXKHO CUUTATh BHYTPUTE-
MaTHYECKUE KOHTPACTbI, Y3aKOHEHHBIE eé
BEHCKMMHU Kjiaccukamu. OJIHAKO MY3bIKaH-
Thl OoOJiee TO3IHUX BPEMEH HE TOILUIM IO
JMHUM CTHJIEBOIO YCYryOJleHHs Kiaccuye-
CKOTO BHYTPUTEMAaTHYECKOTO KOHTpAcTa H
TEM CaMbIM HE JOBEJIA JI0 IKJIEKTUYECKOIO
paspyueHust Gpopmy, IpeJHaA3HAYECHHYO JJIs
penpe3eHTauu ogHoro obpasa. M36exars
3TOTO MO3BOJUJIO CMEUIEHHE KOHTpacTa
(Temepp y’Ke CTHJIEBOIO) Ha MOCIEIHION0
¢azy nbechl, r71e B OTHOUIEHUS COTIOCTaBIIe-
HUA (MPOTUBOINOCTABIICHUS) BCTYHAIOT Iie-
puoa u aomnosiHeHue. IMEHHO Tak MoCTynu
aMepUKaHCKUW KoMIo3uTop Yapn3 AiiB3.

@oprenuannelii MK «Kapukarypsi»
(1906) 3agymaH uM Kak COBMELIECHUE B Ka-
KIOU U3 IATH MPOrPAMMHBIX IbEC ABYX Ka-
KUX-JIMOO KOHTPACTHBIX WHTOHAIMOHHBIX
IJIACTOB. ABTOp HamIENl BEPHOE CPENCTBO
CONOCTAaBUTh 3CTETHUYECKHUE MPUCTPACTHUS
Y QHTUIATUU. 3aBepIIaeT LUKI KpOIleyHas
muHuatiopa «llmoxue pemenus — u xo-
poiiee», B KOTOPOW OEMOHCTPUPYETCS HE
TOJIBKO YyBCTBO IOMOPA, HO U 3CTETUYECKAs
no3unus AnB3a.

B mbece Bocxwuiaer crnocod, KOTOPBIM
KOMITO3UTOPY YAQJIOCh JTOOUTHCSI BIIEYAT-
JSIOLIETO  XYIO)KECTBEHHOI'O — pe3ysbrara.
Tema-neprog — MacTEpCKH BBITOJIHEHHOE
«YTpPaXHEHHE» IO TapMOHHUM C TPAJULIHM-
OHHBIM YETBIPEXTOJIOCUEM, T/I€ T0JI0Ca JBU-
KYTCsl TUIABHO M JIOTMYHO, YIOBJIETBOPSS
OpPTOIOKCAJIBHBIM MPAaBUJIAM  COEAUHEHUS
akkopZ10B. HeBo3MOkHO ObLIO OBI CKa3aTh,
YTO 3TOT «CYXOW» DK3EPCHUC JIMIIEH JIbl-
XaHUSl TOJIMHHOM MY3BIKAIBHOW KU3HH
— BEPEHHIIA OTKJIOHEHH, 0003HAYMBIITNX
TEPLOBBIN TOHAIBHBIN IIJIaH, «KMOLYJIUPYET»
U3 «0axOBCKOT0» Xopajia B pOMaHTHUYECKUI
CTUJIb, 3aTEM B JIXKAa3.

K nepuony eauHoro ctpoenus, 61aromno-
JIyYHO KaJIaHCUPYIOILLEMY B [NIABHOW TOHAJIb-



Mpo6énembl My3bikanbHom Hayku / Music Scholarship. 2023. N2 4

HocTH C dur, IpucoeInHAETCs A0MOJIHEHHE,
HE CTOJBKO YKPEIUIAIOIIEEe TOHAIBHOCTD,
CKOJIBKO OMNIOHUpYMollee Teme. B3pbiBHas
CWJIa, 3aXBaTUB BCE€ PETUCTPHI U IMOJIUPUT-
MUYHO CKOOPJIMHUPOBAB IIKBAJI XpOMa-
TU3MOB, OTBEpraeT YMHHOE OiaroobOpasue,
KaJIaHCUPYET NO-CBOEMY — PEIIMTENIBHO U
nep3ko. IlomyuuBmasicss My3bikainbHas Gop-
Ma HeopauHapHa. PyHKIUU €€ OCHOBHOIO
Y JIONOJIHSIOWIETO NOCTPOCHUM OYEpPYEHBI,
OJJHAKO BBISABJICHBI JBYCMBICIICHHO: 3aBep-
LIEHUE CIIUIIKOM SIPKO U UMITYJbCUBHO IS
JIOTIOJIHEHHUSI, HO B TO K€ BPEMS U3-3a MaJIbIX
pa3MepoB OHO HE PAJOIIONIOKEHO C DKCIIOHU-
pyromm (pparMeHTOM U He MPEeTEeHAYeT Ha
craryc BTopoi uacTtu. [IpoOGremMaTrmyHOCTD
(GbopMbI BIOJIHE MOXKHO ObUIO OBbI CYECTh €€
HEJO0CTATKOM, OJIHAKO MMEHHO TaKO€ KOM-
ITO3UIIMOHHOE PELICHHE OKa3aJIOCh OITH-
MaJbHBIM JIJISl XyJOKECTBEHHOM MBICITH, KO-
TOPOM OHO CIIY>KHT: I1I0Ka3aB TPAJULMOHHOE
Y HOBaTOPCKOE, apXau4yHOE U COBPEMEHHOE,
«MPaBUIILHOE» U OTMETarolee J0bie HOp-
MBI, KOMIIO3UTOpP HE JI€1aeT COOCTBEHHOI'O
BbIOOpa M HE BBIPAKAET CBOETO OTHOLICHUS
K CYILIECTBYIOIIEMY, a IpeajJaracT CoBep-
LIUTh €r0 CIYIIATeN0, CJIOBHO CTaBs NEpeN
HUM 3HaK BOIIpOCa.

Jpamaryprusi MUHHATIOpBl AlB3a poA-
CTBEHHa X0y coObITuil B mibece «IIpoTuso-
peune II» u3 «Jlerckoro amp6oma» (1960)
ACTOHCKOro kommosuropa JitHo TamOepra,
IIpaBJa, NEepUoJ CTPYKTYpPUpPOBAaH B HEW W3
TPEX OAMHAKOBBIX 10 TEMAaTU3My IPENJIO-
KEHUU. | eHepabHBI KOHTPACT BHOBb OT-
TECHEH B CaMblil KOHELl ITbeChl — JIPKa30Bas
MOTOpPHMKA TEMBI C OCTUHATHO IyJIbCUPYIO-
MM 0acoM OTBEpraercs BEIMYECTBEHHBIM
IPOMOIJIACHBIM KJIACCUYECKUM KaJaHCOM-
JIOTIOJIHEHUEM B HEO)KMJIAHHOM TOHAJIbHO-
cti Es dur, B 4€M MOXKHO YCMOTpPETh KOMU-
yeckuit a¢dext (mpumep Ne 6).

Bpsin 1M npaBOMEpHO CUMTAThH Cilydaii-
HOCTBIO TO, YTO B 00OMX MpUMEpPAX KOHT-
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Mpumep N2 6 3. Taméepr. MpoTueopeune Il, 7. 9-14

Example No. 6

Eino Tamberg. Contradiction /j mm. 9-14

wass

pacT BBIHECEH 3a Tpenesbl COOCTBEHHO
nepuona. dopma, mnpegHazHaYeHHas MAJid
AKCIIOHUPOBAHUS XY/I0’KECTBEHHOT0 00pa3a,
K TOMY K€ JJAKOHUYHAs, MaJI0 pacriojaraer
K BHYTpPEHHEH 11crapMOHUH, 0COOEHHO CTH-
JIEBBIM «TE€KTOHMYECKUM cABUTaM». [TombIT-
Ka «COBMECTUTh HECOBMECTUMOE» B (hHHa-
Jax o0euX MbeC pacCUrTaHa Ha KOHKPETHBIN
WHIMBHUIYaIbHbIN 3ambicen. Ckopee BCero,
Cly4dad HCIONb30BAHUS TOTUCTHUIUCTUKH
B (hopme reprojia HEMHOTOYHCIICHHBI.

Kak sicHO u3 mpeanpuHSTOro aHanusa,
MY3bIKaJIbHBIE (DOPMBI C YECTHIO BBIJEPIKH-
BalOT HATUCK cTWed. OQHAKO HECIIOXKHO 3a-
METHUTb, YTO HE BCE: B PEIIECTBYIOLIEM 00-
30pe He Ha3blBaJIaCh cOHamHas popma. 310
HE MOXET He YIUBIAThH, OO 32 HEW CTOWKO
3aKpenuiCs UMUK HOCUTEIbHULIBI KOH-
TpacTta u gaxke KoHpIMKTa 00pa3oB, ohopm-
JSIEMBIX BO B3aUMOOTHOLIEHUAX IJIABHOW M
1noOOYHOM MapTHii (XOTs, KaK U3BECTHO, eIIe
B MOPY €€ pacuBEeTa y BEHCKUX KIACCHUKOB
KOHTPACT TAaKOTO «paanyca IEHUCTBUS» HE
Ob1 00si3arenbHBIM). EcTecTBEeHHO OXXHIa-
HUe 0OoJiee CMeJIo — CTHIIEBOM — peatu-
3aiuu Takou apamarypruu. IIpaktuka sxe
MOKAa3bIBAET, YTO KOMIIO3UTOPHI HE MOIUIH
0 MPOTONTAHHOMY ITYTH U OLEHUIIN IPYTHE
MOTEHI[MATBHBIE BO3MOXKHOCTH COHATHOCTH.
Tax noctynun Ansdpen Lllautke, moctpoun
CBOIO KaJieHIIMI0 K CKPUITUYHOMY KOHLIEPTY
berxoBena Ha my3bike beTxoBeHna, A. bepra,
M. llocrakoBuua, U. bpamca, b. baproka.
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Konueprnass xaneHuus, W3JaBHa MO-
3UIUOHUPYIOMIAsiCA KaKk (paHTa3uWHO-UM-
MPOBU3ALIMOHHBIN AHTHUNOJ 3aJaHHOU M
TIIATEIbHO BBHICTPOCHHOW COHATHOU (pop-
M€, BIIOJIHE E€CTECTBEHHO HaIlOJIHUIIACh
CBOOOJHBIM COCYIIECTBOBAHUEM pa3HO-
CTUJIEBBIX TEMAaTUYECKUX HMITYJIbCOB.
I. B. I'puropseBa cnpaBeainBo OTMEYa-
eT: «O4eBuIHO, YTO XKAHP KAJAEHUHUU MPO-
JOJDKAeT OCTaBaTbCsl Kak HeNb3sl Oolee
MOJIXOMAIMM U JJii CBOOOJHOTO TOJNETA
danTazuu, U A BOIUIOMICHUS MTOCTMOJIEP-
HUCTCKOW 3CTETUKH C €€ BCEOXBATHOCTBIO
CTWJIEH M AHPOB, HENPEICKA3yEMOCThIO
koHTpacToB» [9, c. 113]. Brnpouem, ombIT
[IIHMTKE OTHIOABL HE CIIIAXKUBAET TIPOOIIEMY
HEKOTOPOM «MacCUBHOCTH» COHATHOU (op-
MBI K MTOJIMCTUJIEBBIM KOHTPACTaM.

BHe BCSKOro COMHEHHs, B CBSI3U C IO-
JIUCTUJIEBBIM HAINOJIHEHUEM MY3bIKaJIbHOU
(GOpMBI BCTAIOT BOMPOCHI, K KOTOPHIM MBI
HEOJHOKPATHO NPUOMMKAIUCH: Kak oOpa-
3yeTCs MHOTOJIMKOE II€JI0€, YeM HEUTpasu-
3yeTCsl U ypaBHOBEIIMBAETCs OObIlas Iuc-
TaHIIUS MEXKy TEMaMU, KAKOBbI MEXaHU3MbI
LIEMEHTUPOBAHUS CTHIIEBON «MO3aUKN»?

AHanu3 TOKa3bIBAET, YTO KOMIIO3HTOP-
CKasl MPAKTUKa MOJIb3yeTCs] HEMAJIbIM apce-
HaJIOM CpPEICTB OOBbEAMHEHUS, MHOTHE U3
KOTOPBIX BIOJIHE TPAJULMOHHBL. DTO YET-
KO BBICTPOEHHBIN MOHANbHBIN NAaH — Kak,
Hanpumep, ABWxKyluiics ot D x T, oOHapy-
KEHHbIM B Tibece . M3au, 0 KoTopoul yxe
1uIa peyb. ITO penpuzuposanue, mopoxaa-
IOIllE€ BBICOKOOPTAaHMW30BAHHYIK TPEXYACT-
HOCTb, — KakK B NepBOM U3 «JIByX kosia-
xei» b. Kyrasuutoca; B «Ilomudonndyeckom
tanro» A. IllnuTke nnst aHcambOist UHCTPY-
MeHTaIUCTOB (1979) ¢ HeOXUAaHHBIM TIO-
SIBJIEHWEM B LICHTPAJIbHOM pa3Jeiie CTapuH-

8

®. [ITanamuHEBIM.

HOM cojaTckoit necHu «CoJloBei, COI0BEH,
nrameukay; B Ne 11 «Ckdukn» u3 Oanera
«Anna Kapenuna» P. lllenpuna (1972), roe
KOHTPACTHBIM MO CTUIIO OpaBYpHBIM Mapii
JyXOBOI'O OpKeCTpa «00pamiisieTcs» KapTu-
HOM MTPOUCXOASIIETO Ha UITIOIPOME U TIepe-
YKUBAEMOTO T€POUHEM.

D¢ hekTHBHO M MHOTOKPATHOE PEIPHU3H-
pOBaHUE, CIy>Kallee POHAAIBHBIM OCTOBOM.
K nemy npuber Cepreit PaxmanuHoB B po-
maHce «IIucemo K. C. CranucinaBckoMmy»
(1908). Drta mryroyHas BOKajdbHAas MUHU-
aTiopa HamucaHa Ha HEOOBIYHBIH TEKCT —
nmucbMo camoro PaxmannHoBa. B HEM KoM-
MO3UTOP MO3APABISET BEIUKOIO pexuccépa
C JIECATWIETHEM €ro AeTtuiia — MOCKOB-
CKOro XyJ0KE€CTBEHHOI'O TeaTpa, yIOMUHAs
TOJIBKO YTO ITOCTaBJICHHBIN, IPOrPAMMHBIN
JUIs Tearpa crnekTakib «CuHsas ntuua» Mo-
puca Metepiunka®. K 31paBuiie ectecTBEHHO
NPUCOEIUHAIOTCS U JIPyTHe KaHPOBO-CTHU-
JIEBbIE KOMIIOHEHTHI. B KOHIIE IEpBOM CTPO-
b1 cinoBa «Bel Hanum “CHHIOI0 TTHILY )
03ByueHbI UrpuBoii TeMoil noneku M. Cana,
HalMCAaHHOM K YMNOMSHYTOMY CHEKTaKJIIO.
3auMMCTBOBaHHBI (PparMeHT OTTEHEH -
HaAMHKOU (subito pp), 3aMensIeHueM TeMIla,
MIPOHUKHOBEHHBIM BOKAaJIbHBIM IMPOU3HECE-
HUEM TEKCTa, JIETKUM (POPTEHMAHHBIM TYIIIE.
B xoH1ie BTopoit cTpodbl TeMa MobKH KOH-
TPAyHKTUPYET C HM3BECTHBIM 1IEPKOBHBIM
npuBeTcTBUEeM «MHoras jeraly», ynogoomus-
ACh Npa3gHU4YHOMY Mapiry. [lociie Tpetben
cTpodsl oprenuanHas Koja ¢ OTTOJIOCKOM
OCTPOYMHOTO  KOHTpAalyHKTa 3aBepllaeT
npousseneHue. [IoMMMO CMBICTIOBBIX YCH-
JeHu#, pedpeHHas 3aMMCTBOBAaHHAs TeMma
LEHHa JUIsi CBOOOIHO pa3BEPTHIBAIOLIECHCS
ctpodudeckoit (OpMbI CBOEH perpU3UpPYIO-
IIe-OpraHu3yommeil GyHKIHEH.

TOp)KCCTBeHHLIﬁ THMH 6BIJ'I, o CJoBaM aJpecara, «HCIOoApaKaeMO M I'pallMO3HO» HCIOJIHCH
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[Tocnennsis MO AOCTOMHCTBY OIICHEHA
MHOTMMH KOMIO3UTOpaMu. Benuko e€ 3Ha-
yeHue B IepBoi yactu [laTHaguaron cum-
¢onuu op. 141 JI. locrakoBuua (1975)
— B I[IOTOKE «aBTOPCKOI» MY3BIKH C BKJIH-
HUBAIOUIUMHUCS IUTaTaMU W3 YBEPTIOPHI
Kk onepe «Bunbrensm Temns» k. Poccu-
Hu. B «Poumo» — msttort wactu Concerto
grosso Ne I nns IByX CKpUIIOK, KJIaBECHHa,
(dboprenuano u crpyHHoro opkectpa (1977)
A. lllnutke — pedpennas Tema, peméHHast
B JIyX€ CKPUIIMYHBIX KOHLEPTOB A. BuBaib-
mu win A. Kopemiu, B OZHOM M3 3MU30/10B
HAaTaJKUBACTCs HA UPOHUYHOE TAHTO.

ITopoit  HeoOXOmMMOM  OKa3bIBaeTCS
SHEPTHS JOTMOJHSONMIECH MYy3bIKATBHON (Op-
MBI — ghopmbl 6mopoeo naana (Ba. Ilporo-
nornoB). TakoBas moHagobuiace J. Uzau B
[Ipentonuu u3 BTopol CKpUIIMYHOM COHa-
Thl «HaBaxxnenuey». [lomumo ponaanbHOTO,
3/1eCh 3aMETEH €lI€ OJWH MPUHLUII CTPYK-
TypupoBanus. Eciiy npuHsATh BO BHUMaHUE,
qTO TeMa IeCHoNeHus Dies irae KaKIbIi
pa3 TOSBISETCS B HOBBIX (UTypanusx U
ctuiieBble Mmonenu baxa m M3am mpu sTom
OOHOBJISIFOT CBOM KOHKPETHBIM MHTOHAIU-
OHHBIM BUJ, TO YMECTHO OTMETUTH B IbECE
JNEUCTBUE BAPUALIHOHHOCTH.

O dopme BTOpOro miaaHa Mo3a0OTHUIICA
u Urope CTtpaBUHCKHI B CpellHEH, BTOPOI
yactu OKTeTa JIJIsl AYXOBBIX UHCTPYMEHTOB
(1923). Tema Bapuauuii MeHy3THa, Tpalu-
03Ha, HO MO XapakTepy MpadyHOBATa; IpHU
HEOCTIOPUMBIX aTpulyTax KIACCUIIU3MA,
OHa JajieKa OT cTwiau3auuu. B mepsoil ke
BapUallM¥ HEOKJIACCUIM3M TE€MbI HMCYE3AET,
BOCCTAHABIMBAsChH BriocaeacTtBuu Bo II, IV,
V, VII Bapuanusix (OHH 1 )KaHPOBO KOHKpE-
TU3UPOBAHBL: COOTBETCTBEHHO, YJIWYHBIN
Mapiil, TPOTECKHBIN BajbC, rajoi, (yraro).
MaHunynsiuu >KaHpOBO-CTUJIEBBIMU TTIPH-
3HakaMu (00O03HaUEHHBIE jJajiee OykBamu b,
¢, d, €) BBICTPanuBalOTCs B CIEIYIONIYIO CXe-

My:
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II m 1Iv VI  VII

[TokazarenbHO, UTO NECTPBIM MHOTOXKAH-
POBBIM M MHOTOCTWJIEBOM Marepuai cue-
IJICH Bapvalyel a, BBINOJHAIOWIEH pOJib
pedpeHa B popme BTOPOro MmjiaHa — POHJO.

Bapuanuonnas gopma, cama o cebe 00-
Ja/1ar01asi He 0COOEHHO POYHON BHYTpPEH-
HEll opraHu3alueil, BeCbMa pPAaCHOJIOKEHa
K KpHUCTAJJIM3allMM  BCIOMOIaTelbHOMN
cTpykTypbl. O mocienHel crneuuaibHO Bbl-
HY>KJIEH 3a00THTHCSI KOMIIO3UTOP, KaK 3TO
cnenain, Hanipumep, P. Illenpun B Ilaccaka-
Jbe, TpeThelt yactu [lepBoro ¢poprenmnanHo-
ro koHuepta (1954). CypoBblii apxandHbIHI
HAIlEB, IIOJIOKEHHBI B OCHOBY BapUallUl
basso ostinato, pa3BuBaeTcs B AByX Hallpas-
JICHUSIX: YIIyOJieHue HCKOHHO apXauyHbIX
yept Temsl (B I, 11, 111, V, VI, VIII, IX Bapua-
usiX) U €€ o0oraieHue TMCCOHaHTHOCTHIO,
«ocoBpemenuBanue» (B IV u kxynbMuHu-
pytouieit VII Bapmamusx). OOpasyromuecs
MIpU 3TOM apKH U TPYIIbI Bapualuidi HECYT
POCTKM HHBIX, HEBapHAIIMOHHBIX (OpMO-
00pa3yronyx MPUHIIMIIOB, OCHOBAHHBIX Ha
PENPU3HOCTH U OCOOEHHO JKEIaHHBIX B c(he-
pe TOJUCTWIUCTUKH, MO0 (opma BTOPOTO
IJIaHA HE TOJBKO YMOPSIOYMBAECT U HEIBY-
CMBICJIEHHO 3aBEPIIAET BApUALIMOHHBIN ps/I,
HO Y KOHCTPYKTHBHBIMH OOpyYamMH MPOTH-
BOJICICTBYET IIEHTPOOESKHOM HapaBICHHO-
CTH MOJUCTUINCTUKH.

3HaunMasi OOBEAMHSIONIAs POJIb OTBE-
JIeHa B MOJUCTUJIEBBIX KOMIIO3UIUSAX Te-
MaTHUYECKUM IIpolleccaM, B YacCTHOCTH
OOHApPYXEHUIO UHMOHAYUOHHOU OAU30-
cmu nanékux tem. CrapatenbHylo pabo-
Ty HaJ TEMAaTU3MOM NpOAEJai, Halpumep,
A. IITHuTKE B YIIOMUHABIIEUCS YK€ KaJECH-
nun Kk CkpunmyHOMY KOHLEpTy berxose-
Ha, TJC TINATEJIBHO OTOOpall MHTOHAIMOH-
HO POJCTBEHHBIE MOTHUBBI U3 HM3BECTHBIX
CKPUIIMYHBIX KOHLEPTOB Pa3HbIX ABTOPOB U
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IIPOBEN MBICIIb O NPEEMCTBEHHOCTH HJIEU
BEJIMKOTO KJIACCHKA.

[Toracute 4Ype3MEpHYI0 CaMOLEHHOCTb
CTWJIEH TIOMOTAET CUHMEe3UpOB8aHue WHTO-
Hanuii. B Ilaccakanse u3 IlepBoro ¢opre-
nuaHHoro koHuepra Illenpuna mocnenHss
BapHvalMs KOJOBOIO 3HAYEHUS] COIEPIKUT
KOHTPAITYHKT JIByX Haudaj, BOIUIOLIAsl HUJICIO
HEKOH(ITMKTHOTO COCYIIECTBOBAHUS apXau-
KU (Tpaaullii) U COBPEMEHHOCTH (HOBaTOP-
CTBa), aKTyaJIbHOCTH KYJIBTYPhl MPOILIOTO.
O®uHanpHas Bapuanus Hukia « Tpu rpauum»
C. CJIOHMMCKOTO OKa3bIBA€TCS CBOETO pojia
«0OILIMM 3HAMEHAaTeIeM» MPEAIIECTBYOIMINUX
CTUJIEBBIX Mojeneil, o(opMisis MO3ULHUIO
aBTOPA KaK «BCEMPHUCYTCTBHE BO BPEMEHN»
(A. IIautke), mpoBo3miaimias BO3MOKHOCTh
B3aMMOJEHUCTBHS, IIIIOPAIIUCTUIECKOTO €11~
HEHUS BCETO, YTO HAKOIUIEHO MY3bIKaJIbHON
KynsTypoil. TanueBanbHast ¢opmyna CHULIU-
nuaHbl cOnmxkaet uyepenyromuecs B [Ipento-
i G dur Ne 3 w3 [pemtonumii u dyr P. [e-
JpyHAa He00APOKKO U aBaHTrap/], HECMOTPS Ha
UX SIBCTBEHHYIO BPEMEHHYIO IUCTAHIIHUIO.

[enTpammyromas  ¢GopmMooOpazyromas
pOJIb TEMaTU3Ma CKa3bIBaeTCs €UI€ U B TOM,
YTO MPUHLUI CTUIEBON MHOXECTBEHHOCTH
MOXeET paboTaTe B NPOU3BEACHUU Uepap-
xuuno (Kak ykasblBaJloch paHee, B [Ipemto-
nuu 13 Bropon ckpunuuHoi coHatbl M3am
CTUJIEBO KOHTPACTHBI TE€Mbl U WHTOHAIUU
BHYTpPH NEpBOM TeMbl). TeM cambIM MHOTO-
ypPOBHEBAasi, CUCTEMHAas MNOJIMCTUINCTHKA
MpeBpalIaeTCs B 3aKOHOMEPHBIN HHTETpaib-
HBIN «CTHJIb BBICILIETO MOPSIIKAY.

Wrak, B X04e NpeanpuHATOIO HCCIENO0-
BaHMS BBIACHWIOCH, YTO MOJUCTUIIUCTUKA
BeCbMa NPOAYKTHBHA I MY3bIKAJIbHOU
dbopmbel. OHa, Ge3yCcI0BHO, YIIIyOJseT KOH-
TPAacCT, TO €CTh Pa3MEXKEBAHKUE PA3/AEIOB, UTO
HEen30eKHO BBI3BIBAET MOTPEOHOCTH B MPO-
TUBOJICUCTBUU, B ILIEMEHTHUpPOBaHUU (oOp-
Mbl. OTcrofia Oosbliee HaNpsHKeHUE Kapu-
HaJIbHBIX SHEPruil GOpMbI — JIBUXKCHUS U
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TOPMOKEHUS, AKTUBHOCTU U ITaCCUBHOCTH.
C nmpyroit cTropoHbl, 0013151 CKIIOHHOCTBIO
K «IECTPYKTHMBHOCTH», OHa camMa MOXKET
HECTU OpPTraHU3YIOIIee Havyallo, BHICTpaNBas
¢dbopMy TO 1 BEKTOPHO, TO JIN KECTKO (DyHK-
MOHAJIBHO, TO JIU uepapxuuHo. Heynusu-
TEJIbHO, YTO KOMITO3UTOPHI HE OTKA3bIBAIOT
cebe B JKEIaHUU «IIPOTECTHPOBATHY MOJH-
CTHWJIMCTUKON My3bIKaJIbHYI0 (opMy «Ha
IPOYHOCTHY», MPUYEM JIETAIOT 3TO 3a0JT0
10 70-x ronoB XX Beka, KOrja B My3bIKaHT-
CKOM o0uxone (Omaromapsi KOMIIO3UTOPY
A. llInutke), COOCTBEHHO, U MOSBUIIOCH TT0-
HATHUE MOJTUCTUIUCTUKH.

Pasymeercsi, moaMCTHIMCTUKAa OCO3Ha-
€TCsl My3bIKaHTAMU KaK CPEJCTBO «CHIIBHO
NENCTBYIOIIEE» U NPUMEHSIETCS UMU BOBCE
HE pajii OeCCTPAIIHOTO WJIH OPUTUHAIBHOTO
npeobpazoBanus Gpopmbl. OHA IpHU3BaHa pe-
11aTh CEPbE3HBIE XYA0KECTBEHHBIE 3aJauu.
[IpakTka moOKa3bIBaeT, 4TO Ojaromaps ei
OTKPBIBAIOTCA BO3MOXKHOCTH 00O3HAYCHUS
BXXHBIX JIJII TIPOU3BEICHUS MY3bIKaJIbHBIX
¢dakToB u cobprruii («Ilucemo K. C. Cra-
HUCJIaBCKOMY» PaxMaHuHOBa), yTBepxK[e-
HUSI MHOTOOOPAa3usi MUpa MY3BIKH (B «XOpO-
BOZax» OpkecTpoBbIX crouT [. @. Tenemana
G dur ¢ nonzaronoBkoM «Hapoasl ctapun-
HbIe U coBpeMeHHbIle» TWV 55:G4 u B dur
6e3 moxaszarosioBka TWV 55:B5 couumch
«lTopryraneus»y, «MockBuum», «Typku»,
«IIBelitiapiipl»), MOPTPETUPOBAHUSA KOH-
KpPETHOIO 4eJIoBeKa (TOro MM MHOIO KOM-
MO3UTOpa), CHUMBOJIM3AI[MH, CMBICIOBOTO
AKIICHTUPOBAHMSI ICTETUYECKUX IPUOPH-
TeToB (padMHUpOBaHHAS WACATU3AIUST —
HETMPUATHE) U KOHIIENTYaJbHBIX PEIICHUM
(IMCTaHUMPOBAHHOCTh BHYTPEHHEr0 MHUpa
FEPOMHU OT CBETCKOW KHM3HHU, OJIMIETBO-
pseMoii ¢parMeHTOM U3 omepbl bemuHu
B cueHe «MranbsiHckas omepa» u3 Oanera
«Anna Kapennna» Illenpuna), BbIIBIEHUS
ABTOPCKOTO OTHOILIEHUS K «IPOUCXOASILE-
My» (BOCXHUIIEHUS, YABIOKH, HPOHUH, HUIIO-
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co(hCcKOTO BCEOXBATHOTO MPHSTHS OBITHS’),
yKa3aHusi Ha HCTOPUKO-CTUJIEBBIE HCTOKH
COBPEMEHHOM MY3bIKH, BOIUIOLIEHHS CKpBbI-
TOW WJIM MaHU(PECTUPOBAHHON MPOrpaAMMBbI
(xon Uctopumn my3biku B nukie Kyrasuuro-
ca), KOHCTpPYMpPOBaHUSI UIPOBOM CHUTYyalllH
(«Tokkaruna-komnax» lllegpuna), BeicTpa-

WBaHMsI KPYITHOHN CIIEHBI B MY3BIKaJIbHO-TE-
arpanbHOM TnpousBeaeHUU («Ckaukm» u3
Oanera «Anna Kapenuna» Ulenpuna). Ecte
OCHOBaHHUS Ipemnonararb, uto GopmMmooodopa-
3yIOIMA ¥ 00pa3HO-XyA0KECTBEHHBIN IO-
TEHIMAJ MOJUCTHIMCTUKYU €II€ OTHIOAb HE
ycyepIaH.
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HUngopmayus 06 asmope:

JI. II. Ka3zanueBa — JOKTOp HMCKyCCTBOBeIEHUs, npodeccop kadenpsl TEOPUH U UCTOPUHU
My3bIKH, 3aBenyromas IlpoGneMHoil Hay4yHO-HMCccaenoBaTenbckoil Jlaboparopueil My3bIKaJIbHOTO
COJIEPIKAHMSL.
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Annomayun. B crarbe n3ydaercs Xyl0KECTBEHHas KOHUeNuus psaa onep Maiikna Haiimana
1 (OpMHUPOBAHKE UX CMBICIIOBOTO NMPOCTPAHCTBA B PAMKaX HMMAHEHTHO MY3bIKJILHON CTPYKTYpPBI
Tekcta. OTMedaeTcs, YTO COUYMHEHHUS KOMIIO3UTOpa MPHHAJIEKAT K MOCTMUHHUMAIHCTCKOMY
MY3bIKaJIbHOMY T€aTpy M JOBOJIbHO YacTO OCHOBBIBAIOTCS Ha JOKyMeHTanucTtuke. Hecmorps Ha
pa3zHooOpa3ue 3aTparuBaeMbIX MpoOlieM — KJIOHHMPOBAaHWE M HAyuyHBIM pacu3M Bo «Bcrpeue
c Toiteit», aBTOpCcKOE ITpaBo B «lIncpMax, 3aragkax U MCKax», NCKAKEHHOE BOCIIPUATHE PEATIbHOCTH
B «YernoBeke, KOTOpBI MpPUHSI CBOIO JKEHY 3a HUIANY» U B «J[I000Bb HMeeT 3HaueHHUe»,
MHPOBO33PEHYECKHE pazauuus B onepe «MyXuMHa M MaJbudK: JaJa», — MEeTaTeMoil OolepHOoro
TBOpuecTBa HaliMaHa cTaHOBUTCS cama My3blKa U — IIMPEe — UCKYCCTBO M €ro npeodpasyromas
cuna. B crarbe ocoboe BHMMaHuWe yzenseTcss paboTe KOMIIO3UTOpA € «UYKHM» MaTepHaJIOM.
B xauectBe Bemyiiero BblAeNseTcs NPUEM JEKOHCTPYKIIMH, IOKA3bIBAeTCs, KakKUM OOpa3oM
OH CIOCOOCTBYET BBISBICHHUIO XyJOXKECTBEHHBIX CMBICIIOB. Tak, cBOOOAHAas NepeKoMOMHAIs
CErMEHTOB IIYMaHOBCKOW MecHU «S He cepikKych» MPUBOIUT K 3(PPEKTy «CTHpaHMsD OpUTHHANA,
packpsiBas cyTh Oone3nu npodeccopa I1. B «HenoBeke, KOTOPHII MPHUHSII CBOIO KEHY 3a HUIAIY.
Beprukanuzanus cerMeHToB 6aX0BCKOT0 Xopaia B ornepe «JIr000Bb UMeeT 3HaYeHHE» OJIULETBOPSET
HEBO3MOYKHOCTh BBICTpaMBAaHMSI CHHTAarMaTU4YecKuUX cBsized B co3HaHuu [Iarcu. OOpaboTka
MoOIlapTOBCKOTro Marepuana B «IluceMmax, 3arajgkax M MCKax» BBISBISET €r0 BHyTPEHHEE POACTBO
C MHUHHMAaJu3MoM, Onarojaps ueMy MpoOiieMa Ijlaruata CTaHOBUTCS HepeseBaHTHOM. Kommax
CTHJINCTUYECKU Pa3HOPOAHOTO MY3BIKAJILHOTO MaTepuaja B onepe «MyXunHa ¥ MalbuuK: Jaaa»
CIIy>KMT aHAJIOTOM KOHIETIINH Mepy, pa3paboTaHHOH XynokHuKoM LIIBuTTEpCOM.

Knioueevie cnosa: Maiikn HaliMaH, COBpEMEHHBIN MY3bIKAJIbHBIN TeaTp, «YeoBeK, KOTOPbII
MIPUHSJ CBOIO JKEHY 3a Humny», «llucema, 3aragku um uckm», «Berpeua ¢ Ioel», «Myx4dnHa u
MaJB4MK: 1aJa», «JII000Bb UMeeT 3HaYeHHUE», IEKOHCTPYKIIMSI, OCTPAHEHHE
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Abstract. The article makes a study of the artistic concept of several of Michael Nyman’s operas
and the formation of their semantic space within the immanent musical structure of the text. It is
noted that the composer’s works pertain to post-minimalist musical theater and are often based on
documentary sources. Despite the variety of issues involved — cloning and scientific racism in
Facing Goya, copyright issues in Letters, Riddles and Writs, a distorted perception of reality in The
Man Who Mistook His Wife for a Hat and Love Counts, and differences of worldviews in the opera
Man and Boy: Dada,— the metatheme of Nyman’s opera work is music itself and, more broadly, art
and its transformative power. The article pays special attention to the composer’s work with “derived”
material. The deconstruction technique is singled out as the leading artistic means, it is shown how it
contributes to the identification of artistic meanings. Thus, the free recombination of the segments of
Schumann’s song Ich grolle nicht leads to the effect of “erasing” the original, revealing the essence
of Professor P’s illness in The Man Who Mistook His Wife for a Hat. The verticalization of the
segments of a chorale by Bach in the opera Love Counts embodies the impossibility of building
syntagmatic connections in Patsy’s mind. The elaboration of musical material by Mozart in Letters,
Riddles and Writs reveals its inner kinship with minimalism, which makes the problem of plagiarism
irrelevant. The collage of stylistically diverse musical material in the opera Man and Boy: Dada
serves as an analogue of the concept Merz, developed by the artist Schwitters.

Keywords: Michael Nyman, modern musical theater, “The Man Who Mistook His Wife for
a Hat”, “Letters, Riddles, and Writs”, “Facing Goya”, “Man and Boy: Dada”, “Love Counts”,
deconstruction, defamiliarization
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Nyman, p. 1944) — OpuTaHCKOTO  TMOJOKHUTEIBHYIO PEAKIIUIO CO CTOPOHBI MY-

KOMITO3UTOpA, MCIIOJIHUTENS M My3bl-  3bIKOBEIOB. Tak, JIeBOH AKOIISIH OTMeYaer:
KOBE/Ia — SIPKOE€ M HEOJHO3HA4HOE siBeHue  «Metoapl, ucnonb3yemble Haiimanom st
3apy0eKHOI My3bIKaJIbHOM KyJIBTYpbl BTOPOM — MPEOAONICHUs] Oapbepa MEXIY MOMN-KYyJIbTy-
nonoBuHbl XX — Hadanma XXI Beka. Cre-  poil M akaJleMHUUECKONH MY3BIKOW, COMIKAIOT
IU(PUYHOCTh €r0 CTWJISI XapakTepu3yeT CUH-  €ro ¢ AgamMcoM, HO 1o cpaBHeHMto ¢ Haiima-
T€3 aKaJIeMUYECKOM My3bIKM, MUHMMaJIM3Ma HOM IOCIEIHUI 3aMeTHO MaciuTabHee, pas-

TBopquTBo Maiikna Haiimana (Michael u mon-kyisTypbl, HE BCEra BbI3bIBAIOLIMIA
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HOOOpa3Hee M B KOHEYHOM CUETE CEPhE3HEE» ' .

CyllleCTBEHHYI0 4acThb TBOPYECKOIO Ha-
CJIEINsT KOMITO3UTOPA COCTABJISIOT COYMHE-
HUSl JUId MYy3bIKaJIbHOTO Tearpa. B mepuon
¢ 1986 o 2011 rox Haiiman co3nain 8 omep?,
B KOTOPBIX €r0 XyJOXKECTBEHHBIE U 3CTETH-
YEeCKUE YCTAHOBKU HallUIM Haubosee yoenu-
TEJIbHOE BOILIOLIEHUE. XOTS My3bIKaJIbHO-TE-
aTpaJIbHbIE OITyChl KOMIIO3UTOpA C YCIIEXOM
UCHOJHSIOTCS 110 BCEMY MUY, €r0 OIEpHOE
TBOPYECTBO JO CHUX IMOp OCTA€TCAd MaJlo-
W3y4YCHHBIM. 3apyOe)KHbIC U OTEUECTBEHHbIC
MY3BIKOBE/IbI MPOSBISIIOT UHTEPEC MpPEeUuMy-
IIECTBEHHO K mepBoM omnepe Hailimana «Ye-
JIOBEK, KOTOPBII IIPUHSJ CBOIO XKEHY 3a LLUIS-
y»°, yIelsisi MeHbIIIC BHUMAHHS OCTaTbHBIM
counHeHnusM*. B maHHO# paGore BrepBbIe
MpEeANPUHUMAETCS] TOMbITKA B3IISSHYTh HA
ONEPHOE TBOPYECTBO KOMIIO3UTOpA Kak Ha

LEJIOCTHBIN (DEHOMEH, B CBSA3M C YEM Ipel-
Jaraercsi 0003HAYUTh KIIOYEBBIE HJIEU €TI0
MY3bIKaJIbHO-TEATPaIbHBIX OIIyCOB, OIIpe-
JIEJIUTh JKaHPOBYIO CIEUU(PUKY COUYMHEHMH,
BBISIBUTh OOBEAMHSIOUIYI0O HX METATeMYy,
YCTQHOBUTH BEIYIIIHE METO/BI pabOThI C My-
3bIKAJIbHBIM MaTE€pHAJIOM, CIIOCOOCTBYIOILINE
PACKPBITHIO CMBICIIOBOIO IIPOCTPAHCTBA.

CMbICNoBO€e NPOCTPAHCTBO onep HanMaHa

[To cBOEM CTHUIMCTUYECKOM OpPHEHTAIUU
onepel HaliMaHa IpUMBIKAIOT K IIOCTMUHU-
MaJIMCTCKOMY HAampaBJICHUIO MY3bIKAIBHOTO
Tearpa, MPeICTaBICHHOMY TaKUMHU KpPYIHBbI-
MU ¢purypamu, kak /xon Anamc, Ctus Paiix,
Oumunn [nace. B ux counHeHusx, Kak mpa-
BWJIO, 3aTParuBaroTCs 100aJbHbIE MUPOBbBIE
npoOIeMbl, MOTHUMAIOTCS AKTYyaJlIbHBIE BO-
MPOCHI COIMATIBHOM U IMTOJTMTUUCCKOM KU3HU®,

' Axomsa JI. O. My3sbika XX Beka: SHIMKIONEeIUUecKuii ciaosapsb. M.: IIpakruka, 2010. C. 372.

The Man Who Mistook His Wife for a Hat («YenoBek, KOTOPBIN MPUHSIT CBOIO )KEHY 3a UMY », 1986),
Letters, Riddles, and Writs («Ilucema, 3aranku u ucku», 1991), Noises, Sounds and Sweet Airs («llymbr,
3BYKH U cIalkuil Bo3ayx», 1993), Facing Goya («Bctpeua c Lofieit», 2000), Man and Boy: Dada («Myxunna
n Manpauk: nana», 2003), Love Counts («JIro06oBs umeet 3HaueHue», 2005), Sparkie: Cage and Beyond
(«Cnapku: Knerka u 3a e€ npenenamm», 2009), Prologue to “Dido and Aeneas” by Henry Purcell («IIponor
k onepe “unona u Dueir” I'enpu [1€pcemnmar, 2011).

3 Cwm.: Avant-Rossi J. Michael Nyman: The Man Who Mistook His Wife for a Hat: Thesis Master
of Arts (Musicology). University of North Texas, 2008. 50 p.; Caenuosa A. «My3blka — Balla XU3HbY»:
0 My3bIKaIbHOW mMo3THKe omepsl M. Haiimana «YenoBek, KOTOPBIA TPHHSI CBOIO XEHY 3a NUISAMy //
CoBpeMeHHBIE aCNEKThl JHAJOra JINTEPaTypbl, My3bIKH M M300pa3uUTEILHOTO MCKYCCTBA B MPOCTPAHCTBE
3amaiHOEeBPOINEHCKON M OTEUECTBEHHON MY3BIKAIbHON KYJIBTYphl: COOPHHUK HayYHBIX CTAaTel 0 MaTepuaiam
Bcepoccuiickoii HayqHO-TIpaKTHUECKOW KOH(QEPEHIINN C MeXAYHApOoIHbIM yuacTreM 11 okrsops 2019 roxa.
Kpacunonap: Hosamus, 2019. C. 439-454.

* Cwm.: CrnenmoBa A. A., OkyneBa E. I. TIpuHuunsl paboTel ¢ My3bIKaJbHBIM MaTepHalOM B OIeEpe
Maiikna Haiimana «MyxunHa n mManmsuuk: nafa» / ARTE: DnexTpoHHBIH HayYHO-HMCCIIENOBATEIbCKHIMA
xypHa CHOMPCKOTO TOCYJapCTBEHHOTO WHCTHTYTa HCKYCcCTB MMeHH J(MuTpus XBopoctoBckoro. 2022.
Ne 2. C. 60-69; Okynesa E. I'., CnenmoBa A. A. «Facing Goya» Maiikna Haiimana: o xaHpoBoH crienuduke
orepsl uaelt // MysbikansHbli xypHai EBponetickoro Cesepa. 2022. Ne 2 (30). C. 17-39.

5 Hampumep, croxer onepsl Agamca «Hukcon B Kutae» (1987) ocHOBBIBancs Ha pealibHOM BU3UTE
npesuznenta CIIA B Kurait B 1972 rogy u ganm BO3MOXHOCTh KOMITO3UTOPY HCCIENOBaTh (hOpMUPOBAHHE
MH(} OB B coBpeMeHHo nctopuu. B orepe «Cmepts Kimarxoddepa» (1991) mHanum oTpakeHne Tparuieckue
coOprtuss 1985 roma, oOHaxkuBmIMEe TpoOIEMy apabo-MU3PaUIbCKOTO KOH(UIMKTA (B pe3ylbTare 3axBara
MAJIECTUHCKUMHU TEPPOPHCTAMH KPYHU3HOrO JaiiHepa Obl1 YOMT NPUKOBAaHHBIH K HWHBAJIWAHOM KOJISICKE
naccaxup eBpeiicko-amepukanckoro npoucxoxaenus Jleon Knunrxoddep). Onepa «lokrop aroMHBII»
(2005) mocesmanack XU3HU W AestenbHOcTH PoOepra Ommenredimepa, cos3gareist aTOMHOW OOMOBI, U
3aTparvBaia BOIPOCH! JINYHOW OTBETCTBEHHOCTH YUEHBIX 32 M3TOTOBJICHHE OPYKHS MacCOBOTO MOPAKECHUSI.
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9T0 00YCTIOBHJIO OOpaIlieHNE YKa3aHHBIX KOM-
MO3UTOPOB K IOKyMeHTaMcTuke [ 1;2]. Bkito-
YEHHE FIIEMEHTOB PEaTbHOCTH CBOMCTBEHHO U
TBOpYECKOMY MeToy Haiimana, mpu 3Tom ero
COYMHEHMS OTIIMYAIOTCS OOJbIIeH KaMepHO-
CTBIO U, KaK CIIE/ICTBHE, 0COOBIM BHUMAaHUEM
K JITYHOCTH Y YEIOBEYECKUM B3aMMOOTHOIIIE-
Husm® [3].

Haubonee sipkuM BOIUIOIIEHUEM TEH-
JEHIMA JOKyYMEHTAIUCTUKM y Haiimana
crana omepa «Bctpeua c Toiteit» (2000,
mubpertuct Buxrtopus Xapau). B Heil 3a-
TparuBajcsi IIUPOKUM CIEKTp MpoodIieMm,
OXBAaTBIBAIOIIUNA BOMPOCHl €BI€HHUKHU, (PU-
3MOTHOMHUKH, T€HHOW MH)XEHEPUHU, KIOHU-
pOBaHUsl, HAYYHOTO pacu3Ma, KOMMepIua-
JU3allii HAy4YHBIX M300pETEeHMH, HaKOHEIl
MOPAJIBHOW OTBETCTBEHHOCTH YUYEHBIX 3a
MOCJIE/ICTBUS CBOUX OTKPHITUN. CroKeTHas
KaHBa Bpallajlach BOKPYI peajlbHOW UCTO-
puH C ipornaxen uepena [ oiiu, BbISIBICHHOU
B Hayaje XX BeKa MPU 3KCTyMAlMH OCTaH-
KOB XYJIO)KHHMKA C IIEJIbI0 UX Iepe3axopo-
HeHusl. [{eiicTBUE omephl pa3BOpaunBaIOCh
B TPEX Pa3JIUYHBIX BPEMEHHBIX MIIOCKOCTSIX
— B KpaHHOMETpUYEecKoW nabopaTopuu
XIX Beka, B OOHOW M3 XYHOKECTBEHHBIX
rajiepel npeaBoeHHOW EBpombl U B KOM-
MepuecKoil OMOTEeXHOJIOrnYecKo jadbopa-
TopuM OyAyIero, B3JOMaBIIeil T€HOM 4e-
JIOBEKA U MBITAIOIIEKUCS KIOHUPOBATH | 0110

Ha ocHoBe ero JIHK. B nmOperto onepsl
COBMEIIIAIUCH ITPOIIOE U HACTOSAIIEE, ITOJI-
JMHHBIC PaKThI U BBIMBICEI, Xy0KECTBCH-
HBII U HCTOPHUYECKHH XpOHOTOIl. B Tek-
CT€ YIOMMHAJIOCh MHOXECTBO H3BECTHBIX
UCTOPUUYECKUX JIMYHOCTEN — XY10)KHUKOB,
CKYJIBIITOPOB, APXUTEKTOPOB, MOJUTHUYE-
CKHMX U OOILECTBEHHBIX JEsTeNeH, HO Mpe-
xae Bcero yu€Hsix (Ilonas bpoka, Iletpyc
Kamnep, Makc Hopnay, ®paucuc ['ansroH,
Yezape Jlombpo3o, Yapns3 [lapBun), ueit
BKJIa/l B Pa3BUTHE HAYK O YEJIOBEKE MOo4ac
npectynai 3Tudeckue HopMmbl. OG0pOTHOMN
CTOPOHOM 3a00T 00 y/IyUIlIeHHHU YeJioBeue-
CKOM TPUPOABI CTAHOBWJIMCH Pacu3M® U Io-
NBITKA TOCYJapCTBa KOHTPOJIUPOBATh BCS-
Kyl JeatenbHOCTh (B KoHre Il gelicTBus
Ha CIIEHE BOCIPOU3BOIMINCH (pammcTckue
AKIUH IO COXIKEHHIO «JIETCHEPATUBHOTO»
HCKYCCTBA).

Happarus onepsl pu 3T0M iproOpeTant
JOBOJIbHO crienuduueckue ueptsl. [1o cytu,
YETKO BHICTPOEHHOM (palysibl COUMHEHHE HE
MMEJIO, a IPEICTABIISIIO CKOPEE XPOHUKY Ha-
YUHBIX UJEH U UX MTOCIEACTBUM JUIs YEJIOBE-
yecTBa M I UCKyccTBa. J[elcTByromuMH
JULAaMH BBICTYNAJIM YYEHBIE U UCKYCCTBO-
BE€Jbl, KOTOpbIE BCE BpeMs AMCKYTHpPOBa-
JU MEXJy co0OM, MmpeacTaBisisi MOJspHbIE
TOUKM 3peHus. Ha cuieHe Haxonuics sKpaH,
Ha KOTOpBIM MpoenupoBanuch oQopTel U

6 Konu4ecTBO ASHCTBYIOIIMX JUIl B orepax HaiiMaHa, Kak MpaBHJIO, OPaHHYCHO TPEMS-YETBIPbMS

nepcoHakamu. B Tex ciydasx, Korga UX OKa3bIBaeTcs OOJbIIE, MAPTUH PACTIPEAEIISIOTCS MEXy ITIaBHBIMU
ucnonuutesiM. Hampumep, B onepe «MykunHa M MajBdMK: Ja/a» BCEX BTOPOCTENEHHBIX MEPCOHAXKEH
(>xeHIIMHA B aBTOOYCE, KOHIYKTOP, paboTHUIA My3es, xKypHanucTka BBC) «03ByunBaeT» neBuia, Urparomas
poinb Matepu Maiikia.

7 lleHTpaJbHBIM MEPCOHAXEM OIEpHI SBIsUIach apT-Oankupma. Onep>xumasi mornckamu depena [oiin,
OHA IyTELIeCTBOBAJa BO BPEMEHH U, B KOHILIE KOHLIOB, BCTPEUAIACh C XYIOKHUKOM B OyIyIIEM.

8 Tak, aHTpomomerpuueckue uccienoBanus npusenu [lomst bpoka k BeiBomam 00 HHTEIICKTyalbHOM
npeBocxocTBe Oenoii packl. Habmonenns ®panacuca ['ansToHa Hax ncnxoGu3noI0rHiecKUMH Pa3THIUsIMU
JofeH He TOIBKO CPOPMHUPOBAIIM TEOPHIO HACTIEACTBEHHBIX (PAKTOPOB, HO U CTUMYJIMPOBAIN UACIO KOHTPOJIS
HaJl PO’KAAEMOCTBIO Y «HETIOIHOLEHHBIX) MOy,
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pucynku loiin (mpeuMylecTBeHHO U3 ce-
pun «benctBus BoiHB» U «Kampuuocy,
HO, KpOM€ TOro, KapTuHbl «Maxa oneras»
n «Maxa oOHa)XEHHas»), a TaKXKe IMOJ0THA
UHBIX MacTepoB («ButpyBuanckuii yeno-
Bek» Jleonapno na Bunuu, «AHapomena»
Pybenca, «Poxnenune Benepb» bortuuen-
mu, «ManonHa» Padasnsa, «Anam u EBay
PemOpanara u T. 1m.), moOyxnaBmue K 00-
CYKJICHHIO JTaJIOHOB 4YEJOBEYECKOM Kpa-
COTBl. DKpaHHbIE H300paKCHUSI B OJHUX
Cly4asiX BbICTyNajlu WUIIOCTpalUUel Bep-
OJIBHBIX JUCIYTOB YYEHBIX, a B JIPYTUX
— HE UMeEJId MPSIMOM CBSI3U C COOBITUAMH,
MIPOUCXOAMBUIMMHU Ha ClieHe. B nocnennem
ClIydae 3pUTENISIM MNPENOCTaBIsAIach BO3-
MOXHOCTb CAaMUM BBICTPauBaTh CBOOOIHBIC
accouuanuu. Hanmpumep, omepa OTKpbIBa-
Jach W 3aBeplianach 3HAMEHHUTHIM U300pa-
xeHueMm «Tonymiei co0aku», CO3MaHHBIM
Toiteir B «/lome mmyxoro» B 1819—1823 ro-
Jax. 3araJlouyHoCTh ATOTO CHOXKETA MOPOJIU-
Jla MHOXECTBO UCKYCCTBOBEAUYECKUX HHTEP-
MpeTanuii, KOTOPble€ CXOAWINCH B TOM, YTO
KapTUHA CHUMBOJIU3UPYET OECIIOJHOCTD
Jt0OBIX TTOMCKOB U TIIETHOCTH COMPOTHBIIE-
HUS 376IM cujiaM. B 3ToM KoHTekcTe oOpam-
JIeHHE Omepbl MOJOOHBIM H300paKEHUEM
MOHO TPAaKTOBaTh, C OJTHOM CTOPOHBI, OYK-
BaJIbHO — KAaK YBsI3aHHE HAYKH B 3bIOYyUHX
meckax mporpecca, a ¢ Apyroi, meradopu-

 TlapTuu BceX MEPCOHaXeH pacHpeieisincCh
KOHTPAJbTO, TECHOPOM U OApUTOHOM.

yecku — Kak npepoctepexenue. (boiee
nopoOHO 0 (PYHKIMHM 3KpaHHBIX H300pa-
’KEHHUI B COBPEMEHHOU Ollepe CM. B CTaThe
E. B. Kuceesoii: [4].)

Onepa Haiimana B CBOEM XaHpPOBOM
pElIeHUH YeM-TO HarlOMUHajla MOJEPHUCT-
ckuii poman Hayana XX Beka (T. MawH,
I'. bpox, P. My3uib, M. IIpycr, VY. ®@onkuep
U JIp.), HACBHIIIEHHBIN PUIOCOPCKUMH pa3-
MBILUJIEHUSIMA W OTPAXaBIIUK WICHHYIO
YKU3HB 00IIECTBA, KPU3UC CUCTEMBI €r0 IICH-
HOCTEH, — pOMaH, B KOTOPOM MOCTYJIUPO-
BaJlaCh OTHOCUTEIIBHOCTh UCTUHBI U B KO-
TOPOM IOBECTBOBAHUE HEPEJKO OMUPAIOCH
Ha MPUHIHUI «IBOMHOTO BUaeHus» (Y. Don-
kHep). He ciyuaitno Haiiman Ha3Ban cBoé
COYMHEHHE «OIIEPOU UIEH».

CnemudpuyHocTh KaHpa o0O0OycClIOBHIIA
CTpemJieHHe K JenepcoHuduxanmu. 3a uc-
KJIIOUeHUueM apT-Oankupmu u loitn, nei-
CTBYIOIIME JIMIAa OBLIN JTUIICHBI UMEH U, TIO
O0NbIIOMY CUETY, HUHANBUAYAJIbHBIX Xapak-
tepuctuk’. IlomoOHbIM oOpa3zom HaiimaH,
OYEBHUJTHO, TOMUEPKUBAT KaK a0CTPaAKTHOCTh
CaMuX HJIEH, TaK U «HEOLYUIEBIEHHOCTH)
UX HOCHUTEJIEH, co3/laBas 00pa3 HayKH, KOTO-
POl IBMDKET Mjes Mmporpecca U KOTOpoil He
BEJIOMbl 3THUYECKUE COMHEHHUS U COLIMAIb-
Hasi OTBETCTBEHHOCTH ",

He TonpKO MOKYMEHTAJIMCTHKA, HO H
B KaKOM-TO CMBICIE €& HHTephpeTarus

MCKAY MIATBIO HCIOJHUTCISIMU — ABYMA COIIPAaHO,

10 Tenpenuus aenepcoHnpHUKAIMK HAIUIA SIPKOE BoIutoiieHne u B onepe «lIlymbl, 3ByKH W cragKuit
Bo3ayx» (1993), HanmcanHol Ha TekcT nmbeckl lekcnmpa «byps». B counHeHnn ObI1o 331€1iCTBOBAHO TPH
UCTIOJIHUTENSI — COINpaHo, ayikT U TeHop. Haiiman oco0o momdépkuBai, 4TO UX CIELyeT BOCIPUHHMATh
Kak Tojoca, a He POJIM, IOCKOJbKY OHH BBIIOJHSIOT (DYHKLMIO HOCHTENIEH TekcTa. B wrore kaupli
U3 MEPCOHAXKEH Ha MPOTSKEHUH OIEPhl TOCTOSIHHO MEHSUI TeMOPOBYIO XapaKTEPUCTHKY, TPUUYEM HE TOJIBKO
B paMKax OHOW CLICHBI, HO M B Ipe/eNax Auajiora WM MOHoJora. [ eHaepHble pa3nuius UTHOPUPOBAJIUCH,
rojIoca 3a4acTylo «pa3fABauBaJIMCh» (MAPTHIO MEPCOHAKa MCIIONHSIIM [Ba WM TPH IIEBLA OJHOBPEMEHHO).
HeoObr1HOCTE MOOOOHOTO peIIeHus], BEPOSTHO, UCXOAWIA U3 CTPEMJICHUS! KOMIIO3UTOPA CO34aTh OCOOBIN
3ByKOBOM JaHAmadT, oOJajaromuii Marn4ecKMMH CBOWCTBAMHM, HEKHIl aHajIor BOJILEOHOTO OCTpOBA,
MOJHOTO «3BYKOB — U IlIeNiecTa, U mEnora, u nenbs» (Llexkcnup).
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COCTaBWJIM OCHOBY TEJIE€BU3MOHHOHN ore-
pol «Ilucbma, 3aranku U uckm» (1991, nmu-
Operto u nocranoBka J[xepemu Hprocona
u [Iara I'sBuna). CounHeHue SIBUIIOCH Ya-
CThIO TIPOEKTA, NpuypodeHHoro k 200-net-
Hel TOOBIIMHE cO AHS cMepTH Morapra''.
Ero uaes 3axmitodanach B TOM, 4TOOBI, € OJI-
HOW CTOPOHBI, [T0KAa3aTh, KAKUE HUMITYJIbCHI
JUIsl BAOXHOBEHHUS Ja€T MY3bIKa BEJIMKOIO
aBCTpUIilla COBPEMEHHBIM KOMIIO3UTOpPaM,
a C JIpyroi — MOAYEPKHYTh HEOJHO3HAU-
HOCTb BOCHPHATUS W TPAKTOBKH T'€HHEB
B HCTOPHUYECKOMW IepcrnekTuBe. B cBaA3M
C JTHUM IMPOEKT MOJy4Yusd Ha3zBaHue Not
Mozart («He Momapt»).

Texct Teneoneps! «Ilucema, 3aragku u
HCKW» OCHOBBIBAJICS Ha nepenucke Momap-
Ta C OTIIOM U Ha TaK HA3bIBAEMBIX «KapHa-
BaJIbHBIX», WJIH 30pPOAaCTPUMCKHUX, 3araj-
kax. OHM OBbUIU MPUTyMaHbl KOMIIO3UTOPOM
B 1786 rogy BO BpeMsi BEHCKOTO KapHaBa-
na 1 nocnansl Jleononsay Monapty Ha oT-
JIETBHOM JIMCTE TOJ 3ariaBueM «Bbiaepxk-

k1 u3 ¢parmMeHtoB 3opoactpay. Jomroe
BpEMsl 3araJlIki CUWTAJUCh YTEPSHHBIMH,
HO B 1970 rony Obuin oOHapyxeHsl B bep-
JWHCKOM TOCyIapCTBEHHOW OmOimoTeke!'2.
3aragkd CTajdM MPEAMETOM CICIHAIBHO-
IO U3YyYEeHHsS] aMEPUKAHCKOTO MY3BIKOBEIa
Meiinapna ConomoHa, W3BECTHOIO CBOUM
NICUXO0AHAIUTHYECKUM TTOAXO0J0M K MHTEp-
nperanuu Ouorpapuil M3BECTHBIX MY3bI-
kaHTOB. B 1985 rony B xypHane American
Imago Oblnma omyOJIWMKOBaHA €ro CTaThs,
B KOTOPOM 3arajJiku paccMaTpuBajuCh B pa-
Kypce HENPOCThIX B3aMMOOTHOIIEHUN Mo-
1apTa ¢ OTIOM M TPAKTOBAJIHCHh KaK BBHI30B
aBroputeTy nocneanero’’. ITo meicnu wc-
CJIeTOBATENsl, KOMIIO3UTOP B CHITy MOIHO-
HaJIHHOW NPHUBI3aHHOCTH BCETIA KeJal J10-
outbcst omoOpenus Jleomonpaa Monapra'
(uTo OBUIO HEBO3MOXXHO M3-3a MCIBITHIBA-
€MOM K CJIaBe ChIHA 3aBHUCTH) M OJHOBpE-
MEHHO OCBOOOAMTHCS OT MOCTOSIHHOTO KOH-
TPOJSL C €r0 CTOPOHBI. J[ByCMBICIEHHOCTH
3araJoK OTpakajla 3TH HEOHO3HAYHbIE

' Tlomumo HaiimaHa, B IPOEKTE YIaCTBOBAJIM TaKUE KOMITIO3UTOPBI, Kak Jkyaut Yup, Jlym AHapucceH,
Murmra Menrens6epr, Xaitan Kapn ['pyoep u Maruac Proarr, u pexxuccépst [lutep ['punyaii, DaTonu ['aprep,
[Ist I'sBuH, bappu I'»BuH, [>xepemu Hetocon, Mapraper Yunbsimc, OpHet ['pannuTe.

12 Bcero MoraptoM 0bLIO cocTaBieHO 8 3aranok. J[Be W3 HUX ObUIM 3aMa3aHbl YepHWIaMH [eoprom

Huccenom, BropeiM myxeM Koncranimmm Monapt. IIpuuuHOil ero mocTymka, BEpOSTHO, CIYXXKHJIO HX
COZIEP’KUMOE, KOTOPOE OH CUEN HEIPHEMIIEMBIM IO LIEH3YPHBIM cooOpaskeHHsM. B cBoeil onepe Haiiman
HCTIONIB30Bal ABe 3araaku. Ux cyTts cnemyromas: «1. Hac MHOTO cecTép; HaMm Tak ke OOJIBbHO COCAMHATHCS,
KaK U pa3ily4yarhbcsi. Mbl )KUBEM BO ABOPLIE, HO CKOPEE 30BEM €TI0 TIOPHMOIL, IOTOMY YTO MBI HaJI&KHO 3ar1epThl
U JOJDKHBI paboTaTh, YTOOBI MPOKOPMUTH Jitoneil. IlpumedarensHo, 9TO ABEPH HaM OTBOPSIOT TOBOJIEHO
9acTo, U JHEM, U HOYBIO, HO MBI BCE PaBHO HE BBIXOAMM, Pa3Be UTO KOTJAa HAC BBITACKUBAIOT CHJIOH. 2.
Sl — HeoOBIYHOE CYIIECTBO; y MEHS HET HU IYIIM, HU TEJla; MEHsS HEJb3s BUAETh, HO MOXKHO CIIBIIIATH;
s CyILIECTBYIO HE AJIs1 ceOsl; TOMBKO YEJIOBEK MOXKET AapoBaTh MHE KH3Hb TaK YacTo, KAK OH TOTO TOXKEJIAET,
1 MOSI )KM3Hb KOPOTKA, IOTOMY YTO sl yMUPAIO IIOYTH B TOT K€ MOMEHT, KOTIa PO’KAa0Ch. 1 BOT, B COOTBETCTBUU
C JIFOZICKUM KallpH30M, s MOTY KUTh U yMHPaThb HECUETHOE KOJIMYECTBO pa3 3a JeHb. TeMm, KTo Haér MHE
XKH3Hb, 5 HUYETO HE JEeJa0, a TeX, Paau KOro s POXIEH, 51 OCTAaBISAI0 C OOJE3HEHHBIMH OIIYLICHUSIMH Ha
KOPOTKHI CPOK MO€EH JKHU3HHM, TIOKa s He yiy...». TekcT 3aramok mut. mo: Solomon M. Mozart’s Zoroastran
Riddles // American Imago. 1985. No. 42 (4). P. 350.

3 Cwm.: Ibid. P. 345-369.

14 «Bar MOKOPHEHIINIA CBIH» UK «Ball mocayHeHImii ChIH» — TaKMMH CJIOBAMH 3aKaHYMBaI Morapt
OONBITUHCTBO CBOMX THceM K oTiry. Cm.: Momapt B. A. IlomHoe coOpanue micem / mep. ¢ HeM., (p., aHIIL.,
npenuca. Y. AnekceeBolt u ap. M.: MexayHnap. otHoweHust, 2006. 533 c.
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YyBCTBA, a CaMM 3arajku OBLIM COCTaB-
JIEHBI SIKOOBI C LIEJIBI0 CBECTH CUETHI C OT-
noM'®. HalimaH He CKpBIBall, 9YTO MUMEHHO
9Ta CTaThsl ONPEAEINa OJHY U3 KIIFOUEBBIX
UJEeN Oomepsl — HCCIENOBAaHUE XapaKrepa
B3aMMOOTHoOLIeHn Mouapra ¢ ornom. He
CIIy4allHO B TeJIEONEPE TMOABISAIOTCA IBE
3HAaKOBble (UTypbl — BOJNIIEOHUK 3apa-
CTPO M MY3BIKaJIbHBIM KPUTHUK U U3JATEINb
I'anc I'eopr Herenu, ypn ieknuu 0 My3bIKe
MOJIb30BAJIUCH OOJBUION MOMYJISIPHOCTHIO
B XIX Beke m Kotopei noasepr Mouapra
HemaaHou kputuke's. O6a CHMBOIH3HPO-
BaJIM Pa3HbI€ UIIOCTACH OTLA: OJUH CILY KU
OJIMLICTBOPEHUEM BEPXOBHOTO JKpela, Ha-
CTaBHUKA, IPOBOJHNKA B TATHBI MY3bIKaJIb-
HOT'O MCKYCCTBa, y4WUTENsl, KakuM, 06e3 co-
MHeHHs, 1 0611 Jleonons Monapt; BTopoi
BOILJIOIIAJI B CBOEM 00pa3e BBICOKOMEpHE,
Heo00peHue, 3aBUCTh U HEIIOHUMaHUE.
IToMuMO TBOPYECKUX U CEMEUHBIX B3a-
VMOOTHOILICHUM, IPEACTABICHHBIX B IICH-
XOaHaIuTU4eCckoM cBere, B «lIucepmax,
3arajkax M HMCKax» 3aTparuBajiuch TaKKe
BOITPOCBHI aBTOPCKOTO IIpaBa, MPHUUYEM IIO-
NABAIMCh OHU C U3PSAHOW JOJIEW MPOHHUU.
B onepe yuunsics cyn Hag KOMIIO3UTOPOM

Maiikiom Haiimanom'!’, kxoTtopomy Tmpenb-
SBJISUTUCh OOBUHEHUS B MUHTEIJIEKTyaIbHOM
BOpOBCTBE. [IMKaHTHOCThH CUTyalluu yCyry-
Onsiach TEM, YTO My3blKa BCEH OMEphl HE
SBJISIIACh OPUTMHAIBHOM, a MpencTaBisiia
co0oll «IepenenKy» MOLAPTOBCKUX TEM.
CynebHoe pa30uparenbCcTBO, Kak M €ro Bep-
JIMKT, OMNpaBAbIBAIONIMN ycTamMu beTrxoBe-
Ha U l'alifHa «COYMHEHHE B COOTBETCTBUU
¢ U30paHHBIMU MOJIEJISIMUY, BEPOSITHO, ObLTH
orBeToM HaiimaHa Ha KpUTHKY 3apyOeKHBIX
MY3bIKOBEJIOB, HA3bIBABIIIUX €r0 COOCTBEH-
HBII TBOPYECKUI METOJ «KaHHUOAIM3aUeH
nauoM XVII-XVIII BekoB» W cumTaBOINX
€ro KOMITIO3UTOPCKYIO TMPAKTUKY TMOKa3aTe-
JIEM «KOMMEPYECKOTO OMIMOPTyHH3Ma» '8,
CoBMeIllIEHUE PEATbHOCTH W BBIMBIC-
Ja TOJNYyYWIO OpUTHMHAIBHOE IpesioMIe-
HUe B ornepe «MyKUMHa U MaJIBUUK: Ja7a»
(2003, nubOpertrict Maiikn XacTHHIC),
B KOTOpPOH MTOKa3aHa UCTOPHSI HUKOT/A HE CY-
IIECTBOBABIICH JIPYX)Obl MEXAY peabHOU
JUYHOCTBHIO — HEMEUKUM XYI0KHUKOM-/1a-
nauctoM Kyprom lIBurrepcom (1887—-1948)
U aHIJIMMCKUM  MaJIbiukoM  MaikioM.
Haiiman BKIIOUMI B CIOKET aBTOOMOTpa-
dbudeckue 4YepThl, MOCKOIbKY HMITYIECOM

5 [lo muenuto M. CornoMoHa, MOLAPTOBCKHE IApajbl MPUHAIICKAIN K TPAJUIUU HEMPUCTOWHBIX

3aragok. OTBETOM Ha TEPBYIO 3aralky, koropylo HaiimaH mcnonb3oBall B CBOEH omepe, SBISIOTCS 3yOBbl,
OIHAKO €€ JABYCMBICICHHOCTh CBsI3aHa C TEM, YTO B HEMELIKOM s3bIke “Zahn” (3y0) Ha >KaproHHOM Hape4ynu
O3HAYaeT TAKXKE «UBIITOYKa», TIOATOMY 3A€Ch COAEPKUTCS HaMEK Ha Oopnenb. MHTEpecHO, YTo cpasy ke
MoCJIe 3araJky B OTiepe 3BYyUYHT MECHS, B KOTOpoii MonapT pacKphIBaeT OTILY IUIaHBl OTHOCUTENBHO KEHUTHOBI
Ha Koncranie. HaiiMaH TpakTyeT ero >kelaHue B MCUXO0aHATUTUYECKOM KJIF0Y€ — KaK TOIBITKY BbIPBaThCS
n3-nox oneku Jleononpaa. IIpennonoxurensHoe pelieHe BTOpOil BKIOYEHHON B OIIEPY 3araJku — 3BYK.
E€ nBoiicTBeHHBIN CMBICH OOYCIIOBJICH CaMHUM ONHMCAaHUEM pasraJblBaeMOro o0beKTa, KOTOPOE B PaBHOU
CTeIleHH MOAXOAUT | JUIs 3amaxa. B sToMm cimydae 3arajgka mpuoOpeTaeT IOMOPUCTHYECKUI OTTEHOK M3-3a
KOITPOJIOTHYECKUX aCCOLUAIHN, YTO OBLIO BeChbMa XapaKTepHO A srucToisipus Mouapra. HaiimaH, Bpouem,
COEJMHSET TEKCT JAaHHOM 3araJiKy ¢ OTPHIBKOM M3 MMCbMa KOMIIO3UTOPa, B KOTOPOM TOT IPEAYYBCTBYET CBOIO
CMEPTh.

' Bonee noxpoOHO 0 KpuTHyeckux B3msaaax Heremu cm.: Roner M. Autonome Kunst als gesellschaftliche
Praxis: Hans Georg Négelis Theorie der Musik. Stuttgart: Franz Steiner Verlag, 2020. 427 p.

7 Cam HaiimMaH nosIBIIsUICS B Tejeoriepe B 00pa3e NpUIBOPHOTO MHAHUCTA.

'8 Cm.: Whittall A. Musical Composition in the Twentieth Century. New York: Oxford University Press,
1999. P. 344.
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K 3TOMY (paHTaCTUYECKOMY JHAJIOTY MOCTY-
KHWJIa CTPACTh 00OMX K KOJJICKIIMOHUPOBA-
HUIO JIOHJOHCKMX aBTOOYCHBIX OHWJIETOB.
[ToceTuB BbICTaBKY XyJ10’KHUKa B [[roccenb-
nopde, HaliMmaH oOHapyXuia, 4TO MHOTHE
€ro KOJUIaXXH COCTaBJIEHBI U3 TaKuX ke Ou-
JIETOB, KOTOpPbIE OH cOOUpa B IETCTBE.

B omnepe peasnbHble (QakThl U3 KU3ZHU
[IIBuTTEepca nmepeMelnBalOTCsl C BbIMBIII-
JIEHHBIMH. XyIOKHHUK IBITAETCSI OOBSICHUTD
MaJIBUMKY CYyTh MEpL-UCKYyCcCTBaA. B psn cuieH
Haiiman BHEC (hoHETHMUECKHE CTUXOTBOpE-
Husi (Sneeze Poem w Doodlebug Song'),
HANIOMUHAOIIKE 00 OMbITaX 3ayMHOMN «3BY-
KOoBOW moa3um» camoro IlIBurrepca (Ha-
nmpumep, «llocBamaercs Anue biromey,
«CoHnara B mpa3Bykax»). 3a oOpa3om mare-
pU MaJbdMKa TaK)Ke CKpPBIBAETCS pealibHasl
¢durypa — Oaut Tomac, cryTHUIIA TTOCTE/-
HUX JIET )KU3HU XyJOKHHKA, C KOTOPOW OH
no3"HakoMmics B JIoHmoHe.

OYHIAMEHT XyI0)KECTBEHHOM KOHIIETI-
LIUHA ONEPBI COCTABWII KOHTPACT MPUHLIMIIH-
aJIbHO Pa3HBIX CIIOCOOOB MUPOIOCTHUKEHHUS
— xaoruyeckoro (IIIBurrepc) m ymops-
noueHHoro (Malki u ero marb), KOTOPBIM
TPYZHO COCYIIECTBOBATh APYT C JPYTOM.
B counHeHuu, mnoMUMO MpoYero, MoJHUMAa-
JUCh TPOOJIEMbl MpPeporaTUBbl HMCKYCCTBa
[I0-CBOEMY OTpPa’KaTb MHp, a TAKXKE OTBET-
CTBEHHOCTH XYJOXKHUKA Mepes] 001IEeCTBOM.
O4eBUAHO, YTO 3TO TE€ K€ BOIPOCHI, KOTO-
poie BctaBanu B «Ilucemax, 3arajkax u uc-
Kax» u «Bcrpede ¢ ['oliei», HO ogaHbl OHA
Tenepb CKBO3b MPU3MY JIPYTOTO CIOXKETa.

CBoeobOpa3Hasi TOKyMeHTaIbHasi OCHOBA
onpezesnsna U copepxkanue onepsl «Yerno-
BEK, KOTOPBIN IPUHSLI CBOIO XKEHY 32 LIUISILY»
(1986), B KOTOpOI pacKpbIBaIaCh HCTOPHS
OOJIe3HH OJHOTO W3 TMAIMEHTOB AaMepH-
KkaHckoro Heposora Osmsepa Cakca. Orta

19
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ucTtopusi OblUIa OMMCaHa BPauoM B CIICLH-
aJbHOW KHHIE, NpPEICTaBIsABLICH HEOOBIY-
HBIE Cly4yau U3 €r0 KIMHUYECKON MPAKTUKH.
[maBuelid Tepolt, mpodeccop Il., crpaman
OT TIporpeccupyromein GopMbl 3pUTEIHHOM
arHo3uu, B PE3yJIbTaTe YEro MOCTENEHHO JIM-
1aJICS CIIOCOOHOCTH K OTIO3HABAHUIO JIUI] U
MPEAMETOB, €r0 00pa3HOE MBIIIICHUE 3aMe-
1aJ10Ch CXeMaTudeckuM. OpUEeHTUPOBaTh-
Cd B PEaAJbHOCTHM €My IOMOraja MY3bIKa.
Ornepa pa3BEpThIBaliach KaK cepusl JUarHo-
CTUYECKUX TECTOB, MO3BOJISIBIIMX JIOKTOPY
0OHapyXUTh HEBPOJIOTMUECKHUE MATOJIOTUU
MalUEHTA.

Kak sicHO u3 3TOTrO, €1é AaneKo He Mo-
HOro, 0030pa, Temaruka omnep Haiimana
KOHIIEHTPUPYETCS BOKPYT Pa3HOOOpPa3HBIX
npoOsieM, TpH 3TOM B XyJ0KECTBEHHBIX
KOHIIENIUAX MOXXHO BBISIBUTh HEKUU INIy-
OMHHBIN CJIOW, COCTABIISIIOLIUNA CTEPKEHDb
CMBICJIOBOTO COZAEP)KaHUS BCEX COYMHEHMIM:
KOMIIO3UTOP TTOCTOSIHHO Pa3MBbIILIAET O 3Ha-
YEHHHU UCKYCCTBA B KU3HU OTAEJIBHOIO Ye-
JIOBEKa M OOIIECTBA B IICJIOM, O cIocodbax
BOCIIPUATHS XyHOXKECTBEHHOTO TBOPYECTBA
Y poJIM aBTopa B 3TOM mporecce. Becbma
pENpPE3eHTAaTUBHBIM TOATOMY OKa3bIBAETCSA
BBIOOp TepOeB: ATO JMOO peajbHbIE HCTO-
pUYECKHE JIMYHOCTU — XynokHUKH (LLBuUT-
Tepc B «MyXunHA ¥ MalbuuK: aaaa», [ois
B omnepe «Bcrpeua c loiieit») u My3bIKaHTHI
(Mouapt, berxoBen u l'aitnn B «IIucbmax,
3arajikax M HMCKax»), JU00 IO, BOCIPH-
HUMAIOIIUE OKPYKAIOIMUA MUP T0-0CO0EH-
Homy. [locnennue, kak mpaBuiio, 00 aI0T
KaKUMU-TO OTKJIOHEHUSIMH B BOCIPHUATUU
peansHocTH. [Tomumo npodeccopa I1., cTpa-
JIAIOIIETO 3PUTEIBHOM arHo3ueu, K 3TOu
KATErOpUM MPHUHAIJIEKUT U TEPOU OINEphI
«JIro6oBr uMeeT 3Hauenue» (2005) IIrrcu
beap, mpodeccronanbubiii OG0KCEP, KOTO-

«qnxalomee CTUXOTBOPCHHUCH) U «Ilecus apo CaMOHéT-CHapFI,Z[)).
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pBIi W3-32 MHOTOYHCIICHHBIX TPaBM MO3Ta
JTUIIEH CIOCOOHOCTH pacro3HaBaTh YHCIIa
¥ cuuTaTh. IMsi MPOTaroHncTa OKa3bIBACTCS
CUMBOJIMYHBIM B TICPBYIO OYepeab IS aH-
[JI0S3BIYHOTO CITyIIATeNsl, TAK KaK OHO CO-
gyeTaeT B cebe MPOTHBOIIOIOKHBIE Ka9eCTBa
(patsy — mpocrodunsi, bear — MenBenb),
BBICTYTIAIOIIME XapaKTEPUCTUKAMU €T0 BHY-
TpEeHHEr0 Mwupa (MPOCTOAYIIEH, HAWBEH,
[JIyM) ¥ BHEIIHETO OONHKa (CUJIEH, KUBET
WHCTUHKTaMH).

MPUHLMMbI My3bIKANBHON Peanu3aumm
XYAOXECTBEHHbIX naen

HeoObIYHOCTD COCTOSIHHS TTIEPCOHAXKEH,
KaK TMPaBWJIO, CTAHOBUTCS CTUMYJIOM JUIS
IOMCKAa Pa3HOOOPa3HBIX KOMIIO3UTOPCKUX
CTpaTeruii, KOTopsle CMOIIH ObI aJeKBaT-
HO OTpPa3uTh CHEUU(PUYHOCTH BOCHPUITHUS
UMHU DPEaJIbHOCTH IMOCPEACTBOM MY3BIKH.
Baxxnoe 3HaueHue 31ech NpHOOpeTaeT us-
moOnenHas y Haiimana pabora ¢ «qyxum»
MaTepUaJIOM.

Tak, MHTOHAIMOHHYK0 OCHOBY OII€pPbI
«YenmoBek, KOTOPBIM MPUHSII CBOIO JKEHY 3a
LIAIY» BO MHOTOM OIPEIENSIOT pparMeH-
ToI ieceH lllymana®. JlekoHCTpyKIHUs OpH-
rUHajJa CTAHOBUTCS KIIOYEBBIM MPUEMOM,
HO3BOJIAIOIMM PACKPBITh IEpe] CayliaTe-
nem mup Oosiesnu npodeccopa I1. Bo Bceit
ero oueBUAHOCTH. Tak, creHa The Solids
(ITnaTtonoBs! Tena) u3 Il akTa 11eTMKOM BBI-
CTpOE€HA Ha OCHOBE HAYaJIbHBIX 9 TaKTOB
necHu «5 He cepxycw» (Ich grolle nicht).
HaiiMaH pa30ui akkopIoBYyIO IMOCIEI0Ba-

TEJIBbHOCTh COINPOBOXKJEHUSI Ha HECKOJIBKO
CEerMEHTOB, 0)OPMUB UX C HOBBIM METPOM,
PUTMOM M IPHUJIAB KaXKJOMY WHJUBUAYaJIb-
HBIA (DaKTYpHBIA BUJI U WHCTPYMEHTOBKY.
C 5TUMH peayLMpPOBAaHHBIMU 3JIEMEHTAMHU
OH pa0oTaJ B laJbHENIIeM Kak ¢ marTepHa-
MU, TTIOBTOPSISL KX U CBOOOAHO KOMOMHHPYS
Mexy coboii. B pe3ynbprare mono06HbIX Ma-
HUIYJIALUI IIyMaHOBCKUI TEPBOMCTOUYHHK
yTpaTwi, MO CJIOBAM CaMOI0 KOMIIO3UTO-
pa, «pernpe3eHTaTUBHOE KaueCTBO»?!, WIIH,
no Oonee MeTKoMy BhIpaxenwuto Ilyiina am
[llona, TpancpopManust MaTepuana npuBe-
Ja K «CTHPAHHUIO MIEHTUYHOCTH» OPUIHU-
Hana”?, JIeKOHCTPYKLUs, TaKUM 00paszom,
criocobcTBoBana 3(exTy NMpUIOMUHAHUS
Yero-To 3HaKOMOT0, YTO MOXHO UACHTU(U-
LUpPOBaTh JIMIIb 10 KAKUM-TO OTIAEIbHBIM
JIeTaJIsIM.

Jljist Toro 4yTOOBI BBIPA3UTH JApaMy IMpo-
¢deccopa Il. ”MMaHEHTHO MY3BIKaJIbHBI-
MU cpenactBamu, Haiiman npuOernyn u
K ApyruM npuémam. Tak, My3bIKaJbHBIM
aHaJIoroM OCOOEHHOCTEH BH3YaJbHOTO
BOCIIPUATHS Teposi, OUAarHOCTHUKAa KOTO-
pBIX cleloBajlia NPUHLUIYY «y3HaBaHHI»
U «HEy3HaBaHUA», B OIlEpe cTaja Iocie-
JIOBaTEIbHOCTh ~ MA)KOPHBIX  AKKOPJOB:
C—Des—F—-H-Es—A—Des—G—-H. B nipenuciio-
BUU K maptutrype Haitman ocobo momguép-
KHBaJl €€ CXeMaTU4YHOCTh. J[€HCTBUTEILHO,
LENOYKa OCHOBBIBAJIACH Ha PETYISPHOM
YepeJOBAHUM TPE3BYUMH, HAXOAAIIMXCS
Ha PAaCCTOSHUM OOJIBIION TEPUHUU U TPHUTO-
Ha. [locTrosiHHas mnpoekuus 3THX CBS3EH,

20 MatepuasioM TOCIYXIIHA TP MeCHH U3 IuKiIa « Muptbi» («3aramka», «KonbiOenpHast HecHs ropuay,
«OpeurHuky»), Tpu NecHu U3 nukia «J[1o0oBb modtay («S He cepkychy», «HameBoMm ckpumka yapyery,
«W po3ssl, 1 mununy), a Takxke «llecHs xkysHena» u3 mukia «llects ctuxorBopennii Hukonayca Jlenay u

PexBuemy.

21 Cm.: Nyman M. The Man Who Mistook His Wife for a Hat: Score. London: Chester Music Limited,

1996. P. IV.

22 Cm.: Sion P. ap. The Music of Michael Nyman: Texts, Contexts and Intertexts. Aldershot and Burlington:

Ashgate, 2007. P. 140.
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OYEBUIHO, U MpHUJaBaja Mocjae10BaTeNIbHO-
ctu TpadapeTHblid Xapaktep. EE€ mosenenue
(TOuHOE WM BapbUPOBAHHOE) ACCOLMUPO-
BaJIOCh C T€M, Kak BUJIUT MHUp Ipodeccop
[1. st Toro 4yToOBI pa3rpaHUYUTh BOCHIPU-
ATHE HCKaXEHHOE (TEepLOBO-TPUTOHOBOE!)
u peanpHOe, HaiilMaH BO BCEX OCTaJbHBIX
CIy4asiX HCIIOJIb30Bajl KBAapTO-KBHUHTOBBIE
CBSI3M AaKKOpAOB (KaK MpaBWiIo, Oa3upy-
omuecss Ha (PYHKIMOHAIBHBIX 000poTax
TOHUKU W JAOMHUHAHTHI). DTHU LEMOYKH Kak
XapaKTEPHbIE MANOMBI KJIACCUKO-POMAHTH-
YECKOTO CTUJISL CIIYXKHUJIM MPU3HAKOM «HOP-
MBI» U OJINLIETBOPSIIA MUP TAKUM, KAKUM OH
mpencTaéT B m1azax OObIUHBIX Jirofei. CBOIO
cTpareruto HaliMan 0003Hauui MOHSTHEM
defamiliarization, To €CTb OCTpaHEHHE, IPU
KOTOPOM 3HAaKOMbIH OOBEKT MpEeBpaIIacTCs
B HE3HAKOMBIA.

Takum oOpa3om, Tpareauo BU3yaJIbHOTO
BOCIIPUSATHS CIIylIaTelb HAYMHAET MOCTH-
rarb ¥ Ha ayauainbHoM ypoBHe. [l Haiima-
Ha BO3MOYKHOCTH NOJOOHOTO MOCTHUKEHUS
O3HayaJla IIar HaBCTPEUy CIIyLIaTelIbCKOU
ayJIMTOpPHUH, YCTABIIECH, IO €r0 MHEHHUIO, OT
AUTAPHOU ICTETUKU aKaJIEeMUYECKON KyIlb-
TYPBL.

K cxonnbsiM MeTonaM KOMIO3UTOp MpH-
Oernyn u B omnepe «JIr000Bb umeeT 3Haye-
Huey». KimtoueByro posib B HEW UrpaJid Yucia,
YTO HAIUIO OTpaXeHUWE U B HA3BAHHUM CO-
YUHEHUS, IBOMCTBEHHBIN CMBICI KOTOPOTO
CJIOKHO aJIEKBaTHO IEPEBECTH HA PYCCKUU
SI3BIK: CIIOBO COunts UMeeT Kak OyKBaJIbHOE
3Hau€HUE («CYUTATh»), TaK U MEPEHOCHOE
(«3HAUUTH»). OCOOEHHOCTH BOCHPHUATHUSA
II>rcu, He ywmeromero cumrars, Haliman
BOIUIOTHJI OMSTh K€ MOCPEJICTBOM JEKOH-
CTPYKLMHU 3aMMCTBOBAaHHOIO Marepuaia. Ha
3TOT pa3 OH 0OPATUIICS K YETHIPEXTOIOCHBIM
xopanam baxa u3 penaknuu Anbbepra Pu-
MeHiHaiaepa. Xopai Ne 5 An Wasser fliissen
Babylon coctaBui 0CHOBY BOCBMOM CLICHBI,
a xopan Ein feste Burg ist unser Gott B 1ByX
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BapuaHTax rapmonuzanuu (Ne 20 u Ne 250)
OINpEENINI MY3bIKAJIBHOE COJIEpPKAHUE Jie-
cator cueHsl. [Ipu 3ToM B KaxaoM ciaydae
Haiiman wncnonb3oBail pa3Hble PENETUTHB-
Hble IpUEMBI. B BoCbMOIi crieHe OH pa30oui
MEPBOMCTOYHUK Ha JBYXTAaKTOBbIE (Ppa3sl,
pacnpenenuB ux Mexay (oprernuaHo, Tpe-
Ms CTPYHHBIMH KBapTe€TaMU U KBapTETOM
JyXOBBIX MHCTPYMEHTOB. OAHAKO TO, YTO
B An Wasser fliissen Babylon 3By4ano mo-
CIIeZIOBAaTENbHO, Temeph Kak Obl CIIpecco-
BBIBAJIOCh, IMOTOMY 4YTO (ppa3zbl BCTyNaau
OJTHOBPEMEHHO Yy BcCeX OOO3HAYEHHBIX HH-
CTPYMEHTAJIbHBIX IpyIil. B gecsaToil cuene
HaliMaH npuMeHnI MUHUMAJINCTCKUI IPUEM
aaauuuu: 6axoBCKHUE XOpasibl ObUIH Pa3bsIThI
UM Ha OTJENbHbIE aKKOpAbI U MyTEM CKia-
neBanms (1, 1-2, 1-2-3 1 T. 1.) MOCTENEeHHO
BBICTPaUBAJINCh B LIEIOCTHOCTh. Pa3Hbie Me-
TOJIbI PETPE3CHTAIINN «UY>KOT0» Marepuana
BBISBISUIM 0COOEHHOCTH BocnpusaTus I[Iat-
CH M TOIBITKA YYWUTEIbHULIBI MATEMaTUKH
ABpus1 00y4HTh €ro cuéry: parMeHThl Oa-
XOBCKOTO XOpaja, IpeACTaBICHHbIE B BEPTH-
KaJIbHOM Cp€3€, OJIMLETBOPSIIA OTCYTCTBHE
CHHTarMaTU4eCcKuX CBSI3€ B CO3HAHUU Te-
posi, TOTNIa KaK aJJIMTUBHBIA MPUHIUI CUM-
BOJIM3UPOBAJI MOMBITKY UX (POPMHUPOBAHUSI.
Tak xe, kak B omnepe «YenoBek, KOTOPBII
NPUHSJ CBOKO KEHY 3a LUIAIY», Jpamaryp-
THs 3/1eCh OCHOBBIBAJIACH Ha MPOLIECCe UHTE-
puopu3ainuu (100 MOCPEACTBOM MY3bIKH BCE
BHEIIIHUE JEHCTBUS MPEOOPa30BIBAIKCH BO
BHYTpPEHHUE), Onaroaapsi 4eMy J0CTUTalach
CIIyLIATeNIbCKasi AMIATHUS: 3PUTEIb CIOBHO
Obl IPOHUKAJI B MEHTAJILHOE MPOCTPAHCTBO
NPOTAaroHUCTa U HauMHaJ BUAETH OKpYXkKato-
LU MU €T0 IT1a3aMHu.

Bribop 3amMcTBOBaHHOTO Marepua-
Ja B o0Oeux omnepax He ObUT CIIy4yailHBIM.
B «Yenoeke, KOTOpPBIN MPUHSI CBOIO KEHY
3a MUBSIMY» [IYMaHOBCKHI MaTepuan ObLI
«TI0/ICKa3aH» JMUTEpaTypHbIM INEPBOUCTOY-
HukoM. IIpaBaa, B pacckaze Onuepa Cakca
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orceiika k [llymany naBanach Junib Kak He-
3HAYMTEIbHAs pEMapKa: «...s 3HaJ, 4TO OH
mrobut lymana»®. Haiiman npuan My3bl-
K€ KOMIIO3UTOpA HCKIIOUUTEIBHYIO POJib,
HajiemuB €€ CHOCOOHOCTBhIO BBICTYNATh
«3aMEHOW YTPAU€HHOIO 3PUTEJIBHOTO IO-
3HaHus»>*. OOpamienue k baxy B «JI1000Bb
UMEeT 3HayeHHe» ObUIO0 3aKOHOMEPHBIM,
MOCKOJIbKY C UMEHEM KOMIIO3UTOpa U €ro
MY3BIKOM CBS3BIBAJIACh YUCJIOBAasi CUMBOJIH-
Ka, OCHOBaHHAs HA MPUHIUIAX HHPPOBOTO
KOpHs ¥ TeMaTpun. OTMETHM, 4TO U TUOpET-
TO OTEpPHI, U €€ CTPYKTypa ObUIH HACHIIIIEHBI
pasHooOpa3Hol HyMmeposorueit. Tak, nBa
akta Hailiman pa30mi COOTBETCTBEHHO Ha 7%
u 14 cueH. DTy yucaa OTChUIANN B MEPBYIO
ouepenb k baxy, nockonbky 14 cooTBeTCTBO-
BaJl0O YHUCIOBOMY CHUMBOIIy €ro (ammiumy,
a cemMEépka BBICTyIalia JJisi HETO CaKpalib-
HbIM OubnedickuMm yuciaoM. YwucioBbie
MPUHIMIIBI  UCIIOJIB30BAIMCH,  Halimanom
U B MPEJCTABICHUH MY3BIKAJbHOTO MaTe-
puana. Hanpumep, B mectoil cuieHe, koraa
Apui yuuna [I3tcu cuurarh gecarku, re-
poii nepeuncnsin uudpsl (10, 20, 40) napac-
neB. IIpu 3TOM KOIMYECTBO HOT B paclieBe
COOTBETCTBOBAJIO  HA3bIBAEMOMY  YHCIY.
Omnbka BkpaabiBanach B yucio 20, Ha KO-
Topoe mpuxoauiaock 29 Hot. OgHako nud-
POBBIM KOpHEM OOOWX BBICTyIajia JIBOMKa
(2+0=2; 2+9=11 — 1+1=2).

IlenrkoM Ha 3aMMCTBOBAaHHOM MaTepHa-
Jie, KaK Y€ YIIOMUHAJIOCh, BHICTPANBAJIACh
onepa «lIucbma, 3aranku u ucku». B gacr-
Hoctu, Haiiman ucnonw3oBan 3nech (par-
MEHTBl U3 CTPYHHBIX KBapTeToB Momapra
K. 428, K. 465, u3 onep «on Xyan» u

«Bommebnas duetitay. «llepenenka» mo-
[IAPTOBCKUX TEM OCYIIECTBISIACh C 4pe3-
BBIYAHON HM300peTaTeIbHOCThIO: CHavajia
cleloBaNia Tpernapamus UCXOJHOTO Mare-

puana — BBIWICHSJIUCh rojioca (akTyphl,
OTAENbHbIE TaPMOHMYECKHE OOOPOTHI, MO-
TUBBI, — a 3aT€M OCYILECTBIISJIACH €I0 Jie-

KOHCTPYKIUSI — YCKOPSJICS WU, HA000POT,
3aMeJUIUICS TEMII, JIEMEHTBI COKPAILAJIUCH,
HOBTOPSUTMCh, TI0-HOBOMY KOMOWHHUpOBa-
JUCh, TPaHCHOPMHUPOBAIUCH KAHPOBBIE
4epThl, U3MEHSUIaCh (PAKTypa U UHCTPYMEH-
TOBKa, TaK 4YTO OPUTHHAJ MpuoOperan co-
BEPLIEHHO MHOE 3By4aHHUE U CMBICIL.

Ha camom nene B cBoen onepe Haniman
UrpaJl CO CiylLlaTeseM, IIpeajiaras pasra-
JIaThb TO, YTO 3aUMCTBYETCS M C KaKOHM Iie-
JbI0 IIPUCBAMBACTCS. AHAIU3 KOMIIO3HIIH-
OHHOM TEXHUKH IIO3BOJISIET CHIEJIaTh BBIBOJ,
YTO BMEUIATEIbCTBO B TEKCT MomapTa Obu10
IIPU3BAaHO, IO BEepHOMY 3amedaHuro Kap-
10 Yenuapennu, cONMU3UTh pa3Hble CTHIIU-
CTUYECKHE KOJbl U IPEICTABUTH (OIATH Ke
MPOHUYHO) BEJIMKOTO BEHCKOT'O KOMIIO3HUTO-
pa Kak MNpeAlIeCTBEHHHKa MHHHMAJIM3MA.
«bmaromapss 3TMM CTWJIMCTHYECKHM KOH-
BEPreHIUSAM, — 3aMEYaceT HCCIIE0BATElb,
— Haiiman npesuiaraer uaealbHOE poA-
CTBO MeXIy MoLapToM U MUHUMAJIU3MOM,
POZCTBO, OCHOBAaHHOE HAa COBOKYIHOCTH
ACTETUYECKUX NPU3HAKOB, TAKUX KaK “‘Ipo-
cTora”, “né€rkocTh” U “yHMBEPCAIBHOCTH .
OTH Mapkepbl, HESBHO ONMPAKOLIMECS Ha
3HAKOMBIE€ YEPThl MY3BIKOBEIUECKHUX M IIO-
NyJISpHBIX 00pa3oB Momapra, HCIOIB3Y-
rorcst Haltmanom nis mpeBpamienus Mo-
Hapra B HUACAIBHOIO CTOPOHHUKA CBOEH

2 Cm.: Cakc O. «HemoBek, KOTOPBIH IPUHSI JKEHY 3a IIIISITY> U IPyTHe HCTOPUHU U3 BpauyeOHOM IIPaKTHKH:
poman / tiep. ¢ anr. I. Xacuna u FO. YUncnenko. CI16.: Science Press, 2005. C. 32.

24 Cm.: Nyman M. Op. cit.

2 B mepBOM akTe TPEThs CIICHA pa3jeiieHa Ha J[BE CaMOCTOSTEIBHBIX YacTH — 3 W 3a, MO3TOMY
(dhopmansHOE 0003HaUCHUE CIeH (6) HE COOTBETCTBYET X pealbHOMY KonumdecTBy (7).
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AHTUMOJICPHUCTCKON TPOTPaMMBL. .. »%, —

IpOrpaMMBbl, KOTOpasi CTPEMUTCS HUBEIIH-
pOBaTh MPONACTh MEXIY aKaJIeMHUYECKUM
HCKYCCTBOM U MacCOBOM KyJIbTypOit?’.

OtMeTuM, B CBOKO OYEPENb, UTO IEUCTBUS
KOMITIO3UTOpPA COOTBETCTBYIOT J1yXy MoIap-
TOBCKHX 3araJiok, 100 OTBETHI Iperoara-
IOT CMBICJIOBYIO JBOMCTBEHHOCTbH SIBJIICHHI,
OaJlaHCHPYIOIINUX MEX]Ty TPAKTUKOH TUIaru-
ara U TBOPYECKUM IEPEOCMBICICHUEM «UY-
&KOT0», OOYCIIOBICHHBIM >KEJTaHUEM BCTY-
MUTH B auaior ¢ npouuibiM. [TokazarensHo,
YTO UMEHHO B XX CTOJIETUM IOHATHUE IJIa-
ruara BooOlIne yrpauyuBaeT cBoil cMbici. [1o
MHeHHIo Anzapes [lenucosa, oOcyxaaBiie-
ro B OJHOM M3 CTAarel KpUTEpUH IUIaruara
B MY3bIKaJJbHOM HCKYCCTBE, 3TO CBS3aHO,
C OJIHOM CTOPOHBI, C 3CTETUYECKUMU YCTa-
HOBKaMHU TMOCTMOJICPHUCTCKON KYJBTYpHI,
OpUEHTUPOBAHHON Ha MCIOJIb30BaHUE TO-
TOBBIX (pOpPM, a C JPyroil CTOPOHBI, C MPO-
07eMOll y3HaBa€MOCTH aBTOPCKOTO CTHIIS
y TeX KOMIIO3UTOPOB, KOTOpbIE BO3BOJISAT
«...HENPEOI0IUMbIE Oapbephbl MEXK]Ty CBOUM
MIPOU3BEJICHUEM U CIIYLIATEIHLCKUM BOCIPH-
stuem» |35, c. 45].

3auMCTBOBAHHUE SIBJIAETCS OJHHM U3
KIIFOYEBBIX TPUHIIUIIOB TBOPYECKOU pado-
Tl HaliMaHa, OTKPOBEHHO 3asBISIOLIETO:
«51 He ckpwiBaro, yTo Kpamy»?*. Ho «uy-
&KOE», M0 €ro COOCTBEHHOMY NpPU3HAHMIO,
JUIIb 1aeT UMITYJIBC €r0 BOOOPAKEHUIO, KO-

TOpOE€ HAuMHAET aKTUBHO IepepadaThiBaTh
OpUTMHAJI, BOBJIEKAsICh NIOJYAC B CIOXKHYIO
MHTEIUIEKTyalIbHYIO0 urpy. B «Ilucemax, 3a-
rajkax v vuckax» HaiimaH mo3BoisieT omry-
TUTh TOHKYIO TpaHb MEXIYy IUIaruatoM H
TBOPYECKMM  II€PEOCMBICIEHUEM,  KOIJa
B pe3yJibTare «1epedpazupoBaHUs» MoLap-
TOBCKON MY3BIKM €T0 MaJIUMIICECT BCKPHI-
BaeT HEOXKMJIAaHHOE 3aMMCTBOBAaHUE CO CTO-
ponsl Barnepa. Tak, B ecHe, OCHOBaHHOU
Ha TekcTe nmuchma Momapta ot 15 mexabps
1781 rona, B KOTOpOM TOT YBEOMIJISIET OTLIA
0 CBOEM pelleHuun x’eHuThcsl Ha KoHcTaH-
11e, COBEpIICHHO 0€30IMO0YHO yTajblBa-
IOTCSI MHTOHAIIMU JIEUTMOTHBA TOMJICHUS
u3 «Tpucrana u U3onpae»®’. «Iluckma, 3a-
raJIki 1 UCKW» MPEICTABISIIOT, TAKUM 00pa-
30M, CBOEOOpa3HbI BUPTYAJIbHBIN JIHUAJIOT
Haitmana ¢ Tpaguuueil, mOMOramnmmn emy
B OIpeIeJIEHHON Mepe YTBEPIUTh CBOIO COO-
CTBEHHYIO 3CTETUYECKYIO ITO3ULHIO.

He Tonbko «uyxoi» Marepuan mHo3BO-
nsan HaliMaHy BBISBISATH CMBICIOBOE IIPO-
CTPaHCTBO. DTOMY MOIJIa CIOCOOCTBOBAaTh
u apropedepeHTHOCTh. OCOOEHHO TOKa3a-
TEJIbHA B 3TOM OTHOUIEHUU YEThIPEXAKTHAS
ornepa «Bcrpeua c loiiein». E€ reneanorus
BOCXOJIMJIa K HECKOJIBKUM MY3bIKAJIbHBIM
UCTOYHUKAM: K BuaeopunbMy The Kiss
(«ITouemyit», 1985), cozmaHHOMY KOMIIO-
3UTOPOM B COTPYAHHMYECTBE C XYyIOKHH-
koM-urypatuBuctom I[lomom Puuapacom,

% Cwm.: Cenciarelli C. The Case Against Nyman Revisited: “Affirmative” and “Critical” Evidence in
Michael Nyman’s Appropriation of Mozart // Radical in Musicology. 2006. Vol. 1. URL: http://www.radical-
musicology.org.uk/2006/Cenciarelli.htm (accessed: 10.09.2023).

27 Tloka3aTenbHO, 4TO Ha posib Molapra B TeJIeBH3HOHHOM omepe «IIuchbMa, 3arajiku U UCKW» ObLia
MpUITIalIeHa 3cTpagHas HeMenkas nesuua Yte Jlemnep, u3BectHasi CBOMMH paboTamu B Mio3ukiax «Kabape»
¥ «Yukaro» (mocranosku B Jlonoue, Iapmke, Heio-Hopke).

2 Maiikn Haiiman: «51 He ckpbiBato, uto kpanay» / beceny Benér dmurpuit YxoB // ICKyccTBO KHHO.

1998. Ne 11. C. 62-65.

? Haiiman ucrions3yer 371ech pparment u3 I wactu mortaproBckoro Ksaprera K. 428 (1. 15-17, 19-21).
Ha cBs13b 3TOT0 OTpBIBKA C BATHEPOBCKUM JIEHTMOTHBOM yKa3bIBal B cBOE Bpems [. UnuepuH. Cm.: Unuepun I
Mouaprt. UccnenoBarensckuii 3troa. JI.: Mysbika, 1970. C. 195.
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K OJHOaKkTHO# omepe Vital Statistics®
(«Jlemorpaduueckas craTucTukay, 1987),
K cayHITpeKy u3 ¢uinbma JHApro Hukkona
Gattaca («I'arraka», 1997). B ynomsny-
TBIX COYMHEHUSIX 3aTParuBajIuCh TE K€ Mpo-
O6nmembl, 4TO U B Oonee mo3mHel «BcTpeue
¢ louei». Tak, Buaeoxknun «llomemyin»
IpeAHa3zHavyaics Juist onepHoro nesua Oma-
pa DO0paxuma U (paHIy3CKOH SCTPaTHON
neBubl AHHBI [Turans. Teker ux mysra oc-
HOBBIBAJICS HA BbIAECPKKAaX U3 KHUTM Malik-
sma bakcannmamia «OKuBomuces u oneiT Mta-
aun XV Beka: MCCIEN0BAHUE COLMAIBHOU
UCTOPHH M300Pa3UTEIHHOIO CTHII !, B KO-
TOPOW HA OCHOBE LIUTAT U3BECTHBIX XYH0XK-
HUKOB TIPOCJICKUBAIACH MBICTH 00 OTpaxe-
HUU B YepTax Jula YeJIOBEKa €ro Xapakrepa
u nopokoB. Benymieit remoit «Jlemorpagu-
YECKOM CTaTUCTUKMW BBICTYTIAJIA Ta K€ UJes
COOTHECEHUSI MHTEJUIEKTa U TEeMIIEpaMEH-
Ta 4YEJIOBEKA C €ro BHEIIHUMH JaHHBIMHU.
B HayuHo-(anTactuueckoil kaprtune «lar-
Taka»*? MOAHUMAJIUCh BOMPOCHI OyAyIIero
T€HHOW MHXEHEPUH, BIUSHUS T€HETUKU HA
Cynb0y YeI0BeKa MOCPEICTBOM UCKYCCTBEH-
HOM Koppekuuu cTpykrypsl JJHK.

Pemienne Haitmana wucrnons3oBars BO
«Bcrpeue ¢ Toiein» My3bIKaJIbHBIA MaTepH-
aJ1 yIOMSIHYThIX COYMHEHUN MOYKHO CUNUTATh
B OINPEJEIEHHOM CMBICJIE KOHIIENTYaJIbHBIM:
OJTHO U3 IIEHTPAJIBHBIX MECT B OIEpE, CPeIn
IIPOYEro, 3aHNMaJa TEMA KIIOHUPOBAHU, I10-
3TOMY 3aKOHOMEPHO, YTO €€ MY3bIKAJIbHBIM
PEINpPE3eHTAaHTOM BBICTYIIUJIA BTOPUYHOCTD

Marepuana. VHTepecHas HWHTepIpeTalus
CTpaTeruii pa3BUTHS aBTOPE(EPEHTHOCTH
OblIa mpeioxkeHa wuccienoBarenem [lyii-
som ar [1loHom, cBsI3aBIIUM €€ ¢ KITIOYEBBI-
Mmu uaesmu «Berpeun c oitein». Tak, ecnu B
I akTe 3auMcTBOBaHHBIC TeMbI (DYHKIIMOHH-
PYIOT, IO MHEHHIO MY3bIKOBE/IA, KaK «...IO0-
SCHUTEIbHBIA ‘“KeCT”’, MPUAAIOIINAN TPOU3-
BEJICHUIO... TCHEAIOTHYECKYI0 TIIyOHHY»™,
To BO Il oHM moaBepratorcs ¢pparMeHTalnn
¥ TIpeoOpa30BaHMIO, BBICTYIIAS] «MY3bIKAIb-
HbIM JKBHUBAJICHTOM T€HHON WHXEHEPUN,
a B III u Gompmreit wactu IV akToB mcue3sa-
10T BOBce. BropykeHune aBTropeepeHTHOCTH
B KOHTEKCTE OTEePbI TPAKTYETCs KaK HapyIlie-
Hue e€ 0a30BOro (OpUrMHAIBLHOTO) MaTepu-
ana, o0JiaJarIIero COOCTBEHHOM JIOTUKOU
pa3BUTHUA, M, TaKUM 0Opa3oM, paBHO3HAY-
HO U3MEHeHHur nocienoarenbHoctn JJHK
MOCPEJICTBOM JEJIEIUH, UHBEPCUH, TYILIU-
KalluM Wi TpaHciokauuu. OTCyTCTBUE 3a-
MMCTBOBAaHHBIX TEM B JaIbHEUIIIEM TCUCHUH
COUYMHEHHS (PAKTUUECKH CHUTHAIM3UPYET
O TMPOHU3OIICANIEM HU3MEHEHHUU MY3bIKaJIb-
HOTO «reHoMay. lllon mpoHuIaTenbHO 3ame-
yaert, yto Il u IV akTel B cogepxarenbHOM
IJIaHe OTIWYAIOTCS HauOoJbInel Oecye-
JIOBEYHOCTHIO U PaAlMOHATBLHON IUHUYHO-
cThi0. BosBpamienne aBTopedepeHTHOro
Marepuajia B CaMOM KOHIIE OINEphl paBHO-
CUJIBHO «OTpEe3BJIeHHUIO» Hayku. «Kak MOx-
HO BEpUTH B TO, YTO MbI CLIOCOOHBI U3BJICUb
IeH TaJlaHTa?», — yAUBIACTCA YUEHBIU-Te-
HETHK B clieHe 2834, 1 ero ciioBa (haKTHUECKH

3% Omnepa 6buta uconHena B 1987 roxy B HekomMepueckoMm Tearpe Donmar Warehouse, HO mosy4nia
HeraTuBHbIE O0T3bIBblL. Briocnencresun HaiimMaH UCKITIOUMI €€ U3 CIMCKAa CBOUX COUMHEHUM.

31 Cm.: Baxandall M. Painting and Experience in Fifteenth Century Italy: A Primer in the Social History
of Pictorial Style. Oxford: Oxford University Press, 1972. 165 p.

32

«["aTTakold» WMEHOBalaCh a’pOKOCMHYECKas KOPIOpalus, B KOTOpOW padoTall TNIaBHBIA repoi

¢unbma Buncent @pumen. E€ HazBaHre KOMOMHHPOBAIOCH U3 OYKB JIATHHCKOTO aj(aBuTa, 0003HaYaBIINX
BxoauBiue B coctaB JJHK mykneorunsr: ryanus (G), anenus (A), Tumud (T) u nurosun (C).

33 Sion P. ap. Ibid. P. 209.

3 Nyman M. Facing Goya: Score. London: Chester Music Limited, 2002. P. XXIX.
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MIEPEKIINKAIOTCS C INIABHOM MBICIBIO «l aTTa-
K»: «Y 4el0BEYECKOrO JyXa HET FeHay.

Ecnu paccmarpuBarh TeMarusMm ONep
Haitmana B 1meiom, TO MOXHO OTMETHTb,
YTO OH (BHE 3aBUCUMOCTHU OT TOT'0, Ha KaKOM
Marepuas OIMpaeTcsi KOMIIO3UTOpP — Ha 3a-
MMCTBOBaHHBIM WJIM OPUTMHAIIBHBIN) 00na-
JaeT HEKOH OOLIHOCTHIO, OOYCIIOBIEHHOM
JHEPIMYHOM PUTMUYECKON IIyJIbCaLUEH,
AKIEHTUPYIOIIEH MPOCTEUIINE TapMOHU-
yeckue o0oporsl. HecMoTpst Ha 3TO, TEMBI
HEPEAKO HAIEIAIOTCS SIPKUMH peIlpe3eH-
TaTUBHBIMU KauecTBaMH, Omaromapsi 4emy
JIETKO YCTAHABJIMBAETCS MX CBS3b C TEM
WY UHBIM niepcoHakeM. Harmpumep, B ome-
pe «MyXurMHa U MaJIBYMK: J1ajia» OOJbIast
yacTe auasioroB Kypra m Malikia BeICTpa-
MBACTCs HA TEME JCTCKOM CUMTAIKU. EE
OCHOBY COCTAaBJISIIOT B3aUMHO CHMMETPHUY-
HBIE JUCCOHAHTHBIE AaKKOPABIL, JIBHKYLIUECS
B putme JJ ] ) ) wm JDJD Haiiman,
0 CYyTH, IpUOEraeT 371ech K NpUEMY KaHpo-
BOro 000OIIEHMs], KOTOPbII MO3BOJIIET eMyY
BBISIBUTH OOITHOCTH MEXAY MHUPOBO33PEHU-
eM peOEHKa U MH()AHTUIBLHBIM B3IJIJIOM Ha
MUp XyAOXHMKa-nazaucra. Ilo mepe pas-
BEPTHIBAHUS ONEPbl TEMa JIETCKOM cuMTall-
KM MOSIBISIETCS] BCE pexe (A1 CpaBHEHMS:
B | akTe OHa 3By4MT B IIECTH CICHAX W3
neBsTd, a Bo I — B 4eThIpEéX U3 aecsaTu).
YMeHbIIEHUE €€ 3HAaYMMOCTH CTaHOBUTCS
MoKasareseM B3pOocieHuss Mankina u npu-
3HAKOM II€PEMEH, MPOU30LIEAIINX B MUPO-
Bocrpusituu Kypra®.

SIpKUM KOHTpPAacToM K TEME CUMTAJIKU
BBICTyHaeT «OpUTaHCKas» MOMN-TeMa, OTChI-

natouias Kk cunny Waterloo Road Gpurtan-
ckoit pok-rpynnsl JASON CREST. Haiiman
3aMMCTBYET TapMOHUYECKYIO IOCIEeA0Ba-
TEJIBHOCTh M3 JTOM MECHH, COCAUHSA €€
C HOBOHM MeJlolMeH, 4To, BIIPOYEM, HE Me-
IaeT ono3Harb opuruHai. JIErkocts U He-
MPUHYKJIEHHOCTh MIECHU, 00Jiee U3BECTHOU
BO (paniry3ckoit Bepcuu J[[xo JlacceHa
(Les Champs-Elysées), XapakTepu3yeT qyB-
CTBa, BO3HUKINIHNE Mexay Kyprom u mare-
PBIO MaJIbYUKA.

B nenoMm My3bIKajbHBIM Marepuas OIe-
ppl «MyXunHa W MaJbuUK: JaJa» OTJIu-
YyaeTcsi HeMaJlod CTHJIMCTUYECKOM pa3Ho-
pOIHOCThIO. B counMHeHun neperuierarorcs
AJIEMEHTHI MOM-KYJIBTYPbI, Xa3a, IETCKOro
dosbpKIIOpa, aBaHTapIHO-IKCIPECCUOHUCT-
ckux omnbIToB (Sneeze Poem w Doodlebug
Song). Bce oHU CIUIaBIIAIOTCS B paMKaxX MHU-
HUMAJIUCTCKOM TexHUKHU. Meton Haiimana
IIPH 3TOM BBI3bIBAET ACCOLMAIINU C IPUEMOM
KOJUTa)Ka B HW300pa3UTEIIbHOM HCKYCCTBE,
MOJIPa3yMEBAIOIIUM CKJICHMBAHUE OTIMYHBIX
10 1BETY U (aKkType MarepuanoB. XOTs KO-
JAKHOE COEIMHEHHE CTHIMCTHYECKU KOH-
TPACTHBIX TE€M XapaKTEPHO U I JAPYTUX
MY3bIKaJIbHO-TEATPATBHBIX OIMYCOB KOMIIO-
3UTOpa, BCE xe B onepe «MyKurnHa U Mallb-
YUK: J1a7a» OHO CIYXKUT JOTOJHHUTEIbHBIM
HITPUXOM K MOPTPETY XyAOKHHUKA-/1aaucTa
[lIBuTTEpCa, COCTABISIBIIETO CBOU 3HaMeE-
HUTBIE «MEPI-KAPTHUHBD» W3 PA3TUIHOTO
xjama — (pparMeHToB ra3et u Gororpaduii,
OUJIeTOB, MPOBOJIOKHU U T. 1.

Takum 00pa3oM, XyJI0XKECTBEHHbIC
UJIed U CMbICIBl cBouxX omnep Haliman

3% Dnurpadom k maprurype Haiiman u3bpan cruxorBopenue K. IlIBurrepca, HanucanHoe B 1947 romy,
He3agonro 1o cMepth: «Onuaxael / Tel BeipacTaems / Ho nmpogomkaens urpats / B cBon cTapble HTpyIIKu
/ Tebe HpaBsaTcs anrens! / Kak u npexae / U To1 mymaemnsb, ato onn — neBouku / Kpacussie neBouxu / Te
JyMaellb, 9T0 OHU ToX0oku Ha Te0s / Korma 161 6611 Moton / Ho TwI cTap, / YMupaems u xomoneentby. LuT.
mo: Nyman M. Man and Boy: Dada: Vocal score. London: Chester Music Limited, 2005. P. II. (IlyakTyarnus

B MIEPEBOJIE COOTBETCTBYET OPUTHHAITY. )
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CTPEMUTCS IKCILIUIIUPOBATH MPEXKIC BCE-
TO TIOCPEICTBOM OCOOBIX TPUEMOB PAOOTEHI
C MY3bIKaJbHBIM MaTepHUAIOM (3a4acTyIo
3aMMCTBOBaHHBIM). CHOKETBI €ro CoOYH-
HEHUW HEOpJIWHAPHBI U CJIOBHO OBl CTH-
MYJUPYIOT KOMITO3UTOPCKYIO (haHTa3uIo
K MOUCKY METOJIOB, CIIOCOOHBIX PACKPBIThH
CYITHOCTh 3THX HJEH B YHUCTO 3BYKO-
Boii (opme. B momamisitomemM OOIBITUH-
CTBE CIly4aeB HWMEHHO TpaHchopManms
3aMMCTBOBAaHHOTO Marepuaia aaéT BO3-
MOXXHOCTh OpHTaHCKOMY MacTepy cdop-
MHPOBAaTh  CMBICJIOBOE  MIPOCTPAHCTBO
B MOCTWXXUMOW U NOCTynHOU popme. My-
3BIKAJIBHBIN SI3BIK KOMITO3UTOPA JIaTuJapeH
1 TIPOCT, aNeJUTUPYET K XOPOIIO 3HAKOMBIM
UIMOMaM M HE Yy)KJIaeTCS 3KJICKTHUYHOTO
CUHTE3a KJIIACCUKO-POMAHTHYECKUX IINTAM-
OB | 3JIEMEHTOB IOI-KYJIbTYPHhI, OJ1aroa-
ps deMy CiymiaTtellb CIOCOOCH OTO03HAaTh
BCEC CTHJIMCTUYECKUE KOJBI M Yepe3 HUX

BOCIPHUHSATh HJCHU, 3aJI0KEHHBIE B COYHU-
HeHuu. HalimaH mnblTaercss HaWTH MY3bI-
KaJIbHbIE DKBUBAJICHTHI s, Ka3aJoCh OBbI,
CaMbIX CJIOKHBIX (DEHOMEHOB: BHEMY3bI-
KaJIbHBIX CIIOCOOOB BOCIPHUSITUSI — BHU3Y-
aJbHBIX (3pUTENbHAs arHo3us npodeccopa
I1., mepu-uckyccrBo llIBurTepca) u snoru-
KO-MaTreMaTuyeckux (MpoOseMbl pacmos-
HaBaHus yuceny [Iatcu), — ocobeHHocTe
MupoBo33penus (nHpanTunusm IBuTTep-
ca), HayYHBIX OTKPBITUM (KJIIOHUPOBAHUE U
reHHas nHxeHepus Bo «Bctpeue c oiieit»)
U 1ipo4. Ml IMEHHO 3TO MO3BOJISET CUUTATh,
YTO METATEMOM €ro ONnepHOro TBOPYECTBA,
KaK Y€ OTMEUYaJIOCh, OKa3bIBAC€TCA MY-
3bIKa, €€ MPOILIOE U HACTOAIIEe, CI0Co0-
HOCTb BECTH AHMAJIOT CO CIylIaTeseM, pac-
KpbIBas Iepe]l HUM KaK OKPYXaroluui MUp,
TaK U BHYTPEHHUI MUP JIPyroro yejioBeKa
B €r0 CJII0)KHOCTH U MHOT000pa3uu, rapMmo-
HUH ¥ IPOTUBOPEUHUH.
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“The Specter of Drama in the Specter of Another Drama”:
The Anamorphosis of the Singspiel and the Palimpsest Effect
in Aspern by Salvatore Sciarrino®

Anna G. Chupova

Petrozavodsk State A. K. Glazunov Conservatory, Petrozavodsk, Russia,
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Abstract. The article explores the early opera by Salvatore Sciarrino, based on Henry James’s
novelette The Aspern Papers. Sciarrino’s Aspern has aroused considerable interest both in the aspect
of the transposition of James’s prose into the musical sphere, and in terms of the formation of the
poetics of musical theater and the principles of the composer’s dramatic thinking. The experimental
character of the singspiel (in the author’s definition) was stipulated by the idea of representation as
an act of composition. Rejecting the traditional format, Sciarrino and his co-author of the libretto
Giorgio Marini created an intertextual connection between the novelette and the opera, having
turned the reading of the text into an element of dramaturgy, along with other components — the
singing, the music and the stage decorations. The protagonists of the story (the Narrator, Giuliana,
Titta) dissolved in the recitations of various actors. The arias based on the texts of Lorenzo da
Ponte from Le Nozze de Figaro, performed by one single singing protagonist, the Female Singer,
offstage, created an ironic estrangement on the scenic (between the dramatic performance in spoken
dialogues and the music) and the stylistic levels (between da Ponte’s text and Sciarrino’s music).
The special optics of artistic imagination established this way, making it possible to view the one
through the other, helped the “ghost” of Mozart, the musical equivalent of the “divine Aspern,”
appear. Mozart’s “disturbing presence” also explains the unexpected genre-related definition given
by the composer to his work. The singspiel becomes an object of anamorphosis, in which elements
of the genre projected from the past acquire a strange oneiric form in the present.

Reflecting on Sciarrino’s invitation to search for “music in the music and drama in the drama”
in Aspern, the author of the article reveals the connections between the Italian maestro’s opera and

* 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.
© Anna G. Chupova, 2023
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Piotr Tchaikovsky’s The Queen of Spades, set up by the palimpsest effect hidden in James’ original
text. An important connecting link between the two operas is the figure of Mozart as the ideal of “the
Composer”, who had managed to absorb and transform the traditions of different eras and national
schools of composition. In this light, Sciarrino’s Aspern becomes a musical metaphor of the search
for and the finding of oneself in the “traces” of others.

Keywords: Salvatore Sciarrino, Henry James, Mozart’s Le Nozze de Figaro, singspiel, palimpsest,
anamorphosis

For citation: Chupova A. G. “The Specter of Drama in the Specter of Another Drama”:
The Anamorphosis of the Singspiel and the Palimpsest Effect in Aspern by Salvatore Sciarrino.
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B MysbikanbHbid Teatp I NGNS

Hayunas cratbs

«Mpuspak gpamsl B Npuspake Apyrom ApaMbi»:
aHaMop$ o3 3uHrwNUng u a¢pPeKkT nanumncecra
B «AcnepHe» CanbBatope LappuHo™*

AnHa I'ypseBna Uynosa

Ilemposzasoockas 2ocyoapcmeennas koncepgamopus umenu A. K. Iasynosa,
2. [lempozasoock, Poccus,
schuvalova.anna2011(@yandex.ru, https://orcid.org/0000-0002-7891-2320

Annomayun. B cratbe paccMarpuBaetrcs panHss omnepa CanbBarope [llappuHo, ocHOBaHHas
Ha noBectu leHpu JDxkeiimca «Ilucema AcnepHa». JlaHHO€ COYMHEHUE BBI3BIBAET MHTEPEC KaK
B aCIeKTe TPAHCIO3UINH HKEHMMCOBCKOM MPO3bl B MY3bIKAJIbHYIO 00JacTh, TaK U C TOYKH 3PEHUS
CTAHOBIIEHUS] TOATUKH MY3bIKAJIbHOTO TeaTpa W MPUHIMIIOB ApamMaTypruiyeckoro MBIIUICHUS
KOMIIO3UTOpA. DKCIEPUMEHTAIBHBIA XapakTep 3UHTIINWISL (B aBTOPCKOM OIpeleNeHrH) Obul
00yCIIOBIIEH UJieel peICTaBIeHUs Kak akTa counHeHHs. OTKa3aBIIMCh OT TPAJUIIMOHHOTO (hopmara,
CanpBarope Illappuno u ero coaBtop nuoperTo JHKopmkno MapuHH co30aId HHTEPTEKCTYTbHYIO
CBSI3b MEXKJly HOBEJJIOW M OIEpoil, MpeBpaTHB YTEHHE TEKCTa B 3JIE€MEHT ApamaTypruu, Hapsay
C APYTUMH KOMIIOHEHTaMH — IE€HHEM, MY3bIKOM M CIIEHHYEeCKHMHU JIeKopaluusmMu. [epon moBecTu
(Pacckazuuk, [[xynmuana, Tutra) pacTBOPWINCH B ACKJIaMaIlMsAX Pa3HBIX aKTEPOB. ApHH Ha TEKCTHI
Jlopenmio ma [Tonte n3 «CBanb0bl durapoy, UCIIONMHIEMbIE STUHCTBEHHBIM TMOIOIIMM ITEPCOHAXKEM,
[leBurieii, BHE CLIEHBI, CO3AT UPOHUYECKOE OTUYX/IEHUE Ha CIICHUYECKOM (MEXIY ApaMaTHueCKUM
TMIPE/ICTaBJICHUEM B Pa3rOBOPHBIX TMAJIOTAaX U MY3BIKOH) M CTHIMCTHYECKOM (Mexkay TekcToM Jla [Tonte
u my3bikoii [1lapprHo) ypoBHSX. YcTaHOBIIEHHAsI TAKUM 00pa3oM 0co0ast ONTHKA XyI0XKECTBEHHOTO

** Crarhs MOATOTOBICHA I MeEXIyHapOTHOW HAyYHOU OHIaH-KOHGepeHIH «HaydHbIe TIKOIBI
B My3bikoBemeHNH XXI Beka: kK 125-meTwio ydeOHBIX 3aBeleHHH MMEHU [ HECHHBIX», MPOXOIUBIICH B
Poccwutickoit akamemMun My3bIkn uMeHN ['HecnHBIX 24—27 HOs10ps 2020 roma mpu GUHAHCOBON TOIACPIKKE
Poccwutickoro pouma dynmamenTanbHbeIX uccnenoBanuii (PODN), mpoekt Ne 20-012-22003.
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BOOOpa’keHUsl, MO3BOJISIONIAs BUIETH OJTHO CKBO3b APYTO€, TIOMOIJIA OSBUTHCS «IpU3paKy» Momapra,
MY3bIKaJIbHOMY 3KBUBAJIEHTY «00XeCTBEHHOro AcnepHa». « TpeBOKHBIM NMpHUCyTCTBHEM» Molapra
OOBACHSETCS U HEOKUAAHHOE JKaHPOBOE OMNPEIEICHUE, JTaHHOE KOMIIO3UTOPOM CBOEMY COYMHEHHUIO.
SUHTIINWIG CTAaHOBUTCS OOBEKTOM aHamop(o3a, MpU KOTOPOM CIPOCLUPOBAHHBIE U3 MPOILIOTO
SIIEMEHTBHI KaHPa MPUOOPETAIOT B HACTOSIIEM CTPAHHYIO OHEHPUIECKYIO (hOpMYy.

Pasmbinuisas Hax npurmiamenueMm lllappuHo uckate B «AcHepHE» «My3bIKy B MY3bIKE U
IpaMy B JpaMme», aBTOp CTaTbU TaK)K€ PAaCKPBHIBAET CBA3U MEXIY ONEPON UTAIbSHCKOTO Ma3CTPO
n «IluxoBoit mamoii» II. U. YalikoBckoro, 3amaHHbie 3((HEKTOM MaTUMIICECTa, CIPSATAHHOM
B opuruHaie Jlxeimca. BakHbIM CBSA3yIOIINM 3BEHOM MEXTy ABYMS OIlepaMu OKa3bIBaeTcs (purypa
Mouapra kak Hekoero uaeana Komnosuropa, cymMeBIlIero BIUTaTh U IPe0Opa3uTh TPaJAULIUU Pa3HbIX
30X M HAlMOHAJIBHBIX KOMIIO3UTOPCKHUX LIKOJ. B 3ToM cBete «Acnepn» lllappuHo cranoBuTCs

MY3bIKQJIBHON MeTadopoii MorcKa 1 00peTeHUs ceOs B «Cenax» IpyTux.
Knrwoueewvie cnosea: CanvBatope lllappuno, I'enpu Ixeiimc, «CBaapba durapo» Momapra,

3UHTIIIWIB, TATUMIICECT, aHaMOop( 03

Jlna yumupoeanusn: Yynosa A. I'. «Ilpu3pak apaMbl B mpu3pake Ipyroi apaMel»: aHamopdo3
3UHTIITIIS ¥ 3G ekt nasmmiicecta B « Acniepae» Canbparope [llappuro // [Tpo6ieMbl My3bIKaTbHON
nayku / Music Scholarship. 2023. Ne 4. C. 108—-127. (Ha anrm. s13.)

DOI: 10.56620/2782-3598.2023.4.108-127

he writings of Henry James, an
I American  experimental  writer,
critic, literary theorist, insufficiently
estimated by his contemporaries, received
broad recognition in the 20th century. James
belongs to that set of writers whose works
reveal themselves from new sides with time,
discovering their inner connections with
the cultural realities of various epochs. His
experimental narrative technique, connected
with a rejection of direct expression of an
authorial position, forestalled many literary
phenomena in the 20th century and was
conducive to no small degree to the openness
of his prose to new interpretations.

Whereas a large number of movie
adaptations of James’ prose testifies of the
steadfast attention and interest towards the
writer’s prose, in regards to the musical
“transposition” of his works there has arisen
an ambiguous situation. In the second half

of the 20th century, over ten operas were
staged based on the novels and novelettes
by the American writer. A high start was
given by the opera The Turn of the Screw
by Benjamin Britten (1954), who also made
another televised adaptation of James’
work — Owen Wingrave in 1970. Prior to
the early 1990s the musical Jamesiana was
substantially enriched by the following new
opera productions: The Wings of the Dove
by Douglas Moore (1961), The Voice of
Ariadne by Thea Musgrave (1973) (based
on the short story The Last of the Valerii),
L’héritiere by Jean-Michel Damase (1974)
and Washington Square by Thomas Pasatieri
(1976), (the latter two based on the novel
Washington Square), Aspern by Salvatore
Sciarrino (1978), The Aspern Papers by
Dominick Argento (1987), The Aspern
Papers by Philip Hagemann (1987)! and The
Heiress by Donald Hollier (1988). However,

' The premieres of Philip Hagemann’s and Dominic Argento’s operas through a remarkable coincidence
took place in the same year and on the same day — on November 19, 1988, which, moreover, coincided with
the hundredth anniversary of the publication of The Aspern Papers.
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practically all of these compositions, with
the exception of Britten’s The Turn of the
Screw, have remained unknown to the
general audience of listeners.

Aspern: The Idea of an Opera
as an Act of Composition

Among the composers whose muse was
inspired by James’ prose, Salvatore Sciarrino
stands out not only by his belonging to an
“alien,” cultural tradition not pertaining to
the English language, but primarily because
his stage version, unlike all those enumerated
above, is not a melodrama or opera in a
customary sense, 1.€., itis a “drama in sounds.”

Aspern became the composer’s second?
theatrical work. The composition combined
in itself experimental motivation and, at
the same time, an orientation of artistic-
aesthetical concepts which shall receive
subsequent development in many of
Sciarrino’s operas (for more detail about
this see [1;2; 3; 4]). The premiere of Aspern
took place on June 8, 1978 at the Teatro
della Pergola (Florence) as part of the 41st
festival Maggio Musicale Fiorentino. The
libretto was written by the director of the
production Giorgio Marini with the active
participation of Sciarrino himself. The
authors based their libretto on the Italian
translation of the original.

James’ novelette recreates in an almost
precise manner a real-life event recounted
to the writer by Eugene Lee-Hamilton.
A certain shipman, Silsbee, a great admirer
of the writings of Percy Bysshe Shelley, finds
out that Byron’s former beloved, Mary Jane
Clairmont lives in Florence, and that she has
Shelley’s and Byron’s letters in her keeping.
Wishing to obtain these letters for himself,
Silsbee takes up his residence in the house
where Miss Clairmont lives with her niece,
a fifty-year-old old maid. Fearing that the
old lady would die, Silsbee does not absent
himself from the house, but when, finally,
he departs for a short while, Miss Clairmont
passes away. After returning to Italy, Silsbee
turns to the niece, requesting her to give him
the long-awaited letters, but the old maid
sets up a condition: he would receive them
only if he marries her.

Having preserved the narrative of the
story he heard, James concentrated himself
on the three main protagonists. In his story,
the recountal is carried out in the voice of
a nameless narrator, the old lady — Miss
Bordereau — becomes the beloved of the
brilliant American poet Aspern, while her
niece receives the resonant name Tina.’
The storyline, possessing very little action
and events as such, presents merely the
formal shell, or even a framework beyond

2 The first in a one-act opera Amore e Psiche (1973) with the libretto by Aurelia Pesa.

3 James initially gave his heroine the name Tita, bust subsequently changed it to the more resonant
name Tina (in translation from Latin the name means “strong,” “steadfast”). Besides the musical allusions,
the name is associated with the English word ¢in, which may refer not only to the type of metal, but also
to “money, riches,” and tinting — in the sense of coloration or efflorescence (let us compare this with the
efflorescence of femininity of the heroine in the novelette). Sciarrino returned the previous name Tita, adding
another t, thereby having Italianized the name. It is interesting to note that in this case it has preserved its
musical associations (it suffices to remember the famous singer Titta Ruffo. Moreover, this name has brought
in other allusions, since it stems from the word baptistes, which can be translated as “swim” or “immerse
into water.” Thereby, the name Titta becomes a “word play,” referring to St. John the Baptist, who while
performing the baptismal rites, immersed people into water, cleansing their souls in such a way. Once again,
this accords with the “pure soul” and the naiveté of the heroine of the novelette.
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which the themes important for James’
writings are concealed. First of all, it
is the question about the propriety of
intrusion into an artist’s private life. For
the main protagonist, the poet’s personal
correspondence, as Mrs. Prest ironically
observes, resembles ‘“the answer to the
riddle of the universe.” The infatuation
with memorabilia to the point of losing a
sense of reality creates in the narrator’s
imagination all sorts of justifications of his
actions based on the principle of absence of
all restraint (“the end justifies the means”).
On the other hand, the main protagonist’s
obsession with the letters is contrasted
to the sincerity and purity of the feeling
Tina experiences for the main hero. Love
becomes another important theme of the
novelette.

It should be noted that these themes
receded into the background in Sciarrino’s
musical stage adaptation. On the forefront
were the contemplations on the nature of the
work of art. As Gianfranco Vinay observes,
“A true answer to the search for the essence
of art i1s not the historical reconstruction,
but, according to James, the narrative itself.
The narrative in action, during the process
of its creation.” Finally, the entire story
recounted by the Narrator is conducive to
the birth of the main text — the novelette
itself. The composer was attracted by the
idea of presentation as an act of composition:
“Aspern 1is a stage-based story about writing,

the search for oneself, or the discovery of
oneself, knowledge and identification, an
interesting metaphor for the mechanism of
language.”®

The libretto written by Sciarrino and
Marini presents not a drama played out
by personages, not a transposition of the
novelette to the conditions of the stage,
where each of the protagonists receives his
or her text, but a narration in the direct sense,
a story torn apart into fragments that are
read by three actors. The expounding of the
plotline in the story leads to a reflected type
of eventfulness, which would become the
characteristic feature of Sciarrino’s musical
theater. At the same time, each of the actors
performs several roles at once:

JULIANA BORDEREAU
and Titta’s double

and the narrator’s double
and the female companion

Girl-actress

and the hermaphrodite
The Actress TITTA BORDEREAU

and the narrator’s double
The Actor THE NARRATOR

The real protagonists (the narrator,
Juliana and Titta) become eliminated or, to
be precise, atomized and dispersed in the
declamations of various actors. Such kind of
symbolic diffraction, which encumbers the
precise identification of the protagonists, is
directed at the imaginations of the listeners

4 Here and onwards the quotations are taken from: James, Henry. The Aspern Papers. URL: http://public-

library.uk/ebooks/12/19.pdf (accessed: 25.09.2023).

5 Vinay G. Aspern e i fantasmi dell’immaginazione. Aspern. Singspiel in due atti libretto di Giorgio
Marini e Salvatore Sciarrino musica di Salvatore Sciarrino. La Fenice prima dell’Opera 2012-2013.

6. Fondazione Teatro La Fenice di Venezia, 2013. P. 12.

® Vinay G. La costruzione dell’arca invisibile. Intervista a Salvatore Sciarrino sul teatro musicale e la
drammaturgia. Omaggio a Salvatore Sciarrino. A cura di Enzo Restagno. Torino: Settembre Musica, 2002.

P. 49.
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and viewers and in a certain sense became
relevant to James’ principle of “multi-
subject consciousness” connected with the
embodiment of several points of view in one
and the same phenomenon.

The text of the libretto preserves the
succession of the events of the novelette,
but it becomes difficult to follow them,
if one does not know James’ original text.
Thereby, the creators of the production
set up an intertextual connection between

the novelette and the opera, transforming
the reading of the text into an element of
dramaturgy, along with the other components
— the singing, the music and the elements
of stage decoration.

The “Specter” of Mozart

In addition to James’ text, the libretto
incorporates poetical fragments belonging to
Lorenzo da Ponte. They are the famous arias
from Mozart’s Le nozze de Figaro (see Table 1).

Table 1. Salvatore Sciarrino. Aspern. The Construction, a Brief Summary of the Individual Scenes,
and the Numbers Containing Texts by Lorenzo da Ponte

Fragments of Texts
. by Lorenzo da Ponte
ATTO PRIMO | FIRST ACT Summaries of the Scenes
from the Opera
Le Nozze de Figaro
Ne 1 Ouvertura | No. 1 Overture
Ne 2 Prologo No. 2 The narrator contemplates about the
o scena della Prologue or strangeness of the fact that in the
lettera Scene with the | search for materials for Aspern’s
Letter biography Juliana Bordereau was
forgotten by him.
Ne 3 Scena No. 3 The narrator converses with Titta (and
delle porte Scene of the her double) about the garden and asks
Door him to rent his rooms to her.
Ne 4 Scena No. 4 The first meeting of the narrator with | Figaro’s Aria
della sedia Scene of the Juliana. The agreement about the Aprite un po’ quegli
Chair amount of rent. occhi
Ne 5 Scena No. 5 Titta’s and the narrator’s passing
della stanza Scene of the through the empty rooms and
vuota Empty Room | conversation.
Ne 6 Scena del | No. 6 The narrator brings the money for the
denaro Scene of the rent and passes them on to Titta.
Money
Ne 7 Scena No. 7 The narrator cannot meet with the
degli specchi Scene of the owners of the house for a lengthy
Mirrors period of time and ponders upon what
they do together week after week and
year after year.

13
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Ne 8 Ancora
una scena degli
specchi o delle

No. 8
Another Scene
of Mirrors or

The narrator imagines that Aspern’s
specter is consoling him. He thinks that
his observation of Miss Bordereau’s

apparizioni Ghosts door resembles a hypnotic experiment.
He decides to storm the citadel of the
owners with lilies and roses.
Ne 9 Scena del | No.9 The narrator sits in the garden and Susanna’s Aria
giardino Scene in the looks over Juliana’s windows, which | Deh, vieni, non
Garden seem to him to resemble closed eyes. | tardar o gioia bella
Ne 10 Scena No. 10 The hero makes guesses about the Figaro’s Aria

rituale e scena
della vestizione

Ritual Scene
and Scene of

details of “considering how little
satisfaction I got from it at first it is

Aprite un po’ quegli

occhi

Clothing remarkable that I should not have
grown more tired of wondering
what mystic rites of ennui the
Misses Bordereau celebrated in their
darkened rooms...”, and conjectures
about Juliana’s origins and her
relationship with Aspern.
No 11 Altra No. 11 The second meeting with the hero
scena della other Scene of | with Juliana, who suggests him to go
vestizione Clothing with Titta for a walk around Venice.
ATTO
SECONDO SECOND ACT
Ne 12 Finisce | No. 12 During the walk the narrator and Titta
la scena della | Conclusive converse about Aspern and his letters.

piazza

Scene at the
Plaza

Ne 13 Scena del | No. 13 The hero’s third meeting with Juliana.
ritrattino Scene with the | She shows him Aspern’s portrait.
Portrait
Ne 14 No. 14 Titta in a red dress and with a bouquet
Intermezzo in | Intermezzo of red roses silently walks across the
rosso in Red stage without music.
Ne 15 Scena No. 15 The narrator comes to Juliana’s Figaro’s Aria
del furto, o, Scene of the room at night and tries to open the Non piu andrai,
meglio, del Theft or, rather, | writing desk, but sees the standing farfallone amoroso
tentativo the attempt of it | Juliana, who, having hissed “Ah, you
publishing scoundrel!”, falls dead into
Titta’s arms.
Ne 16 Scena No. 16 The narrator’s conversation with Titta
del t& Tea Scene after Juliana’s death. Titta makes a

hint that she would give the letters if
the narrator marries her.

N4
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No 17 Congedo | No. 17 The narrator’s last meeting with Titta, | Cherubino’s Arietta
Parting when she informs him that she burned | Non so piu cosa son,
the letters. cosa faccio
No 18 Epilogo | No. 18 Titta leaves. The hero tells that
Epilogue Aspern’s portrait is hanging over

his desk and “When I look at it my
chagrin at the loss of the letters
becomes almost intolerable.”

The interpolation of Da Ponte’s verses
has become a peculiar creative transposition
of James’ references to Shakespeare. In
reality, in The Aspern Papers, time and
again, there are allusions to the plays Romeo
and Juliet, Twelfth Night, and The Merchant
of Venice. The quotations from Da Ponte
in the opera’s libretto, while fulfilling the
same function of ironic commentary as the
references to Shakespeare in James’ prose,
substantially expands the region of the
text’s estrangement from the inseparable
music of Mozart, since their quotation by no
means entails quotations of the music, but
merely creates a repercussion, “the specter
of Mozart,” which, according to Sciarrino,
arouses “the vinegary smile of all the arias.”’

The fragments of the text of Figaro’s
Aria Aprite un po’ quegli occhi, in which
he exposes female guile, reveal the scene
of the narrator’s first meeting with Juliana
(No.4). The functions of the artists in this part
of the scene are varied. The actor taking on
the role of the narrator reads a text in which
the hero remembers how he saw for the first
time “Aspen’s old muse” and describes the
succession of his feelings, while the girl turns
directly to the narrator from Juliana’s name.
Thereby, a temporal distance occurs between
the protagonists (he is living in the present,

the time of the occurred events, while she
is in the past, the time of the reconstructed
events, or the other way around) accentuated
by their location: the hero is present on the
stage, as is Juliana, but at the same time she
remains invisible. Everything which pertains
to the space of James’ homo-diegetic
narration is merely read aloud, not sung:
divided functionally in time and space, the
protagonists, nonetheless, unite together as
the result of the unity of the artistic-scenic
manifestation. The aria to Figaro’s words,
performed by the singer offstage, creates
a new dimension existing in a tangential
connection with James’ narrative. The
estrangement is generated both on the scenic
level (between the dramatic performance in
the speech dialogues and the sounding aria)
and the stylistic level (between da Ponte’s
text and Sciarrino’s music). According to the
composer, this was done for the establishment
of “another point of view from which we
look at the moment at an extremely familiar
thing,”® in other words, a special kind of
“optics” of artistic imagination making it
possible to see one through the other. The
timbral aura of the number is extremely
light, differentiates into distinct areas of
sound among which our attention is aroused
by chromatic passages played by the flute,

7 Aspern: libretto e guida all’opera a cura di Emanuele Bonomi. Aspern. Singspiel... P. 44.

¥ Ibid.
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arousing associations with a soft breath of
the wind which raises the dust in an empty
space. In the fragments of the bel canto it
1s not possible to listen clearly, but only to
sense the echoes of the music of the “divine
Mozart™ — in the grace notes and the trills
of the vocal line, the harsh leaps on broad
intervals, but, first of all, in the contours of
the formal structure: the repeated motive
sounded upon the enumeration of epithets
with which Figaro endows the “civette che
allettano” [“treacherous seductresses”] in
both Mozart’s and Sciarrino’s music pours
out into triplet-based sputter (see Examples
No. 1 a, b).

The fivefold repetition of the word losa
configures an ironic and simultaneously
a comic juncture. Comical, because the
effect of stutter occurs, similar to a “cracked
record,” and ironic — because this effect

Example No. 1a

—~ —~ —~

is extrapolated into manifold cadences
asserting the concluding tonic degree in 18th
century arias (including the aria by Mozart
we are referring to).

Fragments of the texts of the selfsame
aria are also inserted in the form counterpoint
into the Ritual Scene and the Scene of
Clothing (No. 10), wherein the hero lends
himself to fancies in relation to Juliana
Bordereau’s origins and her behavior in her
youth. The aroma of “reckless passion,”
as termed by James, lingering around her
name, causes the narrator to have doubts
regarding the correspondence of Aspern’s
muse to “the ideal of a respectable young
person in general,” to which da Ponte’s text
1s even more conducive. Thereby, the scenic
situation of clothing (Titta puts on Juliana’s
dress on her, as if she were a doll) is situated
in an ironic contrast with the unclothing of

the civetta che alletta
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Mozart. The Opera Le Nozze de Figaro. (“charming Owl”),
ActIV.Figaros Arig, Fragment  which in  its turn

. resonates with the
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Example No. b

—_— T——

Salvatore Sciarrino. The Opera Aspemn.
Act |, No. 4 The Scene with the Chair

the composer to bring
in musical allusions of
a different type. The
musical model, according to
Sciarrino, is served by the
orchestral introduction to

o O P> PP S o S’ o » 7S S > : TPF
% ¥ g e P atera e e the third act of Verdi’s Aida.
T IS — = U IS — | . .
Co - lo - mbema - Ii - gne Ma - e - ste din gan - ni A- The Opposltely dlrected
e Ne o He . 5. arpeggiato of the strings,
% + —— | : derived from the previous
mi - - - - - che da - flam - i che fin - go - no .
scene in the garden,
5 Py P e He = fe ad) . .
e e e e e . comprises a mysterious
D) L | — el L | I— T .
me - nto - noA - mo - re non se - nton non sen - ton ta. background on Whlch the

? A deliberate play of words. The music of the “divine Mozart” is never quoted in Sciarrino’s opera, just as
the poems of “the divine Aspern” are absent from the pages of James’ novelette.
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trills of two flutes overlay, imitating the
sound of crickets, and the sound of the steel
sheet, depicting, according to Emanuele
Bonomi,'? a torrid desert wind.

The text of Susanna’s aria Deh, vieni,
non tardar o gioia bella is brought into the
Scene in the Garden (No. 9), thereby forming
parallels with the place (the garden) and the
time (the evening), as well as the emotional
state — longing in expectation of a meeting.
It 1s true, however, that the object of the
narrator’s sighing is the deceased writer and
his correspondence. The closed window
of the old maids is imagined by him to be
a citadel that he would storm with lilies
and roses, “under the powerful pressure
of fragrance” (as James writes: “I would
batter the old women with lilies — I would
bombard their citadel with roses. Their door
would have to yield to the pressure, when
a mountain of carnations were piled up
against it.””) We should not forget, however,
that in Mozart’s opera the situation of the
“laureation with roses” is connected with
a deception: Susanna, in order to tease
Figaro, pretends that she is waiting for her
lover. The ironic modus emerges not only
as the result of a direct juxtaposition of
the “objects” of love, but also because of
the pretended commonness in the means
of achieving the goal: pretending to be in
love with the Count, Susanna wishes to
punish Figaro for his jealously, because
she loves him sincerely; at the same time,
the narrator pretends to be someone other
than what he is in reality, and for the time
being also conceals his true feelings, in
order to possess the object of his desire —
namely, Aspern’s papers. The motive of

10" Aspern: libretto e guida...

' In James’ original text “publishing scoundrel,” and in the libretto of Aspern —

pubblicista.”

deception and delusion, just as in the case
of Figaro’s aria in No, 4 and No. 10, departs
for an “undercurrent.” Once again, without
resorting to direct quotation of Mozart’s
music, Sciarrino makes use of such means
due to which the model is perceived very
vaguely — in the tempo and rhythm of the
Sicialiana of the illusive melody dissolving
in the flute trills. This cantilena stratum
is juxtaposed by the soprano and the
harpsichord, the musical figures of which
comprise the overall design in the process
of dispersion of the sound material.

The Scene of the Theft (No. 15) and the
fragment of the text of Figaro’s Aria Non
piu andrai, farfallone amoroso are in a
correlation of a direct analogy. The insertion
i1s made in the culminating moment, when
the narrator, as well as Titta and Juliana as
his doubles describe Juliana’s unusual eyes
flashing with anger, she having discovered
the hero at his attempt to steal the letters. The
irony is present not only in the comparison
of the beautiful women whose peace is
disturbed by Cherubino and the old maids
disquieted by the hero of James’ novelette.
After all, we do remember that Cherubino
in his pubertal period was aroused even by
Marcelina, whom it is difficult to categorize
as a beauty, she rather pertains to the cohort
of old maids. In the context of the scene,
the  diminutive-affectionate  addresses,
such as Narcisetto, Adoncino d’amor (little
Narcisus, little Adonis in love), rendering a
pejorative tone and standing on a par with the
epithet “Ah, you publishing scoundrel!”!!,
unmask the hero’s comic self-identification
with Aspern, including his attempts
“...to relive vicariously the tenuous legend

“furfante d’un
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of an American Don Juan,”'? stipulated
by a dissociation of feelings.!* Unlike the
previous insertions of da Ponte’s texts, in
this case Mozart’s “spirit” is perceived to the
greatest degree because of the preservation
of the rhythmic and melodic contours, albeit,
deformed by lengthy pauses and broad leaps.
This allusion is heard the brightest of all in
the phrase indicated above (see Example
No. 2 a, b).

Example No. 2 @ Mozart. The Opera Le Nozze de Figaro.

Act . Figaro's Aria
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Example No. 2 b

Salvatore Sciarrino. The Opera Aspern.

hero’s feelings, as the result of which he
sees Titta as “angelic” (“She stood in the
middle of the room with a face of mildness
bent upon me, and her look of forgiveness,
of absolution, made her angelic”) and is
ready to propose to her. The “fetishized Eros
(i.e., the letters) cause him to loser his head,
similar to Cherubino — the genuine Eros”
— as Gianfranco Vinay observes.'* Just as in
the previous cases, without engaging in direct
quotation, Sciarrino established so called
“trace structures” (to use the term introduced
by Irina Stogniy in an article touching upon
issues of the expressive possibilities of
secondary meanings in music [5, p. 83]) —
recreates the tempo
and the texture of the

Actll,No.15The Scene of the Theft  initial model, albeit,

Mozart’s airiness

p TR E e . oa, — TN gives way to a certain

2 = meee e heaviness, almost

" coT e .o “towage” created by

the downbeat strikes

The sound background creates a onthe timpani and the ostinato repetitions of
suspenseful atmosphere bordering on the figures in the string instruments.

hallucinatory effects, wherein the physical
sounds of reality (the ticking of the clock,
the night rustling and scraping noises, the
roaring of the wind in empty rooms) are
transformed into something threatening
and are presented as the result of the
perceptions of the referent, whose feelings
are exacerbated to an extreme.

The final fragment of da Ponte’s text
derived from Cherubino’s Aria Non so
piu cosa son, cosa faccio, 1s relayed to the
end of the story, to the Scene of Parting,
(No. 17), emphasizing the change of the

The “specter of Mozart” is clearly
perceptible in the Overture opening Aspern,
about which the composer spoke directly
that it synthesizes Mozart’s overture.
“It is not in vain that it was a work of the
utmost compositional difficulty,” Sciarrino
noted in the annotation to his opera,
“in reality, it is very difficult not to lapse into
extremities and not to lose one’s taste upon
such operations.”!> By preserving the tempo
and the stroke technique (tremolo), artfully
deforming Mozart’s melodic-rhythmical
formulas, making use of the favorite acoustic

12 Stein W. B. The Aspern Papers: A Comedy of Masks. Nineteenth-Century Fiction. 1959. Vol. 14, No. 2.

P. 175.

13 See how this idea is disclosed in W.B. Stein’s article: Stein W. B. Op. cit.

4 Vinay G. Aspern e i fantasmi... P. 16.
15" Aspern: libretto e guida... P. 44.
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effects achieved by the overtone arpeggios
of the viola and the cello, Sciarrino achieves
what James labeled as “repercussions of
echoes.” In the first theme the listener
clearly traces out the primary theme group
of Mozart’s overture (see Example No. 3).

The second section of the overture
Aspern, opening up with noisy flutter-
tonguing of the alto flute, subsequently
joined by the standard flute, also arouses
allusions to the corresponding fragment of
Mozart’s introduction to Le Nozze de Figaro
(mm. 35-40), wherein

in a very precise way the melodic contours of
Mozart’s theme, assigning the performance
of it to two flutes as flageolet harmonic
trills (with an almost ultrasound effect), the
counterpoint to which is formed by repeated
figures in the harpsichord part adorned with
mordents (Example No. 5).

The correlation of the text and the music,
including the vocal element, is regulated in
Aspern by the processes of convergence and
divergence. The rather small-sized orchestra,
or, to be precise, chamber ensemble involved

The second violins and
the violas begin at an

the power.ful tutth  gyomple No. 3 Salvatore Sciarrino. The Opera Aspern. Overture, mm. 1-6
chords are juxtaposed
ith th ndin " . i
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most interesting soun -
i g d Example No. 4 Salvatore Sciarrino. The Opera Aspern. Overture, mm. 17-23
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Example No. 5 Salvatore Sciarrino. The Opera Aspern. Overture, mm. 2631
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consists of two flutists (who alternate
between playing piccolos, flutes, alto flutes
and bass flutes), a harpsichordist, a violist
(whose instrument is tuned a whole tone
higher), a cellist and a percussionist who
plays on several instruments: a large timpani,
on which occasionally an overturned plate
is placed, a steel sheet 0.6 millimeters wide
and a large foliated bell made of unprocessed
yellow metal. The only singing character,
indicated in the libretto as SINGER (soprano)
— and the only character in the entire opera
identical to herself, — with the exception
of two numbers, is situated offstage, within
the instrumental ensemble, which during the
premiere at the Teatro della Pergola was
situated not in the orchestral pit, but in the
royal box. The intentional remote location of
the musicians from the stage, along with the
references to “what is known to everybody,”
generates that which the composer calls the
“disturbing presence.” In his annotation,
Sciarrino clarified: “...the music in Aspern
exists only as a ‘presence,” similar to any
actor or scenic object; ‘disturbing’ as in
view of the rejection of those who performs

the music, and because of the negation of
the visibility of their location in the theater.
And this means of existence of the music,
that has already become characteristic for
the composer [i.e., for Sciarrino. — 4. Ch.],
embodies the disclosure of the primary
aspect and the primary function of the entire
music.”'® The dialectic connection of the
music with the text and the action is carried
out by diverse means to which the composer
himself turns his attention: from illustrating
to parallelism, from contrast to “estranged
indifference” (i.e., pure overlapping).”"’

A Mirror Labyrinth

Henry James’ prose turned out to
be fertile ground for the realization of
Sciarrino’s artistic-aesthetic concepts, which
subsequently became important elements of
the poetics of his musical theater. It is referred
to the concepts of the double, the mirror (the
reflection), illusion (dream visions, raving),
the invisible (the concealed), emptiness and
anamorphosis. Almost all of these aspects
may be discovered in the very first lines of
the opera’s prologue (see Table 2):

Table 2. Salvatore Sciarrino. Aspern. Libretto of Opera (Fragment)

NARRATORE

NARRATOR

Strano, certamente, oltre ogni stranezza,
(Pausa, senza musica)

che nell’inseguire tracce su tracce
(Pausa, senza musica)

ci fossimo imbattuti in fantasmi e polvere,
meri echi di echi, e mai

(Pausa, senza musica)

nella sola testimone che aveva

indugiato sin dentro il nostro tempo.
(Pausa, ma continua la musica)'®

(Pause,
that wh
(Pause,
we had

(Pause,
the one
on into
(Pause,

It was certainly strange beyond all strangeness,

the mere echoes of echoes,

without music)

ereas in all these other lines of research
without music)

to deal with Specters and dust,

without music)

living source of information that had lingered
our time had been unheeded by us.

but the music continues)

16 Tbid.
7 Ibid.
'8 Tbid. P. 49.
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In the authorial commentaries to his
opera, Sciarrino observes: “The contours
are diffused, each entity loses its identity,
acquiring a new one or, to be precise,
adding it to its own: this also pertains to
objects, milieus.”"” The composer places
at the basis of the dramaturgy of Aspern
the poetics of uncertainty, the aspect of the
double, the deformation of dream visions,
which undergoes important reflection also in
detailed scenic indications connected with
the objects of the settings and the movement
of the actors on the stage.

The doubling of the protagonists, the
dual nature of the declaimed text, which
mixes together the narrative plan and the
theatrical plan proper, are conducive to the
creation of different temporal perspectives,
as has been shown above by the example
of the Scene of the Chair (No. 4). “The
logical plans are bifurcated and multiplied”
(Sciarrino) and, as a result, they generate a
representation of the representation, a mirror
labyrinth, in which it does not become
difficult for the viewer-and-listener to lose
himself. It is hardly surprising that the
mirror symmetry becomes the basis of the
entire composition and penetrates through
the structural elements in both the small and
the large levels. The two acts comprising
the opera become reflections of each other:
each of them has a dynamic culminating
scene in the middle (Nos. 4 and 15), contains
two arias each based on da Ponte’s texts,
barcarolles derived by Sciarrino from the
Venetian Songbook from the 18th century?
(Do parolete al zorno concludes the first act,

9 Tbid. P. 45.

while Sento che 'l cuor me manca opens up
the second). The two scenes (Nos. 11 and
12) containing the barcarolles are conceived,
according to the effective comparison of
Emanuele Bonomi,?! as an enjambment. The
technique of the transferal of a poetical line
based on the effect of the divergence between
the syntactic and the rhythmic construction
reflects very well the incongruity of the
structural boundary of the opera and the
spatial-temporal boundaries of the diegetic
narration, which is indicated by the title of
the number opening up the second act —
the “Conclusive Scene on the Plaza” — and
similar scenographical indications. At the
end of the first act a square emerges on stage:
in the foreground a gondola passes by with a
singer sitting in it, whose song subsides at the
end, while at the same time, in the middle of
the scene, another gondola is moving filled
with luggage with a small man on board. The
curtain falls upon the fading sunset. In the
second act, which opens with the beginning
of the sunset, a large gondola comes to the
forefront, with the luggage, Titta and the
narrator on board, while the gondola with the
singer recedes to the background, and the sad
song becomes lost afar.

The references to the lines in the parting
scene which have already been sounded out
(Titta quotes phrases from Aspern’s letters,*
which in Nos 2 and 3 have already been read
by the Narrator) and the return of the overture
in the epilogue once again emphasize
the palindromic structure of the opera, in
Emanuele Bonomi’s words, that “...ironic
metaphor of the narrative path which returns

2 Canzoniere Veneziano settecentesco (50 canzoni da Battello): A una voce con accompagnamento di
pianoforte. Scelta, revisione e armonizzazione di Maffeo Zanon. Milano: Ricordi, cop. 1922. 21 p.

21 Aspern: libretto e guida...

22 This is the conception of the authors of the libretto. James does not quote Aspern’s poems.
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to its initial point.”* It is true, however, that
the initial point itself becomes no more than
a repercussion, if we take into consideration
the authorial indication for the performance
of the overture in the finale: eseguire piu p
possibile, quasi niente (“perform as softly as
possible, almost soundlessly™).

The Anamorphosis of a Singspiel

Mozart’s “disturbing presence” is capable
in some degree of explaining the enigmatic
and even unexpected subtitle which Sciarrino
gave his opera — a singspiel in two acts. The
composer notes in the annotation to his opera:
“It is possible that the subtitle singspiel may
surprise some people, especially those who,
without going beyond the framework of the
writing had sought for the canons of this
spectacle observed pedantically, or at least
simply respected. Meanwhile, the twilight of
the singspiel pertains to those immemorial
times, and this is not a reconstruction, but
‘imagination.’ In any case, it is a singspiel,
deformed particularly by the distance, the
remoteness of its models: the overture, arias,
conversational speech, ‘melo-dramas,” and
fragments of instrumental solos dissolve
in themselves and, obviously, they are no
longer even what they once were.”**

What is essential in this quote is the
creative principle of the “imagination,”
by which are meant the deformation and
metamorphosis of images and models.
Two years later, Sciarrino would compare
this principle with the process of visual
projection that is characteristic for the
anamorphosis. While in the graphic
anamorphosis the transformation of the
form of the object takes place as a result of
shifting the point of observation in space, in

» Aspern: libretto e guida... P. 81.
# Tbid. P. 43.
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the musical anamorphosis it happens as a
consequence of the change of perception of
the sound object in time. In Vanitas (1981)
the anamorphosis of the famous American
pop song Stardust presents a deformation
of the harmonic structure of the song and its
extreme extension in time up to the duration
of the sound of Sciarrino’s fifty-minute
composition itself. The anamorphosis is the
overall principle of the composer’s poetics,
does not limit itself merely to the level of
compositional technique and is transmitted
onto a broader set of phenomena. In Aspern
the “object” of the modification turns out
to be the singspiel. The structural units
of the genre (the arias, spoken dialogues,
orchestral interludes and the overture)
appeal to the listener’s cultural memory,
thereby constructing the mental spatial
surface on which simultaneously the sound
models of the past and the perception of the
present coexist together. The formal patterns
coincide: a plotline related with everyday
life with the inclusion of fantastic and ironic
elements, a mediated connection with the
folk music culture (if we have in mind the
incorporation of the two barcarolles), the
conversational dialogues, and the numerical
structure. At the same time, the composer
does not attempt to recreate or to imitate
the musical style of that period when the
singspiel was popular. The elements of
genre projected from the past acquire in
the present a strange “oneiric” form, while
the genre seems to be turned inside out:
the actors do not play the subject matter in
different characters, but read speculative
texts, while the only singing protagonist
laboriously avoids the stage entirely. The
character of what occurs is reflected by Lucia
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D’Errico’s metaphor related to Sciarrino’s
Six Capriccios for solo violin®: “...as if the
act of remembrance paradoxically coincided
with the erasure of its object — through a
language and a sonic world that is entirely
his own.” [6, p. 116]

The nature of the singspiel accords with
the situation of laughter arising in particular
fragments of Aspern, which may seem
paradoxical (especially in the ritual scene),
if it pertains to Henry James’ novelette as a
drama, which is done, for example, by the
creators of the other two opera adaptations of
this subject matter. However, as has already
been noted above, the plotline level of the
story, in Sciarrino’s case, does not provide
the grounds for presenting the drama. The
comical aspects potentially, albeit, possibly,
in a somewhat veiled form, are contained in
the text itself in The Aspern Papers, which
has grown on the basis of an anecdote of
an event that has taken place in reality. In
Western literary studies, it is possible to find
interpretations of the novelette, in which the
boundaries of comical action go out into
the forefront. Let us refer as an example
to W.B. Stein’s article with the symbolic
title: “‘The Aspern Letters’: a Comedy
of Masks,” in which the author discloses
very convincingly the comic story of the
narrator’s self-deception: the story of “the
love of self of which Aspern was a fetish.”?

The Effect of the Palimpsest

While contemplating over the enigmatic
world of Aspern, Sciarrino observes,

seemingly in a passing manner: “James writes
about a writer in the trace of the disappeared
writer.”?’ A very penetrative observation!
The formula of “the writer in search for the
traces of another writer” in the case of The
Aspern Papers deals not only the storyline
level, but the structure of James’ novelette,
under the surface of which there clearly are
features exuding of another old story and,
consequently, the traces of another writer. It
isreferred to the connections long established
in literary studies between Henry James’
The Aspern Papers and Alexander Pushkin’s
The Queen of Spades, moreover, the first
text presents itself as an ironic commentary
to the literary model in which the second is
involved. These connections, touching upon
the structure of the storyline, the place of
action, the images of the protagonists, their
names, the motives of their actions, and
the narrative technique, are numerous. The
interested readers may turn to the article
“Pushkin in The Aspern Papers” by Joseph
S. O’Leary,® disclosing in greatest detail the
analogies between the two texts. We shall
merely indicate that, according to O’Leary,
beyond the image of “divine Aspern” there
may be Pushkin hidden in a masterful way,
after all, even “The name Aspern not only
begins with Pushkin’s initials but ends with
the ‘er’ and ‘n’ that conclude his first and last
names.”%

In light of the aforementioned, it is
logical to presume that this effect of the
palimpsest may very well have been
transposed to Sciarrino’s opera and to

2 The material of the fifth piece from this cycle is used by the composer in the sixth scene, the Scene of the

Money.
26 Stein W. B. Op. cit. P. 178.
27" Aspern: libretto e guida... P. 46.

28 O’Leary J. S. Pushkin in The Aspern Papers. The Henry James E-Journal. No. 2. March 1, 2000. URL:
http://www2.newpaltz.edu/~hathawar/ejournal2.html (accessed: 25.09.2023).

¥ Ibid.
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attempt to identify in it references to Piotr
Tchaikovsky’s The Queen of Spades.
A number of musicologists (for example,
Michele Girardi) passingly point to the
parallel with the Russian composer’s drama
“spontaneously appearing in the mind of the
opera lover™® when watching the scene in
which the narrator’s actions (the attempt to
steal the letters) lead to Juliana’s death.
Without disputing this fact, let us note that
this analogy presents, figuratively speaking,
“asecondary transport” (or the same “trailing
structure”), since it still emanates from the
novelette of James himself, who oriented
himself on the model of Pushkin, and not on
Tchaikovsky’s opera.’! It was not possible to
find any apparent references to Tchaikovsky
on the level of the musical language in
Sciarrino’s Aspern. But this does not signify
in the least that no connections between the
operas exist at all. It is important to consider
two important moments. First of all, on the
whole, the Italian maestro tries to avoid any
forthright associations and allusions, so
for this reason it is not surprising that this
layer of the palimpsest is present implicitly.
Second, Tchaikovsky’s opera is substantially
different from Pushkin’s original text
and possesses a different artistic code.
Consequently, if in Aspern there are, indeed,
any outward connections with it, they must
be sought for particularly in how the opera
is different from the literary primary source.
These connections, in our opinion, exude
to the surface in the guise of certain analogies of

the compositionally dramaturgical processes
and, first of all, in that role of a mirror
disposition, which touches upon various
levels in both compositions. Tchaikovsky’s
The Queen of Spades, as it is well known, is
activated by the idea of inversion manifested
in figurative, compositional and musical-
thematic transformations.* The bifurcation
and multiplication of logical plans, which
also comprise the poetics of Aspern, creates
in The Queen of Spades an entire system of
resemblances, one of the manifestations of
which is the motive of Play. In this opera
Tchaikovsky discovered a type of dramaturgy
new for its time, determined by intertextual
projections. Both the libretto and the music
include a significant amount of “alien” texts,
among which an absolutely exceptional place
is taken up by the intermezzo’s “Sincerity of
the Shepherdess.” A brilliant stylization of
18th century music, including reminiscences
of Mozart, the intermezzo becomes a mirror
of the storyline set, putting together in focus
the most important collision of the opera —
“love or gold.” On the one hand, it doubles
Lisa’s choice, and on the other hand —
according to the laws of enantiomorphism,
it reflects the choice standing before the
Countess in the past (“I have returned what
I owned... but at what price!”’) and which it
lay ahead for Herman to make in the future.
Finally, without annulling the moralizing
pathos, the intermezzo, without any irony,
expresses the ideal of the “golden™ 18th
century.

30 Girardi M. Sciarrino fra Britten e James. Aspern: libretto e guida... P. 7.
31 Tt should be reminded that the first publication of The Aspern Papers took place in 1888, while

Tchaikovsky’s opera was written in 1890.

32 The mutual reversibility of the images of Lisa and the Countess finds reflections in the compositional-
dramaturgical symmetry of the corresponding scenes in Acts 2 and 4. The famous aria of Herman from Scene
7 presents a mirror reflection of his vow at the end of Scene 1, Pauline’s romance (in Scene 2) forestalls Lisa’s

Arioso from Scene 6.
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In Sciarrino’s opera, the arias written to da
Ponte’s texts carry out a similar function of
the “mirror,” the deep perspective of which
makes it possible to traverse the boundaries
of artistic space and to illuminate the
invisible “displacements,” the reverse side
of the meaning, but, unlike Tchaikovsky,
they manifest themselves in an ironic vein.
“Even though they adapt in a delicate
manner to the unfolding of the action,”
the composer noted in the annotation to
Aspern regarding his arias, — “in reality,
they almost dispute it, offering at rimes
something more than commentaries, —
a hidden meaning of the facts (the ‘moral’),
naturally, with the irony and cunning of the
eighteenth century: everything becomes a
fictitious narrative.”*

Finally, the cohesive figure for both
compositions is Mozart as the ideal of a
Composer. Mozart’s “spirit,” hovering over
Sciarrino’s opera, becomes similar to the
invisible, long since dead Aspern, about
whose life and poetry so much is written on
the pages of James’ novelette.

Overall, in The Aspern Letters the
invisible, the concealed turns out to be
an important motive of the novelette: the
letters, hidden and still unread/unseen by
the hero of the letter, the eyes of old Juliana
covered by a green visor, Tina’s feelings,
hidden up to a certain time, and the true
intentions of the narrator, whose name
continues to remain a mystery. And even
Aspern’s poems, which are mentioned and
commented by the publicist and which
Juliana knows by heart, are never quoted

33 Aspern: libretto e guida..., pp. 43—44.
3% James H. The Aspern Papers...

even once. “The sour smile of all the arias”
(Sciarrino) in Aspern, as it seems, “grows”
directly from the scene with the portrait, in
which the hero addresses his divinity in his
mind: “I looked at Jeffrey Aspern’s face in
the little picture, partly in order not to look at
that of my interlocutress, which had begun
to trouble me, even to frighten me a little
— 1t was so self-conscious, so unnatural.
I made no answer to this last declaration;
I only privately consulted Jeffrey Aspern’s
delightful eyes with my own (they were so
young and brilliant, and yet so wise, so full
of vision); I asked him what on earth was the
matter with Miss Tita. He seemed to smile
at me with friendly mockery, as if he were
amused at my case.”* Let us add to this
certain biographical correlations between
the fictional American poet®® and the great
Austrian composer: the lengthy voyages
throughout European countries, which had
substantially enriched the creativity of both,
the special love for Italy, the early death.
Finally, the significance of Aspern, who
“hangs high in the heaven of our literature,
for all the world to see”*® who “...had
found means to live and write like one of
the first; to be free and general and not at
all afraid; to feel, understand, and express
everything’ — is commensurable to
Mozart’s pervasiveness and profundity.

A similar idea is manifested in the opera
adaptation of Dominick Argento, who makes
Aspern into an ingenious composer, while
the narrator, correspondingly, becomes a
musicologist in pursuit of the maestro’s lost
masterpiece — the opera Medea. Sciarrino is

35 As it is known, in Aspern’s portrait James connected the features of Byron and Shelley.

36 Tbid.
37 Tbid.
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distant from such a straightforward approach.  composition and the musical composition.
Inviting us “to search here for music in  Asortofmeeting onthehighestlevel between
music and drama in drama,” Sciarrino two very similar ‘imaginations.’”*° Thereby,
finds not only “a specter of one drama in a  the history of the publicist in search for the
specter of another drama,”® but, according traces of another writer is transformed into a
to Vinay, “...a special affinity between the musical text about the acquisition of oneself
fundamental principles of James’ literary in the “traces” of other composers.
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Annomauusa. Vinest OOHOBIIEHUS OTIEPHOTO JKaHpa HAIILIA SPKOE TMPETBOPEHNE B MHOTOYHCIICHHBIX
IIPOU3BENIEHUSX, ABTOPAMHU KOTOPBIX SBJISIOTCS BBAAIOIINECS KOMIIO3UTOPBI COBPEMEHHOCTH J’KOH
Anamc, Jlyu Anapuccen, Tan dyn, Ctus Paiix, ®unun [nace, Ixon Keimk, Kaiis Caapuaxo u
MHOTHE Apyrue. B uX counHeHusIX 00HapyKUIUCh TpaHChopManuy, 00yCcIOBICHHbIE HApyILICHHEM
B JpamMaTyprud HPUYMHHO-CJIEICTBEHHBIX CBfA3€M, BKIIOYEHUEM CMBICIOBBIX pa3pbIBOB,
MIPEPHIBAIOIINX JIMHEHHOCTh MOBECTBOBAHMS, a TAK)KE€ OTKA30M OT KOMMYHHUKATHBHOW (pyHKIIMU
CJIOBAa B TOJb3y MY3BIKAJIBHOCTH €ro 3By4aHMs. B HEKOTOPHIX NPOM3BEIACHMIX KapJUHAJIbHO
M3MEHUJICS XapaKTep B3aUMOOTHOUIEHUH MEK/Ty aBTOPOM, UCTIOJIHUTENIEM U 3PUTEJIEM, UTO IIPUBEIIO
K pa3pyLIEHUIO YCTaHOBUBIIMXCS KaHPOBBIX HOPM.

IIpenMeToM HCCIIENOBATENBCKOIO MHTEpECAa B JAHHOW CTaTb€ BBICTYNMIU >KAHPOBBIE
AKCIIEPUMEHTHI, ITpe/icTaBiIeHHble B HOBOM onepe Kaiin Caapuaxo «HeBunoBHOCTh» (2018). B HUX
KaK B 3epKaJie Moy4riia OTpaXXeHne Topas3no Oonee oO0mupHas U cephE3Has HayyHas mpoodjaema —
TpaKTOBKa OIlEpHOTro xaHpa B Hauasie X XI Beka. HoBu3Ha nccienyeMoro npou3BeeHNsI ONpeeieHa
coequHEHHEM B HEM omepbl U Tpuiuiepa. Crnennduka NOCTpOEHUS JTUOPETTO M MY3bIKaJIbHOMN
JpaMaTypruu, TpaKTOBKa BOKaJIbHBIX M XOPOBBIX MapTUIl HAaIpaBJEHbl HA CO3/IaHUE XapaKTEPHOTO
Tl TPUWILIEPA JUIUTEIBHOTO AMOLMOHAIBHOTO HarHETaHUsI U MOTPYKEHUsI 3pUTEIEH B COCTOSHUE
TPEBOTH U CTpaxa.

Kniouegvie cnosa: COBpEMEHHBI My3BIKAJIBHBIA TeaTp, HOBEHIIAs OIEpa, JUTEPATypHbIN
Tpuiep, onepsl Kaiin Caapuaxo, «HeBUHOBHOCTEY

Jlna yumupoesanus: Kuceesa E. B., Koporkuesa 3. C. TpakToBka »xaHpa B oniepe «HeBUHOBHOCTHY
Kaiin Caapuaxo // [IpoGiemsr my3bikanpHOU Hayku / Music Scholarship. 2023. Ne 4. C. 128—141.
DOI: 10.56620/2782-3598.2023.4.128-141
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Abstract. The idea of a renewal of the genre of opera has found its brilliant manifestation in
numerous works written by some of the outstanding composers of our time: John Adams, Louis
Andriessen, Tan Dun, Steve Reich, Philip Glass, John Cage, Kaija Saariaho and many others. Their
works demonstrated transformations stipulated by transgressions of cause-and-effect relationships
in their dramaturgy, inclusions of semantic abruptions interrupting the linearity of the narrative, as
well as a rejection of the communicative function of words in favor of the musicality of their sound.
In some compositions the nature of the relationship between the composer, the performer and the
audience has radically changed, which has led to the disintegration of the established norms of genre.

The experiments in the sphere of genre demonstrated in Kaija Saariaho’s new opera Innocence
(2018) present the subject of research interests, since they, similar to a mirror, reflect a much more
extensive and serious scholarly issue — the interpretation of the genre of opera at the beginning of
the 21st century. The novelty of the studied composition is determined by the combination of the
genres of opera and thriller in it. The specific construction of the libretto and musical dramaturgy, as
well as the interpretation of the vocal and choral parts are aimed at creating a long-lasting emotional
buildup characteristic of a thriller and immersing the audience in a state of anxiety and fear.

Keywords: modern musical theater, modern opera, literary thriller, operas by Kaija Saariaho,
Innocence

For citation: Kiseyeva E. V., Korotkiyeva E. S. Interpretation of the Genre in the Kaija Saariaho’s
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aits Caapumaxo — JUYHOCTH SIpKas
KI/I 3HaYMMasi B MYy3bIKQJIHbHOM TEaTpe

Hayana XXI Beka. [Ipuznanue eé
TOCTHKCHUN TIOATBEPIKIACTCS PAIOM TIpe-
CTHDKHBIX TIPEMUI U Harpa, Cpeau KOTOPBIX
Grawemeyer Award (2003), Grammy Award
for Best Opera Recording (2011), BBVA

Foundation Frontiers of Knowledge Award
in Contemporary Music (2017), Leone
d’oro di Venezia, Biennale della Musica
Contemporanea (2021). IlpousBenenus
KOMITO3UTOpPA BOIUIA B CIHUCOK JIyYIIHX
onep 2020-2021 rogoB 1o Bepcuu xKypHaia
KJIaccu4yeckoi My3biku Opera news.
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Hacnenne Caapuaxo BKIIIOYAeT IIATh
onep — «JIro60Bb m3ganeka» (2000), «Matb
Anpuanay (2006), «9Omunu» (2008), «Tonb-
KO 3BYK ocTaércs» (2015), «HeBUHOBHOCTBY»
(2018), B KaXX10i M3 KOTOPBIX MpPEICTABIIEC-
Ha OpUTMHAJIbHAsi TPAKTOBKa >KaHpa, CBs-
3aHHAs C BOIUIOIIEHHEM OCTPOCOLUATIBHBIX
mpo0sieM, ¢ O0COOBIM 3HAYEHHEM >KEHCKHX
00pa3oB, WHANBUAYAJIbHBIMH KOMIIO3UIIU-
OHHO-JIpaMaTypPruueCKUMH PEIICHUSIMHU.

Crnenyetr OTMETUTD, YTO B OIIEPHOM JKaH-
pe Ha pybexxe XX—XXI BekoB HamMeTHIIaCh
TeHJeHIUsl K oOHoBineHuto. C omHON cTO-
POHBI, OHA CBSI3aHA C OTKA30M OT KaHOHOB
IpaMbl U ¢ U3MEHEHHEeM (OPMBI CIEKTa-
k1. Hauano sTomy nonoxxuiia HoBaTopckas
tpuwitoruss dununa I[nacca («UHIITEHHY,
«Carpsirpaxa», «OXHATOH»), YbH UJICH
OKa3ajJy BIMSHHE HAa ONEPHOE TBOPYECTBO
Jl)xona Anamca, Xaiinepa ['€60ennca, Tan
Hyna, Maiikna Haitmana, CtuBa Paiixa, [[3-
Buna JIsura, Mepenur Mouk, CanbBarope
[IlappuHO U APYrHX COBPEMEHHBIX KOMIIO-
3UTOPOB. Y3HAaBAEMOM 4YEPTOM UX COUYMHE-
HUW sIBISIETCsl crienuduyueckas TPaKTOBKA
MOATUYECKOTO TeKCTa JuOperTo. B HEM OT-
cyrcTtByer (pabyna, ByaJIHpPYyHOTCS 3allo-
KEHHBIE aBTOPAMU CMBICIIbI, HAPYIIAIOTCA
MIPUYNHHO-CJIC/ICTBEHHBIC CBS3HU, BKJIIOYa-
IOTCSl CMBICJIOBBIE Ppa3pbIBbl JIMHEWHOCTH
MMOBECTBOBAHUS, IPOUCXOAUT OTKA3 OT KOM-
MYHUKaTUBHOM (YHKIMU CJIOBA. 3aKOHO-
MEPHOCTHU 3TH OTMEUYEHBI B MCCIIEI0BAHUSIX
E. Kuceenoii [1], A. Kpom [2], A. KpbLioBoii
[3], A. Uynosoii [4], A. lllopuuxkoBoii [5].

C Iopyroil CTOpOHBI, HE MEHEE BaXKHYIO
00J1aCTh, CBA3aHHYIO C OOHOBJICHHEM OIIep-
HOTO JKaHpa, MPEACTaBISIOT MTPOU3BEICHUS
Jlyu Amnpgpuccena, Jlyku OpaHuecKoHHU,

1

beara @yppepa, [ eopra @puapuxa Xaaca, B
KOTOPBIX MPEJCTaBICHbI HOBBIE I JKaHpa
A3BIKOBBIE 3aKOHOMEPHOCTH — paCLIUPEH-
Hbl€ BOKAJIbHBIE TEXHUKHU (C BKJIIOUECHHEM
Sprechstimme, 5IEKTPOHHOW 00pabOTKU
rojoca, 3JIEMEHTOB JCTPAaTHOM MY3BIKH),
MHUKPOTOHOBBIE CTPYKTYpPBI, CIOCOOBI pado-
ThI CO 3BYKOM, XapaKTEPHBIE JJIs1 IPOCTPAH-
CTBEHHOW My3bIKM. OJHAKO yIOMSIHYTBIE
KOMITO3UTOPBI 00OpaIIAtOTCs K yCTOSIBIICICS
CTPYKTYpE ONEpPHOTO CHEKTAKJA, a JIuOpeT-
TO MX MPOU3BEACHUN MPEACTABIAIOT COOOM
aZanTUPOBAHHBIE TEKCThl. B HUX coxpaHs-
I0TCS KAHOHBI IPAaMbl, KOTOPBIE OIPEEISAIOT
KOMITO3ULIMOHHO-PAMATYypPrUueCcKy0 JIOTHU-
Ky CIIEHUYECKOTO JICHCTBHS' .

TpakTOBKa OINEPHOTO KaHpa B TBOpYE-
ctBe Kaitm Caapuaxo Ha nepBblil B3IV HE
BBIXOJUT JaJieKo 3a MpeAelibl aKajeMuye-
CKOll Tpamuuuu. B cBoux omycax KOMIIO-
3UTOP COXpAaHSET JKAHPOBYIO INPUHAIIECK-
HOCTh K oOnacTu OONbIIOH, KaMEepHOU U
MoHoonepbl. OHako MpH 0oJiee MpUcTab-
HOM PAacCMOTPEHHH OOHApYKMBAIOTCA Xy-
JIOKECTBEHHbIE 3aKOHOMEPHOCTH, CBHJIE-
TEIbCTBYIOIIME 00 OOHOBJIEHHH OMNEPHOIrO
’KaHpa U3HYTPHU U CBA3aHHbIE CO crienudu-
KOW MOCTPOEHMSI XYI0)KECTBEHHOI'O TEKCTa
B TMOPETTO, C pa3pabOTKOI BOKATBHBIX Hap-
TUW, MY3BIKaJIbHO-IpaMaTypru4ecKuM pe-
meHneM. KoHuennuy onepHsIX COYMHEHHMN
Caapuaxo moJapa3zyMeBalOT MOrPYKEHHUE
3pUTENIEd HE TOJIBKO B INEPUIETHM JApama-
TUYECKOTO JEHCTBUS, HO U B OCMBICIIEHUE
mpo0sieM, BOJIHYIOIUX COBPEMEHHOE 00111e-
CTBO.

Haunbonee sipkum npuMepoM 3TOro siBiis-
ercsi «HeBHMHOBHOCTBY», MNpeACTABIAIOIIAS
co0oi1 cBOEro posia My3bIKaJIbHBIN TPUILIIEP

O sI3BIKOBBIX HOBALIMSIX B HOBeHIIei onepe cM. moxpobuee: Jlasposa C. B. [locne Bansrepa benpsimuna:

Hogas my3sbika I'epmanun, Asctpun u LlBelinapun ot smoxu uugposoro nocrkanuranusma g0 COVID 19/
pen. U. Mypun. CII0.: Akagemus Pycckoro 6anera umenu A. f1. Baranosoii, 2020. 330 c.
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U BOuWpammas 4YepThl XyHA0>K€CTBEHHBIX
MPAKTUK, TOJYYUBIIUX pa3BUTHE Ha pyde-
xe XX-XXI BekoB, Omaromaps 4emy Mpo-
M3BecHUE 00J1a/laeT CyITe€CTUBHBIMU CBOM-
CTBaMH U JAET BO3MOKHOCTh OCYILIECTBUTH
TPAHCMHCCHUIO COIIMAJIbHO 3HAUUMBIX II€H-
HOCTE B OOIIIECTBEHHOE CO3HAHUE.
«HeBHHOBHOCTB» B CHITy HOBU3HBI XYyJ0-
KECTBEHHOTO 3aMbIClia, & TAKXKE TOT0, YTO
MpeMbepa MPOU3BENCHUS COCTOSIIACH CPaB-
HUTEIBbHO HeaBHO — B Hrosie 2021 roma, e
CTAaHOBWJIACh OOBEKTOM CaMOCTOSITEILHOTO
uccneaoBaHusi. VCKIIIOUEHUEM  SIBIISIIOTCS
Kparkue Te3uchl’ u ctaths H. CaaMuiBuim
[6], B KOTOpBIX HAMEYEHBI HEKOTOPBIE XY/10-
KECTBCHHBIC HJCH MPOU3BEICHUS, CBS3aH-
HbIE C paclIMpeHueM rpanull xkaHpa. Cre-
IyeT OTMETUTH U TO, YTO B PYCCKOSI3bIYHOM
MY3BIKOBEJICHUU TPOIECC H3YYEHUs TBOP-
yectBa Caapuaxo ToJbKO HaOupaer 000-
poTbl. BriepBble 0 TEXHUKE KOMIIO3UTOpPA
Hanucana ceputo crareit T. [laperpanckas’.
B 2014 rony Beimuta monorpadus I. Cxa-
IJIOK O BOKAJbHOM M MHCTPYMEHTAJIbHOM
tBOpuecTBe?, a B 2021 romy ObUTO Hammca-
HO TIEpBOE KPYITHOE HUCCIIEOBaHUE, MOCBS-
ménHoe onepaM Caapuaxo, — quccepTranus

2

H. CaamumBuinn’. OgHako B Ka4yeCTBE Ma-
TepUaJla HMCCIEIOBAHUS 31E€Ch BBICTYNHWIN
TOJIBKO TpH paHHHUE paboThl («JI1000BH U3-
naneka», «Marb Anpuanay, « IMUIN»).

Cneuunduka nuépetTto
onepbl «HEBUHOBHOCTb?

Hccnemyemoe mpoU3BENEHHE OTIMYA-
€TCs CBEKECTbI0O M HOBM3HOM B IIOAXOIE
K OCMBICJICHUIO TPaJUIMil ONEpPHOro >KaH-
pa. C OIHON CTOPOHBI, B UHTEPBBIO KOM-
MO3UTOp cooOIIMIa, 4To «...co3mana “He-
BUHOBHOCTH” MO 00pa3lly JBYX BEIUKHX
HKCIIPECCUOHUCTCKUX JIpaM Hadana XX Beka
— “Onextper” u “Bormeka”»°. C npyroit —
OTMETHJIA CJI0KHOCTh COOCTBEHHOIO 3aMBbIC-
Ja ¥ xKejlaHue 000COOUTH €ro OT ONEpPHOMN
Tpaauuuu: «/la, s HUKOTAAa HE CTpeMMIIach
paccka3arb 4EpHO-OEIyH0 HCTOPHIO, B KO-
TOPOH KTO-TO OyleT XOpOLIMM, a KTO-TO
IVIOXUM. S AyMaro, 4TO CO3AaHHME TaKHUX
YOPOUIEHHBIX TE€POEB SIBISIETCS OOJBIION
omunOKoi 3amagHoOro nosecTBoBaHWs. Ha
CaMOM JIeJIe HUKTO W3 JIIOIEW TAaKOBBIM HE
sBisieTcs»’. B cBoém npousBenennu Caapu-
axo Oosiee KECTKO U PEATTUCTUYHO, HEXKEIN
3TO NPUHATO B TPAJAULIUAAX ONIEPHOTO >KAHPA,

CaamumBunn H. H. «HeBunoBHOCTEY (Innocence) — onepuwiidi Tpuiiep Kaiin Caapuaxo / Onepa

B MY3BIKaJIbHOM TeaTpe: UCTOPHS U COBPEMEHHOCTh: Te3UChl MexayHap. Hayd. KoH(., 22—-26 Hos0ps 2021 1.
/ pen.-coct. H. INununenko, mox pex. . Cycuako, H. [Mununenko, M. Ckypatosckoii. M.: PAM umenu

I'mecunsnix, 2021. C. 170.

* Iaperpanckas T. H. 3Byku xuBonucu: my3bika Kaitn Caapuaxo // U3panns XXI. 2015. Ne 51.
URL: http://www.2lisrael-music.com/Saariaho.htm (gara obpamenus: 08.11.2019); Llaperpaackas T. B.
3ByKH xuBonucu: My3bika Kaitn Caapuaxo // M3pamns XXI. 2015. Ne 52.
URL: http://www.2 lisrael-music.com/Saariaho-2.htm (nara oopamienus: 08.11.2019).

4

5

Cxarutok I. My3ssika Kaiin Caapuaxo: moHorpadus. M.: Kommosurop, 2017. 141 c.
CaamumBunu H. H. Omnepsr Kaiin Caapuaxo 2000-x IT.: XyJOKECTBEHHBIE WU, MY3bIKaJbHas

JpamMatyprusi, KOMIIO3UIIMOHHAS TEXHHUKA: aBTOped. Tuc. ... KaH. uckycctBoBeAaeHus: 17.00.02. M., 2021. 24 c.

6

Ross A. The Sublime Terror of Kaija Saariaho’s “Innocence” // The New Yorker: Musical Events.

July 19. 2021. URL: https://www.newyorker.com/magazine/2021/07/26/the-sublime-terror-of-kaija-saariahos-

innocence (accessed: 10.09.2023).

7

Savikovskaya Yu. Kaija Saariaho: “Composing requires patience, but it is a magical thing and a great

privilege” // Anthropology of How Art is Created: Interviews, Articles, Observations. 08.02.2021. URL:
https://artsavikovskaya.ru/kaija-saariaho/ (accessed: 21.01.2023).
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BOILJIOTWJIa MHOTOTPAHHOCTh BHYTPEHHETO
MHpa MEPCOHAKEN U CIOKHBIN XapaKTep UX
B3aMMOOTHOIIIEHUM. Beab 0CHOBOM I JIH-
OpeTTo cTall HEOOBIUHBIN IJISi OMEPHI JKAHP
— Tpuiiep®.

Tpunnep (ot aumn. thrill — tpener),
CpPaBHUTEIBHO HEAAaBHO 000COOUBIIUICA
OT J€TEKTHBA U MOJYyUYHUBIINI IIUPOKOE pac-
MIPOCTpPaHEHUE B COBPEMEHHOM JIUTEPATypE,
MMEET XapaKTEepHbIE KOMIIO3UIIMOHHO-pa-
MaTypruyeckre 0CoOEHHOCTH: JTUTENIbHOE
AMOIMOHATBFHOE HaMpPsHKEHUE, CIIOCOOCTBY-
I0I1I€€ COXPAHEHHUIO Y 3PUTEIS MOCTOSHHO-
IO OLIYIIEHUS TPEBOTM U CTPAaxa; HaJIU4HE
TaifHbI, KOTOpPas HE MPOSICHAETCS BILIOTh 10
caMOM pa3BsI3KU; ABUKEHUE CIOXKETA K KaTa-
CTpo(UYeCKOMY HCXOAY; TECHas CBS3b CO-
OBITHII M BPEMEHM JCHCTBHUS; NIPUCYTCTBUE
MPOTUBOCTOSAIIUX JIPYT IPYry 0Opa3oB; Ha-
JUYre HEOXKUIAaHHOMN pa3Bs3ku’. Omucanue
MOJIPOOHOCTEN COBEpIIEHHOTO yOuiicTBa U
OTpe/ieJICHNEe BUHOBHBIX — OCHOBHBIE BO-
MIPOCHI, NMOCTAHOBKA KOTOPBIX B TPUILIEPE
MIPOUCXOAUT TaKUM 00pa3zoM, 4TOOBI 3aTpo-
HYTh OOJIC3HEHHbIC U HEU3BEAaHHBIC 00a-
CTH YEJIOBEYECKON NICUXUKH.

JIubperto «HeBUHOBHOCTWY» IIEIIUKOM
COOTBETCTBYET BBIIIICHA3BAHHBIM  Xapak-
TepuctukamM. B (uHCKOW MeXTyHApOIHOM
IIKOJE€ TPOM30IUIO MaccoBOe YyOUINCTBO
— OJIMH M3 YYEHUKOB PaCCTPENs OIHO-
KJIIACCHUKOB U yuuTens. OIHaKo NMpou3Be-
JIEHUE OTKPBIBAIOT CIIEHBI 0O€3pajOCTHOTO
cBageOHOoro Oankera. OKa3pIBacTCs, YTO
Opat KeHuxa OblT TeM cambIM YOWilleu, u

8

CEMbsI CKPBIBAET 3Ty HUCTOPHUIO OT HEBECTHI
— SMUTrpaHTKu u3 Pymsinnu. MctrHa men-
JIEHHO BCIUIBIBAET HA MOBEPXHOCTh. CMBICIH
MPOUCXOISIIETO IPUOTKPHIBAETCS B TOT MO-
MEHT, Korja o(uImaHTka y3HaéT CBOUX pa-
ooromareneil. B Tparenuu morutmna eé qo4sb,
U I TOTO YTOOBI MPUYUHUTE UM 00JIb, OHA
packpbIBaeT npaBay HeBecte. JlelicTBre mo-
CTOSIHHO TEPEKIIFOYAETCSI MEXKY BOCIIOMH-
HAHUSIMU JIIOJICH, IEPEIKUBIIUX KaTacTpody,
U CBaJICOHBIM BEUYEPOM, MTPOUCXOIAIINM JIe-
CATH JIET CITCTSl.

COOTBETCTBEHHO, U JpamMaTyprusi Ju-
OpeTTO OCHOBBIBACTCSA Ha TMapauIeIbHOM
pa3BUTHUU ABYX MHUPOB — CBaJbObl U BOC-
noMuHaHu. Mup cBagbObl MpEACTaBISAIOT
Kenux (Tomac), Hesecta (Crena), CBEKOp
(I'enpux), CsekpoBb (Ilarpunius), Odwuriu-
anTka (Tepesa), Csmennuk. B mupe Bocmo-
MUHaHUN HaxogsaTca Yuurtenb (Cummums),
Crynent 1 (Mapketa), Ctynent 2 (JIlumm),
Crynentr 3 (Upuc), Cryment 4 (AHTOH),
Crynenrt 5 ([Ixeponumo), CtyaeHT 6 (Anek-
cus).

B I nmeiictBumM mipenicTaBlieHa 3KCIO3U-
s o0pa3oB. JlelicTBre OTKPBIBACTCS Yepe-
JIOM cleH, o3araBiieHHbIX «llocmencTBus
u «CBanp0a», KOTOpbIE BBOJST 3pUTEICH
B HampspkéHHOe cocrostHue. OHO CBSI3aHO
C HEMOHMMAaHWEM CHTYyallud, TaK Kak 3a-
BsI3Ka CcOOBITHH cMelneHa. Jlume B 4-i
cueHe | neWcTBug W3 AManora poaUTeENe
Kenuxa cranoButcs sicHo, 4uto OoT Hene-
CThl YTO-TO CKPBIBAKOT, a B Haudaye Il meu-
ctBus OpuiMaHTKa yIIOMUHAET O Tpareauu,

ABtopom nubperto sBisiercs Copu OKcaHEeH — POMAHHUCT, CO3JATelNb MbeC Ui APaMaTHYECKOTO

Tearpa U CIEHApHEB K XyIOKECTBEHHBbIM (uibMaM. B cBOMX poMaHaxX OHa MPUAEPIKUBACTCS JKECTOKOTO
peanusma. CroxeTsl €€ n3BecTHbIX pabot «Hucrkay, «Korna ronyou ynanu ¢ Heba» 0CHOBaHbBI Ha KPU3HUCHBIX
CUTyallusX, a IEPCOHa)KaM CBOMCTBEHHBI HABSI3UMBbIE HJIEH U YYBCTBO BUHBI.

9

[TonpoOHee 0 KOMITO3UIIMOHHO-APAMAaTyprHYECKUX 0COOCHHOCTSIX Tpriuiepa cM.: TpemOuikuii O. B.

Komro3uionHbsie 0COOCHHOCTH KaHpa TPUIUIEP B COBPEMEHHOM JiuTeparype // Dunoaoruueckuii acreKr.

2020. Ne 10. C. 89-97.
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nmpousomenmeld B npouuioM. Jlamee ak-
LIEHT IEepPEeMEIIAETCS Ha MHpP BOCIOMMHA-
HUWA YYaCTHHMKOB TepakTa. Mbl y3HaeMm O
norubuiel nouepu repouHu — Mapkere,
1 O TOM, YTO >KM3Hb KEHIIMHBI pa3pylIeHAa.
Becomocth 00pa3oB M3 Mupa BOCIOMHHA-
HUW YCUJIMBAETCs 3a CYET NETAIBHOIO BOC-
MIPOU3BEICHUS COOBITUI POKOBOTO JTHSI.

B Il u IV pelictBusaX npeacTaBiieHa Jju-
TeNbHAsl KyJIbMHUHAIIMOHHAS 30HA, BHYTPHU
koTopou cuenbl 11 u 19 saBasroTca cmbic-
JOBbIMU KynbMuHauusMu. [lepBas u3 Hux
MOCBSIIIIEeHa COOBITHSIM paccTpena. Kaxaprit
13 YYaCTHHUKOB PacCKa3blBae€T O TOM, KaK U
B KakKOW CHUTyallMu OH ObUT yOuWT, J10OO0 TIe
HaxoAWICs B TOT MOMEHT M Mo4yemy u3oe-
&Kaln cMepTh. A BTOpas OOBACHSET MpHUYHU-
Hbl TMPOU3OIIEAININX COOBITHA. Maapauk
paccTpessii OJHOKJIACCHUKOB M3-3a TPaBIIU
C UX CTOpPOHBI. [[pyrue CrieHbl CTaHOBSTCS
KyJbMUHALIUAMH B PA3BUTHH 00pa30B IJIaB-
HBIX T€POEB U PELICHbI MPEUMYIIECTBEHHO
B BHJI€ KOH(IMKTHBIX auanoroB. Hampu-
Mep, B ciieHe 14 OduimanTka BUHHT OTIIA
Crpenka B TOM, UTO OH JaJl ChIHY OpYXHUE U
Hayuun crpensats. Cuena 18 mpencrasiser
co00i1 IuaNor CTpaaomnX U OOBUHSIOIINX
JpyT ApyTa B CIyYUBIIEHCS Tpareauu Mare-
pel U SABIISIETCA OJAHOM M3 CaMbIX SIPKUX U
HanpsDKEHHBIX B omepe. B muanoruyeckoun
cuene 20 Hesecra m JKeHux He HaxXoIsIT
KOMIIPOMHUCCA B CJIIOXKUBILICUCS CUTYyallUd U
naxke MpochObl CBSIIEHHUKA JI0BEPUTHCS
IpyT YTy # 3a0bITh MPOILIOE HU K YeMy
HEe MPUBOIAT. JKEHUX HENPEKJIOHEH, Y 3TO-
ro Opaka Her Oymaymiero. HckimoueHUs MU
SABISAIOTCS cosbHbIe MoHonoru Hpuc (Cry-
JEHT 3), U3 KOTOPBIX BBISICHSIETCS, YTO OHA
BMecTe co CtpenkoM paspadaThiBajia IjiaH
MecTH. ManpuuKka IPUTECHSIM U YHUKaJIH
OJTHOKJIACCHUKH, a YYUTENb OBbLT OTYMMOM
Npuc u nobupacst 61U30CTH C HEM.

Pa3Bs3ka OTOIBUHYTa K KOHILY OIIEpHI
u naHa B cueHe 24, rne Tomac npusHaércs

133

B y)Kacarolieu Bemu — ero Opatr opraHuzo-
BaJl yOuICTBO HE o/iuH. VX ObL10 TpOE: Opar,
€ro mojpyra u oH cam. ToMac UCTBITHIBAET
CUJIbHENIIIEE YYBCTBO BHUHBI, BEb CTOUJIO
eMy pacckas3aTh O IJIaHe — U TPareuu Obl
HE CIy4wioch. B Onuiore, 3aBepraromem
IIPOU3BEJICHUE, BBDKUBIIHME CTYIECHTBl W3-
OaBJISIIOTCSL OT TICUXOJIOTMYECKUX TpPaBM,
a ymepias Mapkera mpoCUT Marh 3a0bITh
€€, OTILYCTUTD U KUTh Aanblie. OuHan orne-
PBI OCTAaETCS OTKPBITHIM.

Cpenu BaKHEWIIUX OCOOCHHOCTEH JIH-
OpeTTO OTMETHM CHelU(PUIECKOE KOHCTPYH-
pOBaHUE Xy/I0’)KECTBEHHOIO BPEMEHHU U MPO-
CTPAHCTBA, OXBATHIBAIOLIUX MPOTSHKEHHBIC
MIEPUOJIbI U COSAUHSIOIINX PEATBHOE U CUM-
BOJIMYECKOE JAECUCTBUA. B nmaHHOM ciydae
MOXKHO TOBOPUTH O MU(OIOTUUECKOM XPO-
HOTOIIE C XapaKTE€PHBIM JIJIs1 HETO Kau€CTBOM
MOJINXPOHUKATIBHOCTU M MOJUIPOCTPAH-
CTBEHHOCTH. SIpKHUM TpPUMEpPOM SIBISETCS
cieHa 24 «Cpaapbay», T71€ MUP BOCTIOMHUHA-
HUU BTOpraercsi B MUp cBaabObI (Tabmuima 1).
Cnegyer OTMETUTBH, UTO TMPAKTHYECKH BO
BCEX CIIEHAX C YYaCTHUEM CTYAEHTOB IIPOUC-
XOIUT B3aWMOJEHCTBUE MEXKIY JKUBBIMU U
MEpPTBBIMU. TakoBsl cueHsl «llocmencTBus»
(1, 3, 6, 13), «B 10 yTpo» (9), «O10» (11),
«B 1ty HOuBY (15), «Ilepen crpens6oii» (19).

B nubperto onepsl BOILIOTHINCH XapaK-
TepHBbIE U1 Tpuiuiepa npuémel. Camslii sp-
KU U3 HUX — cacnenc (OT aHII. Suspense
OECTIOKOMCTBO, TpEBOTA OXHUIAHMUS,
HEeOoNnpeAeNEHHOCTh) — CBSI3aH C MPOJOJI-
JKUTEJIbHBIM HarHeTaHueMm arMocdepsl Ha-
NOPSKEHHOTO  OXUJAHUSA, MOMIOUIAOIIETO
3puTenel M 3acTaBISIOLIETO HEOTPHIBHO
CIIEIUTh 32 TPOUCXOIAUIUMHU COOBITHSIMU,
HE 3Has, B KAKOM MOMEHT NPOM30UIET He-
MuHyeMoe. Peanuzanuu maHHoOro mnpuéma
crocoOcTByeT poiib OPUIMAHTKH — Trepo-
M CTAHOBHUTCS SICHO, UTO €€ MPUCYTCTBUE
Ha CBaJb0EC HU K YEMy XOpPOIIEeMYy HE MpH-
BenET, pe3ynbTar Heu3OexeH: Hesecta
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Taénuua 1. Onepa «HeenHoBHOCTL». TekeT nuépertro. [leiicTane V, cueHa 24 «Ceapp6a». parMeHT
Table 1. Opera /nnocence. Text of the Libretto. Act V, Scene 24 The Wedding. Fragment

OpuruHaJbHBIN TEKCT

IMepeBon

Student 3: You betrayed your brother.

Cmyoenm 3 (eviycuewan Hpuc): Tol nipenan
cBoero Opara.

Student 1: Three shots and I died at once.

Cmyoenm 1 (nocuowan Mapkema): Ctpenok
BBICTPETIWII TPH pa3a, u sl TyT Ke yMepia.

Bridegroom: But 1 wanted to participate in my
brother’s adventure. We shared a secret and it
made me feel important. He was my hero.

Kenux: Ho s xoren MMOy4aCTBOBATb B aBaAHTHOPC
MOCTO 6paTa. ME1 nogenunuch CCKpPETOM, U OTO
JAaBaJIo0 MHC OLIYHICHUC YCTO-TO BAXKXHOTO. On
OBLI MOUM Ir'epocMm.

Student 3: You betrayed your brother.

Cmyoenm 3 (evtncusman Hpuc): Tel npenan
CBOEro Opara.

Student 1: Three shots and I died at once.

Cmyoenm 1 (nocubwaa Mapkema): Tpu BbI-
CTpefa, U s MTHOBEHHO ymepia.

Bridegroom: 11oved my brother. I love him still.

Kenux: 51 nrobun coero 6para. 5 10 cux nop
00O €ro.

y3uaéT npasnay. [puém mareaggun'® npen-
roJjlaraeT HaJuurue HEKOEro MaTepHaibHOTO
WIA HJIEHHOTO HE3PUMOTro 3JEMEHTa, BO-
KpyT' KOTOPOTO CTPOMTCS CrOXKeT. JlencTBre
«HeBUHOBHOCTHY» pa3BUBAETCSI B KOHTEKCTE
MOMCKA MPABIAbl U UCTUHBL. Y KaXJOTO U3
TepPOEB CBOS MPaB/Ia, @ HCTUHA 3aKITIOUACTCS
B TOM, YTO BUHOBHBIMU B Tpareiauu OKasbl-
BAIOTCS MPAKTUYECKHU BCE (32 UCKIIIOUEHUEM
Hesectn). [Ipuém croorcemmsiii meucm, Oyk-
BaJIbHO O3HAYAOIIMUN BHE3AMHbIN MOBOPOT,
npuMeHEH B (puHase, B MOMEHT, Korja cra-
HOBHTCS U3BECTHO, 4TO JKEHUX COBMECTHO C
OpaToM TOXKe TOTOBUJI TEPAKT.

B kauectBe Oojee TOYHOrO ompenese-
HUS JKaHPOBOW OCHOBBI JTMOPETTO HA30BEM

MICUXOJIOTUYECKUI TPUILIEP, TaK KaK aKLIEHT
B HEM HaNpaBJIeH HE HA CaMHU COOBITHS,
a Ha 4YyBCTBA U NIEPEKMUBAHUS UX y4aCTHU-
KOB. B 3TOM OTHOILIEHMH Ha3BaHHUE OMEPHI
(«<HeBMHOBHOCTB») BUIUTCA HPOHUYHBIM.
B nmpousBeneHun OTCYTCTBYET pas3zieieHUE
Ha Irepoes U 31101eeB. Bee nepconaku, Tak
WIM MUHA4Y€ CBSI3aHHBIE C COOBITUSIMU IPOU-
30IIEAMIEH TpareJu, OXBau€Hbl YYBCTBOM
BUHBI.

My3blkanbHAs APAMATYpPrus
onepbl «HEBUHOBHOCTb?

Ha mnepBwiii B34, B KOMIO3ULIMOH-
HOW CXEME ONEPHI OLIYTUMA TPAAULHOHHAS
IpaMaryprudeckasi joruka (tabmuma 2).

10 Makradh¢un (anrm. MacGuffin) — yCTOWYHBOE BBIpaXKEHHE, HE HMEIOIEE TOYHOTO IEPEBOIA, HO
UCTIOJNB3YIoIeecs B KWHeMaTorpapuIecKux xaHpax Tpuiiepa, IeTeKTHBA, MPUKITIOYCHIS 1T 0003HAYCHHUS
uaen Win o0beKTa, Ha KOTOPBIX COCPEIOTOYCHBI BCE TIEPCOHAXKH M KOTOpBIE OIpeAensior (adyry
npousBeneHus. OfHA W3 BEPCUIl MPOHUCXOXKIEHUS MakrapQuHa cBs3aHa C MIPOH CIIOB — MPUCTABKH OT
dhamuuu Mac, npucoenMHEHHON K cymecTBUTeNsHOMY Guff (O0NTOBHS).
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Taénuua 2. KoMnosmuuoHHas cxema onepbl «HEBUHOBHOCTb»
Table 2. Compositional Scheme of the Opera /nnocence

Tanbl
eii- . JApamaryp-
clT[Bne Cuena JeiicTByI01IHE JTUIIA rgqeck(})lll")o
pa3BuTus
| [Tpenronus
Cuena 1 «Ilocnenctus» Crynenr 2, Crynenr 4, CtyneHr 5
Cuena 2 «Cpaan0a» Hegecrta, CBékop, XKennx, CBEeKpOBb 2::::;—
Cuena 3 «Ilocnenctsus» VYuurens, Crtynent 6, CryaeHT 3,
Crynenr 4
Cuena 4 «CBagn0a» Cgéxkop, CBEKpOBb
3aBa3ka
II Cuena 5 «CBaap0a» OdunmanTka
Cuena 6 «IlocnencTBus» Crynent 5, Crynent 6, CryneHrt 4,
Vaurenn
Cuena 7 «CBagp6a» CeekpoBb, CBékop, OpunmanTka
Cuena 8 «IlocnenctBus» Crynent 1, Odpunmantka
Cuena 9 «B 1o yrpo» Crynent 4, Crynenr 3, CryneHnr 1, >
OdurmanTka E
111 Cuena 10 «CBann6a» Hesecra, Odunmnantka, Kernx =
Cuena 11 «9to» Crynent 5, Crynent 2, Crynent 1, :
Crynent 4, Crynent 3, Yuutenb <<Z
Cuena 12 «CBann6a» CBekpoBb, CBsIIIEHHUK = E
Cuena 13 «IlociencTBus» Bce Crynentsl u Yuurens g E
Cuena 14 «CBann6a» Ceéxop, OdunmanTka % E
IV Cuena 15 «B Ty HOUB» Crynent 3, Cryaent 2, CtyneHrt 5, § s
VYuurens, Ctynent 4 g §
Cuena 16 «Csanp6ay» Cgékop, Kennx E g
Cuena 17 «Ilepen ctpenb0oii» Crynent 3 8 =
Cuena 18 «CBagn0ay» Odummantka, Hesecrta, Kenux, §
Caéxop, CBeKpoBb ®
Cuena 19 «Ilepen crpenb0oii» Crynent 1, Crynent 2, Ctyaent 3
A% Cuena 20 «CBanp0ay Hesecra, XKenux
Cuena 21 «banna u3 Tpéx uenoek» | CTyneHT 3
Cuena 22 «Canp0ay» Casamennuk, KeHux
Cuena 23 «Ilocne CtpennOb» Crynent 3, XKennx Pa3sBsa3ka
Cuena 24 «CBann6a» Ceamennuk, JKennx, Hesecra, Csé-
kop, Crynent 3, Cryzent 1
Onu- | Cuena 25 «bynymee» Crynent 6, Ctynent 5, CtyneHt 4,
Jor Crynenrt 1 duuiaor
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B neiicTBuM nmpuCyTCTBYIOT HEOOXOAMMBIE
3Tarbl MY3bIKAJIBHOW JpaMbl: 3KCIO3ULIUS,
3aBsi3Ka, pa3BUTHE, KyJIbMUHAIUA, Pa3BsI3Ka
Y SMUJIOT. DKCIO3UIIUS MY3bIKaJIbHBIX 00pa-
30B 3aHMMAET TPU CLIEHBI, B HUX JIaHbI Xa-
PAKTEpUCTUKU TEPCOHAXKENH U MPOUCXOAUT
MOTPY>KEHHE B HampsHKEHHYIO aTtmocdepy,
KoTOpas OyneT npeodaaaaTh Ha MPOTKEHUU
BCEil orephl. 3aBA3Ka MPUXOAUTCS Ha CIICHBI
4 u 5. B 210 BpeMs I1aBHBIE ITEPCOHAXKH UC-
MBITHIBAIOT Haubosiee CHIIbHBIE TYIIEBHbIE
nepexuBanusi. CUTyanusi CTaHOBUTCS MPE-
MTOCBUTKOM TSI TIPSAIMOTO KOH(IIUKTA MEXKTY
TepOsIMHA, BBIPAXKEHHOTO MY3bIKAJIbHBIMU
CpPEACTBAMHU C ITOMOUIBIO JyITOB-CTOJIKHO-
BEHUI.

Opnnako mipu 6oJiee OIU3KOM paccMOTpe-
HUU CTAHOBHUTCS SICHO, YTO 3aKOHOMEPHO-
CTU TPAJWLHOHHOW OINEPHOW JpaMbl 3]IECh
HE BbIJIEpKUBAIOTCA. OCHOBHOE Pa3BUTHE U
KyJIbMUHAIUS YACTUYHO IIPOUCXOST BO BTO-
pom, a takxe B III, IV u Hauane V nelictBui,
B KOTOPBIX MY3bIKaJIbHBIC XapaKTEPUCTUKU
repoeB IPETEPIICBAIOT CEPbE3HBIE U3MEHE-
Hus. Tak, OTMETHUM JIOCTAaTOUYHO JJIUTEIbHBIN
ATall pa3BUTHS U HEXAPAKTEPHYIO JIS IpaMbl
KyJIbMUHAIMIO. B onepe KyJlbMHUHALIMOHHAS
30Ha 3aHUMaeT AeciaTh (!) cueH (cM. Tabmu-
1y 2), KOTOpbIC 3aredyariieBaloT HauBBIC-
IME TOYKU CTpaJaHuil repoeB. JlylieBHbIE
MEPEKUBAHUSL COCOUHSIOTCS C yKacarolu-
MU TPU3HAHUSMHU, CBUIACTEIbCTBYIOIIUMU
0 BUHOBHOCTHU NEPCOHAXKEN B CIIyUUBIIEHCS
Tparenuu. [Ipu 3TOM KOMIIO3UTOpY YyAAETCS
JIOJITO BBIJCP>KMUBATH MPOMUTAHHYIO OCTPHIM
TICUXOJIOTU3MOM  atMocdepy  Omaromaps
YEpEIOBAHUIO «TPOMKHUX» U «TUXHX» MY-
3BIKAJIBHBIX KYJbMUHAIIMM, a TaKKe CMEHE
COJIbHBIX M aHCAMOJIEBbIX BbICKa3bIBAHUIA.

Cronb 1nuTenbHas KyJdbMUHAIUS BICUET
3a coboii cnenuduyeckyro pasBs3ky. Eciu
B JlpaMe€ OHa MpeJCTaBisieT coOoil Kpar-
KUH, CTPEMUTENBHBIN 3Tar, TO B «HeBUHOB-
HOCTH» 3aHUMAET YeThipe cueHbl (21-24).
B Hux packpbIBaroTCSi MOTHUBBI, HU3-3a KO-
TOPBIX KaXIbli M3 TE€pPOEB HCIBITHIBAET
YyBCTBO BHUHBL. /[[1s1 coxpaHeHMsl Hamps-
JKEHHOU CUTYallMU KOMITO3UTOP CO31aET My-
3bIKAJIBHBIA KOJUIAaX, 4epelys BbICKa3bIBa-
HUS BBDKUBIIMX U ymepiiux. Hanpsbkenue
COXpAaHsIeTCs BIUIOTh /10 KPaTKOTo 3IUJIOra,
BBITIOJHSIONIET0 (YHKIMIO Karapcuca. AT-
Mocdepa SMOIMOHAIBHOTO  HArHETaHHS
TOJILKO 3/I€Ch MOJY4YaeT paspsiky, a cleHa
npoutanus OQUIMaHTKH cO CBOEH MOTuo-
HIeH JOYePhIO NAET HAAEKy Ha BOZMOKHOE
BCceoOlllee packasHUE U MPOIIEHUE BHHO-
BHbIX. Omepa 3aKkaHYMBACTCS PEIIMKAMHU
norudmeit MapkeTsl, 03By4eHHBIMU B HApO-
YUTO MPOCTOH (POJIBKIOPHON MaHepe.

[locTpoeHne My3bIKAIBHOW JApamaryp-
run «HeBUHOBHOCTH» CBSI3aHO C Pa3BUTH-
€M E€IMHCTBEHHOIO JIEWTMOTHBA, OCHOBBI-
BAOIIETOCSA Ha MHTOHALUAX MaJIbIX CEKYH]
U TPUTOHOB, KOTOPbIE B COBOKYIIHOCTH
C MPUXOTJIMBBIM PUTMOM CO3/1al0T HEYCTOM-
YUBBIN, SKCIIPECCUBHBIN Xapakrep. JIenTMo-
THUB HECET HEraTHBHYIO OKPAcKy M B CBOEM
y3HAaBa€MOM BUJE MPUCYTCTBYET B CLIEHAX
C MPUYACTHBIMM K YOMICTBY IepcOHa)a-
MU, [103TOMY OyZIeT JIOTUYHBIM Ha3BaTh €ro
memotui eunvl. OHa SBIAETCS CBOEro poja
MY3bIKaJIbHBIM CHMBOJIOM U IPOHHU3BIBAET
BCIO MapTUTYypy. B cBOEM moIHOM BUIE U
3aTeM C HEOONBIIUMH U3MEHEHHUSIMH JICHT-
MOTUB IIpoBoauTcs B [Ipentonuu B mapTusx
JIbTOBOM (WIeHTHI M CKpunKu'l, B crieHe 2
B [IAPTUSX TPYO, Ki1apHeTa 1 ro0osl, B Hauaje

" Cum. 1. 9—11, mapTuio ansToBoi GnerTs! u T. 35-40, mapturo nepBoii ckpunku B [Ipemonun. DnexTpoHHas
Bepcus MapTUTYPhI pa3MeltieHa Ha caiite Wise Music Classical.
URL.: https://www.wisemusicclassical.com/work/58414/Innocence--Kaija-Saariaho/ (accessed: 21.01.2023).
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CLIEHBI 6, B TOCTIIOAUYU U3 CLIEHBI 7, BO Bpe-
M nuanora Mpuc u Tomaca u3s cuensl 23.
NHCTpyMEHTANbHBIA  JIEUTMOTHB  JIEKUT
B OCHOBE BOKAaJIbHBIX HapThii MapkeTsl U
Tomaca. Kpome Toro, ero anemeHTs! (ppar-
MEHTBbl PUTMHYECKOTO PUCYHKA, OTIEIIbHbBIE
WHTOHAIIMM) HE MEPECTAIOT 3By4aTh B OpKe-
CTpE, 4TO JeJIaeT HEBO3MOXKHBIM OIpenee-
HUE TOYHOI'O KOJIMYECTBA POBEICHUN.
OcoOblil uHTEpEeC MpenCTaBIsAIT My-
3BIKAJIHBIE XaPAKTEPUCTUKHU IEPCOHAXKEH.
Paccmorpum moapoOHee O0COOEHHOCTH HX
SKCIOHUPOBaHUs U pa3Butus. [lomyTHo oT-
MeTHuM, 4TO B «HEBHHOBHOCTH» OTCYTCTBY-
10T Pa3BEPHYTHIE ApUU U apr030. BokasibHbIE
MapTUH T€POEB COCTOST U3 KPAaTKUX BbICKA-
3bIBAaHUM, B HUX MPeo0IalaloT peueBble UH-
TOHALMM M JAekiamanus. Tak, XapakTepu-
CTHKH Te€pOoeB U3 c(hepbl cBaabObl pelieHb
KOMITO3UTOPOM B €AMHOM Kitodye. B ux Bo-
KaJIbHBIX MAapTHUsX MPUCYTCTBYIOT HEYCTOM-
YUBbIE MHTOHAIMU, MEJIOAWYECKHE JIMHUU
HaIOJHEHBI CKaUKaMH, PE3KUMHU B3JIETAMU U
NaJIeHUsIMU, BHE3aITHBIMU OOpBIBAMU MY3bl-
KaJbHBIX (Ppa3, 4TO B COEAUHEHUH CO CIIOXK-
HOM puTMHYECKOW opraHuzauuen olecrie-
YUBAECT OJKCIIPECCUBHOCTH BBICKA3bIBAHU.
Bo3MoxHO, Takum 00pa3oM KOMIIO3UTOP
XOTeJla OJYEPKHYTh, YTO C CaMOro Hayaja
repoM HAXOAATCS B HANPSIYKEHHOM 3MOLMO-
HaJbHOM COCTOSIHUM M YTHETEHBI OIIyIle-
HUEM BUHBL. EIMHCTBEHHBIM HCKIIIOUYEHUEM
SBJISIETCS] BO3BBILICHHBIN, JTUPUUHBIA 00pa3
Crenbl, KOTOPBIN 0CTAaETCS MPAKTUYECKH He-
M3MEHHBIM Ha MPOTSKEHUH OIepbl. DTO J0-
cTUraercst O1arogapsi BOKaJIbHBIM HHTOHA-
LMSIM, OCHOBAaHHBIM Ha CLEIJIEHUH CEKYH 1
TEPLUI MPU BOCXOAILIEM YCTPEMIIEHUH Me-
JIOJUH C XapaKTEPHBIM 3aBOCBAHUEM HOBBIX
3BYKOBBIX BEPILUH, a TAK)KE HHCTPYMEHTAM,

CONPOBOXKAAIOIIMM KaXX/10€ €€ IOsBIICHHE
(apda, yernecra, TPEYrOJIBHHUK, CKPHUITKH
U JICPEBSHHBIC JTyXOBBIE B BBICOKOM DPETH-
cTpe)'?.

Xapaktepuctuku Tepessr (OdurmanT-
ki) u [larpunun (CBEKpOBH) OKa3bIBAIOTCSA
HauOonee Omu3kumu. llokazarenbHBIM $IB-
JAETCS UX KYJIbMUHAUUOHHBIA ny3T u3 IV
nevictBus'’. C OAHOH CTOPOHBI, OH PEIIEH
B BHUJE KOH(DIUKTHOTO TPOTHUBOCTOSHUS,
KOTOPOE€ Ha MY3BIKaJbHOM YPOBHE IIpea-
CTaBJICHO arpecCHMBHBIMM BUPTYO3HBIMU
peIIMKaMu TEepOWHBL: B MapTHIO Tepes3bl
BTOprarorcs Bo3miacel llatpuium B Kpaii-
HE BBICOKOM PErucTpe, UYTO BKYIIE C OpKe-
CTPOBBIMH MMAaCCAXKaMU U «JICKIaMaIASIMI)
CTPYHHBIX YCHUJIMBA€T 3MOLMOHAJIBHBINA Ha-
kas. C apyroid CTOpOHBI, BOKaJbHBIE Map-
THUU TEPOMHb UMEIOT CXOJICTBO. B uX ocHOBe
JeXaT pa3HOHANPABICHHBIE HAIlOPUCTHIE
MHTOHAIMU — HUCXOASIINE YMEHbIIEHHBIC
KBUHTBI YEPEAyIOTCSl C CEKCTOBBIMU CKad-
KaMH U BOCXOJAIIMMHU MACCAKAMU C PE3KH-
MU pUTMHYECKUMH H3MeHeHusiMHU. Ckopee
BCEro, MNOJOOHBIM 0O0Opa3oM KOMIIO3UTOP
CTpEMUJIACh BOIUIOTUTH OOIIHOCThH TIEpe-
JKUBaHUM 1ByX Matepeid. [lo cytu, onu obe
youtsl ropem. Co cMepThio MapKkeThl ’KU3Hb
Tepessl motepsiaa CMbICH, a Oyayliee ChiHa
[laTpunuu He3aBUAHO: OOIIECTBO W JaXKe
CEMbs 3aKJICMMUIIN €TO0.

NHaue pemeHsl MYXCKHE 0Opassbl.
Ecnu B skcno3unmoHHOM paszaene ['eHpux
(CBékop), Tomac (Kenux) u CBsIEHHUK
MpEeJCTaBICHbl JHUOO PaloCTHO-B3BOJIHO-
BaHHOU, MO0 CIOKOWHOMW, COCPEIOTOUYCH-
HOM MY3BIKOM, TO II0 MEpPE pPa3BUTUA HX
MapTUU JUHAMU3UPYIOTCS M CTAHOBATCSA
KpaitHe »kcnpeccuBHbIMH. HaubGoinbiine
M3MEHEHUSI MPETEePHEeBalOT MY3bIKAIbHbBIC

12 Cm. T. 133-146, BokanbHas maptust HeBecTbl, crieHa 2.
B3 Cwm. 1. 218-250, Bokanbnbie naptun Odunnantku 1 CBeKpoBH, ciieHa 18.
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xapakrepuctuku I'enpuxa m Tomaca. B
Ka4eCTBE SPKOT0 NPUMEpPA NPUBEAEM Iy-
sTHyto cueny lenpuxa ¢ Tepeson u3z III
NEUCTBUsI, BO BpeMsI KOTOPOM OH y3HAET B
oduIIMaHTKe MaTh NOTUOIIEH 1eBOYKH. 3Ha-
YUTEIBHYIO POJb B CO3JaHUU BOKAJbHOMN
MapTUU repos 311ech Uurpaet Sprechstimme.
Pernnka nepcona)xxa HauMHAETCs CO 3ByKOB
peun Ha HeomnpenenéHHou Beicore. [locne-
IyIoIIue MEeBYECKHE 3BYKH, HECMOTpPS Ha
BBIIIMCAHHYI BBICOTHOCTH, ITPOU3HOCATCS
CBOOOJHO (YaCTHUYHO (aibIETOM) C COXpa-
HEHHUEM MOABEMOB U CNAA0B, TaK KaK I0-
MEILEHbl B KpalHWW JUana3oH 3By4aHUS.
B xonue ¢pasbl 0apuUTOH TSHET JOJTHE g
U as TEepBOM OKTaBbl, CPBIBAsIChb HA KpHK.
OMOUMOHANBHBINA 3Q(EKT YCUIUBAET U TO,
YTO MapTHUs Tepos 3BYUUT 0€3 CONpPOBOXKIE-
HUS opKecTpa'.

My3bIKaabHbIE XapaKTEpPUCTUKN NIEPCO-
Ha)xel u3 cepbl BOCIOMUHAHUI PElIeHBI
MHave. B mapTusix cTyaeHTOB IpeacTaBieHa
aKkTépcKas pUTMHU30BaHHAs peub, o0nanao-
11as BBICOKOM CTENEHBIO MHAMBUIyaIN3a-
MU U Jaromiasi BO3MOXKHOCTh OTOOpa3uTh
pasinune xapakrtepos repoes. Hampumep,
o0Opa3 Anrtona (CryaeHT 4), IOHOIIM pe3-
KOTO, CKJIOHHOTO K MaKCHUMaJUCTCKUM
BBIBOZIAM, CO3MAETCSA C NMOMOIIBIO PBAaHBIX
WHTOHAIUN, OpOCaHW OTJEIBHBIX CIIOB,
pa3peiBoB (¢pa3 nayzamu. Octpora 3Byda-
HUs yCUJIEHA TEM, 4TO I'epOod IOBOPUT Ha
HEMELKOM $3bIKE B COINPOBOXICHUH Oa-
pabanHoil npoOu. B3BonHOBaHHAas peyb
Anekcun (CtyneHT 6) Ha TpeyecKoOM Haro-

MUHAET CKOPOroBopkKy. CTpacTHO 3MOLKO-
HaJbHas pedb J[KepOHMMO Ha WCIIaHCKOM
OTIMYaeTCs NOJYEPKHYTON PUTMUUYHOCTBIO
u odkcnpeccue. B peunrtarusbl JIwium
(CryneHT 2) BKparjieHbl BOKaJIbHBIE UHTO-
HaIlUU, HAMEKaIoUI1e Ha JUPUUYECKYIO MIPH-
pony e€ obpaza. Upuc (Crynent 3, noapy-
ra Crpenka) obmamaer Hanbosee OorarbiM
MHTOHALlMOHHBIM crekTpoM. EE pemnuku
Ha (PaHIy3CKOM sI3bIKE Onaronmapsi Crelu-
¢uyeckoil Mmopaye OTIMYAIOTCS 0CO0O0M
IPOHUKHOBEHHOCTHIO. B CBOMX CTpamiHbIX
NpU3HAHUAX (cosibHAs cueHa 17) repouHs
BBIPQKAETCS TUXO W OJHOBPEMEHHO WH-
TEHCUBHO, MOAYEPKUBAsI OT/AEIbHbIE CIIOBA
U (ppa3bl MPOU3HECEHHEM UX CKBO3b 3yOBI,
AKIEHTHUPYS MIHISIINAE 3BYKH, 9TO CO3AaET
ad ekt 3moBeniero meémnora'’.

Mapkerta (CtyneHT 1) — equHCTBEHHBIH
HNEpCOHAXX U3 c(epbl BOCIOMHHAHUHU, 00-
JAJAOMUKA Pa3BUTOM BOKAJIbHOM IapTHEM.
Jns ucnonHeHus e€ ponau Oblia MpHUITIa-
nieHa ¢oibKiIopHas nesuna Buibma fla.
BokanbHble peruiMKy repoOMHU OTIMYAIOTCS
NPOH3UTEIBHBIM W OXHOBPEMEHHO TMOJET-
HBIM 3BYKOM, IIPOCTBIMHM, OCHOBaHHBIMU Ha
NEHTATOHUKE BOJIHOOOPA3HBIMH MOTHUBAMH,
BBIKPUKAMH 1 TIIHCCAHANPYIOIIUMH MTEPEXO0-
namMu Mexay onopamu. OJHAKO aHIeIbCKOE
3ByYaHHUE T0JI0Ca B BBICOKOM PErHCTpE He
COOTBETCTBYET MOCTYyIKaM TI'€pOMHH, IOO-
IIeH U3/1€BaTeNIbCKUE MIECHU O CBOEM OJIHO-
KJIacCHUKE. Takoe coelMHEHNE POTUBOIIO-
JIOKHOCTEN OKa3bIBAET HA 3pUTENS MOIIHOE
BO3JICHICTBHE.

4 Cw. c. 255 maprutypsl (ot uudpst 106 u nanee), BokanbHas naptusi CBEKpa.

5 Tlociymare pedeBbie MapTHHU CTYICHTOB MOXKHO B BH/ICOBEPCHU CIEKTaKJs. [Ipu aHaimM3e omepbl
aBTOpBI CTAaThbW ONMUPAJMCh Ha MOCTaHOBKY bBombmoro tearpa I[IpoBaHca, OCyIIeCTBIEHHYIO B paMKax
®ectuBans «Ixc-aH-IIposancy (Opannus, 2021, nupuxép Cycanna Msnkku, pexuccép Caitmon CToyH).
Buneosepcuto nocranosku cM.: URL: https://www.youtube.com/watch?v=UsrzrSImcOA (nara oOparieHus:
10.09.2023). Taiim-koa pparmMeHTa CleHBI «TO», B KOTOPOM IPECTaBICHBI BCE PEIIMKH, BKIIOUAs TICHUE

Mapxkertsr: 44:40-48:50.
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Ocoboe 3HaueHHEe B MY3bIKaJbHOU
npamaryprum  «HeBHHOBHOCTW»  HMeEeT
xopoBasi maptusi. E€ dyHkumm cBomsrcs,
C OJJTHOM CTOPOHBI, K CO3/IaHHI0 aTMOC(hEpbI
MPOUCXOAAIINX COOBITUM, U C JIPyrod —
K JOTOJHEHUIO TEMOPOBOW KpacKu OpKe-
cTpa. SIpkuM npuMepoMm nepBoil QyHKIMHU
SBJsSeTCS cBaneOHbI Xop u3 | meicTBus,
B KOTOPOM IIPOM3HOCATCS MMEHA IepOEeB
TOpKecTBa. BakHO, 4TO HE XapaKTEPHYIO
JUTsl TIpa3IHUKA CBAJbOBI THETYIIYIO aTMOC-
dbepy coznaétr uMeHHo xopoBas maptusi. OHa
OCHOBaHa Ha UHTOHAIUAX [amento, a TaKXKe
Ha JJIEMEHTaXx JeHTMOTHBA BUHBI'®. B Kaue-
CTBE JIONOJHUTEIBHOTO (K OPKECTPOBOMY
3BYy4aHHI0) TeMOpa XOp TpakTyeTcs J0-
BOJIbHO YacCTO, & METOJIbI pabOThI C HUM Kak
C KMHCTPYMEHTOM)» BEChMa Pa3HOOOPA3HEI.
DTO W MEpexo] Ha peyb, MIENOT, HAIIOMU-
HAIOIIMM IeNEeCT MEePKyCCUH, U creuudu-
YECKOE MPOU3HOLICHHE BOKAJIbHBIX KaHO-
HOB, JTUIIEHHBIX TOYHOU 3BYKOBBICOTHOCTH.
B oTaenpHBIX ciydasx B XOpOBOW MapTHUH
OTCYTCTBYET BepOaIbHBIN TEKCT, a B TAPTH-
Type Ha€Tcs yKa3aHWE UCIIOJHUTEISM METh
C OTKPBITBIM HWJIM 3aKPBITBIM PTOM JJISI CO3-
JAHUS PA3HOM CTENIEHU TPOMKOCTH 3BYKa U
TOCTHXKEHUS Pa3HOO0Opa3us ero TeMOpOBOM
OKpAacCKH.

Takum 0Opa3zoMm, B TPAaKTOBKE OMEPHOTO
xaHpa B «HeBunoBHoctn» Kaitn Caapuaxo
COEMHUIINCH YEPTHI TPATULIMU U HOBU3HBI.
Jl1st oObsicHeHHs] BCEBO3MOKHBIX HOBAIIUH,
W3HYTPU MEHSIONINX aKaJeMUUYECKHE Te-
arpanpHble xaHpbl, X.-T. Jleman nmpensa-
raeT OIpeJeNIeHUEe MOCTAPAMATUYECKOTO

16 Cm. 1. 123—124, naptus xopa, cueHa 2.

tearpa: «...“Ilocne” nqpamel 03Ha4YaeT, 4YTO
cama OHa COXpaHSETCS B KaueCTBE CTPYK-
Typbl “HOpPMaJILHOTO” Tearpa, HO TOJb-
KO B KaueCTBE CTPYKTYpPBHI OCIIa0JICHHOW U
B 3HAUUTEJIBHOM CTENEHH YTPaTUBIIEH
nosepue...»'’. B wuccmexyemom mpowus-
BEJIEHUU TIpollecC OCHabNeHUs] JIpaMbl
oOycioBlieH oOOpallleHHeM K Tpuiuiepy
— JKaHpy OJU3KOMY W OJHOBPEMEHHO HE
TOXXJIECTBEHHOMY Jipame. JleTanbHbIN pas-
O00p My3bIKAJIBHOM JpaMaTypruy OIepsl
«HeBUHOBHOCTBY» MOKa3al crenuduieckoe
pelIeHue 3aBsI3KU, KYJTbMUHAIIMOHHOM 30HBI
U pa3Bs3KW, OPUTHHAJIbHBIC JIJI1 ONEPHOTO
KaHpa MY3bIKaJIbHBIE XapaKTEPUCTUKU Te-
POEB, KOH(PIIUKT MEK Ty KOTOPBIMU TIEPETIEIT
B MEHTaJbHYIO0 00nacTh. Kpome Toro, B Tek-
cTe MUOpPeTTo, HECMOTPSI Ha COXPAaHHOCTh
¢balyIbl, 3aMETHO paclIaThIBAHWE CMBICIIA,
HapylleHUe MPUYNHHO-CIEICTBEHHBIX CBS-
3ei, JocTuraeMoe Giarojaps KOJUTaKHOMY
M3JI0KEHUIO, TTIOCTOSHHOMY MEPEMEILICHUIO
COOBITUH MEXy MPOILIBIM U HACTOSIIUM
BPEMEHEM, BKJIIOYEHUIO HECKOJIBKHUX S3bI-
KOB.

Ha nadHEBIT MOMEHT CIOXKHO OTBETUTH
Ha Bompoc, cmoru ju Kaiis Caapuaxo u
Codu OxcaHeH co3faTh HOBYIO KaHPOBYIO
Pa3HOBUIHOCTH omepbl. B mapturype kom-
MO3UTOP M30eraeT Kakou-11uoo nepuHUTINHN,
onpenensis «HeBUHOBHOCTB) Kak «omepy
B IISITH aKTax». TeM He MEHee B MPOU3BE/IC-
HUU MOXXHO OTMETHUTh TSATOTEHHE aBTOPOB
K JIpaMaTyprudeckuM npuéMam Tpuiuiepa u
MPOCIIUPOBAHUE UX HA COOBITHUSI MY3bIKAIb-
HBIE.

17 Jleman X.-T. Iloctapamatuueckuit Tearp / mep. ¢ HEM., BCTYI. cT. U komMeHT. H. Mcaesoii. M.:

ABCdesign, 2013. C. 42.
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Abstract. The article gives an evaluation of the present-day condition of research works
dedicated to opera in Russian academic periodicals and their correlation with publications in
musicology in other countries. The material for analysis was provided by over 200 articles from
18 Russian journals, as well as a number of works written in English. As a result, it was possible
to reveal several priority aspects of examination of opera. Conclusions are made about the
expansion of the chronological and geographic frameworks in research works written in Russia,
which corresponds to the world-wide tendency. At the same time, as analysis has shown, Russian
musicologists, unlike those in other countries, pay much less attention to the Classical and Romantic
heritage, considering it to having been sufficiently studied, and give their preferences to early and
contemporary works. An important place in Russian scholarship about opera at the present time
is taken up by source studies works receptivity and libretto studies — the areas closely connected
with the needs for preparation of academically fitted editions and performances of opera works.
Special attention is paid to articles in which opera becomes an object of theoretical analysis.
Herein, Russian musicology keeps pace with that in other countries. All of these observations
have made it possible to come to the conclusion that at the present time such directions in research
of opera predominate which earlier for various reasons remained out of the scholars’ eyesight.
Russian scholarship about opera is undergoing a period of deconstruction of an entire set of
cliché evaluations and filling up of blank spots, which creates the basis for new approaches to
interpretation of the opera heritage and the topical processes of musical theater.
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Annomauyusa. B cratbe OLIEHUBAETCS COBPEMEHHOE COCTOSIHUE HUCCIIEN0BAHUMN, MTOCBSIEHHBIX
orepe, B pOCCHICKOM HaydHON MEPUOJUKE M MX COOTHOIICHHE C MyONUKAIMSAMH B 3apyOexHOM
My3BIKOBeIeHUU. Matepuanaom s aHanuza ctanu 6omee 200 crareil u3 18 oTeuecTBEHHBIX
KYPHAJIOB, a TaKXe PpAJ aHIIOA3bIUHBIX paboT. B pe3ynbrare yaanoch BBISIBUTH HECKOJIBKO
IIPUOPUTETHBIX AaCHEKTOB paccMOTpeHus onepbl. CnemaHsl BBIBOJBI O paclIMPEeHUNU
XPOHOJIOTUYECKUX U reorpauiyeckux paMoK B OTEYECTBEHHBIX HUCCIIEIOBAHUAX, YTO COOTBETCTBYET
o0IIEeMUPOBON TeHIEHIMU. BmecTe ¢ Tem, Kak IMOKa3al aHalIW3, POCCHICKHE MY3BIKOBEI,
B OTJINYHE OT 3apyOe)KHBIX, 3HAYUTEIHHO MEHbIIIE BHUMAHUS YACISIOT KIACCUKO-POMAaHTHUYECKOMY
HACIIEUI0, CYUTas €ro JAOCTaTOYHO M3YYEHHBIM, U OTAAKOT IPEANOYTEHUE CTAPUHHBIM W
HOBEWIIIMM COYMHEHHUSM. BakHOE MECTO B OTEUECTBEHHOH Hayke 00 omepe B TEKyIIMHA MOMEHT
3aHMMAIOT UCTOYHHKOBEIYECKUE Pa0bOThl, PELENTUBUCTUKA U JTUOPETTONOTUS — OOJACTH, TECHO
CBSI3aHHBIE C TOTPEOHOCTSIMH MOJTOTOBKY HAYYHO OCHAIIEHHBIX U3/1aHUI U UCTIOJIHEHUH ONIEPHBIX
counHeHui. Oco0oe BHUMaHHE YNIEJICHO CTaThsiM, B KOTOPBIX OIEpa CTAHOBUTCS OOBEKTOM
TEOPETHUECKOro aHanu3a. B 3Tom poccuiickoe My3bIKOBEICHHE TaKkKe UAET B HOTY C 3apyOe)KHBIM.
Bce >t HaOmofeHMs MO3BOJIMIIM MPHUUTH K BBIBOJY, YTO B HACTOSIIEE BPEMs JOMHHUPYIOT T€
HaIpaBJIEHUs B UCCIIEJOBAaHUM ONEPHI, KOTOPBIE PAHEE 110 Pa3HbIM MPUUYMHAM HAXOAWINCH BHE
noJis 3peHust yuéHoix. Poccuiickas Hayka 00 ornepe mepexuBaeT Nepruo]l IeKOHCTPYKIUHU 1IeTI0ro
psiaa mabJOHHBIX OLEHOK, 3alOJHEHHs OEJbIX MATEH, YTO CO3/1aET OCHOBY IS HOBBIX MOAXOA0OB
K MHTEPIPETALUU OIIEPHOIO HACIEIUS U AKTYyaJIbHOTO MY3bIKaJIbHO-TEATPAIBHOIO IpoLecca.

Knioueeswvie cnoga: onepa, poCCUICKOE MY3bIKOBEIEHUE, HAYUHBIE MY3bIKOBEUECKHE JKYPHAJIbI,
HOBeHIIMe MyOauKauu o0 onepe, perenius OnepHbIX COUNHEHUN

Jna yumuposanusn: Cycunxko W. I1., Jlyukep II. B., Ilununenxko H. B. Omnepa B 3epkaine
POCCUICKON HayYHOH NEpUOAMKH MOCIEAHUX TsTH JeT // [Ipobaembl My3bIkanbHOM Hayku / Music
Scholarship. 2023. Ne 4. C. 142—-164. DOI: 10.56620/2782-3598.2023.4.142-164

continues to enjoy a long life and shows

Introduction no signs of dying. This is an amazing
“Despite the periodic funerals of the characteristic feature of a lady named Opera
genre, it has not yet bitten the dust, but — to complain constantly about her state of
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health, and at the same time multiply the
number of theatres, performances, singers,
conductors, and directors.” These words
addressed to the participants of the Fourth
International Scholarly Conference Opera
in Musical Theatre: History and Modernity
(2019)" by Alexander Borukhovich Titel,
chief director of the Stanislavski and
Nemirovich-Danchenko Moscow Academic
Music Theater accurately indicate the state
of affairs not only in modern theatrical
life, but also in Russian musicology. The
number of articles, monographs, and
dissertations devoted to various aspects of
the study of opera has increased markedly
in recent years. There is no need to use
statistics to bolster the figures, since the
number of musicological periodicals, art
history publishing houses and dissertation
councils has objectively multiplied many
times since the 1990s, when there were
only a few of them. However, for us it is
not so much this growth that is of interest
as the topics discussed in contemporary
works devoted to opera. What exactly does
a researcher find important today? In search
of an answer to this question, we turn to
Russian scholarly periodicals of the last
five years. The material for the analysis
comprises articles from 18 journals, mainly
local university journals, as well as those
published by research institutions and
specialized publishers.

In total, around 200 articles were
examined. Of course, it is impossible to
recreate a truly holistic panorama of the
latest opera research in Russia of this
material. Often excluded from consideration

are informative monographs, dissertations
and collections of materials presented at
conferences. However, since the articles of
all these journals are openly available on
the Internet, it is these periodicals that bring
new materials and ideas to the reader in the
first place. Such published information is
also timely. If we also take into account an
assortment of pre- and post-publications of
dissertations and monographs, then from
the resulting collection an objective idea
of the current state of opera studies can be
obtained.

History and Geography

Evaluating the picture as a whole, several
trends can be distinguished. While these
trends correspond with the current scholarly
agenda in world musicology, in some ways
they have their own specific features. First
of all, the chronological and geographical
scope i1s expanding: the history of opera
from its origins to the latest experiments,
from European musical capitals to regional
varieties in the Western and Eastern
worlds. At the same time, the Classical-
Romantic repertoire “between Mozart and
Puccini,” which undoubtedly predominates
in theatrical posters around the world,
remains practically undiscussed in academic
articles. With the exception of a few singular
publications about Tchaikovsky’s Queen
of Spades and Mozart’s Die Zauberflite
(both operas featuring mysterious plotlines
and rich intertextual associations that do
not cease to excite the imagination), most
articles about such topics are devoted to
discussing staged versions and directorial

Opera v muzykal'nom teatre: istoriya i sovremennost': materialy Mezhdunarodnoi nauchnoi

konferentsii, 11-15 noyabrya 2019 g. [Opera in Musical Theater: History and Present Time: Proceedings of
the International Scholarly Conference, November 11-15, 2019]. Ed. by 1. Susidko. Moscow: Gnesin Russian

Academy of Music, 2019. Vol. 1. P. 23.
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innovations. The issues elaborated on in
academic journals can thereby be seen to
tend to sway towards the sphere of criticism.
However, close contact with criticism also
arises when in the genre of analytical studies
new works are being discussed: stories about
the plotlines and composition of opera fit
well into the long-tested genre, originating
in Russian criticism in the 19th century.?
Within this genre, articles often draw
attention to operas that are not known to the
general public or musicians. In addition, the
format “one article about one composition”
corresponds closely with the content of
journal publication. It is in relation to such
works that the expression “introduced into
academic use for the first time” is typically
applied. While it may be stylistically flawed,
it accurately and fully describes the tasks of
real, serious criticism.

From the point of view of the novelty of
ideas in Russian musicology, perhaps the
most fortunate period in the history of opera,
in relation to which the least of all this could
be expected, is in the first steps of the genre.
In the ideas of early 20th century opera there
is an abundance of stereotypes formed in
the 19th and the early 20th centuries: the
romantic historicism of French grand opéra
and the psychological realism of Russian
classical operas were preserved for a long
time on the wave of universal worship of
Wagnerian musical drama. In this regard,
the state of affairs in Russian musicology
was similar to that found in other parts of
the world.

Nevertheless, neither the historical
distance northeinaccessibility ofhandwritten

or old printed sources have formed an
obstacle to the discoveries reflected in
relevant articles. It turned out, for example,
that the activities of the Camerata de' Bardi
group, which stood at the origins of opera
at the turn of the 16th and 17th centuries,
were not quite as we used to imagine
them. Although the Florentine gathering
of enthusiasts disintegrated before the first
opera compositions appeared, the new style
of vocalisation was formed on the basis of
hazy notions about early singing. While
textbooks on music history have mentioned
these facts to one degree or another, the
main object that escaped attention was how
exactly the process of such formation took
place. Attention to this phenomenon was
drawn to Mikhail Saponov in the preface
to Euridice by Jacopo Peri, translated into
Russian for the first time. [1] The political
intrigues of the Florentine court and the
complex relationships between the creators
of the first operas based on the materials
of researchers outside of Russia and the
documents published by them, previously
unknown to Russian readers, are examined
in detail in the article by Alena Verin-
Galitskaya. [2]

New emphases in the interpretation
of the early history of opera also appear
in musicology outside of Russia. In April
2019, an interdisciplinary conference titled
Florence Circa 1600: Patrician Families and
the Financing of Culture examined “the role
of patrician families in the development of
art and music.” [3, p. 445] Presenting many
examples of “new archival documentation,”
[Ibid., p. 446] the conference concluded with

2 See, for example, articles by Vladimir Odoevsky on the operas of Mikhail Glinka (Odoevsky V. F.
Muzykal'no-literaturnoe nasledie [Musical and Literary Heritage]. Moscow: Muzgiz, 1956, pp. 118-130,
147-148, 201-203, 205-212, 233-237), Vincenzo Bellini (Ibid., pp. 148—150), Carl Maria von Weber (Ibid.,

pp. 150-153) and other composers.
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the premiere of “the recently discovered first
rendition of the opera Dafne” by Ottavio
Rinuccini. [Ibid., p. 4457

One Russian musicologist managed to
make a discovery in the area of competence
of primarily Western European researchers.
In a study of the first Venetian opera buffa,
Bertoldo, Bertoldino e Cacasenno, the
former determination of its authorship was
questioned. While the libretto by Carlo
Goldoni was earlier thought to have been
written by Vincenzo Ciampi, a careful study
of the only surviving manuscript score
(Biblioteca Estense, Modena) based on an
analysis of handwriting and marks in the
manuscript showed that it was nothing more
than an example of pastiche music collated
from the works of different composers and
productions. [4]

Analysis of the latest opera experiments,
which often requires musicologists to boldly
go where none have gone before, also appears
problematic. A discussion of aesthetics in
conjunction with compositional techniques
— or, more precisely, aesthetics generated
from compositional innovations — s
presented the works of Svetlana V. Lavrova,
in particular, her articles on the Kafkaesque
theme in modern musical theatre. The focus
of the researcher is the operas At the Gates of
the Law [La porta della legge] by Salvatore
Sciarrino, 7o... [K...] by Philippe Manoury
and Transformation [La Métamorphose]
by Michaél Lévinas [5]. The operatic plot
based on the life events of Carlo Gesualdo
da Venosa and his musical manifestation
in Scarrino’s opera My Traitorous Eyes
[Luci mie traditrici] became the subject of

her analytical article written several years
after the Moscow performance of that work
(2012). [6]

“In Search of the Genre” discusses one
of the acute problems of the modern opera
house, to which musicologists and theatre
practitioners immediately responded both
in Russia and in other countries. The main
thesis that unites a number of articles is the
departure from the traditional “opera,” the
search for examples of non-standard fusion,
the deconstruction of the opera narrative,
[7; 8] and the new relationship between
the arts. A typical example is the opera
Doctor Atomic by John Adams, examined in
articles by Ryan Ebright [9] and Alexandra
Shornikova. [10] The primary focus is on the
composer’s work with the category “space—
time” through “the use of a spatialized
electroacoustic sound design.” [9, p. 85] In
the second type of nonlinearity as a mode
of plot deployment, the collage principle of
composition construction, as well as the use
of sound design technology that expands the
sound space, — both of these are evaluated
as signs of performativity. [10]

The search for new genre inclinations on
the example of one specific composition —
Artem Ananyev’s mono-opera Squaring the
Circle, in which a gradual genre and spatial—
scenic transformation is carried out, became
the topic of an article by young Novosibirsk-
based musicologist Taisia Belyaeva. [11]
The systematisation of compositional
solutions in this genre, which occupies one
of the leading places in Russian operatic
theatre of recent decades, is given in a work
by Galina Zadneprovskaya. [12] A general

3 According to the author of the review, “The new libretto (discovered by Francesca Fantappi¢) consists
of 212 verses with the addition of original compositions by the patrician Jacopo Corsi and Jacopo Peri.”

[3, p. 446]
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view of the problem of opera synthesis in
the 21st century is presented in an article by
AlexandraKrylova. [13] We may particularly
highlight publications devoted to the use
of digital technologies in modern musical
theatre and the genre of digital opera. [14;
15; 16]

The close attention to the “extreme
points” of opera history in modern Russian
musicology can be apparently explained by
the almost complete lack of opportunities
to study these stages in full measure during
the Soviet period, when access to early
manuscripts and the most recent musical
scores was extremely difficult. The picture
in musicology outside of Russia is different.
There is no gap “from Mozart to Puccini”
present here: not only do articles appear
regularly, but also major monographs
devoted to the key figures of Classical and
Romantic musical theatre — Gluck, [17;
18] Mozart, [19; 20] Rossini, [21; 22; 23]
Verdi, [24; 25; 26] Wagner, [27; 28] as well
as the composers of the “second rank.” [29;
30] Russian musicology today stands at the
beginning of a period of new understanding
of the classical opera repertoire.

If we raise the question of geographical
“coordinates,” then the overall consequences
of the processes of globalisation are still
being perceived in Russia. No matter how
much the supporters of national and regional
identity complain about it, this process also
demonstrates a fair share of positive aspects,
at least, in musicology. With the generally
increasing transparency of the borders
around the world, the exchange of ideas
becomes freer, creating new opportunities
to study musical, audio and video sources.
For this reason, articles published in Russian
periodicals about Russian and Western
European operas from different time periods
are based on similar levels of scholarly
resources.
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However, there is yet another side to this
process. In Russian-speaking musicology,
as well as in that outside of Russia, attention
is increasingly focused on the diverse
intersections of national traditions in the
past and present of musical theatre: Austria
and Russia in the creative fate of Vicente
Martin y Soler, [31] France and Greece as
the origins of Georges Aperghis’ national
identity and as the basis of a new syncretism
of word, sound and gesture in his theatrical
quest, [32] Italian opera in Germany and
Denmark, [33; 34] a Kazakh fairy tale
“voiced” using the latest compositional
techniques sonorous effects in the opera
Er-Tostik (2019) by Alexander Manotskov,
[35] Chinese motifs in Western European
and Russian librettos, [36; 37; 38] national
and European in Vietnamese opera [39]
and, finally, a Chinese musician’s view of
the traditions of classical Italian bel canto.
[40]

The Primary Source, Interpretation,
Reception

Associated with the second half of the
20th and continuing into the 21st century,
world source studies are experiencing a
period of rapid development, including that
in the field of opera studies. Here the main
impulse was the publication of new works
by composers who paid significant tribute
to the musical theatre. These established a
new scholarly format, including information
about the history of the creation of works
based on a comparison of preserved
early versions of scores, librettos, textual
comments, etc. Only in the publishing house
Barenreiter, for example, new editions of
operas have been published or are being
prepared for publication by Mozart, Handel,
Gluck, Monteverdi, Cavalli, Martin,
Janacek, Rossini, Saint-Saens, Schubert,
Rameau, the series “Masterpieces of Italian
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Opera,” “L’Opéra francais,” “OPERA —
Spektrum des europdischen Musiktheaters”
(“Eigentext und Fremdtext,” “Transfer und
Transformation,” “Auffiihrungspraxis und
Interpretation,” “Sprechen und Singen”).*
In Russia the need for new format
publications is felt very acutely. Work is
already underway on the collected works of
Tchaikovsky, Mussorgsky, Shostakovich,
and Rachmaninov. However, opera
masterpieces by Rimsky-Korsakov and
Glinka, as well as those composed by
Verstovsky, Serov, Cui, Rubinstein, and
Prokofiev have unfortunately been put on
the back burner. In any case, source studies
have remained relevant and can only be
expected to increase in the near future.
Theneedtorevise established stereotypes
is perceived even when the situation seems
t be more or less fortuitous. The fact that
Mussorgsky repeatedly revised his Boris
Godunov has long been well known, but few
people could have imagined that there would
be eight authorial versions alone. These

were discovered, prepared for publication
and accompanied by a voluminous scholarly
commentary in a two-volume edition of the
opera’s piano-vocal score by Nadezhda
Teterina and Evgeny Levashev.’ “There
are numerous discoveries, which can be
divided into two groups: the discovery
of new materials and the improvement of
approaches to publishing Mussorgsky’s
legacy,” Nadezhda Teterina wrote in her
answers to questions posed from the journal
Music Academy [Muzykal'naya akademiyal].
“Source discoveries are pouring out like a
cornucopia, notwithstanding Mussorgsky
and Tchaikovsky seemingly being the
two most studied figures in the history of
Russian music from the point of view of
source studies and textual studies.” [41,
p. 144] It is clear that the new edition and
the first experience of staging the authorial
version of the opera with the previously
unreleased painting Forest Clearing
under Sokolniki on the Dnieper and with
the omission of the scene Tavern on the

4 Masterpieces of Italian Opera, L’Opéra frangais, OPERA — Spektrum des europdischen Musiktheaters
(Eigentext und Fremdtext, Transfer und Transformation, Auffiihrungspraxis und Interpretation, Sprechen und
Singen [Musical and Textual Parody, Transfer and Transformation, Performance Practice and Interpretation,
Speaking and Singing]). For more information, see the publisher’s website:

URL: https://www.baerenreiter.com/programm/gesamt-und-werkausgaben/masterpieces-of-italian-opera/;
URL: https://www.baerenreiter.com/programm/oper/ (accessed: 15.09.2023).
5 Levashev E. M., Teterina N. I. K publikatsii klavira opery “Boris Godunov” M. P. Musorgskogo v

avtorskikh versiyakh 1868—1874 godov [To the Publication of the Piano-Vocal Score of the Opera Boris
Godunov by Modest Mussorgsky in the Authorial Versions of 1868—1874]. M. P. Musorgskii. Polnoe
akademicheskoe sobranie sochinenii. T. 1, ch. 1: Boris Godunov. Avtorskie versii 1868—1874 godov. Klavir
[Modest Mussorgsky. Complete Academic Compilation of Works. Vol. 1, Part 1: Boris Godunov. The Authorial
Versions of 1868—1874. Piano-Vocal Score]. Moscow: State Institute for Art Studies, 2020, pp. VII-LVIII;
Teterina N. 1., Levashev E. M. Nauchnye i tekstologicheskie kommentarii k publikatsii klavira opery “Boris
Godunov” M. P. Musorgskogo v avtorskikh versiyakh 1868—1874 godov [Scholarly and Textual Comments
on the Publication of the Piano-Vocal Score of the Opera Boris Godunov by Modest Mussorgsky in the
Authorial Versions of 1868—1874]. M. P. Musorgskii. Polnoe akademicheskoe sobranie sochinenii. T. 2,
ch. 2: Boris Godunov: Avtorskie versii 1868—1874 godov. Klavir [Modest Mussorgsky. Complete Academic
Compilation of Works. Vol. 2, Part 2: Boris Godunov. Authorial versions 1868—1874. Piano-Vocal Score].
Moscow: State Institute for Art Studies, 2020, pp. 871-995.
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Lithuanian Border,® where Teterina and
Levashev acted as scholarly consultants,
has brought new accents to the semantic
interpretation of Boris Godunov.

The same trajectory — a study of
the primary source, giving rise to a new
understanding — 1s outlined in the article
by Maria Skuratovskaya on the second
edition of Rimsky-Korsakov’s opera The
Maid of Pskov (1876-1877). [42] The
composer was working on this version at
the very same time as when Mussorgsky
was creating Boris Godunov, and the
composers are known to have been in close
contact with each other. It is possible that
the scene with the Fool Nikola Salos in the
second edition of The Maid of Pskov, which
was subsequently not included in the third
edition of the opera, appeared precisely
under the influence of Boris Godunov.” Since
the second version of The Maid of Pskov
has not yet been published, a textual study
of all handwritten materials can become the
basis for the publication of this version of
the score, which will allow a more complete
and objective assessment of the process of
Rimsky-Korsakov’s formation as an opera
composer. The need to re-evaluate the place
of the opera Pan Voevoda in his legacy is
demonstrated in the detailed analysis of
autographs and documents related to the
history of its creation carried out in the
article by Zivar Guseinova. [43]

A study not of only handwritten materials,
but also of old printed editions of scores and

librettos, can lead to a rethinking and new
significant conclusions. Recently, many
libraries have generously and often freely
shared previously inaccessible sources
of this kind, significantly expanding the
capabilities of researchers from different
countries. Tatiana Smirnova’s article on
the publication of scores and librettos of
Armide by Jean-Baptiste Lully in France
at the end of the 17th to the beginning of
the 18th century is of interest not only
because it brings us closer to the material
evidence of theatrical life of a distant era
and specific performances, but also due
to the opportunity to clarify, for example,
how the term “libretto” was understood at
that time, how the publishing business was
organised, who had the printing privileges,
etc. [44] There are also completely unique
cases when handwritten notes on the
margins of an old print edition left by
one of the spectators of a particular opera
production® allow us to judge the quality
of this performance, representing factual
evidence of its critical review. [45]

A special aspect of textual research
is presented in the article by Natalya
Degtyareva, which analyses the composer’s
remarks in opera scores as an expression of
his directorial intentions. [46] While such
remarks have a different function, they are
in any case closely related to the musical
solution. Although the material of the article
is drawn from Austro-German operas of
the turn of the 19th and the 20th centuries,

¢ For example, the Krasnodar Musical Theater, where in 2022 the musical and the stage version of the
opera, comprising eight scenes, was performed. [Ibid., p. 142]

7 See: Skuratovskaya M. V. “Pskovityanka” N. A. Rimskogo-Korsakova i “Boris Godunov”
M. P. Musorgskogo: dialogi i peresecheniya [The Maid of Pskov by Nikolai Rimsky-Korsakov and Boris
Godunov by Modest Mussorgsky: Dialogues and Intersections]. Opera v muzykal'nom teatre... [Opera in

Musical Theater...]. Vol. 2, pp. 313-321.

¥ Here, we are talking about the libretto of Antonio Cesti’s L 'Argia, which was staged at the Teatro

S. Luca in Venice in 1659.
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there is no doubt that this approach can be
extended to a wider range of works. In any
case, it seems to be extremely important
in the preparation of a performance, since
serving as a guideline for the director and
performers.

Musical source studies presented in
articles often have a close relationship with
the general scholarly direction that has
become widespread in Russian musicology
in recent years. Here, we are talking about
receptivity studies. Not only does the
reconstruction of the history of the opera on
the basis of documentary sources and the
comparison of the authorial, publishing and
staged versions allow us to judge the idea
and its implementation, but the analysis of
responses in the professional environment
and mass print media also makes it possible
to reconstruct what Svetlana Petukhova
calls a “biography,” putting this definition
in the title of her article on Prokofiev’s War
and Peace. [47] How difficult the history of
this opera was can be judged from the very
beginning of the article: “The theatrical epic
War and Peace is the only opera work by
Prokofiev that does not have a canonical
edition.” [Ibid., p. 145] The fate of Mozart’s
unfinished opera Zaide, documented in detail
by Karina Zybina, belongs to the same type
of work Zaide in a variety of its versions
— both “lifetime” and “posthumous,” [48]
as well as a voluminous essay by Svetlana
Lashchenko, in which the reconstruction of
the relationship between Mikhail Glinka and
Karl Georg Wilhelm Rosen was undertaken
in the process of working on A Life for the
Tsar. [49]

Judging by the articles, while the study
of the reception of an opera composition
and archival studies usually pursue different
goals, as a rule, they lead to similar results
— the acquisition of new knowledge, which
often accompanies a rethinking of existing

ideas, along with a resultant destruction of
accepted wisdom. In one case, based on a
meticulous analysis of responses in the
French press, it is may be time to bid farewell
to the myth of the failure of the premiere
of Georges Bizet’s Carmen, [50] to clarify
the nature of the comedy-ballet genre in the
17th and 18th centuries; [51] in another, to
outline the attitude to the Italian opera in
the Soviet Union during the time of Stalin,
[52] to reconstruct on the basis of archival
documents the history of attempts to create
a Soviet “song opera,” which did not lead to
noticeable results, [53] to identify signs of
the “classical” Soviet opera of Stalin’s time;
[54] in a third, to consider the features of
the ambiguous perception of the personality
and music of Richard Strauss by Alban
Berg; [55] finally, to clarify the history
of the creation of Alexander Borodin’s
operetta The Heroic Warriors with the help
of previously unknown letters from librettist
Victor Krylov to theatre director Nikolai
Savitsky discovered in the archives of the
State Historical Museum. [56] One of the
most noticeable features of the Russian
musicological periodicals of the last five
years is the increased attention paid to the
document as the bearer of primary historical
information.

A special part of the interpretation of an
opera work has always been the analysis
of the relationship between music and
libretto, as well as the semantic, dramatic
and compositional features of a poetic or
prose text in an opera, taken separately as
a fact of literature, but considered in the
context of musical and theatrical poetics.
Here, we have in mind the approach adopted
in librettology, which still retains the status
of an interdisciplinary field in which neither
the musicologist, nor the literary critic, nor
the philologist feel fully “self-sufficient.”
The need for coordinated and collaborative
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research in this area is still felt very acutely.
Nevertheless, there do exist musicological
works of this kind which attract attention by
the fact that the analysis of the libretto by a
musician, no matter how literarily oriented
he or she may be, is inseparable from his
auditory musical sensations.

Let us cite a few examples. Nelya
V. Nasibulina in an article devoted to
Prokofiev’s The Love for Three Oranges,
writes about the action of two systems of
leitmotifs in it — the musical and literary.
[57, p. 207] The words “laughter” (and the
same root) and “three oranges” were turned
into literary leitmotifs by the composer
himself, who acted as the librettist of his
opera. [Ibid., p. 209-210] The history of
work on the text of the libretto of Kashchey
the Immortal 1is reconstructed by Zivar
Guseinova based on Rimsky-Korsakov’s
letters and the autograph vocal score. [58]
Having completed two thirds of the opera,
the composer refused the text offered to
him by the writer and journalist Evgeny
Petrovsky, and wrote his own version.
Although, according to the author of the
article, this variant was artistically inferior
to the works of contemporary writers,
it perfectly corresponded with the new
musical and stylistic techniques relevant to
the composer at that time. [Ibid., p. 608]
For Inna Naroditskaya, a comparison of
Pushkin’s “The Tale of the Golden Cockerel”
with its source — Washington Irving’s story
about the Arab astrologer, (1832) which
is interesting in its own right — became
an impulse to analyse how Pushkin’s fairy
tale was adapted into the opera and how it

correlates with the depiction of the Russian
and oriental images in Rimsky-Korsakov’s
work. [59] Nina Pilipenko’s article
illuminates the sources that could serve as
the basis for the plot of Schubert’s Alfonso
and Estrella. [60] Not the libretto as such, but
the ways of working with it by the composer,
which actually reject the idea of the text of
the opera as a narrative, became the subject
of examination in Elena Kiseyeva’s article
on Tan Dun’s Marco Polo. [61]

These examples do not exhaust the
entire range of librettological research
carried out by musicologists. Nevertheless,
it 1s musicological works that apparently
delineate the most realistic prospects for the
development of this scholarly field.

Opera and Music Theory

Another noticeable trend with the “mass”
coverage of publications in periodicals
1s the appearance of articles in which
opera becomes the material and subject of
theoretical understanding. This fact seems
significant, since for a long time — at least,
up until the end of the 20th century — opera
research almost invariably remained within
the purview of music history. The reason
for this is easily explained. The synthetic
nature of the genre and the interaction of
different arts in it do not allow us to examine
the musical and linguistic resources on
which opera composition draws to be fully
independent, which takes it beyond the
framework of music theory in the strict
sense of the word. While opera could be
considered as a field for the formation
of instrumental thematicism,’ the idea of

® Let us cite as an example the monograph by Valentina Konen, who played a significant role in the
development of Russian musicology: Konen V. Dzh. Teatr i simfoniya (vol' opery v stanovlenii klassicheskoi
simfonii) [ Theater and Symphony (the Role of Opera in the Formation of the Classical Symphony)]. Moscow:

Muzyka, 1968. 352 p.; 2nd ed. 1975. 376 p.
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form-generation, harmony, texture, and
orchestration as objects of theoretical study
and analysis was formed on the basis of the
study of instrumental or “absolute” music.

A significant breach was made with the
innovations of the modernist and the avant-
garde artists in the 20th century, who turned
to musical and theatrical genres. It became
impossible to comprehend the operas of
Albang Berg, Karlheinz Stockhausen,
Gyorgy Ligeti, Luigi Nono, Luciano Berio,
Edison Denisov, not to mention the authors
of the late 20th and early 21st centuries,
without examining the free orientation
in their compositional technique. It is
significant that most of the works on the
topical operatic compositions mentioned by
us, as well as anumber of other publications,
necessarily involve theoretical aspects of
the analysis of texture, form-generation,
sound and timbre solutions, etc. Recently,
this trend has begun to manifest itself in
relation to opera works of other centuries,
from early opera to the classics of the 20th
century. The examined publications of the
last half a decade represent a fairly wide
range of such excursions into the sphere
of musical theory based on the material of
opera compositions.

Here, musical tempo and metro-rhythmic
issues are equally relevant for music
theory and performance. One of the most
controversial topics is the interpretation of
the musical texts of early music, including
opera scores. The danse chantée (dance
with singing) genre became widespread in
the French musical and theatrical practice

of the 17th and first half of the 18th
centuries. Larisa Pylaeva, who devoted a
number of research works to stage dancing
in early opera, explores the influence of
the so-called “passionate” rhythms of
French poetry on the formation of musical
rhythm on the example of danse chantée.
[62] The problem posed, as it seems to
us, 1s also important for the analysis of
musical forms in early French opera, and
even for understanding the specific features
of the instrumental thinking of the French
composers of that time.

Alexei Panov’s and Ivan Rozanoft’s article
[63] seems to be of particular importance in
terms of clarifying the status of opera as a
theoretical and analytical object. In search of
an answer to the question of the correctness
of the choice of one or another tempo in
the performance of music by Jean-Baptiste
Lully, the researchers analysed a number of
treatises of the late 17th and 18th centuries,
noting that the French authors in their source
texts devoted to instrumental music rely on
examples from operas. A reference to the
duet of Epaphus and Libya from Act 5 of
Lully’s Phaéton was found in the treatises
Les principes du clavecin [The Basics of the
Harpsichord] (1702) by de Saint Lambert’s
and L’Art de Preluder sur la Fliite Traversiere
[The Art of Preluding on a Traverse Flute]
by Jacques Hotteterre’s (1719).!° This duet,
which apparently enjoyed popularity after
Lully’s death, still impresses the listener
today with its combination of simplicity and
refinement of the melodic weaving of two
voices (Example No. 1).

10 Saint Lambert de. Les Principes Du Clavecin Contenant une Explication exacte de tout ce qui concerne
la Tablature & le Clavier. Paris: Jean-Baptiste-Christophe Ballard, 1702; Hotteterre J. M. L’Art de Preluder
sur la Flite Traversiere. Sur la Fliite a bec, Sur le Haubois, et autres Instrumens de Defus. <...> Paris:
I’ Auteur, Foucalt, 1719. The links and descriptions of sources, see: [63].
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Example No. 1

Jean-Baptiste Lully. Phaéton. Fifth Act.
The Duet of Epaphus and Libye
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Nevertheless, it i1s unlikely that the
popularity of this duet can in itself justify its
appearance in manuals on the art of playing
instruments. The authors of the article note:
“It is curious that in the treatise on learning
to play the harpsichord, the author referes

the reader to vocal genres. This does not
quite correspond to today’s understanding
of the principles of historically informed
performance of early music.” [Ibid., p. 75]
Apparently, the time has come to extend the
thesis of the close relationship between the
“instrumental” and “vocal” in the 17th and
18th centuries to a wider range of theoretical
issues than was previously accepted.

Opera also becomes a field for studying
the problems of orchestral writing, [64] tonal
patterns and their role in operatic drama, [65]
consideration of the spatial and temporal
coordinates of musical composition and
drama. [9; 10; 66]

Another theoretical problem, to which
attention has recently increased, is that of
the musical formation of opera. Judging
by the scholarly periodicals, two different
approaches seem to be relevant today. On
the one hand, the compositional processes
occurring within the opera attract attention
by themselves. This kind of research has its
own tradition in Russian musicology, they
are reflected even in textbooks and tutorial
manuals, whereas in past decades the material
consisted primarily in the national opera of
the 19th century.! However, researchers
have recently been increasing their focus on
works by musicologists outside of Russia.'?

' Skrebkov S. S. Analiz muzykal'nykh proizvedenii: uchebnik dlya srednego professional’nogo
obrazovaniya [Analysis of Musical Works: a Textbook for Secondary Vocational Education]. 2nd ed., rev. and
add. Moscow: Yurait, 2019. 302 p.; Kholopova V. N. Formy muzykal'nykh proizvedenii: uchebnoe posobie
[Forms of Musical Works: a Textbook]. 2nd ed., rev. St. Petersburg: Lan', 2001. 496 p.

12 Formy vokal'noi muzyki: uchebnik po analizu. Dlya vysshikh i srednikh muzykal'nykh uchebnykh
zavedenii [Forms of Vocal Music: A Textbook of Analysis. For higher and secondary musical educational
institutions). E. Ruchyevskaya, V. Shirokova, L. Ivanova [et al.]. N. A. Rimsky-Korsakov Saint Petersburg State
Conservatory. St. Petersburg: Kompozitor, 2022. 608 p.; Logunova A. A. Stroenie stseny v ital'yanskoi opere
XIX veka: la solita forma na primere finalov oper Verdi “Nabukko”, “Makbet”, “Traviata”, “Don Karlos”,
“Otello”: uchebnoe posobie [Structure of the Stage in the Italian Opera of the 19th Century: la solita forma
on the Example of the Finals of Verdi’s Operas “Nabucco”, “Macbeth”, “La Traviata”, “Don Carlos”,
“Othello”: Textbook]. St. Petersburg; Saratov: N. A. Rimsky-Korsakov Saint Petersburg State Conservatory,
2023.92 p.
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In this connection, it is worth noting an
article by a young musician who turned to
the study of the opera finale as a composite
“unit” in the Singspiels by Karl Ditters
von Dittersdorf as compared to the finales
of Mozart’s buffa opera, [67] by which
means the typical features in the poetics
of the composition of the comic opera of
the second half of the 18th century can be
more clearly represented. The attention
of another researcher was attracted by the
quartet canon from Beethoven’s Fidelio and
the form of the opera canon itself, which
was popular in the late 18th and early 19th
centuries. [68]

The second approach allows us to look
at the problem from a different perspective;
in this case, the emphasis is on the role of
opera in the general process of developing
the logic of musical formation. However,
such a formulation of the question for
Russian musicology has not yet become
habitual. Attention to this problem was
drawn by one of the authors of our article
in a report at the First Congress of the
Russian Society for Music Theory in 2013,
and again a year later at the international
conference (Musicians and Musicologists
as Teachers: How to Construct Musical

Comprehension for Students, Bologna,
2014)."% Its development can be traced
in several publications of recent years, in
which the Italian aria is examined as an
important “springboard” in the formation of
a number of key categories and principles
of musical composition of the time period
from the 17th to the 19th centuries. [69;
70; 71]
Conclusion

An analysis of contemporary academic
periodicals forms a basis for judgements
concerning research priority areas in the
study of opera. The main trend can be
considered in terms of a clarification of
a number of positions that had previous
remained obscure in Russian musicology
for various reasons. Specific areas attracting
the research attention in studies of early
and modern opera include the use of
documentary archival sources as the basis
for historical reconstructions, as well as
opera works considered as material for
theoretical understanding. It is important that
opera issues continue to be presented on the
pages of Russian journals since indicating
the dynamic development of both the opera
itself and the scholarly field of research that
accompanies it.

13 Susidko 1. P. Starinnaya opera kak analiticheskii ob"ekt [ Early Opera as an Analytical Object]. Journal

of Russian Society for Theory of Music. 2013. Issue 2.

URL: https://journal-otmroo.ru/sites/journal-otmroo.ru/files/Susidko%?20I.P..pdf (accessed: 15.09.2023);
Susidko I. P. Musiktheoretische Studie der Arienform in italienischer Opern des 18. Jahrhunderts und die
Umgestaltung des Formenlehrekursus. Iskusstvo muzyki: teoriya i istoriya [Art of Music: Theory and History].

2014. No. 10-11, pp. 120-125.
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Abstract. The article presents a brief excursus into the history of the folk music expeditions
organized by music scholars from the Gnesins’ Institute to the Russian North. The beginning of the
expeditionary study of the Northern Russian territories and the formation of a fund of musical and
ethnographic materials on this region dates back to the creation of the Cabinet for Folk Music at the
Gnesins’ Institute (1958). Its leader was the famous folklorist Vladimir Kharkov, who during the
time period between the 1950s and the 1970s determined the routes and methods of expeditionary
work. Since 1959, under his leadership, the traditions of the Kirov Region have been collectively
and systematically studied. Individual expeditions were sent to other northern Russian areas with
the participation of musicologists specializing in musical folklore: Igor Istomin explored the basins
of the rivers Northern Dvina, Vaga, and Mezen (in the Arkhangelsk Region), while Ksenia Bromley
explored the upper Volga region.

The prominent national ethnomusicologist Evgeny Gippius played an important role in the study
of the folk music traditions of the Russian North by the scholars of the Gnesins’ Institute. Since
the mid-1960s, he supervised the expeditionary and scholarly work of Borislava Efimenkova on
the study of the lamentation culture of the eastern Vologda region, in the 1970s he initiated the
expeditions of Evgeniya Reznichenko on the Onega River in the Arkhangelsk region, which ended
with the discovery of the traditions of Pomorye. The continuous research of these territories and
the mass recording of the material has made it possible to carry out the structural-typological and
arealogical interpretation of the Vologda and Pomorye traditions of lamentations.

* The article was prepared for the International Scholarly Online Conference “Scholarly Schools in
Musicology of the 21st Century: towards 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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The most important result of the early expeditions of the musicologists from the Gnesins
Institute to the Russian North were the published collections of folk music of various genres and
many scholarly studies, including dissertations, on the traditional culture of the region.

Keywords: Russian North, musical and ethnographic expeditions, folklore archive of the Gnesin
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Annomayun. Ctarbs TNpeAcTaBiseT COOOM KpaTKUi HKCKYpC B HMCTOPHIO T'HECHHCKHX
¢donpknopHbIX Kcneauuui Ha Pycckuii CeBep. Hauano nmosneBoro o0ciieoBaHus CEBEPHOPYCCKHUX
TeppuTOpuil U QGopMupoBaHUS (HOHIA MY3BIKAIBbHO-3THOTPA(PUUECKUX MATEpUaTOB IO 3TOMY
PErMOHY OTHOCHUTCSI KO BPEMEHHU co3AaHus B 1 0CynapCTBEHHOM MY3bIKaJIbHO-IIEJAarOrM4eCcKOM
uHcTuTtyTe MMeHu [Hecunbix Kabunera napomnoit myssiku (1958). Ero pykoBomurenem crai
u3BecTHbIN (onbkinopuct B. . Xappkos, kotopslii B 1950—-1970-e roas! onpeaesnssi MapipyTsl U
METOUKY SKCIETUIIMOHHOM paboThl. Ilox ero HayanoMm KOJJIEKTUBHO M Iu1aHOMepHO ¢ 1959 rona
u3ydanuch Tpaauimu Kuposckoit obnactu. B vHble ceBepHOPYCCKUE 30HBI HAPABISUIMCH SMHIYHbIC
SKCHEIUIMN C YYaCTHEM CIEeHUAIU3UPYIOUIMXCS Ha MY3bIKAJIBHOM (DOJIBKIOPE MY3BIKOBEIOB:
U. A. Ucromun uccnenoBan Oaccelinbl pek CeBepHoit JBunbl, Baru, Me3senu (ApxaHrenabckas
obnacts), K. M. Bpomieit — Bepxuee IloBomxkbe.

BaxxHy!0 poib B OCBOGHHMM T'HECHMHLAMH MY3bIKaJbHO-(POJBKIOPHBIX Tpaauuuii Pycckoro
CeBepa cbirpa KpynHenui oreuectBeHHbIN 3THOMY3bIKOJOT E. B. 'nnnnyc. C cepeaunst 1960-x
rOZIOB OH KypHUPOBAJ MOJIEBYIO U HAy4YHO-UCCIEN0BaTeIbCcKylo padboty b. b. EdbumenkoBoit mo
U3Y4YEHUIO IPUYETHON KyJIbTypbl BOCTOUHON Bosnorogunssl, B 1970-X nHULIMMPOBAJ IPOBEEHUE
skcnenuuuid E. b, Pe3nnuenko Ha pexe OHere B ApXaHrenbcKoil 007acTH, 3aBEpIUMBIIUXCS
oTkpbiTueM Tpaauuil Ilomopss. CrnomHoe obciieoBaHUE ATHX TEPPUTOPUM M MaccoBas

** 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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¢bukcanms MaTepraa MO3BOJIMIH OCYIIECTBUTH CTPYKTYPHO-TUIIOJIOTHYECKYIO U apeaOTHUECKYIO
MHTEPIPETALHUIO BOJIOTOJCKON U IOMOPCKOM IPUYETHBIX TPAJAUIUN.

BaxknelmuM pe3ynbraToM paHHUX THECHHCKUX skcnenunuii Ha Pycckuit CeBep cranu
oIy OJIMKOBaHHBIE COOPaHUSI MY3BIKAJIBHOTO (PONBKIIOpA PA3HBIX YKAHPOB M IETBIA PsIi HAYYHBIX,
B TOM YMCJI€ IUCCEPTALIMOHHBIX, UCCIEI0BAaHUI 110 TPAJULIMOHHOMN KYJIBTYpE peruoHa.

Knrouegwie cnosa: Pycckuii CeBep, My3bIKaIbHO-3THOTpapUUECKUE SIKCTIETULINN, (POTBKIOPHBIN
apxuB Poccuiickoli akaieMuy My3bIKM UMEHU [ HECHHBIX

Jna yumupoeanua: Huxutuna Y. A. Y3 ucropun paHHUX THECUHCKUX dKcrieauuil Ha Pycckuit
Cesep (1950-1970-¢ roawr) // [Ipobmemsr my3bikansHOM Hayku / Music Scholarship. 2023. Ne 4.
C. 165-176. (Ha anr. s13.) DOI: 10.56620/2782-3598.2023.4.165-176

he Russian North is a special sanctuary
I area that during the course of many
centuries has preserved an immensely
rich cultural heritage — landmarks of
wooden architecture, traditions of decorative
ornamental art and folk crafts, prosaic and
folk music and poetry. Not accidentally,
it was particularly the northern gubernias
of the Russian state — the Arkhangelsk,
Olonetsk, Vologda, as well as the Vyatka and
the Kostroma gubernias — where the first
folk music expeditions of the Commission
for the Gathering of Russian Folk Songs,
established in 1884, affiliated with the
Ethnography Department of the Russian
Geographic Society, were sent. They were
directed by ethnographer and philologist
Feodor Istomin, whereas the involvement
of musicians to work was determined by an
aspiration to a maximally precise fixation of
examples of folk music.

Even more far-reaching activities of
studying the traditional culture of the Russian
North were unfolded during the years
1926-1930, which saw the fulfillment of the
complex expeditions of the State Institute for
the History of the Arts in which the assistants
of the Section for Peasant Art participated in.

Gradually, not only the scholarly research
centers, but also the educational centers —
the universities, institutes and conservatories
in the capital and the regional cities — joined
the expedition work in the region.

The beginning of the expeditions
organized by music scholars from the
Gnesins’ Institute to the Russian North fell
on the late 1950s and early 1960s. The first
trips took place soon after the founding at the
Gnesins’ State Musical-Pedagogical Institute
of the Cabinet for Folk Music (in 1958),
later transformed to the Problem-Related
Scholarly Research Laboratory for Study of
Traditional Musical Cultures (presently —
the Evgeny Gippius Musical Ethnographic
Center. The new subdivision appeared at
the Institute by no means in a spontaneous
way. Already beginning from the early
1950s a folk music circle was formed there,
organized upon the initiative of professor
of the Music History Department Mikhail
Samoilovich Pekelis and having brought
together students who were enthusiastic
about the culture of folk songs. The work
of the circle was supervised by the famous
folklorist, collector and connoisseur of folk
music Vladimir Iosifovich Kharkov!, at that

' See: Kharkov Vladimir losifovich (1900-1974). Gnesinsky Dom. Istoriya uchebnykh zavedenii

[The Gnesins’ Dynasty. A History of Educational Institutions] / compiled by E. Kostina and V. Tropp. Moscow:
Gnesin Russian Academy of Music, 2015, pp. 483—485.
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time an employee of the Cabinet for Folk
Music of the Moscow Conservatory.

While defining the contribution made by
Vladimir Kharkov to the organization of the
expeditionary work in the musical higher
institutions of Moscow with the engagement
of a greater number of students to it, Elena
Biteryakova writes: “the scholar possessed
exclusive personal qualities, including those
of an organizer. During the years of his work,
folk music studies in both of the musical
higher institutions in the capital city literally
obtained new breath. Through the efforts of
Kharkov, the Cabinet for New Music of the
Moscow Conservatory was given spacious
accommodations, the indispensable
technical equipment for stationary and field
recordings and an expanded staff. Under
his management, the number of expeditions
and publications of expeditionary materials
increased considerably. The idea of active
involvement of students into folk song
collecting and publishing activities belonged
particularly to Kharkov. Also very effective
was the form of combined field work of
music scholars from the Conservatory and
the Gnesins’ Institute, which he was also the
first to suggest”. [1, p. 188]

The joint participation of the students
from the State Musical-Pedagogical
Institute and the Moscow Conservatory in
the expeditions to the Krasnoyarsk Region,
which took place in 1956 in 1957 was,
undoubtedly, the achievement of Vladimir
losifovich?. The result of this field research
was the publication ofthe two-volume edition

“Russkiye narodnye pesni Krasnoyarskogo
kraya,” where the students of the Gnesins’
Institute also participated in its preparation.
The founding of the specialized folk music
department presented a natural outcome of
the multifold activities in the sphere of folk
music studies.

Chairman of the Cabinet of Folk Music
of the Gnesins’ Institute Vladimir Kharkov
was one of Klement Kvitka’s students who
inherited from him not only his scholarly
methods, but also his pedagogical principles.
[2, p. 88] It was particularly as the result
of Kvitka’s influence that Kharkov, having
attended his course on comparative
musicology at the N. V. Lysenko Musical
Drama Institute in Kiev, engaged in scholarly
research activities in the field of folk music
studies. [3, p. 190] Having acquired an
immense amount of experience in collecting
folk songs, Vladimir losifovich determined
the directions of the students’ field work
and its methodological directions. In the
late 1950s and throughout the 1960s, folk
music expeditions were not included among
the mandatory tutorial-practical disciplines.
Engaging in them on a voluntary basis,
students of various major fields of study —
musicologists, composers, choral conductors
and instrumentalists — participated in these
trips. Many of them — including such music
scholars as Yuri Bychkov, Elizaveta Meyen,
Elena Durandina, Evgenia Pustovit, Zoya
Glyadeshkina, Igor Istomin and Tatiana Leye
— subsequently continued their teaching
activities at their alma mater, whereas for

2 See: Leonova N. V. Iz istorii zapisi muzykal'nogo fol'klora sibirskikh pereselentsev [From the History of
the Recording of Folk Music of the Siberian Settlers]. Bulletin of the Kemerovo State University of Culture and

Arts. 2011. No. 17-2, p. 89.

3 See: Russkie narodnye pesni Krasnoyarskogo kraya [Russian Folk Songs of the Krasnoyarsk Region].
Ed. S. Aksyuk. Moscow: Sovetskii kompozitor, 1959. Issue 1. 226 p.; Moscow: Sovetskii kompozitor, 1962.

Issue 2. 243 p.
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Alexander Banin, Ksenia Bromley, Svetlana
Braz, Tatiana Kazanskaya, Borislava
Efimenkova and other graduates from the
Gnesins’ Institute these first expeditionary
itineraries became the beginning of a lengthy
professional path in folk music studies.

The greater part of expeditionary trips
took place with a massive participation of
students: from four to seven, and sometimes
even more groups of two or three people each
were directed for these trips. As arule, several
administrative neighborhoods in various
regions were spanned by field research
activities, but, at the same time, it cannot
be said that they took place consistently
and according to plan: during those years
the tasks of a frontal span of territories had
not been set, while work on collecting and
recording folk melodies was carried out in
individual rural areas or villages.

Since Kharkov “directed the musicians
to record everything that was interesting,”
the students notated separate individual
examples of folk music that seemed to them
to be bright or unusual, as the result of which,
each group usually replenished the fund of
audio recordings of the Cabinet for New
Music with material that was insignificant in
its number — about thirty or forty specimens
in number.

This is how the surveying of the northern
Russian region began. In all likelihood, the
choice of territory for the field work was
stipulated by personal professional contacts
of the chairman of the cabinet — his lengthy
acquaintance with the philologist and
folklorist Ivan Alexandrovich Maokhirev,
at that time an associate professor of
the Literature Department at the Kirov

Pedagogical Institute.”> The latter showed
Kharkov the folk music materials notated
during the years 1957-1958 in various
neighborhoods of the Kirov Region in
expeditions with the students of the Institute
and, most likely, accentuated the prospects
of combined study of the areal singing
culture. The expeditionary work of the
musicians from the Gnesins’ Institute began
here in 1959 and continued for over 20
years. At first, the research of the territories
near Vyatka were directed by Kharkov,
and later — by Svetlana Leonidovna Braz,
who, having undergone academic education
majoring in choral conducting, became an
active collector, researcher and popularizer
of folk music and a faculty member of
the Folk Choral Department, which was
established in 1966.

Notwithstanding all the abundance
and diversity of folk music in the Kirov
Region, it was far from easy to engage in
field work even at that time, in the early
1960s, which had to do both with the lack of
experience of the young collectors and the
frequent breakages of the sound recording
equipment. “It is difficult to gather female
singers together. The young people work too
much and are frequently not in a condition
to sing after their work. The elderly people
are disrupted by the small children, whom
they have nowhere to leave in the daytime,
while at night it is difficult to put them to
bed. Other hindering factors are the overall
inertia and thoughtlessness. Several times
we wasted time because of the undisciplined
character of the singers... But if we mention
what obstructs us, we should, first of all, tell
about the magnetic tape-recorder. An entire

* From the author’s conversation with Igor Istomin (September, 2020).
> See: Ivan Alexandrovich Mokhirev (1908-1986). Herald of Vyatka State Humanitarian University.

2008. No. 2-1, p. 173.

169



Mpo6énembl My3bikanbHom Hayku / Music Scholarship. 2023. N2 4

week passed, before we understood all of its
‘fallacies.” Once we rode down to Kirov to
fix the finicky tape recorder. Entire reels of
recordings turned out terrible,” — we read
in the diary entries of one of the female
participants of the expedition of 1961.¢
Gradually, the field research was spanned
throughout almost half the regions of the
immense Kirov Region. At that time, it
was, most likely, the only region where
the musicians from the Gnesins’ Institute
worked so systematically, consistently and
in such large numbers. It is true, however,
that for the most part the practice of isolated
notation of the folk music material was
preserved. Also worthy of wonder is its
limitation in terms of genre: the basis was
comprised by lyrical and wedding songs,
as well as vocal-choreographic repertoire;
there were almost no notated examples of
lamentations, one of the predominant genres
in the northern Russian tradition. But at
the same time there also are some singular
rarities — calendar Christmas carols
accompanying Christmastide, fortunetelling
specimens of the Russian epic bylinas, and
tunes played on the gusli. Notwithstanding
all the shortcomings of the field work, there
was no lack of fruitful results in it, since
the musicians from the Gnesins’ Institute
were able to gather a rather large collection
of recordings of folk music of the area
near Vyatka. An important result of the

expeditions of the 1960s and 1970s was the
publication of a number of compilations
of songs prepared on the basis of these
materials’.

A real leap forward in the research of
the traditions of the Kirov Region we can
consider to be the involvement in it of
musicology students prepared for field work
by ethnomusicologist of the new school
Borislava Efimenkova. This took place
in the late 1970s, when the musicological
expedition to the Luza River took place with
the participation of Valentina Svistkova,
Elena Shifrina and Galina Vinogradova. They
carried out a practically through surveying
of the Luza District, having recorded and
notated folk songs in 14 localities. Almost
300 (!) examples of folk music, numerous
ethnographic materials and an extensive
report about the expedition became essential
groundwork for the future development of
this local tradition.

The collective field research of the folk
music traditions in the Russian North by the
musicologists from the Gnesins’ Institute in
the 1960s and 1970s was carried out within
the limits of the Kirov Region. The other
northern Russian territories were traversed
by the students and post-graduate students
of the Gnesins’ Institute either individually,
or in small groups. Moreover, this work was
carried out for the most part by musicologists
who specialized in folk music studies.

¢ The field notebooks of the expedition (No. 340) to the Urzhum and the Kumyon Districts of the Kirov
Region with the participation of students Svetlana Braz, Lina Karzhaubaeva, Svetlana Sevastyanova and Irina
Smirnova are preserved in the Manuscript Collection of the Evgeny Gippius Musical Ethnographic Center.

" Braz S. L. Pesni reki Luzy: dlya peniya (solo, ansambl’, khor) bez soprovozhdeniya [Songs of the
Luza River: for Unaccompanied Singing (Solo, Ensemble, Chorus)]. Intr. and Annot. of the Author. Moscow:
Sovetskii kompozitor, 1977. 34 p.; Watskie pesni, skazki, legendy. Proizvedeniya narodnogo tvorchestva
Kirovskoi oblasti, sobrannye v 1957-1973 gg. [ Vyatka Songs, Fairy Tales and Legends. Folk Songs of the Kirov
Region Collected during the Years 1957—-1973] / comp. by 1. Mokhirev and S. Braz. Gorky: Volgo-Vyatskoe
knizhnoe izdatel'stvo, 1974. 214 p.; Mokhirev 1. A., Kharkov V. L., Braz S. L. Narodnye pesni Kirovskoi oblasti
[Folk Songs of the Kirov Region)]. Intr. by V. Kharkov. Moscow: Muzyka, 1966. 350 p.
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At first, the instructor in their folk
song collecting activities was Kharkov,
in many ways determining the sphere of
their scholarly interests. Thereby, it was
particularly under his influence that Igor
Istomin turned to studies of the labor
songs of the lumber rafters: “The initiator
was Vladimir Iosifovich; he said that this
was a relict genre, that we should pay as
much attention to it as we can.”® The vast
geography of Igor Alexandrovich’s field
research work was stipulated by the special
attention paid by the folk song collector to the
concrete genre — the labor songs — and the
aspiration to notate examples of them in the
various local traditions. He began studying
the traditions of the northern Russian river
banks in 1963 with the Vyatka River (in the
Kirov Region), and subsequently continued
his field work on the Northern Dvina, the
Vaga and the Mezen (the Arkhangelsk
Region), also coming out numerous times
on the forest floats of the Siberian rivers
preserved at that time. “Since it was
necessary to research the floats, the question
arose, what kind of cultures are present,
for example, on the Northern Dvina or the
Mezen. And so, in 1965 Alexander Noskov
and I found ourselves on the Northern Dvina.
We began our trip from Velikiy Ustyug
and went all the way to Arkhangelsk,”
Istomin specifies’. It is noteworthy that
this expedition, which surveyed the
Kotlas, Krasnoborsk, Vinogradovsky and
Shenkursk Districts turned out to be singular
in the work of the folk music specialists
from the Gnesins’ Institute on collecting
folk songs in the Northern Dvina area. It
is also noteworthy that the 1960s were the
time of the most intensive field work carried

out in the expeditions in the Arkhangelsk
Region of the other higher education
musical institute from the capital city —
the Moscow Conservatory, the participants
of which were also predominantly students
— musicologists and composers (see: [3,
p. 140]).

Notwithstanding his special predilection
towards the rafters’ repertoire, Istomin paid
a considerable amount of attention to other
folk music genres and, what is especially
important, to their ethnographic context, as
he notated the content of the conversations
with the local dwellers in his field notebooks.
Most illustrative in this context are the
materials of the Mezen expedition (1966),
where, along with the labor songs, there
were wedding and lyrical songs chastooshka
ditties, rare specimens of bylina epic songs
(called starinas) and sacred verses, nuptial
songs, recruit and funereal lamentations
notated. Separate mention is merited by
the reconstruction of the combined form of
performance of songs of the wedding ritual,
which is an undoubted achievement on the
part of the song gatherer. It is noteworthy
that the specimens of folk music notated by
Istomin in performance by male choruses
have in recent years become one of the
sources for studying the male ensemble
singing tradition on the Mezen (see: [4]).

This well-preserved regional tradition,
which is extremely diverse in terms of genre,
was not neglected by the folk music scholars
from the Gnesins’ Institute. Several student
expeditions continued the work on the
Mezen in the second half of the 1970s, while
during the 1980s the frontal surveying of that
territory became one of the main directions
of the folk song collecting activities of the

8 From the author’s conversation with Igor Istomin (September, 2020).

? Ibid.
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folk music scholars of the Gnesins’ Institute
headed by Margarita Engovatova. In 1980s
the musicologists from the Gnesins’ Institute
also worked in the villages inhabited by
Old-Believers in the Menzen District, which
makes it possible to carry out comparative
research of the repertoire and the dynamics
of this tradition in entirety and with the
consideration with the materials notated here
by the folk music expeditions of the Institute
of Russian Literature. [5]

Ksenia Mikhailovna Bromley'* also
began her folkloristic path under Kharkov’s
supervision. In the late 1950s and early
1960s, while a student of musicology, she
was sent on a folk music expedition in
another North Russian region — the upper
Volga region, where at first she searched
for examples of what in Kharkov’s opinion
was the most prospective genre for studying
— labor songs. However, this trend of field
research turned to be little productive in the
Tver and Yaroslavl Regions. Nonetheless,
the Upper Volga traditions (and the initially
surveyed territories were joined with the
Ivanovo and the Kostroma Regions) in the
further work of collecting folk songs have
become the main object of observation of
Ksenia Mikhailovna, who has disclosed
the abundance of areal instrumental culture
to folk music studies, already upon her
completion of studies at the Institute."

The field research of the upper regions
of the Volga region in the middle of the
1970s was joined by Tatiana Viktorovna
Kiryushina. She joined the first expedition to
the Kostroma Region, following the advice
of the well-known gatherer and researcher
of folk music, at that time, a faculty member
of the Gnesins’ Institute, Vyacheslav
Mikhailovich  Shchurov, who defined
that territory as “unclaimed” and entirely
uncovered by folklorists. Subsequently,
Tatiana Kiryushina, collecting and studying
folk music and ethnographic materials of
the areal traditions of the Kostroma Region
during the course of several decades, became
one of the leading specialists in this region.

The methodology of the field and cameral
research of folk music carried out by the
musicologists from the Gnesins’ Institute
began to change with the involvement of the
most significant Russian ethnomusicologist
Evgeny Vladimirovich Gippius as an
academic consultant. Starting from 1965, he
began supervising the scholarly and folk song
gathering activities of Borislava Borisovna
Efimenkova (at that time a post-graduate
student of Mikhail Pekelis), having disclosed
before her the prospects of a new direction in
folk music studies — namely, the structural-
typological direction.'? Efimenkova’s first
expeditions to the Russian North — to the
Pomorye Region in 1966 and the Kargopol

10" See: Kiryushina T. V. Ksenia Mikhailovna Bromley. Zhivaya starina [Living Olden Times]. 2017. No. 3,

p. 66.

" See: Bromley K. M. Pastush'va rozhechnaya muzyka yaroslavsko-kostromskogo pogranichya na
osnove repertuara pastukha-rozhechnika V. A. Kolpakova [The Music for Shepherd’s Horn of the Boundary
Between the Yaroslavl and the Kostroma Regions on the Basis of the Repertoire of Shepherd’s Horn Player
V. A. Kolpakov). Ed. T. Kiryushina. Moscow: Nauchno-Issledovatel'sky Institut Kul'turnogo i Prirodnogo

Naslediya imeni D. S. Likhacheva, 2018. 223 p.

12 Nikitina I. A. Borislava Borisovna Efimenkova (1933-1996). Zapiski Memorial'nogo muzeya-
kvartiry Eleny Fabianovny Gnesinoi [Notes of the Elena Fabianovna Gnesina Memorial Museum). Issue 3:
Po stranitsam Gnesinskikh chtenii [Along the Pages of the Gnesins’ Conferences]. Comp. by L. Golubeva and
V. Tropp. Moscow: Rossiikaya akademiya muzyki imeni Gnesinykh, 2018, p. 211.
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District of the Arkhangelsk Region in 1967,
mostlikely, did notleave any discernible trace
on her ethnomusicological path. However,
the discovery of the culture of cries in the
Vologda Region in 1967 defined one of the
leading directions of her future scholarly
activities. During the course of more than 10
years, she carried out a through surveying
of the territories of the eastern Vologda
Region, which concluded with a structural-
typological and areal interpretation of the
forms of the areal cries.”’ Referring to the
fundamental character of Efimenkova’s
research, Larisa Belogurova emphasizes
that for many years it has become a standard
for the scholars of the structural-typological
direction and has preserved this status up to
the present day. [6, p. 104]

It was particularly Gippius who, in light
of studying the regional North Russian
traditions along the rivers, in the middle of
the 1970s recommended Evgenia Borisovna
Reznichenko, a student of Efimenkova, to
make an expedition to the little surveyed
Lake Onega: “Evgeny Vladimirovich
Gippius gave his blessings for me to
undertake studies of the Russian North. He
suggested me to go to the Onega, proceeding
from the opportunity to fill in the blank spot
on the map of northern Russian folk music,
if 1 find any material there.”'* However,
the expeditions made by the musicologists

from the Gnesins’ Institute during the years
19761978 passing from the headwaters
to the source of the region encountered a
numerous amount of abandoned villages
and a neglect of the folk music tradition. But
there was also a positive effect from these
expedition trips. Having arrived at the coast
of the White Sea, the folk song collectors
discovered a most abundant stratum of
traditional folk song culture: “We arrived at
a different regional tradition. You have only
one or two days remaining for work, and, all
of a sudden, you seem to find yourself on
another planet. It was not simply some kind
of abundant material, there was a feeling
of a cultural shock!”* This formed the
beginning of Reznichenko’s longstanding
field surveying and study of the folk music
traditions of the Pomorye Region.

A significant amount of ethnographical
musical materials related to the Russian
North gathered by the musicologists from
the Gnesins’ Institute during the 1960s
and 1970s has been published. Besides
the indicated folklore compilations from
the Kirov Region, these are the editions
devoted to the labor songs of the rafters
compiled by Igor Istomin, the Vologda
Region tradition of cries and Borislava
Efimenkova’s northern lullabies, and
Tatiana Kiryushina’s genres of the
calendar cycle in the Kostroma Region.!®

13 See: Efimenkova B. B. Severnorusskaya prichet': mezhdurech'e Sukhony i Yuga i verkhov'yva Kokshengi
(Vologodskaya oblast') [The Northern Russian Lamentations: the Interfluve between the Sukhona and Yug
and the Upper Part of the Kokshenga (the Vologda Region)]. Moscow: Sovetskii kompozitor, 1980. 392 p.

14 From the conversations of the author of the article with Evgenia Reznichenko (September 2020).

15 Tbid.

16 Istomin 1. A. Trudovye pripevki plotogonov [Rafters’ Labor Songs]. Moscow: Sovetskii kompozitor,
1979. 183 p.; Efimenkova B. B. Severnorusskaya prichet'... [Northern Russian Lamentations...];
Efimenkova B. B. Severnye baiki: Kolybel'nye pesni Vologodskoi i Arkhangel'skoi oblastei [Northern
Fairytales: Lullaby Songs of the Vologda and Arkhangelsk Regions]. Moscow: Sovetskii kompozitor, 1977.
80 p.; Kostromskie pesni i naigryshi [Kostroma Songs and Tunes). Issue 1: Kalendarnye obryadovye pesni
[Calendar Ritual Songs]. Rec., notation, comp. and comment. by T. Kiryushina. Kostroma, 1993. 54 p.
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The investigations made during the
expeditions during those years has also
served as a basis for the scholarly works
of ethnomusicologists,'” including many
dissertation research works.!® The objects
of their studies were not only the various
genres of the areal or regional northern
Russian traditions, but also more particular

phenomena — concrete storylines for songs
notated by various musicologists, including
those from the Gnesins’ Institute during their
expeditions in the Russian North [7]. It is
gratifying that the folk music texts gathered
over half a century ago have remained up
to the present day under careful attention of
ethno-linguists and philologists'.

17 Efimenkova B. B. Severnorusskaya prichet'... [Northern Russian Lamentations...]; Nikitina 1. A.
Ispolnitel'skie interpretatsii liricheskkh pessennykh syuzhetov na russkoi Mezeni: k voprosu sootnosheniya
poeticheskogo teksta i napeva [Performance Interpretations of Lyrical Song Storylines on the Russian Mezen:
Concerning the Question of the Correlation of the Poetic Text and the Tune]. Questions of Ethnomusicology.
2020. No. 1, pp. 67-84; Nikitina I. A. O mekhanizmakh formirovaniya vtorichnykh ritmicheskikh kompozitsii
v mezenskikh protyazhnykh pesnyakh [Concerning the Mechanisms of Formation of Secondary Rhythmic
Constructions inthe Mezen Plangent Songs]. Questions of Ethnomusicology.2016.No. 1, pp. 50-67; Reznichenko
E. B. O rannikh zapisyakh gruppovoi pricheti Kandalakshskogo berega Belogo moray [ About the Early Notations
of the Group Lamentations of the Kandalaksha Coast of the White Sea]. Questions of Ethnomusicology. 2020.
No. 1, pp. 97-104; Reznichenko E. B. Pokhoronno-pominal'naya prichet' yugo-zapadnogo Pomor'ya [Funereal
Commemorative Lamentations of the Southwestern Pomorye]. Questions of Ethnomusicology. 2015. No. 2,
pp- 67-80; Reznichenko E. B. Prichitaniya vostochnogo Pomor'ya s podvizhnymi zvukovysotnymi parametrami
[Lamentations of the Eastern Pomorye with Movable Pitch Parameters]. Questions of Ethnomusicology. 2013.
No. 3, pp. 19-22; Reznichenko E. B. Svadebnaya prichet' Belomor'ya v kontekste izucheniya kul'tury Russkogo
Severa [Wedding Cries of the White Sea Coast in the Context of Studying the Culture of the Russian North].
Musicology. 2013. No. 7, pp. 11-17; etc.

18 See Thesises of Dissertations for the Degree of Candidate of Arts (17.00.02): Braz S. L. Russkie narodnye
pesni Vyatskoi zemli: k probleme mestnogo i obshchenatsional'nogo [Russian Folk Songs of the Vyatka
Land: Concerning the Issue of the Areal and the Overall-National]. Moscow, 1979. 24 p.; Efimenkova B. B.
Severorusskaya prichet' mezhdurech'va Sukhony i Yuga i Verkhov'ev Kokshengi (Vologodskaya oblast’)
[Northern Russian Lamentations of the Interfluve Between the Sukhona and the Yug and the Upper Regions of
the Kokshenga (the Vologda Region). Moscow, 1973. 19 p.; Istomin 1. A. Zakonomernost' raspredeleniya zvukov
v muzykal'nykh formakh: na primere strukturnogo analiza burlatskikh pesen [The Regularities of Distribution
of Pitches in Musical Forms: on the Example of Structural Analysis of Bargemen's Songs]. Moscow, 1973.
17 p.; Reznichenko E. B. Svadebnaya prichet’ Pomor'ya kak sistema lokal'nykh traditsii [ Wedding Cries of
the Pomorye as a System of Areal Traditions]. Moscow, 2014. 26 p.; Chaikina V. V. Priurochennye liricheskie
pesni Luzy v kontekste mestnoi fol'klornoi traditsii (k probleme lokal'nykh melodicheskikh stilei) [Occasioned
Lyrical Songs of Luza in the Context of the Areal Folklore Traditions (Concerning the Issue of Local Melodic
Styles)]. Moscow, 1996. 25 p.

19 See: Tolstaya S. M. Polesskie pokhoronnye prichitaniya v sopostavlenii s severorusskimi [Funereal
Lamentations of the Forest Area Compared to the Northern Russian Variety]. Slavyanskie arkhaicheskie arealy
v prostranstve Yevropy [The Slavic Archaic Areal Study within the Space of Europe]. Ex. area S. M. Tolstaya.
Moscow: Indrik, 2019, pp. 291-329; Yugay E. F. Ritm kak instrument zhanrovoi pamyati v vologodskikh
prichetaniyakh [Rhythm as an Instrument of Genre Memory in Vologda Lamentations]. RSUH/RGGU Bulletin:
“History. Philology. Culturology. Eastern Studies” Series. 2017. No. 12, pp. 17-30; Yugai E. F. “From This
Place You Cannot Hear Speech. From This Place You Cannot Receive a Letter”: The Letter-Message in Russian
Funeral Lamentations. The Ritual Year 11. Ed. by G. Stolyarova, 1. Sedakova, N. Vlaskina. Kazan; Moscow:
T8, 2016, pp. 165-184, etc.
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Unfortunately, during the 1990s, on the part of the gatherers towards the folk
the endeavors of surveying the Russian music of the western and southern Russian
North by musicologists from the Gnesins’ territories, where the field work began to
Academy have come to a halt. This is in  be carried out at a larger scale and a more
many ways connected to the shift of interests  planned manner.
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K Bonpocy 3Boniouun 3STHOMY3bIKAJIbHON CUCTEMBI
(Ha MmaTepuane neceHHbIX TpaAgULUMA
BEPXHEOKCKUX cén TynbCKOro peruoHal)
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Annomayua. llpenmeToM HccIenoBaHUS B CTaTbe€ BBICTYNAIOT COBPEMEHHBIE MEXAHM3MBbI
MOJM(UKALMN ITHOMY3bIKAJILHOW CHUCTEMbl Ha NPUMEpPE PErHOHAJbHOW IMECEHHOW TpaaulliH,
JIOKaJIM30BaHHOW Ha TeppuTopur Tynbckoil 001acTu B BepxHEM TeueHuH peku OKH. AHaIM3UPYIOTCS
3anmucH  (OJIBKIOPHO-3THOrpaUUECKUX SKCHETUIMNA, MPOBOJUBIINXCA B IMEPUOJ C CEpEeIUHbI
1970-x o Hauano 2020-x rogoB. MeTon0510r1sl UCCIIE0BAHNS OCHOBAHA Ha MOJIOKEHUAX HAYUHBIX
tpynos E. B. T'unmuyca, b. b. Ebumenkooii, M. A. EHroBatoBoii B pyciie CTpyKTYpHO-THITOIOTHYECKUX
uccienoBaHui. B crathe paccmarpuBaroTCs NapaMeTpbl BUIOM3MEHEHMsI STHOMY3bIKAJIbHOMU
CHCTEMBI C TOUKH 3peHHsI ObITOBAHUS IECEHHBIX KAHPOB U CTPYKTYPbI )KaHPOBOM CHCTEMBI, BKIIHOUast
MEXaHU3Mbl 3aMEIlEeHUs] JAPEBHUX HameBoB Oosiee mo3aHUMH. [IpoaHanu3upoBaHbl TEHJEHIMU
pa3BUTHSL JaJI0OBOTO CTPOEHUs KOpIyca HareBOB, 0003HAYEHbI MEXaHU3Mbl «OCOBPEMEHHUBAHUS
MY3BIKaJIbHOTO SI3bIKa U OCOOEHHOCTH KOPPEJISLUU HAINEBOB IMO31HEH CTUIMCTUKU C JPEBHUMHU
AHIEMUTOHHBIMM HAal€BaMH, B3aUMOBIMUSHUS TPUXOPAOBOM AHIEMUTOHUKA M JUATOHUKHU
MHCTPYMEHTAJIbHBIX Haurpbimeid. B cTrarbe Takke MNPOCIEKHUBAIOTCA MYyTH TpaHCchopMaluu
PUTMHUYECKUX CTPYKTYpP, IPUUYUHBI «yXOAa» TAKUX >KAHPOB, KaK CBSTOYHBIE 3araJkd, a TaKXKe
MPUHIUIBI BKJIIOYEHUS] B CUCTEMY SIBJICHUH MO3JHEH rOpoACKOM CTUIMCTUKHU (YacTyIIEK B POJIU
BECHSHOK, CBaJIcOHBIX B POJIM MACICHUYHBIX NEeCeH). XapaKTepUCTUKA TaHHON ATHOMY3bIKaJIbHON
CHCTEMBI C TO3UIMI COBPEMEHHBIX TEHJACHUMH e€ mpeoOpa3oBaHusl paHee He ObLIa OTpa)keHa
B HAay4YHBIX TPyJaX, 4eM 00yCIIOBJICHA Hay4yHasi HOBU3HA HACTOSIIEH CTAaThH.

Knroueevie cnoea: My3bIKanbHBIA (OJIBKIOP, 3THOMY3bIKaJbHAs CUCTEMA, PETHOHAJIbHAs
MIECEHHAas TPAaJuLUs, ayTCHTUYHOE UCIIOJTHUTEIBCTBO

Jna yumuposanusa: I'aiicuna 0. B. K Bompocy 3BonoLuu 3THOMY3bIKaJIbHOW CUCTEMBI (Ha
Marepualie MeCeHHbIX TPAAULMI BepXHEOKCKuX cén Tymbckoro pernona) // [Ipobnemsl My3bIKaTbHON
Hayku / Music Scholarship. 2023. Ne 4. C. 177-187. DOI: 10.56620/2782-3598.2023.4.177-187

bnazooaprnocmu: Huzkuii OKJIOH MOEMY HAaydYHOMY PYKOBOAMTENO Maprapute AHATOJIbEBHE
EHroBatoBoii, MCKpeHHsisi OIaroJapHOCTh IearoraM W Hay4YHBIM COTpyOHHKaM Poccuiickoi
aKaJeMHUH My3bIKM MMEHM ['HecuHBIX, yBaxxaeMbIM KosuteraMm Jlapuce benoryposoii, Exarepune
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Hopoxosoii, Muecce Hukutunou, Bapsape Kamtoxnoi, Uropro n Upune Knumoseim, Enene
CrenHOBOH, mpencTaBUTENSIM aAMUHUCTpanuu Tyiabckol o00acTH, a TakXe HapOAHBIM
HCIIOJIHUTEIISAM, XPAHAIIMM YHHKAIBHOE MY3BIKAIBHOE HCKYCCTBO ITPEAKOB.
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Abstract. The object of research in the article is formed by the contemporary mechanisms of
modification of the ethno-musical system on the example of a regional song tradition localized on
the territory of the Tula Region in the upper flow of the Oka River. Analysis is made of folklore-
ethnographic expeditions carried out during the period from the mid-1970s until the early 2020s. The
methodology of research is based on the positions of scholarly works by Evgeny Gippius, Borislava
Efimenkova, and Margarita Engovatova in the vein of structural-typological research works. The
article examines the parameters of the ethno-musical system from the perspective of the existence
of song genres and the structure of the genre system, including the mechanisms of replacement of
ancient melodies with newer ones. Analysis is made of the tendencies of development of the modal
structure of a number of melodies, and indication is made of the mechanisms of “modernization” of
the musical language and the peculiarities of correlation of the melodies of a later style with early
anhemitonic melodies, the mutual influence of trichordal anhemitonicism with the diatonicism of the
instrumental tunes. The article also traces out the paths of transformation of rthythmic structures, the
reasons for the “departure” of such genres as Christmas riddles, as well as the principles of inclusion
into the system of phenomena of the later urban style (“‘chastooshka” ditties in the role of spring
folk songs, wedding songs in the role of shrove-tide songs). The characteristic feature of the present
ethno-musical system from the positions of the present-day tendencies of its transformation has not
been reflected previously in scholarly works, wherein the novelty of the present article is stipulated.

Keywords: folk music, ethno-musical system, regional song tradition, authentic performance

For citation: Gaisina Yu. V. Concerning the Question of the Evolution of an Ethno-Musical
System (on the Materials of the Song Traditions of the Upper Oka Villages of the Tula Region).
Problemy muzykal'noi nauki / Music Scholarship. 2023. No. 4, pp. 177-187. (In Russ.)

DOI: 10.56620/2782-3598.2023.4.177-187

Acknowledgements: 1 wish to express my sincere gratitude to my academic advisor Margarita
Engovatova, to my honored colleagues Larisa Belogurova, Ekaterina Dorokhova, Inessa Nikitina,
Varvara Kalyuzhnaya, Igor Klimov and Irina Klimova, Elena Stepnova, to the representatives of
the administration of the Tula Region, as well as to the folk singers who are preserving the unique
musical art of their forefathers.

178



Problemy muzykal'noi nauki / Music Scholarship. 2023. No. 4

aXJas peruoHaIbHas IECEHHAs Tpa-

UM KaK ’THOMY3bIKalbHasl CUCTE-

Ma TpeJCTaBIsieT OO0 YHUKAIbHBIN
KyJbTYpHBIA (QEeHOMEH, (PyHKIHOHUPYIO-
M W Pa3BUBAIOLIMICA B COOTBETCTBHUH
C ompeeEHHBIMU 3aKOHOMEPHOCTSMHU, 00-
YCJIOBJIEHHBIMU CHELU(PUKON €€ KaHpPOBOU
CUCTEMBI, 3BYKOBBICOTHOI'O CTpPOs, KOpIlyca
PUTMHUYECKUX (POPM U, KOHEYHO KE, KYJb-
TypHOH cpenoil Oosiee maciiTabHOro Iuia-
Ha, B KOHTEKCTE KOTOpPOW OHa chopMUpO-
Bajach. V3MeHeHUE MECEeHHOW TPpAAULINU
— MpOoIECC JOBOJIBHO OBICTPHIN, TUHAMUY-
HBI: MHOTHE HCCIIe0BaTeNd, padboTarolue
B (pONBKIOPHO-3THOTpaUIECKUX IKCTIECIU-
IHSIX, KOHCTAaTUPYIOT, YTO IO MPOILIECTBUU
OyKBaJIbHO TPEX NIECATUIICTHI MIECEHHAsI CH-
CTEMa MOXET U3MEHUTHCS TIOYTH 10 HEY3HA-
BaemocTH. [Ipuesxas B OHO U TO KeE CEIo
CITyCTS HECKOJIbKUX JECATKOB JIET, MOXHO
O0OHapyX UTh, YTO C OOHOBIIEHHEM COCTaBa
HOCUTENEH Tpaaullud U3 ObITOBAHUS YIIUIU
HanOoJiee apXaudyHbI€ TMECEHHBIC XAHPHI U
YHUKAJIBHBIA MY3bIKaJIbHBI CTWJIb, H3MeE-
HUJIACh MaHepa NEHUs, MOAU(PUITUPOBATIUCH
HareBbl U putMuueckue ¢opmbl. B Takux
CIy4yasiX MHOTHE TOBOPSAT O JAerpajauuu
MIECEHHOW CUCTeMbI, 00 yTpare e HHIu-
BUAYAJIBHBIX YEPT, Pa3pyLICHUU >KaHPOBOU
cucteMbl U T. 1. I ecnu cobuparenmun XIX
BeKa OTMedYalid, 4YTO Hauboyee JpeBHUE
YKaHpbI, BOCIIPOU3BOJMMbIE HAPOJHBIM HC-
MIOJIHUTENIEM, OyIyuu «HE B €ro BpeMsl CJo-
KEHBD», OOBIYHO «COXPAHSIIUCH HAPOIIOM C
OrpoMHBIM TIouTeHuem» [1, c. 46], To Te-
IIEPh «IOYTEHUS» K CTAPBIM MECHONEHUSAM
Y HOBBIX ITOKOJICHUM BCE MEHBIIIE U MEHBLIE.
B wactHocTu, T. [IlacTHa B OHOI 13 CBOUX
pabot moguépkuBaet: «Haunnas ¢ mocnen-

1

HUX JecsatiiieTni XX BeKa... ayTeHTHY-
HO€ HCIOJIHUTENIbCTBO TECHU, HAWTpPhILIA,
TaHIa yTPaTWJIO OBITOBaHUE ITOYTH BO BCEX
peruonax Poccuu. fBHO HalOmronaromuecs
IpOLECChl 3aTyXaHus KPECThSIHCKOIO Iie-
CEHHO-MHCTPYMEHTAJIbHO-TAHIIEBAIBLHOTO
TBOpYECTBAa BBICBETWIM Yrpo3y HeoOparu-
MOCTH TIOTEPU CaMOOBITHOCTH JOKAJbHBIX
MEBUYECCKUX TPpAAUIUK...» [2, ¢. 120—121].

B Hacrosmen craree mpennaraercs
paccMOTpeTh JAaHHOE SIBICHHE Oosee Moj-
poOHO Ha mHpUMepe NECEHHBIX TpaaAulul
BEPXHEOKCKHX CEl TylIbCKOTO peruoHa,
cocraBuBIMX Ha pybdexxke XX u XXI cro-
JETUI €IMHYI0 CTUJIEBYIO 3THOMY3bIKAJlb-
HYIO cucTeMy'. MarepuanoM HCCIIeIOBaHUS
CTaJM SKCIEAUIMOHHBIE 3allCH HCIIOJIHE-
HUSI HapOJHBIX IECEH, 3a(UKCHPOBAHHOTO
B HacenéHHbIX nyHkTax OpoeBckoro, be-
nésckoro, CyBopoBckoro, /lybenckoro, Ap-
CEHBEBCKOTO paiioHOB TynbCKol o6macTu
(c «nunenTpom» B OI0€BCKOM paiioHE)
pasHeIMH cobupatensiMu B nepuox ¢ 1975
no 2023 roa. Kak mokas3slBaeT IpakTHKa,
IPUMEPHO NOJYBEKOBOM Mepuoi cbopa u
00pabOTKH MY3BIKaTHHO-3THOTPAPUIECKUX
00pas3IoB MO3BOJISIET COCTaBUTh OOJee WU
MeHee O0bEMHOE NPEJCTaBICHHE O JMHA-
MUKE IIECEHHON cUCTeMBbl. CXOIHbBIE PAMKHU
HAOMIOMAIOTCSl B aHAJIU3€ COBPEMEHHOTO
COCTOSIHUSI MECEHHBIX TPAAULMI y APYyrux
aBTOPOB, MPUUEM HE TOJILKO HAa PYyCCKOM Ma-
tepuane [3, c. 175].

OCHOBY METOJOJIOTUM HCCIIEI0BaHUS
COCTaBWJIM HAy4HbIE IOJOXEHUS CTPYK-
TYPHO-THIIOJIOTHYECKOT0 Moaxoja, chop-
MyinupoBaHHbIe B Tpynax E. I'mmmmyca,
M. EnrosaroBoii, b. EdpumenkoBoii u apy-
TUX YYEHBIX.

OcoOeHHOCTH ,ZlaHHOfI 3THOMy3LIKaHLHOﬁ CUCTEMbI HO):[pO6H0 paccMaTrpuBaJIiMCb aBTOPOM CTAaTbH

B qmuccepraimu: adicuna 1O. B. Bepxneokckas necenHas Tpaauiys TyIbCKOTO permoHa Kak STHOMY3bIKalbHast
cUCTEMa: JMC. ... KaH]. ucKyccTBoBenenus: 17.00.02. M., 2008. 258 c.
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PaccmarpuBasi NIHMHaMHUKY pervoHalb-
HOM TIECEHHOM CHUCTEMBI NPUMEHUTEIIBHO
K BEpXHEOKCKOH Tpaauuuu TyinbCKOro peru-
OHa, CIIEyeT OTMETHUTh, YTO 3/I€ECh CUCTEMA
HE CTOJIBKO JIerpagupoBaja, CKOJIbKO MOJIHU-
¢dumpoBaiack MoJ| BIMSIHUEM HOBBIX KYJb-
TypHBIX ycinoBul. [Ipu aTOM ckperstomue
€€ MEXaHU3MBI [TO-TIPEKHEMY KUBBI U BIIOJI-
HEe paboTocrnocoOHbBl. MOXHO OOHApPYKUThH
PA1 HAanpaBJIeHUH MOAU(PUKAUY [TECEHHON
CTHJIMCTHKH HapsAy CO CTAOMIIBHO COXpaHsi-
IOLLIMMUCS TPU3HAKAMH.

K unciy cta0uabHBIX IPU3HAKOB OTHO-
CATCS CIEIyIOLINE:

1) npeobnananue KaHpPOB, CBA3AHHBIX
C JIBUJKEHUEM, CTUIUCTHUYECKU CXOAHBIX
C HO’KHOPYCCKUMHU CKOPBIMH XOPOBOJIHBIMU
MEeCHAMH (BKJIIOYAsi IECHU CBaieOHOTO 00-

psana);

Monvep N2 1a-g

Example No.Ta-e

2) KOJIMYECTBEHHOE JIOMUHHUPOBAHUE
B NIECEHHOHN cHCTeMe CBaJeOHBIX, JTUpUYe-
CKHMX M XOPOBOJHBIX ME€CEH, COCTABIIIOIINX
BMECTE €€ CTUIIEBOE SA/IPO;

3) HamMuue HarneBOB KaJleHJApHBIX 00-
PAIOBBIX XKaHPOB (NIPEICTABICHBl B MEHb-
1€l CTENEeHN);

4) nmpeBaIupoOBaHUE «KBaJAPaTHBIX»
— CO «CJIOTOBOM MY3bIKaJIbHO-pUTMUYE-
ckoii popmoiiy (CMP®D, o TepMHUHOIOTUU
b. EpuMeHKoBO?) M3 YETBIPEX MOCTPOCHUI
Ha OCHOBE BOCbMHU- (pEXKe LIECTH-) BPEMEH-
HBIX «MaJIbIX puTMUuecKkux equuuiy (MPE)
(cM. mpumepsl Ne 1 a—n1) B KOpIyce puTMHU-
YECKHUX CTPYKTYP;

5) najomenonuyecKkoe CTPOECHUE Hare-
BOB XapaKTEpPU3YeTCs] COYETAaHUEM TPHUXOp-
JIOBOII aHT€MUTOHUKA WU JTMATOHUKHU (BO3-
MOXXHO COYETaHUE JIaHHBIX MPHUHIIUIIOB

PuTMmyeckie GOpPMBI C BOCHMUBPEMEHHBIMM
MOBIMY PUTMIYECKMIA EAMHULAMM
Rhythmical Forms with

Eight-Temporal Small Rhythmical Units

AN V00 ADNI AR NI

Kpactan kanuia Becb nec ykpacuna

SIPIP PR PIPI PRy

O, néwoxxu nénu Becb nec yxpacuna Oi nu,

nd 0 31103
Mot pacnawenm 3emnio-4epHodéM, Mol pacnawiem 3emMnio-4epHoIEm,

Ih B3/ ®™a il

Posa, posa, YyepHoddM, UT031033p03a, HEPHOIEM.

Yx o1 [pyriowka, Mpyns, Mpyxs, arbiga Mo

J il

o4 nu,

Tol prburywka, Tol Kyapnsan
JJ1halll

O, anu, any, snu To! xoraa s3owna, Koraa sbipocna

0 D00 AN DS

B cagy Mawa rynana, B cagy Mawa rynana, rynana

AN B3l

lynana, rynana, Kpacasuya aeswya, rynana

2 B HacTosIIel CTaTbe PUTMHUYCCKUE CTPYKTYPhI PACCMATPHUBAIOTCS B COOTBETCTBHHU C TOJOKCHHSIMH
monorpadpuu b. EpumenkoBoit. Cm.: EdumenkoBa b. b. Purm B mpousBeaeHusIX pycckoro BOKaJbHOTO
¢onpkiiopa». M.: Komnosurop, 2001. 356 c. Onucanue nCoIb3yeMbIX TEPMUHOB PUBOAUTCS Ha ¢. 37—49.
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3BYKOBBICOTHOW OpraHM3allid B Pa3HBIX
MEJIOIMYECKUX sYeHKax® OJHOTO HareBa),
a TaKKe CTHIUCTUKA WHCTPYMEHTaJbHBIX
HaWTphIIIEH O0O0IIepyCcCKOro pacmpocTpa-
HEHUS;

6) 3aKOHOMEpPHOCTH MY3bIKAJIBHOM Op-
TaHW3AlUN, POJICTBEHHBIC JIHATOHUYECCKUM
MHCTPYMEHTAIbHBIM HaWTpBIIIaM  0OIIe-
PYCCKOTO pacHpoCTpaHeHusi, 0OHapyKuBa-
10T ce0s B HAaleBax CaMbIX Pa3HBIX KAHPOB,
B TOM YHCJI€ B MEAJICHHBIX HalleBax MO3/HE-
BECEHHUX XOPOBOJOB U B JIUPUYECKUX TEC-
HsX (cp. mpumepsl Ne 2 a, 6);

Mpumep N2 2 @ XopoeogHas necHst. Ceno CTosHOBO,
OnoeBckmit paioH. 3anmck v Hotawws HO. faciHoi (1999)

Example No. 2 @ Round Song. Stoyanovo Village. Odoyev
District. Recording and Notation by Yulia Gaisina (1999)

, N =
=== ==
Y - e e

N N [ Se— v o ]'
Mbi pac - ma - we - M(3) 3eM - MO Yep(bIHO - 3¢ - M(bl), AA——
S - T -

-0 N P — |
E% | SE==e=m—mmas e e
ro ” i — . —— i — i
l\/g A A NI e
M(bI) 3EM.

'y

p - HO - 3&M.

7) cCONOCTaBIICHHE BCEX HANEBOB MECEH-
HOM CHCTEMBI TOCPEICTBOM COBMEIICHUS X
Na70BbIX (PyHKUUN (OMOPHBIX TOHOB, JIaJ0-
BBIX OIIMO3UIUHI, 3BYKOB TPUXOP/IOB) MO3BO-
JIIe€T TOBOPUTH, UTO BMECTE UX 3BYKOPSIbI

3

Moumep N2 2 6 Menoans MHCTPYMEHTANBHOO HAMMPBILLA

«CBeTUT MecaLy
Example No.2b Melody of an Instrumental Tune

“The Crescent is Shining"

{0
=
0]
Cee-THT MC - cau,

)

f="

o«

L 18
N
bl

ol

A - cseeTH -
D -

00pasyloT €IUHYI0 CyMMAapHYIO 3BYKOBBI-
COTHYIO aKyCTHUYECKYI0 MIKaly* CIOKHOU
CTPYKTYpbI (00BbEINHSAIOMIEH TPUXOPIOBYIO
AQHI'eMUTOHUKY ¥ JUAaTOHUKY), B KOTOPOM
YKa3aHHbIE HANeBbl W Pa3BOPAYMBAIOTCS
(cxema 1)’

TPHXOPI TPHXOPA

) 1
N

63 w4 63 44 63 €4 63

CxeMa 1. EqMHOs CyMMOPHOS OKYCTUYECKOS! 3BYKOBLICOTHOS LUKONG
Scheme 1. The Unitary Aggregate Acoustic Pitch Scale

8) maHHas 1IKaja UMeEeT YETKOE TeppH-
TOPUAJIBHOE 3aKpEIUIEHHE U OXBaTbIBAaeT
NIECEHHBIE TPAJULMU CEJl, PACIOIOKEHHBIX
B nipeaenax 3035 KuomMeTpoB K CEBEPY, 3a-
najay ¥ BOCTOKy oT ropoja OnoeBa, a Takxe
B rpezesnax 40 KUWIOMETPOB K 0Ty B 30HE BO-
KpYyr 0OOpOHUTENBHBIX 3aCEUHBIX YEPT, CO3-
JlaBaBIIKXCS KOT/Ia-TO M0 OeperaM peKku YIbl
JUISl IPOTUBOCTOSIHUST TaTapO-MOHIOJIbCKUM
HaberaM; BBIXOJ 3a IpEAesbl UCCIIEoyeMOM

Hcnonp3zyemoe 31ech TOHSATHE MEJIOIMUYSCKOM sIMEHKU ONMChIBaeTCs B myOnukaimy: EnroBatoBa M. A.,

Edumenkora b. b. 3ByKoBbICOTHAsI OpraHU3alysi pPyCCKUX HAPOAHBIX MIECEH B CBETE CTPYKTYPHO-THUIIONOTUIECKUX
HCCIIEA0BaHU // 3ByKOBBHICOTHOE CTPOCHHE HAPOMHBIX MEIOAMH (MIPUHLMIBI aHaK3a): Marepuaibl Hayd.-
MpakT. aTHoMY3bIKonorndeckoi koHd. (ATK «Pyza», 11-16 despans 1991). M., 1991. C. 27.

4 TlpencraBienne U 000CHOBAHUE JAHHOM IIKabl cM. B KH.: [aiicuna 0. B. BepxHeokckas meceHHast
Tpanuuus Tyabckoro pernona. dtHomy3bikanbHast cuctema. LAP LAMBERT Acadimic Publishing, Germany,

2011. C. 136-145.

5

Bce HOTHEBIC IIPUMCEDPHI, HpI/IBCILéHHI)Ie B HaCTOﬂHIeﬁ CTaTbC, TPAaHCIIOHUPOBAHLI B COOTBETCTBUU C

yKa3aHHOW IIKAJION I yI00CTBa aHAIM3a U CONIOCTABIICHMSL.
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TEPPUTOPUN OOHAPYKUBAET ObITOBAaHUE Ha-
IIEBOB, CTPOEHUE KOTOPBIX HE BIIMCHIBACTCS
B YIOMSHYTYIO BBILIE €IMHYI0 CYMMapHYIO
3BYKOBBICOTHYIO aKyCTUYECKYIO IIKaIY;

9) HarleBaM  ONMCHIBAEMON 3THOMY3bI-
KAJIbHOW CHCTEMBl CBOWCTBEHHO HaJIU4ME
OTPaHUYEHHOIO YHCJIa THUIOBBIX MOJEJeH
pPa3BEPTHIBAHMS MEJIOAUYECKUX CTPYKTYp
— I10 TEPMUHOJIOTUN aBTOPa CTaTbH, «BEK-
TOPHBIX MOJEJICH»® ¢ ONpenenéHHBIM Me-
JOJUYECKUM KOHTYPOM, 3aKPEIUIAIOIIMX
HalpaBJIEHUE JABUKEHHS MEJIOJAUKH U PUTM
CMEHBI JIAJIOBBIX (PYHKIMI B HareBax KOH-
TPACTHOTO JIaZJJOBOIO HAKJIOHEHUS U UMEI0-
IMX CHENU(PUIECKYIO0 3BYKOPSIHYIO OCHO-
BY (CM. «BEKTOPHYIO MOJZIENIb» B cXeMe 2);

2N

d*—(H g*-d,

e d, f, g — 3ByKn eHOI CyMMAPHOI aKyCTHYECKOI 3BYKOBBICOTHOI IKAIEL,
* — 30Ha BepOATHOTO (OPMHPOBAHNS KIIACTEA HITH BAPHATHBHOCTH TOHOB.

Cxema 2. «BeKTOpHAS MORENb» PA3BEPTLIBAHNS MENOQMYECKMX
CTRYKTYP

Scheme 2. The "Vector Model" of the Unfolding of Melodic
Structures

10) Tpaguuuio XapakTepusyeT KOoopau-
HalMsl yHOMSHYTBIX BBIIIE «BEKTOPHBIX
MoOJIeIei» ¢ caMbIMU pPa3HOOOpa3HBIMHU
puTMHUYECKUMH (opmaMu (CM. HpUMEPHI
No 3 a—x).

B uucne nampasieHuii MogMpurkanumn
MECEHHOM CHCTEMbl OOO3HAaYUM CJENYIO-
ue:

Mpumep N2 3 Nazosble GYHKLMM «BEKTOPHOM MOBENN»
(UBETOM BblaENEH! €€ ONOPHbIE TOUKK)
Example No. 3 The Modal Functions of the "Vector Model"

(Its Sable Spots are Highlighted in Color)

QF=—= S==" 5 e =
F— =
Bo -na ns. o A BO Aa, 2O aa Ko ae Ba A
0
6) %’; S . F = =
v 2 — —
3 - san < = w myer - xa
2
w G x £ ——
= = = CEe g .o
— g i &
Cox - nyw xa e x 2 r
= -S= =i —— —
L4 L4 Coams L i d
Ha 'l ro — oo I mites
) 3 — = <
x = : =1 =
E==——=—— 3 =] ==
St (1) xoms, ar | xom () Ber  pu
0 .
o) —= 5 === rEss s 5 ;
(== St P
< Sl mmme— )
Ma < am - MaTHCE BeEpBl GyTE Ha e
0
e N =5 5
=== F = =
Oft xy - pmt a , KY PBl pR [ e
9 — e .
=== - =k ~—
o
V H-za ayw | e Ha ra o mym xe
h
. N
== e
E=—:= ; = e =——

; a1 FEEE S
Cad Cd + i
o - 7om (81)  aBOP, n” now Gxeop M. moa)  mmt ce mi

1) BoITecHEeHUE U 3amMeleHue Haubolee
JPEBHUX HAMEBOB KaJICHIAPHBIX 0OPSTOBBIX
XKaHPOB (em€ BCTPEYAIOIIMXCS B IKCHEIU-
uax 1970-x rogoB) HameBamMu Oosiee To3/-
HEro MPOMUCXOXKACHUS; SPKUM IPUMEPOM
MOXeET ciykuTh Macnenuna B cene Cros-
HOBO OpjoeBckoro paiioHa, rie cBajeOHas
necHs «Y Hac IO CEHIOUIKaM», U3HA4YaJIbHO
npelHa3HaYeHHas! sl BEIMYaHUs )KEHUXa U
HEBECThI Ha CBaJp0e, cTaja MCIOJIb30BaTh-
Cs s BEJIIMYAHUS JIPYTOd «CyNpyKeCKON
nape»: Kykoil Macnenku u Ilocra, BbICTY-
NaoLUX EHTPaJbHBIMU (GuUrypamu oOps-
Ja omaxvBaHUsA (KpyroBoro o0xozaa) cena
B paMKax MecTHoro MacineHu4yHoro oOps-
J0BOTO KoMIuiekca (cM. mpumep Ne 4);

¢ TlompoGHOe omucanne U 0O0CHOBaHKE JaHHOTO TepMHHA cM. Ha . 113 muccepranuu: [aiicuna 0. B.
Bepxneokckas necenHast Tpaaunys TyTbCKOTO PETHOHA KaK 3THOMY3bIKallbHAsS cucTeMa. Jluc. ... KaHaumara

uckycctoBeaenus: 17.00.02. M., 2008.
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Mpumep N2 4 BenuyonsHos necHs «3a énkoi»,
Ceno CrosHoso, OnoeBCcKuin paroH.

3anmeb v Hotauus tO. TareuHon (1999)

Example No. 4 Glorifying Song "By the Christmas Tree".

Stoyanovo Village. Odoyev District.
Recording and Notation by Yulia Gaisina (1999)

2) yxon 13 OBITOBaHMSI HAMOOJEE CIIOXK-
HBIX PUTMHUYECKUX CTPYKTYp, B IEPBYIO OYE-
pelbr — HEeCUMMETPUYHBIX (opM U (opMm
TPOUYHON PUTMHUKH (OBITOBAJIM B HAINEBAX
TPOULIKUX XOPOBOJIOB, B MECHAX CBSITOUHBIX
rajianuii — cM. mpumepsl Ne 5, 6);

[9 AT 3) 3amMeHa TUMIOBBIX CTPYKTYP «POpMYIib-
S s PrEE e E=m e ]
¥V uacno ce- nomKkam  1a Ma-me-n:n :a- m -a, m-u-.:d- ‘;J- IW -73,  Xa -1H- Ja, HBIX)) HaHeBOB (K HpHMepy BeCHHHOK) Hane_
BaMU OoJiee CIOXHOW (MHOTOCOCTAaBHOMN)
CTPYKTYpbI, HO Oojiee TPUBBIYHBIMH JJIS
COBPEMEHHOIO0 MY3BIKAJIbHOTO MBIIICHHUS,
HampuMmep, IECEHHBI-
Moumep Ne 5 XopoBogHas necks. [lepesis Xueotoso, Ooesckwiparior, ' MH 00pasuiamu ¢ 4a-
3ammes 0. Barpus (1976), Hotawws 0. TaicHon ~ CTYLIEYHOR — CTpodoi
Example No. 5 Round Song. Zhivotovo Village. Odoyev District. Recording by Yuri Bagriy (197¢), 13 9€TBIpEX pudmo-
Notation of Yulia Gaisina~ BAaHHBIX PUTMHUYCCKHUX
MOCTPOCHUH (TOX0XKee
: AR VAR N SR A Y e e I e e e Y e
Negett—oy— W deo a Mg Mn MR D e e Umwasgoest  SIBIICHUEC YCIIOXKHEHHUS
© LA 1) V7 |PPPE] BV
eo-e ne- ne, Tbl Ce-MuK, Tbl Ce-MuK Omk n‘e, onk n?‘, Ceruké‘u?a-ml.ﬂ(}— OT "Ie' (:3 ne‘R‘ ceruf(u).cfa.no:mak TUITOBBIX CprKTyp
& g > e 5, 555 ¢ 5 dg g oesas B JAaHHOH )I(aHPOBOﬁ
ppop v EE@G pr b v PpLJEF
rpy1ie ObUTIO OMHUCAHO
T. B. Jlalineko B cTaThe
Mpumep N2 6 Cestounble rananus. Ceno bonoto, benésckuit paroH.
3anmcb v Hotawys B. TpoxuHa (1988)
Example No. 6 Christmastime Fortunetelling. Boloto Village, Belyov District.
Recording and Notation by Viadimir Trokhin (1988)
e G . - " !
h:ﬁtﬂ% ba ' =3 > m’ :
...0. LY ME . Nb4H. KH, €.WwB N0.8H.CA . ()T, | €. No.Wwy_MAT. Ko.my Bbi.ne.TCa, 3, |npasaacly.pe.rcs, npamaeﬁy.}.e.rca. ax, neuu.Zy.e TCR
0 are A et N o . : e
i S e e S T PR R e e s e e S T
T LAl —y 17— Y—y— Ve
bato ...e& NO.BN.CAT, €.WENO.WY.MAT. | Ko.My Bbi. He . TCR, 3.(a) [npasaa cby.pe.Tcw, |npasgachy.ae.ten, o, He Mu_Hy.e.Tea, !
é]# A IXE 9 6 o Y + T Ao . Py A " i
. — e T : N —-
b 7 ﬁm g
D) N 4 Yvrvyvi— rr rryr U ~ Yy r 4 ryrrvvy v ~ 4
.. M@ . AIbYA . X, €.weé no.eu.ca . (0)7, | e.wéno.wy.MAT. |Ko.mysbl.He.TCR, |Ppaena cby.pe.rca, |npasga cby.ae.Tca, HE M1 _HY .€.TCA.
9 . e e (I N N A X \
[4 lAAAA="L"] ry v VY I Yy
- KM, €.148 NO.BH.CAT, €@ NOLYMAT. | Ko.Myebl.He. TcA, npaspa cBy.ae.te, cBy.ae.Tcs, HE MU.Hy.€e.TCR.
f- P X A= e X A T—"
% = st —— e e o e gy D
T rrry rvy T vr wryryy r
... €& NO.BN.CAT, €.WENO.Wy.MAT. | Ko.My Bbl_He. TCR, npasna cby.pe.rca, [npasaa cby. ge.rcs, HE MH.HY.8.TCA.
f— e e A N e e e e e
== s a=sE=in= =BT EESSY
N P .:ua.nwu.m, . e.wéno......car, €.W& NOLUY.MAT. ‘..‘M‘/ BbI. HE.TCR, npaspa cby.ge.1ca, [npasaa chy.ae.Tes, HE MU.HY. 8. TCA.
= T — X
NG ol i
Be . Hun.Ku, N0y . Me_NbuM . KA.
o e S e ST O W e NS . Ao
l e SEEE S= =S
O . MEIONH . KN, €148 N0.BYCHT, €. oy M- Ko.My Bbi_te . Tc, np;.!l;a&v.ae.m. npa.aaaeﬁy:;e.’ren. e u'u'c'y.e.wa,
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o 6enopycax Cubupu u JlanpHero Bocroka
[4, c. 17-18));

4) KONMMYECTBEHHOE COKpallleHUe Ja-
JOBBIX CTPYKTYp Ha OCHOBE TPUXOPAOBOIA
AHTeMUTOHUKU M yBEJIMYEHUE JUaTOHUYe-
CKUX HalleBOB, B TOM YHCIIC B CTHUJIMCTHKE
WHCTPYMEHTAJIBHBIX HAaWUTPHINIEH o0Iepyc-
CKOTO paclpOCTpaHEeHHUS;

5) obmiasi TeHACHIMSI K BbIPABHUBAHHIO
3BYKOPSIIOB, K TUATOHU3AINN, B TOM YHCIIE
NyTEM 3aMOJHEHUSI TPUXOPIOB JAMATOHHYE-
CKUMH 3BYKaMH;

6) OCOBPEMEHHUBAHHUE 3BYKOPSJIOB IpHU
COXPaHEHUU «BEKTOPHBIX MOJIENEeiD» Hare-
BOB — BO3MOJKHAsi MUTpAIUs IPEBHETO Ha-
IIEBA B COBPEMEHHBIN JIAJIOBBIM CTPON NPH
rpad)uIeCcKOM COBIAICHUH OOIIETO MEJIOTH-
YECKOr0 KOHTYpa U CXOJICTBE PUTMHYECKOI
CTPYKTYpHI (cp. ipumepsl Ne 7 a, 6);

Mpumep N2 7a XopoeogHas necHst. Ceno CTosHOBO,
Onoesckmi paroH. 3amucs 1 Hotaws 1. facuHor (2000);
Bepcng H. bornarosoi (1931, p.)

Example No. 7 @ Round Song. Stoyanovo Village. Odoyev
District. Recording and Notation by Yulia Gaisina (2000);
version of Nadezhda Bogdanova (born 1931)

= )
" " N
— + + T NA————— N——% T
it D ™ e e ™ e ™ e T Do a1
—a - - —a —a 1 - —
L " Ca & = o
E & 1€ - pi

Mpumep N2 76 XopoeogHas necHs. Ceno CTosHOBO,
Onoesckui paroH. 3anucs 1 Hotaws 0. faciHor (2000),
Bepcus T. Abaracbesoi (1929 1. p)

Lyrical Song. Stoyanovo Village,

Odoyev Region. Recording and Notation
by Yulia Gaysina (1999)

Example No. 7b

N i
2

;
5= =
e — e
9,

it
-
Vi Tel, A - JUOW-Ka E - pém, Thl NO-CTPOH BBI = COK  TC = péMm.

T
b

5

7) nepeoCcMbICIICHHE  KBapTOBBIX  Jia-
JOBBIX OTOp HAleBOB W TEHACHIUS K HX
TPaKTOBKE B KauyeCTBE OIOPHBIX TOHOB
TapMOHUYECKUX (YHKIUNA TOHAIBHO-TAp-
MOHHYECKOW CHUCTEMBI — IPH pearu3aliu

JAHHOW TEHJEHIMHU TPUXOPH IepeMelna-
eTCcsl B HIDKHIOIO 4acTb aMOMTyca Haresa
(cM. MOTYEPKHYTBIM TPUXOpPA B IpUMEpPE
Ne 8), a BeCcHsIHKU ¢ KBapTOBBIM aMOUTYyCOM
CEroJHsI MOT'YT OBITh CIIETHI MOJ] FAPMOLIKY
C TOHUKO-JOMHHAHTOBBIM aKKOMIIAHEMEH-
TOM (B COOTBETCTBUM C IPOLECCAMM, OIHU-
CaHHBIMU B ITyHKTE 0);

Mpumep N2 8 Nupuueckas necks. Ceno CTosHOBO,
ORoeBCKMi ParoH. 3amics 1 HoTawsa 0. faiciHor (1999)

Example No. 8 Lyrical Song. Stoyanovo Village, Odoyev
Region. Recording and Notation by Yulia Gaysina (1999)

Kax Ha e - ToH Ha J0-THH-Ke, Ha  WH-pO - KoM Ty - rO - BHH-Ke,
[ e . . 2
== ——F

E3lF: <

Ha Ja-30- pe - Bai.

LS5) ¥ 7 Caa
Ha MAT-KOH Tpa-Be,

8) yxo/1 u3 ObITOBaHUS APEBHUX HAIICBOB
CO B3aMMO3aMEHSAEMOCTBIO OIIOPHBIX TOHOB,
a TaKXe ¢ 30HHBIM UHTOHUPOBAHUEM CTYIIe-
Hell Tpuxopna (mocieaHsisi 3aluch TaKOTO
poza ObuIa OCYILIECTBIEHA OKOJIO JIECSTH JIET
Hazaj, npu 3ToM B 1970-e rogsl Tak menu
MHOTHE, U paciIuQpOBbIBaTh TAKUE HAIIEBbI
B OOLIEHPUHATON CUCTEME HOTAlMK OBbLIO
TPYZHO; OJlHA W3 BEPCUW HOTALMM IpEJI-
crasiieHa B mpumepe Ne 7);

9) M3MEHEeHHe MHOTOrOJOCHOTO CKiaja
HareBoB (ONEpPUpPOBAaHUME HE TOJBKO KJa-
CTEpaMH, HO M TEPLOBBIMH KOMIUIEKCAMU
CEKyHJI0BOT'O COOTHOILICHHUS, TIOJMEHA J1a/10-
BBIX OIIO3UIIMN TUIA «KJIACTEP-YHUCOH» Ha
KBAPTOBOE COOTHOLIEHUE TapMOHUYECKHUX
byHKIMI, 4T0 MOIUM(UIMPYET BEPTUKAIb-
HBI KOMIIOHEHT JIaJla, U3 KOTOPOT0 YXOIUT
BapuaHTHas reTepodoHus);

10) u3MeHeHre BOKaJIbHBIX MPUEMOB U
B 1I€JIOM MaHepbl NeHus — yxoJ (Wiu ya-
CTUYHBIN yXOJ) U3 ayTEHTUYHOW MPaKTUKHU
KaJICHJAApHON BOKaJIbHOM MaHEpbl C pe3-
KUM OTKPBITBIM 3BYKOM, OOpallleHusl K Ka-
MEPHOMY «OKpYIJIOMY 3BYYaHHUIO», Haro-
MUHAIOLEMY aKaJIeMUYECKOE POMaHCOBOE
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UCIIOJIHUTENBCTBO (CXOAHOE SIBJICHUE Ha-
Or0aI0Ch, B YACTHOCTH, B IKCHEIUIUSAX
B bpsHckoli oOnactu, rie paHee NECHU
UMEIN SIPKUHM, «3BEHALU», Oe3omubdou-
HO y3HaBa€MbII Ha CIIyX MCIOJHUTEIbCKUI
CTWJIb, B TIOCIIEJHUE NECATUIIETHS B PAAC
CEl OH CTaJ CMEHSThCS Ha TUXOE IEHHE
B «OKPYIVION MaHepe»).

3ByKOBas cpejia, B KOTOPOH POCIIA MECT-
HbI€ JKUTEIM U B KOTOPOW OHM OCBauMBaJIU
POIHYIO TIECEHHYK TPAaJULHUIO, B HACTOS-
1iee BpeMsi KapAWHAJIbHBIM 00pa3oM u3Me-
Hui1ack. MoauuuupoBajiock TO, 4TO MO-
JYy4UI0 Ha3BAHME «aKyCTHYECKOIO IIOJIs»
neceHHoW cuctembl. Haumbosiee cioxHbIe
3BYKOBBIE SIBJICHMSI, BBIXOJSLIME 3a PAMKHU
TEMIIEPUPOBAHHOTO CTPOS, C TPYAOM OCO-
3HAIOTCSl HBIHEIIHUM IIOKOJICHHEM; HHTEp-
BaJibl MEHEE NOJYyTOHA, KaK IIPAaBUJIO, UHTO-
HUPYIOTCS TOJIBKO B MaHEPE MEJIOPEYUTALIUU
WIM B CIIy4ae MOrPEUIHOCTEN MY3bIKaIbHO-
ro ciyxa ucnojHurtenen. B 1o ke Bpems
Jake pH J1a0BOM MoAu(UKalUA HAlIEBOB
Haubosiee NPOYHO B NAMITH HOCHUTENEH
TPaAULMKM YTBEPAWINCH UMEHHO MEIOAM-
YeCKHE KOHTYpbI HAIlleBOB, UX «BEKTOPHbIE
MOJIEIN», YTO MOATBEPKAAECTCS IPUMEpaMu
MUTPAllMY HAIIEBOB U3 Ja/ia B Jaj.

He menee BaxHBIM (DaKTOpPOM BBICTY-
NaeT MCYE3HOBEHHE ATHOIpauuecKoro
KOHTEKCTa Haubojee apXaudyHbIX O0Ops-
10B (0OCOOEHHO KaleHIapHbIX, KaK, Halpu-
Mep, 00psJ MOXOPOH MyX € €ro IJiayamMu
M0 «MYIUIKe-OJomke»). A BHE KOHTEKCTa
MOXKWJIBIE JKUTENIM CEJl CYUTAIOT HEYMECT-
HBIM II€Th CTApUHHBIE NEeCHU. YacTh xaH-
POB B JAHHBIX YCIIOBUSAX HE TOJBKO MOAM-
¢dunupyercs CTpyKTYpHO, HO U MUTPUPYET
B crienupuyeckue cyoKyIbTyphl «IETCKUX»,
«B3POCHBIX», «CMELIAHHBIX» (OJIBKIOP-
HBIX aHcaMOned, ¢opMupyeMbIXx Ha Oa3ze
MecTHBIX J[oMOB KynbTypbl. OHa oOpacraeTt
COOCTBEHHBIM, HHBIM KOHTEKCTOM (0COOEH-
HO CLEHUYECKHM) U BIUIETAETCS B HOBYIO

KYJIBTYPHYIO Cpely, — B IOJICHUCTEMY, yXKE
HE OXBATBIBAIOIIYIK) BCEX MKHUTEJIEW MOce-
JICHHs, HO TEM HE MEHEE BEChbMa BAXKHYIO
JUIsl MECTHBIX coobmiectB. Kak u3BecTHO,
«...QHTPOMOJIOTUYECKUN TOAXOJ IO3BO-
JAET MPEICTABIATh KYJIbTYpPy KakK COCTOSI-
Y0 U3 MHOXKECTBa CYOKyIBTYp» [5, ¢. 55],
Y B HAIlIEM CJIy4yae peajuu TPaIuLIMOHHOTO
ObITa ¥ TPaAUIIMOHHBIC HATIEBBI CTAHOBSITCS
MMEHHO YacCThIO OJJHOU U3 CyOKYNBTYp cena,
a BOBCE HE MACCOBBIM SIBJIEHHUEM.

babymiku-neceHHUIbl ¢ UX TPaIUIMOH-
HBIMU MY3bIKaJIbHO-3CTETUYECKUMU  HJIe-
ajaMyd B JIaHHOM KOHTEKCTE OKa3bIBalOTCS
BEChbMa MaJIOYMCIIEHHON COLMAJIBbHOM IPyII-
MOW, MPUYEM JAJIEKO HE CAMOM TMOMYJISPHON
WK aBTOpUTETHOU. OHU BCE pexe OKasbl-
BAIOTCSl B YCJIOBHSIX, IJI€ MOXKHO OBbUIO OBI
BCIIOMHUTH [€CHU CBOETO JIETCTBA M FOHO-
CTH, UM CTAHOBUTCS BCE TPYyIHEE BOCIPO-
M3BECTU JAX€E TO, YTO OHHU KOIJIA-TO PETy-
JISIPHO TEJIM U PeaTn30BbIBAIIA B 0OPSIOBBIX
npakTukax. MomHeimmm hakropom coxpa-
HEHUS U JTaK€ BO3POXKJICHUS MECEHHON CHU-
CTEMBI B TaKMX YCJIOBHSX SIBISETCS MPUE3]
CTOJIMYHOM WJIM MECTHOM 001acTHON (oib-
KJIOPHO-3THOTPAQUUYECKON  IKCIICTUIUH,
CTUMYJIUPYIOLIECH MOKWIIBIX KUTEIECH cena
K BOCIPOM3BEACHUIO U K PEKOHCTPYKLIHMH
CTapUHHBIX OOPSAIOB U TIECEH.

[To Hammm HaOTIOACHUSAM, pPETyspHas
noJieBasi paboTa MO3BOJISIET €KEroIHO B O~
HUX ¥ T€X )K€ HACENEHHBIX MMyHKTaX (PUKCH-
pOBAaTh OT OJTHUX U TEX K€ MEBUI] BCE HOBBIE
Y HOBbIE TlecHU. B yactHOCTH, B cene Cros-
HOBO BO BPEMsI IEPBOT0 MIPHUE3IA UCCIEN0BA-
Tenel ObLIO 3alUCaHO OKOJIO TPEX JECSITKOB
MY3bIKaJIbHBIX 00pa3IoB, TOT/IA KaK MPH T0-
CIEAYIOIINX BU3UTAX HUX KOJUYECTBO IIpe-
BBICHJIO TIOJITOPBI COTHU: MECTHBIE )KUTEIb-
HULBI TIOCTENEHHO CMOINIM BOCCTAHOBUTH
B KOJUIEKTUBHOM NaMATH BeChbMa BHYIIIH-
TEJIbHBI MY3bIKaJbHBIA IUIACT WU BCIIOM-
HUTh OCOOEHHOCTH €ro 3THOrpaduuecKoro
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KOoHTeKcTa. [Tpu nonynsipuzanuu HApOAHOTO
HCKYCCTBA COCTaB ayTeHTUYHBIX aHCaMOJen
HAUMHAET OMOJIAKUBATKLCS: OOJIee MO3THUE
MOKOJICHUS CJIBIIIAT TPAJULIHOHHBIC Hame-
Bbl, BUJAT MPECTHKHOCTh JAHHOTO BHJA
NEATENIbHOCTH B IJla3aX aBTOPUTETHBIX
JIUI, HAYMHAIOT CaMU MPUOOIIATHCS K Tpa-
TULMOHHON KynbType. He nckirodeHno, 4to
B PE3YJIbTAT€ NPOUCXOMSIIUX IPOLECCOB
B Oimikaifiiiee BpeMsi Mbl CTOJIKHEMCS C SIB-
JICHUEM «U300peTeHusi Tpagulum» (B TOM
guciie B cpeie (HONBKIOPHBIX aHcaMOueii),
0 KOTOPOM B MOCJEAHUE TOJbl MUIITYT MHO-
rue yuéueie, B ToM uucie E. JlobankoBa B
CBOC MOHOTpauu B CBSI3M C aHAJIU30M

«PYCCKHX YEepT» CTHISI OTCYCCTBCHHBIX
KOMITO3UTOpOB XIX Beka’.

B 3akitodenue cieayetr OTMETUTh, YTO
BO3HHUKAIOIIME B PE3yNbTare JCHCTBUS BbI-
IICOMHUCAHHBIX MEXaHU3MOB IECEHHBIC CH-
CTEMBI BEPXHEOKCKHX CEJ JaXke Tpu OOIIeH
TEH/ICHIIMU K «OOIIEPYCCKOMY CTHIIIO» CO-
XPAHSIOT CBSI3U C TPAJUIMSIMU IPOILIBIX
JeT W TPU ITOM OOHAPYKHBAIOT yHHKAJIb-
HbIE MY3bIKAJIbHO-CTUJIEBBIE OCOOCHHOCTH,
KOTOpBIE elIé MPEACTOUT rccienoBarb. OHu
JEMOHCTPHUPYIOT MOJIOKUTEIBHYIO JHHAMU-
Ky B Pa3BUTHUU 3THOMY3BIKAJIbHOW CHCTEMBI
OoJiee KPYMHOTO TUIaHA U MPOIOJDKAIOT aK-
THUBHO JBOJIIOIIMOHUPOBATH.
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Annomayun. CtaThs TOCBSIICHA UoleaM KAaK OJHOMY M3 KAHPOB CEBEPHOKAPEIHCKOTO
¢donpKIOpa, MapKUPYIOLIEMY B TPAaTUIMOHHON KyJIbType MEPEXOAHbIC, KPU3UCHBIC CUTYalluu
KU3HEHHOTO M KAJICHJAPHOTO LIUKIJIOB M BXOASIIEMY B MY3bIKaJIbHBIN KOJI CBaJIeOHOTO pHUTyaa.
[To conmepxaHUI0 MOITUYECKUX TEKCTOB Uoliey UMEIOT MPU3HAKU THUIIOJIOTHYECKOrO CXOACTBA
C KOPWJIbHBIMU TIECHSIMH, PACTIPOCTPaHEHHBIMU B (DOJIBKIIOpE CIaBIHCKUX HaponoB. HenocraTounas
CTENEHb H3YYEHHOCTH WX CEMAaHTUKH M (YHKIMH B KOHTEKCTE CBaAcOHON OOpSAHOCTH,
a Taxke mpodiieMa COOTHOUICHHS MOITHYECKUX TEKCTOB C OOpPSAIOBBIMU HAlleBaMH COCTAaBISIOT
aKTyaJbHOCTh PaloThl. Llenb cTaThy 3aKi04aeTcsi B BBISABICHUU OOPSAIOBBIX U BHEOOPSIOBBIX
GYHKIUNA MY3BIKQTBHO-TIOATHYECKUX TEKCTOB lolle Ha OCHOBE JITHOTrpadUUYECKUX CBEACHUH,
M3YyYEeHUHU STUMOJIOTUU U CEMaHTUYECKOTO MO TepMUHA. PaccMaTpuBaroTCs TakkKe 0COOCHHOCTH
(YHKIIMOHUPOBAHUS, CBA3aHHBIE C MX UCIIOJHEHUEM Ha HAleBbl CBaJACOHBIX MeceH. Marepuaiom
MCCIIEIOBAHMS TOCTYXHMJI KOMILJIEKC OIMyOJIMKOBAaHHBIX M apXMBHBIX TEKCTOB U ayqHO3alHCEeH,
¢bukcanuss KOTOpbIX OblIa Mpou3BeeHa (OJBKIOPUCTAMU U MY3BIKOBEAAMH 110 MPEUMYIIECTBY
B cepenuHe XX Beka.
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Abstract. The article deals with the joiks as a genre of North Karelian folklore, which in
traditional culture marks the transitional, crisis situations in the life- and calendar cycles and is an
element of the wedding ritual’s musical code. In terms of the poetic text content, the joiks bear a
typological similarity to the reprobating (korilnye) songs from the folk music of Slavic peoples. The
lack of research on the semantics and functions of the joiks in the context of wedding rituals, as well
as on the correspondence between the joik poetic texts and ritual tunes makes this study relevant.
The task for this article is to identify the ritual and non-ritual functions of the joik musical and
poetic texts based on ethnographic data and the study of the etymology and the semantic field of the
term’s meanings. Another aspect examined in the article is that of the features of functioning of the
joiks when they are performed with wedding song tunes. The material for the study was provided
by a set of published and archival texts and audio records made by folklorists and musicologists
predominantly in the mid-20th century.

Keywords: Karelian joiks, North Karelian wedding rituals, Karelian laments, runic type wedding
songs, North Karelian wedding songs
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BEPHOKAPEIbCKON CBaIbOBI BKIItO-  tiotieu’. Tlpuyntanus oOeCreYMBaAId HWHU-
yaeT B ceOsl oOpsAIOBbIE KAHPHl  IUAIMOHHBIA TIEPEXOJl HEBECThl U ObUIH
— MpPUYUTAHMS, CBaJCOHBIC MECHU PYyHH-  CBS3aHBI C JICUCTBUSMH, OPUCHTUPOBAHHBI-

MySLIKanLHo-Bep6aHLHLH7I KOA Ce- YeCKOro THMa' W MPUypOUYEHHBIC K PUTYay

! Tlox cBameOHBIMH MECHSIMH PYHHYECKOTO THIA 371€Ch MOHUMAIOTCS OOpPSIOBBIC CBAJCOHBIC MECHH,
OCHOBaHHBIE Ha PYHUYIECKOM (BOCHMH-, PEXKE CEMH-, JECATHCIOTOBOM) AITTUTEPUPOBAHHOM CTHXE.

? Bo MHOrMX HCTOYHHKAaX TEPMHH HMEET HAIMCaHHe éhea. B HACTOSIIEH CTaThbe HCIIOIB3YETCs
TPaHCIUTEPUPOBAHHBIA TEPMHUH fiotiea C TENbI0 TMPHONH3UTH €ro K (OHETHYECKHM OCOOEHHOCTSIM
KapelbCKOTO S3bIKA.
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MU Ha €€ JIOKyC B IPEIBEHEYHbIN MEpPHUO/I,
a TIECHU COIMPOBOXAAIM COOCTBEHHO CBa-
neOHbple OOpsiAbl, OQOPMIIAIONINE JTHMHHIO
KOHTAKTOB POJIOB KaK B JIOME HEBECTBI, TaK
U B loMe xeHuxa [ 1]. TekcTyanbHbIN aHATN3
MIOKAa3bIBAET, YTO NIECHU B OCHOBHOM HOCH-
JM BeIMYalbHbIN Xapakrep. Ocoboe mMecTo
3aHUMAIOT MONTH, KOTOPBIE Yalle BCEro MC-
MIOJTHSITUCH B JIOCBAJIcOHBIN MEPUOJ] U ObLITH
oOpalleHbl K jkeHruxy. OHM UMEIOT IpHU3Ha-
KM THUIOJIOTMYECKOTO0 CXOJCTBA C KOPHWJIb-
HBIMU TECHSMHU, BXOASIIUMHU B CBaJIeOHBIN
(OJIBKIIOP CIAaBIHCKUX HAPOOB.

Hotieu mipencTaBisaioT coboil BHI My-
3BIKAJIHO-TIO3TUYECKOW HMMIIPOBU3ALINH,
pacIpoCTpaHEHHOW Yy CEBEPHBIX KapelioB®,
MPOKMUBAKOLIUX Ha TEPPUTOPUH COBPEMEH-
HbIx KaneBanbckoro u JIoyxckoro (Op1BIIEro
Kecrenbrckoro) pailoHOB, M 3amajHbIX ca-
amu®. VX ObITOBaHHE «...OPAaHHYUBAIIOCH,
B OCHOBHOM, JIEpeBHAMU BOKpYT IIs03eparu
— Tomno3epa u HeOOIBIION YACTBIO JEpe-
BeHb Y Bepxnero u Cpennero Kyiito. FOx-
Hasl TpaHuIa ObITOBAaHUS JKaHpA — YXTa» .
B ®onorpammapxuse HMHCTUTYT s3BIKa,

3

auTeparypsl U ucropun Kapenbckoro Hayy-
HOro 1eHTtpa Poccuickon akageMuu Hayk
(M1 KapHLI PAH) xpandrcs aynuo3anu-
CH VMOWT, clIeJIaHHbIE B IEpEeBHAX JIOyXCKOTO
u KaneBanbckoro® paiionos. Beero B Hamem
pacHopsKEHUN UMEITCA 85 TEKCTOB, OILy-
OnukoBaHHBIX B cOopHuke «Kapenbckue
éuru»’ u Ha onHonMEHHOM CD-nmucke®.

J10 HacTOAIIEro BpEMEHU U3YUYEHUIO Ka-
PENbCKUX HOUT He ObUIO YIEIEHO JOIKHOIO
BHUMaHUs. BriepBbie nctopusi coOupanusi u
nyOnukaruu onucana H. JIaBoHeH BO BCTy-
NUTENLHON CcTaThbe HayyHoro coopuuka «Ka-
penbekue Ermy. 31ech ke aBTOpoM ObLia
IIPEIUIOKEHA YCIIOBHAsI TEMATUYeCKasl Kiac-
cu(uKaIMs ITPOU3BEACHUN JTAHHOTO YKaHpa,
BbIJIEJICHBI JOCBajIcOHBIE, CONAATCKUE, OBITO-
Bble HoWru. OTAENbHYIO IPYIITy 3aHUMAIOT
MOWTHY, HE NMEIOIIKE OIIPENEIEHHON TPUYPO-
4eHHOCTU. ONUCHIBAEMBIN KAHP OTIUYAETCSA
0COOBIM TMO3THUYECKUM SI3BIKOM, crenupuka
KoToporo paccmorpera A. CrenaHoBoil B ca-
MOCTOSITEIBHOM pa3JieNie yKa3aHHOIo Mu3/a-
Hus. MccnenoBarens OTMEUaET, 4To B MOMrax
Y IPUYUTAHUSX 7151 0003HAYEHUS] OCHOBHBIX

Cwm.: l1IsenioBa B. A. TpaguunoHHBIE My3bIKaIbHO-(QOIBKIOPHBIE JKaHPBI CBAIbOBI CEBEPHBIX KAPEJIOB!

OOpSITOBBIN KOHTEKCT M CTPYKTYpHBIE OCOOCHHOCTH: JIUC. ... KaHJI. UCKyccTBoBeneHus: 17.00.02. M., 2022.
318 c. Hacrosimas cTaresi OCHOBaHa B TOM YHCJIE HA MaTepuanax JaHHOTO TUCCEPTALMOHHOTO UCCIEI0BaHMUS.

* My3bIKQJIbHO-TIO3THYECKUE HMIIPOBU3AIME BOCTOYHBIX CaaMH, MPOXKHMBAOIINX HAa TEPPUTOPUH
Konbckoro monyoctposa (xonsckue caamu) u B Ounnsaanu (caamu xonmma), AIMEIOT MHBIE Ha3BaHMS:
JIb186bM, 1V66M, 14661 («CTapuHHAs mecHs 0e3 mocTosHHBIX cioB»). Cm.: Kapmosa I M. Hexoropsie
HaOMIoeHUsT 32 KapeJdbCKMMU HOWraMH M CaaMCKHUMHM JIBIBBETaMHu // DTHHYeckas My3blka U XXI Bek:
Marepuaibl Beepoccutickoit HayuHol koH(pepeHmn 25—28 okTsops 2007 1. [lerpozaBonck: [lerpo3aBoackas
rocyaapctBeHHas koHcepBaropus umenu A. K. ['maszynosa, 2007. C. 87-89.

> Kapensckue &itrn / Hayy. pen. I1. M. 3aiikoB; u3a. moar. H. JlaBonen, A. Crenanosa, K. Payrtuo.
[Terpo3zaBonck: KapHILI PAH, 1993. C. 8.

¢ B JloyxckoM paiiOHe 3alicH C/IeNIaHbl B JiepeBHsX 3aureek, Jlaxtu, Coykeno, Axsennaxum, CopbsiHra,
PyBozepo, KocroBaapa, Kecrenbra, Xelusaspsu, Enerwspsu, Jlamnaxaiinu, Ilankozepo, Jloxumaxrtu,
Xupsunuemu, Karocnamnu. B KaneBansckoM paiioHe 3amucu cenaHsl B AepeBHIX YxTa, TuxTtoszepo, Xsame,
AnasipBu, JlatBasipBu, Tomnopeka, Axonnakiu, Kususpsu. Bee marepuansl xpansatcsa B @oHorpaMmapxuse
WSJIN KapHLL PAH.

" Kapensckue éiiru... C. 50-162.
Kapensckue &itru: [3Bykozanucs]: 2 CD / coct. B. I1. MuponoBsa u np.; USIJIU KapHL] PAH. Karjalaisia
joikuja, 2013.
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MIEPCOHAXKEN HCIIONIB3YIOTCA CXOAHBIE METa-
boprueckue GopmMyIsr.

Kapenbckue my3bIKOBenbl, B CBOIO OYe-
penb, oOpaliaiuch K W3YYEHHIO HAIlEBOB
Mour. BriepBeie OINMCaHUs HX MY3bIKAJIb-
HbIX ocobeHHocTel kocHynack T. Kocku
B cTtathe «Kapenbckue Eirm»'?, HanucaHHOH
copmecTHO ¢ A. CrenmanoBoil. OObeKTOM
CHELUAIBHOTO BHUMAHUS JKaHp MpeacTall
B crarbe K. Paytno «O HameBax kapenb-
CKHUX €UI», BOWIEIIECH B BBILICYIIOMSIHYThIN
coopuuk''. M. CyO0oTHHON HOWru paccma-
TPUBAIIUCH Yepe3 MPU3MY HCIOTHUTEb-
CKHUX OCOOCHHOCTEH, a TaKXKe apTUKYISIIUU
B CpaBHEHUHU ¢ mpuuutanusmu'’. Hzyde-
HUIO WOUT C TOYKH 3PEHMS UX KYJIBTYpPHOU
(GYHKIIUM ¥ UCHOJHUTENbCKON CrerupuKu
MOCBSIIEHBI HECKOIBKO Pa0OT KapeIbCKOTO
sTHOMY3bIKOJIOTa C. HHkonmaeBoii'.

N3 obmiero uncna omyOIuKOBaHHbBIX Ka-
pENbCKUMU (DOJIBKJIIOPUCTAMH 3alUCced To-
ATUYECKUX TEKCTOB CIEAYET BBIACIHUTH 14
CEBEPHOKAPEIbCKUX WOUI, OTHOCSIIUXCS
K KaJeBaJIbCKOM TpaJWLIUM, B COAEPKAHUU
KOTOPBIX OTpa)keHa MpsiMasi CBA3b CO CBa-
ne6HpiM putyaioMm (Ne 44-57 B cOopHUKE

? Kapenbckue éiiru... C. 6-55.

«Kapenbckue éiirm»'?). Illects U3 HUX —
3TO PYKOTHCHBIE TEKCTHI, 3a()UKCUPOBAHHBIE
0e3 HaneBoB. K 310l rpynme npuMsIkaror 23
tekcta (Ne 1-23 B cOopuuke «Kapenbckue
¢iiru» %), BBISABIICHHBIC B pa3/ieiic KECTCHBI-
CKUX 10CBaAeOHBIX HoNnr. OqHaKo HE BO BCEX
BapHaHTaX OTpakeHa CBa/ieOHast TeMaTHKa.
[Ipexxne 4vem paccMmarpuBaTh WOWUTH
B KOHTEKCTE CBaJIeOHOM 00psTHOCTH, 0003Ha-
YHM OCHOBHBIE YEPTHI, XapaKTEPU3YIOIIHE HX
pOJb B TPAJAMIIMOHHON KYJIBTYpE CEBEPHBIX
kapenoB. Cnenyer oOpaTUTh BHHUMaHHE Ha
KOPPEISIII0 HOMHHAINH JKaHpa C 3TUMOJIO-
rHei HapOIHOTO TepMHUHA joikua. B mpuban-
TUHCKO-(PUHCKHX S3bIKAX 32 ATHM IJIArojioM
3aKpENMIOCh HECKOJIBKO 3HAUEHHM, KOTOPhIE
TaK WIK UHa4Ye ObLIM CBSA3aHBI CO CIIOCOOOM
3BYKOU3BJICUEHUS («IIPOM3HOCUTDHY, «BBITO-
BapUBAThY, KATPATHY; «3BYUATh, <3BCHETHY),
a TaKkKe C MaHEPOW MCIOJTHEHUS («IeTh MO-
HOTOHHO, OJTHO00pa3HO, CKYYHO» '®) WK IeTh
B CaaMCKOM MaHepe («IeTb, KaK CaaMm»).
B xauecTBe WIITIOCTpAIK B CTAaThe 3TUMOJIO-
THYECKOTO CJIOBAPS MPHUBEAEH OAUH MPUMEP
WCTIONIb30BAHUS TJIArojia, OMHUCHIBAIOIIETO
HEOOBIYHBIN 3BYK JIOAKHU: Venen nend joikuu

10 CrenanoBa A. C., Kocku T. A. Kapenbckue &éiiru / Soome-ugri rahvaste musikapérandist. Tallinn:

Eesti raamat, 1977. Lk. 307-322.

' Paytuo K. X. O naneBax kapenbckux eur // Kapensckue &iiru... C. 163—178.
12 Cy66otrna 1. CpaBHUTENBHBII aHAIN3 IPUHLIUIIOB aPTUKYJIMPOBAHHS B UMIIPOBU3ALIMOHHBIX )KaHpax

KapesbCKOTo (DOJIBKIOpa— MPUYUTAHUSIX U EIrax, 3alMCaHHbIX OT OTHUX U TEX )K€ UCTIOTHUTEIICH: IUTUIOMHAsT
pabota. Ilerpo3zaBozck, 1999. 97 c. Pykonuck xpanutcs B oubnuoreke [1eTpo3aBojackoii rocyaapcTBEHHON
koHcepBaropuu uMenu A. K. I'mazyHoga.

3 HuxonaeBa C. 0. 3BykoBasi CHMBOJIMKA KapeldbCKUX HOWI: K MpoOieMe IreHe3Hca apXandecKux
dopm nenns // Tonoc B kynstype: ¢6. ct. T. 4. CI16.: PUUU, 2013. C. 26-39; Huxonaesa C. 0. Hoiirn
Kak ()eHOMEH KYJBbTYPBI CEBEPHBIX KapesoB // Mys3bikanbHO-(onbKrinopHble Tpanunun CeBepHoit Kapemnuu:
yueOHO-METONUECKOE TTOCOOHE ISl CTYACHTOB MY3BIKAIBHBIX KoJule/xel u By3oB. [leTposaBonck, 2015.
C. 81-90.

14 Kapenbckue €iiru... C. 117-131.

15 Tam xe. C. 58-89.

16 B 3TUMONIOTHYECKOM CJIOBape 3TO 3Ha4YeHHe oTMeueHO Kak apxamunoe (!). Cm.: Suomen sanojen
alkuperd. Etymologinen sanakirja. Osa I. Helsinki, 1992. S. 236.
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joutsenend — «KOopMa JIOAKHU TOET (CKPHUIIHT,
3Byunt?) aedemem»!’.

OTnenbHO B ATUMOJIOTUYECKOM CIIOBape
OTMEUEHO 3HAYCHHUE TIIaroa, 3aKperi€éHHOe
32 UCMOJHEHUEM IECEH B CaaMCKONl MaHe-
pe'®. BeposiTHO, TaHHOE YTOYHEHHE yKa3bl-
BaeT Ha OBITOBaHME MOAOOHOTO POAa TeCeH
TOJILKO CpE/IM MpeICTaBUTeNel caaMu. 3ame-
THM, YTO TPaHUIIBI TPOXKUBAHUS CaaMU pa-
Hee OBUTH 3HAUYNTENIBHO HIMPE COBPEMEHHBIX
U OXBaThIBAJIM KapeJlbCKyI TEPPUTOPHIO.
CBUIETENBECTBOM ATOMY SBIISICTCS HAJIMUHE
CaaMCKOTO CyOCTpaTa B KECTEHBI'CKOM JHa-
JIEKTE CEBEPHOKAPEIbCKOTO Hapeyus, a TaK-
’KE CAaaMCKOH 1O CBOEMY MPOHMCXOXKICHHIO
TOTIOHUMHH.

B ceBepHOKapenbCKOM HapeunH Kapeb-
CKOTO si3bIKa (B KaJIeBaJbCKOM, KECTEHBI-
CKOM W BOKHABOJIOKCKOM JIHAaJIeKTaX) TaK-
’Ke BCTPEYaeTCs] MOJUCEMAaHTUUYHbBIN TJ1aroi
Jjoikua (pyCCKOSI3bIYHBIN SKBUBAJICHT —
uotieamy), yKa3bIBAIOIMI Ha CII0CO0 3BYKO-
u3BIeueHUs. B mepByro odepenb, OH MOKET
o0O3HayaTh 3By4yaHHE TI'POMKOIO ToJOCa,
MOHOTOHHOTO TI€HHS, TO €CTh XapakTepu-
30BaTh (DM3MUYECKYIO CTOpOHY 3ByKa. [lpm
ATOM OTMEYAeTCsl, YTO MaHepa UCIIOTHEHUS
Onm3ka mNpUYMTHIBaHUIO. Bropas rpynma
3HAYCHWH TJarojia OMHUCHIBAET IICHHUE Jie-
Oensl, 3ByK METANIMYECKOM CTPYHBI, 3BOH
[IEPKOBHOTO KOJIOKOJIA, MBIYaHUE KOPOBHI U
MPOCTO HEOOBIUHBIN 3BYK. Takum oOpasom,
I71aroJl yKa3bIBaja Ha MPEAMET KaK UCTOYHHUK
3ByKa. B TpeThi0 CEMaHTHYECKYIO TPYIITy
BXOJISAT 3HAYEHHS C OIIEHOYHBIM KOMIIOHEH-
TOM: «XBaJIUThY, «PYraTb», «OIarofapuThb,
«kyeBeTarb»'’. OTMEUEHHBIC TIAroJbl OIO-
CPEIOBAaHHO YKa3bIBalOT HA OAHY U3 (YyHK-

17 Tbid.
18 Ibid. S. 241.

U aHAJIM3UPYEMOTI'0 CBaIeOHOTO KaHpa —
KOpEHHUE )KeHHXa.

CuHOHUMaMU cnoBa joikua SIBASIOTCA
3BYKOIIO/Ipa)KaTeIbHbIE  JE€CKPUITUBHbBIC
TJaroiibl jdrkkyd («pokxotarby»), vavahtaa
(«coTpsicatbesi»), ulvoa («BBITHY), ammua
(«mbraatby). st 0003HaYEHHS CIIOBECHO-
ro KOMIIOHEHTa W, BEPOATHO, B OOJbIICH
CTEMEeHU MPUIEBHBIX UJIM AaCEMaHTUYECKHUX
CJIOB MOWTM HAPOJHBIE WCIOJHUTEIH HC-
MOJIB3YIOT TEPMUHBI kajattelusanat («cio-
Ba-0T3BYKW»), kelkettelysanat («cnoBa 3Be-
HAIUEY»), Soittoidnet («romoca 3BOHKHE/
3Byyaiue»)?’. JleBepOaTuB «iioira» B peun
HOCHUTEJIEN KapelbCKOro s3bIKa OTCYyTCTBO-
BaJl, TEPMUH OBLI IPEJIOKEH HCCIIeI0BaTe-
JSIMU U B JTaJibHEHIIIeM 3aKpenuics 3a Ha-
3BAHHUEM YKaHpA.

Cnemnuduueckoid 0COOCHHOCTHIO HOUT
SBJIIETCA HAJIMYME B TEKCTax pedpeHa — ux
YKaHPOBOI'O MapKepa, pacneBaeMoro Ha ace-
MaHTHYECKHUE CIIOTH joo, hoo, KOTOPBIN yKa-
3bIBAa€T Ha 3BYKOM300pa3UTENbHYIO IPUPOIY
caMoro tepmMuHa. OTMETUM, 4TO aceMaH-
TUYECKHUE CJIIOTH WM CJIOBAa UCHOJIB3YIOTCS
B CBaJICOHBIX OOPSIOBBIX TEKCTAX U APYTUX
(UHHO-YTOPCKMX HapoAOB, B YaCTHOCTHU
yaOMypTOB U MapH (cm.: [2, c. 145, 146; 3,
c. 121]). IlonbITKy NPOHUKHYTH B 3arajioy-
HYI0 IIPUPOy MOWT KapesnoB U caaMu Ipe.-
npuHsUT (GUHCKUM uccienoBarens A. Bsiics-
HeH ené B Hadasie X X Beka. OH nmpeanosaral,
4710 pedpeH, BKIOYAIONINN CIOTH joo, hoo,
he, COOTHOCWJICSI B HAPOJHOW TPaJMILIMU CO
3BYKOMOAPAXaHUSIMU TOJI0CaM MNTHI] U 3Be-
peil, BBIMIOIHSS B KyJBTYpe CaaMu U KapesioB
MHOTOYHCIICHHbIE PYHKIIUH. DTO, 10 CIIOBAM
BaiicsHeHa, «...M KpHUK, OTIIyTMBAOLIHN

19 Karjalan kielen sanakirja. Osa 1. Helsinki: Suomalais-Ugrilainen seura, 1968. S. 504.

20 Kapenbckue éiru... C. 220.
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XUITHUKOB, U KOJBIOETbHAs TIECHA, U 3BYK,
COIPOBOKIAIOIINN PUTYAIbI»?!,

Cdepa ObiTOBaHUS HOWT B TPagUIIMOH-
HON KyJIBTYpe CEBEPHBIX KapeloB B KOHIIC
XIX — mepBoii monoBruHe XX Beka ObLTa
JIOBOJIBHO O6IIMPHOIL. MoiiraHne MoXHO 0T-
HECTH K PUTYyaJlM30BaHHBIM (popmaM moBe-
J€HUs, KOTOPbIE KOPUEHTUPYIOTCS OJHOBpE-
MEHHO ¥ Ha PUTyas, M Ha Obrr»?2. Hoiirars
MOIJIH B JIOJIKE 11O MyTH Ha PHIOHYIO JIOBIIIO,
npu MbIThe U30 mepen ITacxoi u T. 1.2,

OpHoil W3 TUIOBBIX CHUTyalud Hoiira-
HUS SBJSUIOCH OTIPaBICHUE MOJIOABIX JIIO-
Jieil Ha BOMHCKYIO CITY>KOy W BO3BpAIllEeHUE
c "eé. CommacHO Marepuanam, 3aluCaH-
HBIM BO BpeMs llepBoil MMpPOBON BOWHBI
A. BslicssHeHOM, CbIHA, YXOJSIIETO Ha BOM-
HY, «...MaTh OIUIaKMBaja C MOMOILbIO MPH-
YeTH, a MOCTOPOHHSIS JKEHIIIMHA HonTaman’,

ITosTnyeckue TEKCTHI MOWMI M ILIayeH,
UCTIOJTHSIOMINUXCST B TOAOOHOW CHUTYyaluw,
o0nafgaroT  OmpeneiaEHHBIM  CXOJCTBOM:
B HMX COBNAJAOT OTAEJIbHbIE MOTHBBI, UC-
MOJIB3YIOTCA TPAJULUOHHBIE MO3THYECKHE
NpUEMBI — AJUIUTEpALs, MApPAIUICIU3M,
pa3BHTas cCUCTEMa METaQOPUUYECKUX 3aMEH.
IIpn »TOM, Kak ykasbiBaeT A. CrenaHosa,
«HOMTaThy, UM «BBIIEBAThY, CICA0BAIO KO-
ro-TO, B OTJINYME OT NMPUYUTAHUN, KOTOPBIE
UCTIONTHSUTACH Komy-mo*. Takum oOpaszom,

OoJbIlIOE 3HAYEHHE MUMENI UMEHHO CyObEeKT,
KOTOPBIM B MPOLECCE NOUTaHus, KaK CUUTA-
JIOCh, TIOABEPrajcs ONpPEACIEHHOMY Maru-
YECKOMY BO3ICHCTBHIO.

Haubonee pacnpocTpaH€HHON CHUTyaIlu-
€l SBJIAJIOCH MCIOJIHEHHE WOWT MOXKWUIBIMHU
JKCHIIIMHAMK® 110 OTHOIICHUIO K TapHsM,
JIOJITO OCTaBABIIMMCS XOJIOCTBIMH U TEM, KTO
BEN HEMmogo0amomuil Uil TPaJuIOHHOTO
oO1mecTBa 00pa3 KU3HU: TYIISI CO B3POCIIbI-
MU KEHIIIMHAMU, OOMaHBIBaJl JIEBYIIEK, T
BUHO, KYpHWJI U T. 1. «X0JIOCTOE BpeMsl, ITOKa
IIapEHb HE JKEHAT, Ha3bIBAIOT “‘TIOPOM Moura-
Hus” (joijunta-aika)», «xkpacuBoit» (kaunis),
«COKOIIMHOW mopou» (sokolointa-aika)
u T. 1. Tlocne ®eHUTHObI MY)XUHHY HENb3s
ObLIO HoMraTh, HO €CJIM OH CTAHOBUJICS B/IOB-
IIOM, TO BHOBb IIPEBpAILAJICS B OOBEKT MO
MOoXHO NPEAIONOKHATH, YTO HOUTaHBE XOJIO-
CTBIX MapHel (B TOM YHUCIie U BIOBIIOB, KOTO-
pBI€E MOCIIE IIOTEPU CYIIPYTH CHOBA IIEPEXOU-
JIM B PAHT HEKEHATBIX) MOIJIO OBITh CBSI3aHO C
00pSIIOM MTOTHSATHS IemOus.

B kapenbckol Tpaguuuy NOJy4wsl pac-
npocTpaHeHue oOpsia pUTyalbHON OpaHu
B OTBET Ha COBEPIIEHHBIE MOJIONEKBIO 00-
psiioBbIe OECUMHCTBA B OIpPECIEHHBIX Ca-
KPJIbHBIX MPOCTPAHCTBEHHO-BPEMEHHBIX
ycnoBusax®’. KopunbHBIH XapakTep HOMHT
TaK)ke MOT OBITh HAaNpaBJieH Ha YIIyYIlICHUE

21 Vaisanen A. O. Vienan Karjalan jojusta // Aika. Ne 2. 1917. S. 155-157.

22 Tonopo B. H. O puryane. Beenenue B mnpoOinematuky // Apxandeckuil putyaid B (GOIbKIOPHBIX
1 paHHenuTeparypHslx namsataukax / coct. JI. 1. Poxkanckmit. M.: Hayka, 1988. C. 53; Baiibypun A. K.
Putyan B TpamunmonHoi Kynsrype: CTPYKTYPHO-CEMaHTHYECKHH aHAlM3 BOCTOYHOCIABSHCKHX OOPSIOB.

CII6.: Hayka, 1993. C. 19.
» Karjalan kielen sanakirja... S. 504.
2 TIur. mo: Kapenbckue éiiru... C. 16.
Tam xe. C. 13.

25
26
27 Tawm xe. C. 12.

28

C.Hy‘-IaI/I HUCITOJTHECHUS MOUT MYXYHMHaMHU Y CEBEPHBIX KapE€JIOB ABJIAIOTCA PEAKMMU, JAKE CAUMHUYIHBIMU.

O KapenbCKOM MOHATHH lembi, KOTOPOE COOTHOCHUTCA C PyCCKHM «CIIaBYTHOCTBY, cM.: MiBanosa JI. 1.,

Muponosa B. I1. JlocBanebHast oOpsSAHOCTD U cBaieOHBIN puTyal KapenoB (koHer XIX — mepBas moioBrHA
XX B.): uccnemoBanus U marepuaisl. IlerpozaBozack: Periodika, 2018. C. 90-189.

2 Tawm xe. C. 134.
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BHEIIHUX U BHYTPEHHHX KauyeCTB HEXKEHa-
TOTO MY>KYMHBI, UTO B IAJIbHEUIIIEM CIIOCO0-
CTBOBAJIO BBIOOPY Maphl.

AHanu3 KOHTEKCTa WC-
IIOJIHEHUSI MOUI  MO3BO-
Js€T TPEANOJIOXKUTh, YTO
C HUX TOMOIIBI OTMEYa-
JIMCh MHOTOUYUCJICHHBIE T1e-
pPEXOIHbIE WM TOPOTrOBbIE
CUTYyallMl >KU3HEHHOTO W
KaJEeHJapHOrO0  LMKJIOB.
[Ipruém ecnm npuyuTaHUsA
oopMIIsIIN  MHULIMALMOH-
HBIN NIEPEXO0]] HEBECTBI, TO BKIOUYCHUE HOUT
B CBaJIcOHBIN pUTyall OBLJIO CBA3aHO C Map-
KHUPOBAHHEM HHUIIMAIMOHHOTO IMepexoaa
KEHUXa, HO TIOCPEJICTBOM HE OOpPSI0BOTO,
a IPUYPOUYEHHOTO XKaHpa.

B HEKOTOpBIX JEepEeBHSAX WOWTH MPHUYPO-
YUBAJIMCh K CBATOBCTBY WJIM CBaIb0€, MOTIIH
UCTIONTHATHCA Ha MPOTSHKEHUU TpescBaaeO-
Horo nepuona®. [To MHEHHIO MCClienoBaTe-
JICH, «...)KCHIIWH CIICMaJIbHO HE Ehraim,
HO K JKEHCKOW TEeMaTHKe OOpallaliunch MpU
¢itranum mapuei»®!. B fiolirax mosBiseT-
csi oOpa3 MaTepu XKeHHuxa, KoTtopas Onaro-
CJIOBJIs/Ia ChIHA HA CBaTOBCTBO (CBaAbOY).
3a4acTyr0 OJJHUM U3 MOTHUBOB CTaHOBUJIOCH
BEJIMYaHUE HEBECThI, HCATU3HPOBAHHBIN
o0pa3 KOTOpO#l BBIPHUCOBBIBAJIICS TOCPE/I-
CTBOM BOIIPOCHOM KOHCTPYKIIMH «IIPHUXO-
JUTCS JIX HEBECTA IO HPABY.. ..

B comepxaHuM NO3THUYECKOTO TEKCTA
Hoilrn ObUIO OTpakeHO OECIOKOMCTBO, IO
Aylie i NpuaETcsl BBIOpaHHAs TapHeM He-

Kapensckue &iiru... C. 12, 13.
31 Tam xe. C. 14.

ITepeson B. II. MupoHOBOM.

Toi Timo tiijjasen ta

vahva mieheské varpuselle.
Ei ole tyolld tyonnettdvyd,

ei ole ruavolla rakennettavua.
Saa olla pikaset pihalla,
orjasetko olkatdilld.

Siitd Timo pahastuve,

kun tdmd laulu lauletihe®.

Kapenbckue éitru: [3Byko3anucs]... CD-2, Ne 16.

BECTa «Ero CO3/AaBIICH» (MaTepH >KEHUXA).
B apyrux — HoWranu >xeHuXa, HO B TEKCTE
YIOOMHWHAJIUCH U Ka9€CTBA €TI0 HCBCCTHI:

[IpuBén Tumo cuHUUKY na
CHJIBHBIN MYy>K4KHa BOPOOYyIIKa.
Hu na paboty He oTIpaBUTh,
HHU JIEJIO C Hell He clieNaellb.
OcranyTcs xepeOsTa Ha yIuIle,
pabOTHHUKH CONOMY yOUPaTh.
Ha sto Tumo obumencs,

KOT/Ia 3Ty TIECHIO COUMHMIH >,

CBeneHuss O pUTYyaJIbHOM KOHTEKCTE
HUCIIOJIHEHHUS MOWI Ha CBAaTOBCTBE U CBa/b-
0¢ JOBOJIBHO TMPOTUBOPEUWBHI, a KOJIHMYE-
CTBO 3alMCaHHBIX O00pa3lOB, MOCBALIEH-
HBIX CBajicOHOW Temartuke, HeBenmko’., Ilo
OJHUM CBEJACHUSIM, HWOWUraad TOJBKO JI0
cBanpObl. Tak, mepex OTHpaBlieHHWEM Ha
CBATOBCTBO >KCHUXA MOWIrajaud TaKUMH CIIO-
Bamu: «Kovorimma myd kolon pohjasen
alu$Sa kujin sinusta / vet kuolettelou
kumman aijan. / Anna my0 hellytelemma ta
skaSiksentelemme / kamalan pohjasen kajon
ainuota / jotta kavottelou kaunehen aijan»
(«IToroBopuM O €AMHCTBEHHOM C CEBEPHOTO
KOHIIa (BHJIUMO, JICPEBHU), / BEb TPOBOIUT
OH HeoObuHOE Bpemsi (Ku3Hb). / [lomoém
Mbl U TIOPACCKaXeM O EJIMHCTBEHHOM W3
CTOPOHBI KPACUBOM CEBEPHOH, / UTO yTpayuu-
BACT OH CBOIO KPACHBYIO HIOPYILKY»)*>.

B ciydae HeymauHOTO CBaTroOBCTBA Ke-
Huxa Howramu: «Minimé Oitin oviloihe /
ta Vas’ ken vatieroihe. / Rupesi Oiti oSualemah

Kapenbckumu osibkiiopucTamMmu ormyOJIMKOBaHbI 3aITMCH IOATHYECKUX TEKCTOB 14 CeBEpHOKAPEIhCKUX

HOWT, B COAEp)KaHUK KOTOPBIX OTPa)KeHa CBS3b CO cBajeOHbIM putyasoM. lllects W3 HUX 3amucaHbl Oe3
HaneBoB (Ne 44-57). Cwm.: Kapensckue éiiru... C. 117-131.

3% Kapenbckue éiru... C. 68—69.
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/ tai Vas’ke varakossimah: / En anna utra
Ustenieta ta, / enkd korja Kostantjuonua.
/ Reisi maksSau ristiveron, / nidnni maksSau
neitosen, / toini ndnni toisen neijony («IIpu-
num K asepsm Otty / u B 1oM Backke. /
Crana Ot ymMHMYaTh, / Backke ctai Haro-
BapuBath: / He otnam s (>kankuil) YcTussto, /
1, ropemMbruHbIi, KonctantunoBHy. / Horu eé
CTOSIT PBIKYIO JIUCHUILY, / TPYAb CTOUT JICBUILY,
/ npyrasi — BTOPYIO ACBUITY»*.

[Io ngpyrum cBeaeHUSIM, TOJTYYEHHBIM
B 1980-x m mo3guee — B 2000-xX romax,
WOWTIM MOIVIM 3By4aTb W BO BpEMs CaMOWU
cBanp0bl. Tak, B nepeBHe Jlakkuspsu (Xei-
HSSIPBH) CYILECTBOBAJI OObIYal Hoirath Ha
cBaJb0E B JIOME KEHUXA BO BPEMsI «IIPUBOJI-
HOTO cTOIa»’’ tulijdiset. «BcTpedaror
(MoyoBIX ), TaK MoMraror. .. XKenuxa nomra-
IOT... A TyT ¥ HEBecTa... B U30e...»".

[ToaTrueckue 0Opa3bl KEHUXA U HEBe-
CThI, a TAKXX€ POJAUTEIEH U JPYrUX UJICHOB
JIEPEBEHCKOr0 coolIecTBa M300paxaroTcs
B Hoifrax npu MOMOIIM MHOTOUYUCICHHBIX
metadop uiaum MeTahoOpHUECKUX 3aMEH.
B TekcTax comep:KUTCs MOJOKUTENbHAS Xa-
pakTepUCTHKa >KEHHMXA, OMMCHIBAETCS €ro
BHemHUN Bun (korkievarsi — BBICOKUH,
kokkotukka — xynpsiBelid, komiemuoto —

36 Tam xe. C. 117.

KpacuBBIi U T. 1.): «Anna Soittelen, Sotkani
Sortuovaika Suojaluoman Suorievarta, /
kun hénen Suuluni Suorittelou Somasekse
solomakertoja / Suululla Suojalumany
(«/laii-xa 51 TIOTIOI0, YTOYKA-HBIPOK B IOTY-
XarlleM Bo3pacTe, / MpuObIBIIEMY H3/1alie-
Ka CO CTPOWHBIM, CIIOBHO KAaMBIII, CTAHOM
(>keHuX, cBaThl), / YTO yKpaliaeT oH co0oii
HAIIlA CTPOCHHSI» )>.

HeBecta B MOATHYECKHUX TEKCTaX H30-
OpakaeTcsi ¢ TIOMOIIBI0 300MOP(MHBIX, Op-
HUTOMOP(HBIX CPAaBHEHU, a TaK)ke 00pa30B
Mudonornueckux mnepcoHaxei. Hepemko
B TEKCTaX BCTPEYACTCS] CPABHCHHUE HEBECTHI
¢ menBenem wim Measenunei®': «lIpusenu
U3 TIYIIH JIECHOW MEABEIUILY, / MeIBemds
C 4yXXHX 3eMelb. / Beitammau co nHa (o3e-
pa) BosHYIO, / AcTpeda U3-10/ BaJeKHUKA
(xopsrn)»*!. «[IpuBenu MeABeIs M3 TIyXO-
ro o3epa / U BomsHOTO U3 Boab»*. Kak us-
BECTHO, COITOCTABJIEHUE HEBECTHI C 00pa3oM
MEIBEIUIIHI BCTPEUASTCS B CMOJICHCKHX, Oe-
JIOPYCCKHUX, TICKOBCKUX CBaJIeOHBIX 00psiI0-
BBIX TEKCTax™,

C nomompo MHOAO0OHBIX MOITUYECKUX
npUEMOB JIEMOHCTPHUPYETCS, YTO MOJIOIAS
KEHa — ATO MPEICTaBUTENhb WHOTO MHpA,
MPOTUBOINOCTABICHHOTO MHpPY JKCHHUXA.

37 Cormacuo mMuennto A. CTemaHOBOM, BBHICKA3aHHOMY B JIMUHOW Oecele ¢ aBTOpaMu, HOWraTh OBLIO
MPHUHSATO, CKOpEe BCEro, He BO BPEMs CaMOUl CBaJIbOBI, a MPH MOCCHICHUM HEBECTOW JIOMa JKEHHXa epe]
cBanp00ii. JlaHHbIH 00bIYail 3aUKCUPOBAH TOJBKO Y KECTEHBICKUX KapeioB.

% Kapenbckue éiiru... C. 13.
¥ Tam xe. C. 59-60.

40" A. Konkka ykasbiBaeT: «benoMopckue, u He TOIBKO OemoMopckue Kapensl emé B XIX B. BEPHUIIH, UTO

MeZIBeIb — 3TO KUBOTHOE ‘“‘denoBeubero poaa’™». CM.: Konkka A. I1. Heckonbko T€3UCOB 0 KyJIbTe MEABEAS U
«Me/IBeKbEM KapCUKKO» B (PMHCKO-KapeIbCcKoM Norpannybe // Ha mewax bonpmoit Measenuubt: n30panHbie
cTarbu (FOOWICHHBINM COOPHUK K 65-IeTHIO U 45-JeTHI0 COOMpaTenbcKoi aesTenbHocTH). [leTpo3aBouck:
KapHIL] PAH, 2014. C. 338.

4 Kapenbckue €iiru... C. 119.

4 Tam xe. C. 122.

4 Pomamnos E. P. Benopycckwuii coopauk. Beim. 8—9: BeiT 6emopyca. CioBaph YCIOBHBIX SI3bIKOB. BuiibHa:
Tumnorpagus A. I. Ceipkuna, 1912. C. 506; 1lleiin I1. B. Marepuans! 11 u3y4deHus ObiTa U S3bIKa PyCCKOTO
Hacenenus CeBepo-3anannoro kpas. T. 1, 4. 2. CII6.: Tunorpadus Akanemuu Hayk, 1890. C. 269.
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OTYy€TIMBO MPOCMATPUBACTCS OMIMO3UIUSA
CBOM-UYy>KOM, XapakTepHass W A NpUYH-
TaHUW, W ISl TEKCTOB CBaJIcOHBIX TECEH.
Opnako ecnu B CBaJeOHBIX MECHAX U MPHU-
YUTAHUSIX YYKOM MUP — 3TO MHUp KEHHXa
C IIO3ULIMM HEBECTHI, TO B MOWTIax, HAIPOTHUB,
qY)KUM SIBJISICTCSI MAP HEBECTHI C TO3UIIUU
xeHuxa. K mpumepy, B cBaieOHBIX MECHIX
CBEKOP, CBEKPOBb BBICTYMIAIOT B 00pa3e Me/I-
BEJICH, BOJIKOB M T. 1., a B HOHUTrax MeaBeau-
el IpeICTaBIsSeTCsl HEBECTA.
O4eBUIHOCTH CBSI3U WOWI cO cBajed-
HBIM PUTYyaJOM B HEKOTOPBIX CIIy4asiX MOJI-
TBEP)KIAETCd WX HCIOJIHEHHEM C HareBa-
MU CBaJIcOHBIX TIeCeH (IIaBHBIM 00pa3oM,
B KaJIEBAIBCKOM cybapeasie). Y TOYHUM, YTO
KECTEHbICKHE HOWIM IO CTPYKType CTHXa
Y HameBa, Kak MpaBWIO, NMPUOMMKAIOTCA K
MPUYUTAHUSIM M OTHOCSITCS K JOpMaM HecTa-
omnbHOM opranuzanu (cM.: [4]). [lo cioBam
WH(OPMAHTOB, «...CHUrarOT Ha Ty YK€ MEJIOo-
MO, YTO U CBaJIcOHBIC TICCHU TIOIOT»*, TIpH-
4yEéM B TaKMX 00pasliax MOXKET OTCYTCTBOBATh
KAHPOBBIN TpU3HAK Hoiirn — pedpeH. Ho
caM MPOIIECC UCTIONIHEHUS B MPEIACTaBICHUN
TIEBUI] CBSI3aH C TEPMUHOM totieams. B To xe
BpeMsi, IO CBEICHUSAM, MOJYYEHHBIM B XOZE
IKCIIEAUIIMOHHBIX MOE3/I0K B AepeBHU Jloyx-
CKOTO paiioHa, cBazcOHas niecHst Kokko lenti
koillisesta 3By4ana B opopmiieHun peppena,
xapakTepHoro juis hoiiru (mpumep Ne 1). Ilpu
ATOM TEBUIIA yKa3alia BCIie]l 3a UCIIOTHEHUEM
Hanesa: «Hy, a mocne sroro <...> u mowT
Jjo-hoo-ho»*. B kauecTBe ipumepa IpuBeIEM
CBa/ICOHYIO TIECHIO M HOWTrY B MCIIOJHEHUH
E. Xamsursitnen*® (mpumep Ne 2).
CBaneOnyro ioiiry Eprenust XsaMmsuisii-
HEeH wucnonHser 6e3 pedpeHa, B HameBe

4 Kapensckue éiru... C. 13.

Mpumep N2 1 OparmMeHT CBAZEBHOM NECHN
Example No. 1 Fragment of a Wedding Song
«=120
y— — —_— "
T v = :
Kok - ko len si ko - il - ta il moin,
) I — "
e o
koil - ta il moin al ta tai voin,
) — "
G i
len - si kok ko ik ku - nal la,
) ——— — :
IS SR —— S |
kag - ¢o par - ves - ta pa - ras - [ta].
Mpumep N2 2 OpArMeHT AOMrk, UCNONHEHHON
E. XamangiHeH Ha CBOREOHbIA HONEB
Example No. 2 Fragment of a Joik Performed
by Evgenia Hyamyalyainen on a Wedding Tune
J=88
g - i n
LS s
o1 1 - mo u - - Ja - sen ta
: Tpusen Tiwo cHIIKY na - - - oon
SR e ¢
vah-va mie - hed - ko var - pu - sel - e
N i My&amia lopoﬁyl:lxn. n
gy e e, S
Ei o-le tysl - i tydn - - net - t - vyd,
Hu  ma  pabory  mc ommpaiTh,
A ~
R = N e ‘

ei o-lerua - vol-la ra - - ken - net - ta-vua.
WA Zel0 © o omeil We  cacaacuib.

BBIJICIISIETCA JIUIIb HayalbHBIA MEPHO, KO-
TOPBIA COAEPKHUT OTIEIbHBIE 3JIEMEHTHI,
CBOMCTBEHHBIC HalleBaM HMOMI: JOJITUU 3BYK
B 3a4MHE U IOBOJIBLHO Pa3BEPHYTHIN BHYTPH-
CJIOTOBOM pacIieB B CEpeANHE NEPUOLA.

B nanese, 3anmncanHom oT TaTtbsiHbl DE-
JIOPOBOM, TaK)Xe OTCYTCTBYET pedpeH, Xxa-
pakTepHbIi 1y1s Mot (mpumep Ne 3).

OOparum BHUMaHHUE, YTO B MOATUYECKOM
TEKCTEe ATOTO O0pa3lla HEeT NPSMBIX YyKa3a-
HUIl Ha €ro CBSA3b CO CBaJCOHBIM PUTYaJIOM.

45 ®onpkitopHEIN apxuB IleTpo3aBoACKOi ToCydapcTBeHHOM KoHcepBaropun nmern A. K. ImasyHosa.
Komnexnus 118. OcHoBHO# mudpoBoit dorm. CD 171/32.

4 Tlecus u #oiira 3amucansl B. 5. EceebiM ot E. W. Xamsusiinen B nep. Yxra (Kamesana) KaneBairbckoro
pationa B 1952 1. (donorpammapxus MAJIM KapHIL PAH. 8/25, 26).

196



Problemy muzykal'noi nauki / Music Scholarship. 2023. No. 4

Mpumep N2 3 OparMeHT HOMrM, UCTIONHEHHOM
T. ®énopoBoit Ha CBAREBHbI HaNeB
Example No. 3 Fragment of a Joik Performed
by Tatiana Feodorova on a Wedding Tune
=95
) ¢ 1 P u
LTS - B E e
Oii,  Th HeobbIYHOE 03epo Kyiitro,
N e — —_— , n
% v:i tuo lim - man . lie - to - po = f;a‘
Oif,  Thl necyaHoe IHO nembo,
Y] 1 — = . B

sor - mi - je - ni sor - rut - ta - ja,
Moux nanbues ucTszaTenD ,

£ — —— + ——

var - te - ni minn vai - vut - taj - ja.
Moero  crana u3HYpHTEND,

B cOopHuke «Kapenbckue EArn» TeKCT mome-
méH B pasaen «lIpoune &Eiruy*’. KiroueBoit
MO3TUYECKUI MOTHUB dTOW HOWUTH — obpariie-
HUE K 1embO0 (1embu) — MUADOIOTUIECKOMY
CYILLECTBY, KOTOPOE€ B TPAJAULIMOHHOW KYJb-
Type KapeJloB UMEJIO IIUPOKUI CHEKTpP 3Ha-
YEHHM: «...0T O0KECTBA JIIOOBH, CBI3aHHOTO
C JIeBUYbEH CIIaBOi, 00assHUEM, SPOTUUECKOI
MIPUBJIEKATENBHOCTBIO U T. JI. JO HEYHCTOTO,
3noro ayxan®®, [Tonsrue 1embu «...COOTHO-
CWJIOCH HE TOJIBKO C JIFOOOBHOM Maruew, ce-
pa ero mpuMeHeHus Obu1a ropaso mupe» [S].

[TosiBnsieTcst 3TOT MOTHUB U B APYTUX TEK-
cTax HOWI, TO)XXe B KayeCTBE 3a4yMHa, U CO-
OTHOCHUTCS, IO TPEANOI0KEHUIO (OJIBKIIO-
PHUCTOB, C MOTUBaMH TMPHUOOIICHUS K POAY
Y HETIpUATHS HEBECTKU B HOBOM j1oMe. Bos-
MO’KHO, TIO3TOMY MOAOOHBIE 00pa3ibl HOWUTr
MOTJIM UCTIOJTHSITHCS C HAlleBaMU CBaIeOHBIX
MIECEH:

O#4, Tb1, HEBeoMoe 03epo KyiiTTo,
WJIH K€ TIeCYaHOE THO HEYHUCTOTro (JieM00),
W3nypsewms Tl MOU CTaH,
YMEPTBIISIENIb MOU PYKH,
M3MaTbIBaeIlb MOU IJICUH.

Oi1, Kak KpyTO BIPSIIHN B paboTy,

Ha TSOKENBIN TPy 00peKIn

<...>

51 ke 1oro roJ0COM ynaBIINM,
HaUTPhIBAIO TOJI0COM COPBABIIMMCS,
XOTb U OBLJI JIAJIEH I0JI0C MEBYHbU

¥ KpacuB ObLI TOJIOC JJIsl paclieBa.
Yenen npuaaBui roiaoc NEBYUH,
COpOKa MOAMSIIa TOJIOC UTPUBBIiA. ..+

B 3akmrouenue nobGaBuM, YTO MPUYPO-
YEHHBIE K CBaJbOe MOWTH KEHUXa B CEBEP-
HOKapeIbCKOM TPaJWLUU BBINOJHSIOT He-
ckonbko QyHKImiA. C OJHOW CTOPOHBI, OHU
MapKUPYIOT €r0 WHUIIMAIIMOHHBIN ITepeXo,
npescTaBisisi coO0OM OTTOJIOCOK AMOXH Ma-
TPUJIOKaIbHON Mogenu cembu. C Ipyroit
CTOPOHBI, WOWTH, B KOTOPBIX «BBIIICBAIIM
’KEHHMXa M, KOCBEHHO, HEBECTY, MOTYT OBbITh
yHOJ00JIEHbl KOPUIBHBIM TIECHSM B PUTY-
aye BOCTOYHBIX ciaBsH. C My3bIKaJIbHOU
TOYKH 3pEeHUs CBajeOHbIE HOWru Tpeoy-
IOT CIIENMAJILHOTO HMCCIICIOBAHMSI, TaK Kak
B OJJHUX CIydYasx OHU WCIOJHSUIHCH C Ha-
neBaMU CBaJeOHBIX IE€CEH PYHHUYECKOTO
Tuna (B KaJeBaJhCKOM cybapease), a B Ipy-
TUX — OCHOBBIBAJIUCh HAa PUTMHUYECKUX
U 3BYKOBBICOTHBIX MOJCISIX MPUYUTAHUN
(B KeCTEHBICKOM cyOapeare), BXons B cepy
TPaJUIIMOHHON UMITPOBU3AIIHH.

CnNUCcoOK NCTOYHUKOB

1. Muponosa B. [1. MoTuB ycTaHOBIEHHUS POJICTBEHHBIX OTHOIICHUH B KApEIbCKUX CBAJCOHBIX
pynax // Bectauk yrposenenus. 2021. T. 11, Ne 1. C. 52-62. DOI: 10.30624/2220-4156-2021-11-1-52-62

47 Kapenbckue éiiru... C. 159.

4 HMeanosa JI. U., Muponosa B. I1. JlocBane6Hast 00psiaHOCTb... C. 104,

4 Kapenbckue éiiru... C. 152-153.



Mpo6énembl My3bikanbHom Hayku / Music Scholarship. 2023. N2 4

2. BoiitoBud A. A. My3bIKainbHO-(OIBKIOPHBIE )KaHPHI CBaIBOBI JIyroBbIX Mapu // [IpobieMsr
My3bIKaIbHOH Hayku / Music Scholarship. 2023. Ne 1. C. 115-127.
DOI: 10.56620/2782-3598.2023.1.115-127

3. HypueBa U. M., Kopuunos [I. JI. Yamyprckas TpagulMOHHash My3blKa B HCTOPUKO-
KyJIBTYPHOM KOHTEKCTe // VIcTOpHUKO-KyIbTYpHOE Hacieaue HaponoB Ypano-IToBomxkes. 2020. Ne 2.
C. 143-149. DOI: 10.15350/26191490.2020.2.15

4. llIBemoBa B. A. Purmuueckasi opraHu3aiisi HANeBOB CEBEPHOKAPEIHCKUX CBaICOHBIX
NPUYUTAHUN B KOHTEKCTE CTPYKTYPHO-THITOJIOTHIECKOTO nccienoBanus // My3sbikoBenenue. 2019.
Ne 5. C. 32—47. DOI: 10.25791/musicology.05.2019.642

5. VmanosaJl. U. JlemOu: moHsiTHE M TeKCHYecKkue couetanus B «Kaepaney // Bectauk CeBepo-
Boctounoro ¢enepansrnoro yausepcurera umern M. K. AMmocosa: Cepust Onocosenenue. 2019.
Ne 1 (13). C. 61-71. DOI: 10.25587/SVFU.2019.13.27298

Hnghopmayus 06 asmopax:

B. A. llIBenoBa — kaHIuJaT UCKYCCTBOBEJCHUS, CTAPIINI MpeoaaBaresb Kadeapsl My3bIKU
(OPMHHO-YTOPCKUX HAPOJIOB.

B. I1. MuponoBa — kaHAMJAT (PUIOIOTUYECKUX HAYK, CTAPILINN HAYUHbIH COTPYIHHUK.

References

1. Mironova V. P. The Motif of Establishment of Relationships in the Karelian Wedding Runes.
Vestnik Uugrovedenia = Bulletin of Ugric Studies. 2021. Vol. 11, No. 1, pp. 52— 62 (In Russ.)
DOI: 10.30624/2220-4156-2021-11-1-52-62

2. Voitovich A. A. Folk Music Wedding Genres of the Meadow Maris. Problemy muzykal'noi nauki
/ Music Scholarship. 2023. No. 1, pp. 115-127. (In Russ.) DOI: 10.56620/2782-3598.2023.1.115-127

3. Nurieva I. M., Kornilov D. L. Udmurt Traditional Music in the Historical and Cultural
Context. Historical and Cultural Heritage of the Ural-Volga Region Peoples. 2020. No. 2, pp. 143—
149. (In Russ.) DOI: 10.15350/26191490.2020.2.15

4. Shvetsova V. A. The Rhythmic Organization of the Northern Karelians Wedding Laments
in the Context of Structural-Typological Research. Musicology. 2019. No. 5, pp. 32—47. (In Russ.)
DOI: 10.25791/musicology.05.2019.642

5. Ivanova L. I. Lembi: the Concept and Lexical Combinations in The Kalevala. Vestnik of
North-Eastern Federal University. Epic Studies. 2019. No. 1 (13), pp. 61-71. (In Russ.)
DOI: 10.25587/SVFU.2019.13.27298

Information about the authors:

Vera A. Shvetsova — Cand.Sci. (Arts), Senior Faculty Member at the Department of Music of
the Finno-Ugric Peoples.

Valentina P. Mironova — Cand.Sci. (Philology), Senior Researcher.

[Moctymmna B pemakmuio / Received: 06.10.2023
Onobpena nocie penensupoBanus / Revised: 24.10.2023
[Ipunsara x myomukaruu / Accepted: 27.10.2023

198



Mpo6nembl My3bikanbHOM Hayku / Music Scholarship. 2023. N2 4
Problemy muzykal'noi nauki / Music Scholarship. 2023. No. 4

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

Bl Teopwus nucropusa kynstypsl [ G

Hayunas ctatbs

VIIK 130.3+78.01 (c)(DSC)

DOI: 10.56620/2782-3598.2023.4.199-213

JIto60Bb U UCKYCCTBO: ANANEKTUKA B3AUMOCBS3N

BaJjiepuii Epmonaesuu Kynemos', Hanexaa Ajexcanaposna Ilapésa’

"Tuxooxeancroe svicuiee goenrno-nopcroe yuunuwe umenu C. O. Maxaposa,
2. Bnaousocmox, Poccus,
valkulesh@mail.ru, https.//orcid.org/0000-0001-5742-5390
lanvresocmounwlil 20Cy0apcmeeHHblil MEXHUYECKULL PblOOX03AUCMBEHHbL YHUBEPCUMEN!,
2. Bnaousocmox, Poccus,
nadezda58@rambler.ru, https://orcid.org/0000-0002-6179-3978

Annomayusn. llenb cratbi — BBIABICHUE JHAICKTUKU JIIOOBU U MCKYCCTBA, WX B3aWMHOMU
nerepMuHaIyy. [1osiBIeHHE U pa3BUTHE CaMOCO3HAHUS IUCTAHIIUPOBAIIO homo sapiens oT «OpaTbeB
MEHBIINX» — H TaM, [7Ie ObLIO JIUIIb TI0JIOBOE BICYCHNUE, 3aJI0)KEHHOE IIPUPOJION, YETTOBEK COTBOPHII
J1F000Bb KaK CMBICIIOKH3HEHHYIO IICHHOCTB, KOTOpasi B UCKYCCTBE, OCOOCHHO B XyJI0)KECTBEHHOI
JTUTEpaType U MY3bIKE, SIBISETCS NOMUHUpYIOMEeH TeMoW. OTHOMICHUS MY>KYUHBI U >KCHILUHBI,
Ha3BaHHBIE JIIOOOBBIO, CTAHOBITCS TAaKOBOW BO B3aMMHOM CTPEMJIEHHHM CIeNarh ApPYr Opyra
cyacTIUBLIMHU. CIIOKHOCTL HX HHTCJUICKTYAJIbHOTO W YYBCTBCHHOI'O MHUPOB pPCAIM3ALUI0 3TOI0
CTpEMJICHHUS MpEeBpaliaeT B TBOPYECKHiA Tporecc. Tak co3maércs «OKM3HEHHOE MPOU3BEICHHEY,
MMEIOIIee CTETUIECKYIO IIEHHOCTh. B MOJ00HBIX Cilydasx HaNpspKEHHOCTD YyBCTB /TS XyAOKHUKA
CTaHOBHUTCSI TOM «My30ii», KOTOpasi BIOXHOBIISICT €ro OpaThCs 3a MEPO U CO3/IaBaTh MPOU3BEICHHE
HCKYCCTBa. XYIOKECTBCHHOE TPOU3BEICHNUE, MTOKA3bIBasl YHUKAIBHOCTh U KPACOTY YEJIOBEUYECKUX
YyBCTB, TPAHCIMPYET MX B MHUpP M IpEBpallaeT B JOCTOSHUE KyJIbTypbl. Tak Kak Jr000Bb —
HE JIap MPUPOJIBL, a pe3yJIbTaT 00pa30BaHuUs M BOCIIUTAHUS YEIIOBEKa, HCKYCCTBO SIBISICTCS (PaKTOPOM,
(OpPMUPYIOLIMM IMOIMOHANBHYI0 cepy CO3HAHHs YMTATENs, CIYIIaTeNs yepe3 NOrpyKeHHEe ero
B IIEpEeKMBaHUs repoeB. Tak Jr000Bb W UCKYCCTBO, BO3JIEHCTBYS ApPYr Ha Jipyra, yBEJIMYUBAIOT
MOTEHIMAN 100pa 1 KPacoThkl B MHPE.

Knroueswie cnoea: moOOBb, NCKYyCCTBO, TBOPUECTBO, YYBCTBA, CMBICI KM3HH, CAMOCO3HAHHE,
oOpa3oBaHHe, HPABCTBEHHOCTb

Jna yumuposanusn: Kynemor B. E., Ilapésa H. A. J[1000Bb M HCKYCCTBO: JHMAJIEKTHKA
B3auMocBs3u // [Ipobnemsl My3bikanbHOM Hayk / Music Scholarship. 2023. Ne 4. C. 199-213.
DOI: 10.56620/2782-3598.2023.4.199-213
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Original article

Love and Art: The Dialectics of Interrelation
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Abstract. Theaim ofthe articleistoidentify the dialectics oflove and art, theirmutual determination.
The emergence and development of self-consciousness has paved a distance of the homo sapiens
from his “lesser brothers” — and where once, long ago there was only sexual attraction inherent in
nature, man created love as a life-meaning value, which in art, especially in artistic literature and
music, presents the dominant theme. The relationship between man and woman, termed as love,
becomes such in their mutual desire to make each other happy. The complexity of the intellectual
and sensual worlds that is love turns the realization of this aspiration into a creative process. This is
how a “work of life” that possesses aesthetic value is created. In such cases, the intensity of feelings
becomes for the artist the “muse” that inspires him to take up the pen and create a work of art. An
artistic work reproduces the uniqueness and beauty of human feelings, transmits them into the world
and transforms them into the heritage of culture. Since love is not a gift of nature, but the result of
human education and upbringing, art is a factor that forms the emotional sphere of the reader’s and
the listener’s consciousness by immersing them into the experiences of the protagonists. Thereby,
love and art, impacting each other, increase the potential of goodness and beauty in the world.

Keywords: love, art, creativity, feelings, meaning of life, self-consciousness, education, morality

For citation: Kuleshov V. E., Tsareva N. A. Love and Art: The Dialectics of Interrelation.
Problemy muzykal'noi nauki / Music Scholarship. 2023. No. 4, pp. 199-213. (In Russ.)
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O, BBITCCHACT HPAaBCTBCHHLIC Ha4Yalla B 4YC-

BeepeHnune

JIto60Bb Hapsiy CO CMBICIOM YXHU3HU U
CMEPTBIO SBISECTCS BEYHOM 4YEIOBEUYECKOU
u ¢unocodekoit mpodiemoil. B uckyccrtse
e, OCOOCHHO B XYJIO0XXECTBEHHOH JuTepa-
Type U My3bIKe, TeME JIFOOBU MPUHAICKUT
BeJyllasi pojib. AKTyaJIbHOCTb HaCTOSIIEro
UCCIIEIOBaHUS ONIPENEIISIETCS CIEAYOIUMU
OCHOBHBIMHU (hakTOopamu. Bo-nepBrix, nie-
OJIOTUSl «IIMBUJIM30BAHHOIO MOTPEOUTEISD,
Haca)xaaemasl B IOCTIIEPECTPOCYHBIN TEPHU-

JIOBEYECKUX B3aUMOOTHOILIEHUSAX, YTO TPHU-
BOJIUT K YBEJIMUEHHUIO KOJIMYECTBA Pa3BOJIOB,
CBUJCTEIBbCTBYIOIIEMY O KpU3HCE JIOOBH.
Bo-BTOphIX, mpoBenénnas pedopma obpa-
30BaHUs CYLIECTBEHHO CHHU3WJIA €ro TBOP-
YeCKU M HPABCTBEHHBIN IOTEHIMAJ, YTO
TpeOyeT CEeroiHs MepecMoTpa COIep>KaHusI
XYZI0’)KECTBEHHOM JINTEPATYpbl U BCEU KYb-
TYpOJIOTUYECKON COCTaBISIONIEH B IIIKOJIb-
HBIX M BYy30BCKHUX Iporpammax. B-TpeTbux,
CIIO)KHOCTh OTHOIICHHUH JI0OBM Hambosee

200



Problemy muzykal'noi nauki / Music Scholarship. 2023. No. 4

PEIEBAHTHO PACKPBIBAECTCS B XyHOKECTBEH-
HbIX MPOU3BEACHUSAX, YTO aKTyaJIUu3UpyeT
paccMOTpeHue TUAIEKTUKY JIFOOBU M UCKYC-
CTBa 4E€PE3 TEOPETUUECKYIO ITPU3MY.

3agayaMu  HCCIIEIOBAHUS  SIBJISJIUCH:
1) paccmoTpeHue 0coOEHHOCTEH ueoBe-
YECKOIO0 CO3HAHUSA, JIETEPMHUHUPYIOIIMNX
B OTHOLICHUSX MY>KYMHBI U KEHIIUHBI JIFO-
0OBb KaK TyXOBHBIN (heHOMEH; 2) nuccieno-
BaHHME YYBCTBEHHOIO0 NOTEHIMaNa JIOOBU
KAaK MCTOYHHMKA TBOPUYECKOTO BIOXHOBEHUS
Xy[I0)KHUKA; 3) pacKpbITUE POJIA XyHOXKe-
CTBEHHBIX MpOW3BEeNEeHUH B (opmupoBa-
HUH, PA3BUTHUH, YCIOKHEHUU HHTEIUIEKTY-
aJbHOM, SMOLMOHAIBHOW U HPAaBCTBEHHOMN
chep co3HaHUS, ONMPENETSIOMUX BO3MOXK-
HOCTH JIFOOBU B OTHONIIEHUSIX MYXYUHBI U
KEHIUHbI. OCHOBHBIMH METOJAMU MpPH
pELICHUN 3a7a4 CTajdu JUAIICKTUYECKUH,
CpPaBHUTEIIbHBINA, T€PMEHEBTUUYECKUM, CTa-
TUCTUYECKUH, METOJ KOHTEHT-aHaJIh3a MU
np. [IpakTnyeckoe 3HaUEHUE UCCIEA0BAHUS
COCTOMT B BBISIBJICHUH POJIM UCKYCCTBA Kak
(dakTopa ryMaHM3alMd M ICTETU3AIMNH Ye-
JIOBEUYECKUX OTHOIIEHHUM.

OtBeramu Ha BoOmpocsl «YTO €cTh Jro-
60Bb?» U «UTO ecThb UCKYyCcCTBO?» BO BCe
BpEMEHA B TOW MJIM MHOM CTEIICHU UHTEpe-
COBAJIMCh MHOTHE BHUIHbIE MbIcauTenu. Ha-
y4Has pa3pabOTaHHOCTb TOW M APYToul Ka-
TErOpHil MO3ULUOHUPYET PA3IUYHBIE TOUKU
3pEHMsI Ha UX CYLIHOCTHBIE XapaKTEPUCTH-
KU U POJIb B )KM3HU YEJIOBEKA. YK€ B JPEB-
Hoctu Koudyuuit, Ilnaton, Apwucroreinsb
IIPOBO3IVIALIAIM MOJ3UI0 U MY3BIKY KaK He-
3aMEHHMMBbIE CPECTBA (OPMUPOBAHUS AU
yenoBeka. HeoOXoaumo 3aMeTHTh, 4TO

1

B. OcnoBuna. M.: CoBpemeHHuK, 1985. 592 c.

2

Y.1.508 c.; U. 2. 605 c.

3

TEMBbI JIIOOBU U MCKYCCTBA, SIBISISICH TIEpMa-
HEHTHO OTKPBITHIMH, BCEIJa BIOXHOBIISUIH
¢unocodoB u mucareneil oTBeUaTh Ha BO3-
Hukaromue Bornpockl. Hanpumep, JI. Ton-
CTOM MPOAHATU3UPOBAT KOHUEMIMUA CBOUX
npenumectBeHHukoB (baymraprena, Kanra,
[Munnepa, ®uimiepa u Ap.) 00 UCKYCCTBE U
000CHOBaJI CBOM B3IVISJ HA €ro MnpeaHa3Ha-
yenue'. Benen 3a B. ConoBpéBeiM B XX
BEKE B KOHTEKCTE Pa3BUTHUS KyJIbTYPhI UEpE3
MIPU3MY HPaBCTBEHHOCTH paccMaTpUBAIIH
TEMBbI JIFOOBH U MCKYCCTBA OTEYECTBEHHBIC
yuénbie H. bepases, M. baxtun, A. JloceB
U Ap. 3aMETHBIH Clie/l Ha JAHHOM TeMaThye-
CKOM IIOJIE OCTaBHJIM KOpU(EH COBpEMEH-
Hol 3amanHoit unocodpun XK.-II. Captp,
X. Oprera-u-lI'accet, 3. ®pommMm, A. Kamro.
B KOHIIe MUHYBIIIETO BEKA COBETCKHUE ABTOPBI
(FO. Propukos, A. Yansies, M. Hapckuid,
A. VBuH u 1p.) B nByxtomHuke «dumoco-
¢bust moOBM» MPEACTABUIN PETPOCIEKTUBY
UCCIICIOBAHUS POOIEMBI’.

B coBpeMeHHBIX YCIOBUSAX C H3MEHE-
HUEM COLMAJIbHO-3KOHOMUYECKUX OTHO-
IIEHUN B CTpaHe B MyOJIMKAalUsAX, Kacaro-
IIMXCSl T€Mbl HACTOSIIErO HCCIIEIOBaHUA,
aKTyaJTM3UPYIOTCS TEMBI JIIOOBU U HCKYC-
CTBa, CBSI3aHHBIC C JyXOBHOW CUTyalluel B
ob6mectpe. Tak, M. JlsruneBa aHaau3upyeT
¢dbeHomMeH JIF0OBY B KOHTEKCTE IIUBUITU3AIHU-
oHHOro kpusuca [1]. B psae nyonukanuit
oOpaiaercsi BHUMaHuE Ha POJb UCKYCCTBA
Y TBOPYECTBA B MPEOJOJICHUU OTUYKACHUS
B YEJOBEYECKHUX B3aMMOOTHOIICHUsX [2],
UCCIIEAYIOTCS TeHAepHbIe TpaHchopMaIuu
Y UX BIIMSIHUE HA MOJOPOJIEBbIE MOAEIH MO-
BEJICHUS®. 3aMETHBIC HOBBIC HAIPABICHUS

Toncroit JI. H. Uto Takoe mckycctBo? CTarbu, MUChMa, THEBHHUKH / COCT., BCTYI. CT. © KOMMEHT.
dunocodus modBu: B 2 4. / cocT. A. Bun; npenucin. Jl. T'opckoro, A. MBuna. M.: [lomutuzpat, 1990.

Bricounna 1O. JI. 1lpuanHbl TeHAEpPHON KOHBEPIeHIMH W €€ BIHMSHHAE Ha W3MEHEHHE ITOJIOPOJIEBON

MOJIEIH TIOBEICHUS B COBPEMEHHOM o01iecTBe // EBpasuiickuii ropuamaeckwii skypHai. 2020. Ne 5. C. 484-485.
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B UCKYCCTBE €CTECTBEHHO CTUMYJIUPYIOT HC-
CJIEIOBATENbCKUN MHTEpeC K HUM. E. Bpao-
BuueHko u [. JlymHukoBa paccmoTpenun
0COOCHHOCTH OTPaXEHUS NUCKypca JTI0OBU
B COBPEMEHHOW XYIOXECTBEHHOW JUTEpa-
Type MNOCTMOJEPHUCTCKOIO HAMPABICHUS
[3]. Tlo-mpexxHeMy Ha MyOJIMKALIHOHHOM
TI0JIE€ 3aMETHO BBIICISIOTCS UCCIEN0BAHUS
Pa3JIMYHBIX aCMEKTOB JIIOOBU B MIPOU3BE/IEC-
HUSIX KJIACCUKOB NUTeparypsl. Hampumep,
JI. ba6enko u A. DnbcToH-BupoH craru-
CTUYECKH PENPE3eHTUPOBAIN THUIIUYHbIE
CUTyallun OOBSICHEHUS B JIIOOBM Ha Mare-
puane npousBegenu A. Yexosa [4]. Co-
BPEMEHHBIC MPEJCTABICHUS O JIIOOBU TeX
WJIM MHBIX COLMABHBIX TPYII BBISBIISIOTCS
MPOBOAUMBIMH B PETHOHAX COIUOJIOTHYE-
CKUMHU HCCJIEIOBAaHUSIMU, PE3YyIbTaThl KO-
TOPBIX OTpaKaroTCsl B MyOJUKAIUAX U, KaK
MPaBUI0, MOTYT OBITH AKCTPATIOJIUPOBAHBI
Ha COOTBETCTBYIOIIMI COLIMYM B cTpaHe®.
XoTs Tembl JTIOOBM U HCKYCCTBa OBUIM U
OCTalOTCs OTKPBITHIMU, (pritocodckuii auc-
KypC PEJIEBaHTHO OTBEYAET HA BO3HUKAIO-
I[M€ BOMPOCHI B CBSI3U C UX CYIIHOCTHBIMHU
U COJEpKAaTeIbHBIMU XapaKTE€PUCTUKAMU.
Hayunas >xe HOBU3Ha HACTOSAILIETO UCCIIE0-
BaHUS 3aKJIIOYAETCS B TOM, UTO JUATIEKTHUKA
M00BH U UCKYCCTBA, JTIOOBU U TBOPUECTBA,
paccMOTpeHHas B HacTosiel padote, emeé
HE CTaHOBUJIACh 00BEKTOM TOTO (uiiocod-
CKOT'O BHUMAaHMUS1, KOTOPOTO 3aCIIYKHBAET.

CaMoco3HaHMe yenoseka
KaK ¢aKTOp TBOPYECTBA

JIroboe wuccrnegoBanue JIOOBH HE MO-
I'YyT HE MPEeaBapsATh CICAYIONUE aKCHOMa-
THYEeCKUE Te3uchl: 1) mpupoma (wam Bcee-
BBIIIHUI) TIPEAYCMOTPEIN COXPaHCHHUE |

MIPOJIOJDKEHNE KU3HU Ha 3eMJie; 2) JJIsl 3TO-
IO JIFO/IM pa3/ieJIeHbI 10 TI0JI0OBOMY MTPU3HAKY
HA MY)XYUH U KEHIIMH (10 aHAJIOTUYHOMY
NPU3HAKY pa3/elIeHbl KUBOTHbIE); 3) pas-
HOTIOJBIE CYIIECTBA UCTIBITHIBAIOT B3aUMHOE
BJICUCHHUE JAPYT K JPYry M MOCJENyHoIlee
YIOBOJILCTBUE OT COOTBETCTBYIOLIETO (u-
3HOJIOTMYECKOr0 Mpoliecca, Oaroaaps uemy
YKU3HBb TPOJOIIKAETCA.

Ham HeBemomMo, kakum 00pa3oM COTBO-
puiIach 3Ta NpUpOJIHAs Mporpamma, HoO, Kak
CBHUJIETEJILCTBYET HCTOpHUS, OHA OKa3ajach
JIOCTaTOYHO MYJPON M HAAEKHO (PYHKIIHO-
HUPYET YK€ MIJJTHOHBI JIET. DTa MyApPOCTh
pacrpoCcTpaHsieTCsl U Ha BCE IPYrUe >KU3-
HEHHBIE TPOIIECChI, 3a4a€T ONTUMAaJIbHBIC
aJTOPUTMBI TIOBEJCHUS B TUIMYHBIX CHUTY-
alusaX, Ha3BaHHbIE MHCTHMHKTaMU, Ojarosa-
psi KOTOPBIM MOJAJIEPKUBAETCSI BBIKUBAHUE
BUJIOB M HEKOE WX PAaBHOBECHUE B MPHUPOJE.
Ecnu paccmarpuBath TOIbKO (pU3MOIOTHYE-
CKHE aCIIeKThl 3TOTO 4Yy/a KU3HU HA 3eMIie,
TO MOXXHO KOHCTaTHpPOBAaTh, YTO B3aUMHOE
BJICUCHHUE TOJIOB HAXOJUTCS B OTHOM DSy
C HEOOXOAMMOCTBIO YTOJIGHHSI TOJIOAA,
KaXKIBl U APYTUX OHOJIOTHYECKUX MOTPEeO-
HocTeil. Takyto cuTyaluio Mbl HAOIIOIaeM y
JKUBOTHBIX. UeNOBEK e COTBOPUII €€ OTHO
Yy710 — OH 3TO CaMO€ BJICYEHUE MOJIOB BbIJIe-
JIWIT U3 BCEX JIPYTMX MOTpPeOHOCTEH, 0/IyX0-
TBOPHJI €T0 JI0 TAKOM CTENEHH, YTO OHO CTAJIO
LEHTPAJIbHOW TeMOU ncKyccTBa. [losBriiocs
MOHSTHE JIOOBU, KOTOPOE yKe€ 3asBISUIO HE
TOJIBKO U JIa)K€ HE CTOJBKO O CBOEM OHOJIO-
TUYECKOM TEePBOUCTOUHUKE. MIMeHHO 3/1€ech,
Ha TIOTIPHIIE JTF00BU, homo sapiens TUCTaH-
IIUPOBAJICS OT «OPaThEB HAIIUX MEHBIINX» U
TPOMOTIIACHO 3asIBUJI O CBOEM 0COOEHHOI ue-
JoBeuecko cyTu. [loaToMy BeCcTH pa3roBop

4 Kpacosa E. 0. Ilpencrasienuss BopoHexckoil MONOAEKH O JIFOOBH Kak >XKM3HECHHOW IEHHOCTH
(cormonornueckuii aHanm3) // BectHuk Boporexckoro rocynapctsenHoro yausepcurera. Cepus: Uctopust.

IHomuTonorus. Cormonorus. 2020. Ne 4. C. 57-64.
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0 JIIOOBU M UCKYCCTBE, KOTOPOE CTAJO €€ J0-
MOM, MOYKHO TOJIBKO B HEPa3pbIBHOW CBS3H
C UCCIIEIOBAHNEM YEJIOBEKA U 0COOCHHOCTEH
€ro JyXOBHOT'O MHpA.

JKuBOTHOE NpEBpaTWIIOCh B YEJIOBEKA,
KOTJIa CO3HAHHUS B HEM CTaso OoJblIe, YeM
TpedyeTcsl Uil MOJACpKAHUS KU3HU B €€
ounonorudyeckux pamkax. M ato «umiHeey,
cBOOOJHOE co3HaHue (B ¢uiocopuu OHO
Ha3BaHO CaMOCO3HAHHUEM), €CTECTBEHHO,
HaIlpaBJIsieTCsl Ha CaMblii LIEHHBIA M WH-
TEPECHBIN 11 Hero OOBEKT — Ha CBOETro
HocuTens. YenoBek yBHUIEN caMoro ceds
U TaKuM 00pa3oM OTIEIWICS OT MPUPOIBI.
W nepBeii BOIIPOC, KOTOPBIM HE MOI HE
BO3HUKHYTb B J3TOH cuTyanuu, 310 «Kto
sa?». 1 nanbiie MOXXHO MOJIEIUPOBATH MO-
SBJICHUE MaccChl BOIIPOCOB KaK I10 OTHOIIIE-
HUIO K caMOMy ce0e, TaK U 110 OTHOLIEHUIO
K [IPUPOJIE U OKPYKAIOIIEMY MHUPY, KOTOPbIE
cTanu OOBEKTaMH TMO3HAHUS. OJTO <JIUII-
HEe» CO3HAHME (CaMOCO3HAHUE) CIIOABUIIIO
YeJIoBEKa Ha TBOPYECTBO, TAK KaK FOTOBBIX
OTBETOB HA BO3HMUKAIOIIME BOIPOCHI €I
He Obuto. OH OTBEYasl HAa HUX BIEPBBIC, TO
€CTb JieJlajl OTKPBITHS, IPOLIECC U PE3YNbTAT
COBEPILEHUS KOTOPBIX MPUHOCHIIUA PaiOCTh,
KaK 3TO IPOUCXOIUT NPHU YAOBIETBOPEHUU
0001 aKTyaJIbHOM MOTPEOHOCTH. Y uesoBe-
Ka, B OTJINYUE OT KUBOTHOTO, B IONIOJIHEHHE
K OHOJOTHYECKHM YIOBOJIbCTBUSAM, KOTO-
pbl€ TUMUTHPOBAHbI MPUPOAOH, OSIBUINCH
HEOIPAHUYEHHBIE BO3MOYKHOCTHU HCIIBITHI-
BaTh IOJIOKUTEIBHBIE SMOLMU OT YIOBJIET-
BOPEHHUSI TyXOBHBIX IOTPEOHOCTEN.

B pesynbprare 3101 TBOPUYECKON ACATENb-
HOCTH YeJIOBEYECTBO IMOJIyYMIO HayKy, (u-
nocouro U uCKyccTBO. BcE, 9TO MOXKHO
OBLJIO U3MEpPUTh U MPOBEPUTH, HAyKa B3sja

nos; cBo€ Kpbuio. Beunsle mpoOiembl, He-
MOCWIBHBIE HAayKe (CMBICT XU3HU, CMEPTh,
Bepa, JII000Bb U JIp.), UcciieaoBana Guaoco-
¢us. Ho ecniu mpu paccMoTpeHuu npooiem,
TPEOYIONINX PAIMOHAIBHOTO OCMBICIICHUS,
¢bunocodsl B COCTOSHUU ONIPENETUTD, O YEM
uAET Pa3roBOp, TO Ha TMOMpHILE JIFOOBH BO
BCE BpeMEHa HaOIIONANNCh «pa30poa u ma-
TaHus». HecMoTpst Ha e€ Be3leCyIIHOCTb,
TUanekTuieckoe (uimocopckoe oko c pa-
304apoBaHMEM B camMoM cebe (uxcupyer
JIUIIH TIOSIBJISTIONIMECS ¥ UCYe3arole oopa-
3bl. BMecTe ¢ TeM Henb3s yTBepk Aarh, 4TO
¢mnocodust HEAOOLEHHWBACT PO JIIOOBU
B 4YejoBeueckoM ObiThH. OCTpOyMHO 00
stoM enié B X VII Beke Brickazancs bies [1a-
ckaib: «UTOOBI 10 KOHIIA YSICHUTH ce0€ BCIO
CYETHOCTh YEJIOBEUECKOM HATYPHI, TOBOJIHLHO
BIAYMaThCsl B IPUYUHBI U CJIEJCTBUS JTHOOBU.
[Tpuunna e€ — “neBenomo uro” (Kopuens),
a CIIEJICTBUS YKACHBL. JTO “HEBEJAOMO UTO,
3Ta MaJIOCTh, KOTOPYIO M OMNpPENEIUTh-TO
HEBO3MOXKHO, COTpSICACT 3EMIIIO, JIBHIKET
MOHapXamH, apMHsIMH, BceM Mupom. Hoc
Kneonarpsi: 6yap OH 4yTh MOKOpOYE, BECh
o0NMMK 3emsii OBbIT OBl CETOMHS HHBIMY .
[To3aHee ¢ ero 3amedaHueM IMEPEKIUKACT-
csa paccyxaenue Credana llpeiira B ucro-
pudeckoM pomaHe «Mapus AHTyaHETTay:
«CnencTBuii, TOJIYYUBIIUX CBOE HAYaIO
B allbKOBaX M 3a ITOJIOTAMH KOPOJIEBCKHUX
NoCTeNIed M HaJOKHUBIIMX OTIEYaTOK Ha
COOBITHSI MUPOBOU HCTOPHH, CYIIECTBEHHO
Ooutbliie, yeM 00bIYHO cunTao™’. Ho Bus-
HUE JI00BU Ha UCTOPUIO U HA OOJIMK Haleh
IUTAHETHI, B OTIIMYKE OT MPHUPOAHBIX MPO-
LIECCOB, MPOUCXOAUT HE INOOANbHO, a SB-
JSIeTCSl Pe3yJbTaTOM MOCTYIIKOB, JIEUCTBU,
BBI3BAHHBIX YHUKAJbHBIMH SMOIMOHAIb-

5 IMackane b. Meicim / ep. ¢ ¢p. CII6.: A30yka, 1999. C. 65.
¢ Ilgeiir C. Mapust Autyanerta. [lopTpet opanHapHOro xapakrepa/ nep. ¢ Hem. u ipumed. JI. Mupumosa;

aBT. peauci. I1. Yepkacos. M.: Meicas, 1989. C. 30.
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HBIMH MEPEKUBAHUSIMU «ErO» U «e€», KOMX
Ha 3emwse Muwumapasl. Mcrtopus, mperen-
IOysi Ha CTPOryl0 (PaKTMYHOCTH CBOUX HC-
cleloBaHMM, pabOTaeT Cco CIEICTBUSIMU,
C MacIITaOHBIMU PE3YJIbTaTaMu, He MbITAsACh
yoIyOnsaTbes B OSCKOHEUHYIO CIOXKHOCTh
MPEIIIECTBYIOIINX  TyXOBHBIX  IPHYUH,
na0bl HE YTpPaTUTh JIETUTUMHOCTb CBO-
UX TpPeTeH3ul. A 3TH JyXOBHBIE MPUUYHUHBI
POXKAAIOTCS CTPAJAHUSIMHU U BOCTOPTaMH BO
B3aMMOOTHOILIEHUSX YYBCTBEHHBIX MHPOB
KOHKPETHBIX MY>KYMH U >KeHIIMH. UTo mpen-
CTaBJISIFOT 3TU CTPaJaHUsl U BOCTOPIH, MTOKa-
3bIBAJIO U NTOKA3bIBAET UCKYCCTBO.
Hadanom, MCTOKOM HMCKYycCTBa, IO MHE-
HUIO COBPEMEHHBIX HMCCIIEOBATENEH, IBUII-
Csl KAYECTBEHHBIN CKauOK B pa3BUTHH CO3HA-
HUA. 35 ThICSY JIET Ha3ad JOMCTOPUYECKUI
YeJIOBEK Hauajl COo3/jaBaTh HACKAJIBHYIO JKU-
Bomnrch. Ha puCyHKax KMBOTHBIX U JIIOZEH,
oOHapy>XeHHbIX B Temepax AJjbpramupa,
M300paXaaoch TO, 4€TO He OBLIO U HE MOTIIO
OBITH B JIeHicTBUTENbHOCTH. Hampumep, j0-
11111 IOKPBIBAJIUCh TOUKAMU, YEJIOBEK UME
KombITa U T. A. Jltonu «...0ykBaJIbHO Ipoe-
LIMPOBAJIM HAa CBOU JOMCTOPUUYECKHUE TOJIOT-
Ha T€ BUACHUS, YTO MOPOXKIAT MX MO3D» .
OT10 OBLIO YK€ UCKYCCTBO, Oyaylliee pa3Bu-
THE KOTOPOTO 3aCTaBIISsLIO YesloBeKa BOOOpa-
’KaTh, MEUTaTh — U MPEBPATHIIO €T0 KU3Hb
B co3ujarenpHyto. MEHHO HCKycCTBO
B JlaibHelIeM, Oiaroiapsi UCIOIb30BAHUIO
XyI0KECTBEHHBIX 00pa30B, CTAJIO YIOBIET-
BOPSITh MOTPEOHOCTh B BOCIPOU3BOJICTBE U
nepeqade 4YeIOBEYECKOH YyBCTBEHHOCTH.
Haubonee penpe3eHTaTHBHO 3TO OCYIECT-
BJISIET Xy[I0’KECTBEHHAs JINTEPATypPa, TaK KaK
A3BIK SBJISIETCSI CaMbIM JOCTYIIHBIM CpeJ-

CTBOM I NIEpEJauyd MbICIEH U YyBCTB OT
OJTHOT'O Y€JIOBEKa APYyroMy. A Tak Kak clioBa
SIBJISIIOTCS] BXKHEUIIMMU aTpuOyTaMu MbIC-
JUTENIBHOTO MpoLiecca, YPOBEHb MHTEIIEK-
Ta UHJIUBUJA JUAIEKTHUYECKU KOpPEIUpyeT
C YPOBHEM BIAJCHMS UM SA3BIKOM. B kaxiom
WHAUBUAYaJIbHOM CO3HAHUU PALlMOHATIbHAs
U 3MOLIMOHANbHASI CPEepbl HE SIBISIFOTCS aB-
TOHOMHBIMH, HE3aBUCUMBIMU JAPYT OT JpyTa.
D710 cuTyanus 1ByX OETrYHOB Ha TUCTAHITUH,
KOIZla HU TOT, HU JIPYTOd HE MOXET Cylle-
CTBEHHO OTOpBaThbCsl OT HamapHuka. bies
[Tackans 1o »TOMy mnosoay mucai: «Hem
OoJbllIe JIFOASM OTIYLIEHO YMa, TEM CHJIb-
Hee ux cTpactu. Benps crpactu — 3710 uyB-
CTBAa M MBICIH, BCELEJIO NPUHAJJIEKALIUE
yMY, XOTSl UX BHEIIHEW NMPUYUHOMN CITYKUT
TEJIO0; 3HAYUT, B HUX HET HUYErO, YTO BBIXO-
U0 OBl 32 TIpeZeNbl yMa, U, CJIeIoBaTelNb-
HO, OHU eMy copa3MepHbl <..> Bennuue
TyIINA TPOSBISIETCS BO BCEM»®.

W ecnym moCMOTPETHh «C BBICOKOM KOJIO-
KOJIbHM» Ha BCIO PETPOCHEKTUBY (uinocod-
CKUX Pa3MBbIIIIJICHUNA O JI0OBH U €€ oTpake-
HUS B IPOU3BEEHUSAX UCKYCCTBA, TO MOKHO
KOHCTaTUpPOBaTh, YTO O3TH Pa3MbIIIJICHUS
U ynoTpebiieHue TepMHUHA «JII000Bb» Ha-
YaJlHuch, KOrzla KpOME IOJIOBOIO BJIEYEHUS
HOSIBUJIOCH «YEJIOBEYECKOE, CIUIIKOM YeJI0-
Bedeckoe» (Hwuie) oTHOIIEHHE MY>KUHUHBI
K JKCHILMHE M KEHIIMHBI K My>XYMHE. DTO
«CJMILIKOM YEJIOBEYECKOEe» IMOAPa3yMeBacT
U CIMUIKOM OOJIBIIYIO JUCTAHIMIO, KOTO-
PYIO MPEOJI0JIEN0, OTOPBABIIMCH OT HKUBOT-
HOTO, M30BITOYHOE CO3HAHHE (CaMOCO3Ha-
HHUE) CO CBOMMH IPETEH3USIMH Ha CMBICIH
KU3HU U OeccMepTHe. A Tak Kak MCTOpUs
JNEMOHCTPUPYET HEYKJIOHHBIM POCT AYyXOB-

7 Mansnera E. 10. «HoBoe BO3poXkaeHnE», «KOTHUTHBHBIN MOBOPOT» W KOHCTPYKTBI Y€I0BEUECKOTO
pa3syMa: KaK MCKYCCTBO CO3[aeT peajlbHOCTh, MJIM KaK WILTIO3US MOpOXKAaeT uckyccTBo // ConnanbHBIE U
TyMaHHTapHbIe HaykH Ha J{aapHem Boctoke. 2014. Ne 1. C. 209.

8 Tlackams Bb. Paccyxnenus o mo60BHOM cTpactH // ®unocodus mobeu... Y. 2. C. 230.
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HOM KyJbTYpbI HACEJIEHHUS, TO, MOICTUPYS Ha
e JaBHEM cTapTe JIOMUHHUPOBAaHUE B 0OJIb-
IIMHCTBE CIIy4aeB OWOJOTMYECKUX Hadaj
B OTHOIIICHUSX MY>KYHHBI 1 )KEHIIIUHBI, MOXK-
HO T'OBOpUTh, YTO B JIPEBHOCTHU JIIOOBU HE
obu10. B crokerax qpeBHerpedeckux MuQos
OOrM OYEeHb YacTO BeChbMa OECLEPEMOHHO
OTHOCSTCSI K OOBEKTY CBOETO II0JI0BOTO Be-
yenusa. Hanpumep, 3eBc npeoOpaxkaeTcs B
00IMK Myka AJKMEHBI, YTOOBI C MIOMOIIBIO
Takoro oOMaHa oBIaJeTh €. B AHTHUYHO-
CTH OTHOLIEHHE K JKEHIIMHE B OOJIBITMHCTBE
CJly4aeB JIETEPMUHHUPOBAIOCH €€ MU3EPHOI
POJIBI0 B COLIMOKYJIBTYPHOM IPOCTPAHCTBE
TOTO BPEMEHM, YTO IO3BOJIMIO ApPHCTOTE-
JIO 3asBJATH, UYTO KEHILMHA «CYIIECTBO
Hm3mee»’. HeoOxoguMo 3aMeTuTh, 4YTO
3Ta OICHKA KCHIIWHBI ApPHCTOTEIEM daHa
B «llo3TuKe» — aHaIUTHYECKOM NpPOU3-
BE/ICHUHU, IOCBSILEHHOM IO3TUYECKOMY
ucKkyccTBy. EcrecTBeHHO, 4TO 0 II00BH,
KOTOpasi SIBISETCS CTEPKHEBOM TEMOW CO-
BPEMEHHOM M033UH, y APUCTOTEINS pedn He
ua€eT. I'erenp, paccyxnas B 3TOM KOHTEKCTE,
B CBOE BpeMsl Nucall: «Y HapoJ/ioB, TE KEH-
IIMHBI HE MOJIb3YIOTCSI 0COOBIM YBa)KEHUEM,
POAMTENN YCTpPauBalOT Opakud MO CBOEMY
MIPOU3BOJTY, HE CHpalIMBasi BCTYMAIOIIUX B
Opak MHIMBHUIOB, U OHHM MOBHUHYIOTCS 3TO-
My, MOCKOJIbKY OCOOCHHOCTbh UyBCTBA €IE
HE MPEABbSBILET 3[€Ch CBOUX NMPUTI3aHUM.
JleBylike Hy»eH JHIIb MYK BOOOIIE, MYyXK-
YHHE — KeHa BooOme»'’.

Touka 3penust punocodos, 4TO B IpEB-
HOCTH B CTPaHaXx, «IJI€ KEHILUHbI HE M0JIb-
3yIOTCS OCOOBIM yBa)KE€HHEM», JIOOBU He

9

H. ITnaronosoii. CII6.: A30yka, 2000. C. 44.

CYIIECTBOBAJIO, SBISETCS CHpPaBEIIUBOU
IpU yCJIOBUM HKCTPANONSIUU €€ Ha O0Jb-
IIyI0 4acTh COI[MyMa, HO HE Ha BCE Hace-
nenue. VckimroueHuss U3 mpaBuia HaOIo-
Jar0TCA Jare Bcero He y ¢pusocodon (oHH
CKIIOHHBI K 00OOIIEHUsM), a B IMPOU3BE-
JICHUSIX HUCKYCCTBa, OTPAXKAIOIIUX 4YeJo-
BEYECKUE YYBCTBA, KOTOpPbIE, KaK H3BECT-
HO, PEaJlbHO HAXOASTCS B IyXOBHOM MHpPE
(myme) waauBuaa. M 3Tu npousBeneHUs
CBHJIETEJICTBYIOT, UTO BO BCE€ BpeMEHa —
Jla’ke B 3CTETUYECKUX MYCTHIHAX COLILYMOB
— CYILIECTBOBAJIM 0a3UChl YHUKAJIbHBIX
YyBCTB U COOTBETCTBYIOIIUX UM OTHOIIIE-
HUMN, KOTOPBIE SBISUIMCH JIIOOOBBIO U B Ka-
YeCTBE TaKOBOM 00penu cebe Oeccmeprue
B JITHUX CaMbIX MPOU3BEICHUAX, MPEKIEC
BCET0 B XyJO’KECTBEHHOH juTeparype. [o-
Mep (IX—VIII Beka go H. 3.) B «nuane»
MPUYMHOW BOEHHOIO IMOXOJa axeHIleB Ha
Tporo cuuTaer MOXUILEHUE CYNpPYTru crap-
TaHckoro naps Enensl TposHuamu. M mo-
UCTHHE 0€30peKHOI JIF0O00BHIO HATIOJHEHBI
cioBa AHJIpoMaxu K cBoeMy Myxy [ ekropy
nepen 6utBoit: «Hukakol yxx MHe OombIe
He OyJeT paJoCTH B KU3HH, KOTJa TeOs ru-
Oenb IOCTUTHET. YIied MO — TopecTu»'!.
«U cxanoce y I'ekropa cepaue. [magun eé
OH PYKOIO M CJOBa ToBOpHI...»'% U 3T0
HaIKCAHO MOYTH 3a ThICAUY JIET 10 Hallleu
9pbl. Jla 1 B aHTMYHOUM MudoIorun Haps-
Jy C ONHCAHUSAMM OeClIEpEeMOHHOCTH OOTOB
B yOJNla)X€HWU CBOWMX >KEJAHWUU TPUCYT-
CTBYIOT CIOXETHI C TaKUMU YyBCTBAMH H
NOCTYyNKaMH BIIOOJIEHHBIX, KOTOPBIE MO3/I-
HEe B pa3Hble BpEMEHa HEOJHOKPATHO

Apwucrorens. [loatuka. Putopuka / Betym. ct. 1 komMmeHT. C. Tpoxauépa; miep. ¢ rped. B. Anmenspora,

10 Terenb I. B. ®unocodus mpasa / aBt. BCTyIL. CT. 1 ipumMed. B. Hepcecstai. M.: Meicib, 1990. C. 211.
I Tomep. Nnmana // Nnmnana; Omucces / niep. ¢ apeBHerped. B. BepecaeBa; coCT., BCTYIL. CT., KOMMEHT.

A. Taxo-I'omu. M.: IIpoceemenue, 1987. C. 69.
12 Tam xe. C. 71.
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BJIOXHOBJISITM XYJAOKHUKOB Ha CO3JaHUE
MOCBSAIIEHHBIX UM NpoU3BeaAcHUN. Tak, ny-
IIEeBHBIE MYKHM OOTMHHM AQpPOAWUTHI MOCHe
CMEpTH €€ BO3JII0OJIEHHOTO AIoHKCA ObLITN
CTOJIb BEJIMKH, YTO T'POMOBEpPXKEIl 3€BC U3
COCTpaJaHusl K HeW MoBeJen Lapr Moj-
36MHOI0 I[apCTBa Ha MOJTO/a BO3BPAIATh
K Hel moruobmero. M mpuponaa atu monroaa
paJioBajiach U paciiBerana.

Korna MbI roBOpUM O 4yBCTBEHHBIX I1€-
PEKMBAHUSX TE€POEB XY10KECTBEHHBIX MPO-
W3BEJICHUH, TO JOJKHBI UMETh B BUJLY, UTO,
B OTNINYKE OT (PAaHTACTHUYECCKUX CIOKETOB,
CBSI3aHHBIX C MaTepHUATbHBIMU OOBbEKTaMHU,
HeJb34 MPUIyMaTh U ONKCATh IMOIUHU, KO-
TOPBIX HET U HE MOXET ObITh B TyXOBHOM
Mupe desnoBeka. boiee Toro, nzobpaxenue
UX Ja)kK€ T'eHUaJIbHBIM aBTOPOM HE MOXKET
KOHKYPUPOBAaTh C UX PEAIbHBIMU CHIIOH,
SIPKOCTBIO, 3By4YaHHEM B JKMBOM YEJIOBEKE.
To, 4TO M3 HEro mepexkoyeBasIo B MPOU3BE-
JICHHUE, SBJISETCS JUIIb OTTOJI0CKOM, OTOJIC-
CKOM CTpajJilaHusi uiau c4acThs. iIMeHHO 00
3TOM KpblIaras (pasza ['ére: «Teopusi, Moit
Ipyr, cyxa, / Ho apeBo Xu3HU BEYHO 3elie-
Heer» ',

[IpuBenéHHbIe NpUMEPHI MOKA3bIBAIOT,
YTO JI000BH KaK 0COOCHHBIC UCIIOBCUCCKHC
YyBCTBa U JICTCPMUHUPOBAHHBIC MU HPAB-
CTBEHHO OKpAILIEHHbIE B3aMMOOTHOIIEHUS
MY>KUMHBI U KEHITUHBI BIIEPBbHIC MOSBUIIACH
OTHIOIb HE BO BpEeMeEHa BCEOOIICH BBICO-
KO 00pa3oBaHHOCTH coluyma. Peub 1miia
O KOHKPETHBIX BIIIOOJIEHHBIX, KOTOPbIE Ha-
XOMWJINCh M B OOIIECTBaX, XapaKTepusye-
MbIX lerenem kKak HapoOjbl, «IA€ >KCHIIU-
Hbl HE TIOJB3YIOTCS OCOOBIM YBaXKCHHEM).
Ho B momoOHEBIX 00111eCTBaX, KAK CBUIETEb-
CTBYIOT JINTEPATypPHbIE UCTOYHHUKH, JTFOOOBb

OKa3bIBAJIACh JOCTOSIHUEM M Harpajou AJis
HEMHOTUX N30paHHBIX, TPEOI0JICBIINX MYTh
OT KMBOTHOI'O HE TOJBKO K YEJIOBEKY (Cy-
IIECTBY, OOJIaJAIOLIEMY CaMOCO3HAaHUEM),
HO U TOAHSBIIWXCS Ha YPOBEHb Pa3BUTHUS
WHTEJJIEKTa, SMOIMI W HPABCTBEHHOCTH,
MO3BOJISBIIIUX TIPEBPATUTH KU3HB U TIOOOBH
KaKk OJHY M3 €€ CMBICIOBBIX I[EHHOCTEH
B TBOpUeckuii mporecc |5, ¢. 180]. bes Hero,
KakK OBIJIO OTMEYEHO BHIIIIE, YIIOBICTBOPEHUE
MOJIOBOTO BJICUEHHUS TMPEACTaBIsAECT cOO0M
dbusnonoruueckoe SIBICHUE, AHAIOTUYHOE
YTOJICHUIO JKX[IbI, T0JI0/la, MOTPeOHOCTH
B CHE U T. [I.

JTio60Bb M UCKYCCTBO
KQK B3AUMHbIE RETEPMUHAHTbI

[Tocne BpemMEéH AHTUYHOCTH, KOIJa,
Mo ApHUCTOTEN0, CpPeIHEeCTaTUCTHYECKAs
JKEHIITMHA SBJISJIa COOOM «CYIIECTBO HMU3-
1iee», COBPEMEHHbIE HWHIYCTpPUAJbHBIE U
MOCTUHIyCTPUAIbHBIE OOIECTBA MPOIUIH
JUTUTENIbHBIA MYTh KYJIBTYPHOH 3BOJIOIUH,
UTOTOM KOTOpPOH sIBUJAach HSMaHCUIALUA
JKEHIIUH Ha BCEX >KU3HECHHBIX IOIMPHUIIAX.
[TapannenbHasi STOM SBOJIOIUMU  PETPO-
CIIEKTHBA Pa3BUTHUSI UCKYCCTBA OJHO3HAYHO
CBUJIETENILCTBYET, YTO Ha BCEX €ro 3Tamax
T000Bb SABJISAIACH KaK JJOMUHUPYIOIICH Te-
MOW, TaK U BIOXHOBJISIFOLIEH CUIIOW TBOpUE-
crBa. Emé B XIII Beke 3Ty nerepMuHanuio
B «boxecTBeHHOW KoMmenuu» 3aduKcCHUpo-
Ban Jlante Anurbsepu: «...Korga no60Bbio
s npiry, / To s BHHMareneH, €l TOJIBKO
Haj10 / MHe MMo/ICKa3aTh CJI0Ba, U 5 MHIITY» 4,
C Heu3MEeHHOUW MCTOpUYECKOW TeHACHIUEN
NOBBILLIEHUSI YPOBHS 00pa3oBaHUsA Hace-
JICHUS €CTECTBEHHO KOPPEIUPOBAIO YyBE-
JUYEHUE KOJIMYeCTBa TeX, KOMY JI0OOBb

13 Tére W. B. ®aycr. Jlupuka / BCTyIIL. CT. ¥ mpumed. A. MuxaiinoBa. M.: Xy1oKeCTBEHHAs JIUTEpaATypa,

1986. C. 72.

4 ITaute Anurbepu. boxxectBennas komenus / mep. JI. Munaesa. M.: ACT, 2022. C. 68.
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MOJICKa3blBajla CJIOBAa WJIM MEJOIUU U 3a-
cTaBlisijia Opatees 3a mepo. Tak, mouaru 200
net Hazaj ['ére momynry TiaMBo nucall 1o 31o-
My noBoay: «Kak muoro ux! Ilotot, peByt! /
He no ayme mue 310! / Botock, 4uto co cBeTy
ckuByT / 103310 — 1MOATHI!»'°
YcTaHOBIIEHHAsT KOppemsiuus JII0OBU U
TBOpUECTBA IMO3BOJISIET KOHCTAaTUPOBATb,
YTO YBEJIIMYECHHE KOJMUYECTBA MHUIITYIINX
CBHUJICTECJILCTBYET O TMPEBpAICHUH Jt00-
BU U3 JIOCTOSIHUSI U30pPaHHBIX B JIOCTOSIHHE
MHOTHX, Ojaromapsi TEHACHIIMH IPOTrpec-
CHBHOTO Pa3BUTUSA JYXOBHOU KYJIBTYpPBI
oOmectBa. M 3TUMU MHOTHMH SIBISIIOTCS
HE TOJIKO T€, KOTO JII00OOBb BJOXHOBHUIJIA HA
CO3/1aHHE XY/I0)KECTBEHHBIX TPOU3BEICHUH,
HO ¥ TBOPYECKHE JIOU, peaJu3yloume
cebst B apyrux cdepax xxu3Hu. M 10, 4TO
HE OHU 3aleyariesid, HallpuMep, B CTUXaX
MOMBICTIBI U YYBCTBA, JOCTOWHBIE TO33UH,
OTHIONb HE JEBAIBBUPYET ILIEHHOCTh HX
mo6Bu. [maBHOE, 4TO 3THM YyBCTBa OBLIH,
MepEeXUBAITUCh — U HE CTOJIb BaXKHO, MOJ
ybell (amuianeil omyOIMKOBaHBI Ha JIUTE-
paTypHBIX CTpaHuIlaX. B 3TOM KOHTEKCTE,
yTPUPYS, MOXKHO CKa3aTh, YTO aBTOPY BHI-
raja 4YecTh OBITh BBIBECKOM YEIOBEYECKHUX
nepexnBaHui. TajnaHT paccka3aTb O HHX
BTOPUYEH MO OTHOIICHUIO K TaJaHTy Iie-
pexuBaTh. Tem Oosee 4TO y UCKYyCCTBa HE
CYLLECTBYET CPEACTB ISl MEPEJAYd HEBBI-
pazumoro. O6 stom ctpoku dDera: «O, ecnu
0 6e3 cioBa / Ckazarbcs AyIIOH OBLITIO MOXK-
HO!»!® TloaThI, MCHONB3YS 3BydYaHHUE CIIO-
Ba, PUTM U pU(]MYy, IBITAIOTCS COBMECTHUTD
B CTUXOTBOPEHHH BO3MOXHOCTH MPO3bI U
MY3bIKH, PAIMOHAIBHBIN U SMOLIMOHAJIbHBIN
acnekThbl (heHomMeHa 100BU. Kommo3uTopsl

C DTOW LENBI0 COUYMHSIOT MEJIOAUN K CTH-
xaM. Ho naxke reHManbHble NpOU3BEICHUS
NPEICTABISIIOT COOOW JUIIb HEeapTUKYJIH-
POBAaHHOE X0 TOTO, YTO 3BYYHT B CO3HAHUU
(«B Ayl YETOBEYECKON» ).

W t0, 4TO MMEHHO JIIOOOBHBIE MEpHIIe-
THUU, KaK BHYTpPEHHUE (IyXOBHbBIE), TaK U
BHEIIHUE (OTHOIICHUS, ACHCTBHUA), CTaHO-
BATCS NPEAMETOM XYyHIOKECTBEHHOTO IpO-
U3BEACHUS, BIIOJHE 3aKOoHOMepHO. OHu
CO3/Ial0T HANpPSDKEHHWE YYBCTB, Ha3bIBae-
MO€ BJIOXHOBEHHEM, KOTOpOE 3acTaBils-
eT «OpaThCs 3a mepo» M 0e3 KOTOpOro He
MOTYT BO3HHKHYTHh dMOIIMOHAJIBHO Harpy-
KEHHbIE XYJIO0KECTBEHHbIE o0Opa3bl. Jlis
TOTO YTOOBI MEXIY JABYMS 3JEKTPHUUECKU-
MU TIPOBOJIaMH MPOCKOYMIIA MCKpa, HEOO-
XOIMMO HampsbkeHue. 1 uem oHoO Bblle,
TeM OoJIbIlIe BEPOSITHOCTH €€ TOSBICHUS.
OTa 3aKOHOMEPHOCTh Kak MeTadopa BIOJ-
HE YMECTHO 3KCTPAINOJIIUPYETCs Ha Xy 0XKe-
CTBEHHOE TBOPYECTBO.

SA3pIk ¢punocodpun M Hayku BepOanHU3u-
pyeT panMOHAJIbHO-JIOTHYECKHE TUCKYPCHI.
XyHooKeCTBEHHBIH 00pa3 HecéT B cebe u
pETpaHCIHUPYET YyBCTBA, KOTOPHIE HENH3S
IpUIYMaTh, — UX HaJ0 ucnbITarh. M 10, 4To
NEPUTIETHH JI0OBH HEOCTIOPUMO JOMUHUDY-
10T Ha TEMaTHYECKOM IT0JIe MICKYyCCTBa (TIpe-
KJIe BCEro B JIUTEpaType U MY3bIKE), CBU-
JIETEeILCTBYET O HAIUYUHM UEPAPXUU UYBCTB
B 3MOIIMOHAJILHOM MHpE 4YesoBeka. B aTom
UEPapXUYECKOM KOHTEKCTE XYAOKHUK He
OTJIMYAeTCs OT CBOMX COOpaTheB BUJA homo
sapiens. CIIO)XHOCTh OTHOLICHUI MY>KIHHBI
U JKCHIIMHBI OKa3alach JUIsl 4€JI0BEYECKO-
IO CO3HaHMSI HEUCCSIKAaeMbIM HCTOYHHKOM
TBOPYECKON SHEPruM, 0OecreunBIIeH eMy

15 T'€re U. B. Tope ot uz6bITKa // JIupuka / BCTYmUT. cT., npumed. H. Bunpmonra. Xabaposck: KH. u3n-Bo,

1981. C. 135.

16 Der A. A. «Kak moriku 3apéro...» // CruxorBopenus. [Ipo3a. ITiucbma / Betym. cT. A. TapxoBa, COCT. U
npumed. I. AcnanoBoit u ap. M.: CoBerckas Poccus, 1988. C. 40.
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MaKCUMaJIbHYI0 caMmopeanu3annio. A. biok
OJTHO M3 CTHUXOTBOPEHHUM 3aBepIIaeT ClIOBa-
MU: «...TOJIbKO BIIOONEHHBIM MMEET MPaBo
Ha 3BaHHMe 4YenoBeka»''. PaBHomyIme, oOT-
CYTCTBHE JIOOBU — 3TO CMEPTh 4eJOBEeKa
Kak cymiectBa TBopyeckoro. IlorpeOHOCTB
B JIIOOBM 3aCTaBIIsIET MEYTaTh, CO3HMIATh
o0pa3 roouMoil (JIFDOMMOT0), COYMHSATH U
MPUIHCHIBATh €My JakKe HECYIIEeCTBYIOIINE
KadecTBa. Y XyIOKHHUKOB 3TOT 00pa3 OXu-
BaeT B TEKCTE, B HOTAX, Ha XoJcTe. Tak yTo-
JSIETCS JKaXJa MPEKPACHOTO, CTPEMIICHUE
K COBEPIIICHCTBY.

HecoBnanenue xemaeMoro u JIeiCTBHU-
TENBHOTO B pPEalbHOW KHU3HU, O0pylIeHUE
HAZEeXKJ, MyKH O€30TBETHOW IOOBH IIO-
POKJAIOT TaKyl CHJIy 3MOLMH, KOTOpas
OJTHUX TIPEBpAIllaeT B HECUYACTHBIX Ha Te-
MENUIIe KU3HU, a JPYTUX BIOXHOBISET
Ha CBEPINCHHUS y TPEACIIOB BO3MOXKHOTO.
3nech HE0OXonMMO el€ pa3 BCIIOMHHTH
O BBINIEHA3BAHHOW HWEpPapXWU YYyBCTB, HO
y)ke BHYTPU CaMOro JIOOOBHOTO JHAara3o-
Ha. Kak OH TOMUHUPYET HaJ IPYTUMH dMO-
[USMH, TaK B HEM CaMOM CHJIa U «BECOBas
KaTeropusi» CTpaJaHuii mpeoliamaer Haj
HaclaxJAeHUEeM, TapMOHUEH U KOM(POPTOM.
A. llomenraysp mo 3ToMy MOBOXY HUCAT:
«KT0 X04eT BKparie MOBEPUTh YTBEPXKJe-
HUIO, YTO HAClaXJCHUE MPEBbIIIAET CTpa-
JAHWE WM 110 KpalHEeW Mepe paBHOCHIIBHO
C HAUM, — ITYCTh CPaBHHUT OIIYIICHUS JIBYX
KUBOTHBIX, MOXHUPAIOLIETO U MOKUPAEMO-
ro»'®. A Tak KaK SMOIIMOHAJILHOE HaMpsIKe-
HUE SABJISIETCS UICTOUHUKOM BJIOXHOBEHHSI, B
XyJI0’)KECTBEHHOMN JINTEpaType OYCHb MAJIO

TUXUX 3aBOJICH YMHPOTBOPCHUS — OHa
OpocaeTr uuTarenss B JyXOBHble Oypu H
cpaxkerusi. C MX HCUYE3HOBEHUEM IHCATh
yXK€ He O 4eM. Benukuil oredyecTBEHHBIN
pomanTuk A. I'puH, 3aBepiias UCIBITAHUS
CBOUX BITIOOJIEHHBIX TEPOEB CO3JJTAHUEM Ce-
MBH, BCIO UX OYIYIIYIO CUACTIUBYIO KU3Hb
yMEUIaeT B OJJHY CTPOKY: «OHU KUIU 0JI-
TO ¥ YMEPJIH B OJIUH JCHb)» .

OMoITuH BIIFOOJIEHHOTO YEJIOBEKA 3aCTaB-
JSIOT €ro OBbITh JAESTEeNbHBIM, AaKTUBHBIM,
TBOpYECKHUM. JIFOOUTH — 3HAYUT OTHOBpE-
MEHHO >KeJlaTh OBITh JTIOOUMBIM. A XKenarh
— 3Ha4MUT AeiicTBoBark. [IpazmHombiciue,
KakUM ObI MPEKpPacHbIM OHO HU ObLIO, 6€3-
pe3yabTaTHO W OICHWUBAET YEJIOBEKAa CKO-
pee OTpHIaTeIbHO, YEM MOJIOKUTEIBHO.
Ha sto o6paman Baumanue X.-I1. Caprp:
«YenoBek CyImecTBYeT JIUIIb HACTOJBKO,
HAcKoOJIbKO cebOst ocymectsisieT. OH mpen-
CTaBJIsIET COOOM, Cle0BaTeNIbHO, HE HYTO
WHOE, KaK COBOKYITHOCTh CBOHMX TIOCTYII-
KOB...»*" BCTpeYHbIX 4yBCTB HEJb3s1 BHIMO-
JUTH WK BITpeOOBaTh. OHU HYKHBI U LIEH-
HBbl TOJBKO KaK HMCKPEHHUE W CBOOOHBIC.
N yenoBex TBOPUT ceOs, YTOOBI OBITH T0-
CTOWHBIM JIIOOBU. A pe3ylIbTaTUBHOCTb KH3-
HEJICSITEILHOCTH Y)KE caMa 1o cebe PHUHO-
CUT paZiocTh, yAoBosibcTBHE. [Ipuuém 3TH
MOJIOKUTEIHHBIE 3MOIUU  HCIIBITHIBAIOTCS
HE3aBUCHMO OT peakiuii oObeKTa JIHOOBH,
TaK Kak caMmopeaiu3als 4ejoBeKa MMeeT
aBTOHOMHYIO II€HHOCTb, MPHUIAIONIYIO €r0
*u3HHU cMmbIci. [Ipomecc TBopuecTBa u OT-
KPBITUI JJAPUT YEJIOBEKY OLIYIIEHUE CHUJIbI,
3HAaYMUMOCTH, MMO0ensl. B cBI3M ¢ 3TUM

17 Briok A. A. «Korza BeI cronTe Ha MOEM TTyTH. ..» // I36pannoe. M.: [lerckas aureparypa, 1974. C. 39.
'8 [Homnenraysp A. Apopusmbl u Makcumbl. JI.: M31-Bo Jlenunrpazackoro yH-ta, 1990. C. 198.
¥ Tpur A. C. Tlosopubiit cronb // Berymas no BomHam: Poman. Pacckasel. M.: XynokecTBEeHHas

muteparypa, 1989. C. 190.

20 Caprp XK.-II. Dx3ucTeHnmanu3M — 310 rymanusMm // Cymepku 60TOB / COCT., OOII. pel. U MPEIuCI.

A. SIxoBnesa. M.: ITonutuzaar, 1990. C. 333.
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yJIa4HbIM TTPUMEPOM BMHCATACh B UCTOPHIO
nereHaa 06 Apxumene, KOTOPbIH, MOrpyxa-
SICh B BAaHHY, OTKPBLI 3aKOH, OTIPEACIISIOIINN
00BEM BBITECHEHHOUN XKUAKOCTH. OH OIIy-
THJI TAKOW BOCTOPT, YTO, 3a0bIB OJIETHCS, BbI-
OexaJl Ha IUIOLA/b C BOIULIMH: «DBpHKa!
S1 otkpeun!»?! JlereHaa 3TO WIN HET, HeBaXK-
HO — OHa IPaBAMBO TOKA3bIBAECT KOPPEIIS-
LIMIO TBOPYECTBA U YEJIOBEUECKOTO CYACTHA.

B xynoxkHuke nro0bie TIEpeKUBAHUSA
JT00BM B KaKOM-TO Mepe OIPaBIbIBAIOTCS
PaZOCThIO OT MOJICKA3aHHOTO UMH YIaYHOTO
o0Opasa, KOTOPBIA, B CBOIO OYEPE/Ib, MOXKET
CTaTh OYEPEIHBIM BJIOXHOBHUTEIEM U CY(-
népoM B AaibHEHIIEeNd TBOpUecKoil pabore
HaJ npousBeneHneM. Kak XynoxecTBeHHbIN
o0pa3, Tak W TMOCIEAYIONIUE HAXOIKH Oy-
YT HE TUIOAO0M JIOTHYECKUX Pa3MbIITUICHUN.
OHU POXKAAIOTCS MHTYUTUBHO: HE MPOTHO-
3upyemMo, MeTadOopUUIECKH 3asBIISIIOT O ceoe,
CUEIUISIOTCS — U PUCYIOT TEKCTOBYIO WJIU
3BYKOBYIO KapTHHY JIFOOBH, O€3 4ero parmo-
HajabHOE €€ 00bsICHEeHHe ObLIO OBI HE Ooee
MH(pOpPMATUBHBIM, YeM HaNpsHKEHHOE MOJI-
YaHUE WM MblYaHue. 1O €CTb HCKYCCTBO
MPOSICHAET JIOOOBH U MHOXECTBO €€ WIO-
cTacei, mpeBpaiaer e€ B pealbHO OIIYTH-
MbI€ U TIEPEKUBAEMbIC UHUTATENIEM, CIIyIIa-
TeJIeM 4yBCTBa.

DTOT TE€3UC MPUBOANT K TOHUMAHUIO Me-
XaHW3Ma BIUSHUS POU3BEICHUIN NCKYCCTBA
Ha (OPMHPOBAHHE B YEJIIOBEKE CIIOCOOHO-
cty JiroouTh. OO0IIEen3BECTHRINA OHOJIOrnYe-
CKUM npuHOUI miacuT: « OyHKOus co3maér
opran». To ecCTh COOTBETCTBYIOIIHI Xapak-
Tep TPEHUPOBOK (POPMUPYET HYKHbIE (Pu-
3MYecKue KauecTBa. J[aHHas peTepMuHaIs
aQHAJIOTUYHO JCHCTBYET B YEJIOBEYECKOM CO-

3HaHuu. llorpyxasce B MpOU3BEIECHUE HC-
KyCCTBa, YEJIOBEK CTAHOBUTCS COYYaCTHH-
KOM Pa3MBIIUICHUHN U IEPEeKUBAHUN TepOEB.
ABTOp 3acTaBISIET €r0 COCTPaJlaTh, HEHABU-
JI€Th, Pa0BATHCSI, UCTIHITHIBATE MHOXKECTBO
OTTEHKOB 4yBCTB. CHCTEMaTMYyHOCTH TIO-
TOOHBIX TIOTPYKEHHUM SIBIISIETCS TPEHAKOM,
B IIPOIIECCE KOTOPOTO CO3ZHAHUE YCIIOXKHSET-
cs1 — B HEM BbIpadaThIBACTCSl CIIOCOOHOCTD
MPEACTABIATH U IPOTHO3UPOBATH 1Y XOBHBIM
MUp Jipyroro. B 3ToM KOHTeKcTe HEOOXOaU-
MO OTMETHUTh HPABCTBEHHOE HEPABHOIYIIINE
0TEYECTBEHHOM KJIACCUKH, YTO 0O0CHOBAHHO
NOoIYEPKUBAIOT OOJBIIMHCTBO UCCIIE0BATE-
nen: «...dunocodus 100BU, BEIpAKEHHAS B
pYyCCKO#l JuTeparype, obpariaer BHUMaHUE
Ha MeTapU3NIEeCKU CMBICH JIFOOBU KaK HUC-
TUHHOM 2K3UCTEHIIMU YesioBeKa» [6, c. 29].
[To3HaroieMy cI0KHOE OHITHO paBHOE
eMy U UHTepecHO Oonee cioxHoe. Tak, uc-
KyCCTBO, HE a0CTparupysch OT IPUPOIHOTO
MOJIOBOTO BIICYECHHMSI, TMOAHUMAET OTHOIIIE-
HUS MYXYHUHBI U KEHIIUHBI OT TE€JIECHOCTH
JI0 TyXOBHOCTH, IPEBPAIIAET UX B «UEJIOBE-
YeCKUe, CIUIIKOM YEJIOBEYECKUE», TO €CTh
B JTFO0OBB. «XOTE€Th — A3TO JEJIO TEJ, a MbI
JpYT JJIsl Ipyra — JIyIIH...», — KOHCTaTH-
pyeT TanaHTIAMBeHIIas mosTecca Mapuna
[[BeTacBa?’. M Bce mepuIIETHH JTIOOBH, €€
pPaJoCTH U TOPECTH, JOCTOWHBIE POMAHOB,
CTUXOB U TMECEH, 3TO HE TOJIBKO U HE CTOJIb-
KO O «XOTEHUW» TeJ, CKOJIIbKO 00 ycTpem-
JIEHUAX W 3BYYaHUSIX AYII, MOBITAIONIUXCS
BPEMEHHOCThH JKM3HU MPEBPATUTh B Oe3rpa-
HUYHO IIeHHY10. Takoe OTHOIIEHHE K JTI0OBU
HE SBJISIETCS MOAAPKOM MPUPOJBI — 3TO pe-
3yJIbTaT 00pa30BaHUs U OCOOCHHO y4acTHs B
HEM 3CTETUYECKOM COCTABIISIONIEH, TO €CTh

2 Peame k., Autucepu [I. 3amamnas puimocoduss OT MCTOKOB IO HAIWUX JHEH / mep. ¢ UTall.
C. MansneBoii, Hayd. pex. O. Cokonosa. CII6.: Ilerpomonuc, 1994. C. 213.
22 IIseraeBa M. U. ITosma Konma // CruxorBopenus. ITosmel. JIpamartuueckne HpoM3BeIeHHs. M.:

XymoxkecTBeHHas auTeparypa, 1990. C. 200.
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MpUOOIIIeHNsT YelloBeKa K MCKyccTBy. Hap-
paTMBHOE HCCIIEJIOBaHHE, MPOBEAEHHOE
A. Coxon, mokasaso, 4To Jaxe nepsas po-
MaHTUYeCcKasi JI00OBb OMUPAETCS Ha YikKe
CYIIECTBYIOIINI KyJIBTYpHBIH oOpazerr [7].
IlosTOMy YTeHHME XyHOKECTBEHHOM JIUTE-
paTypbl U 3aHSITUST MY3BIKOW SIBIISIFOTCS HE
CTOJBKO TPUSITHBIM 3allOJIHEHUEM JOCY-
ra, CKOJbKO JBUKEHUEM K UYEIIOBEYECKOMY
COBEPIICHCTBY, MPU KOTOPOM M BO3MOXKHA
moboBs. W ecnu Apucrorens XapakTepu-
30BaJl TUIHUYHYIO KEHUIMHY TOTO BPEMEHHU
KaK «CyIIECTBO HU3LIEE», TO PEUU O JTHOOBU
ObITh He Monio. JKeHmuHa ObLia, IO MHeE-
HUIO psifia aBTOPOB, CPEJICTBOM JIJIsl YJIOBJIET-
BOPEHHSI [TOJIOBOTO BJICUEHUS U OPYIUEM Jie-
Tonpou3BoicTBa. [10j00HbIE OTHOILIIEHUS HA
ONpeIEIEHHOM UCTOPUYECKOM 3TANe MOTYT
npeo0Iianarh, ObITH THITMYHBIMH, HO KCTPa-
MOJIMPOBATh WX Ha BECh COLIMYM HEKOPPEK-
THO. 31ech Oonee ymectHa auddepeHima-
LUS: «KOJUYECTBO JIIOOBU» B KOHKPETHOM
oOuiecTBe B KOHKpeTHOE BpeMst (mpruderaem
K MaTreMaTU4eCKOMYy TEPMHUHY) TPOMOpIIHU-
OHAJIbHO YPOBHIO KYJBTYpBI, 00pa30BaHHO-
ctu Jironent. Kak mokaspiBaeT UCTOPUS, «HU3-
IMe CyIIecTBa» 000MX MOJI0B ObLIH, €CTh U,
BUIMMO, OyIyT BCEraa B JIIOOOM COIMyME.
[ToaTomMy ¢pumocodpust m UCKycCTBO CTaHO-
BATCSA CBUJIETENSIMU IIMPOKOTO JManazoHa
OTHOIICHU MY>KYUHBI U )KEHIITUHBI, HAUHHASI
C «XOTEHHS TN U 3aKaHYMBasi ypPOBHEM, Ha
KOTOPOM 3TH OTHOIIEHMSI U UCKYCCTBO CTa-
HOBATCS IOCTOMHBIMU JPYT ApYTa.
JIBr>KeHUE OT OJHOIO MOJIFCAa K JApYy-
roMy B 3TOM JMara3oHE IOKa3bIBAECT pe-
TPOCIIEKTUBY CTaHOBJIEHUA U Pa3BUTHUS
YeJIoBEeKa KaK TBOPYECKOro cyiiectna. Jlro-
O00Bb M UCKYCCTBO, MOAMUTHIBASL IPYT IpPY-
ra, yCJIOXHSJIM CO3HAHWE, BHOCUJIM B HETO

HEYCIIOKOCHHOCTbh, KOTOpasi JETePMUHHUPO-
BaJjia U3HEHHYI0 aKTUBHOCTb. Mwurenb e
YHaMyHO, aKkIeHTUPYsd BHHUMAaHHE Ha IpO-
Onemax, MOPOXKIEHHBIX CO3HAHUEM, TTUCAT:
«YenoBek, UMEHHO TOTOMY, UYTO OH YEJO-
BEK, TO €CTh CYIIECTBO, OOJajaroiiee co-
3HAHUEM B OTJIMYHE OT JIFOOOTO YKUBOTHOTO,
ecTh OombHOE KUBOTHOE. CO3HAHUE — 3TO
Oone3nb»?’. DTO «OOJC3HBIO» SIBIIIECTCS
JKEJTaHUE CaMOCO3HaHUS, OOJBIIEro, 4YeMm
HE0OX0AMMO JJis1 (PU3UYECKOTO BEDKUBAHUS
u cymectBoBaHusa. Kpome xu3Hu denose-
Ky HY)XCH CMBICI JKH3HH, KpOME OHOJIOTH-
YECKUX YIOBOJILCTBUM, MPETYCMOTPEHHBIX
NPUPONION, OH KAXKIET JIOOBH, a Kpome
BPEMEHHOCTH  OBITHS, HEOCO3HABAEMOIO
KUBOTHBIM, OH XoueT Oeccmeptus. Jletep-
MUHHPOBAaHHBIC JOTHMH TOTPEOHOCTIMH
pe3yJbTaThl JACSTEIBHOCTH YEJIOBEKa, J10-
CTOMHBIE OECCMEPTHsI, HICKYCCTBO MPUOOIIIa-
€T K BEYHOCTH. B TOM umncie K BEYHOCTH H
OeccmepTuto mpuoodiaercs 1000Bb. OnHa-
KO B OTJIMYHE OT MaTepUAIbHBIX OOBEKTOB,
koTopbie oxpansaroTcss IOHECKO kak 3a-
BEpUIEHHBIE TBOPEHUS, JIOO0Bb MPEACTAET
B UCKYCCTBE JKHBBIM YYJIOM YEJIOBEUCCKUX
B3aMMOOTHOIIICHUH, B KOTOPBIX UYBCTBa,
WHTEJUIEKT ¥ HPABCTBEHHOCTH, UHTETPUPY-
ACh, 3aSABISIOT O OECTPEeNeTbHOCTH CBOMX
BO3MOXKHOCTEH. B mr00BH peanusyercss ux
BeICIIMM moTeHuana. Ho, kak oTmedanoch
BBIIIIC, TIOHUMAHUE W BOCIPHITHE JIOOBH,
a 3Ha4YuT, €€ CO3MJIaHWe, TBOPECHHUE KOH-
KPETHBIMU IPEJICTABUTENSIMU homo sapiens
HaxXOJUTCSl B JAMANa30HE OT «IOILIN 3aHH-
MaThCs JTI000BBIO» 0 BEPIIMH TBOPUYECKOM
caMopeau3aii UHIUBU/IA.

MO>HO TOBOPUTH O MHOYKECTBE BHYTPCH-
HUX M BHENIHUX (AKTOPOB, CHIKAFOIIUX
CMBICIIOBYIO IIEHHOCTh XU3HHU. MU MoryT

2 VYaamyHo M. O TparmuecKoM 4yBCTBE JKU3HH y Jitoneit u Hapomos // Henosek. 1990. Ne 6. C. 137.
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OBITh TEHETWYECKas MpOrpaMMa, CHUCTEMa
o0y4yeHHss W BOCHUTaHMs, (OopMUpYOIIas
«UMBUJIIM30BAHHOTO MOTpEOHUTENs», (hakTo-
pBl MUKpPO- U Makpocpenbl. Opux dpomm,
XOPOILIO 3HAIOIIMN 3amagHblii 00pa3 KU3HHU,
nUcall, 4To JIIoOOBb «...CTajla y HacC JA0BOJIb-
HO PEIKHUM SIBJICHHEM, a €€ MECTO 3aHSIN
MHOTOYHCJIEHHbIE (OPMBI TICEBIOIIO0BH,
KOTOpbI€ B JIEHCTBUTEIBHOCTHU SIBISIIOTCS
dopmamu e€ paznoxkenus»>*. [Ipuuuny 3T0-
IO MBICIMTEIb BUANUT B TOM, YTO PHIHOYHBIE
OTHOILIECHHS U3 SKOHOMHUYECKOW cdepsl me-
peKoueBa M B IYXOBHYI0 — W HWHIWBUI]
BMECTO JIIOOBU JJOBOJIbCTBYETCS OOMEHOM
«Habopa kayecTB». Henp3s orpunare ponu
OOLIECTBEHHBIX OTHOLIEHUI B (popmHpoBa-
HUU 4Y€JI0BEKa, HO U HeJb3s1 a0COIOTU3UPO-
BaTh uX BiausHUE. [Ipu mo6oM obecTBeH-
HOM CTPO€ Y WHAMBHJIA €CTh BO3MOKHOCTb
BBIOMpATh pa3yMHOE M HPABCTBEHHOE OTHO-
nieHue K cebe, K JIIOOMMOMY YEJIOBEKY M K
OKpY>KarolleMy MHUpY; OOpOThCs 3a 3TO OT-
HOILEHHE, YTOObl UMETh CMBICI U OIpaBJa-
HUE CIy4ailHO OCTaBIIEHCs 10JIM BpEMEH-
HOTO NMpeObIBaHUS Ha 3eMJIE.

3aknoyeHue

Takum 00pa3om, ucciaenoBaHue TUajeK-
THUKH JIFOOBH M HCKYCCTBa MO3BOJSIET CHe-
JIaTh CJIEIYIOIINE BHIBOJBI.

1. YenoBeueckoe CamMOCO3HAHHUE JIHC-
TaHILUPOBAJIO CBOETO HOCUTEISI OT «OpaTheB
MEHBIIHNX» U U3 MOJIOBOTO BICUEHUS, 3aJ10-
KEHHOTO TPHUPOAOH, COTBOPUIIO JFOOOBB,
B KOTOpPOM 4YBCTBEHHBIN (DAKTOP HAXOAUT-
Csi B JMAJEKTUYECKOM EIMHCTBE C JI0CTa-
TOYHO BBICOKUM YPOBHEM HWHTEJUICKTA U
HPABCTBEHHOCTH KOHKPETHBIX MY>KYHHbI
U xKeHIIUHbl. CTpemiieHne JI0UTh U OBITh
JTOOUMBIM (JIOCTOMHBIM JIFOOBH) MpeBpalia-

€T YEJIOBEKa B aKTUBHOTIO JAESTENs, TBOpILa
Ha Pa3sHbIX KU3HEHHbIX Nonpuiax. JIxoooss
IPEICTAET KaK TyXOBHOE TBOPEHHUE, B KOTO-
POM COBEpIIAEMbIE MTOCTYNKU U MPOSIBICH-
HbIE Ka4E€CTBA SIBJISIOT CHOXKET, 3aCIIy>KEHHO
NPETEHIYIONIMI Ha  CMBICIOKU3HEHHYIO
LIEHHOCTb.

2. JlomuHupOBaHUE W AKTUBHOCTH 4YYyB-
CTBEHHOTo (hakropa B JHOOBH, OLIyILIECHHUE
YEJIOBEKOM CBOEH CHWIIBI, KPAaCOThI, 3HAYU-
MOCTH €CTECTBEHHO TpeOyeT TpaHCISIUU
3TOT0 COCTOSIHUSI HE TOJIBKO JIFOOUMOH (J1t0-
OUMOMY), HO U MHPY, YTO M MPOUCXOIMT
B HCKYCCTBE 4epe3 XylI0KeCTBEeHHbIe 00pa-
3bl — B €IMHCTBEHHOM BHJI€ JYXOBHOM Jiesl-
TEJIBHOCTH, CTIOCOOHOM B KaKOH-TO CTETIEHU
pPEeTPaHCIMPOBATH SMOLIMOHAIBHBIE TEPEKH-
BaHUs 4esoBeKa. VX HanpspkeHue B XyIOXk-
HUKE U SBJIAETCS TOM My30H, KOTOpas CTH-
MYJIUpYyeT TBopuecTBO. [lo3TOMY J1H000BB 110
IpaBy yTBEPJUJIACh B UCKycCTBE (0COOEHHO
B JIUTEPATYpE M MY3bIKE) KaK LIEHTpaiabHas
TE€Ma U OJIHOBPEMEHHO cTajia (PAKTOPOM €ro
pa3BUTHSL.

3. Tak kak 1:000Bb, B OTJIMYHE OT OHOJIO-
THYECKHUX MOTPEOHOCTEH, SBIAETCS HE TaH-
HOCTBIO TPUPOABI, @ UTOTOM 0Opa30BaHMs
YesloBeKa, MCKyCCTBO IIpeBpaliaercs B ¢ax-
TOp, MOTPYKAIOIIUKA CO3HAHUE YHUTaTeNs,
CIIyIlaTeNs, 3pUTENsl B JTFOOOBHBIE NEPEKH-
BaHUS IEpOEB, B PE3YyJIbTAaTE YEro pa3BUBA-
eTCsl, YCJIOXKHSIETCS, OTTaYMBAETCS 3MOLU-
oHaibHas cdepa co3HaHUS. TalaHTIUBBIC
IIPOU3BENIEHUS UCKYCCTBA HE TOJIBKO COXpa-
HSIOT aTpUOyTHl ¥ IEPUTICTUH JTIOOBH, HO H
HKCTPANOIUPYIOT, TPAHCIUPYIOT UX B BECH-
Ma HECOBEPIUEHHBIM MUP, a 3TO BCEJIAET Ha-
TIeKTY, UTO ABMKEHUE B «OymyIee, KoTopoe
cBemio u npekpacHo» (H. UepHbleBckuii),
OyZAeT mpooJIKAThCS.

2 ®dpomm D. UckyccrBo nmobuts / Jlyia denoBeka / odur. pen., coct. u npexucit. I1. I'ypesuya. M.:

3nanwme, 1992. C. 153.
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Annomayun. Kaura XygokKHUKa — CIEUU(PUUECKUNA OOBEKT MCKYCCTBA, MPEICTABISIONIHIIA
BBIXO/ISIILIEE 32 pAMKHM KHUTOIIEYaTaHbsl aBTOPCKOE BBICKA3bIBAHUE, B KOTOPOM MOXKET IIPUCYTCTBOBATh
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MPUYYIJIMBO CIUIEJIUCH JBa MCKYCCTBA: MY3bIKaJIbHO-XOpEOrpapuuecKoe U BOEHHO-PYKOIAIIHOE»
(2010), cozpanHas poccuiickumu XynoxkHukamu IlaBmom m Haranbeit MapTeiHeHKO, KOTOpas
paccMarpuBaeTCsl B paKypce pEeUenTUBHOM JCTETUKH. B u3gaHue BKIIOYEHBI apXHUBHbBIE
JTOKYMEHTBI, poTorpaduu, puCyHKH U cXeMbl. Ha OCHOBE M3yueHUs THX MaTepUaJIOB aBTOP CTaTbU
MHTEPIPETHPYET XyT0KECTBECHHBIH 3aMbICEN KHUTH B pritocodckoM Kiroue. B ranHOM apT-00BeKTe
peayn3yercsi yCTaHOBKA, CONIACHO KOTOPOH JKU3Hb ecTh TaHel. [Ipu 3ToM mponecc camopa3BUTHs
BKJTIOUEHHOHN B TaKyIO )KH3Hb JUYHOCTH MPEACTAET B HENMPECTAaHHOM B OOpEHHH KakK ¢ COOOH, TaK U
C 00CTOSITENILCTBAMH, YTO IOMOTAET Jy4lle MOHSTh Ha3BaHWE COYMHEHHA. KHUTY OTKpBIBAIOT U
3aBEpILIAIOT HOTHBIE CTPAHUIIBL, IEPETUCAHHBIEC OT PYKH O€3bIMSIHHBIM JTIOOUTEIIEM MY3BIKU B HaUaJIe
XX Beka. [lonoOHOE Xyn0)KeCTBEHHOE pELICHHE HAIpaBIIeT K MOHUMAHUIO MY3bIKM aHTUYHBIMU
MmyzapenaMu. B wactHocTH, U i aropeiieB My3blka BBICTyIIaja B KaYe€CTBE CBOETO PO «HUTH
ApuagHey, KOTOpas OmpeAersuia MyTh K TaiiHaM OBITHs, MpHOOMmas dYeloBeKka KO BceoOmien
rapMOHMH M o0OecrieunBasi TAKUM 00pa3oM BO3MOXKHOCTh JE€HCTBOBATH B YHHCOH C KOCMUYECKUMU
BUOparsiMu. Anesuupysi K MHeHHIO b. AcadpeBa, KOTOPBIN CUMTAI, YTO JKECT HAPSAY C MEMUKOU
U TAHIIEM CITy’KUT TOUKOM OTCUETa B CO3/1aHUU MY3BIKAJIbHOM peun, aBTOp MPUXOAUT K BBIBONY, YTO
repoeB, 0KUBAIOIIMX HA CTPAHUIIAX KHUTH XyJ0XKHUKA, BEIET MO KU3HU MY3bIKA.

Kniouegvie cnoga: pyxkonalHbli TaHel, KHUra XynokHHKa, [laBen m Haranbss MapreiHEHKO,
TaHell KaK MbIIIJICHUE, My3bIKa KaK urpa

© Xyan L33xyans, 2023
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Abstract. A book of an artist is a specific object of art presenting an authorial utterance overcoming
the bounds of book-printing, in which either a text or a picture can be present. At the center of
attention in the article is the book Rukopashnyi tanets. Istoriya lyubvi i sopernichestva, ob"ektivno
otrazhennaya v dokumentakh i skhemakh, gde prichudlivo splelis’ dva iskusstva: muzykal'no-
khoreograficheskoe i voenno-rukopashnoe [Hand-to-Hand Dance. The Story of Love and Rivalry,
Objectively Reflected in Documents and Schemes, in which Two Arts Have Fancifully Entwined:
The Musical-Choreographic and the Hand-to-Hand-Military] (2010) created by Russian artists Pavel
and Natalia Martynenko, which is examined in the angle of receptive aesthetics. The edition includes
archival documents, photographs, drawings and schemes. On the basis of studies of this material, the
author of the article interprets the artistic conception of the book in a philosophical sense. In the present
art-object the notion is realized according to which life is a dance. Meanwhile, the process of the self-
development of a personality involved in such a life appears in a ceaseless struggle with itself, as well
as with the circumstances of life, which makes it possible to understand the title of the composition
better. The book is begun and completed by music pages copied by hand by an anonymous music lover
in the early 20th century. Such an artistic solution leads to the understanding of music by the ancient
Greek sages. In particular, for the Pythagoreans music demonstrated itself as a sort of “Ariadne’s
thread,” which determined the path towards the mysteries of existence, initiating the human being into
universal harmony and thereby providing the opportunity of acting in unison with cosmic vibrations.
Appealing to the opinion of Boris Asafiev, who asserted that gesture, along with mimic and dance,
serves as a reference point in the creation of musical speech, the author arrives at the conclusion that
the protagonists who become alive on the pages of the artist’s book, are led through life by music.

Keywords: hand-to-hand dance, book of an artist, Pavel and Natalia Martynenko, dance as
thinking, music as playing

For citation: The Book of Artists Pavel and Natalia Martynenko Hand-to-Hand Dance: The
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CTaThe, MOCBAIEHHON PELIENTUBHOMN

ACTETHKE, B IIEHTPE KOTOPOH — OBbI-

TOBAaHHWE TEKCTa B aCHEKTE COILIMO-
KYJIBTYPHOU JTMHAMHUKU, & TaKXKE BOIMPOCHI
€ro MUCTOJIKOBAHUS B MPOCTPAHCTBE JIMAJIOra
TBOpLA U LICHUTEJIS, €€ aBTOp — Mpodeccuo-
HaJbHBIN (usosor A. KoBbUIKMH — MUILET:
«...CeTOJIHSI pelEenTUBHAs 3CTETUKA JIUIIb
HaMe4yaeT BO3MOXKHbIE ITyTH CBOETO pa3BU-
THS, TIOMCKa OoJiee JEHCTBEHHOIO METOja
U3YUYCHHUS JINTEPATypHOTO mporecca»’. Peds
UaET O Tporecce Co-ObITHS, CO-TBOPEHUS
XyJIO)KECTBEHHOTO TEKCTa, yYaCTHUKAMHU
KOTOPOTO BBICTYNAIOT KaK MHHHUMYM JBa
cyObekTa — mucarenab U untarenb. OmHaKo
B CUTYalllH, KOT/Ia B MOJI€ 3PEHUS YUTATEIIS
NOMAJIAET KHU2A XYOOHCHUKA, OTIBIT €€ TPo-
YTeHHs OKa3bIBaeTCs emé Oojiee 3aTpyaHU-
TENbHBIM, TTOCKOJIbKY TPEOyeT CO CTOPOHBI
PELUITUEHTA HE TOJILKO BAYMYUBOTO YTCHHUSI,
HO U CIIOCOOHOCTHU BUJIETh.

Kuaura xymnoxHuka — sBJIEHHE, KOTO-
poe B HacTosillee BpeMsl ellé He MOTyYusIo
CBOETO HcHUepmbiBaromiero oobsicHeHus. 1o
cioBaM A. AHIOXMHOH, caM TEPMHUH «KHH-
ra XyJaoKHUKa» — 3TO JIMIIb JOCTOBHBIM
MepeBoJ] C aHIIUUCcKoro artist’s book [1].
B npeiictBuTenbHOCTH 00a IIOHSATUS XOTS
U PSAIOTIONOXKEHBI, HO HE TOXIECTBEHHBI
apyr apyry. Kak cBumerenscTByeT yUEHBINH,
«...KHHUTa XyJ0’)kHHKa B Poccun nMeet cBoro
YHUKQJIBHYIO UCTOPHIO...», TOUKON OTCUETa
KOTOpOM MOXHO cuutarh 1910 roa, o3Hame-
HOBaHHBIN BBIXOJIOM B CBET ajibMaHaxa «Ca-
JIOK CyzAei». DTOT KOJUIEKTUBHBIN TPy ObLI
npu3BaH MaHudecTHpoBaTh NpoTeCT QyTy-
PHUCTOB MPOTUB «KJIACCUYECKOTO MCKYCCTBA
KHUTH C €T0 TPATUIUSIMH U KAaHOHAMI» [TaM
x)e, c. 127].

B Hacrosiiee BpemMsi MHEHUSI HCCIIEJIO-
Barejiell MpH BCEX PA3HOINIACUSAX B OIICH-

1
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ke (peHOMEHa KHHTU XYJIOKHUKA CXOMISITCS
B TOM, YTO €€ YHUKAJIbHOCTb OINpEAEIsAeTCS
HE TOJIBKO «MHOTOTPAHHOCTBIO, POXKIAEHHOU
Ha TNIEPECEUCHUH Pa3HbIX HAIPaBICHUHN HC-
KyCCTBa — PYKOTBOPHOM KHUTH, WHCTAJIISI-
1y, nepomanca, Mena-apTa u T. 1.» [Tam
xe]. JlanapIl (eHOMEH OT Hadaja J0 KOHIA
BBITOJIHSIETCS COINIACHO aBTOPCKOMY BHJIe-
HUIO KOHEYHOT'O PE3yabTara — €ro cojepxa-
HUSL ¥ BOIUIOLLEHHUS C HCIIOJIb30BAaHUEM Ca-
MBIX Pa3HbIX TEXHUK. B X uucie u TexHuka
aBTOPCKOTO JIUThsI OyMaru, U TeXHUKa Iud-
pPOBOH TMeyaru, arnpoOUpOBaHHAS HAa CaMBIX
pa3HbIX MaTrepualiax, U TEXHUKAa aBTOPCKOU
MevaTHoM rpad Ky, a TakKe Apyrue MajioTH-
paxkHble TexHuKU. [Ipu 3TOM, Kak mpaBuio,
THUPaXX TAKOW KHUTU MOXKET ObITh OTpaHUYEH
OJTHAM WJIM HECKOJBKUMHU dK3EMILIIPaMHU.

B nenTpe Hamero BHUMaHUS — KHUTA
xynoxxHukoB Ilasma (1975 1. p.) u Haraneu
(1974 r. p.) MapThIHEHKO — BBIITYCKHUKOB
XyJ0XKEeCTBEHHO-Tpaguueckoro (axymnbrera
Kyb6aHckoro rocynapcTBEHHOTO yHHBEPCH-
Te€Ta. 3a CBOIO TBOPYECKYIO JKU3Hb CYNpY-
JKecKas ueTa MpUHUMAJIa y4acTHE B BHICTAB-
KaX KaK TPYIIOBBIX, TaK U MEPCOHAIbHBIX.
[lepeuriciuM JHIIL HEKOTOPHIE MPOEKTHI:
«KyOaHckoe akryanbHOe» (ranepes «Com
bpyx», Tearp na Taranke, Mocksa, 2005);
«CoBpemenHble xynoxHUKU Kybanu» (Ma-
Hex, Cankr-IlerepOypr, 2005); MexayHa-
ponHas BeicTaBka «Paper works 2006. INO»
(Uno, SAnonms, 2006); MOCKOBCKHE MEX-
JlyHapOAHble BBbICTAaBKU-spMapku «KHura
xynoxkauka» (Mocksa, 2008, 2009, 2010);
«IIporynku onunHokoro meurarens» (Llen-
TpaJbHBIN JOM XynoxHUKa, Mocksa, 2009);
[Tepas FOxHO-Poccuiickass 6uennane co-
BPEMEHHOIO  HCKYCCTBAa:  CHELMAJIbHBIN
npoekT «WHble s13b1ku, uHBIE KHUTH» (Mo-
ckBa, 2010); BpicTaBKa KHUTH XyHOXKHHUKA

Kosbutkun A. H. Borpocs! penentuBHol 3cteTrky // OMckuit Hayunbiid BecTHUK. 2007. Ne 2. C. 153.
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(pakynpreT BH3yalbHBIX MCKYCCTB, TO-
pon Mopenus, mrar MuyoakaH, Mekcuka,
2014); «“Cxkpunropui”. JleHb CIIaBIHCKON
nucbMeHHocTH»  (KpacHomapckuii  rocy-
JAPCTBEHHBI HMCTOPUKO-apXEOJIOTrMYECKHM
My3en-3anoBeqHuK uMeHu E. JI. @enuubl-
Ha; JIutreparypubiii my3eit Kybanu, KpacHo-
nap, 2019); BeicTaBka aOCTpakTHOHN Tpadu-
ku «Mexny» (ranepesa «Apr-COIO3» npu
Coroze xynoxxaukoB Poccuu, KpacHomap,
2020); BeicTaBKa HaTIOpMOpTOB «IIpeamer-
Helii pasroBop» (Kpacuomap, 2020); «Co-
BpeMEHHbIN aBaHrapa. Pennkapnanus XXI»
(BoeictaBounsnii nentp Cankr-IletepOypr-
ckoro Coroza xynoxHukoB, Caskrt-Ilerep-
oypr, 2020); «Ceamurma. EamHOMHOXHE)
(KpacHomapckuii kpaeBoW XyHdOXKeCTBEH-
HeIid My3eit umenn @. A. KoBanenko?, Kpac-
Honap, 2021-2022) u np. Bxnaa coBpeMeH-
HBIX XYJIO)KHUKOB B BU3YQJIbHYIO KYJIBTYPY
Poccun Obul OTMEUEH PSIOM MPECTHKHBIX
Harpan’.

OOBEeKTOM HCCIIEIOBAHUS B CTaTb€ BbI-
CTyIIaeT CO3JaHHAsl B TBOPYECKOM TaH[e-

2 Jlanee — KKXM.

3

Me [laBma n Haranen MapTelHEHKO KHMra
Xy[O’)KHHKA, TOJTHOE Ha3BaHUE KOTOPOU —
«Pykomamupiii Taneu. Mcrtopus mo0BU u
CONEpPHUYECTBA, OOBEKTUBHO OTpaXKEHHAS
B JIOKYMEHTax M CXemax, IJle MPUYYyAJINBO
CIUIEJIUCH JIBA UCKYCCTBA: MY3bIKaJIbHO-XO-
peorpaduyeckoe U BOCHHO-PYKOIAITHOS)".
Bce sneMeHThl KHMTH, HauuHasg oT Oymaru
W 3aKaH4YMBasi OOJIOKKOU, — JIEJI0 PYK JBYX
yenoBek. Cama KHHTra MpeicTaBiseT coOoi
COpONIIOPOBAaHHBIN OJIOK, COCTOSAIIMN U3
¢dop3zaria, BEIOIHEHHOTO U3 TKAaHU U OyMa-
'Y aBTOPCKOTO JIUThS, a Takke 12 OyMa)KHbIX
JIMCTOB, HA KOTOPBIX Pa3MEIIEHbI KOIIUU J10-
KyMeHTOB KoHIAa XIX — nadana XX Beka
u ortorpadun. Hax kaxapiM u3 OyMaxHbIX
JMCTOB pacCIoNaraercss JUCT MPO3pavyHOU
IVIEHKU C PUCYHKaMU U CXEMaMH, BBIIOJI-
HEHHBIMH TIOCPEICTBOM ITU(PPOBOH MedaTH.
CocrtaB 00JIOKKH BKJIFOYAET B ce0s IepeBo,
KOKy U MeTaiul. E€ pasmep — 25%23 cwm.
Oco60 momuepkHEM: HaydyHOE OOpalie-
HUE K 0003HAYEHHON KHHUIe OCYIIECTBIsET-
Csl BIIEpPBBIE, YTO OOYCJIOBIMBAET HOBU3HY

[Ipodeccronanbupie Harpaapl [laBma MapreiHenko: saypear VI kpaeBoro mpodeccrnoHaIbHOTO

koHKypca «buennane 2003»; maypear VIII kpaeBoro mpodeccuonanbsHoro koHKypca «bueHname 2007»;
mpemus E. Iles ma IX MexpernonansHom mpodeccnoHabHOM KOHKypce «buennane 2009»; mepsas
mpemus VII MexayHapOmHOTO XyIHOXKE€CTBEHHOTO KOHKypca «Apt ropom» (2010); mpemus E. Lles Ha
X MexpernoHansHOM MpodeccnoHanbHOM KoHKypce «bueHHame 2011»; mepBas mpemMus BBICTaBKH-
koHKypca «Kocmoc. Mupsr Hencuepnaembix Gpopm», KKXM nvenn @. A. Kosanenko (2011); I'par-npu IV
MexpernoHansHON XyI0KeCTBEHHOW BhICTaBKU-KOHKYpca «HoBopoccuiickas ouennane 2015».

IIpodeccronanbupie Harpazsl Haramsum Mapteinenko: saypear VI kpaeBoro npo¢ecCHOHaIbHOIO
KOHKypca Ha Jiydlllee Ipou3BeAeHue B o0nacTu n3o0pasuresbHoro uckyccrsa «buennane 2003» B pasnmene
«I'paduxa» (II mpemus); maypear VII kpaeBoro mpodeccnoHaabHOTO KOHKypca Ha JydIliee MpOU3BeIcHIe
B obOnactu m3obpasutensHOoro uckyccrBa «buennane 2005» B pazmene «lpadukay» (I mpemmus); nmaypear
npodecCHOHaIbHOIO KOHKYpCa Ha Jydllee NPOU3BeJeHHE B 00IacTH N300pa3UTENIbHOTO HCKYCCTBA CPEAr
MperoiaBaTeneil XyJ0)KeCTBeHHBIX IITKOJ U IIIKOJ UCKyCcCTB B paznene «I paduxa» (I mpemus, 2007); naypear
IX wMexpernonanbHOro mnpoQeccuoHaIbHOTO KOHKypca Ha Jydllee INpOU3BeACHHE B o0iactu
n3o00pasuTenpHOro nckyccrBa «buennane 2009» B pazgene «['paduxa» (I mpemus).

4 Mapreinenko IlaBen ma Haranes. Pykomamimeiii tamerr. Vicropus Jo0BH M CONEpHHYECTBA,
O0OBEKTHBHO OTPaXEHHAS B TOKYMEHTAX U CXeMax, IJie IPUIYUINBO CIUICJIUCH JBA UCKYCCTBA: MY3bIKaJIbHO-
xopeorpaduueckoe M BOeHHO-pykomamrHoe. KpacrHomap: Mapr. Ilaen, 2010. 12 1. Tupax: yeTsipe
C MOJIOBUHON HYMEPOBaHHBIX 3K3eMIUIsIpa. Bropoi sk3eMIumsp.
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WCCIIEZIOBAHUS, TIPEAMET KOTOPOTO — Cpe/I-
CTBa BBIPA3UTEIHLHOCTH, UCIIOJIb3yEeMbIC Ye-
TOM MapThIHEHKO B KHUTE Xy10KHUKA. [lenb
WCCIICZIOBAHUS 3aKIII0YACTCS B MOTBITKE OC-
MBICIIUTh ABTOPCKYIO KOHIICTILIMIO, pealiu-
3yeMyl0 B JTHAJIOT€ C YUTATEJIEM, KOTOPBIii
OJHOBPEMEHHO BBICTYIAET B Ka4eCTBE 3pH-
Tens. MeTomonorus uccieoBaHus BHICTpa-
MBACTCs B OIOpPE Ha METOJl MHTEPIPETaIUH,
CEMHOTHYECKHUI aHaN3, THAJEKTHUKY YaCTH
U 1IeJIOr0, METOJl MHTEPTEKCTYallbHOTO aHa-
mn3a.

To 006CTOATENBCTBO, UTO HA IEPBBIN IJIAH
B Ha3BaHWU KHUTH, IOBECTBYIOLIEH 00 UCTO-
puM JI0OBM M CONEPHUYECTBE, XyHOXKHU-
KM BBIHOCAT (pasy «Pykomamselii Tanemy,
TpeOyeT, Ha Halll B3IVIsI, OTBETA Ha BOTIPOC,
YTO CTOUT 3a 3THUM 3arojoBKOM? Yka3zaHUE
Ha B3aUMOJICHICTBHE JBYX BHJIOB HCKYCCTBa,
OTHO W3 KOTOPBIX — pYKONAIIHbIA OOH,
JUIIb TOHAYATY MOXET MOKa3aThCs MPUY Y-
JUBBIM WX K€ Yepecuyp MPETEHIIUO3HBIM.
[MaBHBIMM TEPOMHSIMH KHUTHU BBICTYMAIOT
Anacmacua Cmeghanosna Maxkcumiok W
Enena Anopeesna baym. Uctopus ux cyned
pa3BopaunBaeTcs Ha (OHE BOCHHBIX JCiH-
CTBUH, KOTOPbIE B UX >XM3HU HEMPECTAHHO
HAllOMUHAIOT O cebe cBoIkaMu C (poHTa,
PaHEHBIMH, TPUOBIBAIONIIMH B MECTHBIN
Ja3apeT, U CMEePThIO YeJIOBeKa, O UéM CBUIC-
TEJILCTBYET uépHO-Oenas dotorpadus, cae-
JIAaHHAS B MOMEHT TPOIIAHUS C TOTHOIINM.

HamomuuM, 4to o0yuyeHue pykomai-
HOMY OO0 HEM3MEHHO BKJIOYano B cels
CHeIualbHyl0 THUMHACTUKY. [locmemuss
COCTOsIJIa U3 PA3IUYHBIX JIBHKEHHUH C Ta-
KUMH TpeMeTaMH, KakK Jionarka, opyxue,
MajKka, a TakKe M3 BCEBO3MOXKHBIX CabTO,
MEePEeBOPOTOB U MPOY., YTO MO3BOISET 00-
HapYyXHUTh TOYKH CONPUKOCHOBEHUS MEXK-

5

Jly TaHIIEBaJbHBIM UCKYCCTBOM M BOCHHOM
ruMHacTukoi. KocBeHHO 00 3TOM cBHje-
tenbcTBYOT H. Koponésa u B. Cepruenko,
pasMbIIUIsist 0 (OPMUPOBAHUU JIBUTATEIb-
HO-KOOPJIMHAIIMOHHBIX HaBbIKOB [2]. Kak
CUMTAIOT poccuiickue yu€Hble, Haunboiee
ONTUMAJILHO «KOMIUJIEKCHOE 00y4YeHHe pas-
JUYHBIM TaHIEBaJIbHBIM HAIPaBICHUSIM U
CIICIIMATbHBIM JUCHUIUIMHAM (KJIaccuye-
CKHM TaHell, PyCCKHUM TaHell, HApOIHbIN Ta-
HEIl, J[P)Ka30BbIi TaHEL, COBPEMEHHBIN Ta-
HeIl U JIp.)», CIIOCOOCTBYIOIIEE Pa3BUTHIO
«CHUJIOBBIX, CKOPOCTHBIX M JPYTUX OCHOB-
HBIX JBUTATEIbHBIX CIIOCOOHOCTEW» [Tam
xke, c. 179].

AHnanornyasiM o6paszom u Jlm YUyxaHb
paccMaTpuBaeT TaHEll KaK OIBIT «IyXOB-
HO-HPABCTBEHHOTO CTAHOBJICHUS JIMYHOCTH
C mepcrnekTuBoi Hambosee 3(h(PEeKTUBHOTO
NPUMEHEHHs BCETO CIIEKTpa CIOCOOHOCTEH
C LIETIBIO peaji3aliy CBOETO MOTEHITNAIIA)”.
B n1aHHOM KOHTEKCTE HENHIIHUM OydeT Ha-
IIOMHUTbh, 4YTO TPAAUIMOHHOE KHUTANCKOE
HCKYCCTBO, CBSI3aHHO€ C MY3BIKaJIbHO-TE-
aTpaJIbHOW JpaMOl, HEPEIKO BKIHOYAIO
B ce0si, MOMUMO TaHIIA KaK HEOThEeMIIEMOM
COCTaBIIAIONIEH CHHTETUYECKOTO XYIOXKe-
CTBEHHOTO 1I€JI0T0, U 00EBO€ HCKYCCTBO,
U HUCKycCTBO akpobOaruku. CTeneHb Ux BO-
BJICUCHHUSI B TMOCTAHOBKY ObLIa HaNpsIMYIO
CBSI3aHA C PETMOHOM, B KOTOPOM Takasi My-
3bIKaJIbHO-TE€ATpaJIbHASI IpaMa BIEpPBBIC 3a-
pOJMIIACh U MOJIy4YHIia pa3BUTHE.

Ha BaxHOCTB TaHI1a Kak MeTadOPHI KU3-
HU CO BCEMU €€ MMOBOPOTaMH U KyJbOUTaMU
YKa3bIBa€T U TO OOCTOATEIHCTBO, YTO HC-
MOJIb3yeMbI€ XyJOKHUKaAMU B MOCTPOCHUU
KOHIICIIIINY KHUTH HOTHI, HaljeHuble I1aB-
noM MapteiHeHKO B noaBanax Kpacnonap-
CKOIO0 MY3bIKaJIbHOTO Tearpa, riae ¢ 1998

JIu Yyxans. Ponp menarora-xopeorpada B mporecce camoonpeneneHus yvammxcs // bromierenb

Mesxaynapoanoro nentpa «VckycctBo u o0pazoBanue». 2022. Ne 4. C. 385.
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no 2000 ron o paboran B Oyradopckom
1exe, UMEIOT MpsIMOE OTHOLIEHHE K TaHILY.
[lepBoIit THICT MpeacTaBisieT coOOW Haru-
CaHHO€ C OIMOKaMM HTaJbSHCKOE Ha3Ba-
Hue neitel — flauto (un. 1). Jlanee, Taxxke
¢ omrOKaMu, BeIKcaHa ¢pas3a Mmo-HeMELKH
Die lustige Witwe («Becénas BmoBay), cie-
JIOM 3a KOTOPOW MIYT HyMepauus 3aredar-
AEHHOrO Ha Oymare My3bIKaJIbHOTO (hpar-
MeHnta (Ne 1) u ykazanue temmna (Presto).
B HOTHOM TEKCTE ¢ OUEBUAHOCTBIO ITPOCMa-
TPHUBAETCA IEpENucaHHas OT PyKU HapTHs
¢ueiiTel 13 HTpOAYKIIMH K TIEPBOMY aKTy
oneperThl @. Jlerapa «Becénas BqoBay».

Tot daxT, 4yTo B HOTax OTCYTCTBYeT (ha-
MWJIHS KOMIIO3UTOpPa, a B CIOBaxX, MPH Ha-
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Wn. 1. MNasen v Hatanss MopTbIHEHKO. «PyKOMOLUHbIA TOHELL.», JIACT 1
I1.. Pavel and Nattalia Martynenko.
Rukopashnyi tanets... [Hanad-to-Hand Dance..]. Folio 1

MACAHUKU KOTOPBIX UCIONB3YIOTCS UTANbIH-
CKHMI 1 HEMEIIKUH S3BbIKH, OOHAPYKUBAIOTCS
OIMOKHU, MO3BOJSIET YTBEPKAATh, YTO JIaH-
Has pyKOIHCh, CKOPEE BCEro, Obliia cliefana
He TTpo(ecCroHaTBLHBIM EPETUCYUKOM HOT,
a My3bIKaHTOM-JIIo0UTENneM. JlomyCcTUMOCTD
0I00HOM BEpPCUU OIMpaB/iaHa U CAMUM HOT-
HBIM THCHMOM, OTIUYAIOIIUMCS HEOpex-
HOCTBIO B HAIMCaHUM KIFOYEBBIX 3HAKOB,
pa3Mepa, B TOM YUCJIE UTHOPUPOBAHUEM U~
HaMHUYECKUX 0003HAYEHUH.

Tem He MeHee HOTHas rpaduka ¢ OUEeBH/I-
HOCTBIO CBUJICTEILCTBYET O HAMOPUCTOM
U CTPEMUTEIBHOM Xxapakrepe (iaeiiToBoi
NapTUU, YTO BIOJHE pUDMYETCS ¢ HAYAIOM
JKU3HU, TOUHEE, TAaKUM €€ MEepUoaoM, KOTO-
pbIil oTnuMyaeTcs Oe3yAep>KHBIM ONTHUMMU3-
MOM U CTPEMJIEHHEM BO YTO ObI TO HU CTAJIO
nobuthkes xkemaemoro. COOTBETCTBEHHO, TO
00CTOSITENTLCTBO, UTO MEpBasi CTPaHUIIA, OT-
KpBIBAOIAsi IMOBECTBOBAHME, HAYMHAETCA
C HOTHOTO TEKCTa, CIIYXalIero CBOETro poja
MY3bIKAJIbHBIM TIPOJIOTOM, a BTOpasi 3HAKO-
MUT C KOJUIGKTHUBHOM (oTorpadueit pacmo-
JIOKUBIIMXCS HA 3€MJI€ MOJOIBIX MYXYHUH
B BOCHHON (opMe U C BUHTOBKAMU —
y KOTO-TO B pYyKaX, y KOrO-TO JIEXKaINX
MOJJI€, — OKA3bIBAETCS BIIOJHE IOTUYHBIM.
Co Bpemenu Hanucanus JI. ToacTeiM ero
OeccMepTHOro poMaHa, MUp W BOifHa mpe-
ObIBAalOT B HEPa3pHIBHOM EIUHCTBE B TOM
KHUTE€ KU3HU, KOTOpasi MUIIETCS HE YEPHHU-
JIaMH, HO KPOBBIO M TIOTOM.

O cyns6e Anacracuu CredanoBHbI Mak-
CHUMIOK, CyJil IO BKJICEHHBIM B KHUTY JIOKY-
MEHTaM, U3BECTHO CIIeyIOIIee:

— 9 nexabps 1908 rona, xorna eit ucmos-
HUJIOCh 19 JeT, oHa cTana y4YyuTeIbHULIECH
LIEPKOBHO-IIPUXOJCKOM IIKOJIBI, TPOMUIS HC-
nbiTaHue B JKUPOBUIIKOM TyXOBHOM YUMWIIH-
11 (EH

— 15 Hos6ps 1909 roma T'opogHUIKHM
ye3noM el mpucBoeHa CepeOpsiHasi Menalb
Ha JBOWHONW Bnamumupckoit u Asnekcanu-

219



Mpo6neMbl My3bikanbHom Hayku / Music Scholarship. 2023. N2 4

poBckoil neHTe «B mamsATe 25-netus uep-
KOBHO-TIPHXOJICKHX HIKOJ»®;

— 26 suBaps 1911 roxa ona 6s1a nepe-
BeZieHa B Bepemtocckyo MyKCKyIO LIEPKOB-
HO-IIPUXO/ICKYI0 1IKoTy COKONBCKOTO yeszaa
I'ponnenckon Enapxuu;

— 9 aprycra 1915 roga marupyercs Oy-
Mara Ha OCCIIaTHBIM >KeJIe3HO0POKHBIH
IIPOE3I.

B cBoro ouepens cynpba Enensl AHape-
eBHBI baym npescraBieHa TakuMU 3a(UKCH-
pPOBaHHBIMU Ha Oymarax Ka3éHHOTo oOpasia
CBEICHUSIMU:

— ¢ 1 centa6ps 1898 rona mo 1 gexadps
1914 rona (6e3 nepepsiBOB) paborana jao0-
MAaIllHEH YYMTEJIBHULENH PYCCKOIO S3bIKa W
MaTeMaTHKH;

— ¢ 10 okrs0ps 1914 roga no 20 aBry-
cta 1917 roga mo coOCTBEHHOMY >KEJIaHUIO
0e3Bo3Me3IHO paborana B Jnazapere Ile-
Tporpana;

— ¢ 2 cenrs16psa 1915 roga mo 20 aBry-
cra 2017 rona npoxuana B [{apckom cerne,
Ky/Ja Iorajia B dBaKyalluio, U MPOAoIIKaia
pabotars B J1azapeTe, U3 KOTOPOro yuuia 1mo
CEeMENHBIM 00CTOSTENbCTBAM.

Ha stom cBenenus o repouHsix oOpbI-
BaroTcs. [lonmuHHBIE JOKYMEHTHI, BOIIE]-
IMe B KHUTY U [IUTHPYyEMbIC HAMH, a TaK-
e BKIIOYEHHBIE B He€ (ororpaduueckue
CHUMKH OBLTM HaWJIEHbl XYIO0KHUKaAMHU
MapTbeIHEHKO Cpeld TPyAbl MaKyIaTyphl,
cOOpOM KOTOPOM 3aHMMANCh Yy4dalluecs
IIKOJIBI, Te OHM 00a pabotamu. [laBen u
Haranbst cows BaKHBIM U HY)KHBIM COXpa-
HUTh TMaMAThb 00 ATUX JIIOAAX, JOIMOJIHUB
KHUTY QoTrorpadusiMu CBOUX POIHBIX (WL
2). B ognom ciyuae ato mama Hartaneu —
Hwuna MBanoBna KomoHOBa, cenbckas yuu-
TeJIbHUIIA, KOTOpasi o0yyasia JETUIIeK a3aM
YEpUYEHUS U PUCOBAHUSA, a TEIEPh NETUTCS
CBOUM TAJIaHTOM U MYAPOCTBHIO C BHYKaMH,

Wn. 2. Nasen v Hatansst MapTbiHEHKO. «PyKONALLHbIA TOHEL,.». JIucTsl 8-9
Il. 2. Pavel and Natalia Martynenko. Rukopashnyi tanets... [Hana-to-Hand Dance... Folium 8-9

6 Menaip Obuta yupesxaena 29 mast 1909 roza no yka3y umneparopa Huxomnast 1. Ona Bpyvanach iumam,

pa6OTaBIHI/IM B IICPKOBHO-TIPUXOACKUX IIKOJIaX.
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B npyrom — aex [laBna, Anekcanap fAxos-
neBu4 MapThIHEHKO, KpacHOapMeell, IIo-
rubmmii B 31 rog. IToMuMo 3TOr0, B KHUTE
€CTh MOPTPETHHIC 3aPUCOBKHU TJIaBHBIX Te-
POMHB, KAKUMH X BOOOPA3HUIIA aBTOPHI.

Hackonpko MOmOOHBIA ONBIT COOTBET-
CTBYET COOCTBEHHO TBOPUYECTBY U HE CTOUT
JIM 332 9TUM CTOJIb XapaKTEepHasl 111 TOCTMO-
JIEpHU3MA SKIIEKTHKA KaK OJIUH U3 CIOCOOO0B
caMOYyTBEPKAeHUs?

JlymaeTcsi, 4TO MMEHHO ompenesseMast
Ha3BaHHWEM KOHIIENIUs KHUTU CBUIETENb-
CTBYeT O 0€3yCIOBHO TBOPYECKOM U TIIy0O-
KOM IIOHMMAaHUM aBTOpaMU CBOEH 3aJauH.
[lepennereHre HOTHOTO TEKCTa, JOKYMEH-
TabHBIX CBUICTENBCTB, (oTorpaduii u
MPUAYMaHHOW UCTOPUH O BO3MOXHOM J1t00-
BH JIBYX JKCHIIMH-TIOAPYT K OAHOMY MYX-
YHHEe, KOTOpas clejalia uX CONCpHHUIaMH’,
POXKIAET CIEAYIOIIUNA CMBICH: Halle ObITHE
MIPOHU3aHO PUTMOM U YHUCJIOM, 3aJa0LUMU
Mepy HaNpsHKEHHOCTH MEXTY BIOXOM U BbI-
JIOXOM, BHEIIHUM U BHYTPEHHHUM, JTUCKPET-
HBIM U KOHTHUHYaJIbHbIM, BDEMEHHBIM U BEY-
HbIM, OOpHOOW M MPUMHUPEHUEM, B3IETAMU
1 nageHusMU. [Ipu 3TOM )KHU3HB KaK TaKoBast
— 3TO JIMILIb Yepea MPEoI0IeHUN, HOCPEI-
CTBOM KOTOPBIX U MMPOUCXOJIUT CTAHOBJICHUE
JUYHOCTH.

3nech caM (hakT TOro, 9To U AHAcTacus
CreanoBna Makcumiok u Enena Anupe-
eBHa baym Obuin yuutensmu — sipuaiiiinee
CBUJIETENICTBO MX BhIOOpA B Moib3y CrioBa
KaK SHEpPruu, HAMpaBJICHHOW Ha OIYyXOTBO-
peHue IUIOTH, WM WHAue€ — BOIUIOIICHHE
Hyxa. [Tockonbky xe C10BO — 3TO B mep-
By ouepenp MHTOHAIUS, UCTOKH KOTOPOM

oOHapy-xuBatoT cedst B XKecrte, Hallla )KU3Hb
npencTaér kak ocoObli Tanen. He Tort, 3a-
HATHUSI KOTOPBIM OUYEBHUHBI JJII BHEIIHETO
Ha0JI0/1aTeNsl, HO TOT, KOTOPBINA IPOUCXOJIUT
TaHO OT BceX. IMs eMy — «MBbICIIeIeSITENb-
HOCTh, pealu3yolas ceds MOoCpPeICTBOM
rapMOHUHU KaK COIVIaCOBAHMS MMMAaHEHTHO
OPUCYIINX YEJIOBEKY MPOTUBOPEUHI MEXK-
Ny palOHaIbHBIM U UPPAIMOHATILHBIMY [ 3,
c. 189]. IlockoabKy AOCTHUKEHUE UCKOMOTO
COINIaCOBaHUSl C HEM30EKHOCTHIO TpelyeT
OT BCSKOM JIMYHOCTU OIpENeTEHHBIX YCH-
JIUH, OMBIT TAPMOHU3ALMHU OAHOTO U JAPYTO-
IO C TOJHBIM OCHOBAaHUEM MOKHO OTHECTHU
K «pYKOMAIIHOMY TaHIly». JlJis cpaBHEHUS
npuBenéM cioBa A. baaplo: «...y mapTHé-
POB B... TaHIIE HET HEOOXOAUMOCTU YTO-TO
BBIPaXKaTh, OCKOJIBKY TaHIYIOIINE Tejla —
3TO U €CTh UCTHUHHASI MBICIIb» (LIUT. 10: [4,
c. 783)).

He cnywaiiHO mo3TOMy BO BCEX peEiu-
TUAX PUTYaJIbHBIM TaHEl BBICTYHAeT B Ka-
yecTBe cBs3yronieit He6o (bor) u 3emiio
(mronm) HutU. Kak nmucan ®. Hune, cam on
«...NOBEpUJ TOJIBKO B Takoro bora, xoro-
peIii ymen Obl TaHUeBaTh»®. Buas B TaHIe
KU3HEYTBEp)KJatoniee Hauyajuao, (uiaocod
oOpamasncss K 4YeJIOBEYECTBY CO CIEAylo-
mMu cioBamu: «O, BbICIINME JIIOHU, Balle
XyJlllIee€ B TOM, YTO BC€ Bbl HE HAYYUJIUCH
TaHIIEBaTh TAaK, KakK HYXHO TaHIEBaTh,
— TaHIIeBaTh MOBEpPX camux ceds»’. Bol-
CKQ)KEM MPEIIONIOKEHUE, YTO pedYb HIET
O TaHUE KAaK O YKMCTOM MBIIUICHUH, HE
OTATOIIEHHOM HUKAaKMUMH TUIOTCKUMHU HWH-
Tepecam, a IMOTOMY JapyIOLIEM HCTHH-
HYIO0 paJloCTb BMECTO COINPOBOXIAIOIIETO

7 Ha mocnennem nmucre kauru (1. 12) Hamucano: «VICTopus 3aKaHYMBAETCS HA TOM, KOTIa TJIABHOTO
repos, He CYMEBIIIETO CIEaTh BHIOOP, CAMOTO BRIOMPAET CMEPTh, OMBIBAs JIOUNCTA MYKCKOH KPOBBIO CEpIa

MTOPYT-COTIEPHHUIIY.

8 Humme ®. Tak roopui 3aparycrpa. M.: ACT, 2015. C. 45.

9

Tam xe. C. 374.
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YIIOBJIETBOPEHHUE KUTEHCKUX MTOTPEOHOCTEM
YAOBOJIbCTBUSI.

C oTOi TOUKM 3pEHHs] BECbMa CHMBO-
JUYHO U TO, YTO UMEHHO IOJ MY3BIKYy 3a-
BEpILIAETCS HUCTOPHUS BBICTPOCHHBIX B CO-
OTBETCTBHUM C 3aMBICIIOM  XyJOXXHUKOB
MapTblHEHKO B3aMMOOTHOUIEHUI AHacTa-
cun CredanoBHbl MakcuMiok U EneHsl
AnpnpeeBHbl baym. Ilocnegnuil nucT KHM-
ru «PykonamHelii TaHE» BEHYAET HOTHAS
CTpaHHM1Ia o1 HoMepoM ABa (1. 3). Y BHOBb
9TO (hrelToBas MapTHs, HO Ha 3TOT pa3 3BY-
yamias B [lyate (Duett) Banancbenns! u Ka-
MHJJIa — TIEPCOHAXKEN YMOMSHYTOM orme-
pertel @. Jlerapa, kotopas, KaKk U HEPBBIA
HOTHBIN ()parMeHT, MOIIa OBITh IepenucaHa
pyKO# JIOOMMOTr0 MMM OOCUMH MY>KUMHBI
B MOPY €ro MCIOJIHEHHOIO HAJEXk 1 FOHOIIEe-
CTBa.

OtnaBast cebe OTUET B TOM, YTO JIyIT —
3TO MY3bIKaJIbHOE MPOU3BEACHUE, B KOTO-
POM y KaXXJIOTO M3 JIByX YYaCTHUKOB CBOS
cOOCTBEHHAs MapTusi, HENb3s HE 3aMETUTh,
YTO €CNIM NepBas HOTHAs CTpPaHMIA BOC-
IIPUHUMAETCS] B MPOCTPAHCTBE KHUIHM Kak
COJIBHBIM TaHEI], UCIOJIHAEMBI B pa3Mepe
2/4, B cTpeMHTENBHO OBICTpOM Temrie'’, To
CTPAaHMLIA MOCEAHSS AEMOHCTPUPYET OIIBIT
B3auMmoseiictBusa S u [pyroro (ae ), uau-
LHUHAPYIOLUN UHYIO MyJlbcaluio. Pedup uuér
00 alla breve (uman. Hackopo, KPaTKUM CIIO-
cob60M) — MY3BIKaJIbHOM TEPMHHE, 0003HA-
YarolleM COKpAlIeHHE TaKTOBOIO pa3Mepa
B JBa pa3a (YTO MPHUBOJUT K YCKOPEHHIO
TeMIIa, TMOCKOJIbKY 4/4 mpeBpaliaroTcs
B 2/2); obo3Hauaercs kak € (MMEHHO 3TO
MbI ¥ BUIUM Ha ui. 3). U3HauanbHOE Presto
(cxopo) ycrymaetr mecto All[egre]tto mod.
(yMepeHHO OBICTPO).

Hymaercsi, ToMuUMO cBO€oOpa3HOM apKH,
KOTOPYIO BBIMOJHSIOT 3TU JIBa 3a(hUKCUPO-
BaHHBIX AHOHMMOM MY3BIKaJIbHBIX (par-
MEHTa, pUPMYSCH C MIPOJIOTOM H ITTHIIOTOM,
BOILIONIEHHAS B HOTHOM Tpaduke My3bIKa
CUMBOJIM3UpYET cOOOM BEUHO cyllee, Kak
ero nonumas Cokpar: €JMHCTBO U MHOXKE-
CTBO, 3aKJIoyaroliee B cebe cpocimecs Bo-
eIMHO Tpenen u OecnpenenbHoCcTh. C 3TOM
TOYKU 3peHUS (PEHOMEH «PUTMHYECKOU

Vn. 3. Tasen 1 Hamanbs MopTeiHEHKO. «PyKOMOLLHBIA TOHEL,.», JIucT 12

Il. 3. Pavel and Natalia Martynenko.
Rukopashnyi tanets... [Hana-to-Hand Dance... Folio 12

1 K cnoBy, aBTOpcKO€ yKazaHHe TeMIa B ToM Homepe onepeTthl — Presto (Galopp). ['anon — ObicTpbiii
OaJbHBIN TaHew, MOMYJSIPHBIN B epBoii nonoBuHe XIX Beka.
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MY3BIKM», OTBEYAIOIIUN aHTUYHOM PUTMO-
IIed, NPOTUBOIIOCTABISAEMON JpEBHEIpe-
YECKUMH TEOPETUKAMHU MY3BIKM MEJIOIIEH,
KaK HeJsb3s 0oJiee COOTBETCTBYET crielu(u-
ke XX BeKa — DJMOXHU OBITHUSA TepOEB KHH-
M XyHOXHUKOB MapreiHeHko. [Io mbiciu
M. ApXUNOBOH, «...NMpeodiaagaHue puTMa
KaK OpraHusyrouiero u ¢opmyrouiero Qax-
TOpa B MY3BIK&JIbHOM HCKycCTBe XX BEKa
oueBUIHO» .

Connpapusupysace ¢ pPOCCUMCKUM HCKYC-
CTBOBEIOM B TOM, YTO «...CBO€OOpa3HOI
TOYKOM OTCYETA I OCO3HAHHUS CBSI3U MY-
3bIKM U IUIACTUKHU B IUIAHE MHTOHALMOHHOMN
IPUPOIBI ABISETCS, O€3yCIOBHO, MOHYMEH-
TanbHbll Tpya b. B. Acadbea “My3bikanb-
Has opma Kak Ipouecc”’, B KOTOpOM MHU-
MHKY, )KE€CT U TaHel] y4EHBIA paccMaTpUBall
B KaueCTBE BAKHEWIIMX CTHUMYJIOB MY3bI-
KaJILHOTO $13bIKa»'2, BBICKQXKEM CIICAYIOIIEe
npeanonoxenue. Kuzup u cynp0a reporHb
KHUTH Xyn0HUKOB [laBna u Haransu Map-
TBIHEHKO aKTyaJIM3UPYIOTCS TI0J 3HAKOM
MY3bIKH, KOTOPOH HCIIOJIHEHO BCSIKOE IOA-
nuHHOE ObITHE. Peub uAET He 0 TOM My3BIKE,
YTO CBSI3BIBAETCS CO CIIOCOOHOCTSAMHU HETh
U UI'PaTh, HO O MY3bIKE KAaK MUPOBOM 3aKO-
HE, BOIUIOLIAIONIEM T'apMOHHUIO U TOPAJIOK.
ViiaBnuBaHUE O5TOW MY3BIKM BHYTPEHHUM
CIIyXOM IIOMOTraeT IIPOTUBOCTOATH XaoCy U
OecriopsAaKy, KOTOpbIe HECyT ¢ co0oil co-
LMaJIbHBIE KATAKIN3MBI, C JINXBOW JAOIIME
0 ceOe 3HaTh Kak B XX BEKe, TaK U B BEKE
XXI. CyMelT 1M HBIHEIIHUE MOKOJIECHUS
COXpaHUTh B ceOe 1ap TaKOro BHYTPEHHETO
CJIBIIIAHUS, YTOOBI HE 3aTepsThCs B HAJABH-
raroiemMcst Oyayuem?..

[TonBoast UTOrM, 3aMETUM, YTO OIBIT OC-
MBICJICHUSI aBTOPCKOM KOHIIEIIUYA KHUTHU XY-
noxHUKOB llaBima m Haranen MapTeiHEHKO
OKa3aJiCcsi BO3MOXHBIM OJjlarozapsi aHajnzy
psila KCIOJIb3yeMbIX UMM B IPOLECCE CO3-
JIAHWSI KHUTU XYJIO)KECTBEHHBIX CpPEJICTB
BbIpa3uTeNbHOCTU. K UX 4Mcily OTHOCSTCS
B [IEPBYI0 OYepE/Ib HOTHBIE CTPAHULIbI, a TAK-
e PUCYHKH U doTorpaduu, KOTOpbIE B3sUIU
Ha ce0sl poJIb MMCHMEHHOCTH, JJOTIOTHUB J10-
KyMEHTaJlbHblE cBUAETENbCTBA. [Ipu 3TOM
coOCTBEHHO BepOAIbHBIN TUCKYPC, COOTHO-
CHUMBII C TaK Ha3bIBAEMBIM CJIOBOM aBTOPA,
HOSIBJIIETCS JIMIIb OJHAXIbl — HA MOCIHE-
HEM JICTE MPO3PAYHON IJICHKHU (3TOT (par-
MEHT LMTHpOBaJIcd B CHOCKe 7). MIMeHHO
HOTHBIE CTpaHUIIbl 337al0T JOMOJHUTEIb-
HOE U3MEpEeHHe )KU3HU, MeTadopoit KOTOPOi
ObuT Ha3BaH TaHel. Bcenen 3a uccnenosare-
aem H. OcunueBoit nmomuepkHéM: «Tpak-
TOBaTh TAaHEL TOJILKO KaK BHUJ HCKYCCTBa,
IJI€ CPEACTBAMH IUIACTUKHU YEJIOBEYECKOIO
Tena co3aéTcs XyIOKECTBEHHBIM 00pas,
COBEPIIEHHO HEMPABOMEPHO», MOCKOJIBKY
«...3HAQYEHUE TEpMHUHA ‘‘TaHel]”’ HaMHOIO
mvpe, 4eMBUIUCKyccTBay[5,c.31]. Beayuae
C KHUTON XyJO’)KHUKOB INPAaBOMEPHO TIOBO-
pPUTH B TOM YHUCIIE U 00 Urpe, LIEHHOCTh KO-
TOPOIl COCTOMT HE CTOJIbKO B pe3yJbTare,
ckoibko B mpomecce. [locnennuit 3Hame-
HyeT cOOOW HEeNpecTaHHOEe CTaHOBJICHUE,
IIPOBOJIHUKOM B KOTOpPOE CITYy’KUT My3bIKa.
HactpauBas «Iyuy-MHCTpyMEHT» Ha BH-
Opaimu, onpeaensone HebecHyr cumMdo-
HUIO'", OHA TO3BOJIACT HAM MPHUKOCHYTHCS
K BEYHOCTH, BOHMpasi B ce0s HEZETMMOE e/IH-
CTBO HACTOSIILIETO, IPOILIOTO U OyIyIIETO.

" Apxunosa M. B. O putMudeckoii mpupo/e My3bIKaIbHOTO )KECTa: K TOCTaHOBKe poOiemMsl // BecTHuk
Tomckoro rocynapcTBeHHOro yHuBepcurera. Kyiasryposorus u uckyccrsoseaenue. 2016. Ne 3. C. 107.

DOI: 10.17223/22220836/23/11
12 Tam xe. C. 109.

13 TIporouepeii Anekcanap Mens. {uonuc, Jloroc, Cyns0a. M.: «Ilyts, Uctuna u XKuzub», 2002. C. 84.
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Hnghopmayusa 06 aemope:

XyaHn L[33xyanb — acnupaHT kadeapbl My3bIKaJIbHOTO 00pa30BaHUS U BOCIIUTAHUSI.
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